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Abstract

The dissertation is a biographical ethnographyrofraividual, ordinary musician and
Mamelodi township dweller, Lesiba Samuel Kadiakd982) in South Africa. It is
based largely on fieldwork totalling more than 1@ntis conducted in five periods over
six years between 2006 and 2011.

It examines the possibilities of studying an averdgather than ‘leading’)
musician ethnographically and their implicationsdarconsequences for wider
ethnomusicological and South African music reseadtamakes a practical contribution
to the wider debate about the relationship betweelividual, social, and cultural
structures, and breaks new ground in its focusherpteviously little known music and
practices of Mr. Kadiaka’'s church, the Zion ChastiChurch.

The research consisted mainly of ethnographic ebtiens of various kinds of
musical activities in which Mr. L. S. Kadiaka wasvolved in as a solo musician
(songwriter and song singer) and as a member @@, on the one hand, and of deep
interviews over the time span of six years, ondtiner.

It consists of a biographical part dealing with haratives about childhood in
rural Ga-Mphahlele and his later life in Mamelodivhship. Iconographic historical
sources of a private nature are use too. The squamdlescribes in three large chapters
ways in which he was musically involved in vari@esial and cultural settings.

The core of the dissertation’s methodological drebtetical approaches rest on
detailed ethnomusicological and other examinatidnvarious ethnographic and
historical sources, as they relate to L. S. Kadgkausical activities. These are
understood as sites of the construction of specifitural meanings and as such map his
wider social and cultural position as a poor townstweller in a post-apartheid
context.

As a reflexive interpretative ethnography it payareful attention to the
production and situatedness of the ethnographia tafparticular research contexts

providing a detailed account of the researcher&tm too.

Key words: Biographic Ethnography, Music, Experencldentity, Township,
Migration, Zion Christian Church, South Africa, Bthmusicology



Abstrakt

Disert&ni prace je biografickou etnografiezného hudebnika a obyvatele townshipu
Mamelodi v Jizni Africe Lesiby Samuel Kadiaky (*196 Je zaloZzena na dlouhodobém
a opakovaném terénnim vyzkumuegahujicim celkem jeden rok, ktery se odehral
v péti obdobich mezi lety 2006 a 2011.

Prace prakticky prozkoumava moznosti etnografick&thidia pamérného (spise
nez ,vyjimeiného") hudebnika a jehaisledky a dopady na SirSi etnomuzikologicky a
specificky jihoafricky hudebni vyzkum.r&lstavuje tak konkrétnitigpsvek do SirSi
debaty o vztahu jednotlivce a socialnich a kultchingtruktur. Zarovie je prelomova
také diky svému vhledu na dosud malo studovanékmidaraxe Sionskér&g'anske
cirkve, jejimz je pan Kadiakdenem.

Konkrétni vyzkum sestavali@devSim z etnografickych pozorovanizmych
typtt hudebnich aktivit, jichz se pan Kadiak&astnil, jednak jako so6lovy hudebnik
(,pisnickd) a jednak jakoclen zmirgné cirkve, a hloubkovych etnografickych
interview provadnych v pibéhu Sesti let.

Prace se sklada z rozsahlé biografi¢kséti, jez v gkolika kapitolach pracuje
s narativy 0 jeho &stvi na venko¥ v Ga-Mphahlele a o jeho pof8im Zivog
v townshipu Mamelodi. Jsou zde vyuzity také ikoradigké dobové prameny soukromé
povahy. Druhacéast popisuje veie¢ch rozsahlych kapitolach jeho hudebni aktivity
v riznych socialnich a kulturnich preésdich.

Jadro metodologickych a teoretickyckighupi disertace spdva v podrobném
etnomuzikologickém zkoumanfiznych etnografickych a historickych pranieiez se
vztahuji ke Kadiakovym hudebnim aktivitam. Tytmnosti jsou chapany jako mista
konstruovani specifickych kulturnich vyznara jako takové mapuiji jeho SirSi socialni a
kulturni pozici jako obyvatele townshipu v post-gpaidnim kontextu.

ProtoZe se jedn& o reflexivni a interpretativniogtafii, pe&liva pozornost je
vénovana produkci a situovanosti etnografickych dakornkrétnim vyzkumném

kontextu. Sotasti je proto také podrobny popis pozice badatele.

Klicova slova: biograficka etnografie, hudba, zkuSeniosntita, township, migrace,

Sionska keg’anska cirkev, Jizni Afrika, etnomuzikologie
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Note on Orthography, Place Names,
Interview Transcriptions

and Abbreviations

A number of words and passages other than Englishaa in the text, mostly personal
names, place names and song lyrics.

Words and longer quotes in Sepedi (or Northern @8isotho sa Leboa),
mother tongue of Lesiba Samuel Kadiaka, are writtenway Samuel wrote them for
me. This mainly applies to words and phrases frotarviews or to Samuel’'s song
lyrics. In order to keep their authenticity no atfg# has been made to correct them in
accordance with the rules of Sepedi orthography.

For Sesotho hymns included in thé&ela tsa Sionehymnbook, | use their
original Sesotho orthography in accordance with Higeanbook edition from which |
quote.

In case of place names, | provide the most widalgduversion of the name
based on a comparative study of current maps &ratlre. In case of vernacular place
names in Mamelodi, it is sometimes impossible nad & codified written version of the
name, so | write it either the way Samuel wrotiitme or as it appears in vernacular

sources.

*kk

My stays in Pretoria date from the period betweéf52and 2011. Many place name
changes have occurred since then in accordancethdgtburrent language and cultural
policies, concerning mostly street names. | use nhmes used at the time of the
research. Where it was possible to find them (veheGoogle Maps have managed to

keep up), | tried to add current names if the nanae® changed.

*k%k
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To keep the authenticity of the sources, the qumtatof interviews are largely left
without any grammatical corrections. In order tosue intelligibility of the text,
however, | made some minor corrections, additiam$ explanations. All such places
are marked by square brackets [].

In case of longer passages | use block quotatiodsitalics. The speakers are
identified for the first exchange of every convéimaas LSK (Lesiba Samuel Kadiaka)
and VZ (Vit Zdralek). From the second exchange adwahe speakers’ identity is
maintained only by typography. | tried to leave theotations as intact as possible in
order to preserve the authenticity and pace ofiterview. However, | left some
passages out in order to keep the line of the aegtiiearer. Such places are visibly

marked by square brackets [...].

*k%k

| avoided using abbreviations throughout the t@ktere are two exceptions and both
are widely used and well established.

AIC stands for the African independent/indigenousétet!/instituted churches

ZCC stands for the Zion Christian Church
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Auto-Biographical Reflections on Position

Why does someone from the Czech Republic undemeg&earch on South African
township music? What does it mean and what isat?pHow does it relate to South
African music scholarship (local and internatiorsald mainly in English) and to
ethnomusicological and musicological scholarshigeneral? Can and does it make any
difference? Can and does it offer any new perspes? These or similar questions may
go through the reader’s mind. But who is the inezhdeader? Why am | writing in
English instead of Czech and what would happen, wfas not? Before starting to
formulate my main arguments | would like to stayhaihese and related issues for a
while and make my position as clear as | can. énftlowing sections of this preface |
try step by step to unveil what it means for meébéoa Czech Ph.D. student from a
specific family and intellectual upbringing to reseh and write about a South African
township musician, what are the implications ofsthand to see what practical and
theoretical potential it may have.

The situatedness of a ‘second world’ scholar reteag a ‘third world’
experience or, more precisely, the situation of smme from a post-communist country
and a post-soviet satellite, with its countless ifigations, doing research in/on the
‘Postcolony’ is unusual enough in ethno/musicolagd cultural or social anthropology
not to be taken for granted, and it must therefméhematized and articulated. | start
by describing the wider social and cultural backgb relevant to understanding my
current thinking. 1 continue by describing my iméetual development in the course of
my university education, which lead to an interiesthe colonial and post-colonial
history of Sub-Saharan Africa. Then | move to tble 1of language in academic writing
and to my position as a Central European reseasthdying the postcolonial African
context. | give a couple of examples from my fiddearch and my home musicological
department, which illustrate my ambiguous positiorelation to the more conventional
pattern of ‘Westerners’ studying ‘Africa’, as | reeome to see these concepts.

-13 -



Family, Society, Church, and School

Rather than an exhaustive account of historicah&vias they went’ | offer here
a consciously selective and reflexive auto-biogregdhconstruction of my experience,
as | understand it from my point of view today, wdrimary regard to the relevance to
the issues discussed in the main text. | would tikeffer a possible explanation of my
intellectual development, which | see as insepardldm my habitus, in Bourdieu’s
sense, as it has been formed and transformed invaheus environments | have
inhabited. Because | find this development somewimatsual in the wider context of
English-language ethnomusicological writing | thirtkis important to address the
relevant formative and transformative experienaeshis development as problems,
through which | hope to clarify my current positiaon relation to the subject of the
following text.

| grew up in a small socially and culturally upredtand deterritorialized town
of about eight thousand inhabitants, Nejdek, in Western borderlands of former
Czechoslovakia (about 15 kilometres from the thastEsermany’s border) during the
1980s and 1990s. This area had been mostly inldallite a German-speaking
population since the Middle Ages, until 1945 whartually the whole population,
settled there for centuries, was forcibly albeivfidly removed to (ruined) post-war
Germany, to be replaced by a mixed population opfeefrom all corners of the former
first Czechoslovak republic (1918-1938). This neuwxed population was composed
mostly of lower-class people who sought the abaeddrouses granted for free or sold
low-cost and the plentiful work opportunities, kaiso partly comprised enthusiasts
from various political inclinations who arrived tauild up’ Czech culture and take over
the industry in this suddenly abandoned land, warikinds of adventurers and fortune
seekers, and all sorts of political victims of tH@8 communist coup. The latter had
had to leave Prague and other more hospitable pkitieer because it was part of their
punishment or because their political ideas premduttheir finding a job in the capital or
in other cities: such were my parents, who camédjoek in 1962 This no-man’s-land

11t was a blood land too. One of the worst commiupison/concentration camps in Czechoslovakia in
the 1950s and 1960s was situated near the hidtdoean of Jachymov (formerly Joachimsthal in
German) about 15 kilometres from our town. Uranfomthe Soviet nuclear programme was mined there

by political prisoners who — as class enemies degtto be exterminated — were not shielded ag#iest
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accommodated them all, even the few Germans ot lmigin who were allowed or
sometimes even requested to stay (mixed marriagescaighly-skilled industrial
workers and a few other exceptions). It had beepeaphery of peripheries, the
westernmost end of the Soviet bloc, and even in18&0s the feeling of deprivation
was still very much present, whether you lookedhat falling-apart formerly proud
town-square houses and local churches or the pogly bad performance of the
majority of children at school (less than 5% of meghoolmates made it to the
university). When | was growing up one was stkely to hear Slovak (sometimes with
a Hungarian accent), Czech with some unfamiliaeacin the streétor German in
local Catholic churches and in other churches’ eragoms, which were often located
in people’s houses.

To make it even more confusing for a child, largeugs of Viethamese and
Cubans (proportionally to the town’s population)revarriving regularly throughout the
1980s for periods of practical training spent ir tlocal wool mills or aluminium
factory. They were learning how to use the mackin@ovided at that time by the
Czechoslovakian government to these countries gesture of ‘brotherly help’ within
‘the world camp of peace and socialism’. Theirdesces were coincidentally situated
just above our street. A handful of them even staye the 1990s the region was
literally flooded with Viethamese merchants tradwigh all kinds of goods, especially
cheap clothed who now constitute a respected minority in thentou And there has
been a growing Russian- and partly Ukrainian-spegkninority in the nearby spa
region, settled mainly in and around Karlovy Vary.

radioactive rays there. When | was a child in tB80s the camp was already closed down and thestrace
partly effaced. The feeling of the place, howevemained.

2 One of the four families living in our house wawarking class family originally from the easterrsho
part of Slovak ‘half’ of the country (I could bayalinderstand the older ones as a child), the atlasra
communist militia man’s working class family origifly from the central part of Bohemia (I played hwit
their son a lot) and the third was a family of &68 expelled ex-communist — both parents were fores
engineers — originally from the Eastern Bohemia 8ndthern Moravia. Our house was a good example
of our town’s population in this sense. No one hgkxd there except the few Germans who were allowed
to stay.

% The largest Vietnamese market in the country greRoticky, a mountain border village, with up to
one thousand stands in the 1990s after the two &estates had united and the Czech-German border
re-opened after half a century. At the time it Waslly called Klondike as the trading spirit remiéd to

many of the famous gold rush in the famous Alaskagson.
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The striking think about our town, which | realizedly after spending longer
periods of time elsewhere in the country and abreab that there was no publicly
visible or audible local folklore — perhaps notmisingly — and only very few civic
cultural or other activities, such as sport. (It count the state-organized May 1st
parades or various political events where publitigpation was compulsory.) It was a
shattered, confused and confusing region withocwramon sense of local identity or
belonging, except perhaps that of being uprootée Gasic web of signs making any
culture meaningful to its members and potentiaileliigible to its students was like a
damaged spider’'s web. There were a number of diffewebs of signs in fact, but they
did not quite correspond to each other; nor, ire@dghe state-enforced communist web
of meanings, although this was known, understood anblicly accepted and
participated in by the majority, on a personal dondestic level it was internalized by
very few. Even the ideological language (Czech) used differently, and inventively,
in every situation as people pursued their own dgerand interests (Herzfeld 2005).
The region has started to slowly recover from tbstyoraumatic situation only since the
1990s when various kinds of non-state-organizeit eigtivities began to mushroo.

In my opinion this is where the potential for compan with other experiences
of forced removals and cultural uprootedness iogarts of the world, specifically in
this case South Africa, lies. Seen retrospectiagly analytically | believe that growing
up in this unsettled, uprooted and wounded langicatrongly formed my
understanding of society and culture as somethary unstable, fluid, shifting, with
nothing to be taken for granted, and at the same i allowed a feeling that politics is
always near and that it must be carefully watched examined, to develop. This
experience enriched me with a sense for understgralicertain kind of provisionality
and for appreciating various practical and theoattstrategies of survival familiar to
people experiencing conditions of physical, soarad cultural displacement, conditions
of deterritorialization for the poor, migrants, rmirities or those otherwise
disadvantaged by the authoritarian state. Thisesbad been further enhanced by my

upbringing, which | find important to describe Iflyan this context.

“ Since 1990s this area opened to researchers fesious fields ranging from history, sociology or
anthropology to landscape ecology (see for exarfjslpka, Slezak and Vaculik 2005, Spurny 2006,
Arburg and Sta¥k 2010 et al., AndrS 2010, Spurny 2011 et al.).
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In order to sketch out our family’s social statasthis environment | must say
that because my father (born 1938) was a compamyelain the local wool mills and
my mother (born 1942) worked as a teacher in tbal lprimary, they basically were the
intelligentsia of the towA.In more ‘normal’ countries and times this couldé®een an
advantage in practical life but there and thenaswot. My parents had qualified jobs,
yet they were looked at with suspicion by many astth a hint of a true class hatred by
some of the working class who — paradoxically awodsfbly without knowing it —
earned more than my parents did. Even if theselpdwd known, they would have
probably found the situation justified. As we weaié sharing the limited space of the
small town this contact across social strata (ifaasas we can talk about such thing
within a supposedly ‘classless society’) was irelie and often resulted into moments
as bizarre as they were deeply socially enriching.

| and my two much older siblings were all brougptas Catholics and, what
was equally unhelpful in the era of the ‘scientiftorld view’, we were quite anxiously
but regularly being introduced to ‘high cultureither via playing and listening to
classical music (I played the piano, the fluteedrsolo singing for a while and sang in a

church and later a grammar school choir), or viafoeguent visits to Prague’s many

® My father was born into a working-class familyan industrial coal mine and heavy industrial regién
Ostrava in north-eastern Moravia but as a half-anphe was sent to live with his uncle, a cathaliegs,

in Central Bohemian region in the age of four anditied there till his studies. This associatiothwiis
uncle had consequences for him after 1948 regatuméurther education. He tried to get to a gramma
school where he was not allowed to be accepteddi@ardnot to become a priest one day too”. Instéad,
was — aged 14 — recommended to start working isaahy steel work company “right from the school in
order to become accustomed to the working classa lbycal committee. Thanks to an intervention of
another uncle the decision was reversed basedsubsequent proof of his working class origin — his
father, formerly a gardener in a local chateawaaly worked in Vitkovice steel work at the timend as

a result he finally was allowed to enrol to a bessschool meant as a final step in his educatian,s
without a university prospect. However, he miracsly was accepted to study law at the university fo
years later. Having graduated there he was, onam,agot allowed to continue his career, this time
academia, given his catholic belief he still “proatively practiced” during his studies and a comista
denial to become a Party member. Having receivgdats not even to try in order not to get into
unspecified troubles, he decided to take the fostoffered at the moment — a position of a wooll mi
company lawyer in Nejdek, a place he and his fiariegd never even heard of until then. My mother
grew up in a working-class family in the region G@entral Bohemia. Having graduated from an
educational college she taught at a village prinsatyool for two years before moving to Nejdek 629

with my father. The above mentioned quotes comm flocuments in our family archives.

-17 -



galleries and historical churches, or just via negdthe hard-to-get classics and
listening to the state-jammed foreign radio statiorhis did not increase our popularity
among our age mates: there was no one among thémwliom | could have ever
discussed a single one of these topics. Wearinghkapest clothes and living in this
cultural periphery we children were by our paranede to feel to be part of the great
Western European Christian culture, a paradox dbdescribed by Milan Kundera in
his essay ‘The Tragedy of Central Europe’ 1984° It was as if the smaller our
economic capital was, the greater our culturaltehpito use Bourdieu again (Bourdieu
1984) — should have to be, according to our pardiits symbolic capital we received
through this kind of upbringing and education wassiderable, nonetheless only to be
used in other places and later times. It seemdxtta complete waste of time, energy
and much more, there and then.

My frustration resulting from this alienation fromy age mates as a child had
guite devastating effects on my social self-estééfhy did our parents do it to us? A
high culture derived from the great Western Chaist{(and in our case Catholic)
narrative of Czech and European history served distenctive feature of our identity,
contrasting sharply to the communist world view ageneral malaise of ideas
especially after 1968. We lived inaunterculture We actively constructed our own
‘world’ based on the then ‘old-fashioned’ valuesladeas which could be labelled as
‘conservative’ today but they seemed to be the qualysible and sensible ones then.
Seen from Western and especially from African c@aband postcolonial perspectives
it must seem very odd to think of the great Chaistiuniversal’ narrative of European
history as a counterculture (to the communist atleenpassing hegemonyt it was
true not only for our family but for many othersdem communism and even in the early
years of post-communism. To recall Kundera agaiaptly described these different
positions in his essay on ‘different springs’ in689 comparing Czechoslovakia with
France (standing for the West hef&o already the ‘oddity’ of my childhood situation

® The paradox and the frustration of being, on the band, seen from Western perspective as part of
Eastern Europe and, on the other hand, the feelinmany Czechs, especially its elite, as culturally
belonging to the West after 1968 became the maméhof Milan Kundera's essay ‘The Tragedy of
Central Europe’, originally published in French fi¢iera 1984).

"It his short essay ‘On the Two Great Springs, andhe Skvorecky’s’, originally published in French
which interestingly echoes Kundera’'s previously timred essay, he again writes from his dissent

position (in relation to the Western European Veiftg intellectual mainstream) about the 1968: “Fari
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affects my current position in relation to the wany research area is a politically
contested one, as well as affecting more genefaioaphes and methods | have used
and academic disciplines and traditions | have dramw

In the context in which | use the term ‘counterardt here, it should be freed
from the usual Marxian connotations it has receiwedVestern social sciences and
humanities: that is, as an active socially shamdl \d@sibly manifested stance against
some aspect of life in a capitalist society whogkuce is understood as a hegemonic
oppressive ideology. At the same time it should het confused with the usual
understanding of dissent (a problematic concepivagysee Havel 1985) as my parents
were by no means open public opponents of the megion with the concept of
‘subculture’ as it is usually understood in Westsatiology, anthropology or cultural
studies. Our family did not want to stand out oiptlicly challenge the ruling status
guo. My parents desired, rather to be invisiblerefation to the dominant political
discourse of the authoritarian state. In fact,rthesition was quite a lonely one and that
aspect, isolation, could well be used as in desgibnd theorizing their situation. We
were literally stuck in a small border mountain towith close-to-zero possibilities of
open friendly relationships, as virtually no-oneosé position would have even only
partially matched ours, lived there. The idea @réhbeing a community or society to
which we belonged did not exist, which itself qums$ the way such concepts are used
in the social sciences and humanities and sugtiedtthey should be re-thought and re-
contextualized if they are to be of any help fomlgsing socio-politico-economic
contexts different from those they were conceivedAt the same time, seemingly
differing concepts should not be denied solelytmn liasis that they sound different, or
sometimes even contradictory, as they may aim strieng similar processes, only in
different contexts. This experientially acquiredaa@ness of the necessity to rethink the
received academic terms, concepts and methods dwaedvme against their too easy
application in a South African context, too.

In order to specify the meaning of countercultusel aise it here, where there
was noreal community our family would have willingly particged in — not even

within the church structures before 1989 — | re@dhedict Anderson’s concept of

May was a high-spirited challenge to a Europeatuceiiviewed as deadening, tedious, official, s¢lero
The Prague Spring was an homage to the same Eurcpé#are, so long smothered beneath ideological
idiocy; it was a defense of Christian belief aslwasl of libertine unbelief, and of course of modarh(l

stress ‘modern’ not ‘postmodern’).” (Kundera 2010Q7).
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imagined communityAnderson 1991/1983). The core of our social, walt and
religious identity was made up, too, of both thissac and musical distinctions of taste
(Bourdieu 1984) and the Christian moral values vmared with the imagined
community via variousnedia Both the distinctions of taste and the Christmaaral
values made up the cosmos or imagined communityotlvafamily inhabited, together
with all the great figures of the European Christiegh cultural tradition, dead or alive.
This, not membership of any group existing in rig&l, constituted the core of our
identity as we perceived it.

The media that enabled us to participate in thismms of, as we believed,
universal Christian and Western European value®incircumstances thought of as
virtually matching each other) were not just thented ones which Anderson’s book
highlights but also music records, tape recordimgdio, flm and the various cultural
performances we regularly took part in. All thesedm we creatively used to overcome
distances in time and space. By mediating distapemences they mediated our own
experience too. Through them we could have takehipaommunities we desired to
be part of, something impossible in reality whilgidg literally fenced in, in a
communist state. Giving in to the effects of thesedia, and the multisensorial
experience provided by them, meant to almost séigda&e part in a communion (I am
deliberately using this religious term here) of tha&ropean high culture tradition, and
not only to participate in it but to feel a spiatuntimacy with people and ideas distant
in time and space.

This is nothing unique in human experience and well documented that, for
example music is an extraordinarily apt medium foediating cultural intimac$.
Anthropologist Michel Bigenho writes about the idef intimate (spatial) distance
(Bigenho 2012), a useful term which | stretch hierepply to a time dimension too.
Listening to Bach’sMatthew Passionwith a score on the lap during Easter and
Mozart's or Dvdgak’s Requiemto remember diseased family members with candies |
on the living room table, reading Franz Werfel ae€h baroque poets, travelling by
local mountain trains and hiking to nearby mountallages’ deserted and falling apart

churches on Sunday mornings (not to be viewed mt@un because ‘communists are

8 1t is useful to recall Martin Stokes’s terimbral socialitieshe uses in his bookhe Republic of Love:
Cultural Intimacy in Turkish Popular Musi(Stokes 2010: 6-7). There is a plenty of studiegetbping
Anderson’s idea of imagined communitgyondtextuality as a medium armbyondnationalism or ethnic

identity as its main areas of application (seera§idkes 2010: 1-34).
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on the lookout’), admiring medieval sculptures @rdgue paintings in the books as
well as in galleries, conspiratorially going to tieema to watch rarely screened films
etc., all these activities — the indoor ones reimigpcbne of 18-century Biedermeier
bourgeois and religious chronotopes and the outdo@s pointing to conspiracies
worthy of detective fiction — took us virtually agell as literally somewhere else, to
other times and other places, which we experieased they were our own, intimately
close and real. And they were as real as sensugasience can only be. It fulfilled us
with feelings of freedom within a system constarttiyng to exercise its control over
our lives and bodies.

Our habitus (Bourdieu 1984) was marked out by thiagd activities we did as
well as by those we did not do or did only whercéal to. None of us for example ever
participated in any organized sport or other steiggnized activities. My parents tried
to avoid any kind of public political appearancenaisch as they could, though politics
was thoroughly discussed at home. They never veeptibs or restaurants to socialize
informally, though, being sort of public personsey were always ready to talk to or
help anyone regardless of his or her politicaleigious belief or colour of skihWe
never had a TV set at home as all TV programmes Wally state controlled (as the
radio was, but there was classical music on therandd one had a chance to tune up
foreign stations). Odd and eccentric as it musse#m nowadays these activities and
events constituted the main topoi of our familyabhus.

Such had been the social space | was brought apdnlater had to deal with
under rapidly changing circumstances of the 199Bowing up counterculturally
generated many conflicts and contradictions andeune a lot of troubles in my
everyday life as a child. However, it compelled toehink hard later and made me to
be quite grateful today for such an experience. diserepancies and disjunctures
experienced so urgently and in such an early ageelation to the environment |
inhabited as a child forced me to constantly réflggon my position. | believe that it

has influenced me in developing an almost scrumuloge for making constant social

® Many Roma people have lived in Nejdek. They weved in by the government especially in the
1970s from the Slovak part of the country. Accogdin my memory my mother was the only teacher at
the school they liked or at least regularly greetedthe street — something quite rare considetieg t
state’s approach to Roma assimilation, their doggsdtance to it and the generally negative ambroa
of Czech majority towards Roma people. My fathegutarly helped people across social strata forsyear

and for free with civil law advises.
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and cultural analysis, because everything and arythave had a meaning for me.
When | was introduced to theoretical concepts & hbmanities and social sciences |
started to regularly use some of them as basicumsnts for analysing and

understanding my own situation. Theory became asergml part of my life.

By sketching out these details | wanted to showeundhat conditions my
thinking has formed and how my experience mightehiadluenced it. Though it must
still seem somewhat unlikely that someone with rmdkof upbringing might find an
interest in South African popular culture, it siiblde clear that the experience of
inhabiting such a countercultural space, a factak wnore and more aware of and
consciously reflected upon while | was coming oé,agradually undid any remaining
feelings of comfort and taken-for-grantedness riggrthe functioning of culture and
society, their institutions and performances. Téiperience of cultural, religious, and
social uncertainty at an early stage of my life #melfeeling of not belonging, of some
kind of an estrangement and alienation, has rerdaimét it has been an inexhaustible
source for my thinking about culture and socia &fver since.

This experience of living counterculturally undemumunism has also given my
position a certain ambiguity regarding my Southi@dn research, an ambiguity that |
use as a critical tool for developing my theordtmasition, as | specify later in the text.

The Czech and South African University

Having graduated from grammar school in Ostrov,iggdr nearby town rich in
socialist-realist architecture of the 1950s, witlbaxoque monastery and a garden in
decay and a huge baroque chateau used as a tecéchcml at the time, where |
commuted to and from every day for four years bg bad train, | headed for the
inevitable — a university in one of the hinterlasities. Like my older sister and brother
| never intended to return, something our pareitsitty, yet automatically, approved
of. They had never really intended to live whereytllid and wanted us to decide for
ourselves.

| went to study history and music education (sympbcally, | considered
literature as a third possible subject) at theawraii University of Hradec Kralové, the
only school offering such a combination, in 199%hva view to becoming a grammar

school teacher. The decision fitted quite well ioto family habitus, to use Bourdieu’s
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term once again. At the time | still was in syn¢hathe ethos of my family upbringing,

| still was a member of this imagined community teospeak, and | was wholly
determined to study and later teach the greatryisib European high culture, all the
more so since the Czech education system had hedesen liberated from state-
enforced communist ideology and new possibilite@sdifferent approaches had opened
up, especially in the humaniti€sl was well aware of the changing situation asasw
regularly discussed at home, although often in theradiscouraging wa¥. Topics
previously ideologically distorted or underreprdasen relating to Czech Catholic
baroque culture — especially regarding literature music — were my main interests in
the beginning. | gradually developed a series ¢édlliectual interests in other topics
neglected by Czech humanities scholarship, sudhesistory of Czech Germans or
German-speaking Czechs (the former inhabitantsyofiemeland), the history of Czech
Jews, and the holocaust and the related topic @licaulife in Terezin/Theresienstadt.
These themes were not covered well in our counsdd @njoyed discovering the new
literature which was just beginning to be publishietiding to feel uncomfortable with
what was officially studied as | knew from my ea#dyperience already that these
offerings were not necessarily true, or substamfarmation was left out.

The role of a teacher is always important in onetsllectual development. In
my case | was struck and swept along by the gjirlactures of one of our history
teachers, an Iberian-American and world historyokothand former diplomat, Jan
Klima. For the first time in my life | was serioysxposed to themes related to Africa,

at the age of 28 His lectures literally opened up a new world foe,nthe world of

1% Following up my previous engagement in a localrchichoir and a school choir during my secondary
school years, | even sang in a semi-professiong’tmhoir for two years, with which | performed ntigs
baroque music, recorded CDs and toured reguladyCrech Republic, but also the Netherlands (twice)
and Japan (once).

' A typical discussion between my parents and mehtmig like this: “You should not do humanities,
neither social sciences. Now it is fine, anythisgoossible and things look just wonderful. But wifiat
another ideology comes or whatlieyreturn? History is the first thing to be rewrittefou should better
go for physics, math or medicine or just somethiegitral. Or are you going to teach kids Marxism-
Leninism then? You might read history or play tlhenp in your free time, do not you think?”

2 Here | should perhaps remember that we had a nuafitmder travel writing books in our bookcase at
home, some of them of a missionary kind, includbmpks on Africa and South Africa. The truth is,
however, that I, unlike my father, had only foundleeting interest in them before, always prefegrin

closer ‘home’ themes to the ‘exotic’.
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modern global history and international relatiohsattended his elective courses on
colonialism, post-colonialism, the history of pr@lanial and post-colonial Africa and
Latin America as well as compulsory courses in ganeistory uncommon in Czech
historiography and in academic discourse genertdlytheir emphasis on the world’s
historical interconnectedness, on the historicatatize of the modern world systerh.
His lectures were rather descriptive with only ayvitle if any theoretical reflection,
but the impact of mere historical fatten me was immensely powerful and his insight
into the historical development of inequalitiestive current world order sounded truly
revolutionary to us. It was a bomb dropped on mwtlgeorganized Eurocentric
knowledge firmed up by the countercultural situatio which it had developed. My
world view began to shatter and change dramatieelty/irreversibly.

His critique of political and theoretical positioserves to illustrate differences
in thinking about these topics from positions hbld Western academia, and has a
bearing on my own academic positioning. While theggcs are associated with the left
in Western academia, it is impossible to clasdifg basic political approach in his
lectures as right or left wing in the Western ser&gnificantly, he never mentioned
postcolonial critique, not a single name, while gpracticed it in many ways. The
leitmotifs of his lectures were as follows: Afrieand Latin America have their own
complex histories worthy of attention before théoo@l encounter and its people have
their own agency in history. The development of Wes capitalism is unthinkable
without considering the whole web of political, aomic and cultural relations.
Colonialism and slavery are inseparable from theeldgpment of the modern world.
And these are just a few. We were confronted witmes of the most critical points of
postcolonial thinking but, it is important to noteithout knowing it Had | read the
actual postcolonial authotken the leftist Marxist language and terminology odnmg
of them would have most likely discouraged me fne@ading any further or it would
have deeply disturbed me at least. In order to nataied this situation, difficult to make
sense of from a Western intellectual perspective,must take into account the post-

communist context.

13 Retrospectively | can see that | was very luckywas quite exceptional to have an opportunity of
attending such courses in the Czech Republic. T&mayvledge there is no comparable offer of courses
in any history department in the country at the raotn

4| am using this term in accordance with the commseme in historiography.
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Reading such texts was difficult for two main reasolack of literature in
libraries and a lack of translations. Czech unigigoraries simply did not have most
of the literature published in the West before 188@ it remained so well into the
2000s™ To my knowledge, not a single text of postcolomidlique, for example, was
translated into Czech at the tiffeYears of intellectual isolation of Czech academia
had a deep and long-term impact especially in timaanities. Czech communism had
been strong in anti-colonial rhetoric but did nopgort a serious debate as it could turn
dangerous for the system. Dissidents and othercantmunist groups did not consider
colonialism a pressing topic and its potentialdaalysing the post-socialist situation in
Central and Eastern Europe had not been discovétes.private home seminars or
smuggling of books organized in the 1970s and 1@¢80&d not cover the whole range
of topics and the organizers were selective. Liviimga communist state, who would
invite anyone from the West to hold a Marxist talk postcolonial thinking? It would
not have been distinguished from the tiring and ipn@sent anti-Western ‘anti-
imperialist’ propaganda. A critique of colonialiswas simply not on the dissidents’
agendd’ We could thus say that the development of a Creftéction of postcolonial
thinking correlates with a Czech reflection of ttmuntry’s own communist past and
communism and left-wing political reasoning in gehe

In these history courses we practiced a critiqueadbnialism but it was not

based on postcolonial thinking as conceived andivatéd in Western academia.

!> Some field have been more affected than others fif$t thing | later had to do before starting Ks@s

in ethnomusicology in our department was to apptygfants in order to purchase basic literatureofar
library as there had been virtually none.

16 Said’sOrientalismwas published in Czech language in 2008, thirgryefter its original publication
and debates it inspired (Said 2008). A selectiorteats by Fanon, Césaire, Wa Thiong'o, Bhabha,
Mbembe, Appadurai, Chakrabarthy, Chatterjee anda&pfiollowed in a book series since 2011 (Fanon
2011, Havranek, ed. 2011, Bhabha 2013, Havranek,28d3), interestingly, published not by an
academic or any well-established press but by #errative art NGO project callettanzitdisplay

(http://www.tranzitdisplay.cg which may partly justify poor quality of transian and editorship of the

publications. It is worth noticing that the art text of the books’ publication, most visible in ithe
distinct typography reminding of ‘samizdat’ or aYDaesthetics, transformed the texts’ original cgnte
from an academic one into a political one and ¢tian artistic intervention.

7 By contrast, a South African anthropologist anahedical doctor Mamphela Ramphele, for example,
integrated arguments of Vaclav HavelBhe Power of the PowerlesfHavel 1985) into her
anthropological and medical analysis of life coiudis in Cape Town hostels of the late 1980s (Ratephe
1993).
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Taught in a history department, one would haveddrtd say then that the courses were
less ideological and more descriptive and fact-thasethe historiographical sense.
From my present point of view, however, | would shgre were other reasons and
motives at play than just the time-tested histaapgical routines.

There has been a strong anti-theoretical and atgigretative feeling in Czech
academia since 1988 Although it can only be fully explained after carly analysing
its local intellectual development, my tentativgpkxation would be that this feeling
was rooted in a certain confusion of theory witbakbgy, that it has been caused in fact
by afear of ideologyintrinsic to some segments of post-communist $pciacluding
academia. The feeling was enhanced by the suspi(oite justified) that the
background of many humanities theories was Mar@sten Czech'’s social experience
of the theoretical and practical application of Mam-Leninism — which discredited
and ruined the basic academic structures of humargind social sciences as well as
their wider professional reputation with far-reaahconsequences — there is, | believe,
an extreme sensitivity to ideology, unfortunateliften uncritically confused with
theory As a result refuge is often taken in a supposedgology-free realm of
descriptive, facts-accumulating pseudo-positiviém.

Influenced by this freshly acquired knowledge, fleemer ideological and
essentializing binaries structuring my world vielatered and began to vanish. They
went ‘3D’ in the sense that what mattered now vikesactual situations, positions and
perspectives, and these suddenly were so many arifferent. No world view or
ideology was meaningful only of itself any moreesxthing turned relational, context-
bound, ‘it depended’. My fight for the recognitiaf Czech baroque culture, once so
important to me, became somewhat obsolete from rtbely acquired ‘world’
perspective. This move encapsulated a shift froenahti-communist countercultural
position of my parents towards more nuanced approgen to pressing problems of
the contemporary, and for myself and my fellow stutd suddenly re-opened, world. In

this ‘new’ world, as | began to see it then, thdi-aommunism expressed via

% In some fields it has been greater than in ofhatsicology being in the forefront of this resista —
interestingly, a situation not that different fraffestern musicology (Cook and Everist 1999).

9 Here | write of my experience in the InstituteMfisicology of the Faculty of Arts, Charles Univeysi

in Prague, an institution | have been part of ahdeoved since 2001 first as a student and as f staf
member since 2010. It is based on my observations discussions with colleagues from various

humanities and social sciences too. My rationaizitay not, however, be generally applicable.
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conservative association with the values of thetgf@hristian tradition of European
high culture could no longer serve as a sensiblenteocultural refuge (and
countercultural to what, now?) or as a viable caitiposition. This experience has
remained an important source of inspiration for nimologically, this move

encapsulated a shift from oppressive cold-war esartowards more nuanced
sensitivity to a globalizing world getting more cplex more quickly than ever before.
For me, retrospectively, it has meant a momenéafonnection to a wider international
academic debate, no longer bound up with the imatediational history, no longer
limited to the struggles of intellectual life und=EmMmunism.

Not sure about my prospect as a high school teathstarted to study
musicology at Charles University in Prague in 2084 that my studies partly
overlapped® In my musicological beginnings | still was quitedicated to European
classical music but under the influence of Jan Klgrhistory courses, introductory
courses in popular music studies by late Z#eBerger and ethnomusicology by
Vlastislav Matousek, my view broadened and my timglshifted in the direction | just
described above. | started to feel more and momomfortable in a musicology
department where music culture was treated from uaneflected ethnocentric
perspective informed mainly by a German musicolalgicadition moving between
Guido Adler and Hugo Riemann as the founding fatlaexd Carl Dahlhaus and Hans H.
Eggebrecht as its best offspring. There was vistuab reflection of Anglo-Saxon
developments in musicology since late 1970s incowrses and virtually no literature
of this kind was to be found in local libraries {aat time the university had subscribed
to few electronic database€S)As an exception Tereza Havelkova, then a graduate

student who had previously studied in the UK, i@ tbS and in the Netherlands, taught

2| continued with the first study programme fromievh| graduated in 2004 becoming a teacher of
history and music education. | have worked as h bahool teacher part-time since 2004.

! There seem to be interesting parallels betweetorfés of Czech and South African musicologies’
attachment to the idea of European art music anhtheasame time, their resistance towards cultural
critique of any sort. It is all the more surprisiag the two surrounding political ideologies, comiBsm
and apartheid, claimed to oppose each other. Gaagfth locally sensitive comparative examination
might, | believe, come out with interesting resulf$ie relationship between (apartheid) politics and
musicological practice has been reflected quitd weBouth African musicological circles (Ballantin
1984 and 2012b, Lucia 2005a: xxi-xlvi), in Czechsisological circles it has gone largely unnoticed s
far though.
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a course introducing us to cultural analysis in®%0For several years she had been the
only one to subvert the academic inbreeding indapartment (and one of a few in
Czech musicology at large) that had lasted for desa

After graduating from my first study programme @02 | already knew that |
wanted to focus on ethnomusicology (of which | laagery limited understanding) and
go and study abroad, if possible, in a non-Euromeamtry. Influenced by a number of
factors ranging from my growing interest in coldraad post-colonial histories to my
fascination with African and Afro-American musidieamed of studying somewhere in
Sub-Saharan Africa. My aim was to learn more alsoumusic other than European
classical music, preferably an African one. On aadamic level | wanted to get a
proper ethnomusicological training too. | hoped doquire a different cultural
perspective, too for which | saw a greater charicetudying out of Europe. My
motivation operated more on the level of compengatihe imbalance in my previous
education in terms of ‘getting to know more abdw bther musics and histories’ than
on the level of methodological or theoretical agmtm Nonetheless, it was a significant
move towards my further intellectual development.

A colleague of mine from the same study year, MgdaSolcova shared the
same idea of going to study ‘somewhere in Sub-SahAfrica’ so we started to search
for opportunities. Remarkably, it appeared thereewo possibilities in the whole
Sub-Saharan Africa only, both in South Africa: Usmsity of Pretoria and University of
Cape Town. As the inter-university agreement wilp€ Town had just expired it was
decided that we were going to Pretoria. In the rtieemnwe attended a course on South
African history in the 28 century taught by anthropologists Hana Horakove Ratr
Skalnik which revealed a completely new world to. imeJuly 2005 we headed for
Pretoria to spend one semester as internation&laege students at the University of
Pretoria’s Department of Music.

| soon realized that | could learn very little ab&outh African music in this
music department. There were literally no courgesouth African music of any kind
at the time and only one general introductory cews basic principles of music of

Sub-Saharan Africa. Given my previous education #mahks to our freedom as

%2 The situation is in many ways symptomatic of thstgcommunist developments in Czech humanities.
Graduate students and younger researchers in lsaglemic positions are more likely to introducstire

ideas, often drawing on their study experience adbrthan the well-established staff.
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exchange students | shifted my attention to therapblogy and history departments. A
course on the anthropology of South Africa by J&marp turned out to be influential
on my further development. It helped me to idensiyme of the problems | could see
more and more clearly around myself as a tempadrdrgbitant of the South African
metropolis, some of which | later decided to stutlige University of Pretoria library
(and in later years also the University of Southigdf library) with its open shelves and
bottomless full-text databases of Africana offetieel most exciting experiences for me.
There it suddenly all was, the authors and boal@ild have only dreamed of getting to
in Prague. | was spending days and weeks therenggacbpying, and downloading.
Except for student group travel to more or lesgisbuestinations (certainly essential
for getting to know the country) and a couple ok-®pening trips to nearby Ga-
Rankuwa with a Ugandan music teacher and greaidffi€harles Mugerwa, | remained
rather untouched by the daily realities of the mgjef South Africans however.

While Magdalena returned to the Czech Republica aftsemester, | stayed for
the summer holidays and another semester as ativelstudent. It was during this
prolonged time that | started to develop my futteeearch interests in the African
township as a place of overlapping musical spaoéstlae Zion Christian Church as a
musical world — both great examples of the mosttearaporary of South African
realities — and later, in individual experiences tbése environments as mediated
through musical performances shaped by differensiolans. These interests grew
partly from the anthropological and ethnomusicatagiliterature and partly from my
growing experience of everyday life in Pretoria,iebhhad gradually become the major
focus of my observations. As part of this paradigmit | finally broke free from both
musicology’s preferred high culture based on a quadgnt of the ‘pure aesthetic’ and
ethnomusicology’s emphasis on cultural ‘authenticand ‘purity’ and the related
cultural policy of preservation and heritage. T$hsft was influenced by reading David
Coplan whose writing (especially 2008/1985 and }98gresented the kind of research
| dreamt about at the time. The other ethnomusgiste who had already written on
South African popular culture | began to discovelydater. This all led to my current
thinking and to this research project, which | haesigned (and designated) as a bio-

ethnographic study of an average, popular, anderiah township musiciafi.During

2 A reflection of this experience can found in miicke (in Czech) for the Czech musicological journa
Hudebni ¥da (Musicology, Zdralek 2008).
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this time | underwent my first ‘field’ encounteisat | reflect upon further stages of my
thinking in the relevant chapters below.

| have tried to demonstrate the wider context of peysonal and intellectual
development while | was a student at three unityensstitutions in the Czech Republic
and South Africa. My interests dramatically shiftedm themes associated with the
period when family upbringing and communist andtfmmenmunist contexts played a
major role to subjects resonating in internatiaeddemic debates, which are becoming
more and more pertinent to the Czech context aiges to reflect its own new position
in the globalized world. By decentralizing histagd broadening it with colonial and
post-colonial perspectives | could engage with #igae of Eurocentrism and
musicology and study non-European music from aBorepean perspective in a non-
European country. | shifted from historical to amporary music and from history and
historically-based musicology to anthropologicdligsed ethnomusicology and cultural
analysis (though | have never lost sight of thednisal dimension), from high to
popular culture, and, analogically, from an emphasi the immanent aesthetic value of
works of the art towards the study of cultural proid as objects open to more context-
based interpretation, or rather, from studying maisiobjects to studying musical
performances and processes, and the individualriexpe of them. This sequence of
more or less homological binaries matches the diseeidistance between musicology,
ethnomusicology, and popular music studies. Tot#sgel at home in a wider frame of
cultural analysis, although | find it fruitful teelate to existing disciplinary traditions.
The radical transformation | have described is panvider changes in my personal
attitudes and positions which | am, naturally, going to elaborate on in this text, but
there remains one large issue to discuss in raelatigposition and positioning, and that

is language.

Language and the Question of Position

The decision to write my dissertation in Englisis Warious reasons, some quite clear
from the outset, some revealing themselves onlthewriting process. It has many
implications and consequences. There is a practeadon for writing about South
African topics in a language understandable to nodshose concerned with South

African township and music scholarship, not leds¢ tsubjects of the research
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themselves. Then there is the consideration of i&ilmgas a ‘lingua franca’ in
scholarship, and it is this issue | want to exploréher now.

English has become so dominant in humanities tdkatya text written in any
other language risks getting unrecognized regasdbests quality. A certain language
blindness has affected cosmopolitan English-spgakoademia (with a few exceptions)
preventing its scholars from seeing, let alone gacng and assessing production in
local languages. The situation is further enhanbgdjob pressure on publication
productivity which does not allow for the time-consing contemplation of all the
‘foreign’ literature. Immediately a question ris&¥hat does this blindness constitute?
And what does it miss? Perhaps not much, in pmadiit | believe a lot in principle,
including a dialogue with its potential to unsetdecepted theoretical frameworks.
Given the embeddedness of any knowledge in thedvadrpolitical, social, cultural and
other agendas, one simply cannot believe that tingligh-speaking scholarly
community is theoretically self-sufficient or pasnally neutral, that it does not need a
wider dialogue.

The more English becomes a ‘lingua franca’ theezasibecomes to fall into a
trap of a false self-confidence that English larmpruexts are capable of mediating
universal experience. Language may thus work amstrument of hegemorfy. This
strategy of sorting the intelligible from the urehigible, the ‘reasonable’ from the
‘unreasonable’, filters and reduces the body oftsteand, far beyond texts, the
complexity of the world, harmonizing it with the soopolitan English-speaking
academic world view. This may perpetuate its disiver practiced® sometimes
mythicaf® in their nature, about others and about the womdre easily and ad
infinitum. The paradoxical problem for postcolonaitique lies in the fact that, in order
to make any significant difference or an interventinto a dominant discourse, one

must assume its rules and enter the community,lwhigans, first, to publish in English

2% In ethnomusicology it has become a widely adds$spic (for a Latin American ethnomusicological
point of view see for example Loza 2006) resultregently in founding a special fund allocated to
translating important other than English scholdilgrature into English by the US-based Society for
Ethnomusicology.

?%| use discourse in the broad Foucauldian sense.

%6 By mythical | mean perpetuating a single set @fisl which, instead of being developed further and
generating new levels of knowledge, just restrieguand recombines the same old ideas ad infinitum.

draw on the analysis of the concept of ‘primitieeiety’ by Adam Kuper here (Kuper 2005).
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and, second, to use the commonly accepted (becagsptable) theoretical language,
otherwise one’s text will hardly get heard let aorcognized.

It would seem that | find myself in a situation gan to the vast majority of
postcolonial critics here but | believe there idifference which may turn out to be an
advantage. My position differs in that | do notdfimyself on the usual axis between the
colonizer and the colonized or at least not inrigtssense. Though | wholly admit that
colonialism is not just a matter of those diredgtlyolved and that the actual extent of
impact and influence of colonialism in countrieg dwectly involved in it (here | mean
especially Central and Eastern Europe) still waitsbe seriously studied, | may
hopefully comfortably say that my position impliggerests and agendas so different
from those directly involved on both sides of thigs that it may provide me with a
different perspective compared to the usual postagal writing.

However, this statement should not be confused avghatement of ‘neutrality’,
but rather the opposite, in fact. As should bercfe@m the autobiographical narrative
provided above, | think of my theoretical positia®m embedded in the actual experience
of myself as a situated subject. | see this sulgsctonstructed and as negotiating
between contesting ideologies, interests and agetalang place on various social,
cultural, and political levels. In short, | belietteat the potential of my perspective is
actually given by the very situatedness of myselaatudying subject. To the two well
described positions — that of the colonizer and ¢fidhe colonized (as far as it can be
generalized for my purpose here) — | add a thirditipm. This position is neither
disinterested nor neutral. It is a situated posjtlaut situated differently. Its perspective
is, | believe, different enough to shed a new lightsome themes concerning the study
of colonialism and post-colonialism, or South Afmcpopular musical culture in my
case.

There has been diverse criticism of postcoloniabti pointing out a number of
problems. One of them is that while criticizing yaioais binaries and generalizations it
does not recognize local differences and thus esea¢w generalizations blind to local
developments (Horakova 2007b: 69-71). One of swmterlizations in my opinion is
the image of the colonizer, the imagined West, twad of the colonized, the imagined
Rest or in my case ‘Africa’, in postcolonial wrignThe critical question is: Where tlo
belong in this picture?

What has bothered me about texts of the main plosted authors, as far as |

know them, has been that they completely ignoreettgerience and position of the
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‘second world’ (which | explain below), as if it idoeen somehow disinterested in
colonial and post-colonial situatiéh. Though it has most certainly not been, its
experience has been different compared to thaitledérecolonizer or colonized. | draw
attention to the uniqueness of the ‘second wortiBifpon because | see it as a fruitful
one for formulating new critical positions and perstives. My experience and position
is clearly neither ‘Western’ nor ‘African’, nor is ‘Eastern’, in terms of the received
Western association of my country with the Slavpmdld’ and ‘mysterious’ Eastern
Europe (and where do we locate its borders?), tigcassociated with the (post)Soviet
empire. | have felt as if sidelined and pushed aft@y the academic debate, which has
settled down on the conventional trajectory betweetonizer and the colonized,
limiting its scope to the Western colonial and imglest project of ‘the West’'s’ modern
era.

To further complicate the problem, calling my psit and experience
postcommunist or postsocialist — using the termsamalogical to colonial and
postcolonial as master frames for describing théiphel of African experiences of the
last centuries — tends to reduce the complex remlinf my historical identity to a
simplified and generalized image of the experiesiclur decades of communism and
the Soviet rule; which was, first of all, not ongerience but multiple and of diverse
shapes and, second, represented just an episdit ah important one, in the
formation of the Czech Republic and of my own histd identity. My experience, as |
have described it above, clearly comes from anotieetd and another time too. It is
not wholly defined by the communist system framethw the post-World War Il
world order. This is why | find useful Gellner's mmept of Central Europe, basically
meaning the countries of former Austrian and AastiHungarian Empire, as a point of
departure for further theoretical elaborations owe’s historical identity, position and
experience (Gellner 1998).

In my dissertation | want to speak about Southcani township music from this
ambiguous and — with regard to the usual practisemrmewhatnappropriateposition, a

position from which | have to fight in order to beard. First of all | must write in

2"We should only think of the involvement of the &bloc in the ‘Cold War’ as it was fought ‘hoti i
Sub-Saharan Africa. This involvement, similarlytbe Chinese involvement today, which was far from
disinterested, tends to be overlooked in postcalanriting. Suffering from this blind spot its awits
consequently tends to assume the stance of onleedditles, which may not always serve as the best

critical point of departure. That is not to sahdts not been fully morally justifiable.
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English which, paradoxically, is more difficult fome than for many formerly
colonized. | must know, quote and relate to caraniguthors in Anglo-Saxon
humanities in order to be accepted. And while d@od am getting in danger of losing
my case — to make a difference. Again, while daiagl am becoming unintelligible for
many in Czech academia, not only because of tliubkage but because of the academic
tradition | have chosen to fit my inquiry in and ialinis not practiced in my country. In
fact, in Czech musicology, my ‘home’ disciplineh&ave become ‘heretic’ or simply
‘wrong’, on the one hand, and irrelevant, peripharad ultimately marginal, on the

other.

Ambiguous in the Field, Ridiculous at Home

This marginalization is further strengthened by titerdisciplinary of my research and
my theoretical eclecticism. In interweaving differeapproaches | find a subversive
potential for violating the usual disciplinary peattires and borders which often reify
old ethnocentric prejudices and stereotypes, ealbpeciin musicology and
ethnomusicology but also in anthropology and otilds. As Michel Bigenho has
pointed out, there is a view in academia of musicaaunique realm of social life.
Ethnomusicologists find the potential of participabservation research in music via
the supposedly direct experience of the ‘musickiegearcher as a unique way to the
indigenous knowledge otherwise unreachable. Anthlogpsts, on the other hand,
mostly leave the realm of sound untouched on tlesbaf the expert knowledge it
supposedly requires (as if for example studyindgrange new language would be so
much easier). A common basis for both beliefs Besording to her, in the ethnocentric
stereotyping of music as a socially, culturallylifi@ally, or economically autonomous
activity, as an expert field accessible only teetdevotees, and therefore as a realm of
experience beyond any but an aesthetic verbalizalibis stereotype took shape in the
19" century and has remained as a basic organizingtste for our thinking about
music (Bigenho 2008). By posing my research questaxcross the borders of several
disciplines | hope to overcome the fixation on $hbject matter — mus&nd to move to

more pressingroblemsin which music certainly is more or less presentvarious

-34 -



ways, yet these problems are not defined by thingthitself, music?® In short,
researching ‘South African township music’ bio-esgraphically failed to fulfil a lot of
expectations both in South Africa and at home.

For many white South Africans both Afrikaans- amijkish-speaking and both
in and out of academia | was a bit suspicious githet | was coming from a post-
communist world, focused on a kind of worthless imuand musicians (no
‘authenticity’, no ‘virtuosity’) and had a diffictio-define topic which was not clearly
formulated in advance but rather developed ovelydas. When asked about it, | was
not often able to give a satisfactory answer. sk to be somehow careless about
security issues, went to townships, slept ther@duecal taxi-minibuses etc. For
township dwellers, and black South Africans in gahel was, on the other hand,
incomprehensibly poor to be a European. In factyeghwere moments when | was
dependent on people’s hospitality when my finanaaburces dried out for a period of
time — a priceless experience that | shall diséass?° | used English as my second
language as my African friends did (if not usingsttheir third or fourth language) but |
was not used to English to the extent they werd,tharefore in the very beginning |
was less fluent. My native language was as ‘obseuré unintelligible to them as their
languages were to me. | had never been to the Ut @he US. | could not speak
Afrikaans. Despite all this | was seen as a menabehe white university educated
liberal crowd to beware of. | simply did not eadilyany pattern or expectations; | was
confusing in every possible way and it always tpalople some time to comprehend
what | was up to.

To give an example of one such confusion, earl006 | started to go to a
small congregation of the ZCC near Pretoria meatgmlarly in an abandoned former

primary school in the bushveld every weekend. ¢rofpent the time before the actual

%8 The terms ‘subject matter’ and ‘problem’ | havielm from Popper’s often quoted sentence: “We are
not students of some subject matter, but studehpgablems. And problems may cut right across the
borders of any subject matter or discipline.” (Pepp002: 88-89).

% Not surprisingly black South Africans and espegitile poorer people | have kept in contact withg h
very little if any experience of people from my paf Europe. They generally tended to think of Bago
as Western Europe and more specifically as thedopimlonial powers. Their image of Europe was thus
reduced to its more affluent part taking practicalb notice and somehow even ideologically denyirgy
very existence of its economically poorer and calty and historically different parts. In this we

Europe simplymust berich.
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worship began with a group of about five priestking and drinking ‘holy coffee’. It
was a good time when we could learn more about etdoér. Once we chatted about
politics and religion. As so often happened to especially with middle-aged black
South Africans, the priests knew former Czechodt@/hetter than the Czech Republic
and did not know much about its political developisean the past two decades. One of
the priests started to praise communism and cangtat me how happy we have been
having this wonderful political system in our coyntl began my reaction by telling
him that he as a priest might be concerned withféloe that communism did not go
along well with religion. The priests were surpdsand it was a start to an interesting
discussion. | believe that this image of communiand communist countries as
primarily helpful (rhetorically as well as matehgl with their struggle against
apartheid, or colonialism and imperialism elsewheréfrica, so widespread among
older black South Africans opened some doors to wigch may otherwise have
remained shut. Besidgsactical implicationssuch as better access to some sites and
occasions in ‘the field’ (positive) and limited oesces and a lack of local academic
support in terms of advice and supervision (ne@tithis situation has in my opinion
had importantheoretical implicationdor my research, which I am going to explore
later.

At the same time, it would be naive to expect mynbodepartment or more
generally people around me to show any natural nsteleding for my topic. It does not
fit the expected stereotyped patterns. The mukiave studied does not sound strange
and exotic enough, in fact it sounds quite Westermmmercial, poppish, very
unprofessional and non-virtuoso to them, and g®eiseived as inauthentic in the usual
sense. My colleagues’ and other people’s — usualer posed but implicitly present —
question might simply be: Why on earth do you inwas much (energy, money, time)
in studying such trash?

This perception came home to me when in April 2083ve a presentation in
our department at Charles University that was dpetine public, as part of a faculty
event to popularise our research and give thetuistn exposure. After a short general
introduction about the discipline of ethnomusicglaand its methods and about my
South African research | moved to discuss my tapie,ethnographic interview. Using
few selected examples from my interviews with Lasgamuel Kadiaka | was showing
what | had learned from interviews and how an inésv complements other methods. |

played some related video examples of performatoaes
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Besides the public and students there were twa@sand one junior members of
the departmental staff present, all of them hiss@dmmusicologists who do not know my
research. | was taken by surprise, not to say shwmgkhe violent reaction of two of
them. One object of attack was the value of theicnesearched: “Before you started
any research you should have tried to find out irethere is any music worth
researching in South Africa at all... They are l(Bgpsies here, there is no value in the
music”, a comment followed by a parody of a Gypsgeat in Czech speech. The
second problem was that my research topic wasahoiut music’ because | was talking
about the interview method and contextualizing fthdings broadly in South African
history and culture.

These reactions can be analyzed in various waysg iourdieu’s notions of
habitus and social distinction based on the judgenoé taste or symbolic capital
(Bourdieu 1984), or identified as emerging fromoaientalist discourse (Said 1978), or
seen as a plain manifestation of racial imaginaitromusic value judgement (Bohlman
and Radano 2000: 1-53). Class, race, and ethratitplay a role in forming such
reactions. The second argument simply shows ada&kowledge of methods outside
traditional historical musicological discourse. Mgal here is to end this chapter, which
has focussed mainly on the production of my pasitmd my research method and
discourse, with reference to some of the receptidras received so far. The kind of
reactions | may be confronted with on ‘home groumdily resonate with other music
departments, especially where ethnomusicology amsiaology are seen as occupying
separate turf. Not all my colleagues think alikewkver, nor are they so explicit and in

time, some may even show some interest and support.

Further Reading

This dissertation is first of all an ethnography dreldwork has a strong presence in
most of the text. My thinking about it was shapgdalcollection of essay§hadows in
the Field: New Perspectives for Fieldwork in Ethnsincology(Barz and Cooley 2008).
The importance of the collection is well refleciaeda high number of references to it,
its strong presence in professional discussionsedisas its commercial success in the
otherwise rather small field. Unlike many anthraygital fieldwork ‘cook books’ this

is no easily utilizable textbook though. In 15 gssén its second edition) by different
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authors of quite a remarkable generational spaofférs self-reflexive and usually
theoretically rich and extraordinarily open insghnto their authors’ own research
experiences and dilemmas in a manner without pestedn ethnomusicology.
Contemplating its impact | may naturally only tadbout the English-speaking
ethnomusicological academia where it has becomenapulsory advanced text on
fieldwork in the meantime. My experience of diseoss inspired by the collection
during the firstinternational Doctoral Workshop in Ethnomusicolpgshich took place
in Hannover and Hildesheim in 2009, confirmed th#uence of the publication as
ultimate and formative for my generation of reshars. Judging by its high-profile
academic supervision and a presence of 16 Ph.@lidates from 12 countries — USA
and Europe (including France, Spain, Germany argd-g@ammunist countries, a fact
rather unusual) — this statement may be evaluatedrasher representative of
contemporary English-speaking ethnomusicology pfieared, too, and took us all by
surprise, that the questions of ethics and waystlmiomusicological writing were the
ones that preoccupied us most there. Complementesbime other anthropological
writing on fieldwork (most influentially Fabian 2001983) and particular passages
scattered throughout ethnographic monographs tbak has served as a point of
departure for my thinking about fieldwork until &g

A number of texts from several disciplines andetiht periods as well as works
of fiction and poetry (South African and other) fanandly influenced my thinking with
regard to my research in the past ten or so y&arsourse of gradually obtaining my
ethnomusicological research experience | havezeslihat it has been a flow of often
heterogeneous ideas based on doubts around andnabdernity what best fits my own
view and most truly represents my experience assearcher. This should not,
however, be mistaken with a postmodernist confessiat least not in the usual sense.
My stance could possibly be described as post-nmo@iet necessarily postmodétor
anti-modern), that iseflecting modernity and being aware of it as sometmog to be
taken for grantedand unfamiliar in the anthropological sense but, instead, cdisefu

examined. The texts that have influenced me ar@iwgerse and contradictory to fit one

39| use the ‘postmodern’ and ‘post-modern’ analolic® ‘postcolonial’ and ‘post-colonial’, that ihe
former in both pairs labelling the intellectual wafythought, the latter expressing simple chronizialg

order — after modernity (roughly after the Seconorl/War), after colonialism.
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preconceived line anyway. Though they sometimeslayeavith particular intellectual
‘schools’, as a whole they do not belong to arghdll point out some of them now.

My thinking has been formed by Walter Benjamin’gigue of modernity and
his writing on mimicry (Benjamin 1999, 1968/ 19798B), his interpreters Susan Buck-
Morrs (Buck-Morrs 1992} and, in anthropology, Michael Taussig (Taussig3L88d
2006). | have found most inspiring the ‘anthropglag the senses’ stemming from
Johannes Fabian’s writing (Fabian 2002/1983, Stdl#®7, Howes 2003 and 2005 et
al.) and recently influencing a number of ethnomeisigists who we read with my
students (Hahn 2007, Friedson 2009, Stokes 201l18l.pt| have been constantly
fascinated by the intellectual — often unscholditgrary and poetic — reflection of the
holocaust (Hannah Arendt, Jean Améry, Paul CelargoETraverso, Winfried G.
Seebald et al.) with its various ways of expliaidaimplicit critique of the modern
thought, bringing into attention human body andtemplating the limits of human
freedom and agency.

My thinking has also been irreversibly changed keading in French
postmodern philosophy (especially Foucault's wgtinron discourse), literary
poststructuralism (especially Barthes 1977), pdsteal thinking from Fanon (1970)
and Said (1978, 2000) to Bhabha (2004/1994) andnibiee(1992), cultural studies
(Gilroy 1993 and 2002) and feminist critique (N&wlcekal 2004 et al.). My anxiety
about the possibility of human freedom and ageras/lieen saved number of times by
Pierre Bourdieu (Bourdieu 1996, 1998), whose samal political engagement | greatly
admire, and Sherry Ortner’s ‘theory of practicettf@r 1984, 2006). In my own home
discipline 1 find the various criticisms of histoal musicology from the position of
‘new musicology’ still most pertinent, especialty Czech musicology where it remains
largely unreflected (McClary 1991, 2000, Solie 19820k and Everist 1999 et al.).

Contrary to what may appear, | have not brokenlbed with the Central
European intellectual perspective, though, iromycdlam going to mention two Jewish
life-long émigrés who, nevertheless, bear witnesghe unique milieu of the Central
European space. | have found extremely insightfuheBt Gellner's writing
on nationalism and the dilemma of universalism-asom versus particularism-
communalism (Gellner 1997, 1998), including higdee criticism of postmodernism

and postmodern anthropology, which | find as wasyunfair at times though. Another

%! For introducing me to the article and its autham glad to my colleague Tereza Havelkova.
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Prague-born Jewish émigré Bruno Nettl contemplabiagic concepts and history of
ethnomusicology seems to assume a more recongjligtosition among the many
radical views formulated in humanities in the psigtor so decades while at the same
time not stripping the authors of their achieverseahd us, consequently, of the
theoretical benefits they may bring us in a formheightened sensitivities (Nettl 2002,
2005, 2010). His stance | find very agreeable -ertttgcal eclecticism in the best sense
of the word. Naturally, with regard to the just tiened names, | may only talk about
the little | have learned from them so far.

Reading some of the authors’ extreme stances h ddiend myself in disbelief,
though | usually discovered some justification thogir positions in wider context of the
debates. | have nevertheless constantly missednaesivhich would comply with my
own position of anethnomusicologist of Central European origin doirggearch in
South Africaas if an appropriate frame for situating sucheature was missing both in
Czech as well as foreign intellectual world. | hadween repeatedly asked about my
motivations in Czech as well as non-Czech acadeviyaactivities are seen as strange
in Czech music studies (most of the few Czech etlusicology practitioners do
research ‘at home’ and focus either, in line wita older local folkloristic tradition, on
folk music of the region and its derivates or, maeeently and influenced by
contemporary American ethnomusicology, on local anrbmusic scenes and
‘subcultures’) as they seem unusual or even kinthabpropriate in English-speaking
ethnomusicology. An ethnomusicologist of South édn origin expressed his support
for my research activities in 2009 saying, as rdyigbproduced, that it is great there is
someone with no colonial or imperial history anaifira post-communist country doing
this kind of research. Though | am not sure whetHeifilled his hopes, he certainly
articulated an important point regarding my resegasition.

The way of research | had been mostly introduceatite studying history and
musicology at Czech tertiary institutions was arreflected positivism scared of
theorizing and interpretation. As | try to situatg/self in the environment of Czech
music research | may tend to take more radical odetlogical and theoretical stances
compared to those working in more liberal and opemironments. Because here the
notion of ‘theoretical discussion’ itself would eft be understood as a bad word and
serve — in the spirit of false and belated anti-cmmism so widespread in current
Czech political debates — as a substitute for sé&md of left wing revisionism,

‘relativization of values’ (from the point of higbulture) or ‘betrayal of the factual
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(from the positivist scholarship view). As | dede&id above | have faced this kind of
arguments even in my own department. | try my lbestegotiating between all these

un-negotiable worlds — which have so much in comnvith the experience of roughly

‘the first’, ‘the second’ and ‘the third world’ anglith as much understanding and regard
to their different (but always inevitably simplifie experiences as | may afford. | have
tasted a bit of all these experiences — but | gandomean please all. This dissertation,
besides other things, is an attempt to find a fréonenyself and, perhaps, for some

others too.

*kk

This biographical auto-ethnographic chapter has Imeegessary given the theme of my
dissertation — writing a bio-ethnography of a Sofitfican musician. Devoting a text to
another person’s life without introducing and piasiing the one who is writing it in a

similar way, seemed to me problematic.
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Introducing Bio-ethnography

Bio-Ethnography: An Outline

This is an ethnography of an individual ordinarysmian and Mamelodi township
dweller for the past thirty-three years Lesiba SelnKadiaka (*1962), a father of six
children, a husband and a partner, a constructérmagardener, an accordion player, a
songwriter and a song singer and Zion Christianr€@hmember and priest. These are
just some biographical frameworks relevant for phesent study, which | am going to
follow in order to understand his social and cw@tupositions in the world he had
inhabited until the end of my research in 2011.wksbecame close friends during the
six years of the research | am going to refer to &8 Samuel for the rest of the text.

| got an opportunity to conduct this research wefperiods during six years
between 2005/6 and 2011 spending altogether ovemd8ths in South Africa and
Lesotho, of which 12 were devoted solely to theeaesh. Although the second half of
2005 studying at the University of Pretoria andiggtto know the country cannot be
called research in the strict sense, it was extenmeportant as pre-research, as a
preparation period during which | not only got féari with the environment, the field
in which | later conducted fieldwork (and, of coeyr$ollowed a number of courses on
South African anthropology, history and music & thniversity), but also underwent an
important change of perception which became esddoti starting the project | write
about here.

Writing biographically about an ordinary, workirgass, economically poor
African man who is an average popular musicianhi& ¢ontext of (South African)
music and ethno/musicology does not make equalesengverybody in and outside
academia. As hinted in the previous chapter, myeaeh seems to flag core
predicaments and dilemmas in ethnomusicology ansister disciplines. | now explore
issues within the genre of what has become knowbiagthnography’'.

In contrary to what may seem to be the reality,o-bihnography’ or
biographically focused ethnography has been arosode time. There was

Crapanzano’s ethnographic stutiyhami: Portrait of a Moroccatbased on individual
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interviews and ethnographic observations as easlyl@80. Biographically focused
research direction became more prominent since sL830one product of the wider
discussion about the ‘crisis of ethnographic regméstion’ in the 1980s and early
1990s. Michael Herzfeld pointed out the potentialtlus kind of approach in the
introduction to his appraised stuéprtrait of a Greek Imagination: An Ethnographic
Biography of Andreas Nenedakis

The tactic of ethnographic biography allows us tiverelong the trajectory of a life that has biskatany
histories and of a person who has dwelt in manynaamities rather than staying (as most conventional

ethnography does) within a single place. (HerAfe®i’: 1)

Herzfeld saw the potential of the bio-ethnographaraethno-biographical approach in
its ability to transgress cultural, social and gepdical boundaries thanks to its focus
on individual life in a diachronic perspective. fietential has been realized especially
by researchers dealing with people living in vasigudefined ‘border areas such as
migrants or otherwise culturally or socially disggd or ‘deterritorialized’ people, to
use Appadurai’s term (Appadurai 1996/1990: 27-#4.such it proves to be a very
useful perspective for studying social and culturdlities of apartheid and post-
apartheid South Africa where migrancy and variousd& of displacement and
deterritorialization have became part of everydieydxperience for a vast majority of
the country’s population, and since thé"1&@ntury. In the course of my research it
transpired that a number of studies dealing withvidlual musicians have actually been
published within South African musical studies] asll show later.

An obvious objection towards the individually foedsapproach would be the
issue ofrepresentativity Can such a research speak of broader socialiesalan one
individual experience? Does it make any sense &als@bout an individual today?
Following up the research in anthropology we canaeeturn of an individual into the
focus of the discipline (for a summary see Ortri#@4land 2006: 107-154). It is not the
old modern autonomous individual, neither is it foeially and culturally subordinated
and determined subject as it was constructed imksgical and anthropological writing
approximately till the early 1980s. Whigibjectivityis already conventionally seen as
culturally and socially constructed today, theres Heeen an enhanced interest in
individual agencyagain in the past two or so decades. | have edpedrawn on the
practice theory as represented in the writing bgr8hOrtner (Ortner 2006: 1-18, 107-
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154). Conceptualization of an individual as bothstouctedand acting at the same time
answers the initial question. By studying shapemdividual negotiation of his or her
position as an active social and cultumhctice we generate knowledge by far
exceeding the ‘minor’ scope of the individual amemingly irrelevant personal story.
Not only that it still makes sense to speak abouindividual today, it opens up new
perspectives and possibilities for the researdraas trying to show in this text.

What would we like to know about someone in order generate bio-
ethnographical knowledge and how can we find outBibal bio-ethnographic research
is first of all an ethnographic research. A longyteand ideally repeated ethnographic
research thus becomes an essential method. Theotdne ‘bio’ strategy within the
ethnographic framework is (1) following the indiual musician’s activities as closely
as possible and for as long a period of time asiplesand (2) conducting repeated deep
ethnographic interviews focused biographically, baiso unfocused occasional
discussions. By ‘activities’ | meaall kinds of musical performances the individual
musician participates in but also other relatedviiets. In case of Samuel | not only
focused on his solo compositions and performanitesjgh they were already quite
diverse, but | included his participation in cotige choral performances within and
outside of religious structures as well as the musi liked to listen to on the radio or
from commercial recordings. It was equally impotteno to map the environments and
places where he spent time: his several homes, plade public transport he used and
performed in and so on.

The biographical as well as previously thematicatyocused interviews should
ideally be conducted along with the observationshst the observational part can be
closely reflected in the interview part. The maim &f musical bio-ethnography — as |
came to understand it in the course of my researnshgetting to understand the links
between and intersections of various positionsvamdid views as expressed verbally in
the interviews, on the one hand, and the observadical and other practicess
expressions of these positions and world views, tiom other. Both sources of
knowledge shed light on each other as both areesgmns of a single subjectivity. My
main research aim was to understand various muadatslities Samuel took part in as
places of his wider cultural and social negotiagiontry to see various repertories and
performance contexts as maps of wider social afrall experience. | see them as

both media functioning to construct Samuel’s soara cultural subjectivity as well as
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media through which he re-shaped and re-construtiesk wider social and cultural
frameworks he found himself in.

Following an individual does not, however, meanleding other people from
the research. By its very definition, ethnograpkyan open social activity and the
environment an open one. Following Samuel naturakyant meeting dozens of people
both related to him as family and friends as weltather strange to him, during a great
number of occasions and activities and in differgmtial and cultural settings. It has
been through his musical engagement with them asdnivolvement in variously
socially and culturally structured performanceg thgot an opportunity to observe him,
so that | could understand bit by bit how he nedesi his own position within wider
social field and constructs his multilayered andnptex subjectivity — as a solo
musician, as a Zion Christian Church member anespras a father and a partner, as a
son and brother with his strong ties to his ru@hk in Ga-Mphahlele, as an inhabitant
of Mamelodi's various quarters and a member oflotsal communities, and as an
unskilled male labourer and daily train commutemieen Mamelodi and Pretoria.

By focusing an ethnomusicological study on an irdilial average black popular
musician | believe | do more than just chose aed#ft or yet another new subject
within the usual and common framework. | write agaistandard practices of music
scholarship in musicology, ethnomusicology, and ybap music studies and other
disciplines. | try to consciously write across gwioary borders which are still
institutionally well maintained even now in the*2dentury to keep musics, people and
ways of scholarly thinking apart. If | seemdon/fusemethods and approaches common
in musicology and ethnomusicology — namely indialtjy focused biography and
collectively focused ethnography — | do so delibeyaas | strongly believe that
presenting things in an other than the usual wayplkess some problems to emerge more
clearly. It has a potential similar to a contragtdmm in medicine; it makes visible
what would have otherwise remained invisible ordharvisible, that is namely
persisting stereotypes of different kinds withirr disciplinary practices and in general.
I, however, suppose that judbing it is not enough therefore 1 would like formulate
and articulate the problems as | see them and position the whaotiertaking in the

relevant theoretical context.
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From Collective Identities to Individual Practices

From my ethnomusicological point of view | try tbasv how the individual is part of a
world musically understanding music, whatever itame in the given contexas an
expressive culture (not juptrt of or in culture), and in this sense | agree with Reyes’
view that it is absolutely unthinkable to view awdividual independently of culture
(Reyes 2009: 14). | understand the human subjeendsedded in wider social and
cultural structures — be these belonging to a @adr social class and language group
or using certain compositional or improvisationalrnfi, voice timbre and dance
movement as a musical convention — which alwaysresutd impact but never fully
determine one’s acting and creativity.

Together with ‘practice theorists’, | believe tluate is more or less fully able to
understand one’s situation in the structure and thet accordingly. In other words,
though shaped by various influences, one is newéy fletermined by them because
one is to some exter@ware of them and capable of using them consciously.r&he
always remains some space for individagéncy even if it was quite small or invisible
at first sight (this is not to say that one mayreaet completely independently of the
structure). These acts may, however, not be comepsdble to those who are not
familiar with the actual situation. Moreover, arpological studies have showed us
many times that what looked like senseless behawbfirst sight turned out to be the
most rational of acts and conscious decisions lopleehighly aware of their situation
and position in the structure. It only needs tosbedied from sufficiently close-up
a perspective to show up; detailed ethnographiovetdge of the immediate context
becomes necessary.

As should already be clear, then, | subscribe tthaory of practice’ as
formulated particularly by anthropologist Sherrytr@@r and acknowledge the influence
of scholars she mentions in her writing, especiRligrre Bourdieu, Anthony Giddens
and Clifford Geertz (Ortner 2006: 1-18, 107-128)isTtheoretical frame seems to best
represent what | describe as ‘the third way’ anoklleve, offers a way out of the well-
known and exhausting dilemma of the individual-stcirelationship. It could be
described as an attempt to avoid both of the twib-km®wn dangers: on the one hand
considering the individual as fully autonomous, approach well at home in
musicology and other disciplines rooted in th&-&@ntury historical writing, especially

in those dealing with aesthetic objects and thethars, and, on the other hand, dull
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determinism of Marxist thinking where, for exampe|ture tends to be already seen as
an oppressive ideology and social class as fuirdehant of one’s acting and aesthetic
creativity. In this view, adopting theonstructivistapproach to human subject does not
necessarily mean to resign tbaman agencwll together.

It is important to explain these points, as two @ggul confusions might arise
here: first, among anthropologists and possiblyaogists, whether | am aware of the
discussion on ‘the subject’ and whether | am notpdy repeating the old stereotype
while only camouflaging it as ethnography, and pselc among musicologists who as a
rule are mostly unaware of this discussion and tggh confused over the use of ‘the
individual’ in an ethnography. As a problem disaddor decades in anthropology,
sociology and other fields it might not seem tasheh a pressing topic. In musicology,
however, with its long-1century based European tradition of writing histsriof
outstanding personalities as more or less progiessale geniuses, it is far from taken
for granted®

At the same time, this change of perspective chatige way biography could
be written, its very structure (for a feminist pite see for example Solie 1992). It may
no longer go as teleologically informed chronol@djistory. Instead, it should closely
focus on all the careful and sensitimegotiationsmarking out different kinds of
relationships between a subject on one side arntifaocial and cultural structural and
structuring powers on the other side, as repreddmyevarious other actors. The main
task, then, is to identify thplacesof suchnegotiations and research questions and
problems then come up out of these. As | pointédabove, the organizing principle of
such writing then becomes ordered not solely bprbllogy (which may nonetheless be
present too) or attempts for exhaustiveness, bufuegtions and problems arising from

such negotiations and situations of ideological igonbes.

%2 Some Anglo-Saxon scholars later called ‘new musigiets’ started to critique this trend in the 1980
and tried to introduce a number of borrowed anedyticoncepts and methods from humanities into
musicological expertise. Nonetheless, the impac¢heif ideas, albeit powerful in some circles, hasn
rather limited even in the English speaking wodk and Everist 1999), let alone the vast numlber o
local traditions of music studies over the worldhieth went largely untouched by it (Duckles et al.,
online). In the Czech Republic, where | am a mendfghe broader musicological community (even if
only based on my departmental affiliation), its anop has been, with few notable exceptions, viryuall
non-existent and often even explicitly opposed. @ae get a good picture of the situation from
programmes of annual conferences of the Czech Miagjical Society (eska spoknost pro hudebni

védu) and from articles published in the main Czeclsigological journaHudebni ¥da (Musicology).
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Given all these caveats about what biographicalagfaphy or ethno-biography
could be and has been, my aim here is to showuthiec, a musician Samuel Kadiaka,
as shaped and shaping,aa$ed uporandacting at the same time, and to see his acts —
various musical performance-related and other dew@Es— as being outcomes of
complex negotiations. What | try to offer here ie nlear good-bad, this-or-that
description. | do not intend to demonstrate anylloh clear cutesistancerelationship
between individual and social or cultural structurnstead, | would like to describe
and analyze these negotiations and especially tmeants of ambiguities with regard to
the individual experience and music.

It came out of both my field observations and mgrwniew data analysis that the
studied subject takes possession of expressive anpaactices and ideologies which
could be described as opposing not only each ditherat first sight at least, even the
very interests of the subject. As a result it ofipears that what constitutes the subject
could be described as constantly changing, ambgyuwmd multi-layered flow of
practices and ideologies rather than as a neatindex identity of any kind. It seems,
however, that this flow is nonetheless perceivethieysubject as being in a harmony, as
homogenous, perfectly possible and even necessasa-strategy.

It has led me to two related conclusions: firsgttimdividuals are very active in
building their own ideologicallliancesregardless of their social and cultural identgy a
conventionally ascribed to them by different stauat frameworks (the academic ones
included) and, second, that it is the people thérasevho alreadyave a theoryor,
perhapslive it and where seeming ideological conflicts are reteady practice.

| have found inspirational the article introduciagd proposing the concept of
so-called ‘alliance studies’ by ethnomusicologigivBrley Diamond (Diamond 2007),
where she tries to show a new way for dealing witm her case — ‘world music’
musicians of the so-called first nations in the afieglobalized and technologically
advanced music world. | believe, her idea is applie more widely and it is especially
pertinent to the South African situation. She ttieggo beyond what she (afteenny
van Toorn calls the ‘patron discourse’ of imposed ethnittloal identities dictating
these musicians how to sound (‘Inuit’, ‘Sami’, ‘Pyyg etc.) in order to meet certain
expectations of a particular, usually metropolit@udience. She tries to get the
musicians rid of the imposed identities by shiftingr conceptual framework “from

identities to alliance studies”, from researchimpple as more or less fitting examples
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of their identities to actors who actively positidmeemselves in a complex world via
their performances.

She thus problematizes the traditional conceptuttual identity as the main
and often only theoretical framework for ethnomakigical research. She has
unsurprisingly found that musicians transgress & df identities ascribed to them by
others by what she callalliances during their performance and by various post-
production decisions. These alliances may takeeglachoices on different levels such
as language (mother-tongue, language of majorityt, of some kind etc.), sound
(overall sound, style/genre, voice timbre etc.yspeal collaborations (intra- or cross-
cultural, gender specific etc.), various kinds dhtons, allusions etc. This shift of
emphasis from identities to practices enables beretognize these practices as
structuring and to give them a central positiommén research. She goes even further to
suggest that we “should regard musical practagtheory not as objects to which we
might apply theory” (Diamond 2007: 169). This islaar call for ‘theory of practice’ in
opposition to studying cultures as systems. As studielongs to the wider flow of
anthropological thinking ‘against culture’. Bothrhapproach and theory of practice
seem extremely useful for dealing with South Afnicaausic and its discourses so
heavily burdened with identity issues and popuétinotions of culture as something
fixed and defining its members’ qualities.

In much of South African music, and it is the ca$&amuel’s musical worlds
too, we are confronted with richly layered musi¢aktures, practices and ideas
containing elements clearly pointing to so manyecdions in terms of their
ethnic/cultural® and/or geographical origin that it has led manyd&scribe South
African musical world using enthusiastic terms swash‘Eldorado’ or ‘paradise’ for

ethnomusicologists and musicologists (for its qu#@ see Lucia 2005a: xxi-xlvi) or

| write ethnic/cultural as these categories oyeHare. | am aware of the complex and tricky inerp
between concepts of race, ethnicity and culturé&sduth African imagery and political rhetoric and
practice since the segregation era through postregd situation. | try to use these terms as célseds |
can. Though apartheid conceptualization, unlike pnevious segregation one, was — with help of
academic disciplines such aslkekundelater renamed astnologie— quite consistently based on cultural
rhetoric, race remained part of the imagery evem if kind of masked form and, according to my
findings, it has widely remained so in popular ecoogsness till today. The key apartheid tegeneral
acceptancgas a resultant of biological, cultural and soe@@mnomic criteria continues to form the most
basic conceptual framework in popular consciousiiess for example Horakova 2007a, Kuper 1999:
145-170, Skalnik 2000, Sharp 2000 et al.).
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writing more analytically about ‘hybridity’ or ‘mixd’ culture or, in older days, about
‘acculturation’ etc. In other words, as musicologhristine Lucia pointed out in an
introduction to her historical anthology of texts 8outh African music, there is an
extremely strong preoccupation with the ideaoogin, that is ethnic/cultural roots of
particular musical genres, styles, and featuresriting on South African music (Lucia
2005a: xxi-xlvi). Ethnic/culturaldentity of the music and its makers seems to be an
umbrella frame for thinking about music be it maskeehind terms such as black,
white, Coloured, European, Indian, Afro-Americanj Pedi etc. or other terms going
often along in some kind ohomological relationship such as (neo)traditional,
indigenous, modern, rural, urban, collective, imdiixal and many other$.To give an
example, one of the first questions | got from flead of the music department at the
University of Pretoria in 2006 when explaining negearch interests not really clear yet
went roughly as: “Are you going to research runaldan music? As you know these
two are quite different topics.” | was not readyateswer in any sophisticated way then,
though | knew that what | had seen and heard allirat so far was too messy to draw
any lines of this sort.

This framing is complicit with the well-known apleid categories too — the less
clearly defined the better applicable to serve owmi ideological interests — and
altogether it complies with the master frame of Brodthinking about ethnic/cultural
identity as it has developed in the West in the ¢a@mturies as one of the colonialism-
related discourses, that is the discourse of rhdigdural difference, a seemingly
complementary twin of would-be universalistic idé€asreality, however, often based
on Western ethnocentrism seeing the other(s) askewlaand different — though
somewhat similar to each other — in relation to tven and unmarked — though
somewhat unique). In relation to music and musiseaech this issue has been
brilliantly addressed by ethnomusicologists Roriédiano and Philip Bohlman in their
introduction to a collection of studies on the teddmagination’ in music scholarship
(Bohlman and Radano 2000: 1-53).

Lucia, as a contemporary South African musicologaso points to the

analytically destructive power dichotomiesandbinary oppositiorbased on or derived

3 So there we have a body of musicological liteatum ‘white’ music and a body of ethnomusicological
literature on ‘black’ music but, for example, fimgtiting on music of the so-called Coloured comntigsi

started to appear only recently (Jorritsma 2011).
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from the colonial (and nationalist) obsession wathnic/cultural identity in scholarly
and popular discourses on South African music, iyhas a result, deprive South Africa
(and the non-European world in general) of the saga@ment as that of the West even

in academic writing:

the traditional-modern and African-Western dichoyopersists in current thinking about music
in South Africa, as do other frequently encountguads such as individual-communal, urban-
rural. The difficulty in moving away from binariés compounded by the degree to which they
are constantly re-inscribed, if only to be manipedbafresh [...], the problem with them being
precisely that they are so much part of the watisédricans think about themselves musically.
In the global context, such dichotomies place usraatically in anOther [sic!] country, another

hemisphere, another culture, from that of the imediWest. They reduce the historical and
economic contingencies of a more nuanced readigpoth African music — where the West has
been part of the script for several centuries -sd¢oondary status. A single word in any pair
operates mainly in relation to its opposite andopees a signifier of difference [...]. (Lucia

2005a: Xxv-xxvi)

Relational quality of identities comes to the famethis statement, qualities to
which | am going to return later. There is no idgntvithout another identity, one
inevitably defining the other. Our mental capasiti® structure in dichotomies and
binary oppositions going hand in hand with deepiybedded modern colonial
stereotypes create a situation where clear analytitnking paradoxically becomes
difficult. This problem directly relates to the oldnthropological dilemma of
universalism versus cultural relativism/particusani (Gellner 1998).

Anthropologist Hana Horakova summarizes tir@versalismversuscultural
relativism anthropological debate and offers an interestingique demonstrating
implications of the latter when the doctrine becerpeliticised as happened in South
Africa under apartheid and where this originallyllvigtentioned and for a long time
uncontested idea of the founding anthropologicah@uties came to justify the worst
kind of racial oppression (see Horakova 2012: 168-dnd Horakova 2007a). Was not
the core of apartheid ideology just the most exéremd perverse application of cultural
relativism? Was not, for example, one of the imgdiens of Bantu Education the
recommendation for black music students to leartorac sol-fa instead of a staff
notation (Lucia 2008: 11-34; Olwage 2002 and 20@3t03), the most perfect

-51 -



implementation of so-called separate developniéntfore importantly for me,
however, are the theoretical consequences of this &f critique; even the very basic
anthropological research imperative such as cultatativism, that is the recognition of
culture in plural, may prove to be a research enamirojan horse in theorizing about
South African situation, a problem to be aware othe very least. The concept of
people caged in externally defined ethnic/cultuf@hd class) identities, as it was
formulated and implemented by apartheid social reegging, makes the notion of
identity as a basic theoretical frame a delicatétaorny issue in any research on South
Africa.

There have been many attempts to deconstruct thecepb of reified
ethnic/cultural identities demonstrating their fehig' and ‘fluid’ quality, their
‘constructedness’ in South African ethnomusicolaggpecially since 1980s (see for
example Coplan 2008/1985 and 1994; Erlmann 199396 1&nd 1999; Ballantine
2012/1993 et al.) and more importantly anthropolsince as early as 1930 Using
various methodological strategies they have hetpedismantle the concept of fixed
ethnic/cultural identity and | have learned fronerthimmensely. In my dissertation,
however, | try to offer another solution, which imighe especially pertinent to music
research and by which | want to bypass the oldIprotof cultural identity while still
benefiting from the rich scholarly discussion an it

| basically suggest a methodological move from aes@ng collective identities
‘back’ to individuals (as would be familiar in masiogy) while, at the same time, | try
to keep and benefit from what we have learnedhn@nusicology. | suggest moving to
biographical ethnography, a method of a long-teamd(ideally repeated) research-
based, ethnographically informed, individual-foalissnd diachronically constructed

research. | do not see it as a step towards a rtighwlutionary stage in research

% As Grant Olwage pointed out so well, this probleas an intersectional dimension as class imagimatio
entered the racial/ethnic/cultural evaluation gfezsally choral music performed by black South édris
already in the 19century (Olwage 2004).

% Hana Horakova, for example, mentions A. R. RaficBrown, the first professor of social
anthropology in South Africa between 1921 and 18@6, already in the 1930 came out with an idea
of ong though diverse, South African society (as a doaimghropologist avoiding the term culture)
opposing thus both the foundational proto-apartidgds of Afrikaans ethnologists about the existarfc
closed cultures on one side and later even BramiMalinowski’'s framework for studying South Africa
as an example of different interacting culturestio@ other (Horakova 2012: 159-160; see also Kuper
1999: 145-170).
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methods, though. | offer it as a possible solutmthe old problem and it is clear that |
am not alone (Ruskin and Rice 2012).

This approach is all the more useful when it coteesnvironments as unstable,
open and deterritorialized as urban black settlesnéiave historically been, called
townships under segregationist, later apartheid rodt the recently post-apartheid
state. (And not only are the old townships growfagt today but new ones are still
being founded, see Harber 2011). | use the woréribpere in the broadest possible
sense in order to express openness and vulneyatiilithese ever-changing suburban
environments to all kinds of local and global floars-scapesas Appadurai would put
it (Appadurai 1996/1990: 27-47).

This kind of fragile environment in which Samueids (the details of which will
emerge later) contrasts markedly to the more inu#get and closely knit traditional
societies spatially located in rural parts of tlearttry and structured into villages and
family households (a pattern part of which is paitllowed even in the townships), the
kind of rural environments traditionally researchbgl anthropologists using the
common frames of cultural identity. Appadurai’stedeterritorializationbecomes very
useful in this context.

As a kind of writing ‘against culture’ (Abu-LughdP91), bio-ethnography can
contribute to the debate about the concept of mulin anthropology. Conceived
diachronically bio-ethnography can most readilytaee change and indeed tends to go
across, conventionally conceived cultural bordéss.such it is essentially aanti-
essentialist methodIt may be usefully deployed especially in condexthere
essentialism has been historically and chroniciken for granted if not applied by
political ideology and practice. It should helpsimow us, first, cultural ‘heterogeneity’
experienced by an individual person in reality sisultaneous continual and
meaningful and second, the process of its never-endaagpstruction and re-
construction that ischange

| believe that re-introducing an individual-focuseitro-level long-term and/or
repeat-baseéthnographic research might show the great invenéss, creativity and
openness in struggling for unity of one’s own workbspecially in the fractured
environment of South African suburbia where glatation started very long ago (see
Erlmann 1994 and 1999).

| suggest that this world, however complex, ‘mixadd ‘heterogeneous’, that is

seemingly made up of ‘parts’ and ‘particles’ offdient cultural and other origins, is
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experienced as a continuum and as one by an ingivitving in it. There is no sense of
‘hybridity’ in that person’s experience, unlessytheant to state it for some political
reason, entertaining one or another identity concepdaily life any preconceived
identity borders are often crossed or disappeagelher and rules of musical styles, too
turn irrelevant on an individual level. It would b&o daring and foolish, however, to
talk about a complete ‘deconstruction’ of a cultmaany other collective identity and
it is not my intention here to discuss the commetioncepts ‘for’ and ‘against’ culture.
| only try to change the most common perspectivd &mrn our attention from
exhausting, though certainly fruitful, discussimfsdentity and musical style towards
individual musical experience of the wodddits change over timd will return to this
argument throughout my text.

What do | mean by a biographical ethnography andtvete its benefits for
writing about South African music? In my text, | agoing to pay close attention to
individual practices and ideologies behind themtleesy have resulted from various
kinds of negotiations. By focusing ethnographicabyd biographically on an
individual, instead of the conventional group catégs defined by ethnicity, identity
and class or even more conventional musical onels as genre or styf&,1 hope to
deconstruct some of these categories as they areetonally used in South African
music writing and show how stereotypically and gtiedlly unproductively they tend
to be. |, of course, take these categories seyidugl as emic ones, as part of the local
discourse, and where they become constitutive gbtmegions.

Notwithstanding the radical post-structuralist icglto get rid of the individual
acting subject — especially the concept of an authiee of the most central categories
of modern literary, art and music criticism — fraur thinking, and with a great respect
to this writing and using its approaches, | havenfb it useful to ‘ethnographically
follow’ an individual. | believe that a close-uphabgraphy of an individual gives us
new methodological possibilities. It should helptaghink about South African music
in a new way, neither primarily as a manifestatidmdentity of any kind, nor primarily
as medium of resistance, but as something indiliuaxperienced as something

individually used as a way obeingandorienting oneself in the world. In this view, the

37 Concepts of genre and style as they are used jml@o music studies when dealing with the
conventional repertoire of Western popular musid @& derivatives become problematic when it comes

to non-Western environment but also, for exam@mdle musicians in the West (Mahon 2014).
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usual frames such as identities and origins ohthsic, but also genres and styles, still
play a minor role as markers of distinction, whigkver disappear as they are part of
local public as well as academic discourse. It Isyever, become apparent in my
research that these and other concepts do notjpltg/the role one would expect.
| show Samuel as aser of available musical structures as cultural strres,

through which he nonetheless expressed himsel asdaszidual. He acted within wider
frameworks as well as actively used them to sersdnterests. And | mean not only
various social and cultural frameworks but also imas sound and as text, structured
by as well as structuring these wider social antual frameworks. It can be seen in
great detail in discussion of Samuel’'s performaroekefiswane or on the suburban
train, of his song texts or of his carefully stgiz photographs from the 1980s and
1990s. As | demonstrate in the text, he was wekrawthat in order to address his
compatriots as potential listeners he must drawvimlely resonant topics and familiar
musical sounds when composing his songs as wekdsrm in appropriate contexts. |
describe moments of great tension caused by hiscamrs attempts to reshape the
established cultural frameworks and their unexpmkctsults. | do not reveal these
tensions on the level of spoken discourse onlyit asay be rather deceiving, but |
analyze the performances on the level of soundyusisicological expertise too.

The Individual in the World of Ethnomusicology

An individual music maker, his or her presencelmseace, has for more than a century
made up one of the basic distinctions between #tieal practices of musicology and
ethnomusicology. Both disciplines with their hisésr embedded in their times and
places have either tended to overemphasize theriamme of the musical individual,
usually as an author/composer and as a virtuossympress its very notion covering it
under various collective umbrellas called ethnaajom, people, culture, community
etc. While musicology, similarly to its academidlda/s in arts, literary or theatrical
history, has become populated by names of (usualje) geniuses, the so-called
comparative musicology and later ethnomusicologymed the world of variously
constructed social and/or cultural groups. Thesems were given names, although not
usually by their members, and if their presence wntexd to a little more than what

Bruno Nettl likened to “specimens of flora and fat(Nettl 1983: 292). Too often they
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simply were not present as individuals at all dnd situation has begun to change more
profoundly only since the mid-1990s (Ruskin andeRik012: 303). Jonathan Stock

described the reasons for the situation as follows.

This generalizing tendency in what | am labelliag,(at worst) cultural-average accounts is one
that would appear to arise from ethnomusicologgsthge as a discipline that engages in cross-
cultural comparison [...]. Insofar as it lives endur disciplinary consciousness today, it does so
perhaps more as a matter of habit than design, itherited assumption being that
ethnomusicological writing considers and compasesspfe on the level of what was once called
‘the culture.” The other music disciplines haveitloevn standard units of measure, each equally
infused by historical tradition and habit [...]t¢8k 2001: 8)

| agree with Stock’s historical argumentation. Hwyidiscussed the reasons for
historical lack of the biographical writing in ettmusicology, he moved to explaining

its recent (2001) rise. The reasons are:

1. a recognition that certain societies give exosepl attention to exceptional individuals[,] 2. a
reappraisal of representational stances in ethpbgravriting — the “voice of God” problem[,] 3.
a reconceptualization of ‘culture’ as a mosaic rafividual decisions, evaluations, actions and
interactions; consequently a desire to draw attertid individual cultural agency. (Stock 2001:
10)

These reasons reflect Stock’s experience as a §inpera specialist but do not
necessarily apply more broadly. Attention to lodeicourses and emic perspectives as
well as sensitivity to the problem of representatio ethnographic writing are also
reasons. The reason | am most interested in ik'Sttiurd one, which hinges on the
relationship between the individual agency anducaltand social structures.

In their important and illuminating overview argcpublished in 2012 Jesse D.
Ruskin and Timothy Rice researched different foahson/presence of an individual in
more than one hundred ethnomusicological monograpEsglish published between
1976 and 2002 and showed that, despite the gemparaldigm, individuals have
relatively strong presence in their sample, thotlgty are rarely admitted a status of
feature figures. In their introduction the autholescribed “a seemingly paradoxical
position” of individual musicians in ethnomusicojog@nd, acknowledging Stock’s
contribution, came up with four other factors “pudj ethnomusicologists toward study

of individual musicians”.
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On one hand, the name of the discipline, whosesrimotude the Greek word for nation, race, or
tribe (ethno3, suggests that it will focus on the study of grewf people, not on individuals. [...]
On the other hand, at least four factors pull ethusicologists toward the study of individual
musicians. First, when conducting fieldwork, thegrlwwith and rely on individual musicians
[...]. Second, as communities under the pressurgylobalization and political instability
fragment and ‘deterritorialize’, as Arjun Appadu(ab90, 1991) put it, ethnomusicologists have
been drawn to the study of individual musicians velte trying to make sense of collapsing
worlds, create new individual identities, and khimselves into emerging or newly encountered
social formations. Third, ethnomusicologists beldaga subculture that values the exceptional
and valorises individual achievement. Fourth, wgetions in theory and method over the last
quarter century have led ethnomusicologists to llgghindividual agency and difference, and
acknowledge their own roles in the musical comniesithey study. (Ruskin and Rice 2012:
299)

Here we can perhaps see again how the authorsarobsexperience entered their
thinking (Ruskin has conducted his main researcNigeria so far and Rice famously

in Bulgaria). The trouble with the ‘ethnos’ root tbfe discipline’s name and has often
been addressed (see for example Stobart 2008)eWhéve some reservations about
Stock’s arguments, | more readily subscribe to Ruslkand Rice’s, especially to their

second point. Their argument invites more reasehgh | am going to add as | specify

my own situation in more detalil.

Ruskin and Rice addressed five main themes in the@arch.

(1) the importance of individuals in musical ethragghies; (2) the types of individuals discussed
and analyzed; (3) the theoretical purposes seryethése treatments of individuals; (4) the
nature of ethnomusicologists’ encounters with iidlials; and (5) the narrative strategies

employed when individuals are included in musi¢hhegraphies. (Ruskin and Rice 2012: 302)

It is clear from their first reason, or theme, th@ugh few monographs focus “solely
on communities without considering individuals”’hebmusicologists treat individuals
more “as members of communities than autonomousrsictPublications dealing
directly with single individuals began to appeatyossince the mid-1990s, as they point
out (Ruskin and Rice 2012: 303) and in so doinggtestion of ordinariness versus
extraordinariness arises. Ethnomusicologists worth what Ruskin and Rice call
“innovators”, “key figures” as well as with the ‘@inary or typical individuals” and
even with “anonymous audience members” and “otHetaying] role in music

production, dissemination and reception”. But,het $ame time the authors state that —

- 57 -



quite eurocentrically — the “majority of musicahebgraphies [...] focus on innovators
and other key figures who play some important mléheir musical culture” (Ruskin
and Rice 2012: 304).

This is an important point for my dissertation. réveals that it is highly
improbable to find an ethnographic research acceurdgre ordinary or average (or
below average) musicians are the focus, becauseéntren’ is that extraordinary
musicians “must” be “an important part of every maktradition” (Ruskin and Rice
2012: 306). Only then would such an individual h& mto the centre of musical
ethnography.

The authors distinguished two kinds of ethnographo@e where individuals are
treated as specific examples of some social aridraliprinciples (and as sources of the
ethnomusicologists’ knowledge of them), and anottteere the approach to individuals
iIs more nuanced and diversified, allowing for tlikrwledgement of the musicians’
individual skills and experiences and their sitdagss in different kinds of social and
historical positions within a culture. It may seausical individuals as agents who give
meaning to — and change — social, cultural, andicgalsystems in specific instances”
(and thus contradicts the notion of a petrified ahdighty culture). And, in resonance
with the reflexive turn, it may “[foreground] the@erience of ethnomusicologists and
their encounters with individuals during fieldworkRuskin and Rice 2012: 307-310).
Regarding the fourth theme, the authors point loait t

[a]lthough ethnomusicologists often generalizeutbousic and culture from encounters with a

limited number of individuals [...], few musicalheibgraphies contain detailed reflections on the
nature of these relationships and how they impas¢arch method, theoretical orientation, and
narrative presentation. Individual-centred ethnpbias, however, tend to deal with these issues
more explicitly. (Ruskin and Rice 2012: 311)

Elaborating on the last theme, narrative strategrestechniques with regard to
the representation of the individual in musicalneifraphy, they distinguish between
a biography, an assisted autobiography, a dialogabjocality, and an analysis of
musical texts and performances. Each narrativdeglyaand technique they further
specify and “illustrate not only their rhetoricalpects, but also the implications of each
for theorizing the paradoxical position of the widual in ethnomusicology”.

Having demonstrated the main trends in thinkingualodividual ethnography

in ethnomusicology, | now position my research wittne field of South African music
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studies. A biographical approach to the study okiminas become more and more
common during the past decade or so in the realmtloiomusicology and popular
music studies in South Africa. It seems as if redeas of South African musical

culture were more aware of the dangers of reifidtucal, ethnic and class boundaries,
as | described them above, than their colleagueshier parts of the world, who are still
largely happy with variously defined concepts oéntty as the most prominent

analytical framework and tool.

The oldest individually focused ethnomusicologisaldies were published as
early as in the 1990s. Veit Erlmann’s historicaldst about popular ragtime musician
Reuben T. Caluza appeared in his collection ofyssea South African popular music
well before the turn of the #0century, in 1991. He later broadened his methayicéo
scope to ethnography combined with historiographgn important book about Joseph
Shabalala, the leader of the maleappellachoralisicathamiyagroup Ladysmith Black
Mambazo, which became famous thanks to their paation in the recording and tour
of Paul Simon’sGraceland alboum in the late 1980s (Erlmann 1996). Christophe
Ballantine delivered a paper during the Ethnomusgioal Symposia in 1996 and later
published an article (Ballantine 1997) about theeanusician, calling for individually
focused research on South African black musical pmsars and compositions. He
based his arguments on John Blacking’s article altoel “myth of ‘ethnic music”
(Blacking 1989). None of these studies may serwdirastly exemplary to my research,
however given the different status of their protagts and different research methods
and goals.

Christine Lucia has published several articles abodividual South African
musicians, jazz pianist Abdullah Ibrahim (2005blassical music composer Kevin
Volans (2009) and choral composer Joshua Pulumoapkiba (2008 and 2011). The
few publications on South African classical musmnposers appearing from within
local musicological circles are not relevant for ohge to their different method of
research. Then there is the recent experimentaéingrof Carol Muller on jazz singer
Sathima Bea Benjamin, co-authored by her (Mullet Benjamin 2011). As Christine
Lucia pointed out in a personal communication tladise musicians are “claimed as in
some way or another exceptional, leading, aheath@fgame, pioneers, special or
highly regarded within their own social and musicanmunities”.

Unlike them, Samuel, my research subject, was a@rége’ musician, lacking

all these attributes. He enjoyed a moderate populamong a particular segment of
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Mamelodi township but he could not have been camsitlfamous or pioneering in any
way, assofar as these characteristics usuallyifumess criteria for choosing a musician
as a research subject. He was an ardent musiciaSdmuel’s extraordinariness lay not
in his musical prowess as conventionally perceivetrather in his ability to not only
survive but even reflect upon the situation of dmnisal structural disadvantage he
suffered from. But his musicianship clearly showleat he did not feel to be a victim or
a looser in the game; indeed, music empowered Wmyone watching Samuel
performing live, in the video or even hearing hustjaudio may immediately recognize
this.

Using a phenomenological approach (Rice 2008, Boedl996 and 2009) |
would like to claim here that music making of vaisokinds became Samuel’'s way of
relating to the world. As a specific kind of knodte it became a medium of
experiencing and reflecting upon the world in tlieddest sense. | would argue that
music was not just a supplement of his ‘real’ |é®, escape or an ‘opium’ as Marxists
would put it, it was avay of life As | try to demonstrate throughout the dissestati
choosing Samuel as a research subject was an mhtray opportunity for me to
witness music making as a truly phenomenal actiaty experience which could have
been easily obscured or made dysfunctional withengetting of an ethnocentric value
system of ‘quality’ or ‘innovation’.

Although there are a couple of other shorter stidieindividual South African
musicians, none of them has been a result of simgksearch project to mine. There are
articles about musicians comparable to Samuel by &auger (1996 and 2001) and
there have been a couple of articles dealing miéiskandamusicians (see for example
Muller 1999, Titus 2013). While their research sat§ could be compared to Samuel
given, for example, their (low) social status, nafighe studies mentioned above is a
result of a long-term individually-focused ethnggmg and none of them share my
theoretical approach, perspective and goal.

Ordering Biographical Fragments Subjectively

| could possibly write a brief biography, densehwiaicts and dates. Would not this,
however, be covering up the most important messhgeijs the fragment-like nature of

the ethnographic material, its situatedness iniqudar research experience and
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inseparability from the process of acquiring theéadduring the research? | have not
been given a package of biographical facts andsd@tebe taken as they were and
written down. Instead, | have been slowly, in ceur§five years, introduced to various
shapes and aspects of Samuel’s life as elusivenats. | have not been told a story, a
narrative, an autobiographical account but haviheracome across these fragments
accidentally, by chance in an opportune momenterliag and watching. These
situations and contexts therefore inevitably becparés of the revealed information, as
it was rarely given fully verbalized or ‘as sucHad not something happened, had not a
particular situation occurred, a fragment would hawve been revealed for what it
finally was. By the same token, | might have ealsggn informed about something else
or had something else revealed.

In other words, Samuel’s life unravelled before mo¢ as a meaningful story but
rather as a mosaic of shapes where some partsaljsattecame sensible, or at least
intelligible, while others were missing severaleeen all of their stones and could only
be sensed or guessed from what surrounded thens. theevhole compose a picture?
Or can we and do we — Samuel and me — composeogethér, one that we can
recognize as sensible? What does this picture lt@R It seems that Samuel finds
particular fragments sensible — they would not ntise present themselves to me — but
he rarely chains them into an overall narrativeeeen theme, except perhaps that “it
was God who never let me down”. | as a historicalanthropologically and
ethnomusicologically trained researcher and as eomet home in these fields’
debates, however clearly see these fragmentgfittito a broader picture that scholars
have created and got used to calling ‘South Afsiaggcent history’ or the ‘life of the
black poor migrating working class under an apadtt@and post-apartheid condition’.
We could also frame, and thus create this pictumausical terms by referring to ‘black
popular musical culture’. In terms of gender welddalk about ‘developments of black
masculinity’ etc. There are a number of frames Winay give these fragments sense in
personal and broader social, cultural, political ather contexts.

Which one(s) do | choose? And who am | to give ¢higagments, clusters of
knowledge, results of improvisationsanseby telling them as a meaningful story, and
what are they meaningful for and to whom? Thesettaequestions that concern this
chapter: question of how Samuel’s story is told) haw it is written. | am of necessity
selective and | do not, could not, use all fragreeand not only do | impose myself

there but the narrative | compose here inevitabtjuides a story | make about myself
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too. It was me who was told things at certain pdaat certain moments of time, in
particular situations (mostly informal, unprepar@dprovised) and in certain moods
(both Samuel’s and mine).

Using my intellectual, analytical and theoreticapacities | have digested,
translated and interpreted the information and eepee into something that aspires to
be called an autonomous scholarly piece of writidgwever, | clearly am not just an
innocent or invisible mediator. | have been a pgoéint here. | have become a writer of
what | have experienced of someone else’s expexjemicsich | have been part of for an
allocated period of time. | have most definitelyebeno mere witness. | have been an
actor on the scene | am trying to describe. | hbgth unconsciously as well as
deliberately assumed a perspective that is subgetnd both engageahd relatively
autonomous.

In her contribution to the now classic collectioh essays representing post-
modern anthropologyWriting Culture: The Poetics and Politics of Ethmaghy,
literary scholar and a specialist in the traveltwg literary tradition Mary Louise Pratt
analyzes a number of ethnographic arrival narratae they are told in more or less
classical ethnographic monographs of anthropologgs (Pratt 1986: 27-50). In these
anthropological narratives about various ethnogeegihexperience of their arrivals in
the field she identifies literary tropes widely dsm older travel writing on these
particular regions (including Africa), often shayiits stereotypes and participating in
the same discourses. Exposing the literariness hetet ethnographic texts she
demonstrates ethnographers’ vulnerability to widaltural and literary influences.
Further, she points to two related facts: thatehsesscriptive passages often remain the
only self-confessed subjective descriptions leftha otherwise objectifying texts, and
that they tend to be of an extremely unreflectetdnea striking considering the science-
like nature of the rest of these texts. She asksitvb so and why these texts need such
highly personal accounts at all. As an example, @mo®ides a summery of a 1980s
debate about trustfulness of one particular ethaqgc monograph allegedly based on
secondary sources only and therefore considerebetmf questionable reliability
because missing the ‘immediate’ bond to the reddl fexperience. Her ultimate answer
is that these untheorized personal passages preuialeevidenceof the very existence
of the researchers’ personal experiences and coestg and most importantly to

guaranteethe ethnographerguthority to tell As a seal of authenticity they need not to
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be further theorized, on the contrary, their umetd ‘raw’ character serves their
purpose even better.

This dissertation uses that artificiality Pratt reagosed, of the line between
these two kinds of texts — subjective narratives i@search anecdotes on the one hand,
objective ‘hard’ science on the other. One text m@gm to support the other in mutual
symbiosis — the former guaranteeing something asiv@ as the authenticity of the
latter — but both are strictly separated by a bétiat a clear line between the subjective
and objective may, and even should, be kept inttamographic text. The lesson learned
here would be that it clearly is both parts of téets that bear withess to their authors’
wider backgrounds, positions, and identities. Neacline can be drawn between them
and both benefit from mutual cross-fertilizatiomaigh theorizing (my contribution) of
the individual accounts as being rich in silenttipgration in wider social, cultural or
other ideological patterns, on the one hand, andbgiectifying the supposedly positive
findings as possibly similarly biased, on the others as possible to analyze the two
subjective accounts as sources of rich ethnograkimievledge as it is possible and
useful to prove the scientific-like parts of thedhaata ethnography as biased in many
ways. The self-confessed subjectivity should natai@ on the level of field tales and
anecdotes peppering the otherwise boring (becaygmsedly objective) ethnographic
treatise, however or as a guarantee of their atitiitgrand authority. It should become
a subject of as serious theoretical scrutiny, asildv@ny other research problem;
moreover, | argue that it should be weaved in tt@les ethnographic writing as an
essential part of its texture.

In my writing the subjective is present in the efwaphic description to the
point it creates or is constitutive of what is lgeohescribed. The subjective choices and
no less subjective interpretations are mine agagarcan talk about myself as a subject
distinguished from my environment, yet inevitablirg part of it. In my writing the
subjective research experience is fully part ofrdsearch themes and methods it helps
to construct, and by which it is constructed at shene time. Thus, if | return to the
arrival narratives discussed by Pratt, | see nst field encounters and meetings — as
unimpressive, unheroic, unromantic and unexotiat th extremely mundane as they
were, and especially because of this — extremghprant and telling for contemplating
the formation and development of my later reseantdrests, questions and problems,

and for shaping my research as it has been prdctice
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Reflexivity, in other words, is for me no mere rital or routine exercise but
the most honest and hard won attempt to mediateetheographic knowledge so
difficult to extract and verbalize. Having triedfdrent modes of writing during the past
six years when presenting partial findings of timgang research at various academic
fora, | came to the conclusion that the presemtadibfluid, contingent, and mutually
interdependent subjectivities was the only accdptalay of writing up my research.
Saying this | do not, however, intend to confineself within the range of the
particular.

It was both experience and temperament that drewomeaking long-term field
relationships on an equal basis and what has ubignalrawn me into the bio-
ethnographic method. | had always been awarebwious difference, trying not to
reduce the difference of the cultural and sociawgver open) in which the people
lived, to compare it to my own. It was a long amanjful process, looking for a suitable
approach, method, frame and, ultimately, a thentbefesearch project. It is the result
too of contemplating how to use the data | havéeayad as fruitfully as possible, how
to make use of its potential and turn some ofigadlvantages and gaps into advantages.
Most of all, I understand bio-ethnography as ondhef ways potentially capable of
undoing the distance-producing ethnographic rhetori

Working biographically — that is, using the weltadsished, yet much contested
genre of my ‘own’ culture — one explicitly recogeg&z and accepts the other as truly
equal, and equally worth studying as an individnabne’s own cultural world, as no
longer just a specimen of its (more or less stranged. Following an individual
ethnographically offers a possibility to use andtiaally combine the personal
narratives obtained via interviews and ethnografihitings gained via participant and
non-participant observatiofi. Despite the intimacy growing between any researche
and researcher as a result of the long-term reseaectory, ethnographic observation
remains indispensable in order to keep some amlogeal distance. However equal |
was with Samuel, | remain the researcher and heegearched. The crucial difference
hangs on the focus and the nature of the ethnogragdta’. It isindividual-focusedand

it is long-term and thus oftame-lapse nature

% Not to be confusing | conventionally use the tefservation, though from the point of anthropology
of the senses its oculocentric bias is stronglysgme in the word (Howes 2006: 1-17). This point,

naturally, gets even stronger in the ethnomusidoddgontext.
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Shapes of the Research

I have used different kinds of sources for my wgti Besides the more conventional
ethnographic ones such as recorded interviews &lid hotes from all kinds of
observations there are personal ones such as s-gea to various friends and family
from South Africa and notes in my diary, often neingly intertwining with the field
notes. The personal texts are complementary tetire formal ethnographic ones. The
reflexive strength of both and especially of thetfis almost overpowering when | read
them now — from (at longest) almost ten to (at ssd) four years since | wrote them. |
decided to use direct quotes here, that is to ginetdirst two types only. This personal
writing helps me to situate my research and myeaeshed’ as described above, in
terms of the development of my motivations, expemta, interests and feelings, which
all impacted on the conduct of the research. Thasenimmediate, though necessarily
already referential, writing (and talking) is susomngly fresh and often different from
my memories, shaped and re-shaped as these hawebpdayers of what happened
later and by the process of selective forgettirtgy to base my writing on written field
and personal records of the time as much as Ivehich becomes even more important
considering the time elapsed between the reseammriences and my writing up, and
the change of place (I am writing in Prague), atiteochanges in my life (I married
and had two sons since the research was finished).

| conducted 42 recorded, semi-structured intervievith Samuel, including
several interviews over videos, audio recordings afew music performance sessions,
the total coming to almost 31 hours. These intavsi¢dook place in five periods: five
interviews and sessions between February and Af006, seven interviews in
September 2007, 15 interviews between July and sa@@08, nine interviews between
July and August 2009, and six interviews betweegustiand September 2011. These
periods overlap with the time | conducted othereagsh activities such as
non/participant observations at various kinds ofizal events in which Samuel took
part, purchasing CDs, DVDs etc., though these alastethe interview periods
considerably in some years. Besides interviewsol stdeos during some of these
events Samuel took part in lasting altogether @&zthours (7.5 hours in 2007, 2.25
hours in 2008, 9.5 hours in 2009 and three hou29irl).

| transcribed all interviews ‘by hand’ myself. Dtee Samuel’s level of English

and his use of a number of Pedi words/conceptsilldcoot use any automatic device
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(or research assistant) and | did not use any sodtior qualitative data analysis, even
later. It was not appropriate. The experiential @amthnding | brought to the text and
context became essential during the transcriptimtegss. | could perhaps call the
transcription process second research experien@® strong were both the immediacy
of the recorded material and the moments of illanon | had during the
transcriptions. Though it really was an extremetyetconsuming process, especially in
the beginning, there was no way to skip it. Theyvatelligibility of Samuel’s speech
has been dependent on the understanding | haveiahadcquired during the years.
And | do not mean language intelligibility only baiso and especially understanding to
the often ‘thick’ content of the speech, its diwestibjects, various kinds of references,
codes, jokes etc. It demanded realer understandingNo one else except me could do
the transcription, let alone an analysis of itsteah

| can observe how my abilities improved over thargeof the research, on the
level of both language and more general understgnai the ‘thick’ content. It was not
only that | gradually understood things better, butften had to correct my former
misunderstandings which were, on the other handetmes not wholly my fault and
are interesting in themselves and even though the® an incompleteness of the
information | got so far, given the level and depflour relationship at some stage of
the research, it was useful. These same conditi@islid not allow Samuel to give me
but partial information at some point did, howevatpw and perhaps even motivate
him to tell me more later on.

The research time structure, divided (after thst fyiear spent in Pretoria) into
four periods of roughly two months each in 20070202009 and 2011 had
understandable disadvantages. On the other hahangd out to be an advantage in
some regards too. Instead of a single and ratheadicumulative process of acquiring
data from ‘disposable’ and never-to-see-again mtorts my research took the shape of
a spirally recurring activity enabling me to return every year to the same roilagi
problems and questions, and to the same peoplealyalys on a different level of
already gained knowledge, insight and trust. Almgsar-long pauses stretched the
research into six years long period, a fact whidd la number of inter-related
consequences on the level of the relationship twesearcher and researched on one
hand, and on the level of developments in undedgtgnthe subjects discussed, on the

other.
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Developments in our relationship during these s»arg were influenced and
structured by a number cultural and social patténas were either shared or unique to
my or Samuel’s cultural background. They were selaamong other things to age and
generation, the Christian religious and postcolomeagination, gender, and ethnicity.
It is important to note that cultural patterns tethto these aspects do not operate in
isolation but in a mode of mutual intersectionabtymetimes difficult to decipher and
isolate from each other. | find important to ddseriat least those | am able to
recognize, because they have been entering theesegrch process as well as the later
writing, which both they shaped. It should make pogition a little bit clearer too.

To start with theage aspect, in 2005 there was a 24 years old singldest
approaching 43 years old grown up married man atieef of 6 children, in 2011 there
was a 30 years old man shortly before marriagenigli@nd introducing his fiancée) to
a man almost 50 years oldThe age gap of a generation between us, and chamge
our lives during the period of six years naturalijluenced our relationship. It has
developed from what | would describe as a postdaldja baas*”'white European
student in Africa’ pattern in the beginning into maand more intimatéther-sonor
grown up man-young man pattern, that has eventuahgled to take the shape of
serious mentorship/studentship.

Both father-son and mentor-student relationshigccbave been easily observed
during most of our encounters. It is also quiteadie recognizable in the recorded
interviews. Samuel often extended his discussiomaral points contained in his songs
or ZCC hymns to teach me about life with regardh® particular topic just discussed.
He was never far from his role of a preaching ZGegp too. These situations often
occurred at the end of our interviews when | waskpeg my things. Similarly, Samuel
tried to teach me about the music. All our reseaisbussions were basically framed in
this mentorship-studentship setting. Father-soatiogiship found its expression more
rarely but there were moments, especially whert ltired of the research, when | was

% There have been further changes in our relatipnsith regard to our social roles and life expeceEn
more recently, about which we know as we stay uchdtill today, but | decided not to include themtoi

the research which | stop by the year 2011.

% Formerly, under apartheid, a conventional modélagk person approaching a white man or even a
boy regardless the configuration of the potentig gap between the two, meaning roughly ‘Yes, miste

or ‘Yes, sir’.
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losing courage or otherwise felt not well, whenemeouraged me and gave me various
advice as man to man.

While our first encounter could be interpreted asagdigmaticallypostcolonial—
Samuel working as a gardener around what once viasidy house used later by the
University as an accommodation for mostly Europeamd American (white)
international students, me being one of the fivelents — | believe our later research
relationship subverted these original positionst abould become clear belowhat is
not to say that I ignore the basic economic antustdifferences between us. There
were different kinds of capital to be profited froamd their importance changed
according to the situation.

A Christian imaginatiorand especially Samuel’'s experience of being apne
the ZCC also, | observe, entered our relationshipraideologically structuring force.
It, for example, resulted into mentoring and préagin some interviews and in various
situations where | was the one who was addresseds|the one to be given advices
how to conduct my life and Samuel the one givingnmh It endowed the secular
father/son structure of the relationship with aas@endental overtone. The effectiveness
of this pattern was further enhanced by my Cathgpieringing and by the fact I lost my
father when | was 19 and my mother in 2008 whetilllwgas in the middle of my
research in South Africa. | felt very vulnerabletla time and, though | was gradually
leaving off regular religious practices, | still svgquite receptive to a Christian religious
imagination, which has structured my world view afdltured’” my body quite
independently of my will.

Gendercultural patterns entered our relationship toostfit made the male-
male research collaboration widely acceptable.réetionality of gender ancdacial
imagination at work here would have, for example, made longntevhite man
(European)-black (South African) woman collabonatithough formally framed by the
research context, much less generally acceptablé aould be most likely interpreted
with suspicion — and not only by black South AfrisaSecond, as a young unmarried
man | could have fitted into the traditional patrcizal framework shared by most black
South Africans as someone not yet fully grown upmeone who still needs the
guidance of the elderly. Fitting easily in thisrfrawork has, however, been complicated
by the colour of my skin, my European identity angl association with an academic
institution (generally held in high esteem in SoAfinca, unlike the Czech Republic).

These were factoigcreasingmy social age and making me appear more seri@umslth
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may have deserved in a traditional (African) settigiven my biological age and
marital status.

It would be misleading to say that our relationstigveloped linearly along all
these lines in a regular way. Instead, it would rbere appropriate to talk about
relationality, though there was clear continual development dher years, some
aspects grew in importance at certain times depgndn particular contexts and
situations and regardless of the length of thearebe Neither of our identities and
positions existegber seand for all situations. While we communicated manel more
openly when being alone, the situation immediatehanged when someone else
entered his room or when we were out among otheplpeBe it a ‘white’ or ‘black’
environment (the university and the city in genemalMamelodi, Pretoria downtown,
rural settlements and other places) more sterezlypnd generally acceptable roles had
to be played. It was the reason too why | alwayfgired quiet and somehow secluded
places for the interviews, where we could be frieghis role playing to some extetit.

These negotiations, or perhaps one can almosheeeds games, however, soon
became quite clear to both of us and we played thi#inas much respect to each other
as we could, sometimes even enjoying them, sulmegerstereotypes about the
relationship between white and black man or betweeenember of academia and an
unskilled worker. On the other hand, we also plagewll conspiratorial games, for
example against the staff in charge of accesstimgd’retoria campus in order to find a
place to conduct the interviews. As far as | cadderve, we both found some pleasure
in playing them sometimes, though our motivationghthhave been different. It should
be clear now that our mutual positions resulted @ilutomplex negotiations between
several cultural and social structuring framewarkgvhich none was fully defining and
a prominence of which always depended on partictdatext, and that not every detail
of this complexity could be noted and discussede@svent along.

We discussed a number of topics in the interviemnast of them recurrent while
some unique to a particular occasion or to an ewenjust attended. These may have
been Samuel’s solo or participative performancesaaibus events, his biographical

facts and memories, an inexhaustible range of raudarms of ZCC religious

“! This obviously applied only to the interview scen@ot to other research events. A couple of
interviews nonetheless took place in a more or édtntive presence of other people and | took thei

impact — as far as | could identify it — into acnbwhen later analysing the interviews.
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performances and other specific themes derived tieese more general topics. To be
more precise, yet still rather brief for now, tapigvere influenced by particular
opportunities opening up every year and varyingatlye from attending large social
events such as various churches’ services and rgageeweddings, a coming out of
initiation school, an unveiling tombstones ceremaety., in all of which Samuel
musically participated in one or another way, tecdssing his solo performances on
suburban trains and during a number of other eyesiteoting video clips for his
promotion, walking through and recalling placeshaf (and his parents’) memory in
Pretoria, Mamelodi, Ga-Mphahlele and elsewhere ust jidling around Pretoria
downtown looking for and commenting on cassetté¥s @xd DVDs with the ZCC and
other music available from street music sellersiriall, these were some of the worlds
Samuel inhabited and tried to make sense of oftesigally, performing either his own
songs, participating in larger performances ansapely or publicly listening to and
watching his favourite performers. Any of thesentes and many others may have
become topics of our conversations, some of thememecurrent and systematically
discussed than others. Out of these fragmentsd banstructed this project.

The spiral-like progress of the research stretcbatl into several periods
allowed for a new level of discussion and undeditam every year. It is important to
note that the long pauses between the researctodpemllowed for profound
developments in thinking of both of us about thetamal we discussed. In the
meantime, | contemplated the results of the latstarch period, studied literature and
eventually consulted other people, both within andside academia. In addition, |
gained more and more of a direct experience froenibn/participant observations in
the field every year.

It may seem natural to write about my intellectdavelopment here but it
obviously is not the researcher only who is erditie intellectual activity. | could have
noticed a clear and steady qualitative progresgkamuel’s abilities t@onceptualizehe
problems we discussed from year to y&ate must have contemplated ‘our’ themes in
the meantime too. This was already clear duringitiberviews and it became even

clearer in the process of transcription, and istladl more noticeable thanks to the

“2 This statement should certainly not be understeititin any kind of the old evolutionary scheme abou
the ‘civilizing mission’ and ‘upliftment’ etc. bustrictly as an observation related to the problems

discussed.
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comparison | could make between discussions oflairtopics in consecutive years. |
think it is no exaggeration to say that Samuel Btolut surely began to theorize
himself. That is not to say that he lacked somel loh understanding before but to
emphasise his increasing verbal abilityg@asp these matters and think about them
abstractly. My questions — asking amateurishly abioel (to him) all too familiar — must
have seemed rather odd in the beginning and itlesrcfrom the interviews’
transcriptions Samuel did not know how to deal wttlem. This however changed
through the years so that we could later discusesthioretical concepts | tried to apply
and he became interested in reading some acadéhmogeaphic texts dealing with
older Sotho and Pedi traditions, which | copied Hon. Our interaction thus changed
from formal asking/answering questions into a mafermal dialogueover the years.
Samuel’s intellectual development and growing ins@so continued to pose questions
for me about the nature of anthropological resewitih regard to the degree of the final
share in its findings and conceptualizations betwibe researcher and the researched.

This progress should be seen too in the conteatgrbwing English proficiency
by both of us. Samuel, who is a P&dnative speaker, used to almost solely
communicate in Afrikaans with whites until the 1890he situation was enhanced by
the fact he has lived and worked in the wider emarof Pretoria, ‘the white Afrikaans
capital’, since the early 1980s. English became ‘bexond white’ language (to
Afrikaans) only around the end of apartheid whementered the public space more
widely as a ‘lingua franca’ of the new politicalder. As most of his generational
fellows, he knew some English before but he was uss#d to communicate in it.
Compared to his generational fellows, his Englismmunication skills beyond doubt
much improved thanks to the location of his jobaagardener at the University of
Pretoria since 2002.

As an extraordinarily communicative and open persbe used every
opportunity to speak with students and especialdyinternational ones, an activity he
always liked. “I can learn from them”, he used ty.sHe often told me about the
international students who were spending a semestéro in the houses he looked

after in between my departures and arrivals. Sofrteemn even visited Mamelodi and

43 Sepedi is part of the large Sotho-Tswana langgagep which is one of the two main language groups
in South Africa. The other is called Nguni. Sepleeliongs to Northern Sotho or Sesotho sa Leboa group

specifically. It is one of the nine officially regnized indigenous South African languages.
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Ga-Mphahlele with him, as he always proudly regbtteme?* Seen from this point of
view | was never ‘his only white’ friend. And viceersa — | kept a number of friendly
relationships with other people in Mamelodi, som¢hem related to Samuel, some of
them not. Our relationship was open and publiciafited into wider social structures
which we both maintained. Its uniqueness has restedits duration, stability,
complexity, and the depth of our collaboration othex years, some aspects of which |
have described above. As such, our relationshipdgsdted in the most special kind of

friendship that | have ever had.

| even found a short video of one of such studevist in Mamelodi with Samuel playing his
accordion on the Internet (I am not going to puink here of privacy reasons). It is an interesting
document of unintended and unplanned consequerficgadents’ exchanges in South Africa as well as
of local people’s active involvement in these emtets enabled, in this case, by a spatial proximfty
their jobs to the students. Samuel perceived thagdents as ‘international ambassadors’ and mediato
teaching him about their countries and spreadied gineat) image of South Africa he makes them to ge

As it has been described many times by anthropsti®gihe exchange is always mutual.
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CONSTRUCTING A BIO-ETHNOGRAPHY
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Sites of Ethnography

Unbearable Ease of an Arrival

in the Post-Apartheid Field

| am lying in my bed. It is early morning. It coldd around 7 o’clock. | am slowly woken up by
sounds of a bumping plastic grass container onlifiek yard in front of our international
students’ house, no. 491 Festival Street in Hatfi€lretoria. Surely not a pleasant sound to be
brought back by from dreamland. Another hard dajole&e me. A hard day for an exchange
student whose English is perhaps already ‘good ghoibut does not allow for effortless
listening to our lecturers or discussion with mijofie students. A hard day too for someone who,
unlike most of my international fellows, has tonthabout budgeting from meal to meaiaries

and recollections)

His name was Samuel or Sam as he later introduireseli. | did not and could not
imagine then that both these disadvantages — tegetith other aspects related to my
origin in a post-communist country — are going éadime advantages. Least of all did |
imagine that this man in his green overall in thedyof our international student house,
himself indistinguishable from an army of similaeking workers | met daily on
campus, is going to become the focus of my reseattntion, of my dissertation
project one day.

These were my first months as an international axgh student in South
Africa, an almost completely new world to me. Itsithe freezing-cold, blue-sky, sunny
southern winter 2005. We might have exchanged gbeefd shy greetings when we
met but it was not until late summer and autumn62@@ engaged in any meaningful
conversation. Until then | would have not had thghsest idea about this man’s life
beyond his green overall-bound duties as a UnityedsiPretoria gardener (see Figure
46). For me and, | dare to say, for my four otheternational fellows (Swedish,
American, Dutch and Finnish, and later all Dutdk)ng in the same house, and for
most of the people moving around on campus — eslbhedhe higher university
personnel — Samuel, together with his uniformed matnots who spoke a strange

language, gardeners, cleaning ladies and othenterence people’, was simply a ‘no
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name’ for us, a shade not to be thought of, arsibld@ man. From my present point of
view, though paid for his work and recognized dsllacitizen of his country, he fitted
well in the never ending row of anonymous servaassit goes from the beginning of
the colonial encounter in the " &entury, and similarly anonymous contracted wage
labourers since the T&entury. Any uniform is capable of stripping somef his or
her individuality, visually at least it makes on&lividual character invisible. For us,
then, this man simply did not exist for quite adotime, except for the noise he

produced while manipulating the grass containegany mornings.

Later there was another man, less fleeting and mea& living in a one-room backyard house
behind our students’ house. There were two bathsommour student house, adequate for five
people, each staying in his single room. There m@bathroom in his house and an open toilet
with an entrance only from the garden. The ‘gardem’s also a somewhat contested space. On
my first visit we used a side door, not the maie and we did not go to the backyard as we
somehow felt it ‘belongs’ to the man. It, of coudie not, but he somehow claimed it for himself
and we knew it. How did we know? Do | just modei bn Petrus in Coetzee’s Disgrace or did
he have anything in common with the literary chéeg2 We did not know this man either,
though we knew his surname as his friends weréngatiim Khumalo from behind the high and
massive sliding gate which always clanged loudljlaMbeing unlocked and slid aside. He did
have a key, as we did to our room. Later we weldelig someone he was a former worker from
the maintenance staff of the University, now retiréhese were the old days’ parameters —
however paternalistic, the University took someagssibility for its former employees. Samuel,
| later got to know, was subcontracted, that is ihgvalmost no employment certainties
comparatively to the ‘old’ staff. This elderly mams getting quite many friends and even family
members from time to time as guests in the backy&edtalked very little to each other though,
so we did not know him better than from his slowl aareful, yet still powerful appearance.

(diaries and recollections)

What did these men think of us? What were they?léhere did they have their
families, did they have any wives, children? Whaigethe gardener stay? Why did our
backyard house inhabitant live alone? What didakl like in their homes? What did
they do in their free time? What music did theyeliéar perform? Have they had ever
done any sport or were they perhaps fans of a séeam? Did they go to church, and
to which one? To what social environment did theyjobg? Where did they actually
come from? What were their life histories?

They were no youngsters and these men must hawrienped a lot in their

lives given the turbulent realities of South Afmceecent history. We did not have a
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clue, in fact we did not ask and if we did, our sfiens were just partial and asked out
of politeness, never leading to any real interactids if there was some invisible

barrier. We were shy and they had their experieBeg.there was something else on
our side as students, at least in the first weaklsnaonths. It was fear.

From the very beginning of our stay we as inteoreal students were repeatedly
and on many occasions instructed that all ‘theseplpé the black people it went
without saying, are potentially dangerous — asvd#se as burglars, as killers and,
perhaps the most scarily because one could notitseas potential HIV/AIDS
transmitters. That was the atmosphere of 2005. Méeicomers with zero previous
experience of South Africa but at the same time hall/ing a rich cultural pre-
consciousness of a black person’s image from owntces in Europe and North
America, were easily made to believe we are sudedrby an omnipresent indefinable
lurking danger just waiting for our single mistakeorder to hit us. Our certainty was
shaken and our dignity compromised by fear. By white tutors and guides we were
looked at and treated as rather naive creaturedwatido be introduced to the inevitable
one day, and this lurking danger was the only fbssiality of life in South Africa as
they perceived it.

Though the students often lamented that they felif ahey lived in a prison
(high walls, fences, barbed wires, cages, entraacgs, no street life, very little night
life, everything controlled, surveilled and checkiethbility of free movement without a
car and not complete freedom even with one etat,wlas what we felt then), we more
or less accommodated to the situation. It was ifitwlt to buy into this view given the
crime statistics of 2005 and the horrific ‘instrivet stories’ told to us. It might have
prevented us from some unfortunate events to ainegktent but it certainly caused a
lot of harm too. Fear became the regulative feethgur daily life. Various security
measures quickly became part of our new habituscante became a regular topic of
our daily conversations. We would have hardly ieditany of these men whom we
otherwise regularly met and greeted in our gardém the kitchen for a cup of tea or
coffee. If someone did and the accommodation gjaff to know, harsh rebukes
followed, including threats of losing one’s accondation. Most of the students did
not, however, hesitate to leave their dirty disttebe done by black ‘cleaning ladies’.
Their presence in our kitchens and bathrooms waskow okay in these situations.
That was how we got to participate in the post-tyesd experience, which | only very

slowly started to learn, deciphering and descriliragalytically.
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It took me almost half a year to realize that isvmat the way one could live, not
even for a temporary period of the exchange. Uliiya | felt this could hardly be a
starting point for getting to know the country, geople, anything about it at all, let
alone ‘doing research’. Deeply unsatisfied with Hikation of being, often literally,
locked in a cage | urgently felt | must get rid tbis fear before | can sensibly do
anything. In the course of time, | realized that thar comprises of a complex mix of
different ‘smaller’ historically evolved and culally constructed fears. The structure of
fear itself needed to be deciphered. Though fortadlan terms of safety and health
issues, the warnings we received were informednaade powerful a good deal by the
historically constructedvhite fearinternalized to the point beyond self-reflectian,
phenomenon of which we, though not South Africavexe not completely excluded.

It was a generally accepted fear, which | could aaxept. It was a fear of the
different, of the unknown, the fear of another rfatteicity/culture and it was a very
existential feaf> As international students we had an advantageeifgbnaive’, we
lived with our own stereotypes though, some of theell in sync with those South
African ones. The longer we stayed, however, theensmme international students
rebelled against the ‘rules’ and regularly brokenth Some managed to free themselves
to various extents and to experience the countngensored’. Others were leaving for
home after half a year explicitly upset.

These issues became defining factors, influendiegvery structure and nature
of my research. | need to articulate, here whas iike to begin a research in an
environment generally (and based on statifliconsidered dangerous and loaded with
a heavy historical burden. In order to situate rtiys¢hen and now — it is important to
show what the arrival in the rainbow-nation posiréipeid field was like for me as a
white male international student from a post-comisturountry.

Dismantling these fear-constitutive stereotypesdgadly ‘unblocked’ me and
ultimately enabled me to talk to people | would &éawever talked to, go to places |
would have never gone to and be interested in $olpygould have never even thought

of. A turning point came in December 2005 and Jan2@06. Quite surprisingly, |

It is well described in contemporary South Africstion, both short stories and novels, and even i
non-fiction (see for example Coetzee 1980).

6 South African Police Services, RSA: April to Mar2604 — 2014: Provincial and National Figures and
Ratios, http://www.saps.gov.za/resource_centre/publicatgtasstics/crimestats/2014/crime_stats.php
(accessed 2 Dec 2014).
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spent this holiday summer time in Lesotho, havibtamed permission to continue at
the University of Pretoria for another semester aqdally importantly, having had my
study permit extended by the South African Depantned Home Affairs. The only
problem remaining was where | was going to speedhtiilidays. | did not have money
to go back to the Czech Republic and return agatavd@ months, neither could | afford
any kind of accommodation in Pretoria or elsewhere; could | spend the time
travelling to other countries as some of my felladic. And at that time | did not have
local friends, who would be willing to accommodate for such a long time. | decided
to contact my slightly younger age mate Sebitiekila whom | met in Semonkong in
Lesotho during a spring break trip with three otheernational students earlier that
year. We knew each other very little, having hadnsgust two afternoons together
then, but | got his mobile phone number, | callén land to my surprise and a great
relief he offered to host me for as long as | ndedée next two months | thus spend
with different parts of his family in Maseru andrsuwunding villages and up in the
mountains in Semonkong. Though of an already oédgr he was just out of a high
school waiting for the final results and he wag ft@ spend his time with me.

| was completely dependent on Sebitiea Makutla lasdfamily not only as a
stranger in a new country but literally: | had abhao money and without the help of
his family 1 would be in a trouble. It was only the end of my stay that some money
arrived and | could reward my hosts a bit. The upoaver relations were shaken and
temporarily reversed and both sides had to deah wtit This utterly paradoxical
situation of being dependent on local people in ohethe economically poorest
countries in the world (when | was perceived asiognfrom the rich north) taught us
all a lesson. Of course, my status as a ‘white nwatl its symbolic capital did not
completely vanish but it temporarily lost one of gubstantial essences — financial
superiority (something so often silently overlooksdbetter-funded scholars). For other
people too, | was not easily classifiable as aisbur a development worker. It often
resulted in confusing situations during which thealsen stereotypical positions had to
be re-negotiated.

The great variety of interactions | was exposediidong my stay in Lesotho
meant a great personal, social, and cultural egpee, laying the foundations for my
future ethnographic knowledge. Makutla’'s was ecoicalty a rather poor family,
though still far from the poorest | visited in Léiso. Yet even this family always shared

the little they had with me. We shared everythiingm room, mattress, blankets, and
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meals to a washbowl. Thanks to his extensive ndisvof friends, acquaintances and
family members | visited a great number of housegholf different economic and social
status in Maseru and Semonkong during my stay aadyehere | was welcome with
great hospitality. | never felt unwanted and whaswven more important for changing
my fearful South African experience | never feltany danger of any kind there. |
believe it was this feeling of personal securityatvhterally unblocked me so that |
opened up to meet people freely and talk to themmowi the usual hesitation and
distress | had always suffered from in South Afritavas a curing and transformative
experience which | desperately needed in ordeetangreal contact with black Africans
in South Africa later. Equally importantly, everych social visit meant an opportunity
of an unusual insight into a particular family sejtand an invaluable ethnographic
experience. It literally opened a new world before. When | returned to South Africa
(bravely — and carelesdlfy— by a direct minibus-taxi from Maseru to Johatueg
changing over to another one to Pretoria) at thet @nJanuary 2006 | felt | was a
different person. Quite soon after my arrival Ir&td to build up networks of people, of
whom some became my collaborators or informantsreméined friends till today.

| became less and less afraid to travel by all «iafipublic transport, to go to
‘unrecommended’ places like townships and, mosomantly of all, | was opening to a
more and more spontaneous interaction with commeople, mostly black South
Africans. In course of time | became quite carelessout many security
recommendations too. Various safety measures, henvalwvays entered my research
decisions often making my movement in the ‘fielddiacomplicated but they certainly
paid back. Since 2006 | have travelled hundredslofmetres by local minibuses, long-
distance buses and people’s private cars in @sesell as in the country, | have walked

kilometres in Pretoria, Johannesburg, Durban, Capen and other cities’ downtown

47 Later that year when | was returning from a shasit to Lesotho using the same direct route via
Johannesburg by a minibus-taxi, our minibus crashtxthe car in front of us in a high speed and an
accident followed. Luckily, no one was hurt excepine scratches. It caused me such a shock that | wa
afraid of using minibus-taxis and cars in geneoaldome time, even after my arrival back to thedhze
Republic. | have tried to avoid using minus-taxis tbng distances in South Africa since then butas

not been always possible as there have often beeother available means of transport. Especially
Lesotho is very isolated in terms of safe publangport, which still well corresponds with the tiob-
economical history of its relationship to Southiédrand vice versa (see for example Ferguson 1880 a
Coplan 1994).
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streets, hung around in townships and in the cygsidle with local people, spent nights
and days in Mamelodi’s poor quarters and to a fesgtent in other townships, and
lived in the countryside both in South Africa anelsbtho. In course of these six years, |
was never robbed, nothing was ever stolen fromlmas not threatened, and | never
experienced any serious accident. Though | amastifire of various potential dangers
for conducting research in South Africa, comparethe fearful beginnings, there is a
great difference in my perception of the situatioday. | must, however, admit that
safety issues naturally enter one’s research @essiwhich may result in either
omitting certain areas of potential research atoalin not devoting enough of the
ethnographic time and attention to the people studi

Not using a car (not owning even a driving licens#yvays having just very
basic financial resources at my disposal and havingfficial local university suppdft
| became very much dependent on people | met ethathance or deliberately, be it
my richer usually white friends, some of them mermsba& academia, or poorer black
people | collaborated with during my research. yodam strongly convinced that this
vulnerability and marginality turned out to be ntyesgth and advantage. Given my
ambiguous status, in course of the years, | gobdppities to meet people and stay in
places so diverse regarding their social statugjrali belonging and geographies that |
dare to say there are probably few South Africar® vihnave had a comparable
experience, except perhaps for some of the oldagatitheid activists — but not even
today’s social workers or researchers, | suspeete\so deeply immersed in ‘the field’

as | was.

Where and When Does the Field Begin?

Having described how | entered and managed to iagothe field’ | now try to
provide the reader with a basic idea of my ethngigi@activities, which should help to
clarify my position in relation to different peopéend environments and to understand

the often indirect and complicated ways of acqgirathnographic knowledge. In the

8 Except the time of my exchange stay in the vawgifning between July 2005 and May 2006 when |
was an exchange and later elective student. | naakemparison here to researchers from Western
universities who usually have both very good acadethanks to historically well-established netwark

as well as financial support.
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literature the truth about ethnographic researdften spoken of as a wild stream of a
richly textured and all-encompassing experiencehim broadest sense of the word,
which is always personal and more often than nificdit to isolate (and write up) for
academic purposes. In ethnomusicology this probtem been well addressed, for
example inNShadows in the Fiel(Barz and Cooley 2008/1997).

It is as difficult tolocate the field | worked in spatially as it is hard teaide
whenthe actual research started and ended. Its boadenslurred with regard not only
to the actual ‘stays’ defined &isne spentsomewherdetween two air tickets or other
time markers but also to other more nuanced reslittven while being physically in
the ‘field’ the intensityof the research greatly varied, from organizing amiting for
something to happen to seemingly pointless idlirmuad and ultimately to the rarest
and the most rewarding pure immersion in the lorgment of an intense research
situation. Based on my experience and dependintain intensity, | distinguish three
‘states of being’ in the field as the basic framnémy research experience.

The three kinds or intensities of research expedday on a continuum between
total frustration and complete euphoria. My reseasas rich in hours of waiting for
people, cancelled appointments at the last mirfdaets and even days of boredom and
frustration when ‘nothing’ was happening while #tactly allocated time ran so fast. |
also spent hours and days of more or less intagestnd productive ‘idling around’
alone or ‘hanging around’ with people in PretoiiaMamelodi or elsewhere. It may
have been experienced as killing of time — yetroftath important, though usually
unexpected, results — but at other times also@ms@joy of human fellowship, which |
often missed in a familiar yet foreign country atmerefore sometimes deliberately
sought for. Even this kind of being in the fieldywever, enriched me of precious
ethnographic insights from time to time, as in folowing example. In order to
illustrate one such a ‘wasted day’ (which turned taobe as wasted as it might have
seemed at first sight) | shall give an example.

| spent one whole day in 2011 in a ‘four plus ope’private’ taxi with my
young friend Sello Nkambule who was renting a caolider to earn some money as a
taxi driver in Mamelodi (having no license he awmddriving to town, though he still
gave me a lift there a couple of timé&3A wasted day, one might say. The insight | got

9| wrote a short ethnographic article on this youman’s musical activities as an electronic musiméo

maker where | elaborated on the way electronic enissbeing produced on the grass-root level and its
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during this single day was invaluable, though. Dxgvthrough large parts of Mamelodi
up and down the whole day with a taxi driver gaweargreater sense of orientation and
knowledge of the place (of both, places, sitesidings and their spatial relations) than
| had acquired in the past five years. | met vagikinds of people who we spoke to as
the small ‘private’ car provided more intimate spdor such exchanges than the big
minibus-taxi where people often keep silent or ldned music distracts any potential
discussion. It also helped me to understand thé&cheehs an intimate space where one
could and sometimes deliberately did seek a ragbnivacy from the busy street or
even one’s own house (as in the case of this frighohine) and where reproduced
music (loudly) played an important role in encapsinf the bodies inside the car space
even audibly (Schutte 2012).

As virtually all taxi drivers are male, | could avsge in other situations too, it
creates a specifically gendered relationship witkeirt female, especially young,
customers or friends. The drivers often intentipnahose ‘hot’” women on the street
just to show them off as part of the male powey gia general and among taxi drivers
in particular) and they used these women to atwdwoer customers. This led me to a
realization of a great degree of familiarity withrge areas of Mamelodi individual
people have, greeting friends and acquaintances$ veglond one’s home part. It
nonetheless clearly showed that even a taxi ddees not feel so comfortably in some
parts of the township farther afield. To close tikgursion, it also confirmed the poor
regimen of these young and usually single taxieaigy a fact that has far reaching
health consequenc&sSummed up, this experience, seemingly redundahtiarelated

to my research interests, became integral partyothimking about various aspects of

impact on the producers’ sensoria in a poor townsenvironment for Czech alternative and
contemporary music magazindlS Voicein Czech language (Zdralek 2011). | presented pempa
‘Mediating the Better Future: Recording Technolggie Lives of the Township Poor in South Africa‘ on
this topic at the annual conference of the Brilislhum for Ethnomusicology in 2011.

%0 Without breakfast they sat in the car in the muegngating often only when they earned the daily ren
they had to pay for the car to its owner. It mayeéhbeen as late as in the afternoon and even tlodten
was just ‘spatlo’, a local version of a hamburganrd a sweet sparkling cold drink. When they came
home, often quite late in the evening, they mayeharepared ‘spagheti’, a local name for a mix dduh
beans in tomato sauce, canned fish in tomato sandeatchar (spiced mango pickled in oil) with
sandwich bread, or they may have gone to bed hufdng observation became part of my argument

about electronic music production in my conferepaper and an article in 2011 (Zdralek 2011).
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life and negotiation in Mamelodi, and in a Southriégdn township in general, and
therefore became integral part of my research.

The third and the most rewarding ethnographic egpee, theethnographic
event came rather rarely, only once or few times dutimg single research period. It
may have typically been ZCC religious rituals, béhe whole afternoon long Sunday
worship or a night vigil, events | attended withn&eel and in which | sometimes took
part in to the point | gave speeches and | wasgbpiophesized and blessed. It may
have been some of Samuel’s solo or group perforegeither as parts of larger events
such as weddings, or organized by him only. It tnaye been days and nights spent in
a group of young men making electronic dance mnsMamelodi where | participated
with my knowledge and technologies. The last but least, even some interviews,
occasional visits to Mamelodi or other journeyshwtamuel were very exciting either
as suddenly enlightening problems | had tried tgestor some time before or because
of new discoveries.

One such discovery was Samuel’s album of photdsaseaccumulated since the
1980s, in 2008. Visiting people’s houses in Mameéodl elsewhere and thinking about
their design, furnishing and equipment in relatiorthe aspirations and social life of
their inhabitants always was another interestirggaliery. There | often kept myself
busy by trying to remember the spatial configuratid the house and of its furnishing
in order to sketch it later. In all these situasiar highest concentration and awareness |
felt like a hunting animal forgetting distractiorssxd paying the closest possible
attention to what was going on around me. Havingeeernced this state of flow |
always felt great satisfaction, all the more sat Was after days of nothing interesting
happening. These situations complete the activiaes experiences of different
intensities, which kept me busy in the ‘field'.

As | pointed out above, there is no clear bordethaf field in a spatial or
temporal sense. At the moment of my arrival tofiekel | did not leave my previous
life-long experience and my social and cultural iervment behind. In fact, | have
become even more aware of it face to face therdifteworld. It was there ‘with me’
because it was me — my socially and culturally towsed being, my memories,
pending relationships and duties at home. | wasaimtiously, born anew ‘in the field’.
| heard what | was prepared to hear, | saw whaad prepared to see and | understood
what | was prepared to understand. My moods, fggliand habits continued to follow

the old patterns. | did not leave my consciousniegtside’; there was no outside. It

-83-



happened in course of time only that | got to kramdl assumed new perspectives which
in turn helped me to adapt to the environment angtart gaining my ethnographic
knowledge. It is no either-or matter, in or out,emhwe do research in most of the
contemporary world. | continued reading books i fileld produced somewhere else, |
thought about what | saw and heard and | keptuctionvith home, family, and friends
(even though it was not on a daily basis). In tgatse | never really left home.

And then, when the time came, | left the place. Babuld never leave the
‘field” behind me. It has remained stuck in my cgad consciousness. It has got
integrated into my habitus in the meantime. Theas ¥and remains) no clear here and
there as there was no beginning and end regardiadfield. It was a continuous
experience. There were different physical places different physical times between
which the body moved, but the experience was euenutative. The situation was
enhanced by technologies enabling communicatiom lovey distances. It was not ‘in
my head’ only. | continued getting (and sendingha&ls and text messages from the
people ‘there’ when at home. The field has litgr&épt coming to my tiny room and
later our marital living room the same way as ‘hbmached the most ramshackle parts
of the township during the research via commuracatechnologies, often causing the
most improbable situations. However real at tinmesyever, the research field has been
a very fleeting intimacy. The real distances, redst the physical and the ones of
various other kinds remain. This has brought akailtkinds of ethical dilemmas,
especially with regard to the economic gap betwbersubjects involved — myself and
others — which | have always tried to solve thd &g/ | could.
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Moving in Urban Spaces:

Sites of Memory

Domesticating the Field: A Research Day

In this chapter | would like to describe my aciest during one research day. It is
important for understanding the context in whicladquired substantial part of the
research data and in which majority of the intemadook place. | quite randomly chose
a day immediately following my arrival from Lesotl 2008, which in many ways
contains a couple of essential moments typicatléoly routine of my research days in
Pretoria — arrival from somewhere, getting adjudtedhe place, walking in the city,
looking for the familiar, meeting and interviewiSgmuel, idling around and observing,
meeting friends and walking back ‘home’ at dusk.

Many days in the field were similar to this ongyessally during the week when
people were at work. Sometimes Samuel worked oor&ags too, busy with “piece
jobs” as he used to say, but these days we usdidlgot meet because it was difficult
for me to get there and because the schedule wesunpredictable. | had to adjust to
Samuel’'s and other people’s working schedules envtleek. Weekends were always
different as various events might have taken piladé¢amelodi or elsewhere. There was
more travelling and moving from place to place. Ogio Samuel was always very
reliable and punctual (unlike younger township folkept in touch with), weekend
schedules were quite unpredictable. Here | am gtonigcus on one particular week
day.

It was Thursday 24 July 2008, my third researgh toi South Africa, the first
day after my arrival from Lesotho where | had aditmy friend Sebitiea Makutla and
his family. 1 got up in the flat of my Ugandan fn@& Charles Mugerwa, a teacher of
African music and dance and a student of late FRobert Kwami at the University of
Pretoria. The flat was situated in a block of flats‘deep’ Sunnyside in Pretoria.
According to my diary | had a breakfast, | did sowsshing and | walked to Hatfield, a
university quarter where | usually met Samuel, wiarked there, for an interview. |
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always walked measuring distances by feet and coeduenergy. Distances walked
along South African streets and roads where a pealealways comes second after a
car were a tiring experience — few sidewalks, oftéh cars parked across, streets and
busy roads difficult to cross, and the omnipresgrmgant noise of speeding cars — the
power of speed, size and loud noise. It gave ainfgebf something large-scale,
something beyond human being, of a vast countryrevlume ‘simply cannot do’
without a car, that intimate homey space in an mrbarural wilderness, a personal
fortress on four wheels (Schutte 2012). It could dve expansive huge ‘bakkie’, a
luxurious BMW, but even an old wreck or a chic stfianed old Golf of a university
student, ‘just to get ‘round safely’, would do. BY these cars | was driven by different
people at different occasions so that | could erpee the feeling of being transported
inside them through different environments from Mdwodi to Sandton. As a white
researcher from Europe | had a privilege to compdet, there were people who
walked, who had always walked. They knew the shi§t and tarmac of their country’s
streets and roads by feet and some of them tuimedspatial experience into a song
(Muller 1999). |1 did not try to be like them, bikd them | often had no choice.

At 1 pm | finally met Samuel. We usually met betweeand 2 o’clock. It was
Samuel’s lunch break and virtually the only timethie week he was able to meet me.
Coming early morning he started working and wherfilished at 4 pm he was in a
hurry to catch his train in order to be in Mamelbéfore dark, which was even more
pressing in winter time when most of our audio rded interviews took place. Most of
our interviews took place in this time of the désw of them after work later in the
afternoon and still less in Mamelodi during weekenfio we usually spent about an
hour talking. Samuel usually ate his own meal heked at home in the evening for
himself for the following day. As he commented oy in the beginning of our
meeting, his cooking was not always successfuleassially did not have enough light
for cooking in the house in Castro Street wherestaged with his girlfriend at that

time>?

*L This is just one of so many obstacles in peogless in poorer parts of Mamelodi, not so visible a
first sight. Some people, nowadays a minority, dbhrave electricity at all but even those who desmu
buy the supply via a hated system of prepaid faitj they are not connected permanently. When the
‘airtime’ runs out they have to go to the nearesinpany’s selling point (often not that near) usuall

situated inside of a big container, wait in a quéluexperienced over an hour long waiting one winte
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| think this pap[is] without milk. | do not want to eat it. Because Lded] in too much fish oil
when I[was] cooking because it was dark. | never see. |[gaynyself], pour fish oil, but it is
too much...

(24 July 2008)

Sometimes | would bring a snack for Samuel but fienopreferred his own
meal. He had several reasons for this, the mosbiitapt one being his religiously
restricted diet which impacted on the actual coanténa particular meal but also the
cooking process and place of the meal's origin.rejgularly expressed his concern
about ingredients of a meal referring to the “rubéghe church” when a brought him
something. As a Zionist he for example avoided pamkl generally he preferred the
meal he could trust — either the one he cooked élfnog an African traditional food
someone trusted prepared for him — to the alreadgessed meal bought in a shdp.
observed it several times when | tried to buy heme food or invited him for pizza or
another affordable meal in some of Hatfield's resdats. Given the long-term stay in a
male single-sex hostel in Mamelodi through the ¥98@ was used to cooking for
himself and in my experience he was a very goodk,cespecially considering his
extremely limited financial sources for buying food

Besides pork there were other church restrictiom$ @commendations as to
what to eat and drink. While we were talking heallsudrank a ritually blessed tea
(originally a Joko label) that he never ceasedsprgifor its radically body purifying
and mind refreshing effects. As Samuel mentionechéomany times this ‘holy tea’
played an important role in the musical creativecpss as a divine source of the right

inspiration for his songs. | write about its ricliéxtured meanings later.

weekend morning in 2009) and finally buy a neweiclair as it may seem from the provider’s point o
view, it nonetheless complicates daily life of feople immensely.

%2 Anthropological researchers of South African Z&miComaroff (1985) and Kiernan (1974 et al.) both
agree that it was the general reluctance of Zienist participate in the ‘white world’, especiallg a
represented by the exploitative apartheid econoasythe basic factor of their distinctive religious
identity. The same reluctance and an effort foepehdent self-subsistent economic systems (inajudin
buying land and cultivating it) was well describiaccase of another influential AIC in South Afriche
Nazareth Baptist Church, founded by Isaiah Sherivhélér 2006/1999) at about the same time Engenas
Lekganyane founded Zion Christian Church applyingjlar strategy.
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As usual we were sitting on the lawn in the gartehind the house 491 in
Festival Street, Pretoria Hatfield where | livedaastudent between 2005 and 2006 and
where Samuel still maintained the lawn as a sulbaot@d university gardener in 2008
(see Figure 46). It was a place of most of ouriésvs in 2006, 2007, 2008, and 2009.
Only in 2011 did we meet in University of South i8&’'s Sunnyside campus. It was a
quiet place, perfect for our interview meetings. tBe recording | can clearly identify
noise from a nearby main road, a clanging gate antarking dog from the
neighbouring house though. Having lived in the leofes almost a year the place still
had a familiar feeling for me. Our meetings hadooee rather informal in the course of
four years. As a fixed part of our daily routinedagiven their regularity in terms of
time and place they became a kind of our commailrduring my visits. The schedule
was fixed, the content was not.

Besides introducing new themes and problems, therview below also
practically demonstrates how the ethnographic datxe gathered, transcribed,
analyzed and interpreted. It shows their situatssglire particular moments and contexts
of the research as well as the way they were lptecessed’. The following parts are
by no mean complete or exhaustive but it shoul@ givsubstantial initial insight into
Samuel’s historical and geographical imaginatiod ennsciousness as expressed from
his contemporary perspective. It should help usinderstand his cultural, social and
religious position and to situate him in the bradeense. It is also important for further
understanding shapes of his musical engagemeheiworld via his own songs or as a
participant in collective musical practices suchtasse of the ZCC. By examining his
particular reflections upon various historical, gephical, and political topics the
following chapter introduces some basic topics Wihien resurface throughout most of

the text. It may thus be read as a kind of intréiducto the following chapters.

Imagining Mamelodi’s Geographies

Sitting on the lawn of the student house in Fekt8taeet during his lunch break, as
usual, Samuel was listing and writing down variddamelodi’'s parts and sections
where regular ZCC prayer meetings took place ewemyking day in the evenings
between 7 and 8 pm and where Samuel used to takeltpawas part of our wider

discussion of music in ZCC we extensively discusged year. He did not confine
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himself to enumerating the names, however, but ydvealded little other information
as, for example, where the particular part or seds situated in Mamelodi (relating it
to places | knew), what its name means (if he knets)local history (if there was
anything worth mentioning in his opinion) and masterestingly who, that is what
ethnic group of people lived there or should haved there by the original apartheid
design. He systematically wrote name after nanfernmation after information into a
table he made for this purpose in my exercise esk&arch diary, numbering every line
from 1 to 46 under a heading “1962 Mamelodi Sestitor the praying Z. C. C.”. He
commented upon them. He continued and finishedngrithe list the following day
only. | was, as usual, recording the whole thingrylto keep the authenticity of the
actual interviews as much as possible in theirsgeptions. | could not completely
avoid editorial interventions, however, but theatulogical order of the quotations is
kept and they follow each other as they did inititerview with occasional skips which
are indicated by square brackets [...].

LSK: [...] [The local congregations meet thef@] one hour.\
VZ: In the church?
In the... gathering inside the home, the pastoosb.
In pastor’s place.
In pastor’s place.
Itis near the... Is it near the church?
All just... You see... All of ... You see... RDP
Yes.
There is church there.

In RDP is a church?

3 Local name of Mamelodi’s part where Samuel had @ihkis homes this year. The shortcut ‘RDP’
refers to governmental Reconstruction and DeveloprReogramme launched in 1994. One of its main
features has been building simple houses — localled “RDP” — for the formerly ‘underprivileged’
people. In this part of Mamelodi their constructiwed been promised for a long time, hence the rafme
the area, but it actually started only in about&During one of my visits there that year two Sehsu
sons were preparing the plot where a small gardsyd uo be in front of the old shack for a new
construction. | could also see similar developniemtearby Lusaka between 2009 and 2011. The project
has been widely criticised not only because ofiftieealistic goals (to build houses for all needad)also

by contemporary urban planners who have been asthstaointing to the fact that it replicates thel ol
modernist apartheid urban patterns (implicatingidear family model and a necessity of a car ireotd

get anywhere among others) irrespective of the ahctamily, social, economic and geographical
configuration (see Harber 2011: 136-169).
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Yes... or the gathering.
It is the gathering.
For the...
Pastor’s place?
...the pastor’s place.
| see.
And then Lusaka.
Hm. Itis...
Lusaka... and then Phase 5...
Yes.
...and then Phomolong, Extension 6 and Extensidil 5o the Hall... the whole location is
supposed to have the... the gathering.
Hm. OK.
Because it is nearer. Because to go to the maincthuit is far.
| see.
We need on Sunday only.
OK. So everybody goies to this big church onlysanday.
Yes.
And during the week...
They go there... to the pastor's home.
To different places.
Yes.
(24 July 2008)

This excerpt shows Samuel as a ZCC insider withwkaage of its regional
structure. It shows his perception of the churclamsmmaterial spiritual structure — a
gathering, a congregation, not a building — attdchie this case, to the church
pastor/priest rhoruti) living in the particular area, close enough te fifeople so that
they do not have to go far to the main church dutire week after work. These evening
rituals are multipurpose and, besides other thitlysy serve for distributing blessed
fresh ‘holy tea’ the members carry with them toithemes where their boil it and
often carry it to their work place the next dayomler to protect themselves against all
kinds of evil, misfortune, accident or sickness atgb to keep their mind fresh and
creative, most importantly in Samuel’s case, fokimg up lyrics and music of songs. |
am going to return to this essential topic latethis text.

The quoted passage above shows how the intervieass gonducted and also
that the information often got just half understaydmisunderstood by me or Samuel

-90 -



and that we spent substantial parts of the intervigist clarifying what we meant or
wanted to say.

Samuel made a lot of comments about some placeshantestopped here and
there to give a more thorough explanation of thgiowof the name, of the place, of the
people living there and so on. His knowledge wamieable and its structure clearly
mirrored his personal history and experience. Heallys emphasized the information
and places more important to him or familiar to rA¢.times he stopped to further
develop on one or another topic. This trend hasimecmore prominent in the course

of the interview.

LSK: Sun Valley.
VZ: Who stays there?
It is mixed people.
Everybody.
Everybody.
| see.
Then 3. B3.
Why it is called B3?

It is the sections.

Hm.
Itis calling B3.

Hm.
B1.

B1, ye.
Hm.

Why you put B3 before B1?
Because the sections is just like that.
| see.
You see. When you come from...
OK.
...that is the section from that side, from thertdiv
Like from Tsamaya? If you g along Tsamaya.
Yes.
It is what you see, if you go along Tsamaya.

Yes, so that you must know this.

>4 Meant when coming from Pretoria and entering MatieVia Denneboom.
> Name of one of the main roads/streets going tHraimost the whole Mamelodi from the West to the
East.
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| see.
From here.
| see.
You see, from here we go step by step.
| see.
Till to the Lusaka.
| see.
Lusaka is nearer to... to RDP.
| know. So...
So | want to put them with the lines.
Hm. | see. Ye, it is perfect actually.
Because the... the B3 it come first...
First before B1.
...before B1. Then when you go B1l... it is just fhe next...
Ye, OK.
(laughing) just like the next.
| see.
You see?
Who stays in B3, 1, 2...?
B3 is Shangaan people.
Shangaan.
Hm.
B1. Is it specific or is it like everybody?
It is Shangaan, always the Shangaan. OK. And EBh@&ngaan.
Hm. So all these Bs are Shangaan.
Clitis just mixed Zulus.
Hm.
C2, Zulus.
Hm.
No A2. Itis Al... ZB, Zebediele.
Who are these?
It is from ZB. It is another Ndebele, this...
Oh... It is a group of Ndebele.
Yes.
| see.
You see, D5... It is D5, the first from the hostels
Hm.
First from the hostels is D5.
You mean hostels where you used to stay or...?

Hm... It is a Xhosa.
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Hm. So there are hostels there?
Ye, near hostels.
(24 July 2008)

First, someone not familiar with South Africa mighe¢ overwhelmed by the
technical character of most of the place namesyniafy to apartheid social engineering
and its resulting geographies. Second, one couklbm@ised not only by continual use
of the old apartheid names but also by the uséefethnic terminology derived from
the old ‘population groups’ implying the existenmiethe ‘pure’ and the ‘mixed’. | did
not do any research as to what the real compositidhe population was at the time. |
can, nevertheless, write that the old ethnic ggages still powerfully work, at least in
Samuel’s imagination.

Third, one is struck by Samuel’s ability to mapheitit actually using a map. He
talked as if he was pointing the places on a magméuwvas not. | used a car map during
our interviews but he never even looked atMiapStudio Street Guid2007). Many
places relevant to Samuel’s life in Mamelodi were@y not drawn on the map. | used
to draw new places on the map and write local phesges so that | could use it later to
help my memory. Samuel used place names impomahint or known to me such as
RDP, Tsamaya and hostels as referential.

LSK: Naledi, just like star.
VZ: | see.
It is Naledi.
Naledi means star?
Yes.
What people stay there?
It is Naledi. It is Pedi. Because they say it iddda

| see.
Naledi is a Pedi...
Pedi word.
Yes.
But do you know that this word is in Sesotho?8 there too.
OK
There is a part of... part of Maseru... part oé ttapital in Lesotho.
Yes.
It is called Naledi.
Yes.
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So it is there too.
Yes.
| did not know it is a star. | see.
Ye, Naledi, then just from V and U.
Hm.
A section U and section V.
Hm.
Naledi section. ... They got with the sections.
So section U...
..and V.
SRS
It is Naledi.
| see.
If you come from, you see, Dennebdbnthis part from the garage. You see from the garage

when you go... you come from Denneboom, near tbdkeel, this section is section... is section

V, U.
Hm

It is section V and the other side it is section U.
Hm.

...till to the bridge, you see that bridge. You ge bridge, it is Naledi.
| think I do.

The bridge...

Yes, it is close to Denneboom.
When you go to... to Lusaka...
From Denneboom to Lusaka.
Yes. From Denneboom it is Naledi till..., you $eetioundary, the river...
The river.
You see the river when you cross the the river.séauthe road there?
Is it the river where you were baptised?
(24 July 2008)

This quotation shows the character of our exchamagesn. | always tried to use my
limited knowledge and learn more, here drawing gnexperience from Lesotho (close
relations between Sesotho and Sepedi, or formeoyth®@rn and Northern Sotho,
languages enable these comparisons). In the midst the technically-derived names
suddenly poetic names like Denneboom (Afrikaansletli (Sepedi and Sesotho) and

% A major transfer point and a business area in Magiekind of a gate to Mamelodi, the word’s

meaning is fir tree in Afrikaans.

-94 -



Moretele/Moreleta (Sepedi)/Pienaarsrivier (Afrikapmniver appear a place names and
as a border between two parts of the townshippngdr a straight line and a right angle
but a meandering river marking a natural border.

The place naming demonstrates an ambiguous ideotitpwnship dwellers
between rural and urban, ‘traditional’ and ‘modeand, on the one hand, nature- and
environment-derived and, one the other hand, tealipiderived geographies. It shows
too how different languages and cultural imaginaioco-create the common
geographical space of the township, here namelg@emd Afrikaans, but also Zulu,
English and other languages as it becomes clear @tber parts of the interview. The
use of different languaggser senaturally mediates different cultural meanings and
symbolic capital for different people in differestntexts.

Another dimension also appears in the quotatioe. fdtural running river water
becomes purifying water during baptismal ritualshef ZCC, which takes place by and
in the river every Sunday, and has for decades.ughwmas baptised there himself on
15 September 1985, a date he is always ready &dl,renlike most other dates. He later
used to baptise people there when he became & prieke repeated to me many times,
he loved to perform this religious ritual very muand | am going to discuss his
involvement in it later. The importance of ZCC topemerges in the following

quotation again.

LSK: This is 221t is our main churcjZCC].
VZ: Main church, | know exactly.
Hm. Near to the road.
Yes.
Then when you cross again then you go to Khalambadsalambaze.
What it means?
Khalambaze is a Zulu people.
Hm.
Khalambaze say where it is... you see... the ake.axe?
Yes?
Axe to chop...
Oh, | see.
To chop.
Ye. Axe.
It is Khalambaze...

To cut the wood.
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Yes... itis crying. Yes, it is crying. Khalambare. The axe are crying.
Hm...
Khalambaze... You know you... you know... you khewuses to fight these people sometimes.
| see.
They sometimes uses to fight with axe or justliké
| see.
| do not know what is the meaning of this wordthey say it is axe.
Hm.
Are crying... Axe are crying.
Hm.
You see, Khalambaze. It is Zulu people. You sde péople. Always they are warrior.
Hm.
They want to fight. Just like Shaka.
(24 July 2008)

Here we come across the most important ZCC logabgpthe main church of the
Mamelodi branch of the Church, as the main markehig section of Mamelodi for
Samuel. He mentioned the main church as a refaténpographical point many times
while listing the Mamelodi’'s parts and sections.ctiuld be seen as quite logical
considering that all the mentioned names actualigrred to “sections for the praying”.
Everything he was writing down was, in fact, agelus topography, even though its
names overlapped with ‘secular’ topography sometjnbeth traditional and modern.
The main church thus served as a central pointhef whole structure of the
environment for Samuel and other members of ZC®lamelodi. This understanding
can be supported by describing the church orgaairt structure and hierarchy as
given by Samuel elsewhere and to which | shallrgiurn.

Similarly to the previous quotations Samuel mergtbranother poetic place
name, this time a Zulu compound word Khalambazegchvihe correctly explained,
though he isiota Zulu speaker himselftieysay it is axe”. We may therefore presume
that he lacks deeper insight into cultural meamhthe word in isiZulu. In this light we
should see his further attempts for explanatioreyl$eem to be quite clearly based on a
widely shared and popular image of Zulus as wasrleading to the notorious king
Shaka. At the same time we could see his explanasaclearly mirroring the historical
experience of Pedi and other Sotho-Tswana peoytle Zuilu expansiveness in the first
half of the 19 century calleddifaganein Sotho languages. It shows the imaginary
continuity of Zulu identity as seen from a perspaxbf a middle-aged Pedi man living
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in a township in 2008 and it yet again points t® #mbiguous identity of a township in
the simplified framework between the so-called itrad and modernity.
Samuel continued by listing other parts and sestioh Mamelodi further

revealing his understanding to his reasoning feirtktructure.

LSK: ...and then you go to straight to S&s.
VZ: Hm.
The way | say S&s. You see, what is the meaning db not know what is the meaning.
Salomon’s town... Salomon'’s side?
Salomon... Ja!
Somebody told me but | do not know.
Yes, Salomon'’s side.
Salomon'’s side. There probably used to be sonweriga...
Yes.
Some...
Ja, just... because they say Salmon bilded theagcho
OK!
That is long back.
So this is why. Then it is clear.
Yes. Itis clear.
Salomon’s side.
Yes.
So he built the school.
Yes.
Who was it, that Salomon?
| do not know where is he...
Nobody knows.
Hm.
Long time ago?
Yes... Salmon’s side. ... It is like that. ... 8y got with the sections.
Hm.
They call them with the sections.
Hm.
All that people... everybody there. Everybody.luZuit is all of kind of people there.
Hm.
They mix together.
Hm.
But they almost... The people there is mixing.luZB8hangaan, Pedi... They were... tired... to

renovate the people | think soon. Because eachesadybody they not want to... to be patient.
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They think: ‘We need the place, we need the pl&e®the government say: ‘Ou, go! Go, all of
you!’

Hm.
‘You can choose where you can stay.’

Hm.
| think just like that because it is mix peopleréhe

| see.
Hm. Everybody there. You can find Pedis, you caah fiie Zulus, you can find the Thsangane
people.

So it is not divided.
It is not divided.

But the...
You can find the Swazis but the Swazis... is nteméthe Swazis here.

Hm.
Because for Swazis there was Swaziland not here.

Ye, | see.
You see?

But the... all the other sections... all the otparts... and sections they were devided?
Yes. They were devided.

(24 July 2008)

The beginning of the quotation demonstrates thatstvauld not presume complete
knowledge of places even with someone who, like Bdnspent almost three decades
in the township. | have heard different explanatiof this place name’s meaning from
other township dwellers but no one seemed quit@icerSome thought it was named
after a farmer called Salomon who owned the plaferb the township was erected
there (as is often the case of other place namé#seimegion), while others referred to
the Mamelodi’s anti-apartheid activist Solomon Matgu (1956-1979) and the school
named after him in the area. Living in a townshepegrates different kind of knowledge
of the place compared, for example, to Samuel’'alrbome area in Ga-Mphahlele,
given especially its relatively short existence dhd way one moves in a township
environment, often along the same routes, for exarbptween home and work. One
cannot know all parts of the dense and complexruse#ting.

In the case of this part of Mamelodi Samuel alsoplsized its mixed
character, which he again perceived as unique andarked contrast to most other
sections of the township where different ethnisitrgere kept apart. We can interpret it
as an interiorization of the apartheid ideologycoftural identity, which has been still
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widely accepted on popular level as a kind of papwnthropological knowledge
(Hordkova 2007a: 120). Notably, these statememtsaid quite regardless of the time
elapsed from the period when this situation acyualas an enforced social reality.
Samuel’s — unfounded — reasoning for the situaiaoemarkable also for its ahistoricity
in that he explained it in terms of contemporamli\cery protests’ (see Harber 2011: 1-
6) of ‘impatient’ citizens who were granted a frggece of land by caring

government/state which is personified here as ftem the case (Herzfeld 2005).

Eastwood and Related (Pre)histories

The former black locations around Pretoria appea®din unexpected topic of our
previously mentioned interview 24 July 2008, oralip focused on explaining
organizational structures of ZCC in Mamelodi. Wel Im@ver touched this topic before.
It revealed completely unexpected information o&ajrrelevance with regard to
migrancy in Samuel’s family. It gave my image oin&eel up to then a new historical
dimension. At the same time it showed Samuel’'s waythinking of various topics,
revealed his historical consciousness and demaedtrhis ambiguous position in
relation to the distinction conventionally made vibetn the ‘white’ and ‘black’
imagination in South Africa, uncovering shared @pis and ideologies. Samuel’s
explanations cannot be understood without a knoydeaf the broader contemporary
context of the interviews. Thus they often speakaraf the present moment than the
actual historical event they seem to speak abouy to highlight such moments and
give them a further interpretation.

Following one by one the list of places of ZCC mmayneetings in Mamelodi
during the week as it was discussed in the preypaus| asked Samuel about history of
the geographical ethnic distinctions in MamelodhisT question quite unexpectedly

unravelled a completely new history before me. fiéet quote followed the last one.

VZ: When were they divided? When were they created?
LSK: This is 1962
19627
Yes... The beginning of Mamelo#éind they told us... Hm... 1962... the same as me.

*" The ethnically divided sections of Mamelodi.
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Yes... as you are. Mamelodi is as old as you are.
It is my brother. Because my mother and my fatkesto stay..the place that i€astwood. You
know, the street iEastwood, inside the town.
Here.
Yes. There... Nearer when you go to We¥saisu can see, the street is Eastwood.
OK.
Eastwood.
Yes, ok.
Hm.
Eastwood! Yes, it is there, | know.
Yes, so... there was the place for the black petbgle. Before.
They used to stay there!?
Yes...
Your parents!?
My parents...
But then they moved to Polokwane.
They moved to Polokwane.
So... Oh... I thought they stayed in Polokware liksince ever...
You see... Yes. You see this Pretoria... There wgddbe for the black people. There uses to be
place for the black people.
So Eastwood was...
Eastwood... Eastwood is where our parents stay@tiere was a... a location..., just like a...
They... they buildhe houses with soil... Soil houses..., just likéha rural areas. You see? The
people was suffering that time.
When was it?
| think it is 1940 something... just like from tler till to... | do not know what exactly... brarh
that time.
And were they born there? Were they born therehey tame there from somewhere
else?
They come... they come from Polokwane to... tachkele job there.
Oh, ok.
When they search the job... So my... my fathedfthum job at... inside the Galileo. So he needed
my mother to be nearer to him, so he bijingr]. Just like me. | need my wife to[lgth me].
Yes. Already the second generation.
Yes.
Polokwane, Pretoria, then back to Polokwane anda theck to Pretoria.
Yes.
But you were born in Polokwane already?

Yes... Near Polokwane

%8 A street name, one of our usual meeting pointsyi@ar for our journeys to Mamelodi.
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So when did they have to leave?
They removed them!

When?
| do not know when but | think it is 1962 just likben they removed them to Mamelodi. They
say the people is not neadymore nearer to the town.

And they did not go to Mamelodi but they wentdtkRwane...
Yes, they uses to gdRiverside before. Riverside is nearer to Eerster¥ghen you go to
Mamelodi you see East Lynne. You see, East Lymas¢ Liinne is the where... Riverside is there.
And then was another place there... nearer toarereto Atteridgeville, Saulsville... the location
for... for the black people... They say... it isly&elboney, Lady Selboney. | talk about Lady
Selboney. Lady Selboney, | think it is the namewbite people... Just like Sophiatown.
Sophiatown... Just like the... Inside Jo’burg thexeSophiatown where the people... the black
people was gathering there.

Hm. What was the name of this place in Eastwood?
Yes... itis other... Lady Selboney.

How was it called?
Lady Selboney.

Write it somewhere... on the side may be... yowknot there but somewhere that...
OK. Lady...

Oh, Lady...
Selboney. Lady Selboney is the surname of othee whi/*°
[...]
This is another location for the black people.

Where?
When you go to Pelindaba, you see Atteridgevilber e Atteridgeville.

Hm. | have been there.
Yes. If you go to Atteridgeville you pass from Lad{boney.

It is on the way?
Yes. But it is not any more!

Oh, | understand.
They removed it.

And Eastwood?
They removed the people. They... they drive théeltodaba.

And Eastwood?
And then the... the Eastwood... They drive theliaimelodi.

From Eastwood to Mamelodi?

[..]

9 While Samuel wrote it as Lady Selboney, it is lisuaritten as Lady Selborne or Lady Selbourne.
Both can be found on maps and in literature.
% |t was named after Lady Beatrix Maud, CountesSelborne (1858-1950).

-101 -



The whole location was called Eastwood?
Yes.
And it is somewhere there where the street Eastwotoday?
Yes.
Plus minus. Somewhere there.
Yes... They remember, the old people from LadyBejb
(24 July 2008)

The interview with Samuel shows how closely his ifgi® history is intertwined with
regional history driven by the country’s segregafomlitics which gave it the particular
dynamics. Mamelodi is personified by Samuel’'s pgamtto his and the township’s
‘common age’ and by his poetic expression thais“iny brother”, as if they had more
in common than just an age. Quite unexpectedlynier he suddenly started to talk
about his parents who used to live in a black locatalled Eastwood in Pretoria,
emphasizing that there were more such places morRreHe even proudly named some
other locations, later comparing them to the walh\kn Johannesburg’s Sophiatown of
the same period. | had always thought his parents the family came from Ga-
Mphahlele area near Polokwane and that he belotogéat first generation of migrants
in his family. | was taken by surprise then by tkalization that already his parents
used to migrate between rural and urban spacerdbyethe need to earn money in
order to live. It obviously was not an unusual @attin their generation, though the
numbers were considerably lower then than theyaatay.

Samuel’s knowledge of the history of Mamelodi corfresn oral tradition and
popular knowledge: “they told us”, he would say. ieight when identifying the year
1962 as the beginning of Mamelodi under its curremhe, though the beginning of the
township as such, formerly known as Vlakfontein\dak’ (named after an older farm
in the location), was already there in 1953 (Chi®al990: 116). Since the very
beginning in 1953 it was already “rezoned alongniethines” (158) so Samuel was
wrong when suggesting 1962 was ‘the beginning’ ahMlodi. According to Chiloane,
the creation of the township was part of a larggdoaation scheme targeted at older
black settlements such as freehold settlements U&key Selborne, Eastwood, and
Riverside, where people could own land and housed (here a system of landlords
and tenants had been established for decades dyirtte) and other municipal black

settlements in wider Pretoria area. Their inhalbétavere forced to move to the newly
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established township of Mamelodi owned by Pretoriaicipality who also rented the
houses and thus limited and controlled its popoihefil52).

The original area of Mamelodi, however, assumedt gusiinor part of today’s
township, usually referred to as the old Mameldidivas an area of about eight square
kilometres only, to the North-East from today’s Debhoom station, marked by a
railway (which had already been there so that frartation to work was secured) in the
South, Moretele River in the East, Magaliesberg mi@ins in the North and Sun Valley
settlement in the West. The former locations wesedned’ for white residential areas,
Lady Selborne for example becoming Suiderberg §92)the rest of it an empty latd
Eastwood becoming Garsfontein (named after a fomtate farm, 133) and Riverside
becoming East Lynne etc. The process took a lang,tthroughout the whole 1950s
and early 1960s (90-108), which again well corresisoto similar processes elsewhere
in the country’?

When the relocation scheme was launched earlyarl¥50s the inhabitants of
these locations were put under pressure to movéduat,itas Chiloane writes, it was a
gradual process taking more than a decade (Child®&%€: 90-108) so it is quite
unclear when Samuel’s parents actually left thatioa. It could have been as late as
1962 but it could have been much earlier too. Higbnote that “they removed them”
might suggest that his parents tried to stay ag las possible. This would be in
accordance with Chiloane who writes that peoplé€astowood and Lady Selborne
were reluctant to leave as they felt quite secm@nkng that they are the owners of the
land and the houses, unlike inhabitants of somerdttations and squatter camps on
municipal land (94). Although Samuel did not sayettter his parents were in the
position of landlords or tenants, and whether tb@yld get any financial compensation
for their property or not, but it is more likelyeth were just tenants. Coming from
Polokwane to Pretoria in their adult age alreadgytlvere newcomers among the
location’s inhabitants who might have been settitedle for decades and of whom many
had been born there and were thus completely wedr(232-3). Chiloane writes that

the tenants were removed first, and the landloodlsvied (97). These, however, are

®1 Lady Selborne, unlike Eastwood or Riverside, i$ isidicated on maps. Large parts of its landscape
are just empty though. A satellite view on Googlepd clearly shows that there used to be a settiemen

%2 The whole process, its motivations, history andsegjuences are thoroughly discussed in Chiloane’s
well-researched dissertation on the establishménblack settlements around Pretoria focused on
Mamelodi (Chiloane 1990).
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just relative chronologies. Samuel indicated that farents were quite dedicated to
staying in Pretoria and to keep their job movedtffrom Eastwood to another black
location called Riverside and only from there baxlPolokwane. They probably found
the conditions of life too difficult in Riversidegsatter camps so that they finally
preferred to leave back for their home base in Géndhlele near Polokwane. Thus
were Samuel’s parents, who had tried to urbanifectad by forced removals in the
1950s and 1960s. Samuel simply followed their stepisie with family tradition when
he arrived to Mamelodi in 1982, the main differebeéng that there were no longer any
freehold black settlements around Pretoria bytilhe.

Interestingly, Samuel located the place his paresesl to live in Pretoria around
today’s Eastwood Street near the Union Buildingsvédn went there together with him
the following weekend. | asked him to show me thece, hoping he would tell me
more about his family history. He repeated mores ke same information he had
already told me. He was quite uncertain about titeah place and tried to find some
reasoning for this location. He expected the setl® to be closer to the mountains, the
reason being — as he explained to me — that pgopkerred building their villages
nearer to mountains where they could hide in tifn@ar, to more vulnerable riversides.
Notable as this information is coming from somebwiag in a township for two and a
half decades it was wrongly based. Only last yefauhd out that he was completely
mistaken as to where the actual location was, awmdd too. As | wrote above, there
used to be a couple of freehold black locatiorBrigtoria, one of them called Eastwood,
where Samuel’s parents stayed. But this locatios si@mated about 9 kilometres to the
East from Pretoria’s main Church Square where @atsin suburb is today. Unlike
some other old black freehold locations, | foundabtely no indication of its existence
on contemporary maps and in today’s local topogyaph

Samuel’'s mistake may lead us to another kind otlemon though. It shows
once again that not even someone like Samueleledsly curious observer as | got to
know him, can easily find out about the immediattdny of places he and his family
quite recently inhabited. Relocations, resettlememhanges in place names etc.
comprise a complex difficult to decipher for a t@hip commoner, even a curious one.
Everything seems to be covered up and well hiddem sSuch people. This inability to

pin down the exact family places and locations obsiy has consequences regarding
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one’s self-evaluation and a sense of identity agldriging®® At the same time, it does

show Samuel’s will to find out. Why otherwise wouié have readily mentioned the
wrong street to me, had he not searched for itrb&dle most likely heard the name
Eastwood from his parents and tried to find it @ithy asking people or coming across
the street name by chance. It is a story of both dldication to find out and the

obstacles one faces while trying to do so.

Samuel fluently continued his narrative by apprajmg the urban space of
Pretoria using the shared popular historical kndg#e echoing contemporary

discussions about the city’s history and identity.

LSK: You see that... that where Paul Kruger... statu®adl Kruger was staying? It was the
place of Mr. Tshwanf legendary Ndebele chief]Mr. Tshwane... the chief of Ndebele people.
VZ: Hm. Where the Paul Kruger statue is now? At Chsaplare?
At Church square... So there was a kramestead, originally a fenced area for catbefhat
man, the black man.
How do you know all these things?
Yes.
How do you know these things?
Ja, | know this because when you look on the mgldhere they put the pictudf that guy. He
carrying a stick and everything. If you can looktba building there when you go to...
Which one? Which building...
The...
...at Church square?
...Prinsloo[Street] If you go to the Prinsloo... just like Andriieday Thabo Sehume Street]
you can look there... from the SAFS®uth African Revenue Service].
South African...?
...tax... SARS is for tax.
OK, OK.
Yes, you can see the building there. Or when yoto gjoe... Newtoriavhere they print the Rand
[South African Reserve Bank3jou can see that pictufstatue]of Mr. Tshwane.
Hmmmm!
Yes.

From outside? it is on the house outside?

% These are the moments when | see some affiniBatouel’s situation. Growing up in an area resettled
by a new population after centuries of German spgagettlement, houses destroyed, falling apart or
rebuilt, place names changed one could have ondggpd what this or that was or meant before. And,
what is even more pertinent here, it was almostossible to find out for a very long time before

historians started to do their job over forty yediiter the events.
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Theresplendid picture, and the nice one.
Hm. | have never seen it.

Nice one, yes, the nice onethey paint..They do the huge picture of Mr. Tshwane.
Hm.

Itis very nice.
He was chief of Ndebele.

Yes.

And his kraal was...

Church Square.
Yes. You segfaughing)You see this... | know history.

But long time ago. It must have been very long &go.
Yes, yes, because when the white people come rikieyttem out there, they need their place.
Becausehat place they want to build the... the city diWane.

Or Pretoria.
Yes. They drive that man... he mustthere.

Where did he go?
Because they need that people.

Where did he go then?
He go to Wonderboom. You see... north of Pretdriia. nearer to the mountain there. They say
it is Wonderboom. Wonderboom is wonder tree.

Hm. Wonder tree.
They say... wonder tree. Nobody can climb therase that tree, if you can go there, you do
not come back again. You see?

Tree... like tree... like...
Yes. But it is just like the wondering tree becaoider times you go there just like a
woman... or something just like that.

Oh.
It is wondering, that is why they say it is Wonanim.

Oh, | see.
Hm. So now the people do not go there but Mr. Televgnthere becausancestos place. So...
The Ndebele people, thare staying there.

Hm.
Yes. But when they..., they removing them and they taking to Ndebeleland... to
Kwaggafonteirfapartheid homeland called KwaNdebele]

Hm.
You see?

| see.
It is the little that | know.

(24 July 2008)
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This part of the interview shows the way Samueltipgated in the world of
contemporary public opinion. Samuel starts by @pusing two major figures, the
president of the South African Republic, Paul Kmuged the legendary and at the time
much discussed chief Tshwane, who is believed te tiged in the 18 century and
who has given his name to the area where Pretaai later founded by the Dutch
settlers or Vortrekkers who soon after that stattedall themselves Afrikaners. This
legendary figure — real or not — has played an &b role in creating a new historical
narrative for Pretoria even leading to attemptsettame the city of Pretoria Tshwane,
an act which would, along with the ongoing strestaming, quite dramatically change
perception of the city on many levéfsl could have seen, heard and felt echoes of these
debates even in the main campus of the UniversiBretoria in 2005 and 2006 where
Afrikaans-speaking students organized debates amdodstrations for maintaining
Afrikaans as a major medium of instruction at ttreditionally Afrikaans university.
The whole campus was covered by posters targdtiagadpic.

Naming the two male figures as key representatofetheir ‘crowd’ implies
Samuel’s perception of the historical situatiorfaasor at least understandable struggle
for land between two more less equal peoples. Balily, he did not first use the
‘white’ toponym Church Square, instead, he mentiobaee leader/chief against whom
he put another one who owned the place before hatdsiven out of there later by the
people of the first one. The fact that he was awadréne historical irony here was
revealed by his laugh at this point of the intenieBesides, this contraposition
resurfaces an interesting mental framework whenguaand Afrikaners are seen as a
kind of equal in both struggle and peace. Conteanyatebates have seemed to support
this perception even from an opposite perspectekaners have taken possession of
the indigeneity discourse when fighting for greatecognition of their language,
framing Afrikaans as an indigenous language, fangxe, in the post-apartheid context
(Horakova 2009).

% According to oral history, Tshwane was son of EMeshi who settled in the area of today’s Pretoria
Church Square about a century before the Vortreklieived there. Attempts has recently been made to
officially rename the city of Pretoria after himstead of Vortrekker Andries Pretorius, arousirgated
public debate partly recorded by local media. A enttran six-metre tall bronze statue of chief Tshavan
was unveiled in front of Pretoria City Hall in tinidst of these debates in July 2006 (Marschall 2009
327-332).
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Both sides have seemed to participate in a comragture of social poetics
here, regardless of the official and representatiesvs. The warmth of the intimacy
between the two enemies is quite clear, thoughtSaidrica is not a typical national
state for the use of Michael Herzfeld’s term ‘cudiuintimacy’ (Herzfeld 2005).
Samuel’s view is further enhanced by the sourcekiohistorical imagination as he
demonstrated it here. Though he (wrongly) talkeouala picture — possibly due to his
insufficient English vocabulary — and (mistakerdituated its location at several places,
he most certainly referred to the then only tworyad grand bronze statue of chief
Tshwane situated in front of Pretoria City Hall, iehh shares the space of Pretorius
Square with statues of Andries Pretorius, a famoidrekker after whom the city is
named and his son Marthinus Pretorius, the firgsipgent of the South African
Republic and the founder of Pretoria.

The very existence of the statue of chief Tshwamtivated Samuel to make
this historical excursion and the contemporaryaurding discussion surely became an
important source of his knowledge. It shows theeptidl and the power of these
monuments (and place renaming alike) for creatindplip opinion and shaping
historical imagination especially among generatiohshe common black population
who, as a result of the Bantu education and of rotkasons, has had very little
historical awareness. Samuel draws most of his letge from newspapers such as
Sowetan or Daily Sun, public debates, discussiaitis people around him and curious
observation, but most certainly not from formal emtion, a point | shall return to it
later.

There is an interesting moment in Samuel's narativhen he suddenly
switched to the apartheid history of forced remsvaf Ndebele people to the
homelands immediately following the L @entury histories of the city’s foundation
which are also ahistorically connected to the meaHier history of Chief Tshwane.
Samuel thus created a kindiofaginary (a)historical continuurwhere three historical
epochs about a century distant from each otherttaveght of along each other as
contemporary The imaginary conflict between Paul Kruger andethlrshwane,
regardless of the real history, may thus serveaaadigmatic and as a substitute for a
wider social and cultural conflict between two gseu which has continued. The
legendary character chief Tshwane, about whone listkknown (and nothing for certain
as information about his existence has been pad®ed via oral tradition only) thus

perfectly serves the current ideological needs asiigersal and basically versatile
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figure. We can see Samuel here as creatively paating in these popular histories,
new mythologies, and contemporary discussions anthay suppose that his image of
the situation is not a unique one.

Another dimension of Samuel imagination is revealmdards the end of the
quotation. It shows him as someone firmly rootedaitraditional world view where
ancestors play an important role in one’s life amhders and miracles are possible and
do happen. This is just one example of Samuel'sngtrties to ‘tradition’ as it is
commonly understood in South AfrifaAlready in this quotation there is, for example,
also a strong patriarchal feeling when Samuel dised the male historical figures of
the past. Here again, it is a space shared by &rand Afrikaans traditional world
views alike, both informed by appeals to traditmmsecular as well as religious level,
needless to say as expressed more readily by nanvibmen. Be it ancestral belief,
patriarchal and generally ‘traditional’ world views$ well corresponded to Samuel’s
other opinions and some important features of alsths as pronounced namely by his
membership in the ZCC, but also in topics of hiagsoand in his other activities. It
should be clear that | by no mean try to introd8eenuel as a ‘traditional’ person in the
old apartheid sense here. | just want to emphasizeimportant aspect of his wider
social and cultural identity.

Still continuing writing the numbered list of theeek prayer meeting locations
in my exercise book/diary, Samuel quite spontangocadded further information on
the people living in particular parts and sectiohMamelodi as a heritage of the ethnic
divisions within the township. He touched on thegéa politics and policies of
segregation under apartheid namely bantustansoonétands’, and the movement and

transportation of people, as he perceived it.

LSK: That 14th is Pedi people there. Pedi people... thet 15th..Ndebele and PedBecause
Sotho was always Free Std&outh African province]Theysupposed to be...

% | am not going to discuss the notion of traditiancontemporary South African debate. There is a
plenty of literature on this topic. In agreementhaanthropological writing on South Africa | undinsd
tradition as a construction and as an interprataBmonzaier and Spiegel for example related ticadio
other notions such as heritage, indigeneity, atitigy) culture and identity. But instead of simply
damasking appeals to tradition as hopelessly immtity they productively ask “[how tradition] iset
and “what functions do appeals to it serve” and tleadily give a number of brief examples of itkerm
social identity construction and dynamics of gendsations in South Africa (Boonzaier and Spiegel
2008: 201, 195-208). For more see Boonzaier andoSt888 and Shepherd and Robins 2008.
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VZ: QwaQwa[apartheid homelan@]
Yes. And Tswana... itis... Tswana were alsofinee State... and in Bophuthatswgapartheid
homeland]Bophuthatswana... Mangoffleucas, a puppet president of the homeland]...

Or in Thaba ‘Nchypart of Bophuthatswana in Free State]...
Yes. They do not allow them, the Batswana, to duene. You see? There is Bophutatswana
there, the chief Lucas Mangopeess| need my people to be together’. Then the Bastihue
together to Lesotho. So the people who are... easZiulu and then the Pedi. And the Pedi was
too many because they got no government... runaigonent. They got no independéiitey go
all over to South Africa, just like from there tol&kwane till to... to Vaal...

Hm.
To Vaal, they go just like that.

Why do you think it was so that they did not gstland, any place?
They... Because the chief... Only the chief of Biapeed to be nearer to these people. They need
the towns.

Oh.
They say: ‘If you need the... if you need me tondependent, so | need all the towns. From
Limpopo till to the...

Vaal?
...Vaal.” So the white people they say: ‘No, yon oat (laughing).You can not. | want to give
you a piece of land..., ja..., just that you gat ttoundary.” So our leader say: ‘No, we do not
need this.” So this is why we got no independent.

Hm.
Yes. They were supposed to move... And then theacons... the contract people they go
there... to find the peopleew workers].

Contracters...
Yes...

...for mining... De Beers...?
The mining. They uses to go there... from Shangaam... from VendaYou see from Venda,
from Polokwane.

Hm.
But the Venda they got the independent. They gahttependent, they say Venda...

Lebowa?
Lebowa. Just like that... But they do not... doailmw people to go there. So Shangaan you can
visited, the Vendas... and the Vendas can viditedPedis. So ye, just like that.

Hm.
And if you go to Bophutatswana, you do naiever gothere. You are not allowed to go there.
Because it was strictly...

Even for visit... even for visit?
Even for the visit.

Nothing.
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Because just..you got their own... their own ID book is only Bophutatswana. But the
Dompass... the pass... passbook... When they gotpdlssbook... Pedi got the passbook,
Shangaan got the passbook so that they can caemtto the mines..., come to work in the
constructions. It is the who who build the condiinrts..., they go to the hostels..., they were
working there... Shangaan, Pedi and Vendas.

So they got the pass... passbook...

Yes.

...South African?
Yes.

But the others from Bophutatswana they had theimd
Yes.

They did not have South African?
And then..the railway, the only... the onbervices was the railway. South African railway. We
uses to go therd@ hey got the trains, got the buses, got everything
(24 July 2008)

Samuel identified and marked a difference here éetwthe ‘self-governing’ and
‘independent’ bantustans and also independentsstateh as Lesotho or Swaziland
(which to a large extent played the same role atulstans in terms of labour supply for
South African mines and industry and in terms ddirthmore less total economic
dependency on South Africa). As we could see inctse of chief Tshwane and Paul
Kruger, we can see again that the responsibilityplarticular situations such as an
existence or non-existence of an ‘independent’ust jself-governing’ Bantustan is
given to the hands of male representative figurbs are seen as real initiating and
active agents, while they were actually just carpugppets of the apartheid government
who could have only acted in accordance with it®edi There is the same attempt
present here as there was before to see the Bamtasthorities as equal partners or
opponents of the South African government, white fact, the power relation was
totally disproportionate. In spite of the systemadiegradation of traditional social
structures and authorities that Samuel paid muspe to them still (or anew?) in
2008 as they were represented by the actual makerities quite regardless of the
measure of their corruption and their actual coaiglin the whole system.

Another interesting point here is that Samuel sbes Pedi people as
‘townsmen®® and puts particular words into the mouth of tHigiader’ (whose name

was nowhere specified but who clearly acts hera baght and shrewd man): “If you

% | deliberately use this term referring to Philimir's famous study (Mayer 1961).
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need the... if you need me to be independentneedall the towns From Limpopo till

to the... [...] Vaal’ to which Samuel had “the whipeople” (personifying the state)
react: “No, you can not. You can not. | want teegyou apiece of land., ja..., just that
you got theboundary” (emphasis mine) to which again he had the Pledder’ reply:
“No, we do not need this.” and sums up: “So this/ig/ we got no independent.” This
anecdotal story (and he was laughing during thr§ paveals Samuel’s insight into the
underlying logic of the system thematising, thouwit explicitly, important issues of
urbanization and social change — which he clealy as happening at least with regard
to Pedi — and which implicitly the Pedi ‘leader’feleded, in Samuel’'s words, and, on
the other hand, the pressure to geographicallyiscribe the people somewhere in the
middle of rural nowhere — to give them a “piecdasfd” with a “boundary” — from the
apartheid government. Another interesting point enlag Samuel in this quotation is his
perception of Pedi people based on social rathem #thnic criteria: “they need the
towns”. There are no references to markers of ceilbu tradition in this context.

He describes some of the effects of the pass lder dfie introduction of
bantustans and he recognizes the differences betwself-governing’ and
‘independent’ bantustans with regard to the restipossibilities of free movement. He
basically talked about his own experience and apemesnce of his fellows when
mentioning “Shangaan, Pedi and Vendas” who, hawbtained the “dompass”, an
internal passport regulating at the first place emgnt of black African population
within South Africa, worked in construction industind lived in hostels of Mamelodi
from where they daily commuted to work and trawtlleome to their respected
‘homelands’ for family occasions. | have never s&amuel’'s ‘dompass’, not even
asked him about it, but | suppose he must haveohad He could not have otherwise
worked in the ‘white’ South Africa.

Samuel mentions means of transport, talking aboeitnionopoly of the state-
owned railway company operating bus network tooatals the end of the quotations.
Transportation was a strategic field in the sitwatf migrant labour system responsible
for continuous supply of labour. Given the remagnapartheid geographies and spatial
relations between places of living (often sevetates used by one person) and those of
work, public transport, its means, safety and colsts still been among the most
important concerns for majority of black South A&mns. Samuel later talked about the
growing importance of the buses he used to trayebkand from Ga-Mphahlele. This

situation changed at the turn of 1980s/1990s whimibors taxis started to operate on a
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large scale but their prices have been too highmfany who commute daily. Suburban
trains are still very much preferred by many likar&iel, and | am going to write about
this later in the text.

By quoting, analysing and interpreting these passdgwanted to provide the
reader with insights not only into the ways mosthef interviews were conducted and
later ‘processed’ but to introduce themes and groBl important for understanding
Samuel’s social and cultural positions, which ailégoing to reappear throughout this
dissertation. They can be perceived as miniatufesvider themes and problems.
Historical and anthropological analysis and intetgtion is needed in order to
understand them and to make them meaningful.

My analysis and interpretation of part of the imiew conducted July 24 2008
may serve as an example of such an attempt. | toiedhoose the most representative
parts of the interview in order to present Samw¢ljust as an informant answering the
ready-made questions but as someone who, in theseai a dialogue, is creatively
thinking and conceptualising the world which surrdsi him and of which he is an
active part. Though the interview was originallgdiged on identifying the locations of
ZCC prayer meetings in Mamelodi, Samuel managetbtich upon and discuss a
number of important topics which are widely releiviam the rest of the text.
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Trying out the Bio-Ethnographic Method

For a text called ‘bio-ethnography’ there has ne¢rb much chronology so far. | gave
some reasons for my doubts about constructing rlimbdaonologies in one of the
introductory chapters and | am going to add few endn this chapter | bring
chronology back but not quite, not in the convamtiosense. | try out possibilities of a
bio-ethnographical method here. | see this metlsod aolution for me in reconciling
the irreconcilable dilemma of chronology in relatim biography and ethnography.

On one hand, we know that Samuel's and anyoneselge’ is being lived
chronologically, at least in a biological and plogsisense. One grows and gets old,
things happen and there is no way back. On the btad, we know that at the moment
we start contemplating the past chronology gets Bscause one’s life is full of such
reflective moments it is most doubtful whether oansciousness lives chronologically
in any sense close to our physical and biologiwakl In fact my answehe answer is
no. We constantly, albeit with varying intensities,construct our lives and re-tell these
constructions as realities to ourselves and torsttliom this point of view, a genre of
biography, let alone auto-biography, is a complatgon in any other than strictly
physical and biological chronological sense — wlaldne, on the other hand, would not
tell us much (Anderson 1991/1983: 204-206, Herz1€l€7).

Thus we could say that chronology is a narrativeiadeof historical writing,
that it is a specific kind of narrating. There stnue chronology in a narrative except of
its own physical chronology, chronology of the lomgpment of narrating. No ‘total’
chronology can be captured in a narrative, thetlefgll in an auto-biographical or
biographical narrative. Such a narrative is cldsea statement and a testimony of the
present moment or a series of moments than to dis¢ ip is believed to recall or
describe aspiring to fidelity to this supposedlgapendent subject. Means of knowing
(sources, methods, theories etc.) and variouslinel@fcontexts of the moments and
situations of narrating become keys to understamohes of the ways by which
knowledge about one’s past is being produced. Eigentral to it is the person of the

narrator, in our case two persons, two subjeatisitt Samuel and me.
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There are various kinds of sources used in this fexmost cases they were
produced by Samuel or me or together, be it trgmsens of interviews, audio and
video recordings, my and Samuel’'s photographsTéiey were produced in particular
contexts where they belong to as objects and therg Vistened to, read and watched in
other contexts. We should take into account noy ¢im¢ ‘surrounding’ situations and
moments influencing the objects’ production andemion but also the historically
constructed subjectivities involved in these preess- focusing on particular themes or
motives, hearing something rather than somethisg, elapturing certain things rather
than other etc. All these arguments lead to anitalge conclusion that rather than
encountering past in writing up one’s history wes aonfronted with a series of
momentous context-bound fragments homogenized bguhjectivities into a coherent
narrative.

| approach my sources with uncertainty, maybe maivaut still | try to make
the context of their production as clear as possibly overall theoretical agenda was
explained in the introductory chapters. The methagid overlap as well as they leave
many gaps unfulfilled. Their seams remain blurredd athey are not quite
complementary. There are clearer views next todblamgles. | cannot say that
participant observation complements analysis of (B pictures or that an interview
complements the recording of a performance. Hetregus as these sources are, they
certainly relate to each other closely enough tdahoeight of together but they do not
comprise a coherent whole either in themselves tineir sum. They may only be made
to seem so, for example, under the title of thsselitation. Conventional biography
usually pretends to know someone’s past as it wds asing narrative devices such as
chronology, covers up and masks the fact that & watten from one or several points
‘of view’ using variously limited sources and exsneg a particular agenda. In this text,
| openly admit, | offer just a series of momentaantext-bound research fragments
mediated by different sources connected to eachrahd made coherent by either
Samuel’s or my own theoretical agenda, which | liptho clarify as much as | can.

The advantage of a bio-ethnography would be thata$ present to all the
research situations within which the data were gded (in case of Samuel's old
photographs | shot a video of him commenting ugwm, at least). The disadvantage
would seemingly be that they were ‘gathered’ withifimited time of six years of the
research. | was not there when he went to schoGlairMphahlele, neither | was there

when he arrived in Mamelodi for the first time. Babmpared to a biographer using
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historical method, what is the qualitative diffece@ Would such a biographer have had
written sources at hand for all the important mots@f his subjects’ life? Would these
sources have been substantially less biased than ahes acquired orally,
iconographically or by the researcher's own obg@m& Should have such a
biographer have used substantially different aitevaluations from someone acquiring
the ‘data’ orally or otherwise ‘unconventionally'@do not think so.

Answering yes would, besides other things, meahutp into the ethnocentric
bias well described by scholars of orality in A&rjovhere the literary is placed above
the oral only to create the desired hierarchicaleoron the ‘line of progress’. The
essential conclusion of the discussion would be thare should be no substantial
qualitative difference in this regard between wgtithe conventional historically
conceived biography based on written sources arthgira biography using sources
generated by wider range of methods, includingcaghephy. Both of them use sources
produced by people of historically constructed satiyities in particular contexts and
both of them approach the past from these particulaments having no direct access
to it themselves, moreover, adding to it their osubjectivities and contexts of the
particular research and writing processes.

| do not completely give up chronology as it mayegius a useful and
conventionally understandable framework. | struettire following chapter into three
parts.Both of themare defined by places of Samuel’'s living, basicéflg part of his
life he spent in Ga-Mphahlele and the other pariuestly lived in Mamelodi. This
structure, however, tends to emphasize certairodisuiities over continuities between
activities related to these places. Thus it shtw@ldead as purely artificial and without
any deeper justification than the chronologicalvantion. My argument in this and the
other chapters would be that there are, in factgfeater continuities between the rural
and urban social life than it is usually claimespecially concerning the large group of
township dwellers still pending between the towpsand their rural base, including
Samuel, despite the fact it has been more thandeeades since the end of apartheid
law now. It seems as if this historical practicermmunced, for example, in particular
geographies (from urban planning to spatial digtrdn of economic opportunities to
name but a few) set up a pattern which is goiniget@round for a long time to yet. The
third is not defined chronologically but by the &iof sources. It deals with Samuel’s
collection of photographs from the 1980s and 19%¥0a specific source of information

shedding new light on the Mamelodi period.
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For the two periods and other realities of Samudésl have different kinds of
sources at hand. | partly combine them and pamthtthem separately to offer different
perspectives without an aspiration to coherence anthpleteness. | rely on
transcriptions of the interviews, which can be ragetl most easily in this academic
textual form. | use my and Samuel’'s own pictures@srces of valuable information.
Similarly, | use either Samuel's or other songs mehé is useful. Ethnographic
observations are indispensable for acquiring fiestd experience and legitimacy to use
my own judgment. In a way, they, along with litem&, constitute background for
analyzing and interpreting all other sources. Indb use ethnographic descriptions so
often in this chapter but | provide ethnographicélhsed information quite often in
order to situate other sources. In the following tdirst approach every topic or a kind
of source via my own, often initial, ethnographiperience of it in order to situate it
into the particular research context. Then | cargiby using the particular sources with
regard to the biographical information.

“It’s a Rural Area, They Respect Other People”:
Ga-Mphahlele

After two years of knowing Samuel | got an oppoitiyrio visit places of Samuel’'s
childhood and his mother's house in Maralalengagdl in Ga-Mphahlele near
Lebowakgomo in Limpopo province, in September 200/é. arrived late Friday night
after a long drive from Pretoria with Samuel's doausrom Thembisa, Samuel’s
girlfriend Ledi and two other young men from Manaild/Ne came for the wedding of
a family friend which took place the next day irartey Lebowakgomo. But, in fact, the
whole visit was marked by Samuel's own agenda twmpte his brand new album
Mmamona released on CD and cassette earlier that yearywhere we went and by
all possible means. Being expected, we had beemg@woom where we spent the rest
of the night. Early morning | could noticed a pietwf an ZCC bishop on top of the
wardrobe in the room we slept in, a sign of theifgmaffiliation to the Church (see
Figure 47), and a poster of Samuel in a grey saging with his accordion in a
promotional photograph for his album (the same asen the cover) on the wall of the
main room (see Figure 48). We spent the whole aalyevening at the wedding. We

went there together with group of teenage girlddoén of Samuel’s brother and sister
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and other children from neighbouring houses, whoam&el readily formed into a
backing vocal and dance group for a promotionafgperance of his songs at the
wedding. Bringing a CD along with him he askedwezlding DJ to play it at one point.
He partly sang live into the microphone covering dwn voice on the recording and
partly he danced along with his group on the mhbsiag played by the DJ. He sang and
played live wedding songs there too in the morniag;ompanying the procession
before entering the church where another band wfcbhmusicians was prearranged to
play (see Figure 50). | could observe that his fiv@cession performance received more
attention, probably as it naturally fitted the ation, than theMmamonaalbum semi-
playback promotion in front of the wedding teneladbn during the day. We returned to
Maralaleng late at night by a minibus along witte tjrls’ group, singing a hardly
distinguishable mix of children songs, school sermirch songs and wedding songs
and apparently enjoying the wild night improvisatio

Only on Sunday morning it was possible to look amthe house and talk to
people there. It was a dry and open landscapedadisie rocky mountains, small bushes
and people’s single story square greyish housds maatly brushed yards, scattered in
single rows along dusty roads. The house of Samdathily was like that too (see
Figure 51). At the time of our visit Samuel’s matliged there with a couple of other
relatives. Samuel’s father passed away in Febrtlaai year aged 84. His brother’s,
sister’'s and uncle’s families were living nearby.

But Samuel was not born in this house. As he shawedhat morning he was
born under the mountain visible on the horizonethMNaka tSa Pudi (in Sepedi meaning
goat’s horns, after the shape of the mountainsyevtiee family lived at the time of his
birth in 1962 (see Figure 52). This house was buith later and the family moved in
there in 1984 only. At that time, Samuel had alyeléen living in Mamelodi for two
years, substantially helping the family to builddaarnish the new house. There were
traces of Samuel’s activity not only in and on lleeise but also in the yard. He proudly
showed me a beautifully blossoming tree he hadntgcelanted there. As with many
other things he brought it from Pretoria, wherenoeked as a gardener.

It was a short weekend visit, certainly similarnb@st of Samuel’s other visits,
but a busy one. After the Saturday promotionalgrerince at the wedding he still had
other plans related to his new CD, trying to make of every moment and of my
presence, especially of my camera and video camarasual everything was thought

through in advance, so shortly after breakfast pygeared with his oldest brother and
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both dressed up in dark suits, asking me to tagemotional photograph of him solo
and with his brother. | took a series of picturékim posing with his accordion, the CD
and the cassette in front of the tree he plantetienyard with his brother and the two
young men from Mamelodi (see Figure 53). The résh® morning we spent sitting in
the shade of a grown up tree in the middle of telychatting with his relatives and
neighbours, both male and female. After lunch leembled the same group of teenage
girls as the previous day, arranged some audiopewnt on the stoep of the
neighbour’s house and | spent the rest of theradter shooting a video of him, the two
young men from Mamelodi and the group of girls dagon his CDMmamonain the
neighbour’'s yard watched by the house’s inhabitants a group of children. The girls
group of about six organized in two or three roase( small boy, Samuel’s girlfriend
Ledi and other girls joined in from time to time)ade synchronized moderate danced
steps, while Samuel with the two young Mamelodi rdanced more wildly, a kind of
‘township jive’ with elements of more recent urbatance styles, sometimes
synchronized or sometimes each differently. Agdimyas meant for the promotion of
Samuel’s album. Soon afterwards we got in a car dmoge back to Mamelodi and
Pretoria. This was my first and the only visit tan8iel’s birth place. Videos are
included on the accompanying DVD. For a partictiack see Appendix A.

*k%k

Samuel was born under Naka tSa Pudi mountain nday's Maralaleng village in Ga-
Mphahlele near Lebowakgomo in 1962. His parenteweth born in the area but, as |
discussed above, they both tried their luck in dtras Eastwood freehold black
location, today’s Garsfontein, in the 1950s but tadeturn back to Ga-Mphahlele due
to the hardening apartheid laws. Their seven afildvere already born there. Samuel
had an older brother, a younger twin sister andhlero two other younger brothers and
a younger sister. Samuel spoke rather rarely abgutamily or maybe | did not ask
enough, only on a special occasion like the visitviaralaleng or accidentally while
discussing something else. From what | got to kebwim or saw in Maralaleng, his
family could serve as an example of a rather padr decent rural family whose
children have tried their best either there, inrbgdowns or even in farther cities under
apartheid and who, in turn, tried to ensure the pessible future for their children in
the new situation. | had never heard about anyome would be considered family’s

outcast from Samuel (and he did complain about lp&opl behaviour sometimes). As
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far as | know he was the only one of his siblingmwame down to Gauteng but not the
only one among his relatives.

| managed to collect a series of Samuel's memarfiéss childhood, though. In
the beginning of the research they often appeargidaccidentally and as such | did not
pay much attention to them. It was only later thécused on gathering Samuel’s
biographical data more directly and | began to lagk about his childhood and school
years explicitly. Music often is part of these meies, something | overlooked during
the interviews themselves. Here | have chosen plemf examples, which | situate in
the context within which they were mentioned andtecto each other. The first passage
is an example of accidental information appeariomgletely by chance and without
asking. While talking about the ZCC’s contributimnSamuel’s musical knowledge in
2007, he mentioned how he learned his first somgshow he learned to make them
from his mother when he was a child and lookedrdite younger twin siblings. It
interestingly fits his personal autobiographicairaive about himself as a musician.

LSK: [...] from my childhood | was singer. | uses to sing.Mg.mother...] know that | uses to
sing just like the... You see the... the child like (finting to a woman with a baby sitting in
the garden with us).uses to sing for my younggr.] brother[and sister] It was twin of girl and
a boy.

VZ: So you had a twin sister?
Ja, a twin sister... that time. So | helped my mothgr.] | helped my mother to carry the other
child. So when | carry the child | uses to singm&times just like... | saw the dog there. | sing
the sondabout]the dog there. You see. My mother told[toalo it] just like this. Then | see... |
sing for the child so that he can keep quiet. Bsedue is crying. So from that time | am uses to
sing, just like this. You see?

That's nice...
You see? From the childhood you uses to sing.Ufsee something just like chair. You sing
about the chair. Or just you s¢gomeonejvhat he is doing. You sing about what he is ddBu.
you tell other people. You [tell] the people abthé story. Your singing is about the stories. Ja.
When you see the chair, you say: ‘My mother sithenchair’, or ‘This is my brother’s chair’.
This is... and it's really a song. Ji..] Say: ‘My brother’s chair, | want to sit on this dha
(singing a melody)This is a song. And then, you spmu] go forward. Other people, thggre
going to]prefer you]...] You see? It's the way that you do, we do, the songs

(18 September 2007)

The passage is illuminating in several ways. Besigdling us the immediate social
context of his first conscious musical attemptan@al reveals some of the traditional
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compositional process of a song as a basic musitalbased on phrasing everyday
experience into a text. Notably, music as soundoismentioned as it is not usually
mentioned in discussions of compositional procébeeof his own or ZCC songs. It is
the text that always comes first. The music is eorezd as somehow readily there to be
just used. This short narrative thus sheds light hi; later perception of song
composition. It is confirmed even here where Samoehediately followed up by
describing composition denwamad(in Sepedi the one who drinks blood), one of his
songs orMmamonaalbum, demonstrating use of this compositionaicag his current
composition. | am going to discuss later.

He recalled several other memories of his childhdoding our interviews.
These images had clearly remained important innhésnory, some of them still
powerfully constituting his current self-awarenelsam going to mention a couple of
these memories here exactly because they not elhlyst about his childhood but, may
be even more, illustrate his current ways of tmgkand the way he constructs an image
of himself from his point of view as a musician agdand possibly, also as a subject of
my research. Again, it shows him as someone wisitr@eng urge to homogenize his
memories into a coherent story, constantly conngaind re-connecting situations and
events of his life in order to fit them into theobder image he desired to create. As we
could see in the previous passage, he for exangasily connected a childhood
memory to his contemporary preoccupation as a nasiceven on the level of
development of his compositional technique, asihhd always been predestined to be
a musician. The same applies to other memoriegiasdoing to mention now.

Samuel went to a local primary school in Ga-Mphighlé&\ccording to his
memories he performed very well there and becartaget of jealousy of his mates
and their parents. A stereotypical concept of ‘klpeople’ is used here when witchcraft
is discussed illustrating hardly-to-believe obstacin the everyday life of a diligent
school child in a rural area of the tifffeln his memories Samuel excelled in his class
and liked to compete with other clever childrenddnthe influence of his schoolmaster
he seemed to think of himself as an exceptionddyer child and a dedicated pupil.

This conviction had apparently remained strong elaer and helped to constitute

7| am trying not to generalize here but as othesppe confirmed to me number of times various
practices covered under the concept of witchcraduio not only in rural areas but in townships anene
in cities still today. There are various studieshisgtorical as well as contemporary practices egelab

witchcraft in South Africa (see for example Nieh&04 2).
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Samuel’'s own perception of himself as a person xifaerdinary qualities and,
consequently, as a great observer and eloquent eatator and educator — as a

musician. He apparently enjoyed talking about hryesuccesses.

VZ: How was the school like?
LSK: Just ordinary school.
How big was it?
It had six classrooms, it is like a block.
How many were you in the classroom?
My class was 50 or 51 or 52, like that.
Boys and girls together?
Yes. But from my beginning, | was, | think Standhrdl come first. | come first. | beat all the
people in the class.
So you were the best.
| was the best. That time they given us the spare the spare box for money... the gold one...
So you got it there... because you were the best?
Yes.
As a price... for being the best in the class?
Yes.
And how did it go later?
That time | was very shy. | was very shy. Becdusg ¢all ug...] in front of all the people. The
children were just looking at us and you are shyau see? They clap hands and all the people
they are looking at you. And when you are at stthey say: ‘This one, this one...” They told
their mothers...
But it was nice, your parents must have been peryd of you!
Yes, but the hatred! The hatrefdl] You see, the black people they always have tlohesit.
witch doctors... Thefbejwitch youl...]
| see. So it was actually not good for you...
It was not for good, yes.
Why do you think people were enviois?
It is jealousy. When they told their parents theepés became to be jealous, jealous to you. This
one says: ‘Mdmother]..". And then they go to the doctors, the witchtdrs...
Did anything happen to you?
[...] my parents are supposed to shield me so they tieetstrong one [witch doctor] and shield
me.
So they had to go to witch doctor?
To another witch doctor, so that they can proteet Wou see?
And did it work?
I think it worked because | was young and | dokmatw nothing about it.

Nothing bad happened to you.
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Yes.

Did the children try to beat you or attack you strow?
No.

Did not they look badly at you.
Yes, they just looked badly at me.

They did not touch you.
Yes, because other days there was a corporeal lpmeist. | think one day other boys, two boys,
we were inside the classroom and then so... | vaetand... just reading. Other boys just come
and disturb me and play with me and they do aflotoise so that | must join them and play with
them. But my mistress [schoolmaster], the teachiemas mister, it was man, he called me:
‘Sam, come here.’ | go there with pleasure, notwing nothing. | go to him. He just hit e],
one clap.[He said:]'Why are you so disturbed? | know you, you ardeaar boy. Do not play
with these stupid boys, please. Read your booke. hot like you to play with these people
because | guide them but they do not listen to mhgdu, you must listen because | know you are
clever. It was the last time.[At the] end of the year | was the very first man. | Ja$ the first
class. | was one man who beat all the childrerhindlass... because of tiiisacher]

And how did it go later when you were in you Staddaand 3...? Were you still good?
Yes. But they brought other children from othercplawe just compete. There was very, very
[tough] competition, it was very, very good. Because wewkrg each other and we call
ourselves ‘Top 11'.

Out of?
Out of 70 something childreh..] You did not fight alone. You see.

(18 September 2007)

He continued speaking about his other school sseseshoosing the pleasurable or
otherwise significant moments. Mathematics and r®aewere his favourite subjects.
He excelled especially in Mathematics to the dedhe¢ his former classmates still
remember him. He was shy to speak in public sagheher who liked him often called
him to the blackboard to show the others how he dragled at the correct result. He
could write it on the board without necessary speakde was “beaten” in English by
other children but he “beat them all” in Math. Hereeadded a story with a strong moral
and consequences for his self-awareness. Oncelchmeg, he arrived at a correct result
in Math as the only child in the class but becauseuffered from chronic uncertainty
he thought he was wrong and “corrected” it accaydm his classmates making thus a
mistake too. The teacher who saw the correct resultis paper next to the wrong one

reproved him for doing it telling him he must alwgapelieve in himself. From this
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experience, he said, he drew a moral for his whiggalways to rely on himself, and as
an example of this point he gave his persisten@mssician.

It is from that time | am knowing, if | am rightain right. And when | am talking the right things
| just do not listerjto] other people, the wrong people, | just lisfea] myself. And | want to be
myself. It is the way you see me when | am sindjijugt want to sing myself. And | am singing
my music. They do not lovdiit the beginning] But when they go and then they come they love
my music. Because they can listen, listen, lisiéney say: ‘Oh, this man, he wants to do this.’
You see? They just come to me: ‘Oh...’ Like noviou know Mams FMMamelodi local
community radio].They are playing my music. All the people say.eyTépen mouth and they
just listen: ‘This song is so beautiful. It is varige.” They just..(mimicking people listening to
the radio) You see? All the people they want to know mg lamt to know who | am.... because
of the radio.

(31 August 2011)

As | mentioned above, this perfectly demonstratas&l's ability to make temporal
connections in order to support his current staraoes$ to see his life as rationally
driven, basically in his own hands and coherentfurther demonstrate this and, at the
same time, the impossibility to separate doing #magraphy from reflecting upon
oneself while doing it, | add a passage immediatallpwing the previous one. Here |
was given as an example of dauntlessness and aeemwvho is not easily made to
change his mind. At the same time, it is an exangpl&amuel’s rhetoric as a ZCC
preacher. There are elements of praise poetrysipdetic images, some of them taken
from the Bible. One can only imagine how it wouldvl sounded in Sepedi where
Samuel’s eloquence would not be debilitated bylithés of his English. Last but not
least, it shows Samuel's perception of me and niwides in South Africa, in
comparison to those who succumb to the most consteyeotypes about the continent
and the country, which Samuel knew well. In thiswj | am God-sent, and no obstacles

can ever stop me because of my righteous motivation

You see now. You, you chose the right way. But geple from your country or from your
clan they can say to you..., they bring fear toryloeart. They say'Vitek, if you go to South
Africa... the people there are ugly andArid you, you know exactly from God that nothing can
happen. You are trusting God and you just go througou just go through because of your
belief. And the God knows exactly what you needthatyou do. And if you do the righteous
things you just go through. They said love. You @ass through the... the wall... You see? No

gulf that... It is not... it is not open withoutenough love. You just cross the gulf, cross the
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rivers, if you got enough love. They can say: ‘Thaér got the crocodiles.” You say: ‘I go
through there.” And when you are nearer to thig) gee some other guy have the ship there. You
see? And he says: ‘Vitek, climb inside.” Then ymss You see? That is a miracle, you de€l?
Nobody can climb from heaven to do the miracle hemarth. It is us who are here on the earth
[to] perform the miracles.

(31 August 2011)

| asked Samuel about other subjects and abouatiggidge of instruction at school. He
said that they started learning in Sepedi. Englistl Afrikaans became languages of
instructions of some subjects from Standard 3. @ensg the immediate South
African historical context of the 1970s it is irgsting that he did not complain about
this. Answering my question about other subjectsieationed Math, Science, Biology
and History. | asked him about history. He gaveammemarkably heterogeneous list of
topics. They learned “about Jan van Riebeck anditalbhe earthquakes... astronomy...
and about Louis [Neil] Armstrong who come from tleon”. As for Pedi history they
learned “about chiefs... Gazankulu... Ciskei, Tkans Zululand... Rhodesia...” He
apparently was well aware of the impact of the alted Bantu education system.
Answering my question whether they had literatis@aubject and what they actually
read at school he briefly answered: “You know, ésvBantu education.”

They read the Bible. A verse number was given aeg tvere supposed to find
it and read it. There certainly lie the roots ofhfbel’'s extraordinary ability to quote
from the Bible, a quality further perfected by haser practice as a ZCC priest. They
read other books too in Sepedi, English, and Afnisaas they practiced reading in
these languages. He mentioned traditional instredtories in Sepedi as their common
reading too. Here, | asked whether he used thesesin his songs and plays too as |
could have long observed traditional themes in tHé&mmix [the songs] with the stories
because, you see, | love the stories... storytelliHe added that it is important to read
and listen to stories when one goes to schoollfabytou know where to go”. Extending
the meaning of the story from school instructivergtto people’s stories in general he
added:

It does not matter whether you know it from newspapradio or elsewhere. You learn what
people need and what they laugh at. Then you kinisvi$ the right stuff [when composing a
song]. [...] people are laughing when | am singlmgse stories [inside the train].

(31 August 2011)
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Here we can see again the immediate actualizatioa @ast memory to the present
context of his train performances on the way to frooh work between Mamelodi and
Pretoria.

Another time Samuel mentioned his membership inoaklthoirs in both
primary and secondary school and he expressedidis ghat they won many trophies.
He went to Phauwe Secondary School situated aleoukitometres to the East from
toady’s Maralaleng village. During an interview 2008 it turned out that it was there
where he learned to sing in tonic sol-fa notati®h July 2008). However, a year later in
2009, he identified the time he learned to usectaoi-fa to the primary school years
(20 September, 2009). As so often, the informatilich not appear as part of any
extensive biographical narrative. He touched tedsagain while we were discussing
the meanings of church songs recorded on ZCC QD2008. While talking about
sefela 174Jerusalema, ua beny@ Sesotho, Gleaming Jerusalem) from Llfela tsa
Sionehymnbook, he recognized the song as one theytossidg at school, moreover,

in tonic sol-fa notation.

LSK: 174... Jerusalema, ua benya.... | uses to singlénfie school this one. This Jerusalema,
ua benya... with the notes. You see? Jerusalembeniga..(singing the beginning of the song)
mi mi mi do do ti ti do, mi do mi so, la so so somi la ti so, so la so mi(singing the melody
using tonic sol-fa syllables)ou see? Just like thgdtCompared to the sol-fa notated hymnbook
Lifela tsa Siond found out that he was singing the first two 8nef tenor and that he made
breathes exactly between the phrases. The recoingluded on the accompanying CD. For a
particular track see Appendix A.]

VZ: So you use sol-fa notation!
Yes, yes. This is notes...

Yes, yes, | know it.
...that we uses inside... inside the school...

Oh!
...when | was in the secondary.

So when did you learn it?
In secondary... 1980... 197R..] Ja, when | am doing the Grade 7, just like this Gbade 9, or
just like this. Form 1. Standard [he confuses the old (Standard) and the new (Grade)
terminology].

Was it in a choir? Was it in a choir?
Choir of the school.

School choir.
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School choir.

| see.
We uses this.

And you know how to sing it in this sol-fa.
Yes, | remindremember]it. | remind [remember]it... because I... | got reminffemember]
everything[...] So God... so God help me so that he gives meisigese that | do not forget so
easily. You seefa little bit moved)From long time... And | surprif# my mother when | told
her the past things that she...

...forgot...
...she forgot it already. Say, | uses to sing whéruses to sing the song... when | was 7 years
old. But I still remember it. When I... when... Ysae, therg¢were] twins, twin brother and girl,
they were togethdt..]. And then | uses to carry the... the baby boyragdnother uses to carry
the girl. So when we are together I sing it.

Hm.
You see? OK, that is godldughing) Mi mi mi do do ti ti do, mi do mi so, la so s¢singing the
beginning of the same song again slightly highéou see now?

Hm.
Yes..(laughing)do re mi fa so la ti so so la so fsinging).. | still have the notes.

Hm.
| can practice. And then | can see to... to teaitters, the youngsters so that they can... knowing
the notes. | can going to buy a notes book... abltban uses the notes... to sing.

(31 July 2008)

Though the second part belongs to the earlier mesidrquote it here to keep the
continuity and inner content logic of the passagee first part confirms the common
practice and ongoing use of tonic sol-fa notattbe, popularity of school choirs and the
wide practice of choir competitions at the timeSaimuel's schooling (see for example
Ndlovu 1995 and 1997 et al.). However, it is n&ely that Samuel would have used
tonic sol-fa later in his life, regardless of thposal he made at the very end. | never
saw him using it during the entire time of my resbaor when we were discussing
other songs. It could be partly confirmed by hiswtianing the same song the year later
in 2009 and singing it using tonic sol-fa syllabbgain (20 September 2009). | never
heard him singing any other song like that, though. the other hand, he remained
faithful to the choir practice as the ZCC, of whiuh later became a member, basically
structures its members into distinct choirs in @aaas well as musical sense. From the
second part of the quotation (as well as from éh@ted one further above) it is clear not

only that he is proud of his good memory and ietglial abilities in general, but that
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music making constitutes an inseparable part othiklhood memories, embedded in
the most intimate moments and relationships.

In 2011 | asked Samuel what he did after schodhénafternoons. His answers
show the traditional pattern common in rural areSouth Africa at the time — using
young boys and young men as herdsmen after schosbroetimes even instead of

school. Besides children’s play, there were othetied too.

VZ: What did you do after school? | do not mean aften yeft school but in the

afternoon, when you were still young and... yoavkn What were you doing?
LSK: Ye, | was playing football.

Was it popular there?
Yes, but all the time | uses[te] a herdsman, the herdsman for the cows, the donkeys

Like a shepherd...?
Yea, | was a shepherd that time.

So in the afternoon you went with donkeys?
Yes, donkeys. And then we have a donkey cart swé¢hietched the water and we go [distribute
it] to the people]...] Other days we go to a mill..] where we are grinding mabelsorghum]...
[for] a lot of our people... We collected the sacksis itot full, half. Other people half... and
then full sack... and we carfyhem] on the cart. The mealign South African English corn]
grinding was far from us. You crossed the river wlyeu were going there. With me and old
man who... | was a shepherd for him. We did not go there every dapiher days we go there
and then we have... Each and every pefsctustomer]they payus]... 20 cent... for mealie and
the other 10 cent is for us. It is for us, to pay u

So you collected 30 cents?
Yes. You see? Then we are supposed to go [thettee mill] and when we are there we bought
bread and sugaf...] and eat there. It was very nice. Because nowcaise in the old days
when you eat bread you was a rich man... You waghanan, yes.

(31 August 2011)

Samuel’s memories here sound as a distant echaysfldng past. It shows his wider
integration as a child in the social and econonfécdf the village and his participation
in generating the family’s income. In the contextSamuel's later food diet as a
member of the ZCC with its emphasis on self-pregphareprocessed food of ritually
limited ingredients, it is noteworthy how he cagtlihere the changing dietary pattern
from the traditional one, home-produced and prambssnealie’ and ‘mabele’, to
industrially produced and processed bread and swyaile he conceptualized his

ability to buy bread in terms of economic succedsrring to his childhood joy over his
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own earned money, he clearly preferred home maoe liased on African traditional
cuisine to any kind of ‘fast food’ at the time bktresearch. He confirmed it in the very
same interview telling me about the meal he prapdoe himself that day, which
included precisely this traditional ‘mabele’ pamlather ingredients.

As the designers of the ZCC ritual rules (and of ather diet prescriptive
religious system) must have known quite well, digdy function as an important
marker of various identities. Already James Kieraggued that it was the line between
the sacred space of the church and the (whiteatpjt'world’ rather than any other,
for example ethnic line, what distinguished thenfsts from the rest of the society
(Kiernan 1974). According to them, the return teimple African traditional diet,
though conceptualized in religious ritual terms,yntlaus be interpreted as an act of
withdrawal from the (white capitalist) ‘world’. Pang attention to these dietary details
may help us to further understand Samuel’'s posividhin the complex net of South
African culture, as would consedering Samuel’sratéace to an initiation school and
his attitude to it.

Samuel went to an initiation school in 1976 in #ge of 14. | would not have
probably even asked him about it but an event weeweth present at motivated the
discussion. We attended a coming out of an intmschool celebration in Mamelodi
on 1 August 2008 We followed three boys returning from the chidfsial after being
dismissed to their families. Samuel performed waicommonly known songs during
some parts of the family celebration, from earlyrnmog till late evening that day
(watch a video on the DVD, for a particular trade sAppendix A). He obviously did
not want to tell me any details about his own eigmee from the initiation school.

However, his overall opinion about it was largelysjiive. | asked him about some

% |t was a large Ndebele initiation school in Mantloalled “BAKGATLA BA GA LEKHULENI,
PARAMOUNT CHIEF TREKPASS V. V. NDUKU, INITIATION SEIOOL, FOR, BOYS ‘n’ GIRLS”
according to its flag. | managed to get into thaakrand interview two Ndebele chiefs there. It is
noteworthy that the Chief Sixpence Lekhuleni présgénwo contradictory opinions that, first, theseno
contradiction between African initiation school a@dhristianity as circumcision is based on the Old
Testament Abraham’s story, not on culture and, sécthat even white South African should undertake
circumcision as, having taken African women in plast, they became Africans and black. He continued
by presenting extremely conservative and explicithtidemocratic arguments about social order, its
structures and hierarchies. It was, however, atdr@aour that | was let in and given their kinceatton

during the important event.
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basic and general information only but even theseitdd answers are quite

illuminating.

LSK: You know, in the time of us, we were one thoudaadng my time 1976 when | go there.

VZ: Was it up there?
Yes, Ga-Mphahlele. We were there one thousandvaittyshe tents that side..].

Itis a lot. So did you go to the mountain? Whaumntain? Is there a special mountain?
Yes, there is a lot of mountains in Ga-Mphahlelg. iBis special one.
[--]

How long did it take?
Take...? That time... only two months.
[--]
[You learn a lot of things there but you must radk about it when you are ouifhen you come
from there, it is finished there. It is to keep Yyousy, not to think..] too much. It is to keep you
busy so that your mind can be busy, not thinkinguallhome, thinking about everything. You
see? It is just like the idiom. Do you know th@mds? When | say the Moon can fall down. But
you rather know the Moon can not fall down. Itdem.
[--]
They keep your mind busy so that you do not tliokntuchl...]. Your mind can be busy and
[you can]enjoy.... the stories. Just like the storytellifgu see?
[--]
It is like jokes or just like this. But it is onfgr that place. And they are changing the topics
there. You see? When you call this a bag and thismbt a bag, They got the name of this there.
You see? When they are calling fire, it is not,fités a taung... It is the fire, it is taung.ike a
lion, you see? Like a lion... on the match box.ré@hs lion. They call it taung ther¢...] They
call it with the name of other.

Why do they do it?
You see, the men, they are thinking too much. gbethe plants... They teach yjow to talk]
when you are talking nearer to the children. Yowtialk like this. You got the topic that they,
the children do not listen. So when you go home mast choose your topics when you are
talking. They teach you thig..] Because now you are a man, you must talk like Arid nearer
to the woman, do not talk like this. You must kil this. And the woman do not know why you
are talking about thid...] Very interesting this school. And if you do naheathere, you are not
allowed to go inside the kragh place where initiated men traditionally meeascdss and drink
traditional beer]They do not allow you. That is why | am going sgfinaibecause | come from
there. If[l do] not come from there, | must be shamed to go thiertne kraal] And then | come
to be suspicious and then each and every persoifl@ak at] me: ‘This one, he got suspicious!’
[...] But if you come from there, you go straight. Ahdntyou know everything, you can go
[there] Then you know. If they ask you many questions¢cgo answer them. Yes.

(August 3, 2009)
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Besides practical details, Samuel’s opinion ofdasial, cultural, and religious position
is important, and this passage clearly speaks marie about his position at the time of
the interview than about anything else. His worldw would be best described as
African traditionalist and conservative as it isngentionally understood toady. It is
expressed in his opinion about women and childrehthen especially about the male
traditional gatherings in the kraal. It is an amtidern stance expressing admiration for
the imagined old good days of the male dominatetlgeorder of traditional African
society as he saw it. This is interestingly mircbiia statements by Chief Sixpence
Lekhuleni who spoke in a similar way just two ddefore this interview, during the
coming out of the initiation school final ceremoiny Mamelodi. It is possible that
Samuel, who was present there too, might have wooausly use similar arguments in
the interview.

This position is not unambiguous in Samuel’'s c#saugh. As a member of the
ZCC he is supposed to condemn this practice anfdadnhe did so every time we
touched the topic befofé.But still, he paid much respect to it then as aitional
practice capable of disciplining the youth in didiflt age — talking about boys only. At
the same time, we can hardly readily reconcile tpgsion with Samuel’'s modern
secular world view as he expressed it in lyrica oumber of his songs, for example the
one called50/50 about gender equality. In order to make any sefstamuel’s often
ambiguous and even contradictory statements andestaone has to get as complete a
picture of his activities as possible. Only thenrhay appear as an active negotiator
between various world views and frameworks, wher@atcome always depends on a
particular context.

During our very first interview in 2007, which toghkace on August 29, Samuel
told me that he interrupted his secondary schamliss for a year in 1980 due to money
shortage. He went to work on a farm in Marble Hedar Groblersdal in Limpopo. It

was a white farm where, according to him, aboubB@k families lived and worked.

% This topic was especially pressing for him asZ@C membership was temporarily suspended for two
and a half year beginning 18 October 2006 and he deprived of his position as a priest by the ZCC
authorities (a position he did not assume backmiyl last research period in 2011) following an
accusation he allegedly sent his son to an irstiagichool in Ga-Mphahlele, which he repeatedly eldni
He informed me about it during our very first magtin 2007 as one of the most important updatesin
we last met in May 2006. | am going to discussnégnbership in the ZCC later in the text.
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He stayed there for the whole year as it was todréan Ga-Mphahlele to commute
daily. He recalled that he earned R28 a month hat for the first time in his life, he
bought new clothes for himself, of which he wasyvproud. He also bought his first
radio Omega there so that he could listen to mu$ecemphasised that it was a very
good radio at the time and that not many peopleib&dThese memories make him

appear as a modern youth of his time and as a rav&c In 2011 he added:

You see, from the beginning | was a man who lowgsicmYes, | love music a lot. First of
everything | bought a radifwhen in Marble Hall] And when | came here, Pretoria, from my
first salary again, | bought a radio. Another. Bttwas a radio-tapgrecorder] So that | can
listen music.

(31 August 2011)

In 1981 he returned to the secondary school amshié Grade 9 the same year. He said
that he performed at school and that he was stilf good in Mathematics. He enrolled
in Grade 10 in January 1982 but his finances doigtdin March and he quit school for
good.

*kk

This selection of memories related to Samuel’'sdtiibd may make it seem quite
idyllic. However, | did not try to purify the image any way. Samuel never mentioned
anything he would complain about regarding thisqaeof his life (except the jealousy
related to his school successes). His memoriehitdhood can therefore be seen and
conceptualized as many other childhood memories-ardeaned up and full of

underlying nostalgia.

01 found out that it was a small portable radioety}974 powered by three 1,5 V batteries produced by

Romanian company Tehnoton in lasi for foreign mexke
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“Full-Time in Mamelodi”:

Becoming a Township Dweller and a ZCC

My first visit to Mamelodi dates back to March 2006 when 1 still was an elective
international student at the University of Pretoauite interestingly, that day | had
already known or just met almost all the peopketéd collaborated with. In this sense, it
was a decisive moment but | naturally did not =it at the time. | was invited by
Samuel whom | had known since 2005 but then tatkethore regularly and played
with, accompanying him on drum in our internatiosaldent house since the end of
January 2006 when | returned from the two monttes/ 81 Lesotho. It was Tuesday but
it was Human Rights Day and a public holiday sopbeavere available to meet me
even though it was during the week. Thanks to myyrnzhotographs taken that day
indicating the time of their exposition, and an iaudecording of the afternoon
performance, | can easily reconstruct the mairufeatof the day or, more precisely, of
the six hours between noon and 6 o’clock in thenexgewhen my visit took place. The
significance of various moments and situation iis #ingle afternoon of experiences
became clear only later.

The visit took place out of pure curiosity withoany specific research
intentions, except that | wanted to see as mugboasible of township life and related
musical practices. | simply took it as a belatedarpunity to learn something about that
side of South Africa | had been constantly warngalirest it as an international student
at the University of Pretoria and | consequentlgt ha clear idea why, despite the fact |
had spent more than seven months in the counthday. Though | usually carried a
SONY minidisc and a camera with me ready to docuraagthing | found interesting
during my 2006 trips to Mamelodi and elsewhereygh@as no particular focus or
interest. Anything and everything was new and paéiy attractive as | was entering
this completely new world. That is not to say vas@gendas and motivations resulting
from my previous subjective experience would noabplay.

As with the introductory part of the previous clapon Ga-Mphahlele, while
describing the initial visit, albeit using sourcemde at the time, | use knowledge
obtained only later. | could not write this kind aécount then being quite unaware of
most things | saw or heard. Therefore it should upelerstood as a retrospective

reflection rather than fieldwork description.
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My visit started in Samuel's house where we arrit@gkether by a minibus taxi
from Pretoria Hatfield after changing over in Delbboem station to a smaller ‘local
taxi at about noon. We got out in Dilankulu StreeExtension 5 in Mamelodi where
Samuel had lived with his first wife and their ciién. To this day | remember my great
uncertainty mixed with a good dose of anxiety abmliat to expect. | was surprised by
the peaceful tarred street and decent brick ho&ssuel’'s house was just a few steps
from where we got out. It was not a brick house duather large and well maintained
one storey house with several rooms made of vamoaterials, mostly wood and tin
(see Figure 54). Two of Samuel’'s sons were insidgi@y a game on their computer in
their room. His wife was out with their two younggrls. He showed me all the rooms.
| took several pictures of him posing with and with his two sons. Some of the
pictures are quite intimate and tell much of Sarsugtaracter and identity and of our
still just establishing relationship.

There is a picture of Samuel posing in the entracen, serving as a room
where guests were received, in front of two calirféled with glasses and family
photographs and shelves in between them covere@éruad'Home sweet home’
embroidered tablecloth with a stereo and a smallSEY on them. He is holding a
microphone in his right hand and posing as if siggthe stylised picture of a musician
and music lover. He is dressed up in casual bugrderiothes appropriate to his age and
status, with a ZCC silver badge on the left sidehisf chest. There are traditional
decorative clay pots and his wife’s framed cerdifecstanding on the top of the cabinets.
There are many posters on wooden walls all arodi@; and other calendars and
historical line-ups of Samuel’'s favourite footba#am, Mamelodi Sundowns. The
central position just under the ceiling-roof madecorrugated iron (just next to the
football team photograph) belonged to a standaetkbland white framed picture-
photograph of the current ZCC bishop, Barnabas aekgne, the same one | saw later
in his mother's house in Maralaleng and in manyeothouses of ZCC members in
Mamelodi and elsewhere (see Figure 55).

We soon left the house and took a taxi to a paNlafmelodi called ‘Mandela’
which was only beginning to turn into a permanezitlement at the time. | remember
visiting a young keyboard player, Given Kekana Wdter collaborated with Samuel on
his albumMmamonain his ‘zozo’ tin house. | remember myself wondgriabout his
khaki clothes and white boots hanging on the wall knowing they were his ZCC

uniform as a member of its ‘Mokhukhu choir’. | wteken by surprise by the inner
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spatial arrangement of the single-room house wheateuble bed occupied most of the
space along with huge audio speakers connectet tkefiboard. | later found similar
arrangements in a number of young single male naumnst houses. Samuel took his
accordion out of the bag and they played togetiner @ two songs (see Figure 56).
After a while Given packed his keyboard in a blatstic, locked up the house using a
chain and a massive padlock and we all walked tdha&n house. | remember our walk
along narrow paths in the grass balancing betwéekirsy pools of muddy water and
waste of the temporary settlement area. It wasiratfalk through Mamelodi.

We were expected by a group of about 15 peopleesuirthem middle aged but
most of them rather young, and by a group of caildiThey were dressed up with care
but rather informally. | felt welcome and comfor@alamong them. Most of the people,
though not all of them, were members of the ZCCnraed women alike. It would
explain why there was no alcohol consumed durirgwhole performance. We passed
through a narrow hall into a room with a table & chairs along the wall. Given put
his keyboard on the table, connected it to a cietyaand the big speakers there, and
started to try out some of the pre-recorded keybaacompaniments and arrangements
he had previously saved on a floppy disc. Giveryiptathe keyboard and Samuel
playing the accordion and singing, they performedthe of the songs prepared for
Samuel’s album, about which | did not know thensf songs too were being sung or
rather practiced in different arrangements. Pe@pieed the singing or they were just
listening. A couple of girls danced on the musienmeking the contents of some of the
songs, notably a popular tuilate mogoldin Sepedi, Old man or Grandfather), which
was included on Samuel’'s album (check the Apperdand the CD). The afternoon
performance could have been seen as a public sgidar Samuel’s alboum, on which
not only he and Given but also a couple of womegisg backing vocals performed. |
already knew some of Samuel’s songs but as | wagunte familiar with this kind of
music yet, did not understand their lyrics and Igparecause all songs had roughly the
same overall sound to my ear, it was difficult foe to tell one from another. | made an
audio recording of the performance (check the AgpeA and the CD) with an unclear
prospect that | will return to it later with someowho will tell me more about the
songs.

After about two hours of performing, chatting anchking cold drinks we took
a couple of photographs of us all in the yard dodly left the house. Samuel and |

went to his house where we found his wife and ths.gsamuel asked for yet another
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stylized picture at the entrance of the house. l@nphotograph, his wife is sitting in a
worn out armchair with the two girls partly leaniagainst her and Samuel is sitting on
the bench and posing holding his accordion asafiph (see Figure 57). We even
managed to play some of the music | recorded indfternoon from my SONY
minidisc using Samuel's amplifier. Soon after thigft for Hatfield by a taxi. It was my
initiation trip to Mamelodi. There was much to cemiplate but as is usual in such
situations the true significance of many thingawsheard, and experienced that day
remained hidden from me for quite a long time. ékralmost nothing about Samuel’s

life in Mamelodi and | did not even know that heswet born there.

*kk

It happened like this. Advised by a next-door oldeighbour, he decided to try his luck
further south together with him. It was agreed@nh that they will go to Dennilton, a
town between Groblersdal and KwaMhlanga in Limpdpgd, when they were checking
the names of bus destinations in Polokwane thegigdatheir mind and decided to go
to Mamelodi instead. Thus Samuel arrived in Mamielodnship in March 1982 by a
long distance bus of the South African Railwayss Hvid recollections of the journey
and of the arrival confirm that he saw it as a majoange in his life. In other South
African contexts, Patrick McAllester or David Coplaor example, identified labour
migration understood as a transformative ritualseldo the traditional initiation
(McAllester 1980, Coplan 1994). Though some aspafc&amuel’s narrative suggest a
similar understanding (dedication to stand hardsinidemonstration of endurance, for
example), | never heard this kind of interpretatimm him explicitly. lllustrative of the
significance of the journey in Samuel’'s memory mmiaor story he recalled.

He was supposed to deliver a bracelet sent by lithen to someone in
Dennilton but, instead, he dropped it from the luisdow at the bus station in
Dennilton hoping that someone will deliver it, azmhtinued his journey to Mameloti.
He even showed me the place when we were pasgimggtin Dennilton one time. The
insignificance of the story nevertheless remembeetirmly shows the excitement he
must have felt on the way from home to the comptateknown city environment of

Mamelodi.

" Dropping items from windows of passing busses ey will be delivered is still common in rural

areas of Lesotho where | saw it several times.
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The two young men accommodated themselves in glessex male hostel
situated in Mamelodi East near Denneboom statidreir$ was block Y, number 6
Samuel clearly remembered. The long low houset@hbstels were still used by the
poorest at the time of my research. In 2011 he epioalized his housing situation as
natural with regard to his marital status at timeeti It shows how he tried to negotiate
between his traditional views and the situationnafdern racial capitalism and to
reconcile them. He seemed to, at least partiatigpriporate the new situation into the

traditional framework.

Then[in 1987]1 got to lodge a room, into the location. | am likfamily now. You see? From
the youth... till to the... you see, now. | stamew life. Because when you are a youth, like a
young man, you are supposed to stay at hostelsha&dt is beginning of life, and then after
meeting your maiden, your girlfriend, then you aupposed to go out of the hostels.

(31 August 2011)

This description reminds us of the transformatiomd acontinuity of traditional
institutions in a new environment described soliantly by David Coplan, for
example, in the case of Basotho migrant workershenJohannesburg mines. Though
here the situation was not as tough as in the minbsre one’s life was in constant
danger, and the migrants did not keep so closetieng each other, they nonetheless
maintained relationships based on their commonrorigrural area to the extent quite
surprising to an outside viewer. This invisibleimtly appeared many times during my
research when | could see that practically all peopamuel maintained closer
relationships with were Pedi speakers coming frommpopo and often from Ga-
Mphahlele, Lebowakgomo, or Polokwane.

Samuel never talked about hostel life in detail s occasional descriptions
perfectly fits Mamphela Ramphele’s ethnographic ametical study of Cape Town
hostels of the 1980s (Ramphele 1993), including ékigemely hostile relationships
between hostel dwellers and township residents.

[...] The hostel people is never allowed to got to thmtion people[township residents].
Because they gonna going to beat you inside thatimt They not need the host@ostel
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dwellers]. They say they come from farJust like you herdjf] you are a hostel of the schools
[staying in a student residencgpu are never allowed to go to the city. Thaktim
(18 September 2007)

It took time to find a job. No job ever was permainand the wages were always
rather uncertain. It took him two months to fing Hirst job. He went to Ogies near
Witbank to work in the ground constructions of aedbcoal mine. He described his first
work experience since his arrival to Mamelodi intgusome detail, compared to his
later occupations, which demonstrates his earlyte&xent in the ‘city’. The job was so
hard and the workers were treated so badly thextehth left the place after a week and
returned to Mamelodi bringing back quite a genersws of R140 for that one week.
He looked for another job for a month.

Between 1982 and 1985 Samuel worked as an unskWledcker in the
construction industry. He named several compangesdrked for, a number of places
where he worked and even specific buildings hedtelp build. He mentioned various
kinds of work he did at the work place too. He éxample built the police station in
Pretoria Street in Silverton, which he showed me day on the way to Mamelodi. He
built blocks of flats in Wonderboom in Pretoria Moin 1984, and since July 1984 he
built the premises of Kentron armament company ayodenel Dynamics) in
Centurion. Then his work place moved back to Pr@iGentral to build a blocks of flats
as a subcontractor for Shorodise company. These e main occupations he
mentioned during our first biographically focuseaterview 10 September 2007.

The last contract ended up bitterly for the workerd 985, as they did not get
paid for their work. Samuel described the situgtiwhich is in many ways illustrative
of the wider conditions of black contract or subicact workers in the 1980s. Samuel
began by explaining the logic of subcontracts, cammg his situation then and today.
The passage illuminates in particular detail ndly an specific situation at the work
place but also other related issues such as whgstel rents, inflation, racial relations
etc. as he experienced them and reflected upordésades later. As such, it is a good
example of Samuel’s reflection of his first yeansMamelodi from his contemporary

perspective. It shows that not much changed wiglanek to his still vulnerable position

"2 The historical hostility of township residents &nds people coming from outside got new meanings
during the violence called xenophobic in recentrgeSamuel shared majority’s opinion about foreigne

in this regard seeing them as rivals in competif@rjobs and as more likely to commit crime.
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in the job market as an unskilled subcontract wobetween the 1980s and the time of
the interview in 2007.

LSK: [...] it was a subcontract. You see, just like tlis turned his back against me so that |
could see the name of company he worked for adeosiractor in 2007 and which was hired
by the University of Pretoria to maintain the grgeimted on his T-shirt]Subcontract. You see
my T-shirt. It's a subcontract for other people.

VZ: So how was it like?
[...] They took the sub from the big company. Just#kef] you took the sub from me. I'm a big
company.[...] You come with bricks. I'm come with concrdte] Then me when [lget the]
money[...] | share it[with] you so that you can pay your people. Bu} that man, he not paid
us. He just eat the mondy..] Always he promise ythat] we [will get] the moneyf...] We finish
the month without pay. So we requesting: ‘WWhgou comdwith] our money?’ Yes, this man,
he is a white man. So all the time he didn't wantalk with us. Hdsent]us[to] the supervisor:
‘Go to talk with your supervisor’, because we atadh, all of us. And when we go to talk with
the supervisor, supervisor says to you, to us: ‘Mgpt no money. Me, I'm just like you, |
haven’t have a pay.” So we are supposed to dottiie g0 that man. We are prepared to took
the tools[to organize a violent strike armed with work tgol
[..]

So you prepared your tools and what?
Yes, we... when he come to the job, he come late kieffinally] come late then we requesting
him: ‘So where is our moneyfHe] talk this and talk this. We say: ‘Today, we arengpio beat
you.” You see?

And did you?
Yes, with a lot of people. You see? We are verydmrause we got no money and then we are
supposed to buy the ticket to come to the[jopfrom Mamelodito [Pretoria] Central. Ad
then we got no money to eat. And then we are liiiisgle the hostels... and the hostel is
supposed to be paid. But we got no money.

How much did you pay for the hostel?
The hostel, it was R1(..] That come to raise, to be R12. 1985, it was R12.tAen we go, we
say to him: ‘We go to beat you because we needyid@®e® he go to the police station because it
was near]...] He go to the police station, he say he is goingefmrt us.[But] when he go to the
policeman he find there are black people, the blaalicemen.

Oh, there was black policeman.
Yes, the black policeman. They sppr case]. we discussed our story: ‘This man he do not
want to pay us. We work for him so long time. Wengomoney, we got no pay. When we talk
with him he want to beat us so it's why we chasedo that héis] here.’ They said to usfThe
job] is now near to be finished... so don’t worry, we aoé going to open the case against you.
Because he is supposed to pay you.’

So the policemen was good.

- 139 -



Yes, was goodBut since]that time we do not see this man agin] We are losing the money.
[...]
And for how long time was it?
| think it's only one month, the money of one mohithse it till now.
How much was he supposed to pay, how much was it?
Me, I'm thinking it was R250... because | was workargone month.
And what was the... like normal wage you got evaonth?
[11t's two weeks time you got theage] .., they say fortnight... every two weeks you got R125
[...] So it was in 1985, R125 per two weeks. And beféfa® it more or less.
It's less, it's less.
So, for example, in 1980.
1980, I think it's R60. Because the things was wmgap.[...] That time was very cheap. The
Rand was weighing more money. If you got a Ranidensf your pocket you can buy a lot of
goods.
And, for example, then in 19907
1990, I think that people earn more, more, becausegot R500 per month.
Ye, and how much did you get?
Yes, that time, 1990, | think | got R800. It goéh the jobs. It depends what kind of job you do.
For the qualified people you get more money.
Have you ever worked as a qualified?
No, | do not work as a qualified ...since | startedvork.
Never, not even now.
Not even now.
| see. It's a pity.
It's a pity because now | struggle to do my livipw | uses my disc, my CD. | want to work
with my CD. Sometimes the life can be changed.
[-..]
Ja, after that the job was finished. Ja, the jols\iiaished so that | was to stay at home.
At home in...?
In Mamelodi.
| see.
| was stay at Mamelodi. No... nothing to eat agoti nothing.
In a hostel?
Ja, | was in hostel.
| see.
| was in hostel that time. And then so... in 1985,SEptember [was] baptized inside ZCC
church[Zion Christian Church].

(11 September 2007)
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Besides biographical details, this part of Samuatsount shows the less well-known
side of the apartheid building projects. Both kinafs constructions which Samuel
helped to build could be seen as deeply symptonudtibe apartheid state ideology,
preoccupied with Afrikaans population growth anfesg based on latent fear of “the
barbarians” as J. M. Coetzee poetically put ithat ime (Coetzee 1980). Within this
very same framework, we can see Samuel — and nslliof others — as actively
participating in building up this project meantrintain the status quo. But, as it is
generally agreed on by historians, anthropologstsjologists and others, the South
African political economy was designed to createeamironment of gross structural
violence with very few possibilities of practicalrsival beyond full or at least partial
participation in the system’s economy (for the $atgeneral historical introduction and
bibliography see for example Hamilton, Mbenga arawkdk2011). Though the anti-
apartheid movement constantly grew throughout 8894 and the situation was turning
more and more violent, large segments of black [aiom simply tried ‘to live their
lives’ joining open anti-apartheid activities anafests only at times or not at all. The
millions of members of the so-called African indeg@ent or indigenous or initiated or
instituted churches (AIC preaching peace and non-violence would be a gasd in
point.*

Various strategies had been historically developgdblack labour migrants to
deal with the systems of segregation and aparifhtidter 2009/1936, Mayer 1961 and
1980, Beinart and Bundy 1987 et al.). For many, ohée possible solutions to the
dilemma was represented by the ARCSome of the larger churches like the Nazareth
Baptist Church or the Zion Christian Church had rbeeound for many decades
representing, on the one hand, continuity of thesmnary universalistic ‘civilizing’
and emancipatory project (Olwage 2003 and 2006)cduihich many AIC’s early
founders grew and, on the other, a living attenopte-create the Christian message
within particular cultural and historical contexXi¢rnan 1974 et al., Comaroff 1985,

® There is a general conceptually and ideologidadiged confusion about the meaning of the middle ‘I’
in AIC. | put it here in a roughly chronologicaldar respecting the development of its historicages
from “independent” to “indigenous” and the mostaet"initiated” and “instituted” (Venter 2004).

" The actual ‘complicity’ with the system or its stersion’ are subjects for further discussion which
touch upon in this text only.

> There has been a general disagreement as fordhssification depending on different approaches

applied.
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Schoffeleers 1991, Pretorius and Jafta 1997, Aodet®99 and 2005, Anderson and
Pillay 1997, Muller 2006/1999¥. Especially the so-called Zionist churches, focused
healing rituals with their apolitical and anti-gaial rhetoric and stances, could become
a convenient refugee for many, not only in the idgizal sense but especially as
imaginary and real spaces and places where coheudintral practices could be re-
constructed anew as refuges offering widely corextivealing of complexly structured
illnesses.

Matthew Schoffeleers interestingly examined thatreh between “practice of
ritual healing and absence of political protestintiog out aspects of collaboration of
the Zionist churches with the apartheid state, gusire term ‘political acquiescence’
which is “tending to justify withdrawal” from theuling order “rather than fostering
active resistance” (Schoffeleers 1991: 1-3). JgniKiernan he thus criticised Jean
Comaroff's influential framework of the so-calleatént resistance in Zionist practices
(Comaroff 1985) trying to draw a more nuanced petidis observations comply well
with mine with regard to the construction of Sanwm&lorld view and habitus which
showed a high level of what | would callcaherent ambivalencbetween resistance
and collaboration or opposition and participatiavhich is paradigmatic of ZCC
ideology too. | use this paradoxical term in ortteemphasise that — since he accepted
certain explanatory frameworks, in this case ZC€oldgy — the various levels of
ambivalence were no longer experienced as a prabienncertainty but, instead, as an
accepted state of affairs which need not to beleigeéd. As | have shown and as | am
going to demonstrate further, tht®@herent ambivalencapplies to Samuel’s various
positions and activities during as well as afteartlpeid. In fact, we can see it as a
‘reflection’ of the same quality in the ZCC ideojognd practice, including musical
performance.

This was an environment where Samuel found a refuajter three years of
living and working in Mamelodi and around. This ionfant transformative step was

motivated by his deteriorating health, which colld, in Western medical terms,

® There was a discussion of the appropriatenedsedferm ‘acculturation’ or even ‘Africanization’ thi
regard to this issue. The use of both terms has tsker polemical and highly politicized offeritigus a
rather limited analytical potential. The issue dfriGtianity in Africa was productively addressethra

with other topics related to cultural identity, fxample by Jean-Francois Bayart (Bayart 1996).
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explained as somatization of the wider problems diteinmas indicated abové.The
problems at work were actually further enhanced cbygically indefinable health
problems. Samuel began to suffer from pain in tiveel part of his stomach, loins, and
lumbar spine already in 1984. | cannot discussctmaplex conceptualization of illness
and the research about it so | will point out aotfiigtt he basically had three possibilities
in looking for healing. He could have tried Westenedicine, traditional healers or
among healing churches. Each of them offered aifspexxpertise and a specific
conceptualization of his health problems. He werd medical doctor who identified it
as flatulence but the prescribed cure did not h8ignificantly, he did not go to a
traditional healer or he did not tell me. Instelad,turned to Christian churches, though
he had not practiced any religion actively befdde went to Saint John Apostolic
Church in Mamelodi where they tried to help himngsan enema filled with ‘holy tea’
but it did not help him either in the long term. fédt sicker and sicker. In 1985 he lost
his job and became even more desperate. He bgsicadl just surviving spending his
days lying on his bed in Mamelodi hostel. Thisidifft period culminated in Samuel’s
conversion to the Zion Christian Church.

The ZCC is the largest AIC in South Africa with @osg affiliation to Pedi
cultural tradition, cultivating a spirituality of heleness in the fragmented and
deterritorialized world of old traditions fallingpart. It has combined various world
views and older African as well as European and dgaa traditions into a coherent
whole. It has historically attracted mostly poolkack rural and urban membership.
Due to its striking Pedi affiliation it has had &osig appeal especially to Sepedi
speaking migrants in Mamelodi and other townshipshie regiof® for whom it has
helped to re-construct a coherent world and reterea new sensible habitus in

conditions of cultural and social fragmentatiorsadder and loss of personal dignity

" There is a long tradition in dealing with the iu@nnection of illness and colonial or post-colbnia
condition beginning with Franz Fanon’s psycholobmaservations of his Algerian patients in the 1950
as suffering from ‘the colonial syndrome’ (Fanor678952 1970/1964) and developing into studies of
various concepts of illness and healing in (Southéfrica in contemporary medical anthropology and
ethnomusicology (see for example Janzen 1992, $aied996Reza&ova 2010 and 2011 et al.).

8 According to the 2011 census Pedi comprised 42635 the population of Mamelodi, which makes
them by far the largest single ethnicity in the nahip. Of the City of Tshwane municipality similar
figures apply to Atteridgeville, for example. Sdtp:/census2011.adrianfrith.com/place/799046
(accessed March 10, 2015).
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(see for example Sundkler 1961/1948, Comaroff 198&derson 1999 and 2005,
Muller 2011 et al.). As such, it offered Samuel oh@ossible solutions in a situation of
complexly structured distress and sickness whicl€ Z@aling practices were able to
conceptualize and heal more satisfactorily than té¥esmedicine. Another solution

could have most likely been to return home and rgwea traditional healing ritual,

which could have nonetheless brought about a stigfrfeilure Rez&ova 2010)?°

Though a substantial part of my research focuseduttnral meanings of ZCC
musical repertories and performances due to Sasmmoembership in it, | focus on the
immediate context of Samuel’s involvement in tharch only here. A separate chapter
Is devoted to his musical participation in ZCC perfances and to his understanding of
its musical practices. In the following passagenfran interview on 18 September 2007,
| quote Samuel’s recollections of his dreamy visminthe ancestral calling, which

brought him to the ZCC, his baptism, and healing.

LSK: When | am sleeping at my hostel] it was... You see the bed, the double bed, somebody
underneath me and I'm on the top, the hostel [bedik bed] When | am sleeping, one of the
good days, they say..., the voice come from somewh&mm nowhere. When | am sleeping
they say: ‘Go to Zion, you can be healed there.’

VZ: So who did tell you that you should go to Zion?
Somebody when | am sleeping, | hear the voice.
[--]

And how[did] it happenedthat] you heard the voice? Was it like a dream?
Just like a dream. Somebody say, because | wasssiokebody told me: ‘Go to Zion and then
you can be healed there.’

When you were sleeping?
Ja.

It was no real person?
No.

You didn't know who is saying this.
Ja, | do not know. But when | go to baptize inside church, they told me: ‘This is your
ancestors of you.’ This is nigrand] parents, my grandmother or my grandfather who tolel
just like that. Because when he deceased he wasGrdember. My grandmoth@oo]. My
grandparents|...] They were ZCC members already that time but ticbpat choose anybody to

" The problem and the concept of sickness amongamigcaught in an irresolvable dilemma between
‘home and the ‘city’ in apartheid and post-apadh&outh Africa has been addressed by medical

anthropologists (see for examez&ova 2010 and 2011).
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go Zion. They chose only me[of] my family. Because nobody was ZCC of my family. My
mother and my father they uses the traditional olisct
[.-]
The voice, which told ydthat], was it a male voice or was it a female voice?
Only the... | hear only the voicg..] | do not know, | do not pref¢any of them] But when |
wake ud...] | go to somebody who wearing the ZCC emblem. stwgcousin].
[.-]
And he was a member of ZCC?
Ja, he was man of ZCC that time.
And it was in Mamelodi?
Yes, it was in Mamelodi and | told him that | wemgo Zion. | want to go to baptize in Zion.
[--]
We prepare to go other Sundfy.] He say: ‘We can go [to the church] next weekend.’
So you had a dream and in two weeks you wereeichhrch already.
Ja.
[.-]
And then from that ZCC | saw many chandie$.Because | was suffering that time
So what year was it, was it 1984?
[--]
1985, September 15.
September 15, it was the baptism.
Baptism of me.
So how long, or what did they tell you when yost &ntered the church?
They told me that, you see, your ancestors, iégthvho sent you inside this church.
So was it some priest who told you this.
It's the prophet.
Prophet.
Ja. They[gave] me the advices, you see, so that | can live jkst they say: ‘Can | drink Holy
Tea, something that | can wash with and that | darthat and that and that.” You see?
[.-]
Before you go to church you must baptize firstptgejou are a member of churdh.]
[.-]
How was it? How was the baptism? How was it?
[...] It's inside the river]...] Inside the river, there is a moving water.
[.-]
Was it in Mamelodi?

Ja. It was in Mamelod|...] There is a river. We cross it all the time.

[..]
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| was suffering that time, | got no job, | got niotlh But they told me we got the food for you and
your children. If you got no children, forgdt!.] | found a job today, tomorrow [vas] finished.
[...] It was a bad luck.

(18 September 2007)

Dreams and ancestral calling are not unusual irctimeext of the ZCC, and illness is
often the main motivation of an individual to jaime ZCC® Identification of the voice
as ancestral voice and as a voice of particulaflyamembers emphasises the sense of
continuity on a family as well as cultural levelpgpuessed in the situation of economic
migration and deterritorialization of life in a taship hostel. The fact that his parents
were not ZCC members is pointed out by mentionhgrtuse of traditional healers.
Thus a clear line between the ZCC and this tradkfigractice is drawn. Samuel could
easily find a ZCC member to talk to thanks to theuch’s strong visual public
presence, their members’ distinct uniforms theyagtswvear on Sundays and feasts, and
thanks to silver badges in the shape of five-tgr,st symbol of ZCC, they wear on a
piece of green cloth on their left chest all timedi

Prophets are an inseparable part of ZCC ritual ®asically anyone may
become a prophet but | observed that it is uswatlgnen who get into state of changed
consciousness during ZCC services. Samuel’s lafgdaeation for this was that women
are not strong enough to keep the ‘spirit’ or ‘mé&Yanside, which further indicates
Samuel’s conceptualization of gender order mirgpnmder frameworks. There is a
more or less fixed set of advices one gets fromophet according to what Samuel
mentioned here and in my own experience too. | spe@&ally going to discuss the use
of ‘holy tea’, because it turned out to be an in@ot issue in order to understand
Samuel’s conceptualization of musical creativityapBsms take place in Mamelodi
every Sunday and the custom of baptism by threeersions in running water shared
by most of the AIC is maintained. In the last pgesaCC emerges as an independent

economic power thanks to regular members’ donatammasits own business enterprises

8 pretorius and Jafta quoting Lukhaimane wrote tha} 80 per cent of its followers joined becausfe
an experience of illness or similar trouble [.(Pretorius and Jafta 1997: 223-4).

81 Moya in Sepedi or moea in Sesotho, both pronouncaghly the same way,
mean ‘spirit” which is in the Christian context olapping with the Holy Spirit but it
keeps part of the original meaning (for more sedekson 1991 and 2000).
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able to help members in need. Samuel as a singheatthat time failed to meet the
requirements to be helped materially due to thetstiles for ZCC charity.
| started the interview 20 September 2007 with megal question how his life

had changed since he joined the Church..

VZ: How your life changed since you became member 6?2ZC
LSK: My life changed altogether. | see the differen8efore... | was fightingbecause of every
misunderstanding]. [..I} was no right life... It is the Spirit of God withanges the people. The
people who got the Spirit of God never do the twilgs. They want him to come and work for
God. Too many people are suffering because theytlknow the way of God... youngsters.
(20 September 2007)

He could clearly see changes in his life since duaversion. Never again did he
mention the health problems that drove him to thar€h. This might indicate that they
really were of psychosomatic origin and disappearidn he “found peace” in the ZCC
or that they somehow simply became no longer prgs3ihe Church started to function
like a safety net for him very soon after his bspti solving his critical financial
situation. A member of the Church offered him tbe pf wall painter in his small
painting business. The group of painters, ZCC meslasically followed constructors
painting freshly finished houses. Not only work this whole life soon became
inseparably intertwined with the Church activities. became one whole where

everything was framed in a ZCC world view.

It was good job. The first job wds] Nkangala[district] in Mpumalanga. We paint schools,
classrooms, windows. It take one year. Every Sumgago to ZCC church branch therdand]
also during the week after the wofk.] We can find there holy tea and the projpsieare there.
They tell me how is the lifaow to handle life] And then we go to tHpeople’s]houses and
pray for the sick ones... for sick people so thap te healed[We] go there with the
congregation]...] From 1987 we go to Johannesburg. Or before we glntourg... we paint in
Hatfield, painted in flats near to the Standard Bawe stay there just from January to February
[1987]. Then we move to Jo’burfVe were]paid low, R90 per two weeks. It's not good. | uses
to cry to my elder sfthat] they can increase my money. They increase thesthernot me. |
go to the church but they told méshall] marry first, [that] they have money just ffthe ones
who have)wife and the children not for me alofsngle]. | go to the prophet to ask what is the
matter about my lifefHe said] it is my fault, because | have no family to supppbecause |
am a sinner[...] [They] promises to increase but they do not. So they nodd|l go to the

headquarter to the elders... throw there 50 centis fo trunk for the money so they can hear my
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problem. So | go there in May 1987, straight to depsarter, | got that 50 cents..., throw it into
the trunk... box for money... for the people whe enying so they are going to pray for you for
that money. So that the blessing comes forwatdnkftit works very hardwell] for me.

(20 September 2007)

Samuel got an increase and R120 per two weeks alimosediately, and R140 in
September 1987, on the two-year anniversary obaism, he said, and he became
luckier with women and finally met his future wifie June that year. His future wife
had already had a two-year-old daughter with somexdse and she had been already
living in Mamelodi with her sister but she origilyatame from Limpopo too. Samuel
clearly saw it as a gift from God mediated by thau€h. He recollected that he met her
when he was coming back from the baptism of henftiwhom he had brought to the
Church. Again, we can see that Samuel’s life becaamepletely interconnected with
the Church, in fact there was no division betweecukar and religious life any more.
Everything, all daily acts became part of the widdigious framework. In the course of
the years it entered Samuel’'s habitus and so wetated his subjectivity that he

literally became an embodiment of the religiouseord

| think it was blessing from God. | think it wagié from God because | am working for him, for
God, so he want to open my things. That time | mgewife, on that time when | am coming
back[from] the baptism of other guy...] When we are at hostels we see the ladies justdautsi
there... The girls were coming to hosté¢ls]

(18 September 2007)

He continued by telling that he was cleaning up4@<C uniform in front of the hostel
when the girls came there with a friend of him wbked that he will give one to him.
Marriage became another important transformativenerd in Samuel’s life. But he
must have solved several problems first. A typeradl many times described situation
among male migrants occurred, he finally had drggrid “at home” and another one in
Mamelodi so he had to decide. The ZCC was to hghinahere with its prophetic
visions. He must have proposed to her, get an agneefrom her parents and pay

‘lobola’ or the ‘bride wealth’ to them. Only thehd wedding could take place.

[...] so it was to choose because | do not want to hawvewives at that time, | must choose
because | got one at horfl@a-Mphahlelejand | got one her@Mamelodi]. And this one... | do
not know her... her family...] We just meet here in Mamelodi. But first | gofask] God to the
prophet so that they can tell me the future, futnfreny life. They say to me: ‘This is your wife

but the ancestors of her... but ancestors of thig @ very difficult. You must pray. Keep on
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praying [so] that they can allow you to marry her.” So | prayat | uses to pay lobola for her
in 1987 in December because | got enough monegt paid R14(fortnightly]. [...] | marry
her in 1988 in Decembey...] | do not do the ‘white wedding’ so it was not a Padture (sic!).
You see my picture there, we were wearing theasuitthe costumé...] We do not slaughter the
cow. Because, if you slaughter the cow, there micg more, more, more people. We got no
money to invite so many people.] The wedding was in Lebowakgomo, Ga-Mphahlele. Then
come to Jane Furse. It is name and surname, teegdgrson who camighere], t is a medical
place, just like hospital, part of Limpopo. It iy mife who is staying there — Glen Cowie. | think
this one is a name of the hospital again, nearaoelJFurse]...] Many people come there. And
from Glen Cowie is Jane Furse and from Jane Fusse \when you go to my place. From Jane
Furse, you say, is Mamone, Ga- Marishane... theklashabela..[then] Ga-Masemola, there
you cross the bridge. It’s the bridge of OlifantgeR... and then you cross the Olifants River...
[there]is Phatudi bridge. Phatudi is former chief ministd#rLimpopo, former minister chief of
Lebowakgom&? And then you go to... straight to Lebowakgomo. Aowi there..., there is only
the rural areas. And then you go back to Habakukw&me® Habakuku is the reed or cane
furniture. This man was beginning selling by thadpthe chairs... Now he got money from it...
He built a house in Lebowakgomo. Glen Cowie wagthee of my wife. It was the second day
of the wedding. Then back to my family so she geinbw my family... and then back to
Mamelodi because we uses to stay in Mamelodi.tiod in Mamelodi.

(20 September 2007)

Neither Samuel nor his future wife were from MangeldShe came from Glen
Cowie, a village not so far from Ga-Mphahlele ataysd in Mamelodi with her sister.
Although she had already had an almost four-yedugol and she was pregnant with a
boy by Samuel and although both of them stayedpagined to stay in ‘the city’ in
Mamelodi, traditional procedures must have followaacluding ‘lobola’. Despite
Samuel’s difficult economic situation he managedp&ty part of ‘lobola’ for her in
December 1987. It consisted of R600, 2 goats afmbstume” for her mother and a
“ljersey” for her father. Purchase of a cow was poséd and never realized. He
basically paid the wedding expenses himself as kets of parents were poor. He
mentioned that later he supported parents on hd#s.slt shows Samuel as someone
insisting on traditional procedures. It demonssatdogether with his implicit mention
of polygamy in the beginning of the quotation, whiwe later, in fact, realized — that he
conformed to the gender order conventionally urtdedsas African traditional, though

it had by then become more and more difficult imdibons of apartheid’s political

82 Cedric Namedi Phatudi, Chief Minister of Lebowatustan 1973-1987.

8 Habakuk Makgabutlane Shikwane, born 1928, a sefiddsusinessman with cane furniture.
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economy?* The ZCC basically adopted this part of traditionalture so there was no
conflict for Samuel there.

Though most of the second part of the passage djumteot directly related to
the biographical facts in the strict sense, it sh@amuel’s style of narrating quite well.
Moreover, by enumerating the place names he ngt axdurately marked route of his
wedding journey between the first and the secondding day, between the groom’s
and bride’s house and back, respectively, but Be dtew a map of an area which
remained his home despite all the years spent imétadi. It shows the ambiguity of
spatial identity of many township dwellers who remelosely affiliated to places they
were born in and grew up, though living in a towpsinom decades. The place names
spoke to him as deeply culturally meaningful. Thedscape became familiar by the
names recalled. Local histories were revived inttpmography too, regardless of the
people’s reputation; a name of apartheid bantuSthief Minister uttered next to a
name of a businessman who was given as an examplecess amonigis people. As
with so many of Samuel’s other narratives | onlycdivered its significance years after
| recorded the interview.

Samuel finished his wedding narrative by mentionihg couple’s move to
Mamelodi. The figure “full time in Mamelodi” strohgexpressed the idea of the place
in Samuel’s imagination. As if already the mereyistg there was a job. As if it already
was a work place where one’s job was to fight fowival. ‘Proper’ work, if one found
it, became just part of this greater and toughbrgbliving in the township. Samuel
continued by describing the situation in Mameldtierathe wedding or since he met his
future wife the year before. He mentioned the mdnien left the hostel for the
‘location’ because there was no place for couptethe hostels. However, their status
was the lowest among the township dwellers as tene just ‘lodgers’ surviving in
rented backyard shacks as they were not allowdnlitd even their own shack. It was
allowed only later. For Samuel it was marked by M&a’s release from jail. He,

typically always spoke of himself only, never abbig wife, whose name he never even

8 |t was pointed out that it has been precisely ¢bisflict between demands of traditional cultur@nied

in traditionally defined gender order where the enptide was derived from male ability to provide

wealth and security to the family, on the one haam] the impossibility to meet these demands in
apartheid and post-apartheid situation, on therpthiich has often resulted in frustration amongime

and even family violence (Richter and Morrell 2006)
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mentioned. This could have been influenced by thait relations at the time of the

interview.
| found a shack. | hired the shack. And then af®®0 when Mandela was released from jail.
The people... they allowed them so that they cand bailywhere they need. That time
[1987/1988]you must be lodged outside of other people’s hdugethe back yard, something
like this (pointing to the backyard house in the garden wiltlee interview was conductedjhe
shack was built only at the back of other peopjfeaperty. No one can built a shack ifng]
place[freely]. | pay[rent] just like R20 a month in 1988. | uses to lodgeesih987 when | meet
my wife in June so from July | was there. We staggédther from Jul\jj1987]. [...] The first
[backyard room/houselas very small and second tfleehind his wife’s sister’'s houseThat
time | was still painting[...] | got the job just inside the town Johannesburg..intpgy
international hotel. Everyday from Mamelodi to Johasburg, everyday...] We stay in Naledi
that time, close to Denneboom. | got R140, theyease in 1988 to R170 because we are in
hotel. The hotel owner give more mongy.] | buy clothes... the nice one. Johannesburg was
very nice place with cloth.
(20 September 2007)
The clothes he referred to here and the fashioanklehis wife preferred at the time is
documented and preserved on Samuel's own stylishoghaphs taken at that time. |
return to this invaluable source in the next chapte
Five days later we continued with the interviewd,aresides discussing my visit
to Samuel’'s mother's house in Ga-Mphahlele andwkdding in Lebowakgomo, we
continued Samuel’'s biographical story. He recatleel birth of his first son and the
never-ending troubles with looking for a job. Hisoiist world view and practice
framed and structured his activities, be it thehbwf the child or job hunting. This

passage is a very good example of his overall ZQ®eptualization of reality.
| lose the job in 1988 because people are fighfimigh] me. | was fired... with group of other
people. But it was when[inade]the budget for the wedding. We are expecting a taiby got
no money... | had no work. 11 April 1989 the bog Wwarn. Because | was a ZCC... When this
boy is born | was inside the church that time..d Alme prophet is calling me secretly. They give
me instructions what can | lijaow | should live] They say: ‘Ancestors are happy because they
give you a present.’ They give me a present, ptedfeanboy. They say | must be happy because
the ancestors give me a present, with the chikhswered: ‘Yes, | am happy, you give me the
child. But whatfabout] the money | get to support this child? BecausmlIret working. Yes, |
am happy but have no money to support the childeyTgive me another instruction. They say:
‘Now, you can drink the ‘holy tea’ and you must lvgsur body with it... And use the Vaseline.
Then you must go back to your boss. He can giveayjob. He[...] retrenchedyou before]but
God promise..[You] must go thergagain] Do not be afraid, go to talk with him and he can

give you a job, | promise yoU...] It was on Sunday that time. So | do this instarctil drink
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the ‘holy tea’... and then | do everything. Eanlythe morning... on Monday... | got the money
for ticket. | go with a taxi. It was near Waverlpart of City of Tshwane todayjt is on the
other side of the mountain, early in the mornindniew this man, the boss, go to the job early in
the morning. He see me: ‘Oh, Sam, it is you. Lémg 1 do not see you. What do you want? Are
you working?’ | say: ‘I am not working[He said:]'Do you want to work?’ | say: ‘yes.’” He say:
‘Go, go with me. | got another job. You are goigpaint corrugated iron, just like this, at
Pretoria West.'[He] give [me] a lift on the ‘bakkie’[in South African English a light pick-up
truck]. Then | was there. | begin to paint the corrugabexh. [...] From then | am working,
working, working... till 1990. In 1990 the job isithed, there is no work. | forget whigtay |
get] then. | forget [...put it was little bit higher, between 140 and 20@d in 1990 | finish it
[...] all in December.

(25 September 2007)

This indicates that Samuel’'s wife was already paegrat the time of the wedding. It

shows his and their permanently desperate ecorsituation. It can be summed up that
most of his contracts were shorter than one yedrsame of them lasted just a couple
of weeks in the 1980s. In such a situation thers al@solutely no space for creating a
sensible economic stability for the household. Tkiate of permanent economic
insecurity was to be balanced by the wide religiamexial and cultural framework of

the ZCC operating on many levels, providing its rhems not only with the sense of

overall ideological coherence but often also withgtical support thanks to its various
formal and informal networks and organized chamty.it has been pointed out, many
aspects of the AIC in South Africa, in fact, fulctias social systems parallel to the
state’s official, but often dysfunctional, struatar It has been true of both pre- as well
as post-1994 era.

Samuel’s previously quoted narrative draws on B#llstructures in its rhetoric
at two moments at least. There is the disobediestegt in his objection: “Yes, | am
happy, you give me the child. But what [about] theney | get to support this child?
Because | am not working. Yes, | am happy but hmvenoney to support the child.” |
see it as parallel to protests of several Biblatagonists against God based on the
‘yes, but’ structure. And then there is the acthar ‘leap of faith’ in the narrative of his
going to his former boss, in spite of the fact thatfired him before, based on his
obedience to the elders of the church and on lhgiges faith. Again, it may be read
parallel to the well known story of the apostleshelief that they should cast their nets
on the other side of the boat, though they haveadl tried one side, resulting in the
miraculous catch of fish (John 21: 6) and paratiedther stories as well. If we consider

Samuel’s early and intimate familiarity with theblB since his school years, his further
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deepened knowledge of it as a ZCC member anddatarpriest, such reading becomes
acceptable and quite plausible. It does not mattkether he used this rhetoric
consciously or not. but we can see Samuel’'s deépenderstanding of his situation
through Biblical stories and religious conceptuatian. The ZCC world view had
become fully integrated into his subjectivity natlypas a ZCC member but also as a
ZCC preacher.
Since 1990 Samuel’'s work situation started to chasigwly. Though he still

worked for other people’s small businesses in trestuction sector at the beginning, it
was for black employers, his jobs began to be rdorerse and he started to experiment

with doing his own business too.
| begin to work in suburbs, with the black peopl®/e do ‘piece jobs[part-time’, usually
weekend jobs paid for finishing particular taskstypopular as a source of extra income among
black workers till todayljn Mamelodi.[...] We were builders... building stone walls.
(25 September 2007)

Here he recollected that the boss did not allow tonbuild, though he was a skilled
bricklayer. He was allowed to carry bricks on a slbarrow only. Instead of being a
supervisor he just worked as a helper. The samg efoworking without being paid
repeated again. Now, the injustice was strikingited by a ZCC member.
[We] worked for six weeks without payment. You §Be&®] God help me a lot. | saw a lot of
miracles from the Church. That mdthe owner of the firmjwas a crook][he] take other
people’s thingg...]. He was a trickster.][...] of the same church with méle] do tricks to other
people.[He] never pay us. He take everything... R700. OnlyOR43eft [for me and another
worker]. [That time I]build a stone wall... From that time... it is varice. When you cross the
boundary... from Denneboom when you go to ‘Mandelan the left... you can see the wall, you
cross the bridge and a bump, you can see the statidrom that time[...] And from 1991 | had
my own construction. | hire the peop]A.white] man was searching for someone who can work

with stones[Having seen them therehg said: ‘| need you.’ | hire five people. It wasogl time.
(25 September 2007)

Besides showing pride in his work, Samuel mentioaedmportant moment when he
started his own small construction business. Halledthis time with certain pride,
talking about his much improved economic situatiéi. that time he helped to
substantially rebuild his parent’s house in Maeigl in Ga-Mphabhlele, originally built
and furnished with his help in 1984, enlargingrani two rooms to the current four
with a large front room for accepting guests, dledesigned after ‘white’ houses. He

particularly proudly mentioned buying the largerieie windows in Pretoria for the new
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extension. “[I was] enjoying to be boss... becatls® money | earn is very, very

interesting. | got R1000 a month in my pocket.” filtllee situation worsened again.
[...] Then after that 1992, the job was finished] | begin to suffer again, No job, nothing to eat.

We move to ‘Mandeldfrom Naledi]. It was o0 ‘zozo’ house. They stole my camera tHerg!
go to police... to report. No help..] We did not have a cent... stay in somebody’s shack.
(25 September 2007)

They had two children at the time already and th&d in a one-room shack loaned to
them by somebody who stayed somewhere else. Thdlyragmanging wider political
situation affected them too. They were given a fitetheir own house. So after ten
years spent in Mamelodi Samuel got an opportunitive in his own house for the first
time.

| begin to build[my] own house... of river stone and sand in ‘MandeRhase 3. | got no

corrugated iron to make the rodfSo I] begin to search ‘piece jobs’ again to build fohet

people.

(25 September 2007)

He earned the money to buy the corrugated irortherroof and the family moved in
there in 1992. Not very successfully, he startedelb sweets, atchar (a South African
name for popular Indian mango pickles), fresh makd chicken meat from house to
house.

But soon after this he started his most successfsiness so far — constructing
‘z0z0’ houses in Mamelodi (see Figure 43). Not odiky it pay very well but it gave
stable and long-term income to the whole family floe next six years until 1999.
Success of the whole industry was enabled by araemis flow of rural immigrants to
the city since the late 1980s after lifting theflilx control’ law in 1986, a trend which
culminated in the 1990s but basically have notshied till now. Interestingly, he
mentioned his extra job as a photographer hereshioh | shall return later. Then he
specified their constructing strategies and rategiite some detail.

In 1993 | begin to build ‘zozo’ houses. My sistatsld gave me a camera Ricoh. The camera is
another part of my job. | work for somebody... Henibt pay me sl start my]own business. |
get the loan money from brother of my wife, R§0Buy] a lot of blank]...] palettds] of tin[...].
One-room house is R350nade of]five corrugated ironpalettes] One and a half room was
R450[made of]seven corrugated irofipalettes] But | do one room with six corrugated iron
[palettes]so that they can be big. Two rooms was R800 irB1B%ork in ‘zozo’ construction
until 1999.[...] I was with three helpers. Sometimes, it took onetddouilt two houses. We build
every day... We work with deposits. When we gegitstart to do thewooden]frames.

(25 September 2007)
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In 1996 Samuel finally managed to build a housedwdd be proud of for his family,
the house | visited in Dilankulu Street in Extemsid in 2006 (see Figure 57). He
bought five stands where normally five ‘zozo’ hosismuld be built so that he could
build a large house. When they were moving in lnevtha party for the whole family. It

was to purify the house. In order to get ancesiarkis side they slaughtered a goat.
| do the nice party with all my family relativeshély pray so that the ancestors are with me and
God. To everyone... | give one sack of mealie-rfflalr made of maizelwhen they go back
home. So you see, if | got the money | want paiftiesed the people to be pleasured all the time.
[...] but now I got nothing. | uses to do birthday pastier my children.
(25 September 2007)

In 1999 he stopped constructing the houses beqamae often did not pay him and
then blamed him for asking money, ‘blackmailinggth. They even reported him to the
police, he was detained for a weekend and was @ased when he paid bail. He
decided to stop in order “not to be killed”.

This bright period was marked too by his elevastajus within the ZCC ranks.
As a dedicated member of the Church Samuel wasnadia preacher in 1996 and a
priest (oruti) allowed to baptize, besides other things, in 1988cording to my
observations and Samuel's insider information, #@C is strictly hierarchically
structured and, unlike most other AIC, any appoernimsuch as this one demands
approval on several levels from the particular ceggtion to the local headquarters to
the Church’'s main headquarters in Moria in Poloksvan Samuel’'s case it was the
same, he received the ‘white certificate’ and ‘bleg papers’iogay as a priest and
was “blessed” by a flag of which he believed wdkag of the senior ZCC ‘Brass band’
(Diphala tSe di kgolpas one of the main symbols of the ZCC in Morijarite more

about the ZCC symbolism in another chapter. In 24 tecollected the ritual in Moria.
When they blessed us to be a pastor or priestjtis¢yses this flag. | do not know [whether] this
[is the] one [of the ‘Brass band’] but they uses flag. We were inside the church [the main
church in Morija]. That church, they told us, cake ten thousand people. Yes. We are standing.
They just spread the flag over our heads, justtlied. So that now, before they blessed us, they
just read Matthew 28[:19]. It follows: ‘Go to thation so that you can teach the nation. And
bless the people so that they can repent and kesbadp It is the verse written for us. It is why
we uses all the time to spread the evangel... wheare there and there we just spread this...
Because of what? We were just blessed for thiss Ehivhy we can do this. Because we bind
ourselves so that we can work for this peace, whifuld struggle to bring this peace. Yes.

(15 September 2011)
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His translation of the Biblical verse is rough lbiushows again his ability to use the
Bible with competence. The singular form, the natimstead of the correct plural, the
nations, could be a relic of the common form ofkitad about South Africa as a nation
(setShabgin the public discourse. If this was so, it wolldve interestingly situated
Samuel as a priest chosen to serve the South Afnaton.

Such an appointment does not require any formalidaib or theological
education, though it may be an advantage. On tiner dtand the Church itself organizes
various kinds of meetings for differently definetbgps of members (children, single
men or women, married men or women, priests etcgrder to educate and mentor
them on the level of a congregation, local headguar the whole Church on a weekly,
monthly, yearly or other basis. ‘ZCC knowledge’tisis transferred and distributed
among its members. As he told me, Samuel alwagsl lth take part in these meetings
and he was active as a volunteer for the Churchesecially when he was younger. In
the period between 1992 and 1999 he, for exampky] to sell ‘holy tea’ and fat cakes
in a church shop in the Zion City of Morija duritige festive events the ZCC organizes
three times a year.

During several ZCC services in Hazeldean in 2006 thien 2008 and 2009 |
could observe that Samuel liked preaching and ewjdys social position as a preacher
(see Figure 58). It could be said that next torthesical performance it was another
opportunity for him to be at the centre of attentiavhich he always liked and often
expressed. As | argue in another chapter, Samilglliskcombined roles of entertainer
and educator which met in his priestly position. A& expressed several times he
especially enjoyed his task as baptizing pried¥lamelodi on Sundays because of the
excitement of the moment, adding that some priistsiot like as much as he did. The
church priestly performance often overlapped wiié musical one in the use of topics
and lyrics of his own songs. He performed varioligrch songs out of the immediate
religious context and generally in the overall stgf his performances which were
always meant both to entertain and educate.

His career of a solo musician started in the 1980s As he repeated many
times during interviews he had loved music sincg ¢hildhood. | wrote about his
mentioning his musical creativity as a child whewventing songs for his younger
siblings, singing in school choirs and also buyengadio. He emphasized too that ZCC
deepened his knowledge of music and a passion immensely. But it was not before

1995 that he bought his accordion. He rememberagicg the instrument with him
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“Just as a toy” or something to show off but he dmt know how to play it for quite a
long time. He only learned to play it two yearsefahelped by someone he met in
Mamelodi. Since then he has developed his own siytelearned hundreds of songs,
his own, secular wedding songs, religious songsset¢hat he is basically able to start
to accompany almost anything, anywhere. | write uablms musical development,
repertory and performances in detail in a sepafzpter.

When he finished the ‘zozo’ construction businessl999 a difficult period
started again. He could not find a long-term jod Awved basically on temporary ‘piece
jobs’ for three years. In 2002 he finally switchiedm the construction business which
had employed him with numerous interruptions fae frast 20 years since 1982. He
became a gardener at the University of Pretoria.wdeked as a subcontractor for
Khomanani, a firm which had a contract from the wénsity to maintain its greenery
(see Figure 46). For the most of my research | khewas a gardener there and in the
course of time | became quite familiar with hislgaoutines in this position as | often
visited him there during the week. He worked at thméversity with a number of other
unskilled or semi-skilled workers such as male gaells and female ‘cleaning ladies’
with whom he commuted daily between Mamelodi andtd?ra and with whom he
either shared his ZCC affiliation or, for exampigmbership in a Metrorail Choir or in
a Mamelodi based social club/‘stokvel’ he belongedl could see him maintaining a
rich network of social relations there. He was wa&lbwn among his fellow workers
from Mamelodi as a performer on the train and tloeeeas a kind of public person
within the milieu of the unskilled workers at thaildersity of Pretoria. | write about his
musical performances on the commuter train elsesvher

For the more senior maintenance staff he was a dylamd the perverse
structure of contract relations where subcontragge preferred to contracts by the
University resulted in a situation of permanent ertinty for the workers. Samuel
compared his situation to that of the one of hiexdpcessors in this regard, referring to
the man who used to stay in the backyard housatiehe student house where | stayed
in 2005 and 2006 and who, according to Samuel, a@sonly allowed by the
University to live there but got a pension as dsrfer employee. On the one hand,
Samuel was quite happy about the steady incomeatlethiere as a gardener but he
complained about the low pay. In 2002 he was p&@0Ra month. At the time of the
interview in 2007 he was paid R1200 a month astbivly raised up to R1800 in 2009.

He complained that he spends all the money forntloath fare and food and that
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nothing remains left at the end of the month. 1620found him in a similar position at

the University of South Africa where he worked agamdener again in its Sunnyside
Campus. | went to interview him there number ofetinthat year too. He did not stayed
there for a long time. | got a text message on gllyphone in 2013 from him that he

does not work there anymore and that he — as sy tiraes before — makes a living

selling sweets on the train in the week and doemgptorary ‘piece jobs’. Though he has
kept me updated assuring me that he is “fine”, tamsé in February 2015, he has not
answered my questions about work and other thimge shen.

Samuel’'s family life and relationships were disadssluring this series of
interviews too. The discussion was initiated by age | was getting confused by
Samuel’s various relationships, women and childssom | was meeting or hearing
about. Samuel would not have probably startedlkoaiaout it himself. When asked, he
spoke about it freely and without hesitation, tHougam going to briefly outline the
main features of his family life and relationshipsaddition to what has already been
mentioned. It is an inseparable part of his biogyapnd it serves as one of the
inspirational sources for his songs too. At the esdime | am not going to expose any
personal details beyond basic data concerning qitbeple, as they are not part of the
research project.

During my research Samuel maintained relationshkyis four women. He
called all of them “wives”, though he was legallamed to the oldest one only. He had
long-term relationships with all of them and wittige of them he had at least one child.
With the fourth one he had no children. He clainetave seven children all together,
though the oldest daughter was his stepdaughter looitn before the relationship
started. While in 2006 he still invited me into tesge house he shared with his legal
wife since 1996 (see Figure 54), in 2007 and 20@Belady visited the house in ‘RDP’
he shared with the second “wife” and in 2009 anti1?Be brought me to the house in
Castro Street in Phase 1 he shared with his fdwitie” (see Figure 59) whom | met
most often already since 2007. He moved betweehdhbses of the other three women,
especially since 2007.

His first and the only legal wife had a specialtista She was the subject of
many of Samuel’s photographs from the 1980s. Shethvaone who continued to live
in the large house he built for the family in 19%hie was a member of ZCC ‘Female
choir’. She had four children with Samuel. They lsadaughter who was 23 years old
(Samuel’'s stepdaughter), a son who was 18 yearsaoldl two other daughters who
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were seven and three years old in 2007 accordingntanterview with Samuel
conducted 11 September 2007.

During the same interview he mentioned that “wheotl the first woman | saw
she do not respect me” and he found another onleifwself “so that | can consolidate”
in 1994. He had a boy with her in 1996 but soonfehad someone else and he did not
maintain the relationship with her till 2005 whdresvas free again. She was an owner
of the house in ‘RDP’ part of Mamelodi. He met thigd “wife” in 2002 and they had a
girl in 2003. She lived in D6 in the old part of Malodi near Denneboom station. The
fourth one he met in 2005 but they had no childsérthe time. She lived in Castro
Street in Phase 1 in Mamelodi. She was a ZCC merflaenuel mentioned another son
who should have been 21 years old in 2007 but didrelate him to any of these
women and | never met him.

He never mentioned any problem he would have hdl this arrangement in
any religious or legal sense. Though there applgrento clear view of polygamy in
the ZCC, its attitude to it is generally quite beoslent based on the Pedi traditional part
of the Church’s culture. Samuel expressed his tilmarry all these three women,
identifying his financial situation as the main tamde. At the time of the research he
did not have means to support his legal family,emewind other families. He expressed
his hope to make some extra money from the albumeberded in 2007 in order to
support them but it did not work. This inability taifil his traditionally conceived role
as a man was a source of constant frustrationifior($ee Richter and Morrell 2006).

Most of the biographical data in this chapter weoHlected during a series
interviews devoted to Samuel’s biography in Sep®&mB007, supplemented by
information acquired in later interviews focused otiner issues. This biographical
outline should provide the basic framework for liert discussion of particular aspects

of Samuel’s various activities.

“All the Time I Used to Match.”
Capturing the Festive Everyday

| was supposed to shoot a video of Samuel’'s accoynpg dance choir in “RDP” in
Mamelodi on Sunday 16 September 2007. Samuel piokedip at the crossroad of

Church Street and Hilda Street at about 11 o’ciadkie morning. He had already been
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sitting in a minibus-taxi from Pretoria downtowndame continued to Mamelodi.
Having made some shopping in Denneboom stationluioch, we got in another
minibus-taxi and were driven to Mandela from wherewalked to the house of one of
his “wives” where he stayed at the time in “RDP”hN& he was cooking preparing the
meal of chicken skeletons, tomatoes and onion wiveht along with “braai pap”, we
were chatting with his friends who popped in theigefrom time to time. When they
left Samuel brought a large plastic bag from anotbem and began to take out smaller
packages of old photographs and photo albums. garb® lay out the pictures on the
floor made of carpet squares in the front roomnglime who is who on them. | realized
that what | could see before me was an illuminatbhis 1980s biography | had been
told about so far, moreover, taken from Samuelsjexiive perspective. However,
much more than just an illumination of the intewigarratives, the pictures represent
an independent narrative and are an important sancheir own.

In this chapter | try to offer an introduction tonse possible ways of looking
and interpreting this collection of photographghie context of Samuel’s wider cultural
and social negotiations. The actual photographstitate an essential part of this short
chapter but they are not included in the main bofdiext of technical reasons. Instead,
substantial selection of these photographs is dedun Appendix D along with detailed
captions giving information as to where and whesséhphotographs were taken and
what are their notable features or possible in&tgpions in relation to the problems
discussed in this as well as other chapters. Thapter should thus serve just as a short
introduction to the actual collection and offer wetother perspective on some aspects
of Samuel’s life as indicated in the previous didfeing text. My own experience of
looking at these pictures is essential here too.

| shall start by a brief outline of Samuel’'s phatmghic activities as he described
them to me. Though there are a couple of photogréfmm his pre-Mamelodi times
taken by other people, most of the photographs uaden by him after he came to
Mamelodi. Already since 1982 when Samuel came éohibstel and bought his first
Praktica camera he had taken pictures of peopdario some additional money and for
his own enjoyment. This camera was stolen in 199d a burglary into the ‘zozo’
house in ‘Mandela’ part of Mamelodi where he liveith his wife and the two children
that time. He got a Ricoh camera in 1993 from fsgess son, which he used till 1999
when it got broken and he did not replace it agairere are no more recent pictures in

his collections taken by him. All the photograpine aolour photographs, there are no
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black and white ones among them. Though many ahthee worn out and sometimes
partly damaged, they are relatively well presereadthe whole. The photographs |
could see were taken between the early 1980s thrd9§0s. Many others got lost
during his numerous movings from place to placeijciwhis a feature of life in a
township where nothing ever gets preserved for lbatpre it is lost or stolen or
destroyed by dust, mud, water, fire or whatevee 8T he lost pictures as missing gaps
in the ‘story’ could be thought of as witnesseslifef in a township along with the
preserved ones. Many of the pictures miraculousiyiged stored and masked in
several layers of envelopes and plastic bags ark#hto Samuel’s extraordinary care.
The essential value of the collection rests onfdéioe that the photographs were
taken by Samuel himself. There was no other extigior mediating eye behind the
camera or around the scene, which would have infiee the composition or disturbed
the joy of capturing what | call tHestive everydaywhich is often so evident in these
pictures. That is not to say that various cultpaierns of the ‘white world’ would not
be identifiable there. On the contrary, their pneseis strong and for some perhaps
surprising; stylized poses, fashionable clothegiibates of status, family scenes,
documents of individual achievements. Scenes sdlifamyet so strange for me as a
white European observer. Their essential qualéy precisely in the tension caused by
the familiar feeling they evoke in me, a kind ofyrfather could have taken them’, on
the one hand, and of their quality of bema quitelike pictures ‘my father would have
taken’, on the other. These pictures were simdastylized photographs of my parents
when they were young or our family photographs fritve time of my childhood. Yet
there was something strange and unsettling in thiethe same time for me. As if the
mimicry were not quite complete to use Bhabha’'sdamphrase “almost bubt quité
(Bhabha 2004: 128), as if they actually were somehdangerously incomplete
(Ferguson 2002). | find it important to articuldkes initial tension | felt but could not

articulate in the beginning as a useful point qfatéure.

8 Every year | gave all the pictures | took or viddashot there to the people concerned, developed o
paper or on CDs and DVDs in more than one copy.féhewing year | was often asked for them again
as the media were destroyed by improper storagst,(shater, mud etc.) in the meantime. One might
argue that the people should have stored themrimite having come to know the places quite closely
myself, | knew that they simply could not whileitig in the conditions they were. Anything valuablel

fragile preserved in poorer parts of the townsbipdver a longer period of time is a small miracle.
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It is precisely this tension that has confused ansettled many about South
African black culture for more than a century. e field of music there is the study on
African modernity — ‘Africa Civilized, Africa Uncilized’ — by Veit Erlmann, who
demonstrates the ambivalent reception of the SAfritban choir in Great Britain at the
end of the 19 century caused by the music’s diversion from theience’s exotic
expectations (Erlmann 1994). It sounded too closd familiar to be African. It
sounded more like Victorian hymnody than primitireusical utterances” but it was
not quite like it either. Grant Olwage describe® thlelicate aspects of hearing
determining the final verdict about the “black w&ian South African choral music
(Olwage 2004). Similarly, Christine Lucia mentiomsr colleague’s exclamation about
the “strangely familiar” in the beginning of heragter on 2B-century black choral
composition (Lucia 2008). All these texts deal wahuations somehow revolving
around Bhabha’s “almost the same, bat quité on different levels, which had wider
implications for the reception of such music.

| think we should look at Samuel’'s photographs isirailar way. Along with
Samuel’s music they could be seen as a worthlgssyltural kitsch of no artistic value
from the high art perspective. But from a sociatadior anthropological perspective
they could be seen as a creative and consciougraotisn of his world and as powerful
media of cultural and social negotiation aimedssuaing its actors’ self-evaluation or
expressing their social aspiration.

It has been pointed out by several researcherSaftf) African black (popular)
culture that it bears features of ‘both’ worlds.ridas concepts from acculturation to
hybridity, from evolutionary schemes to subversim@micry, depending on the
researcher’'s ideological affiliation, have beendude describe this (for a useful
summary see Ferguson 2002). Rather than subsailamyt of these interpretations
when dealing with Samuel’s photographs, insteadarit to oresent the photographs as
media for re-constructing cultural and social cenee on the subjective level, as re-
constructing its actor’s social selves. | would tdaése photographs scenes of finstive
everydayfollowing the usage of Bourdieu’s term ‘solemniaat in his sociological
study of photography (Bourdieu 1990). There ardwag of everyday life but always
carefully stylized and constructing a particulaiage of one or another ideal, of one or
another aspiration. They helped to re-construdasemmage of Samuel, of other people

close to him and of his life in general.
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The more the reality differed from the ideal therenoare he obviously devoted
to its realization and appearance in these pictufee visual image was supposed to
make the ideals come true via the act of lookinthatpictures retrospectively. Do not
they picture what once — at the moment of takimgphotograph wasreality, after all?
There seems to be not much difference from whatdeu argued to discover among
French working class taking pictures in the 19@sufdieu 1990). Using the essential
features of photograph as a media Samuel literallized certain imaginary worlds
through his photographs, which were thus ‘cominge’tr He especially used the
potential of stylization of people and things amddarefully worked with framing. Thus
all the pictures show traces of reality and falgehat the same time. The pictures are
clearly aspirational of higher social classes whiosages are derived from the ideal
basically defined by white South African middle (ower middle) class life style. It
seems to mimic them not because it would have etbsw subvert them but with a
disturbing honesty. As in many other areas Samweldwiew and habitus can not be
interpreted in terms of resistance to the white ldvdout equally in terms of
collaboration and active participation.

It would be wrong to think that Samuel simply stdrto systematically describe
every picture that afternoon when he laid out thetpgraphs before me on the floor
(see Figure 45). As in many other research sitogficc was a matter of a fleeting
moment which came and passed rather fast. It tbokita20 minutes only before he left
for the kitchen and started to cook lunch for ustoareturn to it any more. | managed
to take pictures of about forty photographs whid¢bhund most essential for they were,
unlike others, contained in a special aloum whiem8el presented first and with most
care to me. | managed to shoot a video of a numibather pictures capturing Samuel’s
explanations along (screenshots from the videouaesl as stills in the Appendix D).
But most of them | did not capture at all and mahyhem | did not even get to see
myself. However, | believe the ones | have got aitch | selected for this text are
representative enough to support my arguments. gth@ll these pictures are from
Samuel’s private collection, he encouraged me of kot them and to take pictures of
them in order to use them in my research.

Most of the pictures included in Appendix D werketa in the second half of the
1980s and are part of a photo album. | deliberatatythe pictures in the Appendix D
the way that their immediate visual context in thbum can be seen. Many of

photographs are from the time Samuel met his fuldfe, his wage increased and, as
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he mentioned in the one of the interviews, he wdbrkeJohannesburg where he bought
clothes for himself and for her. We can see stglipetures with him and her posing
against various backgrounds. There are their weddiotures as well as pictures of
other family members and friends. All the pictusee quite telling and with a rich
potential of further interpretation. They would teénly deserve more thorough
discussion than | can offer here. But still, | findmportant to include them in the text
and provide them with the basic explanatory framévad least. The captions added to
each picture provide a further set of informatietevant to every picture.

When Samuel was laying the photographs out on |t before me he was
taking them out randomly as they came to his hamate recent next to the older ones
without any linear chronology. They had not beeseoed in any way at the moment of
being taken out. Similarly, the aloum was not oedechronologically either. There
were older pictures next to more recent ones aresen of pictures spread over the
whole album. The relationships and hierarchies andine pictures were not
chronological. They made up other but certainlyiess relevant relationships that were
sensible to their organizer. As it can be seerhe last picture of the Appendix D,
having taken the photographs out, Samuel immegiatgrted to sort them out into
variously organized piles whose logic only he ustryd. This process might serve as a
metaphor for the construction of a biographicalrai@re: the same way as the
photographs are sorted out and variously hieragchimto sensible piles, so the
fragments of the narrative are organized and rerorgd in order to communicate

something sensible in one or another way.

*k%k

There are different lenses being used for narrafiffgrent periods and events
of Samuel’s life, though. It is not possible to ddmat we are told a conceptually
homogenous story. The childhood era, for exampderelatively safe from the
imposition of the ZCC perspective and instead isedr by rather Western secular or
modernist images and frameworks of the successfiickever pupil and student, on the
one hand, and the emerging music lover and musicrarthe other, along with the
common nostalgia for the lost time of childhood atgb for the African tradition.

| would argue that these secular or modernist imagel frameworks became
pertinent and useful precisely because it was ity geriod in Samuel’s life when this

secular and modernist logic seemingly or predontlpamorked for him. It was the
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time when he basically got what he wanted througholwn effort, for example the
status of a good student for being clever and efiligat school. It is the only period of
his life for which the modernist vision of linearogress can be used with some success
and he strikingly used it too in his narrative bistperiod. As such it is defined by a
kind of predictability where causes result in potable effects solely based on one’s
activity. The end of the period is already markgdtb crumbling when Samuel had to
temporarily leave the secondary school and workhenfarm for a year. Ultimately, it
was to be destroyed at the moment he fully entdredvorld and logic of the apartheid
political economy and left the school and homegmod. We can see the school system,
albeit crippled by the Bantu education system, hes last bastion of modernity as
defined by the Western Enlightenment’s and othedeno humanist ideals (developed
in South Africa by the missionary education systemithin the wider frame of the anti-
modernist apartheid ideology.

The moment that Samuel left Ga-Mphahlele for Mamielo March 1982 can be
seen as the end of the applicability of the modemision of predictable individual
progress based on one’s own diligence. This moskeigeal fell apart at the moment of
the difficulty of finding a job, at the workplacand in the hostel. It was not wholly
unpredictable but its predictability was of a diffiet and more hostile kind. Neither this
ideal, nor the traditional African one ever comelgtvanished for Samuel. Both lived
on in parallel with other realities. His mentioninfjbuying clothes for himself and his
girlfriend and wife and then especially his stytizand carefully framed photographs
tell us an interesting story about the new situatibhey show Samuel as participating
in the secular capitalist ideology of success amatenmalism and some of them are also
well in line with the historical imagery of blaclo&h Africans modelling themselves
after Afro-Americans as part of their identity négtons (see Olwage 2008). At the
same time, interestingly, there clearly is also atempt to accommodate the new
situation to the ‘traditional’ framework when Sarhgenceptualized the hostel as an
acceptable and even desirable way of living fogleinmen (compare to Coplan 1994).
There apparently is no single preconceived ideoldgiramework within which we
could define Samuel in the beginning of his stallamelodi in the 1980s.

The more or less coherent vision of one’s placthéworld, be it based on an
African traditional or modernist understanding,| fgbart in the situation of economic
and other distress, resulting in a deep crisisva$ only ‘natural’ that Samuel finally

turned to the ZCC for help. The Church not onlyvded him with new culturally
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sensitive as well as modern (in a new sense) idgadmd practice capable of making
the world coherent and his position in it sensiblece again, it helped him also
practically and materially in the long run. The atdodernist secular ideology of
progress was replaced by this new ideology capaftdealing with fragmentedness and
deterritorialization of the life in a township hektlt goes without saying that it would
be wrong to think of ZCC ideology as merely religgoin the Western sense. It has
offered a complex system of solutions to variowsations produced by South African
modernity since the beginning of the™€entury. In sum, it was the African Christian
ideology and practice that provided Samuel with thew framework for
conceptualization of the hostile world driven byagpeid ideology as he experienced it
as a hostel dweller and a migrant worker. Momeiitsuah religious homogenization
can be clearly identified in Samuel’s narrativecsirthe time of his conversion on and
sometimes even projected retrospectively.

The post-apartheid period brought about new chgdlennamely the end of the
predictable evil of the apartheid political econoragd the beginning of the new
unpredictable capitalist system of free market eocon (Ferguson 2008). In Samuel’'s
biography this is marked by a completely new phegrmon for him: entrepreneurship.
At the same time we can see changes in the ovea#térns of his work positions,
occupations and earnings. There are moments ofessicenmediately followed by
moments of deep economic uncertainty, which are nempared to the apartheid
period. After the stormy 1990s of dramatic ups do@ns Samuel takes a worse paid
job in exchange for a stable income in 2002. Hisnapt to make success in the music
industry by recording his first album in 2007 begerio this period too. We can see new
opportunities of the post-apartheid era, some emtlactively and creatively taken by
him, side by side with the crippling historicallyerived continuities of structural
inequality (lack of proper education resulting mskilled or semiskilled work positions,
post-apartheid geographies enforcing migrancy amdneuting etc.). He, like many of
his fellows, found himself trapped between the t@digst myth of unbounded
individually achievable success, on the one hamdi #he crippling reality of the
apartheid historical heritage together with theredgetability of the capitalist economy
in the emerging democracy, on the other (FerguoR2 2

We can see Samuel as discovering and playing wiftbreht ideologies in the
new era. He was at the centre of various ideolbglgaamics. He participated in the

secular ideology of success when pursuing his amstcuction enterprise for six years,
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building the new house, throwing parties for relasi and children as well as when later
attempting to succeed in the music industry. At Hane time, we can see him
retrieving to the financially secure and peacefulinment of a university gardener in
which he spent the ten following years. We canlsgetoo as a traditionalist trying to
revive the values of ‘traditional Pedi culture’ amgothe township youth, as | will still
show. We can see him as a musician pursuing hs caleer performing his own
entertaining and socially critical songs and orgeug various musical collectives
around him with an uncertain vision of a successh@ music industry, next to his
disciplined involvement in religious choral singiag a member of the ZCC. Though
the post-apartheid period was clearly the most alynan terms of various competing
ideologies, it was the ZCC world view what ultimgt@rovided him with the most
stable and reliable ideological and practical suptiee whole time. And this is true in
spite of the temporary suspension of his membersaipveen 2006 and 2007 and his
being deprived of the priesthood position sincenththough ZCC has proved to be
the most viable framework for Samuel for the pa@ty@ars, it never completely

excluded or replaced other competing cultural fraorés.
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SAMUEL'’S MUSICAL WORLDS
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Samuel as a Member

of the Zion Christian Church

The Musical Empire of Zion: An Outline

Among the fairly large body of literature on varsoteligious practices of Zionist and

other African ‘independent’ churches from varioesidemic fields very few titles are

relevant for an ethnomusicologist dealing with thasical culture of the ZCC. There

are two main reasons for this. First, the term &bnan refer to an extremely great
variety of religious formations across South Afriséhich do not have so much in

common when one tries to understand specific mudichal meanings. Thus a number
of texts with ‘Zion’ or ‘Zionist’ in their title ag ruled out. Second, most of the existing
literature belongs to missiology, theology, andigiels studies, some of it to

anthropology but virtually none to ethnomusicol@yymusicology.

The missiological, theological and religious stgdigerature (see for example
Sundkler 1961/1948, Naudé 1995) does not usuatlyde music and if it does it deals
with lyrics only and from a theological point ofew. Much of this literature, too,
suffers from an unreflexive religious bias. Anthotgmical studies, though more useful
(for example West 1975, Comaroff 1985), sharesstimme problem, that most authors
tend to ignore sound, let alone deal with even allssegment or aspect of the huge,
diverse and complexly structured repertory of th€CZ Outside this scattered
information of imbalanced quality and different apgches, there is no single
publication thoroughly dealing with the musicaltané of the ZCC as part of its overall
ideology and practice, and this dissertation issthinbe first attempt in this field.
Blacking’s work on Venda-speaking Zionists — nottba ZCC specifically — remains
the only serious ethnomusicological trace in ttexditure (Blacking 1981). However, its
overall argumentation and framing in terms of pcdit resistance is somewhat outdated
today and, though it has some strong general patndses not contribute much to our

knowledge of ZCC musical practices specifically.
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James Kiernan began to research Zulu Zionists th hoal and urban settings
around Durban in the 1970s. Though there are huitgrehces between ‘his’ Zionists
and the ZCC, some of his findings are of greatedtr studying musical practices of
ZCC members (see especially Kiernan 1976b and 199@f relevant to the present
study of ZCC music is the writing by David Dargiénevhas done substantial research
on rurally based Xhosa Zionists in Eastern Capeesthe 1970s (especially Dargie
1984, 1987, 1997 and 2010), because these decasdraliral religious groups are even
further from the ZCC than the urban Zulu Zionistsearched by Kiernan. There are
virtually no overlaps or just on the most genesdel® On the other hand, though
geographically distant from my work, Carol Mulleresthnomusicological series of
publications on Zulu Nazareth Baptist Church ofideaShembe is more relevant, as
there are many parallels on the level of the oVerdtural and musical practice between
both churches (Muller 1993, 1997, 1999, 2006/192302, 2010 et al.). Bongani
Mthethwa researched the same church’s music amnsader and his writing is also
relevant (Mthethwa 1984, 1991 and 1992). The Namathurch and the ZCC were
founded at about the same time by similar chariematders with similar strategic
intentions. Though the musical practices are frametifferent cultural world views as
they are deeply rooted in Zulu or Pedi traditioespectively, the overall logic of
construction of the repertory is surprisingly samil| would argue that, if anything,
Shembe’s church is the closest to the ZCC of alitiséfrican AICs.

It would be a mistake to think that no space fanparative perspective remains
among the many AICs. However, the particular mugpecacticeas cultural practice
has to be studied in its proper context. Thusgef@mple, while there are considerable
overlaps in musical repertory on the level of tbenmon missionary heritage, the way
this heritage is used may differ considerably andreover, other layers of the repertory
are often derived from particular cultural and dtutraditions. This is why the ZCC
can, in this sense, be called a Pedi church aasitheavily drawn on older traditional

Pedi musical practices. It is simply not enouglsttte that call-and-response structure

8 When | discussed the topic with this doyen of &orstudies in South African ethnomusicology in
Dargie’s Munich flat in 2008 for the first time heas quite surprised by almost total incompatibitify
our findings. It demonstrates both the limits ofassresearchers focused on our delimited reseagcls a
and the immensely complex and wide range of Soufticah religious practices. It is extremely
problematic to generalize in this area of reseafclikomparative study of it by many more scholars is

needed.
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has been a common feature everywhere or that @lctiurches have to some extent
drawn on the missionary tradition which they hawenehow ‘Africanized’. Their
musical practices as cultural practices are ricaktured and endowed with particular
cultural meanings and deserve to be studied i fiv@per context in order to avoid
rough generalizations.

Some recent publications touching on ZCC music,ctvhnay signal a new
interest in a previously largely neglected topilude Marcus Ramogale’s and Sello
Galane’s short popularising article, written asragpamme note to a 1997 Festival of
American Folklife; it is is a relevant introductotgxt to themokhukhugenre of the
ZCC (Ramogale and Galane 1997). An ethnographitabed study of ZCC religious
pilgrimage by Retief Mduller, though written fromliggous studies point of view,
contributes to our knowledge of the immediate cxintd the musical performances
(Maller 2011). A recent article by Lesibana Rafdpauses on the slippery notion of
‘popularity’ of music and music making in the ZCRafapa 2013). He makes some
generally relevant points and even provides a hextfual analysis of one praise song.
The short study is not ethnographically based aaevsl on literature and commercial
recordings only. A brief but useful introductorysdeption of the most frequent kinds
of ZCC performances is to be found in an articleMadimabe Mapaya (Mapaya 2013).
It is based on what seems like a once-off obsemwabf two ZCC congregations in
Alexandra and Tembisa and a couple of interviewt wieir members. Besides useful
explanations of some of the emic terms and conc#psoverall interpretation is rather
limited. Surprisingly, the most interesting recatady for me of the ZCC religious
practices close to my research approaches and dseisoa master thesis by Colin
Skelton from dramatic arts (Skelton 2009). He usesbries of ritual and performance
to emphasize the performative aspect of creatingows church-related identities,
including music. However, he did not recognize,dkine analyze, any ZCC musical
genres or their particular roles in the processulifural performance. Nonetheless, he
used the most viable approach to the study of Z&ffopmance as a cultural
performance of all the available literature | knabout.

The lack of a comprehensive, rigorous view of mugihin the ZCC so far may
have something to do with the fact that religiobsral music sung by Africans was a
blind spot for both ethnomusicologists and musigts alike for a long time, and for
of various unreflecting ideologically-based reas@ihsvas seen as culturally ‘impure’,

as ‘functional’, as ‘popular and ‘commercial’ etdor a useful summary see for
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example Olwage 2002 and with regard to the ‘impurgsue, Lucia 2011: 62-66). But
another reason has certainly been ZCC’s own idezdbgractice of closing off from
the non-ZCC world. Its secretiveness, stiff hienaral structures, mostly (not solely)
poor black rural or township-based members, Sepsdithe main (albeit not only)
communicative medium may have played a role to@pide its rhetorical openness, it
is extremely difficult and nearly impossible to get open access to its worships and
practices, if one does not intend to become a memane does not speak Sepedi. Last
but not least the overall labyrinthine and immeypseimplex structure of South African
AICs where the term ‘Zion’ and ‘Zionist’ is usedrdreds of times yet always with a
different meaning, have contributed much to thefesion about what is actually being

discussed.

*k%k

As | wrote in the previous chapter, Samuel becatmember of the ZCC on Sunday 15
September 1985 when he was baptised in the MorBigkr in Mamelodi following a
call of the ancestral voice he heard in his dream weeks before. He became a
preacher in 1996 and a priestdruti) in 1998. He was an active Church member and as
a result his world view was completely transformedhe course of years, his life
gradually became ACC life Various ZCC practices he took part in playedrapartant
role in this process as he admitted himself. Mugeaformances were among the most
prominent ones. Their importance was expressedighrtheir actual strong presence in
religious life of an individual as a member of thbole community. According to my
observations, they dominated different kinds ofgrels meetings basically covering
their whole duration. Religious services and vagiatorship gatherings were virtually
inseparable from musical performances. They weakzed through them.

Music's presence was, however, not just an audibie, because the
performances affected the whole body of their pgudints. Most of the ZCC musical
repertory was based on collective choral singinmmg@long with moderate or wilder
bodily movements (from hand clapping and small mhyital dance steps to stamping
and leaping to performance of theatrical and alnaosbbatic elements). | would argue
that, in the course of time, the singing and dagbiodies adopted and interiorized rules
related to the particular genres, and repeatedomeainces ensured a gradual
embodiment of various Church cultural values. Migiahargument would thus be that

musical practices of the ZCC are an essentialgdatie overall Church practice within
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which they play an indispensable functional ancenthse irreplaceable role. If we take
the ZCC as a specific cultural formation, we may Haat the singing and dancing
bodies literally perform that culture. The cultimscribes into its bearers’ bodies all the
more effectively, the more often and the longeryttake part in the performances. |
basically adopt theoretical interpretation of TorH@&hn who used a similar approach to
the study of Japanese dance ‘nihon buyo’ drawingvahing of anthropology of the
senses where she argued that particular culturmiesaliterally flow through the
disciplined dancing bodies (Hahn 2007).

To perform for hours and hours on a weekly basis mare than singing in a
school choir or attending a traditional ceremomyfrtime to time. On the other hand, it
was no coincidence that the Church organized itsnlpees into several distinct or
variously overlapping groups defined choirs As such, these groups were ascribed a
certain repertory and a certain register of bodikpressive elements constituting a
distinct genre although the groups as well as #pentories may have overlapped.
Therefore it was difficult and rather problemata draw lines between them. The
musical repertories seemingly defined by a distgroup of performers at one moment
may have been performed by another group or by different groups together at
another moment. There were regular patterns inreéheionship between the music
performed and by the performers, though. While soepertories were more likely to
be shared, others were partly or completely distiocone particular church group or
‘choir’.

| find it important to distinguish here between egpry and genre. However
imperfect, the word ‘genre’ seems more appropribtan for example ‘songs’ or ‘a
repertory’. It is because the distinctive elemenitparticular church musical groups
may not be contained in purely musical structurea particular repertory but in other
performance elements such as timbres, bodily momtsnelothes worn, and the overall
performance contexts. They are based on diffesarys of performinghe often shared
repertories. Performing of the same song may simptyhave exactly the same cultural
meaning across different musical groups. | usddhma genre here, then in this broadly
defined sense.

To briefly introduce the basic performing groupdired to a certain extent by
its musical genre we should start with the nmalekhukhu choiin Sepedimokhukhu
means a shack and a particular story revolves driajusee Ramogale and Galane 1997)

andfemale choiras the two basic socially structuring bodies oigjag the Church’s
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‘youth’ into two ‘halves’ of opposing gender idetrgs. They were not restricted by age
and basically every member had once belonged Ibbstonged to these two social-
musical formations. Both groups sang hymns (missiplerived or newly created or
arranged) and African choruses but, besides weatisgnct ‘uniforms’, the actual
performances differed in the way they were beingopamed (see Figure 31). While the
female choirperformed in the usual multi-part choir set upomme or several rows
behind each other accompanied by hand clappingraderate body movements and
dance steps, thmokhukhu choiwas made up a circle of a single or more conaentri
rows (organized as a multi-part choir too) with‘antrance’ being open and closed at
particular moments of the performance and a cowdobrug standing in the centre of
the circle with a stick or a knobkerrie, suggestoggs and body movements made up
of steps. This resulted in a circular movementhef whole choir as well as of distinct
rhythmical stamping and leaping. Whilemale chois’ movement was carefully
coordinated and disciplinednokhukhu chos' performance, though ‘conducted’
allowed for individual action when individual perfoers stepped out of the row,
entered the circle and did various, often acrobaticvements, sometimes, for example,
mimicking the recognizable behaviour of an aninggnerally considered by other
dancers as funny, entertaining and relaxing.

While there was no recognizable tension amongvibreen in the choir, making
an impression of a homogenous group, there wasear dension between the
‘conductor’ and the rest of themokhukhu choirand a certain level of acceptable
indiscipline, disorderliness and individual bolde@snong its members.. We could thus
assert that these two basic church bodies repezberertain basic gender orders
cultivating and disciplining certain embodied cudtuideas about the acceptablia
musical performanceCertain distincgender-specific virtuewere learned, reproduced,
and thus enhanced Iparticular ways of performancef basicallythe same or similar
religious repertoryin the strictly musical sense.

The Church community could become musically unifigdsinging the above
mentioned hymns and choruses together despite bgpagially divided, which
happened during Sunday and other collective ses\aoe occasions, or by performing a
completely different genre callethpoho Unlike hymns, musically and textually
derived from the missionary Christian tradition,danohoruses, musically African-
derived and textually driven by the Christian ttaoli too, mpohodeliberately brought
in the Pedi tradition in terms of its musical ara$ioally non-semantic textual structure.
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Musically, mpoho consists of a descending pattern roughly basegitmhes
equivalent to G, F, D, C. Samuel once wrote thily@ss: “Mpoho — ho — hoho — ho —".
They are repeatedly sung by the whole group. Thitem represents the traditional
core of the ‘genre’. Individual spoken-sung excléiores in Sepedi were then inserted
into this pattern. While traditionally its lyrics ast likely praised the ancestors or
chiefé”’, individual religious or biblically derived exclations are used in the context
of the ZCC performance although the tie to theiti@ual culture is still clear. Consider,
for example, the exclamation: “Nkadime tShilo lealev ke Sila dibe tSaka” (in Sepedi,
Lend me the small upper mill stone and the lowgrnill stone so that | can grind my
sins). Whermrmpohois performed theatrically such a popular exclaomatnay result in a
scene where a person puts a stone on her headngrsyimbolically her sins, as can be
seen on one ZCC DVAY The costumes and the overall performance comeemrinds
one of a Pedi traditional setting rather than &i@ls one, yet even within the new
religious ZCC context the transformed traditionaldPgenre kept its distinct cultural
identity.

Mpoho represented a distinct feature of ZCC culturalnidg and was
considered significant as such by both its Pedvelsas non-Pedi members. As Samuel
tellingly pointed out, non-Pedi members of the Chuoften avoided its performance as
they were not able to separate its strongly feltucal affiliation from the supposedly
universal Church context. Interestingly, the missiy derived repertory and most of
the choruses too achieved the status of a cujusalinarked collective and a kind of
new universal heritage with the potential to undgross religious borders, as |
demonstrate in the last chapter. There clearlyssaegy of adopting and transforming
traditional Pedi genres into the ZCC contéhtiis marks thenpohogenre as a medium
for performance of cultural Pedi identity, clearyarking the whole ZCC as a Pedi
Church.

87 According to Eileen Krige (Krige 1931 and 1932 term ‘mpoho’ referred to sorghum and to the beer
made of it among Northern Sotho group of Lovedthattime of her research there. According to Krige
mpoho beer served as an offering to ancestrattspar blessings of rain and a as a thanksgivingafo
good harvest. We can find a strong belief among Z@@nbers that the bishop is a powerful rainmaker
and there is a series of examples when histori@llthree ZCC bishops traveled to places troulinied
long droughts to bring about rain there (Miller 8D0In any case, there seems to be a strong and
complex connection between the traditional Norttgotho and the ZCC practices.

8 7.C.C. MPOHO, MALE AND BRASSTDVD002, IRBV2091.
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Similarly, though it did not feature as prominerdlsmpohq there was a distinct
traditional Pedi genre with an onomatopoeic nanled¢daakgakgasafter the sound of
the shakers producing sound during the song-dance.

These three genres as | have distinguished theenanerthe most common, most
often sung and most inclusive in terms of partitga(if | do not count non-Pedi ZCC
members refusing to performpohqg. Besides these there were three other kinds of
highly specialized groups which were — as in thgecaf the groups just discussed —
partly defined by the music they performed but eweme clearly distinguishable by the
way they performed it. These growpsre male choir nkedj andbrass bandNone of
them is directly relevant in discussing Samuel’ssital involvement in the ZCC and
none of them | saw performing live during my resbarHowever, | have got ZCC
commercial and promotional audio and video recagsliof male choirandbrass band
and | discussed all the groups’ performances thgitlguwith Samuel. | am going to
characterise them briefly here.

While there are rhokhukhu choirs’ and ‘female choirs’ in virtually all
congregations, there are only a couple of ‘maleirshan the whole Church. For
example, there was moale choiy according to Samuel, in Mamelodi at the timehaf t
research, although Mamelodi serves as an imporE@C headquarters. Their
performances were staged and they were not an imteguhrt of worship. They fit the
long tradition of South African and Afro-Americanala gospel and spiritual choirs
whose repertory they partly shared or emulated. irTHenction was rather
representational, | suggest, and meant to reachToety used English, Pedi, and other
South African languages and could be found in #reegal ZCC repertory of hymns and
choruses too. They could even joinnrpohobut it would not be performed by them
within their main repertory asraale choir

Mokhukhuchoirs and female choirs wore suits and matchett eéher. They
would snap their fingers or make moderate rhythimilzance steps. They only made
moderate body movements, unlike for examipleathamiyamale choirs. Unlike the
inclusive mokhukhuor ‘female choirs’ they have a limited number oémbers only,
usually below 20, and the positions in them weghly contested.

| never observedkedilive nor watched any video of it. | thus have vétte
information abouinkediother than that which comes in the brief mentiorMapaya
(2013). ZCCbrass bandor diphala (in Sepedi horn) is an highly exclusive male group

reserved to the representation of the bishop amdigih him to the representation of the

- 176 -



whole Church. | never saw the band live either basides recordings and short videos
| had already seen before, | managed to get a tharel-hour long video of the band
parading along with the bishop in Moria. We haaagl interview over the video with
Samuel in 2011. Also because | had known the repeltefore | feel more competent
to speak about it, unlikekedi

There is only one band in the ZCC headquarter imiddt has a youth and
senior part. Likanokhukhu choithey wear paramilitary uniforms and the perfornemnc
of its senior part, which are a highlight of eveturch gathering in Moria, remind one
of sophisticated military parades with the bishogreching in front of them dressed in a
unique and specially decorated paramilitary unifofifheir repertory varies and they
may play virtually all kinds of ZCC music such agnins, chorusesnpohoor other
songs. The symbolic and cultural meaning of théoperances is extremely complex. It
Is an expression of traditionally conceived chighgwer and authority in a modern
form. The continuities between tradition and thatemporary practice are to be found
partly in the timbre of the instruments, its symbwoheaning as well as in the repertory,
and this is something | would like to write abauthe future.

There is in AIC generally — and even more broadly €lose relationship
between the notion of a religious group and a c¢hbig latter often constituting the
former as sung prayer has cross-culturally beerrstolod as the most appropriate way
of worship. In the Christian tradition it has bdsased on particular quotations from the
Bible. Moreover, in ZCC | could see variously caoosted and overlapping
choirs/groups designed to establish and maintaitaicenon-musical social or cultural
structures via a specific way of musical perforneanthus, for example, whanpoho
was being performed by the whole congregation ancomPedi or generally African
traditional identity was being reinforced and mainéd Female choirand mokhukhu
choir maintained, besides other things, certain strastof the desired gender order via
the way the songs were performed by them.b@ss band’ performances clearly
represented a continuation of the complexly stmectuauthority of the bishop as a

religious leader and traditional chief via its dist timbres and musical structures,
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historically associated with British military an@l8ation Army bands, on the one hand,
and representative musical styles of the pre-calafiiefs, on the othé&F.

Meaningful Continuities in ZCC Music:

Samuel’s View

This chapter represents an insight into Samuelderstanding of the musical practices
of the ZCC that | have just described. It is bymmean exhaustive as it draws on only a
limited part of our discussions on music held befv2008 and 2011. In 2008 | tried to
focus on the overall meaning of the music in thaei€h and on construction of its
repertory, which | had found complex to understénodn my previous experience of
attending its Sunday services in Hazeldean neaofaeseveral times in 2006. It turned
out that Samuel had a very clear opinion on boflicto(meaning and repertoire) and
offered surprising solutions to my questions deplmith the heterogeneity of the
repertory.

The interviews unravelled his understanding ofdigmificance of the process of
adoption and transformation of a particular musreglertory, from its original context
into the new religious context of ZCC performan8amuel’'s examples illustrating this
process deal with the African traditional part bt trepertory here. His explanation
showed that both continuity as well as discontinbgtween the source and the current
use was important in order to constitute meaninthefmusical practice to the Church
members. On the one hand, the continuity of mustsglerience between original
context and Church practice ensured a fluent tiansiwhich served the Church’s
potential as well as current members in terms afesth musical structures and part of
the cultural meaning. On the other hand, theretbdwt a clear line dividing the old and
the new usage of the same repertory or musicatidimorder to reframe the practice as
distinctively ZCC. While keeping various continesi could have been seen as a
strategic decision in order to attract potential &aep current members as practitioners

of various cultural frameworks, namely the tradidb African and the modern

8| presented a paper on this topic ‘Whose modePnitgrforming authority in Zion Christian Church,
South Africa’ at the 41st World Conference of timetnational Council for Traditional Music held at
Memorial University in St. Johns, Newfoundland beén 12 and 20 July 2011.
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Christian, a certain measure of discontinuity wasessary in order to stamp the
original musical practice with a distinctively ZGfteaning.

The many-hours long sung and danced services, oftgganized as whole night
vigils, are a rule rather than an exception in Veekligious practice of Church
members. Thus an active ZCC membership efficieantly substantially ‘took over’ and
re-created one’s subjectivity in accordance withCZ@orld view over the course of
time. Samuel captured this complex process from eaidy experience with ZCC
religious life in one of our first interviews, fosed on his membership in the Church in

2008, as follows.

LSK: | [was] baptized inside ZCC church. So | was a memberhafr€ that time. | begin to
pray every time. And then we are sleeping at theathall the time.

VZ: So how was it? Like... you were baptized in the &hand then what did you

have to do there? You slept there you had to prédpw was it?
You have to pray... You have to pray and then yoa tasing for the Lord. You can praise the
Lord.

You learned the songs there or did you know thgsalready before?
| was knowing the songs before.

Oh, and where did you learn them?
And then... they increased my... my idea. They inaleaseknowledge about music in ZCC.
Because all the time when we uses to sing andlttiiink about myself. Ja, so that | can... | can
make myself.

(18 September 2007)

Samuel was not quite able to express more cleddutat and to decipher the complex
mix of its effects, but “make myself” is a fairlynambiguous statement about the
reformulation of his subjectivity. The events wearaarked by praying realized by
collective singing for hours and hours per week aftén at night. This schedule
adapted to the busyness of the members, mostlyutai® more or less temporarily
living in the township and being of rural originyrthg the day in the week. On the one
hand, the Church ‘time schedule’ accommodated ¢owhrkers’ possibilities but, on
the other hand, it gave the capitalist ‘workingeslle’ an entirely different rhythm. By
transforming the overall measurement of time fonmhers, via the daily evening prayer
and educational meetings and via weekly vigils serdices, the ZCC thus helped to re-
establish a different order of social and individliie, competitive with or at least

alternative to the capitalist one.
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The fact that Samuel knew many of the songs bediooeld not confuse us. Part
of the repertory, its core, is shared and belontjgreto the ‘common South African
choral repertory’ or to the Pedi traditional repeyt As we could have seen, Samuel
had been familiar with both to a certain extent hechad known its musical structures
and performance practices before joining the Chuether from home or from school
where he participated in both the Pedi as well assionary tradition. ZCC
performances ‘increased’ his ‘knowledge of musibugh. So what was the relation
between ZCC music and its ‘sources’? What doeseianmthen to perform the ZCC
culture while actually performing songs alreadycualating widely? In what way was
his ‘knowledge of music increased’?

Samuel many times mentioned adoption as a keyegyadf ZCC cultural
policy. He usually personified the Church in therspmality of the bishop “who
decided” and “who chose” what should be sung in @urch in order to attract
members. Although this initial exchange during tlest of the whole series of
interviews focused on music in the ZCC is tellifggwever | was not able to
comprehend its true meaning at the time, and iy dmdcame clear to me in the

subsequent years of the research.

VZ: So why do you choose this mysis ZCC members]?
LSK: I think this one is African culture so our bishapsur bishop, when starting this church,
he want to obtain the culture of South Africansause he knows exactly what South African
means.
Yes, | see.
Because it is four... five kinds of music inside@wrch.
(8 July 2008)

The answer indicates that there was a certaineglyain constructing the repertory.
Samuel delimited the possible range of repertaiwethe “culture of South Africans”
and he assured me that the bishop knew what helerag as “he knows exactly what
South African means”. As a result he chose “fivedii of music”. The culture of South
Africans is thus understood in the plural. Therenid one kind of music but five,
together, alongside each other. And the bishop kagactly which one to choose,
Samuel believed.

The bishop, according to Samuel, turned to his ddi origin to choose

mpohqg a music associated with drinking beer and aralestorship and with chiefly
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praises Mpohopatrticipatory performance worked as a unifyingredat for the Church
membership as a whole. But, at the same time, heduo the missionary tradition, the
European (Protestant?) one as well as the Ame(Episcopal?) one to a lesser extent,
establishing particular choral/social bodies usuagious ways of performance. As
already described abovEemale choirand malemokhukhu choirepresented the basic
gender-defined structures of the Church, and theretwere the more specialized and
rather exclusivenale choir nkediandbrass bandRegardless whether it was the bishop
who decided the repertory, and which genre(s),ethesre the main kinds of music
Samuel acknowledged, and which | observed beingtipeal in the ZCC at the time of
my research. | could also find their recordingsngoback to at least the 1980s.
Particular repertories and especially particularysvaf performance by various
choral/social bodies of the Church were closeligdohto particular sets of cultural and
social values mediated and maintained through @news performances.

But what was Samuel’s perception of the reasonghfgr inclusion in the ZCC
repertory? His initial one is that the music sholitthg joy to the people who perform
it. Based on this argument the actual selectionthef genres should be done in

accordance with people’s taste.

VZ: Why the music is so important there?
LSK: Ja, the music is important because of what? to cool up the heart... the beat of the
heart... so that you must be pleased inside thetleh[the] time. You see, it is another
scripture: ‘Somebody who are glad you must singu got that verse inside the Bible... Jacob...
Jacob 5.

OK.
Ja, Jacob 5, verse 13. If somebody it is joyfulirhest sing or she must sing. Yes, this is the way
we are doing.

(8 July 2008)

Samuel’s explanation is based the Biblical quotatits anyone among you suffering?
Let him pray. Is anyone cheerful? Let him sing gedi (James 5: 13, English standard
version). At the same time he brought in a conoégboling or refreshment in relation
to slowing the heart’s beat. This interestinglyorestes with Samuel’s perception of the
main function of music in general, also with regé&wchis own compositions and solo
performances. It is a concept of music as refrgshand uplifting, entertainment

performed in order to forget about daily worriesl amxieties. It would be possible to
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understand the word cooling in a traditional riter@mework too, perhaps, where hot
and especially hot or “boiling” blood is traditidlya conceptualized as ritually
dangerous among Pedi and should be cooled. Atthe sime, it could be seen within a
modern secular capitalist framework of busyness aomhomic stress compared to
relaxation? And it is within this framework that Samuel artisted it another day.

Music making has another important individual aadial function in his view.

LSK: I mentioned the verse inside the Bible.

VZ: Yes. Jacob 5.
Yes, verse 13. | mentioned it inside the BiblewBen somebody is in pleasure he must, or she
must sing. So we do the same. When we are happygvéhe song... for the joy. For the joy. To
forget... to forget the bad things... To avoid.atoid to be around there and then talking about
the people and gossiping about them... judge thén].To keep ourselves busy with music.

| see. OK. And what about the beat of the heaot? rMentioned something like that...
Hm...

What did you mean by this?
Hm... Just like when we are sad. Somebody is tatkia vulgar words to you and then you see
you are hurt inside you heart. You sg¢e? So youdecide]to go to... [Y]Jou must go to church.
So that you cafgo] to sing. Sometimes your family... they make ydwasa then you say: ‘No. |
right go to sing... inside the church.” And theruyforget everything. And then when you come
back, and then you will see, you are well or yoa @ght... because you meet some other people.

This is interesting.
They say: ‘Man, leave that thing.” Because yougoing to talk to other people. You dayj: ‘I
am coming from my honje.] my wife[did this and this] Just like that. They say: ‘Man, forget
that.” Then[you] sing. Then you forget easily.

| see.
And then... Now you enjoy music and all the timside your heart it is music. It is music, it is
not topics[grievances or gossips]

(10 July 2008)

0 Comaroff wrote about the word ‘madi’ meaning bbtt, blood, money and associated with red colour
in her study about Tshidi Zionists (Comaroff 19854-175, 223). She wrote about this concept as
expressed in symbolic colour usage among the Zomikere red was rejected. Kiernan wrote about the
colour symbolism in clothing among Zulu Zionistsewl red and black were rejected too (Kiernan 1991).
Red and black were avoided in the ZCC of similasoms. The word ‘madi’ exists in Sepedi and Samuel
used it referring to blood in his sor@enwamad{meaning The one who drinks blood), on his album

Mmamona
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In course of the participatory musical performanne forgets about daily problems, he
suggests, and daily struggles. Music generatesiyo$eelings of the whole sensorium.
Samuel often emphasized the sensory or ‘sensatigoality of music making. Its
essential quality lies precisely, for him, in if$eet on the whole sensorium, body and
mind. As such it functions as a both a healing@anecreational activity.

Finally, Samuel explained the actual selectionhef tusic, giving an example
of mpohq though he did not mention it at first. He gavdedailed explanation of the
process of adoption ehpohoand of the transformation of its performance ceinteom
a beer drinking music into music of ZCC where heereplaced with ‘blessed water’.
The following passage interestingly demonstratssumderstanding of South African

cultural identity too.

LSK: Because, you see, the Pedi people. The Pedi p&oplet the same with Shangaan or
Ndebele. You see. They got their culture... gat then culture. Or just like on the weddings to
see..[...] An example. On the wedding they got their owruceltSay, before my children goes
to... to other family he must pay lobola or theystralaughter the cow.

VZ: | see.
When we are going to the culture... Our churche.taok the culture of the people there. He
[bishop] knows exactly what the people need. Sometimebishiop listening when the people
they are... they are drinking beer or alcohol. Wkag they sing thergfaughing)

Ye, what?
What? The song what they sing when they are dignkibeer. You seegf?..] When they are
drinking they want to sing.

What do they sing?
They sing music with their mouth.

What? Which music?
[...] So our bishop is listening to this people: ‘Orstheople they love music!’ They are singing,
just clapping their hands, just like doing the same.] In the shebeen or elsewhere, when we
are on the wedding, when they are drinking.

Yes.
[Bishop says]‘So God... So this people... To make this petiplee joyful and love the church |
must come forward with the things they are doingmthey are drinkingl must introduce this
music into the ChurchBut here | will not allow them to drink... becaubey are going to fight.’

(10 July 2008)

What Samuel is saying, in sum is that based onetigting popularity of a certain

musical activity among Pedi people the Church lpstiecided to introduce it to attract
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potential members into the Church. Its particul@rf@rmance context was then
completely transformed and endowed with new cultom@anings. However trivial and
repetitive this explanation seems to be, its egdemiessage about adoption of
traditional material and its transformation intoamneeligious context is one of the most
valuable things | learnt about music in the ZCCrchuand it is confirmed by all other
findings.

Samuel continued by exploring the notion of ‘blessater’ and ‘holy tea’. His
explanation is ‘confused’ in the conventional tlogital sense as he mixed the Old
Testament Genesis story about creation of the w@#thesis 1: 2) with the beginning
of John’s evangelising in the New Testament (Jahh) And added the ZCC concept of
water as a seat of ‘spirit’ or ‘moya’. ‘Blessed’ ‘twoly water’ and ‘holy tea’ made of
that water were of central importance not onlyh® ZCC but to Samuel’s own concept
of musical creativity. As | write elsewhere he st drinking of ‘holy tea’ as primal
source of his musical inspiration for the compositof his songs.

He developed his interpretation of the constructbrihe ZCC repertory here.
Again, it was the bishop who decided to transfammpractice (of drinking tea) in order
to save the people from evil (drinking alcohol) aisb to keep them happy through the
musical performance. The musical performance sheeide as a medium of recreation

instead of alcohol, in other words.

LSK: [You give them water]nstead of alcohol. Blessed water so that they rfillst..] their
hearts[...]. You see... | mention: ‘In the beginning was tl@dw. mantSu’ And: ‘There was
moya on the top of water, in the wat&r[...] MantSu wa Modimdin Sepedi word of God]So it
was on top of the water. So it was inside wateat Word of God. So now, when we drinking the
more water and then... you heart begin to be plesakuYou see? And that water is blessed and
then it got nie alcohol things.

VZ: | see.
So...[I am] knowing everything because of this holy tea, y@a? seomebody who drink more
beer...[...] So bishop he looking at this people dsee thatlthe beer destroy these peofjlde]
know: ‘I must do the tea. The tea. | must blessteéheso that they can drink more tea and then
fill inside their body so the heart can be pleaslad the time.

]

1 John 1: 1: “In the beginning was the Word, and \fierd was with God, and the Word was God.”
Genesis 1: 2: “The earth was without form and vaity darkness was over the face of the deep. And th

Spirit of God was hovering over the face of theessit' (English standard version).
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So we pull the people from the bad things to thhtrihings... with music. They lojke] singing
when they are in the shebeens.
(10 July 2008)

A question about the choice of particular kind afsie remains. Why this kind
of music and not another? Samuel’s explanationithatbecause the bishop wanted it,
first, to attract the people to the ZCC and, secdadsafe them from a problematic
environment is certainly relevant, at least as Saswnderstanding of the situation,
but |1 would argue that another logic was at plag. tth is clear from the following
quotation that particular elements of the tradaiorepertory were chosen based on their
wider cultural meanings, which were to be continieglde the church. It made the
Church’s religious practice more accessible, on dhe hand, but also distinctively
African. Though Samuel mentioned a “mix” of inspioas, the ZCC has mostly drawn

on Pedi tradition and partly on neighbouring cudturaditions.

VZ: Do you sing exactly the same songs as the peoparsithe shebeens?
LSK: Eh, mix, Sepedi and Sotho, Swazi... They are metigres together. Do you see what in
Dennilton they are singing?

Yes.
The elderly people, the women they sing and thew darry the sticks|...] You see. It is a
culture music. And when we are talking about mpdhis, just the same, it is similar, but it is
really same because there they are singing andsprétie Lord. Instead of praising the Chief,
they praise Lord. Because our lyrics is praying é2hof this place. Instead of praying the Chief
[...] we put God(Singing as if he was performing®od, he got powey...] drive us from the evil
things to the right things...” Just like thét.]
[...]

When you were talking about mpoho you were talkimgut people... who want to look

like... ‘ugly’.
Yes, yes.

Why? Why ugly?
You see, because they want the people to be lagighiththen forget the things that is... the past
things. You see? When you are happy and then yosnaiting or you are laughing, you see, you
forget the things. Just like when the children thetyone day off... the children they are wearing
the big trousers...

(20 July 2008)
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In case ofmpohothe ancestral worship and chief praises were gibdtransformed
into worshipping and praising God but also the tywshas a chiefly personality
representing paramount secular and profane aughiarithe traditional sense. Samuel
mentioned a practice of making fun duringpoho performances. The word ‘ugly’
means funny, crazy or generally laughable here rafers to a traditional practice
transformed into religioumpohoof dressing up in a funny costume and playing junn
theatrical scenes. Again, the religious messageti€ontained in the lyrics only, but in
the very sensation of the performance as a reoredtand refreshing experience. These
cultural continuities between the old traditionahgiice and the new ZCC practice
operate on different levels of the musical perfanoea

The actual effectiveness of various ZCC musicafgoerances and genres was
enabled and enhanced by the pre-existing culttmattsires in its members’ minds and
bodies. By cultural structures | mean various kinfigultural concepts and practices,
namely the concepts about and knowledge of paaticoiusical structures and the
habitus related to their performances. Thus the Z&g&rtory was virtually built on
what had already existed in its potential membkrsgiwledge and practice for a long
time. It assumed this previous knowledge. ZCC'seesal appeal for its potential
members was basically built on it. It drew on fegd of familiarity with and tradition
of certain performance practices, namely missionaagition of choral singing of
hymns and choruses dating back to th8 déntury and pre-colonial local Pedi tradition
of musical practices related to ancestral worshig ehief praising. The ZCC repertory
and genres were not exhausted by these two sobutekey certainly constitute a core
of ZCC musical practices.

Dedicated not to end up preoccupied with the ggagcal and cultural ‘origins’
in order not to fall a trap the worn out scheme&koltural mixing’ and ‘hybridity’ (see
Lucia 2005a: xxv-xxvii), | would like to emphasiiee actual overall coherence of the
musical practices. The familiar songs from the ioaf contexts were gradually being
endowed with a new cultural meaning and their nexfgpmance context lead to
transformation of the original repertory into a ndistinctivelyZCC styleon the level
of cultural meaning, musical behaviour and soundige Merriam'’s triad (Merriam
1964). This process, which has taken decades girc€hurch’s conception in 1924 (or
1910 as it is usually given by the Church membeaset on the time of its founder’s
initial vision) did not take place in isolation, caft was continuous, adopting and re-

creating new songs and styles and transforming timtman ZCC style. Despite a

- 186 -



certain conservativism, not unexpected in a ritgitext, it could be claimed that the
repertory remained open and extraordinarily flexibd allow such changes and new

transformations.

Contextualizing ZCC Music:

Hazeldean and the Downtown

In this section | am going to offer a brief destidp of my observations of ZCC
musical performances and performance contexts énpamticular congregation where
my knowledge of ZCC musical culture started to fand later developed. | provide a
description of a typical Sunday service based onobgervations over a longer period
of time. Its aim is to make the previous gener&brimation and interpretations more
concrete and to set them in a proper performanoégegb As an example it does not
offer an insight into all genres performed in théZbut it gives a good idea and, in
fact, it is quite representative of the most comrsetting in majority of smaller ZCC
congregations scattered around the country. | coatby discussing the development of
my research of the ZCC music pointing to particigaoblems which open up new
guestions such as fixation of the repertory inuakend recorded form, changing ways
in musical reception and consumption and commedistibution of the recordings in
relation to the live transmission of the repertduying non-liturgical ZCC gatherings.

| attended ZCC worship for the first time in Mar@006. | was invited by
Samuel to Hazeldean congregation which met in aan@mned Hazeldean Primary
Farm School about 30 kilometres east of Pretoraye8unday. The worship was about
four hours (two in winter time), beginning at ab@ub’clock in the afternoon. | visited
the congregation and attended the Sunday servige times in 2006 and then
repeatedly in 2008 and 2009. Compared to Mamelodiwas a small congregation of
less than one hundred members. Women constituteghly two thirds and men one
third of the congregation. Samuel was one of alfiwet priests leading the service at
that time. He stopped going there when his memiemshs suspended temporarily in
October 2006 but he went there in 2009 again wigh though he was no longer in a

position of a priest.
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My position was that of an honorary guest in thgitwing but, although my
visits were not regular and had long pauses betwedhe subsequent years my status
changed and my presence was kind of taken for guldmy the majority. | became partly
involved in the normal proceeding of the worshigirsj among men in the male half of
the church/classroom (not in front as a guest) glouhat they were doing, trying to
sing, and | was being ‘prophesized’ several tinoes(this is explained below) which |
consider as evidence of my partial insidershipakwlways accepted on very friendly
terms by the priests and by the congregation alikeugh | could feel quite
understandable alertness especially in the beginaimd even later, from some people.

Moments spent in Hazeldean are among my most iatessearch experiences. |
reached a kind of deep immersion in the long momaadta kind of total concentration,
nevertheless trying to remember as much of my ehtens as | could. | was never
allowed to record or shoot a video and | did natevany notes during my stay there as
I did not want to disturb anything or anyone. | aj spent several hours writing notes
later when | returned to Pretoria the same dap@next morning.

My brief overview of musical activities before addring the Sunday service
there is neither an ethnographic snapshot, as imyseurrent knowledge to interpret
some observations already, nor a ‘thick’ descriptias | skip too many things. It
provides a basic overall picture of the contempoeaEC practice as | witnessed it, and
although it is the first such description it rekate the information that can be acquired
from reading previous studies (Sundkler 1961/1%4&nan 1976a, 1976¢, 1978, 1988,
1990 and 1991, Comaroff 1985, Skelton 2009, MaZhEB). It is important to write
about this particular congregation’s practice,tasas the environment where Samuel
belonged as a priest and the place where my kngeletiout ZCC musical and wider
cultural practices began to form.

Of the main ZCC choirs/genres there wé&emale choirand mokhukhu choir
only (see Figure 60Mpohowas sung by the whole congregation in the begmomat
the end of the worship. Neitherale choirnor nkediwas found there and obviously no
brass bandBefore the service started, both choirs perforsehrately outside, women

closer to the L-shaped building of the Primary, naelittle bit aside forming a single-
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row circle® ‘mokhukhs’ might have performed for the whole night fromtuday to

Sunday already, then rested in the morning andiraeed their sung and danced
worship again before the service started at 2 okclm the afternoon. | never saw
Samuel performing with them although he used teab®member oimokhukhu choir
when he was younger (see Figure 31) (and | sawpleiformingmokhukhustyle later).
As a priest he was spending the remaining timerbefwe service with the rest of the
priests, sitting on small primary school chairskitey and drinking ‘holy tea’ or ‘holy
coffee’ in an abandoned classroom (different frbvadne where the service took place)
or in front of the building. | could be with them @lk to other members, who were not
performing, or just observe. (Interesting discussioccurred sometimes, as the one |
mentioned in the preface, for example. Later whersited the congregation without
Samuel, it gave my time there a different dynamic.)

At about 2 o’clock both men (with boys) and womewitlf babies and girls)
entered the church via two separate doors. Womee wieging and dancing when
entering the church/classroom. Men were enterilegtsy, as usual or they joining the
women inside. Women and men assumed specific ségnuénthe room’s space:
women left and men right along simple benches ggdiinto rows behind each other or
plastic chairs facing a table covered with a witielecloth, which served as an altar.
Chairs where the priests were sitting or standiegevsituated behind the table against
the wall facing the congregation. The basic stmectf the service consisted of regular
parts where singing complemented and often inteeduphe spoken word. The
interaction between the speaking person and thgngjrcongregation was very close,
generating a constant interaction. These were lysmadiated via short spoken calls
and responses, “Kgotso wa Morena” (in Sepedi, Téace of the Lord) — “Amen”,
“Kgotso” (Peace) — “Amen” or “Ke a leboga Morend@h@nk you Lord) — “Amen” etc.
These calls also worked as expressions of mutsarasce.

The spoken part began with a reading of the sésvm®gramme by a secretary
or an MC called ‘maswara marapo’ (in Sepedi, todhthle bone, bone referring to a
microphone here, though he held no microphone)erAft song a priest known as

‘moruti wago bula’ (in Sepedi, an opening pries@leomed and greeted the whole

%2 There are even visible traces after thekhukhu choirircle in the satellite photograph on Google
Maps on the Internet. Look for Hazeldean Primarym=&chool. It is actually wrongly indicated there,

some 100 metres east of the actual building.
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congregation and visitors and initiated a song metones, on another occasion, the
congregation did. A collective prayer followed, kpon y aloud while everybody was

kneeing and bending forward (both doors were cldsethe time of the prayer). People

were otherwise sitting on benches or some womeachairs for most of the time. The

opening priest thanked the congregation and ther ghests for coming and introduced
the next part. Brief reports about money colleiéor various purposes and volunteer
work for the church were read by two or three aadynmale members, followed by a

collection of money (children and women were waikon their knees up to the money
box, men were walking normally on their feet).

Having read a passage from the Bible, the samstghen gave a sermon on it.
While doing this, | learned, he may initiate songshe congregation may interrupt him
at any point. When he finished, a song was sungwwadr three other priests followed
each other always reading a passage from the Bildepreaching on it. The last and
main priest called for a prayer of the same foragtn the beginning, and the service
culminated in the main priest's praying for theksi©ne of the three most important
healing songs was sung at this moment. Songs Weme Ke na le molisgNo. 111 in
Lifela tsa SiongHymns of Zion) hymnbooR, in Sesotho literally meaning, | have a
shepherd or The Lord is my shepherd)Utloa sefefo sa moe@No. 291 inLifela tsa
Sione in Sesotho, Hear the wind of the spirit);nopohocould be sung at this point, too.
The Benediction followed, said by the same priébe whole congregation stood up
and performednpohgq singing and clapping their hands.

All these activities were constantly and activatyerrupted by the apparently
spontaneous singing of hymns and choruses, which lmae been initiated by any
member of the congregation or any of the priest& 3inging was always collective,
sunga cappellaby both men and women. Women seemed more activetiating the
songs, with the exception of the final shmgpohoperformance.

The sermons always took the longest part of theleviservice and were
interrupted by collective singing many times. Tlpart of the service was also
constantly interrupted by ‘prophets” cries andesens. The ‘prophets’ were mostly

women who fell into a state of religious ecstasyl after having called out an

% |ifela tsa Sionehymnbook is in Sesotho using Sesotho orthographigtwdiffers from Sepedi or
Sesotho sa Leboa. Thus lifela in Sesotho, pronalasedifela, is written difela in Sepedi or Sesatho
Leboa. As the original source of the hymns is isdBao, | use the Sesotho orthography. Singulaifedél

is sefela in both Sesotho and Sepedi.
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individual from among their fellow members (priestsluded), and accompanied by a
witness, went outside to prophesize to the choses.cAfter some 15 or 20 minutes all
three returned. (They prophesized to the persoyn ¢hese — they came to him or her,
they bowed and clapped their hands towards theopgtsen one witness was needed,
they all went out where all three kneeled down hedds towards each other and the
prophet prophesized — in my experience, quite arsalic set of prophecies.) When the
service finished and people left the church/classrahere was no more singing
outside. People then waited in a row in order totgeir ‘holy tea’ or other items
blessed be the priests or to get a special bleshmgselves (see Figure 61). They
slowly disbanded, either walking away to their hesig the farm area, or driving their
cars and giving lift to others. Everybody was gevithin not even an hour after the
service.

My understanding of the music performed on thisasaan grew very slowly as |
was rather confused by its diversity and yet steafagniliarity (of the same kind |
experienced with Samuel’'s photographs) in the begm | was inhibited by lack of
recordings and by my inability to understand thegleage (though the whole worship
was being simultaneously interpreted for me intglish. | gradually acquired partial
understanding based on repeated detailed ethnagrapbkervations of other services,
careful listening and watching of audio and videmwordings which turned to be
available on commercial CDs and DVDs, studying #@C hymnbook and, most
importantly, spending hours discussing the musacal wider cultural ZCC practices
with Samuel and a few other people.

Only in 2008 did | realize that many of the hymuosg in the church actually
come fromLifela tsa SioneOriginally conceived by French missionaries af taris
Evangelical Missionary Society in Lesotho in thé"1@ntury, the first edition was
published in Morija, Lesotho in 1844, and it hasrbeeprinted almost every year since,
going through many different editions right up k@ tpresent day. There was a special
version of the hymnbook for the purposes of the 4€iGted by Morija Sesuto Book
Depot in Lesotho (see Figure 1). The edition | hgekis bound in a green cloth with a
silver star and writing on the front page, bothegrand silver being important symbolic
colours of the ZCC (see Kiernan 1991). It contalggcs in Lesotho Sesotho
orthography only (not South African Sesotho) andsitidentical with the Lesotho
Evangelical Church’d.ifela tsa Sioneas far as actual songs included is concerned, as

well as their order. There are alphabetically anematically structured lists of the
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songs, and the Ten Commandments, a Christian Créwd,so-called Greatest
Commandments (Matthew 22: 37-40), and the Lorday&r are added at the end.
These might not, however, be included in non-ZCGsie@ of the hymnbook.
Everything is written in Sesotho, which is easihdarstandable to Pedi members of the
Church despite the slightly different orthographg, both belong to the Sotho-Tswana
language group.

Although the hymnbook could have been easily boughZCC centres and
special shops owned by the Church and was quitedaible (mine bought in 2008 was
R56,80), | have never seen any member holding yhenhook during worship. It poses
a question about the nature of its actual use. $hmdicated that about 55 of the 449
hymns were sung in the ZCC, and given his musicaipetence and knowledge as an
old and active Church member and a priest | imatiirenumber to be rather accurate.
But even these 55 songs were not sung the waywbey written. As | am still going to
show, the lyrics were more likely to be kept thaeladies, which were constantly re-
formed. But even the lyrics underwent changes ia #ctual performances. This
disconnect between the written fixed text — pulddhscrupulously in the same
hymnbook from year to year and sung in other chescBuch as the LEC in Lesotho
more or less ‘verbatim’ — and the actual perfornearscvery interesting, pointing to
creative transformations of the original. | beliegbhat the materiality of the hymnbook
as an object played a rather symbolic role, pdrdged on the presence of the word
‘Sione’ or Zion in its title, more than a practicahe, within the overall ethos of the
ZCC2* (This would be a theme for further research, thoug

It was not easy to buy the hymnbook, for me asramember. When visiting a
special ZCC shop called ‘Kgotso Family Store’ (iep8di kgdtsé means peace but is
also often used as a form of greeting among ZCC leesnin Van Der Walt Street
(today Lilian Ngoyi Street) in Pretoria in 2008 twiSamuel, | was not allowed to buy it
as a non-member and Samuel was not either, asdnsoership was still temporarily
suspended at the time. Someone else finally baudiiit me a couple of weeks later. It

demonstrates the line Zionists draw between membed non-members (Kiernan

° To make a comparison, the same or similar hymnsooften containing tonic sol-fa notation, were

widely used by Catholic church goers in Lesothaveen 2005 and 2011. | attended services in Maseru
Cathedral and in Semonkong Catholic Church seviamas and | could see the hymnbooks being
actively used for singing. It naturally is the oakrethos of both churches what led its members to

opposite practices, not the African origin of thembers as someone might tend to claim.
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1974). Of courselifela tsa Sioneconstituted just one part, albeit ritually a very
important one, of the repertory, but as it wasahly part of the repertory which was, at
least hypothetically, textually fixed it was impamt to get it. It became an invaluable
referential source during my research as | coulhg$ check whether particular song
belonged to the hymnbook or not and compare theqatiand the actual version of the
text and of the music. It helped me to identify S@ngs which were being sung in
course of the worship and which could well excelityt during a night vigil, for
example. It helped me to recognize a distinct stylperformances difela or hymns
comparatively to other hymns which were hfgtla, and to choruses.

There were many stall-holders selling pirate CDd &VDs along Van Der
Walt Street, including a lot of ZCC music, thereattract members of the Church who
flocked to the ZCC ‘Kgotso Family Store’ in largambers. | found ZCC commercial
recordings in regular shops, too but they werepaot of the usual offer. The prices of
the CDs and DVDs were fairly low on the street ewbR35 for a CD and R50 for a
DVD. In regular shops the CDs were often sold asbmut R50 or even R100 for three
items. The sellers clearly accommodated their pricethe limited possibilities of the
potential buyer€® There were several series of ZCC recordings bustne them
maintained a distinctive and unified ZCC designichlpoints to the notion of ZCC as a
commercial brand. Though it must have been a vesfitable industry, no performers
were ever indicated on the recordings so | am u who benefited from performing
royalties, or if anyone did. (Based on my prelinnjnabservations ZCC musical
industries could be another topic for further resleawith a potential to reach far
beyond the usual market surveys.)

| bought virtually all ZCC titles available on timearket at the time in order to
get the broad a picture of the repertory as possiater | went through the CDs and
DVDs with Samuel discussing all the songs one bg. dnterestingly, Samuel knew
many of the recordings and he was often able totiiyethe choirs, even though they
were not indicated on the cover, showed that tlcerdings were widely circulating

among ZCC members, and although they may have woea the CDs or DVDs

% According to my observations, an average new comialeCD of a contemporary popular South
African musicians could have been sold between Ri@DR120 at the time. New CDs of not so popular
musicians could be bought for about R70, whilepgheved stars were sold for as high prices as R180 o
even exceeding R200. The prices decreased betW@®&nahd 2011 considerably, though.
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themselves, they knew them quite W8Il could notice that this kind of music was
often being played or screened when | visited peEsphouses in Mamelodi and
elsewhere. It suggests a similar pattern to the B@@nbook. Though not many people
actually hold the material physical print or redag] they all know it, as its contents are
part of the live culture of the Church.

Different kinds of Church non-liturgical gatherings ‘makgotla’ were pointed
out by Samuel in 2009 as an example of the liveuoellof the Church, serving as a
platform for the exchange of new musical ideas. @heghem was the so-called
‘lekgotla masogana le makgarebe’ (in Sepedi, gathesf young men and maidens).
Besides other things, it was a large gatheringhafire from different congregations
falling under the Mamelodi headquarters from Soghaa, Atteridgeville, Mabopane
and elsewhere, which took place a couple of timegear. Though the choirs’
performances had to follow certain rules and muost for example exceed the number
of songs prescribed by the priests during theifgperances in the Mamelodi main
church, Samuel denied that the gathering would lwavestituted a competition. The
choirs always tried to surprise with new arrangetsen the old songs, he said, or with
new compositions based on Biblical or other veraesl, that their achievements were
rewarded by, for example their inclusion on recogdi Thus a further transformation of
the repertory and a higher quality of performances vencouraged. Samuel attended
these events and he mentioned that he knew theschroim there. His ability to
remember the distinct style of the choir or anregeament of a popular song helped him
to identify the performers on the recordings tHers possible that other members were
capable of the same too.

Questions of musical exchange and the distributiomusical knowledge arise
here, and it is clear that the ZCC with its varidusctions also served as a powerful
platform for this exchange and distribution, analagyto secular choral gatherings and
competitions elsewhere in African society. Compaedy to the secular school and
adult choir competitions, however there naturallgswno problem with Eurocentric
standards and prescribed repertory, which have be@ontested in the secular context
(Ndlovu 1995 and 1997).

In this chapter have | tried to provide an ethnpbreally based outline of

concrete contexts within which ZCC music may befgared, distributed, and

% Brett Pyper described similar practice for a centd jazz ‘stokvels’ in Mamelodi (Pyper 2014).
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transmitted, as | observed them and as | discuiseah with Samuel. Hazeldean
congregation was an ideal research site because mbderate size and because it was
a congregation Samuel belonged to at the timeefakearch. | could observe how the
most prominent ZCC genres fit into a context ofefigious service in a particular
congregation. Besides local congregations, the 2C@&irious functions encouraged
exchange across congregations and regions. Thisarge was further enhanced by
commercially distributed recordings, though theimership, similarly to the ownership
of the printed hymnbook, was rather limited amonglirary members. These

observations cannot be pursued here but pose gung$tir further research.

Performing Lifela Slowly and Fast in Lefiswane

It took three years before | finally got a chan€elwooting a video of ZCC worship. It
was an unexpected opportunity and it came at awhen | had given up hope of doing
so. It was not a regular ZCC service but a privameily ceremony of unveiling family
tombstones, to which | was invited thanks to Samiliee actual video shooting was
part of the invitation, which gave me an unlimitadcess to shoot and record just
everything | desired’ The event took place in Lefiswane in Mpumalangsiall town
about two hours drive from Mamelodi, to which wavelled with a group of 13 other
ZCC men and women from Mamelodi on the evening atur8ay 8 August 2009 in a
hired minibus-taxi. The event consisted of a nig@C vigil held in a tent in front of the
house and an early morning ceremony in the localetery where four tombstones
were unveiled and where our group participated galeith the family and other local
people. The vigil and the ceremony were lead byroaeé and two other local priests.
A cow was slaughtered by the family the day betord the meat was boiled in several
huge pots overnight. After the ceremony in the denyethe meal was served and our
group left for Mamelodi.

Apart from the fact that it was a one of the mosémse experiences for me, it
was a significant research event with regard to s participation in it. Samuel’'s
roles as a solo singer and accordion player and asember of ZCC unexpectedly
overlapped, so that | could observe and later aealye nature of his individual musical

creativity within a collective and ritually structd performance. It was a moment of a

" The family got the DVD with my video the followingeek.

- 195 -



direct intersection, in other words, between indliEl agency and collective
normativity. | argue that the situation need notdpproached as a clash of opposite
interests but rather as a space of negotiatioa foutually favourable relationship, and
this is the way | analyze Samuel’s musical involeetrin the event.

While Samuel’s subjectivity had for years been pmated by his membership in
the ZCC which, as | argued above, resulted in imtieation and embodiment of the
Church values and practices, partly via musicafoperance, the ZCC ritual as |
witnessed it in Lefiswane, turned out to be flegildnough to allow an individual
musician to perform the Church songs within a ¢iical context. Such a situation
would have been out of question in the context piilalic ZCC service in Mamelodi or
Hazeldean and could probably only have occurrea iprivate religious ceremony,
because of its irregularify. This raises wider questions about the role angipitisies
of an individual musician in a collective normatietructured musical practice, and
the flexibility of ZCC congregations.

The event as | captured it is extremely compler@y put, there is so much
happening at every moment that it is impossibléryato represent it chronologically
here. Instead of giving a superficial descriptidntiee whole event, | focus on two
moments only, the two (repeated) performancesreetprominent songs. Two of them
are meant for healing, within the context of théemive night singing and the context
of the ceremony of the unveiling tombstones in ¢eenetery in the morning, where
Samuel played these songs on his accordion accgommgathe whole congregation.
Through the performances of these two healing sbngaild like to show the nature of
Samuel’s individual involvement in the wider ritua¢érformance setting of the ZCC
worship.

As noted above, two healing songs occurred in tmext of the regular Sunday
ZCC service in Hazeldean, where they marked thmaoli of the service before it
finished:Lifela tsa Siond .11 Ke na le molispand 446 (tloa sefefo sa mogaBesides

these two, another sefela, number R@ltla tseba joang hoba ke tSoaretgblew will |

% The notion of private could be criticised as abfematic term here. Though the event was organized
by the family, it was an open event structured Bngnways as a conventional ZCC service. So by the
term private | try to express the initial motivatiand the overall setting of the ceremony for ulivgi
tombstones of deceased family members. From angéepective, we can see the ZCC structures
flexibly accommodating to the private needs of mifa ceremony, moreover marking a kind of ritual

traditionally associated with ancestor worship.
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know | am forgiven) is considered a prominent aoavgrful ZCC song, though not
directly a healing one. All three songs are amdmgmost popular and widely sung and
re-arranged songs in the ZCC, and far beyond. Mansions of them can be found on
the Internet performed by ZCC and non-ZCC choid solo singers alike both from
South Africa and elsewher@.

| am going to describe the way these songs werg during the night vigil and
during the ceremony in the cemetery and the imnteditual context within which they
were performed. | included performancesKef tla tseba joang hoba ke tSoarettoe
as it is relevant to the very last chapter of tha serving as an introduction to it.

The night vigil started in the large tent, whichsagrected on the left-hand side
when facing the house, as in a usual service. et about 40 minutes the whole group
of Mamelodi ZCC members in ZCC khaki uniforms aadal people in normal clothes
went outside and first continued singilifigla and then switched tmpohofor roughly
40 minutes. They were singing and dancing in thrd yafront of the house. Thdifiela
were initiated again and the whole group slowlyeesd the tent singing, just as a
regularly structured service as | outlined it foazdldean started, taking almost three
hours. There were chairs on the right for the womvbo were sitting on them wrapped
up in blankets against the cold of the winter nighstanding and moderately dancing in
front of them during the service. There were fealeairs on the left side for the men
who were mostly standing or dancing immkhukhustyle along with the collective
singing of a long series of hymns and chorusesrradtely initiated by women, men, or
priests. There was a table in front, behind whiuh priests were standing or sitting. A
powerful light bulb was brought in and put in frasitthe table so the space was not
completely dark. The service took over three hodisen there was a break for
refreshment, after which some continued singing dadcing and others relaxed. |
spent the rest of the night in a nearby encloswuadenof tin and wood where meat was
boiled on a fire so that | could warm myself upsiort morning service was summoned
before 6 o’clock in the morning, after which theakgroup of people got in minibuses
and cars and went to the cemetery.

My position was clear and | was well accepted. @quosntly, | felt very
comfortable there. About two hours into the servisemuel made a speech. He

introduced me, talking about my research and abwpromoting ZCC music abroad

% The songs are freely available on youtube.consawvehere on the Internet.
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where they never heard of the Church, and aboutngak DVD for them. About half
an hour later | was called in front by the maireptito introduce myself and explain my
presence there. | discussed my research interesteimusic of the people and my
gratefulness to be there. It was followed by a kfigrhymn Molimo re boka wén§we
thank you, God), suggesting a positive feelinghef tcongregation towards me.

The proceeding was structurally similar to the Hdean but there was much
more of the singing and dancing and less readidgpagaching. Unlike Hazeldean hand
clapping was part of most of the songs and ondé@fstomen wore shakers on her legs
producing a rhythmical sound as she danced dunegongs. The songs were initiated
by individual singers. They were sung in a call-aesponse structure. The call was
always sung fast, while the choir which followedthp call sang much more slowly. It
generally applied thaifela were sung rather slowly while choruses were faatet
accompanied by hand clapping. There were diffevemts of interaction between the
lead singer and the congregation. When the leagksimade a mistake in the order of
verses, for example, the congregation followed himus the call-and-response bond
proved stronger than the ‘correct’ text. That dat necessarily mean that a notion of
mistake did not exist. It happened once that adeads not certain enough about the
melody or words and the song finished in a dead ®edses were often repeated or
shortened, switched or omitted. The same appliedhole strophes. Songs were cut
into shorter parts and distributed in between pafrtee sermon, for example.

There were also moments when someone tried to tahens an unknown song
so that it was possible to listen to the actuaknied process in the course of
performance. Though | noticed a limited number xifaordinary singers and leaders,
Samuel among them, the singers alternated, allowhegless skilled and gifted to
initiate and lead the songs too. Besides, thereamasitimate interaction between the
congregation and the priests who sometimes initiatesuggested a song too.

The fact that some songs were considered to bengestings does not mean that
they were sung during the healing only. They wargaited almost from the beginning
of the service and their function simply was tol dake ‘spirit or ‘mdya’ to the
congregation, in fact their singing heralds arriwfithe ‘spirit’. It generally applied that
the longer part of the song was sung and the movedys the more likely it was that
someone fell into religious ecstasy believed tokithe presence of the ‘spirit’ in the
congregationKe na le molisa(sefela 111) was initiated for the first time ab&0

minutes into the service hyokhukhuman. He sang the first verse fast and then the
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congregation followed in an extremely slow tempbe Teader basically limited himself
to initiating every second verse and to not so pmemt melodic ornaments against the
slow and flow of the mixed choir singing in a pgithprovised multipart style. Two of
the seven strophes were sung only before the pniestupted with his speech. No one
fell into ecstasy yet.

Ke na le molisas a hymn based on Psalm 23 and as such it ipalggohymn
expressing the deep hope of the believer that Gchewer leave him or her even in
the most difficult situation. The teXf was carefully followed during the performances.
The music, on the other hand, completely differexinf both versions written in the
notatedLifela tsa Sionédhymnbook. Interestingly, the song was sung ini@etrmeter.
The complete Sesotho text and its English tramsiatogether with particular pages
from the ZCC hymnbook can be found in the Apperilixrhe video can be found on
the accompanying DVD. For a particular track sepeéxulix A.

About 40 minutes into the service Samuel initiaseflela number 29Ke tla
tseba joang hoba ke tSoaretsggow will | know | am forgiven):>* However, he did
not start with the first strophe but initiated aonis based on a phrase, “a wa Morena”
(you Lord) which was not even part of the text andsically differed from the
hymnbook too. Only after two cycles of the chorusgin a call-and-response style
Samuel started to sing the first strophe agairestbickground of the humming choir,
pronouncing some words at the end of the phrasbs After the first strophe two
cycles of the chorus followed and then he sangséwend strophe the same way as the
first one. After the next chorus the priest intptad the song with his speech. After two

minutes of the short speech Samuel started sirtggghorus again, but was once more

1% The Sesotho text was written by a French missionéthe Paris Evangelical Missionary Society in
Lesotho, Samuel Rolland (1801-1873). There arertwsical versions of the hymn printed in théela

tsa Sionehymnbook with tonic sol-fa notation. An Americahucch music composer and a music
educator Lowell Mason (1792-1872) is author of finst version and a Swiss music educator and a
composer Hans Georg Né&geli or Naegeli (1773-1886uthor of the second one, according to the
notated hymnbook. However, none of them is followgdhe various arrangements of ZCC choirs and
congregations and none of them is used in othenlppprrangements either.

191 Author of the Sesotho text was a French missiomdirthe Paris Evangelical Missionary Society in
Lesotho Adolphe Mabille (1836-1894). A. G. Gordsriridicated as an author of the original musidin t
hymnbook. However, the middle initial is probablyong and the author is most likely an American
preacher and a composer Adoniraontdsbn Gordon (1836-1895) whose songs can be fourathier

hymnbooks in South Africa of the time.

- 199 -



interrupted by a short priest’s speech before Safllewed up again, continuing with
the third strophe and a chorus. Another priestsesp interrupted and then Samuel
followed up with the fourth strophe, chorus, thetl&fth strophe, chorus, the fourth
strophe again and two choruses, after which anastbrey immediately followed.

During this last sung part the congregation wasvisiavalking out of the tent
and had assumed a position in front of the hous@alfout 40 minutes singing mostly
mpoho This whole process provides a clear example efway the original music
could be transformed while remaining recognizaatel the way text accommodated to
the actual needs of the liturgical moment. An itiencooperative relationship between
the priest and the song leader or the congregatespectively must be established, in
the moment. We can see and hear Samuel as a Esdepperating very well with the
priest here. According to Samuel and my observatimo, it generally applied that
when the congregation was not satisfied with thiesps’ performance during his
sermon someone just started to sing a song. ltankasd of critique. It gave the priest
time to reflect upon what he had said and thenoloédcstart anew. Or when a priest got
lost in his sermon he or the congregation coulcehast started a song so that he could
settle his mind in the meantime. As James Kierr@athamong Zulu Zionists (Kiernan
1990), the musical performance become an expressiothe state of the power
relationship between the priest and the congregafibe power is expressed through
the control over the overall sound of the congriegal meeting by the congregation,
and of the particular content of it.

The song’'s performance shows the way the origiyahrts were re-arranged.
The chorus was simply made up of the musical natefithe strophes as no chorus
was part of the original song. The call-and-respostsucture completely transformed
the pace of the original song too. Samuel was kedkand self-confident lead singer
and the choir only assisted him during the strophiéss way of singing the strophes
when the lead singer sang the text while the chais just humming the harmonies
applied to other songs too. However, | would arghat Samuel's impressive
performance as a lead singer in this song coule baen influenced by my presence or
the presence of the camera. On other occasionscedahat he was always well aware
of the camera and wanted to present himself ilbés¢ light. This song as a well known
and a popular one, was sung with much certaintglbgarticipants, unlike some other
songs. There were even moments during the servi@ W could recognize that the

gathering was made up of two different congregatimne local and the other from
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Mamelodi, which were used to slightly different egjory and arrangements. But such
discrepancies always got smoothed out admirabty fas

It is possible to see the men dancing imakhukhustyle in the video, though
they were not in a circle but stood in a row aldng tent’s wall. Some of them wore
mokhukhuwiniform, some normal clothes. Note the beginniagd ends of the singing
too, and the rising pitch in the course of the @enfance. | made the whole thing about
nine minutes long as part of the service on the ¥éRhat the continuity between song
performances and priest’s speeches can be sedrearti Samuel prominently featured
in this song, whose lyrics are about one’s anxatgl uncertainty, whether one’s sins
are forgiven or not, and other unresolved questidhe complete Sesotho text and its
English translation together with particular padgesn the ZCC hymnbook can be
found in the Appendix B. The video can be foundtlbe accompanying DVD. For a
particular track see Appendix A.

My speech was followed by a continuous block of gsorwithout any
interruption lasting for more than 30 minutes. T¢ervice was nearing its climax
marked by the healing ritual. It was started byharsinformative speech of the priest
instructing the congregation that they should galiyethe entrance to the tent and make
a circle and indicating th#te na le molisandUtloa sefefo sa moeshould be sung. He
announced that after this part the service wouldiished. It was about three hours
into the service when the ritual began. The rituhich took about 10 minutes and its
video is included on the accompanying DVD. For dipalar track see Appendix A.

Ke na le molisavas started by one of tmokhukhumen as the instructions of
the priest were still finishing. It was the samenmaho initiated this song in the
beginning of the service, and was sung in the sstyle as in the beginning of the
service. The congregation’s very slow pace of siggivas more prominent than the
solo voice of the lead singer. Samuel participadsdan ordinary member of the
congregation this time. They sang the first stropdred in the middle of the second
verse of the second strophe they were interruptethé priest. During the song the
whole congregation was slowly moving towards thérace to assume a position
facing the entrance and with their back to the tfirminthe tent/church. Their formation
was meant as a circle but given the limitation jpdce it was rather a crowd with a
space left for the priest and for the ‘patient’ sdo to the entrance. Though | was
shooting a video of the whole part, | stayed ouhefcircle so as not to disturb the most

intense event of the service, and so | did notvdest was happening inside the circle,
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neither could I film it. | suppose that if I hadwbuld have been stopped, and found my
position appropriate as an outsider and a non-membe

The priest spoke briefly interrupted by loud reawms. When he finished the
samemokhukhuman started to singe na le molisaagain and the actual healing ritual
started. The priests and the family members wesilénthe circle around the patient
and the congregation formed an outer circle crgadirsafe ritual space. First, second,
third, fifth and sixth strophes were sung very sigwaccompanied by slow hand
clapping marking the first beat of the triple metBitch was rising during the five
minutes long performance of this song. Four minutegsthe song one of thmokhukhu
man who was the lead singer of the song fell isf@ious ecstasy. It confirmed the
presence of the ‘spirit’ in the congregation butclheld not hold the leading voice any
longer. The choir adapted to the situation quiteatmly, though. It finished the sixth
strophe, omitted the seventh (the last one) and ainthe woman in khaki from
Mamelodi took the lead initiating a new song. Fajlinto ecstasy was not seen as a
problem and no one was concerned about the mahavimeir: on the contrary, it was
understood as a mark that everything was as it Ishba!®? For me it was an
opportunity to see the extraordinary ability to jgidi@ the situation in both a musical as
well as a ritual sense.

The woman then started to sing sefela number Yd@a sefefo sa moe@n
Sesotho Hear the wind of the spifity. The complete Sesotho text and its English
translation together with particular pages from Z@&C hymnbook can be found in the
Appendix B. The singing covered up the disturbingl@mations and cries of the
mokhukhuman in ecstasy and also the sounds of the heatusy.rits text refers to the
New Testament story (Mark 4: 35-41) about Jesu=psig in the midst of a sea storm
and about the hopelessness of his apostles tryingke him up. Whil&e na le molisa
was used to call the ‘spirit’ onto the congregatidhoa sefefo sa moeaas sung in the
midst of the religious ecstasy to ‘manage’ the poweé the ‘spirit which was
symbolized as the gale in the storm from the Ba@blgtory (for more on the theological

concept of the ‘spirit’ see Anderson 1991 and 2000)

192 |nterestingly, though religious ecstasy happermedeveral people during the service, there was no
prophecizing, unlike at the regular Sunday services

193 An author of the Sesotho lyrics is a missionaryhef Paris Evangelical Missionary Society in Lesoth
H. Marzolff (1854-1912). An American composer HavaRichmond Palmer (1834-1907) is indicated as

an author of the original music.
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There is a metaphorical relationship between tipgrits the gale of the sea
storm the song sang about and the religious ecsasy as an expression of the
presence of the ‘spirit’. The spirit swung the barfythe afflicted as in a storm. Thus
choosing of the ‘calming’ song was neither a caieaice nor a whim of the female lead
singer, but a conscious, albeit predictable aef;treg to the situation, a situation that is
perhaps not uncommon in such a context.

The female lead singer sang the words of the se®fiUltoa sefefo sa moea
alone against the background of mixed choir humrnttegharmonies. The others joined
in with the words for the choruses only. The fgbphe was followed by the chorus
repeating the first four verses of the six versegylchorus strophe, then the woman
took the lead again for the second strophe andlioeus followed, sung in the same
way as the first one. The song was finished byismthe second strophe again. Then
the priest instructed the congregation to singlaef®5E, joale ke tla orohawhich
basically marked the end of the healing ritual. TWele service finished within 10
minutes. The complete Sesotho text of the last sonbits English translation together
with particular pages from the ZCC hymnbook canftwend in the Appendix B.
Because of my position out of this circle | cansaly what exactly was happening
inside but the practicalities of the actual healmgceeding are not so important for my
argumentation here. The essential ethnomusicolbgicservation would be that the
singing of a single hymn covered the whole procksaving no space for speaking, it
was 10 minutes of continuous choral singing. Thegoegational singing was thus an
inherent and essential part of the ritual process reot just a sonic dimension of it —
creating a sense of mutuality mediated multisehséhrough the collective musical
activity. Pronouncing words based on one of thigjimisly strongest texts of the Bible
(Psalm 23) it helped to create the ritual spacedHerhealing. Moreover, | would argue
that while controlling the overall pace of the atuhe singing framed it in time, giving
it a particular rhythm and a dynamic.

| as an observer felt a curious tension betweenirntense excitement and
religious arousal of the moment, visibly and augitdpresented by people falling into
religious ecstasy and the drama of the healingdlwis clearly present on the video,
though it is not pictured explicitly) on the onenka and the unbearably slow and
inhibiting pace of the songs sung fervently buif @etached from the rest, on the other.
It felt as if there were two or more parallel réaB or performance frames, each marked

by its own kind of expression, not matching witlkcleather and creating a constant
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tension. | find the slowness of the singing to lotually an essential quality of the
musical performance. The more dramatic the momeas, whe more slowly the
congregation sang, as if trying to keep managinaknce. The tempo was an
extremely meaningful quality of the performancegiher words.

David Dargie wrote about the missionary approaciftecan traditional ritual
music of this kind as so hostile that it resulted an extremely destructive self-
evaluation among the African missionary followendjo denied their historical ritual
musical practices as pure evil, especially thegr afisdrums, hand-clapping and dancing
(Dargie 1997). When 1 visited him in Munich in Fabhry 2009 he demonstrated it with
an example of a small congregation of AmaZioni mnists in Eastern Cape who were
running in a circle in their long church gowns @& of dancing during the religious
ritual as dancing had such a bad name within théstn circles'®* Though the ZCC
could by no mean be blamed for ignoring Africanditian, singing of hymns,
especially from thelLifela tsa Sionehymnbook, represented a special part of the
repertory. Unlike the so-called choruses undersa®e@vident markers of the African
identity (sung rather fast in a call-and-responts#esusing a short repeated verse or
two, accompanied by hand-clapping marking every bethe music etc.), the hymns or
lifela were sung rather slowly in a dignified style amebdy pointed to another, more
orthodox ‘mission’ tradition. But | would argue thtne slow execution of thkfela
functioned as a meaningful quality in itself — as expression of continuity with the
missionary tradition regardless of the otherwise¢formed context. As such, it shows
yet another element of continuity between the old the new use beyond the simple
notion of repertory understood usually as simpgetof scores or songs. As it is in the
case of other ZCC genres such laass bandor mpohq bearers of the important
cultural elements, of continuities or discontinesti are often not parts of the score.
Moreover, while the original musical structure manged there are other elements such
as timbre, tempo or other performance variableshvhielp to constitute the cultural
meanings and thus become sites of (ZCC) culture.

In the performance | have described | could obs#meeparticular contexts of
performances of three important church hymns ddrivem the missionary tradition,
yet used quite independently and in accordancetiémeeds of the moment within the

1% The video was shot by one of Dargie’s colleagued986 (personal communication 18 February
2009).
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context of ZCC religious service. One can note, to® role of individuals in these
performances either as lead singers or priestsrdlagvely smooth mutual interaction
was enabled by the rules of well established, imtieed and embodied musical
structures constituting the relationship between ldad singers and the congregation
functioning as a choir, on the one hand, and byrdkes of the religious service within
which the music played a specific role as a mediat@articular cultural values. The
alternating lead singers were relatively free tdluence the atmosphere of the
performance by their individual input.

It could be noted too, that both performanceK®ha le molisan the beginning
and at the end of the service were initiated bystmae malenokhukhusinger and that
he was the one who fell into ecstasy during thdimgaitual. | would thus confirm
Kiernan’s observation which he made among Zulu Btsnin the 1980s that the
members of the congregation had their favouritegsomhich they liked to initiate,
basically waiting for the occasion to sing themeTémergency entry of the woman
taking over as a lead singer and initiating theoedcsong of the healing ritual could be
understood in the same way, though | cannot confirat Utloa sefefo sa moeaas
“her” song.

| can, however, confirm th#te tla tseba joang hoba ke tSoaretsegs Samuel’s
favourite song: not only that he initiated this gon the beginning of the night service
but he also started it the next morning duringddeemony in the cemetery; and it was
also this song which he played and sang on therbahurain between Mamelodi and
Pretoria a couple of weeks earlier.

The nature of the improvised multipart harmonywaéd for individual input by
other people, men and women, singing in a choirioda improvised parallelisms —
parallel pitches or intervals — could be noted imitthe basic harmonic structures.
Neutral intervals especially thirds and seventhdadtbe heard allowing for unexpected
harmonic interpretations within the seemingly ‘@alérharmonic structure. Individual

entries of short phrases contributed to the dendeiah texture of the musical flow.

*k%k

After a half-hour long early morning service in ttent attended by other people and
priests who were not present at night, the whoteigrgot into cars and minibuses and
went to the cemetery, situated about 10 minutagedrom the house. Samuel took out

his accordion and led a singing and dancing promed$som the house to the gate and
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to the cars, playing and singing an improvised somgpired by the momentous
situation, inserting exclamations about the wonde#ionists from Mamelodi and
Pretoria who came to Lefiswane. The repeated haomsbructure was simple and other
people joined him as a responding choir, improggiarmonies and literally dancing in
the cars and minibuses (see Figure 62). He cordtitmusing and play in the minibus.

It was clear that his presence as a solo music@uidibe more prominent that
day than during the relatively regular night seevikle decisively influenced the sound
of the ceremony in the cemetery with his accordiod partly also the choice of the
songs sung. On a general level we can see thatdsgal input gave the event festive
and celebratory atmosphere. On the more detailedicalulevel we can see also
substantial transformation in performances of lifeda given his individual musical
style and especially the introduction of the acamrdl would not think that the festive
atmospherger sewas generated by my presence — it was a festigeteanyway. On
the other hand, as my presence definitely inspdachuel who consequently wanted to
be heard and seen on the video, it most certainhamced the festivity of the event
through Samuel’s enthusiastic musical input.

The event that | have been describing here in sietail, the unveiling of the
tombstones of four family members who passed avesysyago, was not an event for
mourning but a celebration of the deceased. (Timd &f event is not restricted to the
ZCC, either.) It provided an opportunity to re-d¢eea sense of the family unity too.
Through the short ritual of children sitting on tigeaves the potential mourning
moments were reframed as a promise of the famiioity in the future. Besides, it
was a mark of the family’s economic achievementhasombstones, made of polished
stone in the Western style were quite expensiveerdwere family members from
children to the elders and other visitors, inclgdihe ZCC group from Mamelodi so it
became an affirmation of the ZCC community as &slbne particular familif>

Samuel began to play immediately we all got outhef cars and minibuses. A
rather informal procession was formed in the paykplace by the entrance to the
cemetery with a group of singers around him (seeifei 63 and Figure 64). He played
his own version ofJtloa sefefo sa moedhe second song of the night healing ritual.

19 One of the old men attending the night service tedceremony in the cemetery was a retired priest
who was born 1924 and who went to school with Edwagkganyane, the second bishop of the ZCC, son

of the Church founder Enganas Lekganyane and fafttbe current bishop Barnabas Lekganyane.
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Having played the cycle of chords several timesManelodi women began joining
him. The text sung was less faithful to the origitman at night. The song began by a
chorus practically using just the first verse a triginal chorus, “A khalemela leoatle”.
Then a strophe followed during which Samuel playedl partly sang selected
harmonies. Though the Mamelodi women in khaki canhbard singing silently all
eight verses of the strophe, no clear lead voicebsaheard. A chorus was sung using
the first verse only again and more people joimethis time. A strophe followed but no
words could be heard this time, only Samuel’'s choahd the others’ hummed
harmonies. In order to sing the harmonic accompeninthe people must have,
nonetheless, imagined the solo part in their miitiugh there was no singer singing
the strophe’s lyrics all phrases of the strophepdaged and sung, as if there had been
one. Creatively improvised, often parallel harmsnsung by the Mamelodi ZCC
women in khaki can be heard during some strophies.video of the whole preccesion
from the cars to the cemetery can be found on¢berapanying DVD. For a particular
track see Appendix A.

| am going to discuss some important musical aspefcthis performance that
more or less apply to other performances duringcremony in the cemetery. An
interesting harmonic tension was created by twasftting’ harmonic concepts that
occurred during the course of an often-repeatedirddycle. The accordion chord
progression was I-V—ii—V while the choir simultansly sang IV-V-V-I. Not only
were there two overlapping concepts I(IV)-V(V)-)&¥(l) at play here. There were
also two concepts of tuning. Natural intervals teimals generated by the harmonic
series — played a role in the singing, while the-foned accordion, clearly incapable of
changing its tuning to suit the pitch inflectionstbe voices, used pre-selected notes.
Thus certain notes, especially the natural third aaventh, which are at a slightly
different pitch from the third and seventh of teenpered (keyboard) scale, constituted
an essential quality of the chomlcappellasinging. As it can be clearly heard in the
video, the tensiowas most strongly felt in the third bar (or choodithe four-bar cycle,
where two or possibly three tuning/harmonic coneegpashed and continued to do so
throughout the whole performance.

(1) Samuel played minor third as part of minor second degree at that point and
he could not do anything about it because of thmmion tuning. He interestingly
preferred a minor chord to a major one here, whmlid be conceptualized as the fifth

degree or dominant and thus possibly matched tlo#’shconceptualization of the
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harmonic progression. (2) The singers, who conedged the third bar of the
harmonic chorus cycle as the dominant withadural third, tended to sing the third a
little higher than Samuel played it but (3ot as highas a major thirgd which the
dominant chord would suggest in a Western sense.oVkrall wonderful confusion is
quite clearly audible in the video, and what is am@ and wonderful to observe,
looking at the video, is how relentlessly the twmihg systems remained in parallel,
never meeting. At no point did the singers adapt ttiming they naturally chose for
themselves to fit the tuning system of the accardaccompaniment’. This suggests
that they did not see it as an ‘accompanimenttiiemWestern sense) but as another part
of the texture of sound. The procession of perfesmeas constantly passing in front of
the camera so different people were emphasizirgrdiit harmonic conceptualizations
more or less prominently at different moments & tollective harmonic sound. The
overall feeling is that of @onsciousand deliberate instability and ambivalence. The
accordion as a pre-tuned and rather loud instrureeemingly controlled the musical
situation but the individual singers competed vitisrsound quite successfully.

Aside from harmony, there was another new musipéet of the mornintjfela
performance, that is, tempo, its pace and regulafthile the night performance of the
lifela was much more flexible in terms of temporal paocd ehythmic regularity, the
introduction of the accordion and Samuel’s stylglafying completely changed this. |
emphasized the sometimes extremely slow pace ofif¢lea sung during the night
performance. Though hand clapping was presentarkea the first beats of the meter
only allowing even for minor slow downs at some neots. As the hand clapping was
done by one person only it was easy to accommddattee slowing down choir. The
situation was different in the cemetery. Thouglséheere the very same healiifgla,
their performance substantially speeded up and theat became much regular and
basically danceable given the pacing accordiongaldyy Samuel dancing to the music
himself. While people were standing still during thight performance, they were walk-
dancing in the morning in the procession.

It was the new context, presumably, that allowedthese apparently small but
actually quite substantial performance transforameti The flexibility of the morning
worship was marked by allowing Samuel to take ostihstrument and play. His
accordion playing changed various essential musispécts of théfela performance,
generating a feeling of harmonic tension and antéinge, speeding up the pace of the

performance and introducing more regular rhythmtfe performing of choruses, on
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the one hand, and for Samuel’'s dance songs, oatliee. While the people adapted to
the tempo Samuel set, however, they did not adaptig tuning, and the constant
harmonic ambivalence of the performance remainabgmt throughout the whole
ceremony.

These musical changes can be interpreted as changefural meaning. The
notes from the natural harmonic series and thersdew of thdifela’s execution were
essential, culturally meaningful qualities or eveites’ for the performance of ZCC
culture, in the immediate context of the churclvieeras powerful ritual songs. We can
say that these qualities became relativized byrtreduction of Samuel’s performance
style and by the introduction of the Western-tumeirument. Consequently, though the
song’s identity was still clearly recognized beeao$ the text of the song, its meaning
changed. This seemed to have an effect on everymnene fell into ecstasy during the
performance in the cemetery, for example.

As we shall see in the next chapter Samuel’'s waylafing the religious songs
did not much differ from playing of his solo song they secular or gospel. So we
could not only interpret his performance liefiswaneas ‘corrupting’ the ideal or
diverting from the ZCC norm but, rather the oppmsés enhancing it on some levels.
And we can see, too that the ZCC music deeply itgolaon his musical creativity,
beyond the immediate musical engagement duringtevemch as this. We should
understand his position, | suggest, in line with tiotion of a coherent ambivalence, as |
mentioned above, the sound of Samuel playing te&alon his accordion becoming a
sound metaphor representing his wider, complexrallposition.

Besides these musical-cultural consequences of ctienged performance
contexts (the night service and the ceremony ircédmetery), there were social aspects
too. Compared to the night performance and in esbtwith it, it is clear from the
videos that the main priest, the same one whoHedight service before, and Samuel
as and an accordion player and a singer, togethaestituted the main axis of
performance, creating the basic frame of the evgntike the night service where
Samuel played the role of an ordinary ZCC memberptesented himself as a solo
musician in the morning. Presenting himself as dushprominence grew, and in this
new position he even partly overshadowed the dnedationship between the priest and
the congregation, becoming the one who partly otletf the sound of the event and the
musical execution of the songs. It can be notethévideo that the priest skilfully

suppressed Samuel’s attempts to change the ewerd splo performance, and it must
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also be noted that Samuel's soloistic approach imaye been motivated by my
presence with a camera. | noticed that althoughptiest, who was a high school
teacher (a useful match to his ZCC priestly ocdopat acknowledged and used
Samuel’'s musical competence, giving him an oppdstue perform quite a lot, he

carefully controlled the length and volume of Salisugerformances in order not to let
him to become too prominent. Their relationship Idobe seen as a negotiation of
power over what is acceptable and what is not. pirfesst used various tools in order to
achieve this, from simple interruptions of the periances, to making various funny
but not ridiculing remarks towards Samuel like éaample: “We thank you, Pretoria” —
revealing a perception of Samuel in rural Lefiswasea city man — when Samuel
finally stopped playing. .

Before | move on | shall first briefly mention othidela performances at the
cemetery that further Iillustrate the above aspedaisposing three examples
representative of Samuel’s involvement in the cemyn The first one is of Samuel
playing and singing his favourite sefela 2%k tla tseba joang hoba ke tSoaretsoe
which he already sang at night before the unveibhghe first tombstone. He began
with the same chorus as he did at night (thereoismorus in the original printed
version) made of four harmonic cycles. Interestiigt used exactly the same harmonic
progression as he did when playing sefela Uta sefefo sa moeduring the
procession a while before. The same harmonic tessiocurred. The people, especially
the Mamelodi ZCC women, immediately joined him. iihe sang rather silently the
first strophe against the background of his ownoagmzaniment and the people
humming or singing aloud the harmonies. Two cydéshe chorus music followed,
then second strophe sung the same way as therfiesthen a chorus and the beginning
of the third strophe which was interrupted by thiegi. It shows Samuel as perfectly
integrated into the worship proceeding cooperatinidy the priest. The video of the
perfromance can be found on the accompanying DV@. & particular track see
Appendix A.

Four tombstones were to be unveiled. There wasess# prayers, sermons and
speeches accompanying every unveiling, and thendeexample is of Samuel playing
and singing sefela 448tloa sefefo sa moeagain during the transfer from the second to
the third grave, following a speech by the oldesman in the family. The atmosphere
was very cheerful. The last example is of Samusyipf and singing sefela 1Ke na

le molisawhen the unveiling of the all four tombstones Wiiashed, the priest gave all
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final benediction and the whole group slowly walkeatck to the parking place. The
song’s performance was chosen by the priest. Likea sefefo sa moe&amuel's
version of the song greatly differed from its pemfiance at night. He sang it much
faster and in a regular rhythm. The most strikinigpd, however, was Samuel’s duple-
meter rhythmical accordion accompaniment playednatjséhe triple meter of the song
creating an interesting metrical tension within thesical structure and also if matched
against the imagined idea of the song as it is eotonally performed. The whole song
was basically sung by him onljo one joined him to sing the lead voice and thegis
almost no humming. Though it is a song meant fdimcathe ‘spirit’ and for healing,
no one seemed to care and no one fell into ecstasy.

| would argue that it was the way the particulangsovas performed that
decisively influenced its meaning and effect. Aghie case ofJtloa sefefo sa moea
which was performed much faster, without lyricseptcfor the first verse of the chorus,
and consequently without a lead singer in the cemeSamuel’s fast version &fe na
le molisawas ‘safe’ and in this sense too differed from titweal one at night. Perhaps
this was why the choir did not join him: it becamédifferent’ song. Samuel's own
observations in the last chapter seem to supp@tetkplanation, that the manner of
performance may matter more than the actual ‘cént€hus one and the same song
may be performed in different ways in different mxts with completely different
meanings and effects. Video of both performancesbsafound on the accompanying
DVD. For a particular track see Appendix A.

Throughout the whole night service and morning meney in Lefiswane we
could see Samuel participating in different wayp@rformance of one particular kind
of ZCC repertory — the hymns biela as healing songs. He engaged with the repertory
in different ways according to the two contexts,da@g as a lead singer as well as
ordinary choir member, and he presented himse#f s@lo musician accompanying the
religious worship in the cemetery. Unlike his oy presence at the night service, he
became a extraordinary figure during the ceremaonthé cemetery, making his status
that of an individual musician. While he enjoyed anuattention in this role (and
perhaps because of this) his position had to bstantly negotiated in order to fit the
rules controlled by the main priest. | would ardbat it was the semi-formal structure
of the ceremony in the cemetery that allowed fas #ind of creative but mediated
involvement in the worship, otherwise unimaginabiging a regular ZCC service. |

would suggest that the private nature of the eviéntural environment far from the
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eyes of ZCC headquarters contributed to relatierilfility of the otherwise rather stiff

structures as | experienced them in Hazeldean, anodit which | also heard from

Samuel and which | could watch on videos of sesvicethe main headquarter in the
Zion City in Moria in Polokwane.

Lefiswane 2009 was the first time | heard Samuegisg and playing ZCC
songs on his accordion. Till then | only saw hinrfpening his solo songs. So it took
me by surprise that he took out his accordion ifiskene the second day morning and
joined the worship with it. | cannot say for subef | would suggest that he did not play
like that very often. There were very few similg@portunities to this one, as the Church
did not encourage individual performance and pretecollective choral participation.
On the other hand, as | know Samuel, he must haegik about the opportunity to
play solo there before he left Pretoria, otherwisewould not have carried the heavy
and bulky instrument in the packed minibus. Bamal sentimental as this may sound, it
shows how much Samuel really loved music making etkcitement of the performance
process, and the feeling of being the one at tére®f people’s attention. The ZCC
ritual in Lefiswane allowed the opportunity, andreel used it. Nonetheless, he did not
play a single song of his own composition therej &an the next chapter it is this

segment of his musical world that | focus on.
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To Entertain and Educate:

Samuel as a Songwriter and a Song Singer

“The Song Is Just Only If You Are Knowing

the Words”: Inspiration

We have seen Samuel as an active member of thevd@Cloved performing ZCC
songs and who acknowledged that the Church subEbtarincreased [his] knowledge’
of music. At the end of the previous chapter ladtrced Samuel performing the Church
songs during ZCC worship on his accordion. In tthapter | would like to introduce
him as an individual musician and a composer obkia songs. | hope to show him as
a creative artist who, as | have already indicaibdve in the biographical chapter,
thought carefully about what he was doing and why.

It would be wrong to suppose that the sphere ofCherch and that of his solo
compositions and performances were separate dreeayse as | shall show there is a
continuum between Samuel as a member of the ZCGasradsolo musician and clear
continuities on various levels, just as there amatiouities with his Pedi musical
tradition too. In this chapter and the two follogichapters | try to understand the
complex structure of his subjectivity as expressmwmugh his songs, through his
thinking about them and about music in general, timdugh his thinking about the
world as he expressed it in his songs. | begin \withconceptualization of creative
inspiration and where it comes from.

In 2008 we were busy discussing the contents of 26)s included on ZCC
CDs and DVDs, which | bought that year in large bens. We discussed the songs one
by one, CD after CD so | was quite surprised wham&l decided to discuss one
particular song all of the sudden. It is unimportahat song it was but his arguments

about the decision started a new discussion abeutdtion of inspiration.

VZ: Why did you chose this song... now... for todayy it you choose to translate
this one?
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LSK: You see, the time | have told you: somebody cdmeelHoly Spirit... Holy Spirit come...
You see, ne?

Yes?
Because, if we talking, you are supposed to tatk this... And then something is coming nearer
to my heart:; ‘Say, talk this.’

Aha.
You see? It is why all the time | need the ‘hody.te

| see.
Because the holy tea it washing my... You see?. ISam the kind of an other person. | need
myself to be alone. You see? Because other peogje..t And all the time | want to sing...
because if | am a singer and then my ancestorsnsrg nearer to me and then I... the God can
help me. Sometimes | can discuss the... the thirsge when | am going to the meetings... just
from the gathering to the people here in Mameladnstimes... and whenever | talk the people...
All the people they listen... they listen... | ad know why. | do not know why... and the people
they end all supporting me. They say: ‘This is tthen we do not go further.” You see?

Hm.
That is all right. It is that | only...

This is interesting.
Me, | do not know why. God always want me to dea@e#dou see? You know...

OK. So...
You see, whenever | be with the people | wantni. dou see?

(31 August 2008)

This is a complex passage, where several concegrigemnSamuel appears here
as a musician and artist who needed ‘to be aldoe&alm down in order to concentrate
so that the Holy Spirit could come and bring inapon. Drinking the ZCC-
recommended ‘holy tea’ — ordinary tea likekomade of blessed water and blessed tea
leaves or teabags — as a medium of the Holy Spaipped to ensure that inspiration
came. The Holy Spirit and the water of which tha teas made were related, as
explained in the previous chapter. Besides ingpmathe mentions the ancestors’
presence. He saw music making as a positive thimgging his ancestors ‘nearer’ and
making God help him. This mix of talking about Gadd ancestors in one phrase
perfectly fits the ZCC world view as Samuel expéant with regard to his dream-
inspired calling to the Church, quoted in the bagrical chapter. In addition to the
realm of music he saw the effects of the Holy $piiinspiration and presence in his
eloquence and persuasiveness and his ability hg lpeace to quarrelling gatherings of

people (he specifically referred to ZCC gatherimgsMamelodi here). We can thus
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speak about a relationship between Holy Spiritinasion and speech, words, talking,
eloquence, and handling language in general.

A couple of minutes later he returned to the matfeinspiration and the Holy
Spirit again, this time in the context of our dission about composition and the
arrangements of new ZCC songs in church choirsadiwritted that there usually was
one person as a leader of the choir who inventedsemgs and arrangements of the old
one and then taught them the rest of the choir neesnl@hough the following quote
still begins in the realm of the ZCC, it represeBtsmuel’s view of inspiration for his
own compositional process too. In contrary to whatmay seem to talk about, he did
not have the music but the lyrics of the songs indmlt is the lyrics that are Holy

Spirit-inspired. The music does not seem to méitee.

LSK: You see... You know the Holy Spirit...

VZ: Hm.
Do you know the Holy Spirit?

Yes.
Somebody who is singing with the Holy Spirit whenishsleeping... or when she is sleeping...
something come inside her heart or... just thinkihinking... he is thinking just like this. When
he wake up he still remember the dream... stillewrner the dream and he took the paper... or
the song and then he can write it. And then heogmthier people, just like you... You see, on the
music... or in the music it is other people who eaite... who can write the song but they never
perform, they never sing, just write. And othergdedhey can do the lyrics or melodies. But they
cannot sing. And somebody can listen the lyricssayd ‘I can put the voices.’

(31 August 2008)

This time the Holy Spirit is inspiring people inedims — as the ancestors were in
Samuel's case when they called him to the Churchl985 — or in times of
concentration. He mentions a division of labouthi@ musical process too, and puts me
into the group of those who think and write butmat perform, which interestingly
expresses his perception of me. He talked abouingrihe lyrics down in this section
of the interview, as an important moment, and tyede wrote a lot himself. He
basically wrote all his lyrics down (under inspioaf) before he sang them or recorded
them. When he could sing the song from memory, swally threw the writing away,
and it got lost. This was why he always showed mlg the new songs (just) written
down, and when | asked him for the written lyriédh®e songs oMmamonahe had to

write them down again. We continued:
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VZ: Yes, OK. You always say somebody, someone, he.ovWto? | want to know. |
mean like, woman or man? Man or woman from therehor somebody else? Or, you
know... You know what | mean. So... who has gotdiieam? Somebody from the
choir?
LSK: Somebody from the choir who got...
OK. What is in the dream? Is there the melodys dhere...
The voices.
What voices means? Does it mean the words?
Ja, the words.
Like what is written, like this?
Yes.
Words. But the melody is not there?
No.
There is no melody in the voice... in the dream?
Yes, there is no melody.
No melody, only the words.
No, only the words.
It is interesting. And then... the person getsiruphe morning, put it down, write it
down...?
Yes.
Do they write it down or do they just remember?
Ye, the... the nice... the nice wise... or the .wigeu are supposed to write down...
Hm.
...S0 that you never forget because there is commugher...
| see.
You see me, all the time | uses to have the paper.
Yes, | do.
The piece of paper.
Yes.
You can see, | can mention you something...
Hm, hm, hm...
...S0 that... | uses to do(leaving to bring a notebook with his songs writtlswn there, which
he stored somewhere in the dressing rogm) see, this is my... When | uses to working...
Hm.
When | uses to working up and down, whenever l@ming to... to listen... | uses to write this.
Hm! So this is the new song.
This is the new song that | want to... to sing dliba 201qSoccer World Cup in South Africa].
Yes, | see.

Hm (laughing).
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This is just perfect.
And this one, and this one, and this one. Youis&eone, two, three, four... and | think it isme
songs.

Yes.
So that they need the lyrics.

| see...
And then, you see, it is full of new songs.

| see, | see...
You see? It is somebody just like me who can dreamd one who can, when he is sitting down
and then do something, there come the song. Thare ¢he song. Or inside the... the... the
classrooms, you can go and then thinking about #unge.. just like a song.

| see.

(31 August 2008)

Samuel continuously shifts from ZCC-related toga$is own experience of heavenly
inspiration and to his practice of writing the serdpwn, inspiration having come in
both cases either in a dream or at a moment oferdration. He emphasized the
necessity of “sitting down”, that is, of calmingwioe, and thinking. The rationale behind
writing the momentous inspiration down, however was anxiety of forgetting
“because there is coming another” song. The inspiravas a prodigious tool, putting
him under some pressure.

He often used old notebooks or personal organiaergot from someone or
found at the University of Pretoria. In case of tlteebook he showed me during the
interview there were titles of songs not writtert §ad waiting for inspiration, next to
the completed ones. It shows Samuel as workinge qyistematically, indeed he often
worked with a frame of a whole album in mind. Dygrithe period of my research he
prepared songs for two other albums but he didmarage to record them at the time.
As | have already pointed out, the text made upstireg, not the music, as any already
existing music could be used. The music then ‘calomg as he explains in the
following passage. It was nothing to bother abaat much, as the following parallel

with a teacher teaching the class a new song shows.

LSK: Like when you are a teacher... who teaches thérmhi| you can thinking about the... the...
the song, the new song and then you can say:idffitty people there, if three can... can manage
this lyrics and then the whole of the... the clathey are gonna going to know... because this.

And then when you say: (humming the melody). Others sing (humming the same melody as
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an echo, as it is sung by the class). And thistbag listen. You see? The song is just only a... if
you are knowing the words.
VZ: This is very... OK.
If you can know the words.
OK. And the tune... Where the tune comes from?
The tune, you can took the old one, if you arepeofect. You see?
And if you are perfect?
If you are perfect, then sometimes you can tunengsedies your own.
Perfect.
But if you are new to the music, you must follogvdld people. But not the same with the words.
Yes.
Because the words is... is different. The wordsfigult.
| see.
You see?
| see.
You can change the word... the only song by tooyrdéference.
Hm.
They say there is too many ways to kill the cat.
Hm.
(laughing)
And?
As long as you can kill the cat.
(laughing)
(laughing)If... as long as you can kill the cat. This cakiited.
Yes.
No matter what... you boil in the water, no mattérat you uses to kill this.
Yes.
Yes. Itis why. It is too many... too many waydotthe song.
(laughing)! love this...
But only... But do not... do not... do not do thms lyrics or words. The words is different. And
you can be sued... They can sue you with the wmrdause you talk something just like that.
Then you can change the lyrics. You chose Ka maolésa: (reciting the first two verses of the
hynn), you say (singing new words to the melodgeofa le modisa): ‘I am happy to be here in
South Africa...’, just like that.
You use the old melody but you change the words.
And then... you change the words.
| seel
And the people they can enjoy it and then: ‘Thisiin@ can create the words’.
So this actually means to make a new song!
(21 August 2008)

-218 -



The easiness of learning a melody is stressed tieréeacher just hummed the melody
and the children followed. It was more difficult teach them the lyrics but only when
the lyrics were learned we could talk about ‘a sohbere is no song, then, until all the
lyrics are present. Samuel distinguished, in tragyvibetween composition of lyrics and
that of music. A beginner may use music which alyeaxists: he actually
recommended it. But not even a beginner should asseebody else’s lyrics. He
interestingly brought a copyright issue in herehwitgard to the lyrics (“they can sue
you”) and used a saying to illustrate his pdffitHe gave me a clear example
combining the very popular sefela 1K na le molisaabout which | wrote in the
previous chapter, and a verse he just made ug ahtiment, calling it a new song.

While the text was seen as the true original essehthe song, the music was of
secondary importance or, rather, as somethingdjreristing and at anyone’s disposal,
ready-made to be taken and used. This idea reli@@xisting tradition of collectively
known musical knowledge. | have already indicateel tise of existing musical and
cultural structures by the ZCC including the missiy choral tradition, which
functioned as a common knowledge for a large nunab&outh Africans, and in the
case of the Pedi tradition as a source of cultukahtity-based knowledge shared by
Pedi members of the Church. For Samuel's solo sdhgsee was also the huge
repository of popular musical culture shared in pwn, which he referred to as
something he had listened to since he was growpm@gnd since he bought his first
radio.

To sum up: Samuel conceptualized his musical iapm in religious and
traditional terms of the Holy Spirit accompanied the presence of the ancestors.
Practicing the religious ritual of drinking of ‘hotea’ he regularly predisposed himself
for the spiritual inspiration. The inspiration carsaddenly in dreams or moments of
concentration. In order not to forget the lyrice, ¢onsidered their textual fixation an
important act and structured the songs into thgetashape of an album already. The
divine inspiration, nonetheless, did not concernsigu but enhanced Samuel's
competence with handling the language, speakingupsively and of creating a good
song. His conceptualization of music used the idiea pre-existing repository. The

1% 1 might not be as clear to the reader as it isn® but a considerable development in Samuel’s
eloquence and English language fluency may be ebddretween 2006 and 2011.
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flow of passages above, taken chronologically frame interview, also shows how a

theme may gradually and unexpectedly unfold duaimgnterview.

“Do Not Be Afraid, Play Just Like That, You Got It.”:

Learning to Play

Samuel learned music since early childhood. He rhecaompetent in local Pedi
musical tradition around Maralaleng in Ga-Mphahbatel sang in various school choirs
where he learned a substantial portion of cholaioeis songs. He also learned how to
use and sing in tonic sol-fa notation (check thep&mlix A and the CD). When he
became a member of the ZCC it is clear that herbe@ven more musically active, and
as a member ahokhukhu choiactively participated in ZCC musical practice. Bt
did not think about making music himself, as a solgsician, until the 1990s. And even
then it took a long time from getting the idea tojairing a musical instrument and then
to learning to play it and master it.

In the biographical chapter | demonstrated that #880s were a time when
Samuel seized a number of new opportunities an@rbecmore enterprising, and
perhaps this is why this period brought anotherowation in Samuel’s life, the
challenge of individual musical expression. He badn a member of various musical
bodies/groups before but he now wanted to expresselfff in a new way. He did not
explicitly say what the cause of this new preoctiopavas, but | would suggest that it
fits well with the new opportunities and entreprership as well as the time of settling
in a ‘proper’ house (not hired and even built bmbelf) and the growth of a family. He
achieved a certain social status as a married mang lin his own house, having a
paying job and a respected position in the ZCC.hdd ‘made it’ in the city and,
moreover, he was living in a (newly) free countks | demonstrated in the
biographical part, this rosy picture had a numbearacks in it, but these certainly were
decisive moments for him.

| was actually taken by surprise when Samuel taddim2007 that he learned to
play the accordion rather recently. Having seen Wwith the instrument since our first
meetings in 2006 in our student house | somehownasd he had played since time

immemorial — | rather stereotypically fell intorap of the ethnographer thinking in the
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imagined ethnographic presence. Everything | ssamsel to me as having been there
for a long time. Historicity within a single perssrife escaped me as a newcomer.
Thus the process of understanding Samuel’s life avpsocess of acquiring a sense of
history, and it was interesting how the historysaimuel’s career as a solo musician was
unfolding before me in the course of our interviewke following passages, which |
quote in full, are revealing of both of us, in tleense, speaking eloquently to the
stereotype of Africans as ‘born musicians’, eveoutfh | knew studies of other
individual South African musicians’ experience eining to play a musical instrument
(for example Kruger 1996 and 2001 and Muller 1989%8).

VZ: When did you start to make music?
LSK: Just 1990.

1990, not before?
Before | was trying to sing but | never knew | canthe CD or something...

| see.
But | was really serious in 1995.

1995.
Yes, | was very serious, | was very serious to dsiecnBecause | bought my accordion. 1995.

| see, so you started to play it.
| never know to play it.

So who did teach you? Or how did you learn to [itay
| just go around the corners... Ej... | think ongyd go to the journey to Ga Mphahlele, there
was a wedding there. | go with my accordion bugver play it. It was a very nice time.

So you went with the accordion but you did noy fla
Ja, | never know to play. It was like a picturéelia play thingtoy]. But | tried very hard.
Somebody... in 1997 at Dilankufine street in Mamelodi where Samuel lived attthre]. | was
standing at the corner there, | used to sell someets and the popcorns there. Somebody says:
‘Let give me... Let | try, | know to play.” Candaognize so that | can play again. | saw him... his
finger, and then | saw he touch this and touch. {is, and | look... | look carefully what he do. |
see he move that side, he moves that side. Hetgaite... | never remember his name. But
somebody... He said to me: ‘If you play this thipgy must sing! You must sing, if you want to
play this. You must sing. Never play when you aietqYou do never know this... Because you
can play the thing that you do not know what itllgeanean. You can just play and... You can
hear the lyrics but you never... If somebody s&yhat is the name of this song?’, you never
know what you say. You just enjoy to play.’

So he told you this. And you met him only once.
Yes, | meet him only once.

And nobody else ever taught you how to play..y @imh.
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Only him.
OK, it is unbelievable.
(25 September 2007)

The fact that in the beginning Samuel used therdemo used it as almost a decorative
accessory, pretending he is a musician shows hcepigon of the prestige that came
with being a self-accompanying solo musician. Asdvauller has put it with regard to
the Zulumaskandamusician Thami “Chakide” Vilikazi there may be df@ence in
status between playing instruments in differengetaof male life. While the guitar is
associated with youth, the accordion and concewdiaplayed by married men and
mark a social progress, and are valued accord{ihMyijler 1999: 221). Samuel used the
instrument in its materiality as a marker of sosialtus rather than a musical instrument
for couple of years.

It took two years before he met someone who denmatestt the basics to him,
and learned by observing the fingers — i.e. thgdinmovement — of the more
experienced musician. In another interview in 20@6had briefly mentioned that the
most important thing he learned was to skip oneikdetween the two other tones, and
demonstrated it by playing thirds (which he preddrto seconds) in order to make it
“sound easily and nice” (30 March 2006).

The instruction the unknown man gave to Samueliiedmportant not only for
making Samuel think about singing and composing dvi;m songs but because it
emphasized again the decisive role of lyrics fordemtification of ‘song’. Samuel’s his
further musical development was marked by the miesef second person, another

man.

LSK: (laughing) From that time come my friend... come my friench@tne. Other friend is
Phuda, it is Mr. Phuda. He was my friend. He enjby@ sit with me enjoying the holy tea that
time. Then he come to me. And when we are togethere two of us, we just sing the songs.
And when | go and he say... Just like when | sgjotn.. You say: ‘I never play well.” But | say:
‘No, you play well.” Just like that... ‘Keep on piag that thing. You say’ ‘Nie... | never play it
well.” | say: ‘Play just like this.” You see? ‘Danbe afraid, play just like that, you got it." But
you, you are afraid yourself but he give you poteedo this. If you got somebody to give you the
power, you can know something. This man give mespdide sing every song, then he says:
‘Carry on this. It is nice.” Then he uses to dasoehe gave me more power to do this.

(25 September 2007)
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Since he began to learn he played in a privaténgetttefore going to show his skills
publicly. The home setting of the performances wfage two men drinking the ZCC
‘holy tea’ and singing religious songs, so presulm#ie other man was a ZCC member
too which speaks about the nature of relationship®ng the members beyond the
immediate context of the worship.

Samuel talked here about need for encouragemeithvile conceptualized as
‘power’. He needed someone else to listen to hithtartell him that his attempts were
worth trying. Acknowledging this social dimensiorf bis learning process he
emphasized the role of encouragement in his mudeatlopment, and the last sentence
points to his perception of the relationship betwes instrumental musician and a
dancer as mutually encouraging. And there is amgibmt. When performing, Samuel
was often dancing himself, and not making only nmatiesteps but rotating along his
own axis and sometimes stamping quite heavily $tlaenping was part ahokhukhu
genre t0o0), as it can be seen on some of the vidleosiped him to keep the pace and it
gave him the right encouraging momentum too. Fumloee, the regular movement
enveloped him in a space within which he could eotrate on what he was doing, less
disturbed by outside distractions. | would arguat thhese might have been the reasons
for adopting dance as part of his solo performatetes. We then turned to repertory.

VZ: So did you play... What kind of songs did you hay time?
LSK: | played gospel.
Do | know any of them? Do you still play any artt?
No, | changed everything. And the way | changedhhmeys is the studio man who made me to
change from gospel.
When was it?
2004.
So you went to studio in 2004.
Ja.
Where?
In Mamelodi in 2004.
And they just listened... or what did they teliyo
This man say: ‘You must do the African music. Diodaothe gospel because gospel is plenty...’
Yes, it is everywhere.
‘So, please, if you know jazz music, please, gieehan.” Then | promoted Senwamadi. This
man he likes it too much, very much. But he newethd instrument... nice instruments for this

song. The instruments is not good. It was not gasttuments for me because | uses to play
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accordion and he must follow me with keyboard aneathing but he never know how to do. |
found somebody who play the keyboard, Mr. Giveryadoknow Mr. Given?

Yes. He is very good.
I meet Mr. Given

When did you meet him?
I meet him in 2004, before | go to studio. We viegether and he sings his own song and then |
also.

(25 September 2007)

Clearly, changes in Samuel's musical repertory atyde occurred throughout this
period and were influenced to a large extent bydégmmand of the studio. A concept of
‘African music’ also appeared here. Not that gospelld perhaps be regarded by
Samuel as an African music, but there was a clesnathd for something more
distinctively African. Whatever the idea of jazzsya functioned as African music for
him. Here and later Samuel obviously referred tatBd\frican jazz as it has developed
there into a distinctive style and, unlike Americamd other traditions, into a popular
musical genre (see for example Coplan 2008/198Bardme 2012a/1993 et al.). It is
quite interesting that he referred to his own masigazz here and it shows the broad
concept of jazz in South African popular culture.

Samuel successfully offered the studio man oneiofAfrican’ songs called
Senwamad{in Sepedi, The one who drinks blood), which lappeared oMmamona
and | am going to return to this song in detaiédatt shows Samuel as someone who
had quite a definite idea of how the music shoolahsl.

The musician he mentioned later collaborated with bn his album. | still
managed to meet him in Mamelodi in 2006 before lbged back home somewhere in
Limpopo where he had his girlfriend and a childe($egure 65). He appeared in the
discussion of my first visit to Mamelodi in the Qraphical chapter on Mamelodi part
of Samuel’s life. The event is pertinent here dsagically was one of the rehearsals for
the future album.

The interview shifted yet again, this time to tlopits Samuel sang about in
2004, before my arrival.

VZ: But he used to play gospel | think.
LSK: Yes, but | teach him the jazz music. Given he Hesvamadi. | used to sing the thing
about George Bush. | sing about George Bush.

Really? And do you still sing it?
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| never put it on CD. He sdyhe studio manihat we can come again.

What was the song about?
We sing about the way... what he do to other peiogieq. That it is not good because that God
can punish him, because he killed the innocent Ipedte killed the innocent people. So the
message | say: ‘Chief Mandela, please, go to Irad &ll them that we South Africans need
peace.’ You see?

And what other songs did you sing that time?
Gospel...

What were the topics you sang about?
About the Arch, the arch of Noah from the Biblewas singing about Noah’s arch. | say: ‘South
Africa is just like Noah's arch... because so maepple... they come here to hide in South
Africa, just like from Zimbabwe..., the Zimbabweahe Mozambicans, the Nigerians are all
coming to hide here.

To hide here?
Yes. They come here because there are place theyugger... everything there... they have
violence and war... | sing about that. | sang: ‘Gdaose Mandela so that he can rebuild this
whole. So many people are here because of ManBlelaam singing just like that. You see?

| see.
It is a nice message, very nice and | can repeahién | release another CD of me. | have got
more, more, more music inside my heart, my mindt iS@nly just the start of the things now. If
| can find a nice promoter, | can do a nice music.

(25 September 2007)

This passage wonderfully demonstrates not only fmhbut a certainly wider popular

reflection of world events, as well as the culelikiew of Nelson Mandela. It shows
Samuel as an engaged citizen who is aware of thi'wdroubles and as a musician
ready to express his opinion to raise public awesenas many musicians in South
Africa do.

The other song discussed is a good example of éyeSamuel composed gospel
texts. As he explained in another interview he nexsed direct quotes from the Bible
but he creatively played with its stories and sylabAs an experienced ZCC member
and a preacher he felt well prepared to do thais“ine who is thinking about what can
| sing [...] because every people are singing Bitile but they choose verses, but | do
not chose the same like that, | think how | can thexm” (30 March 2006). He used the
Biblical image and filled it with contemporary padial content. This was still well
before the xenophobic violence in the townshipsl so he presented his image of a

state of affairs where he saw South Africa as ahN&g-like refuge for people from
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suffering African countries. (Later, in 2008 he eegsed the same kind of resentments
towards immigrants that were widely shared amomygroblack South Africans at the
time, namely that immigrants steal jobs from SoMfhicans and that they bring crime
in — especially Nigerians - and so on.)

He expressed his hope to include the song on an@bebut this did not
materialize during my research. However, | asked Whether he already prepared the
lyrics for it. It was important for me of researplrposes. If the texts were already
written we could discuss them and | would have gbing to rely on. My research
interests were quite stuck in my mind at the mom&nthe interview as it can be
indicated in the beginning of the following passage

VZ: Did you already write down some of the lyrics whaeh for this CD?
LSK: (laughing) Never, never.

Can you do it?
| can...

You always say | can but...
Yes, | forget... When | got to Phas@Chstro Street in Mamelodihere was darkness there, and
then the job is only 1 o’clocltakes an hour]l can never do it. End weekends | go to jobs and
everything...

Yes, so you do not have time...
| do not have enough time. If | have light of aledt there, | can try to do the things. Because
that Phase 1 there... is only candles. And thethaf cook there and do everything, it is busy
and then | say: ‘Please lend me... so that | caitewr’ they say: ‘Leave it, because | need to
finish here...’ You see? It is not good. So wherfimish to eat we just accept to sleep because
we are going to job tomorrow.

Early. | see. End what time do you finish the hielpe?
Four o’clock.

Do you think you can stay here longer sometimésan bring something to eat..., and

to write it down?\
Yes, | think so.

(25 September 2007)

This passage reveals a lot about the nature ofes@arch relationship, how data was
transmitted, and Samuel's personal engagement enrélsearch. | intervened into
Samuel’s daily routines in order to get what | resbdsometimes, and if the situation
allowed for it, he always agreed to my suggestidgnshows how he cared about the
research and how he felt part of it. Not only delthy to accommodate his programme
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to the ‘needs’ of the research, but he often cantle ieas as to what | should see or
where we could go so that | could learn about shmgtnew.

First and foremost this passage unravels the dailiines and difficulties which
Samuel — and hundreds of thousands of other wog@agle living in townships — face
every day. | visited the house in Castro Stre@(hl where he stayed at that time with
his fourth “wife” (see Figure 59). It was a two-racshack under one of the mountains
in Mamelodi. He managed to grow some ‘mealie’ (BoAirican word for maize) on its
slopes behind the house, which was quite extraartynin Mamelodi. There was a
great view of the whole Mamelodi from the top oé timountain, which Samuel liked.
He brought me there in 2011 and asked me to shebba video of him there talking
and introducing a ‘traditional drama’ he created arhich he intended to perform and
record with children from the Phase 1 and Lusakésmd Mamelodi. He meant it as an
introduction to a DVD | was supposed to shoot, which did not materialize during
my stay because of organizational problems. Thedutctory video is included on the
accompanying DVD. For a patrticular track see Apperd (his house can be seen
about 00:30 in the front in the middle).

In any case, Samuel agreed to stay in Pretoriafigtht where the interviews
were conducted and where he worked at the Uniyelamiger that day, after finishing
his work. He finally did not write any new songst Ine started to write down all the
songs recorded on hidmamonaalbum that afternoon and he continued and finished
two days later, during our last interview that yéBm my great delight, he wrote them
all in my research diary and while he was writihgrh, he commented upon them. A
scan of his handwritten songs’ lyrics appearingMmamonaalbum can be found in
Appendix C. The recordings became an invaluablerceowf information for the
following chapter where | discuss the songs’ tesfore | move to a thorough and
detailed discussion of all the songs included @nalfoum | would like to briefly sketch
out sources of Samuel’s inspiration for his sologsd compositions.

*k%k

Samuel’s solo songs discussed a number of topiesugh the decisive inspiration must
have come in a moment of heavenly enlightenmeptnthterial used for it was of the
every day. Samuel was first of all an attentiveepbsr of people and everyday life. The

next passage illustrates his approach to the té@csang about.
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LSK: If you want to see nice music you must know thstjife of the people and you must read.

VZ: And what to read... like history?
To the story, to the books or the newspaper andigtan the media, the radios and everything,
and then you look to the television, everything] #ren you hear what the people are talking,
because the things they can, they can make a nisenYou see. Ye, you can see the lifestyle of
the people and then you..., from there you must dadbord with these people, to show the
people what is the life, and then you read in thigleBor somewhere because nowadays the
gospel singers they read inside the Bible and tiety talk just like the reality. You see. Yes,
because they do the... they took two..., two words tilhenBible, they choose to nowadays life
and then they...

So do you read a lot?
Yes | read the... You see always | read the newsplpan be... | can be on the time. Yes. | can
be on the time...

Up to date.
Up to date, yes. Up to date with the newspapertaed what is going on about the world, all
over the world and just going on in South Africaewerywhere. You see. Because I'm a singer.
If I am going to sing, | can sing about the thihgttl know. Not the proposirfgnaking up?]. |
must think about the things that | know. When yid tme Czechs you are living just like this
and | can do the music by Czech. You say CzecHgygipase be aware of what, what... About
the wind, or about the rain, about the things. ¥ea. Very nice. Intelligent. Intelligent mind.

Definitely.
You must have an intelligent mind and you must tlhegeople because from the people you can
find something.

(11 September 2007)

| often saw Samuel reading newspapers when | meffdr interviews during his lunch
break, always the local tabloidSpwetamand Daily Sun | never saw him reading any
other newspapers. He did not buy them but read pegvess from the previous day left
by other people. His curiosity was very strongthis regard, it was no coincidence that
| started to collaborate with him. | could even #agt it was his curiosity that drew him
to collaborate with me, that he chose me (rathentme choosing him). To my
knowledge he was the only one of all the gardemis so actively communicated with
the international students. He saw it as his dsty &inger to sing about real life and
about things which happened around him, and endid@e&as a documentarian of daily
life, of the people he came into touch with. Bus Innain interest was never just to
document, his intention not to describe reality ifsrown sake. He wanted to educate
and teach. He sewed entertaining texts from dadyies together in order to make a

moral point.
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Once he touched the same topic from a differensgemtive emphasizing
precisely this agenda and further pointing to oae of his activities.

LSK: Music is just like... you eat it, you sleep muga) walk music, you listening music, all the
time... You listen to somebody talking there...coodhe people... gossip... you go to do the
music. And you never saw that but you can do malsdut that people they are fighting. ‘They
are fighting in the street’, you say, you must say must relieving to fight the other people...
Between the children... What do you teach the drldvhen you are fighting? Because when
you are fighting all the children are looking atydNVhat do you teach the children? Because the
children they always adopt the things they sawhetiouse or in the family... The children think
that is life, they see their father all the timghting with their mother, they say: ‘It is all right

is life.” They are gonna going to kick other chédroutside there, all the time when they are
playing.
(13 July 2009)

Thinking about songs was a full-time business fam8el, and by taking up a topic he
tried to point to a particular issue or a problétare he mentioned the destructive effect
of adults’ behaviour on children, but his intereseye much broader, as can be seen on
his Mmamonaalbum. Samuel’'s concern about children was notratts He tried to
engage children from his neighbourhood in Mameladid occasionally also in
Maralaleng in Ga-Mphahlele, as | briefly describedthe opening passage of the
biographical part about Ga-Mphahlele, in musical awen theatrical activities. (I do
not include a detailed discussion of this partisfdctivities in this dissertation as it is a
topic deserving special attention.) | mention heflaboration with children throughout
the text where it is relevant, though. A coupletluése performances where Samuel
performed his songs or danced on them with vargvasps of children can be seen on
the accompanying DVD. For particular tracks seeekuajx A.

Mmamona: An African Album

One of the first things Samuel told me about whenmet after my arrival in South
Africa in 2007 was his new album. According to thisrmation on the CD he recorded
it in one of Mamelodi’s studios. Four other artisisd one group are credited on the
cover. Given Kekana, whom | already mentioned ie thpening section of the
biographical discussion of Samuel’s life in Mamelddee Figure 65), played the
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keyboard, which he skilfully used to replace acwmushstruments not financially
affordable by Samuel. The keyboard decisively ificed the overall sound of the
album: even the sound of Samuel’s accordion wapregped and used just as a flavour
in most of the songs. Samuel sang the lead voied songs. Backing vocals were sung
by Sonya Mathe and Racheal Ramahlo, “with help ak€p Ramanya”. The name
Samuel “Happy” Maroga is also mentioned on the mlbwithout an indication of his
role. None of these other musicians | met. The whalbum was “recorded,
programmed, mixed & mastered at Andy’s Studio Mams”

The cover of the CD is made up of a colour photograf Samuel wearing grey
suit and a straw hat, holding his accordion inléishand and making an all-right sign
with his right hand. The picture was taken in fromtthe international student house
where | used to stay in Pretoria with a blossonsinglicia reginaebehind him. In order
to fit the CD format the maker of the cover expahthe picture so that Samuel looks as
if he was almost obese, which he has never beenHigeire 66). The right scale of the
photograph can be seen on the promotional postachw saw in Samuel’s mother’s
house in Maralaleng in Ga-Mphahlele (see Figure 8&muel’'s name and a surname
are written top down along the left and right sad¢he picture. The CD’s name appears
at the bottom. The writing is in a red rose coldthere is a list of the tracks and the
same photograph at the back of the CD (see FiggyeThere are thanks and credits
along with a list of the tracks and a small pictofean accordion inside the box (see
Figure 67). When 1 visited his mother’s house inrdialeng he asked me to make a
series of promotional pictures, which | did (segufeé 53) along with a several videos
of him dancing with local children on several sorfgem the album (watch the
accompnaying DVD, for a particular track see Appery.

Aside from the complexity of putting all that | Feadescribed together into a CD
case, the recording of the album cost Samuel arfertproportionally to his humble
income. The first day | met him in 2007 he told that he took out a loan of R8700
from a bank in order to be able to pay the expensdise recording and making of 45
CDs and 70 cassettes. Out of his monthly salaR1#00 he paid R900 every month as
an instalment. Having paid his train month farglgly over R200 remained, so he
basically lived on the substantial support of oriehs “wives”. He miraculously
managed to repay the loan. He wanted to sell thenalat R50 for a CD and R30 for a
cassette. However, he kept a package for himself @refully used it for his

promotion.
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He carried the CD with him all the time and gaveitaxi drivers to play it in
local taxis, he brought it to the Mams FM commumagio, and he carried it with him
wherever he travelled. He used every opportunityptomote it. He asked DJs at
weddings to play it, he formed choirs of childrendaadults to dance on it, he
distributed promotional posters, he performed thegs from the album live every day
when he travelled from and to Mamelodi on the shbanrtrain etc. Besides all that, he
used an opportunity to have me there to shoot gidéhis performances. | gave him all
the videos | shot in a number of copies on DVDseyear*’’

| gave an example of Samuel’'s ‘promotional behaviouthe opening part of
the biographical chapter about Ga-Mphahlele. Thomghad indisputable success in
terms of getting to be known in certain quarterdviaimelodi, he did not achieved the
kind of popularity from which he could benefit fmaally. The main problem was that
the kind of audience his music attracted was chwseéhis own economic status.
Nevertheless, | could observe that the social stdta gradually built up was
considerable within his social strata in Mamelodi.

Samuel had prepared songs for Memamonaalbum for a long time. The song
Senwamadifor example, was ready to be recorded as earip @004. When | met
Samuel in 2006 he already played all the songslatet appeared on the album. Our
very first interviews were shaped around perforneanaf these songs. Samuel played
and sang and | tried to accompany him ondjgmbedrum. He appreciated our playing
together and he even wanted me to go to the stuidiiohim. Had | not left before the
recording actually took place, | would most likélsive been there. In any case, | asked
my first questions about the songs and his musimguhese interviews/performances.
| recorded our playing and his explanations on digai in order to give the recordings
to him as demos latefate Mogolo(in Sepedi An old man), one of the songs he later
recorded in Mamelodi studio, is included on theoagganying CD as we play it
together.

There are ten songs included Bimamona Most of them are Samuel's own
topical songs except for the last two which arei Redlitional. | provide the complete

lyrics of the songs below together with their Eslgliranslations, and in order to make it

197 |_ast time | sent him a parcel full of DVDs withshperformances from Prague in August 2013. As he
did not have any reliable address in Mamelodi It Seto someone at the University of Pretoria from

whom Samuel collected it. It successfully reachiad h
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as clear as possible | put the English transladifber every line, in italics. The Sepedi

text is based on Samuel’s handwritten lyrics s ot a transcription from the CD — and

the translations draw partly on his own translatiamd explanations as he gave them
during our interviews and partly on my (later) sktions which completed what was

missing.

As | mentioned at the end of the last chapter, stvegs were written down,
translated, and discussed during two interviewises25 and 27 September 2007. | did
not try to correct Samuel’'s Sepedi or Afrikaanshography in any way, in order to
keep the texts authentic. | put the songs herbarsame order as they appeared on the
CD, adding information Samuel gave to the song whigting them down or on other
occasions. (Samuel’s original manuscript of allsbags can be seen in Appendix C.)

Looking at the songs’ texts and going through histher comments and
explanation gives us a unique perspective of Sdmeicial and cultural position.
Every song can be understood as an insight inpeeifsc domain, serving as a platform
for expressing Samuel’s opinion on a particulaidophough there are only ten songs
on the album, and though Samuel composed and pextba number of other songs in
subsequent years, this selection can be seen @seefative of his compositional style
and especially of his world view at the time of tikeeearch. The studio recording of all
these songs’ is included on the accompanying CD.pRdicular tracks see Appendix
A. Videos of live performances of some of the soagsincluded on the accompanying
DVD. For patrticular tracks see Appendix A.

The first song is about the fleetingness of poptylaand about iliness. As in
many other Samuel’s songs he spoke from a male@@eige about a young man, an
urban boy, who used to be popular among friendBretoria but who got sick and
everybody turned away from him. The iliness is spécified in the song and Samuel
was no more concrete in the interview. | did ndt discould be HIV/AIDS but Samuel
never spoke about HIV/AIDS, which is important teemtion, given his interest in
various social issues. He thus did not deviate ftbm norm of silence around the
disease across South African society and among @€@bers specifically (see Oxlund
2014 on this point). The moral point to be leariede was to respect one’s parents,
because “when days are dark friends are few ”.
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Senwamadi (The One Who Drinks Blood)

Senwamadi nhgwana molome e tla o nkgothatSe.
Senwamadi, my uncle’s child, come to advise me.
Ke be ke le mamoratoa wa Petoria.
| was a lover of Pretoria.
Ke be ke na le bakgotse ba bangata.
| had too many friends.
Lehono nna ke a Iwala ba ntShabetSe.
Today | am sick, they are running away from me.
Joo nan jo ke tla ya kae.
Joo, where can | go.
Ke bitSa go wena Modimo waka.
| am calling to you, my Lord.
When days are dark friends are few.

When days are dark friends are few.

chorus:
Ngwaneso ke a ratwa ea tshwenya.

My brother (or my sister), to be loved is veryrsea
Ngwaneso o hlomphe batswadi o phetle ga monate.

My brother (or my sister), respect your parentdtsat your life can be nice.

The overall diction of the song tacitly suggestst tithe boy was somehow guilty of his
situation, which would allow for an HIV/AIDS intergtation: if he respected his
parents, if he thought about God, that is pract&edligious life, he might not end up
the way he did, the text seems to suggest, and &anfurther explanation seems to
confirm it. The fatality of the “what can he do?%idathe expression of social isolation
“they are running away from me” would also suggesth a reading. But it is possible
too that Samuel deliberately wanted to leave therpnetation open in order not to drive

his potential audience away and be unable to daiheemessage at all. As he put it:

It is talking about the sick people, he was lovédeer Pretoria, he was a lover boy, who got
too many friends. So now, when he is sick theyalhrenning way from him. So what can he do?

He is thinking about God now: ‘I am calling too yomy Lord!’
(28 March 2006)

The boy’s cousin is poetically called his uncletsld, which is not an unusual poetic

address in Sepedi. This could be because matenw¢su(malome means maternal
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uncle in Sepedi) have important ritual roles in’sride (similarly to paternal aunts).
The name Senwamadi is a personal name meaningyriehevho drinks blood. Samuel
did not mention any specific meaning related tdahgugh. Having written down this
song, he moved to another one.

The next song, the ‘title song’ of the album, idadiographical and refers to
Samuel’s oldest daughter. He targeted jealousygmsdip in this song about people
who spread gossip, going from house to house im#ighbourhood pretending that
they come to borrow sugar but in fact just gosgjpand defaming his daughter,
blaming her because she “loves street”, implying sh like a prostitute with no
prospect of marriage. Now, Samuel rejoices, thesigos over, because his daughter
has married and even had a ‘white wedding’, a mwalbed wedding in a European

style.

Mmamona (Jealousy)

Ke kgale o bolela o kgopela ditee, o kgopela digwik
Long time you are talking, requesting tea, requmestiugar,
Ka leina la ngwana waka,
With my child’s name, you say,
Ore ngwanaka a ka se nyalwe o rata seterata.
She is never going to marry because she lovedriet.s
Lehono o wa nyalwa,
Today she is married,
O nyalwa ka leSira,
She is married in a white gown,
LeSira le lelomo,
A white gown with flower,
Dipolelo di fedile.

Topics are finished.

chorus:
Mmamona tloga tseleng.

Jealousy, away from the road.
Mmamona tloga tseleng ngwanaka o wa nyalwa.

Jealousy, away from the road, my child is married.

There is a spoken oral poetry in the middle ofsbeg, which is not transcribed here.

Samuel explained that he inserted it there becthesesong is about a wedding and
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poetry is recited at weddings. He changed the pdeim time to time, either warning
against old men marrying young women or addingsesapof his father Maritagane, or
just inserting “halala” or a wedding ululation, swmething else.

The next song is about the impact of modern teauies on the experience of
relationships. There is the “old love” associatethwhe older generation, of which
Samuel saw himself to be part of, which did not oxbile phones (referred to as cell
phones in South Africa) there is and “the love lté {young people” who use mobile

phones for dating and keeping in touch with eatlernt

Dicellula (Cell Phone)

Ke lerato la baswa leo, ga le swane le larenadatal

This is the love of the young people, it is netsame with the old people.
Lerato larena batala re be re SomiSa Mangwalo,

Love of the old people used letters,
Lerato la baswa ba SomiSa dicellula.

Love of the young people uses cell phones.

chorus:
Batlo bolela ka dicellula.

They are talking with cell phones.
Dicellula ba bolela ka tSona.

They are communicating with each other via cetines.

He mentioned that he found 3 + 2 verses enoughis“iBhthe main message | want to
talk about. But | put it in short. Then | repeatagain and again and again.” (25

September 2007) In 2006 he commented on the song:

This one is simple. You know, technology is therths young people they are talking with cell
phones about love. So the old love... like us..usesl letters. So it is simple like that. We are
talking about love. | say the old love is not tlaene like the love nowadays. The old love you
write letters so it was wasted time because youveaaiing a long time. You are waiting for
answer.

(29 March 2006)

Samuel saw technologies positively as saving tingeu-are not ‘waiting for answer’ —
and that we should be grateful to those who inwkiitgThis seemingly contradicts his

opinion expressed in a commentary Tate Mogolg a song that | discuss later in this
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chapter.) The lyrics compare the old and the netl wisurprising objectivity. There is
neither a judgement nor even a feeling of nostalgia From today’s point of view it is
quite a visionary song considering that he sararéady in 2005 when there had been
neither smart phones nor fully developed virtuatialonetworks yet. Samuel himself
has used a mobile phone since | have known hinméuever used Internet, not even e-
mail. Thanks to his phone | could keep in touchhvwitm from the beginning of the
research, even from Prague via occasional textagess Unlike most of my friends
from Mamelodi he used the same number for the ast years so it has always been
easy to contact him.

The following song is one of the songs dealing vgémder relations though its
main theme is male reliability and truthfulnessétationships and the fate of children

growing up in single-parent families.

Lerato la maaka (False Love)

1/
Watseba ga ona tShelete,

You know you got no money,
O tshephiSa mosadi terene.

You promise the woman a train.
2/
Watseba o dula mo mokhukhung,

You know you live in a shack,
O tshephiSa mosadi big house.

You promise the woman a big house.
3/
Watseba o sepela ka bicycle,

You know that you ride a bicycle,
O tshephiSa mosadi Pajero.

You promise the woman a Pajge4x4 expensive car].

chorus:
Aowa, Aowa botSang basadi di nnete.
No, no, tell the women truth.
Bana ba bangata ba fetoga ditsotsi.
Too many children become tsotigjangsters].
Bana ba bangata ba fetoga distreet kids.

Too many children become street kids.
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This is a good example of Samuel's poetic strat&yiiile entertaining the audience
with all the funny contradictions, he delivers #&ical message. It could be argued that
he targeted himself in the song too although hendidalk about this and I think did not
intend it. Though he had children with three woraed due to his precarious financial
situation could not support them very much or sames at all, he never abandoned the
families and tried to look after them as much ascbeld. He described the positive

reactions to the song by audiences, praising hirfaeits message.

They are laughing when | am singing this song. #y&ople inside the train they are laughing.
They know exactly what they say to the women. Aeyl day this man knows about life. They

[men] are liars.
(25 September 2007)

It could be noted that he unmarkedly spoke about hexe. He further expounded on

the lyrics with a typical situation as illustration

Too many children are turning to be gangsters.camse of what? Of the false love. They
[parents]are going to divorce. Because when the woman khautfs, she says: ‘I never accept
your love because you are lying for me.” Sometingelas got two children with her but now he

wants to quit the wedding. And the children turibéostreet kids.
(25 September 2007)

Too many children are suffering because of false,lanen always promise the women but he

has got no money.
(29 March 2009)

He saw male income as important to maintaining @sabold and the presence of man
as essential for raising children, conceptualizes gituation in a traditional way as a
matter of individual responsibility, which he ad®®d to the men. Women were in a
position of rather passive victims of male misbebar; in the song, which is a strongly
male perspective on the situation. This state @dirafis a common situation when
couples had children but were not married becawse ard not have money to pay the
bride wealth or ‘lobola’. Such couples were morkely to break up, which had

consequences for the children too. The probabditysuch a scenario was further

enhanced by migrancy. However, Samuel did not gnee audience these excusing
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social and cultural contexts and, instead, simplyealed to individual responsibility in
his poetic shortcuts.

Though the next song was not originally conceive@datobiographical, it turned
out to become so in the course of time. It is abthd devastating impact of
unemployment on relationships inside the familythbloetween husband and wife and
between father and children. Again he used a matspective, his own in this case,

emphasizing loss of respect as the worst consegquEnmemployment.

Mabhlalela (Lazybones/Unemployed)

1/
O bona ke sa Somi,
You see, | am not working,
O thuba motse waka,
You break my family/my house,
Le bana baka ba a fiwa tSe monate.
My children are given the sweets.
2/
Ga ke re ke a bolela ore homola,
If | am talking, you say, keep quite,
O bolela eng ole Mahlalela.
What are you talking, you Mahlalela/lazybones/upieyed.
3/
Go maketa ke lekile,
| try to search the job,
MeSomo ga ke o hwetSe.
But | never find the job.
4/
Ga ke fihla go bo ra meSomo,
When | arrive to employer
Ba ntomiSa ka di mp3a.
They chase me with dogs.
Ga ke fihla gae lapeng,
When | arrive home
Ba mpitSa Mahlalele.
They call me Mahlalela/lazybones/ unemployed..
5/
Joo nana jona ke tla ya kae?
Oh, where can | go?

Ga o sa Some bophelo bo boima.
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If you do not work, life is difficult.
Ga o sa bereke bophelo bo boima.

If you can not buy, life is difficult.

Samuel offered an autobiographical reading of $sleisg: though he had performed the

song for a long time having other people in mindbeigan to be relevant even for him at

the time | met him.

To break is to separate, just like divorce or sdrimgf just like that. You see somebody coming
inside your house. This thing | sing before my wifmted to divorce me. So other people are
saying: ‘You are singing about yourself.” But | d@ninking this is not going to happen to me. |

say: ‘| guide other people.’ But they turn to ntasilike... It is exactly what she has done to me.

It is the way she has done to me in that song.
(25 September 2007)

| asked him about the person who gave his chilthiersweets.

It is another man, | am singing about the one whamt to break my family, from outside. He
goes first with my wife, but | want to tell him: dDnhot break my life by giving my children

sweets.’
(25 September 2007)

He spoke about a difficult situation in his lifemairing the experience of thousands of
other South African men who are frustrated by tiability to provide for their families.
It is all the more difficult for them because oéttuling traditional conservative gender
order, often demanding the impossible of them m ¢bntext of high unemployment.
This causes a symbolic violence resulting in fatgin, depression, and the
underestimation of themselves among men who arahietto meet society’s demands.
Actual violence may become the result (see for gtarRichter and Morrell 2006). As

with the previous song, the social system, the gefrit, is not mentioned.

This thing is very nice, it is a very good messag@ a nice one. This one is very very tough to

sing about because life is very difficult....

[..]

You know, if you do not work, every time you wargdt, nothing, you got no money, nothing.

You see? And when you are talking, they say: ‘Kpefe, because you never work.” Sometimes
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you see woman when she cooks kentucky or chiakeetlsing just like that. If you say: ‘Where
this chicken comes from?’ They say: ‘Nee, keepdpgtause you are Mahlalela’.
(25 September 2007)

Samuel also demonstrated the way he performedathg, sising theatrical gestures to

illustrate it and make the serious topic funny, @itrbordering on parody.

You are tired and want to rest in your house beeaumi are tired of the dogs. And then the wife
comes and(parodying the wife as if she was barking like tlegys)and you picture the way you
are running from the dogg¢laughing)You saved your life. And when you want to rest boohe
(parodying the grumbling wife agginSomebody makes a lot of noise... Mahlalela. atVean
you do? You picture all the things. You say: ‘Ohd,dhank you Lord.” You are saved from the
dogs. You see? It is a laughing st@iughing) Sometimes you want to talk to your wife: ‘I am
running from the dogs, | was nearly bitten by thegsl’ And she saysf{parodying her
grumbling).‘Do not talk about this thing because you never itanwork.” Life of man is very
very difficult. To be a man you must try very hafldughing)You picture the day you were
nearly bitten by the dods.] Some tried to kill themselves because of this.

(25 September 2007)

This was the last song we discussed that firstradtan, in the garden of the
student house where | used to stay in 2005 and.20@6 finished about 5.30 pm
disturbed by a white (it is significant here) wonfamm the personnel department who
managed the student accommodation and whom | reerechirom the time | lived in
the student house. She was not his superior bustanted to shout at Samuel, What he
is doing therafter his working hours (he had an access there, h&dwslas it was part
of his workplace and there was storage for theeageers in the backyard house behind
the house). His crime was that he was not suppwsbkd therat that time She did not
know what to think about me, as she obviously ditkmow about my return to South
Africa and our research relationship. We gave beresquickly made up explanation of
our presence there and walked out. Samuel was weryous about it and | felt
uncomfortable and guilty as we both knew that hasifoon at work was vulnerable.
Luckily, no consequences followed. It is a goodstration, though, of the difficulties
we often had when trying to find a place where weld sit and talk undisturbed, and it
demonstrates Samuel’s difficult position face t@efawith the white staff at the

workplace, which seemed to be habitually stuck deebe past.
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The other day we met was in a closet used by algdadies in one of the mixed
students’ residences, because it was cold and wontside. As all the cleaning ladies
were from Mamelodi and used the same commuter &aiBamuel did, they all knew
him well, and some of them remembered me, too filmentime | stayed in the student
house across the street, which they cleaned. Tregleras a cup of tea and we spent
there a productive time transcribing Samuel’'s soagd discussing their meanings.
From time to time the cleaning ladies who were dpen part of the time there too
joined in the discussion with minor comments antkg.0

Samuel began with the song dealing with gendetioals as its main theme. The
point of the song is that while gender equality idesired state of affairs, when it comes
to job interviews corruption decides either in foem of financial or sexual bribery. In
his comments Samuel’s view turned out to be momsexvative than it seems from the

song’s text.

50/50 (Fifty, Fifty)

1/
South Africa e thabile e thabetSe ditokelo

South Africa is happy because of the gender etylterally: rejoice over the rights]
2/
Bomme ba ba golo rutang wa na basoa ditokelo

The old woman teaches the young woman the hurghtsri
3/
Sehlano ka mo, sehlano ka mo, tekano ya bong.

Fifty, fifty, gender equality.
Monna ke lephodisa, mosadi ke lephodisa.

Man is a policeman, woman is a police woman.
Monna ke Nurse, mosadi ke nurse.

The man is a nurse, the woman is a nurse.
4/
Bophelo bja ka jeno ke mahlomola,

My life is that of mahlomolfunemployed],
MeSomo efedile, go setSe ya go rekiSwa.

There is no jobs, the job is to be bought only.
Ge ole monna ba kopa tSot3o,

If you are a man, you give a bribe,
Ge ole mosadi ba kopa lerato.

If you are a woman you pay by love.
Fifty, fifty, gender equality.
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Fifty, fifty, gender equality.
Mona o reita Terene, mosadi o reita Terene.

Man can drive a train, woman can drive a train.
Fifty, fifty, gender equality.

Fifty, fifty, gender equality.
Mona ke lephodisa mosadi ke lephodisa.

Man is a policeman, woman is a police woman.
Monna ke Nurse, mosadi ke nurse.

The man is a nurse, the woman is a nurse.

He gave a thorough explanation of his understandirtpe situation. Some professions

are open to equal sharing, but he expressed hisepgtive opinion about others,

basing his idea of gender order on God’'s will gwesented by the framework of a

Christian world view. He would never sing abouttaer professions as open to equal

sharing, but rather saw the roles of men and womaeerGod-given. Moreover, he

discussed the need of men to be praised or sungobyen in order to succeed. This

view corresponded well to his opinion expressedhwegard to the initiation school and

traditional institutions, which | described in thimgraphical part dealing with his life in
Ga-Mphahlele.

It is very nice to understand what | me&n] Because of 50/50, because of gender equality, we
share just like this. | want to give exactly whaimean. Because of what? An there is another
thing that is not going to happen if you do 50/B@cause | want to show only what it costs.
Inside the job you can do the 50/50 but otherg, ljue a priest, or pastor, you never go 50/50
there. You don't because God do not love the wam#ach the man. You see? This thing | can
never sing about because it is impossible. Thisngossible. But people they force it that it
really happen. You see, it is the woman who burey ¢hild, it is not the man who burry the
child. You see, it is impossible. But the peoplednthe 50/50, 50 percent, 50 percent. This is
impossible[There are things}'s possible and other things it's not possibleydu go to teach...
The woman can be a teacher, and man can be a teathis is possible. You see? We share.
And here on the top, he can be a leader. And theamocan be a leader. It's possible. Very, very
possible. But not inside the church. You see? Becthe church is the image of God. You teach
people. Because the Jesus when he come, he omgeclize man, not choose the women. The
woman come after us. Then they are singing thessforgs. So that we must be very, very, very,
very, very, very powerful. Because if they comer gfbu, then you become very, very powerful.
Because they praise you. You see? You see todtmalfo If someone give you power, you got
more power to do that. It is woman who praise nwthat they can do the job nide.] It is the
way | want to talk in this song.

(27 September 2007)
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Here Samuel basically outlined his vision of gendeter but in the next passage he
returned to the situation of looking for a job aheé related corruption. While we can

say that his view was fairly conservative he appeédo be very sensitive to corruption

and sexual abuse at the workplace, which he coeiplebndemned. In the beginning,

too, he uncovered his strategies for composinddki and at the end he pointed out a
not all that obvious but important aspect of suaoaupt system, which cannot work

effectively as a consequence of the methods used.

| catch only the points. | never try to hide thehimese things | do it straight and this is a
message. If you can listen it and then you caerist Very nice... what the men say. Ba kopa
tSotSo[pay a bribe] you know exactly what it mean about this. Argldbrruption. If we cannot
face corruption, we never be successful. Becausekgiow, this lady... This lady got children
inside her home, so the children are crying, soghdo search some jop..] You do not know
the problem of this woman, she never come heredrchk sex or something just like that. She
come to search some money to support her childeryou, you need the love before you give
her a job. This is corruptior]...] Because this woman need job with all her tears angl.And
another who come to do the same like this one.séeythere is a lot of people who hire them
with this method. And this is corruption. This @raption and it is no good. And there is one
who is going to love you... from that five persémd this thing is not going to work well.
Because if you remember, you give this man motieheatime you know. If you never want to
work you say: ‘I can tell them, | can put out theciet.” So every time you are oppressed and
abused you see, this is the way. | want to givepleebight. This is finished, ne? You are
covered? Can | go forward?

(27 September 2007)

Samuel’s Christian world view functioned complenaeity with the traditional African
one but played a more prominent role here.

Samuel continued writing down the sddgna ba Ped{Children of Pedi) in this
session. Here he positioned himself in the rola efise Pedi chiefelling his people
what they should do in order to make the moderte stark. In turn the people praise
him as a chief following the traditional genre ahlopoetry, of chief praises. Children
were engaged in the song’s performances, repregeRedi people praising the chief
“Kadiaka”. While mixing traditional institutionske chieftainship with the demands of
the modern state and its apparatus, he poeticatgl Wfrikaans and Sepedi together,
confirming the argument | put forward in the biggnecal chapter, about Samuel's

perception of urban geographies. It is one of tlstrfascinating songs with regard to

- 243 -



my interest in understanding Samuel’s position witthe world he inhabited. He
commented upon this song in a great detail stopptn@most every verse explaining

what he meant. | first present the whole song wittanslation and then his comments.

Bana ba Bapedi (Children of Bapedi)

1/
Nna re bana ba Bapedi. Nna re buswa ke Kadiaka.
We are the children of Bapedi. We are ruled/gogdrby Kadiaka.
2/
Nna re bina sethuthulele.
We are dancing sethuthulele.
Set jou skouer aan die wiel.
Put your shoulder on the wheel.
a/
Poliese, poliese. Set jou skouer aan die wiel.
Police, police. Put your shoulder on the wheel.
b/
Soldate, soldate. Set jou skouer aan die wiel.
Soldier, soldier. Put your shoulder on the wheel.
c/
Nurse in die Hospitaale. Set jou skouer aan di¢ wie
Nurse in a hospital. Put your shoulder on the hee
d/
Onderweiseres in die Skoole. Set jou skouer aawidie
Teacher at school. Put your shoulder on the wheel.
e/
Trafike offeseer. Set jou skouer aan die wiel.
Traffic officer. Put your shoulder on the wheel.
fl
Alle mense los misdate.
All people, leave crime/wrong doing.
Werk mense, werk.

Work, people, work.
chorus:

Nna re bana ba Bapedi, Nna re buswa ke Kadiaka.

We are the children of Bapedi. We are ruled by Kkali
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Samuel began his explanation as follows:

This song | am singing about myself. | am singiity the children so the children they praise
me. They praise me, so they are children of Bap@di. chief is Mr. Kadiaka....] We are the
children of Papedi. ‘Nna re berSwa ke Kadiaka.’ ¥hgaise the ruler, or the leader of them.
You say re bana ba AN@frican National Congressjust like a government, re bana ba ANC
[we are children of ANGC]this is bana ba ANC, re berSwa ke Madiba, thislémdela, he is our
leader, and then ‘nna re bina sethuthulele.” Sdthldle is another kind of dancing. It is
sethuthulele, just like toyi-toySouth African protest dancejust like kwassa-kwasgpopular
dance of D. R. Congo originlike something. | uses to say sethuthulele,ishisnd of dancing

that we are doing.
(27 September 2007)

Samuel builds an arch here between the traditimsditution of chieftainship and the
modern state framing the current political ordertiaditional terms: South African
citizens are children of the ruling party Africamtfiwnal Congress and they are ruled by
Nelson Mandela, called here by his traditional clemme Madiba, which further
enhances the traditional framework, as a chief. pbeplehation as children of
Pedithildren of ANCare dancing a praising Pedi sethuthulele damyietoyi dancé®®

to their chief KadiakaMadiba It is an expression of parallel conceptualizatidrihe
traditional framework of chiefdom and chieftainoy the one hand, and of the modern
state, on the other.

At the same, it must be emphasized, it was a cdslplenaginary situation.
Samuel was not a traditional rural chief but a eatpoor township urban dweller.
A strong nostalgia over the imaginary ideal tramiil past can be sensed here.
Samuel’'s musical and theatrical activities withlat@n from his neighbourhood in
Mamelodi were clear pronouncements of his attentptsre-create an imaginary
traditional world within the context of Mamelodi iorder to teach the children the
‘traditional values’ which he found missing in tlheban environment. Playing and
singing this song was one of the opportunities wlike imagined social order could be
performed. The children literally praised Samuel aschief in the course of

performances in Mamelodi or in his rural home inrMaleng in Ga-Mphahlele.

198 Toyi-toyi considered here as a national South African daBen the tradition of the common anti-

apartheid struggle of the past it is understoocr@ating a sense of common South African identieh
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Clear overlaps may be found between his consee/atiew of gender order

based on values understood as Christian, as heitgavihe previously discussed song,

and his other ideas about society and state bas#lgt pn an image of traditional social

order and partly on an image of a modern state.idéia of a working modern state is

expressed in the rest of the song with real entisusi

VZ: So what is the meaning of this sentence?
LSK: Put your shoulder on the wheel. It is to work-.] Yes, start to work. So now. This is a
message to the people. | want to give the messathe tpeople from me. | am the ruler of this
people. | must give the message to the people.uBedaam a ruler, or | am a leader. This is
message that | want to give to the policemen. |‘Say jou skouer aan die wiel.” ‘Put your
shoulder on the wheel.” | mention, that is... | ti@m ‘Poliese, Poliese.” Police, police. They
must work. Ja, if | can say, this is the messagadgolicemen... and policewomen, so that they
can work, work, work, work... Set jou skouer aae diel. The police must work. And then
Soldate, it is soldiers. They must wofk.] So it is something like ‘Start to work, soldiers!’
‘Soldiers, begin to work now.’ It is just like aalger. If you are a leader then you guide the
people what they must do now. And then you sagiyeuthe light to theni...] An this is: ‘Alle
mense los misdate’. All people leave corruptioayéecrime. Crime is misdate. ‘Work, people,
work’

(27 September 2007)

Interestingly, Samuel intuitively mentioned impatapillars of the modern state

apparatus. He began with repressive apparatusicepid soldiers — and continued to

‘softer’ professions like medical workers and tesrshfinishing with traffic officers

probably given the urgency of the extreme numbémead accidents in South Africa.

He finished with a call to all to leave crime armraption and to build up the country.

| just mention the great jobs, only these. Becaeaeh and every department they must
understand their situation. Because this one isr@agposition, who carry the entire nation.
These are the most important. From hospital... ¥a be injured and then you go straight to
hospital. Then police... Somebody can took yodrpgdene here, you go straight to the police
people. They must act. And now you say: ‘Hey, hsgmebody carry my thing...” Never say
when, they must act from now. If traffic officerrmimt take tSotS¢bribe]. Somebody can hit your
car, by mistake, and they must help you. Becaubkeyfare not helping, they are gonna going to
fight. Somebody can be fighting for you. ‘Why yiburty car?’ Just like this. And then you begin
to fight. But if traffic... they are here, and dotriook the side. Somebody can cool up. They must
do the job exactly what they [are supposed to Bagn’t face the person because he got money.

If you got no money then they say we can talkf @ou are crossing the red light or robot, they
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call you and say, if you got fifty cents or fiftgriel we can mend it. And this is corruption and we
do not need it. And in hospitals, you see, if yourgp money, they leave you in the chairs, you
can stay the whole day. Somebody come after yey,sy ‘Come here’, because they now his
father or her father...

(27 September 2007)

| asked about the focus on the Afrikaans langu&genuel spoke Afrikaans better than
English and the use of idioms such as “set jou sk@an die wiel” confirm it. His
Afrikaans orthography did not follow the rules, tigh, and his experience of the
spoken language over the written one is clearppieared that Samuel used Afrikaans
because he liked the sound of the language andatsuse he wanted to be understood
in the quarters concerned in the song and whichbdleeved, were still mostly
populated by Afrikaans speakers. He also arguedAtigkaners are still in power and
the song is dedicated to them. | was, may be naialite surprised that Samuel
showed absolutely no resentment towards the larggagn the burden of its historical

role in the apartheid oppression.

VZ: Why did you make it in Afrikaans and not in Sepedn English?
LSK: Nee, Afrikaans... | like Afrikaans. Because Afrikaaong. Always when you do the gospel,
you see, and you uses Afrikaans word and it is, wemy, nice.

So you use it because it sounds nice, the langs@agads nice.
It sounds nicely to the songs.

...and only because of the sound?
Only because of the sound.

No other reason?
Because people who are in the power is Afrikanerttas world. You see? The policemen,
policewomen... and the hospitals is Afrikaner, gea, university... So | want to get this forward
so that they can listen. If this thing can go te thedia or go television, this thing... everybaly i
gonna going to understand.

(27 September 2007)

The following song was one of the most popularlgfgrened by Samuel and his
various occasional musical groups. It is parthybidgraphical and deals with a socially
widely resonating topic of weddings and divorcedationships and breakups. Samuel
addressed men in this song again, comforting memswaiffered a divorce or a breakup,
telling that there are enough (other) women to skdoom. The song is also meant to

prevent these men from turning their feelings sdoially destructive behaviour.
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Thula (Quiet)

1/

O boletSe moekelesia are tSohle di na le nako.

As PreachefBible, Ecclesiastesiaid, everything got its own time.

2/

Go nyalana gona le nako, go hlalana go na le nako.

To marry has its own time, to divorce got its dimme.

3/

Re a tseba obe o mo rata feela o go hladile.

We know you are in love with her but she divoyaas

4/

Tlogela go epolaya basadi ba tletSe lefase lena.

Do not kill yourself, the world is full of women.
5/
Thula ngwana mama. Thula.

Quiet mother’s child. Quiet.

6/

Re a tseba o swanetSe a nyale wena, tlog feelatdengnokgotse wa gago.
We know you were supposed to marry her but yoathbr/close friend has married
her.

7/

Tlogela, go senya lenyalo, le wena ngwaneSo oytiéwa.

Do not destroy the wedding. You, my brother, carryrsoon too.

8/

Homola, homola, ngwana mama, homola.

Quiet, quiet, mother’s child, quiet.

It is not quite clear here whether Samuel talkeolualolivorce or just a breakup before
marriage, most likely about both. In any case,lynes demonstrate his liberal opinion
on divorce. Interestingly, he introduced the whdiscussion using a Biblical quote
(Ecclesiastes 3: 1) as if trying to legitimize die® within Christian context through the
rhythm of the poetic Biblical text. This benevolencould be seen as related to the
African traditional view rather than to the Chrstione, though. Samuel explained that

he addressed men specifically in this song:

You see? This is nice music, so that | can givpd#ople who are divorced something for himself
or herself. So, | want to face the man becausa talking about men. We know you are loving

her but she divorced yo[i..] | want to console you..., ‘ngwana Mama, ngwana Mamuda’. Ja,
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mother’s child. You see, when you see... you goptla not worry my mother’s child, do not
worry, everything can be alright. You see, | wanpait this straight.
(27 September 2007)

Samuel liked this song and he reminded me of hifpeance of the song with a group
of young men and children in Maralaleng where vaited earlier that month. He liked
it because it was fast and gave the group an appioytto ‘do actions’, that is to dance

creatively.

| used to sing this song and other children theyetbthis song and they can perform very nice
with this song. You see the lot from the video.aWéeuses to sing this song. It is because it is
fast and you can shake the body the way you cakedii@ body. And | got the message. It is a
nice music. | like it because it is fast and we darthe actions and we can do everything. You

see?
(27 September 2007)

The next songTate Mogolo(Old man or Grandfather) is different from all {heevious
songs. It was not composed by Samuel but it iaditional Pedi school song he used to
sing as a boy. He consciously talked about hisoperdnce and recording of the song as
about restoration. He deliberately took the songetstore it in a new arrangement
attractive for a contemporary young audience. tea ibehind was to bring the issue of
old people to children and young people. The ustrategy of delivering the message
using an entertaining song as its medium is usee &dgain. Samuel knew | liked the
song as its performance was always accompaniecabgus funny movements which
the children performers enjoyed doing (we even gdathe song together already in
2006 and | recorded the song few weeks later dumiygfirst visit there, check the
Appendix A for particular tracks on the accompagy@D). He introduced the song as

follows.

LSK: It is your favourite song, | know.

VZ: Itis very funny.
Ja, it is very funny, this Tate Moholo. This is@d song. This is an old song from the schools.
When we are young people we uses these to tedutmuto sing. And this is a restoration, it is
about restoration. But now...

About what?
Restoration... to teach the young children, aboldt people, old grandfather or... So if old

people talk with you do not hurry, do not hurrychese the old people can show you: ‘I am sick
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here, | am sick here...’ You must just be patientlie old people. You see, sometimes you see
my mother..[she wants tofalk with you..., other people want to talk, jusuybe patient to old
people. Yes. This song, it shows you exactly wieabld people uses to say. If you are nurse or
you are sister or you are doctor, you must be patie the old people. Because you can say what
is your sickness? They say here. If you say you tean let us say shoulder, they say yes, you
look at the shoulder, they say loins.

(27 September 2007)

Tate Mogolo (0Old man/Grandfather)

1/
Tate mogolo otSwa kae ka jeno?
Old father, where do you come from today?
KetSwa ke sepettele godimo ga dithaba.
I come from hospital on the top of mountains.
2/
O bolawa ke eng?
What is your sickness?
Ke hlogo, magetta, sehuba le matheka, mangoeletsvana.
My head, shoulders, chest and loins, kneels a@sl to
3/
Dingaka le manurse nke lere thuse
Doctor and nurse, please help
Le fadiSe batSafadi.
To heal the old people.
Le rena re a ba rata.

We love them.

Samuel’s explanation unraveled his reasons fooriesf the song. It was meant to raise

awareness about the old age and to reestabliskatefgp the old people. Not only did

Samuel mean the song to entertain children, heaslalt address doctors and people

working in hospitals. The reason, which he begareveal and develop in the course of

the interview, was quite unexpected for me.

This is a message to the doctors and... Alwaysnit wagive a short message to other people.
You see? Always the doctors are the same peoplearhbelp our elders. Because if you go to
the hospitals, the old people, they never Ifatk her, or they never loofat] him. [They] say:
‘Eee, this one... Why he do not want to die bec#luse is no partner of him, there is no other
people than him. Ja, she is supposed to die. Becstus is old.” Why? Because these people are

our dictionaries.
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VZ: They are what?
Our dictionaries.

Diction...
Dictionaries. Somebody. If you do not know somgthiou just have a...

Oh, dictionary!
Dictionary. It is our dictionary. Because they neverget the old or the past. If you are
wondering, then you go to the elders. You see.

This is what you mean... Yes, they know.
Yes, they know everything but they do not usesit® but they...

They remember.
They remember... and what time, and you can fom@dvhole story... about that. You see. This
is our dictionaries and they never forget everyhirso if you want to build... the nice
government, you must use the elders. You seeh&nd/bu can put these together and then so...
It is so... Because if you uses the young people dine gonna destroy, they are gonna destroy
everything. Because they say: ‘I know, | know.aulhow to write in computers.” So they say.
The other places are just like this. They usesrtobemputer rather then they uses their
knowledge. Hm... And if the computer talk liese, they say computer..., because computer
done by the people. Now, | am gonna going to fihetause...

(27 September 2007)

Samuel’s points about the treatment of older peopleospitals and the behaviour of
medical workers towards them in general, put thregysonto quite another light. It was an
expression of deeper traditional and conservatieedwiews in opposition towards
some contemporary trends. To treat older peoplé vaspect was necessary for the
good of the whole society not of the ethical reasonly but of practical reasons. The
old people were seen as repositories of reliabsmedge and therefore they should
have a say in important decisions on various legtlstate apparatus. Samuel was not
gender specific here but based on the usage obpnanin the first paragraph and his
views | already discussed it is likely that he Inaeh and women in his mind alike here.
Compared to his embrace of new technologies wheoudsing mobile phones, his
seeming distrust towards computers could be seguites surprising. What he pointed
out here, however, was not a criticism of new tetbgiesper sebut rather of the
excessive dependence of their inexperienced usethem. He saw this situation as
related to the practice of putting the older pecgdéde and setting them outside of
decision-making processes. The restoration andmeaince of this traditional song can
be seen as an expression of Samuel’s traditioeal of the matter and as an attempt to

raise awareness about the issue of an old age.
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The last song of the albuielepe(axe) was a traditional poetic Pedi song.

Unlike the previous one it draws on deeper cultlagérs and as such is not easy to

decipher. Moreover, it is not a topical song butlegorical one. The song appeared to

be important for Samuel because it related himigadral home. As an introduction to

the discussion of this song he explained the samdgsin his memories.

This thing we uses to sing inside the bus whenoreedo Pretoria, or when we go home. Yes,
because we are going home. So the other peofihey. use$to sing it] but they never put inside
the records. But | uses to do it with record. Bessmit is old song. It was old song. Because |
love it too much. When | am raise up, when | wakidhood, | hear older people singing this
song. They say: Monna o nkile selepe...

(27 September 2007)

It is the only song on the album with no numberedphes, which further confirms its

traditional origin.

Selepe (Axe)

Monna o nkile selepe a nyologela thabeng.
Once a man took an axe and climbed up a mountain.
Ayo go rema sefate, sefate sa matSatsi ohle.
He chopped a tree, a tree of all days.
Sefate sa tShoSa leeba, Leeba la tShoSa phukubye,
Thelfalling] tree frightens a dove, the dove frightens a jackal,
Phukubje ya tShoSa Nare, Nare ya bolaya motho,
The jackal frightens a buffalo, the buffalo kitle man.
Nare ya boloya. Nare ya bolaya, Nare ya bolayae Narbolaya, bolaya motho.
The buffalo kills the man, the buffalo kills tharmthe buffalo kills the man, the buffalo
kills the man.

Banna se remeng difate. Difate ke bohwa bja naga.

Men, do not chop trees. Trees are our heritagédcel

Samuel did not give me sufficient explanation a¢ #ong during the interview, partly

because it was getting late and he had to go baekotk and partly because of his

insufficient English and my insufficient Sepedi. hsvas our last meeting that year, we

did not have time to return to it. Neverthelesstudied the song later, finished the

translation and finally understood its meanindgast on the basic level.
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The allegorical meaning of the song’s poetic exgimesis quite clear. It is a call
to look after one’s cultural heritage. It relatagture to the very existence of human
beings and existence of the world as a human wéHd.key to the understanding is the
word ‘sefate’, translated by Samuel as tree. Onth@fpossible meanings of the word
‘sefate’ is a short “peg in hut wall or a forkedtktplanted upright (on which maize or
‘mealie’ cobs are stackedf®. In this sense the tree, as an allegory of hegitagd
culture, supporting the notion, indeed the verysexice, of the world as a cultural
world. Human existence rests on it and when theigehopped down the whole world
as a human cultural world collapses. It happers series of consequences allegorized
by the chain of the animals one frightening anotheéth the final and definite

consequence of the buffalo killing the man, asrag@fication of people as a whole.

*k%k

In this chapter | tried to demonstrate the breasfttSamuel’s interests and wider
opinions as expressed in his songs appearing orMmamonaalbum, which he
recorded and released in 2007. The songs constitutere of his repertory for a long
time. He basically played all of them for the whtitae of my research. | dealt with the
songs’ texts in detail in order to show how thepressed Samuel’s opinions on a broad
range of issues, offering a what | would call makmapping of individual experience:
every single song gave us a deep insight into saspect of Samuel’s social and
cultural position in the world he lived in. Thougls various opinions may seem rather
heterogeneous or even conflicting at times wheartadut of the broader context of his
other opinions, it can be claimed that they arexample of a complexly structured but
perfectly coherent and sensible whole based on éongdeep experience of particular
living conditions. It is important to look at thesengs as a whole because only that way
do they allow us to see the particular structuang variously intersecting frameworks
as parts of this whole experienced as coherentu8iémsongs’ lyrics and discussions
of their meanings are one of the most efficientsk&y understanding his complexly
structured subjectivity. This is the practical apgiion of what | mean by mapping the

individual experience musically.

199 sesotho sa Leboa (Northern Sotho) — English Dietigrhttp:/africanlanguages.com/sd@ccessed
15 March 2015).
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In this chapter | have tried to keep emphasizirggdbntinuity between Samuel
as a member of the ZCC and as a solo musician nougalevels. There is a clear
overlap on the level of inspiration. ‘Holy tea’ akibly Spirit remained a strong source
of compositional creativity even within the domaih‘secular musical performance.
His church-inspired opinion appeared strongestndutiie discussions on gender issues.
By the same token, the educational ethos of Samysdrformances bordered on
religious preaching sometimes. His rootedness idi Relture — enhanced and
maintained in the urban environment by his ZCC mensiip — and in the African
traditional imagination, showed up in various motseno. Besides the last song being
a testimony of his cultural belonging, it was fatlileshed out in discussions about the
position of old people or in his Pedi-Afrikaans gabout the state’s employers. Issues
related to modern society and a modern way ofWiéee important, and in most of the
songs Samuel dwelled in all these worlds.

In the last part of the dissertation | map one h# tmportant environments
where Samuel made music, as a solo musician asawellchoral singer. It is perhaps
one of the best possible examples of this compbeiaband cultural negotiation. Quite

characteristically, it is happening on the moven-ttee train.
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Samuel on the Stage of the Suburban

Train

Public Transport and Musical Performance

Train has carried a powerful meaning in South Afnigmagination already since the
19" century and to a lesser extent has done minibisitece more recently. Both have
entered deep into cultural, social and personatespce of migrating and commuting
black South African and other Southern African oragils. Samuel himself extensively
used various means of transport since he leftdrel home in Ga-Mphahlele in 1982.
The topic often came out during our interviews. sThvider social and personal
experience is richly reflected in various local pogenres of oral literature, songs and
their performances as well as scholarly literat(see for example Coplan 1994,
Mokitimi 1998 et al.). | am not, however, goingdiscuss these means of transport as
topoi of poetic expression as it has been discustsglvhere. Instead, | focus on a
specific phenomenon of regular and occasional mpsiformances taking place on
suburban commuter trains operating between MamaelodiPretoria and, partly, also in
long-distance minibus-taxis operating between thenship and its dwellers’ rural
homes. Based on interviews with Samuel and partlyny own observations | try to
understand the inner cultural logic of these pentomces and provide an explanation of
their various possible meanings for the commutetsy to interpret the related social
practices such as founding of choirs as productgemiporary socialitiesamong the
commuters in situations of commonly felt discomfand anxiety in wider context of
the capitalist economy where these people as mosskilled or semi-skilled workers
still find themselves in a disadvantaged positiinthe same time, | try not to lose sight
of Samuel’s involvement in it either as a performéris own educative as well as
entertaining songs or as a participator in perforceaof a widely shared repertory of
church choral music.

Most of Samuel’'s songs were performed on the s#utiain as well as during

long-distance travelling in minibus-taxis duringethme of my research. | took part in
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some of the journeys along with him. This topiespecially enlightening here as both
Samuel’s creativity as an independent songwritel @erformer, on the one hand, and
his musical membership in the ZCC, on the otheterastingly overlap here. The
‘sacred’ and ‘profane’ meet each other here — dsisrall musical practices — without
making any artificial distinctions. Samuel's exesce of being a commuter between
Mamelodi and Pretoria for almost thirty years amat of being an active train musician
and a train choir organizer and a member of a\p#min-derived ‘social club’ (or a
‘stokvel’ using a common South African term forfily many years too provides a good
opportunity to explore these environments and tp ma musical involvement in them.
These already more or less formal social groupsiraghis case, products of the
temporary train socialities have been among thet mposminent features of social
formation among black South Africans’ emergent camities of migrants, especially
in townships. For an ethnomusicologist it is impattthat these social groups are fully
or partly realized on the framework of choirs. As would see in the chapter on ZCC,
we could easily interpret the very existence of Z@@&nch in Mamelodi too as such an
emergent musical community of migrants where tHeual concepts and practices of a
choir and a church are mutually constitutive. Makperformances become constitutive
of the very existence of various social groups.

In his article ‘Public Transport and Private Riskionism and the Black
Commuter in South Africa’ an anthropologist Jameasrikan wrote about strategies of
what he called ‘management of risk’ by holding gelus services on commuter trains
in Durban area by local Zionist groups (Kiernan @97 Although | partly draw on his
ethnographic findings from 1970s, | focus on thesimperformances in general and not
necessarily related to Zionist or any particuldigreus groups. Kiernan’s data might
seem old to be used today, but as the social peaoficommuting between townships
and cities or city centres has witnessed no prafathanges throughout all the political
changes — in fact, its patterns remain remarkatdples — and as there are, to my
knowledge, no more recent ethnographic findingstlom topic available | find his
observations as a useful starting point. Dealinthvthe actual musically mediated
experience of public transport commuters withindhgan space of Pretoria or Tshwane
area still structured mostly by its inherited apai geographies today | also hope to
contribute to the debate about life in contemporsncan cities here.

There are basically two kinds of musical perfornren8amuel took part in, first,

his solo performances and, second, choral churchiomeollective performances. |
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begin with the solo performances here. | approachu#l’s solo performances from the
post-structuralist perspective used widely by satsobf oral African literature since the
late 1980s (see for example Barber 1999). In thewy Samuel was not the
conventional literary or musical author in the ttathal Western sense but rather an
initiator who gave the audiences an opportunitygét involved in creation of the
meaning of the song. He thus performed as if ptayie audience’s imagination. His
songs were not just texts in literary sense (ikesdry approach the oral scholars started
to criticize first) and music but were inseparabdjated to the actual performance
context, in this case the commuter train situatadnthe township dwellers’ daily
journeys to and from work. The final meaning was tasult of the common cultural
and social consciousness shared by the audienc¢éhangerformer and the particular
context of the performance situation. While the iemdes of Samuel's solo
performances may seem passive, that is not musigatticipating in the conventional
sense, they were, in fact, active participatorsreation of the performance’s meaning.
Interestingly, Samuel himself recognized his rald eole of his songs like that too.

My approach of collective singing of choral churapertory is via experience
of performance participation and of ‘flow’. | sugget is, first, theparticipatory quality
(Turino 2008, 23-65) of the train performances bk tcommonly known and
collectively performed old missionary as well asrenoecent church choral repertory
and, second, thexperience of flow(Csikszentmihalyi 1990) felt in the course of
performance, which both enable the commuters toconee the unpleasant feelings of
and about the train environment experienced aslé@std often physically dangerous
and, at the same time, establish a strong sensetoflity and mutual solidarity. In this
case | speak of the multisensorial bodily partitgra in choral performance, often
involving bodily movements. As | have already iraded, this experience of the
musically enhanced temporary sociality may outtive actual travel time and in some
cases give an impetus for formation and maintenahe@rious kinds of relationships
and social groups at home in the township as wselinathe work place in the city,
namely regular choirs and ‘social clubs’ or ‘stolsve

| suppose that both kinds — solo and collectivef these suburban commuter
train performances could also be usefully concdie in Turner’s terms ‘liminality’
and ‘communitas’. Liminal situation of being notyamore at home and not yet at work
(and vice versa), moreover, mediated through mupmdormances of various kinds of

participation, constituted a moment of relativdlretiss — paradoxically, while on the
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move and in the course of performance — and anriexqe of stability, social equality,
mutual solidarity and personal security, whichamstimes difficult to achieve either at
one’s home in the township or at the workplace wighpower relations and enforced
hierarchies. It was Turner himself who related Hsrm ‘communitas’ to
Csikszentmihalyi's ‘flow’ in one of his studiestl@ugh he clearly distinguished them
from each other understanding ‘flow’ as a more vidlial experience than

‘communitas’ (Turner 1974, 89).

*k%k

Migrancy between rural villages and urban labourties in South Africa has already
been studied for decades by dozens of scholarsdédcusually on social change (see
for example Hunter 2009/1936, Mayer 1961 and 198Qrray 1981, Bienart and
Bundy 1987 et al.). The daily movement between &wps and the actual cities, or city
centres, has entertained much less attentionmagitt have possibly escaped the rural-
urban theoretical framework (for notable studiethis area see for example Wilson and
Mafeje 1963, Ramphele 1993, Coplan 2008, Nuttatl Btbembe 2008). Townships
have vaguely been seen as already parts of ciiésrasome contrast to rural areas.
Though they certainly are parts of an urban enwivent, it is difficult to classify
townships solely in terms of either the urban eriwral, given the fact that its physical
structures as well as social and cultural dynainésng to both. In their introduction to
Johannesburg: The Elusive MetropoBsrah Nuttall and Achille Mbembe suggest that
when thinking about African cities we must move @&y the inherited modernist
understandings and frameworks as well as imageéfata’ where city is simply
“impossible”. Adopting the term ‘Afropolis’, meargrAfrican metropolis, and drawing
on other studies from elsewhere in Africa the arghtescribe the African city in terms
such as informality, invisibility of structures, rstant destruction and regeneration,
constant movement etc. (Nuttall and Mbembe 20086)1-All these views seem
pertinent to both physical as well as social urbianctures.

To make it more complex, South African towns ariiesiinherited persistent,
uncomfortable, and omnipresent apartheid geographiech continue to structure their
urban spaces. Notably, even the new urban constingcend infrastructures tend to
perpetuate these old geographies (for example rthiglgmatic RDP housing), though

on economic rather than ethnic or ‘cultural’ bas@s. the one hand, old townships
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continue to gro#’® and new ones emergéin far off places from people’s work place,
on the other hand, rich suburbs grow out of cittesjr walls rise and roads become
more and more jammed by mostly private cars. Gdgespeaking, this is not an
environment where an exchange between these differerlds may easily occur on a
daily basis, except in a few carefully controllé@dations; in fact, it is prevented.

Again and again it reproduces the old apartheitepat just slightly redefined,
demonstrating thus the intersectional characteuoimagination when conceptualizing
race, ethnicity, culture and class. On the whdies iquite clear where the current
government stands, if we only make a simple corsparibetween the old Metrorail
commuter train and the new high-speed Gautrain Ig&o train) in Gauteng
constructed on the eve of the soccer world changpipnin 2010. The literal parallelism
of its rail tracks and its passengers alike withawgingle intersection is striking and
much telling. It is an image for contemplation therent state of affairs (see Figure 69).
Thus even today the unreliable and dangerous Mgltroains remain the most widely
used mean of public transport for township dwellerext to the overpriced minibus-
taxis (overpriced for its potential users). The Iquaof services provided by and on
these trains and in related facilities has stilerbejuite poor. Comparatively to the

Gautrain the Metrorail system continues to be notsty underfinanced

110 could observe Mamelodi’s huge growth between6286d 2011, especially in Mahube and “RDP”
area but also in Lusaka’s squatter camps, for el@amp

111 See for example Anton Harber's journalistic repabout the post-apartheid township Diepsloot
situated between Pretoria and Johannesburg (H&®Et). His writing about the township roughly
complies with my understanding of the situationMamelodi. It was one of a few recent unscholarly
texts on ‘township’ which | tend to agree with, fixct, one of a very few on the topic at all to my
knowledge. Its quality rests in the author’s actiiveolvement in the township daily life. Its joutisan
borders the best ethnographic description at times.

112 An eloquent version of the most prominent comnaiteomplaints about the quality of Metrorail
services is available in this blog by Koketso MamtiThought Leadeblog website related tMail &
Guardian here http://www.thoughtleader.co.za/koketsomoeti/201888he-disaster-that-is-metrorail/

and here http://www.thoughtleader.co.za/koketsomoeti/2018I8fprasa-stop-treating-us-like-cattle/
(accessed March 1, 2015).
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“People Are Listening Inside My Coach”:

Samuel’s Songs on the Train

A lot of people prefer train to taxi for financiedasons as the train tickets, especially
month fares, are considerably cheaper. A train méerte cost Samuel R88 out of his
total income of R1200 a month in 2007, for exampidich was much cheaper
compared to a minibus-taxi charging R9 for a singlerney at the time. The train
commuters consist of employers working in the @ithin fixed hours during the day,
or students. Those whose working hours are notlaegu those who work till late at
night usually prefer minibus-taxis or otherwisevptely organized transport. As |
observed and discussed with a number of peoptgnerally applies that one does not
use Metrorail, if one may afford more convenieridd of transport. Issues of safety,
reliability, and comfort play the main role. Thecsd prestige of using Metrorail (and
trains in South Africa generally, even the new @ain) is rather low too and there is a
surprising agreement across the South African @ about it. The aspirations of
owning a private car have been widely shared. k& @inhis songs composed in 2011,
Samuel, for example, suggested that people of habtal professions such as
policemen, nurses or teachers should not use dire tn order to keep the right social
distance from the commoners.
During an interview which took place in the Univgrof South Africa’s South

Campus in Pretoria Sunnyside 31 August 2011 Sanmldl me about his train
performance a day before. Having seen a policenmathe train among his fellow

commuters, he started to sing a new song. He destthe situation as follows:

LSK: | am talking about our government — our governmisntot doing well. Because of our
lovely policemen... Because they are supposedwe tiee bus, our policemen, so that they are
protected inside the bus rathghan] to come and then climb inside the loaded train. ¥Yee,
the train is full, full, full... And what about, ou arrest a thief? You arrest a thief and then
magistrate give him a bail or free bail and then[the thief]go to the traifagain],because it is
cheap transport. And then hgss]you, you are a policeman, inside the train. He sé&ys, this
man, he is here.” And he can hurt you. You see?, Neing about this and the policempwas]
very interested. The policemen listen and he ighéng and then he say: ‘This man, he is talking
nice.” Because they are supposed to have a bubdge policemen, and the nurses, so that they
can stay nice and then be fresh in their work,thetpublic[transport]like a train.

(31 August 2011)
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He continued by suggesting that these people sh@aud month fares too for the bus to
have it cheaper. They should be treatedramturable people, ngto be] miXed] with
other peoplé otherwise they have no respect, he said. Nexé tihe told me, he will
sing a song about teachers and pupils. Like pokreand nurses, if the teachers travel
by train with their pupils, they cannot expect aegpect from them in the classroom, he
said.

It shows Samuel as a skilled poet and a musiciaays ready to compose a
timely topical song appropriate to the situatios.iA his other songs, he appeared as an
eloquent social commentator here delivering a ssrinessage packaged in a humorous
cover. The medium of a song transformed the samiticism targeted at the state,
personified here by the government, into a kingablic entertainment. Be it mediated
by a song in the course of performance, in a pivaterview or even in public
preaching, Samuel might have been critical abouioua social issues, but | never
noticed he would be bitter. Sharp jokes he madenbuer an open offence. Irony or
sarcasm also had no place in his songs. The gpaieshge confirms too that he really
perceived the train environment as dangerous, uiftid, and unworthy of some
people but, significantly, not himself. It revealéits perception of his own social
position too. Despite his implicit criticism, he ese himself as fitting into the
environment unlike others for whom he wishes betier seemed to have accepted his
position. Nonetheless, it does not mean he didiglot for better.

It reveals too his essentially modern civic viewsotial hierarchy corresponding
well with contemporary ideals of material well bgiim the new South Africa. Trying to
ascribe his view simply to the ‘white’ or ‘blackadition of the common public opinion
does not make much sense, though, because, in pgyience, both tend to share this
modern materially marked hierarchical view of sboiaer today:*® It might seem that
the modern capitalist vision of material wealth gpitysical separation of different
social classes operates in alliance with an oldecept of status-derived respect. But
even respect — as justified by one’s belonging toraessional group or as gained

through a group professional identity — is undexdtm a modern way here. Ultimately,

1131 am aware the term ‘modern’ has a blurred mearingderstand it in contrast to the so-called post
materialist liberal world view in some parts of Bpe, for example, where a usage of public trandpast
recently become an imperative even in some welbaff political circles, simply, where status masker

such as cars have been used more carefully orbemrereplaced by more sophisticated status markers.
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as in his other songs, it shows Samuel's engagedeco, as a good citizen of the new
South Africa, about the public good of the soctedylives in.

Samuel and thousands of his fellow commuters relgulesed the Metrorall
suburban train between Mamelodi and Pretoria edagyduring the week. He usually
got in at Mamelodi Gardens and got out at RissikHmtfield or at Mearsstraat in
Muckleneuk, a distance which takes 23 minutes amBiutes respectively according to
the current schedule although long delays wereequitmmont* | return below to
Samuel’s involvement in solving one such delay rrlfi. The point here is that the
Metrorail trains have served almost exclusively doenmuting to and from work (or
possibly school) and that there have been almosbnpections for days of leisure. The
trains still seem to be well integrated into theteyn of capitalist economy as it was
established during apartheid. They continue toesdingt of all as a mean of cheap
transport for township dwelleras workers and labourers, not as people asking for
decent and available public transport regardlesgooking days. The distances between
places of living and working still remain too lomagd the journeys time- and energy-
consuming-*® Persistent predicaments of the apartheid geoggapdmd of the socio-

economic complex seem to cast long and unexpehsetbsvs.

*kk

The crowd of the daily travellers was a mix of plecfpom Mamelodi’'s different parts
working in different parts of Pretoria and aroulidcame as a surprise to me that people
tended to create more or less formal groups defayadhrious criteria right on the train.
Formation of these groups may have been influemgestarious factors. The people

may have lived or worked in the same area and tisesthe same train stops, or they

4 The morning rush starts very early for those tiimgto work by train. According to the schedulet
first trains leave Mamelodi at about 3:30 am arghtho in approximately 30 minutes intervals tiB&:
am when the interval shortens to approximately 2utes till 8:30 am. Between 8:30 am and 3 pm the
trains leave in hour long intervals only. During tifternoon rush between 3 pm and 6 pm the tramsel
from Pretoria every 20 minutes or so. Then theruatls lengthen to approximately 30 minutes till(7:3
pm and, finally, an hour till 8:30 pm when the lastin leaves Pretoria station. There are no trains
operating between 9 pm and 3.30 am. The trainsatpem Saturdays with fewer connections and on
Sundays with yet fewer. The whole journey from Mérde (Pienaarspoort) to Pretoria (main station)
takes 44 minutes according to the current sche@aemore details see ‘Gauteng Timetables, Pretoria

Pienaarspoort’ dittp://www.metrorail.co.za/Timetables.htaccessed 23 Feb 2015).

15 This is confirmed by a number of studies (seesf@mple Simpson, McKay and Patel 2011).
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may have even been employed by the same emplofetheir working hours
overlapped, they may have used the same train cbang and so on. Though not
quite, particular church affiliation, kinship oru¢al) place of belonging may have
played a role too. In contrary to what one may pmes when seeing the mass of
commuters, these people were by no means an exarhptecial atomization. In fact,
they formed and belonged to many different smaldletarger and often overlapping
groups each united by some kind of shared commieneist. Several kinds ‘non-train’
identities might have overlapped in these emergemimunities growing out of the
temporary train-based sociality.

At the time of the research Samuel carried his @ico almost every day to
work in a huge plastic bag not to put it on publisplay to avoid robbery. He
sometimes even left it in gardeners’ rest room redsknder covers of old newspapers
and used plastic bags. On the train he took itoduhe sack, played and sang. When
performing in public Samuel always played standiagcompanying the music by
rhythmical steps and step dancing, sometimes imgubtational movements of the
whole body and stamping the ground with his feegvements quite admirable
considering the weight of the instrument and tre Fee sang and played along. It was
once more admirable considering the fact that bidopmances actually took place as
early as between 6 and 7 o’clock in the morning betiveen 4 and 5 o’clock in the
afternoon after the whole day of running up and mldiae campus as a gardener and
standing on his feet.

Samuel performed his often autobiographically iresppi and topical songs
dealing with a number of pressing and timely tominsthe train. If | take songs on his
CD Mmamona for example, a number of various topics could diecussed, all
connected by Samuel’s perception of their urgesagh as street children (critique of
unfaithful men and husbands who always promisenbuer fulfil), gender equality (as
proclaimed but not real: a woman pays by her bddyhe end), jealousy and slender
(about spreading bad gossip in the neighbourhdanhjy relationships (the importance
of paying respect to parents and elders), sick(@bhen one gets sick all friends turn
away), cell phones and technology (how cell phartesiged dating and the experience
of being in love), unemployment (how unemploymemng family relationships by
changing family traditional power structures) oape (how to channel a political anger
into a ZCC dance) and so on. Since recordingMnsamonaalbum in 2007 Samuel

composed a number of other songs till 2011 wheal the last opportunity to listen to
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him so far. As | have already mentioned elsewhemyspapers-tabloids such as
Sowetanand Daily Sun daily conversations with people or his own obagons and
personal experience were his main inspiration. fienareminded me that people love
his songs because they are about their lives aplolgis so they can easily relate to
them.

It was not before 2008, however, that | got intev@sin Samuel’'s train
performances more seriously. Only then | realizeat the train was one the most
prominent performance environments for him. In 20@told me that he performs
there every day both ways from and to Mamelodithin morning he usually travelled
with the same group of people, in the afternoongtaip of travellers became more
diverse. Still, he always travelled in one partacutoach so that people knew where to
go, if they wanted to listen to him. When he parfed his own songs he usually played
just himself (sometimes together with his friendd@”). People usually just listened to
him and participated musically only sometimes. Tivas unlike the church songs
performances when people sang collectively fornaimggular choir on the train. He did
not move inside the train as it was usually packed because not everyone wanted to
listen to his music. The ones who did knew whergdoThis applied especially to the
afternoon journeys as he explained: “[ather people they do not accept music. And
other people they enjoy music. There is a lot dfedent people who enjoy music.”
(13 July 2009).

According to Samuel, the train he commuted by eanlyrning and in the
afternoon might have been conceptualized as seperfdrmance stages in one — each
carriage or its section as a performance stagenWbedalked about the different kinds
of performances taking place on the train in 20@6first situated himself and his
individual performance in the centre and then mowadas an imagined observer to
describe the situation in other coaches only tivatvack and point out his own interest
and agenda. While evaluating the train audienciééxton for his satirical son§0/50

about gender equality in today’s South Africa He toe:

LSK: [...] people are listeningto me] inside my coach. In a different coach they areitak
about Jesus... In other couches there are politisjpeople discussing politicsfhey are singing
the politicians’ songs... Other people are talkjoges, so that people can laugh... They know me
from end to end so they will buy all ovighe CD he had just recorded]do not do another
man’s music... It is me who composed the songs.

(28 March, 2006)
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It later turned out that his optimism about sellmg CD was rather exaggerated but he
reached certain limited popularity. He had his QByed in several minibus-taxis and
some of the songs were even aired on Mams FM, Maadnebmmunity radio. He was
even invited as a guest to the Sunday morning progre to the radio in 2011 at the
time of my research, for example, and it was nottie first time, he told me. As for the
authorship mentioned here it concerned ratherdyti@an tunes and harmonies which
were more versatile and in case of church hymnschonduses widely shared. He was
right that people knew him as a musician on thie teven those who did not know him
by name. | had a couple of conversations with womerking as domestic workers in
Pretoria, who came by the same train with him drey t@all knew him. It was further

confirmed in our interview in 2009.

LSK: It is why | use one carriage because they can empwtuff. They can know me. If you go...
if you enter this, yo{know] you are going to find accordion. You climb on, ¥mow. If you do

not like it, you gdto another one]But if you like it, then come. You see? Theselpetry feel

I am with them all the time. They enjoy it and tkegw me all the time, when | am travelling at
Mamelodi. They say sometimes: ‘Where is your adonfiCan you sing for us today?’ [lasv]

my next door neighbour there... in R[Fart of Mamelodi] Yesterday, | was singing with them.
They say: ‘We know you from the train’, but | nesaw them. But they know me. Because when
| am singing | do not recognize other people. Biglytcan recognize me. You see, on Saturday, |
was there to other station, somebody told other githis man is the priest who uses to sing with
accordion inside the train.” You see? | just hdzerm. Because that time | got no accordion, | go

to the piece joljsmall jobs done on Saturdays to earn some extreeg}
(13 July 2009)

To my question whether he feels safe on the trensaid: “Yes, people respect
other people... [It is] very nice to be togetheside the train. There are just jokes and
[people] are laughing all the time.” (13 July 200%) seemingly contradicts other
statements about the train environment but it shbalremembered that he talked about
the social relationships among commuters here. gihdie may have idealized them,
they certainly worked as a buffer to the uncomfadaenvironment. To my question
whether there are any friends of him among hisveliravellers, except the people who
just like to listen to his music but do not knowmhicloser, he answered: “[Some
people,] they do not know me... my name... or eémg... Just that | am a priest...

Other, they knowing me. Other they knowing me, thalf me with a name... Because
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they are close with me, because all the time wet@agether.” (13 July 2009). It was
about ten people, he said later, and three of thhere members of their ‘social club’ in
Mamelodi.

The same day he talked about new songs preparddsfeecond album (which
was not recorded until 2011, howevedynbrella sakdin Pedi, Sunbrella bag) among
them. It basically was a humorous love song withasalizing undertone and a practical
advice arrived at the end. It showed yet again Sdimability to mix catchy topics,
good entertainment, and education. In the intersiewevealed his understanding and
conceptualization of the compositional structureh® song (common to many others
too). Repeated choruses — the ‘meat’, as he sadre left to “Giani”, who he often
performed with on the train, and other back up esisgnd the ‘spices’ or ‘zig zags’ and
the actual narration of the story were up to Sanagethe main singer/narrator. The
value and quality of the song rest in these ‘spieesl they are the subject of the
‘authorship’ Samuel mentioned earlier first of &le basically starts by telling a love
story situated at the banks of the Moretele RimeMamelodi, which is, however, told
in a humorous way, and ends up like moral and alcadvice. A funny image of
lovers washing and scratching each other’s bacthéyiver is contrasted by an image
of suffocating person because of smoke from a badiintained improvised heating
inside a shack. The development of the lyrics isequnexpected and the moments of
surprise cause the audience to laugh. This is hawwu8l described performance of the

brand new song as he tried it out on his trainenoks before planning to record it.

LSK: And now... me... | put the spiceflt.is like ] when you put the spices in the mgal: ‘I

am thinking[of] the time when we are meeting at the river, therrdféMoretele. It was a great
day that time. She uses to..."” You see... Whenwgslh somebody this sidpointing to his
back)..."You can wash mp..] so that | can feel nicg,..] feel better... scratch my back...” So the
people[the audiencelthey are laughing... And Giani jus{Samuel imitates his friend Giani and
other vocalists who repeat the same text and meadgdyn and agairgnd other people say just
like that[the audience may join in the repeated melod4g, | put... like the crossing... and
nobody can say what | do because | do the zigzaigzag... | take there, | take there... and |
meet[connect]it together You see? And then | say: ‘You, youraremarried|...], it is trouble
now, because it is cold today. What can you gaindat? Do not sleep with mpadleld tin used
as a heaterhecause mpaola it can kill you!” Do you know mp&ole tin..., you put the fire
inside, with the coal... You see? Yes, they arghieng because | tell them... | guide them... But
they think | anfjust] playing because they are laughing. But | make therfoe careful about

that. Smoke of the coal is not godd.] So they are laughing about my stuff. Before you are
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going back home | must release that one. Yes, t mlease that one so that you can enjoy it
and you can laugh... It is laughing stJff.] And mpaola... they can show them on the DVD, you
can show them there. Somebody, just like when g@dyang, he saylaughing):‘l slept inside
the shack...” and so so...

(13 July 2009)

He added in the interview that it often happeng #wneone suffocates because of
imperfect burning of the improvised home made heagach as ‘mpaola’ recalling an
article about one such a unfortunate cadeaity Sunpublished a week ago.

The passage is interesting in a number of waysidBesexplaining the very
content of the song, it reveals Samuel’'s composaliprocess and performance practice
from his point of view, especially conceptualizinig part as ‘spices’ and the choir’s as
‘meat’. It shows him as a skilled manipulator obpke’s emotions, who consciously
construct the story in a way to reach the desifgueal. His view was that while the
people think they are just being entertained, laeltes them in the meantime, in fact.
He used well known images of the Moretele RiveMamelodi as a dating or romantic
place for young couples along with scary imagespefsonal disasters from local
tabloids. The river banks are familiar to Samuehdelf. He showed me stylized
photographs of his first wife posing there in hest) which he made in the 1980s.
Besides the practical advice, the underlying mpiradi appeal of the song is that
(presumably) a man should not stay single otheraisgsfortune may find him. While
talking about the DVD for me (which did not maté@e) he referred to visual part of
the song which should have been played by a gréypung men he tried to organize
around him at the time and shot by a video canpdably mine as | helped him with
shooting simple narrative video clips to his sorigem time to time. However,
immediately in the following section, he probleraatl his optimistic prospect revealing
to me his troubles with attracting young people perform with him, especially
complaining about their appetite for money, whi@ dannot offer them. He opposed
their view giving himself as an example and emphagi his selfless passion for

performing music.

LSK: Because now, | got some other guys, other boyscause people do not come to me,
because | got no money. They just need money! drgegot interested to sing, They just need
money! The quick bugs! You see, nowadays peopladairie love of music, they are in love of

money... so that they can make the quick bugs. @beayot come to you and then enjoy the
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music. When yo[perform]together and sometimes yfget] five cents or so... they do not need
so [are not satisfied]. At once they want ten thousand. If you say:y$%uet us go to
Denneboonjthe main minibus-taxi rank and a market and bessrarea in Mamelodsp that we
can sing[for] free for the people.” They do nfo]. You see now? Other people, when | am
travelling inside the train with my accordion, thegy: ‘Why the people do not pay for that?’ |
say to them: ‘No, it is my time to preach to thpeeple. If | preach just like that, the God can
honour me. He can reward me.’ Because other pebple got stressed... everything... So if | am
singing there, they are enjoying music, they araghing... then they forget the things
[problems].And then they arg..] going to... go back... They can find their mintigytrefresh
their mind. And when they afat home]they are singing, they are singing... You see, vthen
mother come from the job the children see sheugHang. ‘Why are you laughing?’, they say.
‘Other guy inside the train say mpaola, mpaolashE If he says mapola, think about that... that
man...’[...] (laughing).

(13 July 2009)

Samuel was critical of the young generation becafisis affection for money.

In contrary to the current materialism, he arguesl,own motivation for music making
lied in his religious conviction. He suggested tHiast of all, he liked what he did and
did not see point in asking the audience for mofiéys posture would seem to stand in
contrast to his constant attempts to record arahsel his songs on CDs or DVDs and to
‘promote’ them etc. However, it would be wrong eeshim simply as a failed case in
the field of music industry. Though, as he repedteadne many times, he certainly
aspired to make some success with his songs soittladuld earn him at least a
moderate extra income, he saw himself more as d &ipeople’s musician in a
traditional sense whose main capital was symbolio be respected and listened to.
Therefore | would not say earning money had evenlgs primary goal.

Samuel thought of his music as a kind public freecation but equally so as an
entertainment and a cure for the daily stress timencuting workers experienced daily
at home, at work and on the way in between. Hesbetl his songs worked as a remedy
and as a media of therapy. He tried to turn pesp#ess into laugh by his songs. One
should have been given an opportunity to settlésoménd during the songn the way
| think the concept of ‘liminality’ would be usefllere. The daily performance on the
way between the two worlds, two situations of hoamel work with their different
duties and stress, may function as a regular fifassage where the music plays a role
of its medium. It helps the workers to cross thelde between the two worlds so that

one does not carry problems of one into anothecoltid be conceived as a kind of
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secular purificatiort*® In this light Samuel’s concept of music and muspeaformance
seems to rest on a highly functional traditionakigen concept of music making
understood as an important recreational sociaviactand a media to reach social and
personal equilibrium.

In their already classic book on oral literatureSouthern Africa Landeg White
and Leroy Vail wrote about social criticism presamtmuch of the oral and orally-
derived literature, about a powerful social crisggwhich could have never been spoken
publicly but as a poetic genre it became accept@ldd and White 1991, especially
112-154). People not only did not get offendedythrjoyed the witty comments as
part of a poetic form. | believe that it is the pogenre of song what made Samuel’'s
performances not only digestible but much morehéeliped to constitute a collective
feeling of shared experience and possibly evendhidie ‘fellowship of the flawed’ and
‘cultural intimacy’ as so well described by Michadkrzfeld in a different context
(Herzfeld 2005).

If we are to understand the inner workings of tgperience, it is useful to
remember the post-structuralist interpretation wfural objects. It pays much closer
attention to the reception, reading or listenitgnt to the supposedly original authors’
intentions and the works (of arts) themselves. Semn this perspective the ultimate
meaning is never encompassed by a song as sushorty when performed that the
song activates the audience’s imagination and camexperience, the meanings may
constitute in people’s minds (and bodies) and thegsstarts to make (cultural) sense.
This interpretation of the actual performance situahas been fruitfully elaborated by
scholars of African oral literature (see for exaenplarber 1999). In my view, this is
what happens during Samuel’s songs’ performances. riiot him who is the ultimate
author in the conventional Eurocentric sense, tlhésaudience who equally takes part in
constituting the actual meaning of the song anthefwhole performance in particular
context. We must think of participation and ‘pagatory performance’ on a different
level here. The whole shared cultural, social aistbhical experience activated by the

performance in the particular context becomes acsoand a field for playful poetic

118 complex rituals related to labour migration weesctibed, for example, by Patrick A. McAllester in
his study of Gcaleka (McAllester 1980). Though hete about long-term stays of migrants out of their
rural home, the principal that there is a fundamleand complex discrepancy between the world okwor
and that of home is present in both cases. Anghilains so, even if we think of the township hompuas

a temporary one (as rural home functions as tt&’ ‘n®@me for many even today).
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imagination, which makes the performance work onayether level, different from,

albeit connected to, the actual musical particgrati

“Praying for the Difficulty We Find at Works”:

Choral Train Performances

Besides topical songs Samuel sings what he callpig)’ music on the train (see Figure
70 and Figure 71). It does not differ in musicglestin fact it is hardly distinguishable,
but its lyrics are always derived from some or AroBiblical (usually Old Testament)
story. According to his description the story slibukever told as a whole but only
“touched upon” and left to the listeners to “filh ithe gaps”. It should keep them
attentive and activate their imagination and cuégti Its goal was similarly didactic.
As a member of the ZCC he regularly performed thar€h’s songs too, either hymns
from Lifela tsa Sionehymnbook or church choruses. His simple arrangésndke in
case of his ‘gospel’ songs, however, made thenmddtedibly undistinguishable from
his other topical songs. The original melodic lweas usually kept but its rhythm
somewhat flattened and tempo changed too. The ¢imvas that of Samuel’s voice and
of the voices which joined in and of the accordidhe overall sound was quite similar
to all his other songs, especially because of toenment timbre of the accordion and
its typically simple chord accompaniment not alwegspecting the original harmonies.
Only the original hymn lyrics usually remain intathough some strophes or phrases
may be left out or repeated.

One afternoon in 2008 we were busy paging thrduifgia tsa Sionas | wanted
to know which of the 449 songs are actively usetha ZCC according to Samuel’s
knowledge. Shortly after we started to go througa hymnbook in an alphabetical
order he stopped at 'sefela’ numberBd&nang, ho hlahile marun@n Sesotho, roughly
Behold who is in the clouds) and started to talludbts performance on the train that
day. | used the situation to learn more about tdaral performance practices and
Samuel’s involvement in them. Our discussion yetimgonfirmed the central position
of the 19" century missionary Sesotho hymnbobifela tsa Sionedn contemporary
choral practice and its importance for general calstompetence, especially among

religiously active Sepedi speakers across confeaklmorders.
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LSK: Today when | am coming at work | was singing this.d was singing this Bonang, ho
hlahile marungsefela 45 of Lifela tsa Sione]was singing it with my choir... inside the trai
VZ: Today? On the train?
Yes.[...] Sometimes, if you can[...] Or when | am coming back home you can climb here s
that you can hear us when we are singing insidetti@. And then you can take the message
and everything, because we are mixed.
[.-]
So you meet here at the station...
Yes.
Every day?
Yes.
And when you go thefo Mamelodi] on the way you sing?
Yes. They come from... Sometimes they come fram tow
But you always meet on the train?
Yes. Itis a carriage number... number two.
How many people?
Itis a lot of people.
How big is the choir? 20, 30?
70.
70?! | see and... Do you meet also during othrees, like when you do not go to work?
Or do you meet only on the train?
We meet only to the train.
Only when going to work?
The purpose is when we go home and then whefgaejeo [work]. We are praying for the
difficulty thjat] we... we find at works.
| see.
You see.... Yojsaw] part of them..[...] you heafd] them when w@wvent] to Dennilton[a town
in Limpopo province where we attended a weddingytear before] It was part of our choir.
Because that women...
They are from the train?
Yes, we are meeting at the train. And the songsytha heafd] when wegwere] singing inside
the taxi, it is the way we are singing in the train
[.-]
All these songs are from the hymnbook?
[Some]are mentioned her¢gsome areh chorus... from other churches.
What churches?
You see... Not ZC[the Zion Christian Church].

Which ones?
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Other churches... Apostolic... other... becauseamemixed. Ziofists] took the Zion songs and
then Apostolifs] took Apostolic songs.
And you know all of them?
Yes.
Do not you mind that you sing otHehurches’]songs?
No, it is not mindl do not mind].
[...]
You can join them?
Hm.
No problem? You know the songs?
Hm.
And are these songs from this book?
Ja, they are mentiondthere]
They are there?
Hm.
Even though you do not use them... in ZCC?
Yes. Other churches, they pract[tdegem].
They also use this book?
Yes.
So what churches? Apostolic..., then...?
[-..]
Apostolic... Apostolic and Lutheran... And Romanrch.
Roman catholic?
Roman catholic church.
Yes.
Other... like... It is a new... new people who ta#imselves the Christians...
| see.
[...] This people... they criticize other churchgs] It [has]no name... It is only for inside the
train, and there they criticize other churches. yisay: ‘This one it is not working. Come to us.
We know about Jesus. We saw Jesus and Jesusanweea with Jesus name.’
So in the choir in the train, there are many pedpbm different churches.
Yes.
But you all sing together.
Yes.
Are all these songs from this book?
Often they use it but...
It is not all of them?
Not all of them...
[...]

Because thedare] blessing songs.
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And the other ondsung by other churcheghey are not?
They are not. No. They... they adopted tlfeom)] this [hymnbook]. [...]I think with our belief,
we are thinking these songs inside this [hymnbaektae blessing songs.
(31 July 2008)

We can see that Samuel and the people he sangaiwtys travelled in the
same carriage where they met, even though somieeai got in and out at different
train stops. In the beginning he interestingly ¢allabout “his” choir. He invited me to
go with them sometimes to “take the message” atet l@minded me of a year old
experience of travelling to a wedding in Dennilioy a minibus taxi along with eight
women from the choir. They sang various church samgl choruses and clapped their
hands during the whole, over two hours long jourbetyveen Mamelodi and Dennilton.
Samuel’s denial of meeting together out of thentranvironment must be taken
carefully because already his recollection of theey to Dennilton a year ago and my
other observations contradict it. It is nonethekess that the choir's main purpose was
first and foremost to create a singing/praying camity, an occasional musical body
while travelling to and from work. “[We argjraying for the difficulty tfat] we... we
find at work$ (31 July 2008). The whole choir never met outlus environment but
smaller parts of it did. Samuel regularly triecattract some of them to collaborate with
him on his musical projects. As | mentioned abogeen its temporary character,
Turner's concepts of ‘liminality’ and ‘communitasould be productively used here
again. It also complies with Kiernan’s interpredatiof a similar ‘train behaviour’ of
KwaMashu Zionists in 1970s as a ‘management of.risk

But there is also a break with what Kiernan desctilat this point. While he
studied a religiously bounded community of a patéc Zionist group, in our case we
can see a diverse and religiously heterogeneougpgnb people, though all of them
were Christians. | would argue here that it is ¢dbenmonly shared repertory of church
songs what constituted the basic framework of ttaentperformances and what,
consequently, enabled the people to identify noh@lconfessional borders but as
people who know what to singgho know a particular set of appropriate songbdo
sung in moments of anxiety and discomfort expeeenby this group of vulnerable
subjects to the system of capitalist economy. ‘[&ve] praying for the difficulty tfat]
we... we find at work¢31 July 2008). They were all united by the siioa they found

themselves in. Confessional identification lost gsmary appeal here. Uniting
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themselves into a singing body could have becomepang strategy. Interestingly, it
was the old 19 century missionary musical tradition along with rmeecent choruses
(and the rest of the ‘common church repertory’} thade it happen.

| would suggest that the missionary tradition mestlahrough songs of the old
Sesotho hymnbook constituted a kind of modern wsaleChristian identification, in
this case, at least, among Sesotho-speaking papulaho could have performed the
songs most readily. Modern identity of the commgisnburban workers was expressed
in performances of these songs in the very midshefcapitalist machine — during the
train transportation to and from work. This moderarkers’ identity was backed up
here by the missionary tradition implicitly percedsas a kind of common heritage, as a
repository of the modern cultural identity traceablack to the late ¥9century and,
ultimately, as a source of universal Christian dign

It interestingly resonates with older uses of chamasic as a ‘civilizing’ tool
and as a medium of social and cultural upliftmenit avas perceived in the #@entury
by missionaries and during the period of raisingcklaspirations and emancipation at
the turn of the 18 and 28' century by black South Africans themselves (segaQé
2003 and 2008, Erlmann 1991, Coplan 2008/1985 .¢t Hhis interpretation of the
meaning of this train version of contemporary choparformance is not quite
revolutionary and complies well with older finding=or example, the transformation in
social life of a song by Enoch Sontonga from a churymn to a liberation song and
finally to a national anthem has been describel@oand Jules-Rosette 2005). And
there are other similar cases discussed in litexggee for example Bohlman 1997). It
is a kind of micro-scale focus of this grassrodtsegraphic project what enables the
unexpected insights.

It is important now to look at what actually makbsse performances working.
The knowledge of the repertory alone, however @ésdemwould not suffice. The main
aspects of its success lie in the way the perfocemrare realized, in theopen
inclusive participatory qualityand in the multisensorial bodily experience itdgurces.
As such the participatory performance is capablerefting or enhancing collective
identities. In this case, it helps to establish gerary micro-level social formations.
Here, we can fully apply the basic ethnomusicolalgapproach towards music as an
integral part of social life, its structuring foraed as one of its important mediators. In
this view music is not considered epiphenomenal bemtral to social action,

functioning at its core and as its mediator.
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In his book Music as Social Life: The Politics of Participatioan
ethnomusicologist Thomas Turino distinguishes twondamentally different kinds of
music performance: ‘participatory’ and ‘presenta#b (Turino 2008, 23-65). He takes
these spheres of music life as different, thoughwimlly separate, social fields driven
by different social dynamics and values. It is im@aot here that this distinction enables
us to studyall music making without the usual discriminatory ajppas based on
problematic silent ethnocentric assumptions suchlass, genre, ethnicity etc. Thus it
becomes a useful analytical tool for studying malsgerformance from a different
perspective. | use these categories here as idt#@rtypes though. The commuter train
music performances by and large belong to theqgyaatiory kind.

As it was mentioned in the quotation from an ini&mwand interpreted above,
many of the religious songs are shared by othercties, both the so-called AIC and
the imported. It means that not only ZCC membees ale to join in by singing
additional voices and clapping, but virtually evang may do so. Moreover, there is a
plenty of possibilities to participate and joinan different levels of advancement with
regard to the degree of one’s knowledge of theiquaar song and individual musical
abilities. These are the most essential qualitiegseochoral performances. These are the
qualities, which enable and even welcome wide cbtlle participation and, ultimately,
may lead to establishing a choir, for example. Naneler then that Samuel described
founding a choir on the train as an easy thinga@ud one of his choirs he referred to
as “my choir” in 2008 had about 70 members accagrtbhrhim.

When discussing the participatory musical perforoeathomas Turino uses a
psychological concept of ‘flow’ or ‘optimal expenee’ developed by a psychologist
Mihaly Csikszentmihalyi. ‘Flow’ may be generally sigibed as a state of balance
between the difficulty of a task and our abilitmsskills to successfully accomplish it.
If the demands are too high we tend to loose mttimaand become frustrated, if they
are too low, we get bored. In the state of flowoptimal experience we are ideally
concentrated and tend to lose sense of time, @ladeeven of our own body. One of
typical activities often given as an example oftaagion generating the state of flow is
music making (Turino 2008, 23-65).

It is generally accepted in ethnomusicology thadliective music making such as
dancing or choral singing reinforces the sense ofuality and is able to enhance
different kinds of social identities (Stokes 199428). When we interconnect the

concept of participatory music performance with domcept of flow, we are able to
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better explain how this is made possible. In otdesuccessfully motivate people to
participate in any musical activity adequate clmgks must be offered and, if needed,
adjusted to people’s individual abilities. In mamysical performances in Sub-Saharan
Africa this condition is usually met by opennessnadisical forms in most aspects,
which invite different individual contributions &arious levels of accomplishment at
the same time. These performances are generafjynvech socially inclusive. In other
words, the power of such a performance does nanhltbe participatory or collective
performance only, but it is concurrently enhancgdhe sense of enjoyment derived
from the individual experience of flow in the coaref performance and partly also
from the creative participation in common underdiag to the song’s texts and
contexts. In my opinion, this is the case of Sam#eldiaka’s train musical

performances be it his solo songs or choral chsoctys performances.

*kk

It has become clear that a commuter train is fanfbeing just a mean of transport. It is
useful to think of it as a place and a space orentizain one level. It works as a social
space, in which different agendas are played otltinvbroader context of the capitalist
economy of today’s South Africa still based on raigrand commuter labour system.
As we have seen, this system is largely experierazdlangerous and potentially
harmful among its subjects. The train is also atuacphysically and sensually
experienced place (in terms of the anthropologthefsenses, see for example Herzfeld
2001, 240-253, Howes 2003, 3-58 et al.) where wuarikinds of performances take
place. As truly cultural performances they are megnlly attached to the actual
sensual experience of the train’s physical envireminand its symbolic meaning. Thus
the performances may meaningfully work as Kiernams& management’ of situations,
which we would refer to the least as too unpleasanineasy to stand still (Kiernan
1976b).

In the course of music performances a possibititynegotiation and for playing
out various collective and individual agendas opgmsThe performances thus play an
important role in constructing and maintaining geeticipants’ social selves as well as
their collective social relationships in that them® actually mediated through and
brought about by these performances. The peoplenaieng (cultural) sense of the
situation, in which they involuntarily find themsek. The sense of shared experience,

mutuality and solidarity is generated and mediatedifferent levels of performance —
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its collective participatory nature, the individulabdily experience of flow/optimal
experience during the performance, the shared ralilunderstanding to the poetic
language of songs and certainly on other levels too

| offered here some possibilities how to analysd aonceptualize Samuel’s
involvement in the regular commuter train perforees They give us interesting
insights not only into one of the prominent Samwetiusical activities but also into
some aspects of the micro-level social formationd ato the experience of train
commuting as mediated through a music performancgeneral. The potential of
thinking about South African commuter train as acpl and space generating various
kinds of individual, social and cultural experieaceghought of as mutually

interconnected has definitely not been exhaustesl tigough.

“You Must Sing Before This Train Can Go”:

Power of ZCC Song

Samuel generally avoided performing ZCC church soongt of their immediate
religious context among his other solo songs. Ia thapter | am going to analyze a
situation of a train performance where he, as aremion, did play and sing two
essential ZCC hymns both from the beginning to #md with unexpected
consequences. The analysis and interpretation astlynbased on his description of the
situation he gave me during our interview the dégrabut draws heavily on my
observations of ZCC religious practices and idee®os well as other sources. |
believe that as a kind of ‘cultural accident’ theeet has a rich potential for further
interpretation. Before proceeding to its descripiiibis necessary to clarify a couple of
related issues. Samuel began to talk about it inmedgl following his discussion of
ownership of ZCC songs and their commercial usebiyiduals setting up its context
as relevant to him. Therefore | try to make firdtreef overview of these issues, which |
base on my and Samuel’s observations. Another ssuges from the actual situation
as told by Samuel and concerns hierarchy of ZCCnisyin relation to particular
occasions during which they are performed. Hereaivdon my observations of ZCC
services.

In according with the ethos of the Church all soqgsformed there are

considered as belonging to it, the personified Ciur most visibly in the person of the
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bishop — as being their owner. This approach waglieap even to the songs’
commodified form on ZCC CDs and DVDs where, consedly, no performers —
choirs of particular congregations, let alone spésformers — were ever mentioned.
Despite application of this conceptual frameworkptemizing the conventional
economical relations (see for example Bourdieu 1928126), which is so typical for
religious organizations at large, Samuel oftenrtye@@cognized which choir of which
congregation performs a particular song. Even thaihg songs’ actual arrangements
and the whole musical compositions were recognyzatdated by particular choirs and
solo singers could be heard in many songs, theg wever mentioned by name and
remained anonymous. Neither authors of the origewk — usually the only part of the
original missionary or other church song, which agmed intact or recognizable, at least
— were ever credited on ZCC CDs and DVDs.

There were few exceptions to the rule. Perhapsnibet visible of them was the
well-known and commercially quite successful sin§elly Moholo who basically built
up his career performing ZCC songs and releasiagn thnder his own name regardless
of their origin or the ZCC economical and cultuideology of their collective
ownership. According to Samuel, the church washagpy about Moholo’s activities
and tried to stop him, unsuccessfuityAs a member of the Church he was not allowed
to wear the Church badge during performances ananosic videos, according to
Samuel. But his performances and music videos lgl@adicated his affiliation to the
Church anyway. Wearing khaki uniform of Z@Wkhukhu chojrusing back up singers
and dancers dressed up the same way and doingrtieelsnd of steps and leaps typical
for the ZCCmokhukhu choirall made his identity as a performer quite digtuedy
ZCC. It, consequently, guaranteed the large body @€ members as his potential
audience. Samuel saw Moholo’s activities as stgasind he criticized him several

times during our interviews. He described Moholaractice as follows in 2009.

LSK: I go to mokhukhu... they perform new song... | ie@rone is unique to the church. | take
[record]them first, | burn ifon CD]inside my burner. You see? This is not right. Beeaall the
people..., they got the sleepless night perforniregnice song$referring to the whole night-
vigils] and then me... | am gonna go there with a taperdia. just something like thdt..] He

go there... when thgZ CC mokhukhu chojrperform there. He is listening. Day after that hee g

17 A similar situation was analyzed in detail by QaMuller in the case of Nathoya Mbatha’s

commercial recordings of religious songs of the &tath Baptist Church (Muller 2002).
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to the studio. He say: ‘Hey guys, listgaq] this. It is a new song, this mokhukhu leader penfor
this.” And then he bring thignd puts it on CD]JAnd when you hear him singing that song you
think it is he who perforrthat song.

(23 July 2009)

As | mentioned earlier, Samuel identified abouthyins out 449 contained in
the 19" centuryLifela tsa Sionemissionary hymnbook as being actively performed in
the ZCC. Besides, there were a lot of chorusesnaanaly songs or arrangements either
original to the ZCC composed by its many choirssbared with other churches.
Observing the Church’s services and studying @fi€éDs and DVDs of the ZCC |
found out there is a clear hierarchy in the repgrtdhere are, for example, songs
reserved to the bishop and to hisss bandAmong the most sacred songs are a couple
of hymns for healing. While it is possible to penfomost of the songs in almost any
occasion, with some reservations, the healing sargs not that case. They are
considered especially powerful and intended focsigeoccasions. They are performed
quite often, in fact, but never randomly or outtbé& appropriate religious context.
Notably, all these healing songs come froifiela tsa Siongthough there are circulating

in different arrangements and versions within theiCh.

*kk

To my knowledge Samuel sang ZCC songs accomparhyimgelf on the accordion
only during Church-related occasions and genergilite rarely. Music making is
always collective during regular Church servichsugh individual members may stand
out as choir leaders or as especially skilled a@neentertaining performers. | saw
Samuel performing ZCC songs on the accordion omigeoin the six years. It was
during a private ZCC family ceremony of unveilirgrtbstones in Lefiswane in 2009.
There he basically accompanied collective chonadjisg, once leading a procession
and another time filling out gaps between the peespeeches.

In July 2009 we discussed a selection of songdirsecond album. He said
that after making the ‘African music’ albouMmamonahe wanted to make a gospel
one. Nevertheless, he did not plan to include Z6@s on it. Following up the above
mentioned discussion of Solly Moholo’s recordingiaties he expressed an opinion
that such practices are unfair to the people of26€. Moreover, as the following
examples demonstrates, he newly found performing@ A0ngs out of the original
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religious context problematic and even dangerous.réhsoning for general exclusion
of ZCC songs from his solo repertory was illustdaby his fresh experience from the
previous day. It happened, he told me, that hiserahccidental performance of two
ZCC healing songs on the train caused an unexpedsedder. He retrospectively saw
his decision to play the songs as unfortunate agdettable. The whole story reveals
much about construction of cultural meaning in Z@dsic by its members and non-
members as well as about the train as a specifforpgance environment. As a kind of
‘cultural accident’ generating conflicts and codicdions between different world
views of the participants the event has a sigmtfigaotential to highlight a number of
important issues.

| first quote Samuel’s narrative of the event il fangth, then I try to sum up
and explain its most significant moments and, final analyze it and offer an
interpretation of wider cultural meanings of theeetvas | see them based on Samuel’s

description.

LSK: Like yesterday, when | was playing songs of ther€thespecially ZCC. There was mdya
[spirit] and other people, who are not ZCC members, goaradd | could see it is not very nice
to perform thesgsongs] | am not going to perform them any more. Becdlisgeople they can
fall down and then what can | do? You see? Whatlado? Because sometimes they can hear
me about something | am not knowifighey can hear something in my performing | do not
know about] But | saw yesterday.

So what happened yesterday?
Eh, other guy got mdya, esh..., just like... wdmmebody got the prophecy. You see?[AeHs
not a ZCC member or otherwise he leave the emhiehomne. You see? They can fall down
during my performance.

[Becausepf the church songs?
Yes.

Did it happen before?
Nie. | do not every time singing this song. | jimich up there and there, not... so much, but
yesterday | performed three songs... and deepky.. Afed some other guy who got the nice voice.
This voice of him... make the peoplg..] that it can be entering inside your heart.

So you were two singing.
Yes.

And you were playing.
He was performing with me, he was singing with ¥t see, Gianni and me always are... It is
boring music. It is not going deep inside the hearf

So what songs did you perform?
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[They normally perform:Pust the wedding songs, just songs for other dtegc

And yesterday?
No. Yesterday | was singing the ZCC song.
Which one?
[From] Lifela [tsa Sione].Utloa sefefo sa moedgsefela number 446 of Lifela tsa Sione, in
Sesotho Hear a hymn of the spifitlhen you sing this song it is when you are heativg
people. You see. When you are healing the peopky @re gathering and then you sing this
sefela.

Why did you decide to choose this one?
| just chose this one because the train it... watstraveling very nice. There was... All the time
there was standing, standing... they go furtherdghtand then they are standing. Yes, | chose to
sing this song... so that the trouble must go saitthat we can go... and reach the home easily...
or early. You see? Then | started to perform thoatgs And it helped. Because the train moves.
Like early in the morning yesterday. The train iways there and there standing... and then |
said to other guy: ‘Eh, man, you must sing befbie train can go.” This man is singing, singing
but the train is not going. | saw that | must..okomy accordion... and then | sing with my
accordion. | sing that sefela again... and then titaén begin to work. You see? All the people
are wandering what is happening about that. Andthies no more standing there... just go...
and the road is smooth.

What other songs did you sing yesterday?
This one and another sefela. Ke tla tseba joangaHabtSoaretsofsefela number 291 of Lifela
tsa Sione, in Sesotho How will | know | am forgiyeHow can | know that they forget riray]
sins... from my childhood. This one is sefela agafiz CC.

Is it for any particular event or is it just a sprwhich can be sung any time?
No. This one... when you are healing the peopleu.can sing this. You see?

And the third one?
The third one..[We sang]just two of them... And then | quit them. | sairtad people... | was
just looking... just around... | saw all the peqgplbey are hard inside their heart. They are
beginning to shake, shake... | say, no, | just thig. And | saw other people who are working
together[with me] they are there. They told me today: ‘No, do nofysigain this song. Do you
see? Do you saw yesterday what is happening? Yegarna going to kill the people there.’

So the music is powerful.
It is powerful, I do not know why... and | do neea to perform ZCC songs inside the train. |
know, if they are members of ZCC, who got the pgophthey can fall down. And then what can
I do? | am just singing the songs from the otharrches... Baptist church... It is not the quality
as ZCC. And you choose. If you play this, it ienisnd when you play this deeply... and then
you can cause the trouble. You see?

So you play other churches’ songs.

Yes
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And what about the members of these churchesh®plisten to your songs? Do they
enjoy?
They enjoy the music because they sing it everywher

[.]

these people. They listening me, all of them, tis¢gning me and they enjoy my music. But
yesterday it was something. Me, | know it was sbimgt. So that | can show these people...
what ZCC are.

Did the other people know that you are singing 2@@sic?
They know.

They know.
They know exactly.

How do they know?
They know ZCC music... especially for the ZCC.

How do they know? Because | think these songsuarg in other churches also or not?

The lifela are in other churches too.
They got tdthem in] other churches but they selected their lifelaythelected... But thenes
being sunghy the ZCC, they do not sing. They touch up, tayhhey do not sing.

(23 July 2009)

Samuel started his narrative by summarizing thelevewent. He played ZCC
church songs yesterday on the train, which causatl Some people got ‘mdya’ or
‘spirit’. They fell or were about to fall into thetate of religious ecstasy. In my
experience, it is quite a usual situation duringCZ§&rvices where it is then expressed
by ‘prophesizing’ to individually chosen other Cbhlarmembers or even guests (I was
being prophesized too during Sunday services aleafggimes). It is a controlled and
routinely handled situation. Samuel was apparesghfused at what he saw happening,
especially because he was not sure whether thdegpampe ZCC members or not. He
did not understand why it happened and suggestadtlie people might have heard
something in his music he did not hear himself,chhscared him. He expressed his
helplessness to face the situation several timeaagithe interview. Later he admitted
that the man who “got the prophecy” might have jissgotten his ZCC emblem (a
small five-tip star silver badge with capital leeZ. C. C. in the middle on a piece of
green fabric) at home and, in fact, be a ZCC menibseems quite a likely explanation
to me and Samuel later confirmed the he primardg ZCC members in mind. As |
suggest below, it is essential for my interpretatid the whole situation. Had not the

person(s) been ZCC member(s), | must admit | waokcknow how to approach it.
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As a notable feature of the performance Samuel ioreed another man who
sang the songs along with him. Samuel was praisimg man’s “nice voice”
emphasizing it was capable of touching people’srteeaHe valued the current
performance compared namely to their occasionalopeances with “Giani” and
apparently saw this man’s “nice voice” as one @& tluses of the songs’ unexpected
effect. Further he pointed out the difference betwais usual performances and the
yesterday one in terms of repertory. While normaiéy sang ‘wedding sond&® and
other churches’ songs, including hymns froifela tsa Siondother than the ones sung
in the ZCC), they performed two well known ZCC hysrmeant for healing during the
Church services. As | wrote above, healing songscansidered especially powerful
and occupy an important position in the musicatdrighy of ZCC musical repertory.
Interestingly, both songs were taken froifela tsa Sione

As a motivation for choosing particularly these gome gave the delay of the
train. He initially believed he could get the tranoving by performing the ZCC healing
songs, thinking basically in terms of ‘heal therttaHe hoped to heighten the effect of
the performance by engaging another man with ae“mmice” to sing along with him.
Because the train did not move, he decided to addcaordion in order to make the
sound more powerful, and sang the song again. plieés that they were singing
cappellabefore, possibly clapping their hands along, as kommon in the Church
context. This time it worked and Samuel mentionembpbe’s surprised reaction.
Nonetheless, he decided to play another song ardhé started to see that it began to
affect the people around him. He did not indicatesther they were ZCC members or
not but they most likely were as well as the peogtem he worked with and who later
told him to stop such performances. Further heigoefl that the effect of the songs
primarily applied to the ZCC members. This was Weyfinally decided to play other
churches’ songs only, following this incident.

These songs he saw as much less powerful in serde than the ZCC ones.
Still, he liked to perform them because people kittesm and they enjoyed his playing,
as he said. These songs could be fidfela tsa Siongoo as it is a widely shared
hymnbook among South African Christian churcheswéicer, he emphasized that they
sing other songs than ZCC in other churches. Thiweghegretted his decision to play

118 A specific genre of popular ‘happy’ songs perfedhor played at weddings but also other happy

occasions such as birthdays.
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the ZCC healing songs on the train, he felt kindpodud of “his” ZCC musical
repertory because of its “quality” and “power” heutd thus demonstrate publicly. | did
not ask him and | will probably never know why hexilled to perform these songs this
particular day as the trains were often delayed saotivation for such a performance
would be there every day. In any case, it was sudeep experience for him that he
repeated and promised many times during the irgerviot to perform these songs any
more.

Samuel used the phrase “touch up” several timesxpovess that he may have
used parts or short quotations of the songs only cqamusing any problem. He
distinguished between this kind of way of using nthe@s short quotations and
references, on the one hand, and singing them lglegihich could cause trouble, on
the other. Similarly, he used “touch up” when di#sig performances of ZCC songs
by other churches. They may have “touched them hug”they did not sing them
properly, he said. It indicates that the songsialitpower depended on the way they
were performed. In order to make the songs worl there supposed to be performed
“deeply” and in full length or in substantial partat least. In my experience,
performances of songs were often divided during Zetvices, used to fill in the gaps
between preaching, for example. The healing sdmgsever, were much less likely to
be divided and if so, longer parts were usuallygsiBome strophes may have been even
repeated to follow up properly after an intermissidhough both songs are available in
tonic sol-fa notation, the actual performance pcacbften differs from the original
version, as | demonstrated in the chapter on ZCGiendThere is no way to find out
how the songs were actually performed this time lbcain estimate from their other
performances.

Based on my participant observations of ZCC religigervices, as | described
them in one of the previous chapters, interviewth 8amuel and available literature |
try to offer an interpretation of the whole perf@nce situation as mediated in Samuel’s
narrative in the rest of this chapter. Though lebas/ analysis on Samuel’s narrative
only as | was not present there at the moment@fattiual performance and therefore
cannot rely on my own observations, | believe | salhoffer a plausible interpretation
making sense in the immediate as well as widel kmad theoretical context.

In the beginning | would like to point out a seegitontradiction. On the one
hand, the situation confirms the decisive influermfe the particular context for

generating particular cultural meaning but, atghme time, it shows ‘transportability’
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or ‘mobility’ of specific cultural meaning acrossffdrent performance contexts and
environments. According to my observations of a bemof ZCC worships,
performance of these healing songs within the pramatext of a Church service
always was a much appreciated event and in mang wajimax of the actual worship,
usually taking place towards the end of the ritramarking other important moments.
The ritual context gave such performances the riginework and provided the
worshipers who got into the state of religious asgtwith the much needed ritual and
practical security. Samuel’'s performance of they\same healing songs generated the
highly problematic reception exactly because theyemot performed in the proper
setting and within thesacred‘chronotopos’ of the ZCC worship where the affecte
worshippers would have been shielded from all kiotlsvil in the ritual and practical
sense but, instead, in a secular situation on éhenwter train during the week, that is
in a completelyworldly ‘chronotopos’ where the affected ZCC members becam
vulnerable to any kind of ritual as well as ‘redlarm. By falling into the state of
religious ecstasy in this improper situation on thein they became exposed and
vulnerable in the ritual sense as there was nalrgpace around them to shield them.
Such a situation simply should not have happeneallaifherefore Samuel’s fellow
commuters, other Church members, openly expredsad disapproval of Samuel’'s
choice. The resulting social, religious and ritdedorder confirmed the decisive role
and the importance of the particular context foeating cultural meaning of the
particular performance and on understanding toathele performance situation by its
participants and audiences.

The songs were endowed with cultural meaning theneived in the ZCC
religious context. This meaning was enhanced andenmwerful by their repeated
performances in this context. In the course of yaghe members literallgmbodied
these meanings through hundreds and thousandsiofpirformances. As especially
ethnomusicologists studying dance showed (followarghropologists of the senses’,
see for example Hahn 2007), body may become andrtam ‘cultural place’.
Produced by voice and body movements (step darepping and so on) and
accompanied by specific bodily feelings, specifeigious meanings had became
inscribed not only into the ‘rational’ consciousness butoalsito the ‘bodily’
consciousness of the Church members, to use th€aiesian division of which the
‘anthropology of the senses’ tries to get rid of @s analytically unproductive
ethnocentrism (Herzfeld 2001: 240-253, Howes 20081.¢. As, for example, Tomie
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Hahn showed in her study of Japanese ‘nihon bugnotd, it is the disciplined dancing
body which is capable of embodying the very cordagfanese culture. She writes about
cultureflowing**® through the body (Hahn 2007: 1-15). These findiwg# correspond

to the research done in the field of feminist qug too. All in all, the human body is
capable of interiorizing culture to the point whame comes to sense it as part of one’s
subjectivity, without realizing any division betweéhe felt and the desired. The body
becomes cultured to the point culture is perceiged sensed as completely natural.
Let’s take it as an ideal state of affairs, attefs now.

And here comes the second half of the above mesdticontradictory argument
about the importance of the performance contexpfoduction of cultural meaning, on
the one hand, and about ‘transportability’ or ‘mibyi of cultural meaningacross
contexts, on the other. As | demonstrated in tlevipus paragraph the power of the
ZCC healing songs had rested in their constantopegnce reproduction in the
religious context. Hence, the cultural meaninghelse songs had been inscribed into the
performing bodies to the point it had become ndized. The songs’ performances had
thus become the true expressions of the religioesnings and, consequently, the songs
had turned into healing ritual religious objepts se Their power had become inherent
and perceived and sensed as immanent. The hidtpriseess of construction of the
cultural meaning of these songs and the procesmtoiralization of the meaning had
been erased and become invisible, as if it nevisteak This process of naturalization
can be seen as a perfect example of culture at.v@nmky the songs as powerful ritual
objectsper seremained. When Samuel and his friend started ttope them they
activated the learned and deeply interiorized reactesulting in people “getting
prophecies and falling down”, that is in a stater@fgious ecstasy which normally
occur during ZCC religious services. They reaceglusual’ in a sense, as if they were
in the church. The main problem was that it hapdenethe wrong place and at the
wrong time.

It is interesting too that, according to Samueg Hongs were perceived and
sensed like that not only by the church members kihd of ‘must’ have reacted like
that given the level of interiorization of the sshgultural meaning, but also non-
members who, again, according to Samuel, knewwiedit songs “are ZCC”. The train,

119 This should not be confused with the psychologamicept of ‘flow’ which | use elsewhere in my

text.
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in this case, became a crossroad where variousrauttoncepts about music met and,
ultimately, got into conflict. Both perspectivegmwever, seem to have their share in the
same imagination. Samuel’s and even some otherlggedpecular’ perspective and
interest to make the train moving participatedhie ZCC religious ideology and ritual
believing that the songsnherent or ‘immanent power may help this goal. On the
other hand, the pious members of the Church saorp@snce of the songs as
absolutely inappropriate exactly because they betiein the sameinherent or
‘immanernit ritual power of the very same songs. There, havewas a serious and
fundamental conflict between these perspectives.

While Samuel basically decided to play the songsnagic with an ultimate
goal to force something to happen using the ZCdingaongs as magical, albeit
immaterial, objects (and, at the same time, fobfisimderplaying their potential effect
on ZCC members travelling along with him), the otl#urch members defended a
strictly religious useof the songs as the only appropriate way of uiiegn. Only the
controlled and limiting context of the religioustual legitimized use of their
‘supernatural’ power and was capable of protectind shielding the affected people
who became ritually exposed as well as physicallinerable for the time of their
religious ecstasy, from evil or a physical injury.

It is important to distinguish the religious andgital use of the songs, which |
suggested above, before going any further. Therdifice between magic and religion
is conventionally’”® drawn along the way goals are being achiéétdin the
conventional religious contex§od is prayed toor worshippedn order to do or not to
do something and the final decision is left up tm Ifin the traditional context of the
three ‘religions of the Book’) as he is believedbi® the ultimate Providence knowing
best what to do. Magic, on the other hand, works asean how talirectly achieve
something decided upon by human being, often viegusagical objects which are to
guaranteethe desired success. My interpretation of the rilesg situation would be

120 | am aware of the problematic term ‘conventiondlpwever, | find it acceptable here. The
‘conventional’ here | see as common to the maiigiels branches such as Christianity, Islam or
Judaism, for example.

2L 1n contrary to popular belief the ZCC sharply distes itself from traditional African magical
practices. On the other hand, some of its own meitould be seen as balancing on the edge between
religion as it is conventionally understood in thiBove mentioned sense and magic. The rainmaking

activities of its bishop would be the case in pdiate, for example (see Miller 2008).
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that Samuel used the songs as such magical obgher than just means of worship.
He wanted to make the train modeectly by the very performance of these songs and
he even called someone else with a good voicengpadong to help him. He tried to cut
the long and ‘unreliable’ religious way short byingsthe songs as magic, bypassing
God, to use the religious conceptualization.

| believe that this was another reason for therofi&C members’ criticism of
the performance, albeit not explicitly formulateddamaybe not even rationally
conceptualized at the moment. Something went jugfopndly wrong and all knew it.
It may have been enough to call Samuel to stoghf®mpresent moment. Interestingly,
Samuel adopted the view of his fellow ZCC membemnediately as he saw what his
performance had caused, classifying his idea tg filase songs as utterly wrong and
deciding never to play them agadims waya day later. It apparently was a powerful
experience for him. | can hardly remember him soited as he was that day when
telling me the story.

It also and once again reveals Samuel’'s ‘ambigupasition between secular,
religious and magical world views, that is, badicabetween three different cultural
concepts. By secular | mean his aim to make the tm@ving in order to get to work in
time and, consequently, not to get into troubléhatworkplace, a motivation rooted in
the context of theapitalist economyBy religious | mean the ethos of the missionary
tradition of the Western imported churches partiperited by the ZCC and here
represented by theymnsperformed. By magical | mean the African pre-Cinais ethos
and the long history of practicing magic, a tramhtistill alive in contemporary black
South African society, pronounced here in Samueéésision to use the songs like
magical objectsin my theoretical interpretation the event asappened is a particular
expression of a conflict between these three alldomains, which lies in the core of
the resulting disorder. Therefore it makes senselgatify them as such. A series of
questions would, however, arise. Did Samuel peechis position heterogeneous in any
sense? Did he perceive it as coherent? How camaw X Or can we find anything else
in his behaviour and reasoning what would suggekie?

It was pointed out that there often is a contraoicbetween the postmodern
anthropological discourse and the local discounshat the former tends to see culture
as ‘constructed’, ‘hybrid’, ‘mobile’ or otherwisémpure’ (ironically, after all the years
of seeing it as exactly opposite), while the cdtsirlocal subjects experience it as

coherent and homogenous or at least try to does f(g example Coplan 1994: 245).
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Human being long for coherence and homogeneiseéims. Why the anthropologists
constantly do their subversive work, a popular meinmight ask. It is probably not
possible to reconcile these contradictions butas lbeen suggested that a proper
analytical place must be found for both of them #mat to both we must pay proper
attention. Local discourse should not be downplaygedhe hegemony of the scholarly
one.

| can identify a number of roots from which Samseéthusical behaviour’ grew
or the cultural and religious ‘concept€'it was fed by. On the other hand, he always
seemed to me that he perceived or tried to perdes/enusical behaviour as coherent,
as if he did not have any problems with his owrtural identification. And he most
likely did not. Both perspectives taken as releydns nevertheless possible to see that
while his musical behaviour was clearly not culliyraoherent, otherwise it would have
never caused such a disorder on the train, haealgzed the problem, he immediately
tried to homogenize it, to make it culturally comfo His aim hardly was to cause a
conflict of this sort. This is why he finally madedecision not to perform the ZCC
healing songs on the train any more.

Here we can see Samuel’'s individual agency at widduing (at least partly)
understood cause of the problem, that is havingegha partial insight into the cultural
structure, he could have begun to act. He triecbtdorm his musical behaviour within
a single generally acceptable cultural framewodkhbomogenize his behaviour. But
there were three such frameworks at hand. Whichadrteem did he finally choose
exercising thus his agency? He gave up the Westapitalist logic as a viable
motivation for his behaviour and, similarly, he ablaned the African traditional
magical world view of reality. He, finally, embratéhe religious imagination and ethos
of the ZCC where he belonged to as its member afteHe decided to accept once
again its cultural-religious logic to find peacalaralance. This story which started as a
‘crack’ in homogenous cultural structure or as altloral accident’ allowing other
cultural logics to win for a moment could be sesrmaa example of particular cultural
negotiation where different cultural concepts wateplay and of which one was
actively chosen at the end by its main actor tdfireahis cultural identity. We can see
Samuel as a cultural negotiator moving betweerouarcultural logics and as someone

who struggled to culturally belong actively usings hagency. The ‘koan’, the

1221 yse the terms ‘musical behaviour’ and ‘concéptlerriam’s sense here (Merriam 1964).
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irresolvable anthropological predicament, seentsetsolved. On another level it shows
the ZCC as a powerful and viable player on Southicah playground of cultures and

traditions.
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Making a Difference? Benefits?

There is a widely shared belief in ethnomusicolagierited from social and cultural
anthropology, that we as ethnomusicologist makeatdeast should aspire to make,
some kind of positive difference. We hope to braigput some kind of change in the
world by what we do on an immediate material orcpcal level and on a and wider
political level. We hope we help something andmnebody by what we do, and here |
especially mean in ‘the field’. This belief is pags necessary as it provides us with
sense of what we are doing, something we needdsoticholars and as human beings.

As for my research and writing of the dissertatigee rather a little potential
for helping anything or anyone materially or prealiy, except of, for example,
supplying people, and especially Samuel with réogs] videos and photos that |
recorded, and footage of them and with them abwuarioccasions. | can do very little
about anything | would desire to see happenindhairtlives regarding economic and
other more tangible benefits, which could be summeds a ‘quality of life’, of course,
| must add, as | see it from my subjective perspectrying not to become patronizing.

But this text has a political dimension too, notanconventional sense of
institutionalized politics but in its potential taise antagonisms and controversies, first,
within the field of ethnomusicology with regardite common practices and, second, as
an ethnomusicological text in the wider field ofnmanities and social sciences dealing
with South Africa’s post-apartheid situation. A pichl opinion does not have to be
explicitly addressed in the text, still its effemt the reader can be political and may
move him or her to some kind of action, that isngdeof thinking and behaviour as
human beings and as schol&5And this would be the difference | would most aspi
to make in writing this text.

| could talk about benefits on the level of thegoeral too. What difference has
this project madéor andto both Samuel and I? What have we become, as a céstit
I am well aware that | am by no mean able to disagery possible aspect as | am
neither able to realize it fully (yet) nor exprasgroperly. As any ethnography does to a

certain extent, this dissertation represents a kihdestimony. Two testimonies are

123 The distinction between politics and the politicairawn from a lecture of a cultural theorist kiie
Bal called ‘The Importance of Be(com)ing a (Movinigdage' held in the National gallery in Prague
February 20, 2015.
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intertwined in the text, in fact. It is my testimoand it is a testimony of Lesiba Samuel
Kadiaka revealed through my own testimony: | sawas shown, | heard, | was told, |
experienced, | was made to witness; or we did tegeihe resulting text is a testimony
about developments and setbacks in our relationshé relationship of two human
beings born into, brought up and living in two diént and, perhaps more importantly,
differently framed worlds, yet later consciouslyafved in a very particular kind of
common activity — the research project. There wahing inevitable in what we were
doing, we were actively shaping our activities,were the agents.

We have both changed during the research. Ouriidsntalbeit stable on some
levels, changed. Our long-term encounter implieénge of our identities in the
broadest sense. The space between us was constaaihging, filled in by our
discussions and conversations and by our experi@ceommon and individual
activities during the research. We were moving adoeiach other, constantly reshaping
the space between us. The research as a proceagraadformative quality for me and,
| believe, for Samuel too. We found ourselves stade of constant becoming.

With regard to the actual flow of the research, titme was experienced
unevenly. We never reached any ultimate state pfdauntities in our relationship. This
showed up especially clear from one year to anatbethe research extended in time.
Though not being a focal point here, this expegenicchange and becoming is, as in so
many other ethnographies, present in my text, somastexplicitly revealed but often
hidden in between the lines. | not only did not wanhide it, | wanted to encourage the
reader to pay attention to these ‘traces of thegs®, ‘'seams in the narrative’ and all
kinds of ‘disruptive elements’. They were as mudrtpf the project as any other
seemingly harder data. They constitute the ‘dissgluas well as the shape the ‘story’,
in a narratological sense.

The research would perhaps be best described agemtpof two people, of me
and of Lesiba Samuel Kadiaka. Indeed, there wdrergieople around us who have
become part of it (consciously and willingly or has relatives, friends or colleagues at
some point in one or another way. Our mutual reteship during the research and the
research results should best be understood and meal@ngful on the axis between the
first and the second persamg andyou me Vit and you Samuel. For purposes of the
genre of the academic writing |, however, resottethe first and the more formal third
person in the presented text,Itandhe in order to create a descriptive framework and

the more detached feeling common in ethnographitngr indeed it is one of the
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illusions of ethnographic writing. Therefore | resmend the reader to keep in mind
this first/second person axis when contemplatimgtéixt.

| cannot speak for Samuel so easily, as | haverrditectly asked him about the
importance of our research for him and it is daubtihat he would have told me
anyway. However, there were clear signs that teearch has become more and more
important for him through the years. Our relatiapgiteveloped from occasional lunch-
time music making in our student house early in &06to serious research
collaboration in the subsequent years. It includedular recorded interviews and
attending to a number of social events in which &nactively participated as a
musician and | took part as an observer and/or dscamenter. He took the research
more and more seriously as we went along and there moments, especially in later
years, when it was him who encouraged me to camrynegotiated new opportunities
and diligently supplied me with (for example) weitt texts and translations of his
songs. It clearly mattered to him. For all thaam immensely glad and grateful. | dare
to say, without him | would have given up many tamelis commitment supplied me
with positive energy and motivation at moments @pélessness. Consequently, | feel a
responsibility towards Samuel today, which | hawedtto fulfil by writing up this text.

As for other possible benefits our collaboratiom amy presence clearly meant
an enhanced social prestige for Samuel among lasspeither as a gardener in the
university environment, in Mamelodi, or other placghere we went together. It is
difficult to say whether these effects were lastmdelpful in any significant way, but
one and a half months before submitting the diagert | received a text message on
my mobile phone from Samuel. It was clearly fornbedaby someone else, probably a
friend, and sent from a number other than Samukliwent as follows: “Morning, is
Sam. I'm fine and | hope you doing well that sidlecan’t wait for my book to be
finished. Have bless week:-)". It suggests that &mtill used our collaboration and its
planned results as a valuable social currency tanelea half year after my last visit to
South Africa. It could be discussed whether ‘my lBomould rather stand for ‘book
about me’ (read Samuel) or whether he (or the ohe fermulated the text) meant it
literally. In any case, it is a heartfelt expressas the strong conviction of his presence
and centrality in ‘the book’, raising further quesis about authorship.

At the same time, his close collaboration with rgetting to understand the
musical performances of the extremely secretive AGght have potentially shaken his

already difficult position inside the local churcommunity. He took a risk in light of
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the Church’s secretiveness by supplying me witbrimftion on the topic, adopting, as
a justification, the basically scholarly imperatigé accumulating knowledge. It could
be well understood as a true expression of hisigrass teach (and preach), to educate
and to raise awareness as he practiced it in Imgssand other musical as well as non
musical activities. | have been a mediator to plaissknowledge on. Again, | must have
incorporated my involvement in this mediation t@ldad become part of the story in
the meantime.

There were just too many transgressions of locadmon sense and of unwritten
rules (both ‘black’ and ‘white’) that one had to keadaily when | as a white European
researcher wanted to collaborate with a poor bltaakship dweller on a daily basis, to
enumerate them all. Our — sometimes full, sometijusispartial — awareness of these
transgressions helped to establish a strong botwieba us, which | consider a great

benefit to the final shape that this document hkert.

Mapping the Individual Musical Experience

| ethnographically followed an individual musiciam this research. This ‘following’
was constituted of long-term ethnographic obseowatiinterviews and various kinds of
collaborations. Its aim has been to construct aigitde academic narrative drawing
equally on the genre of ethnography and biographke arguments are all
ethnographically-based. The overall way of presgnthem is framed as a biography
given the individual focus of the project. The sl produced different kinds of
sources on which my arguments are based. Besidedatia acquired via ethnographic
observations such as field video and audio recgsdiof musical performances and
interviews, ethnographic notes or transcriptionsarigs’ texts, historical sources such
as Samuel’s family photographs were used too.

Unlike collectively-focused research my perspectallowed for a close-up
study of active individual cultural and social nggtions in a diachronic perspective.
Understanding subjectivity as constructed allonaddenerating ethnographic as well
as historical evidences of broader than stricttinitlual currency.

These negotiations were studied on various levaisthe level of Samuel’s
narratives about past and presence concerning @ raitge of topics, on the level of

musical as well as non-musical behaviour as obdeduging the research or studied
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from historical photographs, on the level of studysongs’ texts, and on the level of
studying musical performances and musical soundctsires as cultural structures.
Individual chapters were balanced in order to mtevspace for different kinds of
sources and ways of approaching them. All thesasanere understood as representing
places of social and cultural negations and thusntially offering rich sources for
wider theoretical argumentation. Not all aspeatslisd were directly related to musical
activities but they were complementary to them asspof one whole of individual
social and cultural negotiations mutually sheddiglgt on each other.

Various music-related activities became the compiargumentation. Based on
the common ethnomusicological understanding of mwas culturally embedded |
studied Samuel’s musical activities as being pé&ra® well as producing particular
cultural meanings. Thus music — Samuel’s ideas talbduis musical behaviour and the
musical sounds he produced (following Merriam 1964gould become a prominent
source of knowledge about the nature of musicafopmance as an expression of
particular social and cultural position and as ac#g way of social and cultural
negotiation. Various music-related activities wstedied as places of such negotiation,
hence the term ‘mapping’ in the title of the disaton. These findings were
continuously confronted with and complemented bgwedge acquired via studying
different areas of Samuel’s life based on otherczsi

Partial results were formulated in the course ef dihgumentation in particular
chapters. As a result | am able to articulate s@maminent features of Samuel's
positioning in the world. Samuel’s subjectivity wasmplexly historically structured
participating in various social and cultural woilelvs at the same time. All his
belongings found expression in the music he conthqdayed and sang as a songwriter
and song singer as well as in the religious chionagical performances he took part in
actively as a performer or just “passively” assaelher or an observer as member of the
Zion Christian Church. I tried to demonstrate hawltuwwal meanings were produced,
maintained or re-constructed in these repertomesarious ways based on various
sources.

Using the potential of biographic ethnography toser variously constructed
borders and to capture continuities as well asodisicuities in a diachronic perspective
| tried to highlight the continuities between varsomusical repertories as expressions
of parallel continuities in worldviews and sociaddacultural positions pronounced in

other realms of life. | believe that the bio-ethrayghic strategy helps to bypass the
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usual anthropological dilemma of heterogeneity dnalyzed by the researchers) and
coherence (as felt by the research subjects) byhasmng the diachronically based
construction of this coherent ambivalence. | ofteas one possible solution to the
problem.

The study represents a contribution to a numbeaeséarch areas. Within the
context of South African music studies it introdsi@ecompletely new kind of project.
Not that there would not be studies of individualsicians of comparable social status
but none of them has designed its goal the waydl tdi my knowledge. It is a
contribution to South African anthropology whereliinduals of Samuel’s kind have
been studied more often but, obviously, without tnesical dimension of their
existence. It contributes to township studies omengeneral level as it maps in great
detail contemporary and past properties of dafly il the township and its social and
cultural dynamics. On the level of the disciplineontributes to the growing body of
ethnomusicological and anthropological literatureiredividuals as actors in social and
cultural processes. At another level it exposesomamt details about musical structures
in particular musical repertories as well as alwmumicepts (and conceptions) of music. It
deals with the seemingly most obvious, everydayrandt widely popular segments of
South African music, but segments notoriously ustelied, maybe precisely because
of their commonsensical nature and popularity. Avaviously, it overlaps with a
number of other research areas, such as anthrgpoldgrary studies, African

languages, and sociology.

*kk

Whatever ‘biography’ of Samuel this dissertationynmseem momentarily to seize
through elusive fragments or snapshots is alwayghat same time completely
compromised and problematized by the unpredictadiid@ting ethnographic lens. If

biography is a fiction, there is nothing definitimbout ethnography:

“Yes,am released three albums onei sing about Marw is Sepedi bacattff music
nne wedding songs they play them at local Radiostand now | climb Putco Bus to

go tn work | play acordianinside Bus when | go torki

124 Bacardi, named after an alcoholic cocktail, israllof electronic dance music that has become popul

in Mamelodi since my research ended. | have nol@aSamuel’'s music sounds today.

- 297 -



(text message from Samuel, 17 March 2015, 20:02:07)

- 298 -



REFERENCES

- 299 -



Literature

ABU-LUGHOD, Lila. 1991. ‘Writing Against Culture’ i Richard G. Fox (ed.)
Recapturing Anthropology: Working in the Prese8anta Fe: School of
American Research Press: 137-154.

ANDERSON, Allan H. 1991Moya: The Holy Spirit in an African ContexX®retoria:
UNISA Press.

ANDERSON, Allan H. and PILLAY, Gerald J. 1997. ‘THeegregated Spirit: The
Pentecostals’ In Richard Elphick and Rodney Davenfels.)Christianity in
South Africa: A Political, Social and Cultural Hsly. Oxford: James Currey
and Cape Town: David Philip: 227-241.

ANDERSON, Allan H. 1999. ‘The Lekganyanes and Peaphin the Zion Christian
Church’.Journal of Religion in Afric&29/ 3: 285-312.

ANDERSON, Allan H. 2000Zion and Pentecost: The Spirituality and Experiente
Pentecostals and Zionists/Apostolics in South Afifretoria: UNISA Press.

ANDERSON, Allan H. 2005. ‘New African Initiated Pegostalism and Charismatics
in South Africa’.Journal of Religion in Afric&5/1: 66-92.

ANDERSON, Benedict. 1991magined CommunitiefNew York and London: Verso.

ANDRS, Pavel. 2010Nejdek v letech 1945-1998lejdek between 1945 and 1953].
Nejdek: JoN.

APPADURAI, Arjun. 1996. ‘Disjuncture and Differencan the Global Cultural
Economy’ InModernity at Large: Cultural Dimensions of Globalion, s. 27-
47.

ARBURG, Adrian von and STARK, Tomas (eds.). 2010ysidleni Nmai a proneny
ceského pohradi 1945-1951: Dokumenty Zeskych archiv. Dil 1., CeSi a
Nemci do roku 1945: Uvod k edidExpulsion of Sudeten Germans and
Transformations of the Czech Borderlands 1945-193%dcuments from the
Czech Archives, Vol. I., Czechs and Germans bei®#5: Introduction to the
Edition]. Stedokluky: Zdesk Susa.

BALLANTINE, Christopher. 1984. ‘Taking Sides or Mas Music Departments and
the Deepening Crisis in South Africa’ Papers Presented at the Third and

- 300 -



Fourth Symposia on Ethnomusicologyrahamstown: International Library of
African Music. Symposia: 52-55.

BALLANTINE, Christopher. 1997. ‘Making Visible th&visible: Creative Processes
and the Music of Joseph Shabalala’Papers Presented at the Symposium on
Ethnomusicology Number 13 University of Zululan@3.@nd at the Symposium
on Ethnomusicology Number 14 Rhodes University 198@ahamstown:
International Library of African Music: 56-59.

BALLANTINE, Christopher. 2012a (1993Marabi Nights. Jazz, 'Race’ and Society in
Early Apartheid South AfricdDurban: University of KwaZulu-Natal Press.

BALLANTINE, Christopher. 2012b. ‘Report: Looking Bls, Looking Ahead: The State
of Our Discipline’.South African Music Studi€&®: 113-133.

BARBER, Karin. 1999. ‘Obscurity and Exegesis in iéén Oral Praise Poetry’ In
Duncan Brown (ed.Oral Literature and Performance in Southern Africa
Oxford: James Curry: 27-49.

BARTHES, Rolland. 1977mage, Music, Textranslated by Stephen Heath). London:
FontanaPress.

BARZ, Gregory F. and COOLEY, Timothy J. (eds.). 208hadows in the Field: New
Perspectives for Fieldwork in Ethnomusicologdew York: Oxford University
Press.

BAYART, Jean-Francois. 1996.he lllusion of Cultural IdentityLondon: Hurst and
Company.

BEINART, William and BUNDY, Colin (eds.). 198Hidden Struggles in Rural South
Africa. Johannesburg: Ravan Press.

BENJAMIN, Walter and TIEDEMANN, Rolf (ed.). 1999The Arcades Project
Cambridge, Mass.: The Belknap Press of Harvard éfaity Press.

BENJAMIN, Walter. 1968 (1936). ‘The Work of Art ithe Age of Mechanical
Reproduction’ (translated by Harry Zohn) Ihluminations: Essays and
ReflectionsNew York: Schocken: 217-252.

BENJAMIN, Walter. 1979 (1933). ‘Doctrine of the Slar (translated by Knut
Tarnowski).New German Critiqud7: 65-69.

BHABHA, Homi. 2004 (1994). The Location of CultureLondon and New York:
Routledge.

BHABHA, Homi. 2013. Mista kultury (Postkolonialni mysSleni 1I)The Location of
Culture (Postcolonial Thinking Il1)] (translated Martin Ritter). Praha: Tranzit.

- 301 -



BIGENHO, Michelle. 2008. ‘Why I'm not an Ethnomuslogist: A View from
Anthropology’ In Henry Stobart (edlhe New (Ethno)musicologiesanham:
The Scarecrow Press: 28-39.

BIGENHO, Michelle. 2012Intimate Distance: Andean Music in Japddurham and
London: Duke University Press.

BLACKING, John. 1981. ‘Political and Musical Freedan the Music of Some Black
South African Churches’ In Ladislav Holy and Milatuchlik (eds)The
Structure of Folk Modeld.ondon and New York: Academic, 35-62.

BLACKING, John. 1989. ‘Challenging the Myth of ‘Hilt Music’: First Performances
of a New Song in an African Oral Traditior¥.earbook for Traditional Music
2/1: 17-24.

BOHLMAN, Philip V. 1997. ‘World Musics and World Rgions: Whose World?’ In
Lawrence Eugene Sullivan (edBnchanting Powers: Music in the World's
Religions Cambridge, MA: Harvard University Press: 61-90.

BOONZAIER, Emile and SHARP, John. 198Bouth African Keyword<Cape Town
and Johannesburg: David Philip.

BOONZAIER, Emile and SPIEGEL Andrew D. 2008. ‘Trin’ In Nick Shepherd
and Steven Robins (eddNew South African Keyword#thens, Ohio: Ohio
University Press: 195-208.

BOURDIEU, Pierre et al. 199®hotography: A Middle-brow Arttranslated by Shaun
Whiteside). Stanford: Stanford University Press.

BOURDIEU, Pierre. 1984Distinction: a Social Critique of the Judgement Tadste
(translated by Richard Nice). Cambridge: Harvardaversity Press.

BOURDIEU, Pierre. 1996The Rules of Art: Genesis and Structure of theraije
Field (translated by Susan Emanuel). Stanford: Stanfongersity Press.

BOURDIEU, Pierre. 1998Practical Reason: On the Theory of Actiiranslated by
Randal Johnson et al.). Stanford: Stanford UniteRiess.

BROWN, Duncan (ed.). 199%ral Literature and Performance in Southern Africa
Oxford: James Currey, Cape Town: David Philip artleis: Ohio University
Press.

BUCK-MORSS, Susan. 1992. ‘Aesthetic and Anaesth¥&talter Benjamin’s Artwork
Essay Reconsidereddctober62: 3-41.

- 302 -



CHILOANE, Tsheko J. 1990The Establishment of Black Settlement Areas around
Pretoria with Special Reference to Mamelodi 1900 Qunpublished master
thesis). Rand Afrikaans University.

COETZEE, James M. 198Waiting for the BarbariansLondon: Secker and Warburg.

COMAROFF, Jean. 198®8ody of Power Spirit of Resistandghicago and London:
The University of Chicago Press.

COOK, Nicholas and EVERIST, Mark (eds.). 198&thinking MusicOxford: Oxford
University Press.

COPLAN, David B. 1994ln the Times of Cannibals. The Word Music of Séitita’s
Basotho MigrantsChicago and London: The University of Chicago Press

COPLAN, David B. 2008 (1985)in Township Tonight! South Africa’s Black City
Music and TheatreChicago and London: The University of ChicagosBre

COPLAN, David B. and JULES-ROSETTE, Bennetta. 200&osi Sikelel' iAfrika
and the Liberation of the Spirit of South AfricA&frican Studie$4/2: 285-308.

CSIKSZENTMIHALYI, Mihaly. 1990.Flow: The Psychology of Optimal Experience;
Steps Toward Enhancing the Quality of L¥ew York: HarperPerennial.

DARGIE, David 1984. ‘African Church Music and Lila¢ion’ In Papers Presented at
the Third and Fourth Symposia on Ethnomusicologgrahamstown:
International Library of African Music, 9-14.

DARGIE, David. 1987 Xhosa Zionist Church Music: Report for the Resedydiit for
the Study of New Religious Movements and Indige@usches in Southern
Africa. University of Zululand: NERMIC.

DARGIE, David. 1997. ‘Christian Music Among Africanin Richard Elphick and T.
R. H. Davenport (eds.Christianity in South Africa: A Political, Sociagnd
Cultural History. London: James Currey, 319-326.

DARGIE, David. 2010. ‘Xhosa Zionist Church Music:L4turgical Expression beyond
the Dreams of the Early MissionarieBlissionalia: Southern African Journal of
Mission Studie88/1: 32-53.

DIAMOND, Beverley. 2007. ‘Music of Modern Indigengi From Identity to Alliance
Studies’. European Meetings in Ethnomusicologythe John Blacking
Distinguished Lecture for 2006. 12: 169-190.

ELPHICK, Richard and DAVENPORT, Rodney. 19%hristianity in South Africa: A
Political, Social and Cultural HistoryOxford: James Currey and Cape Town:
David Philip.

- 303 -



ERLMANN, Veit. 1991. “An African Star”: Reuben TCaluza and Early Popular
Music in South Africa’ InAfrican Stars: Studies in Black South African
PerformanceChicago and London: The University of ChicagosBrd 12-155.

ERLMANN, Veit. 1994. ‘Africa Civilized, Africa Unatilized: Local Culture, World
System and South African Musiclournal of Southern African Studi@g/2:
165-179.

ERLMANN, Veit. 1996.Nightsong: Performance, Power, and Practice in 8dAirica
Chicago and London: The University of Chicago Press

ERLMANN, Veit. 1999.Modernity and the Global Imagination: South Afriaad the
West.New York: Oxford University Press.

FABIAN, Johannes. 2002 (1983)ime and the Other: How Anthropology Makes its
Object New York: Columbia University Press,

FANON, Frantz. 2011Cerna kize, bilé masky (Postkolonialni my3lenfBlack Skin,
White Masks (Postcolonial Thinking 1)] (translatbg Irena Kozelska). Praha:
Tranzit.

FANON, Franz. 1967 (1952)Black Skin, White Mask@ranslated by Charles L.
Markmann). New York: Grove Press.

FANON, Franz. 1970 (1964)owards the African Revolutioftranslated by Haakon
Chevalier). London: Pelican Books.

FERGUSON, James G. 1990The Anti-Politics Machine: ,Development”,
Depolarization, and Bureaucratic State Power in dtes. Cambridge:
Cambridge University Press,

FERGUSON, James G. 2002. ‘Of Mimicry and Membershifsicans and the "New
World Society™.Cultural Anthropologyl7/4: 551-569.

FERGUSON, James G. 2008. “"Global Disconnect”. Akgn and the Aftermath of
Modernism’ In Peter Geschiere, Birgit Meyer andeP&els (eds.Readings in
Modernity in Africa Bloomington and Indianopolis: Indiana UniversRyess,
Oxford: James Currey and Pretoria: UNISA Press6.8-1

FRIEDSON, Steven M. 199@ancing Prophets: Musical Experience in Tumbuka
Healing.Chicago and London: The University of Chicago Bres

FRIEDSON, Steven M. 200®Remains of Ritual: Northern Gods in a Southern Land
Chicago and London: The University of Chicago Press

GELLNER, Ernest. 199 MNationalism New York: New York University Press.

- 304 -



GELLNER, Ernest. 1998.anguage and Solitude: Wittgenstein, Malinowski dnel
Habsburg DilemmaCambridge: Cambridge University Press.

GILROY, Paul. 1993.The Black Atlantic: Modernity and Double Conscioess
Cambridge: Harvard University Press.

GILROY, Paul. 2002 Against Race: Imagining Political Culture beyonck tolor
Line. Cambridge, Mass.: Harvard University Press.

HAHN, Tomie. 2007.Sensational Knowledge: Embodying Culture througpaleese
Dance Middletown: Wesleyan University Press.

HAMILTON, Carolyn, MBENGA, Bernard K. and ROSS, Rob (eds.). 2011The
Cambridge History of South AfriccCambridge and New York: Cambridge
University Press.

HARBER, Anton. 2011.Diepsloot Johannesburg and Cape Town: Jonathan Ball
Publishers.

HAVEL, Vé&clav. 1985 (1978). ‘The Power of the Poless’ (translated by Paul
Wilson) In John Keane (edTlhe Power of the Powerless: Citizens Against the
State in Central-Eastern Europeondon: Hutchinson: 23-96.

HAVRANEK, Vit (ed.). 2011.Postkolonialni mysleni I[Postcolonial Thinking II].
Praha: Tranzit.

HAVRANEK, Vit and LANSKY, Ondej (eds.). 2013.Postkolonialini mysleni IV
[Postcolonial Thinking IV]. Praha: Tranzit.

HERZFELD, Michael. 1997 Portrait of a Greek Imagination: An Ethnographic
Biography of Andreas Nenedaki€hicago and London: The University of
Chicago Press.

HERZFELD, Michael. 2001.Anthropology: Theoretical Practice in Culture and
Society Oxford: Blackwell Publishers.

HERZFELD, Michael. 2005 (1997 ultural Intimacy: Social Poetics in the Nation-
state New York and London: Routledge.

HORAKOVA, Hana. 2007a. ‘,Rasa“ a rasismus v Jizffilice’ [,Race* and Racism in
South Africa].Socialni studiat: 113-129.

HORAKOVA, Hana. 2007b. ‘Kolonialismus a postkoldisenus [Colonialism and
Postcolonialism].” in i Tomes (ed.Konflikt s\etii, swt konflikti. Praha: P3K.

HORAKOVA, Hana. 2009. ‘Contested Language: Nuweikisfanse Beweging in a
New South Africa’ In Tomas Machalik, K&iea Mildnerova and Jan Zatik

- 305 -



(eds.)Viva Africa 2008: Proceedings of the Third Intenoatl Conference of
African StudiesPlzei: ADELA Publishing: 183-202.

HORAKOVA, Hana. 2012Kultura jako vselék? Kritka soudobychigtup: [Culture as
a Panacea? Critique of Contemporary Approacheshha®r Sociologické
nakladatelstvi.

HOWES, David. 2003Sensual Relations: Engaging the Senses in CultndeSocial
Theory Ann Arbor: University of Michigan Press.

HOWES, David. 2005Empire of the Senses: The Sensual Culture Re&idord and
New York: BERG.

HUNTER, Monica. 2009 (1936)Reaction to Conquest: Effects of Contact with
Europeans on the Pondo of South AfriBarlin: LIT Verlag.

JANZEN, John M. 1992Ngoma: Discourses of Healing in Central and Souther
Africa. Berkeley: University of California Press.

JORRITSMA, Marie. 2011Sonic Spaces of the Karoo: The Sacred Music ofudahSo
African Coloured CommunityJohannesburg: Wits University Press.

KAUFMANN, Jean Claude. 2010 (1996)Chapajici rozhovor][orig. L'entretien
compréhensif] (translated by Ma&rné). Praha: SLON.

KIERNAN, James P. 1974. ‘Where Zionists Draw thend:i A Study of Religious
Exclusiveness in an African Townshigfrican Studie33/2: 79-90.

KIERNAN, James P. 1976a. ‘Prophet and PreacherEAsential Partnership in the
Work of Zion’. Man 11/3: 356-366.

KIERNAN, James P. 1976b. ‘Public Transport and &a\Risk: Zionism and the Black
Commuter in South Africa’Journal of Anthropological Resear@B/2: 214-
226.

KIERNAN, James P. 1976¢. ‘The Work of Zion: An Aysis of an African Zionist
Ritual’. Africa: Journal of the International African Ingtite 46/4: 340-356.
KIERNAN, James P. 1978. ‘Saltwater and Ashes: imsents of Curing among Some

Zulu Zionists’.Journal of Religion in Afric®/1: 27-32.

KIERNAN, James P. 1988. ‘The Other Side of the Cadime Conversion of Money to
Religious Purposes in Zulu Zionist Churchédan 23/3: 453-468.

KIERNAN, James P. 1990. ‘The Canticles of Zion: §@s Word and Action in Zulu
Zionist Discourse’Journal of Religion in Afric20/2: 188-204.

KIERNAN, James P. 1991. ‘Wear ‘N’ Tear and Repa@he Colour Coding of Mystical
Mending in Zulu Zionist ChurchesAfrica 56/1: 26-39.

- 306 -



KIERNAN, James P. 1996. ‘The Zionist CongregatioreroTime. Continuity and
Change in Social Composition and Structubdtican Studie$5/2: 69-88.
KRIGE, Eileen J. 1931. ‘Agricultural Ceremonies aRdactices among Balobedu'.

Bantu Studie&/1: 207-239.

KRIGE, Eileen J. 1932. ‘The Social SignificanceBder among the BalobedWBantu
Studiesb/1: 343-357.

KRUGER, Jaco. 1997. ‘Strumming is for Beginners: fbe Social Roots of Musical
Style’ In Papers Presented at the Symposium on Ethnomusjcdlagber 13
University of Zululand 1995 and at the SymposiunkEttmomusicology Number
14 Rhodes University 19965rahamstown: International Library of African
Music: 82-84.

KRUGER, Jaco. 2001. ‘Playing in the land of God:dital performance and social
resistance in South AfricaBritish Forum for Ethnomusicology0/2: 1-36.
KUNDERA, Milan. 1984. ‘The Tragedy of Central Eusp(translated by Edmund

White). The New York Review of Bodks7: 33-38.

KUNDERA, Milan. 2010. Encounter. Essays(translated by Linda Asher).
London: Faber and Faber.

KUPER, Adam. 1999.Among the Anthropologists: History and Context in
Anthropology London: Anthlone Press.

KUPER, Adam. 2005The Reinvention of Primitive Society: Transformagioof a
Myth. London and New York: Routledge.

LESSING, Doris. 1962The Golden Notebookondon: Michael Joseph.

LESSING, Doris. 1994Under My Skin — Volume One of My Autobiographyl 949
London: HarperCollins.

LESSING, Doris. 1997Walking in the Shade Volume Two of My Autobiogyaf949
to 1962 London: HarperCollins.

LEVINRAD, Ester. 2010:The Weight of My Skeleton is My Only Honesty”: gaage
and the speaking body in Marlene van Niekerk's Adaapublished master
thesis). Stellenbosch University.

Lifela tsa Siong24th edition revised, 47th printing). Morija (Lé¢ko): Morija Sesuto
Book Depot, 2006.

LOZA, Steven. 2006. ‘Challenges to the Euroametioeizthnomusicological Canon:
Alternatives for Graduate Readings, Theory, andhd@t Ethnomusicology
50/2: 360-371.

- 307 -



LUCIA, Christine. 2005a.The World of South African Wusic: A Readlewcastle
upon Tyne: Cambridge Scholars Press.

LUCIA, Christine. 2005b. ‘Abdullah Ibrahim and ‘Aéan Pianism’ in South Africa’ In
Cynthia T. Kimberlin and Akin Euba (edsljowards an African Pianism:
Keyboard Music of Africa and the DiaspoiRichmond, CA: MRI Press: 53-67.

LUCIA, Christine. 2008. ‘Back to the Future? Idioros ‘Displaced Time’ in South
African Composition’ In Grant Olwage (eddomposing Apartheid: Music for
and against Apartheidlohannesburg: Wits University Press: 11-34.

LUCIA, Christine. 2009. "The Landscape Within'hd String Quartets of Kevin
Volans’. South African Music Studi@®: 1-30.

LUCIA, Christine. 2011. ‘Joshua Pulumo Mohapeload ahe Heritage of African
Song'. African Music: Journal of the International Librargf African Music.
9/1: 56-86.

LUCIA, Christine. 2014. ‘Composing Towards/Againghiteness: The African Music
of Mohapeloa’ In Lucy Michael and Samantha Schuéds() Unsettling
WhitenessOxford: Inter-Disciplinary Press: 219-230.

MAHON, Maureen. 2014. ‘Music, Power, and Practic’esponse article).
Ethnomusicolog¥8/2: 327-333.

MAPAYA, Madimabe G. 2013. ‘Music Traditions of tiAdrican Indigenous Churches:
A Northern Sotho Case StudyBouthern African Journal for Folklore Studies
23/1: 46-61.

MapStudio Street Guide. 200Rretoria including Hartbeespoort, Rustenburg &
Polokwane11™ Edition, scale 1:20 00Qlohannesburg: MapStudio.

MARSCHALL, Sabine. 2009Landscape of Memory: Commemorative Monuments,
Memorials and Public Statuary in Post-Apartheid ®BoAfrica. Leiden: Brill.

MAYER, Philip (ed.). 1980Black Villagers in an Industrial Society: Anthropgical
Perspectives on Labour Migration in South AfricBape Town: Oxford
University Press.

MAYER, Philip. 1961.Townsmen or Tribesmen: Conservatism and the Prookss
Urbanization in a South African Citape Town: Oxford University Press.

MBEMBE, Achille. 1992. ‘Provisional Notes on the$oolony’. Africa: Journal of the
International African Instituté2/1: 3-37.

McALLESTER, Patrick A. 1980. ‘Work, Homestead arfte tShades: The Ritual
Interpretation of Labour Migration among the Gcalelkn Philip Mayer (ed.)

- 308 -



Black Villagers in an Industrial Society: Anthropgical Perspectives on
Labour Migration in South AfricaCape Town: Oxford University Press: 205-
254,

McCLARY, Susan. 1991.Feminine Endings: Music, Gender, and Sexuality.
Minneapolis: University of Minnesota Press.

McCLARY, Susan. 2000Conventional Wisdom: The Content of Musical Form
Berkeley: University of California Press.

MERRIAM, Allan P. 1964.The Anthropology of MusicEvanston: Northwestern
University Press.

MOKITINI, Makali. I. P. 1998 .Lifela tsa Litsamaea-naha Poetry: A Literary Anadys
Pretoria: J. L. van Schaik.

MTHETHWA, Bongani. 1984. ‘Western Elements in ShersbReligious Dances’ In
Papers Presented at the Third and Fourth SymposiaEthnomusicology
Grahamstown: International Library of African Musg#-37.

MTHETHWA, Bongani. 1991. ‘Re-Incorporation of MualcInstruments in Isaiah
Shembe’s Hymns’ In Carol Muller (edapers Presented at the Tenth
Symposium on Ethnomusicolo@rahamstown: International Library of African
Music: 120-124.

MTHETHWA, Bongani. 1992. ‘Shembe’s Hymnody and ththical Standards and
Worldview of Amanazaretha’ In G. C. Oosthuizen dndng Hexham (eds.)
Empirical Studies of African Independent/Indigendbisurches Levinstone,
Queenstown and Lampeter: The Edwin Mellen Pres$:253.

MULLER, Carol A. 1993. 'Singing of Struggle and Samary: The Intersections of
Song, Dreams, and Narratives amonst Nazarite Worme@arol Muller (ed.)
Symposium Proceedings "Music in Southern Africdeventh Symposium on
Ethnomusicology, 23-25 August 1993rahamstown: International Library of
African Music: 99-103.

MULLER, Carol A. 1997. "'Written" into the Book oLife: Nazarite Women's
Performance Inscribed as Spiritual Text in "IbandimaNazarethaResearch
in African Literatures28/1: 3-14.

MULLER, Carol A. 1999. ‘Chakide — The Teller of 3ets: Space, Song and Story in
Zulu Maskanda Performance.” In Duncan Brown (edrpl Literature and
Performance in Southern AfricdDxford: James Currey, Cape Town: David
Philip and Athens: Ohio University Press: 220-234.

- 309 -



MULLER, Carol A. 2002. ‘Archiving Africanness in 8@&d Song’.Ethnomusicology
46/3: 409-431.

MULLER, Carol A. 2006/1999 Rituals of Fertility and the Sacrifice of Desire:
Nazarite Women's Performance in South AfriGhicago and London: The
University of Chicago Press.

MULLER, Carol A. 2008 (2004)Focus: Music of South Africalew York and Oxford:
Routledge.

MULLER, Carol A. (ed.). 2010Shembe Hymn@ranslated by Bongani Mthethwa).
Pietermaritzburg: University of KwaZulu Natal Press

MULLER, Carol A. and BENJAMIN, Sathima B. 201Musical Echoes: South African
Women Thinking in JazzDurham and London: Duke University Press.

MULLER, Retief. 2008. ‘Rain Rituals and Hybridity iSouthern Africa’Verbum et
Ecclesia29/3: 819-831.

MULLER, Retief. 2011. African Pilgrimage: Ritual Travel in South Africa's
Christianity of Zion Aldershot: Ashgate.

MURRAY, Colin. 1981.Families Divided The Impact of Migrant Labour in Lesotho
Johannesburg: Ravan Press.

NAGL-DOCEKAL, Herta. 2004 (2000Feminist Philosophytranslated by Katharina
Vester). Boulder and Oxford: Westview Press.

NAUDE, Piet. 1995 The Zionist Christian Church in South Africa. A €&tudy in
Oral Theology Lewiston, Queenstown and Lampeter: The Edwin éfeRress.

NDLOVU, Caesar. 1995. ‘Adjudication in Black Southfrican Choral Music
Compositions: A Call for Reappraisal’ In Carol Marli(ed.)Papers Presented at
the Eighth Symposium on Ethnomusicology and atNimth Symposium on
EthnomusicologyGrahamstown: International Library of African Mais30-33.

NDLOVU, Caesar. 1997. ‘Red-Carpet Treatment of WesClassical Music in Black
South African Music Competitions’ IRapers Presented at the Symposium on
Ethnomusicology Number 13 University of Zululan@3.@nd at the Symposium
on Ethnomusicology Number 14 Rhodes University 1996hamstown:
International Library of African Music: 100-102.

NETTL, Bruno. 1983.The Study of Ethnomusicology: Twenty-nine Issueg an
ConceptsUrbana: University of lllinois Press.

NETTL, Bruno. 2002Encounters in Ethnomusicology: A Memalvarren a Michigan:
Harmonie Park Press.

- 310 -



NETTL, Bruno. 2005The Study of Ethnomusicology, Thirty-one IssuesGuutepts
Urbana and Chicago: University of Illinois Press.

NETTL, Bruno. 2010Nettl's Elephant: On the History of Ethnomusicologlybana:
University of lllinois Press.

NIEAHUAS, Isak. 2012 Witchcraft and a Life in the New South Africdambridge:
Cambridge University Press.

NUTTALL, Sarah and MBEMBE, Achille (eds.). 2008ohannesburg: The Elusive
Metropolis.Johannesburg: Wits University Press.

OLWAGE, Grant. 2002. ‘Scriptions of the Choral: THestoriography of Black South
African Choralism’.South African Music Studi&®: 29-45.

OLWAGE, Grant. 2003Music and (Post)colonialism: The Dialectic of Chb€ulture
on a South African Frontigunpublished Ph.D. thesis). Rhodes University.

OLWAGE, Grant. 2004. ‘The Class and Colour of ToAer Essay on the Social
History of Vocal Timbre’ Ethnomusicology ForunXIllil, 2: 203-226.

OLWAGE, Grant. 2006. ‘John Knox Bokwe, Colonial Cooser: Tales about Race and
Music’. Journal of the Royal Musical Associati@B81/1: 1-37.

OLWAGE, Grant. 2008. ‘Apartheid's Musical Signs:fleetions on Black Choralism,
Modernity and Race-Ethnicity in the Segregation’ EnaGrant Olwage (ed.)
Composing Apartheid: Music for and against Aparthelohannesburg: Wits
University Press: 35-54.

ORTNER, Sherry B. 1984. ‘Theory in Anthropology @nthe Sixties’Comparative
Studies in Society and Histo2$?1: 126-166.

ORTNER, Sherry B. 2006Anthropology and Social Theory: Culture, Power, dhd
Acting SubjectDurham, NC: Duke University Press.

OXLUND, Bjarke. 2014. “A Blessing in Disguise’: EhArt of Surviving HIV/AIDS as
a Member of the Zionist Christian Church in Soutiida’ In Rijk van Dijk et
al. (eds.)Religion and AIDS Treatment in Africa: Saving Sputsolonging
Lives Farnham: Ashgate: 73-94.

PELS, Peter. 2014. ‘After Objectivity: An HistorlcApproach to the Intersubjective in
Ethnography’Hau: Journal of Ethnographic Theody/1: 211-236.

POPPER, Karl. 2002 (1963onjectures and Refutations: The Growth of Scientif

knowledgeLondon and New York: Routledge.

- 311 -



PRATT, Mary Louise. 1986. ‘Fieldwork in Common Rdat In James Clifford and
George E. Marcus (edsWriting Culture: The Poetics and Politics of
Ethnography Berkeley: University of California Press: 27-50.

PRETORIUS, Hennie and JAFTA, Lizo. 1997. “A Bran&prings Out”: African
Initiated Churches’ In Richard Elphick and RodneyavBnport (eds.)
Christianity in South Africa: A Political, Socialnd Cultural History Oxford:
James Currey and Cape Town: David Philip: 211-226.

PYPER, Brett. 2014.“You can't listen alone”. Jazz, listening and soliig in a
transitioning South Africalunpublished Ph.D. theses). NewYork University.

RADANO, Ronald M. and BOHLMAN, Philip V. (eds.). 0. Music and the Racial
Imagination Chicago and London: The University of ChicagosBre

RAFAPA, Lesibana. 2013. ‘Popular Music in the Zi@fristian Church’.Muziki:
Journal of Music Research in Afrid®/1: 19-24.

RAMOGALE, Marcus and GALANE, Sello. 1997. ‘Faith action: Mokhukhu of the
Zion Christian Church’.Festival of American Folklite Washington, DC:
Smithsonian Institution, 63-66, available online
http://www.folklife.si.edu/resources/Festival19&dthin.htm  (accessed 15
March 2015).

RAMPHELE, Mamphela. 1993A Bed Called Home: Life in the Migrant Labour
Hostels in Cape TownCape Town: David Philip, Athens: Ohio University

Press, and Edinburgh: Edinburgh University Press.

REYES, Adelaida 2009. ‘What Do Ethnomusicologists?DAn Old Question for a New
Century’.Ethnomusicolog$3/1: 1-17.

REZACOVA, Vendula. 2010. "Negotiating Manhood in Postulpeid South Africa:
Precarious Transformations of Tshivenda-speakingoua Migrants into
Religious Leaders” In Patrick Chabal and Petr Ska(eds.) Africanists on
Africa: Current IssuesBerlin: LiTVerlag: 209-218.

REZACOVA, Vendula. 2011Not So 'Traditional' Healing: Constructions of Kss
Reality and Spirit Possession in a Rapidly ChangBuogiety in Venda, South
Africa (unpublished Ph.D. thesis). Charles Universityrnagte

RICE, Timothy. 2008. ‘Toward a Mediation of Filedefithods and Field Experience’ In
Gregory F. Barz and Timothy J. Cooley (edShadows in the Field: New
Perspectives for Fieldwork in Ethnomusicologdew York: Oxford University
Press: 42-61.

- 312 -



RICHTER, Linda and MORRELL, Robert. 200Baba: Men and Fatherhood in South
Africa. Cape Town: Human Sciences Research Council.

RUSKIN, Jesse D. and RICE, Timothy. 2012. ‘The wWdlial in Musical
Ethnopgraphy’ Ethnomusicology. VI/2: 299-327.

SAID, Edward W. 19780rientalism New York: Pantheon Books.

SAID, Edward W. 20000ut of place: a memailNew York: Vintage Books.

SAID, Edward W. 2008.Orientalismus: Zapadni koncepce OrienfQrientalism:
Western Conceptions of the Orient] (translated trd® Nagyova). Praha:
Paseka.

SCHOFFELEERS, Matthew. 1991. ‘Ritual Healing andital Acquiescence: The
Case of the Zionist Churches in South Afrigafrica 60/1: 1-25.

SCHUTTE, Jay. 2012. ‘Bodysuites and biodomes: Thanstuction of the
sonochronotopia on Johannesburg's South Koream&shape'.South African
Music Studies$2/1: 59-75.

SHARP, John. 2000. ‘One Nation, Two Anthropologiegs”Response to Coertzé’'s
Kommentaar op Geignoreerde Kritiskbuth African Journal of Ethnolo@a/1.:
30-33.

SHEPHERD, Nick and ROBINS, Steven (eds.). 2008w South African Keywords
Athens, Ohio: Ohio University Press.

SIMPSON, Zach, McKAY, Tracey, PATEL, Naeem et &0]1]. Past and Present
Travel Patterns in the Gauteng City-Region: Resled&eport Commissioned by
the Gauteng City-Region Observatodgniversity of Johannesburg.

SKALNIK, Petr. 2000. ‘Jihoafricka etnologie a sdnidantropologie ve 20. stoleti’
[South African Ethnology and Social Anthropologytive 20" Century] InActa
Universitatis Carolinae — Philosophica et histori@a Studia ethnologica Xli
65-80.

SKELTON, Colin. 2009Spiritual Circles: Ritual and the Performance otfdities in
the Zionist Christian Church(unpublished master thesis). University of
Witwatersrand.

SMITH, Stephen A. (ed.). 201Fhe Oxford Handbook of the History of Communism
Oxford: Oxford University Press.

SOLIE, Ruth A. 1992. ‘Changing the Subje€&urrent Musicologyb3: 55-65.

SPURNY, Matj (ed.). 2006.Proneny sudetské krajinyTransformations of Sudeten

Landscape]. Praha: Antikomplex.

- 313 -



SPURNY, Matj. 2011. Nejsou jako my:Ceskéa spoknost a mensiny v pohraffi
(1945-1960)[They Are Not Like Us: Czech Society and Minortien the
Borderlands (1945-1960)]. Praha: Antikomplex.

STOBART, Henry. 2008.The New (Ethno)musicologietanham: The Scarecrow
Press.

STOCK, Jonathan P. 2001. ‘Toward an Ethnomusicologythe Individual, or
Biographical Writing in EthnomusicologyT.he World of MusiXLIII/1: 5-19.

STOKES, Martin. 1994. ‘Introduction: Ethnicity, Idiigy and Music’ In Martin Stokes
(ed.) Ethnicity, Identity and Music: The Musical Constioa of Place.New
York: BERG: 1-28.

STOKES, Martin. 2010The Republic of Love: Cultural Intimacy in TurkiBopular
Music.Chicago and London: The University of Chicago Bres

STOLLER, Paul. 1997Sensuous Scholarshiphiladelphia: University of Pennsylvania
Press.

SUNDKLER, Bengt G. M. 1961 (1948Bantu Prophets in South Africaondon, New
York and Toronto: Oxford University Press.

TAUSSIG, Michael. 1993Mimesis and Alterity: A Particular History of theei$ses
New York a London: Routledge.

TAUSSIG, Michael. 2006 Walter Benjamin’s GraveChicago and London: The
University of Chicago Press.

TITUS, Barbara. 2013. “Walking like a crab”: Anaimg maskanda music in post-
apartheid South AfricaEthnomusicolog¥7/2: 286-310.

TURINO, Thomas. 2008Viusic as Social Life: The Politics of ParticipatioBhicago
and London: The University of Chicago Press.

TURNER, Victor W. 1974. ‘Liminal to Liminoid in Pig Flow, and Ritual: An Essay in
Comparative SymbologyRice University Studie®0/3: 53-92.

VAIL, Leroy and WHITE, Landeg. 1991Power and the Praise Poem: Southern
African Voices in HistoryCharlottesville: University Press of Virginia.

VENTER, Dawid. 2004. ‘Concepts and Theories in $tedy of African Independent
Churches’ In Dawid Venter (edgngaging Modernity: Methods and Cases for
Studying African Independent Churches in SouthcafiVestport, Connecticut:
Praeger Publishers: 13-43.

WEST, Martin. 1975.Bishops and Prophets in a Black City: African Indegent
Churches in Soweto, Johanneshugpe Town: Dabid Philip.

- 314 -



WILSON, Monica Hunter and MAFEJE Archie. 196@&nga: A Study of Social Groups
in an African TownshipCape Town: Oxford University Press.

ZDRALEK, Vit. 2008. ‘Zednik hudebnikem, hudebnikzktelem, kazatel zahradnikem:
Zkoumani popularni hudebni kultury v Jizni Afrig& Mason as a Musician, a
Musician as a Preacher, a Preacher as a GardesszaiRh of Popular Musical
Culture in South Africa]Hudebni ¥da 45/1-2: 179-194.

ZDRALEK, Vit. 2011. ‘Mamelodi house. Hudebni etnafie jednoho jihoafrického
uniku‘ [Mamelodi House: Musical Ethnography of auBoAfrican EscapeIS
Voice6: 40-44.

Zion Christian Church Hymn Book. Lifela tsa SioMorija (Lesotho): Morija Sesuto
Book Depot, 2004.

ZIZEK, Slavoj. 2010Living in the End Timed.ondon and New York: Verso.

- 315 -



2 February 2006
28 March 2006
29 March 2006
30 March 2006
6 April 2006

29 August 2007 (not recorded)

31 August 2007 (not recorded)

1 September 2007 (not recorded)
10 September 2007 (not recorded)

11 September 2007
18 September 2007
20 September 2007
25 September 2007

8 July 2008

10 July 2008
11 July 2008
24 July 2008
25 July 2008
28 July 2008
30 July 2008
31 July 2008

Interviews

1 August 2008

18 August 2008
20 August 2008
21 August 2008
25 August 2008
26 August 2008
28 August 2008

13 July 2009
20 July 2009
22 July 2009
23 July 2009
28 July 2009

3 August 2009
4 August 2009
18 August 2009
19 August 2009

31 August 2011

2 September 2011
15 September 2011
16 September 2011
18 September 2011

- 316 -



APPENDICES

-317 -



Appendix A:
Contents of the CD and the DVD

CD compilation

The accompanying CD contains folders with the fellay mp3 files.

Mmamona album — all tracks in the order they weaseubssed in the text.
Samuel demonstrating his ability to use tonic sohdtation.
Samuel and | playing together Tate Mogolo in myent house in Pretoria in 2006.

Complete sound recording of the night ZCC servickdfiswane.

DVD compilation

Samuel along with local girls from his parents’lagle Maralaleng, Ga-Mphahlele,
Limpopo and two young men from Mamelodi performinig songs inside a
minibus-taxi on the way from Maralaleng to a weddinn nearby
Lebowakgomo, Limpopo (22 September 2007).

Samuel promoting his CMmamonaby dancing to the songs along with a group of
local girls and two Mamelodi young men at a weddingLebowakgomo,
Limpopo (22 September 2007).

Samuel dancing along with a group of local girlsl &awo Mamelodi young men in the
yard in front of his mother’'s neighbours’ houseMiaralaleng, Ga-Mphahlele,
Limpopo (23 September 2007).

Samuel singing ZCC church songs and dancing on #lemy with a group of ZCC
Mamelodi and local members during a private familgil service and a
ceremony, marking an important family occasion mfeiling tombstones of the
deceased family members in Lefiswane, Limpopo Sagumight (8 August
2009).
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A cut of Samuel performing ZCC church songs andepanying the departure from
the house to the cars and minibuses early in th@img performing inside the
minibus, leading a procession on arrival to a ngarbmetery, filling in the
intermissions between the ZCC priest’'s reading prehching and, finally,
accompanying the departure of the crowd from thenaetery during the
unveiling of tombstones private family ceremonyLefiswane Sunday morning
(9 August 2009).
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Appendix B:

Lifela tsa Sione Hymnbooks

Translations of Lifela tsa Sione

Ke na le molisa (sefela 111)

1/

Ke na le modisa,

Ke tla be ke hloka’'ng?
Ke ea ipitsang Jehova,

Modimo o phelang.

2/

O nkisa botaleng,
Lijong tse mphelisang;
O nkalosa liokaneng,

Metsing a nkholisang.

3/

He ke lahlehile,

O nkhutlisetsa hae;

O nkisa tseleng ea ‘nnete

Ka lerato la hae.

4/

Ha ke se ke feta
Khohlong e lefifi,

Ha nka ke ka tShoha tsela

E chehiloeng lifi.

I have a shepherd (hymn 111)
1/

| have a shepherd,
What more will | want?
He calls himself Jehova,
The living God.

2/

He leads me to green pastures,

Food for my soul;

He leads me beside peaceful streams;

To water that fills my soul

3/

When | am lost,

We leads me back home;

He leads me to the right paths
With his love.

4/

Even when | walk

Through the dark valley of death,
| shall fear no evil

For you are with me.
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5/

Ke tSepa molisa,

Ea lisang ka lesoai;

Ke eena ea tla ntSelisa

Ka mohau oa hae.

6/

Lira li ka ntlhoea,

Ke sa ja monono;
Mohope wa khaphatseha,
Ke lutse ka thabo.

7/

O sa tla mpaballa

Le bophelong bona;

‘Me ke tla hlola ka mehla

Ka tlung ea Morena.

5/

| trust the shepherd,

That herd with a rod,;

For he is the one to comfort me

With his mercy.

6/

My enemies can hate me,

| am resting in the happiness of the Lord,;
You have anointed my head with oil,

Blessings and gladness shall follow me.

7/

You will protect me
Even in this lifetime;
Then | will always stay

In the Lord’s house forever.

(translated by Sebitiea Makutla)
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Ke tla tseba joang hoba ke tSoaretsoe

(sefela 291)

1/

Ke tla tseba joang hoba ke tSoaretsoe
Be tohle tsa ka le tsa bonyenyane?
Ho 'na ke phahlo e boima hampe

Li kaa ka lehlabathe la leoatle.

2/

Ke tla tseba joang hoba ke lumetse
Ka tumelo e phelang, ea sebele?
Satan'o nt3ela ka lipelaelo,

O re ha ke na ho phema timelo.

3/

Ke tla tseba joang ha Moea o ntsoetse
Ke tsoalo ea bobeli, ke nchafetse,

Ha ke sa fumana pelo ea nama

E rata ka mehla ho 'na e mpusa?

4/

Ke tla tseba joang hoba bitso la ka
Le ngoliloe ka bukeng ea bophelo,
Hore ke baloe har'a majalefa

A tla ja bophelo ba leholimo?

5/

U ka tseba hantle, ngoan'a Morena,
Ha u rata Jesu le bana beno.

Ho tsohle lerato ke ntho e kholo,

Lerato ka mehla, lerato feela.

How will I know I am forgiven

(hymn 291)

1/

How will I know | am forgiven,

All my sins even from when | was a child?
To me, it's a heavy burden,

They (sins) are like oceans’ sand.

2/

How will | know That | am a believer,
With a strong faith?

Satan fills me with doubts;

He says | won't escape death.

3/

How will I know when the Spirit has risen againg m
With being born again,

| am renewed,

Ways of the flesh controls me daily?

4/

How will I know when my name

Is written in the book of life,

For me to be slain among the heirs of heaven

So that they inherit heaven life?

5/

You will know well child of God,

If you love Jesus and your brethren.
Above all love is the greatest,

Love always, only love.

(translated by Sebitiea Makutla)
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Utloa sefefo sa moea (seflea 446)

1/

Utloa sefefo sa moea.
Le ho luma ha sona!
Tsoha, re se re timela;
Re pholosa, Morena!
Jo, lillo ha lo mo tsose;
O sa ntse a robetse,
'Me sekepe se tebile;

Jesu, utloa thapelo!

A khalamela leoatle
Khutsa hle!

Sefefo sa ba sa thola.
Khothalang!

Ruri, Jesu ke Morena,
Khothalang!

2/

Morena, metsi a matla

A meleko a luma,

A petela pelo ea ka;

Ke tebela ho 'ona.
Mahlomoleng a makalo
Ke tla hoeletsa ho mang?
Ke bitsa ho uena, Jesu,

Uena thuso ea ba llang.

3/

Ahe, maru a ghalane!
Letsatsi le chabile,

'Me pelo ea ka e bone
Pholoso ea Morena.

Ke bea bophelo ba ka
Matsohong a hao, Jesu;
U mphelehetse ka mehla

Le ka tsatsi la lefu.

Hear the wind of the spirit (hymn 446)

1/

Hear the wind of the spirit,

And its rhythm!

Wake up so that we don’t perish,
Save us Lord.

Cries don't wake him up,

He is still asleep;

And the ship has sunk.

Jesus, hear our prayer!

He (Jesus) calmed the sea,
Said "Quiet! Be still!"!,

The storm got quieter.

Be encouraged!

Oh, Jesus is King,

Be encouraged!

2/

Lord, the water is strong,
It's devious and thundering,
It's turning my heart,

| am sinking.

In such sad melancholy,
Who will I call upon?

| call upon you Jesus,

You, the comforter of those who mourn.

3/

Ahe, clouds are scattered,
The sun has risen,

And my heart has seen
God'’s salvation.

| put my hands

Unto you, Jesus;
Accompany me always

Even to my death.

(translated by Sebitiea Makutla)
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E, joale ke tla oroha (sefela 195)

1/

E, joale ke tla oroha
Ka la Simeone;

Ke tSepile ho pholoha

Motseng oa Sione.

2/

O ne a kene tempeleng:

A fihlela Jesu

Ea baletsoeg batho mehleng

Ke Molim'a rona.

3/

Jesu ka sebele-bele,
Seli la lichaba,
Tlotlo la Iseraele,

Hloho ea litaba.

4/

Le 'na ke 'mone 'Moloki,
Ea ntefetseng libe;
Kese ke le mopholohi,

Ngoana oa Sione.

Yes, then 1leave (hymn 195)

1/

Yes, then | leave

in Simon’s way;

in pursuit of my freedom

To Zion's village.

2/

He was in the temple:

And He found Jesus

The one [who has been] given to the people

By our Lord.

3/

Jesus in sovereignty,
Light of the world,
The treasure of Israel,

Head of nations.

4/

| have also seen the Messiah,
Who has paid for all my sins;
| am therefore born again,
The child of Zion.

(translated by Sebitiea Makutla)
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Zion Christian Church Hymn Book: Lifela tsa Sione

ZION

CHRISTIAN CHURCH
HYMN BOCK

LIFELA TSA SIONE

Figure 1: Zion Christian Church Hymn Book. Lifela tsa Sione. Morija (Lesotho): Morija Sesuto
Book Depot, 2004.

ZION
CHRISTIAN CHURCH
HYMN BOOK

LIFELA TSA SIONE

Figure 2: Zion Christian Church Hymn Book. Lifela tsa Sione. Morija (Lesotho): Morija Sesuto
Book Depot, 2004.
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3 Leha u re, ke lesane — Le ba ratoang ho fetisa,
Le moo, ke sa leka ho re: - Ho lokile!

4 Leha lefu le bohale - Le khaola tiu tsa ka,
Ke sa ntse ke leka ho re: — Ho lokile!

5 Feela, ha ke na le uena,-Bohlokong le lihlorisong,
Hohle, Ntate, ke ntse ke re: — Ho lokile!

111 S. Rolland
1 Ke na le molisa, - Ke tla be ke hloka’ng?
Ke ea ipitsang Jehova, — Molimo o phelang.
2 O nkisa botaleng, — Lijong tse mphelisang;
O nkalosa linokaneng, — Metsing a nkholisang.
3 Ha ke lahlehile, — O nkhutlisetsa hae;
O nkisa tseleng ea 'nete — Ka lerato la hae.
4  Ha ke se ke feta — Khohlong e lefifi,
Ha nka ke ka tSoha tsela — E chehiloeng lifi.
5  Ke tiepa molisa, — Ea lisang ka lesoai;
Ke ecna ea tla ntSelisa - Ka mohau oa hae.
6 Lira li ka ntlhoea, — Ke sa ja monono;
Mohope oa khaphatseha, - Ke lutse ka thabo.

7 U sa tla mpaballa — Le bophelong bona;
’Me ke tla hlola ka mehla — Ka tlung ea Morena.

Figure 3: Sefela (hymn) 111 Ke na le molisa (I hava shepherd).Zion Christian Church Hymn

1 Lefat3e lena — Le ka 'nea’ng?
Ke oa Morena, — Ke sa hloka’ng?
Ke na le Mong — Leholimong
Le lefatSeng, — Ea nchoeletseng;

112 S. Rolland

92

Book. Lifela tsa Sione. Morija (Lesotho): Morija Sesuto Book Depot, 2004.

—_

Le leholo, lea t§abeha,
La ho tla nka borena.
U itse u tla lekisa
Sholu la bosiu;
Ke eona nako ea hao ea ho tla,
E sa tsejoeng ke motho.
Raohang, bakreste, le lebelle
Morena;
Matheka a l6na a tlangoe,
Lampi tsa l6na li tuke, li khanye;
Le emise lihloho tsa 1ona.
Le lelalle holimo, holimo!
Topollo ea I6na ke ena:
Nyakallang, lebohang!
E phethehile ntoa ea 10na.
Alleluya!

Ikhetheng ho ba litSila,

Le tsoeng ka har’a bona;
Baballang aparo tsa 16na,

Li hloke le letheba.
TSabang, esere mohlomong

Tsatsi la tlokotsi
La le oela le sa le borokong,

Libe li le imetse.

Raohang, bakreste, le lebelle, ...

291 A. Mabille

Ke tla tseba joang hoba ke tSoaretsoe
Be tsohle tsa ka le tsa bonyenyane?

238

Ho ’na ke phahlo e boima hampe
Li kaa ka lehlabathe la leoatle.

2 Ke tla tseba joang hoba ke lumetse
Ka tumelo e phelang, ea sebele?
Satan’o ntela ka lipelaelo,

O re ha ke na ho phema timelo.

3 Ke tla tseba joang ha Moea o ntsoetse
Ka tsoalo ea bobeli, ke nchafetse,
Ha ke sa fumana pelo ea nama
E rata ka mehla ho 'na € mpusa?

4 Ke tla tseba joang hoba bitso la ka
Le ngoliloe ka bukeng ea bophelo,
Hore ke baloe har’a majalefa
A tla ja bophelo ba leholimo?

5 U ka tseba hantle, ngoan’a Morena,
Ha u rata Jesu le bana beno,
Ho tsohle lerato ke ntho e kholo,
1 Lerato ka mehla, lerato feela.

292 A. Mabille

1 Ho phela ho Morena oa ka, lekunutung la hae,
Ho rutoa ke eena Jesu ke le maotong a hae,
Ha ho lehlohonolo le kang leo, ha ke bona,
Le ho utloa hoba Jesu ke lintho tsohle ho "na.

2 Moe’a ka ha o tepeletse ke lipelaelo,
Ke khathalitsoe ke ntoa e sa khaotseng ea tumelo
Ke mo utloa a nkhothatsa, tsebeng a 'nyenyeletsa
Tse ntdepisang, tse monate, tse se nang ho boleloa.

239

Figure 4: Sefela (hymn) 291 Ke tla tseba joang holbee tSoaretsoe (How will I know | am forgiven).
Zion Chrigtian Church Hymn Book. Lifela tsa Sione. Morija (Lesotho): Morija Sesuto Book Depot,

2004.
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Le ho re nenesa ka letsoho
Ho isa lefung! ...

4 Moea oa hao, Jesu, o halaletse,
O kopanye lipelo tsa rona,
Lintoeng tsa hao tsa ho hlola lefatse,
Sebe, lefu le matla a tsona.
Ho isa lefung! ...

445

Molimo ke moea,
’Me ba o rapelang
Ba ke ba o rapele
Ka moea e ka 'nete.
Molimo ke moea,
’Me ba o rapelang ba o rapele
Ka moea le ka 'nete.
Hoba Ntate o batla bao, (bis)
O batla bao hore ba mo rapele
Ka moea le ka 'nete.
Molimo ke moea,
’Me ba o rapelang
Ba o rapele ka moea
Le ka 'nete.

446

1 Utloa sefefo sa moea,
Le ho luma ha sona!
Tsoha, re se re timela;
Re pholose, Morena!

J.P. Mohapeloa

H. Marzolff

408

Jo, lillo ha li mo tsose;
O sa ntse a robetse,
’Me sekepe se tebile;
Jesu, utloa thapelo!
A khalemela leoatle
Khutsa hle!
Sefefo sa ba sa thola.
Khothalang! (bis)
Ruri, Jesu ke Morena,
Khothalang!

[\")

Morena, metsi a matla
A meleko a luma,
A patela pelo ea ka;
Ke tebela ho ’ona.
Mahlomoleng a makalo
Ke tla hoeletsa ho mang?
Ke bitsa ho uena, Jesu,
Uena thuso ea ba llang.
A khalemela leoatle, ...

3 Ahe, maru a ghalane!

Letsatsi le chabile,

"Me pelo ea ka e bone
Pholoso ea Morena.

Ke bea bophelo ba ka
Matsohong a hao, Jesu;

U mphelehetse ka mehla
Le ka tsatsi la lefu.

A khalemela leoatle, ...

409

Figure 5: Sefela (hymn) 446 Utloa, sefefo sa moelldar the wind of the spirit). Zion Christian
Church Hymn Book. Lifela tsa Sione. Morija (Lesotho): Morija Sesuto Book Depot, 2004.

Moea, u tle, u li nosetse,
Peo ¢ tsebe ho mela!

~

Bohle re ne re khelohetse
Tseleng ¢ isang tahlehong;
U re hule, re u latele
Tseleng e lebang bophelong!

wn

Satane, tau e bohale,

O rata ho re timetsa;
Ak'u re sitse ka bohlale,
- A se hlole a re thetsa!

195

E, joale ke tla oroha
Ka la Simeone;

Ke tsepile ho pholoha
Motseng oa Sione.

2 O ne a kene tempeleng:
A fihlela Jesu
Ea baletsoeng batho mehleng
Ke Molim’a rona.

T. Arbousset

—_

3 Jesu ka sebele-bele,
Seli la lichaba,
Tlotlo la Iseraele,
Hiloho ea litaba.

4 Le 'na ke 'mone 'Moloki,
Ea ntefetseng libe;
Ke se ke le mopholohi,
Ngoana oa Sione.

164

Figure 6: Sefela (hymn) 195 E, joale ke tla orohavs, then | leave)Zion Christian Church Hymn
Book. Lifela tsa Sione. Morija (Lesotho): Morija Sesuto Book Depot, 2004.
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Lifela tsa Sione Hymnbook Using Sol-Fa Notation

LIFELA TSA SIONE

Bokang Jehova, hobane o molemo,
etsoe mohau oa hae o hlola

ka ho sa feleng

PesALEME 118 : 1

MORIJA SESUTO BOOK DEPOT
MORIJA, LESOTHO

2006

Figure 7: Lifelatsa Sione (24th edition revised, 47th printing). Morija (Lesaho): Morija Sesuto
Book Depot, 2006.
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Appendix C:

Samuel’s Handwritten Mmamona Lyrics

{1 Serarap

fSéLr\ch{maéu V\Bpuama Yo)eme Q’Ha &
~othatse -

V\ksg/((:ag Jee_ e (Y\amorofboq i~ P(iJCOV(ﬂc( =
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Figure 8: Lyrics of Mmamona album as Samuel wrote them in my diary 25 and 27eptember 2007.
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2 Dicettula
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Figure 9: Lyrics of Mmamona album as Samuel wrote them in my diary 25 and 27eptember 2007.
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5 Nahlalela -
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Figure 10: Lyrics of Mmamona album as Samuel wrote them in my diary 25 and 27 eptember
2007.
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Figure 11: Lyrics of Mmamona album as Samuel wrote them in my diary 25 and 27 eptember
2007.
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Figure 12: Lyrics of Mmamona album as Samuel wrote them in my diary 25 and 27 eptember
2007.
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Figure 13: Lyrics of Mmamona album as Samuel wrote them in my diary 25 and 27 eptember
2007.
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