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ABSTRACT
“When Voices Meet”: Sharon Katz As Musical Activist
During the Apartheid Era and Beyond
by
Ambigay Yudkoff

This study investigates the work of the performer, composer, educator, music therapist
and activist Sharon Katz. Beginning in 1992, Katz made history in apartheid South Africa
when she formed a 500-member choir that showcased both multi-cultural and multi-
lingual songs in their staged the production, When Voices Meet, which incorporated
music, songs and dance, intended to assist in promoting a peaceful transition to
democracy in South Africa.

The success of the concerts of When Voices Meet led to Katz securing sponsorships to
hire a train, “The Peace Train”, which transported 130 performers from city to city with
media crews in tow. The performers’ mission on this journey was to create an
environment of trust, of joy, and of sharing through music, across the artificially-imposed

barriers of a racially segregated society.

This investigation includes several areas of inquiry: The South African Peace Train; the
efforts of the non-profit Friends of the Peace Train; Katz’s work with Pennsylvania
prisoners and boys at an American Reform School; the documentary When Voices Meet,
and the American Peace Train Tour of July 2016, bringing the message of peace and
harmony through song to racially and socio-economically divided Americans on a route
that started in New York and culminated with a concert at UNESCO’s Mandela Day
celebrations in Washington D. C. These endeavours are examined within the framework

of musical activism.

The multi-faceted nature of Katz’s activism lends itself to an in-depth multiple case
study. Qualitative case study methodology will be used to understand and theorise
musical activism through detailed contextual analyses of five significant sets of related

events. These include Katz’s work as a music therapist with prisoners in Pennsylvania

Vi



and a Boys’ Reform School; as activist with The South African Peace Train of 1993; as
humanitarian with Friends of the Peace Train; in making the documentary, When Voices

Meet, and as activist with the American Peace Train Tour of 2016.
In documenting the grass-roots musical activism of Sharon Katz, | hope to contribute

towards a gap in South African musicological history that would add to a more

comprehensive understanding of musical activism and its role in social change.

Keywords: musical activism; Peace Train; voices; apartheid; therapist; songs;

humanitarian work; multi-cultural; languages; cultural utopia
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CHAPTER 1

Weve been hoping for change and at last we can see
Without colour blinding our vision of peace
We won’t miss a beat
When Voices Meet

-We are the Children of South Africa (America) by Sharon Katz

INTRODUCTION
11 BACKGROUND AND CONTEXT

This study highlights and analyses the work of the performer, composer, educator,
therapist and musical activist Sharon Katz. Beginning in 1992, Katz made history in
South Africa when she formed a 500-member choir that performed both multi-cultural
and multi-lingual songs in a staged production called When Voices Meet. This
production, which incorporated music, songs and dance, was intended to assist in

promoting a peaceful transition to democracy in South Africa.

Katz (2011) describes the rationale of the initiative as follows:

1...conceived of forming a 500-voice multi-cultural and multi-racial
youth choir to teach youth to sing in each other’s languages, to dance
each other’s cultural dances; and to perform together before a multi-
cultural and multi-racial audience - something very unusual for South
Africa at that time...I conceived of a project which would use the
therapeutic power of music to bring youth together of the previously
separated races and cultural groups in South Africa in a shared
experience...which dealt with the potential for a more normalised
future in the country. (p.1)

The success of the concerts of When Voices Meet led to Katz securing sponsorships to
hire atrain, “The Peace Train,” which transported 130 performers from city to city. These
events were brought to the entire nation through television and radio crews who rode
aboard the train. The performers’ ostensible mission on this journey was to create an
environment of trust, of joy, and of sharing through music, while breaking down the

artificially-imposed barriers of a racially segregated society.



At each stop along the route, the performers encouraged people of all races, cultures,
ages and political affiliations to embrace the end of apartheid, to end hostilities, and to
prepare for South Africa’s transition to a peaceful democracy. Through their numerous

performances, the name of the performing group was solidified as the Peace Train.

1.2 HISTORICAL BACKDROP TO MUSIC AND RESISTANCE IN SOUTH
AFRICA FROM 1948

Beginning in 1948, the Nationalistic Government in South Africa enacted laws to define
and enforce racial segregation. South Africa’s apartheid system was formalized and
entrenched through laws of the National Party, a white party comprising primarily
Afrikaners, which came into power that year. Apartheid policies affected every sphere of
South African life from marriage and freedom of movement to education. (Yudkoff in
Hebert & Kertz-Welzel 2012: p.95)

Leonard Thompson’s A History of South Africa (2001) provides a detailed chronology
of the watershed events of the apartheid era, the organisations that were founded during
that time and the laws that were enacted to secure the apartheid government’s
stranglehold on people of colour which impacted all members of South African society.
The Population Registration Act of 1950 classified people by race while the Group Areas
Act of the same year designated areas where people could reside based on race. The
following map depicts broadly the separation of people along racial lines in the province

of Natal (now KwaZulu-Natal) during the apartheid era.
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Figure 1: Map of KwaZulu-Natal in South Africa depicting designated areas of the
Group Areas Act of 1950 based on race. Image sourced from the documentary When Voices Meet.
Printed with permission of Sharon Katz.

In 1952, the African National Congress (originating in 1912 as the South African Native
National Congress) and its allies, launched a passive resistance campaign against the
South African government. The events of the next 12 years from the Sharpeville
massacre of 1960 where 67 Black anti-pass law demonstrators were killed by police to
the banning of African political organizations in the same year, followed by the
imprisonment of Nelson Mandela and other ANC and PAC! leaders who were sentenced
to life imprisonment in 1964, changed the face of the resistance. Vershbow (2010, p.1)
describes the evolution of resistance movements during the 46 years of apartheid as
transforming from “loosely organized unions of non-violent protestors to powerful and
armed coalitions such as the African National Congress (ANC).” The various musics of
this struggle against apartheid created a sense of unity and solidarity among protestors.
Vershbow (ibid.) argues that song is “a communal act of expression that shed light on

the injustices of apartheid.”

With the release of Nelson Mandela from Robben Island in 1990 and with the first
democratic elections imminent (1994), the purpose of the Peace Train was to rally the

support and goodwill of all people across the country through music, song and dance.

L PAC refers to the Pan-African Congress founded in 1959.
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Nowhere was the call to action more explicit than in the words of Nelson Mandela on the

day of his release, 11 February 1990, as he addressed the people in Cape Town:

In conclusion I wish to quote my own words during my trial in 1964.
They are true today as they were then: ‘I have fought against white
domination and | have fought against black domination. | have
cherished the ideal of a democratic and free society in which all
persons live together in harmony and with equal opportunities. It is
an ideal which I hope to live for and to achieve. But if needs be, it is
an ideal for which I am prepared to die.’

(Available at: http://www.firstpost.com/world/nelson-mandelas-five-
most-memorable-speeches-1270759.html)

These words resonated with activists throughout South Africa. President Mandela
motivated and inspired activists like Sharon Katz to help realise this ideal of a free
society. Katz went on to become a cultural ambassador for the post-apartheid
government, and she had the opportunity to meet Mr Mandela (Katz 2015, personal

communication, 14 May).

Figure 2: Sharon Katz meets Mr Mandela on his 75" birthday in 1992.
Photo courtesy of Sharon Katz.

From a historical perspective, it is critical to research the contributions of social and

cultural ambassadors such as Sharon Katz who have, to some extent, shaped the political


http://www.firstpost.com/world/nelson-mandelas-five-most-memorable-speeches-1270759.html
http://www.firstpost.com/world/nelson-mandelas-five-most-memorable-speeches-1270759.html

and social evolution of a society. In a 2011 article, Katz describes her ongoing
involvement in the Peace Train project, which also focuses on humanitarian efforts. The
non-profit organisation Friends of the Peace Train, formed in 2004, raises money to
implement programs that respond to important needs in South Africa such as HIV and
AIDS prevention as well as the general education and schooling of children and youth in
rural areas (Katz 2011: p.3).

Katz drew the attention of an international audience in an unusual manner. The first time
that world-wide audiences saw Katz perform was on the American television station
CNN in April 1994. The date for South Africa’s first democratic election had been set.
The Independent Electoral Commission wanted to educate people in South Africa, who
were the previously disenfranchised majority, about the process of voting, especially
African (black) communities in the rural areas, who had never been allowed to vote
during the apartheid era. Sharon Katz was commissioned to write songs in some of South
Africa’s African languages as a tool to teach people to vote for the very first time in their
lives. CNN captured Katz emerging from a helicopter to perform songs in remote and
rural parts of KwaZulu-Natal because Chief Buthelezi? had agreed to let his people vote.

(Available at: http://sharonkatz.com/bio/)

This CNN coverage garnered international enthusiasm, and Sharon Katz and the Peace
Train have gone on to record for CD compilations alongside international artists such as
Sting, Tina Turner, Madonna, Paul Simon and Pete Seeger. Among this esteemed group
of musicians, Katz only met Pete Seeger. However, she felt that appearing on a CD in
the company of such highly-respected musicians was “an honour and a privilege” (Katz
2016, personal communication, 15 October). Katz went on to share a stage with Pete
Seeger in later years in New York City. In an article entitled, Joe's Pub Remembers Pete
Seeger published by Broadway World, a week after Seeger’s death in 2014, Katz is

quoted as saying:

Pete's politics and generosity are an inspiration to us all. He
performed with me at Joe's Pub and helped me build a school in South

2 Mangosuthu Buthelezi is a South African politician and Zulu tribal leader who founded the Inkatha
Freedom Party in 1975 and was Chief Minister of the KwaZulu Bantustan until 1994.
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Africa and encouraged me to continue using my music to benefit
humankind. I'm sure he and Mandela are singing together and
watching over us. — Sharon Katz & the Peace Train

Figure 3: Pete Seeger and Sharon Katz after a performance at Joe’s Pub in New York City in 2009.
Photo courtesy of Sharon Katz

Katz has also felt privileged to share the stage with fellow South African musicians such
as Abigail Kubeka, a former member of Miriam Makeba’s “Skylarks.” Kubeka has
toured with Sharon Katz across the United States sharing the music of South Africa with

audiences far and wide.

13 THE OBJECTIVES OF THE STUDY

While some South African musicians garnered international acclaim in exile during the
apartheid era and have been subjects of scholarly inquiry, Sharon Katz’s compelling
journey as musical activist within South Africa and beyond is yet to be systematically
documented and analysed. My study will analyse significant initiatives by Sharon Katz,
whose humanitarian work and performances continue to highlight the struggles and
developments during the social and political transition from a racially segregated country
to a democratically elected majority-ruled South Africa that continues to recover

economically and socially post-apartheid.

My investigation includes five case studies from the South African Peace Train of 1993
to the efforts of the non-profit Friends of the Peace Train to Katz’s work using music

therapy with prisoners and troubled youth in Pennsylvania to the documentary When



Voices Meet, as well as her American Peace Train Tour of July 2016. These endeavours
are examined in detail within the framework of musical activism as a vehicle for social

and political change in Chapters Four and Five.

The main objectives of the study have been to collect data related to the identified
projects, and to analyse this data in qualitative terms to reflect critically on Sharon Katz’s
work as musical activist. While the socio-political impact of music, song and dance is
difficult to measure quantitatively, it is possible to document the activities and events
that occurred as South Africa transitioned towards the election of a democratic
government. The impact of Sharon Katz’s music reverberates not only throughout South
Africa, but also educates and energises people in other parts of the world through its
messages of unity, strength and harmony through music in the face of oppression and

discriminatory practices reminiscent of the years of apartheid in South Africa.

The connections among people that Sharon Katz and the Peace Train are able to foster
are deeply influenced by what Daniel Bar-Tal (2001) describes as ‘collective emotional
orientations’ that exist in societies. Based upon this insight, two explanations are
possible. Webb (2008) argues that different modes of hoping dominate within the
collective emotional orientation of a society at different historical points. The second is
that this can illuminate why utopias have flourished in some periods more than others.
According to Webb (2008):

[...] itiswell noted that sometimes and spaces have been, and are, more
‘utopian’ than others. Utopian ideas and movements have thrived, and
in some cases, have had a profound social and political impact, in
certain societies at certain times. The term ‘utopian clusters’ is used
here to refer to spatio-temporal concentrations of utopian activity
characterised by a proliferation of utopian ideas, projects, platforms
and designs, at least some of which capture the public political
imagination [...] The suggestion here is that utopian clusters are likely



to emerge when critical or transformative hope predominates within the
collective emotional orientation of a society or social group. (p.200)

As a music therapist and musician, the activism of Katz taps into the collective emotional

orientation of disenfranchised social groups to create a cultural utopia founded on hope.

1.4 THE RESEARCH PROBLEM

Kivnick (1990) describes the role played by musicians such as Ladysmith Black
Mambazo (who collaborated with Paul Simon on his famous Graceland album), Johnny
Clegg and Savuka, Miriam Makeba, and Hugh Masekela during the apartheid era as

follows:

Today’s South African musical celebrities are not just current stars in
an entertainment industry’s ever-changing galaxy. Far more important,
they are international ambassadors of a people whose government
denie[d] their humanity. Their music is the voice of a people whose
[apartheid] government presume[d] to speak for them abroad while
fighting to silence them at home. South African performers are most
fully, most musically human as they interpret the sound and soul of their
people. My research stems directly from “a people whose government
denie/d] their humanity” to a case study of activism through music
“when voices meet,” beginning at a pivotal point in the history of South
Africa in the early 1990s. This is undertaken by examining the work of
the musician, educator and activist, Sharon Katz, whose initiatives
began during the apartheid era in South Africa. She continues with her
activism today through performances and educational outreach
through music in South Africa, and in the United States. (p.6)

Kivnick (1990) as quoted above and Muller (2008) speak of the impact of South African
musicians in South Africa and on the international scene during the apartheid regime.
Indeed, both researchers and writers, not uncontroversially, speak of Paul Simon’s
Graceland album (1986) as a “turning point in South African music history” (Muller
2008: p.53). Muller devotes an entire chapter to a detailed analysis of the context, the
process and the controversies surrounding the production of the album and performances
during the time of the cultural boycott in South Africa® (ibid., pp.53-70).

3 Although the calls for academic and cultural boycotts against South Africa began as early as 1958 by the
African National Congress, it was only in 1980, in the face of mounting international pressure that the UN
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While these studies of musicians are invaluable to understanding the context within
which various musicians and activists worked, the contributions of a cultural and social
activist as significant as Sharon Katz will shed light on the activist’s grassroots efforts
that must be studied to appreciate this vast mosaic of musical influences on the cultural

ethos of South African society and abroad.

1.5 THE RESEARCH QUESTIONS

This study will focus on three broad research questions:

1. In what ways can Sharon Katz’s various initiatives be understood within a

framework of political and/or social activism?

2. In what ways has Sharon Katz advocated social change through musical
activities?

3. Which strategies of cultural activism has Sharon Katz employed in these
initiatives?

There are also several sub-questions that will guide this discussion:

1. How did Sharon Katz arrive at a repertoire of music for the Peace Train project
that would be accessible to all participants across different social and cultural

backgrounds of performers?

2. To what extent do race, gender or other factors influence Sharon Katz’s
activism?

3. What are the political implications of Sharon Katz’s projects?

4. In what ways do Sharon Katz’s initiatives transform or re-negotiate the

participants’ sense of identity and belonging?

5. In each endeavour, did participants forge long-term connections during their

General Assembly constituted Resolution 35/206, which stated that (Summary): “The United Nations
General Assembly makes the request to all states to prevent all cultural, academic, sporting and other
exchanges with South Africa. This is also an appeal to writers, artists, musicians and other personalities to
boycott South Africa. It urges all academic and cultural institutions to terminate all links with South
Africa.” http://www.sahistory.org.za/article/south-africas-academic-and-cultural-boycott [Accessed 16
August 2017]



http://www.sahistory.org.za/article/south-africas-academic-and-cultural-boycott

experiences or were they simply bound by the music-making activity at the
time?

6. How does the Peace Train sustain its relevance twenty years after its formation,
in a post-apartheid South Africa and in other countries?

7. What were the motivating factors that led to the formation of the non-profit

Friends of the Peace Train?

1.6 GLOSSARY OF MUSICAL STYLES

The following definitions of musical styles have been selected as they relate to the variety
of musical styles that Katz has incorporated into her compositions. Since her songs
cannot all be pigeonholed into a single style, this aspect of her music does speak to its
broad appeal. The following list of terms have either been used by Katz to describe her

musical style or they have been identified as occurring in her music:

Afro-Pop refers to African pop music that incorporates electric instruments. It

originated in the 1980s and references western pop or soul music.

High-Life Afro-Pop refers to African music comprised of dance styles from English-
speaking West Africa where guitar band music is heard with jazzy horn sections or in

rural areas with just multiple guitars.

Gumboot Dancing (Isicathulo) originated with South African mine workers who
used it as an alternative to drumming and as a way of relaying messages while working
in the mines. This has developed into a popular African dance that is performed by

dancers wearing Wellington boots, called gumboots, in South Africa.

Kwela refers to “a style of rhythmical, repetitive popular music of central and southern
Africa, resembling jazz, in which the lead part is usually played on the penny whistle.”

(Available at: https://en.oxforddictionaries.com/definition/kwela)
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Marabi is associated with “a type of working-class culture originating in the
townships of Pretoria during the 1930s; a drinking and dancing party characteristic of
this culture. [The term also refers to] a style of popular music associated with this
culture, influenced both by ragtime and indigenous folk musics and having a
keyboard- (and usually also brass-) dominated sound; the dance associated with this

music.” (Available at: https://en.oxforddictionaries.com/definition/marabi )

Maskanda, refers to “traditional Zulu music played on Western instruments (for
example guitar accompanied by violin or concertina).” (Available at:

https://en.oxforddictionaries.com/definition/maskanda) Maskanda may also include

voice and the piano accordion. The origin of the word “maskanda” may be attributed
to the Afrikaans word musikant (meaning musician). This connection may also be
attributed to the early emergence of this genre among Dutch farmers. Muller (2008)

describes the birth of maskanda as the outcome of the following historical process:

1. European music
2. translated into Afrikaans cultural practices
3. borrowed and transformed by Zulu-speaking musicians into a musical language

more consistent with their own (pp.113-114).

Mbaganga describes the music made by small bands playing the music popular in
Black communities from the 1930s to the present. It is the style featured in much of
the protest music theatre of the early 1980s and 1990s (ibid., p.87). Mbaganga
developed in the South African shebeens?* during the 1960s. It used western instruments
which contributed to its development into a South African version of American jazz.

However, the South African vocal style retained its musical sound as emanating from

4 In apartheid South Africa, two events, the 1927 Liquor Act, which among other restrictions prohibited
Africans and Indians from selling alcohol or entering licensed premises, and the Great Depression, were
responsible for the emergence of township shebeens. Shebeens played an essential role in South Africa’s
pre-democratic social and political history. During apartheid, shebeens came to be associated with the
townships, where they served as meeting places for political dissidents, but they have since crossed over
from makeshift taverns to mainstream venues for relaxing and socialising. (Available at:
http://www.southafrica.net/za/en/articles/entry/article-southafrica.net-shebeens) [Accessed 6 April 2017]
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Africa. Many Mbaganga researchers have described this style as a hybrid of marabi and

kwela musical styles.

Township Jive or Jaiva refers to South African township music and an African dance
style that has influenced Western break dance. It may be attributed to the shebeen
culture of the apartheid era townships. It has its roots in Mbaganga, but it has more of
an international flair rather than being rooted in tradition.

R&B or Rhythm and Blues refers to a type of popular music, originally by African-
American artists, that may have elements of soul, jazz, funk, and/or hip-hop.

Funk refers to a style of music that has a strong rhythmic aspect that is based on jazz
with a type of popular music, originally by African-American artists, that can have
features of soul, jazz, funk, and hip-hop: a repetitive melody. It is usually accompanied
by dancing.

Folk Music traditionally refers to the music of the people from an area or region. Some

songs of Sharon Katz are reminiscent of American folk music.

Jazz refers to a style of modern music developed by African-Americans in New Orleans.

Besides having syncopated rhythms, one of the key components of jazz is improvisation.

Rap refers to a genre of popular music where the words are spoken (not sung) to a strong
rhythmic beat.

Reggae refers to ‘a style of popular music with a strongly accented subsidiary beat,
originating in Jamaica. Reggae evolved in the late 1960s from ska and other local
variations on calypso and rhythm and blues and became widely known in the 1970s
through the work of Bob Marley; its lyrics are much influenced by Rastafarian ideas.’

(Available at: https://en.oxforddictionaries.com/definition/reggae)
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1.7 CHAPTER OUTLINE

Chapter 1 provides a historical background of cultural activism in South Africa starting
in 1948 as this is the year that marked the beginning of the apartheid era in South Africa.
This is followed by a description of the nature of the study, and how it fits into this
historical context. Chapter 1 also unpacks and describes the main objectives of the study

and the questions it seeks to address.

Chapter 2 describes the theoretical framework of music and activism with specific
reference to the importance of this study and its contribution to an understanding of
activism during the apartheid era. This is followed by a critical review of studies, books,

and other literature that deal with this area of discussion.

Chapter 3 presents a general articulation of the data-collection methodology, followed

by a detailed description of the design of the study, as well as justifications for the use of

qualitative data.

Chapter 4 focuses on the analysis of the following initiatives that includes:

4.1. A discussion of Katz’s work using music therapy with prisoners and troubled
youth in Pennsylvania.

4.2. An analysis of data related to the South African Peace Train Project.

4.3. A discussion of the initiatives of the non-profit Friends of the Peace Train.

Chapter 5 focuses on later initiatives:

5.1. A discussion of the documentary When Voices Meet first released in 2014 with
details of its reception at several film festivals.

5.2. An analysis of the American Peace Train Tour of 2016.

Some sections include relevant songs, their texts and an analysis of these materials.

13



Chapter 6 is a closing chapter that broadly draws conclusions of this multiple case study
through the lens of the theoretical framework of activism through music. The research
questions are addressed with recommendations for further research.
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CHAPTER 2
THEORETICAL FRAMEWORK AND LITERATURE REVIEW

“Politics can be strengthened by music, but music has a potency that defies politics.”
—-Nelson Mandela (1995: p.209)

2.1 MUSICAL ACTIVISM: A THEORETICAL FRAMEWORK

Activism is defined as “[t]he policy or action of using vigorous campaigning to bring

about political or social change.” (Available at: https://en.oxforddictionaries.com/

definition/activism) In connecting music to activism, the aesthetic function, the

historical background, the psychological effects and the symbolic aspects of music may
be explored to determine the ways in which they promote a particular strain of activism.

In speaking of activism, it is more relevant for this study to examine the actions which
act as catalysts for change rather than the “vigorous campaigning” described in the
definition. As my research will demonstrate, the music of Sharon Katz and the Peace
Train lends itself to experiences that are more conciliatory and therapeutic in nature

rather than an aggressive call to action.

Eyerman and Jamison (1998) describe connections between protest music and long-
standing cultural traditions. They highlight the ways in which music embodies and re-
interprets traditions “through the ritual of performance” (Eyerman and Jamison 1998,
p.35), and the ability of music to “mobilize protest and create group solidarity” (p.45),
with the ultimate impact of entering “collective memory” as cognitive codes, aesthetic
principles, and “living sources of collective identity” (p.47). Broadly speaking, the latter
discussion encapsulates the effects of music within my study. However, an in-depth
understanding that is more nuanced with case-specific treatments at the “ground level of
social action” (DeNora 2000: x) best describes the theoretical framework of this study.
Tia DeNora’s book, Music in Everyday Life (2000), provides an outline of her “human-
music interaction” theory (p.21). DeNora’s theory focuses on the social context within

which musical interactions occur and the effect of music on participants within a
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particular context. A study of the musical repertoire of Sharon Katz, for instance, cannot
be analysed only in a traditional manner where the music speaks for itself. This is
“insufficient as a means of understanding musical affect [and] for describing music’s

semiotic force in social life” (p.23).

In addition to her “human-music interaction” theory, the author provides her
interactionist critique of the semiotics® of music. In semiotic theory the symbol is known
as the signifier, and the object the signified. Through several examples of “musical
mediation (or reappropriation)” DeNora highlights the point that the semiotic force of
music, that is, its affect upon hearing cannot be fully specified prior to its actual
reception. DeNora asserts that:

This is because musical affect is contingent upon the circumstances of
music’s appropriation, it is, as I wish to argue, the product of ‘human-
music interaction’, by which I mean that musical affect is constituted
reflexively, in and through the practice of articulating or connecting
music with other things. The music analyst, in this view, does indeed
occupy a significant place in the study of how music achieves its
social, emotional and embodied effects (2000: p.33).

The multifaceted case study of Sharon Katz to be elucidated in Chapter 3, and her varied
experiences demonstrate the ways in which music is created, experienced and used in
different and specific settings with the goal of positive outcomes for its participants,
using music as an instrument for societal change. Katz sees her work as efforts to raise
social consciousness and awareness of social justice through systematic musical
engagement, that is, performances (small and large group), music workshops, group
therapy using music and more recently raising awareness through the screenings of a
documentary that reveals video footage of her work since the 1990s (Katz 2016, personal

communication, 15 October).

The activism of Sharon Katz and the Peace Train must also be seen against the backdrop
of other anti-apartheid movements that emerged during this time. Although the South

5> Semiotics is the study of signs and symbols and their use or interpretation. (Available at:
https://en.oxforddictionaries.com/definition/semiotics) [Accessed 4 June 2018]
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African movements bore some resemblance to the protest movements that emerged in
the West during the 1960s (discussed below), the varied character of communities within
the South African context in the late 1980s and early 1990s had their own circumstances
that must be unpacked to fully understand the complex nature of these movements. One
such movement was initiated by a group of white Afrikaner musicians known as
“Voélvry.” Grundlingh (2004) describes their music as a “rock and roll style, with an
overlay of punk® and hard-hitting lyrics (that) satirized the state, Afrikaans political
leaders, the South African Defence Force, the apartheid system, and white middle-class
values” (p.485).

The “Voélvry” musicians including Ralph Rabie (the composer/singer behind the
pseudonym Johannes Kerkorrel — meaning Johannes Church Organ) and the
Gereformeerde [Reformed] Blues Band, André le Roux du Toit — also known as André
Letoit - (the singer/songwriter and writer behind the pseudonym Koos Kombuis —
meaning Koos Kitchen) and James Phillips (the composer/performer behind the
pseudonym Bernoldus Niemand — meaning Bernoldus Nobody) set off on the Voélvry
tour in 1989 visiting major Afrikaans universities in South Africa (Jury 1996, pp.103—
106). Although there may be some speculation as to the selection of pseudonyms of
musicians on the VVoélvry tour, the satirical innuendo of their surnames draw attention to
several social issues of the time. The selection of “Kerkorrel - Church Organ” speaks to
the core of the upbringing of many of these middle-class musicians whose aim was to
free themselves from the shackles of a church, the Dutch Reformed Church, that
endorsed the policy of apartheid. This was taking on one of the pillars of Afrikaner
nationalism. The choice of “Kombuis - Kitchen” highlights the perpetuated stereotype of
the woman’s place being in the kitchen and in the home thus relegating women to a more
subservient position in society. “Kombuis” may also allude to “Kitchen Dutch,” a

reference to the Afrikaans language as a “kombuis taal” or “kitchen language.”

Jani Allan (2016), recalls an interview originally published in a column by the Sunday

& Punk rock music is defined as “rock music marked by extreme and often deliberately offensive
expressions of alienation and social discontent.” (Available at: https://www.merriam-
webster.com/dictionary/punk%20rock) [Accessed 16 May 2018]
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Times on 9 July 1989, when Kerkorrel expresses his disdain of the South African
Broadcasting Corporation and his assessment of Afrikaans as a language when he says,
“‘Kyk na daai mense wat by die SAUK werk. And they are controlling the taal...It’s a
kombuis taal. They’ve tried to turn Afrikaans into English.” Letoit adds during that
interview, “The right word to use is ons wil die Afrikaner demitologiseer —demythologise
the Afrikaner. Afrikaners are also people.” (Available at: http://janiallan.com/
2016/03/18/afrikaner-pride-passion-mixed-fun-laughter-new-era-boere-punks/) ~ This
places into perspective their pride in their Afrikaner identity. As white South Africans
and as Afrikaners they rejected the policies of apartheid, wanting to change the dynamics
of an unjust society through their music. “Niemand — Nobody” is the paradoxical choice
of being an insignificant person and yet representing everyone who shared his beliefs.
The musical style and attitude of the “voélvryers” was overtly aggressive towards the
state. This dark and hard-hitting attitude stands in stark contrast to the more conciliatory

and all-embracing stance of Sharon Katz and the Peace Train.

Further, the band's name, “Voélvry” (made up of two Afrikaans words, “voél” [bird] and
“vry” [free], meaning “outcast” or “as free as a bird”’) was a satirical word play on the
Dutch Reformed Church (Nederduitse Gereformeerde Kerk [NGK] in Afrikaans) which
supported the government’s policy of apartheid.” Voélvry, a band of Afrikaner
musicians, with their explicit anti-apartheid message, their rock and roll style and “biting
social commentary” unleashed an enthusiasm that was referred to as “Boer Beatlemania”
that enjoyed media attention, the impact of which was to highlight the fact that there were
Afrikaners who disagreed with the Nationalist establishment. Voélvry tried to articulate,
through their music, their objection to the idea of South Africa being the God-given right
of the Afrikaner volk. They saw South Africa as a country that belonged to all its people

irrespective of race, colour or creed.

" “The NGK until 1986 supported the government’s policy of apartheid (separate development for the
races) and had commissioned several studies to develop theological justification for it. Their findings
were rejected by Reformed churches in Europe and the United States and the NGK was excluded from
membership in the World Alliance of Reformed Churches (WARC) at Ottawa in August 1982.[...] In
1986, however, the Dutch Reformed Church denounced its own former attempts at the biblical
justification of apartheid, and in 1989 it condemned apartheid as a sin.” Available at:
(https://www.britannica.com/topic/Dutch-Reformed-Church) [Accessed 16 August 2017]
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The lyrics of the song, Swart September (Black September) written by André Letoit
highlight the political and social climate of South Africa following the Vaal Uprisings
that began on 3 September 1984. This series of uprisings began in the Transvaal and
marked the start of ‘the longest and most widespread period of black resistance to white
rule...By the end of the year almost 150 people had been killed in political violence,
which increased to 600 by September 1985 as the revolts spread across the country and
the government declared a State of Emergency.’ (Available at:

http://www.sahistory.org.za/article/township-uprising-1984-1985) Swart September,
captures the chaos and complexity of South African society in that moment. It is a song
that is poignant in its expression of the tragic aspects of the lives of people of colour as
they navigated the effects of the apartheid policies. There are also the subversive endings
of lines of the last two verses where the words of the national anthem are parodied to

reflect the social reality of the apartheid era.

The darkness of Swart September with its simple piano and guitar folk rock style

reminiscent of Bob Dylan, conveys several thought-provoking references and themes.

Swart September Black September

Plant vir my 'n Namibsroos Plant for me a Namib rose

Verafgeleé Welwitschia A distant Welwitchia

Hervestig hom in Hillorow Transplant it to Hillbrow

En doop hom Khayelitsha And christen it Khayelitsha

September is die mooiste, mooiste maand September is the fairest, most beautiful month
Viooltjies in die voorhuis Violets in the parlour

En riots oral in die land And riots throughout the land

Die aand was vrolik om die vure This evening it was merry around the fires
Gatiep was olik by die bure Gatiep was not well at the neighbours

Die tyres het gebrand The tyres were on fire

Daar aan Mannenberg se kant Over in Mannenberg

Al die volk was hoenderkop

Die Casspirs was vol guns gestop All the people were drunk as headless chickens

The Casspirs were packed full of guns
En die vroue by die draad

Het eerste die gedruis gehoor And the women at the fence
Tjank maar Ragel, oor jou kind Were first to hear the rumble
Die boere het hom doodgemoer Weep, Rachel, for your child

The boers have beaten him to death
Groot masjiene oor die land, September '84

Die seisoen wat brand en aanhou brand, Great machines across the land, September '84
'n Lente bleek en dor The season that burns and burns on and on
Waar swartes sonder pas A spring both bleak and dry

Nog skuifel langs die mure Where blacks without passbooks

En Niemandsland se as nog waai Still shuffle along the walls

Oor Niemandsland se vure And no-mans-land's ash still blows
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Die swarte sonder pas

Ja die swarte sonder pas
Skuifel langs die mure
Verlustig hom in derde klas

Over no-mans-land's fires

The blacks without passes
Yes, the blacks without passes
Scuffle alongside the walls
Feeling deprived in third class

Additional verses with some repeats have been omitted. The following two verses from
Swart September parody ‘Die Stem’ where, for example, the words “Uit die blou van

onse hemel” have been re-written as “Uit die blou van ons twee skole” and so on.

Uit die blou van ons twee skole
Uit die diepte van ons heimwee
Uit ons ver-verlate homelands
Waar die tsotsies antwoorde gee
Oor ons afgebrande skole

Met die kreun van honger kinders
Ruis die stem van all die squatters
Van ons land, Azania

Ons sal traangas, ons sal Treurnicht
Ons sal klip gooi as jy vra

Ons sal dobbel in Sun City

Ons vir you, Suid Afrika

Out of the blue of our two ideologies
Out of the depths of our nostalgia
From our long-forgotten homelands
Where the tsotsies give the answers
Over our burned-out schools

With the whimper of hungry children
Rises the call of all the squatters

Of our land, Azania

We'll be teargassed, but we won't cry
We'll throw stones if you just ask
We'll gamble in Sun City

Just for you, South Africa.

Transcription of lyrics by the author based on a recording from the album, Niemandsland, released 31
May 1985, available at https://kooskombuis.bandcamp.com/track/swart-september [Accessed 20 May
2018]. The translations are adapted from Hopkins (2006: pp.132-133).

In the opening lines of the song, Letoit refers to the Namib rose that is noted for its
hardiness in desert conditions. Transplanting this desert rose to Hillbrow, a bustling
urban setting, draws a parallel with the forcible relocation of black people to Khayelitsha
(a Xhosa word meaning “our new home”), a suburb on the outskirts of Cape Town. Letoit
then juxtaposes the image of violets in the parlour (of presumably white homes) with the
violence of riots (in black neighbourhoods). There is a constant contrast of ideas in
Letoit’s lyrics. He shines a lens on the simpler joys of human beings such as standing

around a fire and becoming inebriated but then contrasts this with the violent act of
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burning tyres and tyre “necklacing”® in Mannenberg® and the Casspirs® creating a

threatening presence with their guns.

The last two verses of this song are most striking. In a direct re-appropriation of the
Afrikaner national anthem, Letoit refers to South Africa as “Azania.” This was a direct
assault on Afrikaner nationalism as the term was selected by pan-Africanists as the new
name for South Africa. According to Hopkins (2006) Letoit was banned from Rand
Afrikaans University after he performed Swart September there in 1988 (p.132). Letoit
captures images of a socially and politically dysfunctional society: a society of poverty
(hungry children); a society of homeless people (squatters); a society deprived of
education (burned-out schools); a society run by hooligans (tsotsi); a society of hypocrisy
(the gambling and indulgences of Sun City enjoyed by the rich and privileged in a
homeland created for the disenfranchised!). As the ultimate wordsmith, Letoit employs
the Dutch Afrikaner surname, Treurnicht,> which means “not to cry” to highlight the
futility of an Afrikaner stance and policy of apartheid that was not sustainable. Kerkorrel
sums up the course of the future in South Africa in the Allan (2016) interview when he
says, ‘It’s the dawning of a new age. It’s up to this generation to come to an agreement

with blacks. It’s pragmatic...’

Despite the enthusiasm surrounding Voélvry, Grundlingh’s assessment of this mainly

8 During the unrest of the 1980s tyres were set alight as roadblocks or to kill individuals. 'Necklacing'

is the method of killing which involves putting a petrol-filled tyre around a victim's neck and setting it

ablaze.

9 Mannenberg is a predominantly Coloured area of Cape Town. There was much violence in this area
during the 1980s.

10 The Casspir referred to an armoured vehicle deployed in South Africa during the apartheid era. The
name is coined from an anagram of CSIR (Council for Scientific and Industrial Research) and SAP
(South African Police). Available at: https://www.collinsdictionary.com/dictionary/english/casspir
[Accessed 23 May 2018]

1 The Bantustans or homelands were areas designated by the apartheid government where the majority of

the Black population was relocated to prevent them from living in the urban areas of South Africa. It was

a mechanism of the apartheid system aimed at the removal of Blacks from the South African political

system.

12 < Andries Treurnicht, (born Feb. 19, 1921, Piketberg, (South Africa)—died April 22, 1993, Cape

Town), South African politician. A preacher in the Dutch Reformed Church (1946-60), he later achieved

high office in the National Party as a strong supporter of apartheid. In 1976 his insistence that black

children be taught Afrikaans led to the Soweto uprising. In 1982 he left the National Party to form the

Conservative Party, which opposed F.W. de Klerk’s decision to end apartheid. He came to support the

idea of a separate white homeland within South Africa.” Available at:

https://www.britannica.com/biography/Andries-Treurnicht [Accessed 23 May 2018]
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“white” anti-apartheid initiative is stated as follows:

Voélvry did rock the boat, but more gently than has often been
assumed. It was mainly a white middle-class movement that sought to
redefine elements of Afrikaner ethnicity in the eighties without fully
rejecting it. Although the movement was largely restricted to the white
community and its proselytizing effects were uneven, it was a brave
stand to take at the time. As a social movement, it was overtaken by
events from 1990 onwards and predictably it lost its impetus; the boat
did not sink. The Voélvry stance taken in the eighties still resonated
sixteen years later to help manufacture an anti-apartheid past for a
younger generation of Afrikaners grappling with a sense of identity in
quite a different context (2004: p.510).

Although there are differing views on the impact of white musicians in the anti-apartheid
struggle, what is clear is that the white voices of dissention created a fissure among the
ranks of the white privileged class of South Africa between the ruling white minority and
the “non-white” majority. Together with the many layers of protest, from blacks and
whites, both nationally and internationally, whether conciliatory or confrontational, the
anti-apartheid pressure contributed towards the eventual dismantling of apartheid which

was not sustainable.

In the years leading up to the dismantling of apartheid, there were several white
musicians who not only integrated rock and boeremusiek®? as a vehicle for their ‘protest’
music but also incorporated ‘black’ idioms such as marabi,'* kwela,* township jazz or
maskanda'® among others into their compositions of popular music. Johnny Clegg, a
singer and guitarist, achieved national and international success since the 1970s with his
combination of western musical styles with maskanda. Clegg’s knowledge of the Zulu
language and traditional Zulu music and dance styles were learned through his friendship
with Sipho Mchunu (a migrant worker and street musician in Johannesburg). Mchunu
and Clegg performed as a duo at first but went on to assemble a band called Juluka (Zulu

word meaning “Sweat”). Their first album, Universal Men, released in 1979, highlighted

13 ¢ . .ethnically Afrikaans country dance music.’ Ballantine (2004: p.109)

14 < . .the generic, pan-ethnic music that took root in the country’s urban slums in the first three decades of
the twentieth century.” Ballantine (2004: p.109). See also Glossary of Musical Styles, Chapter One.

15 See Glossary of Musical Styles, Chapter One.

16 See Glossary of Musical Styles, Chapter One.
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the plight of the migrant workers whose work in the cities forced their separation from
their families. (Gorlinski: n.d.) Available at: https://www.britannica.com/biography/
Johnny-Clegg)

Ballantine (2004: pp.109-110) argues that:

At a time when the inhumanity and the contradictions of the apartheid
system were reaching a breaking point, Juluka...embodied a number
of potent cultural transgressions. ...they offered hope: an often
euphoric promise that the final struggle against apartheid could be
won. Yet from the start the band’s musical integrations were
awkwardly worked. Certain symbols for ‘white’ and ‘black’ met in the
songs’ own interiors — but typically as binary, and often unequal
oppositions: ‘white’ represented largely by an English folk-rock style
derived from the 1960s, which carried the song’s narrative, and
‘black’ virtually relegated to the choruses. The lyrics addressed topics
relevant to the anti-apartheid struggle, but commonly in two
languages (English and Zulu) split along the same lines. Still, it was
a winning formula. Juluka (and later Savuka, thus renamed after
Mchunu went back to farming in the mid-1980s) quickly became an
international band, with, for example, the 1982 hit ‘Scatterlings of
Africa’ (reissued on Clegg 1999) reaching the top fifty in the UK and
the number one in France and elsewhere.

The ‘protest’ element in popular music among white musicians that included
collaborations with black musicians and a blending of musical styles foreshadowed the
post-apartheid integration in popular music. The music of Sharon Katz, while as not
commercialised as that of artists like Johnny Clegg, did offer hope with the “euphoric

promise that the final struggle against apartheid could be won”, as described by
Ballantine (2004).

Since the literature relating to the activism of Sharon Katz is sparse, | have examined
broader bodies of literature that could inform my topic. As historian Grant Olwage (2008)
has observed:

There has been little investigation of how music was used by political
movements, either within the country or in exile. In addition, little
detailed research has been conducted on freedom songs, the
ubiquitous but largely informal and un-professionalised genre that
was probably the dominant musical medium of popular political
expression. (p.157)

23


https://www.britannica.com/biography/%20Johnny-Clegg
https://www.britannica.com/biography/%20Johnny-Clegg

Researchers in different areas of study have to some extent explored the intersection of
music, politics, culture and social change. Some scholars such as Nettl (2005) emphasise
the significance of the work of early researchers such as Merriam and Seeger. In his
ethnographic study of Flathead music, Merriam (1967) highlights the inter-disciplinary

nature of music research in culture:

All people, in no matter what culture, must be able to place their music
firmly in the totality of their beliefs, experiences, and activities, for
without such ties, music cannot exist. (p.3)

Seeger (1977), whose thoughts on musicology continue to inform the field, states that the
ultimate purposes of musicology are “the advancement of knowledge of and about music
[and] of the place and function of music in human culture” (p.217). Katz’ music speaks
to the political and social change that she hopes to effect while appealing to the cultural
and musical ties that participants feel when performing the music. For Americans
performing South African music, the connection is the message, that is, singing of hope,
optimism and unity when the oppressive forces within a society threaten to crush the
dignity and spirit of its people. This is the healing through music to which Katz
subscribes.

In the concluding paragraph of his book, How Musical is Man? John Blacking (1973)

maintains that:

In a world such as ours....it is necessary to understand why a
madrigal by Gesualdo or a Bach passion, a sitar melody from India
or a song from Africa...a Cantonese opera, or a symphony by Mozart,
Beethoven or Mahler, may be profoundly necessary for human
survival...It is also necessary to explain why, under certain
circumstances, a “simple” “folk” song may have more human value
than a “complex” symphony. (p.116)

Nettl (2005) describes Merriam, Seeger and Blacking as “giants [who all] express the
same principle: for understanding music, the significance of its relationship to the rest of
culture is paramount” (p.215). The music of Katz, whether it is an Afro-pop arrangement

of a traditional Xhosa song like Sanalwami or a wistful ballad like Rocking Chair - all
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her songs reflect South African experiences that resonate among people from varying
backgrounds and different cultures. Her eclectic style of music in a western idiom with
African elements transcends cultural boundaries in Africa and the west, and her lyrics
speak to human experiences that are not confined to South Africans alone. Moreover,
Katz has maintained her relevance through the updating and addition of new music and
musical styles into her repertoire since the first Peace Train tour of 1993. Although her
message has remained constant, her music has evolved to keep abreast of current trends.

McCollum and Hebert (2014) articulate the importance of having a deep historical
understanding when musicology and ethnomusicology scholars “attempt to interpret
contemporary practices” (p.109). This emphasises the interdisciplinary nature of the arts,
humanities and social sciences. The contributions of notable sociologists who examined
the social aspects and effects of music were Max Weber (1864-1920) whose “influence
on sociological theory stems from his demand for objectivity in scholarship and from his
analysis of the motives behind human action”’; Alfred Schutz!® (1899-1959) whose
work laid the basis for the field of ethnomethodology, the study of people’s common-
sense understandings of the structure of social interaction. Theodor Adorno’s® (1903-
1969) philosophy of music is that modernism, in the form of the compositions of
Schoenberg, Webern and Boulez, represent a break in serious music that must be
championed both against the music of the past and that of the present which was

succumbing to the destructive features of modern society.

Other notable scholars have included John Mueller?® (1895-1965), a sociology professor
who was also an accomplished musician; Charles Seeger?!(1886-1979), a pioneer in the

field of musicology whose invention of the Seeger melograph allowed researchers to

17 Available at: https://www.britannica.com/biography/Max-Weber-German-sociologist [Accessed 27
May 2017]

18 Available at: https://www.britannica.com/biography/Alfred-Schutz [Accessed 27 May 2017]

19 Available at: https://www.britannica.com/biography/Theodor-Wiesengrund-Adorno [Accessed 27 May
2017]

20 Mueller’s best-known work The American Symphony Orchestra (1951) “dealt with how social factors
affect musical trends and tastes.” http://socialarchive.iath.virginia.edu/ark:/99166/w6rf7v4x

2L ‘During the '60s and *70s Seeger served in a number of positions that aided in the promotion of
ethnomusicology (the comparative study of music from different cultures). In 1960 he was elected
president of the Society of Ethnomusicology.” http://www.allmusic.com/artist/charles-seeger-
mn0001784864 [Accessed 25 August 2017]
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compare variations of singing in different ethnic cultures; Alphons Silbermann?? (1909-
2000), who was a pioneer of empirical methods in studying the sociology of music and
Christopher Small (1927-2011) whose significant contribution to the study of the
sociology of music lies in his coining the term “musicking,” a concept that integrates

sound and social relationships as indivisible processes.

Contemporary sociomusicologists include Tia DeNora (discussed above), and David
Hebert, among others. DeNora is a sociologist whose work examines how culture is made
and how it informs activity and experience in real places and in real time. DeNora (2017)

describes her work as follows:

[...] the work I do deals with musical topics and, these days, is mostly
addressed to questions about health and wellbeing, understood with a
wide lens and ecologically. I work in the area of sociological theory but
am very commiitted to empirical research and to the values of ‘gentle
empiricism’ and ‘slow’ sociology.

(Available at:
http://socialsciences.exeter.ac.uk/sociology/staff/denora/)

David Hebert is a sociomusicologist whose “research applies an international-
comparative perspective to issues of pluralism, identity, and cultural relevance in music
education, as well as processes by which music traditions emerge and change — both
sonically and socially — as they are adopted into institutions.” (Available at:
http://sociomusicology.blogspot.com/) As the interdisciplinary and intercultural study of

music by musicologists, ethnomusicologists, sociologists, anthropologists and historians
becomes increasingly important to the understanding of music in culture and society,

more approaches have emerged in the discussion of different aspects of music.

William G. Roy (2013) describes two approaches to musical activism. In one model that

Roy describes as “evangelical,” people are perceived as potential recruits who join a

22 In the words of Silbermann: ‘Those who dismiss musical sociology as sophistical are in fact denying
the human aspect of music and refusing to recognize that a down-to-earth, empirical and pragmatic
sociology need not be afraid to follow the sophist Protagoras' dictum that 'man is the measure of all
things.” [Translated from German] http://unesdoc.unesco.org/images/0005/000547/054739e0.pdf