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ABSTRACT

Use of the term ‘Langarm’ by various cultural groups in South Africa has tended to
problematize the meaning of the term and therefore precipitated research into the term’s
relation to Ballroom dancing amongst the so-called Coloured community of the Cape, who it
appears, have claimed this moniker as their own. This research has revealed a strong
tradition of high quality Ballroom dancing to which the Afrikaans speaking sector of this
community attached the moniker ‘Langarm’ at an unknown point in time, but certainly for

the greater part of the twentieth century.

Research uncovered music and dance with deep colonial roots heavily influenced by the
practice of slavery and an emerging creole culture in a thoroughly slave based society.
Central to this history was the musicianship of the slaves and the lasting influence these
musicians had on the Contredanse, the Quadrille and other Square Dances which it appears
were introduced to the Cape by the French in the late 1700s and re-introduced by the
British in the early 1800s and which remained integral to ‘Langarm’ practice in Cape Town
until the late 1960s. Quadrille music was, by its nature, instrumental music which spawned
this particular creole history of instrumental dance music at the Cape, not only amongst the
creole or so-called Coloured community but also amongst the colonialist Cape-Dutch or

latterly Afrikaner community whose dance music become known as boeremusiek.

So-called Coloured or Cape Malay Quadrille Band String Orchestras were, it appears, active
for dances from the 1850s into the early 1900s. The American ‘dance craze’ of the early
1900s and its new African American inspired dances as well as the proliferation of African
American dance bands and their music which would become known as ‘jazz’, profoundly
influenced the instrumental formation and repertoire of these saxophone driven bands at
the Cape, throughout the twentieth century. From 1930s, the introduction of the saxophone
as the lead instrument for this style of Quadrille music became almost emblematic with
‘Langarm’ music in the so-called Coloured community for the remainder of the century until

the present.
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The creole or so-called Coloured invention of the vastrap or ghoema rhythm, speculatively
developed from the up-tempo reels of the Quadrille or Square Dances as played by the Cape
Malay Quadrille Bands of the early nineteenth century especially at the Cape Malay sea-side
picnics, where moppies were also likely to have been sung to these rhythms, was to become
central to both the vastrap rhythm of ‘Langarm’ Square Dances and the ghoema rhythms of
the up-tempo marches of the Klopse and Nagtroepe of the ‘Coon Carnival’ of the twentieth
century. This vastrap-ghoema rhythm-complex quite possibly fused Iberian and Islamic
rhythmic roots injected with Khoikhoi syncopation as well as American minstrel influences
from the mid-1800s and Brazilian samba. Although the Square Dances have died out, the
vastrap rhythm still remains for loose dancing and Line-Dances as the highlight of ‘Langarm’
dance events today. Contemporary ‘Langarm’ dancing amongst the so-called Coloured
community of the Cape, remains a vibrant social form of weekend recreation, having seen

its ‘Golden Era’ in the 1940s and 1950s.

This thesis attempts to show and explore the links between the colonial roots of Ballroom
dancing at the Cape and current manifestations of ‘Langarm’ dancing. An important aspect
of the conclusion, which was inspired by the notes of one of the foremost band leaders of
the past half-century, the late Willie Jales, elects to link the titles Ballroom-Langarm in a
dual-language moniker that perfectly situates its cultural and linguistic connections to the
so-called Coloured community of the Cape while at the same time firmly establishes its

roots and formal qualities in Ballroom dancing.

Vi
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OPSOMMING

Gebruik van die term ‘Langarm’ deur verskeie kulturele groepe in Suid-Afrika het die
betekenis daarvan geproblematiseer. Navorsing was nodig om die term se verhouding met
Baldans in die sogenaamde bruin gemeenskap van die Kaap te ondersoek, aangesien dit
voorkom of hierdie gemeenskap die term op ‘n spesifieke manier toegeéien het. Die
navorsing kon wys op ‘n sterk tradisie van hoé kwaliteit Baldans waaraan die
Afrikaanssprekende bruin gemeenskap op ‘n bepaalde stadium die term ‘Langarm’ begin

koppel het. Die gebruik van hierdie term geld vir die grootste deel van die twintigste eeu.

Die navorsing toon hoe musiek en dans met diepgewortelde koloniale wortels beinvloed is
deur slawerny en ‘n ontluikende kreoolkultuur in ‘n slaaf-gebaseerde gemeenskap. Kern tot
hierdie geskiedenis was die musikaliteit van die slawe en die blywende invloed wat hierdie
musici uitgeoefen het op die Contredanse, die Quadrille en ander Square Dances. Hierdie
danse is waarskynlik aan die Kaap bekendgestel deur die Franse in die laat-agtiende eeu, en
is ook beoefen deur die Britte in die vroeé jare van die negentiende eeu. Dit is hierdie
tradisie wat kern is tot ‘Langarm’ praktyk in Kaapstad tot laat in die 1960’s. Die musiek van
die Quadrille was in wese instrumentale musiek wat verantwoordelik was vir die bepaalde
kreool-geskiedenis van instrumentale dansmusiek aan die Kaap; nie net onder die
gekreoliseerde of sogenaamde bruin gemeenskap nie, maar ook onder die koloniale Kaaps-
Hollandse en later Afrikaner gemeenskappe wie se dansmusiek bekend geword het

‘boeremusiek’.

Sogenaamde Kleurling- of Kaaps-Maleise Quadrille strykorkeste het skynbaar vir danse
gespeel tussen 1850 en die vroeé 1900’s. Die Amerikaanse oplewing van dans (die
sogenaamde ‘dance craze’) in die vroeé 1900s en die nuwe Afro-Amerikaans geinspireerde
danse, sowel as die groei van Afro-Amerikaanse dansorkeste en hul musiek wat bekend sou
word as ‘jazz’, het ‘n sterk invloed uitgeoefen op die instrumente samestelling en
repertorium van hierdie saksofoon-gesentreerde orkeste aan die Kaap gedurende die

twintigste eeu. Vanaf die 1930’s het die gebruik van die saksofoon as hoofinstrument van

Vil
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hierdie styl van Quadrille-musiek kenmerkend geword van ‘Langarm’ musiek in die

sogenaamde bruin gemeenskap. Dit is vandag steeds die geval.

Die kreool of sogenaamde Bruin uitvinding van die vastrap-ghoema ritmekompleks, wat
moontlik ontwikkel het uit die vinnige riele van die Quadrille of Square Dances soos gespeel
deur die Kaaps-Maleise Quadrille-orkeste van die vroeé negentiende eeu (veral tydens die
Kaaps-Maleise strandpieknieks waar moppies met hierdie ritmes moontlik ook gesing is),
sou kern word tot die vastrap ritme of ‘Langarm’ Square Dances en die ghoema ritmes van
die vinnige marse van die Klopse en Nagtroepe (die sogenaamde ‘Klopsekarnival’) van die
twintigste eeu. Die vastrap-ghoema ritmekompleks het heel moontlik Iberiese en Islamitiese
ritmiese wortels gekombineer met Khoikhoi sinkopasie en American ‘minstrel’ en
Braziliaanse samba invloede vanaf die middel van die 1800’s. Alhoewel die Square Dances
uitgesterf het, het die vastrap ritme bly voortbestaan en is dit steeds die hoogtepunt van
‘Langarm’ dansgeleenthede vandag. Kontemporére ‘Langarm’ dans in die sogenaamde bruin
gemeenskap aan die Kaap is steeds ‘n lewendige sosiale tydverdryf tydens naweke,

alhoewel die ‘goue era’ van hierdie danse in die 1940’s en 1950’s was.

Hierdie tesis poog om die skakels tussen die koloniale oorspronge van Baldans aan die Kaap
en kontemporére manifestasies van ‘Langarm’ te ondersoek. ‘n Belangrike aspek van die
gevolgtrekking, ingegee deur die notas van een van die belangrikste orkesleiers van die
vorige halwe eeu, Willie Jales, is dat die term ‘Baldans-Langarm’ in ‘n terminologiese
koppeling voorgestel word om die kulturele en linguistiese skakels van die dansvorm met
die sogenaamde bruin gemeenskap van die Kaap te bevestig, terwyl dit die oorspronge en

formele eienskappe van die dansvorm ondubbelsinnig in die tradisie van Baldans situeer.

viii
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PREFACE

In 1980, at a time when high apartheid was holding full sway in South Africa and the
Afrikaner Nationalist government had succeeded in categorizing and labelling the
population along racial lines and had partly succeeded in driving ideological wedges
between the diverse groups thus formed, | met and became involved with Lydia October, a
so-called Coloured women from Bishop Lavis, Cape Town.! This was to the great dismay of
my parents, whose reaction, as members of the so-called White population, was
underpinned by the complex social and racial prejudices that had developed at the Cape

through the previous 342 year history of colonialization.

We settled in the southern suburbs of Cape Town in an area where four suburbs —
Claremont, Kenilworth, Lansdowne and Harfield Village — intersected and in which the
Nationalist government’s policy of socially and physically separating members of different
racial categories by the creation and implementation of the Population Registration Act and

Group Areas Act of 1950,% had been cruelly enforced during the 1960s and 1970s.

The little corner that we inhabited in Carlton Road off Rosmead Avenue, was an ostensibly
White area comprised of old houses owned by a Jewish landlord from Gardens in central
Cape Town. It was inhabited by a mix of so-called Coloured and Cape Malay families, who it
seemed had either returned or never left. This mix, according to my experience at the time,
was fairly representative of lower middle class and working class areas of Cape Town
through the 1970s and ‘80s, and contributed to the perpetuation of its ‘special tradition of
multi-racialism’ throughout its various epochs.? A lot of mixing slipped through the cracks of

the system.

1 The name has been changed to protect the person’s identity.

2 Courtney Jung, Then | was Black: African Political Identities in Transition, New Haven, Yale University Press,
2000, p. 171.

3 G. M. Fredrickson, White Supremacy, New York, Oxford University Press, 1981, quoted in Vivian Bickford-
Smith, Ethnic Pride and Racial Prejudice in Victorian Cape Town, Johannesburg, Witwatersrand University
Press, 2001, p. 1.
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Lydia, whose ancestors were a wonderful rainbow mixture (her father being a shoe maker
was clearly South Indian and so-called Coloured; and on her mother’s side there was an
English grand-parent and a Philippine grandfather brought out to South Africa for Railway
work) waged a relentless private war against the racial stereotypes that the prevailing
society impinged on her. She never verbalised her rebellion but it was clear that she

delighted in open and flagrant disregard for the so-called laws of apartheid.

In Carlton Road, Claremont, we lived with the constant threat that we could be arrested at
any moment for contravening the Immorality Act.* In my experience, the historic racial
mixture of Cape Town was far too complex and widespread for an authority to make any

sense of and especially to police, and so they turned a blind eye.

| was immediately accepted as a member of Lydia’s family and regularly visited them in
Bishop Lavis about ten kilometre from central Cape Town on the Cape Flats, where they
lived in humble circumstances in a council house. This was my early introduction into the so-
called Coloured community of Cape Town, as a family member. Not having grown up in it, |
could never claim to be a member of this community. In fact, like most so-called White
South Africans, | grew up rather distant from it, not knowing much about the conditions,
circumstances or society of this community. | therefore write this thesis not as a member of
the so-called Coloured community, but as someone with deep personal sympathies

entrenched in this community.

This work makes no claim to provide a comprehensive exposition of the complex web of
cosmologies, ideologies, actions and conditions that have generated the intense racial and
class prejudices that have so thoroughly permeated all aspects of the colonisation of the
Cape. Many of the resultant human conditions of these forces, such as slavery, servitude,
bondage, persecution, brutality, oppression, poverty and discrimination have been
highlighted as elements that the people of mixed racial background have had to endure over
the course of colonialization at the Cape. As a testament to the human spirit, while
negotiating the pressures of these adverse forces and conditions, the so-called Coloured
population were always able to keep a sense of humour and to enjoy life with abandon. This

is reflected in the special forms of music that they developed at the Cape.

4 Jung, op. cit,, p. 171.

Xiv
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On 1 January 1838, the last slaves in the Cape colony were officially set free after 180 years
of unbroken slavery in a slave based society.® If we are to accept accounts of the Cape from
the mid-1800s by British visitors such as Lady Duff Gordon or Lady Louisa Ross in letters to
their family and friends, written approximately twenty years after the final emancipation of
slaves in Cape Town, the effect of freedom on the previously enslaved population was

profound.® Lady Luisa Ross observed in late-1861:

Considering the fact that these Malays were all once slaves, it is not to be wondered at that
they now enjoy their freedom, and have resolved to banish from their faces and thoughts all
trace of anxious servility.”

It appears from these reports that change happened very quickly, as people in their
everyday lives adapted to their newly won freedom. However, from the mid-1800s after
slavery, until the mid-1900s, the egalitarian possibility in South Africa that had presented
itself after slavery, was slowly eroded by ever evolving class and colour prejudices. This was
partly due to British and Nationalist Afrikaner social and racial stratifications and the gradual
introduction of discriminatory legislation and push for segregation. A hundred years after
slavery was abolished, a new version of totalitarianism was finally implemented in the form

of apartheid.?

Cape Town was and remains unique in its particular manifestation of cultural, social and
racial dynamics within the contexts of the broader South African urban and rural social
landscapes. Historians Robert Ross and Vivian Bickford-Smith, who conducted much ground-

breaking research from the mid-1970s and the early-1980s respectively, have gone a long

5 Robert C. Shell, Children of Bondage: A social history of the slave society at the Cape of Good Hope, 1652-
1838., Hanover (NH), University Press of New England, 1994, p. 415.

6 Lady Lucie Duff Gordon, Letters from the Cape, London, Oxford University Press, 1927; Lady Luisa Ross, Life at
the Cape: A Hundred Years Ago, Cape Town, C. Struik, 1963.

7 Ross, op. cit., p. 13.

8 Shell, op. cit., pp. xix-xx. Shell as an undergraduate ‘was struck by the similarities between the system of
apartheid and the slave societies of the past.’ Shell further posits that: ‘There are compelling legal and
demographic similarities. Violence and coercion undergirded both systems. Cape slaves and twentieth-century
black South African workers were both denied a broad and suspiciously similar range of human rights. They
could not move freely. They could not own land. Under both apartheid and slavery, workers were carefully
selected by age and sex and were brought in from outside the core area of the economy.’
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way to elucidating these racial and class dynamics that developed in urban Cape Town and

rural South Africa, particularly through the period of British governance at the Cape.?

Particularly noteworthy with regard to this research and the music that is its focus, is a
guote from American historian George Fredrickson in Bickford-Smith’s introduction to
‘Ethnic Pride and Racial Prejudice in Victorian Cape Town’, where he notes that Cape Town
was unique in ‘its tradition of tolerance of white-Colored intermingling in public places’ and
had a ‘special tradition of multi-racialism’ and most significantly ‘fraternization between
racial groups in Cape Town remained free and unimpaired by laws or even strong and

consistent patterns of customary exclusion until well into the twentieth century.’*?

Further emphasising this point, Bickford-Smith quotes Maurice Evans, who was writing in

the third person about his experience of Cape Town in 1911:

He hears that it is quite a common thing for the European immigrant introduced for railway
and mechanical work to marry, even to prefer to marry women of colour...he sees a
toleration of colour and social admixture to which he is quite unaccustomed; it is evident on
the streets, on the tramcars, in the railway stations, public offices and in places of
entertainment...impossible in an eastern town such as Durban or Pietermaritzburg...[in a
cinema])...he will find no distinction made, all and any colour occupying the same seats,
cheek by jowl, and sometimes on each other’s knees.’*!

Bickford-Smith. it has to be said, is sceptical of Fredrickson’s conclusions regarding the
freedom of racial and ethnic mixing in Cape Town, asserting that he ‘seriously
underestimated the extent of segregation in the city before 1948." Both Ross and Bickford-
Smith have shown that it was a small dominant elite, who through the control of power
structures both economic and political, imposed their elitist ethnicity or ‘dominant-class

consciousness’ onto all around them.?? Bickford-Smith explores in great detail the economic

° Robert Ross, Adam Kok’s Griquas: A study in the development of stratification in South Africa, New York,
Cambridge University Press, 1976; Bickford-Smith, op. cit.

10 G. M. Fredrickson, quoted in Bickford-Smith, op. cit., p. 1.

11 Maurice Evans, Black and White in South East Africa: A Study in Sociology, London, Longman’s, Green & Co.,
1916, quoted in Bickford-Smith, op. cit., p. 1.

12 Ross, Adam Kok’s Griquas: A study in the development of stratification in South Africa, op. cit., p. 3. Ross
states that ‘there has long been a ruling class, which originated among the officials of the Dutch East India
Company and the farmers of the south-western Cape [...]" and that ‘[w]ithout exception those who have ruled
have been categorised as white, and they have been prepared to share both semblance and the substance of
power only with those of the same putative ancestry’; Bickford-Smith, op. cit., pp. 8-9. Bickford-Smith has
likewise asserted that ‘[d]Jominant-class consciousness in Cape Town in 1875 was informed by White (or
‘European’) ethnicity. But there was little attempt to separate Whites from Blacks throughout society. The
forms of segregation that existed demonstrated and preserved the power of the dominant class.’
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and political forces that were constantly defining and redefining the hegemonies of race and
class in ways that would increasingly benefit Cape Town’s ‘mercantile elite’, which Bickford-
Smith formalises in his work as the White bourgeois ‘dominant class’ of Cape Town.!3
Bickford-Smith has also shown that despite the fact that ‘[b]elief in White superiority was
part of White ethnicity for many’ and that ‘White ethnicity united a dominant class
potentially divided by language, origins, and Christian denominational difference’ and
furthermore that ‘[e]xclusionary segregation protected White bourgeois status’, the
economic and political agendas of this elite in Victorian Cape Town did not affect or impinge
upon the way the lower orders or working classes mixed and interacted. This point, then,
supports Fredrickson’s observations which were speaking of everyday social dynamics

among the general population of Cape Town.'*

The story told by ordinary people remains a largely untold history of Cape Town. Bickford-
Smith’s book Ethnic Pride and Racial Prejudice in Victorian Cape Town, for instance focuses
heavily on the meta-narratives of economy and politics to explain the social dynamics of
Victorian Cape Town. Although he sets out to show ‘the tantalising possibility that for once
there was a colonial town’ which possessed social dynamics not based on race, he
extrapolates this argument by an in-depth focus on the meta-narrative of white ethnic
domination utilizing primary sources from the time without specifically exposing the social
strata of the so-called underclasses.’ This thesis is an attempt to construct a narrative of
social music and dance at the Cape that lies behind the meta-narratives of the power
relations of slavery and the hegemonies of a European ruling class domination throughout
most of the history of the Cape. Informed by my personal experiences, | set out to imagine
the world of ordinary people of Cape Town from which, | maintain, unique forms of music

and dance developed.

| have deemed it necessary to use extended quotes from primary sources in order to
describe scenes and people and experiences in ways that no précis would be able to match
in tone, subtle nuances, as well as the specificity of details. Particularly noteworthy in this

regard are the accounts of travellers and visitors to the Cape, such as Lady Anne Barnard,

13 Bickford-Smith, op. cit., pp. 8-17, 91-99.
¥ Ibid., p. 37.
5 1bid., p. 2.
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William Bird, Lady Luisa Ross and Lady Lucie Duff Gordon. These extended quotations add
considerably to the length of this thesis, but | hope it does so in demonstrably important

ways.
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INTRODUCTION

Motivation, Orientation and Aim

The late Willie Jales was important in sparking my interest into the local music practices of
the so-called Coloured community of Cape Town. While discussing details of the history of
saxophone playing in Christmas Choirs, Willie revealed some interesting information to me
concerning the introduction of saxophones into so-called Coloured ‘Langarm’ dance bands
in Cape Town during the 1940s and ‘50s. He related to me that violins were traditionally the
lead instruments in dance bands before the Second World War, and that many violin
players, after returning from service overseas where they had been exposed to saxophone
playing, took up the instrument and transferred the sound of their wide violin vibrato to
their approach to embouchure and vibrato on the saxophone. This, in turn, goes some way
to explain the origins of the heavy vibrato and so-called ‘fish-horn’ sound in the Cape style
of saxophone playing utilised by some so-called Coloured saxophone players in the Cape
Province through the greater part of the twentieth century.!® Inspired by these bits of
information that Willie shared with me, | resolved to research the dance bands and dance

music of the Cape.

This thesis sets out to trace and illuminate the colonial roots of ‘Langarm’ dancing amongst
the so-called Coloured population at the Cape by providing social, cultural, religious,
political and geographical background to the colonial eras of the Dutch colonisation and the
British colonisation of the nineteenth century as well as inner-city Cape Town in the
twentieth century. The geographic delineation of the thesis uses the term ‘the Cape’ and
the city of Cape Town in an interchangeable way. Historically, the Cape expands over time,
eventually incorporating Cape Town and surrounds to great distances in the west, north and
east. For the purposes of this thesis, the area under discussion designated ‘the Cape’ will

include the burgeoning Cape Town and surrounds not farther than the areas of the Boland,

16 willie Jales, interview by the author, 18 November 2004. By way of explanation, ‘originally’ was placed in
parenthesis, as this in now not the case in 2016. Most of the younger saxophone players of today are
consciously moving away from this so-called Cape sound found in the saxophone playing of the older dance
band musicians who also played in Christmas Choirs where this saxophone sound was most prevalent.
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incorporating the towns of Strand, Somerset West, Stellenbosch, Franschoek, Paarl,

Malmesbury, Worcester and Caledon.

This thesis is not theory driven, but focuses rather on the historical relationship between a
certain kind of music and the evolution of the so-called Coloured population of the Cape
through slavery and their subsequent marginalized position as the poor of inner-city Cape
Town. The thesis highlights the rich musical and cultural heritage that developed amongst
the slaves, creole and indigenous people of the Cape. Ballroom dancing of the Quadrille
‘Squares’ in the early-nineteenth century became the pre-eminent form of recreation and
entertainment amongst all strata of Cape society. The twentieth century would see the
burgeoning of the Klopse, Nagtroepe, Malay Choirs, Cape Jazz and ‘Langarm’ dancing
amongst the so-called Coloured population of Cape Town’s inner-city District Six, traditions
which were also echoed in the so-called Coloured populations of the outlying districts of the

Boland.

When | asked Willie Jales what the term ‘Langarm’ meant to him, he replied: ‘This term has
been a big, shall | say, disappointment to me’. He went on to elaborate how, according to
his memory, this term only came into widespread usage during the late 1970’s and early
1980’s and that as far as he was concerned, this form of dance music had always been
referred to as ‘Ballroom’ from as far back as he could remember.!’ This statement caused
me to bring into contention the term ‘Langarm’. It also begged the questions: How stable is
the term and what constitutes a ‘Langarm’ dance? Is the term more applicable to the event,
to the music or to the dance? Is it a culturally specific term within the so-called Coloured
community, and if so, why is it also used in the White Boeremusiek circles to refer to the
style of dancing done to accompaniment of Boeremusiek? What are the different
conceptions of the term in so-called White culture? Are there different culturally specific

conceptions of the term? What is the historic usage of the term?

Boudina Coetzer and Glen Holtzman, both seem to imply that ‘Langarm’ is a definitive term

for a specific, separate and unique genre of music and dance that developed amongst the

17 willie Jales, interviewed by the author, 10 May 2012. This statement appears somewhat ambiguous in
retrospect, as Willie Jales clearly uses the term ‘Langarm’ often in his notes written in 1999 and 2000, as is fully
acknowledged in the conclusion to this thesis. In later interviews he explained that it was widely used by
Afrikaans-speaking Coloured people to refer to Ballroom dancing.
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so-called Coloured community and that can no longer be seen as Ballroom dancing. Coetzer
repeatedly refers to ‘Langarm’ as another genre: ‘[...] ballroom dance. [...] is so integral to
the genre that members of Coysan call Langarm a “watered-down version of ballroom” [...]’
and ‘Langarm is not just a ballroom by-product, it is a distinctive fusion of different local and
foreign styles. It is also a genre in flux, [...]",'8 Likewise, Holtzman states: ‘Whatever the
dance or the music, it is clear that music and social dance were popular at the Cape, and
that langarm as a genre can trace its roots back to these earlier interactions.’'® Holtzman
further reinforces his understanding of ‘Langarm’ as a distinct genre when stating: ‘This
chapter provides a general overview of the various dances and music associated with
langarm as a genre, [...].” and deepens the ambiguity by stating that ‘a langarm is a social

dance event, and historically, the dance form which dominated was ballroom [...]."%°

In attempting to separate ‘Langarm’ dance events, music and dancing from Ballroom
dancing and designating these practices as a separate “’neo-traditional” indigenous style’,
Coetzer adopts a problematic perspective when considering the long prior history of these
dance bands and similar events as Ballroom dance bands and Ballroom dances at the
Cape.?! Confirming this continuity of Ballroom dancing, both Coetzer and Holtzman
enumerate specifically the Ballroom dances and music at these events as: the Waltz, the
swing Waltz, the Quickstep, the Foxtrot and the Tango.?? This perspective also begs the
guestions: At what point did these events cease to be Ballroom and become something
other than Ballroom? Is ‘Langarm’ merely a language specific term used as an Afrikaans
equivalent of the English term Ballroom dance? Does the term, as used in the so-called
Coloured community, always then refer to Ballroom dance, but with the understanding that
unique local rhythmic and dance variations augment the original genre of Ballroom dance
but do not ever alter it essentially or completely? In this text the term ‘Langarm’ is used

mainly in quotation marks to highlight its ambiguities and to avoid pre-empting assumptions

18 Boudina Coetzer, ‘Langarm in Grahamstown: The Dance, the Social History and the Music,” in Papers
Presented at the Symposium on Ethnomusicology, ed. by Andrew Tracey, Grahamstown, International Library
of African Music, Rhodes University, 2005, pp. 1-14. Esp. pp. 1-5.

19 Glen Holtzman, ‘A treatise on “Langarm” in Cape Town’, H. A. Thesis (Unpub.), Cape Town, University of
Cape Town, 2006, p. 6.

20 1pid., p. 10.

21 Coetzer, op. cit., p. 3.

22 Coetzer, op. cit., p. 5; Holtzman, op. cit., p. 10.
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about these important questions. The historical tracing of this music, to a large extent, is

also an exploration of these questions.

The Utilization of Historic and Cultural Terms

I am profoundly aware that the historical texts that will be consulted in order to construct
this speculative history of music and dance at the Cape, have embedded in them racial
biases that lack self-reflexive understanding of their own prejudices. It should be
understood that these colonial voices, particularly in the cameos of Chapter Two, are not
representative of my own voice but serve to illustrate the thinking and perspectives of the
literate voices of the times, while at the same time providing invaluable information about
the music and dance practices. It is indeed unfortunate that the illiterate voice of those
times are forever silent. | adopt a flexible approach to the social terminology utilised in this
text, illustrating the terminology used in different eras of the history of the Cape. | am aware
that many of these social terms and categories contain political and racial biases and
constitute not only terminological problems, but theoretical problems as well. In this regard
the focus in recent scholarship on the de-colonization of texts and ethnographic narratives
in particular, is important. Without elaborating on these theoretical issues, | endeavour to

remain sensitive to them in the construction of this text.

Throughout this thesis, in order to distinguish the social station of the people under
discussion, within the social stratifications of the time, the idea of class is utilised
extensively. The seventeenth century saw a diminishing aristocracy and the burgeoning of a
merchant middle class in the Netherlands in the decades prior to the settling of the Cape
and the industrial revolution in Britain.?3 Throughout the history of the colonising of the
Cape, these European social constructs have played a major part in determining how people
of various racial and cultural origins have coalesced into socially stratified groups under the

influence of the ‘dominant settler’ society. The historian Robert Ross posits that ‘people

23 ). P. Sommerville, ‘The Dutch Republic on the Early Seventeenth Century’, in Faculty History Wisc.Edu.,
<https://faculty.history.wisc.edu/sommerville/351/351-08.htm> [accessed 15 June 2015]; ‘History of the
Netherlands’, in History World,
<http://www.historyworld.net/wrldhis/PlainTextHistories.asp?ParagraphID=ifb> [accessed 15 June 2015].
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have found themselves assigned to categories according to the preconceptions of those

who controlled the political economy of the country.’?*

Ross, using E. P. Thompson’s theories of class, has argued that the dichotomy of ‘the
interrelationship between ethnic and economic stratification, between “race” and “class”’ is
compromised by ‘insufficient understanding of the dynamics of class.” Quoting E. P.
Thompson, Ross posits that ‘class should be defined as “an historical phenomenon”...not...as
a “structure” or even as a “category” but as something which in fact happens (and can be
shown to have happened) in human relationships’. Ross further posits that the ‘particular
cultural terms by which classes define themselves takes time to develop, and are always
changing.”?> | will use class categories in order to give a general sense of the station into
which the people under discussion may have fallen at the time and not as definitive,

inflexible and precisely delineated social strata.

Historically, the Cape was riddled with a strange conglomerate of racial and class
stratifications whose categories and combinations were often so complex and so blurred, as
to be almost unfathomable to all but those directly involved in the dynamics of the society.
These categories were often both spoken and unspoken, well recognised and vague,
consciously implemented and unconsciously adhered to; they included religious and
economic power-based differentials and took in class and race based discriminatory

practices.2®

Cape-born people of mixed European and other races were named ‘creole’ in the colony
during the late-eighteenth century and the early-nineteenth century. Robert Shell, as far
back as 1994, suggested that a creole culture emerged through the time of slavery at the
Cape.?’ Denis-Constant Martin, following discourses on creolisation developed by Edouard
Glissant and other French speaking academics, as well as authors involved in what Martin
calls ‘“The South African debate’ and who have expanded the subject in the South African

context, suggest a new conceptualisation of creolisation as a continuing process born out of

24 Ross, Adam Kok’s Griquas: A study in the development of stratification in South Africa, op. cit., p. 4.
% Ibid., pp. 3-4.

26 |pid., pp. 1-6.

27 Shell, op. cit., pp. 49-65.
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adversity usually inflicted by a dominant culture that produces new and often unpredictable

cultural material out of the mixing of diverse elements of diverse cultures.?®

In terms of musical developments at the Cape, Martin summarises the dynamics as
‘[iIntensified cross-pollination between original South African genres and foreign ones’
bringing ‘new energies to processes of creolisation underpinned by internal cross-
fertilisation.”?° Although creolisation is not further utilised as a theory in this text, the
conditions of adversity, the actions of the dominant culture, the diverse peoples and
cultural material, the processes of admixture and its resultant cultural forms are highlighted

at different points throughout the text.

The Dutch East India Company or the General United Chartered East-Indian Company (in
Dutch the Generaale Vereenigde Geoctroijeerde Oostindische Compagnie), will in this text be
referred to as the VOC. During the time of the VOC, the ‘power and authority of the VOC
and its representatives were publicly and ritualistically emphasised at every possible
opportunity.” In the society of the Cape at this time, the ‘maintenance of symbols of rank
was a matter of vital importance.’ Clothing regulations were implemented in 1755 to
entrench these symbols of rank even amongst the general population, for example slaves
were not allowed to wear shoes and had to be bare footed.?° Rank was even implemented
amongst the slaves in the ‘slave lodge,’ creating a society polarized at every level through

dynamics of rank, class, race, bondage and ability.3?

Some of the more obvious differentials of these polarizations included the likes of: master
and slave, free and bonded, landed and renting, phenotype and ethnic origins of culture and
race, as well as economic class divisions and divisions along noticeable colour lines.3?
Worden et al., point out that the colour issues of ‘Black’ and ‘White’ in these times were not
nearly as crucial in the society as ‘Christian’ and ‘heathen’, and they state that clearly ‘race

was not identical to class in VOC Cape Town. Some free blacks were property owners and

28 Denis-Constant Martin, Sounding the Cape: Music, Identity and Politics in South Africa, Somerset West,
African Minds, 2013, pp. 54-95.

2 Ibid., p. 95.

30 Nigel Worden, Elizabeth van Heyningen, Vivian Bickford-Smith, Cape Town: The Making of a City, Cape
Town, David Philip Publishers, 1998, pp. 72-73.

31 Shell, op. cit., pp. 172-184.

32 Ibid., pp. 149-159.
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some free whites were paupers.’33 These differentials were constantly being modified and
adapted over time as social and political environments evolved, some over shorter periods

and some over longer periods.

| attempt in this text to deploy these terms as they were utilised in the relevant historical
periods in the Cape. During the time of the VOC, those employees of the VOC whose
contracts were fulfilled after the appropriate length of service (usually of five years), were
given or leased land from the VOC and were referred to as ‘free Burghers’. The company
officials or employees, as well as the free White citizens or free Burghers, and all the settlers
who came from all countries in Europe, will be referred to simply as ‘the Dutch’ during the

period when the Cape was under the control of the VOC and later the Batavian Republic.

Shell has defined the Governors and some high ranking VOC officials from the time of Simon
van der Stel, who emerged as owners of large slave holdings and tracts of land, as the
‘patricians’, explaining how their families maintained their status and power in a dynastic
fashion over generations. These families formed a type of aristocracy or upper class at the
Cape, although they were not always linked to royalty by blood lines or historical family ties.
These and other high ranking VOC officials, as well as successful free Burgher farmers,
Worden et al. have called a ‘wealthy elite’ and Ross has often referred to them as the ‘ruling
class’ or ‘dominant settler group’ in terms of society at the Cape.3* After the arrival of the

British, the white Dutch speaking people will be referred to as ‘the Cape-Dutch’.

After the emancipation of slaves through the mid-1800s, Cape-born people of mixed African

or Asian and European origin, who were originally called mulatto or creole, were also called

33 Worden, et al., op. cit., p. 69.

34 shell, op. cit., p. xxvii-xxviii. Shell writes in relation to three family forms of the ‘ruling class’ to be found at
the Cape, which include patriarchal, paternalistic and patrician, especially in relation to their relationship to
slaves: ‘The third family form—the patricians—introduced chattel slavery to South Africa, and the patricians
managed the slave trade until 1795. ... The implied parallel with the Roman patricians is deliberate. “Patrician”
connotes dynastic family behaviour. The word implies aloofness, coupled with ruthlessness. In Africa, the
patrician “golden age” was symbolized by the Van der Stel dynasty, the families that ruled the Cape from 1680
until 1706, in a consecutive father-and-son governorship that ended in ignominy for the family and expulsion
from the colony for the son. ...Although weakened by the settler revolt of 1706, the patricians remained in
control of the slave trade for the whole colony from 1652 to 1795. After the demise of the Dutch East India
Company in 1795, the power of the patricians was reduced to commercial activities at the port. The patricians’
main functions were administering the colony, overseeing the Company’s large holding of slaves, known as the
Lodge, and managing the oceanic slave trade... Initially the patricians were drawn from the upper echelons of
local officials. They also came to incorporate, by intermarriage, some of the richest urban Cape Town burghers,
the settler families’; Ross, Adam Kok’s Griquas: A study in the development of stratification in South Africa, op.
cit., p. 4.
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Afrikanders or Africanders.3> A quote from Lady Duff Gordon in 1861, elucidates the
common usage: ‘The waiter is an Africander, half Dutch, half Malay, very handsome and
exactly like a French gentleman, and as civil.”3® In the late nineteenth century some
members of the Cape-Dutch elected to call themselves Afrikanders or Afrikaners and
adopted the, by then, thoroughly creolized Dutch-based language which had evolved at the
Cape through the multicultural influences of the Cape Malays, the Khoikhoi and the slaves.3’
| have elected to call white Cape-Dutch speaking people ‘Afrikaners’ after the Boer War in
1902, by which time their ethnic and linguistic unity had been largely consolidated as a
cultural group.38 The British colonialists or English speakers will be referred to as the
‘British’, unless of course they are American, Australian or from other English-speaking

colonies, in which case this will be stated.

The ‘middle class’ will be used here to describe those successful merchants and
professionals who were usually well educated and affluent enough to own their own home,
and live comfortably in town or country, but whose society did not associate so easily with
the upper middle or upper class. The ‘lower middle class’ will refer to successful trades’
people, artisans and craftsmen, who had a reasonable education or apprenticeship and
might even have owned their own small business, but still, by and large, rented their
accommodation. The ‘lower class’ is synonymous with the working class, the lower orders,

who were the poorest labourers or even the ordinary soldiers and sailors.

The term ‘Coloured’, according to Bickford-Smith, was utilized as far back as 1830 by some
ex-slaves and people of mixed heritage to ‘describe themselves’ in interactions with Whites.
Bickford-Smith shows that the term was used by petitioners from ‘mission stations from
across the Cape in the early 1850s’ and argues that although ‘continued White racialization
and discrimination’ throughout the nineteenth century contributed to the endurance of the

term, these were not the sole reasons for its continued usage. Political usage began

35 Shell, op. cit., pp. 56-57.

36 puff Gordon, op. cit., p. 23.

37 Worden, et al., op. cit., p. 158; Bickford-Smith, op. cit., pp, 34, 41-42; Shell, op. cit., pp. 58-65.

38 Shell, op. cit., pp. 60-64. Shell posits: ‘The first book in Afrikaans was written by an imam, a slave
descendant, and only later in the 1860s did patriotic male European colonists take up the language for
themselves. European men were the last to use the Afrikaans language, and some, like Jan Christiaan Smuts,
disdained Afrikaans throughout their lives. Breyten Breytenbach, the Afrikaans poet, wittily explained from his
own perspective: “We are a bastard people with a bastard language. And like all bastards, we have begun to
cling to the concept of purity.””
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increasingly to entrench the designation ‘Coloured’ throughout the late nineteenth century
through to the twentieth century.3® The apartheid regime ‘imposed on South Africans of
mixed, Khoisan, or Malay descent’ the classification of ‘Coloured’, defining a ‘Coloured’
person as ‘““a person who is not a White or a Black person.”’%? Despite the fact that this term
was used for more than four decades of apartheid as a discriminatory designation, in this
thesis the term ‘Coloured’ will be used with unqualified respect to those people who refer
to themselves as Coloured and with the consciousness and understanding that for some
who grew up under apartheid and suffered the demeaning nature of this discriminatory

classification, the term remains abhorrent.

For the period before the emancipation of slavery, the term ‘master’ or ‘owner’ will be used
to denote the owner of slaves. The term ‘slave’ is used for those who were involuntarily sold
or captured into bondage to become the property of another person and whose station
therefore became that of a commodity and an asset to be bought and sold and whose lot

was unquestioningly to do any bidding of their owner no matter how arduous or distasteful.

The term ‘free Blacks’ was a blanket term used for those people at the Cape, mainly of
mixed racial origin, who had been manumitted and freed from slavery, been born free or
had entered the colony free and had remained so. After slavery, ‘Blacks’ is used as a blanket
term for those people of African descent or deemed to be of African descent. Their origins
would therefore stem mainly from the Southern Nguni and other Southern African tribes
northwards of the Cape, not including the ‘Khoikhoi’ pastoralists or the ‘San’ hunter
gatherers, who will be so named separately. The members of the numerous tribes of the

Khoikhoi were originally referred to by the early settlers in historical texts as the ‘Hottentot’.

The term ‘White’ is used as a blanket term for those people of exclusively European descent,
or in many cases for those of mixed racial origins in European families who were considered
white enough to be accepted as such by the dominant European settler society at the time
or whose mixed familial background was conveniently overlooked or forgotten in the recent
or distant past. The term ‘Cape Malay’ will be used for all those people of Muslim

persuasion at the Cape, whatever their racial or genetic origin. This usage was already in

39 Bickford-Smith, op. cit., p. 192.
40 Jung, op. cit., p. 168. The definition is from the 1950 Population Registration Act, in The Law of South Africa,
vol. 21, Cape Town, Butterworths, 1984, pp. 404-412.



Stellenbosch University https://scholar.sun.ac.za

place in the mid-nineteenth century. After slavery, the term ‘Coloured’ is used as a blanket
term to incorporate all people that were deemed to be of mixed racial origin and who were
seen by the dominant settler society as being outside of their sphere. The Coloureds
therefore included the Cape Malay as well as those Christians of mixed ex-slave, Black,
White, Khoikhoi and San origins. This term has been in use in the South African social and
political landscape for well over a century and has become ever more contentious since the
new dispensation in 1994. However, the members of the Coloured communities who have
participated in the research for this thesis refer to themselves as Coloured and it facilitates

the demarcation of their cultural conglomeration as a unique cultural group.

The ‘Cape Gentry’ refers to those who owned property at the Cape, and usually owned
slaves, had some education, and some sensibility towards European culture, despite the
possibility that their original families might have come to the Cape from the European
underclasses. Until the British arrived with their more sophisticated and stratified sense of
class, the people of the Cape had a more blurred (but still complex) sense of class and
station. Divisions were drawn more along lines of religion, wealth, profession, ownership of
property, education, skills, free or bonded, and amongst the bonded themselves according
to an array of categories such as origin, phenotype and colour. As previously stated, these
categories of class and station are broad and not intended to be definitive, but rather

utilitarian.

In the early twentieth century, class structures in British and European society started to
break down and become more blurred through processes ‘leading in the Edwardian era to
the beginnings of the “classless” mass culture of the twentieth century.”*! In the Cape,
however, different social and political forces were increasingly entrenching social

stratifications and divisions along racially determined lines through the twentieth century.

41 R. Middleton, ‘Popular Music of the Lower Classes’ in The Athlone History of Music in Britain: The Romantic
Age 1800-1914, N Temperley (ed), Vol 5, London, The Athlone Press, 1981, pp. 63-91, esp. p. 65.
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CHAPTER 1

Music and Dance at the Cape in the Dutch Colonial Era

In the intimate domestic setting, the languages, religions, cultures, and attitudes of slaves
and colonists meshed together and changed in a reciprocal cultural exchange that was more
important than the romantic frontier expeditions in charting the course of the South African
mentalités in the seventeenth, eighteenth, and early nineteenth centuries.*? Robert Shell,
1994,

Introduction to the Cape in the Seventeenth Century

In 1602, the Generaale Vereenigde Geoctroijeerde Oostindische Compagnie (VOC) or the
General United Chartered East-Indian Company was established in the Vereenigde Republiek
der Vereenigde Nederlanden or the United Republic of the United Netherlands. The States
General had given the VOC a trade monopoly ‘East of the Cape of Good Hope and west of
the Strait of Magellan’. It also granted them ‘a charter vesting sovereign powers to manage
soldiers and fleets, to make war and peace, to exercise control over regions, and to establish
and govern forts, fortresses and colonies’. It was under these terms that Jan Antonisz van
Riebeeck, a former VOC merchant, ‘offered his services’ as Opperhoof (Chief) or
Commander, to found a refreshment station for the VOC fleet at the Cape.*? He and his
crew landed at the Cape on 6 April 1652, and he was to remain in office as Commander of

the Cape for ten years until 6 May 1662.

The early years at the Cape were difficult. According to Jan van Riebeeck’s daily journal, life

consisted of little more than survival for the first few years, with the heavy South East and

42 shell, op. cit., p. 414.

3 ‘Introduction to the Resolutions of the Council of Policy of Cape of Good Hope’, in Towards a New Age of
Partnership (Tanap),

<http://www.tanap.net/content/activities/documents/resolutions_Cape_of _Good_Hope/introduction_english
/21.htm le>

<http://www.tanap.net/content/activities/documents/resolutions_Cape_of Good_Hope/introduction_english
/23.htm le> [accessed 29 July 2015].
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North West winds regularly destroying newly planted crops and an irregular and unreliable
supply of cattle from the local Khoikhoi. Many young men lost their lives to severe stomach
ilinesses and related infections in the first year at the Cape.* Wayne Dooling states that ‘[I]n
1654 the fledgling colony nearly starved to death. By 1656 the VOC employees consisting of
181 men who had arrived in 1652, were reduced to 133 as a consequence of death and

disease.”#®

From the outset, it was made official VOC policy that the Dutch settlers ‘should live in peace’
with the indigenous population of Khoikhoi who inhabited the Cape at that time and
therefore they were not to be enslaved. The Khoikhoi were divided into a number of
separate clans from diverse areas. These groups included the cattle herders, the Kogoukwas
from Saldanha on the West Coast, the cattle herders or Grigriquas on the East Coast and the

Goragoukwas, the fishermen or Strandloopers from the Cape peninsular.*®

However, it became clear to the Dutch, after five years of hardship, that labour would be
needed on a large scale in order to work the land and run the colony as a replenishment
station. In 1657, land was granted to nine VOC employees who had completed their five
year tenure with the company and so they became known as free Burghers; freehold title
plots were given to them on the Liesbeeck River.*” From this time until 1701 ‘small freehold
portions ranging from small plots to 135 acre tracts were allotted to individual settlers.’*® It
is significant to note that the first 51 male free Burghers in 1658 were company employees
‘drawn from the lowest rungs of European society’.*® The VOC drew their labour force from
peasants who made their way to Amsterdam to look for work from every country in

Europe.*°

4 Worden, et al., op. cit., pp. 19-20.

4 Wayne Dooling, Slavery, Emancipation and Colonial Rule in South Africa, Scottsville, University of KwaZulu-
Natal, 2007. p. 18.

46 ‘Introduction to the Resolutions of the Council of Policy of Cape of Good Hope’, in Towards a New Age of
Partnership (Tanap),

<http://www.tanap.net/content/activities/documents/resolutions_Cape of Good Hope/introduction_english
/30.htm> [accessed 29 July 2015].

47 Dooling, op. cit., p. 18.

48 Shell, op. cit., p. 6.

4 Wordon, et al., op. cit.,, p. 51.

%0 Dooling, op. cit., p. 18.
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At the Cape this would create a landed ‘gentry’ drawn from the lower to lower middle class
European citizenry and would result in a relatively classless society based more on ability
and wealth than on lineage. Musical and literary education, financial success and slave
ownership, were factors that would set some above others in the fledgling colonial
society.”! The exception was to be found in some of the high ranking VOC company officials
and the Governors as well as army and naval officers who were traditionally drawn from

more noble European families.>?

‘Between 1702 and 1735 farmers applied for more than 100 million acres’ on the new loan
system that was implemented in 1702.>3 This was indicative of the huge and continuous
expansion of the colonizers to acquire more and more land into the interior, and in so doing,
displacing the indigenous Khoikhoi and San tribes as they went. This lead to ongoing wars
between them and the colonisers from the seventeenth century and into the nineteenth
century. On the northern frontiers of the colony, Dutch raiding parties shot the men and
captured the women and children, leading to the near genocide of these indigenous people

and eventually to a state of perpetual servitude to the Dutch.>*

The Implementation of Slavery at the Cape

The dynamics of the slave society at the Cape were exceptionally complex and to try to
elaborate this in any depth is far beyond the scope of this thesis. What follows is the briefest
summary of it most salient points, in order to locate the world and culture from which the

Coloured musicians of the Cape would emerge.

On 5 March 1657, Jan van Riebeeck wrote a letter to the VOC directors requesting ‘the
supplementation of the labour of free Burghers and their families with slave labour’ and
stating that ‘free inhabitants could do little in farming without slaves’. These requests and

the subsequent supply of slaves to the Colony, soon gave birth to a thoroughly slave-based

51 Worden et al., op. cit., pp. 55-59.

52 Ipid., pp. 49-51.

53 Shell, op. cit., p. 7.

54 John Edwin Mason, Social Death and Resurrection: Slavery and Emancipation in South Africa, Charlottesville
and London, Unversity of Virginia Press, 2003, pp. 27-30; Dooling, op. cit., pp. 62-63.
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society.>® Shell takes pains to point out that it was not the VOC directors in Holland who
promoted slavery; in fact, decades prior to the settling of the Cape the VOC promoted ‘free
labour’ as a ‘mercantilist cost-cutting venture’. Shell maintains that from the outset,
‘decisions about the economy and forms of labour at the Cape were directly in the hands of
both the individual settler householders and local officials.” This was due to their demands
and the pressure they exerted on the VOC. *® Shell calls the adoption of this policy of slavery
at the Cape ‘the unthinking decision’.>’ The repercussions of this choice of slave labour are
still to be felt today in diverse social and cultural manifestations, such as the continuing
paternalism of farmers to farm labourers, which is still to be found on the farms in the

Boland area of the Cape.>®

The first slave to be brought to the Cape by the VOC was Abraham of Batavia in 1653.°° In
early 1658, a Portuguese slave ship bound for Brazil with 500 Angolan slaves aboard, was
captured by the Dutch, who took 250 boys and girls. Only 174 survived the journey back to
the Cape aboard the Amersvoort. Shell - commenting on Van Riebeeck’s journal entry of 17
April 1658 in which he notes his preparations for a school and his intention to give each
child a cup of brandy and tobacco to enhance their reception of the Christian prayers -
declares that ‘Van Riebeeck introduced education, paternalism, and the dop system into the

infant colony’ in one paragraph of his journal entries.®°

Later in 1658, a ‘secret voyage into Dahomey return[ed] with 228 slaves’.®! Due to the Dutch
West Indian Company refusing the Dutch East India Company permission to buy slaves from
West Africa, they were then forced to import most of their slaves from the Indian Ocean
Basin.®? Roughly 25 percent were from Southern India, Bengal and Ceylon, 25 percent from

Madagascar, a further 25 percent from Africa (mainly Mozambique), 22,7 percent from

55 Shell, op. cit., p. 6.

%6 Ibid., pp. 5-6.

57 Winthrop D. Jordan, quoted in Shell, op. cit., p. 4.

28 Shell, op. cit., pp. 79, 206, 395, 407, 414; Andries Du Toit, ‘The Farm as Family: Paternalism, Management
and Modernisation on Western Cape Wine and Fruit Farms’, Stellenbosch, A report on Fieldwork conducted
for the Centre for Rural Legal Studies, 1992, p. 2; Michael Dunseith, ““When the Saints go Marching” The
United Gospel String Band: The Religious and Sacred Nature of their Performance Practices’, B.Mus. Hon.
Thesis (Unpub.),Cape Town, University of Cape Town, 2005, p. 18.

59 Shell, op. cit., p. xxx; Denis-Constant Martin, Coon Carnival: New Year in Cape Town, Past and Present, Cape
Town, David Philip Publishers, 1999, p. 50.

0 Shell, op. cit., pp. 49, 79.

61 Ipid., p. 417.

52 Ibid., pp. 41, 404.
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Indonesia and the remainder from as far afield as Abyssinia, Arabia, Iran, Borneo, Burma,

China, Japan and Brazil .53

Slaves belonging to the VOC were kept in the slave Lodge, a large windowless purpose-built
structure that housed the largest single holding of slaves at the Cape. It functioned as the
lodging for VOC slaves for more than a century and still housed slaves after the second
British occupation.®* Company slaves in the Lodge during the time of the VOC were
particularly unfortunate in their living conditions and the hard labour they had to perform,
and large numbers died young and from illness, especially in the winter.> The lodge was
also consistently used by soldiers and sailors as an unofficial brothel through the
seventeenth and eighteenth century, as cited in Shell: ‘Few Europeans entered the lodge by
choice, except during the one hour each night when the Lodge became an active brothel for
the local garrison [...]’ These practices contributed to the slow and early creolization of

slaves at the Cape.%®

An unusual hierarchy developed in the semi-military style workings of the Lodge. According
to Shell, the ranking followed ‘gender, racial descent, creole status and then [...] place of
origin.” Cape-born, mixed European slaves (otherwise termed mulatto and later creole),
were always placed in the superior positions and afforded the most privileges.®’ In Cape
Town, price premiums developed according to preferences for slaves of different geographic
origins and creole status. Indonesian or Malay males were the most valued of foreign slaves,
and Malagasies the lowest. Creole slaves were also the most valued.®® Mentzel, writing in
the early 1700s, claimed that: ‘Female slaves from Bengal or the Coast of Coromandel, from
Surat and Macassar, are in great demand, because they have a reputation as skilled
needlewomen’.®® Slaves from Mozambique were valued for their good nature,
trustworthiness and for their hard manual labour but were lowest on the hierarchy of
slaves. The Cape Malays were valued as skilled craftsmen and artisans excelling at building,

tailoring, shoemaking and musicianship. These hierarchies of categorization for slaves by

83 Ibid., pp. 40-48; Martin, Coon Carnival: New Year in Cape Town, Past and Present, op. cit., p. 51.
54 Shell, op. cit., pp. 172-205.

8 Ipid., pp. 172-173.

% Ibid., p. 178.

57 Ibid., p. 204.

%8 Ibid., pp. 49-50.

59 Mentzel, quoted in Shell, op. cit., p. 51. From, Description, Vol. 2, pp. 127-128.
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descent, origin and phenotype would continue to have a lasting effect on racial prejudices

into the nineteenth and twentieth centuries.”®

It is hard to imagine, surrounded by the beauty of the Cape, that in the seemingly innocent
and naive days of eighteenth century life, on the quiet and picturesque farms, in the
pleasant valleys of the Boland, that the most atrocious and harsh treatment was endured by
these people from foreign lands who had been sold into slavery. It was an especially sad fate
to be sold from a life in Cape Town to a life in the country, with incessant hard labour and
often brutal punishment for minor short-comings by unsympathetic overseers. Mason
guotes John Barrow, an ex-civil servant from the late eighteenth century, who stated that
city slaves were ‘in general well fed, well clothed, not much exposed to the weather, [and]
not put to hard labour [...] others in the country, whose principle food consists of black
sandy bread, and the offals of butcher’s meat, who labour from morning to night in the field
[...] are subject to bilious fevers, of which they seldom recover.’ This fact was known to both
slave masters and slaves and ‘disobedient slaves were “frequently” sold into the rural

districts “as punishment.”’7?

It is worth bearing in mind that every household, every owner and every slave had a
different fortune, a different life and experienced different forms of oppressive or
involuntary circumstances. Some slaves were fortunate enough to be sold to good masters
and have relatively good fortune, others lived tortured and miserable lives under oppressive
and violent owners.”? The Cape Malays in particular did not react well to oppressive masters
or circumstances and had a reputation for ‘running amok’, or rather murdering their

oppressors and thereby sacrificing themselves.”3

Arson was one of the most common forms of retaliation, and was ultimately the reason for
the architectural change in Cape Town houses, from thatched roofs to the flat roofs that are
still to be seen on the historic buildings.”* The punishment of torture and execution for

arson was incredibly brutal, as Mentzel recorded in 1736, quoted in Shell:

70 Shell, op. cit., pp. 50-54.

71 Mason, op. cit., pp. 111-112.

2 Ibid., pp. 118-123; Worden, et al., op. cit., pp. 60-64.

73 Kirsten McKenzie, The Making of an English Slave-owner Samuel Eusebius Hudson at the Cape of Good Hope
1796 — 1807, Cape Town, Cape Town University Press, 1993, pp. 87-89; Worden, et al., op. cit., p. 63.

74 Shell, op. cit., pp. 247-276; Worden et al., op. cit., p. 63.
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Of the remaining incendiaries, five were impaled; four were broken on the wheel; that is to
say each arm and each leg was twice broken in two with an iron club, and then they were
bound living on the wheel; four were hanged, and two women were slowly strangled while
the hangman’s assistants waved a burning bundle of reeds about their faces and before
their eyes.”™

Loos, quoting Jemima Kindersley who arrived in Cape Town in November 1765, purports
that Kindersley was ‘horrified by the harsh punishments that followed’ slaves who ‘run
amok’ due to ‘violent passions which were ‘testimony to the anguish and hopelessness that
slavery induced.’” Kindersley states: ‘The execution [...] was the most cruel that could be
invented by the art of man: a lingering death upon the rack, with the application of burning

instruments in a manner too shocking to repeat.’’®

Life in Cape Town offered slaves a lot more freedom than their rural counterparts. They had
opportunities to earn their own money and often to sleep out of their master’s house. The
men who worked as porters (or ‘coolies’, as they were called) were able to keep ‘coolie geld’
money for themselves and many slave women operated as hawkers selling their own or
their owner’s goods.”” Women slaves were mostly employed at domestic work and in the
kitchens, and well into the eighteenth century usually lived in the house with the Cape-
Dutch families. During the first half century at the Cape, all slaves generally slept inside the
owner’s house due to the simple nature of the accommodation. In the eighteenth century

men were mostly moved to separate slave quarters.”®

One of Shell’s main interests is based around what he calls, ‘the family as central motif’. He
states that the ‘family was the source of all concepts and patterns of subordination in all
metropolitan and colonial areas.” Cape-Dutch families, especially those who farmed on the
ever expanding colonial frontiers, followed an extremely paternalistic male dominated
hierarchical pattern which dominated women, children and slaves. Violence or the threat of

violence was often one of the methods of maintaining order and obedience.” It was

7> Mentzel, quoted in Shell, op. cit., p. 265.

76 Jemima Kindersley, quoted in Jackie Loos, Echoes of Slavery: Voices from South Africa’s Past, Cape Town,
David Philip Publishers, 2004, p. 1.

77 Mason, op. cit., pp. 112-117.

78 Ibid., p. 78; Shell, op. cit., pp. 252-254.

72 Shell, op. cit., pp. XXVi-XXiX.
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convenient to treat the slaves (both male and female) as ‘perpetual children’.8° Domestic
life during the VOC period was centred within the large kitchens of Cape-Dutch households
and intimate bonds of kinship were formed between owners’ wives and their slave women
and slave children. Shell posits that it was in the setting of the kitchen that some of the most

significant creole South African cultural material was incubated and fashioned.8!

Cape-Dutch children within these households were used to being brought up and served on
by slaves. Visiting travellers often remarked on the curious dynamics in the relationship
between a slave and his master’s children. Robert Percival quoted by John Edwin Mason,
states that early lessons learnt by the children of slave owners include ‘to domineer over,
and to insult the slaves, who are subject to all their whims and caprices. Observe the Dutch
children, and those of the slaves playing and mixing together, you will see the former at one
moment beating and tyrannizing over the latter, and at the next caressing and encouraging

them; so that from an early period they acquire an arbitrary and capricious habit of mind.’8?

The complex web of cosmologies, attitudes, dispositions, concepts and judgements of both
master and slave, formed on a personal level and saturated particularly within the nucleus
of the extended Cape family in the landscape of over one and a half centuries of slavery in
the Cape, have been trapped and perpetuated in thinking, conditioning, language and
consciously or subconsciously handed down and imbibed by every new generation of slave
owner and slave, master and servant, into the present.®3 Cape-Dutch families, whose
children grew up within the hierarchical and paternalistic dynamic of slavery, acculturated
to this way of life within one or two generations and knew no other way of life. As a cultural
group with a seeming ethnic bond fused by their isolation on the outer extreme of a foreign
continent, the Cape-Dutch collective world-view, formed according to their inherited social
position of domination, was to be preserved at all cost. From generation to generation,
conservatively and tenaciously, this world-view was handed down. The Cape-Dutch became
so accustomed and addicted to the dynamic of slavery and servitude that their progeny

continued to maintain this legacy through the following three centuries in various, if not

8 Ibid., pp.239-240.

81 Ibid., pp. 414-415.

82 Robert Percival, quoted in Mason, op. cit., p. 81.
83 Shell, op. cit., pp. 214-227, 414-415.
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diluted, forms.8* The Cape remained a slave society until the abolition of slavery in 1834 and
the slaves’ final release on 1 January 1838 after a four year period of apprenticeship.®> But
Shell goes so far as to say that according to Orlando Patterson’s definition of slavery, which
‘maintained that the most significant aspect of slavery was the social domination of the
slave’s personality by the owner’, twentieth-century South Africa could still be regarded as a

slave society.®®

The culture of the Cape was heavily influenced by slavery during the seventeenth and
eighteenth centuries; the slaves and their diverse cultures had a profound influence on the
music of the Cape as well as the language and culinary culture. Each new shipment of slaves
brought with them a fresh world of cultural heritage that influenced those around them, not
least by their musicality, their songs, their rhythms, their culinary sensibilities and their
language.?” Music seems able to endure the hardships of the most intense war and
destruction, attacks and persecutions on personal dignity and freedom and on entire modes
of material culture. Through the many generations of owners and slaves who, in the
majority cases, especially in the farmlands of the Cape, became acculturated to a
relationship of regular inhumane inequality and sometimes violence, music always had a
place, always persisted, was always there to bring hope, solace and joy to the persecuted,

both in the psalm singing and in secular and social dance music.®®

84 John Edwin Mason, ‘Fortunate Slaves and Artful Masters: Labor Relations in the Rural Cape Colony During
the Era of Emancipation, ca. 1825 to 1838’ in Slavery in South Africa: Captive Labor on the Dutch Frontier, E
Eldredge & F Morton (eds), Pietermaritzburg, The University of Natal Press, 1994, pp. 67-91. Mason states that
the ‘relationship between master and their fortunate slaves and their non-white servants defined the
dominant form of labor relations that the Voortrekkers took to the interior of South Africa.’, esp. p. 85; Mason
further states that the Voortrekkers had a ‘formidable’ record of holding on to aspects of servitude and racism,
stating that in this regard ‘their record as historical preservationists is impressive.’, esp. p. 87.

85 Mason, Social Death and Resurrection: Slavery and Emancipation in South Africa, op. cit., p. 30.

8 Shell, op. cit., p. 396.

87 Martin, Sounding the Cape Music: Identity and Politics in South Africa, op. cit., pp 69-79.

88 Martin, Sounding the Cape Music: Identity and Politics in South Africa, op. cit., p. 171; Martin states: ‘What
makes creolisation processes—especially South African creolisation processes—unique is that they generate
creations in conditions of oppression and violence, in spite of the subjugation and humiliation colonised
people have been submitted to.’; Loos, op. cit., pp. 7-15.
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Early Music and Dance at the Cape

In 1666, work began on the building of a stone castle, after the ‘earthen fort” build by Jan
van Riebeeck had collapsed in 1663. The Castle, as it stands today, was largely completed in
1674.2° The Castle was to become one of the most important venues for music and social
dances throughout the different periods of colonial rule, especially until the mid-1800s. The
building of the castle was achieved with labour of the imported slaves as well as artisans
and soldiers from countries all over Europe, particularly Dutch and Northern German, many
of whom were recruited into the VOC in Amsterdam, where ‘boarding-house keepers’ or

‘Seelensverkdufers [soul sellers] [...] doubled as labour touts for the VOC."*°

In 1664, according to the Company muster rolls, there were 178 Company employees or
officials and amongst these there was only one official Trumpeter and one official
Drummer.®? This fact does not necessarily exclude the possibility that amongst these
artisans, soldiers and sailors, there were many who could play diverse musical instruments
and functioned as unofficial players for the colony at the time. Jan Bouws proposes that
amongst these men were also good musicians who were able to play either the organ, the
harpsichord or harp, and the cittern or guitar.?> Other common instruments from this period
that were also played by the proletariat were the bagpipes and the fiddle, both of which
were closely associated with dancing and festivities.?> Bouws speculates that most ships in
the mid-seventeenth century had a contingent of buglers, drummers and pipers or fifers and

shawm players.®*

% Dooling, op. cit., p. 18.

% John Murdoch McGregor Imrie, The Military Band in South Africa, Cape Town, The South African Navy
Printing Press, 1976, p. 7; Dooling, op. cit., p. 18.

91 ‘Introduction to the Resolutions of the Council of Policy of Cape of Good Hope’, in Towards a New Age of
Partnership (Tanap),
<http://www.tanap.net/content/activities/documents/resolutions_Cape_of_Good_Hope/introduction_english
/31.htm> [accessed 29 July 2015].

2 Imrie, op. cit., pp. 7-8; Jan Bouws, Solank daar musiek is..:Musiek en musiekmakers in Suid-Afrika (1652-
1982), Kaapstad, Tafelberg-Uitgewers Beperk, 1982, p. 6.

93 Curt Sachs, World History of the Dance, New York, Bonanza Books, 1937, pp. 285, 326.

% Max Wade-Matthews, The World Encyclopedia of Musical Instruments, London, Anness Publishing Ltd.,
2010, pp. 144-152, 162-177; Bouws, op. cit., p. 6. ‘Evolution of the bugle: a very brief history of the trumpet
and the bugle through the eighteenth century’, in The Middle Horn Leader,
<http://www.middlehornleader.com/Evolution of the Bugle -- Section 1.htm> [accessed 1 June 2015]. In
regard to the phrase: ‘die trompetter het op sy beuel geblaas (the trumpeter sounded his bugle) ’. The natural
trumpet was certainly in use at this time for military purposes, whereas the buglehorn or flugelhorn as it was
earlier known, was only developed and introduced into military use in the mid 1700’s during the Seven Years
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Bouws also alludes to the function of municipal musicians, who were common in Europe at
the time and known as ‘Stadsfijfers’ in Holland, ‘Stadtspfeifers’ in Germany and ‘Waits’ in
England. Typically for the times, these multi-instrumentalists would be employed by the
VOC for similar duties in the colonies, which included announcing the new day, sounding
military signals and warnings for fire and danger.®> These musicians were renowned for
playing the shawm or schalmey (as it was named in Germany), and also known in England as
the Wait-pipes, the instrument having been so closely associated with the profession. It was
a loud double-reed, six holed, pipe of ancient Middle Eastern origin that would eventually
be modified into the hautboy in 1670 by Martin Hotteterre and in the late-eighteenth
century into the modern oboe, the name being an Anglicised version of the French

hautboy.%®

To further support the possibility of the function of musicians employed by a town, a city or
the VOC, Bouws quotes from D. F. Scheurleer in Het Muziekleven (1901) regarding the
wedding of Simon van der Stel to Johanna Jacoba Six on 23 October 1663 in Haarlem,
Netherlands, where “four “blasende en musiceerende” [loud blowing and musical] city
musicians from Amsterdam including the renowned Michiel Servaesz Nouts, added a sound
to the pleasant atmosphere at the couple’s departure to the church and on their return as
well as providing “tafelmusiek” [table music] at the midday and at the evening festivities’, a

practice that would become part of life at the Cape.®’

One of the earliest reports of a band or assemblage of musicians at the Cape, was on 14

April 1658 for ‘a semi-military funeral’ for a company official, the band comprising of ““Twee

War by all accounts. Many aspects of size, bore, and mouth piece shape differentiate the buglehorn or bugle
from the natural trumpet. Trumpets were known for fanfare use in the Middle Ages and subsequently from
the sixteenth century were adopted for use in military signalling mainly for the cavalry, while the drums were
used for the infantry. A fife is small side blown flute originally with six holes, modernised in America with more
holes and stops. Still used today for military type Fife and Drum bands. A pipe would likely refer to bagpipes.
% Bouws, op. cit., p. 6.

% Anthony C.Baines, and Martin Kimbauer, ‘Shawm’, in Grove Music Online, S. Sadie (Ed.), 2014,
<http://www.oxfordmusiconline.com.ez.sun.ac.za/subscriber/article/grove/music/43658> [accessed 26 July
2015]. The shawm is English for the German schalmey, an early double reed instrument which was parent of
the hautboy or oboe in English; Wade-Matthews, op. cit., pp. 42-43, 150-151; Richard Rastall, ‘Wait’, in Grove
Music Online, 2007,
<http://www.oxfordmusiconline.com.ez.sun.ac.za/subscriber/article/grove/music/29801?q=Wait&search=qui
ck&pos=18& _start=1#firsthit> [accessed 30 July 2015].

% Bouws, op. cit., p. 17. (Translation from the Afrikaans by the present author).
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Tamboeren” [Two Drums] and “Drie Trompetten” [Three Trumpets].”?® In the Cape,
trumpeters were highly regarded, received the same pay as non-commissioned officers and

allowed to wear a sword. In this way they were distinguished above the normal rank and

file.??

The ‘Fifes and Drums’ had for centuries been and was still in the 1650s, the main
combination for most ‘martial music’ in both England and Europe.® However, in 1663, the
French Army replaced Fife and Drums with ‘Hautbois’, using four for each Company. This
practice was later copied by the British Army, who were granted ‘the first official recognition

of a Military Band in England’ in 1678.1%1

Simon van der Stel, who became Governor of the Cape from 1679 to 1697, purportedly
‘attached much importance to “Pomp and Ceremony”, and in 1685, had a number of
additional musicians drafted to his military establishments, including extra trumpeters,
drummers and oboeists’.%2 In 1688 the arrival at the Cape of the French Huguenots,
‘brought with them first-hand information about this instrumentation that had become so
popular in Europe’. The trumpeters and drummers still remained central to the military
routines in the Cape, with the drummers sounding calls for sailors to return to their ships

before departure at high tide, and trumpeters playing the ‘Last Post’ at the Castle.03

These musicians, who served at the Castle, made up a military band of sorts. This band
functioned not only as a band for official military occasions such as funerals or the
welcoming of important officials to the Colony, but also for social occasions, such as
entertaining the Commanders and Governors in the evening before playing hymns and the
‘Last Post’.1%4 This multi-functionality of the musicians of military bands has played a key

role in the history of social music and dance throughout every era of the Cape, and will be

% Imrie, op. cit.,, p. 8.

% Ibid., p. 11.

100 ‘History: Celebrating British Fife and Drum Music’, in Corps of Drums Society, 2016,
<http://corpsofdrums.com/about/history/> [accessed 29 September 2016]. The Swiss military units are
credited with being the first to use fife and drums in battle from the fifteenth century on. The Swiss
mercenaries spread this practice across Europe. In the sixteenth century Henry VIII of England first introduced
fife and drums into the English Army.

0% 1mrie, op. cit., p. 7.

102 1pid., pp. 8-9.

103 1pid., pp. 8-9.

104 1pid., p. 9.
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shown in later sections of this historical chapter to have played an increasingly significant

role after the British rule began around the turn of the nineteenth century.

Instruments of the Period used in Dance Music

More than half a century prior to the settling of the Cape, the French dance master Thoinot
Arbeau, in his dance manual Orchesography (1588), referred to instrumentation used for
dance, listing ‘sackbuts, recorders, pipe and tabor, violins, transverse flutes, spinets,
hautboys and “toutes d’ instruments”, adding that dances might also be sung’.1% In England
in 1641, Charles the First’s band ‘consisted of eight hautboys and suckbuts, six flutes, six
recorders, eleven violins, six lutes, four viols and a harp’. William Chappell further states
that at this time, ‘[v]iolins had long been the favourite instrument for dancing, whether with
common fiddlers or at court.’% Viols had long been regarded amongst the aristocracy,
throughout the sixteenth century, to be more associated with ‘virtuous people’. The violin
(which was harder to play than the viol), was more closely related to the common three
stringed fiddle and was looked down upon by the artistocracy at that time.1%” The four-
stringed violin had been under development in Italy through the early sixteenth century: ‘By
about 1550, four strings had become standard and schools of violin making had been
established in Venice, Cremona and Brecia.” Contemporary to the settling of the Cape, the
great violin maker Antonio Stradivari (1644 to 1737) was born and worked in Cremona, Italy,
where he learned his art from Nicola Amati and further refined the violin to near

perfection.10®

105 Jylia Sutton, ‘Dance: Late Renaissance and Baroque; before 1630, in The New Grove Dictionary of Music
and Musicians, S. Sadie (Ed.), London, Macmillan Publishers Ltd., 2001, pp. 888—894; Antony C. Baines &
Helene La Rue, ‘Pipe and Tabor’, in Grove Music Online, , 2007,
<http://www.oxfordmusiconline.com.ez.sun.ac.za/subscriber/article/grove/music/21805?q=pipe+and+tabor&
search=quick&pos=1&_start=1#firsthit> [accessed 26 July 2015]. A combination of pipe and drum played by
one musician, consisting of a duct flute with three holes played with the left hand while the right hand plays a
snare drum with a drum stick. Mainly associated with music for dancing.

106 Wwilliam Chappell, The Ballad Literature and Popular Music of the Olden Time: A History of the Ancient Songs,
Ballads, and of the Dance Tunes of England, with Numerous Anecdotes and Entire Ballads; also, A short
Account of the Minstrels. Vol. 1 & 2, New York, Dover Publications Inc., 1965, p. 468.

107 Wade-Matthews, op. cit., p. 104.

108 Ipid., pp. 102-104, 122-123.
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The lute, a plucked and fretted stringed instrument which had been very popular in Europe
throughout the sixteenth century to accompany song and dance in a consort setting and as
a solo instrument, as courtly chamber music or in other intimate settings, was slowly being
replaced though the seventeenth century by the popularity of the Baroque guitar.'%° The
guitar had been under constant development from as early as the thirteenth century, when
it entered Europe in the form of the gittern through Moorish Spain. The gittern was
modified into the vihuela in Spain and Henry VIl is purported to have had four ‘Spanish
vialles’. The vihuela was associated with ‘courtly society, whereas the smaller four-course
guitar was used for popular music’ and developed as the Renaissance guitar in the fifteenth
century, to the point where it became extremely popular by the mid-sixteenth century

when ‘Juan Carlos Amat brought out the first edition of his tutor, Guitarra Espafiola.’*1°

The guitar and mandolin were to play an important role in Cape Malay music through the
twentieth century. The guitar is well documented early in the nineteenth century by Bouws,
but it is more speculative to ascertain when the mandolin became part of the Malay Choirs,
considering that the mandolin was well established in Europe in the seventeenth century
already. The guitar was to become ever more popular in all forms of secular music through
every epoch of the Cape until the present day. We find the first reference to a guitar
associated with the Cape, if a little tenuously, when Bouws reports that Simon van der Stel
could possibly have played music himself. According to records found by Dr. S Hart and
noted in a book by Dr. A. J. Boeseken, Simon van der Stel en sy kinders (1964), thirty year old
Van der Stel, around Christmas of 1670, visited the widow of a well-known luthier, Gerrit
Menslagen, and bought a Spanish guitar for twenty guilders. Bouws reflects on the possible

influence this could have had if Simon van der Stel had the guitar with him at the Cape.*!!

In the seventeenth century, both the lute and the five or six stringed guitar could facilitate
the playing of complex polyphonic music, were very light and portable and were very well
suited to vocal accompaniment and instrumental dance music. The Baroque guitar was by

design a simpler, hardier and more durable instrument for travelling in the harsher climatic

109 James Tyler, ‘The Four-Course Guitar and The Five-Course Guitar’, in The New Grove Dictionary of Music
and Musicians, S. Sadie (Ed.), London, Macmillan Publishers Ltd., 2001, pp. 554-563; Wade-Matthews, op. cit.,
pp. 128-130.

110 Wade-Matthews, op. cit., p. 118.

111 Bouws, op. cit., p. 18.
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conditions of the Cape, than the delicate and more fragile lute.'*? A smaller instrument of
the lute type was the mandolino, which was ‘descended from the medieval gittern’ and
developed to a greater sophistication in Italy. There is a possibility that some of these
instruments might have been brought to the Cape during the eighteenth century, also

considering the Portuguese influence in the East, to whom it was known as the bandolim.13

The banjo was brought to North America by African slaves as a gut stringed instrument with
a wooden neck attached to a skin covered gourd. Named alternatively a banjar, banjil,
banza, banjoe, bangie and banshaw, it was first reported in Martinique in a document from
1678. It was used by the slaves in the Southern States of North America to make their own
unique music, and it is reported that white men were using it as a prop for black faced
comedy in North America before the end of the nineteenth century.'* The first well known
white musicians to perform on the instrument were Joel Walker Sweeney and his Sweeney
Minstrels and Billy Whitlock with Daniel Decatur Emmett and the Virginia Minstrels from
around the 1830s and 1840s respectively.'*> The banjo became increasingly popular through
the 1800’s to the point where there were 10,000 banjos in Boston alone in 1866.11®

Blackface minstrelsy had become central to American popular entertainment by this time.’

Thomas Dartmouth Rice took blackface minstrelsy to Britain in 1836, introducing a genre
that would have a strong American influence on Music Hall entertainment through the

nineteenth and twentieth centuries in Britain.'8 The banjo would become popular in Britain

112 James Tyler, ‘The Guitar’, in The New Grove Dictionary of Jazz, 2nd Edition, Chapter 4,
<http://www.oxfordmusiconline.com.ez.sun.ac.za/subscriber/article/grove/music/43006?q=the+guitar&searc
h=quick&pos=6&_start=1#firsthit> [accessed 13 July 2015].

113 James Tyler, ‘The Mandolin: Mandolino’, in The New Grove Dictionary of Music and Musicians, S. Sadie
(Ed.), London, Macmillan Publishers Ltd., 2001, pp. 737-743.

114 Bill Reese, ‘Thumbnail History of The Banjo’, in Blue Grass Banjo, 1998,
<http://bluegrassbanjo.org/banhist.html> [accessed 11 July 2015]; Jay Scott Odell & Robert B. Winans, ‘Banjo’,
in The New Grove Dictionary of Music and Musicians, S. Sadie (ed), London, Macmillan Publishers Ltd., 2001,
pp. 660—-665.

115 veit Erlmann, African Stars: Studies in Black South African Performance, Chicago, The University of Chicago
Press, 1991, p. 27; Reese, op. cit., pp. 1-2; Wade-Matthews, op. cit., p. 131.

116 Reese, op. cit., p. 3.

117 Gage Averill, Four Parts, No Waiting: A Social History of American Barbershop Harmony, New York, Oxford
University Press, 2003, pp.33-39.

118 ‘Blackface Minstrelsy in Britain’, in Source: Folk Music Journal, vol. 9232129, 2009,
<http://www.jstor.org/stable/25654177> [accessed 27 September 2016]; Wade-Matthews, op. cit., p. 118.
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from this time on and British instrument makers became active in producing models for the

British market such as the six string banjo from the late nineteenth century.!t®

It is highly likely that the banjo first made its appearance in the Cape with some of the early
minstrel troupes to tour the Cape, such as the first performance in South Africa in 1848
bythe ‘Celebrated Ethiopian Serenaders’, but fourteen years later the instrumentation
reported to be used by ‘The Celebrated and Original Christy’s Minstrels’ who performed at
the Theatre Royal in Harrington Street, Cape Town on 20 August 1862, was ‘two violins,
violincello, bones and tambourines.”*?° We have a record of the banjo being used on Friday
4 January 1878 by E. H. Harvey and The Ethiopian Opera Troupe in the song ‘He always
came home to tea’.!?! The banjo, introduced to the Cape from North America sometime in
the mid-nineteenth century via touring blackface minstrel troupes, would go on to become
the leading harmonic and rhythmic instrument for accompaniment to Ballroom dance music

in the Cape through most of the twentieth century.

European Dances and Dance Music of the Period

Dance and dance music has a vast and varied history. Briefly covering the period of
European dance history just prior to the settlement of the Cape will establish possible
conclusions to a speculative history of European-derived dance and dance music at the Cape
from this time, which were certainly modified to some degree over time by local ethnic
sensibilities, from every slave’s national dances to Khoikhoi circle dances with their
particular rhythmic sensibilities and movements.'?? From the time that French troops

arrived at the Cape in 1781 more information on dancing from travellers and writers began

119 0dell & Winans, op. cit., pp. 660-662.

120 Martin, Coon Carnival: New Year in Cape Town, Past and Present, op. cit., pp. 79-81.

121 1bid., p. 83.

122 1pjd., pp. 58-61; Matilda Burden, ‘Die Herkoms en Ontwikkeling van die Afrikaanse Volksdans’, MA Thesis in
Literature and Philosophy, Dept. of Afrikaans Cultural History, Stellenbosch, Stellenbosch University, 1985, pp.
29-35.
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to appear.1?3 Dancing masters and dancing teachers became part of the social fabric of the

Cape from the nineteenth century onwards.?#

The importance of this section is also to show how aspects of the dances that were
maintained in Ballroom dancing at the Cape well into the twentieth century had earlier
origins and were quite likely present throughout many eras of Cape history. One example is
the Train (or Grand Chain), which had always been a part of peasant choral dancing, as well
as appearing in early Ballroom dances. It was still to be found in the Grand Chain of the
Square Dance sets of Cape Ballroom dances through the twentieth century, in particular the

Quadrille, the Lancers, the Commercials, the Pageant Quadrille and the Second Set.'?®

According to Nicholas Temperley, ‘[d]ancing was a pastime enjoyed by all classes of society,
except those who disapproved of it on religious grounds...”.*?¢ In 1652 when the Cape was
first settled, dance in Europe, as it had been for centuries, was a part of every social setting,
from the rough and tumble country dances and the round or choral dances of peasants to
the highly refined Ballo of the aristocracy, as well as dance of the theatre.*?” Although it had
been an aspect of theatre throughout the Middle-Ages, theatrical dance was developed to
immense sophistication in France by Louis XIV, ‘the Sun King’, during the seventeenth

century in the form of early ballet and also opera productions.'?®

The courtly dances are reported to have been a fairly universal language amongst the
nobility in the Courts of England and Europe, the music and dance having been performed
and taught by the Minstrels in England, Jongeleurs in France and Minnesingers in Germany,

who were the keepers and curators of the music and dance culture for the aristocracy

123 Burden, op. cit., pp. 27-28.

124 Jan Bouws, Die Musieklewe van Kaapstad 1800-1850: En sy verhouding tot die Musiekkultuur van Wes-
Europa, Kaapstad/Amsterdam, A.A. Balkema, 1966, pp. 136-148.

125 5achs, op. cit., p. 422; ‘M.C.’s Practical Guide’, the Willie Jales Collection. Refer to Figure 4, p. 85.

126 Nicholas Temperley, ‘Ballroom and Drawing-room Music’ in The Athlone History of Music in Britain: The
Romantic Age 1800-1914, Nicholas Temperley (ed), London, The Athlone Press, 1981, pp. 109-134, esp. p. 109.
127 sachs, op. cit., pp. 278, 328.

128 R Harris-Warrick, ‘Dance: Late Renaissance and Baroque; 1630-1730’, in The New Grove Dictionary of Music
and Musicians, S. Sadie (Ed.), London, Macmillan Publishers Ltd., 2001, pp. 893—895.
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throughout these regions.'?° The folk dances of the proletariat, on the other hand, were

very regional and very varied.3°

In his World History of Dance, Curt Sachs devotes more than 25 pages to elaborate a few
theories regarding the interrelatedness of courtly and peasant dances in Europe in what he
names ‘The Minnesinger Period’ (up until the fifteenth century). Sachs states that ‘we
should not, as is often done, distinguish socially between the courtly “dance” and rustic
“choral round,” even if the villager occasionally imitated a hovetdnsel (court dance) and the
knights were fond of joining in the choral round.” The difference lies rather in the ‘manner in
which the dances are executed.” Sachs proposes that the peasants would ‘give themselves
up’ to the ‘motor and sensory enjoyment with unrestrained exuberance and passion’,
whereas the Knights, in this era of courtly romance or cortezia, would ‘polish and restrain’,

bringing ‘charm, grace, and tenderness to the love play in the dance.’

Sachs further illustrates by way of two old German words, Reigen (choral circle dance) and
Tanz (couples dance), how these two forms were ‘[t]he alternation of the procession and
pantomime within the same dance.” Sachs shows that the choral dance was most often
accompanied only by singing, which ties in very closely with local practices today amongst

the Coloured people, for instance in the Pinkster church environment.!3!

The ‘procession’ of the choral would often move into a train with all joining hands. The
‘pantomime’ or Tanz aspect was usually accompanied by instrumental music played on the
fiddle or pipes and would be associated with dancers braking into couples where
movements and play would tend more towards wooing and sexual advances. Amongst
peasants this would be boisterous and energetic, whereas with the nobility it would be
subdued and refined. Sachs points out that most of the dances of the fourteenth, fifteenth,
and sixteenth centuries could be classified as either ‘processional’ or ‘pantomimic’. The

processional was derived from the ancient chorale or round dance and the pantomime was

129 5achs, op. cit., p. 297. ‘Almost every minstrel had his own copy of the Landla tunes familiar to him. He
guarded them jealously, as they had been handed down from generation to generation. These notes could be
correctly deciphered only by an expert, however.’

130 |ngrid Brainard, ‘Dance: The Middle Ages and Early Renaissance’, in The New Grove Dictionary of Music and
Musicians, S. Sadie (Ed.), London, Macmillan Publishers Ltd., 2001, pp. 883—888, esp. p. 884.

131 5achs, op. cit., p 286; Dunseith, op. cit., pp. 40-42.
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an elaboration of the peasant couples dances. The true pantomimic aspect of the couples’

dances slowly faded away through the fifteen and sixteenth centuries.!3?

The Square Dances that were danced at the Cape through the nineteenth and twentieth
centuries maintained within them versions of the procession and pantomime in the Grand
Chain and the Passies respectively.!33 Most of the Square Dance sets that were danced at
the Cape in the twentieth century ended with the Grand Chain, and the Passies was the
second figure of the Quadrille.'3* The Passies was pantomimic in that it was the figure of the
Quadrille that gave dancers freedom to do their own steps and playful acting or fun

movements, although interlacing of the arms was an integral part of the figure. 3>

Folk dances, through the transmission of the Minstrels, were the major source of inspiration
for new dances that were introduced into the courtly dance repertoire.'3¢ In the early-
fifteenth century the role of Minstrels as keepers of culture, dancers and balladeers for the
Courts, was steadily changing eventually transforming into the role of the dancing Master.
Sachs has this to say about this time: ‘Dance teacher, dancing master — this is a new picture
[...]. The time is past when everybody could dance from natural inclination and learned the
unwritten rules from observation and participation. The spontaneity is gone. Courtly dance
and folk dance are separated once and for all.”'3” By the time of the Baroque period
numerous sophisticated dance manuals had been written by dancing Masters from various
courts across Europe. Dancing Masters across Europe would eventually move down through
the upper-middle class after the turn of the nineteenth century and the French Revolution,
to the middle class into the nineteenth century and eventually moved towards teaching all
classes, as Balls became increasingly more accessible to all strata of society in the early

twentieth century across the Westernizing world.32

132 53chs, op. cit., pp. 266-298.

133 pid., pp. 163, 275-280, 414, 422-424,

134 “M.C.’s Practical Guide’, the Willie Jales Collection. Refer to Figure 4, p. 85.

135 5achs, op. cit., pp. 414, 422; Joe Schaffers, interviewed by the author, 28 September 2016. The Passies
could derive from an Anglicized use of the French pas which means step but is pronounced without the S, as in
pas de gavotte. It could relate to the (German) Allemande where according to Sachs, ‘the so-called passes’ are
‘graceful interlacing of the arms’.

136 Sachs, op. cit., pp. 292-298.

137 Ipid., p. 300.

138 Richard Powers, ‘A Brief Histroy of Social Dance’, in Social Dance Stanford Edu., pp. 2-8,
<https://socialdance.stanford.edu/Syllabi/dance_histories.htm> [accessed 15 July 2015].
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By the sixteenth century, the Branle and the Moresca were danced by the common people
with abandon, but unknown to the nobility who were required to dance with dignified
reserve in keeping with their station. The Moresque, Moresca or Morris dance was very
widespread in Europe through the Renaissance period and had three types: the solo
Moresca with exotic movements, the sword or stick dance and the miming Moresca where
masks could be worn or faces painted. Sachs purports that ‘[t]he Moresque is the most
frequently mentioned of all the dances of the fifteenth century.”*3° Chappell sites the Morris
dance (called in Dutch Engelsche Klocke-Dans), in three collections published in the
Netherlands and entitled Bellerophon, of Lust tot Wyshed (Amsterdam 1622),
Nederlandtsche Gedenck-Clanck (Haerlem 1626) and Starter’s Friesche Lust-Hof (Amsterdam
1634).1%0 This illustrates in some manner the inter-relatedness of English and Dutch music
and dance culture in the mid-seventeenth century through printed music, with London as a
major centre for the production of printed music and manuscripts and therefore exercising

a strong influence on Dutch publications.'4!

After 1560, the Galliard came into prominence in the courtly repertoire. It was characterised
by virtuoso footwork, high kicks, pirouettes and beats or ‘capers’ where ‘young men dazzled
their ladies [...]".1*? Popular dances which were to be found in the dance manuals were the
Allemande or Tedesca, the Branle or Brawl, the Canary or Canario, the Courante or
Corrente, the Galliard or Gagliarde, the Tourdion or Tordiglione, the Volta or Volte, the

Pavan or Pavaniglia, and the Saltarello.14?

Orchestrated instrumental music which was not specifically composed for dancing but more
for listening, became very popular in the Baroque period during which the Cape was settled.
This music included many of the prior courtly dances in the form of a suite, namely: Pavane,
Gavotte, Canarie, Galliarde, Bourree, Sarabande and Gigue. A few of these dances were
maintained as popular dances during this period. These included the Passepied, the

Gavotte, the Bouree and the Courante, which ‘dominated the social dances’ through the

139 Sachs, op. cit., p. 33; Brainard, op. cit., p. 887.

140 chappell, op. cit., p. 283. The Klocke refer to the bells which Morris dancers used around their ankles.

141 Elise van der Ven-Ten Bensel, ‘Dutch Folk-dances’, in The Journal of the English Folk Dance Society, vol. 2,
1931, pp. 1-8.

142 Brainard, op. cit., pp. 883-885; Sutton, op. cit., pp. 887-889.

143 sytton, op. cit., p. 893.
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early 1600s but was replaced by the Minuet by the late 1600s. The Minuet was to become

the most popular and longest lasting of these dances.

At masked balls dancers had more freedom and ‘more theatrical’ dances were permitted,
such as the Sarabande (which hailed from Spain), the Gigue, the Loure, the Rigaudon and

the Chaconne.1#4

On 10 March 1650, John Playford published his The English Dancing Master, which
‘continued through 18 editions until 1728’: testament to the popularity of these dances and
tunes and their becoming accessible to the general proletariat through printed
manuscripts.'*> In 1684, the French Court embraced English country dances and soon
refined them to their own tastes, after which they became known in French as
‘Contredanse’ which quickly spread all over Europe.'*® By the late seventeenth century,
together with the Contredanse, the Minuet became the most popular dance and continued
as such in aristocratic society until the end of the eighteenth century.**” The Minuet was
primarily an elegant dance for a single couple and was danced to a triple beat rhythm in %
time to a moderate tempo. Essentially the English country dances or Contredanse were
danced in the Longways form with all the members of the ball in two lines, men on one side
and women on the other. The Contredanse Francaise eventually came to be called the
Cotillon, involving ‘two or, more often, four couples’ dancing in ‘a square formation.’** The
two dances must have complimented each other, the Minuet being more dignified and
refined and the Contredanse being more communal and potentially more lively and

boisterous.1?

The English country dances and the Cotillon would move further into the world of the upper
middle classes and would eventually metamorphosize into the Quadrille, persisting through

the nineteenth century and late into the twentieth century and becoming central to social

144 Harris-Warrick, op. cit., p. 895.

145 Chappell, op. cit., p. 423.

148 Harris-Warrick, op. cit., p. 895.

147 Sachs, op. cit., pp. 391-398; Rebecca Harris-Warrick, ‘Dance: 1730-1800’, in The New Grove Dictionary of
Music and Musicians, S. Sadie (Ed.), London, Macmillan Publishers Ltd., 2001, pp. 899-901.

148 Harris-Warrick, ‘Dance: 1730-1800’, op. cit., p. 899.

149 Harris-Warrick, ‘Dance: Late Renaissance and Baroque; 1630-1730’, op. cit., p. 895; Harris-Warrick, ‘Dance:
1730-1800’, op. cit., p. 899.
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‘Langarm’ dancing in the Cape as Square Dance Sets.'®° The older members of ‘Langarm’
bands still remember the ‘Squares’ being danced in Cape Town as recently as the end of the
1970s. Willie Jales, founder and leader of ‘Willie and the Starlites’, in a personal
communication from 2005, reported the following concerning the final demise of square

dancing in the Cape:

Then in the sixties when | started my band, we played two squares per night, one before
interval and one square after interval. Then we cut out the one before interval, then we had
one square after interval. In the early seventies, the bands played no more squares. It just
whoops [...] because there was no more leaders around to play. People in the hall was [sic]
getting younger and younger and they don’t know how to dance the square [...] — they think
it’s just about jolling [moving around/having a good time]. You just can’t [...] — you must
listen to your leader.?>!

Currently, at ‘Langarm’ events in the Cape, although the Square Dances have disappeared,
the modern equivalent of the English country dances or the Contredans has reappeared in
the form of the Line-dance, which has come to the Cape from the United States of America
where, in the last thirty years, the Line-dance has had a resurgence of popularity in the

Country Music scene.

Slave Musicians: The Musicians of choice at the Cape

In 1676, only twenty four years after the settling of the Cape and only eighteen years after
the first shipment of slaves to the Cape, the then Governor of the Cape, Johan Bax van
Herenthals, was reported to have had a ‘slave orchestra’.1>? We also find a report in Bouws
relating to 1676, which relates how Abraham van Riebeeck (the son of Jan van Riebeeck),
described an occasion where ‘tafelmusiek’ [table music] was presented by a black
yardmaster who played on the harp, a young slave who played on the lute and a soldier who
enjoyed musical exchanges with them on the violin. Abraham van Riebeeck, who was also a

proficient amateur musician, remarked that the black harpist who played the piece and the

150 Andrew Lamb & Helen Thomas, ‘Dance: 19th Century’, in The New Grove Dictionary of Music and Musicians,
S. Sadie (Ed.), London, Macmillan Publishers Ltd., 2001, pp. 901-902.

151 willie Jales, interviewed by the author, 18 November 2004.

152 Gerald L. Stone, The Coon Carnival, Cape Town, University of Cape Town, Abe Bailey Institute of Interracial
Studies, 1971, p. 2, quoted in Denis-Constant Martin, Coon Carnival: New Year in Cape Town, Past and Present,
p. 58.
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prelude masterfully, played without a note out of place. After leave the Cape, Abraham van
Riebeeck related how the farewell banquet hosted by Johan Bax van Herenthals was
concluded as usual with music and dancing. Bouws explains that although there were
relatively few high-ranking VOC officials, their society required some musical abilities, and
they were role models for the lower ranking members of the colony. It was seen to that

their children were schooled in music, often by private teachers.'>3

Bouws relates another example from the eighteenth century concerning Joachim Nikolaus
von Dessin (1704-61) who was the secretary of the Weeshuis and kept a slave orchestra.
Bouws relates how he bought a slave who could play the flute, the oboe and the horn and
that in his upper room he kept the instruments for his slave orchestra: two trumpets, two
horns, two violins, a bass viol and an oboe.*>* Bouws states categorically that through the
time of the VOC, dancing was especially popular at the Cape and that it was mostly slaves or
free black servants who played the dance music.’>> From the earliest times it is clear that
the slaves were able to entertain their masters with tunes during mealtime, with
‘tafelmusiek’ after the European and particularly German fashion of the times, and also with

dance music that was often in demand.1%®

Although detailed descriptions of musical practices throughout the seventeenth century are
scarce, we can glean from where the narratives emanated, that the slaves picked up the
music of their masters very quickly by ear and with so much natural talent that they were
able to master the European instruments and music within a very short time. This mastery
of the slaves over European music became a well-established trope of the eighteenth and

nineteenth century travel writers.

It should be born in mind that the first generation of slave children growing up in the
intimate domestic proximity with their masters and masters’ children would be thoroughly
acculturated within their generation into the surrounding or dominant culture. Being

exposed to songs or musical instruments from a very young age, they would eventually

153 Bouws, Solank daar musiek is..:Musiek en musiekmakers in Suid-Afrika (1652-1982), op. cit., pp. 11-12.
(Translated from the Afrikaans by the present author).

154 Ibid., p. 12.

155 Ibid., p. 14.

156 Imrie, op. cit., p. 9.
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become even more versed and proficient in the music of their new home culture than their

parents’ generation.’ Shell writes:

Slavery brought different people together, not across the sights of a gun, as on the frontier,
but in the setting of the home. Each slave was exposed to each owner and each settler to
each slave on a very intimate footing. There was in fact, a common reciprocal legacy, which
one day might be considered more important than the unfair, but temporary and wholly
worldly advantages that the slave owners enjoyed through slavery.'*®

These musical practices of the slaves would continue through every successive generation to
become part of the musical culture of the Coloured population of the Cape. Their position as
musicians and entertainers of choice was to become a trend which has evolved and
flourished through all the different eras of social music and dance at the Cape and was
central to the role that the ‘Langarm’ dance bands of the twentieth century played within
the local social milieu. This trend has also evolved into many varied and current musical
practices to be found in the Cape today, including Christmas Bands, Malay Choirs,

Nagtroepe, the Klopse, and Cape jazz bands.*>®

The rhythmical development of these genres has resulted in what is today known as the
ghoema rhythm of the Klopse or Coons, the vastrap of the ‘Langarm’ bands and in general
the ‘Cape beat’.1®® This vastrap-ghoema rhythm-complex has had a profound and lasting
influence on popular modern and urbanized indigenous music in South Africa, including the
Kadriel, the Vastrap, the Polka and the Settees of Boeremusiek, the vastrap rhythm of the

Square Dance Sets of the ‘Langarm’ bands, Tiekiedraai, Marabi, Mbaganga, Township Jive,

157 Shell, op. cit., p. 415. Shell states that, ‘it is towards this amalgam of human relationships, however difficult
it may seem, that the historian must force readers to focus their thoughts. Another generation might find the
trace elements, no matter how small, of a single domestic creole culture within the otherwise starkly stratified
and bifurcated slave society of early South Africa.” Therefore a future micro study of acculturation could be
most enlightening, using psychological models, in order to understand how quickly acculturation occurs in the
course of one generation and to ascertain in relation to children growing up in a new culture, how much
influence the parents’ culture might have on mediating that acculturation and what influence the domestic
and ‘home’ environment of the slave/servant might have on their own children as they grow up within it.

158 pid., p. 415.

159 Martin, Coon Carnival: New Year in Cape Town, Past and Present, op. cit., pp. 171-181.

160 Colin Howard, ‘The “No-persons”: An Investigation into Aspects of Secular Popular Music in Cape Towr’,
Masters Thesis (Unpub.), University of London, 1994, p. 36.

34



Stellenbosch University https://scholar.sun.ac.za

Township Swing, South African Jazz and modern popular genres like Kwaito and African Pop

such as the latest Afro House by DJ Ganyani or Thato Ngubs.'6!

Religion at the Cape: Calvinism’s effects on Slave and Master

In order to imagine possible scenarios of social music and dancing at the Cape in the
seventeenth century it is necessary to consider the social and religious trends of the day in
Europe, and the Netherlands in particular. The state religion of the United Republic of the
United Netherlands in 1652 was Calvinism. Roman Catholics were marginalised, as were
Jews and other religious groups who resided together in small enclaves in towns. There
were so many Protestant groups with differing ideologies that it made religious intolerance
impracticable, but there was a definite divide between the Remonstrants and the Contra-
Remonstrants who were the more conservative. The rigidity of the Calvinist outlook
wherever it was to be found in Europe, led to a pious stance towards Baroque culture and
music. Early Calvinists frowned on instrumental music and only condoned vocal music for
worship.1%? Contrary to this conservative religious bent and paradoxically for a Calvinist
society, the Dutch in the Golden Age (1620 to 1670) were extremely tolerant of advanced
thought in Philosophy and the Sciences and many well-known academics found a fertile
environment to pursue their work in the Universities of Leiden, Rotterdam and Amsterdam.
At this time social status was clearly linked to the accumulation of wealth and the nobility
were hard pressed to keep pace with the opulence of the wealthy merchants who were also

able to buy their way into the aristocracy with a title and a Coat of Arms.63

It is therefore highly probable that both conservative and reformist elements were present
in the new Dutch colony at the Cape; however, what is certain from historical accounts and
records, is that the Church and reformed Protestantism were central to the new colonial

community and the axis around which the new slave-based society revolved. Robert Shell

161 Jonathan Eato, ‘Serve with Curry and Rice: The Ghoemeization of Jazz at the Cape’ in Coloquium
Stellenbosch Conservatorium, Stellenbosch, 2013, pp. 9-12.

162 Albert Dunning, ‘Calvin’, in The New Grove Dictionary of Music and Musicians, S. Sadie (ed), London, s
163 Sommerville, op. cit.,

<https://faculty.history.wisc.edu/sommerville/351/351-08.htm> [accessed 15 June 2015]; ‘History of the
Netherlands’ op. cit., <http://www.historyworld.net/wrldhis/PlainTextHistories.asp?ParagraphlID=ifb>
[accessed 15 June 2015].
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