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Abstract 

My research focuses on the intersection of jazz and alternative education as forms of 

resistance within the context of South African defiance. I situate this focus within anti-

apartheid resistance that took place in the late 1980s, this period was shaped by heightened 

apartheid violence and repression. I focus on the movements of People’s Education for 

People’s Power and jazz which aligned with People’s Power ideology, extending to 

People’s Culture. I show how people responded to this energy of repression through 

radical innovation and creativity in jazz and pedagogy. The notion of creativity I reflect on 

is situated in a context of sustained and revolutionary activism, where people utilised and 

developed all the tools at their disposal for liberation. In this thesis I explore the history of 

values of learning in South Africa, informed by the contexts of both oppressive 

educational regimes and student movements of resistance to investigate the visible links 

between jazz and pedagogy. To do so, I lean on and further develop the concepts of 

sovereignty, heterotopia, and non-linear convergences that demonstrate the ideological, 

material, and temporal links between jazz and pedagogy. Through engaging with archives 

of resistance, pedagogy, and sound, I identify a shared thisness in both jazz and People’s 

Education: thisness being a quality and density of a specificity, expressed in the form of a 

time, an object, a person, a song, a collective or historical moment. Through identifying 

the shared characteristics of pedagogy and jazz in a South African context, I develop a 

curriculum that leans on the curriculum style of People’s Education for People’s Power, an 

education movement with political roots countering inferior education for Black 1students, 

prioritising community engagement and creative methods of teaching. I identify a learning 

quality in jazz, especially when played within a political awareness, which aligns with 

popular education movements. The ability of jazz to construct a culture and create and 

support political spaces, I argue, is found in pedagogy. Through noting the pedagogical 

possibilities of jazz, grounded in a transgressive sense, I investigate how jazz facilitates 

learning moments. Identifying the connection between popular education and jazz in this 

project offers a creative approach for developing imaginative and community-oriented 

 
1 In this thesis I capitalize Black in reference to race, the word written with a lowercase b in my opinion denotes 

a noun or description, as well as a construct. Whereas Black capitalised infers racial identification, Zimitri 

Erasmus – author of Race Otherwise: Forging a New Humanism for South Africa writes, “Black, capitalised and 

without inverted commas, refers to the global political identification on the part of individuals and collectives 

who are constructed and classified as black.” Zimitri Erasmus, “Blackness, Oceans and South Africa’s Colonial 

History Are at My Family’s Core,” The Conversation, September 12, 2017, accessed March 10, 2026, 

https://theconversation.com/blackness-oceans-and-south-africas-colonial-history-are-at-my-familys-core-83909. 
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pedagogy. I demonstrate that curriculum and learning in the late 1980s prioritized 

community engagement and the development of students who are independent thinkers 

and so I offer a possibility on how teaching and learning in different temporalities and 

political contexts can be bridged through identifying shared needs of transformation and 

sharing creative modalities of teaching.  
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Introduction 

What can I learn to understand what must be done?2 

How I came to this work: Generational Influence and Overlaps in Time 

Education for liberation is close to me as my mother was connected to this struggle, so 

I hold ideas of what this time looked like and what kind of energies were cultivated. 

My curiosity stems from these speculations, and they are a catalyst for this historical 

exploration and for understanding my mother’s history more deeply. My mother, 

Vanessa Brown was a high school teacher at Kasselsvlei Comprehensive High School 

in Bellville South in the late 1980s, which is also less than 2 km from the house I grew 

up in. This temporality and location have therefore informed my understanding of the 

past, and the legacy of apartheid. She was arrested in her classroom in 1988, while she 

was teaching history – it only struck me after I began writing my proposal that her 

history led me to this thesis. I realised that my curiosity as a child and many 

unanswered questions of why she would be arrested for teaching, what prison is like 

and my confusion of how apartheid violence could be justified led me to research 

People’s Education.3 Reflecting on my choice of research focus, I was attempting to 

make sense of the details I could imagine with the limited answers I was given to these 

questions. There is an added layer of (retro)perspective positioning in this thesis as: My 

sister, Kelly-Eve Koopman wrote a creative non-fiction book through the lens of her 

family relationships. I found a passage about this People’s Education history relating to 

my mother. This extract shows the deeply emotional aspect of People’s Education and 

the brutality of apartheid, encapsulated by my sister:  

 It was during the school strikes, she says: “We wanted to keep the kids in school even 

during the strikes, they weren’t safe on the streets, so some of us had what we called 

People’s Education.” This was a retaliation against Bantu Education and a key 

component of the student struggles of the 1980s. The strategy relied on teachers, 

workers, communities to co-develop a counter-hegemonic educational structure that 

would lay the foundation for students in the future South Africa. This was what my 

mother believed in. And this is what she was doing when the boere invaded the 

school, brutalised some of the students and teachers, as was usual practice, declared 

her teaching materials treasonous and dragged her off to prison. 

 
2I have asked myself this guiding question in my thesis: this is the grounding for my conceptual framework and 

theoretical exploration and the rationale for my research project. 
3I capitalize People’s Education because it refers to the formalised movement, developed from the overlapping 

energy of people’s power – which embodied an ideology of resistance.  
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She laughed at one of the police officers who was almost moved to tears that she 

could possibly insult the brave South African troepies laying down their precious 

white lives for the nation, because of a poster on her wall that suggested that the 

border wars were an affront to freedom. Whenever my mother speaks of her activism, 

she speaks of it by referring to her students, to those younger and more vulnerable 

than she was, although she was a young woman, younger than I am right now. She 

was barely in her mid-20s, experiencing her first love, her first real job along with her 

first arrest and no doubt her first fears of death. 

 

It was during the State of Emergency when political prisoners could be held without 

being charged and without a trial. And of course, the government was under no 

pressure to notify people’s families of the comings and goings and lives and deaths of 

prisoners. My mother was rounded up with a male comrade, hosting a similar 

People’s Education session in his classroom, and another woman teacher. A teacher 

who was not political at the time but who my mom says attempted to protect some of 

the children at the school who were easy targets. 

 

Many of them, suspected to be young radicals, had been mauled or killed by these 

tyrants in uniform. When my mother speaks specifically about the trauma of this time, 

she does not speak about the prisons, or the raids or protests. She speaks about all the 

funerals. The carrying of the coffins of children, and how she and other teachers 

linked arms to form a human chain at once holding back and holding on to swelling 

crowds of youth, screaming, crying, as more and more joined the crowds to the 

cemeteries. Praying that a funeral wouldn’t turn into a bloodbath as the police force 

stood ready to shoot at the procession of crying, angry mourners.4 

This project aims to put jazz and pedagogy into conversation with each other, to broaden 

scope of where a pedagogy sensibility and jazz sensibility can be found in South African 

histories of resistance. I focus on People’s Education in the 1980s and jazz spaces which 

aligned with People’s Culture – developing an argument for these convergences through 

identifying the shared energy of resistance, creativity and sovereignty. Through 

highlighting the relationship between jazz and education, the ideological underpinnings of 

alternative education ideology and action is opened wider. My aim in exploring the 

relation of jazz to pedagogy is to help think through the social mechanics of the 1980s 

through a convergence of education and jazz as well as provide a framework for 

interrogating where a jazz sense might be found in education movements and curriculum. 

Through this I also offer a conceptual approach to identifying converging moments of 

transgression or subversiveness in political movements. I find this method to be useful in 

making sense of the layers of converging ideas and energy in resistance movements. I 

considered how to represent the expansive interactions in resistance movements and 

 
4 Kelly-Eve Koopman, Because I Couldn’t Kill You: A Memoir (Johannesburg: MF Books Joburg, 2019). 
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identify the smaller moments of triumph within these movements. The expansiveness of 

archives prompted this thinking: I considered the rich metadata of one movement or 

historical period, and how much history each archive holds and applied this metaphor to 

activist spaces I have occupied and observed (through storytelling and being on the 

periphery).  

There are many overlaps and potential convergences of methods of resistance and shared 

goals that we are missing, and I believe that there are many who would like to share these 

stories – broadening opportunities for cross-generational learning. Through this method of 

identifying converging energy of resistance and education, the scope of jazz as a tool for 

resistance can be broadened to exist in many spaces and conceptualised as a specific 

method. This research placed me in a strange position, as constructing a project through 

which I hope to facilitate inter-generational conversations, having ties to the past but still 

relying on archives and speculation to inform my understanding of this time and my 

mother’s history. I constructed my idea of what People’s Education was as a child and 

conjured up images of the classroom, the school children, and the prison. I continue to 

hold these imagined images in my mind, and they help to supplement the literature I 

engage with and situate the jazz which informs this work. This imagining was also a 

deciding factor for the curriculum and use of creative methods – to try and replicate 

People’s Education material, to get a feel for the time.5 I needed a way to encapsulate the 

time “warp of this thesis and the different temporal positions I found myself, and I found 

freedom in the curriculum. My interest in learning materials/teaching tools was also 

formative in my research topic, I am drawn to material which reflects history in a way that 

can be engaged with and remixed (posters, art, newspapers, periodicals) the written 

component of this thesis was as important to me as the curriculum. I am also interested in 

time and the idea of time travel through history and material. I approached the project 

knowing that I wanted to create something material/creative, and so choosing the People’s 

Education archive offered an opportunity for me to borrow from creative curricula and the 

nature of the movement being “in progress “to experiment. Once I told my mother about 

 
5How can we control our own time and create new cultural, healthier time orientations? How can we encode 

new temporal algorithms? What does it mean to dismantle the Master’s clock, physically, spiritually, 

psychologically, cognitively? How do we access and take back control of communal memory? How do we 

begin to map our return to our future? Rasheedah Phillips, comp., Black Quantum Futurism: Space-Time 

Collapse I: From the Congo to the Carolinas, ed. Dominique Matti and Rasheedah Phillips (Philadelphia: Afro 

Futurist Affair/House of Future Sciences Books, 2017), 28.  
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my research, she allowed me access to People’s Education books, curricula and other 

documents of her own which I had not known existed, which I spent time archiving. This 

tactile process of archiving and unearthing was instrumental in my methodology and I 

came to realise that I did not need to hold interviews with people involved in People’s 

Education and that in fact through making use of the material from this time, the 

fragmented pieces of imagining this history and recollection of my mother’s history 

enriched my exploration with a layer of historical investigation.  Throughout this research 

I would find her name in various books and inevitably the chapter, workshop outline or 

curriculum she wrote would be the most fitting for my research. There was a certain 

mystical quality to finding my mother’s name in the material informing my research 

because of the various roles and temporalities she occupies in this research. The research 

hangs in an undefined temporal space through my perspective as researcher and someone 

who is finding answers to my mother’s history – ultimately understanding this influence 

on myself and my siblings. My position is outside of this thesis’ history with very little 

understanding of the details of People’s Education, yet a firm understanding of the context 

of this history and the politicisation of education through observation. This thesis is 

therefore in response to a subconscious curiosity of my mother’s history to affirm the 

images I imagined of this time and for myself to piece together family memory. Therefore, 

when I draw on her writing and interview, I am undertaking a research project situating 

her history within this grander history. Initially, I opted not to include any interviews with 

my mother as I tried to steer away from my research being autobiographical, but I realised 

that I was reporting on her history that she has authority on. This history, which in turn 

informed how framed history to be ongoing and identifiable everywhere around me as a 

child and continues to inform how I inform my historical practice. This was also an 

inspiration for my exploration of non-linear convergences, as my family history and my 

position as researcher constantly overlapped, through which I could identify the 

convergences of resistance in my history and my approach to learning. My position in this 

history challenges my temporal position as researcher, because my mother’s involvement 

in this history impacted my life and identity formation as well as my political 

conscientisation and inherited feelings about post-apartheid. My lens, as researcher is as a 

next generation of anti-apartheid activists, I therefore understand what the remnants of 

apartheid develop as, outside of the external, but psychologically. In 2015 in the time of 

the emergence of the #FeesMustFall movement on university campuses across South 

Africa, I could see the pain and anger my mother felt about the mistreatment of students, 

https://uwcscholar.uwc.ac.za/home 
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identifying the commitment she has/had to education. It was deeply troubling to witness a 

generations disappointment at the reproduction of violence. So, in 2016, when I was 

consistently involved in student protests I carried her radical commitment to education, 

with an awareness of my generations responsibility to protect the freedom she fought for. 

This generated cross-generational conversation and put into perspective the extent of 

betrayal and disappointment felt by my mother’s generation affirming my choice in history 

as a discipline and the urgency of praxis. Through this personal engagement, I worked 

through questions of my personal temporal experiences and grappled with a “time-warp”6 

of engaging with the work of my elders and speculating on what could have been. 

Connecting jazz and education is a personal project of connecting my personal and family 

histories of resistance and identity formation. Being involved in student protests in 2016 

radicalised my approach to pedagogy, deepening the lens of resistance. 

My interest in jazz is similarly a project in memory and filling in gaps in my imagination 

of the time. My uncle affirmed my interest in jazz, took an interest in my opinion and we 

shared music back and forth before he passed away. Rarely would he share a memory of 

jazz spaces in the 1980s, but from the little memories I had and the reverence he instilled 

in me for South African jazz formulated a bank of images from which I was inspired to 

find out more through archival research. Filling in the gaps of my mother as a People’s 

Education educator and my uncle’s interest in jazz led my interest in this intersection. He 

passed away before I began this thesis, and so I relied on WhatsApp conversations and the 

music he sent me to inform me of this jazz understanding. This also held an interesting 

temporal specificity – where I had to imagine how he would have experienced the 

histories I explored; this was a speculation project which in turn affirmed the urgency I 

express in developing material from archives and drawing on them to insert into our 

current reality.  

Playing in time: Education and Jazz 

Drawing on my family background of People’s Education and my personal relationship I 

have identified above to jazz and education, my study asks: How can revisiting the 

 
6Rasheedah Phillips, comp., Black Quantum Futurism: Space-Time Collapse I: From the Congo to the    

Carolinas, ed. Dominique Matti and Rasheedah Phillips (Philadelphia: Afro Futurist Affair/House of Future 

Sciences Books, 2017).  
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subversive spaces of alternative education and jazz resistance in the 1980s in South Africa 

generate energy that cultivates new and alternative cultures, build movements and create 

community through their interconnectedness which sustains in changing temporalities and 

political contexts?  To answer this question, I look at the People’s Education movement in 

the late 1980s and the political pedagogy of this movement and political spaces of jazz as 

well as formalised jazz organisations to answer where these connections can be found in 

South African histories of resistance and alternative culture. I inquire how these 

connections materialized in politically grounded curricula in the 1980s and I speculate 

about the extent to which this connection can be found in histories of resistance and 

community. Through developing an understanding of how jazz and education intrinsically 

connect, I then construct a curriculum which outlines these connections of jazz and 

education in histories of South African resistance.  I look to the cultural formation of jazz, 

to its thisness, which I understand to be the quality and density of a specificity, whether 

this be a time, an object, a person, a song, a collective or historical moment, to elaborate 

this connection. It is a concentration of the elements or configuration of what the 

specificity contains (jazz and education), in other words the social, political and historical 

context, through this framework I define and understand this specificity against itself, 

existing in the world with its thisness.7 I explore the thisness in examples such as a poster 

advertising a cultural event in support of the struggle, a curriculum or a song which 

signifies the political and cultural moment.  

Thisness guides my archival engagement – as I search for material that can point to the 

social structure and political context.8 I reflect on how thisness took shape in political 

spaces of jazz in a context of anti-apartheid resistance.9 An example of thisness can be 

seen in Figure 1. This poster announces a performance titled ‘Towards a People’s Culture 

‘already this signifies that the performance calls for people to rally together under the call 

for People’s Power and liberation, foregrounding culture as political and a means for 

resistance. The image of the saxophonist, with the surrounding names of Ntsokolo, Benny 

B Funk, and Sabenza, displays the sonic energies of jazz in Cape Town in the 1980s. 

 
7 Rosemary Johnston ‘‘Thisness and everydayness in children’s literature: the being in the world proposed by 

the text’.” Papers: Explorations into children’s literature 8, no. 1 (1998), 25.  
8 ‘‘Thisness” is used as a method of unpacking the density of the political movements and social spaces I 

explore. It serves as an identification method of noting signs of elements of convergences.  
9 Garrett Ayers, ‘‘Thisness”: Jazz, Materiality, and Theology,” Transpositions, February 28, 2020, 

https://www.transpositions.co.uk/thisness-jazz-materiality-and-theology/, (accessed September 28, 2024). 
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Gleemore Hall in Athlone was a community space where politics, music and social 

initiatives intersected and so did people that were invested in these different facets. The 

posters visual elements –the typography, the texture, and method of printing – all speak to 

its temporality and reveals the political context. The poster is an example of thisness as it 

points to various signifiers that can assist in making sense of time. It shows the moment of 

unified cultural resistance, foregrounded at entertainment/social spaces, it displays the 

political context, the temporality and methods 

of art making (printing and typography). It is 

this thisness, which points to the specific 

elements and configurations of performance, 

temporality, place and politics which guides 

my archival approach and strand of argument 

of jazz and education holding the same 

elements.  In Chapter One I hold thisness as a 

guiding approach for developing a jazz 

framework for exploring the intersection of 

jazz and education, and I argue for the 

framing of jazz as a method for exploring 

education. Jazz can construct culture and 

create/support political spaces, a specificity 

found in pedagogy as well, underpinned by 

the collective process of learning and playing 

music.  

I offer a definition of learning as a 

collectively determined process, beginning with the starting point of the interests of those 

learning, they hold the power to determine the pedagogical environment and construct a 

unique definition of learning. In this definition, pedagogy is a practice of developing 

critical thinking and question. It can be seen as a process, practice, method and act of 

community building and resistance, evident in the People’s Education movement.10 In this 

 
10In this pedagogical method, found in People’s Education and jazz education – education is a practice, opposed 

to working towards praxis.  

Figure 1: Arts Festival ‘86. Towards a People’s 

Culture: 9.00pm Gleemore Hall, Athlone: 

Ntsokolo Benny B Funk Sabenza. 1986. Offset 

litho; Black and yellow. 
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pedagogical practice of learning, one can find a jazz sense of improvisation.11 Jazz also 

serves as a practice and expression of this pedagogical method and thought, as I will 

further display- the capacity jazz holds to activate mobilisation and cultivate the 

development of method. The comparison between jazz and education is therefore not 

metaphorically based, but revolves around a notion of practice, sovereignty and creating-

something-new. I grapple with using the term “alternative “relating to People’s Education 

as well as cultural resistance and jazz culture. Alternative education has a very specific 

meaning and holds a particular pedagogical approach, specifically in the context of 

politically grounded education. I address the development of a jazz pedagogy and praxis 

that is informed by the political context and foregrounds the importance of resistance 

within jazz education, alternative does not feel like the correct term here either.12I 

therefore settled on the term of creating-something-new, an adjective implying something 

in process, apt for People’s Education aims. Through identifying the synergy between 

education and jazz I aim to broaden scope of where a pedagogy sensibility and jazz 

sensibility can be found in South African histories of resistance, a beginning into 

acknowledging the density of the creation of ideologies and conceptual thought in 

movements, which are developed through the many intersecting strands of temporality, 

method and practice.13 I make a case of the endless moments of converging moments of 

resistance “matter “or thisness – found in the relationship of methods of resistance and 

ideology.14 The scope of jazz as a tool for resistance can be broadened to exist in many 

realities, as Stephon Alexander, a physicist, remarks as they make sense of the workings of 

the universe through jazz, identifying the multiple universes we live in, mirroring the 

multiplicity of jazz improvisation.15 So do I position jazz as activating the exploration of 

 
11People’s Education for Teachers: Proceedings of a Conference Organised by the Education Faculty of the 

University of the Western Cape and the National Education Crisis Committee, Held at the University of the 

Western Cape, Bellville, 1990 (Bellville: University of the Western Cape, 1990), 24. 
12As Glenda Kruss states, ‘‘People’s Education is a rejection of ‘Bantu Education” — but it is not a demand for 

the same education as whites, which is ‘education for domination.” It is not an ‘alternative” education imposed 

from above; it is not found in private, commercially run schools which will only benefit the elite. It is ‘education 

that puts people in command of their lives,” and to be acceptable, ‘every initiative must come from the people 

themselves and must advance the broad mass of students, not just a select few.” Glenda Kruss, People’s 

Education: An Examination of the Concept, People’s Education Research Project, no. 1 (Bellville: Centre for 

Adult and Continuing Education, University of the Western Cape, 1988), 84. 
13Leigh Anne Naidoo does this in her PhD – she highlights the intellectual work students were doing during 

Rhodes Must Fall and Fees Must Fall. 
14I came to this partly because of my investment in jazz and education through my personal history, making 

sense of my position in the past and in People’s Education. It is also through reflection of Fees Must Fall, and 

the various ideological ‘schools” that emerged from this movement such as a deeper inspection into the function 

of gender and queerness in political movements. 
15Stephon Alexander, The Jazz of Physics: The Secret Link Between Music and the Structure of the Universe, 

Illustrated ed. (New York: Basic Books, 2016). 
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resistance in a unique framework of improvisation, mobilisation and performance. The 

inclusion of cultural work in the classroom to inspire critical thinking can be found in 

archives of People’s Education and framed in the realm of action research. Art making is 

used in these contexts to interrogate power constructions and access different ways of 

thinking.16  

Making use of art in pedagogy opens another path into accessing communicative action 

which can be found in jazz improvisation, aligning with the ideals of popular/People’s 

Education. However, virtually 

no mention of activating jazz in 

the classroom or curriculum to 

supplement People’s Education 

pedagogy can be found, but jazz 

matter can be found in People’s 

Education teaching approaches 

in creative teaching 

methodologies.Therefore, I 

speculate that jazz education 

could respond to questions of 

how to approach the classroom 

and curriculum with liberatory 

ideals, as illustrated in Figure 2 

from the Teachers’ Cultural 

Festival in 1989. In this 

interesting presentation, the 

Maths Education Project (MEP) 

from the School of Education at the University of Cape Town (UCT) shows how 

Mathematics can integrate cultural perspectives, to deviate from the norm of it being 

embedded in European culture. The presenters state that “[w]e also showed that teachers 

can use cultural artefacts, like designs and games, as starting points for mathematical 

investigations and the development of concepts and notations. “Jazz would be a valuable 

 
16Sue Davidoff, Emancipatory Education and Action Research, Action Research Series No. 1. (Pretoria: HSRC 

Publishers,1993.) 

Figure 2.  A presentation from the Teacher's Cultural Festival in 

June 1989. 
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method for this approach to mathematics, as I have referred to above – the idea that jazz 

echoes the multiplicity of the universe and our world. This resonance would be an exciting 

framework for discussing mathematics and has the potential to introduce conversation 

about cultural resistance in the context of political struggle. I develop a curriculum from 

this thesis, and through this I undertake an exploration of a specific pedagogical-jazz-

action approach, those who teach learn as much as those who are being taught. Therefore, 

I understand pedagogy to be an ongoing dialogue of both teacher and learner dedicating 

themselves to learning about themselves and engaging in a process of “knowing”, this 

dialectic process is echoed in my exploration of the connection between jazz and 

pedagogy. I understand popular education to be a tool for liberation in its capacity of 

approaching education through consciousness building, to build critical thinking and skills 

liberation.17 “People’s Education” cannot be separated from its role in the struggle for 

liberation, as it is also a movement for civil mobilisation and a means for Black students, 

teachers, parents and community members to claim ownership of their own education, and 

therefore future.18 

Why People’s Education?   

 

I was drawn to engaging with People’s Education for People’s Power movement because 

of the popular education principles which were developed in the context of struggle for 

liberation and the defining principle of community involved learning processes. The 

“People’s Power” of this movement is unique for a proposed educational model to be 

formalised in schools; it offers an approach to education which is dialectic and engages the 

community which informs students’ knowledge. I could identify creative methodologies in 

the creation of People’s Education, educational materials and alternative methods of 

learning and knowing, such as curricula developed by the NECC. Ideological ground was 

broken with this movement, which offered new epistemological practices, unfortunately 

these groundbreaking ideologies and epistemological approaches were never actualised 

nor integrated into our current education practices. This failure of implementation 

 
17 R. Van den Heever, Alternative Education: Vision of a Democratic Alliance (South Africa: U.T.A.S.A, n.d.). 
18 The former Rector of the University of the Western Cape and literary scholar, Professor Jakes Gerwel defined 

People’s Education at an education crisis committee conference as follows: ‘‘People’s Education has been 

conceived and developed out of the crucible of the struggle and it gets its full meaning and significance if it is 

read and understood n its full social, political context of People’s Education for People’s Power. See People’s 

Education for Teachers: Proceedings of a Conference Organised by the Education Faculty of the University of 

the Western Cape and the National Education Crisis Committee, 24.    
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provides an opportunity to examine what educational values were promoted in the shift to 

democracy and identify the political and economic influences on pedagogy. It also 

provides an opportunity to speculate how People’s Education principles could be 

integrated into current pedagogy, from this my curriculum was developed. I examine how 

jazz was incorporated into this curricula and practice in the 1980s and inquire what values 

of learning were privileged. I also examine how jazz and pedagogical practices of 

education and resistance intersected toward political and social transformation. Outlining 

the relationship between popular education and jazz in this project generates a creative 

approach for exploring imaginative, community- oriented pedagogy.   

Why A Curriculum?  

The curriculum has influenced the writing of the academic content of this thesis and 

should be read as an action derived from the rest of the chapters and methodology. I 

attempt to echo the history of collaborative knowledge production and my insistence on 

sovereignty as pedagogical resistance through this curriculum.  

This curriculum is also a methodology for the chapter as it guides the core aims and values 

of this work. The curriculum activates the momentum of this thesis and through this 

positioning a thesis that is action based. In the curriculum I embrace imaginative thinking 

as challenging oppression, engaging with the past and archives to create something new, 

learning outside of the individual and classroom but taking place in community and a 

strong focus on creative expression. These choices are also representative of People’s 

Education pedagogy and jazz pedagogical practices which I offer in this work. The 

development of my Popular Education Jazz Curriculum is prompted by the interest people 

have in my thesis; met with concepts and questions I can identify are out of reach of 

someone who does not approach history with an academic lens but has lived this history or 

holds a relationship to it. I could see the gap of interest in the conceptual components of 

my thesis, and as such the curriculum is to facilitate a deeper engagement with my thesis 

in a real, meaningful way and follow through with the praxis goals I identified. I draw 

inspiration from the publication “The Curriculum is Everything” Issue 15 from 

Chimurenga, which provokes normative definitions of curriculum and offers alternatives 

to curriculum structure and method, using various forms such as interviews, poetry and 

fiction to offer knowledge and learning. The curriculum responds poses and responds to 
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the question of “What could the curriculum be – if it was designed by the people who 

dropped out of school so that they could breathe?”19I interpret this guiding question 

towards a method of curriculum development that is grounded in learning and expanding, 

aligning with a popular education pedagogy. I wanted to create something from my thesis 

that I can use, change and develop and return my research into the public – from which I 

borrowed for my thesis. The curriculum is also to test by putting my research into action, 

so I can identify the limitations of my work and the extent to which it can be applied. With 

both jazz and People’s Education being embodied processes, rooted in practice, I felt 

compelled to develop from my thesis material which reflects this, and extend my 

theorisation of thisness into material. The curriculum therefore stands as an expression of 

thisness through holding the research and experiences of the thesis. This is a quote from 

one of the units in the curriculum, entitled “Playing Together” which explains why I felt it 

necessary to include a curriculum and to decentralise myself as a knowledge producer: 

So, we can see that learning together and listening together is powerful. This is the 

knowledge that generations will remember, this learning is ingrained in us and 

speaks to our values and identities. Do you see how threatening this is? The idea of 

communing, learning from each other and listening to music has so much power 

and potential for change that it is met with censorship. This is an oppressive tactic 

widely used – authorities try to silence and isolate; but this is always met with 

gathering and learning from each other.20 

I acknowledge the large influence of curriculum on social formation and class 

differentiation. A teaching tool holds political weight and influence of truth and sense 

making.21 This was a driving factor behind my choice to create a curriculum. When a body 

of knowledge is created, incorporating archives and oral histories of personal experience 

there is a significant political weight. The responsibility of the researcher is to make this 

knowledge known and accessible. I was drawn to jazz and education because of the 

layering of different expressions, the layering of material, practice, history, resistance, 

energy and memory. I considered how I could conceptualise and explain their connection I 

can see so clearly – which lies in their “stored potential” that jazz and education must both 

be performed and relies on material and an audience. More than this, I could very clearly 

 
19Chimurenga, Chimurenga 15 – The Curriculum Is Everything, June 2010, 

https://chimurengachronic.co.za/chimurenga-15-the-curriculum-is-everything-june-2010/(accessed November 9, 

2025).  
20  Clio Koopman, A Popular Jazz Curriculum (2025) 
21M. Ramulumo and L. Mnguni, ‘‘A Qualitative Comparison of the Intended Curriculum Ideologies of STEM 

Subjects in South Africa,” Curriculum Perspectives 43 (2023): 145–155. 

https://uwcscholar.uwc.ac.za/home 

https://chimurengachronic.co.za/chimurenga-15-the-curriculum-is-everything-june-2010/


19 

see the meeting of energies of resistance and subversiveness through jazz which 

challenges the norm through its musicality and the power of disrupting and education 

which has the power to shift and disrupt and create. Found in art and music, is a moment 

of ultimate creation and imagination which bridges the gap between life and imaginings of 

freedom, politically and psychological. Through the heightened creativity of jazz, there is 

an abolition. Popular education holds this same energy of subversive release and 

emancipation – the spirit of creative learning in community is truly subversive. The 

embodied aspect of jazz, and the connection to cognition and social environment is echoed 

in education, this quality is transgressive in the genre and education in particular contexts 

of oppression and resistance. I could map these two convergences in apartheid resistance, 

in the 1980s and I could see the existence of jazz in People’s Education curriculum, the 

energies matched and so did the methods of developing something new in the pursuits of 

deconstructing violence. I could see the shared goals, creative methods, aesthetics and 

people. I was also influenced by the oral history of stories of times at jazz concerts, with 

references to apartheid and subtexts of resistance – which were told in the same breath. I 

argue the consistent meeting, layering and sense making of different methods of 

resistance. I ground this and can identify these layers by looking for the materials and the 

practice – this is present everywhere in moments of resistance. 

S’bu Zikode, President of the South African shack dwellers’ movement Abahlali 

baseMjondolo, writes that “we have often said that struggle is a school. The first point of 

learning is the thinking that people do about their situation, their struggle and how their 

struggle is received. But there is also a learning that comes from the solidarity that a 

struggle experiences once it is in motion.”22 I lean on this expression of learning and 

school – which takes place in the struggle and in community/solidarity, this learning also 

takes place in playing music – in jazz environments of complete synergy. Learning from 

each other and together takes place in these moments of solidarity, and through these new 

theories are born. I express this relationship of solidarity in the first chapter by introducing 

a jazz framework, which introduces some of the major conceptual threads, I then continue 

to reflect on the broader values of education, through a brief historical contextualisation of 

education. 

 
22 Nigel C. Gibson, Fanonian Practices in South Africa: From Steve Biko to Abahlali baseMjondolo 

(Pietermaritzburg: University of KwaZulu-Natal Press, 2011), vi. 
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How? Methodological Approaches 

This study draws on archival materials, including educational pamphlets, cultural 

documents, curricula, conference proceedings and organisational records, as well as 

interviews conducted with cultural workers, educators, and jazz artists active during this 

period.  Through critical reflection on the aims and outcomes of alternative education 

movements, the project interrogates 

whether the pedagogical ideals and 

values of the 1980s have persisted 

within shifting political contexts. 

These pedagogical ideals can be 

identified in educational materials 

developed, such as the textbook: 

What is History? A New Approach to 

History for Students, Workers and 

Communities.23 

These pedagogical approaches can 

also be identified in conference 

proceedings and documentation of 

People’s Education meetings: they 

display the ideological shift into 

popular education in the context of 

political struggle. In jazz, this 

pedagogy can be seen in the curriculum generated while playing at events in support of the 

struggle and the development cultural initiatives, such as MAPP (Musical Action for 

People’s Progress).  I aim to approach this project and the archives with a sense of 

discovery and imagination. I work with People’s Education material and recordings from 

the Mayibuye Archives, such as music performances interviews relating to education and 

student life, as well as discussions of the state of education in the 1980s.24 This selection 

of archives relate to ideas of jazz in the pursuit of resistance, and open up an opportunity 

 
23 National Education Crisis Committee (South Africa). 1987. What Is History? A New Approach to History for 

Students, Workers and Communities (Johannesburg: Skotaville Educational Division). 
24I also draw on recordings from the ‘‘Culture and Resistance” conference in Botswana in 1982, housed in 

Mayibuye Archives although I have not included a reflection of these recordings. 

Figure 3: Methodology Zine 
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for me to listen to the intricacies of spaces where this process occurs. I am careful about 

how I manipulate these recordings according to my   argument and I aim to stay aware of 

my power of influencing narratives of pedagogy and jazz through my use of archives.25 

Sound and media scholar Jonathan Sterne defines the archive as a phenomenon which 

extends to “noun and verb, both artefact and action”.26  

I note the multiplicities of framing “the archive”, in my work which relies on projects of 

active archiving, living archives and archives which present life and I note the embodied 

aspects of archival research and the personal transformation I foresee I will experience.27I 

rely on defining texts which clearly illustrate the movement, some which my mother 

provided me with, following her involvement in the movement. These texts include 

conference proceedings, curricula and workshop approaches.28 These People’s Education 

materials I engage with provide an account for the time, they display the energy of 

pedagogy of the time, and through conference proceedings and the workshop outline I can 

read the voice and vocabulary of the time – which is embedded in pedagogical 

approaches.29 For this project, my mother allowed me access to her People’s Education 

material: including curricula, workshop outlines and policy frameworks, I undertook 

somewhat of an archival project for this material, I could tactically engage with the 

temporality I situate my thesis in – the sharing of this material introduced another layer of 

temporal complexities. Under these circumstances that materiality became important to 

me, becoming more curious about method and materiality. I further experimented with 

 
25Joan M. Schwartz and Terry Cook, ‘‘Archives, Records, and Power: The Making of Modern Memory,” 

Archival Science 2 (2002): 1–19. 
26Verne Harris, Ghosts of Archive: Deconstructive Intersectionality and Praxis (London: Routledge, 2020). 
27Alexandrina Buchanan and Michelle Bastian, ‘‘Activating the Archive: Rethinking the Role of Traditional 

Archives for Local Activist Projects,” Archival Science 15 (2015): 21. 
28The main archival works I leaned on are People’s Education: A Collection of Articles from December 1985–

May 1987 (Bellville: Centre for Adult and Continuing Education, University of the Western Cape, 1987); What 

Is People’s Education? An Approach to Running Workshops (People’s Education Research Project, Centre for 

Adult and Continuing Education, University of the Western Cape, 1988); People’s Education for Teachers: 

Proceedings of a Conference Held at the University of the Western Cape, October 1987 (Bellville: University of 

the Western Cape, 1988); Teaching for a People’s Culture: Events from the Teachers Cultural Festival, June 

1989 (Johannesburg: Congress of South African Students, 1989); and My New World (Department of Education 

and Training, 1987). 
29I also relied on digital archives such as the DISA archives, South African History Archives, SACHED 

Archiving Project and the MAPP Magazine (Musical Action for People’s Progress) which is a cultural 

movement that grounded my engagement with jazz popular education. I also looked to archives such as Learn 

and Teach and other media such as newspaper articles and posters sourced from different archives. I made use of 

the website Shifty Records, and I used the musical example of The Genuines and their album Ghoema to inform 

my understanding.  
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method and material and developed a zine style creative intervention as part of my 

methodology, expressing my archival engagements, as seen in Figure 3. 30 

Listening as method 

I conducted oral interviews with cultural activists from the 1980s; Zenariah Barends who 

is a cultural activist and started the Cape Cultural Collective in 2007, Warren Ludski, who 

is a stalwart music journalist and owns a blog on South African jazz history, writing from 

his perspective as someone who was integrated into the jazz scene for decades and George 

Werner who was one of the founders of MAPP (Musical Action for People’s Progress) – a 

key movement in cultural resistance in the 1980s and founded the Little Giants  jazz band. 

I also made use of an “interview” I conducted with my mother, which is a natural 

conversation we were having I recorded.31 The interviews conducted for this project serve 

as a means of co-creation through listening.  My research claims are informed by popular 

education and cultural archives through which I developed the argument for the 

connecting qualities, but this claim would be unfounded without the affirmation of those 

who lived in this period. I therefore made it clear that in my interviews I was looking for 

answers and affirmation for my research question, I was nervous that my claim would be 

false and this connection would not be identifiable, but I approached the interviews by 

placing what I knew about the interviewees of their respective positions in jazz, culture 

and education. Simultaneously, I was concerned that my urgency of having my claims 

affirmed would result in an interview where I controlled the narrative, because of this I 

approached the interviews by asking the first structured question from my prepared 

question, and the rest of the interview being questions prompted from their responses. In 

these conversations, I tried to get a sense of where education could be found in jazz spaces 

in the various cultural environments the interviewees occupied. I also needed to 

understand how culture was defined and considered subversive in this historical period. 

Listening was a core action in these interviews, and I approached them cognizant that they 

would inform my theoretical framing and ground my claims. Through my arguments of 

 
30 The zine also expresses the experience I gained with the New Archival Visions fellowship situated in the 

Center for Humanities Research, where I worked on archiving a body of music from a record producer. The 

process was meant to serve as a methodological approach, which informed how I frame archival engagements. 
31I often request consent to record conversations with my grandparents. From this, I have a folder of audio 

recordings which I am building as a personal family oral history project. This instinct to record natural 

conversations while asking questions to prompt more story telling informed my approach to these interviews.  
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the pedagogical notes in jazz, and the jazz found in pedagogy, there is a practice of 

listening that must occur. In the unification of listeners, players and environments of jazz, 

there is a self-organising collective, of collective consciousness. Listening is therefore an 

instrument for collective building, as well as personal identity formation. The techniques 

of jazz music provide the individual listener with techniques of knowing the world, 

pedagogical moments, as well as developing skills of listening that extend beyond what 

we hear in a neoliberal world.32 Oral history and public history hold the capacity to share 

meaning and distribute authority between researcher and participant, sharing research 

more broadly and extending intellectual authority.33 I approached these interviews with the 

continuing aim of my research to engage various people and audiences across generations 

and spaces of pedagogy, oral history was framed as a means of facilitating a non-

hierarchical knowledge creation position through holding a position of learner and 

listener. This also made me aware of the responsibility I held with the insights gained 

through interviews to represent these experiences in a way that can meaningfully 

contribute to knowledge on jazz and education and safeguard remembrance.34 Making use 

of interviews of experiences, then layering them upon each other intertwining other 

archives formed part of the remixing process or methodology. I conceptualised these 

interviews as demonstrating the value and importance of the participants’ experiences in 

informing research outside of their direct everyday lives and through these challenging 

colonial practices of history which impose ideology and narratives onto people. All the 

people I interviewed are ongoingly contributing to histories of jazz and education of the 

1980s, through their continuation of this work. Either in reporting, like Ludski and his 

blog, or in education and research, like my mother or in creating movements that embody 

the liberatory People’s Culture movement, like Barends who founded the Cape Cultural 

Collective and Werner who founded the Little Giants. They are therefore custodians of 

these experiences of the past but also are in positions of keeping these histories alive and 

practicing the values and aspirations of movements of the past.   

The interviews were thus conducted across times of cultural resistance and education for 

liberation, with varying roles in these movements. My role in writing this thesis was 

 
32Michael Stephans, Experiencing Jazz: A Listener’s Companion (Lanham, MD: Scarecrow Press, 2013) 
33 Michael Frisch, A Shared Authority: Essays on the Craft and Meaning of Oral and Public (Albany, NY: SUNY 

Press, 1990), xx. 
34Doris Evans McGinty, Black Scholars on Black Music: The Past, the Present, and the Future. 
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tethered to this current temporal context and peripheral position to this history, 

notwithstanding my relationship with those I interviewed. The temporalities, roles and 

political context shifted in the experiences of these stories, providing a rich account of jazz 

and education through time, being grounded in the present affirmed even more that I did 

not have authority over these histories and my role was to listen.35 Their authority over 

this period would be the guiding voice in my thesis, culminating in a collaborative 

research process and inspiration for the curriculum which continues a practice of 

collaborative meaning-making. I made use of the book Voices from Cape Town 

Classrooms: Oral Histories of Teachers Who Fought Apartheid, which holds oral histories 

of twenty South African teachers who fought against the apartheid regime through their 

pedagogy and role as teachers, relevant to my study. 36 Making use of the text which held 

oral histories assisted in my exploration of method/material and the thisness I found in the 

archival materials in my possession, complicating the remixing of methods. As 

Johannesen and van Leeuwen state in exploration of the materiality of writing: “Every 

little dip and bump on [a traces] outline shape can be traced back to micro-events in the 

production.”37 

Sonic-Wise 

In recent years, sound studies has become a discipline which is extended to those who are 

not musicologically trained to think critically about sound and music and offer 

perspectives on sound and music that extend beyond musical composition and 

performance.38 Jazz has not escaped this but is also a peculiar example because it 

oscillates between focus on composition, biography and historical contextualisation. I 

attempt to avoid and subvert these approaches, by engaging with jazz outside of 

ethnomusicology, or only researching its form. Instead, I inquire into how jazz operates in 

action, in moments of resistance and community and how it contributes to our societal 

 
35Linda Shopes, ‘‘Making Sense of Oral History,” History Matters: The U.S. Survey Course on the Web 

(American Social History Project and Center for History and New Media, 2002), 4.  
36I questioned the difference in these interviews, should I have conducted them – many of these teachers were 

my mother’s peers or connected in some way, I could identify the schools, some which my grandmother taught 

at and various other shared specificities. Using these interviews conducted by someone else, further from a 

shared experience introduced a relationship of closeness with the interviews, while engaging them with as a 

collection of published oral histories, opposed to stories that make sense in my frame of reference 
37Christian Mosbæk Johannessen and Theo van Leeuwen (eds.), The Materiality of Writing: A Trace-Making 

Perspective (London: Routledge, 2017).  
38 Various ‘‘handbooks” contain work that outline sound studies as a discipline outside of musicology. 
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workings and informs a national identity.39 I draw attention to the pedagogical possibilities 

of jazz sensitivities in cultural workings and highlight the ever-present pedagogical 

processes in spaces of jazz.40 Jazz has the potential to construct place and develop cities, 

specifically in South Africa – marked by movement and migration. Musicologist and jazz 

scholar Brett Pyper positions jazz in the construction of Johannesburg, and in relation to 

the epistemological implications for paying attention to the sonic dimensions of the make-

up of urban life, he questions how a city and the history of the creation of a city can be 

sonified.41 I am interested in this notion of jazz becoming a tool for social and cultural 

construction, as well as the sound of histories. I affirm this materiality with my offering of 

thisness to broaden my definition of jazz as resistance, and to substantiate my linkage of 

jazz and pedagogy through subversion. The thisness I reflect on grounds these arguments 

through noting that jazz exists in most interactions, as well as my argument of pedagogy 

being found in moments of jazz. I draw on Valmont Layne and Aidan Erasmus “idea of the 

sono-historical object, and their theorisations of the entanglement of sound and pastness.42 

I contemplate their question: “To what extent is sound thus itself produced as an object of 

inquiry by the discourse of history?” in my research of how jazz is constructed, produced 

by the product of historical moments of resistance.43 I grapple with the question of where 

jazz sits in a South African timeline of changing cultural dynamics. Through this, I 

question what jazz is, is it a practice, a form, a tool for temporal construction/collapse and 

I am guided to think about the sonic “make-up” of jazz, having to consider where sound is 

situated in these questions of jazz. 

Chapter Outline 

Chapter One adopts a jazz framework to explain conceptual links between education and 

jazz and introduces the jazz spaces I engage with as cultural resistance. I include oral 

interviews conducted with cultural activists to inform my research questions. In Chapter 

 
39Frantz Fanon notes the emptiness of national consciousness and a means of forgetting in the name of   

progress. National consciousness, instead of being the all-embracing crystallisation of the innermost hopes of 

the whole people, instead of being the immediate and most obvious result of the mobilisation of the people, will 

be in any case only an empty shell, a crude and fragile travesty of what it might have been. See Frantz Fanon, in 

‘‘The Trials and Tribulations of National Consciousness,” in The Wretched of the Earth, trans. Constance 

Farrington (New York: Grove Press, 1963), 149.   
40Percy Mabandu, Yakhal’ Inkomo: Portrait of a Jazz Classic (Johannesburg: Dash-Art Media, 2016). 
41 Brett Pyper, ‘‘Listening for Johannesburg: Secret Affinities, Wondrous Resonances,” Anthropology Southern 

Africa 42, no. 1 (2019): 88. 
42Aidan Erasmus and Valmont Layne, ‘‘Oral/Aural: Pastness and Sound as Medium and Method,” Kronos 49, 

no. 1 (2023): 1–14 
43Ibid, 6.  
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Two I expand more deeply on People’s Education for People’s Power and develop a 

timeline and political influences of the progression of the movement. In Chapter Three I 

begin to focus on curriculum and offer the popular education curriculum I developed from 

the rest of the chapters, which is created for popular education settings and for facilitation 

spaces. The thesis and curriculum influence each other; one can read the curriculum 

alongside the thesis to make sense of the conceptual explorations and to frame them in a 

grounded sense of learning. Along with the curriculum is a teachers guide – this is for the 

curriculum but can also be seen as a “readers” guide to outline the responsibility of 

someone who engages with this thesis, and to encourage a deeper engagement. The 

curriculum is also reflexive of the theme of praxis which I emphasise – a premise that one 

can only begin to make sense of material and theories through practice.  My hope is that 

through this thesis it will become clear that there are endless opportunities for noting 

moments of converging resistance methods and relationships of practice. I aim to broaden 

archival possibilities, through imagining different approaches to navigating writing on 

resistance and education through highlighting the potential to identify shared potential 

energy in different methods of resistance. Throughout these chapters I outline the notion of 

agency through creative expression and pedagogy – this is to cement the emancipatory 

potential music has, as well as creative methods of education. I aim to display the 

possibility of popular education, grounded in community organising for creating sustained 

pedagogical change. Through the creation of a curriculum, I aim to emphasise the 

importance of praxis and sharing academic work – to begin being more reflective on who 

the keepers are of knowledge and who the work belongs to.  
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Chapter One: A Jazz Framework 

 

The 1988 issue of Learn and Teach Magazine, a publication aimed at helping people learn 

English through political and cultural relevant topics.  featured an article entitled “Our 

Kind of Jazz” which features the story of Bra 

Zacks, a jazz musician who chose to play 

mbaqanga, a township sound, during a time 

when South African jazz musicians were 

covering American jazz or emulating the sound. 

The passage describes how Zacks”music “did 

not sound like Charlie Parker or Duke Ellington, 

but it was sweet to the ears… jazz with a new 

township beat — our own kind of jazz.”44 This 

moment captures the assertion of cultural 

sovereignty through sound, as Black South 

African musicians claimed ownership of 

creative expression in the face of colonial and 

apartheid pressures.45 From this example, the 

notion of sovereignty in jazz emerges, 

identifiable in the active reclaiming of culture and 

identity. Through challenging the hegemonic American jazz sound, Bra Zacks displays 

how music can function as both pedagogy and political action. Bra Zacks started playing 

music at time when many other jazz musicians were playing American jazz. But he 

believed in our own music, Mbaqanga. Many people then thought mbaqanga was old-

fashioned and not for city people. 

They believed this music belonged to the “Jim comes to Joburg types”and the people from 

the farms. But they had not heard Zacks playing. His music did not sound like Charlie 

Parker or Duke Ellington, but it was sweet to the ears. This was jazz with a new township 

beat — our own kind of jazz.46 In this example, American jazz as the hegemonic jazz 

 
44 Learn and Teach, no. 3 (1988) (Johannesburg: Learn and Teach Publications, 1988). 
45 I note the difference between sovereign and indigenous in relation to jazz sound in the ownership aspect    of 

sovereign, which is contextually in opposition to disenfranchisement and in opposition to the deficit colonial 

vocabulary of dispossession. 
46 Learn and Teach, 1998. 

Figure 4. This is an example of the sovereignty 

of jazz, in the 1988 Learn and Teach Magazine 

This article is entitled  

‘‘Our Kind of Jazz”. 
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sound is challenged through a personal, sovereign South African jazz sound of mbaqanga.  

Through this lens, jazz performances are sites where alternative forms of learning, 

teaching, and community-building take place, cultivating heterotopic jazz spaces. Making 

use of the conceptual thread of sovereignty is a useful vehicle to display the nature of jazz 

in claiming culture through sound that resists apartheid indoctrination and serves as 

resistance against decades of colonial cultural repression. In applying a lens of 

sovereignty, the creation of heterotopic jazz spaces, in which a Black jazz imaginary is 

defined is demonstrated. These concepts of sovereignty and heterotopia also display the 

inexplicit connection between jazz and pedagogy, in a political context as through 

claiming a sovereign cultural identity and jazz sound, moments of creating-something-new 

arrive in alternative pedagogies. There are similarities between these moments of 

alternative pedagogy in jazz performances and organisations and “something new” with 

People’s Education for People’s Power. Through the interviews conducted, archives and 

materials such as posters, the pedagogical cultural energy cultivated in jazz spaces are 

demonstrated. The interviews reveal the construction of curriculum during jazz 

performances in political spaces, in these performances jazz artists were building a 

repertoire of music and an approach to teaching and learning jazz which is embodied and 

goes against British standards of assessment and curriculum. When I refer to sovereignty I 

speak to ownership and reclamation of self as attempts at rectifying the myths of the 

civilising mission. In the context of jazz, sovereignty can present itself as creative 

expression in the context of disenfranchisement and conquest. The ownership of jazz in 

Black communities becomes subversive, through holding onto and maintaining culture 

despite colonial attempts at conquest.  

The object of study is thus the pedagogical energy of jazz as a method and practice of 

cultural sovereignty and activator of heterotopic spaces, focusing on performance, learning 

and resistance. A second object of study is the enmeshment of jazz and People’s Education in 

which I examine the convergences of these acts and how they produce new bodies of 

knowledge and develop community.47 Both of these focuses are visible in the material of 

curriculum and archives of jazz and education for liberation. In this method, the material is in 

support of the object of study – which is the practice. The discussion of these spaces of 

 
47This conceptual object of study is informed by archives of jazz and education- forming a dependent   

relationship on archive and concept  
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cultural imagination and critical pedagogy is informed by interviews with three cultural 

activists: Zenariah Barends who was a cultural activist and used ballet as a form of embodied 

activist, and also started the Cape Cultural Collective post-apartheid, George Werner who is a 

key figure in South African histories of jazz pedagogy and Warren Ludski the first Black 

South African entertainment journalist who now runs a blog on South African jazz history – 

creating an archive of stories of jazz. Their stories, along with archival materials such as 

posters and magazine articles, reveal the ways in which jazz functioned as a tool of education 

and cultural reclamation., through these traces I identify the development of jazz curriculum 

and the embodiment of alternative pedagogies, in opposition to apartheid education.  

Grounding my claims  

My claim of the connection between jazz and education through political resistance and an 

embodied cultural sovereignty required an  “evidence base” of literature, archives and 

interviews”.48 To contextualise my argument, I required an understanding of the depth of 

the field of jazz scholarship and the progression of jazz texts. There are a few, what have 

come to be seminal works which have defined the jazz scholarship landscape, Christopher 

Ballentines Marabi Nights, Gwen Ansells work particularly Soweto Blues, David Coplans 

In Township Tonight, Last Night at the Bassline, Carol Muller and Sathima Benjamins 

work “Musical Echoes: South African Women Thinking in Jazz”.49 I also looked to Salim 

Washingtons work on jazz artists in exile and the creation of a South African jazz sound 

and culture in exile. These texts illuminated popular narratives of jazz and approaches to 

jazz scholarship – which was usually through biographical exploration, studies of place to 

situate jazz histories (like Soweto and the Township) and offered a politicised history of 

jazz through inquiries on genre, cultural formation and biography. This dominant work 

which to an extent influences jazz education and academic perception echoes South 

 
48In many ways this methodology aligned with People’s Education curriculum which privileges sources as 

learning – making use of examples throughout learning modules for learners to develop their own arguments 

from. For example, in the History textbook “My New World”, which uses evidence-based learning and activities 

for independent thinking My New World (Department of Education and Training, 1987). 
49Christopher Ballantine, Marabi Nights: Jazz, ‘Race” and Society in Early Apartheid South Africa (Scottsville: 

University of KwaZulu-Natal Press, 2012). 

Gwen Ansell, Soweto Blues: Jazz, Popular Music, and Politics in South Africa (New York: Continuum, 2004), 

David B. Coplan, In Township Tonight! South Africa’s Black City Music and Theatre (Johannesburg: Jacana 

Media, 2008). 

David B. Coplan, Last Night at the Bassline: A Tribute to Johannesburg’s Jazz, Blues, and Soul Temple 

(Johannesburg: Jacana Media, 2007). 

Carol Ann Muller and Sathima Bea Benjamin, Musical Echoes: South African Women Thinking in Jazz 

(Durham, NC: Duke University Press, 2011). 
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African post-apartheid work on cultural formation and political history through biography 

and identifying place. This chapter aligns with the creation of MAPP and People’s Culture 

to display the formation of structured jazz organisations that foreground political 

conscientisation in jazz. The researcher Ben Verghese, who wrote his MA thesis on MAPP, 

entitled Mapping MAPP: jazz pedagogies & praxes of freedom, focuses on jazz 

pedagogies in a context of political struggle. He provides a rigorous mapping of the 

creation of MAPP, key figures and places and influences, Verghese’s work provides a 

foundation for the theoretical argument of the conceptual links in the connection between 

jazz and pedagogy and the creation of an alternative way of learning – influenced by jazz 

practice. The jazz scholar Valmont Layne, particularly his work on cultural/sonic 

anticipation, guides discussion about temporality. Layne was in the band  “Raakwys”, a 

politicised jazz band, and is therefore an important figure in this chapter, situated in this 

historical exploration and through his intellectual contribution to the field. Jazz scholar 

Lindelwa Dalamba critiques hegemonic portrayals of jazz and jazz figures and 

contextualises this in national memory.  

She critiques biographical representations of jazz figures and moments of jazz history, and 

through these grounds South African jazz imagination. Her work “A sideman on the 

frontlines: Gwigwi Mrwebi and South African jazz history” was instrumental in the 

writing of my proposal and identifying alternative ways of writing about jazz. In the 

1980s, jazz clubs, church halls, and cultural collectives across South Africa cultivated an 

energy of a new kind of learning. When musicians gathered to play, they were not only 

making music; they were producing knowledge, crafting worlds within worlds (spaces of 

heterotopia). These performances, usually held with a political consciousness raising or in 

support of the anti-apartheid struggle transformed ordinary venues into heterotopic space, 

where jazz facilitated temporary sites of freedom. In these gatherings, jazz was not 

entertainment but education, an embodied curriculum created in sound, as well as 

collective listening and interpretation. Within this setting of jazz, sovereignty materialized 

as lived experience, playing jazz under apartheid was an act of ownership of culture, to 

reclaim the right to create in a regime which stifled Black expression. These spaces of 

temporary freedom and political expression cultivate as jazz aesthetic and imagination 

corresponding to temporalities and result in the contribution of the formation of place/city 

identity and cultural sect.  Artists and cultural workers such as George Werner, Warren 

Ludski, and Zenariah Barends cultivated these sovereign spaces, each in their own way 
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and their practices demonstrate how jazz functioned as 

a pedagogical and political force.  The pedagogical 

energy of jazz lay in its capacity to create knowledge 

through sound and shared experience—a mode of 

learning that existed outside and against the 

disciplinary boundaries of colonial education. On a 

psychological plane, jazz facilitates levels of 

consciousness, an exterior awareness of society and 

surroundings, a secondary consciousness of the self in 

relation to the outside, and of the individual in relation 

to self. 50Archival traces such as concert posters, 

newsletters, and magazines reveal the energy present in 

these spaces. A poster announcing a jazz concert could 

also be in support of fundraising for schools or 

proclaiming itself as part of People’s Culture. 

Performance spaces thus became a moment of 

collective learning. An example is Figure 5 found in the 

Medu Arts Ensemble newsletter in 1981, a political 

cultural collective founded in exile.51 

Jazz and education as sovereign pedagogies  

In social movements, there are linkages between different methods of resistance and 

expression. These linkages are not always represented in the dominant manifesto or values 

of the movement but are found in the smaller moments of energies of resistance met. I 

offer this description of jazz and education in the context of the 1980s education 

movements of liberation. There is something that is born and cultivated – a creation of 

something-new, which is represented in, I argue, material and praxis. One can see this in 

the material that came after the movement, currently found in progressive publications and 

 
50 Ed Sarath, Improvisation, Creativity, and Consciousness: Jazz as Integral Template for Music, Education, and 

Society (Albany, NY: State University of New York Press, 2013). 
51This artwork, found in the Medu Arts Ensemble magazine was created in opposition to the celebration of the 

anniversary of apartheid. Medu used this special edition to call for a stop to the celebration and assert the special 

edition calls for a People’s Republic, in opposition to the fascism of apartheid. This edition also foregrounds 

how instrumental culture is to achieve a People’s Republic, through spreading messages of unity and for 

political mobilisation and through claiming a sovereign people’s culture. MEDU Arts Ensemble, Special Edition 

1981, No to the White Republic, yes to the People’s Republic, Part A (1981). 

Figure 5: Artwork from the Medu special edition is 

“No to the White Republic: Yes, to the People’s 

Republic”. 
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art, the legacy of this cultivated convergence also created an  “aesthetic”that is drawn on in 

praxis.52 I develop a theory that can identify the convergence of jazz and pedagogy in both 

jazz and pedagogy spaces, in the context of the 1980s, heightened political energy in 

South Africa which I came to term as non-linear cyclical convergences.  

There are not many records on the connection between pedagogy and jazz in this period, 

there is literature on jazz pedagogy of the 1980s and subversive organisations, jazz 

education then and now, critiques on transformation, and case studies of organizations – 

but there is a limited offering on the pedagogical moments of the connection between 

popular education and jazz   played/practice together – in form, and in action, even though 

in the few records of this interaction it is apparent that this relationship was clear in 

subversive spaces, and in the broader community of artists, cultural workers, educators 

and students who are musicians. 

  

There was a clear convergence between 

education and jazz, which existed in layers of 

resistance and when you peel these layers, these 

convergences can be identified in pedagogy. I 

respond to Leigh-Ann Naidoo’s concern of 

Black intellectuals situating the individual as 

knowledge producer in academic work through 

emphasizing historical moments of communal 

knowledge production and identifying what can 

be learnt from this kind of learning, as she 

writes “there is almost no literature that is able 

to give shape to a theory of intellectual work 

that comes from collective Black practice, that 

situates intelligence or intellectual liveliness in 

the context of collective conversation and 

 
52 An example of this is the Chimurenga Chronicle, which draws on archives of the past in a multi-disciplinary 

way to situate current debates. 

Figure 6: Outline of non-linear cyclical 

convergences 
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dialogue.53Naidoo’s concern is with the absence of frameworks that account for collective 

Black intellectual practice, created through creative and critical thought through 

communal engagement. The increasing isolation of knowledge production can be 

addressed, through situating jazz as a site of collective knowledge production, social 

consciousness, and political imagination in the 1980s. Displaying the potential for 

identifying methods of knowing and resistance in history that exist outside of hegemonic 

narratives of resistance. Jazz functioning as a method for dialogue, education, and 

resistance can be identified in oral histories, archival materials, and theoretical analysis. 

Through identifying this jazz sensibility in 

archives, the functioning of jazz as a method 

for displaying the inherent culturally and 

communally grounded process of pedagogy is 

revealed. I return here to the notion of thisness – 

searching for the jazz sense in archives, 

analysing art and literature. I offered a model 

for understanding how knowledge, creativity, 

and critical thought are produced in 

community-based contexts, and displayed that 

through drawing on the past where there are 

demonstrable moments of communal 

knowledge production, a reflective pedagogy 

on these moments of collective Black practice 

can generate research practices that subvert 

knowledge production in isolation, leaning on 

past models of learning through cultural expression and in community can inform our 

research methodology.54 Layers of pedagogy in specific moments of convergence could be 

identified in jazz concerts and cultural programmes in service of the struggle. A scenario is 

a jazz concert played at a fundraiser at UWC for the release of political prisoners or the 

 
53Leigh-Ann Naidoo, ‘‘Black Student Intellectuals and the Complexity of Entailment in the #RhodesMustFall 

Movement” (PhD diss., University of the Witwatersrand, 2020), 17. 
54Jayna Brown, in Black Utopias: Speculative Life and the Music of Other Worlds includes jazz in the 

speculation of Black utopias and alternative worlds. She writes, ‘Through devotion to communal melody-

making, one could be ‘‘loosed from the human body, and converted back into a material world of elements,” 

allowing for infinite forms of existence and possibility outside of state-sanctioned traumas”  

Jayna Brown, Black Utopias: Speculative Life and the Music of Other Worlds (Durham, NC: Duke University 

Press, 2021), 73.  

Figure 7: The conceptual framework applied 

in the FeesMustFall movement.  

 
Figure 2.The conceptual framework applied 

in the FeesMustFall movement.  
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support of families impacted by apartheid violence, found in these events are pedagogical 

moments. Most of the time the jazz musicians were developing a jazz curriculum through 

these concerts, one which was decolonial. In this thesis I position apartheid and colonial as 

holding the same values of control, assimilation and dispossession, the term decolonial is 

therefore used in opposition to these oppressive practices and embody the sovereign 

creative expression and education for liberation thematic  I explore.55Jazz education for 

Black students was not accessible, and the music taught as music institutions followed 

British standards. At political events a decolonial curriculum was developed through 

music and performance – one which was rooted in a political context of liberation and 

directly in opposition to apartheid education. This would be taught in jazz organisations 

and informally in communities – creating a jazz pedagogy that is politically informed. 

Lindelwa Dalamba, jazz researcher and historian, identifies the development of music 

education projects as testimony that jazz served a purpose in the struggle as hope for the 

future, despite racial divisions in the identification of Cape Jazz and other issues with jazz 

in Cape Town. Dalamba asserts: 

Jazz and radical humanism in the arts were a resource of hope generally is perhaps 

most evident in how Black jazz musicians renewed their attention to music 

education. Grassroots schools sprang up across the Cape Flats laying the 

foundations that would become so necessary in post-apartheid neo-liberal order.56 

 

The convergence of jazz and education in the context of political struggle therefore 

became the most identifiable and impactful legacy of the formation of political jazz 

pedagogies and the creation of curriculum in political jazz spaces. Playing music would be 

a learning experience for the artist and they would begin drafting syllabi using the music 

they played, the political energy influencing their pedagogy. It is possible to make sense of 

non-linear/cyclical moments of converging pedagogical moments through identifying 

learning materials which represent these convergences. Sustained moments of alternative 

resistance can be abstract and overwhelming: it is certainly a feeling/energy but in a 

moment of response/improvisation there is little chance to reflect, and these novel 

convergences are embodied, being able to reflect on what occurred in this energy of 

 
55Michel Foucault, The Order of Things: An Archaeology of the Human Sciences (London: Psychology Press, 

2002).  
56 Lindelwa Dalamba, ‘‘In the Tracks of Jazz Refuge(es): Sounds across Athlone,” in Athlone in Mind, eds. 

Heidi Grunebaum and Kurt Campbell (Bellville: Centre for Humanities Research, University of the Western 

Cape, 2017), 66–81. 
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responses showed that pointing to the material links, and the links of praxis grounds the 

time/form bending nature of energies of resistance. These overlaps eventually become 

embedded in cultural/pedagogical script. Amilcar Cabral delivered a lecture entitled 

“National Liberation and Culture” in which he asserts the relevance of cultural control 

and liquidation in colonial dominance: 

In order for culture to play the important role which falls to it in the framework of 

the liberation movement, the movement must be able to preserve the positive 

cultural values of every well-defined social group, of every category, and to 

achieve the confluence of these values in the service of the struggle, giving it a 

new dimension--the national dimension. Confronted with such a necessity, the 

liberation struggle is, above all, a struggle both for the preservation and survival of 

the cultural values of the people and for the harmonization and development of 

these values within a national framework.57 

Following Amilcar Cabral, cultural activism and the expression of this resistance in 

curriculum is therefore vital for preserving pedagogy that is culturally informed. 

Education projects like MAPP are the most identifiable preservation of jazz education 

holding political conscientisation. I had the privilege of speaking with George Werner, 

who was instrumental in establishing MAPP (Musical Action for People’s Progress) and 

the Little Giants about the educational moments found in jazz spaces and embodied 

learning in jazz. Werner, in speaking about the possibility of political conscientisation, 

remarked as follows: 

So, the protest music, I’m thinking about, imagine the 50s, the 60s, you want 

freedom. And I mean, when I was a teenager, I also wanted freedom, but I was 

like, I thought, man, this political, social, economic freedom is not good enough. I 

need some other freedoms as well.  What about religion? And freedom in music as 

well. So, I can understand why jazz is so, kind of relates to the greater population 

of South Africans because of that freedom. And you don’t have to still go to a 

school to learn this music. Right down the road, there are guys living, they were 

making sounds.  

The Klopse come walking past you. You’re hearing those sounds. In the church, 

you’re hearing the sounds. You’re hearing music. So, I mean, right at this moment 

here in Cape Town, we probably have about 4,000 youngsters who are playing 

music and a huge percentage of them are self-taught, or they’re taught by these 

little informal teaching institutions, like the Klopse. I call that a school.  And the 

Malay Choir, the Christmas Choir, the Baptist Church, the New Apostolic Church, 

the Moravian Church, all of them have music happening there. Theres a 

 
57Amílcar Cabral, National Liberation and Culture (London: Routledge, 1994), 8. 

https://uwcscholar.uwc.ac.za/home 



36 

charismatic church playing some funky music over there. And those guys, they’re 

just playing by feel and they’re learning on the spot.58 

There was essentially the formation of an embodied culture and curriculum, clear 

pedagogical moments could be seen within the ongoing development of curriculum in jazz 

spaces. Much of the learning that took place during this time was in these concerts, and 

through sharing music. These concerts were attended by students and teachers, community 

members of People’s Education for People’s Power. Jazz was played at events that were 

directly organised by People’s Education organising bodies and became enmeshed with 

People’s Education as a backtrack for resistance, forming the wing of People’s Culture for 

People’s Power. There is a linkage in material of jazz and pedagogy of this time, visible in 

improvisation and imagination; there was a creation of something new and alternative that 

shared the same principles of anti-bureaucratic models of learning.  

I asked Werner how he developed jazz curriculum in the 1980s and what material he used 

to teach, he explained layers of pedagogy and resistance, that were enmeshed with jazz.  

He explained how jazz events developed a pedagogy of music for liberation. Werner states 

that it was through these concerts and spaces of jazz community that he developed jazz 

curriculum, and from this came MAPP (Musical Action for People’s Progress. “So, I 

would take tunes, which I was performing over the weekends, and I would write those 

tunes out and I would teach it to my students.”59 He was essentially developing a 

curriculum that was praxis – based on political performances, a kind of embodied practice 

of pedagogy. In Sounding the Cape – anthropologist Denis-Constant Martin reflects on the 

political relationship between musicians and the UDF – integrating jazz into political 

mobilisation. He reflects on Robbie Jansens (close friend of Georger Werner) creation and 

interpretation of freedom songs at rallies and through this providing education on anti-

apartheid struggle. This pedagogical moment in jazz aligns with Werner’s explanation of 

the development of a curriculum in political jazz spaces: 

Robbie Jansen and his bands, which were always mixed, played at rallies, on 

campuses, interpreted freedom songs and invented new ones. Robbie Jansen 

 
58George Werner, interview by Clio Koopman, Cape Town, July 11, 2025. 
59 Ibid.  
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explained to Gareth Crawford: “The people here needed us to educate them to tell 

them the reason why we had to change the system60” 

This embodiment extended beyond a pedagogical sensibility, and in fact into the cultural 

and artistic expression of activists at the time. The main form of teaching through which 

South African jazz artists learnt how to play is an embodied learning. This is an extension 

of the deeply embedded cultural roots of jazz in Black communities, which is also what 

made music so threatening to the apartheid government, because it was not only a 

mobilisation tool and subversive genre, but contributed to education that opposed 

apartheid laws and ideology.61 Jazz performance as an educational practice was 

underpinned by a goal of freedom, and an expression of history - a claim to sovereignty 

and the formation of curriculum was an extension of this subversive educational practice, 

visible in Werners practice of translating music performed in social and political spaces 

into curriculum.  

This book features 86 South African composers of kwela, goema, mbaqanga, langarm, 

tsaba tsaba and jazz. A learning material which acknowledges the complexity and 

spectrum of South African music, challenging the British curriculum taught in learning 

institutions.62 In this book, one can identify the traces of people’s power, contributing to a 

jazz pedagogy sense of sovereignty, the material holds these clues. One must adopt a 

forensic approach of searching for convergence and searching for that which points to the 

political praxis of jazz in the 1980s. This shared link can be found in teaching material as 

well as the development of organised musical bodies, such as MAPP and educational 

bodies like the NECC. The development of MAPP illustrates the pedagogy found in jazz 

and the inability to separate pedagogy, jazz and resistance from each other. In fact, the 

formation of MAPP as a formalised education institution was inspired by a UDF concert 

played at Rocklands in Mitchells Plain in 1986, where the need was identified for a 

structure to align musicians and political organisers.63 Cultural activists were regularly 

organising cultural events for trade unions and community bodies, but there needed to be a 

 
60 Denis-Constant Martin, Sounding the Cape: Music, Identity and Politics in South Africa (Somerset West, 

South Africa: African Minds, 2013), 241. 
61Marc Duby, ‘‘Alweer ‘Die Alibama”? Reclaiming Indigenous Knowledge through a Cape Jazz Lens,” Muziki 

11, no. 1 (January 2, 2014). 
62The South African Jazz Real Book Vol.1 ‘‘Jika” celebrates South African music and musicians. ‘The intention 

of this book is to get musicians to play the music. Be it on the bandstand, in studio, for the occasional jam 

session or in the classroom.” 
63 Krisen Pather, Mapp Magazine (Athlone, Cape Town: Musical Action for People’s Progress [MAPP], 1992). 
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link between musicians and activists. MAPP director, Duke Ngcukana acknowledged 

MAPP being an intervention into musical education for Black students, while remaining 

conscious of the political foundations for liberation. 

How ‘People ‘creates a mass heterotopia of sovereignty and creativity 

The shared lexicon in jazz and education, in the political temporality I situate this research 

in is the notion of people: this is a grounding for their shared characteristics of 

sovereignty, subversiveness and the formation of a new energy of creative political 

practice and resistance. The notion of people first was instrumental in anti-apartheid 

activism and messaging of resistance, visible in the United Democratic Front and Freedom 

Charter. Ways of knowing are facilitated through pedagogical spaces of jazz through 

material and practice and a cultural/indigenous knowing the people are the foundation for 

this convergence, the mobilisation of mass and communal meaning making generates the 

alternative pedagogy and knowing I claim is generated in education and jazz.64 I can 

identify this in organisations and formal representation of this energy through People’s 

Culture for People’s Power and People’s Education for People’s Power and visible in the 

material representation of this relationship; found in the magazine from the Medu Arts 

Ensemble – Staffrider, SACHEDs Upbeat Magazine, MAPP magazine and Learn and 

Teach magazine. The notion of the people is most identifiable in the Freedom Charter, a 

formal document for the way forward of governance – to be integrated into all spaces. It 

opens with “The people shall govern”, anti-apartheid resistance relied on mass 

mobilisation of gatherings and protests. “The people “was therefore integrated into 

popular media, thought and approaches to education and culture which foreground 

extending participation in learning.  

I identify the sovereignty concept that links education and jazz in this chapter in “the 

people” as it is a reclamation of belonging and nationhood from people who have been 

oppressed, when found in education and cultural spaces – it calls for the creation of a new 

shared identity, independent from colonisation and apartheid. Within a shared identity of 

sovereignty and agency exists heterotopic spaces, where the people further layer 

reclamation and sovereignty – through developing sub spaces of the people, cultivating a 

 
64The people is also accompanied with no-one as in no person shall be left behind. It is also in opposition to the 

apartheid Afrikaner ideology of maintaining the Afrikaans ‘Volkstaat” – the people’s state.  
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pedagogical energy of alternativeness. This is clear in political jazz spaces, and People’s 

Education – where the people is developed further into a unique pedagogy.  

Connecting education and jazz politically through a conceptual framing of ownership   

My claim for the intersection of education and jazz in the same historical context and 

resistance energy is grounded in a framework of heterotopia. I look at places such as jazz 

performances and classrooms in this context which are heterotopic, where various spaces 

and sites of education exist alongside each other. In the moment of jazz playing there is 

also a heterotopia cultivated when the audience meets musicians on this plane – there is a 

sonic and psychological heterotopic space cultivated where the audience and musicians 

agree artistically and emotionally.65 Heterotopias exist as other spaces in society – they 

exist outside the functioning norm and as other, active spaces within grander society, some 

examples of dominant heterotopias are cemeteries, prisons and hospitals. Philosopher 

Michel Foucaults explanation of heterotopia has to do with mediation and bridging various 

spaces and realities into one place. He explains that “the heterotopia is capable of 

juxtaposing in a single real place several spaces, several sites that are in themselves 

incompatible.”66 An example of this heterotopia is the previously known as the Sherwood, 

which was situated in Sherwood Park, Mannenberg in Cape Town, which was wildly 

popular in the late 70s and early 80s. The Sherwood became less popular at some point in 

the mid-70s, and so to boost patronage, the club was rebranded as Club Montreal and the 

song “Montreal” was released in 1984, sung by Tony Schilder the lyrics being: “At 

Montreal, you can always have a ball…Where the girls are so pretty…. And the guys seem 

to know they have it all.” 67 The song and the club are now a heterotopic space, the song 

played outside of the club immediately conjures images and memories of the venue and so 

Club Montreal exists as its own space, functioning alongside broader Cape Town jazz 

 
65Robin Kelley responds to a question of jazz labour practice and collaboration – relating to his exploration of 

Thelonious Monk, his response highlighting the shared collaborative practice of jazz: ‘‘And yet what all these 

musicians say—even if you’re doing so-called free jazz, even if you’re doing something that’s much more 

experimental—the most important thing to do is not to play but to listen. You have to be able to listen to each 

other, to be able to play with one other, to play in response to one another. It’s like a set of conversations. 

Because making music is not about virtuosity. It’s about being able to create a kind of community voice in 

which each voice is individual and can shine. Robin D. G. Kelley, ‘‘Solidarity Is Not a Market Exchange: An 

Interview with Robin D. G. Kelley,” Black Ink, January 16, 2020, https://Black-ink.info/2020/01/16/solidarity-

is-not-a-market-exchange-an-interview-with-robin-d-g-kelley/. (accessed November 9, 2025). 
66Michel Foucault and Jay Miskowiec, ‘‘Of Other Spaces,” Diacritics 16, no. 1 (Spring 1986):25. 
67Tony Schilder, comp. and lyr., and Delene Schilder, lyr., ‘‘Montreal” (also known as ‘‘At Montreal” or ‘‘Club 

Montreal”), performed by the Tony Schilder Trio. 
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cultures of the time. These are sentiments inspired by the hundreds of comments about the 

Club on public Facebook groups: 68 

My late husband and I had our first date here in the 1980s. 

We hung out here every Wednesday with the Tony Schilder Band, memories that 

will last a lifetime. 

I remember my wife was pregnant at the time, I said let’s go dance and you will go 

into labour and she did!  

My parents took us to listen to the bands practice on a Sunday and for their Sunday 

lunches.   

Best club. I stayed close so I jumped over the wall, I was there every Friday, 

Saturday and Sunday.  

My husband & I got engaged there. I remember, straight from Galaxy to Montreal, 

met some amazing people.  

 

It was easier for Club Montreal to become a heterotopia because of apartheid restriction 

and separation, and so the club is tied to (apartheid architected) history and memory of so-

called coloured culture. The space cultivated culture and shared energy, creating a 

heterotopic identity of cultural resistance. Warren Ludski in his blog, Music Legends of 

Cape Town dedicates an article to the “anatomy” of the song Club Montreal – he explains 

why the song became culturally important and wildly popular, marking a moment in 

cultural history: 

Picture this: a jol or a stage show is as flat as last week’s beer and going nowhere 

fast. Then someone plays Montreal and voila! – the joint comes alive and 

everybody’s clapping, stomping their feet, dancing! That’s it! That’s what that song 

can do. It’s like an adrenaline shot for a slow-moving gathering that’s just short of 

rigor mortis. But why? It’s not as if it is purple prose. It’s not an international hit. 

It’s not even a South African hit. But it is a Cape Town hit. A big hit.69 

 
68There are many reflections of the good memories, first relationships and reminiscing on club experiences in 

the 70s-80s. I edited these, based on real comments. found in the Facebook Group, ‘‘The Cape Town Jazz 

Scene” https://www.facebook.com/groups/JAZZSCENECAPETOWN, accessed 20th November, 2025. 
69 Warren Ludski, “At Montreal: Anatomy of a Hit Song That Gets Them Moving in Cape Town,” Music 

Legends of Cape Town, May 26, 2018, accessed November 12, 2025, 

https://warrenludskimusicscene.com/2018/05/26/at-montreal-anatomy-of-a-hit-song-that-gets-them-moving-in-

cape-town/ 
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The heterotopia of Montreal thus lays claim to ownership, in the location of forced 

removals and dispossession the heterotopia of Montreal is a cultural sovereignty.  

Sovereignty and ownership through jazz as knowledge 

Sovereignty is a concept I repeat which appears in the subversive aspect of jazz and 

education. I have chosen to make use of this word instead of indigeneity although they 

have similar meaning in my discussions about ownership of ideas as a characteristic of 

student struggle and cultural movements, and in defiance of colonial subjugation.70 When 

I refer to sovereignty in a jazz sense, I am referring to claiming a South African jazz 

sound, that is in direct opposition to the cultural erosion attempts of colonisation. Cultural 

production has been a consistent means of resistance in South African histories, for 

confronting identity expropriation. In Africa in Stereo, scholar Tsitsi Ella Jaji explains the 

turn to cultural production as a method of claiming sovereignty: 

The “civilizing mission” in nineteenth-century propaganda reproduced myths of 

Black primitiveness and claimed to bring not only the light of the gospel but 

Enlightenment itself. Confronting such hubris, early Black nationalists felt that 

performing as modern political subjects involved not only making claims before 

the state but also claims to recognition as cultural producers.71 

An example of cultural sovereignty is Abdullah Ibrahims Mannenberg – which was played as 

a call for unity and resistance and many political rallies. The song, although having no lyrics 

embodied a sound that was identifiable and close to many, it asserted a South African sound 

of belonging and in the face of apartheid dispossession, was a call for liberation. The singer 

Robbie Jansen, who played at many political events would disperse song with political 

messaging and spoke to  “Mannenberg”calling audiences to  “rise up”and “be proud of our 

own stuff”, this is also in a context of the jazz scene for long being dominated by cover bands 

of American music, it was a call to situate South African jazz sounds as the dominant sound 

 
70I am interested in a sonic mediation of indigeneity, in a micro lens (in family units) developing another 

approach to (auto)biography. Nduduzo Makathini in his thesis addresses the cosmologies in jazz and spiritual 

element in jazz – so am I interested in family histories embedded in music. These approaches develop an 

approach to jazz which makes jazz/sound and the thing it is mediating both an object of study. Nduduzo 

Makhathini, ‘‘Breaking into Sound: Dis/Locating Ntu Cosmology and Improvisation in South African Jazz” 

(PhD diss., Stellenbosch University, 2023). 
71Tsitsi Jaji, Africa in Stereo: Modernism, Music, and Pan-African Solidarity (New York: Oxford University 

Press, 2014), 23. 
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rooted in political conscientisation.72 Asher Gamedze, musician and academic expands this 

sense of sovereignty to outside of the musician – to the environment, history and rooted in a 

broader historical context and cultural practice. Gamedze reflects on Zim Ngqaqana who 

asserts that every note played has a social meaning, embedded in personal history – reaching 

beyond to the environment. Through this framing music is part of the broader and continuing 

revolution: 

 

We try to get to cosmology – systems of thought which structure people’s 

understandings of the/their worlds and what these worlds are composed of – by 

listening for this in the music and trying to hear it in relation to at some concepts: of 

people, the world and society, and some of the practices which mediate between 

people and these concepts – practices which simultaneously reflect and reproduce 

these conceptions.73 

 

The definition of heterotopia is a “world within worlds”, alongside the heterotopic spaces of 

jazz – charactersied by their unique social functioning and convergences, exists worlds 

outside of these spaces, which influence the formation of these heterotopias. Heterotopic 

spaces often exist as counter hegemonic or embrace existing thoughts and draw from the 

environment and history. I therefore draw on Gamedzes situating of jazz in a cosmology of 

convergences to be found in jazz (thisness).  

Head music and jazz imaginary as sovereign practice  

I ask why jazz is naturally able to express a range of emotions and serve as a unifying 

force, a central question to identify converging moments of resistance. Robin Kelley, in 

the introduction to his course on jazz entitled “Jazz studies online” asks:   

“How has the music we call “jazz” come to symbolize so many different political 

tendencies-freedom and democratic values, a threat to order and civil society, the 

possibility of integration and racial harmony, Black liberation and nationalism, 

conservatism, surrealism, socialism, etc., throughout the 20th century? What is it 

about jazz that enables people to read their political aspirations and hopes in what 

is primarily instrumental, improvised music?” 

Kelley outlines the various functions jazz performs in social construction and marking 

political, cultural and historical moments as well as influencing conceptual thought. 

 
72Denis-Constant Martin, Sounding the Cape: Music, Identity and Politics in South Africa (Somerset West, 

South Africa: African Minds, 2013), 241. 
73Simiso Asher Gamedze, ‘‘It’s in the Out Sides: An Investigation into the Cosmological Contexts of South 

African Jazz” (MA thesis, University of Cape Town, 2018). 
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However, outside of jazz found in different super-structures, it is also found in a cerebral 

and emotional place in individuals and movements. Werner provides a conceptual framing 

of the cerebral/emotional place of jazz. He explains how jazz in the 1980s had an 

improvisational quality found in sound and pedagogy. In our interview stating that jazz 

was known as “head music’’ because of the deep contemplation and thought put into 

playing, but also because jazz is spontaneous and often improvised, coming from the 

“head”. I am drawn to the saying “jy doen jou eie kop se dinges”, which is the phrase used 

when someone does something that is outside a norm, usually in a reprimanding way or a 

comment to bring someone to reform.74 It is appropriate to capture “head music’’ using 

this phrasing, translated the phrase holds an inferred rebellion from the norm and evokes 

an image of a creativity that is beyond a normative way. It also evokes the biological 

aspect/grounded aspect of an often abstract, ephemeral definition of jazz, the head which 

holds the thoughts being the place of creation also opens space for a shared head music. 

Herein I find some reasoning to “why jazz” and to questions of what can jazz offer to 

social spaces, and movements. The “head” part of jazz – which I can also see as being an 

epistemology, has the energy to claim a knowledge that is rooted in indigeneity and 

subversive in ownership.75 I envision jazz opposing the falsification of apartheid, through 

education and ideology by claiming a unique epistemology that has a specific South 

African political history of place and social formation – asserting a sovereign truth. 

Werner spoke to how he saw “head music” materialise in his communities of jazz:  

We would chat about Newtons laws of motion and then Einsteins theory of 

relativity. That’s what we used to do. So why I’m saying this is because these guys 

read a lot and they search for things and they managed to get the information in an 

informal way, and they could actually also figure out a theory. And that’s why they 

sounded so good, because their theory, it might be their own, but it still got them to 

the same point that Bach would arrive at. And even Jimi Hendrix, who was, he 

wasn’t an educated musician either, but the reason why, he must have had his own 

 
74The direct translation of this phrase is ‘‘you do your own head things” 
75Achille Mbembe, in ‘African Modes of Self Writing” explains the methods of colonial imposition on a 

formation of ‘‘African identity - Thus the ‘being with oneself ” (another name for tradition) the African should 

always have experienced has been replaced by an alterity in which the self no longer recognizes itself: the 

spectacle of dismemberment. Second, “disproportionation” a process in which juridical and economic 

procedures have led to material expropriation and dispossession, followed by a unique experience of subjection 

characterized by the Other’s falsification of the self, resulting in a state of maximal exteriority (estrangement) 

and deracination. Achille Mbembe, ‘‘African Modes of Self-Writing,” Identity, Culture and Politics 2, no. 1 

(2001): 3. 
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theory that he figured out himself. So, a lot of these jazz musicians, I think jazz 

music actually requires that you have to be a bit of a searcher for knowledge.76 

Werner notes how musicians essentially developed their own theories, for their sound but 

also for what they embodied. This is the head component of jazz, it carries a musical 

cerebral component, but also a gateway for knowledge creation and curiosity. The 

informal way Werner refers to is through social spaces, this curious energy materialised in 

political jazz spaces. One can ask how the laws of motion and theory of relativity are 

framed, in a community of jazz and context of politicisation and whether this interaction is 

a unique knowledge sovereignty of the interaction of jazz, politics, social and 

knowledge.77 Jazz also becomes a site for imagination of freedom, and a political tool for 

liberation.78 Salim Washington offers a definition of a jazz imaginary which is found in a 

search for freedom in moments of oppression, he also positions the jazz imaginary as 

existing as a representation of historical events: 

I argue that the jazz imaginary is a Pan-African invention, its most relevant origins 

and reinventions occurring in the contexts of spectacular displays of unfreedom, 

whether in slavery, settler colonialism, or systematic race-based discrimination. 

Music fashions its own presentation of freedom over time, formally increasing 

degrees of latitude with respect to musical features such as rhythm, timbre, and 

melodic/harmonic development. The jazz imaginary, too, has developed to help 

shape the reception, critical commentary, and ultimately the aesthetic and social 

meanings of jazz in such a way as to give credence to (or in some instances to 

deny) the revolutionary import of jazz music and culture.79  

The jazz imaginary existing in these specific moments has led to the development of a 

“jazz aesthetic” which is represented in writing and art.80 I question how far this jazz 

imaginary extends, and where it could be identified in other aspects of socialisation, and 

the development of specific culture. As jazz responds to the political context, but is also a 

representation of this, through the idea of a jazz imaginary, the permanence of jazz in the 

construction of a city can be seen, the structure of a city leads to jazz having a relationship 

 
76George Werner, interview by Clio Koopman, Cape Town, July 11, 2025 

77This provocation may be a stretch, but I am considering my knowledge base of subjects outside of my 

understanding – which I learnt in a social context. The meanings of these definitions are associated with these 

social spaces. The same logic can be applied to popular education – whether you are learning about science or 

economics, when it is taught with a social awareness there is a different meaning attached.  
78Werner goes on to say in the interview that their musicians were ‘‘weapons” for freedom and expression  
79Salim Washington, ‘‘Freedom in the Jazz Imaginary: Twentieth-Century Aesthetic Revolt,” in Decolonising 

Political Communication in Africa, 123–149 (London: Routledge, 2021): 123. 
80Washington, ‘‘Freedom in the Jazz Imaginary,” 130. 
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with place. From this “sonified” city can be identified, and places of aural culture, this is 

clear in the representation of a city like Johannesburg, a place marked by a jazz culture, in 

these places one can identify an aural culture that exists outside of the realm of music, 

which becomes emphasised through popular culture, such as the emphasis on “Soweto” in 

many song titles, the cultural relevance of Sophiatown, and the explicit connection of 

well-known artists like Hugh Masekela and Miriam Makeba to Johannesburg.81 These 

cultural references are embedded in the creation of a definition of place, drawing together 

histories of place and formation. However, there is also a sonified relationship between 

people to their home that exists outside of a grand aural culture narrative, which exists in 

family legacies and history, intimate experiences of sound and being able to identify 

markers of history and life with the sound of the city. Jazz being linked to place opens 

conversations for its reach in imagining a city as well as extending this claim to the 

formation of culture alongside a city/place. As Heidi Grunebaum writes about the text 

“Athlone in Mind, , “To hold “Athlone in Mind”is to grasp the challenge of exploring new 

ways of imagining the relationship between the arts and place, and between memory and 

the  unsettled question of the future”.82 If jazz has imagined and structured place before – 

there is room for a speculative project on how jazz will function in the future, creating a 

jazz framework of temporality and place. The jazz imaginary found in the formation of 

place is also clear in the relationship between the sea and cities, through histories of 

slavery the sea functions as a transnational bridge, as well as a site of movement through 

which music influences were carried, and as a site of commodity.  Jazz is political because 

of how it responded to oppression, and how the sound carried through resistance, to 

cultural formation, a reclamation of culture and a genre that could unify in a subversive 

manner. Werner alludes to this:  

So here you can hear... We can hear the church. You can hear the rural thing. And 

this is what I’m speaking about. That we are using our folk music in our jazz. And 

this has had a huge influence on us. I mentioned the weird thing, the Eastern Cape, 

most of the jazz musicians in the past came from the coast. Yeah…Cape Town, 

East London, PE, Durban. Because Dollar Brand, he got that name because he 

used to wait at the docks for the sailors to come in to buy the new Thelonious 

 
81 Brett Pyper, ‘‘Jazz Festivals and the Post-Apartheid Public Sphere: Historical Precedents and the    

Contemporary Limits of Freedom,” The World of Music (2016): 118. 
82H. Grunebaum, ‘A Question of Place,” in Athlone in Mind, eds H.Grunebaum and K. Campbell (Bellville: 

Centre for Humanities Research, UWC, 2017), 4. 
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Monk or Duke Ellington album. So, the first point of contact that we had with the 

outside world was along the coast.83 

Jazz becomes embedded in ecological history, with a close relationship to the sea. A South 

African history of city formation and urbanisation has a defining sound, which can be 

traced through music.84 So can the natural landscape, how music responds to the natural 

environment through movement and dispossession. These aspects lead to an indigeneity of 

jazz, which is deeply entrenched in genealogy, along with this jazz indigeneity is an 

inherent learning that takes place, as an instinct to play jazz occurs. There is a pedagogical 

processing of what the genre contains, as well as creative thinking on making sense of 

sound, and subconsciously where to find inspiration. Head music is an appropriate 

definition for this jazz imaginary that resides in places and in psyches, which requires 

critical thought. There is a combination of instinct, improvisation and a historical analysis 

that takes place, in the subconscious and conscious. 

 Reading jazz histories as social composition: sovereign jazz heterotopia in formation of 

place and society 

A history of South African jazz is inexplicably tied to economic change and place. The 

politicisation of place and labour implies that the social formation around South African 

jazz is political. Lara Allen, in her reflection on the relationship between South African 

music and the socio-political through her analysis on the pennywhistle makes use of 

Gramscis theory of social change.85 She focuses on the idea of “situational change 

“relation” to the development of music and sound, developing an argument for the 

correspondence between history and jazz in change.86 Alongside music’s capability for 

formulating place, it also marks temporality. Approaching the temporal significance of 

sound Valmont Layne approaches the temporal aspect of sound through its “anticipatory” 

nature, in his discussion of the musical making of Cape Town, through goema as a 

 
83Werner, interview by Koopman, July 11, 2025. 
84 Valmont Layne, ‘‘Goema”s Refrain: Sonic Anticipation and the Musicking Cape” (PhD diss., University of 

the Western Cape, 2019), 21. 

 85Lara Allen, ‘‘Music and Politics in Africa,” Social Dynamics 30, no. 2 (2004): 1–19, 

As Gwen Ansell identifies that the evolution of South African jazz reflects structural shifts in economic 

development. Similarly, David Coplan displays the politicisation of place and labour and the influence of jazz in 

shaping the social formations around performance and identity. 86 Both Coplan and Ansell suggest that the social 

formation around South African jazz is inherently political and tied to the formation of the economy and place. 
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foundation for cultural development. Layne reflects on the “nomadic pedagogies” of 

musicians, and their influence on the social world he writes the following:  

We may read the making of the social through auditioning it as the senses, this 

provocation helps to think through the relationship of the social and senses, and 

how social change and music interact through history.  

I am interested in the line(s) between social, environmental, historical and cultural. 

I ask where these phenomena are placed in terms of influence. Perhaps because this 

is an unanswerable question for South African jazz, histories of jazz are often 

written with these processes intertwined. Movement, and labour run alongside 

histories of jazz and so does instruments and the influence on sound.87 

 

To understand the social making through jazz, and the anticipation of jazz in South African 

cultural and political histories, I approached Ludski with questions of retrospective 

reporting and approaching jazz as archives through his experience as a journalist and now 

holding a blog on jazz in the past. He shared that: 

In truth in the early years local pop bands and artists were essentially doing cover 

versions of everything that came out of the UK and US. The jazz performers were 

not much different; jazz lovers were fed a diet of Oscar Petersen; Herbie Mann, 

Ellington and Brubeck, among others. Only when Dollar Brand came along was 

there a hint of own compositions coming to light. Whilst I enjoyed the 

pop/funk/soul/psychedelic stuff of the late “60s, that only applied in a dance club 

environment.  

I grew up in a house where we listened to mainstream and avantgarde jazz. I 

sought out where the jazz gigs were when I felt I needed to listen to it live.  

Invariably it was at a place called the Beverley Lounge in Athlone where the Four 

Sounds (led by the Moses brothers, Cliffie and Basil) enjoyed resident status for 

many years or I”d see where any of the Schilder brothers (Richard, Tony, Chris) 

were playing and soak up their sounds. Most of the Black jazz musos however 

were doing long-term contracts in upmarket white establishments in the City 

centre. Jazz lovers on the Flats rarely got to see the likes of guitarist Kenny 

Jephtha, pianist Henry February or bassist Gary Kriel. The jazz musicians with 

their roots in Langa and Gugs (and there were quite a few) found work with either 

of the Schilders or the Moseses or got swallowed up in the white clubs. I ”m 

thinking here of the Ngcukana family, Max Dyamani, Willie Nettie, Tete 

Mbambisa and Winston Mankunku of course. There are quite a few others but 

those spring readily to mind. They all drifted in and out of the local jazz groups 

 
87Layne, Valmont. ‘‘Goema”s Refrain: Sonic anticipation and the Musicking Cape”, 6. 
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over the years and became fixtures on the jazz scene, but it was Mankunku that 

excited most of the people.  

I loved his playing, as did so many others. There was a hardcore jazz fanbase who 

enjoyed the little that they got. There was also a degree of snobbery attached to 

being a jazz lover. As far as reporting on jazz in my early years as a journalist 

career, I have to be honest and say that it did not enjoy much coverage for a couple 

of reasons. There was not a wide pool to report on. As I mentioned before, The 

Moses family and the Schilders hogged the news if anything was happening and as 

far as jazz singers were concerned, there weren’t that many either. Zelda Uhren 

(now Benjamin) and Don Tshomela were the main players in that space. Dollar 

Brand was the main attraction in the mid-60s but then an opportunity came his 

way, and he headed for Europe. 88 

In this contextualisation of the 60s, Ludski explains influence of Western jazz, the 

relevance of place in social influence and taste as well as a jazz-class-dynamic. He also 

reveals the racial and class divide and how this influenced jazz culture. The details of 

musicians developing sound is important, but what is striking is how this influences the 

broader terrain, which Layne refers to as a “ssuperstructure” this structure is apparent in 

recollection of music history, and one can read the political landscape through musical 

moments. There are few “s hared” traditions in a place where races and ethnicities were 

prescribed to think apart, live apart, make their cultural artefacts apart, and play sport 

apart, jazz has become the cultural genre that has come the closest to creating audiences 

that crosses these boundaries in South Africa.89 Jazz becomes a mechanism for belonging, 

and from this central role the sound plays, the over-representation of the genre can be 

understood. The sound of jazz translates well into oral accounts of histories, memory is 

accompanied by sound, which makes accounts of jazz history emotional. In South Africa, 

jazz becomes part of our lexicon, part of our cadence and integrated into our oral 

histories.90  

How does one then go about critiquing the representation of jazz as a genre for resistance, 

when it is embodied and not fabricated through written and other forms of representation? 

Herein lies a question of whether jazz continues to be a superstructure for social 

 
88Warren Ludski, email correspondence with Clio Koopman, July 14, 2025. 
89Suren Pillay, ‘‘Jazz as Tradition in Cape Town,” Africa Is a Country, April 9, 2014, 

https://africasacountry.com/2014/04/jazz-in-cape-town 

 (accessed on November 9, 2025). 
90Max Mojapelo, Beyond Memory: Recording the History, Moments and Memories of South African Music, ed. 

Sello Galane (Somerset West: African Minds, 2008) 
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formation, and whether jazz is only hegemonic in temporalities, corresponding with the 

structure of place. In many ways this research responds to the essentialization of jazz, 

when the nuances of place and social formation are not deeply engaged with and the 

exploration of jazz stays in conversation of the making of economy, place, narratives of 

exile and biography.91 Brett Pyper reflects on jazz in the post-apartheid sphere through the 

framework of jazz festivals. He draws on nationalism, and the goals of wealth and 

international attraction that have tainted cultural facets in South Africa, as Pyper argues: 

“fields of discourse and practice in which earlier claims on cultural autonomy and self-

definition articulated in and around jazz music intersect with current economistic 

developmental discourses that amount for several commentators to the dominant twenty-

first-century mode of governmentality”.92 He displays the co-opting of jazz in an anti-

apartheid, neo-liberal script of remembrance, introducing the question of whether the 

dominance of jazz is specific to the temporalities where it had a close interaction with for 

social formation, and whether it is only represented as hegemonic retrospectively – when 

it is being reported on. Jazz can be viewed as part of a broader network of specific pieces 

that create a collage, defining collective agreement on aesthetic and a culture of 

subversiveness, which promotes different radical imaginaries. There is a valid critique on 

the historical representation of jazz as resistance, as different genres were also used in 

resistance contexts.  Although there were Black artists who played these genres, many 

white musicians were radicalised through music, and their sound was different to jazz, but 

maintained a subversive element, on various intersections. Shifty Records represented 

“alternative” artists, as well as artists from other African countries, some who were exiled 

because of their political stance.  

An example is The Genuines and their album  “Goema”, specifically the song “Die 

Struggle”. The album “Goema” was made in 1986, and the Genuines was the first Black 

South African rock band. This album was revolutionary, as the tracks borrow from the 

traditional South African sound, as a listener – you are influenced by the title of the album 

to listen to these instances, and they are not always obvious in some songs there is very 

 
91For example, in some seminal texts such as David Coplan and Christopher Ballantine”s work – where jazz is 

often essentialized. The hegemonic representation of jazz is also dependent on the position of the author – 

previously South African jazz studies was dominated by white authors, developing a voyeuristic lens of jazz 

which cannot fully capture the nuances of its social formation and through this developing a hegemonic 

portrayal of jazz. 
92Brett Pyper, ‘‘Jazz Festivals and the Post-Apartheid Public Sphere”, 118.  
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little to no Goema influence. This disruption of recognition challenges the defining 

characteristics of Goema is – culturally and musically, the deviance from Goema in its 

traditional sense also provokes the possibility of a cultural displacement of sound. 

Valmont Layne also references The Genuines and the song to demonstrate that sound does 

not always follow a particular historical moment or align with social and cultural trends. 

Layne disrupts the notion of one jazz aesthetic, influenced by the dominant culture and 

ideology. In reference to my similar analysis of The Genuines, he writes, “We may 

conclude, from the above account that musicking and the sonic do not follow the impetus 

of a political or intellectual class or movement. A sense of a historical conjuncture is 

evoked but remains unruly and troublesome in the example above.”93The Genuines” work 

deconstructs binaries of culture/music and notions of aesthetics in music, from breaking 

away from the traditional conceptualisations of Goema culture and sound.  

Vanguard 

The claiming of jazz and safekeeping as a 

subversive act of opposing colonial 

indoctrination led to the production of a 

vanguard of jazz as the sound of struggle. 

94 Here I identify vanguard as the key 

figures, songs and identities that form a 

hegemonic display of subversive jazz in 

solidarity with the struggle. Jazz 

positioned as a vanguard of resistance 

minimises the opportunity to explore a 

broader map of sonic subversion, and 

sound being used as a decolonial/liberation 

tool. There is an identifiable vanguard 

within jazz as a hegemonic genre, which is 

 
93Valmont Layne, ‘‘Goema”s Refrain: Sonic Anticipation and the Musicking Cape”, 21. 
94I am aware of the dangers in privileging jazz as an ultimate expression of emotion and history, jazz can often 

become a trope and a cultural association, which may create a ‘‘jazz aesthetic” that people either align with, or 

try to evade. South African jazz was spread internationally, many jazz artists became iconised, and so did jazz 

history and music. Falling into the romanticisation, and sanitisation of South African music and art. It is also in 

this context that ‘‘culture” is a contentious term, the co-opting of culture in democratic discourse, advertising 

and lexicon attaches a disheartening connotation of homogeneity.  

Figure 8: Screenshot from The Genuines’ music 

video of the song Goema 
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the gendered imaginary of a South African female jazz artist, resulting in a gendered 

cultural production of jazz. Integrating into the South African jazz scene as a woman was 

challenging, the genre is characterised by male jazz legends who were forerunners, now 

written into history as creating the genre and developing a broader aural culture. For 

women to establish themselves in the industry, they often relied on an in from male 

producers or managers who could then make decisions about their sound and musical 

identity. The role of women in South African jazz has largely been as singers; 

accompanying jazz bands or as individual singers within in the genre. Many of these 

musicians are praised for their voice and are instrumental in the formation of a fixed South 

African jazz identity, they are often tied to periods of struggle, international solidarity or 

democracy.   

Rarely are their artistry and personal identity foregrounded. This is proven in the chapter 

“Ladies of Song”in “Beyond Memory: Recording the History, Moments and Memories of 

South African Music where details and stories of many South African women musicians 

are recorded, a rare and valuable biographical project but almost every biographical 

account includes detail about a male presence.  The chapter (Ladies of Song) is introduced 

with the following sentence: “As a motherland, Africa has a number of female singers 

named after her in the South African music industry – Mama Africa, Lady Africa, Princess 

of Africa and so on. At the end of this chapter, we will know more about them.”95Women 

jazz singers play a role in defining jazz imagination through distinctive imagery, when 

imagining jazz smoky rooms and whiskey, a woman is featured singing. Popular 

(mis)conceptions of jazz rely on the woman jazz singer, as much as the man playing the 

saxophone as iconic images of jazz. This is true for the trope of African women jazz 

singers as “Mama, Lady, Princess, Darling ”etc, gendering musicians as the role they play 

in families and as carers or beauties to be admired is an agreed and understood marker of 

African jazz. However, these abstractions of jazz where women are celebrated for their 

sensuality, voice or matriarchal roles do not materialise in extending opportunities for 

women jazz musicians, encouraging learning other instruments and challenging the boys 

club of jazz. 

 
95‘‘Ladies of Song,” in Beyond Memory: Recording the History, Moments and Memories of South African 

Music, edited by Max Mojapelo and Sello Galane (Somerset West, South Africa: African Minds, 2008). 
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These assumptions are strongly associated with a few distinguishable women artists, such 

as Miriam Makeba, Dorothy Masuka, Yvonne Chaka Chaka and Dolly Rathebe. This 

creates a solid gendered jazz narrative that is difficult to permeate, a simple Google search 

of “South African women jazz musicians will display the repetitive framing of women 

jazz artists within a feminine identity and the limited pool of artists that are repeatedly 

written about. This is especially reductive for Black women, who historically have been 

identified in these roles and placed on the periphery of spaces and culturally represented as 

tropes of carers or hyper sexualized, even in their capacity in the liberation struggle. 

Pumla Gqola explains the damages of the representation of Black women in specific roles 

as inherited in post-apartheid gendered codes: 

The high circulation of stereotypical representations of Black women in the 

narration of the liberation movement during apartheid retains currency in the 

formal memorialising of that era.  It draws and builds on substantial previous 

research which has demonstrated the pervasiveness of stereotyped Black women 

characters in the creative literature stemming out of various arms of the broad 

liberation movement. These tropes which effect Black women characters” 

paradoxical hypervisibility flow directly from discourses of national liberation 

movements96 

Through this misrepresentation, the opportunity is lost to engage with women jazz artists 

through the lens of their sound, talent, personal aesthetic and political influence. There are 

also significantly fewer oral accounts from women jazz artists than men, therefore 

womens stories are told and repeated to fit a gendered vanguard of jazz aesthetic and 

identity.  Notwithstanding these gendered depictions of women in jazz, there is a certain 

identity reclamation and gender affirming process in jazz and singing. This creates a 

tension between the gendered vanguard of women jazz artists reduced to their femininity 

and the freedom of singing to express self-defined femininity. Sathima Benjamin, jazz 

performer explained how she sees the role of women in jazz, interpreted in the book 

Musical Echoes: South African Women Thinking in Jazz. Jazz, she commented, “is a cry. It 

is a survival skill for the spirit. I think it must have started with a woman who just let out a 

wail. Then came the accompaniment.” 97 In this framing jazz was a liberatory practice for 

the soul, where women found freedom of expression and then the genre followed. This 

 
96Pumla Dineo Gqola, ‘‘‘... as if this burden disguised as honour did not weigh heavily on her heart”: Black    

Women, Struggle Iconography and Nation in South African Literature,” Alternation 11, no. 1 (2004): 65. 
97Carol Ann Muller and Sathima Bea Benjamin, Musical Echoes: South African Women Thinking in Jazz 

(Durham, NC: Duke University Press, 2011), 227. 
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definition centres women as the creators of the genre to hold capacity for emotional 

release and connection, opposed to a gendered jazz identity which embraces gender norms 

and codes. I argue that this expression can also be found in culture – through the 

multiplicities of expression in the broad definition of culture.   

Culture  

Thus far, I have outlined the ideologies, tensions, pedagogical exercises and social 

formation of jazz, continuing in this identification exercise, I reflect on where these 

phenomena can be found in movements that came from this period of cultural activism. I 

had the opportunity to speak to Zenariah Barends about cultural activism and pedagogy in 

the 1980s. Barends” journey started as a ballet dancer; she then continued to sing at 

political jazz events and become integrated into a community of artists who were using 

their art for liberation. I asked her about the use of art in resistance movements, and why it 

was necessary: 

And often, if you are listening to a poem, or a piece of music, which speaks of 

something quite difficult, or you see a piece of art that portrays something which is 

difficult to speak about, the response is on almost like a, not a cerebral level…Its 

kind of cellular emotional response, you know, which possibly makes it more 

receptive, makes an individual more receptive to hear people speak, because often 

when people speak, it can be very boring for many.98 

Her expression of art existing on a cellular level speaks to the synthesising of information 

through art as embodied, in support of the idea of converging methods of practice and the 

use of art and music in knowledge production and pedagogy. Barends is alluding to an 

embodied method of learning and making sense. She explained to me the energy of 

cultural activism in the 1980s, which stemmed from desperation for liberation. Activists 

made use of any tools they possessed for change, their art may not have fully been 

political, however the act of their cultural performance, and expression was fully aligned 

with political struggle. Their art was an extension of an embodied drive to enact change; 

she explained this compulsion to me: 

As I say, maybe outside of an organization such as MAPP and others, we didn’t 

consciously organize ourselves as artists. We were more like activists. And the art 

was almost, shall I say, secondary? It wasn’t primary in our consciousness. But we 

 
98Zenariah Barends, interview by Clio Koopman, Cape Town, June 26, 2025. 
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knew that it had impact. We knew people responded to it. We knew that it was 

important.99 

 

Barends explained how just singing in political spaces became political, because of the 

awareness of why everyone was there, for example at rallies and fundraisers where artists 

would perform their songs, to raise money in the context of resistance.  She speaks to a 

mass concert, where popular jazz artists played: 

They were all part of that concert. And we didn’t know if anybody was coming to 

that concert, because that day on Modderdam road, they were sort of burning tires, 

etc. That night, in the UWC Hall, there were 3,000 people in that hall, in that 

concert. And the song that I did with Alistair was one of Roberta Flacks songs.  

You know what I mean? And Robbie Jansen was playing saxophone on that song. 

And so, we all came together at campus to have this amazing, amazing concert in 

1985 in the hall. 3,000 people. That was the, you know, that was the, the hall was 

full. I didn’t know how people got through Modderdam to come that night, but 

they came.100 

I was particularly struck by this 

memory shared; it signalled to me a 

desperation to be in community with 

music. She shared this memory, 

emphasising two things: that she sang 

a Roberta Flack song, which is hardly 

a struggle song; and her amazement 

that 3000 people would come to a 

concert despite a state of emergency 

and uncertainty. This displays the 

cellular reach of music, which she 

speaks to above and the relevance of 

music and sound in underscoring 

events/performances with the 

political context. This concert was 

held around the time People’s 

 
99Zenariah Barends, interview by Clio Koopman, Cape Town, June 26, 2025. 
100 Ibid.  

Figure 9: SACHED (South African Committee for Higher 

Education) Upbeat Magazine. Vol 3(May 1995) 
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Education for People’s Power was being conceptualised, there was a shared energy of the 

commitment to being in community in opposition to apartheid. It was also at this time that 

these kinds of music concerts would begin to overlap with organisations like the NECC 

and share coverage in media and an imagined future of mass participation through the 

cementing of a People’s Culture movement. The shared energy of jazz and education 

during this time of resistance of subversiveness was channelled into more formalised 

structures of people’s resistance, culminating in People’s Culture and People’s Education– 

this was essentially an ecosystem of structures of learning and cultural practices which 

were rooted in political conscientisation. This could clearly be seen in popular media at the 

time, where (mostly) jazz stories were reported alongside education content. A clear link 

between People’s Culture, rooted in political conscientisation and People’s Education, 

could be identified in material. This is clear in this example from Upbeat magazine, a 

SACHED publication, where the main story of the magazine issue is jazz with education 

content, including a teacher’s guide embodying People’s Education pedagogical values. In 

this magazine I can identify People’s Education approach of prompting students to 

question their learning to become agents of their education, aligning with the People’s 

Education call for self-governance over learning.101 I also identified a prompt for learners 

to hold in mind when learning in this issue which foregrounds jazz, echoing the core 

People’s Education approaches to learning of critical thinking and questioning:  

History books often tell the stories of powerful people. The people in power today 

often decide how they want us to view the past. When we read accounts of the 

past, we should ask ourselves questions: Who’s point of view is being given why? 

Who’s story has been left out? 

This is an expression of South African youth jazz culture – young people asserting their 

creativity and performances, a clear development of something new, alternative to 

hegemonic jazz norms an indicator of the sovereignty present in youth culture. This 

cultural resistance has materialised in the present in the formation of civic groups like the 

Cape Cultural Collective and the Little Giants. Barends started the CCC, to retain the 

energy of cultural activism as unification and a means of liberation. In the CCC this 

energy is present in cross-generational bonding, conscientisation and activism through 

cultural programmes, as well as a space for personal expression and liberation. The Little 

 
101SACHED (South African Committee for Higher Education). Upbeat Magazine. Vol. 3 (May 1995). 
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Giants performs a similar function, started by George Werner: providing musical 

education and community, the organisation produces celebrated musicians and nurtured 

hundreds of young musicians with natural talent. The cultural energy of the time is thus 

nurtured and present in civic groups which hold onto the formation of a People’s Culture 

for enacting change. In this chapter I have placed jazz in a framework which cultivates 

sovereignty and through this safeguarding cultural expression, this sovereign quality of 

jazz leads jazz-as-resistance, through an insistence on cultural ownership. I developed an 

argument for the heterotopic spaces that jazz produces – identifying the cultivation of 

specific energies of resistance and the formation of culture. This heterotopic quality is also 

tied to my exploration of jazz and the formation of place and the construction of a sonified 

city. Importantly, I demonstrated jazz pedagogies of resistance, formulated in political 

spaces. In the next chapter I will explore the values of People’s Education that align with 

these methods of teaching and organising which promote creativity and dialectic, 

collective learning. I draw on the concepts introduced of sovereignty and ownership.  
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Chapter Two: People’s Education 

“Tooth and nail we will relentlessly fight our war to the bitter end. The chains will be 

broken by our consistent fight for a People’s Education” 102 

 

This quote was spoken by Lulu Johnson, a student, at the National Consultative 

Conference, organised by the Soweto Parents Crisis Committee in 1985. He emphasises 

the commitment to a People’s Education which will lead to liberation. Johnson’s speech, 

relevant to the voice of students at this conference demonstrates students” belief in 

People’s Education towards people’s power; a solidarity movement of pedagogy and 

culture which develops the people to govern themselves. In this chapter I focus on 

People’s Education and the politicisation of education as a tool for liberation. I develop an 

argument for the connection between jazz and education through tracking the history of 

People’s Education for People’s Power – its formation and the role of People’s Education 

in anti-apartheid struggle, I also look to cultural activism, People’s Education at work in 

the classroom, in protest and in the broader anti-apartheid struggle, and lexicon. I identify 

the link between People’s Education and People’s Culture in this chapter through the 

shared value of liberation and of improvisation in generating new models in culture and 

education in a context of struggle. I begin to develop a definition and grounding for the 

fundamental values and the expression of praxis that are reflected in curriculum, and I 

then ask how this could be found in jazz experiences. Fundamentally People’s Education 

is about people, this education is therefore dependent on an organisation of civic activism, 

extending beyond students and teachers. Applying a Marxist framework of inquiry into 

South African cultures of learning demonstrates the centering of industry and labour in 

curriculum. Curtis Nkondo, historian developed an analysis of Bantu Education, which 

shows an emphasis on education geared towards the reproduction of labour and the 

support of curriculum - which included physical labour to develop a working class of 

Black people. The curriculum also reinforced apartheid ideology to affirm racist codes of 

being, developing ideology to maintain hierarchies.103 Methods of teaching geared towards 

 
102Speech found by Lulu Johnson in a section on the National Consultative Conference, found in the reference; 

University of the Western Cape, Belville, Centre for Adult and Continuing Education (CACE), Peoples 

Education: A Collection of Articles from December 1985–May 1987 (Bellville: CACE, University of the 

Western Cape, 1987), 17. 
103Curtis Nkondo, ‘‘Comparison of the Syllabus of the Bantu Education Department with That of the Transvaal 

Education Department and Other Related Matters,” Reality 11, no. 4 (1979): 18–19. 
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a capitalist state included learning materials to isolate students” worldview ”and to 

discourage critical thinking, an extract from a Bantu Education teachers guide illustrates 

this: 

The pupil should realise that he is a member of a particular community and that he 

is bound by various ties to groups of people in that community, as they are 

represented, e.g. by his home e, his school, church, residential area and his tribe. 

These groups serve him directly and indirectly and he in turn owes them loyalty 

and co-operation. At a later stage, larger loyalties can be developed.104 

People’s Education for People’s Power was a call extended in 1985 with the goal of taking 

control of learning, and the people governing their own education. The movement aimed 

to put an end to Bantu education, democratise classrooms and strengthen the struggle for 

liberation. It intended to extend to all sections of Black communities and allow students, 

parents, teachers and workers to form organisations that are related under People’s 

Education goals, creating an alliance of different groups of community members joined 

under the slogan of People’s Power. This was done with awareness of the long history of 

Bantu Education, and that challenging this legacy would require a united front, it was also 

to strengthen student activism and provide support during student boycotts. The movement 

clearly stated that the goal was not to open new schools, but to take over and transform 

current schools from within the student body and surrounding community. Education 

programmes within schools should be of a general and political kind to ensure quality 

education which prepares students for exit exams, while providing relevant political 

education. The content and the method of teaching were equally important, developing 

new curriculum that went beyond indoctrination and was culturally and politically rooted 

was therefore important for the goal of People’s Education programmes to be instituted in 

schools. The movement was aware that they were embarking on a creative experiment, 

and responsibilities also included the continuation of the movement in the future. People’s 

Education was therefore caught up in a temporal context of rectifying Bantu education 

which was still a reality and deeply colonial, while safeguarding transformation of 

education for the future.105 It was necessary for People’s Education to address the colonial 

instated limitations on learning for the native/bantu child, and this would require an 

 
104University of the Western Cape, Belville, Centre for Adult and Continuing Education (CACE), Peoples 

Education: A Collection of Articles from December 1985–May 1987 (Bellville: CACE, University of the 

Western Cape, 1987). 
105Boddy Soobrayan, ‘‘People’s Education for People’s Power,” paper presented at an IDASA seminar, Durban, 

September 16, 1989. 
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ideological revolution, which can be found in the move to self-govern learning. This 

would require an ideological shift, and pedagogical restructuring to combat decades of 

ideological violence.106 

Colonial Pedagogy for Control  

Understanding the formation of People’s Education requires an understanding of the 

pedagogical context, not only to situate the movement in a broader pedagogical history, 

but to gain a deeper understanding of the approach to materials. People’s Education 

focuses on source-based learning, encouraging students to think independently and 

critically – challenging colonial pedagogy of control and assimilation. This chapter 

demonstrates missionary education history as well as apartheid education and situates 

resistance in response, I propose the ongoing relationship of oppressive education met 

with student resistance and with each movement introduces an intellectual framework. 

Beginning with the first colonial school, in 1658, the Dutch established a “formal school” 

in South Africa for enslaved people. It was a school if following a definition of 

instruction, but there was no intent for education. This institution was purely an 

indoctrination attempt and laid the foundation for colonial oppression through education, 

met with resistance. Jan Van Riebeeck wrote in his diary, about this institution “began 

holding school for the young slaves. To stimulate the slaves to attention while at school, 

and to induce them to learn the Christian prayers, they were promised each a glass of 

brandy and two inches of tobacco when they finish their task.”107 Crain Soudien 

underscores the significance of this school, within the view that the school was an attempt 

at shaping the identity of the Cape of Good Hope and introducing a colonial curriculum 

and teaching. The school was ultimately a mission for developing a subordinate identity, 

taught through a curriculum grounded in Christianity, Soudien writes:  

They were in his eyes, identity-less subjects into whom everything that was 

necessary for their embodiment as slaves could be poured—a Christian God, VOC 

brandy and tobacco, and, ultimately, new Dutch Christian names.108 

 
106 Kruss, Glenda. People’s Education: An Examination of the Concept. Bellville: Centre for Adult and 

Continuing Education (CACE), University of the Western Cape, 1988. 
107Pam Christie, The Right to Learn: The Struggle for Education in South Africa, 32.  
108 Crain Soudien, “What to Teach the Natives: A Historiography of the Curriculum Dilemma in South Africa,” 

in Curriculum Studies in South Africa: Intellectual Histories and Present Circumstances, ed. William F. Pinar 

(New York: Palgrave Macmillan, 2010), 28. 
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This is a marker of the conceptualisation of schooling for Black students of induction, as 

well as the paternalistic culture of racist education. Notably, the transaction of completing 

learning in return for alcohol and tobacco introduces the discussion of the aims and 

motives of “native schooling” and missionary education as a means of control, 

characterised by labour and capital. Education for Black students throughout histories of 

repression in South Africa are underscored with an economic plan and therefore found in 

curriculum are clear markers of the formation of industry and a Black labour force. Labour 

and Christianity intersected to form an ideologically backed pedagogy of a civilising 

mission to create a docile labour force, boosting the white economy. 

A colonial Christian pedagogy 

The Dutch East India Company pursued to maintain a Christian ideology as part of their 

conquest, and to erase indigenous social practices. Education was used to uphold 

colonial/Christian ideology and support a capitalist system of exploitation; missionary 

education aligned with these colonial goals. The governor of the Cape in 1854 stated the 

following in motivation for subsidising missionary education: 

The plan I propose to pursue with a view to the general adjustment of these 

questions (frontier policy) is, to attempt to gain an influence over all the tribes 

included between the present north-eastern boundary of this colony and Natal, by 

employing them upon public workers, which will tend to open their country; by 

establishing institutions for the education of the children, and the relief of their 

sick; by introducing among them institutions of a civil character suited to their 

present condition; and by these and other like means to attempt to win them to 

civilisation and Christianity, and thus to change by degree our present unconquered 

and apparently irreclaimable foes into friends who may have common interests 

with ourselves.109 

In the 1840s, missionary schools were brought to South Africa in the formerly known as 

Cape, Natal and Transvaal, their aims were to establish themselves, their community and 

to spread and convert people to Christianity. Missionary education taught basic literacy 

skills, with a large dedication of syllabus to Christian education.110 The aim of this 

education was to equip young people with the skills they need to carry their gospel; they 

 
109Cited in Pam Christie, The Right to Learn: The Struggle for Education in South Africa (Braamfontein: Ravan 

Press, 1985). 
110Ibid.  
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valued manual work and physical training; students were required to perform manual 

labour for the school. This reflects the transactional nature of South African education for 

an end goal of labour/work, in this case for students to do missionary work and convert 

their communities. 111These schools identified students, who would undergo more 

advanced education, known as the “mission elite,” to work in Christian service and 

become seniors in the church or teachers, to further the gospel in their communities.  

Some schools still hold these Christian values and practices such as morning devotions 

and school assemblies featuring Christian hymns. Faith-based values of submission and 

conformity linger in South African schools and curriculum, because of how embedded 

they are.112 These values form part of a hidden curriculum, embedded in colonial 

pedagogy, there are many aspects of the hidden curriculum that are inherited from history, 

including gendered practices of education and methods of teaching that are based on 

binaries and route learning.113 This hidden curriculum is influenced by the social and 

cultural context and shifts according to changes in politics, mass interests and the socio-

political state and at the same time – the political and social context is influenced by the 

hidden curriculum in schools, as it impacts national thinking and decision-making through 

implementation. Furthermore, hidden curriculum which influences shared values and 

beliefs is developed by curriculum creation. Siblings, gamEdze and Gamedze explore 

curriculum creation in the context of university education, and positions curriculum 

curation as an alternative to the “hidden curriculum” to identify intentional pedagogical 

choices that are political. To address knowledge production and the hidden curriculum 

development, it must be acknowledged that all learning is curated, and the curator is 

therefore never neutral. The curation of curriculum and the power of the curator is visible 

in the use of curriculum for developing an identity or social position, such as Bantu 

Education. Identifying curriculum creation removes the abstraction of the “hidden 

curriculum” and addresses choices and intentionality in curriculum which influences 

learning spaces. 114 

 
111 Walton R. Johnson, 1982. ‘‘Education: Keystone of Apartheid1.” Anthropology & Education Quarterly 13 

(3),232. 
112Admittedly, it is difficult to draw a line between colonialism and Christianity in this context, as the religion 

was manipulated to form a specific colonial dogma – the religion is therefore not the issue, but how it appears in 

South African history and education. 
113 U. Bhattacharya, ‘‘I Am a Parrot: Literacy Ideologies and Rote Learning,” Journal of Literacy Research 54, 

no. 2 (2022): 113–136. 
114 Gamedze and gamEdze, “Calling for Better Curated Spaces for Knowledge Production,” Centre for Curating 

the Archive, March 24, 2017, accessed March 10, 2026, http://www.cca.uct.ac.za/news/calling-better-

curatedspaces-knowledge-production 
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Resistance 

South African culture of education rooted in control has historically been met with 

defiance, as much as colonial education has influenced pedagogical approaches, so has the 

defiance that this has historically been met with. Sustained resistance to education has 

taken shape in a culture of political organising which is grounded in mental liberation, this 

is embodied in the Black Consciousness Movement of the 1960s and “70s and is visible in 

cultural resistance and People’s Education. These movements are in opposition to the 

violence and consequences of psychological oppression, they therefore foreground the 

importance of mental liberation through education, materialising in protest action. At the 

Dutch school in 1658, the first record of student protest occurred, students ran away to 

caves in Hout Bay and stayed away from school for five days, they continued their protest 

until the school had to be shut down. 115 This is the first occurrence of school as a tool for 

oppression met with student resistance. Soudien reflects on the significance of colonial 

curriculum, which introduced a template of control and repression to be read alongside the 

response of resistance. The first case of a formalised school for the cementing of a 

“native” identity was met by the first student rebellion. Soudien describes this “moment of 

freedom” which emerges in the symbolic violence of colonial education: 

It is this emergence of agency that much of our educational history fails to 

recognize. The curriculum is projected in the binary frames of a White superiority 

and a Black subordination. There isn’t sufficient awareness of how the curriculum 

provides the tools for the deconstruction of the totalizing colonial project.116 

This moment of resistance also displayed the education and intellectual process taking 

place in protest, opposed to the “classroom”. There is a distinct value of liberation as 

praxis, which is present in our pedagogical history. I make a case for a culture of learning 

in South Africa which is characterised by colonial repression and psychological war, met 

with unification and a committed desire for liberation. Both cultures have culminated in 

our sustained pedagogical culture and approaches; People’s Education asserts the 

importance of people making their own decisions about education and learning about the 

world through a politically informed lens. Leigh-Ann Naidoo encapsulates this claim of 

 
115 Cited in Pam Christie, The Right to Learn: The Struggle for Education in South Africa (Braamfontein: Ravan 

Press, 1985). 
116 Crain Soudien, “What to Teach the Natives”: A Historiography of the Curriculum Dilemma in South Africa,” 

in Curriculum Studies in South Africa: Intellectual Histories and Present Circumstances, ed. William F. Pinar 

(New York: Palgrave Macmillan, 2010), 29. 
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the relationship between repressive education and the commitment to resistance in the 

ongoing pedagogical timeline: 

One of the most important contradictions and ironies of the apartheid education 

system was that it produced inferior levels of education and mental stimulation for 

Black learners, relegating them through a deliberately limited curriculum to 

second-class citizenship, while at the same time created conditions for mounting 

anti-apartheid energies in school boycotts, mass-organising in schools and 

universities and the rise of a youth movement that dramatically escalated the anti-

apartheid struggle.117  

These movements also developed schools of 

thought and intellectual frameworks of 

resistance, in opposition to the apartheid 

reasoning for the implementation of Bantu 

education – of the cognitive inferiority of Black 

learners. Bantu education sought to embed 

cultural and racial values into societal structures 

beyond schools and ingrain them into national 

beliefs, but students organised to oppose this 

systematic racial process through their activism. 

Students were the driving force behind the 

liberation struggle – not only relentless in 

protest action, but they also successfully 

organised mass mobilisation and foregrounded 

mental liberation. People’s Education, 

intersecting with student activism called for an alliance of community members to instate 

self-governed, politically informed education which addresses the culturally embedded Bantu 

education values and asserts an independent pedagogy.118 

South African student resistance: dedications to decolonial education  

To further contextualise the development of People’s Education I will outline the 

commitment of students to addressing the ideological oppression of education which was 

 
117Leigh-Ann Naidoo, ‘‘The Role of Radical Pedagogy in the South African Students Organisation and the Black 

Consciousness Movement in South Africa, 1968–1973,” Education as Change 19, no. 2 (2015):115.  
118 Argument, Its Overrepresentation—An. ‘‘Unsettling the Coloniality of Being/Power/Truth/Freedom.” CR: 

The New Centennial Review 3, no. 3 (2003):260. 

Figure 10: Article found in New Age, 

Northern edition, vol. 5, no. 31 (May 29, 

1969). 
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most apparent in missionary education and Lovedale resistance. This context introduces 

the idea of education resistance to protect knowledge sovereignty, to make decisions about 

learning and self-government, this being the catalyst for the development of People’s 

Education.An often-underrepresented history of student resistance is the Lovedale College 

student riots; these protests are foundational for the contextualisation of student protest 

living conditions (being) and learning – as well as successful mobilisation leading to 

demonstrable effects. Lovedale was an educational institution, and a missionary station 

founded in 1824 by the Glasglow Missionary in the Eastern Cape. The institution was 

complicated, in that it was known to be a prestigious institution and offered opportunity 

for important Black literature to be printed, which has survived as decolonial. This was 

through the Lovedale Press which formed part of this institution which published the first 

translation of the isiXhosa bible, and work from Sol Plaatje and A.C. Jordan. Missionary 

schools were not affiliated with the racist education ideologies of the government, 

however there was still racist dynamics rooted in Christian values of purity to save the 

native, which were more insidious. 119   

An example of this are the spies that Lovedale identified – students that obtained bursaries 

and therefore had to earn their tuition through spying on their classmates who were 

politically involved. Below is a letter, found in the New Age magazine in 1969, displaying 

the experience of a student that was offered a bursary on the condition that they should act 

as a spy on their fellow students, in the context of political resistance. The student explains 

how they were co-opted into becoming spies: The student explains their reason for 

becoming a spy for Lovedale college: 

When I was offered a bursary for my education at Lovedale, the superintendent 

called me to his office. He told me that I was very lucky to be offered a bursary. 

But he wants to tell me that a bursary was only offered to those who deserve it. He 

emphasises that I could co-operate with him, not only in my studies, but also in the 

smooth running of the institution. He said I should fear nothing because I would 

get absolute protection.120 

At the end of the letter, they express that they could not continue spying on their 

classmates and friends, knowing the consequences of information that they were 

 
119Liz Stanley, ‘‘Protest and the Lovedale Riot of 1946: Largely a Rebellion against Authority?” Journal of 

Southern African Studies 44, no. 6 (2018): 1039–55. 
120 ‘‘I was a Spy at Lovedale”. New Age, Northern edition, vol. 5, no. 31 (May 29, 1969). 
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politically involved or planning protests. The use of students as spies, through 

manipulation and guilt displays the psychological tactics of Missionary education of 

racism and violence exposes as virtuosity. 

Resistance against missionary education  

This repression was not met without resistance, parents and students at Lovedale College 

were tactical in their approach to missionary education, participating for their benefit. This 

resistance extended beyond students to parents and the broader community, as 

communities were being increasingly threatened by colonialism, some children were sent 

to missionary schools, to act as correspondents with colonisers.  They did not openly 

accept missionary organising and education but rather made use of these institutions for 

their benefit. This form of resistance aligns with the strength of organising and strategy. It 

is apparent that resistance against colonial education was strategic and rooted in a defiance 

of assimilation, I can identify a value of knowledge sovereignty in this moment of 

resistance.121 As Pam Christie quotes from Etherington in The Right to Learn the methods 

of calculated subversiveness and the act of protection through magic and medicines, 

displaying an indigenous/sovereign protection. “Whole tribes (of Nguni) moved away 

from stations. Parents withdrew their daughters from mission schools and rotated their 

sons so that they might earn shirts and wages without risking conversion. Magic and 

medicines were administered to individuals.”122 

 Resistance against missionary education continued from the 1920s, into the later 1940s, 

some of the first protest action at these schools were in response to living conditions, such 

as a lack of food, manual labour and violent punishments. 123Between 1944 and 1946, there 

was consistent student protest action at Lovedale, which was described as  “disobedience 

to authority.”124 In 1946 protests escalated, in response to food shortages. Police became 

more involved in arrests and students responded with marches led through the town to 

demand their comrades be freed. The college Principle, on the basis that the students were 

 
121 As displayed in the sovereignty of jazz and cultural expression 
122 Pam Christie, The Right to Learn, 272. 
123 Food was an indicator of racial and class differences, as students who paid more for school were given a 

bigger portion of food. In 1920, students at Kilnerton Training Centre protested for more provision of food, this 

set off related protests across institutions. In the same year student riots took place at Lovedale College also in 

response to food shortages and the change in flour used to make bread, 198 students were arrested, charged, 

found guilty and expelled. 
124Stanley, Liz. ‘‘Protest and the Lovedale Riot of 1946”, 1047. 
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beyond discipline, closed the school, to expulsions and disciplinary hearings.  After the 

institution was opened, nine weeks later there was rigorous investigation, and a 

Commission of Enquiry was instituted to identify the “troublemakers”. Lovedale student 

protests infuriated the National Party, anticipating Bantu Education. These triggers for 

protest are consistent throughout South African histories of student resistance: a lack of 

adequate teaching and living conditions.125 It is possible to identify the ideology of this 

time at the college, the terminology used by white educators and principals allude to the 

sustained feelings towards Black students of unruly, disruptive, disobedient and savage. 

Although these schools were not officially segregated and protests were not outrightly 

focused on racial discrimination, segregation was still visible in treatment of Black 

students and curriculum which included manual labour. The insidiousness of these 

institutions was in assimilation attempt out of fear of “the native”, and in fulfilment of 

their missionary obligation.   

As echoed in this sentiment from a missionary “It is something to have changed the old 

kraal into a decent village – the old kaross into substantial European clothing – idleness 

into industry, ignorance into intelligence, selfishness into benevolence, and heathenism 

into Christianity.”126 Colonial educations aim of transformation, developing a new person, 

and a new culture is historically palpable in South African learning institutions and 

classrooms. It aligns with the negation of critical and independent thinking and is visible 

in curricula and teaching approaches, values of memorisation, repetition and recitation are 

key aspects of these syllabi. It is in direct opposition to the development of something-new 

and transformative sense in People’s Education – this characteristic is a response to this 

very colonial project of transformation and development, as People’s Education asserts 

and reclaims that there was no need for transformation and works to challenge the colonial 

project of assimilation. Bantu Education was geared towards isolating learning to the 

environment of Black learners, to maintain the policy of separation, and following the 

reasoning of the limited education the “native” needs to fulfil their role as labourers. 

June Bam and Pippa Visser published A New History for a New South Africa” in 1996, in 

which they track history education through apartheid, and into a post-apartheid classroom, 

 
125Conradie, J. H. ‘‘The first student missionary movement in a heathen country and the Lovedale Four.” 

Missionalia: Southern African Journal of Mission Studies 25, no. 4 (1997). 
126This quote is found in the chapter on The Church and Education in Pam Christie’s The Right to Learn, 70.  
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noting the focus of curriculum. They conducted a study of history textbooks through the 

1980s, up until 1996 and outlined the core trends. Their report on these trends included 

findings that almost all focus of historical curriculum was on the history of white people in 

South Africa, Black people were portrayed solely in a tribal lens and history taught in 

schools served to justify apartheid – visible in curriculum.127These trends have been 

cemented through the values and culture of education that I have outlined in this chapter. 

The cementing of these violences has been met with ideological resistance, through 

movements such as the Black Consciousness Movement, alternative schools, political 

education and People’s Education for People’s Power. In this creation of ideology that is 

necessary for liberation (mentally and physically) there is a commitment to a radical 

imagination and new thought. To challenge the weapon of psychological infiltration and 

ideology – Black pedagogical movements countered this with carefully considered ideas, 

which were actualised into protest and movement building. These ideas were sustained 

through being grounded in liberation and action. Herein, the use of art and music as 

embodied learning and practice of subversiveness could be found. This was an expression 

of sovereignty and intellectual ownership, reflected in the conceptual framework of 

People’s Education. Below is a teaching module developed from what has been covered 

thus far, it felt appropriate to express this dense historical exploration through a method 

which can be put into action.  

  

 
127June Bam and Pippa Visser, A New History for a New South Africa (Cape Town: Kagiso Publishers, 1996): 

18. 
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People’s Education for People’s Power: Learning as Liberation 

Module Overview: 

This module explores education as a tool of liberation, drawing from the history of 

People’s Education and the formation of the movement through a historical explanation of 

student resistance movements, as done in Chapter Two. In this module, participants will 

develop an understanding of colonial and apartheid pedagogies, the role of students and 

the broader community in resistance, and the intersections between education, culture, and 

political struggle. 

Learning Objectives 

Students will: 

• Understand the development of People’s Education through a historical and 

ideological foundation. 

• Interpret the relationship between colonial education, control, and labour through 

their understanding of industry. 

• Explore how education became a site of resistance and self-governance in anti-

apartheid movements and identify sovereignty in education and culture. 

• Examine the role of culture in shaping education for liberation. 

• Develop their own educational models, informed by the module- rooted in 

community, political consciousness and creativity. 

 

Core Themes 

• Colonial Pedagogy for Control 

• South African student resistance: dedications to decolonial education 

• Resistance against missionary education 

• People’s Education in formation: the political and pedagogical foundations 

 

Pedagogical Approach 

Collective Learning: collective knowledge creation through discussion, reflection, and 

creative practice. 
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Creative expression: The use of music, storytelling, and art as tools for reflection and 

learning. 

Learning Activities 

Jazz Workshop: Identifying improvisation as a metaphor for collective freedom and 

collaboration in learning. Applying this approach of identifying improvisation in liberation 

movements as a framework for finding the “hidden curriculum” in schools and the broader 

community 

Historical Reflection: Connecting historical movements to current education struggles and 

identifying a way forward, making use of this reflection and collaborating in designing a 

curriculum or teaching tool. 

Core Texts & Resources 

Paulo Freire, Pedagogy of the Oppressed 

Neville Alexander, Education and the Struggle for National Liberation in South Africa 

June Bam & Pippa Visser, A New History for a New South Africa 

Pam Christie, The Right to Learn 

Archival materials from People’s Culture and People’s Education for People’s Power. 
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People’s Education 

People’s Education applied a strong Freirean methodology/conceptual framing of critical 

pedagogy and education for liberation to the movements learning material and methods of 

teaching. Paulo Freire was a Brazilian educator, who held revolutionary ideas about 

pedagogy and social change, his work is often used in activism contexts and as a guide for 

promoting conscientisation in classrooms and challenging traditional methods of teaching 

which lack engagement 128 Salim Vally, who often writes about People’s Education 

explains the reliance of Freire in the People’s Education movement: 

Freire’s anti-capitalist social theory accorded with the experience of and the 

insights at which the liberation movement in South Africa in general and the 

educationists active in it particular had increasingly arrived at; The situation out of 

which Freire’s pedagogy had been formed resembled that which existed in South 

Africa’s ghettos and homelands; Freire’s pedagogical method of combining 

education/culture with conscientisation and politicisation accorded with the views 

of the BCM and was subsequently adopted by the broader liberation movement.129 

As Vally outlines the Freirean method of combining education and culture could be found 

in People’s Education – confirming my claim for the convergence of jazz (culture) and 

education in resistance. The appeal of Freires theory aligned with People’s Education 

existing within schools as informal programmes and an ideological project. People’s 

Education could therefore experiment with how to teach education that was political, 

general and creative for conscientisation, there was an element of freedom and cultivation 

of something-new in the movement. People’s Education also drew on Black 

Consciousness ideas, the movement which was started in the 1960s-1970s to challenge 

psychological violence and oppression. Leigh Anne Naidoo notes that the BCM was a 

moment in the anti-apartheid struggle where education and consciousness are centrally 

placed in the political movement of liberation.130 So does People’s Education echo the 

close relationship between education and political consciousness as definitions for the 

movement’s objective. Freires development of Culture Circles overlaps with People’s 

 
128Paulo Freire, The Politics of Education: Culture, Power and Liberation (South Hadley, MA: Bergin and 

Garvey Publishers, 1985), 12. 
129Salim Vally, ‘‘From People’s Education to Neo-Liberalism in South Africa,” Review of African Political 

Economy 34, no. 111 (March 2007): 42.  
130Leigh-Ann Naidoo, ‘‘The Role of Radical Pedagogy in the South African Students Organisation and the Black 

Consciousness Movement in South Africa, 1968–1973, 116.  
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Education approaches, which foregrounds the political nature of education and makes use 

of dialogue, based on themes relevant to the community as a methodology. Culture circles 

are grounded in the belief that education does not take place in a vacuum and cannot be 

devoid of economic and cultural context, it is therefore important that learning is culturally 

and politically relevant and specific. At the end of a workbook used in a Culture Circle 

teaching adults to read, Freire declares, “You comrades have come to the end of this 

exercise workbook, and you have also come to the end of the First Popular Culture 

Notebook. By practicing reading and writing, you comrades learnt to read and write at the 

same time you discussed matters of interest to our people.”131These were the hopes of 

People’s Education– to deliver quality education, which promoted critical and imaginative 

thinking and developed creative thinking relating to political struggle, and through this 

involving the wider community. 132Through this, creating a process of learning which 

extends outside of the classroom, generating a socially constructed learning energy. This 

methodology could be conceptually heavy at times and relied on synthesising concepts 

into practice for movement building, however the political context was that teachers and 

students who were developing this methodology were being arrested and subjected to 

violence. This conceptualisation of People’s Education was therefore not removed from 

what was happening on the ground. There was a meeting of theory with action, and this 

was then translated back into the theory, into curriculum and then enacted: praxis. 

Educators started youth groups, engaging the surrounding youth of schools, and 

connecting them to other areas. There would be conscientisation efforts of reading groups, 

plays and workshops. June Bam reflects on this time of cross-solidarity, and her organising 

with fellow teacher Brian Dublin, who would provide support to the SRC on political 

strategy and safety: 

And my role would be to talk to them, take them through reading, doing drawings. 

I did drawings and got them to draw posters. We read the 1943 programme of the 

Unity Movement. That was Brian’s thing. He’d give us something like Arnold 

Kettles Introduction to Marxism or he would photocopy something out of Trotsky. 

So, we would read hard-core kind of stuff, okay. I would be in the reading group 

with the students. The reading group first took place on weekends and then 

eventually it took place during the boycott time. There were demonstrations. Other 

 
131Paulo Freire and Donaldo Macedo, Literacy: Reading the Word and the World (South Hadley, MA: Bergin & 

Garvey, 1987), 74.  
132 Glenda Kruss, People’s Education in South Africa: An Examination of the Concept. (Bellville:  

Centre for Adult and Continuing Education [CACE], University of the Western Cape, 1988). 
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schools would come. And there would be all kinds of protests, and schools from 

the area would just march into our school from all over. 133 

There were different forms of organising, wherein one could identify pedagogical 

methodologies which attracted students, because of their commitment to liberation and 

through this – learning. Learning was inherently political, as a means of conscientisation 

to continue the struggle.  

People’s Education in formation: a note on political and pedagogical contextualisation 

There are a few pivotal moments in the development of People’s Education ideology, 

certain documents, curricula, conferences, protests and historical moments that are key 

definers of People’s Education which I will piece together below in the form of an 

outlined timeline. I lean on Chapter Nine of Pam Christies “The Right to Learn”. This 

chapter is an outline of the People’s Education Movement, the political context of the 

emergence of the movement, as well as the philosophies and values with illustrations 

dispersed in the chapter. It is both a useful resource for this chapter and an example of 

translating research into accessible work that can be engaged with. In 1985 the Soweto 

Parents Crisis Committee organised a national education conference, from this came a list 

of demands and objectives, two of which were developing the National Education Crisis 

Committee (NECC) to be instituted in 1986, in time for the next convening. The meeting 

was supported by the UDF and COSAS and in this politicised context, People’s Education 

for People’s Power was formed with the aims of learning outside the classroom, the 

urgency of bringing together of workers struggles and students struggles, and the necessity 

for political education. 

The formation of People’s Education for People’s Power 

People’s Education was developed in 1985/1986, in the context of widespread school 

boycotts and student activism. Student boycotts and protests through 1984-1986 

encouraged wider anti-apartheid activism, with community and worker solidarity. The 

state responded to this sustained, widespread national activism with a partial state of 

emergency in July 1985.134 By the end of 1985, students had substantially contributed to 

 
133Alan Wieder, Voices from Cape Town Classrooms: Oral Histories of Teachers Who Fought Apartheid (New 

York: Peter Lang, 2003),165.  
134Glenda Kruss, People’s Education: An Examination of the Concept, 53.  
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political change and were aware that education was pivotal in total liberation, many 

students were willing to sacrifice their education for the anti-apartheid struggle which 

materialised into sustained school boycotts.  There are a few key moments, figures, 

organisations and texts that make up part of the development of People’s Education.  

The Soweto Parents Crisis Committee  

COSAS, the student committee that led students to organising, which was founded in 1979 

was banned in 1985, amid calls for a “total school boycott” in 1986. It was in this context 

that The Soweto Parents Crisis Committee (SPCC) was found, to negotiate about demands 

for the lifting of the state of emergency, scrapping Bantu education, and allowing for 

SRCs to be formed, without prosecution. In this meeting the NECC was formed (National 

Education Crisis Committee) made up of students, teachers and parents. 135 The formation 

of the SPCC was instrumental in the development of People’s Education in 1985 and drew 

up a list of demands, which included the call for a conference in the next year, should their 

demands not be met. They subsequently called the conference, The National Education 

Crisis Conference.136 

The National Education Crisis Conference 

The National Education Crisis Committee Conference met in Durban, in 1986 to assess 

the progress of action taken against the apartheid government on their education policies 

and lack of response to the demands of students and parents. The conference was held in a 

secret location, and was an all-night gathering, where the way forward for education and 

liberation was discussed.  There were thirteen resolutions that came out of the conference, 

relating to the unbanning of COSAS, of the ANC, treason trials to be stopped, a call for 

international solidarity, to demand the state to provide creches and after school for all 

children, as well as adequate worker’s rights for women, and appropriate maternity 

leave.137 These resolutions were introduced to ensure that children remain learning and to 

provide a space for critically analysing apartheid ideology, they were also implemented to 

keep students safe and to encourage deeper processing about the political situation. To 

acknowledge their calls for liberation while ensuring that learning and development would 

 
135Monica Bot, ‘‘The Future of African Education: Two Opposing Strategies,” Indicator South Africa 4, no. 2 

(1986): 49–52. 
136Bot, ‘‘The Future of African Education,” 50. 
137 Ibid, 52.  
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not be stunted by the apartheid government, and through this rejecting apartheid education 

through control over education through implementing education models that were 

developed “by the people”. People’s Education was established in a context of crisis but 

hoped to inspire a different model of education and a means of ensuring that action against 

apartheid education and violence was not reactive, but that the energy of reclamation 

would persist. This was a marked moment of the turn from Liberation before Education, 

where students sacrificed their education for the struggle for liberation. People’s Education 

thus responded to students “willingness to sacrifice their education by introducing a model 

of education that focused on political conscientisation in aid of the struggle for liberation. 

People’s Education was political in its ideology and practice, but there was a difference 

between political education at the time and popular education, the differences were in the 

organising and aims of education. 

The ANC and SACP set up schools in exile, there was a militant aspect of this education 

in response to the circumstances comrades found themselves in. Trade unions, like 

FOSATU and COSATU set up political education programmes as well. These learning 

spaces were for conscientisation and for political strategy. Along with this, they were 

structured and held a certain formality and political code. There was less pedagogical 

experimentation of creative methods of teaching, but rather a curriculum which the ANC 

saw necessary for post-apartheid – which was to develop Black students’ education to 

have the same tertiary education and economic opportunities as white students. The school 

was geared towards combatting Bantu Education by providing a European, standardised 

curriculum in the name of progress. The political aspect of this schooling was the 

environment of political exile, and an awareness that quality education for Black students 

was subversive. SOMAFCO highlighted key areas of development for Black economic 

liberation and flourishment and sought to develop engineers, economists and industrialists 

and agricultural scientists. 138 This model, although a plan for post-liberation, prepared 

students for their examinations using the London “O” level examination standards.  

The NEC of the ANC, the ANC Education Department and other prominent members of 

the leadership argued for a conventional, formal academic education that provided access 

 
138 Rajuvelu Govender, ‘‘The Struggle for the Curriculum at the ANC’s Solomon Mahlangu Freedom College in 

Tanzania, 1978–1992,” Southern African Review of Education with Education with Production 18, no. 1 (2012): 
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to modern professional life similar to that received by whites in South Africa and similar 

to the best missionary education that the ANC leadership had had access to.139 One 

unnamed social science teacher from SOMAFCO rejected this replication, in comparison 

to People’s Education– which was attempting to dismantle colonial education, cited in, 

“The Struggle for the Curriculum at the ANC’s Solomon Mahlangu Freedom College in 

Tanzania”: 

I think that changing History (and other subjects) from the ANC Examination 

Board does nothing to benefit our students. It merely depoliticises the curriculum 

in an attempt, I suspect, to attain some ill-defined respectability. It is ironic that just 

as people inside South Africa are trying to develop an alternative People’s 

Education, we in the ANC should be reversing one of the small steps we have 

taken in this direction.140 

The difference in political education and People’s Education was found in People’s 

Education situated in existing education structures and through this privileged the creation 

of curriculum, workshops and public spaces of learning. People’s Education introduced an 

educational cultural shift – which sought to include wider communities in education, 

experimenting with different methods of teaching and working towards education being 

part of an ecosystem of learning and development. This required an imagination outside of 

colonial education, creating something “new” grounded in activism and continued 

violence from the state. It was a defining praxis of liberation.  

Defining the movement: a critique  

At the same time there were heavy critiques of People’s Education as it attempted to be 

many things, without clear enough direction. Defining People’s Education has historically 

been a difficult task, and a major reason for critique, as well as for its lack of longevity.  I 

will outline various facets and core actions of People’s Education that illustrate the nature 

of People’s Education being difficult to easily explain because it exists as many things as 

possible, an ideology, an alternative education structure, a rally for community 

engagement, and a political movement. It is easy to forget that the term is “People’s 

Education for People’s Power”, and by leaving out the end of the term in common 

discourse, the objective of People’s Education as people organising for an education they 

 
139Govender, ‘‘The Struggle for the Curriculum,” 36. 
140 Ibid, 35. 
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want, and for education being integrated and controlled by the community is easily 

forgotten.141 

A critique of People’s Education is that it is aware of what it is not, rather than what it is. 

The movement focused on “process”to strengthen community-generated pedagogy: 

Central to the notion of process within People’s Education are consultation and 

subsequent development. Then there is the understanding by the learner of process 

- the educational processes and procedures which involve learning and power; 

there is the understanding by workers of economic and productive processes so 

that they can contribute to union and industrial decisions as well as to broader 

community concerns; there is the education of parents – in adult education as well 

as a sense of the educational experiences of their children - in issues affecting their 

destinies.142  

This was a great strength of the movement which challenged the colonial  “culture of 

silence”, however this method of process for education could be analysed as vague and 

unstable for cementing the foundations of a People’s Education national curriculum and 

pedagogy.  Neville Alexander, who was an anti-apartheid activist and educator had strong 

opinions about the vagueness of People’s Education. He argues for the strengthening of 

one movement of education for liberation – which is proactive and sustained and reaches 

masses, he rejects the unstableness of People’s Education and reliance on terminology, a 

highly valid critique: 

Now, the point then is that alternative education in South Africa is necessarily 

education for liberation. In other words, only those educational practices, projects, 

programmes which further the liberation of the oppressed can be categorised as 

alternative education in our society today. It could always be like that, but today 

that is undoubtedly the case.  

Now I am deliberately abstracting from a whole lot of polemics that have been 

going on within the liberation movement around the very words People’s 

Education, education for liberation, alternative education and so on. Those things 

are a sort of flotsam and jetsam of history; it is not worth talking about that at any 

great length. The point is that the fundamentals are very clear, namely that People’s 

 
141 In my focus on the pedagogical aspects of People’s Education– I will be careful to not acknowledge that this 

pedagogy is informed by a larger political struggle.  
142Michael Gardiner, Transforming Itself: People’s Education for People’s Power and Society in South Africa 

(Johannesburg: South African History Online / SA History, n.d.) 
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Education as conceived originally is education for liberation in the sense in which I 

have defined it just now.143 

Alexander criticizes the characteristic of the movement which produces terminology and 

planning, in lieu of action: progress – laying foundations for liberated education and the 

freedom to self-govern. The movement aimed to work towards creating a new education 

system. The idea was for people to have complete agency over what they were taught, and 

one of the main objectives was for the people to have an extent of control over schools. 

Ideas on how this would be implemented ranged from taking control over all schools, 

having some level of control and having designated classes for People’s Education 

curriculum. There was contention around the idea of developing alternative schooling, 

which would have to meet certain requirements from the department of education, and 

questions about what this would mean for the concept of People’s Education to exist 

beyond the school, especially beyond one People’s Education school. There were many 

questions about the feasibility of People’s Education, particularly from the trade unions 

and workers “perspectives, who successfully organised varying levels of workers 

education, along the same ideological lines. In 1987, the concerns were raised that the 

state would be vehemently opposed to People’s Education, so if it were to be introduced 

on a national level, how could it be implemented. More practical questions relating to 

resources, as well as how assessment and qualifications would be navigated. A 

fundamental concern was how the actual structures of teaching would be disrupted and 

challenged, how these aims and ideologies of communal participation in teaching, political 

education and an abolishment of hierarchy could directly challenge the apartheid 

structures of teaching. 144 A major critique was in the implementation of People’s 

Education and the nature of democratic governance of decision making – which stemmed 

from a hierarchy of official structures, this negating “people’s power”.  

A core retrospective critique is the compromise of radical ideologies of People’s Education 

in its transition post 1994, the movement is said to have absorbed a neo-liberal pedagogy, 

aligning with the ANC policies. The dis-continuities between the anti-apartheid 

movements “People’s Education”, on the one hand, and democratic competitive elitism on 

 
143Neville Alexander, Education and the Struggle for National Liberation in South Africa (Johannesburg: 

Skotaville Publishers, 1990). 
144 University of the Western Cape Education Faculty and National Education Crisis Committee, People’s 

Education for Teachers: Proceedings (Bellville: University of the Western Cape, 1988), 14 

https://uwcscholar.uwc.ac.za/home 



78 

the other, must be understood in the context of a negotiated transition from apartheid to 

democracy, a compromise that ultimately gave way to democratic elitism in post-apartheid 

South African schools. Ultimately, the anti-apartheid movements concept of “People’s 

Education “embodied in the classical notion of “people’s power”, was not translated into 

post-apartheid democratic school practice. 145 This failure could also be attributed to the 

vague aspect of the movement as it was finding its feet, there was a focus on 

conceptualising the movement opposed to implementing cemented plans for its transition 

and longevity. There is a body of work on the reality of this movement now, which often 

links to current student movements, concerns for education as well as critiques on the 

sustainability of People’s Education and the organising. This critique aligning with the 

Fees Must Fall and Rhodes Must Fall Movement, which was opposed to the neo-colonial 

state of education post-1994, the movement. Leigh Ann Naidoo, in her thesis on the 

intellectual activity and formation of decolonial education student intellectuals writes, “In 

the spirit of Black South African university students of 1968/69, a 2015 cohort of students 

critiqued the status quo of the fairly new and “free” democratic  South Africa by critically 

analysing the role of education, its implication in (re)making society and, pivotally, their 

role in all of it. 

The Rhodes Must Fall and Fees Must Fall Movement represent both a failure of People’s 

Education in attempts at liberating education from white norms and intellectual oppression 

and display a continued legacy of thinking through alternative education, and imaginative 

pedagogical resistance. Many students that believed in this movement had families who 

were politically active during apartheid or grew up politically conscious, there is therefore 

an inherited awareness of the political nature of education, and the need to defend it. I held 

this position – where my mother fought against colonial education during apartheid and 

then had to witness her children’s generation subjected to similar violence in a similar 

fight of decolonial education. I can therefore identify the student movements starting in 

2015 representing a failure of the ANC to uphold the alternative education they practiced 

and liberation fought for, regressing to neo-liberal values where students come last in 

education national concerns and holding onto the cry of intellectual oppression, and a call 

for pedagogical change.  

 
145 Thokozani Mathebula, ‘‘People’s Education (for People’s Power) — A Promise Unfulfilled,” South African 

Journal of Education 33, no. 1 (2013): 10.  

https://uwcscholar.uwc.ac.za/home 



79 

Advances of People’s Education 

In 1987, at the conference held at UWC, the advances of People’s Education were 

presented. This was only a year after the concept was developed, there were advancements 

in the development of material, unity amongst teachers and students for this new form of 

learning and teaching, and careful thinking and planning on how People’s Education for 

people’s power could materialise. The advances highlighted at the conference included the 

control parents, teachers and students took at Langa High School, after the school was 

threatened to close, which spread a campaign throughout the Western Cape, to ensure that 

the department did not close the school – enacting the self-governing principle of People’s 

Education.  Another advancement that was highlighted were comments from students 

about the values of People’s Education of community and political activism grounded in 

care, expressed at a leadership workshop held by the NECC, a student emphasised that 

“comradeship means love for one another” opposed to just being comrades in the 

struggle.146 I deduce from the acknowledgement of these instances as progress for 

People’s Education, that peoples power was more in reach. Translating this existing, 

visceral power into an educational model that reflects this and one which can bypass 

teaching dynamics of power, exchange and compromising for practicality seemed 

impossible. However, these ideals can be clearly identified in the material that was 

developed from this time as well as the large conferences that were held for People’s 

Education, often organised by the NECC to discuss how the education system would be 

disrupted in an organised way. 147There was also a commitment to developing 

studentsskills, holding workshops and careful planning for the future of People’s 

Education.148  

These materials were developed in the context of informal classrooms and mixed learning 

spaces during school boycotts and therefore action based with a focus on conscientisation 

and challenging apartheid curriculum. I asked Vanessa Brown who was an educator at 

Kasselsvlei High School in Bellville South in the late 80s, at the time of the birth of 

 
146 A Collection of Articles from December 1985–May 1987.  
147 Many of these conference proceedings are documented in the book A Collection of Articles from December 

1985–May 1987.  
148 University of the Western Cape Education Faculty and National Education Crisis Committee People’s 

Education for Teachers, 24. 
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People’s Education how teachers approached Bantu Education curriculum, teaching to 

Black students: 

We would take the syllabus and the topics they’d have to learn and we would build 

around that. So, if it was Jan van Rieebeck arrival at the Cape, you would take the 

steps back and say, what was happening at the Cape at the time? Why does our 

history always start with this? So, then you bring in that lens and you start teaching 

pre-colonial Cape history, we had to prepare ourselves with alternative 

information.149 

Before People’s Education was introduced, teachers were already adapting to the 

curriculum and developing their own material to teach. However, they were forced to 

teach grade 11s and 12s the official apartheid curriculum, to prepare them for 

matriculation. Still, this was a moment of independence and creative thinking. Jean 

September, teaching at Westridge Secondary School in 1986 explained the tensions 

between teachers who were not aligned on teaching alternative material, for fear of safety 

and preparing students for exams.150 She reflects on the violences of apartheid and the 

challenges with school management, while holding the excitement of developing 

liberatory methodologies and material: 

I think those were probably the most exciting times in terms of just developing as a 

teacher, looking at the different kinds of methodologies, looking at changing 

content and how it gets taught in the classroom…And so I think I developed on a 

different kind of level where we were running workshops and we were drawing 

people in who wanted to improve their classroom practice. So, we did a lot of that 

kind of developmental work. 151 

I am interested in the potential this work holds to enact these aims of an educational 

system that is decentralised and controlled by those who are part of it today. These 

materials also hold traces of the convergences I seek of culture and education and other 

identifiable novel methods of teaching. Some notable material that came out of the 80s 

was the proceedings of a conference held at UWC in 1987, which was around how 

People’s Education would be implemented in schools. It serves as documentation of the 

process of developing People’s Education, which can be turned into learning materials. 

 
149 Vanessa Brown, interview by Clio Koopman, May 27, 2025. 
150 Jean September interview with Alan Wieder in Voices from Cape Town Classrooms: Oral Histories of 

Teachers Who Fought Apartheid (New York: Peter Lang, 2003), 140.  
151Ibid,140.  

https://uwcscholar.uwc.ac.za/home 



81 

Another important work is the curriculum “What is History’’ which was developed by the 

NECC.152 This textbook was emphasised as an important development at the report on the 

development of People’s Education at the conference held at UWC in 1987, as it was the 

first teaching material that reflected the People’s Education for people’s power ideology 

and approach to pedagogy: 

I’m sure people have been hearing about this famous textbook that is meant to be 

produced and is now out. Firstly, its not a textbook and I don”t think there can be 

such a thing when you ”re talking about People’s Education. It has about 5 or 6 

empty pages at the back, headed notes – that is, books are something to be used 

and to be commented on.  

Then, just before the end of the book, there is an evaluation sheet. In other words, 

the book is not a final product, it has to be used, people have to comment on it and 

be part of the ongoing process of producing the book, of attempting to consult, of 

bringing together students, academics, teachers to become involved in the process. 

In fact, part of the booklet process itself is to be engaged in the training and 

retraining of teachers and it requires a lot of energy from people like you to make a 

success of it.153 

Considering that this textbook is largely the first of its kind – a learning tool which can be 

applied in both political movements and classrooms, geared towards collaborative 

knowledge creation, it serves as an example of the creation of a sovereign learning 

method. “What is History’’ subverts the notion of a traditional textbook through its purpose 

of being used and applied.  

The beginnings of a commitment to a formidable and consistent student resistance movement 

The Soweto Uprisings of 1976 was a defining historical event in student resistance action, 

when students, many of whom who were young children were killed and injured. This 

encouraged a resistance spirit in other communities, and national protests, leading to the 

apartheid government panicking, and declaring a State of Emergency. It is in this context 

of heightened student resistance, that People’s Education was conceptualised – in a 

timeline of youth acting for their education, acknowledging that education is political and 

 
152 What Is History? A New Approach to History for Students, Workers and Communities.  
153 Faculty of Education, University of the Western Cape, and National Education Crisis Committee, People’s 

education for Teachers: Proceedings (Bellville: University of the Western Cape, 1988), 14. 
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a determiner of generational freedom. 154Brown explained the political motivations behind 

the movement, materialising in teaching:  

I think there was a ground swell just from people saying, this is not history. This is 

propaganda. And just in people’s own spaces, I think teachers were doing that 

work of saying, well, the radical teachers were saying, to kids; this is not actually 

really what happened. So, you would spend the lesson talking about what actually 

happened. And I think that’s how the movement began. And of course, teachers 

who studied at universities that were radicalized came up with those ideas. You 

must also remember, at the same time, with the 1985 boycotts, the issue was that 

teachers wanted to keep kids in school.  

Now, out of classrooms, but in school, I think that’s where the movement really got 

a boost. So, you had to do this radical conscientizing. And I think that was 

probably the roots of People’s Education. Because then the question was so what 

do we do with the kids during this period? Because they are boycotting school, but 

we want them in school for their safety. So, then you had new curriculums and new 

syllabus for those kids who then came to school. You could really just have a big 

class of kids of mixed age and talk about history from a people’s history 

perspective. The Maths teachers would then talk Maths. Like the radical teachers, 

there would be a program of education which was more conscientization and 

radical. 155 

 

People’s Education classrooms and curriculum as spaces of improvisation 

As Brown explains above the People’s Education “classroom” was not a formalised setting 

associated with teaching in schools; People’s Education was a political pedagogical 

moment of liberation. This teaching happened in classrooms during school boycotts- when 

nationally, schools were in flux in terms of normal operation and structured classes. 

People’s Education therefore took shape as lessons for students who came to school to 

learn the  “real history”, which rejected Bantu education. This was a form of alternative 

education, where traditional power dynamics of student and teacher and rigid structure of 

materials and methods of teaching were abolished. During this period of the 80s, People’s 

Education curriculum was being developed which held radical pedagogical approaches 

and material, many teachers were arrested during this time for teaching material that went 

 
154There was a lull in student protest in the 60s, this was attributed to the banning of student organisations and a 

lack of student leadership. In the 1970s, the spirit of student resistance was ignited, with SASO, the Black 

student’s organisation that held the beliefs of the Black Consciousness Movement, SASO was formed in 1968, 

and the organisation organised protests and boycotts from the 1970s.  
155 Vanessa Brown, interview by Clio Koopman, May 27, 2025. 
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against content that the National Party deemed appropriate for Black children.156 This time 

of an emergence of a self-identified, anti-apartheid movement, generated a specific energy 

of self-determination and a focus on developing ideologies that were in direct opposition 

to decades of apartheid repression, control and institutionalising an ideology of inferiority. 

Vanessa Brown was arrested in her classroom and detained at Pollsmoor prison, police 

used psychological tactics of punishment – including pretending to release her, and upon 

arrival of her family again detaining her. She explains that in the 1980s, security police 

raided classrooms and schools, justifying imprisonment and torture with what seemed 

radical or a threat to the state: 

I think the one poster that really upset them was a silhouette of a soldier with a 

gun. And it said, no peace without justice. So that was an indication of what I was 

teaching. There were maps of the 1913 Land Act, for example, that problematized 

land and ownership and displacement. Those are the two things I remember 

distinctly that they drew attention to when they came into the classroom. But 

remember, they were only basically, they were security branch people. So, I don’t 

know how much they knew, so a visual like the poster meant more to them. 

Because it maybe looked like a white soldier, you know, and so I’m now 

suggesting civil war or something. 157 

During this period of intense crackdown children were arrested if they were signalling 

disruption or in so-called radical education spaces. Brown explained how young children 

ended up in prison with her: 

So, in those days, SRC was constituted by a rep from every class. So even the 

grade 8s, everybody. So, they would maybe come to school and plan a program 

and get involved in these activities, they (security police) would arrest them almost 

as the leadership. The kids who were with me were from Atlantis High, and they 

were like grade 8, grade 9, they had no clue. But because they were SRC members 

(they were arrested)..and then they (security police) would just go to schools 

because they saw that there was activity at schools, even though it was the boycott, 

and there was activity on the streets, so they connected this and then decided that 

the teachers were behind this movement, this civil unrest.  

Then the only leadership that was visible was the SRCs, but I think they had an 

idea that in most schools, although there was a boycott, there were things 

happening at the school during the day. Because they would come and raid the 

school, like by us, they would come and raid the school during the boycotts 

 
156 What Is History? A New Approach to History for Students, Workers and Communities.  
157 Vanessa Brown, interview by Clio Koopman, May 27, 2025. 
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because there were kids in this alternative programme. It was basically alternative 

education; that’s the word I was looking for.158 

People’s Education therefore relied on improvisation; teachers planned programmes and 

drew up curriculum in a new education model and political context. 

 Jazz and People’s Education Shared Form: Improvisation  

Jazz during this time was similar in form, there was an element of improvisation – not 

only in the sound, but in how musicians adapted to the circumstances of the 80s, bands 

developed that were specific to the time, and shared spaces that jazz and education existed. 

An example is Raakwys, a band with origins in Oaklands High in Athlone. They 

predominantly played at rallies, with a strong dedication to student movements. From 

these shared energies of subversiveness, improvisation and creating chaos, a relationship is 

inexplicitly identifiable in pedagogy material and movements. The materiality of 

education and jazz posed as a massive threat to the apartheid government – both were 

products of subversive ideologies. The curriculum was a threat because it translated 

subversive ideas into material that could be taught and disseminated, facilitating mass 

conscientisation. Similarly with jazz, sound served as unification and a tool for 

mobilisation, creating social spaces that were politically charged. 

People’s Culture for People’s Power 

The intersection of jazz and education can be founded in People’s Culture, which 

developed alongside People’s Education, and therefore held the same values. The energy 

of collective power for shifting paradigms, through developing a culture and education 

that was anti-apartheid and non-racial was echoed in People’s Culture. These ideas were 

expressed in cultural and artistic forms, such as jazz, workers theatre, poetry and art 

making. People’s culture was palpable at the Culture and Resistance conference in 

Gaborone, in 1982 which was hosted by the Medu Art Ensemble, a collective of exiled 

artists after Soweto Uprisings.159  Here it was proclaimed that “Culture is a weapon of 

struggle”. The term was then used alongside the People’s Education for people’s power 

 
158 Ibid. 
159 David Andrew, Rangoato Hlasane, and Puleng Plessie, Another Roadmap School – Intertwining Histories 

(Johannesburg: Johannesburg Working Group [Africa Cluster] and Medu Art Ensemble, n.d.). 
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movement.  The development of People’s Culture also saw nationwide cultural 

programmes, such as the Community Arts Project in Cape Town, Funda Centre in Soweto 

and the Alexandra Art Centre outside Johannesburg. This was the people’s organising that 

embodied people’s power.  In this intersection of culture and education, and in this jazz – I 

argue that there is a specific pedagogical 

moment with an improvisational quality. 

People’s culture was clearly identifiable in 

the formation of MAPP which took 

resistance in jazz spaces seriously and 

therefore formalised this into a music 

movement which was politically grounded, 

and nurtured youth talents where they would 

have previously not have access to this 

development. 

This image shows the interaction of student 

organising, People’s Education and cultural 

activism – there were constant events like 

these, cultivating a shared energy of 

subversiveness and promoting a cultural and 

pedagogical sovereignty. This intersection of 

People’s Culture and education leads my 

inquiry into where jazz can be found in learning materials – if these were the most 

demonstrable records of People’s Education pedagogy. To develop these speculations, it is 

important to lay the foundation for these claims. Around the time of people’s power, jazz 

was popular, and subversive that was played by and for the people, there was a jazz sound 

that held a goema beat during this time, specifically in the Western Cape. This was a 

unifying, indigenous sound that facilitated jazz moving away from “intellectual” spaces to 

a genre many could relate to, find meaning and a shared identity in. Notably, jazz was not 

the only genre that performed this function – pop, reggae and disco music also developed 

subversive sub-cultures. Many of these songs were also aligned with the struggle, 

incredibly subversive and dangerous to the apartheid government, such as Brenda Fassie 

and the Big Dudes – who made their/her stance clear and played at many rallies during 

this time. It is also important to mention the influence of exiled musicians in the liberation 

Figure 11: From MAPP magazine: a schedule of 

People’s Culture events. 

 

 

Figure 9 From MAPP magazine: a schedule of 

People’s Culture events. 
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struggle on jazz in the country, and how South African music was politicised, 

internationally. Although this work does move towards the context of the Western Cape, 

jazz was being played all over the country, generating a national subversive energy.  I 

asked Warren Ludski where he could identify education struggles and jazz meeting in the 

1980s. I wanted to know whether he could identify resistance moments in jazz spaces, 

Ludski drew parallels between music and class before the 1980s in communities of colour, 

and that jazz was seen as a type of cerebral music, that required some music knowledge, 

and therefore not viewed as a subversive genre. Ludski poetically explains where he could 

start identifying the intersection of education struggles and the politicisation of jazz. The 

convergence of education struggles and jazz cultivated an energy of creative expression, 

curiosity and community: 

Community activists found fertile ground on UWC campus for anti-apartheid 

activity. Musicians like Basil Coetzee and Robbie Jansen fronting Pacific Express 

exposed the audiences to better quality music AND they were playing some 

material that they themselves had composed.  It was at the UWC gigs (and other 

Civic venues organised by the community bodies) that Abdullah Ibrahims 

Mannenberg became something of a clarion call for the Struggle. Basil Coetzees 

sax rocked the joint wherever they played. Those years, post-1976, were volatile 

times in the community on the Cape Flats. By day, students clashed with the brutal 

SA Police. At night, streets were alight with burning tyres. Somehow or other, the 

bands played on. 160 

Conclusion 

People’s Education was an introduction to shifting education theory and approaches, using 

a Freirean and Marxist approach which opposed positivist learning values. However, the 

movement was conceptually heavy and emphasised education which was boundary-less in 

the common sense of school and community. This education was focused on democratic 

decisions and developing students wholly, this approach is an ideal model for developing 

community involved pedagogy, the pitfalls of People’s Education was its vagueness and 

difficulty in translating to the existing education structures. The NECC proclaimed that 

People’s Education could not be fully implemented until apartheid was abolished and was 

therefore a process. This left too much chance on the continuation of education for 

liberation ideals in a democracy, not diluted with neo-liberal governance and is a reason 

the movement failed. The nature of the movement being ideologically new, eager to 

 
160 Ludski, email correspondence, July 14, 2025. 
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function as many different things as possible in all spaces of community ultimately led to 

the dilution of the core aims and a struggle in implementing all of its aspirations. In 1989, 

Boddy Soobrayan present as paper on People’s Education –speculating on the future of the 

movement:  

An analysis of People’s Education will show that it is not based on a single 

philosophical perspective it contains many different philosophical strands. It may 

very well happen that a particular strand will become dominant in the future, but 

this will depend on how the struggle for People’s Education and national liberation 

unfolds.  What is important is that the ideology will develop organically from a 

process through which mass organizations engage the concrete issues and 

challenges in the people’s lived experience. The issue here, is not to judge People’s 

Education in relation to this or that ideology. But rather to judge it in terms of its 

responsiveness to the true aspirations of the majority in South Africa.161 

The reality is that none of the philosophical strands of People’s Education which includes 

Freirean and Marxist ideas have been implemented in school. In fact, education is more 

reminiscent of Bantu education than People’s Education, not only in the quality of 

education but the state of schools – which are hazardous and non-conducive to learning, 

with poor infrastructure and sanitation. The inequality in education and statistics of 

literacy and matriculation upholds a racial and class divide, of the most severe in the 

world. This contempt sends a clear message of whose education is valued more and simply 

reaffirms the psychological underpinnings of education for Black children, which is 

complacency with mediocrity, displayed in the contempt for the deaths of children due to 

pit toilets. Amnesty International did a study on the state of education in South Africa in 

2020, displaying the state of schools and learning statistics:  

The fact that the Limpopo Department of Education says that it will take an 

estimated 14 years to replace all pit latrines in the provinces public schools is 

shocking. Given the recent deaths, it is unacceptable that the government cannot 

guarantee that more children won”t die this year or any coming years for that 

matter.162 

Curriculum has also not embraced any philosophical/intellectual strands of People’s  

Education, the challenge to transforming colonial epistemology in curriculum is the 

 
161 Boddy Soobrayan, “People’s Education for People’s Power”. 
162Amnesty International, ‘‘South Africa: Broken and Unequal Education Perpetuating Poverty and Inequality,” 

February 11, 2020, https://www.amnesty.org/en/latest/news/2020/02/south-africa-broken-and-unequal-

education-perpetuating-poverty-and-inequality/ 
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practicalities of teaching aligning with the complete conceptual and epistemological 

education shift, aligning with attempts to transform South African social 

formation.163These challenges call into question what a dominant “mode of knowing” is in 

South Africa influenced by our racist history of curriculum and through challenging this – 

systemic change which influences the conditions of schools could be engendered. To 

challenge this, personal and indigenous knowledges have attempted to be included in 

formal learning classrooms, but to what extent has this move been virtue signalling 

opposed to critical reflection on the end game of education for Black students to recover 

from generational commodification of their education to prepare them for the labour force. 

Philosopher Antonio Gramsci expressed that education should be approached through a 

systematic incorporation of real life and abstract concepts, so that curriculum is structured 

for students to reason their application of formal learning into their own reality: 

The job of the school is to accustom the students to reason, to think abstractly and 

schematically while remaining able to plunge back from abstract to real and 

immediate life, to see in each fact or datum what is general and what is particular, 

to distinguish the concept from the particular instance. 164 

Curriculum is a politically informed process, influencing social formation, as well as 

responding to the time. One can also read along the lines of curriculum the priorities of 

governing bodies, curriculum can be seen as a biographical reflection of the state, the 

dominant ideology and the weight of economic concerns, which I will elaborate on in the 

following chapter.  

 

 

 

 
163William Pinar, ed., Curriculum Studies in South Africa: Intellectual Histories and Present Circumstances 

(Springer, 2010), 146. 
164Antonio Gramsci, “Selections from the Prison Notebooks” in The Applied Theatre Reader (Routledge, 2020), 

141–42. 
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Chapter Three: Curriculum 

 

Apartheid curriculum was rooted in labour and production, the design of a Black work 

force and the position of white people as owners as demonstrated in my historical 

exploration of education.165 This curriculum was supported by an educational theory, 

Fundamental Pedagogics, this scientific method to education was taught to student 

teachers and became the foundations for the “banking model” of education that still 

operates in schools. A textbook written on this theory in 197 by Landman and Gous, 

entitled Fundamental Pedagogics explains the theory having three parts: Pre-scientific: 

which relates students before learning, Scientific: the process of learning and Post-

scientific: the implementation of knowledge in society.166 The pseudo-science was 

believed to be an autonomous science of education, which could reveal ultimate truths.167 

Our education system is therefore built on racist, positivist ideas which justified Bantu 

Education, as a system for division of labour, with education being a capitalist social 

formation tool.  Through the undertaking of A Conceptual Look at Curriculum, I identify 

the line of sovereignty and agreed ways of being which are politically and socially 

dependent holding ownership and power.  

Colonisation led to the co-opting and control of subject groups; the dominant minority set 

the parameters of learning and held power to control cultures and value of education. This 

paradigm continues, visible in national pedagogical choices made by the state, through 

which the dominant minority continues to hold control. Curriculum can develop specific 

dominant ideas, values and assumptions and in some ways design a nation, which 

facilitates government concealing the political nature and motives of curriculum 

development. Foucault offered the concept of the grid of intelligibility as an explanation 

for how we come to know ourselves as individuals, our place in the world and societal 

organisation based on histories of ordering, this can be applied to curriculum development 

and the choices made with intentions of social structure. The grid of intelligibility 

 
165Louis Althusser, ‘‘Ideology and Ideological State Apparatus,” Notes Towards an Investigation (1970). 
166W.A. Landman and S.J. Gous, Inleiding tot die Fundamentele Pedagogiek (Johannesburg: Afrikaanse 

Persboekhandel, 1969). 
167Dominic Griffiths, ‘‘Philosophies of Education and Their Futures in South Africa,” Journal of Philosophy of 

Education (2025). 
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“organises” a system of elements, to be placed together to make sense of grand structures 

of existence. It makes reality make sense or “intelligible”, a system of elements and codes 

which defines social grouping and hierarchy.  This categorisation normalises certain 

ideologies, and draws very clear duality lines, the grid moves along with temporalities and 

political changes. The episteme is in this grid, which is the source of the grid construction, 

and contains shared knowledge and “truths”, defining the intellectual and social 

framework of a nation (societal values and norms). The curriculum is socially constructed 

and therefore with changing regimes, it is possible to identify what ideologies the 

curriculum promotes and inquire into the codes that align with political and economic 

goals. 168The apartheid grid of codes, language and elements may have dissipated, but the 

capitalist grid of co-opting the struggle and the commitment to a national identity and 

façade has replaced it. All while the colonial/apartheid ideology and values are visible and 

present in education. People’s Education was an introduction to shifting education theory 

and approaches and attempted to address this question of, “Who is it for?”using a Freirean 

and Marxist approach which opposed positivist learning values. One of the main 

principles being to instil values of co-operative learning and active participation in 

opposition to authoritarian education.  

This education was focused on democratic decisions and developing students wholly, but 

the challenge to transform colonial epistemology in curriculum are the practicalities of 

teaching aligning with the complete conceptual and epistemological education shift of 

social transformation.169 These challenges call into question what a dominant “mode of 

knowing’’ is in South Africa influenced by our racist history of curriculum. Gramsci 

expressed that education should be approached through a systematic incorporation of real 

life and abstract concepts, so that curriculum is structured for students to reason their 

application of formal learning into their own reality.170  Vanessa Brown, concerned with 

 
168 An example of this the amendment to the BELA Act (Basic Education Laws Amendment Act in 2024. The 

main amendments which received backlash is the compulsory Grade R schooling – which does not take into 

financial feasibility, Admissions policy – greater control over the decisions for acceptance into schools. There is 

also a Language Policy which shifts the decision of the dominant language of instruction to the department of 

Education from Governing Bodies. There are other amendments which all point to greater control and regulation 

and limit the decision making of School Governing Bodies. When taking a closer look at these amendments one 

can identify the values and aims of the department and ruling government. Paula Ensor, ‘‘Explainer: BELA and 

its Controversies,” GroundUp, February 4, 2025, https://groundup.org.za/article/understanding-the-bela-act-and-

its-controversies/ (accessed November 11, 2025). 
169Joe Samuels and Glenda Kruss, What Is People’s Education? An Approach to Running Workshops.  
170Antonio Gramsci, ‘‘Selections from the Prison Notebooks 
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the teaching of history explains the responsibility teachers and the education department 

hold to facilitate a classroom of collaborative learning and non-hierarchical learning 

between teachers and students in the book “Let the voices be heard: Process and Practice 

in Education”, her chapter entitled “Doing History: An Alternative Approach to History 

Curriculum”: 

The silences, omissions and distortions of the history taught in our schools do their 

own obvious harm. But it is the way our children are taught to regard the past and 

the study of history that helps to turn them into fundamentally passive recipients of 

historical information, so that even when they sense something is amiss, they do 

not know how to challenge the teacher and texts effectively.171 

Unfortunately, these teaching methods are dominant in schools and this passivity persists. 

I inquire into whether the inclusion of Popular Education methods or creation of cultural 

programmes in schools remedy this. Popular education is a theory and practice, geared 

towards social and political change. These values and learning methods cannot be 

identified in mainstream curriculum, and therefore exist mostly in activist communities, 

and pedagogical movements such as Equal Education. According to Thembi Luckett, 

Shirley Walters and Astrid von Kotze, who write about remembering popular education 

practices in alternative education South African histories, popular education are 

underpinned by principles of social justice, grounded in daily life, dialectic and rooted in 

praxis.172 Popular education is largely based on the political context of the time, it is often 

considered contingent on the mode of restriction, as in its nature it is expansive. The neo-

liberal pedagogical reality we are faced with echoes the industrialisation of education as 

training for the labour force and materialises in teaching methods of identifying “s kills 

deficits” for the economy, opposed to a learning process of nurturing students”knowledge, 

and teaching with a political and cultural awareness. Herein, I ask how popular education 

methods of teaching can be integrated in formalised education, so that popular education 

does not only exist as a political movement. I reflect on People’s Education for People’s 

Power in this sentiment, as this movement called for popular education to be the dominant 

pedagogy. How do we counter the strong legacies of ideology in schools and curriculum, 

existing in a post-apartheid neo-liberal curriculum, without using popular education 

 
171Let the Voices Be heard, 158. 
172 Thembi Luckett, Shirley Walters, and Astrid von Kotze, ‘‘Re-Membering Practices of Popular Education in 

the Struggle for an Alternative South Africa,” Interface: A Journal on Social Movements 9, no. 1 (2017): 256–
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methods in our schools? If popular education is contingent upon its context, what are the 

implication for popular educators inside and outside of social and political movements? I 

therefore undertake developing a curriculum where I consider it being a popular education 

method of teaching, within the structure of “formal” education, reminiscent of People’s 

Education curriculum. 

A note on the curriculum 

Part of this thesis is proposing a popular education curriculum which encompasses my 

research and acts as a method of making academic work accessible. I am also led by my 

curiosity on how to insert subversive curriculum from the past into the existing formalised 

curriculum landscape. I asked myself, “What would a formalised curriculum based on 

popular education approaches to be implemented in schools look like? “This curriculum is 

geared towards a popular education context, viewing learning as a participatory and 

transformative practice. It uses a dialogical process of learning with a focus on an 

embodied sense of learning with liberatory awareness, influenced by histories of popular 

education and jazz. The activities are important for people to learn in an embodied way 

and to make sense of the content through their experiences. It is therefore defined as a 

curriculum in a broad sense – of a teaching tool and methodology. The curriculum can be 

adapted to be used in more formal education settings, and parts can be integrated into 

existing subjects like arts and culture in primary school, history, visual arts and design. 

There is a short facilitators guide, which is essentially suggestions on how to approach the 

curriculum. There are additional resources and ideas for further teaching. In constructing 

this curriculum I look to the cultural formation of jazz, to its “thisness,” which I 

understand to be the quality and density of a specificity, whether this be a time, an object, 

a person, a song, a collective or historical moment.173 I reflect on how “thisness” took 

shape in political spaces of jazz in a context of anti-apartheid resistance through this 

curriculum.  I focus on material as a threat for mobilisation in this thesis, focusing on 

curriculum and music and that when ideas are put to use in a space with others there is 

potential for transformation. I chose to include aspects of the thesis that relate to 

community building and encourage generating new ideas and methods of understanding. 

The curriculum is also an attempt to experiment with how archives can be put to work to 

 
173 Garrett Ayers, ‘‘‘Thisness”: Jazz, Materiality, and Theology,” Transpositions, February 28, 2020, 

https://www.transpositions.co.uk/thisness-jazz-materiality-and-theology/, accessed September 28, 2024. 
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address current issues, through an understanding of the past. This aligned with my goal of 

bridging generational gaps – and creating an appreciation for the work of the past and to 

generate the feeling of permission to remix archives to inform current knowledge 

generation. Drawing on archives in this curriculum and writing activities that make use of 

physical materials (drawing materials) was to encourage translating the digital to physical, 

for example in the exercise of designing a CD cover and track list on paper, this was to 

prompt a return to “handling” knowledge. It was also an exercise in noting where 

innovation stems from, that it may be harder to think about the digital to physical now, this 

is possibly where new ideas will come from – challenging us to return to physical methods 

of making sense. This exercise also served as a means of thinking through how I could 

represent this thesis practically and allow for the curriculum to be used in any setting. I 

tried not to repeat any of the writing/content from the rest of the thesis in the curriculum, 

rather synthesise the ideas and aims into material which expresses the elements of 

pedagogy and jazz. I therefore focused on the overarching ideas of community building, 

listening and remixing. The activities are meant to express the making of political 

material– such as posters and manifestos. Students are asked to record themselves 

speaking about their “personal weapon” relating to interview questions about what they 

contribute to change, above this was an interview with Abdullah Ibrahim and Louis 

Moholo-Moholo. The intention of recording an interview was to challenge dominant 

voices, sometimes apparent in political spaces and encourage speaking through a position 

of authority of sharing their “weapon”. Through sharing the individual, personal methods 

of resistance we hold – the hope was to establish a force of weaponry. The curriculum is 

idealistic in a sense, as I experimented with the potential of imaginative/creative work in 

an ideal environment of vulnerability, feeling supported and freely sharing. The activities 

are intentionally idealistic and perhaps not realistic – to assert that radical imagination is 

not just a concept but can be actualised – through movements like People’s Education and 

through jazz. It is also to encourage optimism, despite despair and understand that this can 

be militant. This curriculum also serves as a methodology for the rest of this thesis – as it 

guides the core aims and values of; imaginative thinking as challenging oppression, 

engaging with the past and archives to create something new, learning outside of the 

individual and classroom but taking place in community and a strong focus on creative 

expression.  
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An example is Activity 2.1 from Unit Two: Collective Knowledge Creation: Playing 

Together which encompasses the practical goals of this thesis: 

In this activity, when you map out your network and plan for a more integrated life 

with your community and passions, think about what changes should be in place 

for making your place more just. When thinking about how we can remix spaces 

that we place boundaries around; we also must consider the political and historical 

reasons for why these boundaries are in place. Hold this in mind when you map out 

your imagined integrated life and space.174  

From this map, create a short manifesto for your network and your hopes for political 

change. Think about what music would encapsulate your network as well. You are 

essentially re-imagining the spaces you occupy and the broader place you live in, inspired 

by the freedom of jazz to improvise, and to create new energies of connection between 

people and in movements. The notion of mapping new spaces and creating a manifesto for 

our network and change, challenges the colonial notion of restriction, it also embraces a 

jazz sense of expansion. I wanted to develop something that could reflect the process of 

learning from the past – applying to the future – practicing this learning and then – 

recording it. I could also identify this process and cyclical movement in jazz and the 

creation of jazz pedagogy in social spaces. I identified the aspect of jazz that is created 

when it is played in convergence with other expressions of protest, and outside of the 

metaphorical focus which is the materiality of jazz as a sound which facilitates the 

creation of “thisness”. Ultimately, this curriculum will be put to work, and all that comes 

from it will be returned to the archives I lean on. I felt compelled to create something that 

I could share, and which takes the contributions in this thesis seriously to be used in 

practice.   

  

 
174 A Popular Education Jazz Curriculum, Clio Koopman. 2025.  
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A Popular Education Jazz Curriculum 

 

Unit One: Jazz, education and politics 

Overview/description 

This section is about the shared politics of jazz and education in the anti-apartheid 

struggle. You will wonder why jazz is, what is it about jazz that facilitates political 

movements. You will also come to understand what jazz means for you, and your methods 

for change – in your life, community and the world.  Jazz contains elements that make it 

relatable and a tool for community building. These elements include the freedom we find 

in jazz, to express emotions and creativity – there is a release in jazz, and a break from 

reality for a while.  In South Africa especially, jazz has cultivated distinctive cultural 

aspects of communities, the genre is tied to constructing our societies and forming 

identities. This capacity jazz has for connecting communities could fight division. In the 

anti-apartheid struggle, activists used whatever means they had for resistance, art has also 

always been a powerful tool for resistance. Jazz was played in the anti-apartheid resistance 

movement as a political tool for mobilisation and for expressing all that apartheid and 

colonialism tried to take away from Black people (creativity, freedom of expression). Jazz 

was seen as such as political genre and threat to apartheid, that many jazz artists were 

forced into exile, to ensure their safety. Some jazz artists were targeted by the police 

during apartheid, showing that the genre and the political organising around jazz was seen 

as dangerous to disrupting apartheid. 

We can find evidence of this politicisation in media at the time, writing and the music 

itself. Jazz was the music played at concerts for fundraising, and at these concerts there 

was a special energy of freedom and togetherness.  

Sometimes because jazz was a major genre used in the struggle, and famously related to 

South Africa, we miss the opportunity to discover other genres. You can use this chapter to 

explore other genres; there will be a short section on how you can use these methods for 

other genres 
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Terminology 

Improvisation 

In jazz, most of the music heard during a solo is “sspontaneously composed” by 

musicians; they play what they are feeling in that moment- they draw on their feelings, but 

also the social setting, the audience, and the moment they are in. As listeners, we journey 

with this improvisation the musician is composing music while we are there. Our presence 

is part of this composition. 

 

Listening 

We can see jazz as a language, that the musician develops and that we as listeners make 

sense of and interpret. Any piece of music will have different meanings for everyone, this 

is because of how we interpret the song; how it fits into our personal experiences and our 

language. When we are all present and listening to jazz, a language – we are all decoding 

the sound into our own languages, but we share the need to communicate 

 

Activity 1.1 

Read the newspaper clipping by Howard Lawrence about Barney “Bunny” Rachabane, 

found in The New African: Volume 3, Number 5, June 1964. This is a pan-Africanist 

publication, which had a dedicated section called “Jazz Epistles ” 

What do you notice about the language Barney uses to describe jazz? 

Now listen to the song by Bunny Rachabane and explain whether there is a difference in 

your interpretation. This song was made at the time of this article; Rachabane was 18 

in1964. 

https://www.youtube.com/watch?v=eLagjfptV7E&list=RDeLagjfptV7E&start_radio=1 
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Figure 12: “Bunny” Rachabane, found in The New African: Volume 3, Number 5, June 1964. This is a pan-

Africanist publication, which had a dedicated section called “Jazz Epistles” 

https://uwcscholar.uwc.ac.za/home 



98 

 

 

 

https://uwcscholar.uwc.ac.za/home 



99 

 

Language and politics of jazz 

Cultural resistance is a big part of South African history; we have always used art and 

music as political tools. South African jazz has always been part of Black history and 

culture; the genre is played in community gatherings, and most jazz artists fell in love 

with jazz through listening to others in their community. There is a distinctive South 

African jazz sound, that combines indigenous music and is an expression against 

colonial control.   

Apartheid police could see that jazz was used in political spaces and therefore banned 

many jazz artists and spaces. Jazz artists also faced violence, arrests and banning. An 

example of this violence is that which Jonas Gwangwa faced. The National Party 

government saw Gwangwa’s musical and cultural activism as a big enough danger for 

their security forces to bomb his house in Botswana in 1985. These are examples of the 

threat that jazz was on the apartheid police; because of its political nature and because 

it became a call for Black people to gather, and to express their anger and want for 

freedom. These jazz events were dangerous because they were like political rallies. 
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Activity 1.2  

Understanding that jazz is political, and was 

used as a political tool in apartheid, develop a 

background and historical context for this 

poster, drawing on the printed archival 

material available and recordings. From this, 

design your own poster that encompasses the 

political component of jazz that facilitates 

gathering in community. 

 

 

 

 

 

 

 

 

 

 

 

 

Unit Two: Collective knowledge creation: playing together 

This section is about the collective, playing together and learning together. It is about 

knowledge making found in social spaces. The goal is to think about the “sociality of 

jazz”. In this section, you will begin to map out the musicality of your life and community, 

and think about how music is integrated into your existence and history and consider the 

following questions, while trying to make sense of your community, personal history and 

understanding of the meaning of  “social movements” and where you find jazz and where 

you find learning moments.  

• How do I learn when I listen to music 

• What can I learn about history and politics through music? 

• How do I foster community and memory through music? 

• What does “social” mean for me? 

• Where do I find music in this sociality 

Figure 13: Poster advertising a community arts 

fundraiser at the Community Arts Project (CAP) at 

Chapel Street in Woodstock, Cape Town, Tuesday 

30 September. 
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As humans, our learning comes from those closest to us. We engage in collective 

learning, all the time even outside of the classroom. When you are with family, friends, 

your community – you are learning, even if there are not distinct “lessons”, when we 

are together, we learn from each other. There is also the power of stories in learning and 

narration. This is usually how we learn about her past, our history.  

Music is part of this collective knowledge, most of the time social gatherings have a 

musical aspect, and this contextualises the learning process. An example is religious 

spaces, often we learn more and feel more connected through song; the most emotive 

parts of worship are through singing together. There are parts of our brain that are 

activated in these moments, that are not activated in any other activity. Because jazz 

was so dangerous in apartheid, to the government and dangerous for Black people to 

play, gatherings where jazz was played had a special energy of community and 

solidarity. People would risk being arrested to commune with their fellow artists of 

different races, because they were drawn to the sociality of jazz and they hungered to 

be together, with jazz. Radio Freedom was known as the “voice in exile” run by the 

ANC, the broadcast played banned music by the apartheid National Party. This was the 

only radio where you could hear this music, you could be arrested for eight years, if 

you were caught listening to Radio Freedom, as it also broadcasted updates about the 

liberation struggle, political education and was a major threat because it could bring 

Black people together, even if they were not gathering.  The apartheid forces went so 

far as to use signal blockers, so people could not tune in. It was also a link between 

people in exile and people in South Africa.  

So, we can see that learning together and listening together is powerful. This is the 

knowledge that generations will remember, this learning is ingrained in us and speaks 

to our values and identities. Do you see how threatening this is? The idea of 

communing, learning from each other and listening to music has so much power and 

potential for change that it is met with censorship. This is an oppressive tactic widely 

used – authorities try to silence and isolate; but this is always met with gathering and 

learning from each other. It is important to share what we learn from those around us, 

and for them to know that they are teachers. Through this, we are also doing work of 

“archiving,”to record this process we can make use of creative techniques. Recording 

our learning process, and what knowledge we gain from our social spaces, and through 

music ensures that generations after we will have this reference and be able to reflect. 

This collective knowledge making is also important for social movements, solidarity is 

the biggest power and threat. 
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Activity 2.1  

How can you imagine remixing your ecosystem to include various sources of learning?  

In this activity you will: map out all the places you go and the people you encounter, 

create a map of what you imagine an integrated life of learning would look like. Consider 

how legacies of apartheid are visible in cities and towns- how does physical place and city 

structure echo apartheid oppression.  

When you map out your network and plan for a more integrated life with your 

community and passions, think about what changes should be in place for making your 

place more just. When thinking about how we can remix spaces that we place boundaries 

around; we also must consider the political and historical reasons for why these 

boundaries are in place. Hold this in mind when you map out your imagined integrated 

life and space.  

From this map, create a short manifesto for your network and your hopes for political 

change. Think about what music would encapsulate your network as well. You are 

essentially re-imagining the spaces you occupy and the broader place you live in, inspired 

by the freedom of jazz to improvise, and to create new energies of connection between 

people and in movements. 

So, from this activity you will end up with. 

✓ A map of your network 

✓ A manifesto 

You will be guided on how you can approach this, and you will find examples in the 

resource section. 
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Unit Three: Remixing 

This section will explore the use of archives in remixing, and ideas of time in relation 

to remixing. It will also look at occupying different spaces with gatherings of learning, 

focusing on jazz as a genre for facilitating remixing.  

You will think about the following in this section: 

• How jazz facilitates remixing as a form and method for thinking through radical 

change 

• What remixing spaces can be; thinking through how to remix spaces of public and 

private education, of individual learning and sharing with others, of learning in 

spaces that are different to a classroom 

• How to embrace archives and histories of resistance for remixing 

 

Jazz is a genre often sampled in music; there are also specific jazz sounds that are very 

well-known/part of jazz songs that are familiar in media and popular culture. These songs 

are sampled because of their cultural relevance and because of their phenomenal sound. 

Jazz is a musical archive that has rich history, relating to slavery, indigeneity, colonialism, 

resistance and developing whole cultures related to the sound. Creative work often draws 

on archives for inspiration, and to be informed by the past to develop new work, that is 

relevant to the past and future.  

The genre exists in many spaces; intimate, social, public and mass gatherings. It is 

interesting to consider what we can learn from the ease that jazz exists in different spaces 

and is meaningful to these environments. How can we be inspired to consider the different 

spaces we occupy, what we learn from them and how we can remix these definitive places 

of learning, to expand our knowledge base.  

Remixing for creative purposes through using archives is important for imaginative 

thinking and creating. On a basic level, for how we make sense of our daily lives – 

drawing from archives. Once we lean into these archives, and do some work on recording 

them – we can use them creatively and generatively in our work and life. 

It is also important for us to record our archives in a time of A.I and our reliance on 

machines for “truth” by leaning on our personal archives we can develop what we 

understand our truths to be. We can draw on our personal archives of our family history, 

our previous inspirations and experiences when we were younger, recipes, stories and 

media. 
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Remixing using jazz 

Activity 3.1 

Creating your album: 

You will be given a list of jazz songs to choose from and listen to; you will create an 

album of remixes using these songs with any songs of your choice. You will not be mixing 

these songs together on music software but doing imaginative work to figure out your 

process of using existing material and making it your own. Create a new track name for 

each remixed song, and an album cover and booklet explaining your tracks (3 tracks min) 

Activity 3.1 example 

Track 1: Nostalgic Freedom I will use the song “Tezeta” by Mulatu     Astatke and the 

song “Bustas Lament” by A Tribe Called Quest to create a track of the emotion that I feel 

when listening to both songs, a nostalgia, a sadness, but also a sense of calm and hope. I 

associate both songs with freedom, relating to my personal liberation and outside of 

myself.  

 

 

 

 

 

 

 

 

 

 

Unit Four: Sites of jazz mobilisation and protest 

This section will look at the role of jazz in protest and these sites of political 

mobilisation. The political aspect of South African jazz can be seen in how it responds to 

oppression through defiance and through creativity. Historically jazz artists have defied 

silencing through their insistence on playing music, willing to risk the consequences. It is 

also a genre rooted in Black histories, across countries of cultural formation and 

Figure 14: Example of 

album cover 
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belonging. The genre has historically been political, in America jazz was known as a 

“sonic weapon” and was associated with resistance, like the civil rights movement.  

There is a strong history of Pan-African jazz resistance, especially considering South 

African jazz artists in exile and the building of African armed resistance movements, 

which was accompanied with cultural programmes. FESTAC”77 was a month-long Pan-

African cultural festival held in Nigeria in 1977 – aimed at celebrating Black art and 

creativity and serve as a place of solidarity and unity.  

Jazz does not need words to be a call for mobilisation; because there is a shared 

understanding of the political context, social space and the messaging of the music. This 

means that there is a certain “agreement” that listeners have, along with personal 

interpretation. This combination of shared understanding and personal reflection is 

foundational for political movements.  The musicality of jazz (the sound) is political 

because of the historical relationship between Black people and jazz. In South African 

jazz, you can identify indigenous sounds that systems like colonialism and apartheid tried 

to repress. The aspect of freedom in jazz aligns with political calls for liberation; in 

protest, jazz echoes call for liberation.  

These are excerpts from “Rear Window- South African Jazz Under Apartheid”. The two 

speakers are Abdullah Ibrahim, also known as  “Dollar Brand,” who is a pianist and 

composer who created poignant music. The other speaker is Louis Moholo-Moholo, a jazz 

drummer who was part of the band - The Blue Notes. This band had great international 

impact on jazz when they were in exile and were forerunners for the avant-garde jazz 

sound. They were also vocal about their politics, and the context from which they create 

music.  

 

Link: https://www.youtube.com/watch?v=_itaDMtXRKM 

Interview text:  

Moholo-Moholo 

It was tough in South Africa at the time when I grew up Black people were not 

supposed to play music they’re supposed to go and work in the mines and they didn’t 

believe that Black people could even compose and play anything.  

Ibrahim 
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The regime in South Africa made it impossible they did everything to make it 

impossible for us not just as musicians but as a human being as human 

beings………..jazz music for us was this link socially but also politically in terms of in 

terms of where we went with our struggle we’re still creating this concept we don’t 

think of ourselves as jazz musicians but rather to serve as a mirror for people and 

ourselves. 

Moholo-Moholo 

In the beginning clubs were unheard of you know and we would perform in our own 

backyards you know and halls and uh you know like it was very difficult for us to kind 

of like spread into towns and things like this you know only white people were 

supposed to play in towns and if we had a luck of playing in town then maybe we’d be 

playing behind curtains and things like this and it was like forbidden actually for us as 

Black people to participate in any form of music because they thought that the music 

was for them (white people) and not for Black people. They tried to discourage music 

in our society music was born with us you see this is one of the things that they 

frustrated us about in South Africa.  

Ibrahim 

We had to play to segregated audiences we were arrested overnight throwing so in jail 

for playing music at one point they even told me who I should play with, what race 

group I should play with and then they passed a law that whenever I had a concert I had 

to go to the local magistrate and get a permit of who was going to play in the band.  

Moholo-Moholo 

We would play with Chris and Chris would be playing behind the curtain and if we had 

to go for just a pleasure time into our location so Chris would pull up his cap like that 

and put some Black polish (on his face) to be allowed to be with us.  

Ibrahim 

The record companies were controlled by white people so if you go to a record 

company, they will always tell you what you must play because the overview is that we 

don’t understand the market so they would manipulate it. We were in Cape Town it was 

the time of the school so-called Soweto uprising and we were in cape town recording 

within about five six other compositions and we were recording this (Mannenberg)  and 

then we had a break it was about five minutes they take a break and there was an old 

piano you know we were recording on the grand piano, and there was this old upright 

piano so I went to the piano…..(hums melody) that was the first song that came. We 

listened to the playback we realized that we had captured the mood of the people at that 

time, we had captured our whole history we have captured this insistence of the white 

establishment to tell us that our music was not valid so we made some copies and we 

played it over the loudspeaker we sold 40 000 in two weeks over the counter with no 
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covers or anything and the people responded and we realized that we were interpreting 

what was happening.  

As we go out of this recording studio wherever we go in into the townships they were 

shooting people down our relatives are our friends or family. I mean it was physically 

always (someone) shot down.  

Activity 4.1  

Listening to the playlist of songs from this period you were provided with, and after 

reading this interview, think through how jazz mobilised people for political action. You 

can hear/read how the artists’ used their tools during the struggle for liberation. In the anti-

apartheid struggle, you used any weapon you had at your disposable. Jazz is just one genre 

and art form that is used for political purposes.  To start generating ideas on how art can be 

used politically and for mobilising purposes, develop an understanding of your personal 

“weapon”. You will respond to the following questions by recording your spoken answers, 

you will then have an interview of you speaking about your creative “weapon”.  

• Tell me about the issues you are passionate about 

• What is your method of responding to these issues and how were you drawn to 

your tool? 

• How do you create community with your tool? 

 

Activity 4.2 

The entire group will listen to one song: “Magwaza” by Johnny Dyani a track on the 

album  

“Johnny Dyani With John Tchicai & Dudu Pukwana – Witchdoctors Son” 

Each person will write an abstract, which is as short piece of writing, usually a summary 

from a longer piece such as a thesis or book from the song, listening to the different 

sounds and musical influences. You will then choose a moment of resistance in our history 

that you believe this song speaks to and express that relationship.  

Reflections 

You will also share your experience in a reflective circle; you can share what you liked 

and disliked and how you feel afterwards. After completing this curriculum, each 

person will take a sticky note and write down what they learned from this course and 

attach it to a shared piece of paper. You will then each be given a copy of the collage of 

sticky notes. 
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Facilitator/teachers guide 

 

Overview 

This curriculum is geared towards a popular education context. The activities are important, 

for people to learn in an embodied way and to make sense of the content through their 

experiences. It is therefore defined as a curriculum in a broad sense – of a teaching tool. It is 

meant to be reminiscent of People’s Education for People’s Power curriculum, and you as the 

facilitator can include some context of this kind of curriculum. 

The curriculum can be adapted to be used in more formal education settings, and parts can be 

integrated into existing subjects like arts and culture in schools.   

This is a short facilitators guide, which is essentially suggestions on how to approach the 

curriculum. There are additional resources and ideas for further teaching.  

Before the workshop, you should ask participants to send songs that are important to them 

and compile a playlist to be played, and a track list. You will play this while they are 

completing activities.  

You will prepare the materials to disperse, including creative materials (paints, paper, pens 

etc) and there are also unconventional materials (wire, wood etc) that are listed under each 

activity.  

Structure 

 

Introduction 

1. Explain what the curriculum is about, why it matters in this time and in space, you 

will be using it. Express how it aligns with the political landscape and injustices you 

are concerned with.  

2. Give some information on the history of these kinds of curricula – how they were 

used for political mobilisation purposes and link this to your movement. 

❖ Keep the curriculum easy, there is some rich historical context – but the activities are 

designed for participants to make sense of it in their knowledge framing.  
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Objectives 

This curriculum is about the relationship between jazz and political struggle. This topic is to 

allow for the exploration of the creative aspects of jazz, the power of music for movement 

building and the usefulness of histories and their archives for developing new ideas 

To prompt participants to imagine, through a political, historical, and community lens.  

The curriculum objectives include (but are not limited to this list) 

• To understand South African histories of jazz in relation to political movements and 

oppression 

• To inspire creative, independent thinking 

• To be active in shaping their interests and space, to combat algorithms and narrow 

disciplinary silos 

• To emphasise the importance of community  

 

❖ The extent of these objectives will change, depending on the group you are working with 

and their political understanding and involvement 

 

Your role 

You are also an active participant in the workshop, the goal of learning, reflection and 

imagination is shared with you. You should be open to learning together with the group, 

while holding structure for people to feel secure.  

 

You should:  

• Encourage participants to tap into their system of learning and creating, their histories and 

personal frame of reference 

• Emphasise that the workshop uses the framework of jazz to explore the topics 

• Emphasise the influence of People’s Education on People’s Power on the workshop 

• Identify skills that participants have and encourage them to learn these skills in their 

formal education 

• Feel free to ask participants for help with your learning, this workshop is for you too 
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Guide to units and activities  

 

• Activity 1.1  

Discuss the notion of “language”, how do people understand language to express and what 

are the limitations and how is it weaponised? What is a sonic language? How do people 

imagine their own language/lexicon. This is the first introduction into the style of the 

workshop; the activity is about language because the goal of the workshop is to encourage 

imagining different ways of communicating and learning. This is also to slowly introduce 

participants to begin thinking more conceptually/metaphorically about jazz, the use of 

existing material is a sort of scaffolding.  

Materials 

- The newspaper clipping by Howard Lawrence about Barney “Bunny” Rachabane, 

found in The New African: Volume 3, Number 5, June 1964. 

- The photograph  

- The song 

- Disperse the creative material box and paper box 

- Read the clipping out loud (any participant) 

- Listen to the song together and give the option for people to listen on their own 

 

• Activity 1.2  

Speak through what people define community as and what they consider “gathering”. Prompt 

them to consider the energy cultivated at political gatherings and how music/jazz 

accompanies this energy. This is the introduction into mobilisation through jazz, creating 

posters for their own gatherings allows participants to interpret their definition of social 

spaces as political.  

Allow people to create posters that are not directly related to political mobilisation or jazz, if 

they encompass the notion of gathering and some feel of transformation. They will also be 

using posters and articles from the past to inspire them; this is part of the inclusion of 

archives in the workshop: for students to see the value of archives in creating their own work 

and to identify how the past can be used as a creative resource.  

Materials 

- Create materials 

- Ensure there are enough different kinds of paper (size, weight, colour) 
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- Different unconventional materials (wires, cardboard, etc) 

- Paint, pens, kokis, colour pencils  

- Enough colour paper for collage 

- Newspaper  

- Print outs of posters and photocopies of articles 

 

 

• Activity 2.1 

In this section you will facilitate participants thinking about their network, how they are 

situated in their place of living, learning and socialising and the boundaries that separate 

these spaces. They should consider what the values would be like in learning from all these 

different places. They should think about space in this section – and the political nature of 

space and place in South Africa. Considering these ideas, they must envision what their ideal 

map/interaction of learning would look like. The goal of this activity is to reflect on 

movements like People’s Education for People’s Power and their insistence on community 

centred education. You can show the People’s Education material copies, such as the guide to 

running workshops, collection of articles and curriculum. The aim is also to begin thinking of 

the notion of “indigenous knowledge” and where participants learn the most. The unit is 

framed in a jazz approach, because of the ability of jazz to transcend genres and moments in 

time. It also relates to the improvisational nature of jazz, and the political relevance this held 

in apartheid for Black people.  

Participants must draw up a short manifesto which encompasses their imagination.  

 

Materials 

- Examples of mapping 

- Creative materials  

- Play the playlist they put together  

- The curriculum entitled ‘‘What is History’’ which is a People’s Education history 

textbook 
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• Activity 3.1  

This unit is largely about archives and uses archives as a reference. The idea is for 

participants to situate songs from the past in a political and historical context, decide 

on the energy that the song cultivates and how this relates to themselves. The goal is 

to begin making sense of ourselves within our history and emphasise that music(jazz) 

is a medium for that transportation. Creating a CD album cover and track list is an 

opportunity to consider the progression of listening to and accessing music. You 

should always try and encourage dialogue, sharing with others and looking for 

inspiration.  

Materials 

Empty CD cases to slot their covers and track list into 

They will also be given blank CDs 

Creative materials and references  

There is a guide on how to make a CD booklet – you can choose for participants to do that 

together, or they can create their own form of booklet.  

 

• Activity 4.1 

This section is richer in history, it is to tie the work they have been doing on realising their 

knowledge base, and style of learning. There will be a pre-corded set of questions that each 

participant will receive on their tool for change. They must then record their answers on a 

phone and send these audio clips to you. For each participant, you will play the questions and 

then the answers. There will be allowance for follow-up questions. If there are time 

constraints, try and encourage their answers to be about three sentences max for each 

question, allow for max two questions per participant.  

 

• Activity 4.2  

This is the last activity and wraps up the workshop. This is an opportunity for participants to 

interpret a song in their own words, using their historical knowledge of the jazz scene during 

apartheid, the sound of jazz and the political/social context. It should be a moment of them 

having control of their historical interpretation and essentially a summary of the workshop. 

Encourage participants to tap into their music knowledge and how they make sense of the 
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world through music. The format of the abstract could be in any reflective form but should be 

written on lined A4 paper.  

Materials 

Black pen 

A4 paper 

 

Reflections 

This is an opportunity for them to reflect on their experience and what they learnt. Using a 

flip sheet of paper, disperse sticky notes. They should write their reflections on these notes 

and stick them on the paper. Take a picture of this, then upload it to CAM scanner and print 

onto A4 pages for each.  

For these reflections, offer a sense of security to participants for them to know they are free to 

share in an emotional way if they feel moved to. Ensure that people listen to one another and 

are respectful. If you have identified participants that are shy/do not want to share you can 

reach out to them for their reflections. Never make people feel forced to share. 

Hand out the feedback forms and give people 10 minutes to complete them. 

Close the session with however you choose to express gratitude, you should also reflect on 

your experience and transformation.  

Optional activity (consider time and the energy of the group) 

*Form groups of three and from this collage create a practical method/activity of expressing 

what you learnt in this curriculum in whichever form you want. 

 

Materials 

Below are materials for inspiration and applicable to the activities 

- Posters and flyers from the People’s Culture time to get a sense of the aesthetic 

- Links to videos and music  

- Example of a CD and track list  

- Infographic on how to fold a cover  
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Figure A 

Flyer for WECTU Jazz Expo, 22 March 1987. 

Event held at Inn on the Plain Town Centre, 6 p.m. 

 

Figure B 

Flyer for the mass rally and concert at UWC 

Stadium, “Each One Teach One!” Speakers 

and performers include Peto Alexander and 

community educators. Date: Tuesday, 24 

September, 10 a.m.  

 

Figure C 

Flyer for a concert in support of 

UDF and COSATU at UWC 

Stadium, Saturday, 19 September.  

 

Figure D 

Heroes Day Concert Flyer organised by 

Gardens Youth Congress 

December 5th, 5-m.  

 

Figure E 

Flyer for Concert for Crossroads Victims, Samaj Centre, 

Athlone 

Saturday 7th, 6pm 

Performers include Basil Coetzee Smoking Brass and the 

UWC Choir, with Robert Sithole also featured.  

 

Figure F 

Poster promoting the 1 Person 1 Vote 

Campaign. Event includes performances by 

The Police, The Kerels, The Lurcher and The 

Genuines 

Date: Saturday 28  

 

Figure G 

Flyer promoting Youth Jive! concert at 

Rocklands Civic. Performers include 

Mapantsulas, Basil Coetzee, Amajinqi, 

Workforce, and Sharptown Swingsters. 

Friday, 9 August, 8 p.m.  

 

Figure H 

Flyer for a variety concert organized by 

the Kensington Factreton Youth 

Association, 20 October 1987. 

Kensington Civic Centre.   

 

Figure G 

A NUSAS SRC Concert “Free 

People’s Concert” flyer. 29th of 

Saturday  
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Links 

Spotify playlist of music that corresponds to the content of this curriculum and 

activities 

https://open.spotify.com/playlist/16xAigwGPzoF7laSjzsVwe?si=d90d4677f2044d0b 

Documentary: Rear Window – South African Jazz Under Apartheid (Used in 4.1)  

https://www.youtube.com/watch?v=_itaDMtXRKM 

Music video of the song “Die Struggle by THE GENUINES” 

https://www.youtube.com/watch?v=Gd184F5SajQ&list=RDGd184F5SajQ&start_radio 

South African Blues (documentary about South African jazz artists in exile, 

contextualising the politics of jazz in apartheid) 

https://www.youtube.com/watch?v=qZRZqSPb1KY 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 15: Folding a CD cover 
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Conclusion 

 

“What can I learn to understand what must be done” 

This question has guided my movement through histories of People’s Education, jazz and 

curriculum, I have come to understand that learning what must be done comes from 

listening, learning to improvise and privileging collective knowledge. This thesis posed 

the research question:  

How do the subversive spaces of alternative education and jazz resistance in the 

1980s in South Africa generate energy that cultivates new and alternative cultures, 

build movements and create community through their interconnectedness which 

sustains in changing temporalities and political contexts? 

This research was sparked by a curiosity of the energy in jazz spaces in the 1980s and the 

energy generating influence of education for liberation. I approached these converging 

energies through speculation – because I sensed something specific and alternative existed 

in those spaces of convergence, I landed on the term of thisness and concept of 

sovereignty to ground these claims, which I applied to the density of jazz and education 

convergences and through this identified a theoretical approach of finding converging 

methods of resistance in political movements.  In exploring People’s Education and jazz as 

practices of freedom, through creative expression and political resistance, I attempted to 

push back against hegemonic narratives of jazz and education, foregrounding the 

expansive ways of engaging with these histories. In finding their liberatory connection I 

could identify the convergence between jazz and education in their sovereignty and 

creative methods of learning. Through attempting to answer this question, the concept of 

sovereignty emerged as an energy that is cultivated in spaces of jazz and People’s 

Education, creating something new while holding onto history – asserting that this is our 

education and our jazz. Herein lies, the people’s component of jazz and education.  I asked 

how the thisness of these convergences materialised in identity, culture and reasoning. 

Both jazz and education hold the potential for imaginative conversation about temporality, 

and they serve as mechanisms for people who come from lineages of enslavement and 

oppression to consider their ancestral temporality; a vehicle for considering how we 

position ourselves in temporal contexts of art and education – as these two planes are 
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essential to social formation. At the start of this journey I reflected on whether I was 

positioning jazz and education as fulfilling too many functions in Black reclamation and 

methods of transformation,but the material guided me, archives and speeches which 

affirmed the immense capability of education and jazz to subvert coloniality and serve as a 

method of liberation were confirmed. I found this in Amilcar Cabral who took culture very 

seriously to counter colonisation in his speech, “National Liberation and Culture he states 

the following; “Just as happens with the flower in a plant, in culture there lies the capacity 

(or the responsibility) for forming and fertilizing the seedling which will assure the 

continuity of history, at the same time assuring the prospects for evolution and progress of 

the society in question.”175 

I was inspired by Black Quantum Futurism, the collective who create multi-disciplinary 

pedagogical and creative work on Black temporality and travelling Afronauts, I am 

inspired by their navigation of time relating to Black time in the context of diaspora and 

the imposition of colonial time on historically enslaved Black people, the collective 

reclaims ancestral time. Considering my multiple positions in this history of resistance I 

explore, I engaged with a specific temporal collapse and from this I identified my aims of 

safeguarding transgressive histories for the future and engaging with the past in an 

nuanced way. This also drove my methodological decision making of including creative 

outputs and a curriculum to reflect these temporal considerations in an embodied way, 

foregrounding action-based research and answering my questions “What must I learn to 

understand what must be done?” Rasheedah Phillips responds to this: 

The past, present and future drums are equal. Like the three phases of temporal 

existence that surround human life, the artist has a responsibility to build in a way 

that equally honors what was, what is and what might be coming. All creative 

endeavors that foreground improvisation and innovation are responding to the 

pushing back against a conservative (i.e two-drum) culture. 176 

Building on this temporal responsibility, I foregrounded the expansive capacities of culture 

(jazz) and pedagogy (People’s Education) in mobilisation and innovation. In this thesis I 

 
175Amílcar Cabral, National Liberation and Culture, 8. 
176 Rasheedah Phillips, comp. Black Quantum Futurism: Space-Time Collapse I: From the Congo to the 

Carolinas, 41.  
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identified that the need for an inquiring into the values and methods of liberation 

movements and their pedagogical approaches is our requirement for models where thought 

and expression are clarified to be linked with political struggle and activism. I could begin 

to identify through my interviews with George Werner, Warren Ludski, Zenariah Barends 

and Vanessa Brown that both jazz (culture) and education were deeply personal, seen in 

the creative method and communal practice of both. In the context of political struggle, 

practicing jazz and education made meaning for the practioners but also for the future of 

the country, they were aware that there was something at stake in their playing and 

teaching, and therefore militant. This awareness was felt in the air of consciousness at the 

time that education and culture were weapons for liberation and could also be used as 

weapons for oppression and therefore their potential must be taken seriously. If I were to 

expand this research, I would investigate the various heterotopias (social spaces) that 

influence our cultural and education landscape and the function of material in our history 

(books, posters, curriculum, art).  This thesis has taught me that zooming into a moment in 

history or specific social construction provides an understanding of the broader terrain, 

and I would be interested in investigating some more of these spaces/movements and 

developing learning and creative materials from my inquiry and conducting more 

interviews. 

Conceptual approach  

The core concept of sovereignty denotes indigeneity, ownership and claiming that is which 

you own. This thesis displayed that in the formation of People’s Education spaces and 

political jazz spaces, there is a reclamation of identity and a freedom of political 

expression in creativity, and this is reflected in the learning materials created and jazz 

played – a praxis and practice. My hope is that through highlighting the relationship 

between jazz and People’s Education, the ideological underpinnings of radical education 

ideology and action will be opened wider. Through this, the scope of jazz as a tool for 

resistance can be broadened to exist in many realities. I identified the relationship between 

jazz and popular education to highlight the various interactions of resistance methods and 

the cultural structures that are created in these interactions. Through archival engagements, 

creative methods and interviews I displayed the shared values of participatory learning for 

liberation and creativity between jazz and education – strengthening the idea of cultural 

resistance. This is realised in my chapter, in chapter one I positioned jazz as a theoretical 
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and methodological framework for this thesis and exploration on popular education and 

cultural resistance. I introduce key concepts in this chapter of heterotopia, sovereignty, and 

non-linear cyclical convergence. I developed a conceptual foundation rooted in the a 

claimed space that generates alternative ideas and methods of resistance. Through 

introducing jazz as a conceptual framing, I showed how jazz becomes a method for 

thinking through education, resistance, temporality and culture. This chapter argues that 

jazz embodies a specific method of pedagogy grounded in improvisation and freedom. 

Drawing on Valmont Layne and Brett Pyper, I situate jazz in the formation of South 

African identity and tied to place and time. In this chapter I look at the MAPP magazine 

for answers of cultural activism, and I make use of archives in a forensic method of 

finding traces of my claims.  

Through interviews with George Werner and Warren Ludski and MAPP archives I 

demonstrated how jazz developed a heterotopia and the pedagogy found in these 

heterotopic spaces displaying that of People’s Education. I introduced the concepts 

associated with jazz that serve as connecting threads between jazz and People’s Education. 

I approached jazz through its thisness and explored a psychological element of jazz – 

holding a conceptual weight as well. To ground these conceptual conversations, I 

integrated archives I was working with and interviews to ground these discussions. My 

thesis displays the importance of generating new conceptual approaches to resistance 

while emphasizing that conceptual research should materialize into something that can be 

engaged with, used. I worked towards developing my conceptual strands into material – 

highlighting that different places/levels of learning can undoubtedly be integrated, and that 

in integrating academic research with popular education there is room for generating 

exciting learning materials and methods of teaching. Moving from this somewhat dense 

conceptual exploration, in Chapter Two, I adopt a historiographical approach to the 

People’s Education movement in the 1980s. In this chapter I begun to make a claim for a 

South African culture and values of learning through an exploration of colonial schooling 

and repression, especially highlighting missionary education. Through drawing on 

People’s Education archival documents, I outlined the ideological grounds of the 

movement, and I displayed the pedagogical approaches of the movement and focus on 

political consciousness and collective learning. I drew on an interview with Vanessa 

Brown, and oral histories from Voices from Cape Town Classrooms: Oral Histories of 

Teachers Who Fought Apartheid. In this chapter I examined the shared characteristics of 
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jazz and education, foregrounding sovereignty and freedom in learning decisions. In this 

chapter I introduce People’s Culture for People’s Power, and I foreground how 

instrumental learning material are in representing political ideology and pedagogical 

approaches. My chapters can at some times be quite dense, in the jazz framework in 

Chapter One there is a dense conceptual element and in Chapter Two, a dense 

historiographical element. To provide some relief and ground this density I included 

archival representations of my theorisation in my chapter engaging with jazz – these 

archives and my text were interdependent and worked together to create a chapter that is 

conceptually grounded. In Chapter Two, I developed a short curriculum unit outline which 

synthesizes the historical exploration in the chapter into an actionable method.  

This assisted me in making sense of the research, but also responded to my ongoing questions 

of “Why is this important?”, working with archives and creating pedagogical materials to be 

engaged with answered this question; “So that I can represent this history in a grounded way 

that resonates, so that the histories of those in these archives and the interviews I conducted 

can be practiced by others and through this – honour their contribution through praxis.” 

From this reasoning of value rooted in practice, I introduce the question of curriculum in 

South African history and introduce the curriculum I developed. I translated these conceptual 

and historical insights into a curriculum rooted in jazz and People’s Education principles in 

my curriculum: A Jazz Pedagogy for People’s Education. I focused on ideas of being in 

community and solidarity, improvisation and creativity. Through developing the curriculum, I 

also reflected the opportunities for innovation through working with the material as this was a 

large emphasis in thesis – that the material (textbooks, posters, curriculum, workshop 

outlines) is as important as practice. From the curriculum, the notion of remixing emerged – 

this I defined as engaging with archives and working with them to create something new that 

is grounded in the past.177 The pedagogical approaches the curriculum makes use of are 

dialogue, collective participation in learning and freedom in expression and I develop a 

teachers guide, in which I encourage collaborative learning. I have identified jazz as an 

expression of freedom and assertion of identity. In political spaces where jazz is played there 

is a creation of something new and an alternative formulated. Both jazz and People’s 

 
177 This remixing was drawn from ‘‘Shades of Blue: Madlib Invades Blue Note” which is an album where 

Madlib remixes records from the label ‘‘Blue Note”, the album can be seen as remixing an archive. Madlib 

acknowledges a rich history of jazz musicians and labels, and remixes this sound, the album thus becomes a 

historical reflection and can be seen as a guide for engaging with mixing timelines, Madlib suspends time and 

states of music, abstract and dialogue. 
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Education clarify the relationship between cultural activity and revolutionary struggle, 

through their method and practice, they converge in the creation of bodies of movements and 

community (students, cultural workers, educators, parents) and through this – both jazz and 

education put struggle into practice, asserting that jazz is for everyone. There are clear 

commonalities in the creation.  I chose to display the intersection between jazz and education, 

to show that these separate models exist in their own rite, but when we can identify how they 

interact and intersect there is an added layer of alternative practice developed, imaginative 

thinking introduced and the development of community. In my historical, retrospective 

engagement – identifying convergences like these in political movements significantly 

widens the opportunity to engage with archives together, identifying where shared methods 

of resistance are found and widening our understanding of how South Africans approach 

resistance movements.  Identifying intersections in material and praxis introduces a new 

decolonial method of noting where energies of subversiveness are cultivated, inexplicably 

identifying communities and sites of mobilization. 

 

Importantly, this thesis is a personal project of identifying traces of my familial history in the 

broader history of jazz and education. Through this historical exploration, my heterotopic 

position as researcher within family history allowed me to explore temporal collapses and 

identify the facilitation of jazz and education in challenging norms: of pedagogy, community 

formation and time. From this position I conclude that jazz and education working together in 

resistance and in the development of something new challenge time and method. Through my 

exploration of non-linear cyclical convergences, I provide alternative methods and materials 

for shifting a linear narrative of learning and creating. I demonstrate the potential for 

alternative methods and positionality in research. The curriculum engages with the past 

through a method of practice, exercises encouraging accessing empathy, reflection and 

future-thinking. I began this research with a question and therefore conclude with another: 

 

How distant are we from the past, when it is encoded into us through generational 

inheritance, visible in cities and social structures, evident in class inequalities and felt 

in the way we are viewed? In the same vein, how distant are we from the past when 

we still hear music tied to the past in our homes, have a pedagogy influenced by 

political pasts coded into us through our first learning and have inherited a proximity 

to the land and sea? How can we be so far, if we inherited ancient wisdom, instinct 

and culture? 
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So if we hold a sovereign instinct of learning and artistic expression which can be 

used to challenge the not-so-distant past of our inherited pain, why don’t we? 

 

Methodologies and Artistic Guides 

 

 

Figure 16: I created this zine/artwork before I developed my research proposal in 2024, it was for me to 

ascertain whether I was passionate about the research question and aim. I needed to align this project with my 

interests and approach to research.  
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Figure 17: This is an infographic I created explaining education and capitalism. 
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