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SUMMARY

This study forges a rapprochement between aspects of poststructuralist theory and marabi in
its socio-political, historical, ideological and labour contexts of the 1920s to 1930s. After
considering the socio-historical context of marabi and possible resonances with
poststructuralism, the focus falls on the various ethnic and multitudinous manifestations of
marabi as music, dance, social occasion and as the symbolic prefiguration of a nascent black
urban identity. Whilst bearing in mind the ‘indefinability’ of both marabi and
poststructuralism in traditional binary, hierarchical terms, the study moves onto a
consideration of marabi, its context, and various major poststructuralist theorists. Firstly,
Gilles Deleuze and Félix Guattari’s philosophy is employed to demonstrate how marabi can
be regarded as a “minor music.” Thereafter, it is shown how Deleuze and Guattari’s notions
of the assemblage and rhizome are able to accommodate as well as exemplify marabi’s
multitudinous constitution. Secondly, the focus falls on how Jacques Derrida’s thought can be
employed productively to demonstrate how marabi deconstructs the traditional (Saussurian)
notion of the sign, text, intertext and context (generic, genetic and citational). Thirdly, the
deeply entrenched binary horizon of Western thought and rhetoric is explored, specifically
that of the male/female binary couplet, as disclosed by Hélene Cixous. A consideration then
follows of how famo (Sotho) marabi resonates with Cixous’s notion of féminine écriture,
notably its ability to undermine phallocentric structures. Finally, marabi’s ideological and
labour context (as a rhizomatic part of marabi) is considered as refracted through the critical
prism of Michel Foucault’s theorisation of disciplinary and biopolitical power. Having
established that pre-Apartheid racist ideology is deeply social-Darwinist, the focus falls on
marabi’s disciplinary, panoptical and biopolitical contexts, as evidenced in the mining
industry. This chapter concludes by showing how marabi made life bearable in the face of the
draconian measures used by the state apparatus to ‘deal’ with the ‘black peril.” In the final
analysis, the study demonstrates that, not only is there a correlation between aspects of
poststructuralist thought and marabi in its context, but also that poststructuralism provides us
with expanded ways of reasoning that potentially enrich the way we think about marabi and
other aspects of society. Inversely, marabi has shown itself capable of enriching
poststructuralist thinking as well.

MARABI, POSTSTRUCTURALISM, DELEUZE, GUATTARI, CIXOUS,
FOUCAULT, REASON



INTRODUCTION: MARABI AND POSTSTRUCTURALISM(S):
BEGINNINGS

page
11

CHAPTER 1: MARABI, CONTEXT AND TEXT(S) 18
11 INTRODUCTION 18
1.2 ORIGINS: FROM CATTLE TO CAPITAL 19
1.3 THE DISCOVERY OF GOLD 22
1.4  TAXLEGISLATION 23
15 DELEUZE AND GUATTARI: APPARATUS OF CAPTURE 25
1.6 LEGISLATION REGARDING THE LAND: THE 1913 NATIVES’
LAND ACT 32
1.7 THEPASS SYSTEM 39
1.8 BLACK URBANISATION: MARABI IN ITS CONTEXT 46
1.8.1 Increasing Black Urbanisation 46
1.8.2 The Slumyards 48
1.8.3 The 1923 Urban Areas Act 50
1.8.4 Shebeen Society 52
1.9 MARABI: TRADITIONAL, ‘NEW’ AND ETHNIC VARIANTS 55
1.9.1 ‘Old’ Influences: Traditional Nguni Music 55
1.9.2 The Cape Coloured and Afrikaans Influences 56
1.9.3. ‘New’ Influences: American Jazz 57
1.9.4 Xhosa Influences 58
1.9.5 Sotho Influences: Famo Marabi 58
1.9.6 Zulu Influences: Ndunduma Marabi as “Transitional Object” 60



CHAPTER 2: DELEUZE, GUATTARI AND MARABI

page
62

2.1
2.2

2.3

2.4

2.5

2.6

2.7

INTRODUCTION

MEDIATING OPPOSITIVES: DELEUZE, GUATTARI AND

MARABI

MARABI AND MINOR MUSIC

2.3.1 Characteristics of Minor Music: Bidima and Olivier
2.3.2 Minor Languages and Minor Music: Kafka, Deleuze,
Guattari and Marabi

2.3.3 Marabi as Minor Music

MARABI AND THE DETERRITORIALISATION OF THE
REFRAIN

2.4.1 The Constitution of the Refrain

2.4.2 The Refrain and the Question of Indigenous Identity
2.4.3 Becoming Marabi and Identity: The ‘Old’ and the ‘New’
MARABI AS ASSEMBLAGE

2.5.1 Features of an Assemblage

2.5.2 Deterritorialisation and Reterritorialisation

2.5.3 Assemblages Against Traditional Forms of Rationality
2.5.4 Rethinking Marabi as Assemblage

MARABI RHIZOMATICALLY RE-CONFIGURED

2.6.1 Marabi as Rhizome and the Question of Schizophrenia
2.6.2 Characteristics of a Rhizome

2.6.3 The Marabi Rhizome

LINES OF FLIGHT, BECOMINGS, NOMADISM, HAECCEITY,

AEON AND MARABI

2.7.1 Marabi, Lines of Flight and Becomings

2.7.2 Marabi, Nomadism and “The War Machine”
2.7.3 Marabi as Haecceity and the time of Aeon

62

64
70
70
73

73

77
77
80
83
95
97
100
105
108
110
111
115
118

119
119
122
124



page

CHAPTER 3: MARABI AND DECONSTRUCTION 128
3.1 INTRODUCTION 128
3.2 DECONSTRUCTION AND WRITING AS PHARMAKON 128
3.3 MARABI AS PHARMAKON 138
3.4  SAUSSURE, SIGN, TEXT, AND INTERTEXT 143
3.4.1 Sign 143
3.4.2 Text 145
3.4.3 Intertext 146
3.5 DECONSTRUCTION AND THE MARABI SIGN, TEXT AND
INTERTEXT 148
3.5.1 Marabi as Sign 148
3.5.2. Marabi as Text 151
3.5.3 Deconstruction and the Marabi Intertext 153
3.6 DECONSTRUCTING MARABI’S GENERIC, GENETIC AND
CITATIONAL CONTEXTS 155
3.6.1 Deconstructing Marabi’s Generic Context 155
3.6.2 Deconstructing Marabi’s Genetic Context 157
3.6.3 Deconstructing Marabi’s Citational Context 161
3.7 MARABI IN PERPETUAL MOTION 168
CHAPTER 4: “WHERE IS SHE?” BINARISM, CIXOUS AND MARABI 173
4.1. INTRODUCTION 173
4.2. COMPOSING THE BODY: A CRISIS OF VERSUS 174
43. “WHERE IS SHE?” 177
4.3.1. Mind/body 177
4.3.2. Culture/nature, Abstract/concrete 182
4.3.3. Public/private, Objective/subjective 187



page

4.3.4. Logos/non-logos 192
4.4, MUSIC AND THE ‘AFFECTS’: THE ART OF (BINARY)
PERSUASION 198
4,5. HAYDN: CREATING ‘NATIVE’ WORTH 203
46. CIXOUS-WRITING THE BODY: LEITMOTIFS 220
4.6.1. Sexual Difference 220
4.6.2. The “Other Bisexuality” 222
4.6.3. Fidelity 227
4.6.4. Love 230
4.6.5. Laughter 235
4.6.6. De-Stinging Death 237
4.7. ECRITURE FEMININE 238
48. FAMO ECRITURE FEMININE: SINGING/DANCING 242
THE BODY
CHAPTER 5: FOUCAULT AND MARABI IN ITS IDEOLOGICAL
CONTEXT 255
51 INTRODUCTION 255
5.2 DISCIPLINARY, PANOPTICAL AND BIOPOLITICAL
POWER 255
53 SOUTH AFRICAN RACISM THEORY AND IDEOLOGY 267
5.3.1 Social Darwinism 267
5.3.2 The Rhetoric of Racism: Pseudo Darwinian Ideologues: 268
5.3.2.1 Francis Galton (1822-1911) 268
5.3.2.2 Ernest Haeckel (1834-1919) 273
5.3.2.3 Pre-Apartheid South African Ideologues 278
5.4 TOLERANCE AND RACE 287
55 DETENTION WITHOUT TRIAL AND STATES OF
EMERGENCY 296
5.6 PASS LAWS AND BIOPOLITICAL CONTROL 304



57  MARABI’S LABOUR CONTEXT: MECHANISMS OF
CONTROL IN THE MINING INDUSTRY
5.7.1 Disciplinary Punishment
5.7.2 Panoptical Control
5.7.3 Biopolitical Control
5.8 “EBAYI1”: MARABI AS RESISTING VOICE

CODA

10

page

309
309
313
314
321

326

BIBLIOGRAPHY

329




11

INTRODUCTION: MARABI AND POSTSTRUCTURALISM(S): BEGINNINGS

The dancers swayed from side to side like mealie stalks; the right and left feet moving forward and
back like springbok crossing a river. They sang as loudly as they could, singing for joy to the spirits of
their forefathers. George ran his short fingers over the black and white keyboard as if they were
moved by an electric charge. He sang with his face pitched to the ceiling.

— Modikwe Dikobe (1973:6-7) in The Marabi Dance

The main impetus behind this research could be described as a heady dose of “insatiable
curiosity” (or as Rudyard Kipling puts it “’satiable curtiosity”), like that of the Elephant’s
Child in Kipling’s Just So Stories (1987), about marabi, and a desire to find ways of
understanding it better.

I was first introduced to marabi whilst preparing to present a first-year undergraduate course
on South African Township Jazz. Before then, my knowledge of marabi was scant, to say
the least (I subsequently found that | had conflated marabi with kwela). Moreover, my
knowledge of the socio-political crucible out of which it was wrought, was also sketchy.
However, as my preparatory research progressed, | became increasingly fascinated by this
‘orphan child’ of the slumyards of Johannesburg in its social context. In particular, I was
astonished by its life-affirming resilience, in the face of almost inconceivable human
suffering. I was also intrigued by the way it resisted being pinned down to an ‘x’,’y’ and ‘z,’
rather yielding up a veritable swarming polysemy of meanings. In this regard, with help from
David Coplan (1985) I found out that the reason for its indefinability was that marabi is
characterised by its multiplicity. Not only does it designate music, but also a dance, a social
occasion, a type of person, the name of an epoch and “both a setting and a symbolic
expression of the birth of an urban community among the African proletariat” (Coplan,
1985:107). Its heterogeneous constitution is also borne out by the fact that it came about in
the early 1920’s, when “musicians assimilated elements from every available performance
tradition into a single urban African musical style” (Coplan, 1985:94). It seemed almost
inconceivable that such an inclusive music — one could almost say ‘proto-South African
music’ (inter alia) — could come about during a time when intense racial segregation and

oppression were the order of the day.
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In the meantime my first-year course had commenced. Students listened with rapt attention to
the socio-political contextualisation of marabi, and with obvious interest as | unpacked the
various ethnic forms of marabi, with help from Christopher Ballantine’s Marabi Nights
recordings (1993). A turning point was when | played Tebetjane’s' uTebetjana ufana
n’emfene (“Tebetjane resembles a baboon”). To my utmost surprise, every time the refrain
uTebetjana ufana n’emfene recurred, the students began to sing along lustily. The lecture
concluded in a highly uncharacteristic manner, when the usually staid first-year students of
all races and creeds danced together out of the lecture room singing uTebetjana ufana
n’emfene. Thus did the hallowed halls of Academia ring with “Tebetjane resembles a
baboon.” Such was the seductive alchemy of marabi that every time | approach the DVD
player to play a track, any track, the students would take this as their cue to sing uTebetjana
ufana n’emfene in one accord. This reaction was also surprising, in the light of the fact that
these lectures took place in 1994 and shortly afterwards and when the ‘seating plan’ of this
class was ‘segregated’ according to skin colour and ethnicity. Upon closer questioning, the
students found it hard to verbalise marabi’s obvious appeal. When hard pressed, the Xhosa
students said that it was ‘familiar’ and ‘made them feel nostalgic’.? In the light of the
aforementioned, one could say that marabi’s almost inexplicable powers of cross-racial
appeal, together with a desire to know more about marabi’s unique constitution, in all its
multiplicitous guises, were all factors that put my feet firmly on the path towards further

research into marabi.

The next discovery that | made was a disturbing and almost inconceivable one. According to
Ballantine (1993:1-2):

In fact, outside of a small circle of specialists, virtually nothing is known — or
else remembered — about the history of this remarkable music. Its sounds are
silent; its erstwhile heroes are dead or dying in oblivion.

He also speaks of (1993:2-3):

! There are various versions of his name including Tebetjane, Tebetjana, Ntebetjana and Ntebetjane. | have used
Coplan’s version — Tebetjane.

? This puts a question mark behind Ballantine’s averment that marabi “died” after workers were confined to
impersonal ‘locations’ detrimental to the intimate marabi culture. There is evidence that marabi came back to
the Eastern Cape via the same railway route that it had taken to Johannesburg. | will address this point later in
this thesis.
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Any attempt to recover the music of these early years — certainly this is true of
the period before 1950, but in many instances it applies to the period after it as
well — is profoundly complicated by the scandalously irresponsible attitude
towards its preservation displayed by institutions that ought to have known
better: the record companies and the South African Broadcasting Corporation
(SABC). For example, Gallo (Africa), as it is now known, though one of the
major players on the South African commercial recording scene since 1930
does not possess an archival collection of the thousands of urban black popular
music the company produced or sold before the 1950’s. And the SABC,
according to reliable sources within the organisation, simply disposed of vast
quantities of this music when the corporation moved to its new premises in
Auckland Part — evidently on the instructions of senior executives who
believed those recordings were no longer of interest to anyone. From this
vantage point, we should not be surprised by the amnesia that bedevils a
popular understanding of the history of black South African jazz.

Consequently, | realised that what was at stake here was nothing less than the preservation of
a valuable part of the South African musical heritage, which also became a crucial motivating

factor for this research.

I was still, however, tasked with finding a way of ‘defining marabi’, notwithstanding its
multiplicitous constitution and obvious resistance to being pinned down. The apparent
indefinability of marabi called to mind Bert Olivier’s (1993:313) observation that
understanding deconstruction is based on a paradox, in fact, a conscious ‘misunderstanding’
of deconstruction, from a position of knowledge is necessary in order to ‘understand’
deconstruction. In this regard, one could say that marabi and aspects of poststructuralism,
such as the thinking of Jacques Derrida, Gilles Deleuze and Félix Guattari, Hélene Cixous
593

and Michel Foucault, were beginning to “beckon to each other from afar
words, 1981:73).

(in Derrida’s

It soon became apparent that the problem did not lie with marabi, or an error on my part, but
rather the very way we think. Olivier presented me with a way out of this seeming impasse in
his article “Beyond Hierarchy? The Prospects of a Different Form of Reason” (1996) In this
article Olivier cites Derrida and Foucault as being harbingers of a different way of thinking
that challenges conventional Western, binary, hierarchical thinking with its logic of essences
and unities. Note that this does not imply a wholesale dismissal of the Western conceptual

framework — Derrida, for one, would emphatically dispute that we have the means to do so —

¥ The context of this quotation is the relationship between the pharmakon, in Plato’s Phaedrus, and writing, that
Derrida uncovers in his book Dissemination (1981).
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but rather an expansion and modification of traditional ways of thinking, producing “different
forms of reason.” The question presented itself: “Could these “different forms of reason” be
used in order to achieve a more finely nuanced understanding of marabi, and conversely,
could marabi give us new insights into poststructuralism?”” A problem was posed, as already
intimated by the difficulty of defining marabi, or as already intimated, as Coplan (1985:107)
puts it, “Marabi is difficult to analyse stylistically because the term refers as much to a social
situation and a cultural outlook as to a complex of musical features.” This resonates with
Madan Sarup’s (1993:3) observation that poststructuralism is “highly critical of the unity of
the stable sign (the Saussurian view).” Moreover, “The new movement implies a shift from
the signified to the signifier; and so there is a perpetual detour on the way to a truth that has
lost any status or finality” (p.3). It goes without saying that this would also apply to the
unadulterated, unmediated ‘truth’ about poststructuralism (although, as I shall indicate later
in this thesis, this rather sweeping statement by Sarup, above, does not mean that the quest
for ‘truth’ simply becomes nonsensical; it is ‘problematised’ in singular poststructuralist
fashion). Another problem was posed by the fact that, although the poststructuralists under
discussion shared certain similarities, there are also notable differences between these
thinkers. A single example is the famous schism between Derrida and Foucault regarding
their conflicting views vis-a-vis reclaiming the voices of the repressed ‘other’ (Olivier,
1996:42-43). It would, thus, be more accurate to speak of poststructuralisms in the plural. In
the light of this, | found that, even from the outset, a correlation between poststructuralism
and marabi emerged in the light of their respective indefinability and multiplicitous
constitutions. Hence, based on these findings, | found that a prerequisite for understanding
both poststructuralism and marabi would be nothing less than what | have already referred to
as a “different form of reason” (Olivier, 1996), which challenges the conventional binary

horizon of Western hierarchical thinking.

As my research progressed, | found that the correspondence between marabi and
poststructuralism extended much further than the nascent difficulties in conceptualising both.
In particular, | located further correlations between marabi and Deleuze and Guattari
(specifically their conception of assemblage and rhizome), Derrida (vis-a-vis sign, text,
intertext and content), Cixous and her notion of féminine écriture, and Foucault’s thinking
about disciplinary societies, Panopticism and biopolitics. Accordingly, along these lines, | set
about forging a rapprochement between these poststructuralist thinkers and marabi, while

simultaneously making recourse to new — or rather, expanded — means or forms of rationality
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that do justice to the complexity of both. Put differently, the reason for undertaking this
research, thus, stemmed from an (“insatiably curious”) desire to engage marabi and
poststructuralism in a mutually enriching, creative dialogue, by way of new, or rather
expanded, modes of rationality (some of which are germane to poststructuralism), with

salutary consequences for both.

Accordingly, in Chapter 1, | applied myself to a consideration of the socio-historical context
which birthed marabi. Using four pertinent questions asked by Luli Callinicos (1987:7) as a
conceptual framework — namely “What are the origins of South Africa’s working people in
the towns? What were the forces that led people to leave the land not so very long ago, and
take the journey to the unknown life of wage labour in the towns? How did this steadily
growing class of people live? What struggles and processes did they pass to become the
decisive human force they are today?” — | explored the reasons for black urbanisation,
starting with their pre-Colonial past. In the course of considering the consequences of
repressive legislation passed to force thousands of black farmers to move to the cities in the
employ of white people, | also uncovered the various apparatuses of capture, used by the
capitalist State apparatus to the detriment of black people. This socio-political context served

as a backdrop for a consideration of marabi in all its multi-ethnic guises.

In Chapter 2, | set about mediating seeming opposites, namely marabi and the thinking of
Deleuze and Guattari. Firstly, Having established that marabi does indeed meet the criteria
for a ‘minor language,” and thus by analogy a ‘minor music’, with reference to Kafka and
Deleuze and Guattari, | proceeded, along lines suggested by Bidima, who points out that the
music of certain minority groups exemplifies aspects of Deleuze and Guattari’s thinking,
such as assemblage and deterritorialisation (inter alia). | then attempted to establish whether
the same can be said of marabi. In the course of experimentally ‘translating” Deleuze and
Guattari’s thinking to realms uncharted by them, I considered marabi’s high coefficiency for
deterritorialisation of the refrain and its possible relation to the Deleuzoguattarian concepts of
the assemblage and rhizome. This revealed how these concepts represent a different way of

thinking to that of binary, hierarchical reason.

Buoyed up by my discoveries, | began to write Chapter 3, a consideration of the relevance of
Derrida’s ‘theory’ of deconstruction for marabi in its context. | began by engaging with the

‘indefinability’ of deconstruction in traditional terms. Thereafter, | went about demonstrating
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deconstructing ‘in action’ by engaging with Derrida’s unusual ‘commentary’ on writing as
pharmakon — both poison and remedy — in Plato’s Phaedrus. After extending these findings
to consider marabi as pharmakon, | went about setting the stage for marabi’s engagement
with deconstruction by considering Saussure’s conception of sign, text and intertext.
Thereafter, 1 demonstrated how marabi deconstructs Saussure’s idea of the sign, text,
intertext and context (generic, genetic and citational). | then concluded this chapter with a

demonstration of marabi in perpetual, dynamic motion.

In Chapter 4, | focused on the relation of famo (Sotho) marabi to Cixous’s notion of écriture
féminine. Using Cixous’ insights in Sorties, beginning with “Where is she?” I extended and
expanded her insights into the binary oppositional nature of western thought and language,
beginning with the couplet male/female. After considering the extent of this opposition and
its detrimental impact on female creativity, |1 showed how deeply entrenched a rhetoric of
opposition, based on the male/female duality, is at work in Haydn’s aria “In Native Worth”
from his great oratorio The Creation. After contextualising Cixous’ notion of féminine
écriture at length within the broader framework of her thinking in order to gain a greater
depth of insight into her écriture féminine, | then gauged the extent to which famo marabi
dismantles the deeply phallocentric horizon of Western thought and language in a way that is
reminiscent of Cixous’ écriture féminine. This chapter left me with little doubt as to the

commensurability between Cixous’s poststructuralist thinking and marabi.

In the final chapter, Chapter 5, | concentrated on understanding marabi’s ideological and
labour contexts, with reference to the thinking of Foucault. Using Foucault’s notion of
‘biopolitics’, I set about showing how the pre- (and post-) Apartheid system dealt with what
they designated as ‘the black peril.” I discovered that the ideological context of pre-Apartheid
thinking was deeply steeped in pseudo-Darwinian thinking with reference to international and
local thinkers. After a consideration of the oppressive effect of the Pass Laws, | moved onto a
consideration of the labour context of black South African mineworkers, given that the
urbanisation of black rural dwellers to work in the mines was a crucial part of the historical
context of marabi. By focusing on the mining practices, especially in the mining compounds,
| deduced that this context could be termed, in Foucaultian terms, as disciplinary, panoptical
and biopolitical. Finally, 1 showed how marabi helped black workers to endure the draconian

circumstances in which they lived and toiled.



17

In the final analysis, the findings of these chapters left me with little doubt as to the
possibility of a rapprochement between aspects of poststructuralist thinking and marabi in its
overall context, as well as of its salutary consequence of opening up and expanding different
forms of non-hierarchical, egalitarian reason, which resonates beyond the confines of this

study.
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CHAPTER 1: MARABI, CONTEXT AND TEXT(S)

INTRODUCTION

The passing of the Natives Land Act of 1913 represented a seismic shift for the indigenous
people of South Africa, moving Sol T. Plaatje (2007:21) to size up the immediate import of
the situation with the following words: “Awakening on Friday morning, June 20, 1913, the

South African native found himself, not actually a slave, but a pariah in the land of his birth.”

Kadar Asmal, in his foreword to Plaatje’s Native Life in South Africa, in which Plaatje’s
averment appears, describes his surmise as “one of the most powerful and memorable first
paragraphs in literature, a paragraph that captures so vividly the pain, humiliation and distress
of millions of our people who suffered through the exercise of power by the white parliament

that created a landless and destitute people” (Kadar Asmal in Plaatje, 2007: xi).

The 1913 Natives Land Act, together with subsequent actions taken by the white
parliamentary regime, would, over the course of time, lead to immense changes in black
South Africans’ relation to the land and to work, leading Luli Callinicos (1987:7), for one, to
ask four central questions: (1) “What are the origins of South Africa’s working people in the
towns?”; (2) “What were the forces that led people to leave the land not so very long ago, and
take the journey to the unknown life of wage labour in the towns?”; (3) “How did this
steadily growing class of working people live?”’; and finally, (4) “through what struggles and

processes did they pass to become the decisive human force they are today?” (p. 7).

In what follows I will endeavour to disclose critical insights into these questions, where
possible. Moreover, they will serve as a polemical framework in which | will uncover the
latent forces that would eventually lead to black urbanisation, firstly by way of considering
the musical (inter alia) phenomenon known as marabi’s pre-colonial and colonial socio-
political context. 1 will then introduce anticipatory themes to Chapter 2 by situating the
thought of French poststructuralist thinkers Gilles Deleuze and Félix Guattari within this
context. Specifically, their thought will be used as a critical tool to probe aspects of the
“apparatuses of capture” that black subsistence farmers were subjected to by the capitalist

“State apparatus”. Secondly, I will use these questions and findings to explore the specific
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urban circumstances that were a vital context for marabi, as the musical (inter alia)
consequence of, and response to, enforced black urbanisation. Thirdly, having considered
these social and economic conditions of working class life, which strongly influenced the
development of marabi, the topos will shift to marabi itself.

What follows, is significant in terms of this thesis as a whole. The point is that, for the
philosophical analysis in the following chapters to make sense, the historical context of
marabi’s provenance has to be reconstructed first. Moreover, to deny the socio-historical

crucible out of which marabi was wrought would be to do it a grave disservice.

1.2 ORIGINS: FROM CATTLE TO CAPITAL

Callinicos’s first question pertains to the origins of South Africa’s black working people
(1987:7). Accordingly, in what follows, | will attempt to trace the origins of black people,
from their pre-colonial past and, using the socio-economic theory of W.M. Tsotsi (1981),
consider the historical reasons for the erstwhile powerlessness of black South Africans in the

face of colonial powers who relegated them to the exclusive status of “labourers”.

As Tsotsi (1981:46) writes, the dominant pre-colonial system of production in Africa was the
village community, whose mode of production was “primitive communalism”. He goes on to
note that in pre-colonial Africa, although land ownership was collective, the individual
ownership of livestock had already taken place and had led to a class distinction. Despite
exerting a certain power over the communal majority, this small ‘aristocratic’ class who
privately owned large livestock did not exploit the latter, instead acquiring additional labour

through the enslavement of captives from tribes that they had subjected to military defeat.

Though | have used the term “enslavement”, following Basil Davidson (1961:33); this was
not European chattel-slavery, in which men and women were entirely dispossessed of their
rights and property, but rather a form of serfdom and, thus, quite far removed from what
black slaves underwent on American plantations. As Tsotsi (1981:47) maintains, in a process
ultimately facilitating the emergence of large monarchical kingdoms, captives from militarily
defeated tribes were assimilated and integrated, rather than strictly-speaking enslaved,
occasionally even acceding to high ranks within their conqueror’s tribal kingdom, as in the

case of post-mefecane Zulu tribes. The interesting historical parallel is the Ottoman mode of
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recruiting Janissaries from the Balkan provinces, where young Christian boys were selected
for positions within the imperial bureaucracy, sometimes even being allowed to rise as far as
the position of grand vizier. The parallel, however, runs aground at the point where one
realises that, in the Ottoman system, Janissaries, despite the special levity accorded them,
could theoretically be executed on a whim. In this sense, the Zulu system was considerably

preferable to that of the Ottoman.

In contrast to the nature and consequences for those vanquished-and-then-potentially-
elevated in these military collisions in the Zulu scenario, the confrontation between Southern
African natives and their subjugating European colonisers followed a vastly different pattern.
One may view Tsotsi (1981:47) as locating the crucial difference between the former and the
latter situation in what he regards as an extant historical anomaly: the encounter between two
peoples at entirely incommensurable stages of “historical development”. This incongruity
was exacerbated by the fact that Southern Africa was the last vast territory to be captured by
south-bound central African peoples. Adding to this, the migration southwards of the
pastoralist Nguni and Sotho tribes only occurred in the nineteenth century. At the same time,
there was a strong element of atavism: south of the Fish and Orange rivers and west of the
Kalahari, the Abathwa and Khoi-Khoin tribes abided at the stone-age level of hunting and
food-gathering.

This cultural disparity between the colonisers and colonised is thrown into sharp relief in the
light of Tsotsi’s (1981:47-48) observation, that whilst the indigenous people of Southern
Africa were still living in this primitive stage of culture, they suddenly encountered
Europeans coming from a vastly different cultural background.* Moreover, whereas Europe’s
historical development from savagery (Tsotsi’s term), barbarism and, finally, civilisation,
took place in an uninterrupted continuum, in Africa this development was interrupted in the
middle stage. By the late 18" century in Europe, feudalism had already largely given way to
capitalism. In contrast, when they first made contact with white colonisers at about the same

time, the indigenous people of South Africa were still, in the terminology of Deleuze and

* Clifton Crais (2002), writing from a postcolonial perspective designated as “cross-cultural contact”, would
regard this encounter as a “contact zone” between “African and Western conceptions, perceptions, and practices
of power and authority” (2002:6). Crais (2002:8) argues, moreover, that “even at its most violent, conquest is
quintessentially cross-cultural” or, as Tzvetan Todorov (1982: 250) puts it, “ a ‘dialogue of cultures’, because, it
involved people with often radically different ways of conceiving the world coming together and struggling to
make sense of what was happening to themselves and others” (As quoted in Crais, 2002:250).
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Guattari’s Anti-Oedipus (1977), in the “primitive regime™. Tsotsi (1991:48) notes that, in
fact, black South African society was bereft of even the most basic feudal trappings, such as
towns, a clear division between handicrafts and agriculture, a separate merchant class, the
private ownership and commodification of land, and even money. What economic structures
did exist, were effectively dissolved by the incursion of European colonial capitalism:
inherited customs and historical rights were supplanted by capitalist operations of purchase
and sale as the dominant socio-economic transactions. He (1991:48) goes on to aver that the
integration of indigenous people into the British colonial capitalist economy would, however,
not follow the usual laws of capitalist development, with the division between capitalists and
workers cutting across the colour line. Instead, as Tsotsi (1991:48) observes, the British, in a
distortion-inducing grafting of subjective forces onto the objective imperatives of the
historical process, made full use of their cultural and military superiority to enforce racial

segregation and co-opt black people solely as a source of cheap labour and naught besides.®

This brings us to the second part of our consideration of the origins of black South Africans
and how they came to leave their farms’ to seek work in the unknown cities. Accordingly, in
what follows, | will consider, through inter alia Callinicos, how the discovery of gold
impacted on black subsistence farmers and then, by recourse to Deleuze and Guattari, move
on to examine how the ways in which black farmers were forced to leave their land and work
on the mines exemplify the capitalist “apparatus of capture” described in the thirteenth

Plateau of Deleuze and Guattari’s collective work A Thousand Plateaus (1987: 424-473).

> Mark Bonta and John Protevi (2004:131) observe that Deleuze and Guattari represent them [primitive
societies] as “agriculturalists, in rhizomatic relationship with the forest, and as enemies of the nomads.” They go
on to note that “according to the Deleuzoguattarian formula, primitive societies have always been constituted in
relationship to States even as they fend them off; by their capture, they give birth to the State as extended land.”
In this respect, Deleuze and Guattari's thinking differs from the socio-political theory of Tsotsi insofar as they
do not see the primitive stage as being part of a developmental process. Rather, A Thousand Plateaus takes “the
non-evolutionary, complex mutualistic approach of a ‘geohistory’” (Deleuze and Guattari, 1994:95) to replace
any idea that the primitive regime is a “stage” of evolution or development (Bonta and Protevi, 2004:131).

® Tsotsi’s book is entitled From Chattel to Wage Slavery. E. Springs Steele’s (1987) consideration of Henry
George’s thinking about what he calls “chattel (human) slavery” and his indictment of “wage slavery”
(economic servitude) strikes a chord with the title of Tsotsi’s book and his analysis of the detrimental effects of
capitalism, as wielded by the white colonisers, on the black workers.

" These were farms and not mere agricultural settlements. Callinicos, who consistently uses the term “farmer”,
includes a picture of a wealthy black sugar farmer in front of his truck in Gold and Workers (1981:25).
Moreover, in Bessie Head’s foreword to Ellen Kuzwayo’s Call Me Woman she speaks of chiefs dividing the
land into private ‘farms’ at the turn of the century (1985:xiv).
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1.3 THE DISCOVERY OF GOLD

The situation of the native people in the South African colony would be subjected to an
additional vicissitude with the discovery of gold in the Witwatersrand by the English gold
prospector, George Harrison in 1889.

Before this momentous discovery, Diana Cammack (1990:1-2) describes the Witwatersrand,
in the mid-1880’s as something of a rural idyll, “a sleepy sort of place” with undulating hills
and a few scattered farms. However, within ten years this rural landscape would change
irrevocably as more than 100 000 people in the grip of gold-fever came to the Witwatersrand
in search of gold. Initially, gold deposits were found close to the surface and did not require
an extensive labour force. However, with the discovery of vast deposits of gold beneath the
surface, mining on this rather minor scale would rapidly give way to something much faster:

extensive deep-level mining.

To this end, an extensive labour force was required, and would be drawn from other
economic sectors. In 1887, the Chamber of Mines was established. This (Callinicos, 1981:18)
organisation monopolised the existing entrepreneurial field of smaller companies, by
manoeuvring itself into an unscrupulous alliance with the South African government.
Pressure exerted by rich mine-owners on the impoverished governments of Transvaal (the
poorest government), Natal, the Cape and the Orange Free State, had the effect that
legislation to secure cheap labour was forthwith passed. The gold mines were of crucial
importance to the governments, hence their willingness to cooperate with the mine-owners,
pejoratively termed “Randlords” (derived from “Witwatersrand”) to secure the labour they
needed to satisfy their lust for power and money. The following statement reveals something

of the vehemence of the mining industry’s demand for labour:

“We must have more labour”, said the President of the Chamber of Mines.
“The mining industry without labour is as bricks would be without straw, or as
it would be to imagine you could get milk without cows™®. As quoted from
Johnson (1976) in Callinicos (1981:22) with its original emphasis

® The imagery used by the Chamber of Mines is telling. One is reminded of the Israelite slaves in Egypt who had
to provide their own straw for bricks and retain the same daily quota, after incurring the wrath of the Pharaoh.
(cf. Exodus, 5:6-7, NKJV). The animalistic metaphor of the cow also conveys the tacit idea of workers being
regarded as labour ‘cattle’ rather than human beings. One of the most disturbing of these dehumanising
metaphors is one used by Neil Parsons (1993:238) when he states that “Africans were treated by the mines as
‘muscle machines’, whose life was cheap and who could easily be replaced.”
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There was, however, no established herd of cows, that is, no existing working class
(Callinicos, 1981:22).° The mine-owners would have to make one. This required the forcing
of thousands of black subsistence farmers and peasants away from their land and into the
mines. Hence, the legislation that the government passed dealt specifically with land and

taxation.
1.4 TAX LEGISLATION

Thus, the effective large-scale urbanisation of the black subsistence-farming populace would
be implemented through legislative measures, among them a new system of taxation. Here |
simultaneously aim to answer Callinicos’s second question: “What” were the “forces that led
people to leave the land not so very long ago, and take the journey to the unknown life of
wage labour in the towns?” (1987:7).These forces, as Eddie Roux (1964:88) relates in Time
Longer Than Rope'® were draconian. The severity of these measures impelled Plaatje to call
taxation “the black man’s burden”, which is what Louis Green, Maano Ramutsindela and
Kylie Thomas (2013:271) describe as being the burden of having to perform low-grade and
low-paid labour, and, at once, being forced to pay taxes to swell the coffers of the colonial

state. Plaatje writes:

The “black man’s burden” includes the faithful performance of all the
unskilled and least paying labour in South Africa, the payment of direct
taxation to the various Municipalities, at the rate of from 1s to 5s per mensum
per capita (to develop and beautify the white quarters of the towns while the
black quarters remained unattended) besides taxes to the Principal and Central
Government, varying from 12s to 3 pounds 12s per annum, for the
maintenance of Government Schools from which native children are excluded.
In addition to these native duties and taxes, it is also part of “the black man’s
burden” to pay all duties levied from the favoured race. (Plaatje, 2007:19)

Plaatje describes a scenario in which taxation is used as a way of generating wealth for the
white state, by way of cheap, unskilled black labour, who did not share the benefits of this

wealth (Green, Ramutsindela and Thomas: 2013:271). Land disposition was to play a vital

° Tsotsi (1981:52) notes that up to the 1860°s there was little wage-paid labour in South Africa. With the
discovery of diamonds and gold South Africa developed rapidly from subsistence to an industrial economy and
became one of the major investment areas of the world. This rapid economic transformation resulted in what he
expresses as “an insatiable demand for labour.”

% “Time longer than rope” is a West Indian Negro slave proverb. There are various interpretations of this idiom,
but the most obvious is that the rope is the symbol of slavery and the black man by some inexplicable law of
physics is given more time, or “more rope” figuratively before he is punished — or hunged (see the epigraph of
Roux’s book with the same title).
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role in the creation of a low-paid, unskilled black labour system that would form the bedrock
for the country’s migrant labour system. Specifically, among the measures introduced to raise
revenue Amongst the measures introduced to raise revenue and corral black people into
employment were the poll tax and the hut tax. Failure to pay the tax was regarded as a
criminal act and Africans had to carry their poll tax receipt with them the whole time. In the
Transvaal, the tax was £2 per person, which was the equivalent of more than a month’s
wages. The tax of £1 for every male over the age of eighteen, irrespective of race, introduced
in 1905 by Natal** was particularly harsh in this respect. Overall, the enforcement of these
taxes included the legal necessity that every native have his poll tax receipt on his or her

person at all times and rendering the failure to pay these a criminal offense.

The tribes also had to pay one Rand for every hut. Callinicos (1981:23) places this into
perspective when she observes that about a century ago, a man would have to work hard on
the mines for at least three months to earn just enough money to pay the hut tax for himself,
his family and his parents. Tax had to be paid in money, leaving subsistence farmers with no
choice but to leave their homes and families and work on the mines. Mahatma Gandhi

eloquently expresses the consequences of the hut tax in the following:

In order to increase the Negro’s wants or to teach him the value of labour a hut
tax have [sic] been imposed on him. If these imposts were not levied, this race
of agriculturalists living on their farms would not enter mines hundreds of feet
deep in order to extract gold or diamonds, and if their labour were not
available for the mines, gold as well as diamonds would remain in the bowels
of the earth. Like, the Europeans would find it difficult to get any servants, if
no such tax was imposed. (1968:18)

The co-optation of black people as an organised labour force within the mining sector would
be bolstered by the introduction of a labour tax. According the Callinicos (1981:23) in the
Cape, earlier, the prime minister and mine-owner Cecil John Rhodes passed a law called the
Glen Grey Act of 1894. This law compelled black people in the Cape to pay an amount of 1
Rand annually. Crucially, this law contained a clause, according to which black workers
could avoid this tax by proving that they had worked for wages for at least three months.
Effectively, this clause functioned as an incentive for more men to perform wage labour

under the aegis of the Cape Government. Michael Morris (2004:118) describes the Glen Grey

1 The imposition of this new poll tax in Natal was met with resistance, leading to the Bambatha Rebellion. Cf.
Neil Parsons (1994:203-204) for an account of the circumstances surrounding this rebellion and its aftermath.
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Act as “the most powerful measure to assure migrant labour for the mines.” This measure
was hated, because it appeared on the surface to be beneficial to Africans by promising
development and more political influence, whereas the very opposite was true. The Glen
Grey Act in fact limited black people’s political say in the Cape (where, with property
franchise, a small majority had the vote). Moreover, it drastically reduced their hold on the
land, by changing rules of inheritance, so that all the members of African families would be
made landless, with the exception of one. Disenfranchised black Africans were hereby forced

to leave their farms and work on the mines.

Taxation, to be paid in money and not in kind, was a particularly strong mechanism of
forcing black people into labour, since it was only through entering into the wage-labour
system in the mining sectors that these native people could acquire money and thus enable
themselves to pay government tax. This is so because, in their economy of subsistence
farming, goods were exchanged through primitive barter, as no money-currency use had yet
arisen. Therefore, black people had no choice but to work in the mines in order to earn money
in order to pay their taxes. Their dilemma is powerfully expressed in Clifton Crais’ (2002:96)
quotation of Max Weber (1976:182): “In the nineteenth century the colonized began entering

modernity’s ‘iron cage’”.

These, in the final analysis, were some of the nascent forces, to phrase it in terms of
Callinicos’s enquiry (or what has by now become something of a refrain [ritournelle]), that
“led people to leave the land not so long ago, and take the journey to the unknown life of

wage labour in the cities” (1987:7).

1.5 DELEUZE AND GUATTARI: APPARATUS OF CAPTURE

Through their large-scale eviction from the various rural territories they had hitherto occupied
and coerced into the mines, as inter alia enforced by the Natives Land Act of 1913 and
various laws concerning taxation and labour, the formerly rural black people of South Africa
fell under the aegis of what Deleuze and Guattari term an “apparatus of capture”. According
to Mark Bonta and John Protevi, what the ‘apparatus of capture’ captures are heretofore
localised territories. It does so by causing their productive flows to converge into the

‘megamachine' that is the “State apparatus”. It is through the ‘State apparatus’ that the State
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essentially is moulded out of smaller components such as villages, towns, the countryside,
and cities (Bonta and Protevi, 2004:52).

The apparatus of capture essentially functions through stockpiling. For Deleuze and Guattari,
1997: 441) stock itself comes into existence, and begins to function as stock, only when pre-
existing territories (between which there had solely been a form of pre-capitalist exchange by
barter without stockpiling in the strict sense) are now simultaneously and/or successively
exploited by the State apparatus and, through this, become land. In this way, local and
itinerant exploitation of individual territories gives way to a large scale and global
exploitation of land, from whence the general measure of equivalence (based on the global
comparison of yields from different territories), through which stock verily functions as
stock, emerges.

The Natives Land Act of 1913 may be situated within this apparatus. The upshot of the Act
was that, apart from the exception of the native reserves system, black Africans were driven
off most of their existing territories and only allowed to be physically present on white land
as employed labourers. This allowed white landowners to establish and consolidate a
monopoly on land through the subsumption, under fully-fledged capitalist conditions of
production, of most territories heretofore still cultivated by indigenous peoples in their non-
monopolistic mode of pre-capitalist itinerancy and barter.

Related to the foregoing ‘Aufhebung’ of territory as land, we have the first specific apparatus
of capture within the overall apparatus of capture (the State apparatus): ground rent. Ground
rent charged to land-owners (though we may naturally extend this to mine-owners) is
evaluated on the basis of the excess of profit that accrues to produce from the best land (that
with the highest conditions of productivity) over profit accruing to the worst land (that
bearing the lowest conditions of productivity). It is through this differential measure that
ground rent functions as the mechanism which captures territory as land (Deleuze and
Guattari, 1997:442). Since any given apparatus of capture, as observed, functions through
stockpiling, we may see now that, by way of ground rent, land is simply ‘stockpiled territory’
(Deleuze and Guattari, 1997:444). Though not directly of such great relevance to the early
twentieth-century South African scenario that 1 am here charting, it was necessary to dwell
upon ground rent as an intermediate logical step. More crucial for our purposes are the other
apparatuses of capture: labour, entrepreneurial profit, and taxation.
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Ground rent concerned the stockpiling of territory. Analogously, labour, as apparatus of
capture, concerns the stockpiling of activity. By “activity”, Deleuze and Guattari mean
“activities of the ‘free action’ type”, or “activity in continuous variation”. Activity, conceived
in this idiosyncratic sense, is performed by the “actant”. Within pre-capitalist “primitive”
regimes, one would precisely have a scenario of “actants” to which ‘activity’ was attributed,
but no workers, labour, or surplus labour. Under the capitalist State apparatus, however, there
emerges the worker (as ‘stockpiled actant’) and labour (as ‘stock-piled activity’). Now, much
as land is stock-piled territory only upon the simultaneous basis of monopolistic
appropriation and comparison of land, so too labour is stock-piled activity only, as Deleuze
and Guattari (1987:441) express it, “from the double point of view of the comparison of
activities and monopolistic appropriation of labor (surplus labor)”. This stock-piled activity is
labor, insofar as it arises from the “quantitative comparison of activities”; yet, it is at the same
time surplus labour, inasmuch as it emerges from (Deleuze and Guattari (1987:442) the
“monopolistic appropriation of labor by the entrepreneur (and no longer the landowner)”.
Deleuze and Guattari (1987:442) aver, in this regard, that even when they are distinct and
separate, “there 1s no labor that is not predicated on surplus labor. It is only in this context
that one may speak of labor value, and of an evaluation bearing on the quantity of social
labor, whereas primitive groups were under a regime of free action or activity in continuous
variation.” The passing of the Natives’ Land Act of 1913 and the legislation regarding
taxation and the land in order to force black Africans to the mines to satisfy the mine owner’s
almost insatiable desire for labour, resonates with Deleuze and Guattari’s (1987:442) prior
observation that labour and surplus labour applied... “to the monopolistic appropriation of

labor by the entrepreneur.”

We have already seen that labour is only labour if there is surplus labour. Notwithstanding, if
we conceptually abstract labour from surplus labour, then we get labour conceived as an
apparatus of capture of activity (Deleuze and Guattari, 1997:441-442) — our second specific

apparatus of capture.

On the other hand, if we conceptually abstract surplus labour from labour, then we arrive at
entrepreneurial profit: an apparatus of capture of labour on the basis of surplus value — our
third specific apparatus of capture (Deleuze and Guattari, 1997:442). Deleuze and Guattari
regard entrepreneurial profit as being an apparatus of capture just as much as rent:
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Since it depends on surplus labor and surplus value, entrepreneurial profit is
just as much an apparatus of capture as property rent: not only does surplus
labor capture labor, and landownership of the earth, but labour and surplus
labor are the apparatus of capture of activity, just as the comparison of lands
and the appropriation of land are the apparatus of capture of the territory.
(1987:442)
In effect black subsistence farmers were captured as labourers in an entrepreneurial

undertaking as “actants” for the purpose of entrepreneurial profit.

The final specific apparatus of capture that Deleuze and Guattari delineate is that of taxation.
Without taxation, the prior-mentioned apparatuses of capture (ground rent, labour, and
entrepreneurial profit) would, in fact, not be able to function. Taxation is, therefore, their
conserving ground and, by extension, the condition of the continued existence of the State
itself as an apparatus of capture. This is so because it is solely on the basis of taxation that
money can be established as the general equivalent for measuring the value of exchangeable
goods or services. Money, which derives from a selected portion of the total productive stock
(and is in fact “stockpiled exchange”), is circulated by the State in the form of credit to
landowners, entrepreneurs and producers, on condition that it be paid back to the State as
money (with interest) or goods or services. It is only through taxation that the economy is
thoroughly monetised, that money is created as general equivalent, and that goods and

services are commodified and rendered exchangeable (Deleuze and Guattari, 1997:442-444).

Though Deleuze and Guattari do maintain, following Eduoard Will’s work, that in the
specific case of the ancient Corinthian tyranny, taxation could be paid by producers in either
goods, services or coin (Deleuze and Guattari, 1997: 442), in the fully-fledged capitalist
scenario, this would clearly only be possible in money. As observed in an earlier section, this
invalidity of payment of taxes in kind was the case when taxation was imposed on the
indigenous peoples of Southern Africa by the British colonial regime. Recalling, moreover,
Tsotsi’s (1981:47) observation that black people in this region of the world were impacted
upon and subsumed by the colonists’ capitalist empire at a time during which they still lived
in a Deleuzoguattarian “primitive regime” featuring merely elementary barter, their lack of
any money commodity was the overriding urgent economic (and indeed existential) factor
spurring them on to commute to the mines to earn money to pay their government-imposed
taxes. From the perspective of the colonial government, taxation, conceived as an apparatus

of capture, was the goad and enforcement mechanism through which the State apparatus
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forced black workers off their farms and into the mines. From their origins as subsistence
farmers, their status now became that of involuntary “nomads”, to use Plaatje’s term
(2007:750). This leaves us with little doubt that the capitalist appropriation of black workers
can be said to have been accomplished, in the words of Karl Marx (1990:928), “by means of
the most merciless barbarism, under the stimulus of the most infamous, the most sordid, the

most petty and the most odious of passions”.

This picture is clearly incomplete if we do not include what may be termed as the ‘underside’
of the capitalist State, conceived as apparatus of capture. First, a short preparatory note on the
notions of “decoding” and “deterritorialisation” in Deleuze and Guattari, as they pertain to
the social register, and still more specifically to capitalism. These terms will be unpacked in
greater detail in Chapter 2, which deals specifically with Deleuze, Guattari and marabi in its
context. Suffice to say “decoding” may be defined as a movement which tends to free desire
from particular objects and fixed modes of comportment, as well as dissolving the meanings
associated with these. “Deterritorialisation” is, in the connotation we require at present, the
movement serving to detach human labour from specific objects and means of production,
and thereby causing it to become abstract labour-power. Deterritorialisation is, crucially,
inexorably attended by a movement of “reterritorialisation”, whereby abstract labour-power
is re-attached to specific objects of labour and means of production. Since capitalism pilots a
tendency in which desire and labour tend to converge in revealing their common nature,
Deleuze and Guattari (e.g.1983:337) often describe labour as likewise decoded. Evidently, in
that labour is also desire, abstract labour-power is, strictly speaking, both decoded and

deterritorialised.

In Anti-Oedipus (1983), Deleuze and Guattari maintain that capitalism, at the most
fundamental level, functions through the operation of an “axiomatic” that engineers, and
constantly re-engineers, the conjunction of “two sorts of flows: the decoded flows of
production in the form of money-capital, and the decoded flows of labor in the form of the
‘free worker’” (Deleuze and Guattari, 1983:33). In relation to this axiomatic, the capitalist
State is the “regulator of the decoded and axiomatized flows”, in the precise sense that it is
actually “produced by the conjunction of the decoded or deterritorialized flows of the
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axiomatic,” “evolves entirely within this new axiomatic”, and is “party to the generalized

breakdown of codes and overcodings” (Deleuze and Guattari, 1983:252).
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For Marx, in Capital, workers, within the capitalist conjunction of labour-power and money-
capital, are “free” here, “in the double sense that they neither form part of the means of
production themselves, as would be the case with slaves, serfs, etc., nor do they own the
means of production, as would be the case with self-employed peasant proprietors” (Marx
1990, Vol. 1: 36). It is in this way that the worker, who is “free” in Marx’s terms, is, for
Deleuze and Guattari, a decoded, and moreover deterritorialised, flow of labour: that is, free
of any specific form or object of labour. He or she is, as Marx (1993:498) puts it in the
Grundrisse, appropriated solely “as objectless, purely subjective labour capacity”, which
makes him a decoded and deterritorialised flow of labour, in the sense that, “as the use value
which confronts money posited as capital, labour is not this or another labour, but labour pure
and simple, abstract labour; absolutely indifferent to its particular specificity [Bestimmtheit],
but capable of all specificities” (Marx, 1993:296-297). In its axiomatic conjunction with
money-capital, labour assumes the quality of “a merely formal activity, or, what is the same,
a merely material [stofflich] activity, activity pure and simple, regardless of its form” (Marx,
1993:296-297). On the other side of the conjunction, money-capital is likewise decoded, and
also deterritorialised, in that it arises from a process whereby the differences between price
structures within various localities of trade has been eliminated and replaced with a general
equivalent functioning across all localities. This implies that money-capital, “as such is
indifferent to every particularity of its substance, and exists not only as the totality of the

same but also as the abstraction from all its particularities” (Marx, 1993:296-297).

The overriding political and existential upshot of this winnowing out of all specificity at both
sides of this axiomatic conjunction is that it renders capitalism unlike any other ‘social
machine’ in history, since, functioning as it does with pure ‘abstract quantities’, it absolutely
denudes itself of any capacity to furnish codes that could saturate the social field with
meaning (Deleuze and Guattari, 1983:33). As Eugene Holland (1999:66) has it, capitalism’s
codeless axiomatic is not only indifferent to, but indeed strongly subversive of meanings,
beliefs and established customs, since it operates its conjunction solely for the production of
surplus value: that is to say, purely in the pursuit of profit. According to this regime,
nameless, faceless workers are only significant insofar as they can provide “labour power”
for the purposes of entrepreneurial gain. The profoundly dehumanising effects of capitalism,
when seen in this way, are hard to overlook. Capitalism, at least if taken at the level of its
axiomatic alone, tends to have an oblivious indifference to the human suffering it incurs, both

economically and physically. Olivier (2015: 2017a and 2018) focuses on (inter alia) the
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psychological suffering produced by (neoliberal) capitalism, which includes pathologies such
as obsessional neurosis. Moreover, as he (Olivier, 2018:9-12) points out, capitalism is
likewise “perverse”, insofar as it gains (sadistic) pleasure from the financial and other kinds
of exploitation of human beings. Ray E. Phillips (1938:74) has observed that there is a
general consensus among Africans that, notwithstanding the goods Western capitalism
brought, these gains are undermined by the increase in anxiety and inner tension. The old
tribal superstitions have given way to new fears, e.g. of the police, of unemployment, of
eviction from one’s home in the location. Added to that is the trauma of working for long
shifts in dangerous conditions underground, and life above ground both in both the
disciplinary, panoptical and biopolitical regimes of the mining compounds as we shall

explore in Chapter 5.

Notwithstanding the deleterious impact of urban capitalism on human beings, Deleuze and
Guattari nevertheless maintain that capitalism contains within its own functioning a liberating
internal dynamism: a schizophrenising pole, which consists in its deterritorialising liberation
of “schizophrenic charges and energies” and “revolutionary potential of decoded flows”. This
tendency released by capitalism is, however, immediately hindered by its own countervailing
paranoiac pole, through which these same revolutionary charges, energies and flows are
axiomatically bottled up in one and the same movement through controlling
reterritorialisations (Deleuze and Guattari, 1983:246-247). At the semiotic, visual and
musical level, notwithstanding, capitalism’s schizophrenising tendency issues forth ‘decoded
flows of desire’, ‘lines of vibration’, ‘schizzes that constitute singular points, points-Signs
with several dimensions causing flows to circulate rather than cancelling them’ (Deleuze and
Guattari, 1983: 366). In Chapter 2, we will situate marabi at the crossroads between the
schizophrenising effects of the capitalist system on the black workers and its multicultural,

multi-ethnic ‘composition’, as expressed in rhizoidal terms.

In passing, it is noteworthy that a particularly sinister aspect of the dark underbelly of
capitalism is also its toll on the environment, which has escalated to the point of a global
catastrophe marked by global warming, deforestation and the acidification of oceans, to
mention but a few cases in which capitalism has plundered the earth’s natural resources, with

a view to accumulating economic gain.
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1.6 LEGISLATION REGARDING THE LAND: THE 1913 NATIVES’ LAND ACT

iLand Act (song by Reuben T. Caluza, English translation by Fatima Dike)

We are children of Africa
We cry for our land
Zulu, Xhosa, Sotho
Zulu, Xhosa Sotho unite
We are mad over the Land Act
A terrible law that allows sojourners
To deny us our land
Crying that we the people
Should pay to get our land back
We cry for the children of our fathers
Who roam around the world without a home
Even in the land of their forefathers.
— Coplan, 1985:73.

...all the Boer really cares about is the stoppage of purchase of land by natives. That is an
abomination to his patriarchal soul — that a native should presume to buy land.

— Patrick Duncan, 1913, quoted in Harvey M.
Feinberg, 1993:104).

We have seen how the South African government, in cahoots with the mine-owners, passed
tax legislation enabling mine-owners to obtain cheap labour for their deep-mining agenda. In

addition to this, the government promulgated laws on land (cf. Callinicos, 1981:22).

This measure was so draconian and that it prompted Plaatje’s opening paragraph of Native
Life in South Africa (2007:19), as already referred to: “With the passing of this Act, the South
African native found himself... a pariah in the land of his birth.” Ruth Hall (2014:1) notes that
the Act’s provisions were fairly unequivocal, but potentially devastating: ‘scheduled areas’
were created to serve as native reserves on about 7 percent of the country’s land. Moreover,

as the Act reads:

(2) From and after the commencement of this Act, no person other than a
native shall purchase, hire or in any other manner whatever acquire any land in
a scheduled native land or enter into any agreement or transaction for the
purchase, hire, or other acquisition direct, or indirect, of any such land or of
any right thereto or interest therein or servitude thereover, except with the
approval of the Governor-General (Union of South Africa).

A measure of the hypocrisy latent in this Act is reflected by its wording which created the
illusion of parity between white and black:
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a. a native shall not enter into any agreement or transaction for the purchase,

hire, or other acquisition from a person other than a native, of any such a land

or any right thereto, interest thererin, or servitude thereover;

b. a person other than a native shall not enter into any agreement or transaction

for the purchase, hire, or other acquisition from a native of any such land or of

any right thereto, interest therein, or servitude thereover.
This meant, according to this Act, (Meredith, 2007:522) that Africans were prohibited from
purchasing or leasing land in white areas; the only areas where they could lawfully acquire
land were in native reserves, which then amounted to about 8 per cent of the country. It was
later, in 1936, increased to 13 percent of the whole country. These native reserves would
eventually become central to the Homeland Policy of the Apartheid regime. Thus, in effect,
(Parsons, 1993:233) what South African government had done was to expand the native
reserve system of Natal and Cape Colony to include the Transvaal and Free State. Then, by
way of the Natives’ Land Act of 1913, they forced white farmers to expel black peasant
farmers from their land. The Act also laid down the regulation that Africans working on
white farms must be contracted to give at least ninety days’ labour to the farm owner every
year, or must be expelled into the reserves. The rationale was that Africans should not be
economically independent, but should be forced to work on white farms* or mines. Feinberg
(1993:66) perceptively notes, in this regard, that Act Number 27 of 1913, the Natives Land
Act, repealed only in 1991, was of crucial importance because it was to be one of the key
legislative building blocks that would constitute the legal structure of Apartheid, in particular

the homelands policy, as previously intimated.

Hall (2014:3) cites Plaatje as being one of the best contemporary sources on the Act. He was
part of the South African Native National Congress’s delegation to England in 1914, which
petitioned the British parliament to invoke its imperial veto over South African legislation. In
it Plaatje used the tools of the white man — learning and Christianity — to expose the
hypocrisy of the white man. This is manifestly evident in the tone of the petition presented by
the SANNC to King George V, which declares (Hall, 2014:3):

3) That petitioners are descendants of a race which, when their forebears were
conquered by Your Majesty’s might, and their land taken from them, their
laws and customs mangled and their military and other institutions brought to
naught, loyally and cheerfully submitted to Your Majesty’s sway in the full

*2 One is reminded, in this regard, of the words of Kas Maine, a South African sharecropper who said: “The seed
is mine. The ploughshares are mine. The span of oxen is mine. Everything is mine. Only the land is theirs” (van
Onselen, 1996).
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belief that they would be allowed to possess their land as British subjects, and
would be given the full benefits of British rule like all other British subjects
(SANNC 1914).

And further:

(7) That petitioners say that when their forebears submitted themselves to the
rule of the British Government, and paid homage to them, they fully accepted
the Sovereignty of Great Britain and no other, but fully believed that their land
would be reserved for them, and that they would have the full right of British
subjects, more especially with regard to the possession of land and all the right
incident thereto.

The objection to the Act is framed as a violation of the contract established between the

‘natives’ and the colonial authorities prior to the Union, arguing (Hall, 2014:3-4):

(14) That petitioners most humbly say that the Natives’ Land Act No.27 of
1913 passed by the Union Government, is an Act that has shown to the natives
that the Union Government have overlooked the Queen’s Government
Proclamation, as quoted in paragraph 4 of this petition, and have started to
pursue a policy towards the natives of entirely eliminating them from the
interests of the country, and of ignoring their rights as British subjects, and are
taking a course that must inevitably lead to disaster.

(15) The petitioners say this Natives Land Act has caused the greatest
disappointment to, and suspicions among, and the deepest opposition from, the
native races.

(16) That petitioners say that they recognize that it is necessary to initiated
without delay a policy dealing with the land question, and other questions
affecting the Europeans and natives in this land, but most humbly and
respectfully submit that the Union Government failed to do what was right
with regard to the said Land Act.

(17) That the petitioners object to the said Land Act as being generally an act
of class legislation, and one that would never have been dreamt of had only
Europeans been in this land, and see in it the beginning of that policy towards
the natives which will end in making them slaves.

(18) That petitioners beg permission to draw attention to the fact that it was
the European who came to this land and settled in alongside the native, and the
native could not help it, and that they (the natives) most keenly feel and resent
the spirit exhibited by the Europeans towards the native races by that Land
Act.
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The pleas of the SANNC, however, fell on deaf ears. In this regard Plaatje describes the
colonial secretary Lewis Venon Harcourt’s refusal to engage with the matter, dismissing the
claims of the delegation by stating that he had “the assurance of General Botha” that Natives
have too much land already” (Plaatje, 2007, 208n4). That left SANNC with no choice, but to
withdraw its delegation at the onset of World War 1, sending a further delegation and petition
in 1918, emphasising their support of the Crown during the war, and requesting the repeal of

the Act as a token of the recognition of their allegiance.

Needless to say, the reason for the passage of this Act has been the subject of fierce
conjecture. Feinberg (1993:66) gives some of these positions. He maintains that this Act has
been situated by writers, notably Edgar H. Brookes (1924), John Whitson Cell (1982), Paul
Rich (1977) and Saul Dubow (1989) within the context of the tradition of segregation. Other
writers such as Marian Lacey (1981), Timothy Keegan (1986) and Harold Wolpe (1992) see
the act as related to the various sectors of ‘capital’. Some hypothesise that the Natives Land
Act was passed to prevent Africans from squatting on white-owned land, which is likely,
given that this act was originally known as the Pass and Squatters Bill. It was also suggested
that the Natives Land Act was supposed to promote agricultural labour, to halt land from
being purchased by black Africans, and to engender segregation and uniformity of laws and
policies regarding Africans in the newly established Union of South Africa. Certain
historians, such as Callinicos (1981:26-28), Green, Ramtsidendeala and Kylie Thomas (2013)
and Rudolph Daniels (1989:226), suggest that the mining industry endorsed the passing of the
Act in the interests of getting a supply of cheap black labour. Other writers note that the Act
implemented the recommendations of the South African Native Affairs Commission (Lagden
Commission, 1903-1905), which were reiterated by the first Parliamentary Select committee
on Native Affairs in 1910. Authors have also posited that poor whites, whose land was being
purchased by black Africans, were highly in favour of the Act. There were others who upheld
the view that the Act came about as a result of the efforts of Afrikaners in the northern
provinces of the Transvaal and the Orange Free State in order to manoeuvre the newly
formed Union in a closer alliance with their policies on race relations and away from the

more ‘liberal’ attitudes of those people living in the Cape Province.

Feinberg (1993:67) situates the Natives Land Act of 1913 in its political context, in particular
that of the new government between 1910 and 1913, and goes about uncovering how the

overwhelming majority of the members of the House of Assembly allowed a small group of
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zealots to sway their votes. Suffice to say, the ejection of Hertzog (given his antagonism to
imperialism and Premier Louis Botha) from the ministry, the general political response to this
event, and the need for Orange Free State Parliamentary votes, created a situation in which
the reluctant government was pressured to enact The Natives Land Act into law (Feinberg,
1993:108).

Regardless of these different perspectives, one thing is certain and that is the devastating
effect the 1913 Natives’ Land Act was to have on the black population.

According to Martin Meredith (2007:122-123), the effect of the Natives’ Land Act was
nothing less than to uproot thousands of black tenants — or ‘squatters’ as they were known —
from the land that they were renting from whites. Some went to the reserves, though
overcrowding was already becoming a serious problem. Others were coerced, after selling
their implements and livestock, to work as labourers for white farmers. An entire class of
prosperous black peasant farmers was shattered. By 1936, when the amount of land reserved
for Africans was increased from 8 to 13 per cent of the country, overcrowding created a
social and environmental crisis. Widespread land degradation, soil erosion, bad farming
practices, disease and malnutrition were the order of the day. Africans were unable to support
their families or pay their taxes under the ruinous circumstances in the reserves and were,
thus, forced to go to the cities to earn money. While | concur that scholars should not endorse
mono-causal arguments, | believe that there is a strong argument to be made in favour of
Callinicos’ contention that the desire for cheap labour for the mines was a notable cause of
the 1913 Natives’ Land Act. This is borne out by the consequences of this act, as intimated,
which left Africans with no option but to leave their farms and seek work on the mines.
Green, Ramutsindela and Thomas (2013:279), together with Daniels (1989:226) likewise
argue that land dispossession was one of the main ways in which a cheap labour force could

be created to generate wealth for the South Africa’s white-orientated industry.

The impact of the Natives’ Urban Act was particularly severe in the Orange Free State, where
numerous white farmers swiftly evicted squatters in accordance with legal decree. Plaatje
(2007:72, 73-74) draws readers’ attention to the impact of the Act on black squatters in the
Free State by giving a harrowing account of the plight of a squatter called Kgobadi, shortly
after the Natives’ Land Act of 1913 had been passed. According to Plaatje:
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Kgobadi had received a message regarding the eviction of his father-in-law in

the Transvaal Province, without notice, because he had refused to place his

stock, his family, and his person at the disposal of his former landlord, who

now refused to let him remain on his farm except under those conditions.

Kgobadi himself was proceeding with his family and his belongings to inform

his people-in-law of his own eviction, without notice in the ‘Free’ State for the

same reasons (2007:72).
Plaatje sketches a grim scenario when he observes that it was cold the afternoon that he and a
friend cycled into the Free State from Transvaal, and by evening the wind had come up from
the south. This turned into an icy, cutting blizzard that raged the whole night causing native
mothers, evicted from their homes, to shiver whilst holding their babies. Kgobadi’s goats had
kids, and as he trekked from the farm, they died by the roadside virtually as soon as they were
born, to be devoured by jackals and vultures. These tragic events reached breaking point
when Mrs. Kgobadi’s sick baby died, due to hardship and exposure out on the road. The
devastated parents were then faced with an inconceivable dilemma. They were judicially
forbidden to enter the farmlands through which they trekked and were, thus, compelled to
keep to the open roads, which were the only places that they were legally allowed to be if
they had a travelling permit. This left them with no place to legally bury their child.®* They
consequently decided to bury the baby furtively and under the cover of darkness in a stolen
grave, all the while fearful that the farmer or his workers could potentially catch them

committing this ‘crime’. Plaatje (2007:74) makes a deeply moving observation in this regard:

Even criminals dropping straight from the gallows have an undisputed claim
to six feet of ground on which to rest their criminal remains, but under the
cruel operation of the Natives’ Land Act little children, whose only crime is
that God did not make them white, are sometimes denied that right in their
ancestral home.

Plaatje departed sadly from ‘these unfortunate nomads of an ungrateful and inhospitable
country’ (2007:750).

In the light of this marabi is nomad music, in its most literal sense, because it was the music
of people who were forced to migrate from their farms to the cities for work and then, once
their contract at the mines had expired, to migrate back to the so-called Native Reserves, after
they were dispossessed of their land by the 1913 Natives’ Land Act. Tsotsi (1981:75) wrote

in 1981 that Bantustans are the so-called reserves into which the Africans were crowded.

13 Ingrid Jonker’s poem Die Kind (Opperman, 1983:453) comes to mind. Such was the fate of Kgobadi’s child,
“Sonder ‘n pas” (“Without a pass”).
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They formed, then, 13 percent of the land surface of the Republic of South Africa and were
expected to accommodate four-fifths of the population, in which black South Africans were
expected to live along tribal lines. Slavoj Zizek puts it as follows in "Against the Double
Blackmail: Refugees, Terror and Other Problems with Neighbours,"” EPUB, 2016, "Where

Does the Threat Come From?"

This vision was realized in apartheid South Africa in the form of ‘Bantustans’,
territories set aside for black inhabitants. The long-term goal was to make the
Bantustans independent — as a result, blacks would lose their South African
citizenship and voting rights, allowing whites to remain in control of South
Africa. Although Bantustans were defined as the ‘original homes’ of the black
peoples of South Africa, different black groups were allocated to their
homelands in a brutally arbitrary way: these Bantustans amounted to 13 per
cent of the country’s land, carefully selected so as not to contain any important
mineral deposits, the remainder being reserved for the white population. The
process was completed by the Bantu Homelands Citizenship Act of 1970,
which formally designated all black South Africans as citizens of the
homelands, even if they lived in ‘white South Africa’, and cancelled their
South African citizenship. From the apartheid standpoint, this solution was
ideal. Whites possessed most of the land, and blacks were proclaimed
foreigners in their own country, treated as guest workers who could be
deported at any point back to their ‘homeland’. What cannot but strike the eye
is the artificial nature of this entire process. Black groups were suddenly told
that an unattractive and infertile piece of land was their ‘true home’.

The future consequences of the Natives’ Urban Act were, thus, to be far-reaching. Hall
(1914:1) describes it as a part of a new era of political, economic and spatial dualism, with its
effects reaching throughout the 20™ century. The Act was to lay the foundation for
segregation and apartheid: the homeland policies of Hendrik Verwoerd, the imposition of
state-approved and selected Bantu Authorities, the system of influx control and the hated pass
laws, and in the towns and cities, the Group Areas Act. Forced removals persisted right up to
the 1970’s and 1980’s.

In the light of the deeply disturbing account of the immediate impact of the Natives’ Land
Act on Kgobabi and his family and its future — no less troubling — implications, in what
follows, | hope to address Callinicos’s third question, namely “How did this steadily growing
class of people live?” Hence, the next phase of our inquiry will shift to the cities and the
circumstances with which black South Africans had to struggle after leaving their initial rural

environment.
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1.7 THE PASS SYSTEM

PASS OFFICE

Take off your hat.

What is your name?

Who is your father?

Who is your chief?

Where do you pay your tax?
What river do you drink?

We mourn for our country

-Zulu song, Hugh Tracey, 1948

In what follows, | will consider the drastic and humiliating measures taken by the mine-
owners, and deployed by the capitalist State apparatus, to retain and control their workers by
a tour de force of racial social engineering rarely encountered in history. This constituted an
act of “structural violence” characteristic of a police state, in Deleuze and Guattari
(1987:448)’s words, as we will see.

We will first scrutinise the origins of the pass system in the nineteenth century in order to
map out the events leading to the imposition of pass laws in the twentieth century at the
behest of the mining industry, in its bid to control the movements of the labour force and

curtail ‘desertion.’

Ellison Kahn (1949:275), though warning that a definition of the word “pass” in the South
African legislature does not actually exist, maintains that, despite this nebulousness, one may
still be certain that the pass is a document controlling movement, though such a document
would later come to have wider connotations. The test as to whether a given document may

be regarded as a pass would entail its fulfilment of the following two conditions, in Kahn’s

(1949:275) words:

(a) Itis required for lawful movement into, out of, or within a specified area;
(b) It must be produced on demand of a specified, authorised person, failure of

production constituting an offence.
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Pass laws (Kahn, 1949:276-278) were introduced as early as 1760 to regulate the movement
of slaves between rural and urban areas. This travelling pass was extended to Hottentots in
Swellendam in 1797. Caledon, the Governor of the Cape Colony in 1806, passed a
proclamation in 1809, which was to be a significant and far-ranging law according to which
all Hottentots had to have a fixed abode from which they were not allowed to legally depart
unless they were in possession of a pass. By 1827 (Callinicos, 1981:39-40), all Africans who
came to the Cape from outside its boundaries had to have a pass. These laws, and especially
the one controlling the entry of black people into the Cape Colony, were to be harbingers of
what was to come much later, namely the notorious system of influx control that was a
notable feature of the Apartheid legislation. In the Natal (Kahn, 1949:279) passes were first
introduced in 1884 and controlled the Bantus’ movements in and out of the province. This
was, however, only a temporary pass that was leniently administered. Consequently, it was
replaced in 1901 by identification passes that had to be carried at all times. In addition to this,
Africans were required to keep a register and enter a copy of each pass therein. In the
Transvaal (Kahn, 1949:277) the Volksraad of a small republic called Andries Ohrigstad
passed a law in 1858 that sought to reduce vagrancy. The law stipulated that any native
moving into and out of his area of employment required, respectively, the written
authorisation of his chief and that of his employer. This law formed the basis upon which a

systematic pass law policy was erected in the Transvaal in 1880.

When examining the growth of pass laws and their imposition on the African population over
the course of time, it becomes evident that they were used to keep two apparently
contradictory white needs in equilibrium. Michael Savage (1986:181-182) identifies, on the
one hand, “an exclusionary” need to obtain political security, by controlling and policing
Africans in “white” areas. On the other, there was an “inclusionary” need to ensure a supply
of cheap labour in these areas. Pass laws employed to meet ‘“exclusionary” and/or
“inclusionary” needs led to changing legislation and administration over the years. In the first
part of the twentieth century (up to about 1950), pass laws were inclusionary, their purpose
and administration being to facilitate the movement of labour into ‘white’ agriculture and
industry and to redirect labour into geographical areas where it was most needed. From 1950
onwards, pass laws were exclusionary and aimed at “relocating” Africans from “white” areas
into the Bantustans. Notwithstanding, an uneasy tension still existed between inclusion and
exclusion, requiring the pass system to balance the white need for labour against their need

for security.
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Symptomatic of the early 20" century “inclusionary need”, as Savage (1986:182) puts it, was
the contract system, which was contrived by the Chamber of Mines in order to expedite a
continuous supply of labour to the mines (Callinicos 1981:39). Black workers, upon being
recruited, often under false pretexts, would have to sign a document, which bound them
contractually to work on the mines, until the terms of their contracts expired. If any given
worker broke his contract and left the mines without permission, he faced imprisonment. This
strong possibility of incarceration was buttressed (Phillips 1938:4) by the Native Labour
Regulation Act (No.13 of 1911), according to which the breaking of what common law
conceived as a civil contract, or Contract of Service, was a criminal offence punishable by
more than merely suing for damages. Nonetheless, (Callinicos, 1981:39) this did not deter
thousands of workers from committing contractual breach. Low remuneration; poor
conditions in compounds; the perilousness of underground work; contract stipulations that
precluded improvement in work conditions or renegotiation of pay; and a prohibition of
strikes, led many miners to desert their jobs, some evading punishment and forced

‘repatriation’ to the mines, some not.

Though (Callinicos 1981:39-40) desertion was criminalised by the contract system, it did not
yet put in place measures to track down offenders, to take them to book, and dispatch them
back to the mine from which they had fled. To patch up this omission, the mining companies
demanded the implementation of a system of ‘pass laws’. Pass laws in general, far from being
a new invention, were not a new invention, as we have seen. In fact, since 1760 they were
used to to control the movements of the slaves in the Cape. We have also noted that a law
was passed in 1809 by the Cape Governor, decreeing that all the ‘Hottentots’ were to stay in
their particular area and required a pass should they move from it. By 1827, this legislation
was extended to all Africans entering the Cape, requiring them to be in possession of a pass.
These laws were the harbingers of what was to come, in this case, the notorious system of

influx control that was prevalent during the Apartheid era.

A crucial ‘milestone’ within this legal history, which aimed at greater control over the
movement of indigenous people, was effected by the Transvaal government, in the guise of

the “Volksraad”, working in collusion with mine-owners. Privy to the financial
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lucrativeness™ of the mines, the (Callinicos 1981:40) Volksraad passed two laws in 1896 —
the year deep-level mining began — to enable and control the movement of black miners. In

her words:

e “The first law was a stricter pass law than the previous laws. It said: ‘All Natives on
the Rand must be in the employ of a master and wear a metal plate or badge on the
arm® in token of such an employ.” If an African man did not have a badge, it meant
that he was unemployed and had no legal right to be on the Witwatersrand; therefore,
he could be imprisoned, or forced to work.”

e “The second law divided the gold mining areas into labour districts. When an African
entered a labour district he had to get a district pass. This district pass enabled him to
stay for three days to look for work. If he was unsuccessful in getting a job within
three days, he had to leave that labour district and look for work in another district

where there was a shortage of labour” (Callinicos, 1981:40).

Through (Callinicos, 1981:40) these adjustments of and additions to existing pass laws, the
government and mine-owners hoped to control the movements of thousands of unskilled
workers on the mines, halt desertions, and (re)direct labour where it was most needed. The
effect was, of course, that these laws robbed the black workers of their freedom. Employment
depended on the availability of work within the time span allotted by the Pass Laws, instead
of personal choice. Moreover, workers were compelled, for want of any other option, to work

on mines where the conditions were notoriously hazardous and difficult.

Another blow was dealt to black mine-workers when (Callinicos, 1981:40-41), in 1897, new
laws passed at the instigation of the Chamber of Mines cut their wages. According to this
legislation, the wage to be paid to unskilled black workers was fixed at a low rate. Surface
work on all mines by unskilled workers was to be remunerated at a maximum of 12 cents per
shift, whereas pay for unskilled workers in the underground was capped at no more than 25
cents per shift. Anticipating disturbances as a consequence of this reduction in wages, the
Chamber of Mines secured the deployment of additional police to the mines and compounds
by the government. The workers’ response to the wage cut was predictable: they deserted en

masse. Strangely, none of them were caught and returned to the mines. The mine-owners laid

4 One is reminded, in this regard, of ‘entreprencurial profit’ as being an apparatus of capture, in Deleuzian and
Guattarian terms (1987:442), as we will see.
1> This recalls the armband that the Nazis instituted to identify people as Jews during the Nazi Regime.
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the blame squarely at the feet of the government, whom they blamed for employing an

insufficient number of policemen to check passes and arrest deserters.

The foregoing pass laws pertain, notwithstanding, only to a few of the main passes required.
Though it is beyond the scope of this study to foray through this teeming morass of
legislation, the municipal pass laws and permits instituted ¢.1903 in the Orange Free State
alone, according to Kahn (1949:281), included: “stand permits, residential permits, visitors’
passes, seeking passes, employers’ registration certificates, permits to reside in employer’s
premises, work-on-own-behalf certificates, domestic service books, washerwoman’s permits
and entertainment permits.” At any given time, black Africans had to carry at least four

passes or documentation; the absence of any one could lead to fines or imprisonment.

The Pass system (Kahn, 1949:290) imposed great hardship and irritation upon the native
population, such as interminable waits in queues to obtain and renew passes, the financial
burden of fines and the constant fear of the consequences of failing to carry the compulsory
documents. Significantly, passes did not prevent crime, as advocates of the system averred,
but rather resulted in the incarceration of thousands of otherwise law-abiding citizens.
Moreover, the introduction into the environment of jails, in some cases, led prisoners into a
life of crime. In the Transvaal in 1930 there were 39 000 convictions for pass offences,
rocketing to 99 000 in 1940 — a barometer of (Kahn, 1949:291) “the volume of technically

criminal offenses, which involve little or no moral opprobrium.”

Significantly (to our theme), in the ‘apparatus of capture’ in A Thousand Plateaus, Deleuze
and Guattari (1987: 447-448) draw a distinction between various regimes of violence such as

war, crime and policing:

War, at least when linked to the war machine, implies the mobilization and
atomisation of violence first and essentially against the State apparatus (the
war machine is in this sense the invention of a primary nomadic organization
that turns against the State). Crime is something else, because it is a violence
of illegality that consists in taking possession of something to which one has
no ‘right’, in capturing something one does not have a right to capture. But
State policing or lawful violence is something else, because it consists in
capturing while simultaneously constituting a right to capture.
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The State has often been defined by a “monopoly of violence”, but this definition leads back
to another definition that describes the State as a “state of Law” (Rechtstaat). “State
overcoding is precisely this structural violence that defines the law, “police violence” and not

299

the violence of war’” (Deleuze and Guattari, 1987:448). Living under the pass system meant
being subjected to this third type of violence — policing by the State, or ‘lawful violence.’
Workers were, to all intents and purposes, living in what resembled a police state, subject to
violence, imprisonment and forced labour, underpinned structurally by legislation, without
having committed any crime, except not being in possession of a pass that they were forced

to carry on their person against their will.

But let us return to our main thread, that is, of how black people lived in their urban
environment under these and other circumstances. In 1899, Britain went to war against the
Boer Republics of the Transvaal and Orange Free State. What became known as the Anglo-
Boer war, now known as the ‘South African War’, lasted nearly four years (1899-1902). The
mineworkers, as well as the majority of the black population, were in favour of Britain
winning the war, hoping that the strengthening of British rule would lead to an improvement
in their political status. Meredith (2007:494) writes that upon the arrival of the British troops
in the Witwatersrand in 1900, crowds of black workers exuberantly burned their passes,
assuming that they would not be obligated to carry them by an enlightened British
administration. Their hopes were to be dashed. Pass laws were enforced with renewed vigour.
Writing in the magazine South African Outlook, an African contributor expressed the sense of

disillusionment felt in rural areas:

One strong incentive reason that impelled the Natives of the New Colonies to
put themselves at the disposal of His Majesty’s troops in the late war was that
the British Government, led by their known and proverbial sense of justice and
equality, would, in the act of general settlement, have the position of the black
races upon the land fully considered, and at the conclusion of the war the
whole land would revert to the British Nation, when it would be a timely
moment, they thought, for the English to show an act of sympathy towards
those who have been despoiled of their land and liberties. Alas! This was not
the case. The black races in these colonies feel today that their last state is
worse than their first. (Quoted in Meredith, 2007:494)

These fears were justified (Callinicos, 1981: 42). The laws were tightened up to an even
greater extent, as the pass system was ‘modernised’. In lieu of the old metal badge, the pass
took the form of a signed document, which gave a detailed account of the worker’s history.

Each worker had to be in possession of his or her pass at all times when she or he was not at
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work or at home. In this way, it was easier to keep tabs on every African worker. Moreover,
the government enlarged the police force to make sure the pass system was implemented
effectively and to ensure that ‘transgressors’ were arrested and duly punished. A pass
document was required when looking for work in a specific district, as it inter alia contained
previous employers’ references pertaining to his character and the wage levels at which he
had been remunerated. Over and above this, the document was a record of its holder’s history
and background, bearing details such as his employment history; his criminal record or
absence thereof; and a formal confirmation that he had paid his taxes, failing which he would
not have been granted the pass in the first place. In addition, to this monthly pass containing

the foregoing details, several other passes were required, as Callinicos’s notes:

e “The Six-day pass gave a work-seeker permission to look for work in a particular
district for six days only. This period included weekends and public holidays. After
six days, if he had not found employment, the work-seeker had to leave the district, or
be in breach of the law.”

e “A Travelling-pass was also required if a man wanted to leave his home and travel to
another district to find a job. He had to pay a shilling fee for this pass.”

e “Night passes had to be carried by any black person who was out in a municipal area
after 9:00 am. These were signed by their employer.”

e “A ‘special’ pass had to be carried when the worker left his employer’s premises,
even for a few hours. The ‘special’ was directed at black mine-workers who left the
compounds” (Callinicos, 1981:42).

Any (Callinicos, 1981:42) white man or policeman could, and often did, stop a black worker
and ask to see his pass. If the pass was in not in order, the black worker could be arrested.
The new pass system was also designed to deal with the problem of desertion. Desertions
could be reported to the Pass Office, which kept a record of the deserter’s particulars. These
details could then be utilised to track down the deserter for purposes of incarceration. The
effects of the pass system were devastating. Crais (2002:81) calls it “a kind of textual state
terrorism that wrecked countless lives.” The pass system in pre-Apartheid South Africa
anticipated that of the Apartheid era, together with the system of influx control. This reflected
(Crais, 2002:10) officialdom’s obsession with controlling labour and bodies, which were part

of an intricate ‘linking of bureaucracy to surveillance’ as Evans (1997:298, quoted in Crais,
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2002:10) puts it. These observations fit snugly into Michel Foucault’s conception of bio-
power as it came to be constructed and evermore intensively and pervasively exercised in the
disciplinary regimes that replaced traditional forms of sovereignty in Europe, Britain and the
United States from the second half of the eighteenth century. Foucault (1990:142-3) notes in
this regard that:

...for the first time in history...biological existence was reflected in political
existence ....Power would no longer be dealing simply with legal
subjects...but with living beings, and the mastery it would be able to exercise
over them would have to be applied at the level of life itself, giving power its
access even to the body.

We shall return at much greater length to Foucaultian biopolitics in Chapter 5, specifically as
it relates to marabi in its context. Between (Crais, 2002:10) 1952 and 1962, millions of urban
Africans had been imprisoned for violating the pass laws and influx laws. The significance of
these arrests resides in the fact that they were vicissitudes transpiring within a legal
framework constituted by laws, through which the State solved the ‘native question’ by re-
construing black labourers as mere objects of its policy. It is as such anthropomorphic objects
that these peoples could then be resettled and generally dealt with within a refined migrant
labour system and a reorganised system of governance in the homelands through the forced

resettlement of “redundant people” (Crais, 2002:10).

Having considered the circumstances surrounding black urbanisation, with reference to the
tax laws, The Natives’ Land Act of 1913 and the Pass system, we will continue by focusing
on the actual social and economic circumstances of working life that served as a crucial

context for marabi.

1.8 BLACK URBANISATION: MARABI IN ITS CONTEXT

1.8.1 Increasing Black Urbanisation

In what follows, I will expand on the answer to Callinicos’s third question, namely “How did
this steadily growing class of working people live?” Here is Leo Marquard’s (1952:58)

picture, as written in 1952, of migrant workers arriving at the mines:

Every week five or more special trains arrive at Johannesburg with hundreds
of Africans going to work on the mines. Some have been there before; many
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are coming for the first time from the simple pastoral life of the Reserves to
the rush and noise of a big city, and to a strange machine-dominated existence
in a highly organized industry. The train journey is the first unfamiliar
experience; thereafter come the harsh compounds with their brick buildings
and concrete bunks, the mass produced, balanced diet, the shattering
experience of being rushed to the bowels of the earth in a cage to work at a
dangerous job. It is a big change from the small village community... to the
anonymous vastness of a mining compound where he has a number instead of
a name and where he hears the roar of mining machinery instead of the lowing
of cattle on the hills.*

According to Coplan (1985:56), not only were the workers forced to go to the mines under
duress, but in the Transvaal black workers were susceptible to unscrupulous recruiters and an
indifferent British administration that was no better that the Boer one that it succeeded. A
barometer of the British government’s total disregard for the life and health of the workers
emerges in Coplan’s (1985:56) observation that the government only took measures by way
of the Coloured Labourers Health Ordinance of 1905 to improve the conditions in

compounds when it emerged that miners had a mortality rate of 10 percent.

Exacerbating this situation is a veritable ‘population explosion’ that took place on the Reef.

As Parsons observes:

Johannesburg’s black population grew from about 60,000 in 1904 to 102,000
in 1911. In 1911 the black population of the Rand industrial area was around
286,000."" But unlike the 180,000 whites living on the Rand, most of this
black population was temporary. 190,000 migrant workers in the mines were
due to return to rural reserves. The permanent black city residents were a
smaller unrecorded number. Their presence was recognized when
Johanneshurg city authorities cleared black shanties in 1903-04 to set up the
city’s first ‘urban location’ called Pimville, fifteen kilometres south of the city
(1993:237).

This wide-scale urbanisation of black South Africans swiftly led to overcrowding, leading to
the establishment of slumyards, which furnished the direct social context for marabi as a
form of music and as a culture. In Eddie Koch’s (1917:170) formulation, marabi would

become “the lifeblood of slumyard culture.”

1® In Peter Abraham’s novel Mine Boy (1946:66) some of the trauma experienced by a rural black man who
enters the mines for the first time is expressed as follows: “Only the startling and terrifying noises around. And
the whistles blowing. And the hissing and the explosions from the bowels of the earth. And these things beat
against his brain till his eyes reddened like the eyes of the other.”

" parsons rightly notes all census figures of the black urban population were probably underestimates because
‘illegal’ residents without passes avoided being counted.
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1.8.2 The Slumyards

‘Marabi’ is the generic name that slumdwellers and others have given to the culture that permeated
the yards of Johannesburg.
— Koch (1983:158-159)

Slumyards were, of course, the result of housing shortages as a consequence of the massive
population influx into urban areas. These proliferated massively likewise on account of the
extreme poverty of Africans, caused inter alia by the inadequacy of wages. According to
Koch (1983:156), a report by the Joint Council of Europeans and Natives (JCEN) showed
that the wages paid by the industries in the city were completely insufficient, especially in the
light of rampant rural underdevelopment. JCEN (1921:1; quoted in Koch, 1983:156) notes

the following:

As a result of these (rural) changes, the natives engaged in town work looks

for quarters of his own and perhaps brings his family with him. Under these

altered circumstances it is impossible for the wages received...to meet the

requirements of towndwellers.
Moreover, unscrupulous (Koch, 1983:156) white landowners took advantage of workers by
buying or renting ground in the city and building shanties on it, which they let at exorbitant
rates, owing to the extreme shortage of accommodation. This led to the emigration of
neighbours who objected to yards so close to them and let their plots of land rather to
‘rackrenters’, a term alluding to medieval torture on the ‘rack’ and referring to excessive rent.
Even ‘fashionable suburbs’, such as Doornfontein, were to become highly crowded
slumyards. Modikwe Dikobe’s fictional The Marabi Dance (1973) is set in one of
Doornfontein’s yards — Rooiyard.*® His opening paragraph gives a vivid impression of the

sheer inhumanity of the circumstances under which these people lived:

The Molefe Yard, where Martha lived, was also home to more than twenty
other people. It served as a row of five rooms, each about fourteen by twenty
feet in size. When it rained, the yard was muddy as a cattle kraal, and the
smell of beer, thrown out by the police on their raids, combining with stench
of the lavatories, was nauseating (Dikobe, 1973:1).

He writes further (Dikobe: 1973:32):

'8 Martin Trump (1981:19) points towards a parallel between fact and fiction in the light of Ellen Hellman’s
(1948) sociological study of Rooiyard, a Doornfontein yard not far from the Molefi yard. Hellman (1948:58, as
quoted in Trump, 1981:20) alludes to the tins of illicit home-brewed beer hidden underground in case of police
raids and the fact that “after rain the surface presents the appearance of a quagmire.”
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Martha’s father, guided by the carbide light of his cycle, splashed through the

yard and waded his way ankle deep through the pool of muddy water. It took

him all his strength to pull his feet and boots out of the slush. One of the

lavatories had overflowed and the excrement and urine mixed freely with the

mud and water. The stench polluted the air which had been purified by the

rain. A tin of skokiaan which had been dug into the ground, to conceal it from

the police, lay uncovered and threw a yellow circle of colour, and the whole

yard smelt of bread and yeast. Mabongo stumbled further until he reached the

gate. ‘Morena! If this is how we live, then God, suffer us all to die.’t®
Koch (1983:158) also takes cognisance of the deplorable condition of these yards, with their
squalor, lack of sanitation and over-crowding, together with exorbitant rentals that slum
dwellers could barely afford. Koch (1983:158) and Callinicos (1987:180) also mention the
heavy toll that these urban conditions had on the African population, by referring to the high
infant mortality rate: in 1929, approximately 750 babies out of 1000 births per year died

under the age of a year.

The above clearly bears out Andersson’s (1981:23) contention that the marabi tradition,
which was a cultural ‘consequence’ of these slumyards and the shebeen scene, has become

romanticised over the years, whereas in reality there was nothing romantic about them.

Furthermore (Parsons 1993:237), the municipality of Johannesburg built a new location
called Western Native Township, next to Sophiatown. Contrary to popular belief, Sophiatown
was never a location. Trevor Huddleston (1956:44) cites this as being his first reason for
loving it. He speaks of it as being completely free from monotony in its physical site, its
buildings and its people. Moreover, Sophiatown was non-racial and a hive of economic,
social and cultural activity. Little wonder, then, that Can Themba called it the “little Paris of
the Transvaal”. People remember it with great nostalgia (cf. Knevel, 2015), despite its harsh
realities, such as its lack of amenities. Sophiatown residents’ forced removal after the Group

Areas Act of 1951 was to represent the end of an epoch.

In the (Callinicos, 1987:180) three freehold townships (Sophiatown, Martindale and
Newclare) rate-paying black people lived on about two-fifths of the stands, but received

19 One is reminded, in this regard, of the concept of the Chthonian, which constitutes an unbridled proliferation
of all that is most repellent in nature. Camille Paglia (1995:6) expresses this further as “...the blind grinding of
subterranean force, the low slow suck, the murk and ooze. It is the dehumanizing brutality of biology and
geology, the Darwinian waste and blood-shed, the squalor and rot we must block from consciousness to retain
our Apollonian integrity. Western science and aesthetics are attempts to revise this horror into imaginatively
palatable form.”
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almost no public services for their money. Added to this was the lack of public amenities and

inhuman circumstances of what people called ‘home’. Callinicos observes that:

Even by the 1930's, the roads were mere dirt tracks, muddy channels in the
summer and dust bowls in the winter. There was no street lighting and water
supplies were drawn from wells dug by the people themselves. These wells
were open. Refuse and drowned animals often infected them, and this spread
disease. Sewerage buckets were not collected regularly — after 1935 — three
times a week at most (1987:180).

This passage provides ballast for the verisimilitude of Dikobe’s otherwise fictional account of
life in the slums of Rooiyard. Such living conditions were indeed the context for marabi as
both a musical and cultural form. As a cultural practice, for Koch (1983:158), marabi
comprised a ‘cluster of activities’ that served as the foundation of people’s defence against
these appalling conditions. Before returning to this theme, we must, however, first run
through a diversion regarding the 1923 Urban Areas Act and its implications.

1.8.3 The 1923 Urban Areas Act

The 1923 Urban Areas Act may be regarded as the urban equivalent of the Natives’ Land
Act. The context of this Act was, according to J.D. Omer-Cooper (1994:169), the increasing
expansion of the population attendant to increased economic activity during the war years in
South Africa. This meant that black Africans “often lived in appalling shantytown
conditions” as he puts it (1994:169). Moreover, the devastating, world-wide influenza of
1918-1919 was to exact a heavy toll on South Africans of all races, although the black

population, as the poorest section of the population, were to suffer the most.

The problem of accommodation for the Africans in urban areas still persisted. In 1923, the
government passed legislation addressing this problem. The legislation passed would have a
devastating effect on the black population of South Africa. It also had a deleterious impact on
marabi and marabi culture. The problem (Omer-Cooper, 1994:169) of African urban
settlement and accommodation was addressed by the 1921 Native Affairs Commission and
the 1922 Transvaal Local Government Commission (the Stallard Commission). The principle
underlying the reports of these commissions was that towns essentially belonged to whites
and that permission to live in towns should be granted to Africans solely on the condition that
they could be co-opted there to serve the economic needs of the white man. When they failed
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to serve this function, they would have to be removed. This principle was rendered law by the
(Natives’) Urban Act of 1923, according to which Africans were to live in separate urban
areas and had a right to live in towns only inasmuch as, and as long as, they provided whites

with a source of labour.

According to Paul Maylam (1990:66), the short-term significance of the 1923 Act was
limited. Segregation was gradually introduced as certain sections of municipal areas were
declared ‘white’, forcing all non-exempted Africans and those not residing on their
employers’ premises to move into locations or hostels. Johannesburg and Kimberley
proclaimed segregated areas in 1924, Cape Town in 1926, and Durban in early 1930.
Wholesale segregation would be unfeasible, because segregated areas could only be enforced
if alternative accommodation was provided for Africans who were forced out of their
dwellings. This accommodation was immensely limited in the light of municipalities’
reluctance to invest in the building of townships. Other provisions of the Act also had a
limited short-term impact, such as the establishment of advisory boards, which many
municipalities did not undertake and some did belatedly. Moreover, few local authorities

implemented the influx controls.

The significance of the 1923 Act, as Maylam (1990:66) avers, was more evident when seen
in the long term, since “it represented the first major intervention by the central state in the
process of African urbanization” and “provided a framework and foundation upon which
subsequent legislation and policy were to be built.” The Urban Areas Act, together with the
Pass system and the 1913 Land Act, was to serve as the bedrock for segregation under the
Apartheid system. It is for this reason that we can designate the era at the beginning of the
last century as the ‘proto-Apartheid area’, insofar as it put into place a network of laws that

were to underpin Apartheid proper.

Despite the 1923 Urban Areas Act and all their privations, Africans continued to cling
tenaciously to their slumyards and restricted freehold locations (Coplan, 1985:91), since, in
them, there still existed a window of freedom wherein they were able to organise their society
and articulate and develop their culture in accordance with their own rights. Unlike in
Western Native Township or Nancefield, where their independence and mobility would be
almost completely curtailed, in the slumyards perimeter fences were very often not installed,
as the regulations requiring these were almost never enforced. It was also economic and

logistical factors that reinforced their attachment to these slumyards, such as, for instance,
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slumyards’ greater proximity to places of employment, shops and other amenities, as well as
the fact that they were central to the brewing and sale of alcohol, laundering, and other

similar informal industries.

From what has gone before, it is clearly evident that, as Ballantine (1993:65) notes, “marabi
had evolved in particular localities in response to specific material conditions.” Even police
raids, although they were damaging and disruptive, did not ‘fundamentally alter the nature of

the slumyards.” As he puts it:

Defensive and resilient from the beginning, marabi culture survived, and so,
with it, the innovative musicians whose polyglot creations were laying the
foundations for a South Africa jazz tradition. But this was soon to change
(1993:65).
Herein lies the most disturbing consequence of the Urban Areas Act of 1923, whereby
officials began to lay claim to inner-city suburbs as ‘white’; and so the ‘repatriation’ and then
relocation of black residents began. Ballantine (1993:66) writes that “as this began, so did the
definitive destruction of marabi culture commence. Marabi musicians soon realised that their
art, stripped of the small, informal, domestic space that had nurtured it, had no future in the

sterile new dormitory suburbs.” As Koch (1983:170) puts it:

Marabi music, the lifeblood of slumyard culture, deprived of the conditions
that had nurtured it, disappeared and was replaced by the bigger jazz bands,
more adapted to playing in the formally organised dances of the ‘community’
halls that the council had built in most locations.

In Chapter 3, we will consider the veracity of Coplan (1985:138), Ballantine (1993:66) and
Koch’s claim that marabi had ‘disappeared’ (1983:170). Suffice it to say, Koch (1983:159)
appears to contradict himself in his statement that ‘(marabi) today still forms the distinctive

feature of black South African popular music.” This will be pursued later.

At present, with the consequences of the 1923 Urban Areas Act having been considered, |
wish to backtrack a little to scrutinise shebeen society, as it was after all the prime locus of

marabi.

1.8.4 Shebeen Society

Marabi was [therefore] an intimate part of ghetto life. It was born out of a people’s struggle to survive
in the hostile world of industrial capitalism. Music was one of the vital, creative ways in which the
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black poor combined survival with entertainment, to help them forget for a few hours the hardships
and sufferings of everyday life.
— Callinicos (1987:217)
The only way of fitting into town life was to get into marabi...They were urged by the conditions in
the town. The environment exposed them to that.
— Koch (1983:158)

What we may term ‘shebeen society’ sprang up upon the back of the liquor trade. Coplan

(1985:93) speculates on the etymology of the word ‘shebeen’:

. [it] seems to have originated in Cape Town in the early twentieth century
amongst immigrant Irish members of the city’s police force. The constables
named the illegal non-white drinking houses shebeens (Gaelic: ‘little shop’).
Coloured and Xhosa people brought the term to the Transvaal, where female
entrepreneurs developed the shebeen into the centre of urban African social
life.

Koch (1983:159) makes us privy to the observation that the kernel of marabi culture was the
beer-brewing trade. Women were to play an important role in this trade. In fact, especially
during times of unemployment, families survived on the wife’s beer earnings. Also central to
the sale of liquor, with marabi as musical accompaniment, were the powerful ‘shebeen
queens’. During this time, black women were at the bottom rung of the socio-political ladder,
firmly ensconced as they were in their roles as domestic workers. A notable exception to this,
according to Coplan (1985:93), was the shebeen queens — who made the shebeens the locus
of their livelihood. Initially, entertainment in shebeens was provided by the customers
themselves. Miners and contract workers in the locations who played African, Afro-Western
and Afrikaans folk music on guitars, concertinas, and violins subsequently came off the

streets to play in the shebeens.

Music (Koch, 1983:160) was absolutely central to the tenacity and cohesion of shebeen
culture. Not only did it provide vivacity to marabi parties, but it also furnished young men
unwilling to submit to conventional capitalist labour and working conditions with a source of

employment.

Financial opportunities (Coplan, 1985:93) were also open to musicians on the fringes of
shebeen culture. Zulu musicians, domestic workers and miners crammed into the slumyards
on the weekends. In fact, together with the liquor brewers, some were able to earn money by
which they could forego white employment altogether. In this way, their musicianship can be
seen as a form of protest against capitalist coercion itself. These musicians were called

abaghafi (sing. umghafi), or equivalently, as Coplan explains:
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... ‘cultural driftwood’, tossed up by the impact of secular Western culture and
the industrial environment upon Zulu society. They cared little for the
traditions of either Zulu or European culture, and held the social values of
neither. A set of individuals rather than a social group, they took their dress
and manner from the American ‘wild West’ films shown at black cinemas in
the 1920's which often featured singing, guitar-toting cowboys (1985:93).

The abaghafi were extreme examples of socially displaced people, yet their unique (re-)
invention of their own culture based on Spaghetti Westerns brings to mind Holland’s
(2004:25) insight about jazz as nomad music, in Deleuze and Guattari’s sense of the word
(which stresses becoming and productive movement; Parr, 2010: 185-188): in a cultural
sense, these early marabi and jazz musicians “foreground processes of ‘itinerative following’
rather than ‘iterative’ reproducing” just as nomad science does” (Holland, 2004: 25). What is
moreover striking, notwithstanding the abaqghafi’s professed indifference to both indigenous
and urban culture, is that their music actually reflects elements of both. Not only did they
introduce ‘new elements’ in their spaghetti western guise to the urban mélee, but they also
participated in Zulu wedding songs, thus hearkening back to their rural roots. This tensile
relationship between the ‘old’ and the ‘new’ refrains will be further pursued in Chapter 2. For
the time being, we return to the question of marabi and how it provided an avenue for
musicians to survive despite their being outside the ambit of traditional wage-labour. We
have already mentioned the recalcitrance of the abaghafi to capitalist coercion (cf. Coplan,
1985:93). In a similar fashion, marabi provided employment to itinerant musicians, such as
Boet Gashe and Tebetjane, who may be regarded as the father of marabi, was an orphan
devoid of any means of support. Playing marabi at the shebeens of Prospect Town was the
only way he could earn money to survive. For musicians practicing the art, marabi was
likewise a way of supplementing family income. These ‘informal’ employment arrangements
would not have been possible without the close cooperation between the shebeen queens and
marabi musicians. It was a link that was seen as integral to the existence of the marabi

culture as such.

Having considered shebeen culture as having a crucial influence on marabi and the
opportunities that it created for employment outside of capitalism, we now move to survey

the various forms of marabi.
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1.9 MARABI: TRADITIONAL, ‘NEW’ AND ETHNIC VARIANTS

Our consideration of the urban crucible out of which marabi was forged has hopefully
provided us with an answer to Callinicos’s final question, namely “What struggles and
processes did they pass to become the decisive human force they are today?” Having
considered these struggles and processes, the emphasis will now shift to marabi itself. 1 will
proceed to consider the various multi-ethnic variations of marabi, by recourse to inter alia
Coplan (1985), who has written extensively on the various forms of marabi, and Ballantine
(1993).

Coplan (1985:94) writes: “In the 1920’s, these musicians assimilated elements from every
available performance tradition into a single urban African musical style, called marabi.”
However, marabi was not exclusively music: “Growing out of shebeen society, marabi was
much more than just a musical style.” Marabi could be music, the name of a dance, a social

occasion, a category of people, or a type of person.?® Effectively, it was almost an epoch.

Let us pause to consider some of these “performance traditions” and multi-ethnic influences,

both old and new that contributed to marabi’s wildly heterogeneous constitution.
1.9.1 ‘Old’ Influences: Traditional Nguni Music

Ballantine (1993:26), when conceiving marabi specifically as music, describes it as:

...primarily a keyboard, banjo or guitar style based on a cyclical harmonic
pattern, much as blues was: the basic marabi cycle, however, may be said to
have stretched over four measures, with one measure for each of the following
chords: 1-1V-16/4-V.

This cyclical nature of marabi (Coplan, 1983:26) derives from forms of traditional African
music, in which one finds repeating harmonic patterns (sometimes called ‘root progressions’
or ‘harmonic segments’) as an intrinsic feature. As the ethnomusicologist Gerhard Kubik
(1974:23-24) has pointed out, (quoted in Ballantine, 1993:26), cyclicity has also become “an
important basis of nearly all neo-traditional music in sub-Saharan Africa.” Kubik names these
cycles in neo-traditional music “ostinato harmonic patterns”, and argues that they give rise to

“short forms”, as opposed to “song forms” (pp.23-24).

?® Koch (1983:159) notes, quoting Mochumi (1980), that “sometimes when you quarrel with a guy who’s not
your type, not your kind of guy, then he says to you, “You Marabi, leave me alone you Marabi.””
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Ballantine and Edward Sililo (1989) observe that, in marabi, melodies are:

cyclical repetitions of one melody or melodic fragment yielding eventually,
perhaps, to a similar treatment of another melody or fragment, and perhaps
then still others, each melody possibly from another source. And in this
manner you played with no stop — you could play for an hour-and-a-half
without stopping. (As quoted in Ballantine, 1993:27)
Rhythmic accompaniment would be provided by a player shaking a tin filled with small
stones. This standard rhythmic pattern is one of the most fundamental and pervasive drum

patterns used in traditional Nguni music (Coplan, 1993:27).

As far as the urban social context of marabi, as well as the themes it portrayed, is concerned
(Coplan, 1985:94), it was one of low social status and suffused with conviviality, hedonism,

and sexual profligacy:

As a dance it placed few limits on variation and interpretation by individuals
or couples, although the emphasis was definitely sexuality. As a social
occasion it was a convivial, neighbourhood gathering for drinking, dancing,
coupling, friendship and other forms of interaction. Finally, marabi also meant
a category of people with low social status and a reputation for immorality,
identified by their regular attendance at marabi parties.

Marabi music (Coplan, 1985:95), by drawing heavily on the forms and traditions that
preceded it, gradually engineered a syncretic amalgam of these, which then served to express

an emergent common urban African cultural existence:

common social experience and class identification helped combine these
forms into the common denominator of marabi, though marabi itself
continued to encompass variants based on particular ethnic traditions. Hence,
as a term, marabi reflects the ways urban Africans socially categorised their
emerging culture (1985:95).

1.9.2 The Cape Coloured and Afrikaans Influences

The early contributors (Coplan, 1985:95) to marabi were Cape Coloured musicians, “known
in Johannesburg as ‘crooners’ or die oorlamse mense van Vrededorp (the oorlams people of
Vrededorp).” To the emerging marabi mix they added the popular performance traditions of
Cape Town and Kimberley as well as Cape Afrikaans and black American influences, which
merged with urban African working-class music. More specifically (Ballantine, 1993:27),

coloured Afrikaans and white-Afrikaans dance music such as tickey draai and vastrap, as
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well as the ghommaliedjies of the Cape Malays, were to leave an indelible mark on both the

melodic and rhythmic structure of marabi.

1.9.3. ‘New’ Influences: American Jazz

A powerful impact (Coplan, 1985:95-96) on marabi was made by jazz. This influence arose
from a number of sources, such as Gramophone recordings, tonic-solfa albums, white and
coloured bands, and even a few American players, who popularised ragtime and early jazz in
the Cape after the First World War. Phillips (1938:209-210) points out, in particular, the
importance of gramophone records in disseminating what he calls “Dixie music”, “a Negro
melody with a lilt.” He avers that these records became even more popular than the Native
records recorded in South Africa, He cites the names of the most popular of Dixieland

records sold up to March 1935 as follows (p.300):

Makers’s Number Name Sales

T2864 Lay my head beneath a rose 27.500
Why do | always remember?

T5380 Waiting for a train. 20,000
Blue Yodel No.4.

T5356 My old pal. 7,500
Daddy and home.

T5212 Climbing up the golden stairs. 4,800

The little green valley

The sales numbers pale in comparison to contemporary colossal hit sales, but they are, in fact,
surprisingly high when one considers the parlous economic conditions of those who bought
them. It also highlights the importance of music to those of the marabi era, who scrimped and

saved to be able to buy gramophone records.

In terms of locality, Coplan (1985:96) cites Queenstown (in the North-Eastern Cape), or
‘Little Jazz Town’, as being important regarding the impact of jazz on marabi as borne out by
the “ragtime song and dance companies such as the ‘Darktown Four’ entertained whites and
middle-class Africans at ‘soirees’” (Coplan, 1985:96). There were (Crais, 2002:24) frequent
delays in Queenstown, lasting for as long as three or four days, while the Labour Agents
bargained with Johannesburg mine representatives in order to secure the best available
market. Predictably, workers utilised their last days of freedom to the maximum, before
boarding the train back to the mines. Coplan (1985:96 referring to Umteteli wa Bantu, 1931)

relates that, ““full of jazz and women’”’, miners could be found in the “booze houses” where
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keyboardists like Boet Gashe played music called itswari (soiree) consisting of “three chords

repeating themselves over for four to six hours.”

1.9.4 Xhosa Influences

Xhosa instrumentalists (Coplan, 1985:97) played a crucial role in linking together Coloured-
Afrikaans, black American and local African styles. In Johannesburg, the most influential of
these Xhosa innovators was Tebetjane, who we have noted, is also designated as ‘Tebetjana’

or ‘Ntebetjane’ or ‘Ntebetjana’ (Sotho: “little Xhosa™)’:

Tebetjane began his career in Vrededorp playing guitar and kazoo with the
strolling groups of coloured crooners. By the end of the 1920’s he had become
a full-time musician and a favourite with the shebeen queens of Prospect
Township. By 1932 his composition uTebetjana ufana n’emfene (‘Tebetjana
resembles a baboon’), also sung as a refrain, made him so famous in the
slumyards and locations that his name became synonymous with the marabi
genre (Coplan, 1985:97).

According to Veit Erlmann (1991:39), the actual Xhosa version of marabi was reputedly less
polished than mainstream marabi and was named tula n’divile, (“Silent, or silence [the]

devil”) after the words of a song made popular by migrant workers in Durban in the late
1920’s.

The Sotho version of the marabi party was the famo dance:

In Lesotho a minor may be called koata (English: ‘squatter’; from an urban
area, uncouth, a ruffian) if he returns acting and talking like a rough man of
the urban streets. The famo dances were associated with a particular category
of koata, the sebona marao (‘buttocks behind’) — one who intends never to
return home and thus ‘shows only his ass to Lesotho.” For shebeen dancing,
most Sotho migrants preferred neo-traditional styles such as focha (‘disorder’)
played on the concertina and a home-made drum. House organists like Gashe
took Sotho songs and turned them into marabi (Coplan, 1985:98).

1.9.5 Sotho Influences: Famo Marabi

Urban Sotho dancing and praise music was marked by a new feature (Coplan, 1985:98):
individual women dancing for a male audience. According to numerous eye-witnesses the
famo (from ho re famo: “to open nostrils; to raise garments, displaying the genitals”,

according to Adams (1976:151), was almost “defiantly suggestive”. Coplan, drawing upon
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Mphahlele (1971:45) and Themba (Drum, 1958, as quoted by Coplan, 1985:98), recounts

sultry Dionysian sexual excesses:

Women made shaking and thrusting movements with their shoulders, hips and
bosoms while lifting their flared skirts, perhaps to mime ‘showing their ass to
Lesotho’. The dancers wore no underwear but instead ‘had painted rings
around the whole area of their sex, a ring they called ‘spotlight’. The dancing
was wild to the point of frenzy and accompanied by marabi played on a pedal
organ. Men, dancing alongside, or seated against the walls, chose the women
they wanted and took them into the back for intercourse (Coplan, 1985:98).

According to Coplan (1985:98) the term famo not only refers to a dance, but to also to the
lengthy recitative songs performed by the women, which served as a correlate to the male
likoata’s praise songs, the lifela. The women often addressed their famo songs to the men.
Usually, they began with the salutation Aoelele ngoana moshanynana! (“Hey, male child!”)
followed by a veritable stream of rhetorical metaphors and invectives expressing the singer’s
tragic fate. In these famo recitatives, a woman quite often expressed bitterness about her lot in
general and towards specific people and situations. At the same time, however, she effusively
praised her own character and physical charms in no uncertain terms.?* In Chapter 4, we will
consider the implications of such famo songs for Cixous’ notion of écriture féminine, with
specific reference to Famo Ngoanana (“Famo Young Girl”) by Manapetle Makara Koa

Famong.

Not only did marabi assimilate diverse musical styles as a “common denominator” without
denying their cultural idiosyncrasies; it also had the capacity to transverse class barriers. In
“Highbreaks: A Taste of Marabi in the 1920’s and 1930’s (2005:116)”, Coplan observes that
“for African proletarians, middle-class entertainment was something of a model of city

culture and it certainly influenced the development of marabi.” Furthermore:

The 1920’s and 1930’s were the era of ‘concert and dance’ among the urban
African petty bourgeoisie. A choir or ragtime-vaudeville company performed
for the first four hours of the evening, followed by four hours of dancing to the
band. Though shebeens seldom afforded enough space for a concert, black
promoters could hire most of the eight halls in Johannesburg available to
Africans. At working-class concerts and dances, tireless pianists like Solomon
‘Zuluboy’ Cele accompanied singers and stage dances from eight pm to
midnight and then played for marabi dancing until four am (Coplan,
1985:105).

2! cf. Coplan (1985:257-263) for a transcription and discussion of Famong’s Famo Ngeoanana (“Famo Young

Girl”).
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1.9.6 Zulu Influences: Ndunduma Marabi as “Transitional Object”

Ndunduma (Ballantine, 1993:27) concerts and dance were the Zulu version of marabi. These
concerts (Coplan, 1985: 105) were often frequented by new arrivals from rural areas who

wanted to be assimilated into their new urban environment and acquire some ‘town culture’:

The term Ndunduma means ‘mine dumps’ in Zulu and symbolized the totality
of Johannesburg’s culture to people from Natal. The ndunduma concerts and
dances were the favourite of the udliwe i’ntaba, people ‘caten by the hills’,
those who, like the Sotho sebono marao, left home on contract work and never
returned.

The irony and, indeed, pathos of this highly evocative idiom, evoking the idea of people
swallowed by unsightly mine dumps, are thrown into even sharper relief when one compares
it to Alan Paton’s description, in Cry the Beloved Country (1987:7), of the rolling grass-

covered hills in Natal as “lovely beyond any singing of it”.

The reason why (Coplan, 1985:106) black workers took so strongly to ndunduma marabi was
that, being ‘in a state of cultural transit’, they found themselves in a position in which they,
on the one hand, found traditional African music too rural, coarse, backward and uncivilised
for the urban environs they now inhabited whilst, on the other hand, still strongly tethered to
an obdurate sense of Zulu identity, they were simply unfamiliar with African American music
and culture and Western culture at large. Caught in this interstitial cultural zone, they
therefore sought, and found, a form of music that was palpably Zulu in character but, at the
same time, sufficiently ‘modern’ and westernised to support their growing awareness and
self-image as urban working-class Africans.?? Hence, it can be argued that ndunduma marabi
helped to facilitate the traumatic transitional period in their status from rural subsistence
farmers to labourers in the unfamiliar environment of the city. When viewed in this way,
marabi bears a striking resemblance to Donald Winnicott’s psychoanalytic notion of
“transitional objects”, as appropriated by Bernard Stiegler. In a nutshell, Winnicott views
transitional objects as an intermediary link ‘between a baby’s inability and his growing

ability to recognise and accept reality’ (Winnicott, 1971:2, as quoted in Olivier, 2016:2). This

%2 This dual aspect also comes to the fore in Wolfgang Bender’s (1991:175) observation that “a new music
arose in the urban culture: a music not holding on to a continuation of traditional dances, but, one the other
hand, also unable to deny its connection to them. This music, which later became known as marabi, was played
in the ‘shebeens’.”
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can take the form of a cherished toy or a blanket (Linus’s blanket in the cartoon series
“Peanuts” is such an example). Winnicott (1971:2, in Olivier, 2016:2-3) goes on to extend
this idea to human nature, specifically by locating a need for an ‘intermediate area of
experience’ (in the case of the infant — a toy or blanket) that serves as a ‘resting place’
between the inner life of the individual, which according to Olivier (2016:2) might ‘vary in
richness and the absence or presence of conflict’” and outer reality while keeping both
‘separate yet interrelated” (Winnicott, 1971:2). In his book What Makes Life Worth Living;
On Pharmacology (2013:172). Stiegler appropriates and expands Winnicott’s thoughts by
showing that the function or purpose of transitional objects is to “provide a kind of generative
matrix which functions in a persons’ later life as a source of meaning, in this way precluding
the loss of the ‘feeling of existing’” (Olivier, 2016:3). In other words, in the same way in
which the transitional object opens up an immeasurable, or sublime (in Kantian terms), space
between mother and child, it serves as a matrix for existential worth, or ‘meaningfulness’
from which a person is able to draw sustenance in times of existential need (Olivier, 2016:4).
Not only this, it also serves as a generative space connected to the creation of works of art, be
it visual, literary, sonic, or audiovisual. This is explicated in greater detail by Olivier (2016:4)

13

with reference to Kant’s “aesthetic ideas.” The point is that, when conceptualised in the light
of the above, marabi can be construed as a transitional object insofar as it opens up a space of
“immeasurable consistency” (Stiegler, 2013: location 182-94) that serves to allay the
existential trauma experienced by black workers, moving from their familiar rural areas to the
unfamiliar urban milieu, thereby affording them with a sense of “existential meaningfulness”

(Olivier, 2016:4).

To return to our original theme, overall our investigations thus far leave us with little doubt as
to marabi’s wildly multitudinous constitution and the way in which it played out the
trajectories of what had gone before (the worker’s indigenous past) and that which was to
come (the new elements of their city dwelling) in the manner of a ‘transitional object’. We

will return to marabi’s role in mediating the old and new in ensuing chapters.

We have already intimated that marabi’s socio-economic and political context is necessary in
order for the philosophical analysis in what follows to make sense. Thus, having considered
marabi’s harrowing economic and socio-political context, as well as marabi itself in its
various multi-ethnic forms, let us move on to consider what (mutual) relevance it might have

for the thinking of Deleuze and Guattari in Chapter 2.
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CHAPTER 2: DELEUZE, GUATTARI AND MARABI

2.1 INTRODUCTION

This chapter endeavours to forge a rapprochement between the thought of Deleuze and
Guattari and marabi, the music inter alia of the slumyards and shebeens in pre-Apartheid
South Africa in Johannesburg and similar urban centres in the 1920s and 1930s in its context.
At first blush, these two could not be more dissimilar. On the one hand, there is the esoteric
philosophy of Deleuze and Guattari with its use of neologisms such as “desiring machines”
and “bodies without organs” (“BwOs”) and, on the other, marabi and the squalor and
oppression that brought it into being. Compare, for instance, Deleuze’s rarefied BwO with
marabi’s neologisms for noxious drinks such as isikilimikikwiki (“’kill me quick”). Regarding
this ‘aside’, in no ways do I hereby mean to devalue marabi or diminish the gravity of its

context; I merely mean to point out an example that is humorous in its dissimilarity.

Closer investigation, even at this nascent stage, however, yields surprising results. We have
already seen that, not only are aspects of Deleuze and Guattari’s thought pertinent to the very
important historical and socio-political context of marabi, as outlined in the previous chapter
— notably their concept of the “apparatus of capture” — but, as | will show, provide us with a
completely new way of rethinking marabi in all of its multiplicitous guises: as music, as
dance, as social occasion, and as a category of people, to mention but a few. In this regard,
Coplan’s (1985:107) following observation leaves us with little doubt that marabi is much
more than simply music. He notes that “the term marabi serves as much to a social situation
and cultural outlook as to a complex of musical features. Indeed, during the interwar years
marabi served as nothing less than both a setting and a symbolic expression of the birth of an
urban community among the African proletariat.” Todd Matshikiza sums it up succinctly
when he recalls that marabi was more than “the hot, highly rhythmic repetitious single-based
dance turns of the later 20’s ... marabi is also the name of an epoch.” It is precisely marabi’s
multitudinous constitution as shown above and its high co-efficiency for what Deleuze and
Guattari call “the deterritorialization of the refrain” that provides us with a potential locus of
engagement between marabi and Deleuze and Guattari, as shall be demonstrated. This point

of correlation will, however, be questioned in our consideration of the (Modern) musical
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examples scrutinised by Deleuze and Guattari in A Thousand Plateaus and their conception
of the goal of music as being the rendering “sonic of the insonic forces of the cosmos”
(Deleuze and Guattari, 1987:342-3). It is important to note, in the light of what is to follow,
that central to this “cosmic-becoming” is the ‘unhinging’ of time from that of measured
chronos time to that of aeon, the ‘floating’ indeterminate time of becomings and haecceity.
We will clarify what is meant by “becomings” and “haecceity” in due course. After this
consideration, we will address the impasse in which we find ourselves between marabi, on
the one hand, and the Western Modern context of Deleuze and Guattari’s thought and their
ideas regarding tonality and rhythm, on the other. We will see, in this regard, that marabi
deviates considerably from Deleuze and Guattari’s goal of music as “becoming cosmic”.
Consequently, we will go on to explore ways out of this seeming disconnect, with reference
to Jean-Godefroy Bidima’s (2004) consideration of what he calls “minor musics,” or more
precisely “marginalized musics,” which fall directly outside the direct ambit of Deleuze and
Guattari’s specific spheres of musical interest. Particularly pertinent to our discussion is the
way in which Bidima shows how certain minor musics — for instance, Zouk — exhibit
Deleuzian features such as a high co-efficiency of deterritorialisation. He also demonstrates
convincingly how Zouk can legitimately be called a “minor music,” in the same sense as
Deleuze and Guattari’s “minor languages.” Thereafter, using Bidima’s insights as a starting
point, we will consider the possibility of regarding marabi as “minor music” by way of its
correlation with Deleuze and Guattari’s broadened notion of “minor literature”, with
reference to Kafka. It will suffice to mention here that Deleuze and Guattari’s use of minor
cinema to include minor music, also points toward a correlation between “minor literature”
and music. Therefore, taking our cue from Bidima, who also argues that Deleuze would
encourage the experimental “transportation” of concepts, we will then consider marabi’s
capacity for the deterritorialisation of the refrain, as already intimated. This consideration will
also introduce matters of black urban identity, with specific reference to the tensile
coexistence of indigenous ‘old” and ‘new’ elements, such as Afrikaner and Afro-American

influences in marabi.

Through what was adumbrated above, | intend to garner sufficient evidence to suggest that
Deleuzoguattarian philosophy and marabi are not as incompatible as they first appeared to
be, doing so by locating further points of convergence between the two that might potentially
emerge, either directly, or ‘experimentally’. To this end, I will pay specific attention to the

salutary epistemological consequences of conceiving marabi as what Deleuze and Guattari
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term an “assemblage,” given the latter’s capacity to combat the logic of essences and the
logic of wholes. Thereupon, I will proceed to gauge the extent to which marabi can profitably
be situated at the crossroads between the ‘schizophrenising’ effects of capitalism on South
African black workers and the multitudinous constitution of marabi as “rhizoidally re-
configured.” Finally, I will conclude our consideration with a consideration of lines of flight,
becomings, nomadism, haecceity and aeon time with reference to Dikobo’s (1973) The

Marabi Dance.

In the final analysis, | intend to establish hereby that, not only is there an isomorphism
between the Deleuzoguattarian philosophy and marabi, but that the interplay between them
could potentially produce and deploy new modes of rationality that might enrich our

understanding of both.

2.2. MEDIATING OPPOSITES: DELEUZE, GUATTARI AND MARABI

Having contextualised marabi along the lines suggested by Callinicos (1987:7) and Coplan
(1985:90-112) in the preceding chapter with reference to its heterogeneous guises, let us
pause for a moment and chart the way ahead. In order to do this, we will consider Deleuze
and Guattari’s ideas about the goal of music, specifically Modern (classical) music, with
reference to aeon time, the time of cosmic music, becomings, and of haecceities (Bogue,
2003:16). In the light of this consideration, we will then re-evaluate the overarching goal of
this chapter, which is attempting to forge a rapprochement between aspects of

Deleuzoguattarian thought and marabi in its context.

The dilemma central to this endeavour is summed up by Jeremy Gilbert (2004) in his
consideration of parallels between Deleuze and Guattari’s conception of music and certain
types of jazz. After exploring two instances of avant-garde free jazz and their possible
connection with Deleuze and Guattari, he asks a question, which is highly pertinent to our

present purposes:

How can such different types of music-making be accommodated by the same
frame of reference when both are so radically different from any of the types of
music which Deleuze and Guattari themselves discussed? (2004:120)
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Indeed, at first glance, the chasm between avant-garde free jazz, marabi and Deleuze and
Guattari’s choice of musical oeuvre as primary theoretical locus seems impassable. A
plausible reason for this disparity is that, although Deleuze and Guattari wrote a great deal
about music, their writing is largely located within the framework of a specifically Western
classical musical tradition. Consider, for example, their division of classical music into the
Classical (Mozart, Haydn, and most of Beethoven — which they oddly conflate with the
Baroque) and Modern ‘phases’, and their focus on western classical composers. Their

conception of the goal of music is also problematic vis-a-vis marabi, as shall be seen.

Within this paradigm of Western classical music, Deleuze and Guattari identify the goal of all
composers, in general, and of modern composers, in particular, as that of capturing virtual
forces, that is, “the forces of an immaterial, nonformal and energetic Cosmos” (Deleuze and

Guattari, 1987:342-3) so as to give them sonic embodiment.

The composer Olivier Messiaen’s significance is twofold in this regard and is the focus of
Deleuze and Guattari’s attention. Bogue (2004:99) observes that in one sense, “his music is
connected to the actual world, in that he generates thematic material through a

299

deterritorialization of actual birdsong refrains in a process of ‘becoming other’”. But in
another sense, he fulfils the goal of all composers, notably modern composers, as indicated
by Deleuze and Guattari, namely (as quoted in Bogue, 2004:99) “they partake of a different
realm — the virtual-rendering sonorous the non-sonorous forces immanent within the real.”

13

Accordingly, Messiaen’s “...compositions may be seen as sonic bodies without organs,
palpable plains of consistency that render perceptible what usually escapes perception — the
speeds, affects and floating time of the virtual.” This “time of the virtual” is the time of aeon,
which differs fundamentally from the time of chronos — chronological time as measured with
the aid of devices such as clocks — in that its temporality is based on the infinitive (Bogue,
2004:98): ““to swim,” ‘to sleep,” a becoming that is unfixed and non-pulsed, unfolding in no
specifiable direction and in relation to no clear coordinates.” More precisely, and firstly, the
time of chronos intrinsically imposes a‘hegemony’ of the present over the past and future
where, as Deleuze maintains in The Logic of Sense (Deleuze, 1990:162-163), “only the
present exists in time. Past, present, and future are not three dimensions of time; only the
present fills time, whereas past and future are two dimensions relative to the present in time.
In other words, whatever is future or past in relation to a certain present (a certain extension

or duration) belongs to a vaster present which has a greater extension or duration. There is
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always a vaster present which absorbs the past and the future. Thus the relativity of past and
future with respect to the present entails a relativity of presents themselves, in relation to each
other.” In contradistinction, time conceived as aeon, according to Manuel Delanda’s
formulation in Intensive Science and Virtual Philosophy (2004: 126-127), unlike “actual
time, which is made exclusively out of presents (what is past and future relative to one time
scale is still the living present of a cycle of greater duration),” entails “a temporality which
always sidesteps the present,” and which “must be conceived as an ordinal continuum
unfolding into past and future, a time where nothing ever occurs but where everything is
endlessly becoming in both directions, always ‘already happened’ (in the past direction) and
always ‘about to happen’ (in the future direction).” As Deleuze himself delineates it (Deleuze
1990: 164), in the time of aeon, “only the past and the future inhere or subsist in time. Instead
of a present which absorbs the past and future, a future and past divide the present at every
instant and subdivide it ad infinitum into past and future, in both directions at once. Or rather,
it is the instant without thickness and without extension, which subdivides each present into
past and future, rather than vast and thick presents which comprehend both future and past in
relation to one another.” As Miguel de Beistegui’s maintains in a beautiful formulation in
Truth and Genesis (Beistegui, 2004:327), in relation to the quotidian temporality of chronos,
which is the “time of the world, the time of clocks, measurable and recognizable, the time of
individuated phenomena,” the time of aeon pertains to a much more “subterranean, or
perhaps a truly earthly, reality,” a reality “beneath the extended time of the present,” “the
time of earth, the time of the shadow or the oscuro from which the chiaro of the phenomenon
comes forward.” Holland (2013:111) notes that in this time — the plane of consistency (in the
virtual) is “populated immanently by ‘haecceities’. Haecceities constitute the absolute
degree-zero of related difference: this and that and this and....; this with that with this
with...Each haecceity designates a pure ‘this-here-now’.” Hainge (2004:36) argues that
(music) within Deleuze’s philosophical project music is a haecceity, which is to say that, like
“a season, a winter, a summer, an hour, a date”, it is becoming, a certain kind of affect at
differing levels of intensity, it is a “this-ness”, not a thing or substance’; as Deleuze and

Guattari put it:

There is a mode of individuation very different from that of a person, subject,
thing, or substance. We reserve the name haecceity for it. A season, a winter, a
summer, an hour, a date [each has] a perfect individuality lacking nothing,
even though the individuality is different from that of a thing or subject...In
Charlotte Bronte, everything is in terms of wind, things, people, faces, loves,
words. Lorna’s ‘five in the evening’, when love falls and fascism rises. That
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awful five in the evening! We say ‘What a story!” ‘What heat!” ‘What a life!’
to designate a very singular individuation. The hours of the day in Lawrence,
in Faulkner. (Deleuze and Guattari, 1987:261)

Messiaen’s experiments with rhythm are truly extraordinary and typify Deleuze and
Guattari’s goal of music insofar as he uses rhythm to render audible the nonsonorous force of
virtual (aeon) time, the time of haecceities. For Almut Roler (1986:40, quoted in Bogue,
2003:44), “this time can be ‘the endlessly long time of the stars, the very long time of the
mountains, the middling one of the human being, the short one of insects, the very short one

of atoms.”

Deleuze and Guattari’s conception of modern music “as molecularized sonic matter capable
of harnessing cosmic forces,” as Bogue (2003:44) puts it, is also exemplified by the music of
Edgard Varése. In this regard, Varése’s 11 compositions from his Amériques (1921) to Poém
electronique (1958) play an important role in the history of twentieth century avant-garde
music. Deleuze and Guattari incorporate much of Varéses’ vocabulary in their discussion of

Modern music. As Bogue (2003:47) avers,

Throughout his career Varese sought to dissolve the structures of tonal music
and fashion a sonic material capable of capturing vital intensities, frequencies,
and rhythms. He created sound prisms that refract nonsonic forces, sound
crystals whose inner molecular structures generate multiple external forms, ion
machines whose micro-perturbations give rise to sonic transmutations of
matter. Advances in technology merely provided him with better tools for
creating a music that ‘molecularizes’ sonic matter, but becomes thus capable
of harnessing nonsonorous forces such as Duration, Intensity. (Deleuze and
Guattari 1987: 423, 343, quoted in Bogue, 2003:47)

In the light of the above, it would be hard to find music in the western classical tradition with
goals for authentic musical expression more dissimilar to marabi than that of Messiaen and
Varése, especially as regards their treatment of rhythm and how it relates to the unearthing of

aeon time in rendering sonic the forces of the Cosmos.

For one, marabi is both African and popular music (although, as we will see in Chapter 3, it
is difficult to ‘pigeonhole’ it to any single genre), which places it squarely outside of the
ambit of Deleuze and Guattari’s consideration of music, especially considering the examples

treated in A Thousand Plateaus. Another point of dissimilarity is that of rhythm and tonality.
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Marabi, in its guise as music, is implacably pulsed. Chronos time is entrenched in marabi by
way of an accompaniment provided by a player shaking a tin of small stones. We have
already seen in Chapter 1 (cf. Sililo, 1986, quoted in Ballantine 1993:27) that the rhythms
which characterise marabi hearken to the widespread drum patterns of traditional Nguni
music. This pattern is both simple and repetitive and at the furthest remove from what Bogue
(2003:34) describes in modern music, with specific reference to the music of Boulez as “a
free-floating time, a sort of indefinite rubato, unmarked by any organizing pulse...a free-
floating time Deleuze and Guattari call Aion”. Moreover, notwithstanding indigenous
melodic inflections, marabi can be characterised as predominantly tonal and by no means

analogous with Deleuze and Guattari’s predilection for generalised chromaticism.

Fortuitously, however, an observation by Derrida (1979:81) provides us with a way out of
this seeming impasse and puts what has gone before into a somewhat different perspective:
“This is my starting point: no meaning can be determined out of context, but no context
permits saturation.” Text and context, as seen in Derridean terms, are infinitely open-ended
and accommodate a multitude of variables.”® This does not mean, however, that the spectre of
relativism raises its ugly head here; what it does mean, is that — while the context within
which something first occurs will always co-determine the meanings that this phenomenon
will accrue in subsequent contexts — the ‘first' context is not 'saturated’, that is, cannot, and
does not, prevent additional meanings to be added in complex ways to the phenomenon in
question in subsequent contexts where it is encountered. (The concept, 'gay’, is an obvious
example.) Moreover, with Derrida’s quote in mind, it can be said that music does not occur in
a socio-political vacuum, as we have seen in our consideration of the circumstances
surrounding black urbanisation and the advent of marabi culture. The same can be said of the
Western Modern music and composers discussed by Deleuze and Guattari, which were
informed by a completely different set of social and political imperatives than was marabi.

Hence, in light of marabi’s restrictive and exploitative socio-economic context, it would be
unjust to compare marabi to compositions such as Messiaen’s Mode of Durations and
Intensities*, which serialises every aspect of music, or Varése and Stockhausen’s

experimentation with electronic music. Very importantly, 1 do not hereby suggest that marabi

2 This is also consonant with Deleuze and Guattari’s conception of rhizoidal thinking, in which reality is seen
as being infinitely (inter-)connectable and open to new configurations.
** For a consideration of Messiaen’s Mode of Duration and Intensities, cf. Reginald Smith Brindle (1987:23-26).
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is in any sense less complex or inferior to the music that Deleuze and Guattari specifically
engages with, especially in the light of the complexities of the traditional African musical
tradition from which marabi draws and the dense construction of its form. The question of
context does, however, to my mind remain a valid concern in accounting for certain

differences between marabi and Western Modern classical music.

Given that the goals and respective socio-political contexts of marabi, on the one hand, and
those of Western Modern music as seen by Deleuze and Guattari, on the other, are
incommensurable, the question that presents itself is: are there not possibly other approaches
to marabi that do not necessarily fall within the ambit of Deleuze and Guattari’s discussion of
specific kinds of music, but which are still germane to the ethos of the conceptual framework

that serves as a context to their thought?

Bidima (2004) is convinced that an attempt to transfer Deleuze’s thought to other types of
music, in particular popular minority music, would not only be a viable alternative, but one
that would be wholly endorsed by Deleuze, given his insistence on the experimental nature of
thought:

In attempting to transport Deleuze, carrying his views outside of his centre —
the Western Capitalist universe of references — and wanting it to attend to the
foreign language of popular culture (whether it be African, Chinese or Greek),
we were only following Deleuze himself who wanted thought always to be
“experimental.” (2004:194)

He goes about “transporting” Deleuze by arguing convincingly, with assistance from Olivier
Revault d’Allonnes, that, notwithstanding Deleuze’s neglect of minorities and minority

music, certain kinds of peripheral music, such as Zouk,” Soukous®® and Greek Rebetiko”,

% Jon Pareles in The New York Times (1988:23) describes Zouk as a highly infectious, melody-packed form of
party music, roughly equivalent to the American ‘juke’ which was pioneered by an Antillean group called
‘Kassav’. Its leader, Pierre-Edouard Decimus and brother, George, from Guadeloupe joined forces with Jacob F.
Desvarieux, a fellow Guadeloupian and upcoming arranger in Paris studio and began to create a highly
idiosyncratic musical mix. Their records, according to Pareles, used the midtempo gwa ka beat, a Guadeloupian
version of West African ritual drumming and chanting and the rhythm of the St. Jean from Guadaloupe’s
carnival music. Furthermore, “Kassav [the Zouk founding band] also soaked up music from Trinidadian soca,
West African highlife and soukous, Cuban and Puerto Rican salsa, Haitian cadence... and North American funk
and disco...” to form the inimitable Zouk style.

2 According to Robert White (2004:548) “Soukouss [his spelling] refers to a particular type of Congolese
popular music which was developed by Congolese musicians living in the 1980’s and is virtually unknown in
the Congo itself.” “The term soukouss,” White further notes, “was originally a dance form from the late 1960°’s
originating from the French word secouer “‘to shake.’” ”This style is also called ‘Congo music, Zairean music,
Zairian rumba, and most recently soukouss.’”
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exhibit salient features of Deleuzian thought, such as notions of “assemblages,” “flows,”

“intensities” and “deterritorialization” (2004:193).

In the light of this, a plausible way of finding a rapprochement between aspects of Deleuze
and Guattari and marabi may well be by establishing the extent to which marabi — in a
similar manner to Zouk, Soukous and the Greek Rebetiko — exemplifies key aspects of their
thought, that is, to inscribe it in a wider, but still relevant, context. Another possible solution
to this problem is suggested by studies by Bidima (2004) and Olivier (2017) who successfully
demonstrate that Deleuze and Guattari’s notion of a “minor language” can be “transported” to
address analogous concerns — in the case of Bidima, that of a minor music and, for Olivier,
that of forging a “minor discourse” that could potentially deterritorialise the dominant

neoliberal capitalist discourse.

Given the efficacy of the above studies, our goal shall now be to “transport Deleuze” in a
similar way, and to do so by relating his insights on minor languages, and their salient

features, to marabi in order to establish whether it can be regarded as a “minor music.”

2.3 MARABI AND MINOR MUSIC

2.3.1 Characteristics of a Minor Language: Bidima and Olivier

I will commence with Bidima’s thoughts on Deleuze’s neglect of the music of minorities,
notwithstanding instances of minor music that were prevalent during the time of his writing,
such as Zouk and Soukous. The terrain will then shift to Deleuze and Guattari’s (1986:18)
characterisation of what is meant by a “minor language,” with reference to the concept of
“deterritorialisation,” as explicated by Olivier (2017:3). I will then return to Bidima’s
application of these characteristics to Zouk, a minor music, and use this demonstration as a
guideline to gauge the extent to which marabi fulfils Deleuze and Guattari’s characteristics of

a “minor language,” and whether it can legitimately be designated as a “minor music.”

% Cf. Bidima (2004:182-183) for a consideration of Rebetiko, with specific reference to the way in which
Revault d’ Allonnes addresses the question of how a “collective subjectivity” (d’Allonnes, 1973:143) produces a
musical work and its relation to society. The parallels between Rebetiko and marabi are particularly
noteworthy, specifically its vilification by the “good-thinking” stratas of society and its “primitive style;
rigorous rhythm...simple orchestration on two instruments ...”(d’Allonnes, 1973:146, as quoted in Bidima,
2004:183)
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Bidima (2004:188) finds Deleuze’s omission of the music of minorities and minority music
perplexing in the light of his view that interdisciplinarity is an initiative to be encouraged. By
way of example, he cites the works of Roland Barthes, Natalie Sarraute*® and finally William
Labov?®, specifically the latter’s “relationship with the languages of ghettos and specific
districts” (Deleuze, 1995:28). Here, it is difficult to reconcile Deleuze’s recognition of minor
languages, on the one hand, and neglect of minor musics, on the other. As Bidima (2004:189)
puts it: “If Deleuze recognizes, on a linguistic level, the importance of these ghetto

languages, why did he not address the music of minorities and minority music?”

Deleuze’s “neglect” of marabi, specifically, is highly understandable, given what Ballantine
describes as the collective “amnesia which bedevils an understanding of black South African
jazz” (1993:3) as propagated at an individual level: “outside of a small circle of specialists,*
virtually nothing is known — or, at least remembered — about the history of this remarkable
music” (pp.1-2); and institutionally: “the scandalously irresponsible attitude towards its
preservation displayed by institutions that ought to have known better,” notably the record
companies and the South African Broadcasting Corporation or SABC (pp.2-3). It must also
be recalled that Deleuze and Guattari were writing before the frantic postcolonial
‘unscramble’ took place and an interest in local musics emerged.* In contrast, Bidima gives
instances of minor music that were emerging in France, such as Zouk, which coincided with
the time at which Deleuze was writing about the musical ritornello, and the African musical
form Soukous, which had also made its breakthrough in France at that time. Bidima (2004:

% Nathalie Sarraute, a the Russian-Jewish writer, is perhaps best known for her Portrait d’un Inconnu, 1956
(Portrait of a Man Alone) which elicited high praise from none other than Jean-Paul Sartre, who referred to it as
an “anti-novel”. Significantly, he does not mean this in a derogatory way; rather he avers that “One of the most
singular aspects of our literary epoch is the occasional appearance of exciting and negative works that could be
called anti-novels.” He cites writers such as Sarraute, Nabokov, Evelyn Waugh and, in a certain sense, the
Counterfeiters as being examples of such categories. (Sartre and Bromberg, 1995:40)

% William Labov (b.1927-) had an immense impact on the way in which language is studied by way of
sociolinguistics, which, as the words suggests, emphasises the study of language in its social context. Jack
Chambers (2017:3) notes, in this regard, that Labov’s research paradigm “introduced the variable as a structural
element, a radical departure from the invariant, qualitative phonemes and morphemes of the linguistic
mainstream at the time. The variable is variant, continuous and quantitative” and situates language in its social
context as “an object possessing orderly heterogeneity”, as Uriel Weinreich, Labov and Martin Herzog phrase it
(1968:100). According to Chambers (2017:3) he achieved this in three ways: (1) “He introduced social attributes
such as age, sex, social class, and ethnicity as independent variables against which dependent linguistic
variables could be correlated”; (2) “He studied the speech of people interacting in natural social settings so that
contextual styles ranging from casual to formal conditions became a locus of variation” and (3) “he drew
inferences about language change based on synchronous differences in variant usage between age groups.”

% We have already noted that Ballantine qualifies this statement by saying that recent scholarship “has begun
“slowly and on the margins” to reconstruct the history of urban black performance culture”. He goes on to cite
notable efforts in this regard (cf.1993:1).

%] am indebted to Olivier for this observation.
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189) asks pertinent questions in this regard, namely: as to “why Deleuze did not pay attention
to the emergence of this music in the French cultural space in which he was an informed
observer and secondly, how could Deleuze have passed by this music that was not of
European culture, but existed in European space?” Moreover: “To speak of dodecaphony, of
atonality and of the constituent discontinuities of a music that traces lines of flight like that of

Boulez, is to repeat the same: Western-Capitalist-Judeo-Christian Civilization!”

The true reasons why Deleuze did not focus on minority music will remain largely opaque, if
not impossible to trace. But this is marginal to the study that | am carrying forth here. The
pivotal point is, rather than upbraiding Deleuze for this omission, I believe a more productive
approach to pursue would be to return to Bidima’s insights into “transporting” Deleuze
outside of his Western capitalist territory and moving swiftly onward towards Bidima’s

emphasis on the importance of experimenting with thought.

Bidima continues this ‘thought experiment’, notwithstanding his exasperation with Deleuze’s
neglect of minor music, by noting that “these forms of music [Zouk and Soukous, N.D.] offer
an example of ‘minor music’ in the sense that Deleuze uses the term in literature,” proceeding
thereupon to demonstrate (2004:189) how Zouk fulfils the three characteristics of “minor
literature,” as Deleuze and Guattari conceive of it and define it (cf. Deleuze and Guattari,

1986:16-18). We will return to this soon.

This is also the case for Olivier (2017). He considers the possibility of “transporting Deleuze”
using literature as a point of departure, as already intimated. He specifically inquires whether
Deleuze and Guattari’s meaning and criteria for a “minor literature” in their work on Franz
Kafka can be transposed to the broader field of language — and language as discourse — in
such a way that it contributes towards an understanding of the possibility of a “minor
discourse,” that is, “a particular way of using discourse” (2017:1) that could deterritorialise
the dominant discourses of the present. In particular, the work of Naomi Klein exemplifies a
“minor discourse” with a high co-efficiency for deterritorialising the discourse of neoliberal
capitalism. Although it falls outside of the direct ambit of our immediate consideration, it is
significant to note that Deleuze and Guattari also apply the expanded notion of minor

literature to minor cinema (which also includes minor music).
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Let us therefore, proceed along these paths suggested by Bidima and Olivier by considering

the features of a “minor literature” as identified by Kafka, Deleuze and Guattari.

2.3.2 Characteristics of a Minor Language: Kafka, Deleuze and Guattari

In Kafka: Towards a Minor Literature (1986:18) Deleuze and Guattari identify the three
pivotal characteristics of what they term “minor literature.” These are “the deterritorialization
of language, the connection of the individual to a political immediacy, and the collective

assemblage of enunciation.”

Bidima (2004:189) demonstrates how Zouk exemplifies these characteristics: “First it
deterritorializes the French language through the revision of vocabulary and of syntax, next ts
existence is linked to the claiming of Caribbean identity within French society, and finally the

lyrics of Zouk reflect the construction of a Caribbean subjectivity on a collective level.”

2.3.3 Marabi as Minor Music

Our question is, of course: can these three characteristics be ascribed to marabi? That is, is

marabi an instance of a “minor music”?

The first characteristic concerns a minor literature’s deployment of language’s “high co-
efficient of deterritorialisation.” In answering this, we will first, of course, have to be clear on

what precisely is meant by “deterritorialisation.”

Olivier gives the following lucid insights into the notion of “deterritorialisation” and its

tensile relationship to reterritorialisation, together with its implications for schizoanalysis:

For Deleuze and Guattari (1983:382) “deterritorialization” entails something
like dismantling the comparative stasis and stability that characterize
identifications of all kinds, in the process setting free what they call “desiring
production.” It stands in a tensional relationship of mutual implication with
“reterritorialization,” which is thought of as “arresting” or discontinuing the
productive process, but both of which presuppose a “territory” to begin with. It
is therefore consonant with what they understand by “schizoanalysis,” which
“deterritorializes” psychic identifications, freeing “desiring-production” in the
process. (2017:3)

Adrian Parr, as quoted in Olivier (2017:3), expresses it as follows:
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Perhaps deterritorialisation can best be understood as a movement producing
change. In so far as it operates as a line of flight, deterritorialisation indicates
the creative potential of an assemblage. So, to deterritorialise is to free up the
fixed relations that contain a body all the while exposing it to new
organisations. (2010:69)

We will return to concepts like “line of flight” and “assemblage™ later.

Concerning Bidima’s demonstration of Zouk’s high capacity to deterritorialise the French
language through its revision of vocabulary and syntax, this deterritorialisation would be the
effect of Zouk freeing’ French from its existing signifying relations and, in so doing, opening
it up to new semiotic and grammatical configurations. The question, of course, is: To what

extent can this insight be extended to marabi?

A clue to this perhaps lies in Coplan’s (1985:107) observation that marabi compositions had
titles but often no recognizable words, meaning that participants were free to make up lyrics
to suit the melody as they wished, thereby spreading the melodies across ethnic lines.
Moreover, as with Tebetjane Ufana Ne’mfene, some of these became well known. Other
marabi songs, with recognizable words, achieved general distribution because of their
commentary on urban experience or their expression of political protest. Given this, could it
not be said that marabi deterritorialises language by having songs with titles, but lyrics with
no recognisable words? Otherwise put, it would seem that marabi deterritorialises (in the
sense of ‘freeing up’) normal stable signifying processes as they relate to song writing,
replacing them with free linguistic improvisations that are, in turn, further deterritorialised by

their distribution across ethnic lines.

Seen in this way, it can be said that marabi fulfils Deleuze and Guattari’s first characteristic
of a minor language, namely that it harbours a high co-efficiency for deterritorialisation. Let
us now move on to the second characteristic of a minor literature, namely, (Deleuze and
Guattari 1986:18) “the connection of the individual to a political immediacy”. At first blush,
it would seem that marabi fails to meet this criterion, given that marabi was the music of
disenfranchised, oppressed black workers from the slumyards. That they were entirely bereft
of any political standing whatsoever, either individually or collectively, would appear to
indicate that marabi was not instrumental in opening up the individual black worker to the
political. However, the picture changes completely when one considers that, for Franz Kafka,
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‘the political’ (as opposed to 'politics' in the ordinary sense) is by no means synonymous with
an individual’s or a collective’s access to positions or forums of governance in the prosaic

sense of the term.

At this point, a digression is in order to better scrutinise Kafka’s conception of ‘the political’
and establish how it relates to marabi. Importantly, it is hard to pin Kafka down to any
specific political position, although mention is sometimes made of his interest in democratic
socialism. Rather, what makes Kafka’s writing political is his intense engagement with
political themes. In one sense, for Kafka, ‘the political’ is the alienated individual’s or
community’s — in his case, the Jews in Prague — struggle against the inexorable, repressive,
even surreal machinations of authoritarian systems of control — in whatever guise, be it
paternalistic or bureaucratic — and such an individual’s or community’s capacity for resistive
change. To enter this fray is to be political. Hence, for Kafka, the simple gesture of
straightening a bowed head, accompanied by formless music like that of church bells (a
frequent leitmotif in his novels) becomes one of inestimable political import in the sense that
it serves as a paradigmatic metaphor for the victory, albeit small, of the individual bowed
down by the weight of authoritarianism, yet engaged in resistive action. This ‘straightening
up’ also implies the release of desire, expressed in sound, which was previously closed off by
the strictures of control and domination. It is important to note that, for Kafka, justice is
ultimately synonymous with desire, which animates the social field in an immanent fashion.
The same can be said of Kafka’s conception of the political. In The Trial, Kafka follows his
desire, moving from room to room, along corridors, through contingent dalliances with
women, each of which is a functionary of justice. Since Kafka shows desire as immanently
saturating the entire social field, all the micro-events in the hallways, backrooms and
corridors are intrinsically political. Hence, we can infer from Kafka’s actions that the political
is to be found within these micro-events, rather than emanating from a transcendent instance
(remember that the tribunal before which he stands toward the beginning of the novel

immediately ends in a shambles).

Marabi, as a meta-musical practice, especially in its guise of the famo dance, exemplifies
something similar to the contingent dalliances that Kafka has with the women, little girls, and
to his homosexuality with the artist Titorello. A correlation can, thus, be drawn between the
manner in which Kafka draws together the field of social and political immanence of desire

and justice through a series of contingent libidinal encounters, and marabi, as a convivial and
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social practice entailing the spontaneous coming together of disparate social elements within
the shebeens dotting the warrens of the slumyards, themselves likewise forming milieus
marked by lascivious encounters. In this sense, the individual is already in the domain of the
political. This leaves us with little doubt, that marabi fulfils the second characteristic of a
minor literature, namely “the connection of the individual to a political immediacy” (Deleuze

and Guattari, 1986:18).

Having established that marabi meets the first and second criteria of a minor literature, let us
move on to the third, being the extent to which marabi constitutes a “collective assemblage of
enunciation” (Deleuze and Guattari, 1986:18). Deleuze and Guattari (1986:83) ask how it is
possible that a statement is “always collective even when it seems to be emitted by a solitary
singularity like that of the artist?” The point is that (1986:83-84): “when a statement is
produced by a bachelor or an artistic singularity, it occurs necessarily as a function of a
national, political, and social community.” Similarly, marabi is always an assemblage of
collective enunciation, even when emitted by a single composer such as Tebetjane. The
concept of the “assemblage,” in particular the “marabi assemblage,” is dealt with in greater
detail in the course of this chapter, so aspects of this present consideration need to be taken at
face value. The “marabi assemblage” comprises a horizontal axis with two segments, which
are both of collective import. The first, the segment of content, consists of all of the refrains
constituting marabi’s content — indigenous, ‘new’ and what can be called the marabi refrain,
an assimilation and reconfiguration of both. This is also the level where the assemblage as
‘interacting bodies’ is encountered. The second segment is a collective assemblage of
enunciation, which, in this case, can be seen as a collective sonic enunciation, or symbolic
expression of the emergence of a collective working class urban African identity in the early
1920’s. From this we can infer that the marabi assemblage clearly fulfils Deleuze and
Guattari’s (1986:18) third characteristic of a “minor literature” in the way in which it serves
as “collective assemblage of enunciation.” Marabi’s status as a ‘minor music’ thus leaves us
with little doubt as to the correlation between marabi and the thought of Deleuze and
Guattari. | hope to pursue this correlation further by demonstrating in what follows that

marabi is a ‘minor music’ which deterritorialises the refrain.

Thus, in the requisite experimental vein, | will take up, in particular, marabi’s high co-
efficiency for deterritorialisation, especially of the refrain and its possible relation to the

Deleuzian ‘concepts’ of the assemblage and rhizoid or rhizome. Intertwined in this
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consideration will be the themes of indigenous and urban black identity and the way they

coalesce in marabi.

2.4 MARABI AND THE DETTERITORIALISATION OF THE REFRAIN
2.4.1. The Constitution of the Refrain

Deleuze and Guattari (1987:300) describe music as “the active, creative operation, which
consists of deterritorializing the refrain [la ritournelle].” An understanding of this definition
and its relevance for marabi will depend on a clarification of the constituent parts that
comprise the refrain. After a consideration of marabi’s deterritorialisation of the refrain, our
attention will shift to the “assemblage” and the extent to which marabi can be construed as a

“musical assemblage.”

We will thus begin to unpack the ‘concepts’ comprising the refrain. A cautionary word,
however, would not be out of place. lan Buchanan does not inculcate much confidence in the

Deleuzian neophyte at the very outset when he says that:

Deleuze and Guattari’s terminology is so abstruse and difficult to engage with
and the presentation of its arguments so long and convoluted it tends to get
lost in the exfoliation of the concepts themselves. Moreover, these concepts
are presented in a manner that is often wholly contrary to the way in which
they are used in the workaday academic as well the popular ambit. (2004:1)

The same could be said of Derrida. What initially seems baffling is, in fact, a highly rational,
painstaking, Trojan-horse-type unravelling of the violent binary hierarchy created by our
explicit (and implicit) belief in Logos as a guarantor of presence, or Being-as-Presence, from

within the economy of western thought and language (Olivier, 1993:314).

Bogue (2003:16) notes that “in virtually every regard, Deleuze and Guattari’s treatment of
music is the antithesis of the traditional, Platonic approach to the subject.” In their view,
according to Bogue, “the cosmos with which music is intertwined is not a circumscribed

totality but an open whole whose dimensions can never be given as such” (2003:16).

Before we consider music in Deleuzian terms, let us begin with strata. Deleuze and Guattari

point out that assemblages are different from strata. Strata can be seen as:

phenomena of thickening on the Body of the earth, simultaneously molecular
and molar: accumulations, coagulations, sedimentations, folding. They are
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Belts, Pincers, or Articulations. Summarily and traditionally, we distinguish
three major strata: physicochemical, organic, and anthropomorphic (or
“alloplastic”’). Forms and substances, codes and milieus are not really distinct.
They are the abstract components of every articulation...Articulation which is
constitutive of a stratum, is always a double articulation (double pincer). What
is articulated is a content and an expression. (1987:502, original emphasis)

We will soon return to the formation of codes and milieus. It is significant to note that the
two attributes of articulations, namely content and expression, are crucial aspects of Deleuze
and Guattari’s conception of music, and we will also return to this in our consideration of

marabi as a possible “musical assemblage.”

Buchanan (2004:11) notes that “assemblages are produced in the strata, but operate in ‘zones
where milieus become decoded®: they begin by extracting a territory from the milieus’”
(quoted from Deleuze and Guattari, 1987:502). The implication here, according to Deleuze

and Guattari, is that each assemblage is basically territorial.

Thus, the elements from which territories are formed are milieus and rhythms, which
themselves are created out of chaos. We will presently consider the importance of rhythm in
the creation of a territory. Bogue (2003:17) qualifies, though, that chaos, as Deleuze insists, is
not an undifferentiated, dark ‘blur’, but a medium in which order spontaneously occurs.
Deleuze and Guattari describe (1987:313) a milieu as a “coded block of space-time, a code
being defined by ‘periodic repetition.”” Every milieu is in contact with other milieus,
however, and “each code is in a state of perpetual transcoding or transduction”. When a
territory is established, “a milieu component becomes at once quality and property, quale ad
proprium” (Deleuze and Guattari, 1987:315). The most important feature of the formation of
a territory is the expressive role of rhythm. Rhythm, in the Deleuzian sense, is not to be

conflated with metre or measure. As Bogue puts it (2003:18), quoting Deleuze and Guattari:

Measure implies the repetition of the Same, a pre-existing, self-identical pattern that is
reproduced over and over again, whereas rhythm “is the Unequal or
Incommensurable, always in a process of transcoding,” operating “not in a
homogenous space-time, but with heterogeneous blocks.” (Deleuze and Guattari,

1987:313)

Rhythm, in brief, is difference, or relation — the in-between — whereby milieus communicate

with each other, within themselves (as collections of sub-milieus), and with chaos.

%2 Buchanan (2004:11) clarifies that “decoded” is not synonymous with “deciphered;” rather it literally means
the code has been detached from the milieu and made available for alternative use.
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Bogue (2003:19) reiterates Deleuze and Guattari’s statement that a milieu is, however, not a
territory, for a territory “is in fact an act that affects milieus and rhythms and territorializes
them” (Deleuze and Guattari, 1987:314). For Bogue (2003:19) such an action is “essentially
artistic and appropriate, one whereby milieu components emerge as qualities and rhythms [in

their Deleuzian sense] become expressive.”

Territorialisation, thus, is “the act of rhythm that has become expressive, or of milieu
components that have become qualitative” (Deleuze and Guattari, 1987:315). Bogue notes
that autonomy is evident in the shifting relations that link various qualities together within a

specific territory. As he puts it:

Quialities and relations occur not in isolation from one another, but in
complexes that “express” the relation of the territory to the internal milieu of
impulses and external milieu of circumstances. Internal relations constitute
territorial motifs and external relations form territorial counterpoints (Deleuze
and Guattari, 1987:317), and both are characterized by the nonpulsed,
autonomous rhythms that organize patterns of inner drives on the one hand,
and outer connections with environmental variables on the other. (2003:20)

Territorialisation also introduces two important effects, namely a “reorganizing of functions”
and a “regrouping of forces” (Deleuze and Guattari: 1987:320). The result is the creation of
new functions such as nest building in the case of birds, or a reduction in aggression in some
species. These change the organism’s nature in the process of becoming intra-specific.
Deleuze and Guattari (1987:22) note that, besides reorganizing functions, “The territory
regroups all the forces of the different milieus in a single sheaf constituted by the forces of
the earth.” “Every territory,” explains Bogue (2003:22,23), “has a centre of intensity where
its forces come together, a centre that is at once within the territory and outside it...Every
territory combines forces in an intense centre which itself is an opening whereby the territory

issues forth onto the cosmos at large.” Bogue sums up what has gone before by noting that:

Territorialization, then, is a complex process of decoding and recoding
(deterritorialization and reterritorialization), which transforms milieus and
rhythms by creating expressive qualities and autonomous rhythms (both
territorial motifs and territorial counterpoints) that induce a reorganization of
functions and a regrouping of functions.

Deleuze and Guattari also emphasize that a territory is made of decoded fragments of all

kinds, which are borrowed from the milieus but then assume the value of “properties”:
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as we have seen even rhythms take on a new meaning. In this case, they can be

designated as “refrains”. The territory makes the assemblage. The territory is

more than the organism and the milieu, and the relation between the two; that

is why the assemblage goes beyond mere “behaviour” (hence the importance

of territorial animals and milieu animals). (Deleuze and Guattari, 1987:504)
According to Mark Bonta and John Protevi (2004:133), the term “refrain” (ritournelle) is
central to Deleuze and Guattari’s discussion of territory, milieu, and landscape and the way
they are interwoven with bird song, and other musical expressions. A refrain is a “block of
sound” (Deleuze and Guattari, 1987:299) that Bonta and Protevi (2004:133) see as playing
the role of an organising principle for a territory: “that which in the territory establishes a link

or bond between a body or an assemblage and the Cosmos, earth, and/or milieus.” They

observe, furthermore, that:

it is created from rhythm (horizontal axis) and melody (vertical axis), drawn
from chaotic and cosmic forces (as we have seen) and essential to the
establishment of a home or abode. “Any body, possessing a refrain, can use
this refrain as protection as that body wanders out on lines of drift” (Deleuze
and Guattari, 1987:312): the refrain becomes the sonorous shell of the body,
and accompanies it through whatever relative de-and reterritorialization it
undertakes. (2004:133)

We will presently see how the indigenous refrain, as a “block of sound,” serves as a portable
territory, a “sonorous shell” that establishes a “home” or “abode” as it is deterritorialised
from rural areas to urban areas, together with its relevance to the question of indigenous
black identity.

2.4.2 The Refrain and the Question of Indigenous Identity

Music is the deterritorialization of the refrain, and in this sense the refrain is “the block of content
proper to music.”
—Deleuze and Guattari (1987: 299)

Having considered the constitution of the refrain, in what follows, the focus will shift to
music, in particular the role of the refrain in indigenous African music and questions

pertaining to rural identity.

A good starting point is Deleuze and Guattari’s insight into the nature of music. Buchanan
(2004:15) notes that, at the most fundamental level, Deleuze and Guattari define music “as a

problem of content and expression:”
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What does music deal with, what is the content indissociable from sound
expression? It is hard to say, but it is something: a child dies, a child plays, a
woman is born, a woman dies, a bird arrives, a bird flies off. We wish to say
that these are not accidental themes in music (even if it is possible to multiply
examples), much less imitative exercises, they are something essential.
(Deleuze and Guattari, 1987:299)

Why is music so often concerned with death — death of a child, death of a mother, and so on?
This is so, Deleuze and Guattari reason (1987:299), because of “the ‘danger’ inherent in any
line that escapes, in any line of flight or creative deterritorialization: the danger of veering
towards destruction, towards abolition.” Buchanan (2004:15) avers that Death, as a
confrontation with the moment at which the line of flight intersects with the line of abolition,

is “a necessary dimension of music, or the sound assemblage.” To be sure, as he reminds us:

Music doesn’t awaken a death instinct, that isn’t why it gives us a taste for
death; it confronts death, stares it in the face. That is why the refrain is the
content proper to music: the refrain is our means of erecting hastily if needs be
a portable territory that can secure us in troubled situations. (2004:15-16)

Buchanan gives examples in which the refrain serves as a “means of erecting hastily if needs
be, a portable territory that can secure us in troubled situations,” which shall serve for us as a
link between Deleuze and Guattari’s conception of the refrain, as the content proper of music,
(1987:300) and its role in African music. Buchanan (2004:16) gives the follow examples of

the refrain:

(1)We whistle in the dark to keep the phantoms of our minds’ imagining at
bay; (2)We sing as we march off to war to give us not merely courage but an
intimation of immortality; (3)We hum as we work to lighten out burden.

In this connection, “In every case, our music making is expressive in that it marks a territory.
That territory defends against the anxieties, fears, pressures we feel; it doesn’t do away with
them, but it gives them a different form” (Buchanan, 2004:16). Steve Biko (2004:47), while
probably not familiar with Deleuze and Guattari's notion of the refrain (with its
fundamentally ontological implications in relation to music), uses it in a commensurate
manner where he gives two examples of the refrain in African music, first to allay fears in

warfare and then to lighten the burden of working:

In war the songs reassured those who were scared, highlighted the
determination of the regiment to win a particular encounter and made much
more urgent the need to settle the score; in suffering, as in the case of the
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Black slaves, they derived sustenance out of a feeling of togetherness, at work
the binding rhythm makes everyone brush off the burden and hence Africans
can continue for hours on end because of this added energy.

Biko (2004:46-47) writes furthermore that:

When we go to work we share the burdens and pleasure of the work we are
doing through music. This particular facet strangely enough has filtered
through to the present day. Tourists always watch with amazement the
synchrony of music and action as Africans working at a road side use their
picks and shovels with well-timed precision to the accompaniment of a
background song.

Biko’s examples of the purpose of the refrain in African culture bears out Buchanan’s
(2004:16) insight into the expressive capacities of music-making and its role in creating a
territory that shields us from our fears and other emotions, not by doing away with them but

by forming a sonic block that takes the refrain “elsewhere,” as Deleuze and Guattari put it:

The refrain is [rather] a means of preventing music, warding it off, or forgoing
it. But music exists because the refrain exists also, because music takes up the
refrain, lays hold of it as a content in a form of expression, because it forms a
block with it in order to take it somewhere else. (1987:300)

There are many more instances of the refrain in African music, in the light of Biko’s insight
into the pervasiveness of music in African culture. He notes (2004:46,47): “Music in the
African culture features in all emotional states...with Africans, music and rhythms were not

luxuries but part and parcel of our way of communication.”

These refrains are inextricably linked to the identity of each African people. The songs sung
by workers to allay monotony and fatigue may well be Xhosa, or Zulu, or Sotho songs, all of
which, therefore, mark off an indigenous territory. In this sense, the refrain also gives a sense
of security, of ‘belonging’, thus serving as a safeguard against the trauma of cultural
alienation, of becoming washed up as cultural “driftwood” (abaghafi’ in Zulu). This fear was
very real in the light of the large-scale deterritorialisation-cum-reterritorialisation of Africans
by the State apparatus through means of capture such as taxation, entrepreneurial profit, and

labour, as previously discussed.

We have already seen that Africans of all races were forced to leave their homes and enter the
cultural maelstrom of urban dwelling. The consequence of the collision between their rural

and nascent urban identity (this word will be qualified soon) led to the deterritorialisation of
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the indigenous refrains that they made recourse to in order to mark a territory and to form a
sense of stability and identity. The question of whether this constitutes a valid
“deterritorialisation” will be positively established in the next section. Suffice to say, these
refrains were transferred as a “sonic block” to establish and retain a traditional, indigenous

identity within an urban context.

Before we can continue considering matters of identity, however, it will be imperative to
pause and situate our discussion in the context of the Deleuzoguattarian notion of the subject.
Olivier (2017a:6) avers in this regard that Deleuze and Guattari’s view of the subject
represents a radical departure from any substantialist or foundationalist conceptions of it,
notably Descarte’s model of the unitary, rationally grounded and stable subject. Instead, they
conceive of the subject as, in Olivier’s (2017a:1) words ‘“as open, complex ‘agency-
assemblage’ that is ineluctably characterized (‘virtually’, if not ‘actually’) by a rhizomatic
and multiplicitous structure (every subject always being a ‘crowd’)”. The implication of this
is that (Olivier, 2017a:3): “the ‘subject’ — if one could even call it that, and which one should
really write ‘under erasure’, as Derrida would say — emerges here as never complete, open,
multiply connected and connectable, constantly in motion in certain, changeable directions,
and inclusive of heterogeneity.” Suffice to say, this non-substantialist, rhizomatic conception
of the subject is a more productive way of conceptualising the marabi subject than the
traditional unitary notion of subjectivity, insofar as it encompasses the ‘open’ kaleidoscopic,
multitudinous facets of the marabi subject (or in Deleuzoguattarian terms “marabi agency
assemblage”) and the dynamic interplay of identities — both old and new — which animates
marabi as a subjeet (sous rature) constantly in process. Seen in this way, identity is never
fixed, or unitary, but heterogeneous and subject to change. It is also significant, as we will
see, that the ‘old” and ‘new’ aspects of the marabi subject — has the capacity to upend the
“either/or” logic that is central to the traditional ontological conception of subjectivity, in a
way that is commensurable with the poststructuralist, non-substantialistic logic that Deleuze

and Guattari employ to reconceptualise the ‘subject.’

2.4.3 Becoming Marabi and ‘Identity’: The ‘Old’ and the ‘New’

Marabi music drew heavily on the syncretic forms that preceded it, many of which were developed in
the city by specific ethnic groups. Gradually, common social experience and class identification
helped combine these forms into the common denominator of marabi, though marabi itself continued
to encompass variants based on particular ethnic traditions. As a term, marabi reflects the ways urban
Africans socially categorised their emerging culture.

— Coplan (1985:95)
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Music takes the refrain as its content and transforms it by entering into a process of ‘becoming’ that
deterritorializes the refrain.

— Bogue (2003:33)

We will further advance our consideration of the possibility of conceiving marabi as a minor
music which exhibits aspects of Deleuze and Guattari’s thought by continuing to establishing
its high co-efficiency to deterritorialise the refrain. This will take place against the backdrop
of the question of black rural and urban identity and how the latter impacts on marabi.
Notwithstanding, a clarification of both is necessary before we forge ahead. | will, therefore,
begin with the question of marabi and the ambiguous aspects of African urban identity and
thereafter relate these insights to marabi’s deterritorialisation of the refrain.

We have already seen that, as Coplan (1985:107) has observed, “marabi is difficult to analyse
stylistically because the term refers as much to a social situation and a cultural outlook as to a
complex of music features. Significantly, during the interwar years, marabi served as both a
setting and symbolic expression of the birth of an urban community among the African

proletariat.” He goes on to say:

Though marabi retained traditional musical practices and elements, its
ultimate form reflected the desire of largely unschooled and un-Westernised
urban Africans to modernise by absorbing new cultural elements within a
familiar structure. African efforts to apply this cognitive familiarity to urban
recreation led to the development of a pervasive marabi culture. (1985:107)

Ballantine (1993:4) avers that “If there is one concept that is fundamental to any
understanding of urban black popular music in South Africa, it is that this music is a fusion —
vital, creative, ever-changing — of traditional styles with imported ones wrought by people of
colour out of the long, bitter experience of colonization and exploitation.” This statement
presents us with a problem, because marabi, while being a “fusion”, still retains the
specificity of the traditional and imported styles. From this we can infer that marabi’s
constitution does not fit well within the conventional ‘either/or’ taxonomy. This very
important point will be pursued in due course. Suffice to say, marabi is clearly a multiplicity,
but within its heterogeneity, as evident from Coplan (1985:10) and Ballantine (1993:4), we
can see the outlines of two aspects which coexist, both traditional and imported, in a mutually
dependent and tensional relationship with one another. Firstly, there are the ‘old,” or
‘traditional,” indigenous refrains representing African rural identity; secondly, we have the

‘new’ cultural elements, which were to form part of their urban identity. Both underwent
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changes as they were assimilated into the marabi assemblage, which likewise underwent
changes in constitution as new connections were forged. We will return to the term

“assemblage”.

First, however, we shall situate this consideration of black identity within Deleuze and
Guattari’s conception of music and see how it relates to the deterritorialisation of the refrain.

Deleuze and Guattari see music as follows:

Music is a creative, active operation that consists in deterritorializing the
refrain. Whereas the refrain is essentially territorial, territorializing or
reterritorializing, music makes of the refrain a deterritorialized content for a
deterritorializing form of expression. (1987:300)

The first example of this “creative, active” musical operation occurred when deterritorialised
coloured and black workers assimilated aspects of ‘new’ Afrikaner music such as vastrap and
tickey draai into their own African style, while serving in Afrikaner households. Although
the identity of the Africans is not explicitly alluded to, Coplan (1985:95) indicates that by the
mid-1920’s small coloured-Xhosa string and concertina bands were performing for private
African parties called “socials,” suggesting that the ‘new’ — the coloured and Afrikaner

elements — had merged with the ‘old” (deterritorialised) Xhosa refrains to form marabi.

The Sotho version of marabi was the famo dance. Here, the Sotho refrain was
deterritorialised when the Sotho subsistence farmers left their familiar territory under duress
from the State apparatus to go to the city to work on the mines. Once again, we see these two
aspects interact. The Sotho marabi refrain is a hybrid between indigenous Sotho music and
new elements, in particular Afrikaans music, suggested by the concertina, which at once
shows the miners’ (koata) contempt for Lesotho as well as their attachment to their familiar
territory, as borne out by their preference for neo-traditional styles such as focha (‘disorder”),

played on a concertina and home-made drum.

One of the most extreme human figures of cultural dislocation were the abaghafi — literally
“cultural driftwood” — who according to Coplan (1985:93), as we have already seen, were
“tossed up by the impact of secular Western culture and the industrial environment upon Zulu
society.” Although they professed that they cared for neither, their music and behaviour
showed both aspects of the ‘new’ and ‘old’. Bizarrely, they took their dress and manner from

the American “Wild West” films shown at black cinemas, featuring gun-toting, singing
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cowboys. Nevertheless, the atavistic ‘pull’ of home emerged in their music, also assuming the
form of playing at Zulu weddings, and walking as well as courting songs in Johannesburg.
Once again, we see the deterritorialisation of the indigenous rural Zulu refrain, released from

its rural moorings, but still recognisable within the mélange of urban marabi elements.

Before we continue with our consideration of marabi and the deterritorialisation of the
refrain, we must pause momentarily and ask a pertinent question, namely: “To what extent
does the transference of indigenous elements from their rural territories and their interaction
with ‘new’ elements, and marabi as a whole, constitute a “deterritorialisation?” In order to
answer this question, it will be necessary to return to the theoretical underpinnings of the
present consideration, as outlined in Olivier and Parr, with reference to Deleuze and Guattari.
In Olivier (2017:3), we have already seen that deterritorialisation entails an “undoing” of the
comparative stasis and stability of identifications of all kinds, setting free what Deleuze and
Guattari call “desiring production” (Deleuze and Guattari, 1983:16). Parr (2010:69) may be
seen as summing up Olivier’s observation when the former avers deterritorialisation to be, at
base, a movement producing change. Moreover, in so far as it operates as a ‘line of flight’,
deterritorialisation indicates the creative potential of an assemblage. This implies that to
deterritorialise is to ‘free up’ the fixed relations that contain a body, while, at once, exposing

it to new organisations.

Now, the dislocation of indigenous music from its roots and fixed conventions, as a refrain,
represents a valid deterritorialisation insofar as it ‘undoes’ the stasis and stability of music
practised in rural areas. For one, no longer does the music in question adhere to the roles,
forms and use in traditional rituals and ceremonies, but is ‘freed’ to be played in altered
forms at occasions specific to their urban context. Moreover, traditional music underwent
profound changes as it interacted with new elements within the ever-changing polyglot
constitution of marabi. Therefore, it can be said, following Parr’s (2010:69) line of thought,
that this creative exchange produced new elements, by “freeing up” fixed relations relating to
the functions and constitution of indigenous music. Consider, for example, traditional Sotho
music played on an Afrikaans concertina and home-made drum in a disorderly way, as
suggested by the name focha, or the synthesis of traditional Zulu music with the ‘Spaghetti-
western’ identity of the socially displaced abaghafi. It must be noted that these traditional
elements were not ‘erased’ by this dynamic exchange, but reclaimed so as to serve a different

purpose to what it had served in rural practice. This new purpose pertains to its role in the
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formation of a unique individual and collective black working-class subject, as wrought by

marabi.

The following question also presents itself: could it not be said that the refrains of the new
elements entering into marabi’s constitution were themselves likewise deterritorialised? It
would seem that Afrikaner elements, like vastrap and tickey draai, and Afro-American forms
of early jazz, such as ragtime, were also deterritorialised insofar as they were freed up from
their original contexts and musical constitutions as they merged with traditional African
elements to engineer marabi as the hybrid form that it is. In both cases, it can be noted, that
both the Afrikaans and American refrains, came about as a result of a process of geographical
as well as music-historical and sonic deterritorialisation, as was also the case with indigenous
music. In the same way as Afrikaans music was deterritorialised from rural to urban areas,
American popular music was also ‘unfixed’ from its American sonic and historical context
and identifications in the process of transference. It is notable that, during this time, strict
lines of racial division were drawn between the Afrikaner, Cape Coloured, and Xhosa people.
These lines of racial ‘pre-apartheid’ and its concomitant conventions had to be breached for
Afrikaner music to interact freely with the musics of the other racial groups. We have already
intimated that Dixieland was also to be separated from its conventional use and practiced by
Afro-Americans. In the light of this, it can be said that both became ‘undone’ and ‘liberated’
creatively to produce new configurations and elements as they amalgamated with the new
and old components in marabi. In the course of this sonic deterritorialisation, certain
elements were omitted, some were retained, and others reconfigured. There is, for example,
to my knowledge, no evidence of the ‘blues notes’ characteristic of jazz in extant marabi
recordings. There also appears to be a considerable reduction in the collective improvisation
that is a salient feature of Dixieland and early Jazz. In contrast, the ‘stride’ left hand
accompaniment of ragtime and syncopated right hand melodies were retained. An example of
‘reconfiguring’ elements is evidenced in marabi’s characteristic rhythm, which is derived
from ragtime and traditional Nguni wedding dances (cf. Coplan, 1985:106). Both of these
elements changed as they interacted creatively with Tickey draai and tula’'n’divile, which

similarly caused the kaleidoscopic soundscape of marabi to change.

At present we return to our discussion of marabi’s deterritorialisation of the refrain with
reference to the Zulu version of marabi — the ndunduma concerts. Coplan (1985:105) notes

that the term ndunduma means “mine dumps” in Zulu and that it symbolised the totality of
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Johannesburg’s culture to people from Natal. The ndunduma concerts and dances were the
favourite of the udliwe i’ntaba, that is, people “eaten by hills”, those who left home on
contract work and never returned. I have already referred to Coplan’s ensuing observation in

Chapter 1:

ndunduma marabi appealed to an audience that considered traditional music
too uncivilised and rural for the town. Yet they were still unfamiliar with
Western or black American musical culture, and a strong sense of Zulu
identity permeated their growing awareness of themselves as working-class
Africans. They wanted music that was recognizably Zulu as well as “modern”
(Westernised) enough to support their urbanising self-image. (1985:106)

Here again, we espy the Janus-faced aspirations of the black urban African: she or he desires
to become assimilated with the ‘new’, unfixed constitution of marabi culture, while at the
same time holding on to the familiar and traditional ‘old.” Our conceptualisation of marabi
as a “transitional object”, a term coined by Donald Winnicott and appropriated by Bernard
Stiegler in Chapter 1 is highly pertinent in this regard.

The next example shows marabi’s open-endedness and remarkable capacity to form new
connections, which recalls Deleuze and Guattari’s concept of the “rhizome.” (I will return to
what is meant by the Deleuzoguattarian “rhizome” and the implications of this concept later.)
We have already noted Coplan’s (1985: 95-96) observation that, through media such as
Gramophone recordings, tonic-solfa albums, local white and coloured bands, and even
American musicians, ragtime and early jazz became popularised in the Cape after the first
world war. Of particular significance was Queenstown, known as “Little Jazz Town” since
“ragtime song and dance companies such as the Darktown Negroes and ‘dixieland’ jazz
bands such as Meekly Matshikiza’s Big Four entertained whites and middle-class Africans at
‘soirees’. Musically unlettered pedal organists in the shebeens were also influenced by
ragtime and jazz” (Coplan 1985:96). Here, we once again have the incorporation of
traditional elements, especially considering the music of Boet Gashe, a pedal organist in the
1920’s. Coplan, following in the wake of Todd Matshikiza (1957), gives the following
evocative account of Gashe’s considerable keyboard skills and the unconventional way in

which he made recourse to matchsticks to retain traditional elements:

Gashe...was bent over his organ in one corner, thumping the rhythm from the
pedals with his feet, which were also feeding the organ with air; choking the
organ with persistent chords in the left hand, and improvising for an effective
melody with his right hand. He would call in the aid of a matchstick to hold
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down a harmonic note, usually the tonic (doh) or the dominant (soh) both of
which persist in African music, [my emphasis] and you get a delirious effect of
perpetual motion...perpetual motion in a musty hole where a man makes
friends without restraint. (As quoted in Coplan, 1985: 96)

Afro-American music also became one of the new styles that merged together with traditional
elements to form marabi. This is borne out (Coplan, 1985:97) by the fact that Xhosa
instrumentalists were an important link connecting Coloured-Afrikaans, African American,
and local African styles. The most famous Xhosa instrumentalist to bring this to bear, as we
have already seen, was Tebetjane (Sotho “little Xhosa”), composer of the marabi classic
uTebetjana ufana ne’mfene (“Tebetjana resembles a baboon”), who became synonymous

with the marabi genre.

The above confirms that an effective deterritorialisation took place with regard to the
Dixieland refrain insofar as the latter was “opened up”, its fixed relations being freed so that
it could amalgamate, or rather, creatively engage with elements as disparate as Afrikaner

music and Zulu and Xhosa traditional music, in the creation of new configurations.

Having considered Dixieland’s capacity for deterritorialisation, let us pause for a moment and
consider its status as “refrain”, as we have already done with indigenous music. The origins
of Dixieland and ragtime are telling in this regard. Barry Kernfeld (1986:413) notes that jazz
intertwines with other genres, a salient feature of marabi, as has been amply demonstrated.
This is already evident in the history of early jazz, like ragtime which “has been linked to
blues through instrumental adaptations, derived equally from the black church, of
improvisatory story-telling and vocal inflections (blue notes, cries, growls, hums, moans,
shouts) as well as through performances with blues vocalists and variations on blues
progressions.” Furthermore (Kernfeld 1986:413-414), “Ragtime absorbed these influences,
together with the instrumentation, multithematic structures, strong tonality, and rhythms of
American marching band music.” To this were added the harmonic colours of piano music of
composers like Debussy and Ravel, introduced by the classically trained Creoles who played

a key role in the formation of ragtime.

Although Kernfeld does not allude to it explicitly, the so-called “field-hollers” were an
important influence on early jazz that fed into Dixieland. These were call and response vocal
inflections used by slaves in the cotton fields. We have already seen (cf. Biko, 2004:46-47
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and Buchanan, 2004:16) how music is used as a refrain to create a sense of stability to
establish a territory, to ward off chaos, and to provide workers with renewed energy and
mutual encouragement. The same sense of security was provided by field-hollers and other
work songs, as well as by hymns in the black churches. Thus, it is clear that the history of
Dixieland is at once also the history of the refrain, a sonic block that provides us with a
means of creating a secure, comforting territory in the face of encroaching uncertainty and

fear.

The history of Dixieland is also inextricably connected to the history of New Orleans.
Richard Crawford (2001:347) confirms this when he avers that, although there is a great deal
of disagreement as to precisely where jazz originated, authorities concur that New Orleans
played a vital role in the formation of early jazz. It must also be recalled in this regard that the
time in which Dixieland emerged was marked by racial discrimination and reduced socio-
economic circumstances, for black Americans and for the Creoles, who contributed to the
formation of piano styles such as ragtime. In fact, Court Carney (2006: 305) identifies the
1890’s as one of the most volatile and violent periods in New Orleans history, when a series
of state implemented laws, court rulings, and racially motivated assaults, solidified the
flexibility of many dwellers of New Orleans into a rigid arrangement based on the tenet that

black people are inferior to white people.

By the early 20" century (Carney, 2006:305) the complex diversity of New
Orleans had devolved into a simplified racial caste system comprised of white
and black New Orleans. The previously middle class Creoles were promptly
designated and accepted as Afro-Americans by the white community. In the
light of this, it would appear that jazz in its various forms, like Dixieland,
served as a sonic way of dealing with and warding off the insecurities and
fears associated with being an oppressed minority.
This portable Dixieland “sonic bloc” (cf. Deleuze and Guattari, 1987:300) was subsequently

deterritorialised to form part of marabi, as we have seen.

Given our present locus, namely the deterritorialisation of early jazz, it would seem an
appropriate place as any to bring up a controversial point, namely: can marabi be regarded as

jazz or not?

A certain amount of controversy surrounds this question. Coplan argues that:
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[The] evidence indicates that there was little free or “jazz” solo improvisation in
marabi. Working-class shebeen and dance hall patrons in the marabi era retained the
traditional Southern African preference for melodic repetition, which was in any case
well suited to continuous dancing. (1985:106-107)

He moves on to maintain, as observed, that marabi compositions had titles but often no
recognisable words, whereas participants were free to make up lyrics to suit the melody as
they wished, helping to spread these melodies across ethnic lines (Like Tebetjane Ufana
Ne’mfene). This suggests, however, that verbal improvisation was a part of marabi.

Earlier, Coplan (1985:106) writes, regarding Ndunduma marabi, of the importance of the role
of aural transmission in the development of marabi and its significance as an exemplar of
how musicians interacted with their audiences in the process of cultural urbanisation. Quoting

Herbert Dhlomo, he notes:

[And yet] what naturally talented players the ragtime and the Ndunduma
concerts had! Vampers...who improvised many ‘hot’ original dance and
singing numbers at the spur of the moment, and who play or accompany any
piece after hearing the melody only once, and do so on any key...Like the
tribal bards of old [they] created beauty they knew not how and flung it back
unrecorded to the elements which gave it birth. (Coplan, 1985:106)

From this we can clearly seize upon the fact that improvisation was a pivotal aspect and
driving motor of ndunduma marabi, particularly with respect to the way in which players
improvised ‘hot’ numbers, as well as the spontaneous interaction between musician and
audience. In this regard, one should also take cognisance of the recitative songs, the lifela,
which were improvised songs performed by socially disenchanted Sotho women at famo
marabi concerts and dances. To be sure, marabi is indeed harmonically highly repetitious,
but evidence suggests that this is, by and large, mutatis mutandis — implying that, despite its
repetitiveness, certain changes do occur. The sheer length of marabi sessions, one should
imagine, would stimulate improvisatory-type variation rather than exact repetition. In my
view, marabi can be conceived of as a “prism”, or as a “crystal”, to use Deleuze and
Guattari’s metaphor for the refrain, which is endlessly repeated with endless variation,
depending on the milieu in question. An example of the creative use of melody in another
setting is that of “Ntebetjana ufane ne’mfene” as a refrain for other songs. In the CD
accompanying Ballantine’s Marabi Nights (1993) Griffiths Motsieloa and Company insert
the words “Ntebetjane ufane ne 'mfene” accompanied by highly infectious music into the

refrain of the song “Sponono naMarabi” (London 1931 [track 2)]. During the final recurrence
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of the refrain the singer’s trope syllabic, stylised ‘laughter’ is added to the “Ntebetjane”
refrain. This cross-referencing suggests that there was more improvisational freedom than
what some writers on marabi assert. Regarding marabi’s status as jazz (or not)®, it is also
significant that Darius Brubeck (in Ballantine 1993: ix) does not debate the point, but refers
unequivocally to marabi as “early South African jazz”. Moreover, Ballantine (1993:26),
quoting Todd Matshikiza (1951), asserts that “what is essential to our understanding of
marabi as the pre-history of South African jazz is that...it was the name given to the ‘hot,’
highly repetitive single themed dance tune of the period from the 1910’s to the early 1930’s;
and that these were largely the illiterate improvisations of the day.” Improvisation iS
generally considered to be essential to jazz; hence, the latter would place marabi squarely in
the ambit of jazz, not pre-jazz. In the final analysis, however, no-one really knows what
marabi sounded like. Our knowledge is based on recordings made in the post-marabi epoch
and on hearsay.* It is my opinion, however, that there were subtle, even overt, differences
and degrees of freedom, depending on the incarnations of marabi, seen in its totality, not just
as a musical style. This becomes evident if one compares the formal, somewhat stilted
repetition of the London recordings (made years after and in a completely different context to
original marabi) to the accounts of sexual and rhetorical excesses of Sotho famo marabi
dancing and the jazz-like improvisation of ndunduma marabi. The point that needs to be
made is that marabi is a completely unique assemblage of musical styles fused into a
common denominator. Whether one calls marabi ‘jazz’, or not, is a moot point. The same
applies to the Blues, which is repetitive rather than improvisational, but is generally

considered to be ‘jazz’.

What we have, notwithstanding, established is that marabi is the product of the
deterritorialisation of rural and urban musical refrains. Moreover, it can also be argued, along
the same lines as those pursued by Holland (2004:25) that, like jazz, marabi is “nomad”
music, which like “nomad science” foregrounds processes of “iterative following” rather than

“iterative reproducing,” which latter is a feature of “royal science”. This point can fairly

% Gilbert (2004:135) argues that “all musics possess an improvisational dimension, which is to say a rhizomatic
moment at which connections are made between musics, subjects, and non-musical machines and at which a
certain opening into a ‘cosmic’ space of infinite possibility occurs.”

* 1t is not common knowledge that Solomon Linda’s famous Mbube (“Lion™) has the features of traditional
wedding songs. It also bears the traces of marabi. The recording on From Marabi to Disco made in 1939 (1994
Gallo) sounds vastly different to Disney’s version thereof. One of my students remarked that it sounded like a
train, with the chugging harmonic changes and the wailing ‘whistle’ almost falsetto, of the solo voice. The
theme of a train is very common in black South African music, because it symbolises the loss and departure of
loved ones and their joyous return (usually from the mines).
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easily be subject to misunderstanding, due to the degree of musical repetition that
characterises marabi. However, when perceived as a whole, it is an inimitable musical
assemblage, as observed, comprising and filtering influences as disparate as Zulu traditional
music and Afrikaner guitar styles. As we will see soon enough, in no way may one say that it
merely ‘reproduces’ any other musical style; rather, marabi creatively integrates and
produces whichever musical exigency is required, doing so from its ‘common territory’, be it
a Sotho musical assemblage for famo dancing, or traditional Zulu/nascent urban music for
the ndunduma concert and dance. The variations are endless. From this perspective, marabi is
nomad music, in the sense that, as a sound assemblage, it “involves a multiplicity of
interchangeable pieces operating in an open or ‘smooth’ space, rather than a hierarchy of

distinct pieces operating in a closed and ‘striated’ space” (Holland, 2004:25).

Let us now return to marabi and its seemingly inimitable capacity for amalgamation of both
the ‘old’ and ‘new’. In his Appendix C, Coplan (1985:258-263) gives a detailed transcription
and analysis of a classic marabi number by Aaron Lebona called “Highbreaks” (1985:259-
261), which demonstrates exactly how this flexible style (marabi) could incorporate musical
resources from so many cultures. | will highlight a few points that | believe are pertinent to
our consideration of the consequences of the deterritorialisation of indigenous and Western
refrains and how it led to the creative emergence and adaptation of both sonic aspects — ‘old’

and ‘new.’

Recall Bidima’s (2004:189) contention that Zouk “deterritorializes the French language
through the revision of vocabulary and of syntax.” Here I wish to forge the analogy that the
musical correlate of vocabulary and syntax comprises elements such as harmony, rhythm, and
melody (phrasing in this case). In what follows, | will demonstrate how these elements are
likewise deterritorialised as they are incorporated into marabi, specifically with reference to
“Highbreaks.”

First, we must observe how African indigenous “root progressions” are transcribed into
Western harmonies. John Blacking (1959:21-23, quoted in Coplan 1985:258), writing of

ocarina music® among South African Venda, first introduced the term “root progression.”

BOcarina music is played by ocarina flutes, which Michael Seyfrit (1986:554) describes as “a globular
flute...also called a sweet potato or sweet potato whistle.” Blacking (1957:16) notes that “Venda ocarinas are
made from the shell of the ‘kaffir orange’ (Venda: shamba, pl.maramba)”, but “more commonly they use the
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According to Coplan (1985:258), Blacking here refers to “the short sequence of bass roots
and the melody or melodies moving in relation to the tone centre in multipart structures in
African music.” David Rycroft (1967:96) uses the concept of root progression as a substitute
for “chord sequence,” since African polyphony does not have real chords or a fixed harmonic
scheme. Coplan (1985:258) demonstrates in his analysis of ‘’Highbreaks” how Gerhard
Kubik’s (1974:24) observation that the “concept of root progression is projected into tone and
chord material of Western provenance” in African popular music, including marabi, holds
true. For Blacking (1959:23), the distribution of the root progression in African music
extends “even in the Tonic-Subdominant-Dominant strumming that one hears on guitars and
old pianos.” Here we see a deterritorialisation of traditional root progressions resulting in the
standard western I-1V-14/6-VV7 progression (as a consequence of enforced urbanisation).
Moreover, as Coplan (1985:258) avers, “melodic phrases are staggered in relation to this
progression” and “this non-simultaneous entry of parts follows the structure of traditional
vocal polyphony.” Notably, “in the right hand, short solo melodic figures occur at the top of a
series of chords that move mainly in parallel motion. These chords are frequently ‘irregular’”,
which hearkens back to its indigenous roots.

The Western listener (Coplan, 1985:258) may find them disconcerting because they are

contrary to traditional Western harmonic usage.

The complex (Coplan, 1985:258) and striking rhythmic features of “Highbreaks” effectively
deterritorialise rhythm, reconfiguring both the old and new in novel ways. Here again, we
observe the interaction between early jazz and indigenous music. As Coplan sums it up: “The
variety, syncopation, delayed beats, and other elements of early jazz are set to a traditional
off-beat pattern and played on two tin shakers filled with pebbles” (1985:263).

Another instance of the way in which indigenous music is “opened up” (in the sense of
deterritorialisation) as a result of its dislocation from rural to urban areas is borne out by
variation induced by phrase-shifting. There are also melodic digressions which may include
short phrases from other songs being assimilated from the player’s musical environment,

suggesting verbal improvisation.

fruit of the mutzwa (Ocoba spinosa Forsk. Wild Custard Apple).” He notes further that “These fruits are also
filled with seeds or tiny pebbles and worn as leg rattles for dancing.”
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It is precisely (Coplan, 1985:263) the interaction between styles such as Afro-American (the
‘new’) and indigenous music (the ‘old’) which pose problems when it comes to analysing the

influences in “Highbreaks”. Coplan:

A difficulty in analysing the influences in ‘Highbreaks’ stems from the
possible identity of Afro-American and black South African musical practices.
A four-bar chord sequence ending on the dominant, may reflect a
segmentation of progressions commonly found in blues. The exact sequence I-
IV-164-V7 does not occur in traditional South African music, though the two,
four or six bar recurrent root sequence is fundamental to it (1985:263).

From Coplan’s analysis of “Highbreaks” we can deduce with certainty that marabi exhibits a
high co-efficiency for the deterritorialisation of the refrain on a multitude of levels, including
harmony, rhythm and words. This high co-efficiency for deterritorialisation, as can be
recalled, is the first characteristic of a minor language and directly links marabi with
Deleuzoguattarian thought. We will presently consider the significance of Coplan’s (see
above) difficulties in ‘pinning down’ marabi’s influences according to an either/or logic of
indigenous or imported elements. Together with this, we will also bear in mind Ballantine’s
(1993:4) prior statement reflecting the problematic status of marabi as a “fusion”, whilst
simultaneously regaining the specificity of both ‘old” and ‘new’ elements. These difficulties
are not mere ‘mistakes’ on behalf of two very erudite, informed marabi scholars, but rather
symptomatic of the need to find new non-binary ways of conceptualising marabi, as we will

See.

To return to our theme, all in all, when we consider the preceding inquiry into marabi’s
deterritorialisation of both indigenous and new refrains and its role in the formation of a
unique individual and collective black urban working class subject, marabi’s compatibility
with Deleuze and Guattari's philosophical theory comes clearly into the foreground. Still
beyond this, we may aver that becoming-marabi is synonymous with the becoming of a

people. This must still be demonstrated.

2.5. MARABI AS ASSEMBLAGE

Before we continue with matters of the assemblage, let us return to the overarching goal of

this chapter, namely to attempt to forge a rapprochement between marabi and aspects of
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Deleuzoguattarian thought in its context, and sum up our progress in this regard by way of
recapitulation. Using Olivier (2017) and Bidima (2004) as a point of departure, we located a
substantial point of engagement between Deleuze and Guattari and marabi, by demonstrating
that marabi exhibits a high degree of deterritorialisation — the first characteristic of a “minor
language” — with reference to inter alia the Deleuzian concept of music as “a creative, active
operation that consists in deterritorialising the refrain” (1987:300). The above suggests that
forging connections between Deleuze and Guattari and marabi is not only possible, but
desirable in the light of its capacity to bring completely new critical insights regarding both

the latter and the former to the fore.

In what follows, | will establish further connections between these two seeming opposites
with reference to Deleuze and Guattari’s concept of the “assemblage.” We have already seen
that defining marabi is problematic, as the multitudinous nature of marabi makes it hard to
conceptualise in conventional Western epistemological terms. This takes us back to Coplan’s
(1985:107)’s often-quoted observation that marabi is difficult to analyse in terms of style,
since, as a term, it refers not only to music, but equally so to a social situation and cultural
outlook. It is precisely marabi’s resistance to being ‘pinned down’ that also presents Coplan
with problems in his analysis of “Highbreaks,” where the same musical elements can be
identified as either Afro-American or as derived from black South African musical practices.
We have also alluded to Ballantine’s (1993:4) difficulties in this regard. In what follows, I
hope to show that the “general logic” (in Deleuze and Guattari’s terms) of the assemblage
and rhizome is more conducive for conceptualising marabi in all its guises than any

traditional binary (‘either/or”) essentialist thought-paradigm could possibly be.

From various accounts (cf. Olivier, 2017a: 4, Graham Livesey, 2010:18 and Thomas Nail,
2017:22) it can be deduced that something of the meaning of the word “assemblage” has been
lost in translation. Nail (2017:22) notes that the English word “assemblage” is the translation
of the French word agencement, thought it does not carry precisely the same meaning. There
is a significant difference, in this regard, between an “assemblage,” which is a gathering-
together of things into a circumscribed unity, and an agencement, which entails an
arrangement or layout of heterogeneous elements without totalisation. Livesey (2010:18)
adds, furthermore, that assemblages are “processes [my emphasis] of ‘arranging, organizing

and fitting together’”, “in an active sense”, as Olivier (2017a:4) puts it. This means that, if

we view marabi as an assemblage, it must necessarily engage in processes of arranging,
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organising and fitting together heterogeneous elements, which elements hold together
without, however, referring back to an extant unity, or ‘one’ that totalised them in the first

place.

2.5.1 Features of an Assemblage

Let us therefore consider Deleuze and Guattari’s conception of an assemblage and its
features. We will then, in due course, relate it, experimentally, as encouraged by Deleuze and

Guattari, to marabi:

On a first, horizontal, axis, an assemblage comprises two segments, one of content,
the other of expression. On the one hand it is a machinic assemblage of bodies, or
actions and passions, an intermingling of bodies reacting to one another; on the other
it is a collective assemblage of enunciation, of acts and statements, of incorporeal
transformations attributed to bodies. Then on a vertical axis, the assemblage has both
territorial sides, or reterritorialized sides, which stabilize it, and cutting edges of
deterritorialization, which carry it away. (1987:88; emphasis in original)

In gearing up a possible marabi assemblage, we would, following this definition, have to
establish what makes up the two segments of its horizontal axis: its content, or machinic
assemblage of bodies; and its expression, or collective assemblage of enunciation. As regards
content, we may first recall that, for Deleuze and Guattari, music is the deterritorialisation of
the refrain, where the refrain is “the block of content proper to music” (1987: 299; my
emphasis, as quoted in Bogue, 2003:33). Thus, we can plausibly regard the segment of
content of marabi to include the refrains that partly comprise it. This would include the
indigenous refrains (the ‘old’), the ‘new’ (for example, Dixieland), and the marabi refrain —
an assimilation and reconfiguration of both. Thus, since the segment of content is by
definition a machinic assemblage of bodies, and in that we are here dealing with music, the
content segment would be a machinic assemblage of sonic bodies, in this case, refrains,
intermingling and reacting to one other. (The term ‘machinic’ alludes to the fact that an
assemblage comprises heterogeneous elements whose joint consistency is the case without
any reference to a higher, transcending, organisational principle, or to any teleology
whatsoever.) However, more than simply such a mélange of refrains goes into this content
segment, since marabi, as observed, is more than simply music: it is, in addition, a social
occasion and a cultural practice. Thus, the content segment, or machinic assemblage of
bodies, necessarily also incorporates the actual physical bodies of the marabi players and

performers, the (dancing, moving) audience, and the wider community irradiated by marabi
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as a cultural practice, together with the admixtures, actions and reactions of these physical
bodies upon themselves — libidinal or otherwise — and of marabi refrains, or sonic blocks,

upon the physical bodies, and vice versa.

The second horizontal aspect, the collective assemblage of enunciation, is more problematic
when applied to music. In this regard, after considering Saussure’s characterisation of the
linguistic sign, Jean-Jacques Nattiez (1990:3-8) expounds on the problematic nature of the
musical sign, its meaning, and its reception. Using the semiotics of Charles Saunders Peirce,
Nattiez in his book, Music and Discourse. Towards a Semiology of Music, concludes that
musical meaning is particularly hard to pin down, as it is, rather, part of an unstable web,
owing to the fact that the musical sign is far more slippery, elusive, opaque, and viscous than
the linguistic one. This leads to the question: “Is it possible for marabi (without lyrics) to
express anything, given the instability of the musical sign?” This question can perhaps be
phrased differently as: “What is marabi trying to ‘say’?”*® After all, a collective assemblage
of enunciation consists, amongst other things, of statements. It, of course, also consists of acts
and incorporeal transformations attributed to the bodies within the machinic assemblage
comprising the content segment. However, statements and acts are in no sense separate.
Rather, as Deleuze and Guattari maintain (Deleuze and Guattari, 1987:79), the “relation
between the statement and the act is internal, immanent, but it is not one of identity.” This
mutual imbrication of statements and acts consists in the fact that “each statement
accomplishes an act and the act is accomplished in the statement.” In fact, the collective
assemblage of enunciation is itself “the redundant complex of the act and the statement that
necessarily accomplishes it.” Furthermore, acts are inextricably bound up with incorporeal
transformations (Deleuze and Guattari, 1987:80; emphasis in original), as these “acts seem to
be defined as the set of all incorporeal transformations current in a given society and
attributed to bodies of that society.” More precisely, acts are “noncorporeal attributes or the
‘expressed’ of a statement.” An incorporeal transformation (Deleuze and Guattari, 1987:81)
consists in “the simultaneity of the statement expressing the transformation and the effect the
transformation produces.” What an incorporeal transformation accomplishes is a change in
the social status of the bodies comprising the machinic assemblage. This is wrought by its
furnishing for these bodies of new incorporeal attributes. The transformation of bodies is “the

pure expression of a statement attributed to the bodies,” in which statement, act, and

% We will pursue this question further in Chapter 4 when we consider the ‘meaning’ of famo marabi by way of
Kristeva’s notion of the ‘semiotic’ which she associates with music, amongst other modes of expression.
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incorporeal transformation stand in a mutual indissoluble imbrication. This is so, in the sense
that the statement is at once an act that instantaneously effects an incorporeal transformation.
In the marabi assemblage, a statement will be born of the combined interaction and effect of
the actual music, the lyrics, and dance. We will see fairly shortly that it will be the

effectuation of a new urban African collective subject.

At this precise point, what must be guarded against is the notion that the statements of the
collective assemblage of enunciation (Deleuze and Guattari, 1987:86) somehow “describe or
represent bodies.” Deleuze and Guattari push back strongly against such a notion, on the
basis of the averment, as derived from the early Stoics, that “bodies already have proper
qualities, actions and passions, souls, in short forms, which are themselves bodies.” Instead of
describing or representing the bodies comprising the machinic assemblage, what a statement-
act-incorporeal-transformation of the collective assemblage of enunciation does in expressing
and attributing an incorporeal attribute to these bodies is, rather, of the order of an
intervention. This intervention is best cognised, as observed, as a change in the social status
of the bodies. This transmogrification of the social status of the bodies (and souls) in question
is, at once, a subjectification of the latter, for, far from (Deleuze and Guattari, 1987:78)
“depending on subjectification proceedings or assignations of subjects in language,” the
statements-acts-incorporeal-transformations of a collective assemblage of enunciation “in fact
determine their distribution,” in the sense of embedding them differently within the social
field as subjects, and as different subjects. More plainly, what this subjectification amounts to

is an alteration in these subjects’ symbolic societal mandate.

This leads us right back to our question: “What is marabi trying to ‘say’?” On this matter,
Coplan (1985:107) supplies an answer that provides a point of anchorage: “Marabi served as
both a setting and a symbolic expression [my emphasis] of the birth of an urban community
among the African proletariat.” This averment is entirely plausible, except for the fact that the
phrase “symbolic expression of” runs into the familiar error of assuming that the statements
within a collective assemblage of enunciation describe or represent something about the
bodies comprising the machinic assemblage in which they are arrayed. It ignores that such
expressions, in the form of statements, are, in fact, acts effectuating incorporeal
transformations upon these bodies. It, thus, elides the strictly interventionist aspect of a
collective assemblage of enunciation. Thus, it would be better to rephrase Coplan by merely

changing one word: “Marabi served as both a setting and a symbolic expression effectuating
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the birth of an urban community among the African proletariat.” Here, of course, logically
anterior to, or at least coextensive with, “community” would be the determination of a
collective urban African subject through the acts immanent to statements ‘pronounced’ by the
marabi collective assemblage of enunciation via the latter’s attribution of new non-corporeal
attributes to urban African proletarian bodies. Finally, it is now evident that our answer to the
question “What is marabi trying to ‘say’?” has, in fact, changed the question itself. For the
question we should have originally asked was, actually: “What does marabi ‘do’?” Marabi

engineers a new collective urban African subject.

2.5.2 Deterritorialisation and Reterritorialisation

Having pervasively dwelt upon the horizontal axis of the marabi assemblage we are
excavating, we now move on to analyse its final aspect: the vertical axis. As observed, the
vertical axis (Deleuze and Guattari, 1987:88) of an assemblage consists of both “territorial
sides, or reterritorialized sides, which stabilize it, and cutting edges of deterritorialization,
which carry it away.” Concerning the matter of deterritorialisation, this pertains to both the
machinic assemblage of bodies, or content segment, and to the collective assemblage of
enunciation, or expression segment, of an assemblage. Indeed (Deleuze and Guattari,
1987:87), “Both forms of content and forms of expression are inseparable from a movement
of deterritorialization that carries them away.” Moreover, the content segment and the
expression segment will abide at different degrees of deterritorialisation in relation to one
another, whereas the former can serve to further deterritorialise the latter or the latter the
former. Our focus is here, of course, on the manner in which the statements-acts-incorporeal-
transformations of the marabi collective assemblage of enunciation deterritorialise the bodies
of its machinic assemblage of bodies. These statements are, of course, wrought from the
sonic bodies, or refrains, within the machinic assemblage of bodies, and deterritorialise both
these sonic bodies and the human bodies within the same machinic assemblage. In Modikwe
Dikobe’s novel The Marabi Dance (Dikobe 1973:6), the main protagonist, the singer Martha,
and her on-and-off romantic partner George, a part-time gangster, pianist, and pimp, but not a
reprobate all the way to the point of absurdity, are brought together by their performance of
marabi music at dance parties in shebeens and other venues. Marabi, as music, social
occasion and as dance, more than merely bringing them together romantically, effects
deterritorialisations upon both of them, through which they are enabled to escape from the

territories and assemblages in which they had hitherto been ensconced. Involvement in
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marabi precipitates Martha’s exodus from the high school assemblage, since her marabi-
induced absence of classes moves her parents to take her out of school altogether; whereas
her marabi-inaugurated dalliance with George, with whose child she is soon pregnant, eases
her out of the obligation to marry the village boy whom her parents had initially chosen for
her, thus allowing her to exit the familial-arranged-marriage assemblage. Roughly in parallel,
George’s involvement in marabi, which leads to his love for Martha, in turn, facilitates his
escape from his prior entrapment in the gangster-pimp assemblage and, at the end of the

novel, moves him into the conjugal assemblage when he eventually marries Martha.

As observed, specifically with reference to Olivier (2017:3) and Parr (2010:69), any
movement of deterritorialisation is inextricable from and exists coextensively with a
movement of reterritorialisation. Where deterritorialisation entails the undoing of the stasis
and stability that characterise various identifications, setting free desiring-production,
reterritorialisation is thought of as arresting or discontinuing the productive process and
bringing us to a certain point of, at least provisional, rest. Thus, deterritorialisation, as Parr
(2010:69) conceives it, is a movement producing change, freeing up the fixed relations in a
body, while still exposing it to new organisations — which latter necessarily entail a
correlative, coextensive, and countervailing reterritorialisation. Whereas reterritorialisation
serves as a stabilising force, deterritorialisation serves to liberate bodies, or formed contents,
from this state of comparative stasis, along “lines of flight.” Bonta and Protevi (Bonta and
Protevi 2006, 78-79, 106-107) define a line of flight as “the path of deterritorialization,”

which is at once a becoming, leading bodies from one assemblage to another.

As Olivier (2017a:4) rightly notes, there is a “latent dynamism and conservatism” that
characterises assemblages in relation to which the subject is posited somewhere in-between

these extremes (p.4). As he puts it:

Deleuze and Guattari’s allusion to the “(re)territorialized” as well as the sharp,
“deterritorializing” sides of an assemblage is a negotiation of the Scylla of frozen
stability and Charybdis of excessive flux, positioning assemblages in general, and the
subject in particular, in the spectral field between these two extremes instead. (Olivier
2017a:4)

Let us continue our consideration of the dynamics of deterritorialisation and
reterritorialisation, using Olivier’s insight, above, as a point of departure. As pertaining to the

relationship that can exist between deterritorialisation and reterritorialisation, Deleuze and
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Guattari, 1987: 508-510) distinguish four cases: (1) negative relative deterritorialisation; (2)
positive relative deterritorialisation; (3) positive absolute deterritorialisation; (4) negative
absolute deterritorialisation. Firstly, there is so-termed negative deterritorialisation. This
transpires when deterritorialisation is “overlaid by a compensatory reterritorialization
obstructing the line of flight.” Such an obstructive reterritorialisation is often performed by
the “State apparatus” which blocks the line of flight “by reterritorializations on property,
work, and money” — although there are other ways in which this obstruction can be
accomplished. Secondly, there is positive deterritorialisation, which is the case when
deterritorialisation “prevails over the reterritorializations, which play only a secondary role.”
Both these instances of negative and positive deterritorialisation are instances of relative
deterritorialisation. Thirdly, we have absolute deterritorialisation, which is not necessarily
faster than, or quantitatively in excess of, relative deterritorialisation but, rather,
“qualitatively different.” As opposed to relative deterritorialisation, which “relates a body
considered as One to a striated [conspicuously power-relations structured; N.D.] space
through which it moves,” absolute deterritorialisation “relates ‘a’ body considered as multiple
to a smooth [relatively devoid of asymmetrical power-relations; N.D.] space that it occupies
in the manner of a vortex,” bringing about “the creation of a new earth.” The “earth” is here
defined as “eccentric” and “outside the territory and exists only in the movement of D — that
is, deterritorialisation — to the point of being “Deterritorialization par excellence.” This third
case is that of positive absolute deterritorialisation, which pilots a movement through which
the earth is “connected with the Cosmos, brought into the Cosmos following lines of creation
that cut across it as so many becomings.” The fourth, and final, case is that of negative
absolute deterritorialisation, in which the lines of flight of absolute deterritorialisation,
through a massive countervailing process of overcoding, are blocked in such a way as to
“turn into lines of destruction and death.” Such a scenario is one precipitated by fascism,

although it can be achieved otherwise.

When visiting these distinctions upon our marabi assemblage, the precise nature of Olivier’s
Scylla and Charybdis comes into view. The “Scylla of frozen stability” would entail a
negative relative deterritorialisation in which, as observed, the movement of
deterritorialisation piloted by the marabi assemblage would be strictly subordinate to a
reterritorialisation blocking the former’s line of flight. In this Scylla-scenario, a state of stasis
would be induced, in which the refrains would be too ‘closed’ to include new elements

necessary for African worker’s bodies to assimilate themselves into their new urban
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environment. At the other extreme, the “Charybdis of excessive flux” clearly corresponds to
the case of a negative absolute deterritorialisation unleashed by the marabi assemblage. In
this Charybdis-scenario, the movement of African worker’s bodies within the smooth,
unstriated space of an emergent cosmic new earth, owing to a gargantuan countervailing
process of overcoding — typically in the guise of a fascist South African government cracking
down heavily upon an ill-advised attempt at escape, sedition, or overly degenerate behaviour
by miners and their fellow travellers — seizing upon this same movement of
deterritorialisation, would cause its line of flight to be catastrophically mired in destruction,
death or, at the very least, terminal dereliction. In the case of a dereliction without undue
destruction or death, negative absolute deterritorialisation would render the elements of ‘old’
indigenous refrains unrecognisable or even absent, thus negating their function of providing
the workers with a sense of security by referring to the familiar music of ‘home”’, that is, to a
piece of their old territory that they would have carried along with them into their new
territory and assemblage. The result would, at the very best, be a destitute homelessness. The
new elements would dominate the marabi assemblage, to the extent of swallowing up the
familiar and indigenous. These elements would, furthermore, be so new that they would be in

incompatible, ‘too new’ as it were, for the workers to make sense of their urban context.

But what if the Charybdis-scenario of “excessive flux” could not also be precipitated by
positive relative deterritorialisation? In this case, deterritorialisation preponderates over
reterritorialisation, although these reterritorialisations serve to ‘segment’ the line of flight
drawn. What one obtains is effectively an instance of what Deleuze and Guattari (1987:122)
term the “post-signifiying,” or “passional,” materialist semiotic, which is inter alia
characterised by an upsurge coincident with the origination of its line of flight, a movement
along this line, and then a fall into either exhaustion or into destruction, followed by a
Phoenix-like re-founding from the ashes and immediate recommencement. This rise,
movement, and fall, hereupon proceeds to continually repeat itself. The prime example of
such a semiotic is Judaism, in which episodes of captivity, usually coincident with the
destruction of the Temple, alternate with release from captivity and reconstruction of the
Temple or other forms of renewal of the Jewish people and religion out of the charred embers

of dereliction.

There is, however, a caveat here, or perhaps even a reversal, as regards whether this scenario

is truly to be adjudged as one of “excessive flux.” After all, through all of its catastrophic
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reversals, Judaism did manage to preserve itself for thousands of years, albeit admittedly not
without a strong dose of reverse engineering, in which its tradition had to be periodically
reconstructed through textual exegesis; the antedating of newly-wrought texts (the “J” and
“E” documents at the time of Josiah presented as “old,” recently discovered books of the
Pentateuch); the very un-Judaic use of proselytising in the aftermath of the Roman
destruction of Jerusalem to replenish vastly depleted numbers; and the engineering of what
would become the Ashkenazi ‘Jews’ from non-Jewish Khazar stock through the imposition of
Judaism as state religion in the kingdom of Khazaria at the invitation of King Bulan.

Notwithstanding, despite this lesser out-and-out racial and scriptural purity of the Jews than is
often purported, a remarkable and undisputable preservation of themselves specifically as
Jews remains. This observation would then serve to undercut the assertion that positive
relative deterritorialisation is indeed one of “excessive flux” and to be arrayed on the
Charybdis side of things. It verily appears not to be. For we may possibly attribute the post-
signifying, or passional, semiotic to liberation movements: for instance, that of Fidel Castro
in Cuba, which foundered with the failed attack on the military barrack at Santiago de Cuba
on July 26, 1953, only to resurrect with the 26" of July Movement’s seizure of Havana on
January 8, 1959; or, closer to our present concerns, the ANC, whose passional line foundered
with the Sharpeville Massacre of March 21, 1960, consequent banning on April 8 of the same
year and post-Rivonian Trial (October 9, 1963, to 12 June 12, 1964) incarcerations of the
leadership, went into imposed exile with the formation of Umkhonto we Sizwe, and
resurrected with its unbanning on February 3, 1990, release of Mandela on February 11,

subsequent removal of Apartheid on March 12, 1992, and accession to power in 1994,

What the ANC passional line served to usher in, however imperfectly, perhaps 'virtually' —
considering that the non-racial SA subject has certainly not been actualised — was a new
collective black South African subject and, beyond that, a new collective non-racial South
African subject.®” This is, as we have seen, precisely what the marabi assemblage
accomplishes, also albeit imperfectly. Therefore, the successful navigation of the passage
between Olivier’s Scylla and Charybdis would, on this account, lie with a scenario in which

the marabi assemblage precipitates a movement of positive relative deterritorialisation.

%" Having said this, one must, however, be sure to distinguish between the supposed collective SA subject (i.e.
according to the SA Constitution) with what has transpired in political reality since 1994, namely a new group-
oriented racialisation of SA subjects.
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Being recently rural inhabitants, or at most proto-urban ones, the African workers must, by
way of the marabi assemblage, make the transition from their former rural or proto-urban
assemblage to an urban assemblage. The transitioning of bodies from one assemblage into
another is, strictly speaking, effected by a movement of relative deterritorialisation. Yet, this
movement must likewise be positive, so that the line of flight drawn is in no sense blocked by
by preponderant reterritorialisations, as in the case of negative relative deterritorialisation.
Only in this manner will those refrains that occupy the expression segment, or collective
assemblage of enunciation, of the marabi assemblage accomplish, through their statements,
an incorporeal transformation effectuating the transition of rural workers into a new urban
African assemblage, in which these workers are, in the same movement, wrought as a

collective urban African subject.

| shall not at this point address the case of a marabi assemblage possibly navigating a
movement of positive absolute deterritorialisation, as this would necessarily usher in, not

only a veritable battery of additional concepts, but also a whole slew of ensuing speculations.

2.5.3 Assemblages Against Traditional Forms of Rationality

We have already seen that to view marabi as an assemblage, it must necessarily engage in
processes of arranging, organising, and fitting together heterogeneous elements. This means
that it is potentially ‘connectible’ to other assemblages in a process of ‘becoming’, in contrast
to ‘being’. The logic of the assemblage contrasts with substantialist modes of rationality,
hence its ‘machinic’ status (as evidenced in the first aspect of an assemblage). Claire

Colebrook sums it up as follows:

Deleuze and Guattari refer to “machinic” assemblages rather than organisms
or mechanisms, in order to get away from the idea that wholes pre-exist
connection (Deleuze and Guattari, 1987:73). There is no finality, end or order
that would govern the assemblage as a whole; the law of any assemblage is
created from its connections. (2002: xx)

Marabi would be a “machinic assemblage” in the sense that it does not issue from some pre-
existing conception but is, rather, a (constantly changing or becoming) product of its

connections, including what is being written about it here.
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Nail (2017:22-23) points out two important philosophical consequences of Deleuze and
Guattari’s invention of a “general logic of assemblages”. These can provide us with insights
into alternative ways of conceptualising marabi, as assemblage, with possible salutary
consequences. The first, according to Nail, is that it provides an alternative logic to that of

unities. Nail observes that:

the unity of an organic whole is given in advance of the emergence of the parts
and subordinates the parts to an organizing principle or spirit. Unities can
develop themselves, but they never change the whole of what they are. For
this reason, unities do not allow for the possible emancipation or
recombination of their parts without destroying themselves in the process
(2017:23).

Unlike (Nail, 2017:23) the idea of there being organic unities, for Deleuze and Guattari,
assemblages are like machines, defined solely by “their external relations of composition,
mixture, and aggregation” (2017: 23). Unlike a unified whole, an assemblage can be regarded
as a “multiplicity, neither part nor whole.” Moreover, “each new mixture produces a new
kind of assemblage, always free to recombine again and change its nature.” Thus, as Deleuze
avers, “in a multiplicity, what counts are not the terms or the elements, but what is ‘between
them’, the in-between, a set of relations that are inseparable from each other” (Deleuze and

Parnet, 1977: viii, as quoted in Nail, 2017:23).

The notion of an assemblage as a multiplicity that determines itself without recourse to any
‘higher’, circumscribing unity can, in fact, be traced back to Henri Bergson’s distinction, in
Matter and Memory, between discrete (or metric) multiplicities and continuous (or non-
metric) multiplicities. Discrete, or extensive, multiplicities — which assemblages are not —
possess the fundamental property (Bergson, 1988: 206) that they may be divided up
indefinitely into parts without their nature being changed: “we may carry the division as far
as we please; we change in no way, the nature of what is divided.” In contradistinction,
continuous, or intensive, multiplicities — in the same manner as assemblages — are defined by
the fact that any amount of division of them will automatically bring about a change in their
‘essential’ nature: since they “are one with the successive moments of the act which divides”
them. Concerning assemblages as Bergsonian continuous multiplicities, Manuel Delanda
(2004:10-12,16) maintains that a different sort of geometry to that of Descartes and Fermat’s
analytical geometry must be called upon in order grasp what the latter are and how they

function: the differential geometry of Friedrich Gauss and Bernhard Riemann, and
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specifically the notion of the manifold. Like assemblages, manifolds, as defined in
differential geometry, are characterised by “the absence of a supplementary (higher)
dimension imposing an extrinsic coordinatization, and hence, an extrinsically defined unity.”
This does not, of course, mean that assemblages, as abiding by the characteristics of
continuous Bergsonian multiplicities, are intrinsically outside of any measure or metric
whatsoever. Rather, as Miguel de Beistegui (Beistegui, 2004:249-250) avers, an assemblage
is “susceptible to measurement only by varying its metrical principle at each stage of the

division.”

The second major philosophical consequence of the theory of assemblages (Nail, 2017:23-24)
is that it provides an alternative to the logic of essences. As Nail maintains, “an assemblage
does not have an essence because it has no eternally necessary defining features, only

contingent and singular features.” In other words:

if we want to know what something is, we cannot presume that what we see is
the final product nor that this product is somehow independent of the network
of social and historical processes to which it is connected. (Nail, 2017:24)

Nail (2017:24) gives the example of a book to illustrate his point. He observes rightly that we
cannot just accept a book ‘as is” without considering it in the context of the multitude of
processes that brought it into being, such as historical processes like the invention of the
alphabet and printing press, amongst other things. There are also singular features such as the
circumstances under which the book is being read, the time, and the day. The book is
enmeshed in a complex network of variables that effectively leaves it open-ended as a book.
As Nail puts it:

We do not know, furthermore, what the book may possibly become or what
relations it may enter into, so we do not yet know its universal or essential
features. We only know its collection of contingent features at a certain point
in its incomplete process. (2017:24)

For Deleuze, “If one insists, the word ‘essence’ might be preserved, but only on condition of
saying that the essence is precisely accident, the event” (Difference and Repetition 1994:191,
quoted in Nail, 2017:24).
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2.5.4 Rethinking Marabi as Assemblage

When applied to marabi-as-assemblage, we can speak of there being no essential, unified
marabi but, rather, an assemblage consisting of multiple parts, which parts inherently resist
any incorporation or subsumption by any contemporaneous, lost-phantasmatic, or coming,
unified totality. This is logically in perfect lockstep with marabi’s multiplicitous constitution
and provides a way out of the attempt to define and conceptualise marabi as a single
substantive phenomenon. Marabi likewise is in a constant state of change as new elements
“produce a new kind of assemblage”. It is, thus, possible to conceive of ‘old’ and ‘new’
elements generating a completely ‘new marabi’. Marabi can, in other words, be regarded as
‘quintessentially’ multiple, consisting of disparate elements, interacting creatively with each
other to produce more marabis — in the plural. Not only does this include musical elements,
but also expressive or incorporeally transformative ones, as we have seen in the vertical
aspect of the marabi assemblage. When conceived in this way, it is no longer difficult to
‘define’ marabi on the basis of the dissimilarity between marabi, in its guise as a
multitudinous complex of musical features, and its expressive-cum-subjectifying dimension.
Thus conceptualised, the disconnect between marabi as music and its status as “a social
situation and a cultural outlook”, in the words of Coplan (1985:107), no longer exists. Both
are inextricably connected in the marabi assemblage and open to other connections, both
musical and expressive. The marabi assemblage’s capacity to accommodate opposites also
provides a way out of the predicament, as experienced by Coplan, of pinning down influences
as ‘either’/‘or’: either ‘traditional or Afro-American, and, in Ballantine’s case, of conceiving
of marabi as a fusion, which still retains the co-existence of traditional and important new
influences. The point is that the logic of the assemblage easily accommodates the horizons of
‘both’/‘simultaneously’, hereby destabilising western binary logic and providing us with a

very useful means of rethinking marabi.

Nail’s (2017:23) second major philosophical consequence of the theory of assemblages is
highly pertinent to our attempt to (re)conceptualize marabi, namely that it provides an
alternative to the logic of essences. It is more productive to regard marabi as an assemblage
of “only contingent and singular features,” as he expresses it (2017:24), rather than as a
unitary entity produced by some kind of transcendental, or punctiliously originative,
universal essence. To regard marabi as a ‘final’ product would be to negate its societal

situatedness. Or, put differently, essentialist thinking would regard marabi as an autonomous



109

entity and thus deny the crucial historical and social forces that led to its formation (as we
have seen). It would effectively ‘erase’ the 1913 Natives’ Land Act of 1913, the enforced
urbanisation of black people, the tax and pass laws, and the squalor and privations of their
everyday lives. In short, it would leave a people without a history and without a voice, insofar
as these are implicated in marabi-as-assemblage. This underscores the urgent ethical import
of seeking alternate modes of rationality, such as that of the assemblage, to undermine the

type of binary, substantialist thinking that Derrida designates as ineradicably ‘Logocentric’
(Olivier, 1993:314).

The possibility of forging new ways of thinking, along the lines traced by Deleuze and
Guattari, appears viable in the light of Olivier’s (1996) “Beyond Hierarchy? The Prospects of
a Different Form of Reason.” Here, Olivier considers thinkers who have contributed towards
new models of thought, beginning with Marilyn French and moving to Derrida and Foucault.
Let us first, however, consider the origin and implications of the term “hierarchy”. Martin
Kornberger et al (2006:64) note that etymologically, the word ‘hierarchy” is derived from
the Greek word hierarkhia meaning “the rule of the high priest” (ta hiera — sacred rites, and
archeia — to lead or rule). Initially, the word was used to designate the relative rankings of
angels, from highest to lowest. In this sense, a hierarchy of angels mediated between God and
the sinful world of mortals. This suggests that this order was divinely sanctioned by God and,
thus, sacrosanct. It also implies that the higher up you were in the hierarchy, the closer you
were to God. Moreover, so-called superior beings are valorised as defining principles for
their opposites. For example, Man, as superior principle is only upheld by a logic that defines
Woman in terms of non-Man or inferior logos, Hierarchical thinking thus spawns a
constellation of binary opposites, in which the main concept, or Logos (Word), is valorised as
paradigm of replete sense and the non-logos denigrated as something of a ‘fall from grace.’
Little wonder, then, that Derrida contends that a “rhetoric of repression and exclusion” has
been operative in Western thinking (Olivier, 1993:314). Kornberger et al (2006:65) consider
the implications of this hierarchical ranking and its concomitant binary implications for the
structure of modern institutions, which, like the celestial hierarchy that sanctioned it, bases
itself on a ‘top down’ logic. There are signs, in the form of recent studies, that this purported
‘natural’ superiority of those who are ‘higher up’ and their superior relation to those ‘lower
down’ is not going uncontested. French, for one, opens up novel horizons with her
consideration of new scientific developments and their correlation with changes in social

configurations. As she puts it:
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examples of forms other than hierarchy abound in the scientific disciplines at
present, available to serve as metaphors for social and political
arrangements....In any case, although we may have difficulties imagining a
business, say, structured other than hierarchically, we can stretch our
imaginations by considering the new metaphors that have arisen in astronomy
and subatomic theory, in human portrayal of the macro-and microcosm and in
biology and ecology. (1986:538)

Following Roy Boyne (1990), Olivier (1996) considers the role of other dissenting voices, by
examining “the supportive links that Derrida’s deconstructive critique of the violent hierarchy
characteristic of the conceptual edifice of Western thought and Foucault’s understanding of
the pervasiveness of power at all socio-political and institutional levels, on the one hand, have
with nascent forms of innovative thought and practice, on the other” (1996:43). From this, we
can gather that alternative modes of rationality have begun to emerge. Thus, it would be a
plausible gesture to add the thought of Deleuze and Guattari to that of French, Derrida and
Foucault, insofar as they endorse a non-binary, nonhierarchical conception of ‘reality’. We
have already witnessed the salutary consequences of this new mode of rationality in our
consideration of a possible marabi assemblage. It must be kept in mind that marabi is also
inter alia a non-binary, nonhierarchical mode of musical expression and, thus, highly
susceptible to “the prospects of a different form of reason,” as Olivier (1996) expresses it in

the title of his article, as a critical prism to disclose new insights into its constitution.

2.6. MARABI RHIZOMATICALLY RE-CONFIGURED

Having considered the efficacy of assemblages to counteract unitary, essentialist thinking in
general, and specifically with regard to conceptualising marabi, we now move on to frame
marabi in terms of another — albeit related — Deleuzoguattarian concept: the “rhizome.” In so
doing, we will return to matters of context by situating marabi at the crossroads between the
“schizophrenising”™® effects of the capitalist machine on African workers, on the one hand,
and it’s multicultural, multi-ethnic “composition” as conceived in rhizomatic terms, on the

other.

* Numerous misconceptions surround the word schizophrenia. Holland (1999:3) observes that “Despite their
psychological origin, the terms ‘paranoia’ and ‘schizophrenia’ for Deleuze and Guattari designate effects of the
fundamental principles and dynamics of capitalist society.” He goes on to say that “paranoia represents what is
archaic in capitalism, the resuscitation of obsolete, or traditional, belief-centered modes of social organization,
whereas schizophrenia designates capitalism’s positive potential: freedom, ingenuity, permanent revolution.”
Holland notes that Deleuze and Guattari’s Anti-Oedipus (1972) embodies both positions.
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2.6.1 Marabi as Rhizome and the Question of Schizophrenia

The multitudinous constitution of marabi and its capacity to disperse meanings and
significations may be viewed as symptomatic of the schizophrenising effect of the capitalist
machine on black workers at the beginning of the 20™ century.® At the same time, the
countervailing capitalist tendency — that is, its “paranoiac” tendency — to restrict and thereby
hold in check schizophrenia’s tendency to disperse significations, or “accumulation of energy
of charge,” as Deleuze and Guattari (1983:34) put it, finds a correlate in the seemingly
innumerable laws set in place by the capitalist State apparatus to control the lives of black
workers (as Callinicos, 1981:42, has amply demonstrated).

The intrinsic duality whereby the capitalist machine oscillates madly between a liberating,
schizophrenising, decoding and deterritorialising pole, on the one hand, and an opposing
incarcerating, paranoiac, recoding and reterritorialising pole, on the other, is, in fact, already
implicit in Marx’s theorisation of the capitalist production as such. Relating avant la lettre to
what Deleuze and Guattari term capitalism’s schizophrenising tendency, Marx, in the
Grundrisse, avers that capital (Marx, 1993:541-542), in a rather rampaging and materially
insurrectionary manner, “posits the production of wealth itself and hence the universal
development of the productive forces, the constant overthrow of its prevailing
presuppositions, as the presupposition of its reproduction. Value excludes no use value; i.e.
includes no particular kind of consumption etc., of intercourse etc. as absolute condition; and
likewise every degree of the development of the social forces of production, of intercourse, of
knowledge etc. appears to it only as a barrier which it strives to overpower.” This is so (Marx
1993:334-335), since “as representative of the general form of wealth — money — capital is the
endless and limitless drive to go beyond its limiting barrier. Every boundary [Grenze] is and
has to be a barrier [Shranke] for it. Else it would cease to be capital — money as self-
reproductive. If ever it perceived a certain boundary not as a barrier, but became comfortable
within it as a boundary, it would itself have declined from exchange value to use value, from
the general form of wealth to a specific, substantial mode of the same.” In this decoding and
deterritorialising tendency unleashed by the capitalist machine, Marx evidently uses the word
“barrier” (Shranke) to mean something that, of its nature, is to be crossed. On the other hand,

“boundary” (Grenze), in Marx’s particular usage is something not to be crossed; yet, since

% | am indebted to Olivier for this insight.



112

capital’s dynamism inherently treats any such putatively uncrossable “boundary” as a
“barrier” which, of its nature, is to be crossed; capital is by definition transgressive of all such
ostensible boundaries. However, fully in accord with the fact that, in its paranoiac tendency,
the capitalist machine reterritorialises labour onto capital so as to valorise (extract surplus-
value from, for the purposes of profit) capital, Marx maintains that there is a barrier to capital
which remains uncrossable: capital as such. As Marx avers in the third volume of Capital
(1991, Vol.3, 358-359), the “true barrier to capitalist production is capital itself. It is that
capital and its self-valorisation appear as the starting and finishing point, as the motive and
purpose of production; production is production only for capital, and not the reverse” of the
latter. Thus, the capitalist axiomatic’s deterritorialising and schizophrenising tendency,
wherein one encounters “the methods of production that capital must apply to its purpose and
which set its course towards an unlimited expansion of production, to production as an end in
itself, to the unrestricted development of the social productive powers of labour,” is
incessantly countervailed by its own reterritorialising and paranoiac tendency, through which
schizophrenisation is periodically halted and plugged up by capital itself as the “barrier
within which the maintenance and valorization of the capital-value has necessarily to move,”
owing to the fact that “the means — the unrestricted development of the forces of social
production — comes into persistent conflict with the restricted end, the valorization of the
existing capital” (Marx, 1991, Vol.3, 358-359).

To this countermanding movement of paranoiac reterritorialisation of labour onto capital for
the sake of capital’s valorisation, Deleuze and Guattari add the role of the State in this same
process. Here, the massive schizophrenising movements of decoding and deterritorialisation
unleashed by the capitalist axiomatic are structurally checked by the State (Deleuze and
Guattari, 2004:273), which functions as “the regulator of decoded flows as such, insofar as
they are caught up in the axiomatic of capital.” Capitalist State apparatuses are (Deleuze and
Guattari, 1987:455), after all, “immanent models of realization for an axiomatic of decoded
flows,” whose function is to “moderate the superior deterritorialization of capital and to
provide the latter with compensatory reterritorializations.” It stands to reason that one of the
ways in which the capitalist State accomplishes such a reterritorialisation is through the
formulation and deployment of laws befitting such a task. To illustrate the relevance of this
Janus-faced, oscillating dynamic of capital, its reterritorialising function is powerfully

expressed in the following marabi song (Coplan, 1985:107):
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There comes the big van

All over the country

They call in the pick-up

There, there is the big van

‘Where is your pass?’

‘Where’s your tax?’

This is further illustrated by the fact that pass laws were in effect from 1896 together with a

plethora of other restrictions. By 1910:

the natives...are already kept in their places with a rigour that would surprise

you. One result is that they have no footing in the public life of the community

outside certain menial forms of labour...The Nigger’...is not tolerated,

except, so to speak, as a hewer of wood and a drawer of water. (New Nation,

1910, as quoted in Coplan, 1985:58)
It goes without saying that the shebeen culture out of which marabi grew was by no means
immune to the restrictive reterritorialising power of the capitalist government, as is instanced
by the numerous raids that took place on shebeens and illegal alcohol distilleries. It is
therefore ironic, as Coplan (1985:57) notes, that, although the Transvaal government’s Liquor
Act of 1896 imposed total prohibition on Africans, the Transvaal government knew that most
of the brandy distilled under government monopoly was going to Africans. Moreover, “the
mining interests themselves took a share of the huge profits from illicit liquor consumed by
their own workers”. Even more disturbingly, not only did the Liquor Act “ensure high profits
for illicit sales, but they forbade traditional grain beers that were relatively nutritious and only
mildly alcoholic.” Instead, “the government-sponsored distillery at Pretoria and the
Portuguese in Mozambique provided cheap brandy, which was mixed with beer and
chemicals to produce a variety of near-lethal preparations sold in the locations or smuggled

into the mine compounds.” An early visitor witnessed that the African miners:

amuse themselves at times by dancing, especially after having managed to get
hold of the vile concoction representing whiskey which... is rapidly ruining
fine [human, N.D.] races and is mainly composed of tobacco juice and “blue
stone” (sulphate of copper). The effect of this deadly mixture on even a
Native’s stomach and head can be imagined. Their dance is a strange,
incomprehensible one, especially under the above conditions. (Tangye,
1896:95, as quoted in Coplan, 1985:58)

This is capitalism at its ugliest, forfeiting both human health and life in its relentless pursuit

of financial gain. It is particularly noteworthy that capitalism was responsible for creating the
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harsh, unfamiliar, restrictive environment that workers were trying to ‘escape’ from by
drinking, in the first instance. Seen in this way, the capitalist opportunistic exploitation of
workers’ vulnerability and weakness resonates with Olivier’s (2018:11) insights into the
“perverse” pathology underlying neoliberal capitalism, which is also inherently “sadistic” in
Freudian terms, insofar as the jouissance®® peculiar to it consists in inflicting pain and

humiliation on others, albeit indirectly via financial losses and gains.*

Having considered capitalism’s tendency to restrict and “posit limits to the very process of
releasing schizophrenic energy,” as Olivier (2018:13) puts it, let us consider schizophrenia, in
contrast, as “the proliferation of meaning and significations.” A comment by Holland is
highly pertinent at this juncture in order to connect marabi to the creative, dynamic aspect of
schizophrenia as a process. Holland (1999:x), observes in this regard that Deleuze and
Guattari use the term “schizophrenia” to refer to “a specific mode of psychic and social
functioning that is characteristically both produced and repressed by the capitalist economy,”
as we have seen. There is, however, “always a danger inherent in capitalistic induced

schizophrenia,” (p.x), of which Holland observes as follows:

In the worst cases — when capitalism is unable to countenance the process of
schizophrenia it has itself produced — the result is “madness”: schizophrenia as
process succumbs to a repression that generates “the schizophrenic™ as entity
and the miseries of the psychiatric patient. But in the best cases the process of
schizophrenia takes the form of viable social practices and the joys of
unbridled, free-form human interaction. (1999: x; original emphasis)

Holland (1999: xi) identifies improvisational jazz as the best illustration of the process of

schizophrenia that he knows of. He goes on to say that:

whenever references are made in Anti-Oedipus to schizophrenia as the
principle of freedom or the realization of universal history, readers should
think of jazz, which represents a fulfilment of the process of schizophrenia,

“0 The Lacanian term, jouissance, means “enjoyment,” except that this is an enjoyment beyond the Freudian
pleasure principle (which tends to homeostasis by lowering excitation). Jouissance, thus, roughly means
“pleasure in pain.” More technically, jouissance is always already surplus jouissance, with the caveat that Lacan
plays on the double meaning of the phrase plus-du-jour, which simultaneously means “no more enjoyment” and
“surplus enjoyment.” This means that enjoyment in Lacan, of its very nature, always falls short of satisfaction
whilst, at the same time, always being excessive and something that one cannot get rid of (Fink 1995:190-191,
note 28 to Chapter 8).

*1 For a more exhaustive account of this phenomenon, situated (amongst others) within the context of Lacanian
psychoanalysis, cf. Olivier (2018:9-12).



115

rather than thinking of mental illness, which represents the defeat of that
process by the forces of power and repression (Holland, 1999: xi).

Thus, by way of analogical transfer, it would be productive to think of marabi against the
backdrop — or, better, in terms — of a schizophrenic process that is conducive to free
expression, notwithstanding capitalism’s indirect reterritorialising powers to restrict that

which it produces.

This possibility of free expression, in spite of the immanently countervailing strictures of
capitalist society, is evidenced by the fact that in the 1920’s, “musicians assimilated elements
from every available performance tradition into a single urban African musical style, called
marabi” (Coplan, 1985:94). This, in itself, is a testimony to the resilience of not only marabi
as a motley of musical forms and practices (and its possible latent resistive capacity), but also
that of the workers who had to endure the misery of a capitalist system that relegated them

exclusively to “hewers of wood” and “drawers of water.”

From here, 1 will move from the schizophrenising capitalist exploitation of workers,
evidenced in the above, to the multicultural and multi-ethnic constitution of marabi as
expressed in rhizomatic terms, with particular emphasis on the capacity of the logic of the
rhizome to open up new modes of rationality. It is apt to proceed at this point from
considerations of schizophrenisation to the rhizome, since the productive and expressively
liberating movements of decoding and deterritorialisation  coextensive  with
schizophrenisation do lead us away from the stunted logic of “arborescence” (Deleuze and
Guattari, 1987:505-506), as in the case of roots and trees, to rhizomes, which are largely

made up of emancipatory “lines of flight” (this will be clarified presently).

2.6.2 Characteristics of a Rhizome

The logic of the rhizome is related to that of the assemblage to the extent that they could
almost be regarded as synonymous, but the latter seems to Olivier (2017:9) to be more all-

encompassing than the former.

In A Thousand Plateaus, Deleuze and Guattari (1987:7-13, 21) give us six characteristics of

rhizomes, which I will present in six points.
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(1) Connectivity. Unlike trees or roots, whose points are connected to form an essentially
hierarchical order, proceeding from one level to the next by dichotomy, trichotomy,
tetrachotomy, or any n-chotomy, where n is any natural number, rhizomes are fundamentally
more akin to networks, in which any ‘point’ may be connected to any other ‘point’, with the

caveat that these ‘points’ are not actually points but, rather, “lines” (1987:7).

(2) Heterogeneity. The ‘points’, or ‘lines,” of a rhizome may connect to multiplicities defined
by a different mode of coding. For instance, semiotic chains may be connected to biological,
political, social, artistic, or economic multiplicities, where each such multiplicity also
includes its own pragmatic contexts and acts. In this sense, assemblages follow a rhizomatic
logic, in that their collective assemblages of bodies and collective assemblages of enunciation

interpenetrate and affect one another (1987:7).

(3) Multiplicity. As in the case of assemblages, rhizomes are multiplicities defined without
any recourse to a ‘higher’ unity that would totalise them from its vantage point, whether this
latter be a subject or an object, neither of which a rhizome coincides with as such. As
multiplicities, rhizomes consist instead only of dimensions or lines, a change in whose
number will effect a change in the very nature of the rhizome, where this change itself is
piloted by a line of flight connecting the rhizome to other rhizomes on a “plane of
consistency,” which latter is the immanent intersection of all such multiplicities as
continuously drawn by this line of flight itself (1987:8-9). “Lines of flight will be discussed

below.

(4) Asignifying rupture. Though any rhizome is partly composed of “lines of segmentarity
according to which it is stratified, territorialized, organized, signified, attributed, etc.,” as
seen in the previously enumerated point, a rhizome also has lines of flight, or
deterritorialisation, launched in asignifying ruptures that break from “striated” space and its
territories, organisations, significations, and subject-determining bodily attributions, into
“smooth” space. These lines of flight, however, often flow and ossify back into
“organizations that restratify everything, formations that restore the power of a signifier,

attributions that reconstitute a subject” (1987:9).
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(5) Cartography. Since a rhizome is fundamentally incompatible with any sort of genetic
model or deep structure, it is conceivable not as a “tracing” but, rather, as a “map.” Tracing,
precisely, entails the reproduction, with or without recombination and variation, of genetic
cells or deep structural sequences, and, thus, still operates within the domain of representation
(1987:12). This predilection for logically prioritising ‘profound structure’ and some sort of
genetic axis, specifically within the context of traditional musicological analysis, is borne out

as follows:

Analysis posits deep structures that are elaborated into a signifying surface —
the musical foreground — without being contingent in any way on what that
surface might signify...The rationale for this de facto devaluation of the
foreground is epistemological. Responsive to the ideal of complex unity
originated by nineteenth century organicists and continued by twentieth-
century structuralists, the linear analysis of music locates the coherence of a
variegated discourse in relationships of underlyingness or subsumption. Its
deep structures articulate these relationships, ultimately providing what
Schenker, all too aptly, invoking the pre-established harmony of Leibnizian
monads, called a “final immutable nucleus” for surface transformations.
(Kramer, 1992:15)

A map, in contradistinction, does not proceed through reproduction and its implied
denigration of surface to an epiphenomenon of ‘deep structure’. Instead, in a map, all is flat
surface, except that this surface is itself ‘deep’ or, better, very rich and fecund. A map is an
incessantly mobile and open process that forges constantly shifting and mutating connections
between multiplicities, doing so by way of lines of flight (1987:12).

(6) Decalcomania. Owing to its open-endedness, unlike a tracing, a map never returns “to the

29 ¢¢

same.” A rhizome, as map, is “detachable,” “susceptible to constant modification,” possessed
of “multiple entryways,” and can be “reworked by an individual, group, or social formation”
(1987:12). It is likewise anarchic and devoid of teleology, as it cannot be assigned a
beginning or an end, and instead transpires in media res, from whence it endlessly
proliferates. Rhizomes likewise proceed “without an organizing memory or central

29 ¢¢

automaton” (1987:21), through “forgetting instead of remembering,” “underdevelopment
instead of progress toward development,” and abide not by the logical principle of exclusive
disjunctions, in which one thing is affirmed instead of another, but, rather, by that of an

endless paratactic concatenation (1987:25). Deleuze and Guattari refer to this a-teleological,
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an-archic, decentered, actively forgetful, non-developmental, paratactic, rhizomatic process

as a form of “decalcomania.”

2.6.3 The Marabi Rhizome

Returning to our main thread, the task of aligning marabi with these characteristics of the
rhizome proceeds as follows. First, marabi exhibits a high degree of connectivity. It is
connected to a dance, a social occasion, a type of person, a symbol of urban identity, shebeen
culture and many more things. As Koch (1983:159) puts it: “The term [marabi]...came close
to describing the whole way of life of a people, the way they earned a living, the class
position they adopted, the music they played and the way they danced.” All elements could
potentially be conceived as an intricately enmeshed marabi rhizome (or, for that matter,
assemblage). Secondly, it must be borne in mind that marabi was constituted by a connection
of elements from every available performance tradition (cf. Coplan, 1985:94), from Cape
Coloured to traditional Sotho music. Moreover, the fact that marabi, in the sense of the music
itself taken in isolation, was, as seen, inseparable from the formations and pragmatics of
social, dance, political, and economic assemblages, implies that marabi connected itself to
multiplicities defined by a different mode of coding to that deployed in music. Hence, the
facet of heterogeneity holds for marabi. Thirdly, in that marabi, conceived as an amalgam of
music, dance and social praxis, is, as already demonstrated, an assemblage and, since an
assemblage is a particular subspecies of rhizome defined by the mutual interpenetration
within it of a machinic assemblage of bodies and a collective assemblage of enunciation,
marabi is necessarily a purely immanently wrought multiplicity, devoid of recourse to an

encompassing ‘higher’ unity from whence it could be totalised.

Fourthly, regarding an asignifying rupture marabi, in formal terms, is particularly resilient.
Unlike traditional musical forms like sonata form, marabi’s ‘structure’ can be interrupted or
shattered at any point and it will simply continue by taking up these shards (or shoots) and
rework them into new configurations. An instance of this is marabi’s purported ‘demise’ in
the wake of the 1923 Urban Areas Act. This was not the case as is instanced by the new
rhizomatic shoots forming, which influenced mbaganga,a big band hybrid style
with marabi’s penchant for cyclicity. Furthermore, Coplan’s circular representation of
Highbreaks, after Rycroft (Transcription 2, 1985:262) is pertinent to Deleuze and Guattari’s
rhizoidal features of cartography and decalcomania. The point is that the conception of



119

music as circle, which is germane to indigenous music, has no sense of telos and/or
prescribed beginning or end. Musicians can start anywhere. It also follows that no version of
the same song will ever be exactly the same. Instead of having a prescribed score (tracing),
marabi can be seen as an open-ended ‘map’ and, except for a recurring bass line, any melodic
phrases can enter at any point in the cycle. Similarly, rather than set lyrics, the words are also
made up along melodic lines and are open to change according to the ethnicity of the singer.
Also, like a map, marabi has multiple openings; in this case, for a myriad of other elements,
be it musical, historical, socio-political or symbolic, to enter and exit.

The above demonstration of the extent to which marabi, as both assemblage and rhizome,
undermines traditional modes of rationality, exemplifies Olivier’s (2011:10) observation that:
“It is clear that Deleuze and Guattari are proposing an ontological conception that is radically
different from the customary foundationalist one of western thought.” In this vein, it is more
productive and supple to conceive of and configure marabi in terms of rhizomatically
connected assemblages than along binary, essentialist, western epistemological lines.
Moreover, such an approach accommodates the idea of marabi’s schizophrenic release of
energy, which is akin to that of improvisational jazz which, as Holland sees it, is a rhizomatic

process, rather than a static structure.

2.7 LINES OF FLIGHT, BECOMINGS, NOMADISM, HAECCEITY, AEON

In what follows, we will continue to explore aspects of Deleuze and Guattari’s thinking, with

possible relevancy to marabi in its context.

2.7.1 Marabi, Lines of Flight and Becomings

There is one last aspect of rhizomes that remains to be engaged at greater length and its
implications drawn out to a fuller extent: ‘lines of flight’. As observed, whereas, on the one
hand, a rhizome is composed of “lines of segmentarity according to which it is stratified,
territorialized, organized, signified, attributed,” on the other hand, rhizomes function in line
with the principle of asignifying rupture, through which they launch lines of flight. These
lines are lines of deterritorialisation that break through the various strata of a rhizome and
their territories, organisations, significations, and (quasi-)subject-determining bodily
attributions. Of course, as also seen, the lines of flight, or deterritorialisation, of a rhizome
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will, often enough, flow and ossify back into “organizations that restratify everything,
formations that restore the power of a signifier, attributions that reconstitute a subject”
(1987:9). Robin Usher (2010:71) maintains that segmentary lines are stabilising forces which
“connect and unify different practices and effects” and, in so doing, create hierarchies that, of
their nature, “define relations between center and periphery” through the creation of “rules of
organization which lead to stasis and solidified strata.” In contrast, lines of flight
“disarticulate relations between and among practices and effects, opening up contexts to the
outsides and the possibilities therein. They break-down unity and coherence. They decenter
centers, disrupting hierarchies and disarticulating strata.” Lines of flight, or
deterritorialisation, therefore, foment a pressure under which repressive hierarchical orders
are given to a fragmentation through which a movement away from their totalising aegis is

initiated. A potential return to hierarchy is, of course, always in the offing.

Such lines of flight are evident in Modikwe Dikobe’s The Marabi Dance, a novel set
probably at some time in the 1920s and 1930s in the slums, townships, and occasionally the
white areas (where some of the characters work) of mainly Johannesburg but also Pretoria,
Natal, and as far away as Salisbury in the former Rhodesia. The main character, a marabi
singer named Martha or Moipone, who is expected to marry a man called Sephai, as arranged
by her parents, instead pursues a line of flight away from these familial strata and generally
hierarchical structures by keeping up a dalliance with her beloved, a marabi keyboard player,
part-time gangster, and prolific fornicator, George. Against the wishes of her parents, she
secretly sings, while he accompanies her at a certain Ma-Ndlovu’s marabi dance parties.
Martha’s line of flight likewise takes her away from the strata of school. Here, it is written
(Dikobe, 1973:2): “The Head was right in guessing that Martha’s withdrawal from school had
something to do with George. He was the pianist at the Marabi parties run by Ma-Ndlovu
which were very popular but not favoured by respectable people. They knew Marabi as a
dance party for persons of a ‘low type’ and for malala pipe-sleepers, homeless ruffian
children. At the end of the novel, notwithstanding, solidified conjugal and familial strata

reassert themselves reterritorialisingly when Martha marries George.

If the segmentary lines through which a rhizome is stratified constitute, or re-constitute, a
subject, then, clearly, the lines of flight of a rhizome move in the direction of
desubjectification. Lines of flight, or deterritorialisation, are, at the same time, lines which

pilot various becomings. What is crucial about becoming as Deleuze and Guattari’s conceive
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it (1987:238) is that it is not about a specific substantive physical entity becoming another
such entity, although such a metamorphosis or partial metamorphosis is not forbidden by the
logic of becoming. Rather, “The becoming-animal of the human being is real, even if the
animal the human becomes is not; and the becoming-other of the animal is real, even if that
something other it becomes is not.” Inherent in the foregoing is that becomings are always
double, assuming the form of a single “block of becoming,” which is at once the becoming-Y
of X and the becoming-Z of Y. A crucial condition (1987:244-246) for becoming is that an
“alliance,” or “pact,” must be forged with a certain “exceptional individual,” likewise termed
“the anomalous,” which the authors’ define as the “borderline,” or “cutting edge of
deterritorialization,” of a rhizomatic multiplicity, beyond which the multiplicity changes
nature along a line of flight. For example, in Heinrich von Kleist’s Penthesilea, one observes
the becoming-woman of Achilles, as evinced in his love-induced diminution in virility, and
the becoming-dog of the Amazon queen-warrior Penthesilea, who in one military sally bites
into Achilles’ flesh. The borderline with which alliance is made by the two adversaries would
certainly be the attack dogs deployed by Penthesilea. At the same time, it is through such
lines of flight (Deleuze and Guattari, 1987:247) that a nature-changing multiplicity enters
into ‘unnatural’ “symbioses” with other multiplicities, and it is precisely such ‘unnatural’
“symbioses” that make up the becomings into which the multiplicities in symbiosis are swept.
At the micro-political level, the kinds of multiplicities that enter into these becomings are
“minoritarian groups, or groups that are oppressed, prohibited, in revolt, or always on the
fringe of recognised institutions,” (Deleuze and Guattari, 1987:247) in relation to which

institutions they engineer an assignifying rupture

In The Marabi Dance, there is a becoming-bee (Dikobe, 1973:1) of people who on Sundays
“swarmed like bees in the yards and streets of Doornfontein”; the becoming-springbok
(1973:6) of the marabi dancers at a party where Martha and George are performing, who
“swayed from side to side like mealie stalks; the right and left feet moving forward and back
like springbok crossing a river”; the becoming-fly, becoming-rat and becoming-mouse of the
same dancers (1973:7), where the “flies, which had become a nuisance to the dancers, buzzed
in harmony, and the rats and mice between the wall and the false front of the hall, scrambled
into the ceiling”; the potential becoming-Chimpanzee of Ma-Ndlovu (1973:8), as forecast in
Martha’s words to George that she is “going to send her Mafunyane, the madness that causes
one to see chimpanzees, before her husband is lowered into his grave”; the becoming-cow of

Reverend Ndlovu and Ma-Ndlovu (1973:16), who during a bout of passionate Kissing
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“twisted their tongues together like a cow and its calf”; and the becoming-tiger of Black Cat,
the leader of the Black Cats gang (1973:76), who after a fight “lay groaning like an injured
tiger in a corner,” in tandem with the becoming-animal of Bitch-Never-Die, a dangerous moll
pursuing him to the point of forcibly impregnating herself by him, who stands “in a corner
panting like a bull-frog” and, upon arrest by a policeman supervening upon the fracas, “flung
herself at him and sunk her teeth deep into his flesh.” In the becoming-cow of Reverend
Ndlovu, the “borderline,” “anomalous,” or “cutting edge of deterritorialization” is Satan
himself, who has entered into him from Ma-Ndlovu and caused him to get drunk and become
lascivious. Here, the Reverend, immediately after his inebriation and dalliance with Ma-
Ndlovu, sees a prophet who, during his performance of an exorcism upon the Reverend,
cries: “Kupa satane — take away the devil from this man. He has been bewitched by a woman.
A woman who sleeps with evil spirits, with Tokoloshi. Puma satane! Get out, devil!” After
the exorcism, the Reverend vomits out a “grotesque shaped creature.” The prophet pierces it
with a spear and decrees: “I have killed the Tokoloshi which could have ended your life.

Gods of Mzilikazi and Lobengula be with you!”

2.7.2 Nomadism, Marabi and the “War Machine”

Since lines of flight effect the fragmentation of strata, they likewise precipitate a movement
away from the preponderance of “striated” space and toward “smooth” space. Striated space,
for Deleuze and Guattari (1987:361-362), is essentially metric, in the sense that it is only
occupied after being counted in accordance with an established measure comprised of pre-
established units. Smooth space is topological, in that the manner in which it is occupied is
not overdetermined by any logically anterior counting procedure. Smooth space is “nomadic”
(1987:380; emphasis in original), although nomads differ fundamentally from migrants,
despite the fact that both move through space. Migrants move between preordained points in
striated space along a trajectory that serves to (1987:380; emphasis in original): “parcel out a
closed space to people, assigning each person a share and regulating the communication
between shares.” In our South African context of the 1910s through to the 1930s, migrants
would be the native African people who were evicted from their farms by the 1913 Natives
Land Act, as passed by the State apparatus (the primary machine through which space is
striated, since striated space is fundamentally statist space), and forced to move along a

preordained series of points from their farms to the cities to work on the mines. Of course,
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once their contract on the mines had expired, they similarly had to migrate back to the closed

and counted space of the Native Reserves in the Bantustans.

In contradistinction to migrants, although nomads may move between points that could
theoretically be accorded to a striated space, these points are strictly secondary to the vectors
of the trajectory they improvise for themselves, for they pass through and occupy space in
such a manner that their movement “distributes people (or animals) in an open space, one
that is indefinite and noncommunicating,” (Deleuze and Guattari, 1987:380-381; emphasis in
original), and likewise “without division into shares,” that is, “a space without borders or
enclosure.” Whatever secondary points or nomads do move through are continuously
“effaced and displaced with the trajectory.” Notwithstanding, in an apparent volte-face,
Deleuze and Guattari maintain that the nomad, in fact, does not move, and is thus “he who
does not move.” Whereas the migrant is characterised by movement, the nomad is immobile,
yet is possessed of “speed.” The difference between movement and speed consists in the fact
that, whereas movement “designates the relative character of a body considered as ‘one’, and
which goes from point to point” in coordinate-pegged, Euclidean, striated space, “speed, on
the contrary, constitutes the absolute character of a body whose irreducible parts (atoms)
occupy or fill a smooth space in the manner of a vortex, with the possibility of springing up at
any point.” Speed is, therefore, absolute deterritorialisation, as we may gather from our
earlier discussion of various types of deterritorialisation as delineated in A Thousand
Plateaus. In the case of the migrant, the State apparatus effectuates a countermanding and
countervailing reterritorilisation of the migrant’s relative movement of deterritorialisation. In
the case of the nomad, there is no such mediation by the State as a mechanism of
reterritorialisation, for the nomad’s deterritorialisation is absolute, whereas, in his or her
compensatory counter-movement, s/he “reterritorializes on deterritorialization itself.”
Returning to our South African context of the 1920s and 1930s, our nomads are the
slumdwellers of the great mining cities like Johannesburg. Koch (1983:158-159) has, after
all, maintained that ““Marabi’ is the generic name that slumdwellers and others have given to
the culture that permeated the yards of Johannesburg.” Unlike business districts and formal
residential areas, slums are, by definition, not zoned by the State apparatus. They therefore
fall outside the remit of striated statist space, in which movement is relative and proceeds
from point to preordained point, and where land is parcelled out in accordance with
designated shares allotted to occupants through a metric that counts and segments space.
Slumyard space is, therefore, smooth space, whose occupants are immobile, yet, having the
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property of speed, cease to be bodies moved by State-regulated relative deterritorialisations-
cum-reterritorialisations and acquire, instead, the characteristic of being bodies possessed of
absolute movement in the topological space of spatium, even though their movements in
extensive metric space may be very slow indeed. In The Marabi Dance, Martha lives

precisely in such a slum, called Molefe Yard.

This ‘extra-statism’ of our marabi slum dwellers summons another Deleuzeguattarian term

13 (13

that may be collectively applied to them: the “war machine.” Nomadism forms a “war

machine” (Deleuze and Guattari, 1987:352), since the latter is “irreducible to the State

99 ¢¢

apparatus,” “outside its sovereignty and prior to its law: it comes from elsewhere.” The war
machine is “a pure and immeasurable multiplicity,” — immeasurable, that is, in terms of the
metric that counts space in terms of the striations imposed by the State — which “brings a
furore to bear against sovereignty,” “secrecy against the public,” “a machine against the
apparatus.” The war machine is, moreover, traversed by, and brings to bear, an assortment of

becomings: becomings-woman, becomings-animal, and so forth.

2.7.3 Marabi as Haecceity and the Time of Aeon

As observed, lines of flight flatten out all rhizomatic multiplicities onto a plane of
consistency, which latter is the intersection of all such multiplicities. It is onto a plane of
consistency (1987:251), furthermore, that “all becomings are written like sorcerer’s
drawings,” which possess an entirely different mode of individuation (1987:260-261) to that
of determined subjects, objects, substances, or things. This mode of individuation is that of
Spinozan bodies, or haecceities, which, in their “longitude,” are defined by compositions of
differential movements of “rest, speed and slowness,” and, in their “latitude,” are defined by
combinations of affects, which (Bonta and Protevi, 2004:49) refer to the capacity of these

bodies, meant as a Spinozan body, to act or to be acted upon at any given degree of power.

It is also the temporality that attaches to haecceities on the plane of consistency that differs
fundamentally from that pertaining to forms, substances, subjects, objects, and things. As
observed at the very beginning of this chapter, the temporality of forms, subjects, objects, and
things was that of chronos. This temporality, which is essentially chronological time, is built
upon the hegemony of the present over past and future, in which the past and future only

appear as mere functions of the present, that is, as the past present and the future present,
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each of which is perpetually held within the ever larger and more all-encompassing pincer-
hold of an expanding present. In the time of aeon, likewise as seen earlier, this hegemony of
the present is no longer the case. Instead, the heterogeneity of past and future vis-a-vis the
present is maintained, rendering the past not a mere past present but, rather, as a past that is
always already past in relation to any present. At the same time, the future is likewise
untethered from the present and, thus, becomes a future that is always arriving, yet never
arrives to become a present at any time. Therefore, in the time of aeon, past and future move
into ever receding backward and forward, respectively, temporal horizons, and are, therefore,
never present. This double retreat of past and future has the effect of infinitely fracturing the
present, with the upshot that the present is transmuted into a pure infinitive. The time of
haecceities is, thus, as Deleuze and Guattari (1987:263) have it, is describable as “floating,”
“nonpulsed,” and which “articulates relative speeds and slownesses independently of”

“chronometric or chronological values.”

In The Marabi Dance, Martha sings the following song at a marabi party (Dikobe, 1973: 6):

Tjeka-Tjeka messie.
Tjeka-tjkeka sebebe.

Tjeka ngoanyane,

Tjeka-Tjeka ngoam wa Marabi...

Give give, girl

Give, give, prostitute,

Give, girl,

Give, give, girl of the Marabi...

This is where Dikobe’s narrative continues: “The dancers swayed from side to side like
mealie stalks; the right and left feet moving forward and back like springbok crossing a river.
They sang as loudly as they could, singing for joy to the spirits of their forefathers. George
ran his short fingers over the black and white keyboard as if they were moved by an electric
charge. He sang with his face pitched to the ceiling.” Dikobe does not describe the marabi
music that is here being played, or the marabi dance that is here transpiring, in terms of
chronological (chronos) time, as it would otherwise have been if one had a recurring beat
punctuated by the sound of a tin of pebbles. Most of the verbs, in the narrative and not in the
song, are infinitives. If we re-write the foregoing passage in the present tense, then all of the
verbs will be infinitives, deploying the non-pulsed, floating time of aeon. To be still more

accurate, and in line with Deleuze and Guattari’s (1973:263) averment that the semiotic for
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haecceities is “Indefinite article + proper name + infinitive verb,” we could re-write parts of
Dikobe’s passage as follows, where the hyphenation indicates the inseparability of the words
hyphenated: “The dancers were a-mealie-stalks-swaying”; “The dancers were a-springboks-
crossing-forward-and-back”; “The dancers were a-singing-as-loudly-as-they-could”; “George
was a-running-of-electrically-charged-fingers-over-the-back-and-white-keyboard”; and so
forth. Moreover, we cannot say that the swaying mealie stalks or the springbok crossing a
river are akin to some sort of improvised metronome whose oscillations would mark out
chronometric time. Though mealie stalks may, roughly speaking, sway from one side to the
other and back again, not only do they break from strict chronometric regularity due to the
irregularity of the wind coursing through them but, moreover, it is the relative movements of
speed and rest implicit to the “swaying” or the “to sway,” coupled with the sheer
idiosyncratic ipseity of the composition of “mealie-swaying” with degrees of wind speed,
degrees of atmospheric heat, seasonality, and life itself, that here combine into the haecceity
Dikobe draws us to. Similarly, the relative movements of speed and rest of George’s fingers
enter into composition with degrees of intensity of electric charge to render another distinctly
individuated haecceity. In all of this, it is as if time has become ‘unhinged’ (or, in the French
translation of Hamlet’s words, time ‘hors de ses fonds’): the time of the infinite — to walk, to

sleep, to dream, to die — rather than any specific time.

Moving a step further, we may view marabi itself, in that it is a composition of the relative
movements of speed and rest with the affects (as previously clarified in Deleuzoguattarian
terms) that altogether comprise it, as a haecceity. And since a haecceity, as an individuation
outside of subjects, forms, objects, substances, and things, is a becoming on the plane of
consistency, marabi, conceived as haecceity, is automatically a becoming-marabi. Marabi is
a haecceity, as Greg Hainge (2004:36) avers of music in general, insofar as it is comprised of
notes (particles) and rests, which “draw relations of movement and rest between melody and
rhythm, voice and instrument, instrument and instrument, harmony and dissonance, sound
and silence.” Music is also “commonly considered to be the art form most capable of affect.”
Following Hainge, we may aver that the specific marabi moment painted by Dikobe in The
Marabi Dance is also “a unique block of space-time,” “a very singular individuation,”
defined by its speeds and affects, a pure “this-here-now,” and therefore a musical haecceity.
This literacy evocation can also be transferred to actual marabi events, particularly the

singular, ephemeral, unrepeatable intertwinement of music and dance.
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In the light of what has gone before, we can say with certainty that, not only can an
isomorphism be located between marabi and aspects of Deleuze and Guattari’s thought, but it
further emerges that the way in which working class urban dwellers constituted themselves as
a collective subject capable of maintaining itself so as to become the decisive human (and
“inhuman,” not in the sense of Primo Levi’s Muselmanner (Agambenian homines sacri) of
the univers concentrationnaire (Nazi concentration camps), but of the becomings-animal, in a
positive sense, they enter into) force they are today, was through a unique experience of
music — in particular, the marabi of the 1920°s and 1930’s — that formed a ritournelle and
took them elsewhere, into a cosmic, deterritorialised terrain. We have already alluded, in this
regard, to Gilbert’s (2004:135) contention that all musics possess an improvisational
dimension, which is to say “a rhizomatic moment at which connections are made between
musics, subjects, and non-musical machines and at which a certain opening into a ‘cosmic’
space of infinite possibility occurs: a moment of the musician-composer’s becoming-music.”
He notes that certain types of music — in this case, marabi, in the light of our previous
consideration of its improvisatory capacities — would “seem to foreground this moment more
than others, enabling it to proliferate and self-multiply without collapsing into a mere chaos
of white noise, what Deleuze and Guattari would call a “black hole” (Deleuze and Guattari,
1987:342-4) of too rapid deterritorialisation and a l