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ABSTRACT

This thesis argues that a ‘living archive’ is a dynamic and generative entity whose
creative abilities are shaped as much through human mediation and embodied memory
as by the material it collects and its broader cultural milieu. The overarching research
question asks how the notion of a living archive can be developed conceptually and
practically for the archives of the musical space at London’s Africa Centre — an Africa-
focussed community organisation active in the UK for over 50 years. Stuart Hall’s
notion of the ‘pre-history’ of an archive is invoked as a means of understanding this
particular archive, and its capacity for activation. The thesis finds, through the analysis
of semi-structured interviews and archival texts, that pan-Africanism was central to the
Centre’s history, memory and material archive, but treats the concept as contested and
shaped by multiple understandings. It further asserts that the Africa Centre was
remembered as a gendered, multicultural, convivial and cosmopolitan space in whose
shaping music played a varying role. The memory of the affects of the musical spaces
of the Africa Centre are recognised as a vital factor in the understanding of the Centre’s
archive. The study offers a particular, and at the time of writing, unique insight into the
developing postcolonial relationships between Africa, its diaspora and those interested
in African cultures. Inspired by the lived experience of key ontological figures in the
fashioning of the musical space at the Africa Centre, the research methodologies
themselves were guided by Jamaican Dub techniques and ideas of remix and re-
performance. The research advances the theories of living archive offered by Stuart
Hall and others in new and fruitful directions, specifically, through pan-African, and
decolonial elaborations.
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CHAPTER 1 - INTRODUCTION

Overview

This is the first study of its kind which by its very existence both defines and
demonstrates the idea of a ‘living archive’; developing it beyond the literature’s prior
abstract theoretical elaboration. By working with archival material and the testimony of
living people, the thesis is perpetually cognisant of the active nature of such an archive.
The concept of the living archive is extended through the thesis, building upon
empirical observations of how curators have sought to put this idea into practice, and
by reflections on its utility as a methodological tool to guide this research into the Africa

Centre’s musical spaces and their potential to ‘live’.

Hitherto, scholars have approached the concept of ‘living archive’ in one of two ways:
either in a manner that is largely theoretical and detached from empirical observations
of curatorial or artistic practice or, at the other end of the spectrum, through written

case studies on specific projects labelling themselves as ‘living archives’ but with little

theoretical justification of the term.

The thesis is also innovative in relation to prior literature on ‘black history’ and musical
spaces in its foregrounding of the initiatives of continental Africans in the UK during the
latter twentieth century. It is further unique in its exposition of the complexities arising
from the history of a Centre established and controlled initially by white liberals in the
context of decolonisation, but effectively appropriated and made to ‘live’ by Africans in
London. Those Africans who animated the Centre were inspired by pan-Africanist
ideals and forced to fashion their own working definitions of this particular ‘ism’ in real-
time as a result of their proximity to one another within a singular space designated as

a ‘centre’ for all things African.

The research is important as the first academic study of what was arguably London’s
most prominent African musical institution — the Limpopo Club. It is the only existing
study exploring the memories of how this club in the heart of London came to achieve
popularity as a convivial, cosmopolitan space, through music. Music, | argue, has a

specific community-building capacity through the affective atmospheres it can produce.
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My analysis of this musical space innovates in conceptual terms through its exploration
of key actors’ ‘pre-histories’ of inspiration, through their specific positionality in relation
to transnational music scenes, and by elaborating how their exposure to something
akin to Jaji’s ‘stereomodernism’ (Jaji, 2014) shaped the ways they mediated musical

experiences at the Centre.

Background of the Author

A constant thread throughout this thesis is the reflection on how the ‘living archive’
presents opportunities for an expanded concept of archive. Through a collection of
essays under the title ‘Beyond the Archives: Research as Lived Process’, Kirsch and
Rohan also argue for a concept of archive that extends beyond mere material to be
retrieved. They emphasise the importance of the intersection between ‘virtual, historical
and lived experiences’ and the knowledge(s) produced at this intersection (Kirsch and
Rohan, 2008, p. 1). The researcher and their lived experience unavoidably impinge
upon the knowledge produced as a result of the encounter with the archival site. It
becomes important then, before presenting any arguments and assertions surrounding
the findings of ‘archival research’ to establish myself and my lived experience as key

factors in the research process.

This study has grown organically out of my engagement with the Africa Centre archives
as an archivist in 2013. During the process of listing these large holdings of material
archives (over 150 boxes of material in varying formats including papers, photographs,
audio cassettes and DVDs) | was approached by the Africa Centre with the idea of
developing doctoral research around an aspect of the collection. | proceeded to devise
a research proposal engaging with the two subjects on which | have amassed the

deepest understanding over the course of my professional life — archives and music.

My involvement in the music industry as a consumer stretches back to the late 1980s
when | was an avid listener of the records and mix-tapes emerging from the
underground warehouse party scene in London. Since the mid 1990s, | have performed
at musical events as a DJ, and more recently, as a musician trained in the traditional

rhythms and musics of the Caribbean and Africa; with a focus on the musics of
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Jamaica, Haiti and to a lesser extent, Cuba and Ghana. It is in this training that my
interest in the idea of a ‘living’, or embodied archive was born. Learning rhythms and
cultural tenets sometimes hundreds of years old through active, embodied, communal
activity clarified for me the importance of living history rather than simply studying it
intellectually. It also reminded me of the obvious subjectivity of cultural transmission
and the multiple ‘versions’ of a record, narrative or interpretation this subjectivity
guarantees. Working towards my master’s degree in Archives and Records
Management in 2012, | was struck by how functionally similar the embodied religious
and secular practices of Africa and its diaspora were to the material archival institutions
| was investigating as part of my course syllabus. Both acted as repositories of memory
whose narratives and enactments played an important role in the forming and
supporting of collective memory and community identification (Flinn, 2011). The most
striking difference lay in the technologies with which this was achieved. The vast
majority of the archival institutions introduced to me at that time relied on the
management of inert physical materials in order to preserve and share histories. The
so-called ‘folk’ institutions which | had been introduced to relied upon the person to
person, embodied sustenance and transmission of heritage through orality, song,
movement and music. It is through my interest in the place where these methods of
heritage working meet, i.e. at the intersection between active performative techniques
and those strategies born of ostensibly European traditions of documentary information
management, that | became interested in the idea of the ‘living archive’. Whilst
evidence of scholarly consideration of this idea existed (Araeen, 2001; Bailey and
Boyce, 2001; Featherstone, 2000; Hall, 2001) there seemed to be little attempt to
codify the components of living archives and their practical relationship to heritage

working

The connection of the idea of the ‘living archive’ with the Africa Centre is a simple one.
Approaching this research, it became clear quite early on that active engagement, often
performative or with an oral component was an important defining factor of a ‘living’
archive’. There are clear correspondences between this way of heritage working and
the ways African and African diaspora cultures have historically preserved and shared
heritage (Vansina, 1985). Localising this idea for the purposes of this research, the
most vivid memories of the Africa Centre coalesce, in the main, around experiences of

performance within the space. This understanding remains with the organisation in the

Page 19 of 333



20

present day, evidenced by its programming focus on the arts and communal
performance. This thesis is written in a time of intense discussion of the ‘decolonial’
dismantling of our academies and institutions. What better moment then, to consider
alternative options for the constitution of an archive than with the archives of a Centre

conceived of as a home for African cultural expressions?

Background to the Africa Centre

Conceived of in the late 1950s and formally established in 1961 with a remit to promote
African cultural expression in the UK, the Africa Centre was the first organisation of its
kind in Britain. Prior to its establishment, the four hostels set up in London by the West
African Students’ Union during the early part of the 20" century had provided solace
from the racist colour bar of the time, and spaces for Africans in the UK to socialise and
organise (“History of WASU - The WASU Project,” n.d.), Whilst social and cultural
concerns were addressed, engagement in the political struggles aimed at the
dismantling of colonial rule on the African continent was central to WASU'’s activities. In
contrast, the Africa Centre was couched as an ostensibly apolitical project with a focus
on education, social interaction and cultural activity. Whether it was indeed possible for
a Centre for Africa to be apolitical given the numerous liberation struggles and neo-
colonial manoeuvrings occurring on the African continent at the time is however highly
questionable. Although the balance of the Centre’s activities has changed over the
years (and the notion of an apolitical organisation has been practically dissolved), its

modern day objectives are much the same as they were half a decade ago. These are:

* To serve as a custodian for African Art and Culture in the United Kingdom

* To be a voice for Africans in the diaspora

* To serve as a platform to explore African socio-economic and developmental
issues (The Africa Centre, 2014)

Of the three, arts and culture have been a particularly successful field of endeavour
with music being something the organisation is known for at an international level. This
sonic reputation is due in no small part to the Centre’s collaboration with the Limpopo

Club — a regular event held at the Centre showcasing live and recorded African popular
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musics’. Founded by Zimbabwean musician and DJ Wala Danga in 1975, but coming
to prominence in the early 1980s, the Limpopo Club was one of London’s first club
events choosing to specialise in this musical area; and doing so with a deliberately
‘pan-African’ programming strategy (Bradley, 2013, p.161). The Africa Centre and the
Limpopo Club provided an early stage to now world renown African artists such as
Baaba Maal, Thomas Mapfumo, Angelique Kidjo, Youssou N’Dour, Kanda Bongo Man,

the Bhundu Boys and many, many others.

In 2013, after over fifty years at its former home in 38, King Street, Covent Garden,
London, the Africa Centre opened its doors for the final time in Central London before
selling the lease on the building and eventually relocating to a new permanent home in
Great Suffolk Street, Southwark. This move was a controversial one, amplifying the
focus on the Centre’s rich heritage and legacy as a touchstone for African heritage and
culture in the UK (Save The Africa Centre Campaign, n.d.). It was this renewed
awareness of the history of the Africa Centre which led to the securing of the Africa
Centre archives, and to their recognition as an asset. Ultimately, this is also the reason

that funds were made available for this present research to be undertaken.

The history of the Africa Centre must be read against a backdrop of decolonisation.
African migrants have been travelling to and settling in the British ‘mother country’ at
least since the advent of the transatlantic slave trade and arguably long before (Birley,
1999). Nevertheless, political independence from their colonial masters from 1957
onwards saw continental Africans and those who had settled in the Caribbean arrive at
Britain’s shores in larger numbers (Goulbourne, 1998, p. 29). Whilst this study is not
about decolonisation in a direct sense, there are a number of ways in which the
unfolding of the decolonial process impacts upon it. Firstly, the archives of the Africa
Centre would probably never have existed were it not for the political processes of
decolonisation in Africa and the resultant accretions of African migrants in Britain
generally, and London specifically. Secondly, Africans have been producing European
language artistic and scholarly works discussing decolonial processes for as long as
the Africa Centre has been in existence (Achebe, 2006; Armah, 1979; Chinweizu,
1987; Fanon et al., 2001; Fanon and Chevalier, 2007; James, 1969; Thiong’o, 2005;

! ‘Music’ is pluralised to problematise the reductive idea of ‘African music’ as a singular entity.
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Rodney, 2012). Many of these people appear in the Africa Centre archives as keynote
speakers at events or, in the case of Ngugi Wa Thiong’o as quasi-resident intellectuals
at the Centre exerting both a formal and informal influence on programming. Thirdly,
my decision to place the concept of the ‘living archive’ as central to this research
carries its own decolonial resonances. The fact that the first (and only to my
knowledge) ‘Living Archive Conference’ occurred in relation to the African and Asian
Artists’ Archive (AAVAA) and concentrated on starting ‘fresh thinking about the
meaning and purpose of an Archive of African and Asian artists’ (Bailey and Boyce,
2001, p. 87) carries a particular feeling of decoloniality about it. Just as Wa Thiong’o
was grappling with the politics of language in African literature in the 1980s, here was
an emerging strand of archival thought grappling with the politics of archiving African
and Asian material cultures and embedding a sense of contemporary activity in this
unfolding reasoning. AAVAA is an archive of the work of people of African and Asian
heritage in the UK. The Africa Centre archives evidence the work and contributions of
people of African heritage in the UK and beyond, and those interested in Africa. This
thesis is predicated on the idea that a consciousness of this pan-African heritage and
sustained commitment to decoloniality should infuse the process of working with this

archive, and ultimately, other African-Caribbean archives

It is surprising that more academic research interest has not been devoted to the
historic continental African presence in the British Isles. It remains unclear why so few
texts (Adi, 1998; Killingray, 1994; Olusoga, 2018; Matera, 2015) take on the task of
demystifying the achievements and activities of continental Africans in Britain during
the years 1900-1960, and why little work of note has surfaced with the purpose of
shedding some light on the subject from 1960 onwards®. Over the course of the writing
of this thesis, that situation has begun to change due in no small part to the efforts of
Professor Hakim Adi, Dr Kehinde Andrews and others in supporting more people of
African heritage to research the history of the African diaspora in the UK at both
undergraduate and postgraduate level (Birmingham City University, 2017; University of
Chichester, 2017). A relative paucity of scholarly attention has not, however, deterred
those toiling in the consumer realm. Some of this work has centred around music and

the involvement of African musicians in the British music scene (Bradley, 2013; Honest

2 Post 2000 we see a more substantial research effort in this area, linked to the increase in African migration to the
UK (Koser, 2003)
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Jon’s, 2014). In a time of heightened nationalist and right-wing rhetoric, | am conscious
that in choosing to advance my work in this area, this study contributes to the creation
of a more nuanced picture of the presence and contributions of people of African
heritage to the UK. Further, its focus on Wala Danga and the Limpopo Club also
demonstrate the importance of transnational relationships in the enrichment of the UK’s

cultural fabric.

Statement of the Problem and Thesis

The problem this thesis confronts is whether or not a ‘living’ archival methodology is
useful in the context of working with the archives of the Africa Centre pertaining to its
former musical spaces. Further, the thesis also faces the issue of identifying the scope
and ‘pre-history’ of these archives - both as a means of better understanding the
activation this thesis represents, and also creating the foundation for future activations
of the archive (Hall, 2001, p. 89).

The thesis argues that working with the archives of the Africa Centre in living ways
opens up rich seams of understanding of the history in question. It begins this living
approach with an explicitly subjective and dynamic methodology sensitive to the
consideration of human as well as documentary memory as part of the processes of
archival research, archival ‘activation’ and archival constitution. In approaching the
archive in this expanded sense, the thesis shows how living methods enable the
reaching beyond available documentation, forming a richer ‘pre-history’ of the
documents and their creators and enabling these aggregations of past memory to
impact on present and future actions. The consideration of living testimony alongside
documentary evidence inevitably brings the past and present into the same temporal
realm. In this regard, this thesis argues that a refusal to consign archival materials to a
reified past is a natural, yet often undeclared aspect of archival working. Indeed, the
very act of writing this thesis is an active, and undeniably present ‘living’ of the archive.
In proposing further future activations of material, the thesis also asserts the continuing
and open-ended nature of a living archive as an indispensible understanding in the

constitution of the archive of an active and dynamic African cultural organisation.
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The lack of existing scholarship concerning the Africa Centre’s archives exists not
necessarily because earlier writers have failed to pay them sufficient attention, but
rather because up until very recently, the archives of the Africa Centre have not been
widely accessible. This was due to the public decline of the organisation towards the
end of its tenure at 38 King Street and the financial instability characterising this period.
Owing to this, the problems stated above may be thought of as novel problems in the
sense that no studies, empirical or theoretical have attempted to approach the Africa
Centre through the lens of the living archive. There are however theorists and
practitioners who have explored the problem of the ‘living archive’ and ‘living history’ in
the context of other archival collections and research initiatives and it is this work which
has helped in grounding the definition of the objectives and research questions for this

thesis.

Theoretical Frameworks

The Living Archive

From an archival perspective, the living archive as theorised by Stuart Hall (Hall, 2001),
provides the overarching theoretical framework for this study. Hall’s archive is a
creative entity in an unending state of becoming. A collection ‘in an active, dialogic
relation to the questions which the present puts to the past’ (ibid 2001, p. 92), whose
purpose is to stimulate new work. Hall’s framework is extended here in innovative
ways by drawing upon recent thinking on African diasporic heritage and ‘black’ history
and applying a dynamic, generative, ‘pan-African’ methodology to the practical
activation of archival material. In particular, the thesis engages with Hall’s ideas around
the ‘pre-history’ of an archive, its formal constitution as a distinct body which is ‘more
ordered and considered’ and the implications of thinking about an archive in active,
‘continuing’ and ‘open-ended’ ways (ibid, p. 89). The idea of the ‘ritual archive’ as
proposed by Professor Toyin Falola also provides fertile theoretical soil. This study
pays special attention to his advocacy for applying ‘the techniques and resources of
academic archives’ to the traditions and religious rituals of his people, whilst
simultaneously challenging the ‘conventions of western archives’ (Falola and Library of
Congress, 2016). The third set of ideas this thesis engages in relation to archives and

memory are Manning Marable’s thoughts on the living of ‘black’ history (for a working

Page 24 of 333



25

definition of ‘black’ as it is used in this study please see the ‘Delimitations and
Definitions’ section later in this chapter). Not concerning archives per se, Marable’s
work is invoked because it not only advocates the idea of embodied and collective
histories, but does so with reference to an African diasporan experience in what is
recognised as a predominantly white country (the United States). For similar reasons,
David Scott’s ‘On the Archaeologies of Black Memory’ and its theoretical nod to
Foucault with respect to the abstract and generative aspects of the archive (Scott,
2008, p. 3) also provide useful theoretical structures for the consideration of the data
discussed in this thesis; particularly with respect to the findings discussed in Chapters
5 and 6.

Pan-Africanism, Afrocentricity and Cultural Nationalism

From the very inception of the Africa Centre, the term ‘Pan-African’ was used as an
accompanying adjective. Equally, both Wala Danga and African musical pundits alike
have labelled the programming and ethos of the Limpopo Club at the Africa Centre as
Pan-African. Pan-Africanism then takes a central position in the ‘pre-history’ of both the
Africa Centre, and the Limpopo Club. George Shepperson saw two types of Pan-
Africanism which he distinguished by way of capitalisation. For him, big ‘P’ Pan-
Africanism related to the five Pan-African congresses (he was writing in 1962) whilst
small ‘p’ pan-Africanism related to groups of ephemeral movements in which ‘the
cultural element often predominates’ (Shepperson, 1962, p. 346). Due to this fixation
on culture, small ‘p’ pan-Africanism often overlaps with theories of afrocentricity and
cultural nationalism. Chapter 5 explores this overlap, which is a central theme in the
‘pre-history’ of both the Africa Centre and the Limpopo Club. The thesis is unique in its
elaboration of a contested, unstable definition of (P)pan-Africanism in relation to the

Africa Centre as a living archive.

Stereomodernism and Sonic Bodies

The Limpopo Club did not emerge out of thin air at the Africa Centre. Whilst this thesis
evidences the organisational approach to musical programming before the
establishment of the Limpopo Club, the research also finds that the configuring of the
Club was much more a result of the efforts of Wala Danga and the Limpopo team than

of the programming team at the Africa Centre themselves. The thesis proceeds within
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the overarching framework of the ‘living archive’, arguing that to better understand the
musical archive of the Africa Centre, it becomes necessary to excavate (to invoke
Scott) not at the site of the Africa Centre itself, but at the origin of the ideas and vision
for the Limpopo Club - Wala Danga. Danga spent the formative years of his life in
Zimbabwe, training as a drummer and percussionist and moving to the UK in the
1960s. This research reveals that the transnational nature of his musical tastes found
their genesis in his exposure to African/Diasporan musics from the Americas. Jaji’s
‘Stereomodernism’ is helpful here in its exploration of the circulation of cultural texts
around Africa and its diaspora (Jaji, 2014, p. 2). This understanding however does not
go far enough in theorising the embodied heritage preserved in Danga’s practice and
transmitted to audiences and colleagues at the Africa Centre. For this purpose, the
thesis draws heavily on the excellent theorisation of the performance techniques and
ways of knowing common to reggae sound-systems offered by Julian Henriques
(Henriques, 2011). Diana Taylor’s juxtaposition of the archive and the repertoire is also
identified as essential supporting material (Taylor, 2003). For her, the mnemonic
function of the archive is present also, in a different form, in the embodied memory of
performance. Importantly, Taylor reminds us of the mistake of considering embodied
performance in ephemeral terms, preferring to think of it instead in terms of an
‘inventory also [allowing] for individual agency’ (Taylor, 2003, p. 94). In locating and
expanding upon these ideas in a UK context and considering the relationships between
African diaspora cultural production in the UK, the African continent and the Americas,
this thesis furthers Jaji’'s notion of Stereomodernism which itself extends Gilroy’s ideas

of the Black Atlantic through a focus on the African continent (Jaji, 2014, p.8).

Affects and Archives

Although Henriques has not framed it such, affects, i.e. the transpersonal or pre-
personal intensities emerging as bodies affect one another (Anderson, 2009, p. 78;
Edensor, 2013; DeNora, 2000) are integral to his theoretical exposition of sound-
system culture. This study draws on the work of Spinoza, Born and Denora in this area
in order to better understand the affective archaeologies of memories of the Africa
Centre and the Limpopo Club. The archival focus of the thesis as a whole also makes
relevant the leveraging of recent scholarship exploring affect in archival contexts (Cifor,
2016; Cram, 2016). These ideas of archival affect are considered both in the framing of

the overall thesis and in thinking through the photo-elicitation and dub techniques
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introduced in Chapter 3. Although there have been recent (and most welcome)
additions to the archival literature that begin to unpick the obvious, but previously
unspoken, relationship of affect to archival materials, this thesis is novel in its
engagement with affect in the context of a ‘black’, African-focussed archive in the UK

with music as a central theme.

Race, Class, Gender and Conviviality

A study so obviously inscribed by issues of race, class and gender in a postcolonial
metropolis must engage with these constructs more deeply in order to better
understand and theorise the affective and political dynamics discussed herein. A
clearer understanding of relations between Africans hailing from different geographical
locations (including those forcibly emigrated during the transatlantic slave trade) and
Africans/non-Africans within the Africa Centre/Limpopo Club environment must be
sought. Multiculturalism and cosmopolitanism, provide obvious conceptual frameworks
for this study. Barnor Hesse’s notion of residual multicultural transruptions are invoked
as a means of framing the historic intercultural antagonisms at the Africa Centre

revealed as part of this research (Hesse, 2000).

This thesis considers cosmopolitanism and the Africa Centre, employing Appiah’s
theorisation of rooted cosmopolitanism in conjunction with Nava’s articulation of
‘visceral cosmopolitanism’ (Appiah, 2006, 1997; Nava, 2007). Appiah’s ideas resonate
well with a space presented as celebrating difference under the unifying umbrella of
‘Africa’ whilst Nava’s exploration of the affective and gendered aspects of such
interactions facilitate the exposition of the function of interracial relationships in the
brokering of intercultural relations at the Africa Centre and Limpopo Club. The fact that
this thesis considers such dynamics in such an informal space as a performance
space/nightclub, makes the concept of conviviality especially relevant. Gilroy, Back and
Sihna’s ideas on this concept are considered in an attempt to articulate the fractures,
fissures and opportunities for social cohesion this musical space represented (Back
and Sinha, 2016; Gilroy, 2006).
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Aside from these broad frameworks, the thesis also engages a number of other
theoretical constructs in more minor ways in order to satisfactorily analyse the findings

of the research.

Research Questions, Assumptions and Delimitations

The research question at the core of this thesis asks how the notion of a living archive
can be developed conceptually and practically for the archives of the musical space at

London’s Africa Centre. This involves the consideration of the following sub questions:

1. What are the core theoretical and practical elements of archival working based
on ‘living’ principles?

2. What are the ‘pre-histories’ of the Africa Centre archive and how might these
histories impact upon ‘living’ the Africa Centre archives?

3. To what extent and in what ways might a ‘living’ approach to heritage working
apply to the Africa Centre going forwards, given the context of its historical and

contemporary activities and its self-proclaimed Pan-African focus.

The statement of these questions is intended to assist readers in the direct

identification of the issues with which this thesis is concerned.

Statement of Assumptions

An explicit statement of the assumptions | have made in designing and carrying out this
research will aid in the evaluation of its findings and conclusions. These assumptions
are, following Leedy and Ormrod, the bedrock upon which my study rests (Leedy and
Ormrod, 2010, p. 5). Therefore, the topic, objectives and research questions stated

above are based upon the following assumptions:

* That a theory and practice of ‘living’ archival working is discernable and different
enough from traditional means of working with archives as to justify their own

specific study.
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* That the ‘living’ archival theory and practice this study engages with can be

successfully applied to archival research using the Africa Centre’s archives.

* That the living beings interviewed during the course of this research are able to
offer broadly reliable (if highly subjective) recollections of their time spent in the

musical spaces at the Africa Centre.

* That the theory and research data which is the substance of this study will
provide a suitable conceptual base for future archival interventions using the

Africa Centre, and other archives.

* That African and African diaspora heritage working requires, or is innately
amenable to a ‘living’ approach. This idea is briefly explored in the literature
review, but due to the lack of primary research on this point within this thesis, it

is included here as an assumption®.

* That the case of the Limpopo Club/Africa Centre offers the potential for
innovative conceptual and practical development of the notion of ‘living

archives’.

Delimitations and Definitions

Leedy and Ormrod define delimitations of a research study as ‘what the researcher is
not going to do’ (Leedy and Ormrod, 2010, p. 57). | have thus far outlined what this
research intends to do with a statement of problem, statements of objectives and aims,
and by stating the research questions which are guiding this research. Here, | will

explicitly state what | do not intend this research to achieve.

Firstly, this thesis does not position itself either as an exhaustive study of projects that

have invoked the term ‘living archive’, or as an attempt to engage with every known

® It should be noted here that | completed a dissertation on this topic for my master’s degree in Archives and
Records Management. The results of that study found that there were numerous advantages of working with
African/Diasporan heritage materials in this way.
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heritage project which could be deemed to employ ‘living’ methods of engaging with
archives. Instead, it is modest in its aim of identifying through the study of a small
number of such projects identifiable commonalities which, read in tandem with existing
texts, can provide the basis upon which to develop the nascent formulation of a theory

of living archives.

Secondly, this thesis limits its scope to the musical spaces at the Africa Centre
between 1960 and 2000. Some data included in the study does fall beyond these
temporal boundaries, but not in sufficient quantities to justify an extension of this date
range in either direction. My unrestricted access to the Africa Centre archives over the
course of the study means that there is some archival material included in this thesis
which does not directly relate to the musical spaces at the Africa Centre but has
instead been included to provide points of contextual reference. For the most part
however, material archives and the recollections of living people featured in this thesis
are directly and explicitly related to the musical spaces at the Africa Centre. In the case
of the potential archive represented by the physical space at 38 King Street, the
inaccessibility of the building due to major refurbishment works (see
http://www.walsh.co.uk/our-work/38-king-street/ for images) necessitated a further

outer boundary to the extent of the research.

Thirdly, this research does not seek to understand or theorise every aspect of the
musical spaces at the Africa Centre. Instead, the thesis highlights only the themes
which were repeated, or those which were noticeably absent from the sources
consulted, in ways deemed appropriate by the researcher. In this sense, the study is a
consciously subjective one. Given the ‘postmodern turn’ (Cook, 2001; Hardiman, 2009)
in the information management disciplines since the late 1990s, it is my hope that this
subjectivity, a persistent reality of any academic research, will be viewed as a strength

rather than a weakness by the reader.

Fourthly, this study deliberately chooses not to engage in any sustained way with the
‘Soul Il Soul’ musical space at the Africa Centre. Soul Il Soul are a UK-based sound
system and musical performance group who used to run regular Saturday night club

sessions at the Africa Centre. Their presence at the Africa Centre, the makeup of their
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audience, their music selection, aesthetics and ethos make them a hugely important
aspect of music at the Africa Centre (and in the UK more generally) and many studies
deserve to be written on their time at the Centre and their impact on the music industry
of the time. Partly due to issues in accessing the Soul Il Soul team, and mostly due to
the richness of the material making up this thesis pertaining to the Limpopo Club at the
Africa Centre, it was felt that it would be too ambitious to extend the research to include
Soul Il Soul at the Africa Centre. Early anecdotal conversations with former centre-
goers strongly suggested that to all intents and purposes, the Limpopo and Soul 1l Soul
club spaces were entirely separate with very little cross-over in their organisers or their
audiences. In order to allow space for sufficient analysis and understanding of the
Limpopo Club space, its pre-history, and the empirical study of the notion of living
archive, engagement with the Soul Il Soul space was sacrificed. By the same token,
other musical spaces at the Africa Centre, such as the Hip Hop events hosted their
connected to the burgeoning break-dancing scene in Covent Garden during the 1980s

are beyond the scope of this thesis.

Lastly, the decision was taken early on in this research that the actual deployment of
living archival interventions connected to the material comprising this thesis would not
form a part of the data collection of the thesis itself. This particular boundary was
defined due to the resource intensive nature of such practices, and because of the
(then) liminal status of the Africa Centre as an organisation without the premises or
resources to undertake such an endeavour. Happily, at time of writing, the Africa
Centre is now stable in its new home and is in a position to consider the ideas for

archival activation this thesis stimulates.

There are multiple meanings for some of the key terms invoked in this thesis. It is
therefore helpful at this stage to define these important terms as | intend them to be

understood in this text.

African:

| am inclined personally to regard an African, in similar terms to the Greek historian

Herodotus’ description of Ethiopians - as having dark skin and woolly hair (Herodotus
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et al., 2003, p. 103). | do however see potential problems with this, particularly in the
eyes of those of Arabic, Asian or European heritage who call the African continent
home. In this thesis | use the term ‘African’ to denote what is often referred to as ‘sub-
Saharan African’ heritage and tend to use racial/national distinctions for people of
European heritage living in Africa, for example white South Africans. This system
dissolves rapidly when discussing North Africans, and for this reason, this thesis tends
to refer to people from the North of Africa as ‘North African’, or by their national
heritage e.g. Algerian. Implicit within this though is the assumption of visible and
tangible Arabic influence in culture and appearance. This assumption may not always
be accurate. It must also be acknowledged here that the key actors interviewed during
the course of this research accepted North Africa within their pan-African vision in a

way that ostensibly circumvented the distinctions alluded to here.

African/Diasporan:

Of African heritage (as defined above) but born or living outside the African continent

Archive:

The word is archive is used in two different ways in this thesis, sometimes denoting an
aggregation of historical records either on paper, film or in digital formats, and
sometimes in its more expansive usage defined by Foucault as ‘the law of what can be
said, the system that governs the appearance of statements as unique events....the
system of its enunciability’ (Foucault, 2002, p. 128-129). | have, as far as possible,

clarified within the text which usage is intended at any given point within the discussion.

Black:

Just as the term ‘white’ does not accurately convey either the physical or psychological
dimensions of people of European descent, it is my feeling that the term ‘black’ is a
poor noun/adjective for people of African heritage. Nevertheless, | must also accept
that ‘black’ has achieved wide usage within and beyond African heritage communities
and as such facilitates easy, if somewhat lazy, communication. It is used in this thesis
to mean people of African heritage either from the African continent, or in the diaspora;

including people of mixed heritage.
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Living Archive:

The ‘living archive’ is a term in a constant state of definition throughout this work and as
such it is impossible to offer a definitive statement on its meaning at this juncture.
Having said this, it is useful to introduce two key concepts, which | hope will assist the
reader in understanding my meaning when the term is invoked throughout the text.
First is the idea of living as an active state of movement and generation. | do not
believe any collection of material can be dead. With the existence of intelligent life on
earth comes the possibility of its activation and use. | do however operate under the
understanding that a collection of material waiting to be discovered can be considered
passive in comparison to one which, possibly before it was even conceived of as a
collection, was intentionally activated and used. A second facet to the word ‘living’ is
the notion of being alive within a body. The mind and body can store feeling and
experience and this might also be thought of as a ‘living archive’; an organic archival
source. Both of these types of collections, material activated by people and

experiences stored by people are considered within this thesis.

Material Archive:

This term is sometimes used within the text to denote the more ‘traditional’
understanding of what an archive is. A defined collection of material records created
during the course of personal and organisational activities which has been appraised

and preserved for posterity.

Musical space:

There are possible sonic and material understandings of this term and both are
required for the reader to engage fully with the text of the thesis. Materially, | use the
term musical space, to mean a physical space in which a live or pre-recorded musical
performance occurs. Sonically, | take cues from Born (Born, 2013) and others in
recognising that music as a sonic experience also has its own spatial dimensions
distinct, but not independent from the material space in which the listener is exposed to
it. Unless explicitly stated, it is my wish that the reader bears both of these definitions in

mind at each use of the term.

Page 33 of 333



34

‘

Pre-history’

This term is explained in relation to Hall’s commentary on a living archive in Chapter 2
but given its usage in the text prior this Chapter it is important to define it here. The
term ‘pre-history’ is usually used in the text in relation to one of the types of archive
discussed above. It can simply be defined here as ‘prior conditions of existence’ (Hall,

2001, p. 89); a concept which can be likened to the archival idea of provenance.

This study is primarily important in its novel development of the idea of a ‘living archive’
in both abstract and concrete terms. It is abstract in its advancing of a culturally
sensitive theory of living heritage working focussed on African/diasporan archives in
the UK. It is concrete in the way in which it draws upon empirical research data to
outline not simply a methodology, but also a method of deploying this theory with the
Africa Centre’s collection in mind. In this sense, the thesis is both definition and

demonstration.

Within these developments, guided by an intentionally dynamic methodological
approach, existing literature on ‘black history’ and black convivial spaces is augmented
by the thesis’ focus on continental Africans in the UK and their creation of a seminal
African musical space in London — itself a first for the time. As the first academic study
to focus on the African musical spaces at the Africa Centre, this study offers a
particular and at time of writing, unique insight into the developing postcolonial

relationships between Africa, its diaspora and those interested in African cultures.

The study’s consideration of the intangible, embodied and affective aspects of heritage
working alongside traditional notions of the archival record will, | hope, be of interest to
those seeking to operate in the physical and conceptual spaces where heritage

materials and communities of interest can meet and chart meaningful future paths as a

result.

The Organisation of the Remainder of the Text

A further nine chapters follow this introductory chapter. Their order and content can be

summarised as follows:
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Chapter 2 contains a review of the literature providing the theoretical frameworks with
which this study engages. It argues that the only existing treatment of the African
musical space at the Africa Centre lacks depth due to its broad aim of exploring 100
years of Black music in London. It further discusses prior elaborations on the theory of
‘living archives’ and ‘living history’, suggesting new lenses through which these may be
considered. Enactivism, narrative therapy, postmodernism, affectivity, sonic space,
pan-Africanism, conviviality, cosmopolitanism, race and gender are all explored in
thinking through the ‘living archive’ generally, and the excavation of the pre-history of
the Africa Centre’s musical spaces specifically. Importantly, this chapter identifies key
insights and deficiencies of the usage of the term ‘living archive’, offering novel

suggestions for the development of thinking in this area.

Chapter 3 describes the methodology and methods by which the data for the study
was collected. It argues that employing a dynamic and culturally appropriate
methodology for activating the archive (in this case, the ‘dubbing’ of the archive),
optimises the amplification of the archival ‘echoes’ able to stimulate present and future
actions. Further, a case is advanced for combining material and oral history methods

as part of considering the Africa Centre archives in living ways.

Chapter 4 presents the findings of the research with respect to the living archive. It
posits that by explicitly focussing on the relationship between person and material,
living archives dissolve positivist notions of a master narrative; facilitating instead the
creation and dissemination of myriad subjective narratives. The chapter situates this
subjectivity within the so-called postmodern and archival ‘turns’ of the late 20" and
early 21% centuries. Further, the usefulness of the archive in revealing and inciting
subjective narratives is considered in terms of their therapeutic value. Such
consideration, however, remains watchful of the Eurocentric habit of prioritising the
textual narrative over other less tangible narrative media. In thinking through these
alternatives to text, this chapter foregrounds the West African concept of Sankofa as a
means of identifying effective and culturally sound mechanisms for the transmission of

heritage. Extending the thinking around bringing the past into the present which
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Sankofa ultimately represents, enactivist frameworks are employed; positioning the

archival site as a site of (re) creation of self and world.

Moving towards the application of chapter four’s analysis to the Africa Centre’s
archives, Chapter 5 provides an overview of the ‘pre-history’ of its musical spaces.
‘Dubbing’ living, material, visual and textual material from the archives, this chapter
embarks on the enactive journey. Initially, material is presented to furnish a broad
understanding of the pre-Limpopo Club programming at the Africa Centre, exploring the
idea that music was programmed as an academic event in the Centre’s early years.
Thinking in a more focussed way about the Limpopo Club space, the chapter argues
that pan-Africanism and Afrocentricity are key to grounding meaning within the
available archival material. Within this discussion, the mutability of notions of pan-
Africanism are identified. This chapter suggests that the Limpopo Club space asserted
an African ownership but with several contradictions. These included the majority white
control of the Africa Centre as an organisation and a ‘Garveyite’ attitude to musical
programming which, at different times, was broadly welcoming to liberal whites. In the
context of the living archive, the chapter advocates activating and re-evaluating this
material in the present in order to augment our present debates around decoloniality,

ownership and African self-determination.

Chapter 6 argues for an expanded usage of the concept of archive which includes
embodied memory and ‘non-traditional’ records. Focussing specifically on the pre-
history of Wala Danga, the principal actor in the creation of the musical spaces this
study chooses to engage with, the previous chapter’s focus on pan-Africanism is
enriched through a living manifestation of pan-Africanist creative practice — the ‘African
Sound System’. In particular, this chapter highlights the interpersonal and
intergenerational ways of knowing transmitted and retained through the act of musical
(re)-performance, asserting that beyond the simple pre-history of the musical spaces at
the Africa Centre (and their archives), these transmissions are in themselves archival

and deserved to be recognised as such.

Chapter 7 discusses the affective atmosphere at the Africa Centre and introduces the

concept of ‘affect stacking’ - where affects which have been archived in material or
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embodied ways are activated and generate further affects in the present. This chapter
argues that affects are integral to the interaction of sentient beings and as such should
be central to any living approach to the archive. In focussing on how interviewees
remember the musical spaces at the Africa Centre feeling, this part of the study
exposes the sensual and emotional aspects of the Africa Centre archive which must,

by dint of their essential humanness, play a part in any present and future activations of

the archive.

Chapter 8 is concerned with how the intercultural dynamics of the Limpopo Club are
remembered and what significance race, class and gender had within this space. Here
it is argued that the Limpopo Club at the Africa Centre was a convivial space where
people of different races, nationalities and genders were able to meet in a cohesive
manner. Like Back, Sinha and Gilroy however, this chapter finds that this cohesion was
not without its fractures which, it argues, frequently occurred at the intersection
between race, class and gender. Appiah’s notion of a rooted cosmopolitanism is
invoked to consider both interactions in the Limpopo Club space, and also, the way in
which the space itself was promoted and represented — as a space for Africans and
those interested in Africa, but one which leveraged national distinctions as a means of
enticing audiences into the space. This chapter concludes ruminating over the
resonances of these findings in the present moment; questioning what useful function
the activation of such materials might play within the context of current debates on race
and gender within the African diaspora. Like the chapters which precede it, Chapter
Eight reveals important facets of the Africa Centre/Limpopo Club archive’s pre-history,
informing the formulation of a living approach for the working with these archives going

forward.

Chapter 9 summarises the findings of the preceding chapters, recapitulating the
development of the idea of a living archive in practical and theoretical terms and how
this innovative approach can be further built upon in the future. Novel questions raised
by the study are acknowledged and considerations of how these questions might be
engaged with beyond this study are briefly explicated. Perhaps most importantly for a
study framed by the notion of past, present and future actions, plans for the future
activation of the Africa Centre archive, including the materials generated during the

course of this study, are outlined. Here special attention is paid to the resonances
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between themes, ideas and materials in the Africa Centre archives, and the substance

of current debates and issues concerning the African diaspora.
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CHAPTER 2: CONCEPTUAL REFLECTIONS ON ‘LIVING’
ARCHIVES, RACE, GENDER AND PLACE

The sections which follow expand upon the conceptual frameworks | have introduced
as appropriate lenses through which to study the Africa Centre/Limpopo Club during
the stated time period. Literary sources invoked are not exhaustive and have rather

been selected for their ability to provide a robust introduction to the relevant ideas.

Music and the Africa Centre: A Brief History

To the best of my knowledge, the only published work giving any sustained treatment
to the musical spaces at the Africa Centre is Lloyd Bradley’s ‘Sounds Like London: 100
Years of Black Music in the Capital’ (Bradley, 2013). Given its remit of narrating a full
century of musical activity however, it is not surprising that the section Bradley devotes
to the Africa Centre is brief and somewhat under-nuanced. Nevertheless, it is useful to
explore the key points Bradley mentions in relation to music at the Africa Centre as

they provide a sensible grounding of the deeper analyses this thesis provides.

Bradley situates the Africa Centre in the broader milieu of 1960s — 1970s Central
London, a place becoming slowly Africanised as a result of small but significant influxes
of West Africans who had come to London to study. This intellectual connection
coupled with the fact that many of the students had a less immediate need to work
given their middle and upper class backgrounds led to a rather insular existence, with
African musical entertainment in the shape of Highlife, Palm Wine and Juju being
confined for the most part to the university circuit before eventually spreading to
community events in local town halls across the capital (Bradley, 2013, p. 134). At the
same time, artists like the Ghanaian percussionist Nii Moi ‘Speedy’ Acquaye, Gasper
Lawal, keyboardist Kiki Gyan and Nigerian drummer Remi Kabaka were working with
English R&B musicians like Rod Stewart, Eric Clapton and Ginger Baker, augmenting
the rock and folk sounds with African rhythmic structures and tonal compositions (ibid,
p.145). ltis this fusion of rock and African polyrhythms that found favour with the Afro-
Rock group Osibisa, possibly the most successful British-African band to date.

Operating at around the same time were South African Jazz bands and artists like
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Louis Moholo Moholo, Chris McGregor, Dudu Pukwana and Mongozi Feza (ibid, p.115-
116). These musicians had left Southern Africa due to the intense political situation
there at the time. It is important to acknowledge also that there was a significant
presence of nationals of from Zimbabwe and Zambia in London during the same
period. Traces of these UK tempered Afro-Rock, Afro-Funk, Highlife and Afro Jazz
scenes can be found in the Africa Centre’s archives but as Bradley suggests, it is not
until the latter part of the 1970s that the Africa Centre becomes known as a musical
destination and this development is inextricably linked to Wala Danga and the

formation of what would become the Limpopo Club.

Bradley describes the initial purpose of the Africa Centre as the fostering of ‘non-
governmental relations between newly independent African nations by bringing people
together on neutral, apolitical ground’. The Centre was ‘student oriented’ in his
estimation and he sees this as a rationale for its facilities (a lecture theatre, a library, a
conference room, a restaurant, an art gallery and a performance space), which were
provided to ‘showcase the emerging nations’ culture’ (ibid, p.160). Interesting in this
context and corroborated by the archives (see chapter 5), Bradley relates that in its
earlier years the Africa Centre ‘seemed to treat music as a kind of anthropological
experience’ (ibid, p.161). The Limpopo Club is presented by Bradley as the antithesis
of this — a bustling social space where Africans from across the continent ‘really used to
mix’ (ibid). The Club was formally christened the Limpopo Club in 1983, but effectively
had been running informally at the Africa Centre since 1975. It was a space where
Africans could come to hear DJs Wala Danga, Kwesi Asare and others play what was
popular ‘back home’ and listen to live music from both British and African based outfits.
Invoking a quote from Promoter Debbie Golt (interviewed for this study also), Bradley
picks up on the racial mix at Limpopo Club events, branding the space as ‘relaxed’ with
respect to race (ibid, p.163). The short section on the Africa Centre contains an
interesting statement attributing the success of the Limpopo Club to the fact that Wala
was ‘an African with a fundamental understanding of the music, the culture and how
things knitted together’ (ibid). Although this may well be true, it is a rather odd
statement to make given that when Wala founded the club, there was almost zero
competition and certainly very few non-Africans operating in that space. As Bradley
details in successive chapters, the period after the official inauguration of the Limpopo

Club in 1983 was quite the opposite — a veritable African music explosion in the
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mainstream and underground — and one championed by white people. It is possible
that Bradley, as a person of African heritage himself was both speaking retrospectively
and subjectively when attributing the Limpopo Club’s success to Wala’s ‘Africanness’.
Equally, it is also quite possible that this idea originated with Wala Danga as it is a topic
we broached a number of times during our conversations together. In Bradley’s
estimation, the ‘commercial explosion’ can at least partly be attributed to the success of
the Limpopo Club and the attendance of music industry professionals at the events

scouting for new talent.

As has been stated, aspects of Bradley’s account can readily be confirmed by a simple
reading of the texts (visual and textual) present in the archives of the Africa Centre.
There are several points Bradley notes in passing however, that are of interest but
require significant extra context in order to be better understood. This context cannot
be provided by the material archives alone. What for example should we understand a
‘pan-African vibe’ to mean (ibid, p.161)? Bradley relies on two key informants regarding
the Africa Centre: Wala Danga and Debbie Golt. His own secondary interpretation also
makes up a significant portion of the text. In seeking to understand more about this
space at the Africa Centre this study involved the collection of further and more
nuanced research interviews. Bradley’s emphasis that Wala was an African in control
of the presentation of African cultural products calls to mind debates around cultural
appropriation and the control of African/Diasporan cultural production which continue to
this day (Kopano and Brown, 2014). We are also at the time of writing witnessing a
massive resurgence in the popularity of African music throughout the diaspora. These
elements call for a living exploration of the site in its material and embodied forms that
is hyper-aware of its generative potential in the present. It is my view that the concepts
of the ‘living archive’, ‘living black history’ and the ‘ritual archive’ (Falola and Library of
Congress, 2016; Hall, 2001; Marable, 2005) are robust and broad enough in scope to

provide a starting point for such research (and creation).

The African/Diasporan Archive: A ‘Living’ Archive?

History is more than the construction of collective experiences, or the knowledge
drawn from carefully catalogued artefacts from the past. History is also the architecture
of a people’s memory, framed by our shared rituals, traditions, and notions of common
sense (Marable, 2005, p. 1)

Page 41 of 333



42

As the main concept guiding this research, it is important to ensure the readers’
understanding of what is meant by a ‘living archive’. Precision however is difficult as
both the adjective and noun making up the term are themselves, in different ways, in a
constant state of becoming. The reader will note also that Chapter 4, the first findings
chapter in this thesis, is actually concerned with developing a novel, practically
grounded theory of the ‘living archive’ upon which the unfolding of the remainder of the
study rests. The literature introduced in the following sections features here as a means
of furnishing the reader with an understanding of the term as it has been theorised to
date — an understanding which the study extends in both practical and theoretical

ways.

The Living Archive

The writings of Stuart Hall on heritage, and the archive, provide a helpful foundation for
the articulation of the fundamental qualities of a ‘living archive’. In particular, the essays
‘Constituting An Archive’ and ‘Un-settling 'the heritage', re-imagining the post-
nation/Whose heritage?’ based on conference papers he gave between 1999 and 2001
are worth dissecting here with the purpose of achieving a more granular understanding
of the key principles upon which a ‘living’ archive has been configured. One of the key
characteristics of an archive that ‘lives’, as Hall saw it, was its generative potential. His
concept of a living archive as a generative organ appears to have grown out of a
dissatisfaction with the British heritage ‘complex’ (the organisations, institutions and
practices devoted to the preservation of and presentation of culture and the arts) and
its backward facing nature:

curious in the British usage is the emphasis given to preservation and conservation: to

keeping what already exists as opposed to the production and circulations of new work
in different media, which takes a very definite second place. (Hall, 1999, p. 3)

In his estimation, traditional approaches assess value in heritage materials primarily on
their relation to what has already been authorised as such based upon a ‘national’ story
‘whose terms we already know’ (ibid, p.4). From this statement, a second principle can

be extrapolated. To live, in Hall’s terms, does not merely mean to generate, but also to

expand, or provide alternatives to what Hall describes as ‘the British version of

tradition’ (ibid). For Hall, heritage should be a ‘discursive practice’ (ibid, p.5), one which,
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as he alludes to in various ways, challenges that ‘great unspoken British value —
whiteness’ (ibid, p.7). Alternatives to ‘whiteness’ cannot be considered a universal
fundamental principle of the living archive. Given that this study is ultimately dealing
with the archives of the Africa Centre though, in our current case, this proposition is
valid. Hall’'s subversion of established national narratives is not a one-way stream, and
here we come upon a third defining factor; the involvement of the ‘subjects’ themselves
in the process of selection and exhibition which usually objectifies them (ibid). Direct
mention of the nature of the power relations at play in this process is not made, but the
invocation of Foucault’s treatise on power elsewhere in Hall’s paper acknowledges their

presence (Foucault and Faubion, 2002).

Central to this thesis is Hall’s suggestion that the subversion of the mainstream by the
marginal ‘requires supplementation...by extensive oral histories, personal accounts,
documents and artifacts...customs, cuisine, daily habits, family photographs and
records, household and religious objects’ (ibid, pp.11-12). However, where Hall views
these aspects of culture as archival supplementation, this study argues that through
their treatment as such, they are, and always have been, part of the archive itself.
How else can a national (or indeed communal) heritage or identity be formed if it does
not relate dynamically to the aspects and actions making up the daily lives of the
people in question? Discussing the reframing of African cultural production, p’Bitek
frames it thus:

culture cannot be what the Romans made of it, and which the Western tradition has

sustained until today...a commodity...imprisoned in museums and art

galleries...buildings that is, where people do not normally /ive in [sic] but visit when

there is a show. The chiefly regalia of a Kabaka...[does] not make sense in a museum

in Oxford...drums are for drumming, not merely for gazing at...these items do not

operate in solo, alone, away from home, in the absence of the people who, steeped in

the worldview of that society, create them to fulfil definite purposes (p’Bitek, 1986, p.
26)

Understood in this way, culture, and for our current purposes, the archive, is not
something that lends itself to reification or internment. It is a dynamic and open-ended
conversation following a common thread but yet in a constant state of emergence. It is
these qualities - presentness, continuity, open-endedness - which Hall associates with
the ‘living’ of the ‘living archive’ (Hall, 2001, p. 89). The ‘common thread’ | refer to is

labeled by Hall as a ‘pre-history’, the ‘sense of prior conditions of existence’ (ibid). It is
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these prior conditions which give the archive its shape and sense of authority, and for

Foucault, make it possible for things to be said (Foucault, 2002, p. 129).

Parallels of Diaspora: ‘Pre-history’, Provenance and New Order(s).

In the ‘Dutch Manual’, an early codification of the principles which were to underpin
western archival tradition (some until the present day), we learn that ‘archival
documents are to be ‘placed in their natural and original context, where they reveal
their nature and meaning best’ (Ketelaar, 1996, p. 33). Context, to the archivist and
historian then, is everything. Traditionally, for archivists, this contextual imperative has
focused on the provenance and original order of the material. Provenance is the
principle that ‘serves to make known the character and significance of records, for the
subject-matter contained in individual documents can be fully understood only in
context with related documents’ (Schellenberg, 1975, p. 87). The concept of
provenance is not altogether removed from Hall’s ‘pre-history’, that is, the what came
before associated with an archival record. In this sense, Hall’s ‘living archive’ is not a
novel idea, but rather a modification of an existing theory of information management. It
must therefore be understood on those terms; not as a clean break with tradition, but
rather a refiguring of it in order to serve current and future needs. Original order seeks
to respect the ‘original arrangement of recordkeeping systems’, thus enabling the
elucidation of the ‘administrative context in which the records [were] originally created’
(Cook, 1997, p. 21). Hall’s living archive shifts from a ‘relatively random’ pre-history to
‘something more ordered and considered; an object of reflection and debate’ (Hall,
2001, p. 89). It can be understood from this that not every living archive (or indeed any
other type of archive) has a discernible original order; but for Hall, the imposition of
order enables a critical engagement with what has previously existed 'in
solution...within the flow of the work’. Order, whether original or imposed, and the
reflection it engenders creates ‘new work which...will not be the same as that which
was produced earlier, but it will be related to that body of work, if only in terms of how it

inflects or departs from it’ (ibid).

Hall’s ordering of and reflection upon the living archive echo his thoughts on diaspora
itself. Both occur as a result of his thinking through the place and purpose of the African
and Asian Visual Arts Archive (AAVAA) — a UK-based archive of works by African and

Asian diasporan artists. In the same way as the living archive evinces a tradition but
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invites expansion, synthesis and reinvention, the African and Asian diasporas ‘stand in
the relation of 'copy' to that 'original' culture from which [they are] endlessly doomed to
be separated. It is therefore correct to conceive of them as ‘positional and relational,
always on the slide along a spectrum without end or beginning....” (Hall, 2001, p. 90).
This positionality is something which was a constant presence both within myself and
in others with whom | spoke during the course of this research as a sense of constant
negotiation of the unmarked space between ‘original’ cultures and their derivatives in
the diaspora. In this sense also, the mutable, but ever-present consideration of this
‘original’ culture is imbued with resonances of decoloniality; of dissecting and
reconstituting heritage practice in ways which resonate appropriately with the perpetual
shift between ‘original and copy’. Of course, the very idea of an original culture is itself
very much open to question. The organic dynamism of cultures, wherever one may find

them, itself provides a strong argument against any notion of an archetypal culture.

Sankofa Practice and Living Black History

Diasporan Sankofa practice as described by Christel Temple represents an example of
this negotiation. It is drawn from the traditions of the Akan (representative of an
‘original’ Africa to some of African heritage in the diaspora). Its instruction to look to the
past to draw inspiration for present and future is consistent with Hall’s
acknowledgement of the relational nature of the diaspora. The diasporan is inspired by
the past, but can never recreate that past in the exact shape in which it originally
existed, giving rise to what Temple terms ‘innovative uses’ of that history in the present
(Temple, 2010, p. 128). An Akan symbol drawn from the Adinkra lexicon, the Sankofa
bird represents the act of returning to your past to retrieve what has been forgotten or
lost (ibid).

Temple discusses the practice of Sankofa within the African diaspora in America.
Crucial in her analysis is the ‘insisting on the relevance of using African possibilities to
define and characterise African life in the contemporary era’ (Temple, 2010, p. 128). In
this sense, there are strong parallels to Marable’s theory of ‘living black history’, which
is an approach to heritage working again forged in the crucible of the racially
segregated social and political landscape of the United States of America. It comes

about in a society in which the ‘historical logic of whiteness’ presents whites as the
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primary actors in the important decisions that have influenced the course of human
events’ (Marable, 2005, p. 20). Such an environment demands the exclusion of black,
or indeed any significantly alternative histories and as such, results in frequent
narrative gaps and omissions (ibid, p.21). The response to such an erasure, for
Marable, is the exposition of alternative narratives (in this aspect, ‘living black history’,
ignoring for a moment its emphasis on race, is not dissimilar from Thompson’s ‘history
from below’ (Thompson, 1966)). His solution involves temporal compression. A
reduction in ‘the distance between the past, the present and the future’, reconstructing

what he terms as ‘authentic narratives’ (Marable, 2005, p. 22).

Assuming the oxymoronic nature of an ‘authentic’ narrative is obvious enough to the
reader not to require further attention here, | would instead like to focus on the practical
rationale and operation of Marable’s bringing together of past, present and future. For
him, it is necessary to approach the re-membering of black histories in this way due to
the regularity with which African American, and indeed any poor, working class
organisations often failed to leave behind substantial material traces and texts for
preservation in ‘official’ archives and libraries (ibid). The countering of this lack of
material demands a multidisciplinary approach, ‘in which archival investigation at
traditional institutions might play a secondary role’ (ibid, p.23). In Marable’s hierarchy,
the traditional archival record is superseded by memory, orality, tradition and ritual. He
is careful to acknowledge, however, the difficulty in unscrambling the lived memories of
individuals, upon which much of the weight of his multidisciplinary approach rests, from
the effects of dominant historical discourses. Indeed he recognises that often it is these
same discourses that provide the terms of reference through which private, personal
narratives are constructed and deployed (ibid, p.27). This contingency with discourses
in the present tense is an important aspect of living history. It is a theory which
recognises the personal and collective agency that is allied with the process of historic
(re)construction.

....as racialised populations reflect upon the accumulated concrete experiences of their

own lives, the lives of others who share their situation, and even those who have died

long ago, a process of discovery unfolds that begins to restructure how they

understand the world and their place within it. That journey of discovery can produce a

desire to join with others to build initiatives that create space, permitting the renewal or

survival of a group, or the celebration of its continued existence...as the gap between

the past, present and future diminishes, individuals can acquire a greater sense of

becoming the “makers” of their own history. Thus, for the oppressed, the act of

reconstructing history is inextricably linked to the political practice, or praxis, of
transforming the present and the future’ (ibid, pp. 36-37)
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Marable’s ‘living black history’ is useful in structuring thought concerning the Africa
Centre’s archive and the expanded sense in which this study is seeking to understand
it. It is however not a construct which can be unproblematically grafted onto this
present research without modification. Firstly, the Africa Centre archive cannot be
considered a black archive in the manner that say London’s Black Cultural Archives or
the George Padmore Institute can be; the organisation was neither founded nor led by
people of African heritage. Chapter 5 of this thesis explores the ‘pre-history’ of the
material archive, discussing the founding and leadership of the Centre by liberal whites.
The Africa Centre appointed its first director of African heritage in 1992, over thirty
years after the Centre was initially incorporated (although Africans had been employed
in several roles in the Centre from the 1960s). This organisational multiculturalism was
also reflected in the musical spaces at the Africa Centre. In outlining his ‘living black
history’, Marable identifies ‘poor working class’ organisations as potential sufferers of
the same paucity of archival records as the black individuals and organisations with
which his thesis is concerned. The Africa Centre also cannot be considered as working
class — proof of this is given in chapter 8 of this present text. It was, however, according
to former Director Alastair Niven ‘never well endowed’ (Niven, 1979, p. 175) and
because of its focus on Africa — a position which only a handful of cultural organisations
without a clear institutional affiliation took up until the 1980s - might still be considered
in marginal terms. The adoption of the Africa Centre as a ‘focal point for African Culture
in the UK’ (Acheampong, 1998, p. 657) by Africans themselves is important here. | am
certain Marable would not list the archives of the Africa Centre in the same breath as
those of C.L.R. James, W.E.B Du Bois and others with which he is concerned, but
propose that aspects of his approach can be usefully extended to engender a living

approach to working with these archives.

Marable’s acknowledgement of heritage working as an activity taking place in the
present with the intention of influencing the future is the final issue | would like to pick
up on in relation to his theory. The Africa Centre’s new home and the recent surge in
popularity of African music (both created on the continent and by people in the
diaspora) invests ‘living black history’ with great relevance here. Consonant with the
post-modern habit of bringing the past into the present (see below), this study extends

and expands on his work with African-American history by laying the foundations for
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the transmission of these musical histories both for the Africa Centre, and the various
communities engaged with African musics in the UK. It does so with an awareness of

western archival science and alternative approaches to archival working.

Archives, Postmodernism and Incredulous Narratives

Briefly, it is useful to locate the temporal compression of Marable’s ‘living black history’
within the ‘postmodern turn’ of the past half-century. Indeed, it is not hyperbolic to
suggest that the very ideas of the living archive and living history themselves are, in
part, a product of postmodernism. Connor defines postmodernism as being

concerned almost exclusively with the nature of its own presentness. Indeed, one

definition of postmodernism might be: that condition in which for the first time, and as

a result of technologies that allow large-scale storage, access, and reproduction of

records of the past, the past appears to be included in the present, or at the

present’s disposal, and in which the ratio between present and past has therefore

changed...the present (as of old) is all there is, but now it includes all of time
(Connor, 2004, p. 10)

As far as archives are concerned this is an interesting statement. Traditionally, archives
and archivists had been concerned with preserving and making available evidential
truths concerning the past (Jenkinson, 1937; Ketelaar, 1996; Schellenberg, 1975). The
present/future were acknowledged at the time these records were being accessed, but
the generative character Hall ascribes to the living archive (Hall, 2001, p. 89) was not a
prominent feature of traditional archival theory. Similarly, whilst archivists such as
Gerald Ham understood quite early on how ‘biased and distorted’ a narrative the
supposedly impartial archivist was capable of creating of the past (Ham, 1975, p. 5),
this understanding of the partiality of an archive was not an obvious feature of archival
thought until the 1990s. Here, postmodern theory began to creep into the archival
realm, questioning the ideas of truth, authenticity and impartiality connected with the
archive, recognizing its gaps and omissions and identifying the need for alternative
narratives (Cook, 2001; Hardiman, 2009; Harris, 2002a).

It is important to pick up on the idea of narrative here in relation to the archives,
postmodernism and the temporality of which we have been speaking. The post-
structuralist philosopher Jean-Francois Lyotard is famous for his articulation of the

postmodern condition (Lyotard, 2004). A particular aspect of his thesis deals with the
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legitimation of knowledge in post-industrial societies. He observes that ‘the grand
narrative has lost its credibility, regardless of what mode of unification it uses’ (Lyotard,
2004, p. 37). Lyotard saw the immediate roots of this in technologies emerging since
the Second World War, which ‘shifted the emphasis from the ends of action to its
means,’ (ibid). Its deeper roots, as he understood it, lay in the ‘seeds of delegitimation
and nihilism that were inherent in the grand narratives of the nineteenth century’ (ibid,
p.38). Integrating this idea with Hall’s understanding of ‘the heritage’ requires little
effort. Hall speaks of heritage institutions as the culprits of the ‘canonisation’ of a
master narrative or ‘selective tradition’ (Hall, 1999, p. 5), acknowledging that the
imposition of ‘beginnings, middles and ends on the random and contingent’ and the
disavowals and silences of social memory as influenced by the institution strait-jacket
those opportunities for different narratives to emerge (ibid). This thesis argues then that
beyond serving an important societal function as active repository of alternative
narratives, living approaches to the archive constitute a further step in the ‘post-modern

turn’ the archival sector has been in the grips of since at least the 1990s.

If living archives do indeed encourage alternative narratives to flourish, what purpose
might these narratives serve? Epston and White’s seminal text ‘Narrative Means to
Therapeutic Ends’ builds a convincing case for the usefulness of ordered and
sequenced renditions of events (Turner and Bruner, 1986, p. 153) in enabling
therapeutic interventions. For Epstein, White, and others, a person’s life must be
‘storied’ in order to extract meaning from events across time and enable a coherent
grasp of themselves and the world around them (White and Epston 1990, 11). It is my
suggestion here that heritage materials can be storied in a similar way to intersect with
these personal narratives and create meanings. Our personal and collective stories,
and their repeated performance within our lives, can be ‘liabilities or assets’ depending
on their content. Some stories engender competence and wellness, others constriction
and unnecessary limitation. Some stories have been authored by us, others see us
merely as characters in a tale not of our own making. Those stories that dominate
serve to confer meaning on events in our lives and therefore, to a large extent,
determine how we experience our lives and act within them (Tomm in White and
Epston 1990, x). It follows then that problems occur when our stories, or stories told

about us, do not facilitate positive lived experiences (White and Epston 1990, 14).
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Bringing White and Epston’s work into conversation with Hall’s enables some useful
assertions to be made. Hall goes further than White and Epston, asserting that the
‘selective traditions’ of nations and institutions that omit those who do not ‘belong’ are
problematic (Hall, 1999, p. 6). The first conclusion that can be drawn is that unhelpful
narratives, or following Hall, the complete omission of narratives, can create issues at
personal, communal and national levels. Implicit in this statement is the therapy of
which White and Epston speak. If we define therapy as treatment intended to relieve or
heal a disorder (Oxford Dictionaries, 2017), then the mere existence of any narrative
(Hall), positive or negative, is helpful in healing the ‘disorder’ of forgetfulness. Going
further, if narratives exist and facilitate positive lived experiences, then other types of
healing are made accessible. Flinn and Stevens discuss this on a collective level in
terms of ‘powerful’, ‘mythic’ and ‘communal’ memory ‘strengthened and reinforced by
being made visible and shared (Flinn and Stevens 2009, p. 8). Thinking about the
Africa Centre and its archives, it is crucial to note that although | have described it in
marginal terms, when compared to the individuals whose work and influence give rise
to its musical spaces, it can also be conceived of as an ‘institution’ whose archive
creates a ‘selective tradition’ driven by its ‘deep investment in its own ‘truth” (Hall,
1999, pp. 5-6). The collection of oral stories from the community of people historically
connected to the Africa Centre, and their activation as part of the wider archive, then
represents a two-tier challenge. At one level, they challenge the ‘selective tradition’ of
the archive itself, at another, their new existence within the archive, and the fresh
attention drawn to this archive challenges the wider ‘national story’, demanding space
for new ‘belongings’. We should be careful to note however that White and Epston
attach the actions of therapy and healing to narratives facilitating positive lived
experiences. It cannot be assumed that these emerging narratives, or the archives of
which they eventually will form a part, will be positive ones. There is always the danger
then that the elicitation of these ‘archival conversations’ might, initially at least, result in

negative or traumatic consequences.

It must also be highlighted that White and Epston favour textual
construction/presentation of their client’s stories over oral means of transmission. The
rationale for this lies in, amongst other things, the potential for script to facilitate ‘the
emergence of new discoveries and possibilities’ whilst enabling processes of

legitimation and continuity (White and Epston, 1990, p. 35). Text, in White and Epston’s
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view, is perfectly suited to the linear presentation of events over time, which in turn
invites its analysis for evidence of change over time (ibid 35-36). This generates two
meta-questions in the context of this present research. Firstly, how can a linear
presentation of events over time be reconciled with the co-existing past, present and
future of the living archive? And second, how useful or therapeutic can a narrative be if
it is does not arrive in written form? The living archives discussed in chapter 4 use a
combination of textual and non-textual means to evidence narratives. We shall see
then how persuasive a case these approaches make for the inclusion of non-textual
materials in theories of therapeutic narratives. White and Epston do acknowledge that
the primacy of text as persistent representation of human experience is, ‘to some
extent’ an ethnocentric point of view (ibid). Marable’s theory of ‘living black history’
concurs in this respect. Meditating further on the conflict between the linear and the
temporally convergent, the reader is referred to Chapter 3, which explains why a non-
linear ‘dubbing’ of the archive and its re-presentation here was favored over a linear

historicisation of the musical space at the Africa Centre.

Postmodernism, Archives and the Arts

One defining feature of postmodernism has been its frequent and numerous
connections to the arts, which naturally can involve text, but oftentimes not in a central
position. In his ascription of a novel desire to the (then) emerging postmodern
condition, Daniel Bell saw a fundamental role for the artist and the function of the
creative imagination

Along with this emphasis on the new has come the ideology, self consciously

accepted by the artist, that art will lead the way, will serve as the avant-garde...an

advance assault team...the artist would reveal to society the glorious future, exciting
men with the prospect of a new civilisation (Bell, 1972, pp. 12-13).

The possibilities of (re)creation and activation offered by the idea of the living archive
might be indicative of one such component of the ‘glorious future’ Bell’s artist brings
into being. Indeed, Cheryl Simon extends Bell’s dyad of artist and the postmodern to
include the archive, viewing ‘the appearance of archival materials and forms in recent
art and exhibition practice as a late stage manifestation of a postmodernist
appropriational exercise’ (Simon, 2002, p. 101). American Art critic Hal Foster dates the
genesis of an artistic ‘archival impulse’ back at least as far as the inter-war period,

citing a healthy number of creative archival adherents rising after the final shots of
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World War Il had been fired (Foster, 2004, p. 3). Given the ‘emphasis on the new’ of
which Bell speaks, it is of little surprise that many times, artistic minds lie behind the
living archival endeavour. It makes sense that an artist’s perspective on the archive
would be an explicitly generative one — either through creating new activity inspired by

the archive, or by positioning the archive as a new work in itself.

Maybe more so than curators of other types of heritage materials, archivists tend to be
more focused on the evidential value of the items in their custody than their visual
appeal — a disposition perhaps symptomatic of a more regular interfacing with
genealogists and historians and far less frequent interludes with artists and creative
producers (Magee and Waters, 2011, p. 273). Unlike the archivist, the artist has been
rather more aware of the visual and conceptual attractiveness of archival spaces and
their holdings. The transmutation of material, from archive to artwork, and the
boundaries of this metamorphosis are also resonant here. Invoking Derrida, Osthoff
emphasises the importance of the contents of a personal archive passing ‘from one
institution into another’ (Osthoff, 2009, p. 28). This passage — the transition of materials
from private to public space (and the attendant shifts in meaning and power relations)
is a significant facet of the ‘archive as artwork’ construction. This is followed closely by
what Osthoff labels the ‘collective and distributed’ authorship of meaning these public
contexts facilitate (ibid, 22). This is something to remain aware of throughout the
reading of this study. Those who have contributed orally to the archive have sanctioned
the passing of their narrative from their personal ‘institutions’ (self, families, personal
networks) to a much more public facing one. In doing so their archives have taken on

new meaning and status as evidence.

Ownership, Synthesis and the Ritual Archive

Riffing on the idea of ‘collective authorship’ Toyin Omoyeni Falola’s concept of the ritual
archive is interesting in his wedding of African epistemologies to western archival
principles. In the preamble to his lecture on ‘ritual archives’ he explains the role of
emerging private universities in West Africa in providing fertile environments for this
fresh thinking

What this has done is to let us begin to rethink the inheritances in various ways, and to

use those private universities to test a set of new ideas and to see things that don't
work. [we] can rethink...outside of a...state power structure and outside of
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corruption...we have the opportunities to say, "This is how we want to define
humanities...this is how we want to define some of what we inherited from the western
academy” and localize them, far more creatively than our predecessors have done.
(Falola and Library of Congress, 2016)

Falola refers to the process of examining epistemologies inherited from the West and
deciding which aspects of these are useful and which are either too constraining,
controlling or simply of no use in African contexts. Rather than opting for an essentialist
approach and allowing no space for western epistemologies within his theories, Falola
aims at a much more balanced treatment. He acknowledges that ‘archives...built on a
template of western knowledge....[have] not only proven to be severely limited,
but...also an agency of control that frames our subjectivities and objectivities’. Yet his
theory of ritual archives does not discard those aspects of western archival theory
which he perceives of as useful (Falola and Library of Congress, 2016). His aim is to
develop archival epistemologies ‘that will be treated as universal’ and that are inclusive
of ‘the voices...that are delegitimated in academic spaces’ (ibid). Given that Falola’s
theory is advanced in order to enable an archival understanding of the religious and
secular aspects of the rituals of his people, his vision of the archive includes ‘ideas and
symbols and shrines and images, performances...that document, as well as picture
religious experiences and practices...and by implication, these [inaudible] archives are
huge, unbounded in scale and scope’ (ibid). Taking Hall’s ideas on ‘selective tradition’
in a different direction, Falola questions ‘what is deemed worthy of preservation and
organization as data’, warning against the restriction of archives ‘inside the location of
the library or university or museum’ whilst simultaneously applying ‘the techniques and
resources of academic archives to rituals, so that we can have greater evaluation and

greater preservation’ (ibid).

Falola’s ritual archive intersects frequently with the concept of the living archive that we
are unpacking here. Hall reminds us that a living archive is continuous and open-

ended. Falola speaks of his ritual archive with the recognition that

we must never lose sight of that dimension of archive, that is never fully collected...the
contents of these archives become philosophy, literature, and history. They are
interpretations manifested in our present...components of the archives can be isolated,
but they can also be combined into a body of interlocking ideas and
philosophy...whether you aggregate or disaggregate them, they are called memory, and
remembrance in various ways and forms...Memories, legacies, histories of our lives and
ancestors, and they lead us to the reinvention of the cosmos that we inhabit ((Falola and
Library of Congress, 2016)
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The challenge this thesis accepts is to activate and manipulate these ideas of temporal
fluidity and indistinct barriers within the culturally complex environment of postcolonial

Britain.

Enactivism and the Archive

Temporal compression, and its effects have been considered in the field of cognitive
science. Specifically, Varela, Thompson and Rosch’s theory of ‘Enaction’ (and the
multiple enactive approaches it subsequently spawned) provides a useful secondary
framework for aspects of this research. Varela et al’s theory encompasses ‘both lived
human experience, and the possibilities for transformation inherent in human
experience’ (Varela et al., 2000, p. xv). At the core of their thinking is the conviction
that, contrary to representational theories of cognition, a pre-given world is not
represented by a pre-given mind, rather world and mind are enacted ‘on the basis of
the history of the variety of actions that a being in the world performs’ (ibid, 9). This
enactment involves the interaction of individual and collective dimensions. Meaning
making becomes contingent both with patterns of embodied experience and
interpretations/codifications derived as a result of the experience of community
membership — ‘common sense’ if you will (Johnson, 2009, p. 14; Varela et al., 2000,
pp. 147—150). This study takes the logical but unprecedented step of mapping this
notion onto the idea of the living archive. If, following Varela et al., we consider human
capacities for knowledge and understanding as a function of both ‘biological
embodiment’ and ‘domains of consensual action and cultural history’ (Varela et al.,
2000, p. 149), it becomes possible to view a living archival encounter as a multi-layered
event with multiple cognitive impacts. The enactivist framework acknowledges the
individual embodied experiences engendered by contact with the living archive. Often,
for example in Falola’s ritual archives, or even in the musical spaces with which this
study engages, these individual experiences are unfolding in pluralised social spaces.
Common ‘contact zones’ create their own ‘domains of consensual action’ but
simultaneously occur in the larger domains of national and international societies. The
zones at which point archival materials are activated are inherently domains of action.
Scholars applying enactive principles to education have considered this active
principle. Discussing cognitive development in children, Bruner defines enaction as

learning through action (Bruner, 1966, p. 11). Piaget extends this notion adding that
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children construct knowledge on the basis of what they know, receiving feedback on
the usefulness of their construction from their environment (Cziko, 1995, p. 222).
Vygotsky supposes that proper understanding of this process of knowledge
construction must incorporate social interaction between actors and their socio-
historical background (Kincheloe and Horn, 2007, p. 24). This latter point is crucial. To
a degree, living archival actions depend on the personal pre-histories of the actors
involved* and their broader socio-cultural histories. The social contexts created by
these types of interventions, and the fact that participants are (often) exposed to wider
cultural heritage vistas through such engagements creates multiple possibilities. This
thesis argues that living archival approaches are capable of enacting a world, offering
the possibility of generating new significances and meanings for all involved, creating
new environments offering fresh possibilities for further change and exploration. Every
organism is itself a ‘theory...about [a] specific part of the world...its Umwelf (Munz,
2002, p. 154). The new creations (internal and external) emerging from the living
archival experience enable new theories (in both the organic and conceptual senses) to
be born. These theories are not drawn exclusively from the ranks of participants, but
extend to include the archival institutions and organisations whose developmental

courses are modified by such interactions.

Pan-Africanism, Stereomodernism and Black Arts

All art is propaganda and ever must be, despite the wailing of the purists. | stand in
utter shamelessness and say that whatever art | have for writing has been used
always for propaganda for gaining the right of black folk to love and enjoy. | do not
care a damn for any art that is not used for propaganda. But | do care when
propaganda is confined to one side while the other is stripped and silent.... (DuBois,
1926)

The preceding section touched on the co-creative potentials of mind and world. . It
could be argued that from their inception the imaginaries represented by Pan-
Africanism and the Ethiopianism out of which it grew was born of a desire for new
physical and conceptual paradigms enabling marginalised Africans and those in the

African diaspora to assume more control over their own fate. | would here like to turn

4 Although one can change one’s memories of previous experiences, participants’ personal histories are
subject to a certain degree of fixity once lived and it is these experiences which they bring to the living
archival ‘contact zone’.
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attention to the political dimensions of the pan-African creative endeavour. The Africa
Centre and the Limpopo Club are/were sites located at the interstices between politics
(of both a racial and national nature) and culture, and it is therefore vital to frame them

in these terms.

Pan-Africanism and Black Art

The choice to introduce this selection of literature with a quote from W.E.B. DuBois
serves the purpose of connecting the ideas of cultural production and pan-Africanism
from the outset. ‘Pan-Africanism’ is a term invoked both by the founders of the Africa
Centre, and later the progenitors of the Limpopo Club. In each case, their
understanding of what the term meant can be deemed to have had an influence on the
programme and types of activities occurring within these spaces. Adi and Sherwood
acknowledge that ‘there has never been one universally accepted definition of what
constitutes Pan-Africanism’ (Adi and Sherwood, 2003, p. vii). Their volume
documenting influential figures from Africa and the diaspora ‘whose lives have been
concerned in some way with the social and political emancipation of African peoples
and those of the African diaspora’ (ibid) does nevertheless constitute an implied
definition of the term which is broader than the formal ‘series of international gatherings
from the proto-movement’s London conference of 1900...to the five congresses
between 1918 and 1945’ (Jaji, 2014, p. 3). Shepperson is more polar in his distinctions.
He identifies two brands of P(p)an-Africanism, denoting one with a small ‘p’ and
capitalising the other (Shepperson, 1962). For Shepperson, ‘Pan-Africanism’ with a
capital letter is a clearly recognizable movement: the five Pan-African Congresses...in
all of which the American Negro Scholar Dr W.E.B DuBois, played a major part’. Small
‘P’ pan-Africanism, in Shepperson’s estimation ‘is not a clearly recognisable movement,
with a single nucleus’ but rather a collection of mostly ephemeral movements in which
the cultural element often predominates’; Cesaire’s ‘Negritude’ being one such example
(ibid). Shepperson locates Marcus Garvey, the founder of the Universal Negro
Improvement Association (UNIA), as somewhere between the ‘small p’ (ephemeral
cultural movements) and ‘capital P’ (formal international conferences) permutations of
Pan-Africanism, citing Garvey’s bitter feud with big ‘P’ Pan-Africanist W.E.B DuBois
and his ‘overt racialism’ as key reasons for exclusion from the more formal movement
(Shepperson, 1962, p. 347). He further complicates this assertion however by

proceeding to include Garveyism in capital ‘P’ Pan-Africanism post 1945 through the
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influence of his ideology on key proponents of the formal movement such as Kwame
Nkrumah, George Padmore and Jomo Kenyatta (ibid 1962, p. 348). Although sworn
enemies, historical reflection has led some to the conclusion, rightly in my opinion, that
a combination of the ‘better qualities’ of the two men could have led to significant
accomplishment in the betterment of the situations of people of African heritage across

the globe to which both men were dedicated (Rogers, 1955, p. 165).

W.E.B. DuBois has been acknowledged by some as the ‘father of Pan-Africanism’, due
to his major role in establishing the idea of Pan-Africanism in the public consciousness
(Adi and Sherwood, 2003, p. 51). Delegates at the Pan-African conferences DuBois
helped to organise were drawn from the US, Africa and the Caribbean and the
resolutions passed opposed racism and raised the demand for self-determination in the
colonies (ibid). Although much of his writing and organising was political in the
traditional sense of the word, DuBois also wrote concerning the creation and purpose
of art within the national and global struggle for black rights and justice. In a paper
entitled ‘Criteria of Negro Art’, DuBois introduces black art as ‘part of the great fight’ in
which he and his peers were involved (DuBois, 1926, p. para 3). His discourse wrestles
with the concept of art as a purely aesthetic form, as against a propaganda tool able to
simultaneously convince African and European heritage publics of the essential
humanity of the black wo/man (ibid. para 14). His critique further identifies the problem
of the black artist ‘handing everything over to a white jury’, urging people of African
heritage to ‘come to the place where the work of art when it appears is reviewed and
acclaimed by our own free and unfettered judgment’ (ibid, para 31). In another essay,
DuBois raises the economic issue, surmising that increased economic freedom and
independence will enable the black artist to ‘say more clearly what he wants to
say...and realise what the ends and means of expression may be’ (DuBois, 1925, p. 4).
It is telling that in these writings, DuBois referred in the main to ‘Americans’. Despite his
involvement in the Pan-African Congresses, integration into American society for the
African American was an important concern for him, at least in his pre 1930s activities®
(Sewell, 1987, p. 52)

In connecting freedom of expression with self-determination and economic freedom,

DuBois echoes his contemporary and vociferous critic Marcus Garvey. Garvey’s pan-

> DuBois became increasingly radical and disillusioned with integrationist ideologies. He eventually
arrived at a Garveyite perspective; touting separation and black owned industry as the solution to racial
problems (Sewell, 1987, p. 53)
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Africanism might be summed up as being a doctrine touting Black/African self-
determination and economic/political cooperation as the only course to improving the
lot of people of African heritage worldwide. His Universal Negro Improvement
Association (UNIA) sought to help ‘the Negro to become enterprising, independent
politically, and [to have] a country of his own’ (Garvey in Blaisdell, 2004, p.11).
Somewhat controversially, one of Garvey’s core messages was racial separation. He
believed that the Black wo/man’s emancipation was incontrovertibly tied to the return of
blacks in the Americas to Africa (an Africa controlled by Africans) in both a figurative
and literal sense (Blaisdell, 2004). Despite their shared interest in the welfare and
social mobility of the African at home and abroad, Garvey would frequently level public
criticism at DuBois and the dependence of his affiliate organisation, the National
Association for the Advancement of Coloured People (NAACP) on ‘white money’ (Adi
and Sherwood, 2003, p. 49). This is a concern which was also evident amongst key
actors in the Pan-African movement in the UK. Ras Makonnen was a Guyanese activist
who ‘spent his whole life devoted to securing rights for Black peoples around the world’
(Adi and Sherwood, 2003, p. 117). A colleague of C.L.R. James, Jomo Kenyatta and
George Padmore amongst many others, Makonnen funded the International African
Service Bureau (IASB), of which they were all members. His entrepreneurship and
organisational skills, alongside those of Padmore’s are also credited with enabling the
1945 Pan African Congress in Manchester to take place. In the wake of the 1945
Congress, Makonnen recalls in his book ‘Pan-Africanism From Within’ the ‘disaster’ of
‘blacks depending on white organisations’ (Makonnen, 2016, pp. 178—179). His stance
was to ‘tolerate white people who offered some skill or money, but never let them
interfere in guiding the affairs of our institutions’, referencing the NAACP as an example
of one such mistake (ibid, p.179). For Makonnen, the white liberal possessed an
‘inherent dualism’ which presented a danger when coupled with their social and
economic influence (ibid, p.180-181). By the same token however, Makonnen went on
to cite suffragette and anti-fascist campaigner Sylvia Pankhurst and novelist Ethel
Manning as examples of whites who exhibited the ‘kind of hard core...uncompromising
element — people who saw the priorities’ (ibid). Makonnen then cannot simply be
branded a racist, but rather a man with a particular perspective on white dependency.
Within the context of this research, this particular interest is resonant in its past,
present and future aspects. Considering the past, the Africa Centre can be said to have
been dependent on the vision, social connections and fundraising capacities of

Africanist whites. Whilst the governance of the Centre in present times is far more
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representative of black Africa, the organisation remains dependent of funding grants
from organisations like the Arts Council and the British Council in order to deliver
programmes. Looking into the future, inclusion and diversity are hot topics within the
archival and other sectors (The Archives and Records Association, n.d.). Whilst
conversations surrounding economic and ideological dependency are less common, it
is conceivable that these will form part of the future debates around archives concerned
with African heritage. Key organisations dealing with such heritage presently continue
to depend on project funding from the Heritage Lottery Fund and others in order to
deliver their programmes. It is not inconceivable therefore, that significant reductions or

interruptions to these income streams may ignite such debates in the future.

Whilst activists like Makonnen shared Garvey’s ‘race first’ ideals, it is Garvey’s image
and teachings that have continued to live on in the public imagination across Africa and
the diaspora, | would like to focus here on Garvey’s legacy within the ‘black arts’,
specifically within music, not least because this musical legacy is/was transnational in
nature and of particular relevance to musical programming ideologies at the Limpopo
Club.

Marcus Garvey was a Jamaican who found fame and influence amongst African-
Americans. For Sewell, whilst black American popular music developed from Jazz and
Blues into Soul and Disco, ‘Jamaican music becomes serious when it moves into
Reggae, deriving content and inspiration from the philosophy of Rasta’ (Sewell, 1987,
p. 29). Rastafarianism in Jamaica emerged as a twentieth century continuation of
Ethiopianism, an initially eschatological ideology taking on a more realistic, pan-African
flavour when the black missionary Edward Wilmot Blyden travelled to Liberia and in
doing so gained an understanding of ‘the Pan-African dimension of the Black race
worldwide’ (Barrett, 1997, p. 75). For Barrett, the spirit of Ethiopianism comes ‘into full
blossom’ in the Back To Africa Movement of Marcus Garvey (ibid, p.77). It is
statements by Garvey talking of his followers’ belief in the black ‘God of Ethiopia’ and
others pointing to the crowning of a black king in Africa that establish Garvey as an

important figurehead in the Rastafarian tradition (ibid).
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The Rastafarian influence in Reggae is present from its very earliest days as Rhythm
and Blues, Ska and Rocksteady, becoming infinitely more audible (and visible) with the
advent of Roots Reggae music in the early 1970s. Bradley describes the music as a
‘beautiful combination of conventional Jamaican musical values and an almost pre-
slave-ship spirituality’ (Bradley, 2001, p. 273). Reggae artists like Bob Marley, Burning
Spear, Big Youth, Joseph Cotton, Jimmy Cliff and many others would reference Garvey
and his back to Africa ideologies in their song lyrics as part of the spiritual and political
Rastafarian consciousness they sought to promote with their art (Sewell, 1987). These
abridged lyrics from Bob Marley & The Wailers 1979 single ‘Africa Unite’ are exemplary

of the pan-Africanist sonic resistance typical of roots reggae music:

How good and how pleasant it would be, before God and man, yea-eah!
To see the unification of all Africans, yeah!

As it's been said already, let it be done, yeah!

We are the children of the Rastaman

We are the children of the lyaman

So-o0, Africa unite

Afri - Africa unite, yeah!

Unite for the benefit (Africa unite) for the benefit of your people!
Unite for it's later (Africa unite) than you think!

Unite for the benefit (Africa unite) of my children!
Unite for it's later (Africa uniting) than you think!
Africa awaits (Africa unite) its Creators!

Africa awaiting (Africa uniting) its Creator!

Africa, you're my (Africa unite) forefather cornerstone!
Unite for the Africans (Africa uniting) abroad!

Unite for the Africans (Africa unite) a yard!

(Bob Marley & The Wailers, 2017)

The influence of Rastafarianism (and within this, Garveyism) has been global. The
most recent generation of Jamaican musicians whose work embodies these principles
(Chronixx, Protoje, Jah 9 etc) continue to take pride in their ‘African roots’ and
demonstrate this in many ways, including a willingness to tour and perform on the
African continent. This is a tradition which stretches back almost to the advent of
Reggae music. This research will show that the pre-histories and ideologies of
influential figures in the establishment of the musical spaces at the Africa Centre such
as Wala Danga were, to some degree, shaped by this transnational spread of cultural

pan-Africanism through music.

Considering the more political aspect of the movement, W.E.B DuBois was not the only

capital ‘P’ ’Pan-Africanist who saw the arts as a potential emancipatory tool. Jaji writes
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on the Afro-Atlantean circulation of musical ‘texts’ on which Leopold Senghor’s
formulation of I'ame noire (the black soul) centres. For Senghor, Jazz was ‘an example
par excellence of Negritude, his theory of black political aesthetics’ (Jaji, 2014, p. 66).
Senghor embraced Jazz as a sign of Negritude enabling parallels to be drawn between
African vernacular orality and Jazz as commensurable modern black forms (ibid). Jaji’s
analysis of this aggregative phenomenon relies in part on a theory of
‘stereomodernism’. Stereomodernism, for Jaji, extends Gilroy’s conception of the Black
Atlantic by drawing ‘attention to African participation in the ‘counterculture of modernity’
(ibid, p.8). Gilroy’s description of the Black Atlantic as ‘the stereophonic, bilingual, or
bifocal cultural forms originated by, but no longer the exclusive property of, blacks
dispersed within the structures of feeling, producing, communicating and remembering’
(Gilroy, 1993, p. 3) is augmented both geographically and politically. Jaji not only
extends the metaphoric meaning of stereo as ‘surround sound’ to the African continent,
but is also interested in the functioning of the Black Atlantic musics which might play on
stereophonic devices as ‘conduits of transnational black solidarity’ (Jaji, 2014, p. 8).
Questions do however surround the operations and limits of solidarity generated by
music. Jaji notes both the paradoxical nature of aligning solidarity with product
emerging from the aggressively capitalist north, and the fragility and essentialism of
any ‘collectivity based on race’ (ibid, p.9). Rightly, Jaji positions pan-Africanism, black
solidarity in the face of racism, as ‘but one of the grounds for affiliation’. Raoul
Vaneigem’s treatise on the rights of human beings is invoked to this end; illustrating
solidarity as an obstacle unless it is balanced by a willingness to accept difference
(Vaneigem, 2017). In fact, the idea of difference is embedded into the very etymology
of stereomodernism. Jaji notes that a stereophonic sound system creates the sonic
illusion of space by sending subtly different signals to each ear of the listener. Sound
arrives ‘at one side of our heads milliseconds before it reaches the other side, and with
slightly different amplitudes’ (Jaji, 2014, p. 12). One cannot also help but recalling the
notion of ‘original’ and ‘copy’ or ‘African’ and ‘diasporan’ in relation to this idea of
sounds which are the same but yet different. As we will see, the findings of this thesis
require this concept of stereomodernism to be extended to include a third channel of
transmission. Whilst ‘triphonic-modernism’ doesn’t quite have the same ring to it, the
connection of sonic and cultural approaches from the Americas, the UK and the African
Continent are central to this research. Returning to Jaji’s stereomodernism, the
‘modern’ is concerned with a modernity which is ‘collaboratively worked out among

black subjects on the African continent and abroad’ (ibid, 14). This collective working
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out embraces artistic excellence as a means of transforming a paradigm of subjugation
into one of subjectivity and full enjoyment of all the attendant rights of such a
transformation (ibid). With subjectivity however, comes the responsibility of negotiating
difference in a manner that preserves these rights, but not at the expense of

recognising an essential sameness.

Same/Difference

Without explicit mention, Jaji’s pan-Africanist stereomodernism is in part a critique of
the culturally nationalist ‘Afrocentric’ conception of pan-Africanism advanced by Molefi
Kete Asante and others (Asante, 2003). Given the brief exposition of the views of
W.E.B. DuBois and Marcus Garvey above, it is perhaps easiest to present the
fundamental qualities of what Asante has christened ‘Afrocentricity’ by way of a short
analysis of how these two men have been understood within the Afrocentric paradigm.
For simplicity, | will confine this analysis to Asante’s ideas as laid forth in his landmark

text ‘Afrocentricity: The Theory of Social Change’.

Asante frames Garveyism as ‘the most perfect, consistent and brilliant ideology of
liberation in the first half of the 20" century’ (Asante, 2003, p. 16). This is in no small
part due to the notion of ‘race power’, Garveyism’s guiding tenet. For Asante, the
instituting of symbols capturing the essence of a nationalistic philosophy (such as the
red, green and black flag of the UNIA), and the vision of a singular relationship existing
between Africans on the continent and in the diaspora hallmarked ‘genius of immense
proportions’ (ibid, pp. 18-19). The import of Garveyism to its successor nationalist
movements cannot be underplayed in Asante’s eyes. His unabashed admiration for
Garvey can be explained by his own nationalistic tendencies. He contests that
Garveyism was proof that ‘African people respond to their collective memory of the
continent’, citing ‘decisive support of powerfully nation-building symbols’ (ibid) as
implicit support for his theory of Afrocentricity. This theory acknowledges the
differences among the populations of peoples of African descent across the world, but
subsumes these beneath an essential sameness. It is a theoretical unity which makes
it possible to speak of ‘African thought’ and ‘African consciousness’ in singular terms.

Asante does not reserve this singularity for people of African descent, for him, people
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of European heritage may also be grouped into a homogenous whole from whose

collective mind ‘Eurocentric Ideology’ emanates (ibid, p.1).

Asante’s sharp distinction between African and European modes of thought can be
better understood through his commentary on the work of W.E.B. DuBois. In his
estimation, DuBois ‘studied African people not from an African perspective, but from a
European one which employed Eurocentric methods to analyse and study black
people’ (ibid, p.23). Asante understands DuBois as being ‘steeped in the traditions of
western scholarship’ (ibid) and consequently unable to bring an Afrocentric perspective
to bear on the analysis of his people. Further, Asante calls into question DuBois’ push
for black integration into white America in the earlier part of his life on the grounds that
it is the product of a faulty Eurocentric logic. DuBois’ change in perspective on this
matter later in his life is described as becoming ‘more African’ (ibid, p.25). In the
crudest of terms then, Garvey’s push for the recognition of a transnational nation with
spiritual (and eventually physical) roots in Africa is embraced for its essential
‘blackness’ whilst DuBois’ ideologies are questioned on account of their hybridising and

synthetic pull.

Just as there are an intellectually significant group of adherents to the idea of black
cultural nationalism, there are many who disagree with the essentialising of black
identities. Tunde Adeleke’s work in particular offers a sustained refutation of
Afrocentricity’s homogenising tendencies, exposing instead the fractures, fissures and
differences in the cultures of global black communities. For Adeleke, the depiction of
continental Africans and their counterparts in the diaspora ‘as one people united by
cultural attributes and historical experience is seriously flawed at the levels of both
theory and practice’ (Adeleke, 2009, pp. 96—-97). In his estimation, the spirit of pan-
Africanism underpinning the afrocentric project de-emphasises the transformations
undergone in the diaspora as part of the New World experience (ibid, p.98). Further, its
representation of Africa as the foundation of a black epistemological paradigm
opposing the forces of the ‘mainstream’ is a highly problematic one (ibid). The basis of
Adeleke’s criticisms lie in the faulty revisionism which for him characterise the
Afrocentric paradigm and the reluctance of Afrocentrists to critically engage with the

contradictions and ambivalence of black people past and present.
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Within the context of this study, the importance of these debates lie in their presence
both within the material and organic archives of the musical spaces at the Africa
Centre. Given the recent publication of texts such as Kehinde Andrew’s ‘Back To Black’
(Andrews, 2018), it is clear that the debates are perennial ones, and that the archives
‘lived’ throughout this study could be usefully deployed in the exploration of these

questions in the present day.

Musical Pan-Africanism: The Underground, Ownership and Cultural

Appropriation

It would be interesting to know what positions Asante, Adeleke, and indeed Jaji might
have taken on the following. In 1988, Kwesi Owusu, one time member of the pan-
African performance group ‘African Dawn’ published an anthology of essays on
aspects of ‘black arts and culture in the UK’ (Owusu, 1988). In it, there are four essays
collected under the title ‘Is African Music Being Colonised?’. Each of these pieces
centres on ‘the use and abuse of African music by white music enthusiasts and
business interests’ (ibid, p.101). African Dawn and affiliate groups like Dade Krama
held quite a sway over performative proceedings at the Africa Centre during the 1980s
as we will explore further later in this thesis. Their Pan-Africanist (or cultural nationalist
if we are to follow Adeleke) stance to the arts is therefore relevant within this present
discourse. In one of the essays, Yusuf Hassan insists that ‘culture is an integral part of
politics and is therefore part of the on-going fight against imperialism’ (Hassan in
Owusu, 1988, p. 104). Elsewhere in his essay he introduces the music group Dade
Krama in the words of one of its members Nii Noi Nortey as a group whose ‘music can
only be part of the struggles of African people wherever they are’ (ibid). The
Garveyite/Afrocentric resonances are clear, and are brought into even sharper relief
when we listen to the voice of African Dawn’s Ahmed Sheikh, stating the groups’
ultimate aim ‘is to determine our own future’ (ibid). Significant objection is raised
concerning the control and appropriation of African musics by ‘Europeans’. Sheikh also
claims that the same Europeans consider the musicians under their financial control as
‘private property’, erecting barriers to them working with black musicians resident in the
UK and exploiting their talents for financial gains (ibid, pp.105-106). It is interesting to
note these sentiments arising from African artists in the UK at this particular time in the
UK. The early 1980s saw major race-related uprisings in Brixton, Tottenham,

Handsworth and Toxteth. Race, and race consciousness was a hot topic, evidenced in
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the academic world by the penning of texts like the seminal ‘Empire Strikes Back’
(University of Birmingham, 1982). Bradley locates the ‘sub-saharan scramble’ led by
the UK’s major labels in the early 1980s (Bradley, 2013, p. 165). It is also during this
period that mainstream radio DJs like Charlie Gillet, Andy Kershaw and John Peel (all
named by Owusu) rise to prominence (at least partially) trading on the exoticism of
African music, bringing artists like Salif Keita, Sunny Ade, Gasper Lawal, Angelique
Kidjo, Youssou N’Dour, Ali Farka Toure and the Bhundu Boys into the broader public
awareness. As Hassan pointed out above, this unprecedented situation was not
inclusive of African and Diaspora musicians resident in the UK. They continued to be

the ‘unsung innovators’ of Britain’s postcolonial project (Owusu, 1986, p. 106).

Despite the success of Bob Marley and a handful of others, Reggae music shared this
unsung status in the UK. This was not simply a case of musical taste however, from its
very inception in 1950s Britain, Reggae music and the sound systems which carried it

to the people were forced underground as a result of racial tensions within British

society

Although Soho held a handful of Jamaican owned nightclubs, those were out of reach
for many...venturing as far as the West End from, say Stockwell brought its own set of
concerns about personal safety. A few London pubs welcomed Caribbean customers
and engaged sound systems...but with outright racial hostility never far from the
surface, much of the city’s nightlife was effectively closed off to black men. For most
ordinary black Londoners, routinely refused entrance to just about all the capital’s
regular dancehalls, the only options were unlicensed, pay-on-the-door dances in
basements, empty houses and school halls (Bradley, 2013, p. 215).

Henriques describes the sound system as ‘a unique apparatus — a musical medium,
technological instrument and a social and cultural institution’ (Henriques, 2011, p. 3).
For him, the sound system is less a mass of wires, wood and metal, and more an
interface enabling the ‘selector’ (the person playing the records) to enliven and ‘re-

perform’ recorded music

When a record was played by a sound system, a deejay might sing or toast over the
top, the selector might spin it back (audibly) and play the same part twice (a ‘rewind’).
He might put it through an echo chamber to distort it into rumbling thunder, use volume
changes to add drama, or play just the highs or just the lows for a few bars to make the
dancers go crazy. The person playing the records was no longer sitting passively while
a song played to the end; he was distorting it creatively, responding to the audience in
front of him and doing everything at his disposal to make the music more ‘live’.
(Brewster and Broughton, 2006, p. 117)
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Henriques interprets this (re)performance as a set of related ‘bands’ requiring the
recognition of sensory multiplicity and the acceptance of an embodied emphasis
(Henriques, 2011, pp. xxxiii-xxxvi). These wavebands are in ‘simultaneous, parallel
and multiple relationships with each other...each waveband of sounding requires the

other two’ (ibid, p. 26). They are:

¢ The Material Waveband
* The Corporeal Waveband
e The Sociocultural Waveband

The material waveband is focussed on the audio engineer, his/her operation of the
electro-mechanical equipment of a sound-system and the material vibrations of sonic
propagation. It is about listening and the waves that must be set into motion in order for
listening to occur. For Henriques, ‘sound is always a disturbance’ which is both haptic
and periodic in nature (ibid, p.20). The sound system engineer, steeped in a lifetime of
learning through sound listens to these sounds, adjusts controls and tunes his system:;
defining the ‘sonic signature’ that sets the system apart from the rest (Henriques, 2011,
p. 67). The engineer’s operation is not simply limited to one of these wavebands
however and it is impossible to speak of events in the material waveband without
taking into account the corporeal. Adjustments to the sound require the manipulation of
controls and operation of the electronics which control the nature and quality of the
electric power which is eventually transmuted to sonic vibration. There is an archival
aspect to this listening and tuning. Henriques presents it as a learnt kinaesthetic

process, often passed down from master to pupil (ibid, p.88).

Of course, the material and corporeal wavebands are not limited to the sound engineer,
the selector (what we popularly know in the UK as the ‘DJ’ — the person who selects
and plays the music) is also a professional listener and manipulator, again learning
their craft from elder masters and preserving and activating this knowledge within a
sound-system setting. According to Henriques, it is the selector’s job to build the ‘vibes’
of a musical event through tuning in to the crowd and knowing how to further excite
them with subsequent musical selections and manipulations (ibid, p.131). This building

is all about the performance, or maybe more accurately, the re-performance of pre-

Page 66 of 333



67

recorded music using the hands, ears and in most cases demonstrating ‘a clear kinetic

flow, with the movement of their entire bodies’ (ibid, p.135).

In sound system culture, the voice of the sound system given license for amplified
communication with the people is known as the DJ. The sound system DJ has been
described as a ‘key ontological figure...in the operation of the sound system as art’
(Hutton, 2007, p. 17). Henriques discusses the DJ in relation to his sociocultural
waveband, the ‘Dancehall scene’s customs and practices, its...ambiance, atmosphere
and feelings’ (Henriques, 2011, p. 25). For him, the improvised performance of the DJ
‘embodies a living archive of techniques’ (ibid, p.175), which has been developed via
an informal apprenticeship system. Like the selector, the DJ’s role is to build the vibes,
but through their voice, ingenuity and lyrical dexterity rather than their sense for the
selection of recorded sound. Excitement of the crowd and manipulation of the
atmosphere is achieved through personality and a number of different, yet related,

performance tropes.

The transition of the preceding paragraphs from discussing the ownership and
marginalisation of African musics in the UK to that of reggae music and sound-system
culture hints at an important and novel connection this study makes. One does not
generally think of Jamaican sound-system culture and continental African music as
sharing the same conceptual space, but chapters 5 and 6 argue that at the Africa
Centre at least, the connection did exist and was is in part responsible for both the
programming strategy of live music there and the selection and re-performance of

music during DJ sets at the venue.

The idea of re-performance, a repeated performance of an act (or in this case song) but
with the agency intact to make changes, calls to mind Diana Taylor’s concept of the
repertoire (Taylor, 2003). For Taylor, the repertoire possesses certain archival qualities,
but at the same time, is quite different from the archive in some respects. Firstly, the
repertoire ‘requires the presence of people’ (ibid, p. 94) in an explicit way that the
archive does not. These people ‘participate in the production and reproduction of
knowledge by...being a part of the transmission’ (ibid). Secondly, the actions of the

repertoire do not enjoy the same stability as the objects in the archive, although they do
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remain identifiably similar as they are transmitted through time (ibid). The repertoire
allows traditions and influences to be traced, but does not demand the same standards
of reproductive accuracy as the archive. The relationship between the archive and the
repertoire is one of particular interest. At times they are similar, sometimes
complementary, sometimes mutually exclusive. Taylor uses the example of live
performance to illustrate this. For her, a ‘live performance can never be captured or
transmitted through the archive’ (ibid, p. 96), but a video of the performance can. ‘The
video is part of the archive; what it represents is part of the repertoire’ (ibid). The video
cannot stand in for the performance although in practice, particularly in our age of
social media it does often come to replace the performance ‘as a thing in itself’ (ibid).
For Taylor, although the archive is not capable of capturing the performance, we
cannot infer from this that the performance disappears. Rather, embodied memory as
‘ritualised, formalised or reiterative behaviour...replicates [itself] through [its] own
structures and codes’. In this way the repertoire and the archive share the quality of
mediation (ibid). Selection, memorisation and transmission occur within both, and for
Taylor, the archive and the repertoire work in tandem to meet the joint archival and

embodied requirements of society (ibid).

Sound, Music, Space and Affect

Both the archive and the repertoire enjoy a relationship with the ‘transpersonal and pre-
personal intensities emerging as bodies affect one another’ (Anderson, 2009, p. 78). It
is almost impossible to theorise the space in which sound connects with the human
body without an understanding of the intensities linked to discourse received through
various forms of media (Edensor, 2013; DeNora, 2000). These intensities are also
increasingly being considered in the archival realm. The textual, image-based and even
textural contents of material archives elicit particular feelings in people. Cifor argues
archival records should be viewed as ‘repositories of feeling’ in order to enable a fuller
apprehension of their capacities (Cifor, 2016, p. 10). This affective relationship is, for
her, not simply something occurring between material and researcher, but rather a web
of affections in which the archivist is also enmeshed. The idea of affects connected to
memory is something which appears in Benedict De Spinoza’s work: once one has
been affected by two or more coinciding intensities, then henceforth experience of one
will recall the other (Spinoza et al., 1994, p. 162). Given that so much work generated

as part of the ‘affective turn’ can be traced back to Spinoza’s ‘Of The Origin and Nature
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of the Affects’, it is helpful here to familiarise ourselves with his understanding of these

phenomena.

Spinoza contested the idea that human beings have absolute control over their actions
or are able to consciously moderate ‘affects’ with the power of the mind (Spinoza et al.,
1994, p. 153). Specifically, he found ‘men believe themselves free because they are
conscious of their own actions, and ignorant of the causes by which they are
determined’ (ibid, p.157). As Spinoza suggested, what exactly these affects or ‘causes’
are is a rather fuzzy area. He appears to have partially conflated the intensities giving
rise to emotions with emotions themselves: ‘affects therefore, of hate, anger and the
like, considered in themselves, follow with the same necessity and force of Nature as
the other singular things’ (ibid, p.153). He went on to define affects as ‘affections of the
body by which the body’s power of acting is increased or diminished, aided or
restrained, and at the same time the ideas of these affections’ (ibid, p.154). In grouping
together affects with ‘ideas’ of affections Spinoza blurred the distinctions between
conscious and unconscious in a way which many more recent theorists do not. Deleuze
and Guattari for example are quite specific in their assertion that neither affect, nor
affection are terms indicative of a personal feeling or sentiment (Deleuze and Guattari,
1987), emphasising instead Spinoza’s notion of a body whose ‘power of acting is
increased or diminished’ (Spinoza et al., 1994, p. 154). Bondi has argued that the
inconsistent application of descriptors and divergent theoretical frameworks of authors
working with affect make it rather difficult to maintain sensitivity to its embodied
qualities whilst not losing sight of subjective experience. She rightly asserts that this
binary (which characterises much of the literature on affect) is an unhelpful one and our
theorisations would be more fruitful if we attended to the intersections between

embodied response and conscious action (Bondi, 2014; Bondi, 2007).

An important aspect of Spinoza’s list of affective postulates is the idea that the ‘motion
and rest of body must arise from another body, which has also been determined to
motion or rest by another’ (Spinoza et al., 1994, p. 155). DeNora identifies music as
one such body, investing musical forms as ‘referents for action, feeling and knowledge
formulation’ (DeNora, 2000, p. 24). She is however careful to complicate this, arguing
for an understanding of music as one of a complex web of affects. For her it is

‘impossible to speak of music’s ‘powers’ abstracted from their contexts of use’ (Ibid, p.
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x). We must therefore understand the affects associated with music as contingent with

its producer, its receiver and their shared environment (lbid, p. 22).

Music, and by extension musical events are particular kinds of spatial creations. This
particularity lies, at least in part, in the ability of sound to dynamically create space® and
the design of the human body whose ears (unlike its eyes) do not favour stimuli from
any particular direction, and are limited in their ability to bar stimuli from entering the
bodily vehicle (Pratt, 1990). Indeed, the ability of sound to create or reconfigure space
is one of the most distinguishing features of auditory experience (Born, 2013a).
Relevant to our current discourse concerning the sonic space created at the Africa
Centre, and more specifically, the Limpopo Club, are the ‘post-formalist”” conceptions
of sonic space most often related to ‘performance events...site-specific and public
sound works’. Here the notion of space is not internal to the structure of the music,
instead focussing on the ‘exterior spatialities’ (ibid, p. 15-16) formed as a result of the
interaction between music and the performance environment. Integral to these exterior

spatialities is the concept of multiplicity.

In relation to the performance space, multiplicity can manifest itself in several different,
but interrelated ways. Human experience of music in physical spaces exhibits a degree
of subjectivity modulated as a function of location, movement, and the particular
influences of corporeality. Another factor is the social dimension of the performance as
defined by the gathering of human subjects, which ‘constitutes a novel set of social
relations, and whose experiences of music and sound are variant’ (Born, 2013a, p. 19).
We must also consider temporalities in relation to the preceding. Born discusses this
relevant to the ‘ebb-and flow’ of sound events in the context of a single performance,
but the integrity of concept is retained when accounting for a series of temporally

distinct but ideologically related musical performances.

®As opposed to say pictorial space which tends to be bounded and contained within a larger physical space.

Formalist conceptions of sonic space centre around the space within a musical piece, for example pitch-space, or
the auditory space created by modern multi-track recording techniques.
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Born identifies four planes of social mediation of music ranging from micro to macro.
The first plane is concerned with the ‘intimate micro-socialities of musical performance’
(ibid, p.32). Here we are concerned with social and bodily interactions and the
intersubjectivities these give rise to. In the context of the musical spaces at the Africa
Centre, these might be the interactions between individuals on the dancefloor, or other
communal spaces shaped by music within the Africa Centre building such as the bar or
artists’ green room. Born’s second plane involves the ‘emotional legitimacy’ of ‘nation-
ness’ discussed by Anderson in his ‘Imagined Communities’ (Anderson, 2006, p. 4).
Listeners are grouped into ‘virtual collectives’ with both musical and other identifications
operating as organising principles (Born, 2013a, p. 32). In our present research these
might be allied to identifications such as dancers, conversationalists, employees and
other active groups within the Limpopo Club space. In plane three, music ‘refracts’
broader social formations, those social behemoths of class, age, race, gender, ethnicity
and religion. This plane speaks to the national, racial and sexual distinctions present
and performed at a Limpopo Club event. Plane four sees the mediation of music by the
various institutional forms enabling its ‘production, reproduction and transformation’
(ibid). In this instance, this would be the institution of the Africa Centre itself and those
enabling institutions such as the Commonwealth Institute, ILEA or Arts Council whose

funds had a bearing upon the abilities and activities of the Africa Centre.

For Born, it is not possible to reduce any of these planes to another. They each enjoy a
degree of autonomous operation whilst at the same time always being articulated in
contingent ways. Important in Born’s formulation is the acknowledgement that music
and musical space can be characterised both by consensual and ‘dissensual’ relations.
Simply put, the musical terrain can be home to aesthetic, social, cultural, religious and
political difference as well as sameness (ibid, p.33). These planes of operation call for
an overarching understanding of what Born terms ‘multiaccentuality’; moving beyond
the unifying qualities of musical space and apprehending the social divisions that exist
within it. Crucially, Born sees also the transformative potentialities of such spaces:

Indeed, it is the subtle potentialities engendered by both the autonomy of and the

mutual interference between the four planes of social mediation that may be

generative of experimentation and emergence in musical and sonic assemblages. This

can take the form of experimentation with the microsocialities of performance, practice

or site, with the assembling of novel musical publics, with the crystallisation via

musical affect of innovative social identity coalitions, or with the nature of music’s
institutional forms. (ibid, p.35)
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Born’s emphasis on the musical, cultural and social emotional identifications
engendered by the experience of music is of primary importance in the context of this
research. It is these identifications which give rise to the transformations, cohesions
and separations we have been discussing here. As Born states, ‘a musical public

is...an aggregation of the affected’ (ibid, p.35).

Moving towards more concrete considerations, physical space is a significant factor in
these ‘aggregations’. Again, multiple dimensions to this physical component exist. The
first, and perhaps most obvious of these is the physical space in which the
performance itself occurs. Brendan Labelle discusses these ‘exterior spatialities’ in
relation to sound art. For him, sound is always relational to other ‘materials, places and
persons’. Importantly, he understands this dialogue between music and ‘all that
surrounds’ (LaBelle, 2015, p. 296) as something which is ‘is not necessarily spoken,
but rather embodied, sensed (ibid). The history of modern music has proven that the
memories of these sensual, physical spatialities rapidly become enmeshed with the act
of listening to performed (or re-performed) music itself. It is difficult to find significant
musical events, or communities, which are not retrospectively related to the physical
places they inhabited. Whether we choose the Jewish, East End, working class ‘mods’
congregating at Soho’s ‘Scene’ a ‘dank, dingy basement room that was so small there
was no option but to dance’ (Brewster and Broughton, 2006, p. 66) or the swarms of
Jamaicans converging for Ska and Rocksteady ‘lawn parties’ at Kingston’s Cho Co Mo
Lawn (Bradley, 2001, p. 7), the physical space becomes a central aspect of how sonic

events are remembered.

Another area of interest with respect to the ‘exterior spatialities’ of a musical event is
the relation between visible light, atmosphere and affect. Club spaces, for the most
part, are characterised by their marked departure from the luminescent qualities
commonly associated with the physical spaces we traverse during the course of our
day-to-day lives. Whether considering the light and visual shows emerging in the late
1950s and evolving to become a staple of the power rock show (Rycroft, 2011), or the
infamous ‘red bulb in a room’ dimness of contemporary basement clubs such as

London’s now sadly defunct ‘Plastic People’ (Resident Advisor, 2014), it is impossible
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to ignore the impact that lighting has on the affective atmosphere of a space. Extending
beyond its representational capacities, light can be used to communicate to multiple
senses at once, existing as an embodied and experiential occurrence as well as an
authored artwork (Rycroft, 2013). By the same token, the absence, or near absence of
light is imbued with its own particular affective complexes. In his work on the lighting of
the urban cityscape, Edensor evidences the impressive lineage of the qualities and
associations relating to darkness. Whilst many of these associations are negative, he
also exposes a seam of references viewing the absence of light more positively
(Edensor, 2013). This is consonant with the modern day club space, a place where the
intrusion of illumination without artistic purpose usually signals an abrupt and

unwelcome end to a ‘good night’.

Attention has been paid to these various permutations of affect, the physical, the sonic
and cognitive and the archival in order to foreground the argument this thesis makes

regarding affect and the living archive. Treating the notion of archival affect as a given,
this thesis argues that a better understanding of the remembered affects of a particular
context provides a helpful guide to how the archive might be deployed in the present —

initiating a fresh wave of related, but necessarily different affects.

| would now like to attend more closely to the more interpersonal and social formations.
Recalling Born’s four planes of social mediation of music, plane three focussed on
class, race, gender and ethnicity. Social and cultural studies have generated a wealth
of research and literature in this area, and it is to these disciplines that | would like to
turn our attention to for useful theoretical frameworks within which to understand the

memory of the social dynamics at the Africa Centre.

‘Ordinary’ Multiculturalism: Conviviality, Cosmopolitanism and ‘Contact Zones’

Barnor Hesse’s introduction to an edited volume exploring ‘un/settled multiculturalisms’
provides a concise overview of the invocations, permutations and antagonisms of the
notion of multiculturalism within the British and American national and political
landscapes since the decolonisation projects of the 1950s and 1960s. Of particular

note in Hesse’s reasoning is his coining of the term ‘multicultural transruption’. He
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defines transruptions as ‘interrogative phenomena that, although related to what is
marginal...refuse to be repressed’ (Hesse, 2000, p. 17). Building on a theory advanced
by Raymond Williams, Hesse further qualifies the idea of a multicultural transruption by
thinking through the phenomena in residual and emergent terms (ibid). A residual
transruption can be thought of as a recurrent tendency ‘over which a hegemonic social
order [holds]...no sway...[they are] marginalised, resistant, alternative, incorporative
cultural forms which, recast, challenged, and/or stretched the meaning of dominant
forms of representation while engraving their own significations on their social
landscape’ (ibid). Important under our overarching rubric of the ‘living archive’ is the
temporal nature of such transruptions, connected as they are ‘with the past as well as
the future’ (ibid). Applying this logic to the British milieu, Hesse argues that ‘colonial
representations and racist regulations’ have a long imperial history, but continue to
‘resurface renarrativised in the contemporary idioms of the British way of life’ (ibid,
p.18). The ‘residual’ designation indicates the inability of the dominant culture to openly
express or verify these representations and regulations, whilst simultaneously being
underpinned by the very same. For Hesse ‘European racism is a constitutive feature of
British nationalism’, which is an inadmissible idea for British institutions. The unsettling
nature of Hesse’s residual multicultural transruptions then, lie in their insistent
questioning ‘in unexpected places and at unforeseen times’ of matters ‘deemed in

hegemonic discourses to be settled, buried and apparently, beyond dispute’ (ibid).

Given its locus in the musical spaces (and their archives) at the Africa Centre, this
study is particularly concerned with how these ‘transruptions’ are remembered and
played out at the local level. Mary Louise Pratt’s ‘contact zones’ (Pratt, 1992) are useful
here. Although coined with the analysis of the writing of empire in mind, their definition
as spaces where people who have historically and geographically been separated
come into contact with each other and establish relations map well onto the notion of
the Africa Centre as a place where Africans and non-Africans are encouraged to relate
to one another. Recalling that the Africa Centre was founded and managed by white
people for most of its existence, | argue in this study that there is cause to revisit this
particular term as memories of this particular contact zone are analysed. In this sense,
Bradley’s celebratory rendering of the Africa Centre is problematised as an account

which requires a far more nuanced revision with respect to race and representation.
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Amanda Wise invokes Pratt’s idea of contact zones in her analysis of ‘multiculturalism
from below’. Her work focuses on the ‘mundane modes of intercultural crossing in
culturally diverse localities’. An alternative coining of this multiculturalism occurring in
everyday spaces is given as ‘quotidian transversality’ (Wise 2007, p. 3). For Wise, this
transversality highlights the interchanges between individuals in everyday situations
using ‘particular modes of sociality to produce or smooth interrelations across cultural
difference’ (ibid, p.4). She is careful not to conflate quotidian transversality with
hybridity, code-switching, assimilation or integration, instead emphasising cultural
difference as ‘the basis for commensality and exchange; where identities are not left
behind, but can be shifted and opened up in moments of non-hierarchical reciprocity’
(ibid). Whilst the idea of ‘non-hierarchical reciprocity’ must be viewed with some
scepticism, Wise’s framework remains a useful one for this present research. In
particular, her emphasis on the role of ‘Transversal Enablers’, people who go out of
their way to create connections across difference, is of import in relation to the Africa
Centre and the Limpopo Club (ibid, p.5).

Two further elements of Wise’s study are also of interest. These are the ‘everyday-
ness’ of the interchanges she is seeking to understand and the cultural rooted-ness of
the individuals involved in these interchanges. Paul Gilroy’s ideas around the cohesive
potential of ‘ordinary’ interventions like the Limpopo Club are helpful in the context of
Wise’s ‘multiculturalism from below’. Gilroy proposes ‘conviviality....the processes of
cohabitation and interaction that have made multiculture an ordinary feature of social
life in Britain’s urban areas’ as a concept able to pick up ‘from the point where
‘multiculturalism’ broke down’ as a force for societal cohesion’ (Gilroy, 20086, p. xi).
Gilroy’s conviviality can be viewed as an example of Hesse’s residual multicultural
transruption. It is the saviour of a ‘multicultural society...abandoned at birth’ (ibid, p.1),
come to unsettle once again something which institutions and policymakers seem
mostly unable to cope with — difference. Conviviality does not propose the ‘absence of
racism or the triumph of tolerance’, rather it explores an alternate venue for these
phenomena (ibid, p.xi). Gilroy paints a picture of a government incapable of facilitating
plurality and absolving itself of the responsibility to do so, rationalising this euthanasia

of the multiculture on the basis that national strength emanates from homogeneity.
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Exploring the idea of a national melancholia triggered by the collective realisation of the
faded glory of empire and the necessity of facing the truth of the horrors upon which
that empire was built, Gilroy paints a picture of Britain as a place fearful of the potential
cultural destruction of dwelling peaceably with the ‘others’ in its midst (ibid, p.157). He
insists that ‘grown-up, joined up governments cannot legislate the [fearful/racist]
emotions of their populations’ (ibid, p.159). If not the government, then who? Gilroy
invests ‘local and specific interventions ‘with the power to ‘contribute to a counter-
history of cultural relations’ and influence new understandings of multicultural Europe
(ibid, p.161). The ‘hidden and unpredictable’ nature of such convivial interactions
predisposes them to erasure in the face of a nationally constructed and promoted
immigration problem whose mere articulation triggers a regression to ‘the master
analogy of immigration as a form of warfare’ (ibid). Ultimately, Gilroy’s antiracist
polemic argues against the reification of race, turning the tables ‘on all purity seekers’
and challenging their fear of otherness (ibid, p.167). In his estimation, it is the ‘chaotic
pleasures’ of convivial encounters, more than anything else, which will aid the

manifestation of this vision.

Back and Sinha observe that Gilroy’s conviviality is left ‘under explicated’ as a result of
his treatment of it as an almost secret refuge from the wider context of racism and
melancholic nationalism (Back and Sinha, 2016, p. 522). They understand the
ordinariness of conviviality as a result of racial difference becoming so commonplace
as to be ‘mundane to the point of boredom’ (ibid). Like Gilroy, Back and Sinha argue
that conviviality does not signify an expunging of racism but rather a less reductive
approach to culture; foregrounding what people do in their day to day lives rather than
their cultural origins. Borrowing from lllich, they introduce the concept of tools or
‘convivial capabilities’ as a means of thinking through the cultural economies of young

migrants. Through their own primary research they identify five such capabilities:

1. attentiveness to the life of multiculture

2. care for the life of the city

3. capacity for worldliness beyond local confines

4. resisting the pleasures of hating or laying blame at the door of the new stranger
and the next in line

5. an aptitude for connection and building home in a landscape of division and
social damage
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An important statement is also made concerning the impossibility of a reified
conviviality which it is useful to quote here in its entirety:
We also want to stress that what is made is not singular but open and emergent.
Multi- culture can take on very different forms with varying political and ethical
qualities. Convivial culture can also be forged from damaging formations of

masculinity, misogyny and violence or alliances forged between different groups
united by a shared hatred of the latest newcomers (ibid, p.530)

It is my suggestion here that the Limpopo Club musical space at the Africa Centre
represented precisely such a convivial culture. This thesis will show that the Africa
Centre was a semi-conscious experiment in multiculture and conviviality from its very
inception, and that even at this stage it is rather well-known anecdotally that interracial
dynamics played a significant part in the experience of this particular ‘contact zone’.
The nature of conviviality is that its informality often means that physical evidence in
support of its existence is scant. This thesis argues that in approaching the Africa
Centre’s archives in an expanded sense, the acknowledgement and inclusion of living,
breathing sources in the research process enables a far richer understanding than
would be possible though traditional techniques alone. Further, in being concerned with
the enaction of the future, the study asserts that the exposition of these sources in the
present enables the sparking of fresh conversations concerning the Africa Centre as a
site of intercultural engagement and the thinking through of future actions in the

present.

Returning briefly to Hesse’s transruptions, whilst this study does provide examples of
their residual manifestations within the Africa Centre, it is important not to lose sight of
the cosmopolitanism which characterised the space. Kwame Anthony Appiah’s notion
of a ‘rooted cosmopolitan’ (Appiah, 1997, p. 618) is useful here as a lens through which
to understand the phenomena of global citizens whose origins are identifiably
parochial. Appiah’s argument normalises the idea that ‘in a world of cosmopolitan
patriots, people would accept the citizen’s responsibility to nurture the culture and
politics of their homes’ (ibid, p.619). Appiah views both cosmopolitanism and patriotism
as ‘sentiments’ onto which a range of sometimes opposing ideologies may be grafted.
One ism which Appiah portrays as being challenged by the cosmopolitan is liberalism.

The cosmopolitan he describes takes issue with liberalism due to its national rather

Page 77 of 333



78

than international view. Oppression abroad is just as bad as oppression at home in his
eyes, particularly when one is at once global and local:

A liberal cosmopolitanism of the sort | am defending might put its point like this: we

value the variety of human forms of social and cultural life; we do not want everybody

to become part of a homogeneous global culture; and we know that this means that

there will be local differences (both within and between states) in moral climate as

well. As long as these differences meet certain general ethical constraints as long, in

particular, as political institutions respect basic human rights we are happy to let them
be (Appiah, 1997, p. 629)

Appiah argues at length for the idea that the people of a country like the United States
can be committed to its common institutions and ‘the conditions necessary for a
common life’ (ibid, p.629), but that this commitment does not have to manifest in the
same way and carry the same meaning for each citizen, ‘all that is required is that
everybody is willing to play the game.’ (ibid). Recalling our discourse around pan-
Africanism, Appiah makes an interesting point about the connection between
homogeneity and dignity. His feeling is that human tendencies toward homogeneity are
inversely proportional to respect for human dignity and personal autonomy (ibid, p.636).
If we consider Pan-Africanism as one such homogenous tendency, particularly in its
most culturally nationalistic permutations, then Appiah’s reasoning suggests that the
drive towards it would be reduced the more western societies valued the dignity and
autonomy of people of African heritage. This thesis argues that the Limpopo Club was
conceived as precisely the kind of space alluded to by Appiah, where national
allegiances were expected to rub up against, but never supersede, the international

and ultimately, universal, acceptance of difference.

Visceral Cosmopolitanism

Mica Nava’s writings on cosmopolitanism explore issues of gender and race with an
archivally inspired historical particularity which is highly relevant to this research (Nava,
2007). Nava’s rendering of cosmopolitanism notes its evolution has always coexisted
with the most hostile manifestations of racialization. Indeed, she chooses
cosmopolitanism as a lens through which to identify a range of articulations of
antiracism (Nava, 2007, p. 7). Such a framework is appropriate in this research given
the intention of the Africa Centre as not just a meeting point for Africans in the UK, but
also as a conduit through which African culture could be presented to non-Africans with

the intended output of increased intercultural understanding. Nava’s coining of the term
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‘visceral cosmopolitanism’, for this present study, is highly significant considering the
attention given in this thesis to feeling, embodiment and affect. She invokes Raymond
William’s notion of ‘structures of feeling’, exploring the operation of the ‘unconscious,
non-intellectual, emotional...feelings of attraction for and identification with otherness’
(ibid, p. 8). In particular, gendered and racialised attraction for otherness is core to her
exposition. Musing on the postcolonial London of the 1960s, she finds that white female
academics, in this case sociologists, were overrepresented in the field of race relations
due to their identification, as women, with marginalisation (ibid, p. 11). Herself quoting
Ras Makonnen, a Guyanese Pan-Africanist who is quoted elsewhere in this thesis (also
on the subject of inter-racial identifications) Nava’s work underlines the potential
benefits of such interracial liaison to each party, framing such interactions as vehicles
symbolically challenging white male superiority. Again useful for this study is Nava’s
nuanced approach to cosmopolitanism, particularly with respect to the situation of the
cosmopolitan encounter. She recognises cosmopolitanism as a ‘domestic’
phenomenon; one which takes place ‘in the family, in the neighbourhood, in the interior
territories of the mind and body...[existing] independently of travel to foreign
countries...[emerging] from otherness and elsewhere in the local zones’ (Nava, 2007,
pp. 12, 13), In this respect, Nava’s cosmopolitanism shares conceptual space with

ordinariness suggested by conviviality and certain permutations of multiculture.

This visceral and ordinary theory of cosmopolitanism advanced by Nava dovetails with
the affective approaches discussed previously to facilitate a rich picture of the musical
spaces at the Africa Centre as sites of multicultural encounter. Remembered not just as
a destination for sonic stimulation, but also as site of physical, emotional and often,
sexual encounter for actors of multiple races and nationalities, this thesis argues that
an exposition of intercultural relations at the Africa Centre which did not account for its
viscerality would be woefully inadequate in its scope. This is not least because of the
temporally convergent nature of this study. Those structures of feeling whose
impressions (both physical and emotional) live on in the present are precisely the ones
which the living archive is prone to amplify and (hopefully) further unpack in the future.
This work expands on Nava’s in its focus on an Anglo-African (as opposed to Anglo
American) site of cosmopolitan encounter and its exposure of an ordinary

cosmopolitanism in late 20™ century London.
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Chapter Summary

This chapter has selectively reviewed theoretical, conceptual and empirical literature.
The major conceptual lenses through which the data uncovered in this study is viewed
have been discussed in the context of how the argument of this thesis expands or
innovates upon their foundations. The research as a whole proceeds under the rubric
of the living archive. In practice, this means a recognition from the outset that the
material in the Africa Centre archives is being activated in order to create anew and
enable a better understanding of their ‘pre-history’. My deliberate amalgamation of the
ideas of the living archive, the ritual archive and living black history facilitate the
inclusion of human experiences and oral testimonies in this archive. Scott’s
archaeological metaphor for the archive has been invoked simply to enable this area of
exploration/creation to be viewed as a ‘site’. Any site has key defining features;
terrains, structures, patterns, atmospheres and boundaries which make it what it is and
enable it to be identified as a discrete, but always relational unit. The inclusion of ideas
such as pan-Africanism, Afrocentricity, Henriques’ ‘Sonic Bodies’, affect,
cosmopolitanism, conviviality and the gendered aspects of these all serve to identify
these features, boundaries and atmospheres which my research has brought me into
contact with and hopes to leverage in the spirit of the stimulation of the open-ended

conversations characteristic of the living archive as it has thus far been conceived.
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CHAPTER 3 - METHODOLOGY & METHODS

The purpose of this chapter is to make explicit the practical actions and underpinning
theoretical constructs that have guided the collection and analysis of the data
presented in this thesis. In the interest of clarity, these ideas and actions are presented
under separate headings but it is important to remember that this separation was not a
feature of the research in practice. Strict distinctions between methods and
methodologies are not only unhelpful, but do not ‘represent fully the nature of...archival
research processes’ (Clary-Lemon, 2014, p. 384). Whilst it is important here to discuss
both the theoretical principles guiding this research, and the practical ways in which
these principles have been implemented, we must note from the outset the

interconnected ‘continuum’ of theory and practice (ibid, 382).

Living the Archive

It should be clear from the preceding sections that the notion of a living archive is
central to this thesis. Methodologically, this manifests as both a living of the archive,
and a causing of the archive to live. These concepts, whilst linguistically similar (and
intimately related), are functionally distinct. The section below explores the living of the
archive, by which | mean the acknowledgement of the contingency of archival material,
living researcher and environment of the research process. Causing the archive to live,
in contrast, denotes a consciousness of the fact that by reproducing individual items
from the Africa Centre’s material archives within this thesis, and by quoting each
informant, | am undertaking an act of archival activation. In Hall’s terms, the ‘production
and circulation of new work’ (Hall, 1999, p. 3) itself goes on (quite literally in this case)
to become a part of the archive and perhaps inspire further work. This work does not
stop at consciousness of its own inclusion in an on-going archival narrative however.
Indeed, it is carried out in a persistent awareness of its own futurity, actively seeking to
shape this future in specific ways through the selection of particular objects of inquiry
and the planning of future activations involving these objects. This is the ‘dubbing of the
archive’ which, in this research, is a product of the meeting of the researcher with both
organic and inert materials. It is an active process of selection and (re)presentation

inseparable from the nature of both materials and researcher.
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Material Methods

The bedrock of this thesis comprises the material archives of the Africa Centre. It is
through my working with these archives that the ideas and ultimately, opportunities for
this research were made manifest. The thesis then is grounded in materiality, but
through focussing on the notion of the living archive, chooses to complicate and
expand the idea of archival material in various ways. Before approaching the animated,
embodied and affective concepts with which we are concerned here however, we
should note that material itself enjoys its own layers of complexity. Clary-Lemon states
that the mediation of knowledge by material is not as linear as some authors imply. For
her, contingency is a central principle — the acceptance of ‘the complexity the social
world brings to any understanding of an object at hand’ (Clary-Lemon, 2014, p. 385).
Methodologically, this study acknowledges archival material in terms of its ‘discovery
as well as [its] examination’ (ibid, p. 387). Like Clary-Lemon’s, our archive is not simply
the material itself, but its intertwining with the processes and environments of its
discovery. | would like to make a connection with this idea and the importance
archivists place on the notion of context. Archival science rarely if ever defines the
context of an archive in these broad terms. Archivists tend to limit the notion of context
to the organisational (or personal) context in which material was created. The moment
the material in question is discovered/re-discovered/re-activated however, such a rigid
formulation becomes problematic. The past-tense ‘what happened? in the making and
collection of documents is joined by present-tense consideration of ‘how?’ and ‘by
whom?’. How have these sources been found and what subjectivities characterise
those who have found them? What is the ‘affective proximity’ the researcher shares
with the object of their focus and what influence do these emotions exert on the

research process (ibid, p.388)7?

This thesis itself constitutes an argument for a focus on process and discovery as part
of the heuristic of the living archive. The title ‘Living the Archive’ is not an accidental or
purely aesthetic choice. Instead, it points to the fact that as an archival researcher (or
maybe more accurately, an archival activator), my role was more than to simply identify
and report on reified documents, but rather to invoke them within a web of relationships
of which my lived experiences, archival process and material environment played key

parts.
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I come to this study as a musician-archivist of African heritage and a particular set of
ideas about what each of these words mean. My affection for music, more than simply
limiting the scope of the research at hand to the musical space at the Africa Centre,
engenders specific ways of thinking about the discovery and activation of archival
material which are woven into the very fabric of the thesis. Similarly, as an archivist, my
respect for archival principles and the competing urge to disrupt them characterise
much in this study — from its decision to re-trace the shape of the living archive, to its
insistence in thinking about ‘the archive’ in both broad and narrow terms. This tension
is never truly resolved in these pages. In fact, the methodology underpinning this
research does not seek such resolution. It proceeds with the understanding that the
archive can at once be granular, concrete, broad and intangible. My identification as
someone of African heritage, albeit via the Caribbean, and the ‘Black Britishness’ in
which | was raised again impacts heavily on my reading and consequently my
reactivation of the archive. Rather than performing a surgical review of these impacts
here, | will instead refer the reader to the literature reviewed in chapter 2. The
invocation of authors like Hall and Gilroy alongside Jaji, Falola, Henriques, Bradley,
Marable, Makonnen, DuBois, Garvey and Asante within the context of a thesis whose
focus is broadly archival speaks for itself in terms of the clear need | experience as an

archivist of colour to bring that colour to the profession in theory and in practice.

Further unpacking my subijectivities in the light of Clary-Lemon’s case for material
methods, it is also important to note that my research process did not include the
formal ordering up of documents identified via a traditional finding aid. Neither was |
required to surmount the various administrative barriers common to consulting archives
in order to enjoy the opportunity to analyse the archival ‘texts’. In a sense, the archive
of the Africa Centre had been a part of my life long before the commencement of this
study. Formally, as has been noted in the introduction to this thesis, | was engaged in
the listing of the Africa Centre archives before this study began. This was carried out in
the original Africa Centre premises — a location brimming with a 50-year accretion of
affects made more palpable still by the imminent sale of the building and a fraught
campaign to halt the same mounted by a dynamic and vocal supporting community.
Further, long before | ever set foot in the Africa Centre building, | had been engaged
with its ‘living archive’ of musicians, promoters and artists during my time as a DJ and

promoter. This prior human contact is an important methodological consideration as it
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naturally has significant impact on the sources and therefore the argument unpacked
within this thesis. Little attempt has been made to mitigate against this intense
subjectivity. In fact, | contend that the ‘livingness’ of a living archive is in part a
celebration of subjective choices — both those that lead to material accretion and those
that select which aspects of these accretions are to be activated and invoked anew. It
must be borne in mind however that for every invocation or selection, there is a
corresponding absence. Something that was not chosen from, or maybe even never
existed within the archive. Such absences can have their own stimulating and
provocative abilities (Halilovich, 2016). Ultimately, the methodology grounding this
research combines object selection with what Clary-Lemon terms ‘listen[ing] differently
to the archives’ (Clary-Lemon, 2014, p. 399); acknowledging the need for the
interpretation of multiple layers of understanding stretching far beyond the mere

material itself and deep into the subjective nature of myself as a researcher/activator.

Dubbing the Archive

Stuart Hall’s essay on the Living Archive begins with a quote from a Walter Benjamin
text asserting the transient, urgent and potentially disruptive nature of bringing the past
into the present. | want to consider these characteristics in the light of a statement |
made in the previous section regarding the impact of my musical background on the
methodological framework of this study. Specifically, my aim here is to clarify how
Jamaican Dub techniques have been employed as