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South Africa is a remarkable country, After decades
of an oppressive and discriminating Apartheid
regime, in 1994 all South Africans elected the first
free and democratic parliament in its history with
Nelsonn Mandela as its President. It was the fruit
of several years of negotiation between the African
National Congress under Nelson Mandela and the
National Party government of former president
EW. de Klerk. They thus ended the segregation of
South Africa’s white minority from the country’s
multi-ethnic majority to become, using President
Nelson Mandela’s words: “The Rainbow Nation”.
The Apartheid state had secluded and ostracized
South Africa in the international community,
South Africa was now ready to begin a new phase
in its history. A new constitution was enacted
which gave the same rights to all of South Africa’s
citizens, regardless of color, religion, culture or
sexual orientation.

While South Africa under Apartheid continued
very much its colonial legacy, it was the end of
Apartheid, which propelled the country into an
age of globalization. Not only did South Africa
become part of the world community and rejoin
the British Commonwealth, the world now came
to South Africa. South Africa began to attract a
wave of immigration that was just as diverse as
its resident population. Today, South Africa is one
of the major players in the world, an exporter not
just of natural resources, but home to producers
of fine wine, produce, consumer goods and style,
It's a world-class destination with a firm place on
the world stage. With these developments came
the recognition of contemporary South African art
by a world audience. South African galleries are

now representing their arrists globally and some
of these are collected by the temples of global
contemporary art, such as MoMA in New York
or Tate Modern in London, An art scene that was
once on the fringe is now center stage.

When I visited South Africa for the first time

in 2006, I was overwhelmed in amazement by
this country, its people, landscape, and culture,
Although I only visited the Cape region around
Cape Town, I got a sense of excitement that I felt
should be transported to Doha and our Gallery
at VCUQatar, It was then that Ortrud Mulder,
a long-time gallerist and curator in Hermanus
near Cape Town, and I started to make plans

for an exhibition. When I revisited Cape Town
and Johannesburg in 2010 I was able to meet all
the participating artists, the art schools of the
University of Stellenbosch and the University of
Cape Town, as well as curators, and gain a more
concrete sense of the issues that contemporary
artists in South Africa are faced with.,

The exhibition that Ortrud Mulder and I man-
aged to bring together represents a diverse group
of contemporary artists (Lien Botha, Nadja
Daehnke, Hasan and Husain Essop, Svea Josephy,
Sharlene Khan, Nomthunzi Mashalaba) whose
work represents artistic practice in photography,
mixed media, print, installation and text. It
reflects discourses with culture, environment,
society and self and provides an insight into

the multicultural world of contermporary post-
Apartheid South Africa. “Crossing Boundaries:
Contemporary Art and Artists from South Africa”
also opens up a dialog with the location of the
exhibition in Qatar, As an institution, VCUQatar
is part of a critical moment in the development
of Qatar as an international knowledge base.

The speed with which Qatar has developed and
expanded in the last fifteen years is astonish-
ing. It has embarked on a journey to create a
society based on the idea of citizenship, civil

responsibility and innovation. Therefore, it
too has crossed boundaries, to leave parts of its
past behind and embark on a journey into the
future. Art plays a vital role in this journey in
Qatar, as it does in South Africa. It is a chroni-
cle of the present, through the eyes of the
artists’ experiences. We can feel with them,
see what they think, share in and comment
on their statements and expressions. They
make us think and shake us up to see what we
otherwise might not see, It is hoped that our
exhibition does exactly that; make us cross
boundaries,

Dr. Jochen Sokoly is Gallery Director and
Assistant Professor of Art History at VCUQatar
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Escaping the Land

One cannot blame Southern African artists
that Jandscape has been a dominating theme.
The geography of our part of the globe is so
vivid, so varied, so formative of all our endeav-
ours that art, since the beginning of history,
ever since humans have reflected on their
place in the world, has looked at, recorded and
responded to the view.

Of course, the reality of the surrounding land
the hills and dales, the dry and the lush, the
distant and the near, the dramatic and the
dull - also became a synecdoche to transpose
easily to the mind-set of the people, When
we consider our landscape(s), we inevitably
shift the concept to abstraction: how we live
and deal with life - all of us, in our varied and
multicultural environment - and make sense
of it, It is easy to see how art connected and
connects with the land,

Original southern inhabitants of the continent
expressed reaction to where they found them-
selves, where they had to survive, by record-
ing on stone cave walls images of the animals
and spirits in their landscape. Even before the
colonials arrived to settle, European travel-
lers, in awe of the places and people they saw
here, put pen and brush to paper, (As far as
Africa is concerned, much of this‘colonial gaze’
remains to this day. What is reassuring is that
the return stare, now own-appropriated and
sensing adventure, is getting more poternt and
persuasive, )

Skip a few hundred years, and it is clear, even
or exactly from the present exhibition that you
cannot get the land out of our art.

Omn this exhibition, Lien Botha, Husain and
Hasan Essop and Svea Josephy directly incorpo-
rate and engage with the landscape, or aspects
of it, in their artworks. Yet, one clearly also
senses a background, an awareness of place,
an African topography, if you want, in each of
the contributions by Nadja Daehnke, Sharlene
Khan and Nomthunzi Mashalaba,

Naturally, this is to be expected within the
context of the curatorial theme. Boundaries
can only be crossed, if you know where you are.
And you can only cross a border when you are
aware that you have reached it.

The best of South African art has always
been hyper aware of the critical junctures.
Important artists have never shunned the
adventure of the new, the dare of unknown
territory, in their art-making.

If the political panorama and social scene
pre-1994 was dark, dysfunctional and distrust-
ing, finer-tuned artists - those tuned into the
dangers of the moral morass were constantly
searching ways out of it, a way forward.,

Those artists, mainly white, who, during the
heydays of the last century, were tracking the
sharp changes of unfolding ‘movements’ in
modernism within the Western world’s art
paradigm, did so with, at times, remarkable
tenacity.

The best art of those times - making up a cache
of artists represented in the formal, institu-
tional collections, and recorded in the very few
overview publications that saw the light of day
was often charged with an edginess, a frisson
of discomfort.




Depictions of the environment often captured
this, or linked to it It would make an inter-
esting study to trace the growing role of the
landscape and the prominence of the settings
in South African paintings and pictures, as the
apartheid state became increasingly repres-
sive in the 1980s. The ‘wasteland’ became more
and more obvious as the heat increased and
the cultural boycott kicked in, (J.M. Coetzee,
in his White Writing of 1988, reflects on this
changing representation of the land, starting
with the first European traveller-adventurists
and culminaring in the postmodern scenarios
invented by artists like Wiiliam Kentridge.)

Accusations of ivory-tower art making, and
white elitism in art education and the cura-
torial dispensation of the time are valid.
Supported by the ruling apartheid regime in its
spirited expansion of its cultural hegemony, a
clutch of ‘anointed’ artists dominated the gal-
lery scene. But not all artists fitted that canon.

Now, zo years later, a clearer and less politically-
tainted view is emnerging of the achievements
of those artists who truly had to struggle with
their personal creativity within the system,

Fortunately, many South African artinstitu-
tions , the formal museums and collections,
have, over the years, identified and acquired
the better work. Despite the one-sidedness of
representation in those establishments, which
eschewed many (black) artists, foreign visitors
will be pleasantly surprised at the creativity
and invention of artworks in public holdings.

Correcting the imbalance, of course, led to a
brisk expansion of collections and ‘remedial’
programimes by these institutions during

the liberated 1990s. Over-enthusiasm and
political-correctness sometimes stretched that
process. Some artists benefited, while others
are still awaiting their due, The same can be

said about the art market in which some found
instant international reward.

Black artists have a different history to that of
the ‘privileged’ artists who entered the canon
of South African art before 1994. The expres-
sion ‘previously-disadvantaged’ has become

a cliché in contemporary discourse, but there
are few spheres where it applies as succinctly
as that of the South African cultural workers
who were not white,

Lack of education, not to mention facilities,
and repressive policies which offered no oppor-
tunity to develop audiences, exposure and
collectors, meant non-white artists were stuck
in a constant struggle for survival, If, indeed,
they were even afforded the means to make art.

Nevertheless, justifying the romantic notion
that ‘art that will out’ and that creativity must
find resclution, a number of black artists
developed solid careers against severe odds.
Today, a handful of those who were working in
the earlier and middle of the last century are
duly acknowledged and acclaimed.

The circumstances of black artists in colonial,
and later apartheid, South Africa were so dif-
ferent and difficult that their art, for the most
part and for obvious reasons, is politically
charged, with humanism as an overarching
construct,

‘struggle art’ - sormewhat of a cliché too - acts
as metaphor to describe a wide range of art
actions. Much of it was overtly political: ‘strug-
gling’ against the regime - densely didactic
and propaganda-driven. The best is powerful
and unique. (Necessitated by the lack of other
media and means, ‘cheap’ printing methods
like lino and woodcuts were widely used. This
has made this medium a particularly potent
and expressive one in South African graphics.)

Today, the different strands of South African
art history, untangled to a degree, offer
curators interesting opportunities. The lay
of the land, in a manner of speaking, can be
negotiated from various points of departure.
Contermnporary international curators have
found this liberated landscape of particular
interest - at a time when so much art else-
where appears stultified, and often beholden
to moneyed interests as the so-called art
market increases its power over museological
connoisseurship and academic expertise.

The Southern tip of Africa is often evoked

as the halfway house between the ‘old’ and
‘new’, the ‘first’ and ‘third’ world - the crossing
between the ‘known’ and the ‘to-be-known’.
It's a metaphor that sits well with contempo-
rary South African art-making - as viewers of
this exhibition will no doubt pick up on.

Local artists are up to date with developments
and trends in the global art world. There is no
medium, however cutting edge or revolution-
ary, that isn’t or cannot be mastered. South
African artists travel, and show their work
successfully at the important art festivals

and fairs. Yet, they cherigh the distance from
the ‘hot-spots’ and the perspective it allows.
Meaningful cultural production is, by nature
and essentially, regionally based.

However, the realities and politics of the global
art environment cannot be denied. It is within
this dynamic and developing paradigm that
one must consider where and how the borders
are to be crossed, From a number of views,
contemporary South African art can be seen to
be at a crossing, one that necessitates vigilant
navigation.

Two decades after the land became free, a
new generation of artists and curators is tak-
ing control. Many will be untainted by the

country's dark past, carry no grudges or guilt.
While opportunism is a tempting option in the
art world, one cannot lock out history when
dealing with matters of culture and social
endeavour. (South Africa, with its wide-rang-
ing multicultural construct, presents a par-
ticular test, And it offers opportunities.)

The ‘re-writing’ of South African art history too
is a delicate operation. It is an ongoing process.
Do the skills exist to find the balances? More
importantly: how do artists and the art they
produce respond to the changed situation?

Then there is the impact of global shifts and
strategies, whether in influence or buying
power. (Art can and has been the currency of
many power players as long as cultural produc-
tion was invented.) With Western ‘art capitals’
no longer necessarily the bases of influence
they were, and even important art auctions
and gallerists shifting East, the art environ-
ment is changing radically, With art from
places like India, Turkey and South American
countries coming into play, we are dealing
with an entirely new world art order. Borders
have been crossed, Many simply disappear.
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Where will South African art feature?
And how?

Especially in uncertain times, art tends to
either step into the front boldly, or retreat paro-
chially to bourgeois shelter, Given the lingering
aftermath of the economic crash and capital-
ist folly, we're still not out of the woods as the
second decade of the 21st century unfolds. How
artists react to what is essentially a global crisis
of cultural confidence, is difficult to anticipate.

Whilst we cannot claim high ground, being
safely on the sidelines, or even offer absolute
solutions, this urgency is sure to charge art
making in South Africa even more in the imme-
diate future,

It is in this demanding sense that South African
artists are at the crossroads. It is within this
unfolding paradigm in which another genera-
tion will have to take note of the physical and
metaphysical landscape(s). They will take up
where the fine artists of this exhibition leave
their contemplations of the land, take the jour-
ney further, They will renegotiate and reassess
the borders to cross, but they, like all others
who live here, will never escape the land.

Melvyn Minnaar is an art critic and cultural commentator
based in Cape Town, South Africa.
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Reflections on 1910-2010:
From Plerneef to Gugulective
An exhibition on a century of
South African art

The South African National Gallery’'s initial
schedule for 2010 was looking like the schedule
of many other art and cultural institutions

in the country: it was about football. At the
National Gallery we had numerous requests
from abroad to show high profile foreign art-
istsin the year of the FIFA World Cup.

ButI thought that if I was a visitor to a foreign
country I would want to get a glimpse of that
country’s art and to see how the context of
the country — the politics, the economics, the
social, the historical, etc. — had informed

the work produced there, When we look at the
art of the Renaissance today we can see the
influence of the church and the state on art
produced during that era. On a recent visit to
Leipzig in the former East Germany, I visited
the art museum there and it was a treat to see
the art produced during the time of the GDR
and how that directly or indirectly linked with
the political context.

So it seemed inappropriate to me to show
celebrity foreign artists at the South African
National Gallery, who could choose to show
anywhere in the world, anytime they wanted.
Historically South African art has been under
the international radar, and so this was an
opportunity to reflect on our art, and showcase
our artists. This was the first shift that had to
be made towards the exhibition.

With a store of over nine thousand artworks in
the national gallery collection, we cleared the
schedule and decided to reflect on our stories.
At the same time it was not just about putting
up an exhibition showcasing a century of
South African art. It was also an opportunity
to tie in a new vision for the gallery with the
exhibition. It was a moment to address long-
standing and pertinent issues,

For example how do we address the legacy of
apartheid ideologies that determined which
artworks were collected and which exhibitions
were shown?

But if we say that we are the National Gallery,
then the next question is how representative is
our collection of the nation's art?  wanted to
move away from a kind of geographic parochi-
alismn, away from a Cape Town centred exhi-
bition, in a show that we could say was truly
representative of artists and works from around
the country; an exhibition that celebrated

the richness and diversity of cultures on offer,
while engaging with the history of the country
over this period. So it was not simply about
raising the National Callery flag, but about
meaningfully and sincerely working with
other museumn collections and learning from
them and not being afraid to show the gaps in
our own collection, for the benefit of visitors,
for research, for students and learners.

And so there was a drive to go out and look at
other collections around the country. With
this in mind, I travelled around with Joe Daolby,
long time curator of works on paper at the
National Gallery. We visited the big municipal
collections as well as university, corporate,
and some significant private collections, We
also looked to the main commercial galleries in
Cape Town and Johannesburg for oversights

in our contemporary collection,

I grew up in Durban and worked at the Durban
Art Gallery so I was familiar with some of

the collection there, and I had been a regular
vigitor at Johannesburg Art Gallery during
the seventeen years I studied and worked in
Johannesburg, so I knew some of that col-
lection. But to go through the storerooms at
the Johannesburg Art Gallery, the Durban Art
Callery, the Tatham Art Gallery, the Pretoria
Art Museum - was revealing in the story of
how art was collected around the country.
This yielded a number of pleasant surprises.
Jabulani Ntuli's drawings (c.1940s) from

the Killy Campbell Collection (University

of KwaZulu Natal), Richard Baholo’s painting
What a Horror! (1992) from the Johannesburg
Art Callery, Bongi Dhlomo’s abstract painting
Serving Time, (2004) from the Standard Bank
collection, Harold Strachan’s Nature Morte,
(1970) from the Durban Art Gallery - these
were unexpected. Most of the collections were
strong in collecting artists from their cities
and provinces, as maybe one would expect,

Omne of my main intentions was that some-
one walking through the gallery would get
an idea of who the important artists were
and are; that a visitor would get to see works
from around the country, and would also get
a sense of place via the history, which in my
mind is one of the most interesting themes
when talking about South Africa. While the
intention of the show was to also showcase
prominent artists and some iconic works of
art in the permanent collection such as Jane
Alexander’s Butcher Boys (1985/86) and Andries
Botha's Alleenspraak in Paradys (1991), many
of the loans were intended to open a window
on some less known artists and pieces,

Also, how do we spealk about the diversity of
cultures through aesthetics in the country,
about artists from different communities,

about art production through formal and
informal schools within the context of privi-
leged racial access to art education; and where
do these all fit into the larger narrative of what
we call South African art?

Another important issue was how do we get
audiences who have never been to the National
Gallery to see their own histories (and them-
selves) reflected in the space? For long
considered elitist and exclusive, part of the
challenge of how to broaden our audiences
and invite communities to take ownership

of the National Gallery relates directly to the
exhibitions that we show and the artworks
that we collect. How do previously margin-
alised individuals, artists and audiences see
themselves, their histories, their cultures,
their art reflected in the National Gallery?

So it was also about changing the image of
the National Gallery, creating a new space
where all kinds of people from different back-
grounds (of culture, nationality, race, class,
in levels of education, etc.) could feel more at

home; that this was also their National Gallery,

These were all questions I was trying to address
simultaneously.

Apart from the general chronology there was

a grand structure, For instance the rooms were
allocated according to a variety of themes.
Some were chronological like looking at the
period roughly from the time after the union
from around 1910-1930; or the articulations

of an early modernism from 1930-1960; or the
photographs from DRUM magazine, which at
its peak in the 19508 was distributing 450,000
copies a month across the continent; or the
informal art school Polly Street in Johannesburg,
where Bill Ainslie and Cecil Skotnes guided
many talented black artists like Durant Sihlali
and Louis Maghubela; or Rorkes Drift, that
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otheér prominent art training ground for

black artists, especially for work on paper,
that produced the likes of Lionel Davis, Bongi
Dhlomo-Mautloa and Azaria Mbatha; or the
theme of abstraction, which has been so con-
tentious in the history ef South African art; or
the period we now refer to as Resistance Art,
which looked at the political where artists of
all backgroundsboth black and white and all
shades of brown, took on the apartheid state
with their art, the posters and photography
and inspired by the slogan of using ‘culture as
a weapon of the struggle’. Significantly half of
the gallery — 6 rooms - was allocated to art of
the last twenty years. I'won't go into details of
each art movement here because that would
require somie detail but each was significant in
the telling of the South African narratives of
art and history.

Recognising the perils of nationalism, and
its manifestations, I also wanted to be
critical of the South Africa in the now. I am
reminded of the graffiti painted on a wall
on the corner of Hunter and Cavendish streets =5
in Yeowville, Johannesburg. It quotes from . : r— AV NPk e
Nelsor Mandela’s 1994 inauguration speech, B ¥ i '
“Never, never and neyver again shall it be that

this beautiful land will again experience the

oppression of one by another." Fourteen years

later, the xenophobic attacks left many bodies

in its wake and thousands mentally scarred.

With this inmind I also included a selection

from the exhibition US, curated by Bettina

Malcomess and Simmon Njami, that featured a

handful of mainly young South African artists,

including Gugulective (an art collective from

Gugulethu, the township of on the outskirts

of Cape Town) commenting on the issue and

bringing the making of art in this country full

circle, Gugulective is the other end marker in

the contemporary, also reflected in the title of

the exhibition,
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of tha axhibition From Plerneaf to Gugulective, Solibi /

nal Gallery




So while we have a broad chronology and the
major themes there were also other intentions
in the curation, I did not want it to be a tedi-
ous staid chronology. Where’s the adventure
in that? An important idea I was playing with
was different takes on the past; that if you ask
a diverse group of South Africans about the
history of this country you are likely to get, in
return, many different versions of that history.

I wanted to put those different responses next
to each other, to set up relationships between
them, to juxtapose them.

For example, you've got JH Pierneef’s paint-
ing of the Union Buildings (1938) - The South
African parliament buildings in Tswane (previ-
ously known as Pretoria) - and Willie Bester’s
bench after the 1913 Land Act (1995) directly
opposite each other, You also have Anton
Momberg's marquette of Gandhi in close prox-
imity to the same Pierneef. Gandhi lived in the
country for twenty-one years from 1893-1914, at
the same time as the formation of the Union,
so this is a direct and relevant connection to
the Union Buildings and the British history in
the country, The intention was not to obliter-
ate the Pierneefs or Afrikaner history, or the
Union, or British colonialism - we all acknowl-
edge these things - they are part of our history.
But what else was happening?

So apart from the Maggie Laubsers and the
Irma Sterns interpreting South African land-
scapes, how did black artists such as the Moses
Tladis and the Jabulani Ntulis differ in repre-
senting the landscapes, their own environ-
ments and their own people? How does their
worlk differ in the broader discussion on the
representation of blackness? This was another
major thread that ran throughout the exhibi-
tion; the politics of representation. How do
the ethnographic and scientific photographic

studies of Alfred Martin Duggan-Cronin dif-
fer to these portraits by Gerard Bhengu and
Simon Nguni? And how do these relate to the
emergence of black photographers working for
DRUM magazine in the 1950s, whom for the
first time give insight into intimate instances
of black urban life, So while we have a chrono-
logical installation in a room for instance
there is already another major theme on the
politics of representation working alongside.
That was definitely a strategy on my part, so
that someone walking through a room gets
different takes, multiple voices, rather than a
master narrative,

Also there were visual connections that sprang
up that I could not resist. Pierneef’s Karibib
(1924) next to Wayne Barker's Blue Colonies
(1995), a parody on Pierneef, which is easy to
see when these works are next to each other,
was also about introducing an element of play,
while still raising serious issues.

Portrait of Ali Bhai (c.19508) by Ebrahim
Badsha is shown together with Bertram
Dumbleton’s Abdul, (c, 1942) and Edward
Roworth’s White Wall on Signal Hill, (c.1920)
(Roworth was also the first director of the
National Gallery in 1930) touch on the presence
of presernice of Muslim communities in the
country. Elsewhere in the show works by Faiza
Galdhari and Chris Ledochowski reflected more
contemporaty expressions on the same theme.

As we know art does not operate in isolation
so the intention was to simmultaneously reflect
on important moments as well as attitudes of
different eras.

Tretchikoff’s figure of the Herb Seller (1948)
was set against the backdrop of United Party
and National Party election posters. This was
a turning point in South African politics that
brought the National Party into power in 1948

and that led directly to apartheid policies being
enforced. TretchikofT, a Russian emigrant to
South Africa, was an art phenomenon in the
country, He sold thousands of prints of his
paintings in unconventional places like depart-
ment stores in the 1960s and 1970s which
made their way to millions of households both
within the country and outside of it. And his
appeal cut across race and class - very impor-
tant in the context of apartheid South Africa.
Because of a certain genre of his work that was
regarded as kitsch, the artist was an outcast

of the South African art establishment. This
painting being included in this show was the
first instance of a Tretchikoff being shown at
the National Gallery. (I'll let our a little secret:
we're now in the middle of organising a long
overdue retrospective on the artist in 2011.)

So juxtapositions, multiple layers and narra-
tives, and visual connections were the threads
of the exhibition.

Well known artists like Gavin Younge and Sue
Williamson shared limited hanging space with
fairly obscure names like John Roome and
Vedant Nanackchand. Zulu earplugs sparked
off a relationship with Kevin Atkinson’s Arena
(1975). A similar affair developed between the
group of Ndebele beadworks and Georgina
Gratrix’s Les Demoiselles D’Avignon {2008).

Harold Rubin, Cerard Sekoto, Gavin Jantjes
and Harold Strachan offer very different takes
on the Sharpeville massacre in 1960, a violent
turning point in apartheid history. A range of
expressions from the likes of Colin Richards,
Tyronre Appollis, Dikobe Martins, Jane
Alexander, Paul Stopforth and Derek Bauer

on Steve Biko's murder in 1975 speak vol-
umes about the diversity of art production in
South African society. Sharing the same room
though, Deborah Bell’s Lover’s in the Cinema

(1985) offered articulations on the universal
themes of romance and love, something that
we can all identify with.

Archival posters from the Community Arts
Project (CAP), housed the University of
Western Cape, provide context to the activism
of the violent 1980s prior to Mandela's release.
Photography also plays a very important docu-
mentary role at this time as illustrated by the
range from the Afrapix collective. The exhibi-
tion also closely traces the development of pho-
tography in the country, and David Goldblatt's
trajectory from Family on Northbeach,
Durban, June 1949 to work of an old mineshaft
simply entitled 12 July 2003.

Progress Matubaku’s Something for Growth
(1995), Jackson Nkumanda’s charming work
entitled The Presidential Inauguration (1994)
and Joe Ratcliff’s Vlakplaas (1999) are reflections
on voting for the first time, the inauguration
of the first democratically elected govern-

ment in 1994 and the Truth and Reconciliation
Commission respectively, which are all in close
proximity. These shared the same room with
other outstanding works from the period by key
artists such as Penny Siopis, Clive Van den Berg,
Johannes Segogela and Noria Mabasa,

During the curation many smaller themes made
their way into the show, Indigenous initiation
rites, influences after colonial Dutch masters,
the influence of San art, landscape, afternoon
tea, depictions of township life, humour, the
formation of a new national identity, represen-
tation and reflections of Africa, romance and
sexual politics, domesticity, AIDS, and identity
politics give some idea of the sub themes that
were operating in contemporary section, which
were not pre-scribed, rather, they emerged from
the selected works themselves, This was an
important process of the curation,
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The Sun and the Moon (zo07) by First People
Pomegranate Quilters from the [Nieu] Bethesda
Community Arts Centre in the Karoo strikes
up a conversation with a work by San artist
Dada Coex’ae Qgam entitled Young Wormen'’s
Initiation, (undated) and Walter Battiss’s work
Beautiful Bitch Suzie (c.1972). Photos by Santu
Mofokeng and Guy Tillim, an astonishing
painting on board by Trevor Makhoba entitled
Pain in the Mountain, 1999, and a single chan-
nel video piece by Churchill Madikida called
Struggles of the Heart, (2002) open up dialogue
on Xhosa and Zulu initiations.

Both Zanele Maholi’'s photo Katlego Mashiloane
and Nosipho Lavuto Ext. 2, Lakeside,
Johannesburg 2007, and Pierre Fouché’s Kiss,
(2008) in crochet lace depict homaosexual cou-
ples in tender embrace that are visually echoed
by Tracey Rose’s The Kiss (z001). Muholi, who
describes herself, first and foremost as a lesbian
activist, had been the centre of media atten-
tion when the Minister of Arts and Culture Lulu
Xingwana had found offensive her photograph
of a nude lesbian couple lying in bed together,
The media debate surrounding the furore also
gave Muholi’s career a gentle shove in the

right direction.

Works by Brett Murray (Xhosa, zo02) and
Sthembiso Sibisi (Coing Home, 2005)

use humour to poignantly reflect on the local
condition, Stuart Bird's tongue-in-cheek
Zuma Biscuits (2007) encapsulates the moment
preceding the 2008 national elections, a time
of internal power struggles in the ruling party.
This work, which is evocative of the ice zoo
biscuits, depicts four symbols (a Zulu warrior’s
shield, a shower, a mini skirt, and an Ak-47
machine gun) each relating to Zuma's (the cur-
rent president) public portrayal at the time,

Ed Young’s Bruce Gaordon [Torino] (2z005) may
have had special place for Cape Town art
groupies recalling the conceptual piece from
2003, where a bar owner (a found object) was
purchased by the National Gallery and the
acquisition number tattooed on the artwork
(or bar owmer’s arm). This particular piece on
show is the suit made for and that the artwork
wore when it was loaned to the Triennale in
Torino, The artwork (Bruce Gordon) recalls
three weeks of non-stop parties, drinking lots
of alcohol and meeting lots of women.

The logistics were a piece of art in itself,

We scheduled the three major exhibitions
(Strengths and Convictions, Dada South? and
the Alexis Preller) to simultaneously close at
the end of February, The gallery closed its doors
from the 1 March - 15 April; allowing for the
concurrent de-installation of the three large
shows that occupied the whole gallery.

In the meantime I also had a meeting with the
Bailey Trust that oversees the collection of over
400 paintings and works on paper donated to
the National Gallery in 1947. These include the
likes of William Turner, Thomas Gainsborough,
George Stubbs and Joshua Reynolds, etc -
English arrists from the colonial era. One of
the conditions of the bequest was that at any
point the collection is permanently on display.
And for the first time in 63 years the Bailey
collection was taken down.

After two and a half weeks of de-installation
the whole National Gallery was empty, The
whole gallery was re-painted - no big deal.
But Dolby joked that he had never seen it look
so good! The 280 loans arrived at once from

all over the country, They were unpacked

and checked. Then the curation of integrat-
ing the loans and the permanent collection
(680 in total) started in earnest. We had three

installation teams working simultaneously
following closely as a wall was finished.

The programine for the opening evening was
also mearit to indicate a shift in thinking.
Cameroonian born guest speaker Prof Achille
Mbembe (Research professor in politics and
history at Wits University and anthor of On
the Postcolony) opened the exhibition. This
was followed by the band Hassan’adas (made
up of musicians from Mozambique and the
Demuocratic Republic of Congo) playing an afro/
luso/ francophone signature style. The opening
also attracted a much more diverse and younger
audience than other openings previously.

Of course no art show is ever complete without
the critics’ part in it, Miles Keylock in a review
entitled Out with the Old (Mail & Guardian,
23-29 April 2010) wrote, “In what can only be
described as a revolution the National Callery
has been entirely rehung, Gone are the hal-
lowed halls of ‘putrid’ colonial treasures. Gone
are the same tired artworks eternally oozing
out the permanent collection.”

In what may have been a response to Keylock’s
piece The South African Art Times ran their
article on the cover for the May edition boldly
emblazoned with the headline SA National
GCallery’s repurtation thrashed for 2010 show,
Lloyd Pollak penned the piece which read, “It
is apparent that Naidoo, who has piteous lit-
tle curatorial knowledge, is out of his dept.

As none of his fellow curators have ever been
responsible for a pratfall of this magnitude,
one can only conclude that he refused to heed
their advice, and consequently one entertains
the gravest fears vis-a-vis the future of the gal-
lery under the present incumbent.”

In response to the intention to the themes and
ideas I mentioned earlier Cerhard Schoeman
wrote in Art South Africa (Vol 08, Issue o4,

Wwinter 2010), “A reflective selection? What is
all this clutter then? Where beyond the dis-
ingenuous platitudes about insight into the
‘soul of the nation’, is the lucid theme, the
Adriane’s thread, the astute discernment, the
rhyme? Anne Sasson writing for artcritical.
com (29 June 2010) a New York based online
journal wrote, “There is color, wit and gravi-
tas, not only within the works themselves,
but in the unpredictable relationships set up
between them, There were many other reviews
too (http://izikomuseums.com/blog/?p=279).
The negative criticism was outnumbered by
the numerous other reviews in the national
newspapers and reviews in New York, London,
Amsterdam and Berlin.

Bronwyn Law Viljoerl, the new editor or the
Art South Africa magazine, questioned the
outcry in the two main publications The South
African Art Times and Art South Africa? She
said that some of these reviews were particu-
larly visceral and sometimes these were
disguised as being about aesthetics, composi-
tion and curatorial decisions,

Let’s look at what the exhibition did. We
closed the gallery to the public for six weeks to
prepare for the show, It was the first time the
whole national gallery was used for one show.
We loaned works from forty eight other collec-
tions from all over the country exposing gaps
in the National Gallery collection, The Bailey
collection was taken down for the first time
in the National Callery’s history. The exhibi-
tion placed fairly obscure artists next to South
African ‘masters’. A Tretchikoff was shown

in the National Callery for the first time.,,.
Omne can then maybe start to understand the
reactions?
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Interestingly at the conferernice we held at

the end of the exhibition panellist Lloyd
Pollak, responding to a question from one of
the members of the audience about ethics in
reviewing the show, indicated that one or two
of the National Callery curators and some of
the Friends of the National Gallery approached
him privately to say that the new director was
not heeding their advice. So I'm not sure how
to read that and to what degree that influenced
his review of the exhibition. It does pose all
kinds of questions and is very revealing of
how relationships and old networks of power
function both within the National Gallery and
outside of it.

The debate has been good though in draw-
ing attention to the exhibition and getting
numbers in. Compared with other museums
in Cape Town that experieniced a two percent
drop, we doubled our visitor figures for the
same period for the previous year,

Curator Riason Naidoo is the director of the South
African Natianal Gallery in Cape Town.

1910-2010: From Pierneef to Gugulective was hald ab the [ziko South
African Nakional Gallary from the 18 April - 3 Ootober 2010,
Curatad by Hisson Naidoo,
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The role of education in the
formation of artistic practice
in South Africa

Access to art education is, of course, not a
pre-requisite for becoming an artist, but can
nonetheless be seen as a vital influence on
trends in artistic practice. I trace this correla-
tion between art education and the formation
of artistic practice in South Africa through a
historical overview, concluding with a sum-
mary of the importance of tertiary education
in the contemporary South African art world.
To distill current trends [ have drawn heavily
on a statistical analysis of the South African
art market recently published by the govern-
mental Human Science Research Council,

Given the scope of this essay, I present only a
superficial analysis and focus solely on adult
art education. Whilst I have a personal inter-
est in university art education, since this is
the milieu in which I work, one has to look
wider than tertiary educational institutions
to understand the history and importance of
adult art education in South Africa, Due to
the late development of higher education art
schools, and the exclusion of the majority of
the population from these on racist grounds,
any analysis of art education must also include
alternative teaching, outside that offered by
tertiary institutions.

In South Africa, as in so many post-colonial
countries, the word ‘history’ should be
replaced by ‘histories’ in acknowledgement
of the deep divisions wrought on society and

the arts by thirty decades of racial segregation.
Even before the formation of the country we
now call the South Africa, fractious relations
existed between indigenous peoples and white
settlers in the late 17th to 18th centuries, These
divisions were intensified under subsequent
British Colonial rule, followed by the Union of
South Africa proclaimed in 1910 and finally in
the Republic of South Africa formed in 1961, In
the ensuing decades division between blacks
and whites became not only the backdrop, but
the very foundation of life in South Africa.
Race relations during these various stages of
modern South African history are critical to
understanding the education systems of this
country. Societal and institutional racism
resulted in art education running in two sepa-
rate streams, ostensibly until the democratiza-
tion of 1994, This democratization introduced,
at least on a legislative level, racial equality
and educational access to all,

If one leaves aside age-old indigenous artistic
production and focuses on an urban western
understanding of art, there was only very
limited artistic expression, exhibiting and

art patronage in this region before the mid-
19th century. Even with the establishment of
broader artistic culture in the mid-18o0s, art
was centered on the values and expressions of
the colonial motherland - Great Britain, The
sole extensive purchase and display of art was
sponsored by the nouveau riche who immigrated
as poor Jewish or Cerman settlers and struck it
lucky on the goldmines of early Johannesburg.
For this new class of people the reason to buy
art was to profess a (non-existing) pedigree of
Englishness in an attempt to infiltrate the old-
money British upper class,*

1 Garmen, ., 2008, Uplifting the Colonial Philistine: Florence Phillips
and the making of the Johannesburg Art Gallery.
Johannesburg: Wits University Press. p.&

In this period the few artists resident in South
Africa were without exception trained abroad,
or were foreign visitors to South Africaona
short sojourn, Self-taught immigrants Thomas
Baines and Frederick IOns were arguably the
first South African-based and South African-
focused artists, although seen by many of their
contemporaries as travelers who recorded their
wanderings, rather than as artists,

By the late 1800s art schools were being estab-
lished in the region. Cape Town's Roeland
Street School of Art (established 1864) was the
first of these, but significantly had as its main
objective the teaching of practical drawing to
the artisanal class.?

Civen the context of a colony in which art was
seemn as synonymous with British art, itis
hardly surprising that the art schools opening
in the beginning decades of the 20th century
showed a similar strong bias toward English
academic art and methods, with teachers
sourced by and from prominent British art
schools, such as the Royal College of Art in
London, Teaching conformed to the South
Kensington model, which demanded the
lengthy study of Roman sculpture copies, with
a student only progressing to studies from life
once deemed sufficiently competent at draw-
ing from the antique. This emnphasis remained
the status quo well into the 1930s, with some
schools, such as the Port Elisabeth School of
Art under directorship of Frank Pikford, struc-
turing the curriculum thus from 1903 to 1953.2

The result of this schooling was, predictably,
an art which tended to deny the local and

S Bull, 3L & Leigh, V. 1975. One Hundred ¥Years Ago: an exhibition to
commemorate the opening of the “Cape Town Art Gallery” in New
Street (now Quesn Victoria Street) on 21st April 1878, Jape Town:
South Afploan Mational Gallary. p.2

3 Alexander, L., Bedford, E, & Cohen 1. 1288, Paris and South African
Axtists 1850 - 1968, Capa Town: South African Mational Gallery.
ppRE- 27 & 38

imitated the art of the coloniser, Interestingly,
artists tended to depict landscapes devoid of
native people - and hence devoid of the evidence
of the land being other than British. Lighting,
tone, landscape features depicted mostly echoed
the appearance of the motherland. It must,
however, be remembered that at least until the
formation of the Republic in 1961, the English
speaking South Africans who formed the bulk
of the art aware public generally considered
themselves as British.s

Whilst in art and art education the dorninance
of all things British continued until at least
the 19308, mainstream continental styles
infiltrated South African art from the 1920s.
This was not due to a shift in teaching style
within South Africa, but rather was the result
of frustrated South African artists seeking out
alternative sources, and especially France, for
art education, Other influences were occa-
sional continental artists traveling to South
Africa or inspiration being drawn from the few
international magazines locally available from
the 1920s.% For non-white artists their escape
to Europe was from a larger political conserva-
tism which limited their role in South Africa
to that of labour, with no structured formal art
classes available to them,

The result of artists’ travels to the continent
was a grouping of avant garde artists working
in South Africa in whose work trends explored
in French art are evident; the (very early)
exploration of impressionism in works by Strat
Caldecott (1886 - 1929), the Martisse-like work
of Maud Sumner (1902 - 1985), Cezanesque
cubism of Frank Craham Bell, amongst oth-
ers, This fascination with French avant garde
tendencies continued alongside British

4 Ibid. p.b
B Carman, J, 2006, p. 172
& Alexander, L. Bedfrod & B, Cohen, E. 1988, pp.Rg & 54,
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nthrallment until the late 1940s. In this
eriod lacal art schools existed, but it was still
le rigeur for any artist with professional ambi-
ions to complete their education abroad,

Reception of continental avant garde tender-
“ies was outrightly hostile in the conservative
south African market, leading to numerous
1rtists adopting a schizophrenic double-style
f conservative academicism in commissioned
vork, and an exploration of the avant garde in
yrivate work.? Interestingly, these progressive
1Ttistic approaches, though seen as radical

n South Africa, tended to lag a decade or two
ehind their first expression in Europe - a
tend which until recently characterized much
of South African art production,

During the isolation experienced during the
second World War a community of painters

set out to counter the conservatism and lack of
rofessionalism of the South African art scene
hrough lectures and exhibitions, This attempt
1t informal art education by the New Group,
ictive 1938 to 1953, is historically significant

or its attempts to further the cause of modern-
sm, whilst embracing a sense of a local idiom
vithin South African art.

Nalter Battiss, lecturer at the University

f Witwatersrand from 1964 to 1971 is often
redited as being primary in furthering such
1 senise of African contemporary art, Whilst
1is insistence on incorporating local indig-
nous art forms did have its followers, most
iniversity art education of the 1960's to 1980"s
nstead emphasised working within interna-
ional trends. Production emerging from the
iniversity art schools of this period focused
n European and, especially, North American
tends, though limited access to information
* Ranlein, B, “Praining and Trading: the influsnce of tuition and the art

narlet in the work of some Bouth Africsan sculptors,” De Avte [eaue 435,
\pril 1991, pp.5 - 25.p,11

meant that this art often lagged in its under-
standing of international contemporary
artistic trends, An African expression was at
times sought, but couched in the terms set by
current western art practice. Thus in the 1960s,
for instance, Pop and Op Art was used asa
means of ‘asserting a quality of africanness
within (...) work’.8

It must be acknowledged that some universi-
ties did become islands of liberalism during
this period of state oppression, acute racisim
and near civil-war, and lecturers did use their
position to spealk out against state injustices.
Nonetheless these institutions were still
catering almost exclusively to the white South
African minority,

In contrast, for much of the late 19th, early
20th century the opportunities of a South
African or international art study career were
closed to most non-white South Africans.
With the 1953 Bantu Education Act university
enrolment was denied to black Africans on the
grounds that the sole education they would
require was that appropriate to a labourer,
Effectively, however, even before this date
economic and social realities made it unlikely
that black students would attend tertiary edu-
cational institutions, or any other art schools.
Art education for white South Africans included
formal art classes at academies, private schools
and, from 1920, universities. In contrast the
education open to black South Africans was

far more restricted and, in consequence, more
informal and diverse, I will sketch some of the
primary sources for black art education below,
from apprenticeships to mission schools and
community art centres, It should be noted,
however, that in comparison to whites only a
very small percentage of black South Africans
could access any form of art education,

8 Alexander, L. inibid, p. €1

An informal, usually familial, art apprentice
system had presumably always existed, but
skills handed down were predominantly for
the making of use-objects; so these efforts
were interpreted by many as craft rather than
art, The history of South African artis, none-
theless, filled with anecdotal tales of informal
‘apprenticeships’: artists mentoring other
artists. Whilst not formalized, the existence
of such apprenticeships should nonetheless be
acknowledged. In some cases of black men-
tees and white mentors, well-meaning (mis)
guidance imposed prejudicial views on artists,
with examples of black artists being discour-
aged from investigating anything other than
an African traditional aesthetic.? Other (white)
mentors more sensitively picked up on African
visual expression, often fusing aspects of this
with their own work.

From the early 1900s Christian Mission schools
were the primary providers of education for
blacks. These were administered by the prov-
inces from the formation of the Union of South
Africa, until the establishment of the depart-
mernt of Bantu Education in the 19508 and the
subsequent gradual demise of the mission influ-
ence. Art education in Missions varied greatly
with two diverging approaches: a number of
Missions taught artist exclusively in the carv-
ing and, to a lesser degree, painting of ecclesi-
astical icons and objects, In contrast, Anglican
Missions encouraged a broader approach to art.
In approach to source material we again see two
schools of thought; a teaching of western styles
and emphasis on imitation of these, versusa
concern with an africanising of ecclesiastical
(and other) subject matters, This latter approach
at times sprang from a patronising belief that
the African has an innate artistic sensibility
which exposure to western art would spoil,

@ Miles, . 19897, Land and Lives: a stndy of early black artists.
Cape Town: Human and Hussow. p.¥

or fromm a conception that africanising of visual
expression would make it more relevant to the
artist, reasserting African cultural pride, or,
depending on focus of the mission, allowing for
the biblical message to be understood on a more
intimate level.®

Limited access to materials and visual sources
meant that mission teachers unwittingly influ-
enced the art that was produced. The produc-
tion of art for a tourist market also restricted
experimentation, as carving was understood to
be a more African expression, and hence more
appropriate for this market,

In the latter part of the period in which pre-
dominantly rural mission art education played
a leading role, small night-schools and vol-
untary organizations started up in the urban
centres of South Africa. Mission art educa-
tion finally waned in the 1980s, partly due to
greater urbanization, and also due to exposure
to wider options which led to experimental
work which possibly was becoming inappro-
priate for a Missior context, The impetus of art
education now shifted strongly to urban-based
art centres and groupings, Most such urban
black adult education classes were volunteer
driven, though the most significant, Polly
Street Art Centre, was initiated and supported
by the Johannesburg Local Committee for Non-
European Adult Education, which was the
co-ordinating body between various literacy
groups and the Union Education Department. "
Polly Street became a catalyst for the teaching,
development and prornotion of urban blaclk
African art, leading to a mature artistic
expression and greater prominence of black
artists in South Africa,

10 Leeb-du Toit, o, ‘8r. Pientia of Maienhill: diversitiy in interaction,

Con D di , Sth Annul Conference of the 5.A. Assooiation
of Art Historians, 17 ~ 189 July 1968, pp.85 - 85

11 Berman, E. 1883, Ark and Artists of South Africa. Cape Town: A4

Balkema. p.38




he burgeoning number of urban art centres

n the 1970’s coincided with the establishment
f the first Department of Fine Arts at a black
miversity, the University of Fort Hare, which
tew out of Lovedale Mission, as well as at the
orrespondence University of South Africa,
‘ommunity art centres should not be seen as
n the periphery of these more formalized uni-
ersity structures, but as alternative, politi-
ised avenues of education, running counter

o the dominant ideology. This emphasis on
he politicization of arts, largely through an
mphasis on community arts, marked much
roduction of the 1970s to early 1990s,

ncreasingly, artists aligned themselves with
ocal political committees and neighbourhood
ressure groups, It is in this period that for the
irst time one can see a growing unity in artis-
ic approaches and concerns between black and
vhite South African artists, as increasingly
lesperate state oppression was countered by
rrists from a range of backgrounds, at times
inder guidance of university based student
Tganizations.

n this context universities, including the pre-
iously mentioned University of Fort Hare and
white’ universities, became important agita-
ors towards social change, with a number of
ecturers leveraging their positions to speak
yut against racial and state oppression.

his should not suggest that higher educa-
ional institutions were, and perhaps still are,
nnocent of perpetuating racial divisions in
south Africa. Vuyile Voyiya and Julie McGee
mply through the documentary video The
uggage is Still Lakelled: Blackness in South Aftican

\rt that narrow western-centric definitions

f entry criteria and artistic excellence con-
inue to ensure a bias in the South African

art educational system against black aspirant
artists.? Whilst following the shift to democ-
racy in South Africa numerous scholarships,
special academic programs, bridging courses,
etcetera were made available to encourage

the inclusion of black Africans in tertiary arts
education, the number of blaclk students who
enter the system remains woefully low, with
black students making up just over 40% of
enrolments in tertiary arts education, and just
under 40% of completions, in a country where
blacks form about 92% of the total population.4

This problem needs to be understood in a
context in which higher art education is a
major criterion of the professional success

of contemporary South African artists: the
Human Sciences Research Council in 2010
released a research report on the South African
arts sector, which revealed that 72% of profes-
sional artists in South Africa completed an arts
degree at a tertiary educational institution,

The same survey found that the most successfiil
educational interventions in allowing access to
a career as artists are teaching in primary and
secondary schools, residencies and post-gradu-
ate visual arts degrees. Government or indus-
try sponsored learnerships, training through
private classes, colleges or self-teaching lag far
behind these in success rates.

The implication of these figures is that curricula
and approaches of higher education institutions,
and especially post-graduate programs, are
central in determining the artistic practices
adopted by artists in this country.

18 Vuayile, .V, & McGes, J.L. 2005, The Tuggage is Still Labeled:
Bblacknessin South Afrlean avk (Vidso),

13 HER(C. 2010. The Visual Arts in Mumbers: data from a research
report eommissioned by the National Department of Arts and Culture.
Johanhurg: HSRG.

14 ibid

15 ibid

These tertiary educational programimes
continue to be marked by a strong focus on
International arts, though a number of lec-
turers are lending strong impetus to a shift
towards an Africa-focused theory curriculum,
To support this, an increasing emphasis is
placed on co-operation with visiting scholars,
discussion groups and guest lecturers, and
engaging not only with Western, but also
strongly focusing on African trends, concerns
and personalities, This sort of co-operation

of the institutions with wider social and
artistic structures is also evident in the stress
placed on interdisciplinary collaborations and
research erganisations aligned to the univer-
sities. These initiatives allow universities to
develop an inclusive public profile, as lecture
series and events become draw-cards to the
wider community, The establishment and
exhibition of university collections, or the
recent trend towards establishing galleries
connected to university art schools simnilarly
allow for a wide social network and impact.
Students attending these universities thus
understand the universities they are study-
ing in, and by implication their role as artists
within a broader social context.

As to the question whether tertiary education
is critical to the development of the arts in
South Africa: there is a remarkably strong cor-
relation between the art education historically
available to aspirant artists, and those who do
indeed manage to become professional art-
ists. Therefore the primacy of tertiary educa-
tion in the establishment of a successful and
thriving community of artists is evident, The
legacy of generations of racial exclusion from
such highly enabling education that has left a
lasting negative stain on the history of South
African art, despite the successes achieved by
alternative non-tertiary art education. Recent
statistical research has re-emphasised that,
without tertiary art education, aspirant artists
have a slim chance of realising their goal.

Nadjo Daehnke is the curator of the Art Gallery of the
Michaelis School of Art at the University of Capetown.
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Hasan & Husain Essop

Hasan and Husain Essop’s series of work high-
lights a multi-cultural clash between religion
and popular cultures. They explore the domi-
nating influence of Western theatrics and
those narratives that are constructed to depict
a certain reality. “Inspired by Hollywood’s
visual language and tactics, we create our
owrn narratives. Each photograph reflects one
another in a battle for the moral and immoral.
Two dominarnt personalities appear, East and
West with all its stereotypes. The environ-
ments we choose define our behavior, using it
as a stage to perform.

“Several characters may appear repeatedly as
it is our own clothing being used, Our

daily uniforms, some branded to its class.

It becomes a tool for acting opportunities,
adapting to their surroundings thus creating
a variety of people. Those clothed in Islamic
wear are aggressive but humble in their quest,
popular fashion attacking our beliefs, The

pit bull demonstrates loyalty but no sense of
reason, Similarly soldiers in war portray a
patriotic commitment for their country, bred
for a purpose.

“Creating a moment in time, a dreaim or
something seen, we tell a story of growing
up.” Being competitive with each other is a .
constant battle for the best, Hasan and Husain
Essop use their own iconology to provide a
political context for the wars being fought. Pufh . s S
“The viewer is able to translate these signs : ; o : L
with their own understanding of the present, T Vil
imagining the possibility of the work being - > N
true to nature. The images are a personal v A : S
viewpoint that capture the growth and hunger e R
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for our art. Finding boundaries that we are
able to test, debating the trurh in our actions,
A satirical thread stitched in its process, a
designed layout demonstrating our knowledge
forour reason.”

As twin brothers, they have set out to find
themselves in each other, the similarities
become interesting and exciting. Trying to
create something new each time, a story
unfolds and never ends,

Hasan and Husain Essop were born in Cape

Town in 1985. They graduated from the
i Michaelis School of Fine Art at University
of Cape Town in 2006 with Bachelor of
Fine Art degrees, majoring in Printmaking
and Photography respectively, continuing
their studies in 2009; they completed their
Postgraduate Diploma in Art, at Michaelis.
Exhibitions include Spier Contemporary
2007 at the Spier Estate, Stellenbeosch and
Johannesburg Art Gallery, ‘The Loaded Lens’
(2007) and ‘Power Play’ (2008) at Coodman
Gallery Cape, The Johannesburg Art Fair and
Art 39 Basel (both in 2008). They participated
in the prestigious Havana Biennale under
the theme, ‘Integration and Resistance in
the Global Age’ in March 2009, They are
represented in the Johannesbhurg Art Gallery,
Durban Art Gallery and the Spier collections
as well as in local and international private
collections. The Essops are represented by
the Goodman Gallery, Cape Towr,
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Lien Botha

Lien Botha was born in Cauteng, South

Africa in 1961, studied languages at Pretoria
University and worked as a Press Photographer
for Beeld newspaper before moving to Cape
Towrl in 1984, In 1988 she obtained a B.A Fine
Arts degree from the University of Cape Town.
Since that time she has participated in more
than 8o South African group shows and 4o
international group exhibitions and has held
nine solo exhibitions, She has curated five
exhibitions including Photo Works by Women
in 1994 and Bloedlyn for the Klein Raroo Arts
Festival (1999). During the same year she
served on the curatorial committee of the first
Cape Town Month of Photography.

Over the past zo years she has consistently
produced portfolios of lens-based work includ-
ing: Africana Collectanea /1994, Krotoa’s
Room /1995, Boxing Days / 1997, Postscript /
1998, Terl trees growing nowhere / 1999, Radio
Maria / 2002, Safari / 2004, Amendment / 2006
and Parrot Jungle / zo09.

Botha maintains a professional photographic
practice and has been invited as part-time
lecturer at the Michaelis School of Fine Att

at the University of Cape Town, Stellenbosch
University, the Ruth Prowse School of

Art as well as Studio Art Centres International -
Florence, Italy and the San Francisco

Art Institute,

In 2002 her work appeared in the fifth edi-
tion of the TAXI series on contemporary South
African Artists. In 2zo05 she collaborated

with the French Theatre group Compagmie
des Limbes on a piece called Cutting Water,
based on The Waves by Virginia Woolf., In

the samme year she attended a residency

Lien Botha
Amendment 1: the case of baginning at the end - 2000
Digltal print on paper - 44x88em
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1t Nouaison in Pujols with exhibitions at

'Ete Photographique de Lectoure and Mc2a,
Jordeaux France. Also, ller work was included
n the Bamako Biennale: Another World,
Viali, 2005,

Juring February 2006 she attended the Amper-
sand Fellowship in New York and in October of
he same year her solo show Amendrment
ypened to critical acclaim at the Photographer’s
Sallery in Cape Town and was selected for
fowards a balanced earth, at the Museum of
New Zealand Te Papa Tongarewa in June 2008.

Jer work was included in the group show
“onstruct: Beyond the Documentary Photograph
vhich toured selected South African venues
such as the Durban Art gallery, National Arts
‘estival/Grahamstown and Goethe Institute/
ohannesburg), through 2009 and in the same
rear White stick for the Arctic was exhibited at
eflets d’Afrique: Panafrican Festival, MOMA,
\lgiers. In June 2010 she attended an invited
esidency at kunst: raum sylt quelle, Germany.
3otha continues to facilitate scholars and stu-
lents with project research assignments,

der work is represented in major collec-

ions throughout South Africa such as the SA
National Gallery, Johannesburg Art Gallery,
Jurban Art Gallery, Pretoria Art Museul,
Iniversity of Stellenbosch, Standard Bank
“orporate, SASOL, Telkom, MuseumAfrica and
he Nelson Mandela Metropolitan Museum as
vell as in private collections locally and abroad.,

Lien Botha

Amendment 2: the case of ending at the beginning - 2006
Digital print on paper - 44x88am
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e Amendments

e Amendments followed me for three years.
yvering as invisible codes on a building site,
ling through a fishing net, disappearing

th the waning moon, small words in an
ituary, love lost in another language, a dras-
change in habitat and three journeys later:
nally saw them when driving past a cluster
Cape beech trees. It is not that they were
1g-barked; they were just struggling against
e south-easter,

ith this image in mind, [ was able to start
casuring out a visual poem stretching across
sets of photographic ternaries, alluding to

1 circuit on the brink of a deranged paradise.
e work has a satirical undertone, possibly

en cunning, as itis largely implied by this
ciety. There is another link with the writers
orid Jonlker and Virginia Woolf such as in
nendment 8: the case of the drowning river,
her references to previous work prevails but
th ironic commentary on our state of disin-
sration, both environmentally (Amendment
the case of extinct threats) and socially
mendmernt 12; the case of a crime less classic).

» right: Lien Botha
jendment 8: The case of going dutch in the desert - 2005

ital print on paper - 44xdbom

Spending a solitary residency in Pujols, France
during September/October 2005, I produced

a series of small books called Springbok poems,
in which certain clues for Amendments were
foregone. Then, during a recent stay in New
York as part of the Ampersand Fellowship,

I found a minute clue in the Bronx Botanical
gardens while meandering through the snow
in Beth’s Maze (Amendment 5: the case of

the mute praise singer).

It is possible that the work is a metonymic
reflection of our genesis; murmurings lost
tofractured atonement, But then again, itis
also possible that these are just fourteen pages
from a personal chronicle,

Bottom Tight: Lien Botha
Amendment 4: The case of the absent lifegnard - 2006

Digital print on paper - 44x88om
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Resident in Cape Town, Nadja Dachnke is cur-
rently curator of the University of Cape Town'’s
Michaelis Galleries. Prior to this posting Nadja
taught art history and visual literacy on a part-
time basis at various tertiary educational insti-
tutions, before joining the Iziko South African
National Gallery as Curator of Contemporary
Painting and Sculpture. She holds two Masters
Degrees, in History of Art and Fine Art, and
has been active as an artist for most of the last
two and a half decades.

Napoleon’s Turk

The Cape Town City municipal library has a
delightful room selling worn copies of maga-
zines and well-thumbed second-hand books,
Here 1 found an A¢ sized French children’s
book, telling the story of Napoleon Bonaparte,
I do not speak or read French, so my inter-

est was in the garishly colorful illustrations
in the book, showing either reproductions of
History Paintings depicting Napoleon in all
grandeur, or engravings after such History
Paintings. Napoleon is, to me as to many
others, a fascinating figure in his repeated
will to power and banishment to exile. He is

a figure of history writ large, the grand narra-
tive of war and power, It is only after looking
at the book a number of times that I became
aware of a peripheral figure, depicted in all but
three of the images: a dark-skinned turbaned
man, dressed in the clothes of a Turk. This

led me on a search for further images of what
1 in my head came to refer to as Napoleon’s
Turk:indeed I did find him over and over again,
depicted in various paintings.

For the current exhibition Nadja Daehnke has
investigated Napoleon’s Turk, this periph-
eral figure who, hardly noticed, nonetheless
%'nvades so many (non-portrait) images depict-
ing Napoleon. In Napoleon'’s Turk she ima-
gines a narrative, interprets the symbolism,
grapples with this figure and, through him,
the relation between the Occidental and the
Oriental. The outcome of her research is a book
of images with some limited text, as well as a
drawing on the gallery wall.

da Dahnke Najda Dahnke
iind Horse worlted Color Deathbed 47




omthunzi Mashalaba

omthunzi Mashalaba holds a B-Tech (Fine
ts), and a National Diploma in Fine Arts,

ith from Tshwane University of Technology
Pretoria, She is currently working as a
acticing artist in Cape Town, South Africa,
ained in visual arts Nomthunzi Mashalaba's
ork is often interdisciplinary, encompassing
int, video and installation, Works produced
clude performance, video work, painting,
inted image and sculptural objects.

ly interest is in creating works that present
emselves as intricate networks of ideas, for-
ulating everyday experience into chronicles:
rsonal or otherwise. The objective is to try
1d employ technical and formal structures
hich best serve each particular idea,” as she
ates. She has participated in numerous exhi-
tions in South Africa and worked on collabo-
tive projects and commissions,

ink”

1y the Part: Nomthunzi Mashalaba - “think"” is an
stallation with a performative element, The work bor-
ws from a “phsychological”? term holophase. The color
1 has been chosen as a representation of Nomthtinzi
ashalaba’s thoughts, which are then solidified visually
rough the use of fabric. The piece is an ongoing worlc.

ngs on a Rainy Day

e 9 worls comprising “Songs on a Rainy Day" area
ual translation from an album of music on the subject
rain. Each work represents its own track.

Tt Play the Part: Womthunzi Mashalaba
nk” - 2011
iboh & Installation - Fabric, metal wire
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1in Durban in 1977, Sharlene Khan com-

ad both a BA (Fine Arts) and MA (Fine Arts)
1e University of Durban-Westville, before
ing to Johannesburg to complete a second
ters degree in Fine Arts at the University of
Witwatersrand. She has exhibited in group
ibitions in Durban, Johannesburg, Pretoria,
tzerland, India, France, USA, Sweden and
and, and has held solo shows in Durban,
mnnesburg and Cape Town. Since 2002 she
participated in international residency
rrammes and visual art workshops in Cape
7, Johannesburg, KwaZulu-Natal, Cairo,
1ce and Italy.

work for over eleven years has focused on
et trade and the large informal economy in
th African city centres. Although primarily
inter, Khan’s paintings are often presented
1 a range of media resulting in installa-

s and performance pieces incorporating
1ion, music, video, ink and charcoal draw-
s in mock fashion presentations,

work, as of 2008, has increasingly focused
1nd issues of identity and family history.
‘series What I look like, What I feel like
ures staged photographic portraits of the

st which portrays images of how she thinks
ers view her juxtaposed against images of

v she views herself. These dualistic portray-
question images of the self and representa-
15 of otherness, complicating perceptions of
temporary urban womanhood, race, class

| identity.

in has also been extensively involved in
jous mural projects in the KwaZulu-Natal
ion between 1999 and 2002 and is also a
lance writer and curator. She coordinated

47, left: Sharlens Khan
-Pierra (R005)
6 (in prograss); Other Stories

d media on canvas (chareoal, acrylic; embreidery) / 164 x 80cm

and co-curated The ID of South African Artists in
Holland in zoo4, has participated as both curator
and artist in the 10 Years, 100 Artists Project by
Bell-Roberts Publishing (2004). In 2008, Khan,
as a2 member of the Dead Revolutionaries Club,
co-curated the Esikhaleni - Spatial Practices
exhibition (an official Joburg Art Fair fringe
exhibition). The Dead Revolutionaries Clubisa
non-profit collective which presents visual art
classes, talks and a website that engages with
cultural production in southern Africa. Khan is
currently a Visual Arts lecturer at the University
of South Africa (UNISA), Pretoria.

For a over a decade now, Sharlene Khan's work
has focused on the informal sector that trades
on the streets of South African cities. Her
engagement with street vending has sought

to subvert stereotypical images of people who
work on the streets as only beggars and crimi-
nals and try to show the dignity with which
many people try to make a living. In her works
various terms used in the Johannesburg inner
city regeneration discourse are juxtaposed

to text passages from interviews with street
vendors, Phrases such as ‘inner-city regenera-
tion’, ‘urban renewal’, ‘high risk areas’ do more
than define a location - they come to define the
people who live and work in these urban cen-
tres, mostly Black South Africans and African
immigrants, Thus, urban regeneration termi-
nology simultaneously creates a harmful image
of already marginalized, peripheral citizens,
while trying to entice middle-class people back
into the Johannesburg city centre.

Since 2007, Sharlene Khan has increasingly
become interested in issues around her own
identity as a South African Indian woman, and
the intersections of race, gender, class, educa-
tion, religion and nationality that influence
my life daily, External pretences and internal
conflicts are presented in the 2008 series What
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adia on canvas (charooal, aprylic, embroidery) / 184 x 80cm

I1look like, What I feel like which combines
digital photography with various mixed media
{embroidery, embossing, paint, ink). In 2009,
she began working with hand-made lace for an
installative video artwork entitled My Mother's
Tears, My Crandmother's Legacy that interrogates
her own family history and the private home
space as an arena for patriarchal abuse (ongo-
ing project).

Other Stories is her last body of work on street
trade and depicts African immigrants and ref-
ugees who trade at traffic lights around local
shopping malls she visits in Johannesburg.

“We see them daily as they approach our cars at

traffic lights hawking cheap wares. We know
little about these people who come from many
African countries - shockingly many of them
tertiary educated - who are forced to migrate
to Sauth Africa in the face of debilitating
economic conditions back home in Zimbabwe,
Malawi, the Congo, Sudan. Who are they?
What are their hopes, their dreams for their
families? Where do they see themselves in five
years time? What stories do they have to share
if they were asked? Khan conducted a series of
interviews with such persons from Zimbabwe,
Malawi, Rwanda, Botswana, etc., and asked

themn questions about this fleeting job pros-
pect, how South Africans reacted to them,
what were some of the hardships they experi-
enced, what were their hopes and dreams for
their children and families back home. These
interviews were transcribed and painted onto
the canvases and images of the street trad-
ers were then drawn onto the canvases and
embroidered. The first part of the series (pre-
sented in the Crossing Boundaries exhibition)
was executed before the May 2008 xenophobic
attacks in townships around Johannesburg.
The second four artworks have an additionally
embroidered level which depicts the empty
streets, as immigrants fled South Africa and
prominent spaces during May and August
2008. The last four paintings in this series
depict the return of the migrants to vending
around Johannesburg, despite the continued
threats of xenophobia they are faced with.

Sharlens Khan
Bdward (2009)
Series {in prograss): Other Stories

Mixed medla on canvas (eharscal, serylic, embroidery) / 164 x 80em
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3 Josephy

ork investigates the construction of local
ments in relation to similarly named

s in distant parts of the globe. These
ygraphs place the suburbs and townships
unding South African cities at the heart
1etwork of interconnected perspectives
elationships between the ‘copy’ in South
1 and the ‘original’ in other geographic
lons. The images reveal correspondence,
rence and parallels with other places in
rorld.

tarting point for these photographsis a
orn with the naming practices of places in
h Africa. During the apartheid era, areas
usually given names by bureaucrats but
 recently communities have been respon-
for naming their own neighbourhoods.

noteworthy post apartheid era naming
ice is to reference current news events
elona, Lost City, Tsunami) or war zones
wo, Kuwait, Burundi, Bosnia, Bagdad,
0, Vietnam and Beirut). The photographs
o1 for display show the ‘twin towns’ -

1it, Middle East - and it’s named ‘other’
ait, in Cape Town. The shared names con-
the different locations as sites of struggle,
f war, liberation and reconstruction in
arly 1990s.

' From Kuwait Towers, Ad Damsa’,
ait City, Kuwait

2it’s (Middle East) name is derived from
iminutive of an Arabic word for “fortress
‘near water”, Kuwait was propelled into
national press when it was invaded by
in August 1990. This led to the Gulf War

in which a coalition of several nations drove
out Iraqgi forces, A scorched earth policy fol-
lowed by the retreating Iraqi soldiers had huge
environmental, health and economic conse-
guences for Kuwait,

The Kuwait Towers were completed in 1979 in
Kuwait City. These towers are an important
landmark and a national symbol of Kuwait.
During the Gulf War (1990-1991) the towers
were heavily damaged and there was substan-
tial destruction of the towers exteriors. They
have subsequently beern restored.*

Imformal Settlement Near Kuwait Taxi
Rank, Cape Town, South Africa

Kuwait, Cape Town, is an area centred on
Kuwait Taxi Rank in Site C, Khayelitsha.
mitially an informal settlement today the area
consists of a combination of informal settle-
ments, backyard dwellings and Reconstruction
and Development Programme (RDP) housing.
According to M.G. Mbatha (Mr Big) of Saint
Kizito’s Catholic Church nearby, Kuwait taxi
rank was named after the war in Kuwait in
the Middle East, in the early 1990’s because of
the taxi violence and regular shootings here.
According to Mbatha, communities used cur-
rent affairs and news prominent in the media
when naming their areas.?

1 [online] Available: http://www, arab.de/arabinfo,/kuweaithis.ntm
[10 February 2010]

2 Mbathe, M.G. 2010, [Parsonal eommunication] January 12

B8eva Josephy

Informal Settlement Near Kuwait Taxi Rank, Cape Town,
South Afriea - 2008
Photographie color print / 110*127 em
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7, bottom: Bevae Josephy

rom Kuwait Towers, Ad Damsa', Kuwait City, Knwait - 2009
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