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ABSTRACT 

 

This thesis analyses the masquerading strategies employed in the artworks of contemporary 

South African visual artists Anton Kannemeyer, Tracey Rose, Senzeni Marasela, Mary Sibande 

and Nandipha Mntambo. Masquerading, in this context, refers to the donning of costumes, 

make-ǳǇ ŀƴŘ ǘƘŜ ǳǎŜ ƻŦ ǇǊƻǇǎΣ ƛƴ ǎǘŀƎƛƴƎ ƻƴŜΩǎ ƻǿƴ ōƻŘȅ ōŜŦƻǊŜ ǘƘŜ ŎŀƳŜǊŀ ƭens. This study 

examines contemporary debates in South Africa around such visual art masquerading 

performances which have questioned notions of identity, autobiography and memory. The first 

chapter plots the reactivation of blackface masquerades in artwork by young White South 

African artists, and examines the mechanisms of parodic humour and joke-work in accessing 

inhibited pleasure through racial stereotypes. The second chapter explores psychoanalytic 

(Western, black and African), feminist and postcolonial theories on masquerading, and looks at 

the concepts of mimicry, masking, repetition, and violence as markers of this terrain. The works 

of Frantz Fanon and Homi K. Bhabha are used to explore racial power relations, but also the 

possibilities of masquerading as subversive of authorised knowledge in postcolonial contexts. 

.ƘŀōƘŀΩǎ ƛŘŜŀǎ ƻŦ ƳƛƳƛŎǊȅ-as-mockery, hybridity and ambivalence, as well as black feminist 

ideas of creative theorisation, are used to frame the masquerading strategies of the four South 

African women-of-colour artists under discussion in the third chapter, which demonstrates how 

Rose, Marasela, Sibande and Mntambo engage masquerade as an analytic tool to centralise 

women-of-colour narratives and personal politicisation as starting points of theorisation. This 

research attempts to evidence the concept of Ψpostcolonial masqueradingΩ as an important 

critical aesthetic tool in black feminist and decolonialising discourses in postcolonial societies. 

My own practical video engagements employ postcolonial masquerading to interrogate my 

identity as a South African Indian woman visual artist, actively exploring strategies of mimicry, 

masking, repetition and ambivalence as tools to voice my subjective position and history framed 

by apartheid, post-apartheid and postcoloniality. 
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INTRODUCTION 

 

We are aware of those who are driven by hope, the supposed victors, and those who are 

driven by fear, the supposed losers. The danger is that a situation such as this can breed the 

most debilitating ambiguity in which we oscillate between hope and despair with a frequency 

that induces underfined bitterness and cynicism. This situation of ambiguity may very well 

suggest that what we see is a chaotic play of masks: the masks of conciliation or reconciliation 

whose colourfulness may suggest a fragile essence, the absence of an underlying form. One 

ǎǳŎƘ Ƴŀǎƪ ƛǎ ǘƘŜ ŜȄǇǊŜǎǎƛƻƴ ΨǘƘŜ ƴŜǿ {ƻǳǘƘ !ŦǊƛŎŀΩΦ Χ ²ƘƻΣ ŀƴȅǿŀȅΣ ƛƴǾŜƴǘŜŘ ǘƘŜ ǇƘǊŀǎŜΚ 

²ŀǎ ƛǘ ǘƘŜ ŀƴȄƛƻǳǎ ΨŘŜŦŜŀǘŜŘΩ ƻǊ ǘƘŜ ƘƻǇŜŦǳƭ ΨǾƛŎǘƻǊǎΩΚ ²ƘŀǘŜǾŜǊ ǘƘŜ ŎŀǎŜ ƳƛƎƘǘ ōŜΣ ŀǘ ǘƘŜ ŜƴŘ 

of the day we still ask: what exactly is behind each mask? (Ndebele, 1994, p.152) 

In 2006, I wrote an opinion piece in an art magazine critiquing what I perceived to be a lack of 

racial transformation in visual arts in South Africa (SA) (Khan, 2006). The article expressed the 

opinion that since 1994 transformation seemed to have halted at the point of White women 

replacing White men in positions of power (South Africa still officially employs racial categories 

ƻŦ Ψ²ƘƛǘŜΩΣ Ψ.ƭŀŎƪΩΣ Ψ/ƻƭƻǳǊŜŘΩ ŀƴŘ ΨLƴŘƛŀƴΩύ.1 It also questions assumptions that White women 

understand various oppressions, such as race-class domination, because they have experience 

of sexism. To put it mildly, I was unprepared for the political fall-out that ensued that changed 

the course of my life and artistic trajectory making me a pariah in the local art world (this 

included being humiliated for my racial views at scholarship interviews; struggling to get 

lecturing opportunities despite having two Masters degrees in Fine Arts and being forced to 

work as a personal assistant; having emails sent to my White employer warning her about the 

ΨǘǊƻǳōƭŜƳŀƪŜǊΩ L ǿŀǎΤ ƴŜǾŜǊ ƎŜǘǘƛƴƎ ƭƛǎǘƛƴƎǎ ƻŦ Ƴȅ ŜȄƘƛōƛǘƛƻƴǎ ƛƴ ƴŜǿǎǇŀǇŜǊǎ ŀƴŘ ǇŀƛƴŦǳƭƭȅΣ ƭƻǎƛƴƎ 

                                                           
1 This research utilises these official South African racial categories as established in apartheid and their continued 
usage post-ŀǇŀǊǘƘŜƛŘΥ Ψ²ƘƛǘŜΩ όǇŜǊǎƻƴǎ ƻŦ ǿƘƛǘŜ 9ǳǊƻǇŜŀƴ ŘŜǎŎŜƴǘύΣ Ψ.ƭŀŎƪΩ όƭƻŎŀƭ ƛƴŘƛƎŜƴƻǳǎ .ƭŀŎƪ ƎǊƻǳǇǎύΣ 
Ψ/ƻƭƻǳǊŜŘΩ όǇŜǊǎƻƴǎ ƻŦ ƳƛȄŜŘ ǊŀŎŜ ŀƴŘ ŘŜǎŎŜƴŘŀƴǘǎ ƻŦ aŀƭŀȅŀκLƴŘƛŀƴκaƻȊŀƳōƛŎŀƴ ǎƭŀǾŜǎ ŀƴŘ ǇǊƛǎƻƴŜǊǎύΣ ΨLƴŘƛŀƴΩ 
(persons of South Asian descent that arrived as slaves in Cape Town in the 17th century and, in the second half of the 
19th century, first as British indentured labourers and then as merchants), ΨAsianΩ (at one time it included Indian and 
Chinese but later primarily addressed people of Chinese descent, as well as ΨƴŜǿΩ Ǉƻǎǘ-democracy Chinese, 
tŀƪƛǎǘŀƴƛΣ LƴŘƛŀƴ ŀƴŘ {Ǌƛ [ŀƴƪŀƴ ƳƛƎǊŀƴǘǎύΦ ²ƘŜǊŜ ǘƘŜ ǘŜǊƳ ΨōƭŀŎƪΩ όƭƻǿŜǊ ŎŀǎŜ ΨōΩύ is used, it is used in preference of 
Ψƴƻƴ-ǿƘƛǘŜΩ ŀƴŘ ƛƴŎƭǳŘŜǎ .ƭŀŎƪΣ /ƻƭƻǳred and Indian South Africans also grouped under the ǘŜǊƳ ΨǇǊŜǾƛƻǳǎƭȅ 
ŘƛǎŀŘǾŀƴǘŀƎŜŘΩ όǿƘƛŎƘ ǊŜŎŜƴǘƭȅ Ŏƻƴǎǘƛǘǳǘƛƻƴŀƭƭȅ ƛƴŎƭǳŘŜǎ /ƘƛƴŜǎŜ {ƻǳǘƘ !ŦǊƛŎŀƴǎύΣ ŀǎ ŘƻŜǎ ǘƘŜ ǘŜǊƳ ΨǇŜƻǇƭŜ-of-
ŎƻƭƻǳǊΩΦ This term is also used to denote identification with blackness as a political self-affirmative project and 
stance. Generally, quotes and discussions follow the capitalisation and usage of specific authors in their contexts 
with regard to racial terms such as ΨǿƘƛǘŜΩΣ ΨōƭŀŎƪΩ ƻǊ ΨŎƻƭƻǳǊŜŘΩΣ ŀǎ ǿŜƭƭ ŀǎ ǘƘŜ ¦{κ¦Y ǎǇŜƭƭƛƴƎ ŜƳǇƭƻȅŜŘ ōȅ ŀǳǘƘƻǊǎ 
when quoting them. 
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many White friends).2 Although I had previously flirted with masquerading as an aesthetic 

strategy, during this professionally and personally excruciating time between 2006 and 2008, 

performative masquerading became a vehicle for me explicitly to situate myself in my artwork, 

and to express concerns over how I felt issues of race, class, gender, religion and education 

affected me privately as an individual and also publically as a citizen of this new democracy. 

Masquerading became the critical methodology and visual language which allowed me to assert 

strongly, sometimes vengefully, my voice and body back into the South African visual arts field, 

refusing the silencing and invisibilisation3 that I felt forced upon me. Since then, masquerade 

has become an active research interest, something that I am ambivalent about in terms of the 

problems I perceive with its uncritical aesthetic usage, but which fascinates me in its popularity 

with visual artists in South Africa and internationally.4 This ambiguity informs this written 

inquiry.  

 

Although masquerade is proliferous and there are various theoreticians who discuss it, it is often 

mentioned too briefly and there are few in-depth studies of visual arts masquerading. This 

practice-based PhD represents my attempt to speak as a subject through my writing and 

practice on the concept of visual arts performative masquerading, interrogating my own 

personal struggles with identity and place. It also endeavours to plot out a terrain for 

masquerading as a postcolonial critical tool capable of subverting dominant social and 

knowledge constructions in South AfricaΩǎ Ǉƻǎǘ-apartheid context, by extending this discussion 

to the works of five South African visual artists. In this thesis, I read through the masquerading 

practices of contemporary South African artists Anton Kannemeyer, Tracey Rose, Senzeni 

Marasela, Nandipha Mntambo and Mary Sibande, and try to demonstrate how such critical 

analyses reveal vibrant interdisciplinary discourses built around engaging creative artworks in 

theorisation in postcolonial societies. The artists chosen for this research are simply based on a 

long-standing interest in (or concern with) their visual vocabularies. The critical analysis of their 

imagery could just as well be extended to other South African visual arts masquerades, but 

                                                           
2 {ŜŜ YƘŀƴ όнлммύ ŦƻǊ ŀƴ ŜȄǇƭƛŎŀǘƛƻƴ ƻŦ ǘƘƛǎ ΨŦŀƭƭ-ƻǳǘΩ.  
3 ¢Ƙƛǎ ǘƘŜǎƛǎ ǳǎŜǎ ǘƘŜ ǿƻǊŘ ΨƛƴǾƛǎƛōƛƭƛǎŀǘƛƻƴΩ ǘƻ ƳŀǊƪ ŀ ǇƻƭƛǘƛŎŀƭ ǇǊƻŎŜǎǎ ƻŦ ΨōŜƛƴƎ ƳŀŘŜ ƛƴǾƛǎƛōƭŜΩ ς not simply a 
ŎƻƴŘƛǘƛƻƴ ƻŦ ΨōŜƛƴƎ ƛƴǾƛǎƛōƭŜΩΣ ōǳǘ ǿƘŜǊŜ ƻƴŜ ƛǎ ŀŎǘƛǾŜƭȅ ǊŜƴŘŜǊŜŘ ƛƴǾƛǎƛōƭŜ ōȅ ǇƻƭƛǘƛŎŀƭ ǇǊƻŎŜǎǎŜǎ ƻŦ ŜȄŎƭǳǎƛƻƴ ŀƴŘ 
silencing.  
4 International artists who predominantly use masquerading in their works include Cindy Sherman, Yasumasa 
Morimura, Lorna Simpson, Rotimi Fani-Kayode, Yinka Shonibare, Janieta Eyre, Steven Cohen, Samuel Fosso, Gillian 
Wearing, Zanele Muholi, Shigeyuki Kihara, Tracey Moffat, Kimiko Yoshida, Nick Cave, Kudzanai Chiriuai, Oreet 
Ashery, Kiluanji Kia Henda. See Warr (2000/2012) and Bright (2010).  
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could also relate to such practices in other post-colonial contexts. This thesis employs the terms 

ΨǇƻǎǘ-ŎƻƭƻƴƛŀƭΩ ŀƴŘ ΨǇƻǎǘŎƻƭƻƴƛŀƭΩ ς the former is meant to refer to a historico-political period 

after the formal end of colonisation in various countries, whereas the latter refers to 

ΨǇƻǎǘŎƻƭƻƴƛŀƭƛǎƳΩ ŀǎ ŀ ŎƻƴŎŜǇǘǳŀƭ ŦǊŀƳŜǿƻǊƪ ǘƘŀǘ ŘŜǾŜƭƻǇŜŘ ƻǳǘ ƻŦ ǘƘŜ ǎŎƘƻƭŀǊǎƘƛǇ ǘƘŀǘ ŎŀƳŜ ǘƻ 

be known as postcolonial studies, which examines the historical, economic, political, social and 

cultural dimensions of colonialism, as well as new forms of cultural and economic imperialism 

(neo-colonialisms). Postcolonial studies are often inter-disciplinary in their approach to 

examining power relations between the dominant and the dominated. In this study, the term 

ΨǇƻǎǘ-ŎƻƭƻƴƛŀƭΩ ƛǎ ǳǎŜŘ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ South Africa to signify the process of historical, socio-

political ŀƴŘ ŜŎƻƴƻƳƛŎ ǊŜŘǊŜǎǎ ΨŀŦǘŜǊ ŎƻƭƻƴƛŀƭƛǎƳΩ, which before the end of apartheid in the 

1994, was not subject to a process of European de-colonisation (the question of when South 

!ŦǊƛŎŀ ōŜŎŀƳŜ ΨǇƻǎǘ-ŎƻƭƻƴƛŀƭΩ ǊŜƳŀƛƴǎ contestable). 

±ŀǊƛƻǳǎ ƛŘŜŀǎ ƻŦ ΨǇƻǎǘ-ŎƻƭƻƴƛŀƭƛǘȅΩ ŀƴŘ ΨǇƻǎǘŎƻƭƻƴƛŀƭƛǎƳΩ ŀǊŜ ƎǊŀǇǇƭed with in the body of artwork 

produced as part of this practice-based PhD as I engage my own post-colonial ΨLƴŘƻ-!ŦǊƛŎŀƴΩΣ 

multicultural, diasporic space in South Africa, but also my sojourn abroad in the former British 

Empire, as I centralise my body-of-ŎƻƭƻǳǊΣ ƎŀȊŜ ŀƴŘ ΨǘǊǳǘƘǎΩ ƛƴ ǘƘŜǎŜ ǾŀǊƛƻǳǎ ƛƴǉǳƛǊƛŜǎΦ L ŀǘǘŜƳǇǘ 

to visualise and harness various psychoanalytic, Cultural Studies, postcolonial, decolonial, race 

and black/African feminist perspectives as they theorise bodies-of-colour and creative work, and 

this cross-disciplinary engagement represents the manner in which I approach them as a visual 

ŀǊǘƛǎǘΣ ƴƻǘ ŀǎ ŘƛǎǘƛƴŎǘ ŦƛŜƭŘǎΣ ōǳǘ ǊŀǘƘŜǊ ŀǎ ŀ ƎƭŜŀƴŜǊ ƻŦ ǇŜǊǎǇŜŎǘƛǾŜǎ ǿƘƛŎƘ ƘŜƭǇ ƳŜ ǘƻ ΨǊŜŀŘ 

ǘƘǊƻǳƎƘΩ ŀǊǘǿƻǊƪǎΦ CǳǊǘƘŜǊƳƻǊŜΣ L Řƻ ƴƻǘ ǎŜŜ ŀ ǎŜǇŀǊŀǘƛƻƴ ōŜǘǿŜŜn theory and practice ς each 

actively feeds the other in a non-linear, self-reflective process, and I hope this is evident in what 

I consider two interrelated manifestations of my role as a creative-intellectual. My practical 

investigations allow me to move from object to subject through performative masquerading, 

grafting narratives that are sometimes angry, often distanced and didactic, sometimes frivolous, 

to display fictional subjectivities that speak of a life under apartheid, and now post-apartheid, 

tƘŀǘ ƻƴŜ ŘƻŜǎƴΩǘ ƻŦǘŜƴ ŜƴŎƻǳƴǘŜǊ ƛƴ ƻŦŦƛŎƛŀƭ {ƻǳǘƘ !ŦǊƛŎŀƴ ƴŀǊǊŀǘƛǾŜǎΥ ŀ ƭƛŦŜ ƻŦ ŀƴ ǳƴŘŜǊŎƭŀǎǎ-

ƳƛŘŘƭŜŎƭŀǎǎ ΨǿŀƴƴŀōŜΩ {ƻǳǘƘ !ŦǊƛŎŀƴ LƴŘƛŀƴΣ ŀǘǘŜƳǇǘƛƴƎ ǘƻ όǊŜύƭƻŎŀǘŜ ƳȅǎŜƭŦ ŀǎ ŀ ŎƻƴǘŜƳǇƻǊŀǊȅ 

artist both in South Africa, and in the larger contemporary art field. This thesis and the artworks 

produced represent my continued efforts to back talk, talk back, talk through, and talking out 

the concept of masquerade as a strategy for creative critical inquiry and (self) reflection. 
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Visual Arts Masquerading in South Africa 

Masquerading and performance are immense topics with long historical and cultural variants 

the world over: from West African religious masquerades, European carnivals and masking balls, 

ǘƻ ΨŎƻƳǇŜǘƛǘƛǾŜΩ ŎŀǊƴƛǾŀƭǎ ƛƴ .ǊŀȊƛƭΣ ¢ǊƛƴƛŘŀŘ ŀƴŘ /ŀǇŜ ¢ƻǿƴΣ ŀƴŘ ¢± ΨǊŜŀƭƛǘȅ ǎƘƻǿǎΩΦ ¢ƘŜǎŜ 

manifestations of masquerading are largely outside the scope of this thesis, but are occasionally 

drawn on when their strategies have intersected with certain visual arts strategies. 

Masquerading is defined in this thesis as the donning of costumes and make-up by visual artists, 

along with the use of props, to enact and stage characters, often engaging their own bodies in 

front of a digital video or still camera lens. But, as the first chapter demonstrates, masquerade 

can also be explored with regard to more traditional media, such as drawing and painting. Visual 

arts masquerade has many manifestations in South Africa, but I am particularly interested in the 

various ways it has played out in evidencing the political imaginations of White cultural 

producers, as well as women-of-colour visual artists, with whom I share many concerns.5 These 

visuals have, at times, prompted wider South African public discourse on identity and visual 

representation and some examples are drawn on here.  

So strong has this artistic impulse to performative interrogations of the body been since 1994, 

that art historian RoseLee Goldberg, in her 2011 update of her 1979 book Performance Art: 

From Futurism to the Present, inserted a short section, at the end of her discussion, on 

contemporary South African performance art in the new century, which featured quite a few 

visual arts masqueradings. This phenomenon can also be witnessed in South AfricaΩǎ ǇǊŜƳƛŜǊ ŀǊǘ 

awards, the annual Standard Bank Young Artist Award, which has among its recipients over the 

last ten years, nine awardees whose practices include performative masquerading. Two of these 

artists, Mary Sibande and Nandipha Mntambo, are discussed in this thesis.6 Internationally, 

there have been a number of exhibitions focusing on the resurgence of masquerading practices 

in postcolonial spaces including A Fiction of Authenticity: Contemporary African Art Abroad 

(2003) at the Contemporary Art Museum in St Louis, USA; Masquerade: Representation and the 

Self in Contemporary Art (2006) at the Museum of Contemporary Art in Sydney, Australia; 

                                                           
5 Many South African women-of-colour artists use masquerading in their works, e.g. Berni Searle, Tracey Rose, 
Zanele Muholi, Nandipha Mntambo, Mary Sibande, Nontsikelelo Veleko, Donna Kukuma, Nomusa Makhubu, 
Gabrielle Goliath and Lebohang Kganye.  
6 These past masquerading winners include: Hasan and Husain Essop (2014), Mary Sibande (2013), Nandipha 
Mntambo (2011), Michael McGarry (2010), Nicholas Hlobo (2009), Lolo Veleko (2008), Churchill Madikida (2006), 
Kathryn Smith (2004) and Berni Searle (2003). 
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Undercover: Performing and Transforming Black Female Identities (2009) at the Spellman 

College Museum of Fine Art, Atlanta, USA; Beauty and Pleasure in South African Contemporary 

Art (2009), Stenersen Museum, Oslo, Norway; Life Less Ordinary: Performance and Display in 

South African Art (2009), Djanogly Art Gallery,Nottingham, England; Disidentification (2010) at 

Göteborgs Konsthall, Sweden; Tracey Rose ς Waiting for God (2011), Bildmuseet, Umeå, 

Sweden; Masquerade (2014), New Photo Alliance, New Orleans, USA; and The Divine Comedy 

(2014), Museum für Moderne Kunst, Frankfurt am Main, Germany. There are many more 

international group exhibitions which include the masquerading artworks of younger South 

African and African artists, and there is clearly a captivation with seeing black/African bodies on 

display, contesting the body and identity.  

The body, as the physical containment of the ideological, the fantastical, the past, the present, 

the future, space, has, since the 1960s in Western arts, been actively deconstructed in what 

ōŜŎŀƳŜ ƪƴƻǿƴ ŀǎ ΨǇŜǊŦƻǊƳŀƴŎŜ ŀǊǘΩΣ ΨōƻŘȅ ŀǊǘΩ ŀƴŘ ΨƭƛǾŜ ŀǊǘΩΦ7 ¢ƘŜ ǘŜǊƳ ΨǇŜǊŦƻǊƳŀƴŎŜ ŀǊǘΩ Ŏŀƴ 

refer to a range of performance practices such as live performance (or the documentation 

thereof), still photographs or video, and such performative practice can be traced to the early 

мфллǎΣ ŀƴŘ ŦƻǳƴŘ ŀŎǊƻǎǎ ŀǊǘƛǎǘƛŎ ŘƛǎŎƛǇƭƛƴŜǎΦ Ψ.ƻŘȅ ŀǊǘΩ Ŏŀƴ ōŜ ǳǎŜŘ ǘƻ ǊŜŦŜǊ ǘƻ ǘƘŜ ǊŜǎǳǊƎŜƴŎŜ ƻŦ 

the use of bodies as sites of interrogation by artists (in particular their own), which became a 

major concern from the 1960s onwards in art practices around the world. Interwoven but not 

always harmonious, these artistic practices provided extensive critiques of the coded body. The 

body has also been used to challenge staid notions of modernist art by introducing process-

orientated temporality and ephemerality through live performance (Fusco, 1995, p.160). Since 

the 70s, body art has been harnessed internationally ōȅ ŀ ƴǳƳōŜǊ ƻŦ ΨhǘƘŜǊΩ ƎǊƻups (feminists, 

people-of-colour) to reveal constructions of colonial-modernist differences subsumed under 

categories of race, gender, class, nationality, religion, ethnicity, education, sexuality (Fusco, 

1995; Hassan, 2000/2001). Artist Coco Fusco (1995, p.174) finds that performance art has drawn 

Ƴŀƴȅ ΨŜȄŎƭǳŘŜŘΩ ǇŜǊǎƻƴǎ ōŜŎŀǳǎŜ ƛǘ ǇǊŜǎŜƴǘǎ άŀ ǎǘŀƎŜ ŦƻǊ ǘƘŜ ǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ cultural and sexual 

ŘƛŦŦŜǊŜƴŎŜέΣ ǘƘŀǘ ƛǘ ƛǎ ǊŜǾŜŀƭƛƴƎ ƻŦ άǘƘŜ ǳƴŎƻƴǎŎƛƻǳǎΣ ōƻǘƘ ƛƴŘƛǾƛŘǳŀƭ ŀƴŘ ŎƻƭƭŜŎǘƛǾŜέΣ and that its 

multiple perceǇǘƛƻƴǎ ŀƴŘ ǳƴǇǊŜŘƛŎǘŀōƛƭƛǘȅ άƛǎ ŀǎ ƳǳŎƘ ŎƻƴŎŜǊƴŜŘ ǿƛǘƘ ǿƘŀǘ ǿŜ Ŏŀƴ ŎƻƴǘǊƻƭ 

ŀōƻǳǘ ƻǳǊ ƛŘŜƴǘƛǘƛŜǎ ŀǎ ǿƘŀǘ ǿŜ ŎŀƴƴƻǘέΦ ¢ƘŜ ōƻŘȅ ŀǎ ŀ ǎƛǘŜ ƻŦ ƛƴǘŜǊǊƻƎŀǘƛƻƴΣ ǘƘerefore, allows 

                                                           
7 Ψ[ƛǾŜ ŀǊǘΩ ƛǎ ǳǎŜŘ ǘƻ ŘŜƴƻǘŜ ŀǊǘƛǎǘƛŎ ōƻŘȅ ǇŜǊŦƻǊƳŀƴŎŜǎ ǘƘŀǘ ŀǊŜ ǎǘŀƎŜŘ ŦƻǊ ŀ ƭƛǾŜ ŀǳŘƛŜƴŎŜΦ wŜŎƻǊŘǎ ƻŦ ǘƘŜƳ Ƴŀȅ 
exist, but sometimes only in limited documentation and oral testimony. See Jones and Heathfield (2012), Goldberg 
(1979/2011), Jones (1997-8/2012) and Warr (2000/2012). See Jones and Heathfield (2012), Goldberg (1979/2011), 
Jones (1997-8/2012), Warr (2000/2012) and Ugwu (1995). 
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for layers of social signification to be decoded. In the 80s and 90s, many artists engaged critical 

race, black/Afrocentric feminist and postcolonial theories, amid the turn to discourses on 

plurality, multiculturalism, hybridity and migration (as well as sexuality and Aids).  

The 1990s witnessed the end of apartheid in South Africa. The breakdown of apartheid state 

control saw artists using their bodies as sites of critique in unprecedented ways. Performance 

art entered the South African visual arts gallery as a kind of tour de force. The Black-African 

body as a motif of ethnographic research, but also autobiographical witnessing, became a 

strong trend in South African narrativisation, as personal testimonies gave more individual and 

textured accounts of life under apartheid, and, as will be seen throughout this thesis, 

increasingly often via masquerading. This performative playing reflects the many spaces this 

body inhabits, both physically in the space(s) of post-apartheid, post-colonial South Africa, 

Africa, and of an increasingly globalised, technologized world, but also the various imaginations 

that attend representations of black/African bodies. It is within these multiple spaces that I seek 

to theorise this idea of a postcolonial masquerading as a subversive strategy able to reveal 

various social scripts. 

.ŜŦƻǊŜ ǘƘŜ ŎƻƴŎŜǇǘ ƻŦ ŀ ΨǇƻǎǘŎƻƭƻƴƛŀƭ ƳŀǎǉǳŜǊŀŘŜΩ Ŏŀƴ ōŜ ǇǊƻǇƻǎŜŘ ŀǎ ŀ ŎǊŜŀǘƛǾŜ ǘƻƻƭ ǘƘƻǳƎƘΣ ƛǘ 

is imperative to introduce readers to the importance of identity struggles in post-apartheid 

South Africa, and how significant processes of enunciation, naming and subjectivity are to 

people-of-colour who have been oppressed for centuries. The rest of this introduction will 

outline the need for a decolonisation of Western aesthetics in post-colonial contexts, while the 

Ŧƛƴŀƭ ǎŜŎǘƛƻƴ ǿƛƭƭ ŜȄǇƻǳƴŘ ƻƴ ǘƘŜ ŎƻƴŎŜǇǘ ƻŦ ΨǇƻǎǘŎƻƭƻƴƛŀƭ ƳŀǎǉǳŜǊŀŘƛƴƎΩ ŀs such a possible 

decolonising creative strategy.  

 

Identity in Post-Apartheid South Africa 

²Ƙŀǘ ǿŜΩǾŜ ƭŜŀǊƴŜŘ ŀōƻǳǘ ǘƘŜ ǘƘŜƻǊȅ ƻŦ ŜƴǳƴŎƛŀǘƛƻƴ ƛǎ ǘƘŀǘ ǘƘŜǊŜΩǎ ƴƻ ŜƴǳƴŎƛŀǘƛƻƴ ǿƛǘƘƻǳǘ 

positionality. You have to position yourself somewhere in order to say anything at all (Hall, 

1989/1991, p.18). 

When Cultural Studies theorist Stuart Hall spoke these words in a lecture in 1989, apartheid was 

still entrenched in South Africa, a state of emergency having being declared in successive years, 

allowing the apartheid ƎƻǾŜǊƴƳŜƴǘ ǘƻ ΨŎǊŀŎƪ ŘƻǿƴΩ ƻƴ ŀƭƭ ƪƛƴŘǎ ƻŦ ǇƻƭƛǘƛŎŀƭ ŀŎǘƛǾƛǘȅΣ ŘŜǘŀƛƴƛƴƎ 
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people as it pleased, while instituting a black-out on international media coverage of events in 

South AfricaΦ ¢ǿƻ ȅŜŀǊǎ ƭŀǘŜǊ ǿƘŜƴ IŀƭƭΩǎ ƭŜŎǘǳǊŜ ǿŀǎ ǇǳōƭƛǎƘŜŘΣ ŀǇŀǊǘƘŜƛŘ ǿŀǎΣ ǳƴōŜƭƛevably, in 

its death throes, with the unbanning of all anti-apartheid political parties in South Africa, the 

release of Nelson Mandela and many political prisoners and negotiations underway for a 

transition to a one-person-one-vote democracy. The speed with which South Africa would go 

from a violently legislated racially oppressive country in 1989, to a democracy with one of the 

most progressive constitutions in the world less than five years later is remarkable, even for 

those who have lived through these times. 1994 ushered in a dispensation in which South Africa 

would be in quite a rush to reconstitute itself and reflect its diverse heritage and complex 

ƘƛǎǘƻǊȅΦ IŀƭƭΩǎ ǿƻǊŘǎΣ ƻƴ ǘƘŜ ƴŜŜŘ ŦƻǊ ǇŜƻǇƭŜ ǘƻ ƴŜƎƻǘƛŀǘŜ ǘƘŜƛǊ ƛŘŜƴǘƛǘȅ ŀƴŘ ŦƛƴŘ ŀ Ǉƻǎƛǘƛƻƴ ŦƻǊ 

themselves from which to speak, embody what has become a preoccupation in various South 

African representational media. 

With the democratic vote cast on the 27th of April 1994, already twenty years ago as I finalise 

this thesis, apartheid ς what philosopher Jacques Derrida (1983, p.291) in his ŀǊǘƛŎƭŜ ΨwŀŎƛǎƳΩǎ 

[ŀǎǘ ²ƻǊŘΩ ŎŀƭƭŜŘ άǊŀŎƛǎƳ ǇŀǊ ŜȄŎŜƭƭŜƴŎŜΣ ǘƘŜ Ƴƻǎǘ ǊŀŎƛǎǘ ƻŦ ǊŀŎƛǎƳǎέ ς ceased to exist, erasing 

its host of draconian laws, its monolithic colonial-modernist ideas and its false unchanging 

narratives of who we, as South Africans, were and pushing South Africa finally into a period of 

post-coloniality, where political (not economic) power was ceded to the local black majority. 

The legacy of colonialism and apartheid racism, however, continues to stain the country, 

especially in the way the segregationist language of apartheid legislation filters down to all 

levels of South African society, in everyday language and into the way we identify ourselves. A 

major part of post-apartheid discourse has been re-defining what it signifies to be South African, 

what our identities signify in terms of race, ethnicity, gender, sexuality and nationalism, at the 

same time that the integrity of ΨǊŀŎŜΩ ŀǎ ŀƴ ŀŎǘǳŀƭ ŎƻƴǎǘƛǘǳŜƴǘ of identity remains a basic 

ideological tenet. Sociologist Deborah Posel (2001, p.62) has noted that the fundamentalism of 

racial categories όŎŀǇƛǘŀƭƛǎŜŘ Ψ²ƘƛǘŜΩΣ Ψ.ƭŀŎƪΩΣ ΨLƴŘƛŀƴΩ ŀƴŘ Ψ/ƻƭƻǳǊŜŘΩύ, as outlined in the South 

African apartheid Population Registration Act, has not been contested much as race ƛǎ άǿƛŘŜƭȅ 

ƴƻǊƳŀƭƛǎŜŘ ŀƴŘ ƴŀǘǳǊŀƭƛǎŜŘ ƛƴ ǘƘŜ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ ŀǇŀǊǘƘŜƛŘ ǎǳōƧŜŎǘǎέΦ8 The post-1994 rhetoric is, 

therefore, ƴƻǘ ōŀǎŜŘ ƻƴ ǉǳŜǎǘƛƻƴƛƴƎ ǘƘŜ Ŧŀƭǎƛǘȅ ƻŦ ǘƘŜ ŎŀǘŜƎƻǊȅ ƻŦ ΨǊŀŎŜΩΣ ōǳǘ ǊŀǘƘŜǊ ƻƴ ŀƴ 

acceptance of racial fundamentalism, ethnic differences and gender as foundations of identity 

                                                           
8 See also Christiansë (2003) 
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όƭƻǿŜǊ ŎŀǎŜ ΨōƭŀŎƪΩ ƛǎ preferred as an more affirmitative term rather than Ψƴƻƴ-ǿƘƛǘŜΩ; to denote 

previously disadvantaged racial groups, i.e. Black, Indian, Coloured and Chinese designated for 

affirmative action; and also as a politically activated identity).  

Identity, as defined by ŎǳƭǘǳǊŀƭ ǘƘŜƻǊƛǎǘ 9ŦǊŀǘ ¢ǎŜšƭƻƴ όнллмΣ ǇΦнсύΣ ƛǎ άŀƴ ƻǊƎŀƴƛǎƛƴƎ ǎǘǊǳŎǘǳǊŜ 

ŀǊƻǳƴŘ ǿƘƛŎƘ ƴƻǘƛƻƴǎ ƻŦ ΨǎŜƭŦΩ όŀǎ ŀ ƭŜƎŀƭΣ ƳƻǊŀƭ ŀƴŘ ƳƻǘƛǾŀǘƛƻƴŀƭ ŎŀǘŜƎƻǊȅύ ŀƴŘ ΨƻǘƘŜǊΩ ŀǊŜ 

ŎƻƴǎǘǊǳŎǘŜŘ Χ ŀ ǿŀȅ of understanding the interplay between our subjective experience and the 

ŎǳƭǘǳǊŀƭ ƘƛǎǘƻǊƛŎŀƭ ǎŜǘǘƛƴƎǎ ƛƴ ǿƘƛŎƘ ƛǘ ƛǎ ŦƻǊƳŜŘΦέ Lǘ ƛǎ ŀ ǇǊƻŎŜǎǎ ǿƘƛŎƘ ǊŜǾŜŀƭǎ ǎƻŎƛŀƭ ƛƴŎƭǳǎƛƻƴǎ 

and exclusions. Hall (1989/1991, p.16) reminds us that defining Self/Other relations is a coupled 

ǇǊƻŎŜǎǎΥ ά!ƴŘ ǘƘŜǊŜ ƛǎ ƴƻ ƛŘŜƴǘƛǘȅ ǘƘŀǘ ƛǎ ǿƛǘƘƻǳǘ ǘƘŜ ŘƛŀƭƻƎƛŎ ǊŜƭŀǘƛƻƴǎƘƛǇ ǘƻ ǘƘŜ hǘƘŜǊΦ ¢ƘŜ 

hǘƘŜǊ ƛǎ ƴƻǘ ƻǳǘǎƛŘŜΣ ōǳǘ ŀƭǎƻ ƛƴǎƛŘŜ ǘƘŜ {ŜƭŦ Χ LŘŜƴǘƛǘȅ ƛǎ ŀƭǎƻ ǘƘŜ ǊŜƭŀǘƛƻƴǎƘƛǇ ƻŦ ǘƘŜ hǘƘŜǊ ǘƻ 

ƻƴŜǎŜƭŦΦέ ¢ǎŜšƭƻƴ όнллмΣ ǇΦоΣ нсύ ōŜƭƛŜǾŜǎ ǘƘŀǘ ǇǎȅŎƘƻŀƴŀƭȅǘƛŎŀƭƭȅΣ ƛŘŜƴǘƛǘȅ ƛǎ ŀƴ ΨǳƴŎƻƴǎŎƛƻǳǎ 

ŦŀƴǘŀǎȅΩ ƻŦ ŀ ǳƴƛǘŀǊȅΣ ǎǘŀōƭŜ ƛŘŜƴǘƛŦƛŎŀǘƛƻƴ ŀƴŘ ǿƘƻƭŜƴŜǎǎ ǿƘƛŎƘ ŎƻǾŜǊǎ ǘƘŜ ŘƛǾƛǎƛǾŜƴŜǎǎ ƻŦ 

projections of Self and Other ς a performative masking in which performativity becomes 

identity. This relationship is one structured by language and the process of enunciation. Derrida 

(1983, p.292) reminds us that there would be 

Χ ƴƻ ǊŀŎƛǎƳ ǿƛǘƘƻǳǘ ŀ ƭŀƴƎǳŀƎŜΦ ¢ƘŜ Ǉƻƛƴǘ ƛǎ ƴƻǘ ǘƘŀǘ ŀŎǘǎ ƻŦ ǊŀŎƛŀƭ ǾƛƻƭŜƴŎŜ ŀǊŜ ƻƴƭȅ ǿƻǊŘǎ ōǳǘ 

rather that they have to have a word. Even though it offers the excuse of blood, color, birth ς 

or, rather, because it uses this naturalist and sometimes creationist discourse ς racism always 

betrays the perversion of a man, the "talking animal." It institutes, declares, writes, inscribes, 

prescribes.  

[ŀƴƎǳŀƎŜ ǊŜǇǊŜǎŜƴǘǎΣ ƛǘ ƎƛǾŜǎ ǳǎ ΨǊŜ-ǇǊŜǎŜƴǘŀǘƛƻƴǎΩ ƻŦ ƻǳǊǎŜƭǾŜǎΣ ŜŀŎƘ ƻǘƘŜǊ ŀƴŘ ǎƻŎƛŜǘȅ, and has, 

fundamentally, been structured by a language of European colonial-modernist racism and 

discrimination. One sees the perversity of such enunciative power in various European colonial 

projects in categorising, classifying and naming their colonised subjects in relation to their own 

worldview, and feeding these views of biological and white cultural supremacy as naturalised 

knowledge to both Europe and their empires9 ς a condition of coloniality which Argentine 

semiotician Walter Mignolo argues continues in post-colonised societies.10 Mignolo 

ŘƛǎǘƛƴƎǳƛǎƘŜǎ ōŜǘǿŜŜƴ ǘƘŜ ǘŜǊƳǎ ΨŎƻƭƻƴƛŀƭƛǎƳΩΣ ǿƘƛŎƘ ǊŜŦŜǊǎ ǘƻ ǘƘŜ ƘƛǎǘƻǊƛŎŀƭ ŜǇƛǎƻŘŜǎ ƻŦ 

colonialism and modernity that resulted in the political, economic and social colonisation of 

ŘƛŦŦŜǊŜƴǘ ŎƻǳƴǘǊƛŜǎ ōȅ ²ŜǎǘŜǊƴ ƴŀǘƛƻƴǎΣ ŀƴŘ ΨŎƻƭƻƴƛŀƭƛǘȅΩΣ ǿƘƛŎƘ ƛǎ ǊŀǘƘŜǊ ǘƘŜ ƳŀƴƛŦŜǎǘŀǘƛƻƴ ƻŦ ŀƴ 

                                                           
9 Abrahams, 1997, p.37-38 
10 See Mignolo and Vázquez (2013) and Gaztambide-Fernández (2014) 
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imperialist matrix of power which continues today and does not need actual nation-state 

colonisation to exist (Gaztambide-Fernández, 2014, p.197).11 Culturally imperialistic language 

ƛƴŎǊŜŀǎƛƴƎƭȅ ŘƻƳƛƴŀǘŜǎ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴǎ ƛƴ ǘƻŘŀȅΩǎ ƎƭƻōŀƭƛǎŜŘ mediatised world. 

Thus, Hall (1989/1991, p.16) states, the struggle with identity is also a struggle over 

ǊŜǇǊŜǎŜƴǘŀǘƛƻƴΣ άLŘŜƴǘƛǘȅ ƛǎ ǿƛǘƘƛƴ ŘƛǎŎƻǳǊǎŜΣ ǿƛǘƘƛƴ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴέΣ ƛǘ ƛǎ άthat which is narrated 

ƛƴ ƻƴŜϥǎ ƻǿƴ ǎŜƭŦέ όIŀƭƭ, 1997, p.49). Identity, therefore, is ŀ ǎǘǊǳŎǘǳǊŜŘ άƴŀǊǊŀǘƛǾŜ ƻŦ ǘƘŜ ǎŜƭŦέΣ 

the narration of which becomes constitutive (ibid). For feminist scholar bell hooks (1989, p.42, 

109),12 identity is the ƴŀƳƛƴƎ ŀƴŘ ŘŜŦƛƴƛƴƎ ƻŦ ƻƴŜΩs reality and history, which has been denied 

many exploited and oppressed people in the world through colonisation, racism or sexist 

ƻǇǇǊŜǎǎƛƻƴΣ ǿƘƛŎƘ Ƙŀǎ άstrippŜŘ ǳǎ ƻŦ ƻǳǊ ƛŘŜƴǘƛǘȅΣ ŘŜǾŀƭǳŜŘ ƻǳǊ ƭŀƴƎǳŀƎŜΣ ŎǳƭǘǳǊŜΣ ŀǇǇŜŀǊŀƴŎŜέΦ 

¢ƘŜ ŀōƛƭƛǘȅ ǘƻ ƴŀƳŜ ƻƴŜΩǎ ǊŜŀƭƛǘȅΣ ǘƻ ǊŜ-name oneself and acknowledge a multiplicity of names is, 

therefore, an act of revolution and self-empowerment (ibid: 66). Sociologist Himani Bannerji 

(1995, p. 9-млύ ǊŜƳƛƴŘǎ ǳǎ ǘƘŀǘ ƴŀƳƛƴƎ ƛǎ ŀ ǎƛƎƴƛŦƛŎŀƴǘ ǇǊƻŎŜǎǎΣ ƴƻǘ Ƨǳǎǘ ŦƻǊ ǘƘŜ ǎƛƴƎǳƭŀǊ ΨLΩ, but 

for ǘƘŜ ǇƭǳǊŀƭ ΨLΩ13 ŀǎ ǿŜƭƭΥ ά¢ƘƻǎŜ ǿƘƻ ŘƛǎƳƛǎǎ ǎƻ ŘƛǎŘŀƛƴŦǳƭƭȅ ŀƭƭ ǇǊƻƧŜŎǘǎ ƻŦ ǎŜƭŦ-naming and self-

ŜƳǇƻǿŜǊƳŜƴǘ ŀǎ ΨƛŘŜƴǘƛǘȅ ǇƻƭƛǘƛŎǎΩ ƘŀǾŜ ƴƻǘ ƴŜŜŘŜŘ ǘo affirm themselves through the creative 

ǎǘǊŜƴƎǘƘ ǘƘŀǘ ŎƻƳŜǎ ŦǊƻƳ ŦƛƴŘƛƴƎ ƳƛǎǎƛƴƎ ǇŀǊǘǎ ƻŦ ƻƴŜΩǎ ǎŜƭŦ ƛƴ ŜȄǇŜǊƛŜƴŎŜǎ ŀƴŘ ƘƛǎǘƻǊƛŜǎ ǎƛƳƛƭŀǊ 

ǘƻ ƻǘƘŜǊǎέΦ ¢ƘǳǎΣ ƴŀƳƛƴƎ ƛǎ not simply an individual process, but locates one as part of a 

collective redefinition.  

{ǳŎƘ ŜƴǳƴŎƛŀǘƛǾŜ ŀŎǘǎ ǇŜǊŦƻǊƳ ŀ ǿƛƭŦǳƭ ΨōŀŎƪ ǘŀƭƪΩ ƻǊ ŀ ΨǘŀƭƪƛƴƎ ōŀŎƪΩΦ Ƙƻƻƪǎ ǳǎŜǎ ǘƘƛǎ Ŏƻƭƭƻǉǳƛŀƭ 

African-American phrase but it is also one that I grew up with, whŜǊŜ ΨōŀŎƪ ǘŀƭƪΩ ǎƛƎƴƛŦƛŜŘ 

rebelliousness or poor manners, speaking when one should not (especially as a child in the 

company of adults). ά¢ƻ ǎǇŜŀƪ ǘƘŜƴ ǿƘŜƴ ƻƴŜ ǿŀǎ ƴƻǘ ǎǇƻƪŜƴ ǘƻ ǿŀǎ ŀ ŎƻǳǊŀƎŜƻǳǎ ŀŎǘ ς an act 

of risk and daringέ όƘƻƻƪǎΣ мфуфΣ ǇΦрύΦ That unasked-for voice ruptures the dominance of the 

authorised speaker, moves it away from the official authorised speech. In The Promise of 

Happiness (2010a) and Willful Subjects όнлмпύΣ ōƭŀŎƪ ŦŜƳƛƴƛǎǘ {ŀǊŀ !ƘƳŜŘ ǘŀƭƪǎ ƻŦ ǘƘŜ Ψǿƛƭƭ-ŦǳƭΩ 

subject as being related to the feminist killjoy, i.e., ǘƘŜ ŦŜƳƛƴƛǎǘ ΨǘǊƻǳōƭŜ-ƳŀƪƛƴƎΩ ǎƛǎǘŜǊ ǿƘƻ ŘƻŜǎ 

not sit at the feminist table with happiness, whose racialized/queer body brings tension to 

otherwise seemingly homogenous, happy settings (2010a, p.65). Ahmed uses the spelling 

                                                           
11 aƛƎƴƻƭƻ ǎŀȅǎ ǘƘŀǘ ǘƘŜ ŎƻƴŎŜǇǘ ƻŦ ΨŎƻƭƻƴƛŀƭƛǘȅΩ ǿŀǎ ƛƴǘǊƻŘǳŎŜŘ ōȅ [ŀǘƛƴ !ƳŜǊƛŎŀƴ ǎŎƘƻƭŀǊ !ƴƛōŀƭ vǳƛƧŀƴƻ ƛƴ ǘƘŜ флǎ 
ǿƘƻ άǊŜŎŀǎǘ ŘŜŎƻƭƻƴƛŀƭƛǘȅ ƛƴ ǘŜǊƳǎ ƻŦ ŘŜƭƛƴƪƛƴƎ ŦǊƻƳ ŎƻƭƻƴƛŀƭƛǘȅΣ ƻǊ ǘƘŜ Ŏƻƭƻƴƛŀƭ ƳŀǘǊƛȄ ƻŦ ǇƻǿŜǊέ όDŀȊǘŀƳōƛŘŜ-
Fernández, 2014, p.208).  
12 ΨōŜƭƭ ƘƻƻƪǎΩ ƛǎ ǘƘŜ ǿǊƛǘƛƴƎ ƴŀƳŜ ŀŘƻǇǘŜŘ ōȅ !ŦǊƛŎŀƴ-American feminist Gloria Watkins.  
13 These terms are borrowed from Trinh T. Minh-ha (1991, p.191-192). 
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ΨǿƛƭƭŦǳƭΩ ǘƻ emphasise the agency ƻŦ ǘƘŜ ǎǳōƧŜŎǘΩǎ ΨǿƛƭƭΩ ς having too much will (persistence), not 

enough will, or the wrong kind of will challenges authorities marked with keeping that will in 

accordance with acceptable order (Ahmed, 2014, p.3). By placing the onus ƻŦ ΨƘŀǇǇƛƴŜǎǎΩ ŀƴŘ 

accordance on the individual will of a subject, rather than in terms of any larger structural 

problems, the subject is viewed as embodying wilfulness and that will is made wrong in its non-

conformity. The subject then becomes the problem (ibid: 7). Ahmed shows, however, that 

wilfulness can be used as a theoretical ǎǘǊŀǘŜƎȅΣ ǿŜǊŜ ƻƴŜ Ŏŀƴ ǎŀȅ ΨƴƻΩ ǘƻ ŀǳǘƘƻǊƛǘȅ ŀƴŘ 

canonisation, and can also read willfully in disciplines one is not a specialist in, to generate other 

ƪƛƴŘǎ ƻŦ ΨǊŜŀŘƛƴƎǎΩ ŀƴŘ ƪƴƻǿƭŜŘƎŜǎ όƛōƛŘΥ мрύΦ 

Ψ/ƻƳƛƴƎ ǘƻ ǾƻƛŎŜΩ and a critical wilfulness can therefore be acts of resistance, transforming us 

into subjects through our speech (ibid: 12). In post-apartheid South Africa, such agency is a 

crucial task in acknowledging the many different cultures and histories which were suppressed 

or rendered insignificant by colonialism and apartheid, and cultural producers in all fields are 

tasked with recuperating not just personal histories, but the histories of their communities. 

aƛƎƴƻƭƻ ŀŘǾƻŎŀǘŜǎ ŦƻǊ ǎŎƘƻƭŀǊǎ ŀƴŘ ǇǊƻŘǳŎŜǊǎ ǘƻ ǘƘŜƻǊƛǎŜ ƻǳǘ ƻŦ ǘƘŜƛǊ άƻǿƴ ƎŜƻ-corpo cultural 

ŀƴŘ ƳŀǘŜǊƛŀƭ ŎƻƴŘƛǘƛƻƴǎέΣ14 as this should, arguably, reflect complex, contradictory and 

ambivalent situations that characterise post-colonial spaces (Bhabha, 1994; Mbembe, 2001; 

Adesokan, 2011). This task can be challenging for cultural producers, both positively and 

negatively. 

 

Post-colonial Spaces and Decolonial Aesthesis 

Postcolonial scholar Akin Adesokan, in his book Postcolonial Artists and Global Aesthetics (2011), 

finds that African postcolonial artists are required to speak not only about their societies, but 

also for their societies. In doing so, they are required to play the role of insider-outsider, but 

ŀƭǎƻ ǘƻ ŀŎǘ ŀǎ ΨŎƻƳƳƛǎǎƛƻƴŜŘ ŀƎŜƴǘǎΩΣ15 which inevitably brings about intellectual tensions in 

ŎƻƴǾŜȅƛƴƎ ǘƘŜ ΨŘŜǘŜǊǊƛǘƻǊƛŀƭƛȊŜŘ ǊǳƭŜ ƻŦ 9ƳǇƛǊŜΩ ŀƴŘ ΨŎƻƴǘŜƳǇƻǊŀǊȅ ƳŀƴƛŦŜǎǘŀǘƛƻƴǎ ƻŦ Ŏƻƭƻƴƛŀƭ 

ƳƻŘŜǊƴƛǘȅΩΦ IŜ ŜȄŀƳƛƴŜǎ ŀ ǊŀƴƎŜ ƻŦ ǇƻǎǘŎƻƭƻƴƛŀƭ ŎǳƭǘǳǊŀƭ ǇǊƻŘǳŎǘƛƻƴǎ ŀƴŘ ƛŘŜƴǘƛŦƛŜǎ ŀ 

ΨǇƻǎǘŎƻƭƻƴƛŀƭ ŀŜǎǘƘŜǘƛŎǎΩ ŀǎ ǘƘŜ ŀǘǘŜƳǇǘ ōȅ ǇƻǎǘŎƻƭƻƴƛŀƭ ŀǊǘƛǎǘǎ-ƛƴǘŜƭƭŜŎǘǳŀƭǎ ǘƻ άǇƻƭƛǘƛŎƛȊŜ 

                                                           
14 Gaztambide-Fernández, 2014, p.205 
15 !ŘŜƪƻǎŀƴ όнлммΥ пύ ŘŜŦƛƴŜǎ ŀ ΨŎƻƳƳƛǎǎƛƻƴŜŘ ŀƎŜƴǘΩ ŀǎ Ψŀ ƳŜŘƛŀǘƻǊ ƻŦ ŎƻƳƳŜǊŎƛŀƭ ƛŘŜŀǎΩ ǿƘƻ ŜƴƎŀƎŜǎ 
representation through acts of commission. 



28 

 

aesthetics, using the standards by which the value of artistic representations is judged to expose 

relationships between powerlessness and power, including the power to advance such forms of 

ǊŜǇǊŜǎŜƴǘŀǘƛƻƴέΦ ¢Ƙƛǎ ŜǾƛŘŜƴŎŜǎ ŎǊŜŀǘƛǾŜ ǇǊŀŎǘƛŎŜ ŀǎ ŀ .ƻǳǊŘƛŜǳǎƛŀƴ ΨŦƛŜƭŘΩ ƻŦ ǎƻŎƛŀƭ ǘŜǊǊŀƛƴǎ ƻŦ 

contested power relations between various agents. For sociologist Pierre Bourdieu (1986/1993, 

ǇΦмсоύ ŀ ŦƛŜƭŘ άƛǎ ŀƴ ƛƴŘŜǇŜƴŘŜƴǘ ǎƻŎƛŀƭ ǳƴƛǾŜǊǎŜ ǿƛǘƘ ƛǘǎ ƻǿƴ ƭŀǿǎ ƻŦ ŦǳƴŎǘƛƻƴƛƴƎΣ ƛǘǎ ǎǇŜŎƛŦƛŎ 

ǊŜƭŀǘƛƻƴǎ ƻŦ ŦƻǊŎŜΣ ƛǘǎ ŘƻƳƛƴŀƴǘǎ ŀƴŘ ƛǘǎ ŘƻƳƛƴŀǘŜŘέΣ ǿƘƛŎƘ Ƙŀǎ its own governing institutions 

and determining agents, which seek to control, invest and change these fields (education field, 

ǇƻƭƛǘƛŎŀƭ ŦƛŜƭŘΣ ŎǳƭǘǳǊŀƭ ŦƛŜƭŘΣ ŜǘŎΦύΦ .ƻǳǊŘƛŜǳ ŀƭǎƻ ŘŜǾŜƭƻǇǎ ǘƘŜ ƛŘŜŀ ƻŦ ΨƘŀōƛǘǳǎΩΣ ǿƘƛŎƘ ŀǊŜ 

ΨǎǘǊǳŎǘǳǊƛƴƎ ǎǘǊǳŎǘǳǊŜǎΩ ǿƘƛŎƘ ƎŜƴŜǊŀǘŜΣ ǊŜƎǳƭŀǘŜΣ ŀƴŘ άƻǊƎŀƴƛǎŜ ǇǊŀŎǘƛŎŜǎ ŀƴŘ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴǎέΣ 

ōǳǘ ƛƴ ƛƴŘƛǾƛŘǳŀƭǎ ŀǊŜ ŀ ǎŜǘ ƻŦ ΨŘƛǎǇƻǎƛǘƛƻƴǎΩ ǿƘƛŎƘ ŜȄǇƻǎŜǎ ƛƴŎǳƭŎŀǘŜŘ ǇŜǊŎŜǇǘƛƻƴǎΣ ŀŎǘƛƻƴǎΣ 

judgements in agentic action which govern various tastes and understandings (Johnson, 1993, 

p.5.). Postcolonial aesthetics therefore, seeks to expose the politics that govern cultural 

aesthetics and, Adesokan argues, determines which groups have power of representation over 

post-colonial people. The understanding that cultural representation is a political terrain and 

weapon, acknowledges the need for a deconstruction of its values and aesthetics, but also a 

decolonisation of cultural manifestations. 

 

There is a growing body of scholarship which calls for cultural decolonisation both in 

postcolonial and in Western contexts themselves.16 Mignolo understands coloniality as a 

άǇǊƻŎŜǎǎ ƻŦ ƛƴǾŜƴǘƛƴƎ ƛŘŜƴǘƛŦƛŎŀǘƛƻƴǎέ ŀƴŘ ŀ ŎƻƴŘƛǘƛƻƴ ǘƘŀǘ ŘŜǎŎǊƛōŜǎ άǘƘŜ ƘƛŘŘŜƴ ǇǊƻŎŜǎǎ ƻŦ 

erasure, devaluation, and disavowing of certain human beings, ways of thinking, ways of living, 

ŀƴŘ ƻŦ ŘƻƛƴƎ ƛƴ ǘƘŜ ǿƻǊƭŘέ όDŀȊǘŀƳōƛŘŜ-Fernández, 2014, p.198). Within this framework of 

ŎƻƭƻƴƛŀƭƛǘȅΣ aƛƎƴƻƭƻ ƭƻŎŀǘŜǎ ǘŜǊƳǎ ǎǳŎƘ ŀǎ ΨǊŜǇǊŜǎŜƴǘŀǘƛƻƴΩ ŀƴŘ ΨŀŜǎǘƘŜǘƛŎǎΩ ŀǎ ŀ ǎŜǊƛŜǎ ƻŦ 

enunciations which emanate from Western local, historically-located discourses, but which 

ǇǳǊǇƻǊǘ ǘƻ ŀ ΨǳƴƛǾŜǊǎŀƭƛǎƳΩΦ ΨwŜǇǊŜǎŜƴǘŀǘƛƻƴΩΣ ƛƴ ²ŜǎǘŜǊƴ Ŏƻƭƻƴƛŀƭ-modernity, becomes 

ΨǊŜǇǊŜǎŜƴǘŀǘƛǾŜΩ ƻŦ hǘƘŜǊ ŎǳƭǘǳǊŜǎκǇŜƻǇƭŜǎΣ ŦƛȄƛƴƎ ǘƘŜƳ ŀǎ ΨƪƴƻǿŀōƭŜΩΣ ǎǘŀǘƛŎ ǎǳōƧŜŎǘǎ ŀƴŘ 

counter-points to Western civilisation.17 {ƛƳƛƭŀǊƭȅΣ ΨŀŜǎǘƘŜǘƛŎǎΩ ŜƳŜǊƎŜŘ ƛƴ ²ŜǎǘŜǊƴ ǘƘƛƴƪƛƴƎ Ǿƛŀ 

the philosophical works of German thinkers Alexander Gottlieb Baumgarten and Immanuel Kant 

on Western European ideals of beauty and the sublime, where specialist skill is attributed to the 

                                                           
16 {ŜŜ aƛƎƴƻƭƻ ŀƴŘ ±łȊǉǳŜȊ όнлмоύ ŦƻǊ ŀ ƘƛǎǘƻǊȅ ŎƘǊƻƴƛŎƭƛƴƎ ǘƘŜ ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ ǘƘŜ ŎƻƴŎŜǇǘ ƻŦ ΨŘŜŎƻƭƻƴƛŀƭ ŀŜǎǘƘŜǎƛǎΩ 
since 2003, coined by Columbian scholar Adolfo Albán Achinte, among a collective of scholars from South America, 
the Caribbean and the United States of America. See also the scholarship of Alanna Lockward and Rolando Vázquez. 
17 {ŜŜ 9ŘǿŀǊŘ {ŀƛŘΩǎ ǿƻǊƪ Orientalism (1978/2003) and Culture and Imperialism (1994). 
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individual artistic genius (ibƛŘΥ нллύΦ aƛƎƴƻƭƻ ŘŜƳƻƴǎǘǊŀǘŜǎ Ƙƻǿ ǘƘŜ DǊŜŜƪ ǿƻǊŘ ΨŀŜǎǘƘŜǎƛǎΩΣ 

which highlighted the importance of the senses and emotions, and, which was taken up by 

Baumgarten in the mid-18th century to validate these as equally important modes in discourses 

on rationalƛǘȅ ŀƴŘ ǊŜŀǎƻƴΣ ŎƘŀƴƎŜŘ ƛƴ YŀƴǘΩǎ мтст ǿƻǊƪ Observations on the Beautiful and the 

Sublime. According to Mignolo and Vásquez (2013, p.2) the idea of modern aestheTics emerged 

as: 

Χ ǘƘŜ ǊŜƎǳƭŀǘƻǊ ƻŦ ǘƘŜ Ǝƭƻōŀƭ ŎŀǇŀōƛƭƛǘȅ ǘƻ άǎŜƴǎŜέ ǘƘŜ ōŜŀǳǘƛŦǳƭ ŀƴŘ ǘƘŜ ǎǳōƭime. In this way, 

aestheTics colonized aestheSis in two directions: in time, it established the standards in and 

from the European present and, in space, it was projected to the entire population of the 

planet.  

aƛƎƴƻƭƻ ƛŘŜƴǘƛŦƛŜǎ ǘƘŜ ǘŜǊƳ ΨŀŜǎǘƘŜ¢ƛŎǎΩ ǿƛǘh Kantian influenced colonial-modernist rationality 

discourses, which established it as a separate branch of Western philosophy (the separation of 

rational epistemology, aesthetics and ethics).  

Mignolo believes that processes of decoloniality, firstly, neŜŘ άǘƻ ōŜ ŀǊǘƛŎǳƭŀǘŜŘ ŀǎ ΨŘŜǎ-

ƛŘŜƴǘƛŦƛŎŀǘƛƻƴΩ ŀƴŘ ΨǊŜ-ƛŘŜƴǘƛŦƛŎŀǘƛƻƴΣΩ ǿƘƛŎƘ ƳŜŀƴǎ ƛǘ ƛǎ ŀ ǇǊƻŎŜǎǎ ƻŦ ŘŜƭƛƴƪƛƴƎέ όDŀȊǘŀƳōƛŘŜ-

Fernández, 2014, p.198) from European universalisms. This entails sometimes rejecting certain 

terms for others ς for instance, he rŜƧŜŎǘǎ ΨǊŜǇǊŜǎŜƴǘŀǘƛƻƴΩ ŦƻǊ ΨŜƴǳƴŎƛŀǘƛƻƴΩ ŀǎ ƘŜ ōŜƭƛŜǾŜǎ ǘƘŀǘ 

enunciation reflects that it is a ƘƛǎǘƻǊƛŎŀƭƭȅ ŎƻƴǎǘƛǘǳǘŜŘ ŎƻƴŎŜǇǘ ōȅ άŎŜǊǘŀƛƴ ŀŎǘƻǊǎΣ ƭŀƴƎǳŀƎŜǎΣ 

ŀƴŘ ŎŀǘŜƎƻǊƛŜǎ ƻŦ ǘƘƻǳƎƘǘǎΣ ōŜƭƛŜŦǎΣ ŀƴŘ ǎŜƴǎƛƴƎέ όƛōƛŘΥ мфу-199), and can thus be interrogated 

ŀƴŘ ŎƻƴǘŜǎǘŜŘΦ CǳǊǘƘŜǊƳƻǊŜΣ aƛƎƴƻƭƻ ǇǊƻǇƻǎŜǎ ǘƘŜ ƴŜŜŘ ŦƻǊ ǘƘŜ ǘŜǊƳ ΨŀŜǎǘƘŜ{ƛǎΩΣ ǿƘƛŎƘ ǊŜŦƭŜŎǘǎ 

a human creative impulse that exists in all cultures and is produced in innumerable forms. 

Mignolo (ibid: 201) ŦǳǊǘƘŜǊ ŘŜŦƛƴŜǎ ΨŘŜŎƻƭƻƴƛŀƭ ŀŜǎǘƘŜ{ƛǎΩ ŀǎ ŀ Ǉƻƭƛǘƛcisation of contemporary arts 

which interrogates artistic practices and recognises ǘƘŀǘ ǘƘŜǊŜ ŀǊŜ άŀ ǇƭǳǊŀƭƛǘȅ ƻŦ ǿŀȅǎ ǘƻ ǊŜƭŀǘŜ 

ǘƻ ǘƘŜ ǿƻǊƭŘ ƻŦ ǘƘŜ ǎŜƴǎƛōƭŜ ǘƘŀǘ ƘŀǾŜ ōŜŜƴ ǎƛƭŜƴŎŜŘέ. An acknowledgment of the devaluation 

and exoticisation of creativity in terms of context, content, form and genre might open up 

multiple options for rethinking creative sensibilities. Decolonial aestheSis should, furthermore, 

locate itself as critical intervention in contemporary Western art galleries and museums, art fairs 

and biennale practices. Crucially, decolonial aestheSis should not hold the Western distinction 

between theory and practice. These politics of decolonial aestheSis have also been a key feature 

of black/African feminist thought on creative theorisation, and in Chapter Two I highlight how 

ǘƘŜǎŜ ǇŜǊǎǇŜŎǘƛǾŜǎ ƘŀǾŜ ŜƳǇƘŀǎƛǎŜŘ ǘƘŀǘ ƴƻǘ ƻƴƭȅ ΨŎŀƴ ǘƘŜ ǎǳōŀƭǘŜǊƴ ǎǇŜŀƪΩΣ ōǳǘ ǘƘŀǘ ǎhe has 



30 

 

always been doing so in various unrecognised genres, turning the focus therefore on the 

audience ς can you hear her from the sites in which she has been speaking?  

My search for a concept which captured the complexity of post-colonial locationality (location 

not just used in reference to physical geography but as an imaginary, political, ethical, historical 

position)18 was articulated whŜƴ L ŎŀƳŜ ŀŎǊƻǎǎ ǘƘŜ ǘŜǊƳ ΨǇƻǎǘŎƻƭƻƴƛŀƭ ƳŀǎǉǳŜǊŀŘƛƴƎΩ ōȅ ƭƛǘŜǊŀǊȅ 

scholar Niti Sampat Patel in her book Postcolonial Masquerades: Culture and Politics in 

Literature, Film, Video, and Photography (2001). My initial engagements with masquerading was 

entirely through feminist and psychoanalytic theories, which focus primarily on gendered 

ƛŘŜƴǘƛǘȅΣ ǿƘŜǊŜŀǎ tŀǘŜƭΩǎ ŎƻƴŎŜǇǘ ƻŦ ΨǇƻǎǘŎƻƭƻƴƛŀƭ ƳŀǎǉǳŜǊŀŘƛƴƎΩ encompasses critiques of race, 

class and nationality, not as additive social categories, but as intersecting categories of identity 

that evidenced my life and those of the artists I was interested in.  

 

Postcolonial Masquerading as a Creative Critical Analytic Tool 

Patel (2001) ǇǊŜǎŜƴǘǎ ǘƘŜ ŎƻƴŎŜǇǘ ƻŦ ŀ ΨǇƻǎǘŎƻƭƻƴƛŀƭ ƳŀǎǉǳŜǊŀŘŜΩ ŀǎ ŀ ǎǘǊŀǘŜƎȅ ǘƻ ŎǊƛǘƛǉǳŜ 

society in a range of media. She draws on postcolonial literary theorist Homi. K. Bhabha's book 

The Location of Culture where he proposes that an ambivalent identification can possibly be 

redeemed into a political act of subversion. Masquerade, for Patel, is not a singular, monolithic 

entity but rather a varied critique that takes on many manifestations, the pluralities of which 

"mark" moments of instability in postcolonial situations (Patel, 2001, p.xiv). She (ibid: xx) heeds 

.ƘŀōƘŀΩǎ Ŏŀƭƭ ǘƻ ϦǊŜŀŘ ōŜǘǿŜŜƴ ǘƘŜ ƭƛƴŜǎέΣ ǿƘƛŎƘ ƛƴŦƻǊƳǎ Ƙƛǎ ƴƻǘƛƻƴ ƻŦ ƘȅōǊƛŘƛǘȅΣ ŀƴŘ ǿƘƛŎƘ ƘŜ 

proposes has capacity for intervention, as Other denied/repressed knowledges come to impinge 

and question authorised knowledge.  

Patel attempts to demonstrate the potential of mimicry and ambivalence through her readings 

of IŀƴƛŦ YǳǊŜƛǎƘƛΩǎ ŦƛƭƳǎ Sammy and Rosie Get Laid and My Beautiful Laundrette, Pratibha 

tŀǊƳŀǊΩǎ ŘƻŎǳƳŜƴǘŀǊȅ Sari Red, and 9ŘǿŀǊŘ {ŀƛŘ ŀƴŘ WŜŀƴ aƻƘǊΩǎ ŎƻƭƭŀōƻǊŀǘƛƻƴ ƛƴ ǘƘŜ ǇƘƻǘƻ-

book After the Last Sky, not just in terms of the centralised perspectives of the characters, 

content and audience identification, but in the aesthetic considerations of the chosen genres. 

                                                           
18 See Wisker, 2000, p.8 
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Through her various reflections on the differing strategies of masquerade employed in the field 

of film, video, literature and photography, Patel (ibid: 120) locates its potential in 

subversiveness and resistance in its "contradictory, representational, and performative nature". 

She regards masquerade as a powerful metaphor: 

 Χ ǘƘǊƻǳƎƘ ǿƘƛŎƘ ǿŜ Ŏŀƴ ǳƴŘŜǊǎǘŀƴŘ ōƻǘƘ ǘƘŜ ƳŀǘŜǊƛŀƭ and aesthetic strategies of varied 

postcolonial texts and discourses. The trope permits a critical re-examination of the 

predicaments of postcolonial identities and dislocations in an increasingly aggressive, neo-

colonial global world. At the same time it contains within it notions of changeability, 

metamorphosis, and contradiction (ibid: 119-120). 

Patel (ibid: xiv) believes that by not reducing postcolonial readings to binaries of either/or, she 

can create dynamic/incompatible/complex ways of "articulating and unmasking 

postcolonialities". She regards the move away from monolithic fixed, stable modernist 

narratives as more reflective of post-modern,19 post-colonial societies, and states that 

άƳŀǎǉǳŜǊŀŘŜ ǘƘǊƛǾŜǎ ƻƴ ǎǇŜŎƛŦƛŎƛǘȅ ŀƴŘ ƭƻŎŀƭƛǘȅέ ǊŀǘƘŜǊ ǘƘŀƴ ƎŜƴŜǊalisation (ibid: xxv), on 

traversing borders, subjectivities, and even disciplines. 

Tseëlon (2001, p.3) in Masquerade and Identities ŎƻƴŎǳǊǎ ǘƘŀǘ ƳŀǎǉǳŜǊŀŘƛƴƎ άǘƘǊƻǳƎƘ ŀ 

ŘƛŀƭŜŎǘƛŎ ƻŦ ŎƻƴŎŜŀƭƛƴƎ ŀƴŘ ǊŜǾŜŀƭƛƴƎΧ ǎŜǊǾŜǎ ŀ ŎǊƛǘƛŎŀƭ ŦǳƴŎǘƛƻƴέΦ /ŀƭƭƛƴƎ ŀǘǘŜƴǘƛƻƴ to the 

ƳŜŎƘŀƴƛŎǎ ƻŦ ƛŘŜƴǘƛǘȅΣ ǎƘŜ ǇǊƻǾƛŘŜǎ ǘŜƴǘŀǘƛǾŜ ΨŘƛǎǘƛƴŎǘƛƻƴǎΩ ōŜǘǿŜŜƴ ƳŀǎƪƛƴƎΣ ŘƛǎƎǳƛǎŜ ŀƴŘ 

masquerade, although she often uses these terms interchangeably: 

Χ ǿƘƛƭŜ ǘƘŜ Ƴŀǎƪ ǊŜǇǊŜǎŜƴǘǎ όƛǘ Ŏŀƴ ōŜ ǎȅƳōƻƭƛŎΣ ƳƛƴƛƳŀƭΣ ǘƻƪŜƴ ƻǊ ŜƭŀōƻǊŀǘŜύΣ ŘƛǎƎǳƛǎŜ ƛǎ 

meant to hide, conceal, pass as something one is not. Masquerade, however, is a statement 

ŀōƻǳǘ ǘƘŜ ǿŜŀǊŜǊΦ Χ ¢ƘŜ Ƴŀǎƪ ƛǎ ǇŀǊǘƛŀƭ ŎƻǾŜǊƛƴƎΤ ŘƛǎƎǳƛǎŜ ƛǎ Ŧǳƭƭ ŎƻǾŜǊƛƴƎΤ ƳŀǎǉǳŜǊŀŘŜ ƛǎ 

deliberate covering. The mask hints: disguise erases from view; masquerade overstates. The 

mask is an accessory; disguise is a portrait; masquerade is a caricature (ibid: 2).  

Masquerading can thus be revelatory ς ƛǘ ǊŜǾŜŀƭǎ ƳƻƳŜƴǘǎ ƻŦ ǊŜŦƭŜȄƛǾƛǘȅ άŀōƻǳǘ ǘƘŜ ƻǘƘŜǊƴŜǎǎ 

ǿƛǘƘƛƴ ŀƴŘ ōŜȅƻƴŘ ƻǳǊǎŜƭǾŜǎέόYŀƛǎŜǊΣ нллмΣ ǇΦȄƛǾύ ŀƴŘΣ ǘƘǊƻǳƎƘ ƛts excessive caricaturing, 

provides a measure of pleasure,20 ŀƴŘ ŀ ǾŜƘƛŎƭŜ ŦƻǊ ŀ ΨǇƻƭƛǘƛŎǎ ƻŦ ŘŜǎƛǊŜΩΣ21 which will be 

                                                           
19 LΩǾŜ ǇǳǊǇƻǎŜŦǳƭƭȅ ŀǾƻƛŘŜŘ ǘƘŜ ŎƻƴŎŜǇǘ ƻŦ ǘƘŜ ΨǇƻǎǘƳƻŘŜǊƴΩ in this study because it is a complicated social and 
artistic term. In post-Ŏƻƭƻƴƛŀƭ ǎǇŀŎŜǎΣ ǇǊŀŎǘƛŎŜǎ ƭƛƪŜ ΨƳƻŘŜǊƴƛǎƳΩ ŀƴŘ ΨǇƻǎǘƳƻŘŜǊƴƛǎƳΩ ƻǾŜǊƭŀǇ ŀƴŘ ƻŦǘŜƴ co-exist. 
Many commentaries on SA assume that post-apartheid ushered in postmodernism, but in terms of art practice, 
postmodern impulses (if one were to look at it in terms of fragmentation, eclecticism, hybridity, plurality, 
appropriation and conceptual practices) can be evidenced from the 70s onwards, but became more dominant in the 
80s), while modernist-style artwork still continues. 
20 Tseëlon, 2001, p.2 
21 Hall and Sealy, 2001, p.38 
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discussed further in Chapter One with regards to racial stereotyping, imagination and fetishism, 

and in Chapter Three with regards to the pƘƻǘƻƎǊŀǇƘƛŎκǾƛŘŜƻ ǊŜŀƭƳǎ ŀǎ ΨǎǇŀŎŜǎ ƻŦ ŘŜǎƛǊŜΩ ŦƻǊ 

South African women-of-colour artists. hooks (1995b, p.210-211), likewise, sees a differentiation 

between using performance as strategic manipulation to simply survive (wearing a mask), and 

performance as ritual play in art, which Ŏŀƴ ōŜ άŀ ǎƛǘŜ ƻŦ ǊŜǎƛǎǘŀƴŎŜέΦ 

Tseëlon regards masquerading as an interdisciplinary epistemological tool for interrogating 

identity and power, which my thesis and artworks attempt to demonstrate. I quote her at length 

because her ideas on the potentialities of masquerading are fundamental for this thesis: 

As a means of self-definition, it constructs, represents, conceals, reveals, protests, protects, 

highlights, transforms, defends, gives licence to, empowers, suppresses and liberates. It 

provides a hiding place for the enactment of desired scripts, dreamed of scripts, feared scripts, 

forbidden scripts. It provides different stages to enact other possibilities ς those that escape 

the narrow, rigidly defined roles we conventionally inhabit. As a means of deconstruction, the 

mask is a moment of reflexivity. It is the quintessential postmodern device for destabilising 

categories, questioning, defying overdetermined images, problematizing certainties, 

subverting established meanings, exposing the seams of crafted facades and the rules of 

narrative, the practices of ritual, the mechanics of the act, the stylised element of the 

performance (Tseëlon, 2001, p.11ς12). 

¢ǎŜšƭƻƴ όƛōƛŘΥ оύ ŦƛƴŘǎ ǘƘŀǘ ǇŜǊŦƻǊƳŀƴŎŜ ŜƴŀōƭŜǎ ŀ ǎƭƛǇǇŜǊƛƴŜǎǎ ōŜǘǿŜŜƴ ΨǇŜǊǎƻƴΩ ŀƴŘ ΨactΩ, 

ōŜǘǿŜŜƴ ƻōǾƛƻǳǎ ǊŜŀŘƛƴƎǎ ŀƴŘ ǎǳōǾŜǊǎƛǾŜ ŎƻŘƛƴƎ ƛƴ ǿƘƛŎƘ ǘƘŜ ΨƳǳŘŘȅΩ ŎƘŀǊŀŎǘŜǊƛǎǘƛŎǎ ƻŦ 

masquerade are its most potent ones: its penchant for ambiguity, its messiness, diversity, 

impurity and imperfection. This slippage between a real body, the staging of fantastical 

narratives and fictional subjectivities, between desire, voyeurism and endless simulacra is 

exemplified in the works of the artists under discussion here. Their multi-racial, multi-ethnic, 

gendered, sexualised bodies on display call into question history, socio-political, cultural and 

economic issues.  

In Chapter One, I raise concerns about the use of racial masquerades and autobiography, using 

masquerade as a decolonising tool to investigate White imaginings of the Black-African body in 

the work of Anton Kannemeyer, linking these representations to cultural and economic capital 

at work in the field of South African visual arts. Chapter Two acknowledges masquerade as a 

historical tool that has been influential at many social junctures, examining a range of 
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theoretical perspectives on performative masquerading, as well as considering the formal 

aesthetic elements of masquerading practice. Chapter Three returns to autobiographic 

masquerading but tries to evidence its affirmative and recuperative possibilities, as well as the 

formal and conceptual subversions available to artists via a critical analysis of the various 

masquerades pictured in the artworks of Tracey Rose, Nandipha Mntambo, Senzeni Marasela 

and Mary Sibande. The concluding section of this thesis attempts to theorise why masquerading 

is such a popular strategy for post-colonial artists, reading through the decolonising potential of 

it in my own work and the potential for pleasure, criticality and self-reflection that it offers 

artists. My thesis and practice seek to politicise the aesthetics of masquerading practices as they 

currently manifest in South Africa through my black female spectatorial reading of ǘƘŜǎŜ ŀǊǘƛǎǘǎΩ 

works but also through my work as a fellow artist-researcher invested in, and exploring 

masquerading as a decolonial aesthesis. 
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CHAPTER ONE:  

Touching and Fondling the Black Body22 ς The Contemporary Significance of South African 

±ƛǎǳŀƭ !Ǌǘƛǎǘ !ƴǘƻƴ YŀƴƴŜƳŜȅŜǊΩǎ .ƭŀŎƪŦŀŎŜ {ƛƎƴ 

 

The cultural symbolism of blackface performance, like other contentious cycles, is sometimes 

disdained, other times fetishized, sometimes buried, other times enhanced and elaborated. 

Along the way it has absorbed its warped interpretations, folding them also into its effects 

(Lhamon, 1998, p.66). 

In recent years, blackface visualisations have emerged in the works of White South African visual 

artists, most notably in the works of Anton Kannemeyer, Conrad Botes, Brett Murray and Pieter 

Hugo. In 2010, Kannemeyer published a collection of his works in the book Pappa in Afrika 

(Figs.1-15), notably marked by its use of blackface, which has been lauded by fellow White 

contemporaries for using blackface as a trickster to expose deep-seated White prejudices. 

Although mention is often made about thŜ ŘƛǎŎƻƳŦƻǊǘ ǘƘŀǘ YŀƴƴŜƳŜȅŜǊΩǎ ǿƻǊƪ ƛƴǎǇƛǊŜǎΣ ǘƘƛǎ ƛǎ 

seen as necessary in the politically correct climate of post-apartheid South Africa (see Rossouw, 

2013; Marais, 2010a).  

±ƛŜǿƛƴƎ YŀƴƴŜƳŜȅŜǊΩǎ ǿƻǊƪǎ ƻǾŜǊ ǘƘŜ ȅŜŀǊǎΣ ƻƴŜ ƻŦ ǘƘŜ ƛǎǎǳŜǎ ǘƘŀǘ ŎƻƴŎŜǊƴŜŘ ƳŜ ǿŀs how little 

discussion was raised about his use of coon imagery.23 In 2010, an opinion piece published in the 

Mail and Guardian newspaper by then Johannesburg Art Gallery curator, Khwezi Gule, provided 

one of the few criticisms of the work, calling into question not just the depictions themselves, 

but the very intentions and politics of the artist himself. GǳƭŜΩǎ ŎǊƛǘƛŎƛǎƳ Ŏŀƴ ōŜ ǎǳƳƳŀǊƛŜŘ in 

the follow excerpt: 

 One of the questions that Pappa in Afrika raises is whether art that is somehow transgressive 

or subversive necessarily implies progressive politics. Pappa in Afrika is awash with imagery of 

African atrocities, the buffoonery of its leaders (Idi Amin appears a number of times) and 

                                                           
22 ¢ƘŜ ǊŜŦŜǊŜƴŎŜ ŦƻǊ ǘƘƛǎ ǘƛǘƭŜ ŎƻƳŜǎ ŦǊƻƳ hƪǿǳƛ 9ƴǿŜȊƻǊΩǎ όмффуΣ ǇΦнпύ ŀǊǘƛŎƭŜ ΨwŜƳŜƳōǊŀƴŎŜ ƻŦ ¢ƘƛƴƎǎ tŀǎǘΥ 
aŜƳƻǊȅ ŀƴŘ ǘƘŜ !ǊŎƘƛǾŜΩΦ  
23 Denis-/ƻƴǎǘŀƴǘ aŀǊǘƛƴ όмфффΣ ǇΦулύ ǘǊŀŎŜǎ ǘƘŜ ǿƻǊŘ ΨŎƻƻƴΩ ǘƻ 9ƴƎƭƛǎƘƳŀƴ /ƘŀǊƭŜǎ aŀǘǘƘŜǿ ǿƘƻ ǳǎŜŘ ǘƻ ǎƛƴƎ ŀ 
ǎƻƴƎ ŀōƻǳǘ ŀƴ ƻǇƻǎǎǳƳ ǘƘŀǘ ǿŀǎ ǘǊƛŎƪŜŘ ōȅ ŀ ǊŀŎƻƻƴ ŀƴŘ ǘƘŜƴ άōȅ ŀ ΨŎǳƴƴƛƴƎ bƛƎƎŜǊΩέ. The Coon became a popular 
ǎƭŀǾŜ ŎƘŀǊŀŎǘŜǊ ƛƴ ¦{ ƳƛƴǎǘǊŜƭ ŀŎǘǎΣ ŀƴŘ ōȅ муоп ǿŀǎ ƎƛǾŜƴ ǘƘŜ ƴŀƳŜ Ψ½ƛǇ /ƻƻƴΩΣ ŀ ǎŜǊǾŀƴǘ ǿƛǘƘ ŀǎǇƛǊŀǘƛƻƴǎ ƻŦ ōŜƛƴƎ 
the master. 
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corruption, but also the complicity of the West. In the world of art, as in the world of political 

and social satire, evidence that the audience is offended is seen as affirmation that the 

ƳŜŘƛŎƛƴŜ ƛǎ ǿƻǊƪƛƴƎΦ Χ It is not only on the level of race that I find Pappa in Afrika 

reprehensible. In one of two works, titled Thank You, Black Angel, a black angel gives the artist 

a blowjob. Whether they are intended to be subversive or simply funny, much of the imagery 

ƛǎ ŎƻƴŘŜǎŎŜƴŘƛƴƎΦ ΧΦ LƴŘŜŜŘ ǿŜ ŀǊŜ ǎǳǇǇƻǎŜŘ ǘƻ ƭƻƻƪ ŀƴŘ ƭŀǳƎƘτōŜŎŀǳǎŜ Ψ!ƴǘƻƴ YŀƴƴŜƳŜȅŜǊ 

ƛǎ ƴƻǘ ǊŀŎƛǎǘΩΦ ώSic] 

Gule nƻǘŜǎ ǘƘŜ ŎƻƳǇƭŜǘŜ ƭŀŎƪ ƻŦ ŀƎŜƴŎȅ ƻŦ .ƭŀŎƪ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴǎ ƛƴ YŀƴƴŜƳŜȅŜǊΩǎ ǿƻǊƪǎΣ ƛƴ ǘƘŀǘ 

they seem to be serving solely the desires and fears of Whites, and appear active only as agents 

ƻŦ ŘƛǎŀǎǘŜǊ ŀƴŘ ΨŦǊŜŀƪȅΩ ǎŜȄǳŀƭ ŦŀƴǘŀǎƛŜǎΦ .ƭŀŎƪ ǎǳōƧŜŎǘƛǾƛǘȅ ǎŜŜƳǎ Ŏƻmpletely erased in 

YŀƴƴŜƳŜȅŜǊΩǎ ǿƻǊƪΣ ŀƴŘ ǘƘŜǊŜ ƛǎ ƴƻ ǇƻǘŜƴǘƛŀƭ ŦƻǊ ŀƴȅ ƪƛƴŘ ƻŦ .ƭŀŎƪ ǎǳōǾŜǊǎƛǾŜƴŜǎǎ ƛƴ Ƙƛǎ ǘƛƎƘǘƭȅ 

controlled universe. Gule criticises the structuring of Black and White bodies exclusively in 

binary relationships as evidenced in colonial and apartheid history. Unlike real life situations 

where oppressed people can find ways to disturb and negotiate power relationships, 

KannemeyeǊΩǎ ōƛƎ ƭƛǇǇŜŘΣ ōǳƎ ŜȅŜŘ and kinky-haired blackfaces remain static depictions forever 

stuck in the cycle of master-slave relationships. Gule is not immune to the modus operandi of 

satirical devices, but does noǘ ŦŜŜƭ ǘƘŀǘ YŀƴƴŜƳŜȅŜǊΩǎ ǳǎŀƎŜ ƻŦ ǎǘŜǊŜƻǘȅǇŜǎ ǳƴŘŜǊ ǘƘŜ ōŀƴƴŜǊ ƻŦ 

ΨǇŀǊƻŘȅΩ ŀƴŘ ƘǳƳƻǳǊ ƳƛǘƛƎŀǘŜǎ Ƙƛǎ ƻǊƎȅ ƻŦ ǊŀŎƛŀƭ ǎǘŜǊŜƻǘȅǇŜǎΦ LƳǇƻǊǘŀƴǘƭȅΣ DǳƭŜ ŀǎƪǎ ƛŦ ǉǳƻǘƛng 

alleged fears does not, in fact, repeat the established and overused performance of inscribing 

onto the racialised bodies of Others, feeding and reaffirming those same fantasies. 

Viewing the book, I was also troubled as I felt what psychoanalyst Sigmund Freud (1905/1991, 

p.150) ǿƻǳƭŘ Ŏŀƭƭ ŀ ΨǎǳǎǇƛŎƛƻƴΩ ǘƘŀǘ ǘƘŜ ƧƻƪŜ ǿŀǎ ŎƻƴŎŜŀƭƛƴƎ ƻǘƘŜǊ ƛƴǘŜƴǘƛƻƴǎΦ 9ǉǳŀƭƭȅ ƛƴǘŜǊŜǎǘƛƴƎ 

were the defensive reactions tƻ DǳƭŜΩǎ ŎǊƛǘƛŎƛǎƳǎΦ tŀǊǘ ƻŦ Ƴȅ intent is to explore what happens 

when I approach YŀƴƴŜƳŜȅŜǊΩǎ ǿƻǊƪ ŀǎ ŀ ǿƻƳan-of-colour reader, who both shares his South 

African context, but is simultaneously alienated from it by the sharp cultural divisions that mark 

ǘƘŜ ƭŀƴŘǎŎŀǇŜΦ aȅ ŎƻƴŎŜǊƴ ƛǎ ǘƻ ƛƴǾŜǎǘƛƎŀǘŜ Ƙƻǿ ƧƻƪŜǎ ΨǿƻǊƪΩ όƻǊ ŘƻƴΩǘύ ƛƴ ŎǊƻǎǎ-cultural 

readings; and to understand, as a fellow artist engaged in such practices, the complexities of 

ƳŀǎǉǳŜǊŀŘŜΦ ¢Ƙƛǎ ŘƛǎŎǳǎǎƛƻƴ ƛǎ Ƴȅ ŀǘǘŜƳǇǘ ŀǘ ΨǘǊȅƛƴƎ ǘƻ ǇŜŜǊ ōŜƘƛƴŘΩ ǘƘŜ ƧƻƪŜΣ and to 

understand the danger posed by blackface representations in a society still steeped in racism.  
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Psychiatrist Carl Jung in Four Achetypes: Mother, Rebirth, Spirit, Trickster (1959) discusses his 

idea of four archetypes in which the collective unconscious is invested in, one of which is the 

trickster figure. Although he believes that each person has a personal unconscious, he also 

ōŜƭƛŜǾŜŘ ǘƘƛǎ ΨǊŜǎǘŜŘΩ ǳǇƻƴ ŀ ŘŜŜǇŜǊ ƭŀȅŜǊ ǿƘƛŎƘ ƘŜ ǘŜǊƳŜŘ ΨŎƻƭƭŜŎǘƛǾŜ ǳƴŎƻƴǎŎƛƻǳǎΩΣ ǿƘƛŎƘ ƘŜ 

ōŜƭƛŜǾŜŘ ǿŀǎ ǳƴƛǾŜǊǎŀƭ ŀƴŘ ǎƘŀǊŜŘΣ ƳƻǊŜ ƻǊ ƭŜǎǎΣ ōȅ ŀƭƭ ǇŜƻǇƭŜΣ ŜǾŜǊȅǿƘŜǊŜ ƛƴ ƛǘǎ άŎƻƴǘŜƴǘǎ ŀƴŘ 

ƳƻŘŜǎ ƻŦ ōŜƘŀǾƛƻǳǊέ όWǳƴƎΣ мфрфΣ Ǉ.4) ς ǘƘƛǎ ŎƻƴǘŜƴǘ ƘŜ ŘŜŦƛƴŜŘ ŀǎ ΨŀǊŎƘŜǘȅǇŜǎΩΦ WǳƴƎ όƛōƛŘΥ рύ 

ŜȄǇƭŀƛƴǎ ƻŦ ǘƘŜ ŀǊŎƘŜǘȅǇŜΥ ά¢ƘŜ ŀǊŎƘŜǘȅǇŜ ƛǎ ŜǎǎŜƴǘƛŀƭƭȅ ŀƴ ǳƴŎƻƴǎŎƛƻǳǎ ŎƻƴǘŜƴǘ ǘƘŀǘ ƛǎ ŀƭǘŜǊŜŘ 

by becoming conscious and by being perceived, and it takes its colour from the individual 

consciouǎƴŜǎǎ ƛƴ ǿƘƛŎƘ ƛǘ ƘŀǇǇŜƴǎ ǘƻ ŀǇǇŜŀǊέΦ ¢ƘŜ ŦƻǳǊ ŀǊŎƘŜǘȅǇŜǎ ƘŜ ƛŘŜƴǘƛŦƛŜŘ ǿŀǎ ƳƻǘƘŜǊΣ 

rebirth, spirit and trickster. The trickster is an important figure for this study. The trickster figure 

ƛǎ ŀ άŎƻƭƭŜŎǘƛǾŜ ǎƘŀŘƻǿ ŦƛƎǳǊŜΣ ŀ ǎǳƳƳŀǘƛƻƴ ƻŦ ŀƭƭ ǘƘŜ ƛƴŦŜǊƛƻǊ ǘǊŀits of character in individuals. 

And since the individual shadow is never absent as a component of personality, the collective 

ŦƛƎǳǊŜ Ŏŀƴ ŎƻƴǎǘǊǳŎǘ ƛǘǎŜƭŦ ƻǳǘ ƻŦ ƛǘ Ŏƻƴǘƛƴǳŀƭƭȅέ όƛōƛŘΥ мрлύΦ WǳƴƎ ōŜƭƛŜǾŜǎ ǘƘŀǘ ǘƘǊƻǳƎƘ ǇǊƻŎŜǎǎŜǎ 

ƻŦ ΨŎƛǾƛƭƛǎƛƴƎΩΣ ǘƘƛǎ ǘǊƛŎƪǎǘŜǊ ŦƛƎǳǊŜ ƛǎ ƻǾŜǊŎƻƳŜ ŀƴŘ Ƙƛǎ άōǊǳǘǳŀƭΣ ǎŀǾŀƎŜΣ ǎǘǳǇƛŘΣ ŀƴŘ ǎŜƴǎŜƭŜǎǎ 

ŦŀǎƘƛƻƴέ όƛōƛŘΥ мпсύ ƎƛǾŜǎ ǿŀȅ ǘƻ ǎŜƴǎƛōƛƭƛǘȅ ŀƴŘ ǳǎŜŦǳƭƴŜǎǎΣ ŜǾŜƴ ǘƻ ŀ ǎŀǾƛƻǳǊ ŎƻƳǇƭŜȄΦ 9ǾŜƴ ǎƻΣ 

the shadow of the trickster always threatens and hints at things repressed, of a disaster 

ƭƻƻƳƛƴƎΣ ōǳǘ ǘƘŜ ōǊƛƴƎƛƴƎ ǘƻ ŎƻƴǎŎƛƻǳǎƴŜǎǎ ƻŦ ǘƘŜǎŜ ǘƘƛƴƎǎ ŀƭƭƻǿǎ ŦƻǊ ǘƘŜ ΨōǊƛƴƎƛƴƎ ƻŦ ƭƛƎƘǘ ŀƴŘ 

ƘŜŀƭƛƴƎΩ όƛōƛŘΥ мрнύΦ ¢ƘŜ ǘǊƛŎƪǎǘŜǊκŎƭƻǿƴκŦƻƻƭ ŦƛƎǳǊŜ Ŏŀƴ ōŜ ŦƻǳƴŘ ƛƴ Ƴŀƴȅ ŘƛŦŦŜǊŜƴǘ ŎǳƭǘǳǊŜǎ ŀƴŘ 

has also been drawn on in art discourse. 

Lƴ ƘŜǊ ŀǊǘƛŎƭŜ Ψ¢ƻǿŀǊŘǎ ŀ aŜǘŀǇƘȅǎƛŎǎ ƻŦ {ƘƛǘΩ (2002), Jean Fisher talks about the trickster figure 

and its role in carnivalesque humour, noting how manifestations of the trickster figure in 

contemporary protest and art enable agency and subjectivity, that its excesses (of language, of 

ōƻŘƛƭȅ ŦǳƴŎǘƛƻƴǎΣ ƳƻǊŀƭƛǘȅύ ŀƭƭƻǿǎ ǎǇŜŎǘŀǘƻǊǎ ǘƻ ƳƻǾŜ ōŜȅƻƴŘ ǘƘŜƳǎŜƭǾŜǎ ŀƴŘ Ψƛƴǎǘƛǘǳǘƛƻƴŀƭ 

ŦƛŎǘƛƻƴǎΩ ƻŦ ƴƻǊƳŀƭƛǎŀǘƛƻƴ ŀƴŘ ƻǊŘŜǊΥ άƛƴ ŜŦŦŜŎǘΣ ƛǘ ƳŜŀƴǎ ǘƻ ŜƴŀōƭŜ ǘƘŜ ǾƛŜǿƛƴƎ ǎǳōƧŜŎǘ ǘƻ ƭŜǘ Ǝƻ 

of its policing ego and open freely onto what is beyond it ς to experience othernessέ όCƛǎƘŜǊΣ 

нллнΣ ǇΦ ссύΦ aƻǊŜƻǾŜǊΣ CƛǎƘŜǊ ǎŀȅǎ ǘƘŜ ǘǊƛŎƪǎǘŜǊΩǎ ŦǳƴŎǘƛƻƴ ƛǎ ƴƻǘ άǘƘŜ ǊŜǎƻƭǳǘƛƻƴ ƻŦ ŎƻƴŦƭƛŎǘ ōǳǘ 

ǘƘŜ ǊŜǾŜƭŀǘƛƻƴ ƻŦ ŎƻƳǇƭŜȄƛǘȅέ όƛōƛŘύΦ ²Ƙŀǘ Ŧƻƭƭƻǿǎ ƛƴ ǘƘŜ ǊŜǎǘ ƻŦ ǘƘƛǎ ŎƘŀǇǘŜǊ ŀǘǘŜƳǇǘǎ ǘƻ ŀƴŀƭȅǎŜ 

blackface as sǳŎƘ ŀ ǘǊƛŎƪǎǘŜǊΣ ǿƘƛŎƘ ǇŜǊƳƛǘǎ ŀƎŜƴǘǎ ǘƻ ΨŜȄǇŜǊƛŜƴŎŜ ƻǘƘŜǊƴŜǎǎΩΣ ōǳǘ ǇǊƻōƭŜƳŀǘƛȊŜǎ 

this experience in terms of race-class-gender and locationality, witnessing the blackface trickster 

figure at historical junctures in the United States of America (US) and Cape Town, South Africa, 

in the late 19th century, which are then drawn on for a reading of the contemporary usage of 

blackface in South African visual arts. This thesis uses this historical framework to show how 
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ōƭŀŎƪŦŀŎŜΩǎ discursive slippages and its aptitude for revelation of social constructs of racial 

difference, and the complexities of racial identities premised on these. 

An understanding of blackface requires dredging up its origins in the US in the 1800s, and, in the 

section that follows, I present a short history of US blackface, concentrating on early minstrel 

manifestations and the work of cultural historian W.T. Lhamon Jr. in this regard. This is followed 

by a section discussing blackface as it travelled trans-atlanticallyΩ to South Africa and developed 

ƛƴǘƻ ǘƘŜ /ŀǇŜ ¢ƻǿƴ aƛƴǎǘǊŜƭ CŜǎǘƛǾŀƭΣ ŀƴŘ ǘƘŜƴ ŀ ǊŜǘǳǊƴ ǘƻ ŀ ŘƛǎŎǳǎǎƛƻƴ ƻŦ YŀƴƴŜƳŜȅŜǊΩǎ 

contemporary use of blackface, and the questions it raise about visual art production in South 

Africa.  

 

The Development of the US Blackface Sign  

Although there is significant ǊŜǎŜŀǊŎƘ ƻƴ ōƭŀŎƪŦŀŎŜΣ ²Φ ¢Φ [ƘŀƳƻƴ WǊΦΩǎ ōƻƻƪ Raising Cain: 

Blackface Performance from Jim Crow to Hip Hop (1998) is particularly interesting as it details 

the evolution of blackface performance in the US from the late 1820s to the 1850s, and argues 

that it was a sign of subversion of white middle-class authority. There are many different stories 

ŀōƻǳǘ Ƙƻǿ ōƭŀŎƪŦŀŎŜΩǎ Ƴƻǎǘ όƛƴύŦŀƳƻǳǎ ŀƴŘ ŘŜŦƛƴƛƴƎ ŎƘŀǊŀŎǘŜǊ ¢ƘƻƳŀǎ 5ŀǊƳƻǳǘƘ wƛŎŜΩǎ ΨWƛƳ 

/ǊƻǿΩ ŎŀƳŜ ŀōƻǳǘΣ24 but Lhamon posits that stories about the spontaneous emergence of the 

Jim Crow character erase the evolution of mimetic gestures performed by generations of 

African-Americans in markets in New York, as they circulated and developed into a blackface 

lore cycle since the eighteenth century (he ŘŜŦƛƴŜǎ ǘƘŜ ōƭŀŎƪŦŀŎŜ ƭƻǊŜ ŎȅŎƭŜ ŀǎ ŀ άǎŜǊƛŜǎ ƻŦ 

expressive behaviors ς moans, narratives, steps, gestures ς that function as racial shorthand 

ǘƘŀǘ ƎŜǘǎ ǳǎŜŘΣ ŀŘŀǇǘŜŘΣ ŦƻǊƎƻǘǘŜƴ ŀƴŘ ǊŜŎƻǾŜǊŜŘ ŦǊƻƳ ƎŜƴŜǊŀǘƛƻƴ ǘƻ ƎŜƴŜǊŀǘƛƻƴέ).25 Lhamon 

ŦƻŎǳǎŜǎ ƻƴ bŜǿ ¸ƻǊƪΩǎ /ŀǘƘŜǊƛƴŜ aŀǊƪŜǘ ŀƴŘ ǘƘŜ ΨŘŀƴŎƛƴƎ ŦƻǊ ŜŜƭǎΩ ǇǊŀŎǘƛŎŜ ōȅ !ŦǊƛŎŀƴ-American 

slaves who entertained the mixed market crowd in exchange for money or food. Catherine 

Market, in the nineteenth century, represented a melting pot of race and class, where 

miscegenation was the order of the day amid a city climate of slave oppression, runaway slaves, 

                                                           
24 White American actor T.D. Rice is supposed to have appropriated the gesture from an old limping African-
American or a Pittsburgh baggage man named Cuff.  
25 Lhamon, 1998, p.60 
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ǎƭŀǾŜ ƳŀƴǳƳƛǎǎƛƻƴǎΣ ΨƳǳŘǎƛƭƭΩ26 labour, merchants and white youths streaming into urban 

centres as the apprenticeship system disintegrated and industrialisation gained momentum. In 

this environment of class and racial interaction, the market dances for eels became so popular 

that it was to influence T.D. Rice who had grown up seeing these wheel-about gestures, and 

which became an instant hit when he brought it to the stage of the local Chatham theatre (as 

opposed to the English plays largely performed there).  

Part of the meteoric rise of blackface in the Chatham theatre, therefore, was due to its 

audiences being primed in the market gestures, as well as early blackface ŜƴǘǊΩacte 

performances by George Washington Dixon and then T.D. Rice.27 Lhamon believes that Dixon 

ŀƴŘ wƛŎŜΩǎ ǇƻǊǘǊŀȅŀƭǎ ƻŦ ōƭŀŎƪ ŎƘŀǊŀŎǘŜǊǎ ǿŜǊŜ ǿƻǊƪƛƴƎ ŀƎŀƛƴǎǘ ǘƘŜ ǘƛŘŜ ƻŦ ŜȄƛǎǘƛƴƎ ŀōƻƭƛǘƛƻƴƛǎǘ 

and pro-slavery caricatures of blacks. He suggests that RƛŎŜΩǎ ƎŜƴius lay in his ability to pick up 

on old African-American stories, songs (Jim Crow was such an African-American agricultural song 

with roots probably in Nigerian Ibo tales of buzzards), dialects and gestures, and mimic them so 

convincingly that he enthralled both black and white audiences. Lhamon believes that blackface 

became the first mass cultural production, as it was circulated by performers who came out of 

working class conditions, and validated by young white urban youth and African-American 

audiences who applauded for the runaway or free blackface characters and their ability to 

outwit their middle-Ŏƭŀǎǎ ƳŀǎǘŜǊǎΦ Lƴ муопΣ 5ŀƴ 9ƳƳŜǘǘΩǎ ±ƛǊƎƛƴƛŀ aƛƴǎǘǊŜƭǎ ƘŜǊŀƭŘŜŘ ŀ Ŧǳƭƭ-

format blackface minstrel show divided into three acts of music, skits and slapstick.28 Minstrel 

shows became as popular in Europe and the United Kingdom as they were in the US, and began 

to spread to various parts of the globe.29 By the 1850s, as US segregationist laws began to take 

hold, blackface performances began embodying more racist manifestations caricaturing black 

                                                           
26 [ƘŀƳƻƴ όмффуΣ ǇΦсоύ ǳǎŜǎ ǘƘŜ ǘŜǊƳ ΨƳǳŘǎƛƭƭ ƭŀōƻǳǊΩ ǘƻ ŘŜŦƛƴŜ ǘƘŜ ƎǊƻǳǇ ƻŦ ǇƻƻǊ ǿƘƛǘŜ ƳŜƴ όǇŀǊǘƛŎǳƭŀǊƭȅ LǊƛǎƘ 
immigrants) and slaves that had to work alongside each other in the early days of industrialised America, particularly 
in the development of the Eerie Canal in New York.  
27 Some attribute blackface to the performance in blackface makeup of British actor Lewis Hallam Jr in 1769, as well 
as British actor Charles Matthew in 1822-3 that enacted the character of a plantation slave. In the early 1800s, 
blackface clowns were popular in circuses in the US. The popularity of these early manifestations undoubtedly 
influenced Dixon and Rice (who, like many other performers in the US, trained in circuses) ς see Martin, 1999 and 
Young, 2013a and 2013b. Catherine Cole (1996, p.192-193) traces a longer history of blacking-up in Western theatre 
(to the late 14th century).  
28 [ƘŀƳƻƴ ŎƭŀƛƳǎ ǘƘŀǘ 9ƳƳŜǘǘΩǎ ƎǊƻǳǇ ƛǎ ǇŜǊƘŀǇǎ Ƴƻǎǘ ǊŜǎǇƻƴǎƛōƭŜ ŦƻǊ ŎǊŜŀǘƛƴƎ ŀ ƪƛƴŘ ƻŦ άŦŀǳȄ ŀƴǘƘǊƻǇƻƭƻƎȅέ ǿƘƛŎƘ 
aimed to capture the Southern plantation life of African-Americans set to the backdrop of songs created by white 
Northern urban composers, like Stephen Foster.  
29 See Thelwell (2013) for a discussion on the popularity of Jim Crow and blackface among English colonialists, even 
as far afield as South Africa, where it was used as a justification for colonial racial segregation. 
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ƭŀȊƛƴŜǎǎ ŀƴŘ ǎǘǳǇƛŘƛǘȅΣ ǿƛǘƘ ƛƳŀƎƛƴŀǊȅ {ƻǳǘƘŜǊƴ ΨǎƭŀǾŜǎΩ ǎƛƴƎƛƴƎ ǘƘŜƛǊ ǿƛǎƘŜǎ ǘƻ ǊŜƳŀƛƴ ǳƴŘŜǊ ǘƘŜ 

ŎƻƴǘǊƻƭ ƻŦ ΨaŀǎǎŀΩΦ  

Early minstrelsy should be differentiated from later blackface minstrelsy, Lhamon (1998, p.44) 

argues, because Jim Crow was a sign for underclass workers, for freedom, fluid identity and the 

new metropolitan spirit. The plight and migratory status of the black characters were seen to be 

one with which white youth could identifyΣ ŀƴŘ ōƭŀŎƪŦŀŎŜ άƎǊŀŘǳŀƭƭȅ Ƴolded those gestures into 

ǘƘŜ ŦƛǊǎǘ ŎƻƳǇǊŜƘŜƴǎƛǾŜ ŜƴŀŎǘƳŜƴǘ ƻŦ ōƭŀŎƪƴŜǎǎ ŀǎ ŀ ŘƛǎǘǳǊōƛƴƎ ƛŘŜŀ ǘƘŀǘ ǘƘŜ ¦ƴƛǘŜŘ {ǘŀǘŜǎ ƘŀŘέΣ 

ŜƴŀōƭƛƴƎ ǘƘŜ ȅƻǳǘƘ ǘƻ άƎƛǾŜ ƭƛǇ ǘƻ ǇƻǿŜǊέ όƛōƛŘΥ мууΣ нммύΦ [ƘŀƳƻƴ ǾƛŜǿǎ ōƭŀŎƪŦŀŎŜ ŀǎ ŀ ǾŜƘƛŎƭŜ ƻŦ 

fantasy for the black and young whƛǘŜ ŀǳŘƛŜƴŎŜǎΥ άLǘ ƛǎ ǇŀǊǘ ƻŦ ǘƘŜ ŘƻǳōƭŜ ǇƻǿŜǊ ƻŦ ǘƘŜ ōƭŀŎƪŦŀŎŜ 

move to have the trickster agent, the minstrel performer, do the penetration for the throng that 

ǎǘŀȅǎ ŎƘŀǎǘŜέ όƛōƛŘΥ фр-96). He further claims that audiences that patronised the Chatham 

theatǊŜ ǿŜǊŜ ŀōƭŜ ǘƻ ŘŜŎƻŘŜ ǘƘŜ ƭŀȅŜǊǎ ƻŦ ōƭŀŎƪŦŀŎŜ ǇŜǊŦƻǊƳŀƴŎŜ ŀǎ ǘƘŜȅ ƘŀŘ ōŜŜƴ ΨǎŎƘƻƻƭŜŘΩ ƛƴ 

ǎǳŎƘ ŎƻŘƛŦƛŎŀǘƛƻƴ ƛƴ ǘƘŜ ŜŀǊƭȅ ƳŀǊƪŜǘ ŘŀƴŎŜǎΦ ¢ƘŜȅ ǿŜǊŜΣ ǘƘŜǊŜŦƻǊŜΣ ΨƛƴΩ ƻƴ ǘƘŜ ƧƻƪŜǎ ŀƴŘ 

understood who was being made fun of. He believes that reading blackface as ΨǊŜŀƭƛǎǘƛŎΩ 

portrayals of black persons was part of the slippage of blackface and an indicator of ignorance of 

ǘƘŜ ǇƻǇǳƭŀǊ ŎǳƭǘǳǊŜ ŎƻŘŜǎ ŘŜǾŜƭƻǇƛƴƎ ŀǘ ǘƘŀǘ ǘƛƳŜΦ Lƴ ƻǘƘŜǊ ǿƻǊŘǎΣ ǘƘŜ ŀǳŘƛŜƴŎŜ ŜƛǘƘŜǊ ΨƎŜǘǎ ƛǘΩ 

ƻǊ ǘƘŜȅ ŘƻƴΩǘΣ ǿƘƛŎƘ ǊŜǾŜŀƭǎ ǘƘŜƛǊ ǎƻŎƛŀƭ ǎǘŀƴŘƛng (ibid: 175). 

Lhamon prods us not to judge Jim Crow and the blackface tradition as homogenous, and that 

blackface theatre provided one of the few avenues by which African-Americans, Asians and 

women were able to enter theatre and be paid more than what was usual at that time. It can 

also be understood as working against prevailing black stereotypes of the day. Before it became 

a vehicle of black stereotyping and denigration after the 1850s, blackface drew to the stage 

ŎƻŘƛŦƛŜŘ ΨōƭŀŎƪƴŜǎǎΩΣ ǿƘŜǊŜ ƛǘ ǿŀǎ ŀǇplauded, appreciated and began a cycle of identification 

ǿƛǘƘ ΨōƭŀŎƪ ŎƻƻƭƴŜǎǎΩ Ǿƛŀ ŎƻƳŜŘȅΣ ƳǳǎƛŎ ŀƴŘ ŘŀƴŎŜΦ .ƭŀŎƪŦŀŎŜ ŀŎǘǎΣ ŀƭǘƘƻǳƎƘ ǊŜǾƛƭŜŘ ŀŦǘŜǊ ǘƘŜ 

1930s, still endured in comedic routines until the 1960s, and even later in the UK.30  

I focus most on LhaƳƻƴΩǎ ǘƘŜƻǊƛǎŀǘƛƻƴǎ ŀōƻǳǘ white youth rallying around the blackface sign as 

a subversive vehicle which antagonises authorities, because it seems to continue today whether 

ƛƴ ǘƘŜ ŦƻǊƳ ƻŦ ǊŀǇ ƳǳǎƛŎΣ ΨōƭƛƴƎ-ōƭƛƴƎΩ ƘƛǇ ƘƻǇ ŎǳƭǘǳǊŜ ƻǊ ǘƘŜ ƳƛƳƛŎǊȅ ƻŦ ŜōƻƴƛŎǎΦ !Ŧrican-

American commentaries on blackface seem wary of engaging with [ƘŀƳƻƴΩǎ ǿƻǊƪ ǇŀǊǘƛŎǳƭŀǊƭȅΣ L 

                                                           
30 Blackface was used to sell every kind of product and Negrobilia constitutes a huge market for blackface products, 
which continues today. 
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would think, with the benefit of hindsight, i.e. in the lasting effects of blackface visualisations in 

popular culture.31 [ƘŀƳƻƴΩǎ Raising Cain can indeed resurrect Jim Crow in hindsight due to a 

century of lobbying by various African-American organisations against its damaging racial 

stereotypes. In blackface, black bodies and blackness are tropes upon which the pleasures, fear 

and fantasy of non-black people are externalised. Blackface operationalizes disembodied 

ōƭŀŎƪƴŜǎǎ όōƭŀŎƪ ΨŜǎǎŜƴŎŜΩύΣ ōǳǘ ǘƘƛǎ ŘƻŜǎ ƴƻǘ ǘǊŀƴǎƭŀǘŜ ƛƴǘƻ ŜƴƎŀƎƛƴƎΣ ŀŎŎŜǇǘƛƴƎ ƻǊ ǾŀƭƛŘŀǘƛƴƎ 

black people (black presence), as was evident in white audiences choosing to read blackface as 

ΨǊŜŀƭ bŜƎǊƻŜǎΩΣ ŀǎ ǿŜƭƭ ŀǎ ǘƘŜ ƛƴƛǘƛŀƭ ǊŜŦǳǎŀƭ ǘƻ ŀŎŎŜǇǘ !ŦǊƛŎŀƴ-American actors without blackface. 

We are reminded that blackface had very real consequences for black people in the US. In his 

book Embodying Black Experience: Stillness, Critical Memory, and the Black Body (2010), theatre 

studies scholar, Harvey Young theorises that disembodying the black body has allowed acts of 

racial violence to be perpetrated on the black body: Young cites incidents of lynching and the 

dismembering of black bodies during US slavery, as well as the physical humiliation and violence 

perpetrated during racial segregation that was ŜƳōƻŘƛŜŘ ƛƴ ǘƘŜ ΨWƛƳ /ǊƻǿΩ ƭŀǿǎ ƛƴ ǘƘŜ ¦{Φ ¢ƘǳǎΣ 

ǿƘŜǊŜŀǎ [ƘŀƳƻƴΩǎ ǊŜǎŜŀǊŎƘ ǎƪƛǊǘǎ ǘƘŜ ŜŦŦŜŎǘǎ ƻŦ ōƭŀŎƪŦŀŎŜ ǊŀŎƛǎƳ ƻƴ !ŦǊƛŎŀƴ-American society by 

re-centralising a white gaze and white motives in his discussions, asking the reader to 

ǳƴŘŜǊǎǘŀƴŘ ŀƴŘ ƛŘŜƴǘƛŦȅ ǿƛǘƘ ǿƘƛǘŜ ΨƛƴǘŜƴǘΩΣ wherease Young (2010, p.4), as an African-

American, asserts that ǘƘŜ άidea of the black body has been and continues to be projected 

acrƻǎǎ ŀŎǘǳŀƭ ǇƘȅǎƛŎŀƭ ōƻŘƛŜǎέ, therefore having real consequences for real communities. 

I would also argue that, far from blackface only affecting the African-American community, the 

popularity of blackface shows internationally has contributed to a lasting negative impact of 

racial stereotypes of black people globally. Yet, in another slippery act of blackface ambivalence, 

in its Trans-Atlantic transmission to Cape Town, South Africa, it became a vehicle for self-

definition for an oppressed community situated at the tip of Africa in the late 1800s.  

 

 

 

 

                                                           
31 It has been argued that African-!ƳŜǊƛŎŀƴǎΩ ŜƴƧƻȅƳŜƴǘ ƻŦ ōƭŀŎƪŦŀŎŜ ǇŜǊŦƻǊƳŀƴŎŜ ǎǘŜƳǎ ŦǊƻƳ ǘƘŜƛǊ ǊŜŎƻƎƴƛǘƛƻƴ ƻŦ 
the unrealism of the stereotypes and, therefore, enables them to laugh at these crude depictions (i.e. precisely 
ōŜŎŀǳǎŜ ƛǘ ǿŀǎ ƴƻǘ ΨǘƘŜƳΩ ōǳǘ ǊŀǘƘŜǊ ǘƘŜ ²ƘƛǘŜ ƳŀƴΩǎ ŦŀƴǘŀǎƛŜǎύ ό[ƘŀƳƻƴ мффуύΦ 
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Deurmekaar ς Blackface in the Cape Town Minstrel Festival 

Blackface minstrelsy became part of Cape Town culture in the 19th century and, over time, 

evolved into the Cape Town Minstrel Festival. More popularly known as the Coon Carnival,32 it 

ƻŎŎǳǊǎ ŜǾŜǊȅ WŀƴǳŀǊȅ ŀǎ ǇŀǊǘ ƻŦ ǘƘŜ ŎƛǘȅΩǎ bŜǿ ¸ŜŀǊ ŎŜƭŜōǊŀǘƛƻƴǎΣ ŀƴŘ ƛǎ ǇǊƛƳŀǊƛƭȅ ƻǊƎŀƴƛǎŜŘ ōȅ 

the Coloured communities of the wider Western Cape province. Early on the morning of the 1st, 

the minstrels dress at their klopskamers (the club quarters of the different troupes), and apply 

the traditional blackened face with the white eyes and white mouth, before setting out to sing 

at various homes (Martin, 1999).33 An important feature of the 2nd of January, what is called the 

TǿŜŜŘŜ bǳǿŜ WŀŀǊ όΨ{ŜŎƻƴŘ bŜǿ ¸ŜŀǊΩύΣ ƛǎ ǘƘŜ aƛƴǎǘǊŜl street march through the centre of Cape 

Town and on to Green Point stadium. Local people and tourists line the streets to watch and 

cheer the free spectacle of colourful festivities. On consecutive Saturdays, stadium competitions 

are held to judge the troupes for songs, dances, parading and outfits. According to scholar 

Denis-Constant Martin, who documents this rich heritage in his book Coon Carnival: New Year in 

Cape Town, Past to Present, the Minstrel CŀǊƴƛǾŀƭ ǊŜǇǊŜǎŜƴǘǎ ŀ άǘƛƳŜ ƻŦ ǘƘŜ ȅŜŀǊ ǿƘŜƴ ƻƴŜ Ŏŀƴ 

ƘŀǾŜ ŦǳƴΣ ǿƘŜƴ ƻƴŜ Ŏŀƴ ΨƭŜǘ ƎƻΩΣ ǿƘŀǘŜǾŜǊ ȅƻǳǊ ŎƛǊŎǳƳǎǘŀƴŎŜǎΣ ǿƘŀǘŜǾŜǊ Ǉŀƛƴǎ ŀƴŘ ǎŎƻǊƴ ƘŀǾŜ 

ōŜŜƴ ŜƴŘǳǊŜŘ ŘǳǊƛƴƎ ǘƘŜ Ǉŀǎǘ ȅŜŀǊέ όaŀǊǘƛƴΣ мфффΣ ǇΦуύΦ34  

The history of the Minstrel Festival reflects the intersection of indigenous (KhoiKhoi, San and 

Xhosa) and colonial history ς i.e., Dutch settlement and colonisation of the Cape, which brought 

slaves from Malay, Indonesia, Madagascar, India and different parts of Africa, freed 

ΨŀǇǇǊŜƴǘƛŎŜŘΩ African-American slaves, the settlement of French Huguenots, Belgians and 

Germans, and the establishment of British colonial rule. This mixed group of citizens in Cape 

Town, as well as their descendants, would come to make up the Cape Town Coloured 

communities, while the majority of Dutch, French Huguenots, Germans and Belgians would be 

ŀƳŀƭƎŀƳŀǘŜŘ ǳƴŘŜǊ ǘƘŜ ǘŜǊƳ Ψ!ŦǊƛƪŀƴŜǊΩΣ ǿƘƛŎƘ ŘŜƴƻǘŜŘ ǘƘŜ ²ƘƛǘŜ ƴƻƴ-English community 

ό9ƴƎƭƛǎƘ ŎƻƭƻƴƛǎŜǊǎ ǿŜǊŜ ǎƛƳǇƭȅ ǘŜǊƳŜŘ Ψ²ƘƛǘŜΩύ. These cultures produced localised forms of 

homeland celebrations, such as Emancipation Day, Guy Fawkes Day (5th November), and various 

indigenous and European renewal festivals, which were realigned with summer and the 

                                                           
32 The event is also colloquially known as Cape Town Coon Carnival, the Cape Town Carnival and the Kaapse Klopse.  
33 Martin attributes the first appearance of the black/white face make-up to Charles Matthew, an Englishman who 
performed in America (1822 ς 1824). Blackface make-up is used less often in the Cape Minstrel Festival since 1994, 
reflecting more the idea of the rainbow nation (Davids 2013). 
34 See also the articles on South African manifestations of blackface in Davids (2013) and Thelwell (2013). 
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beginning of the New Year in the southern hemisphere (Martin, 1999). All of these festivities 

contained elements of band music, dance and parades, out of which grew a local street culture 

of band music and serenading. This was the base onto which American blackface performance 

sedimented when it arrived in Cape Town in 1838. Between the 1850s and 1880s, the popularity 

of blackface performance was so great in all communities, that many local minstrel groups 

ŦƻǊƳŜŘΣ ŀƴŘ ǘƘŜ ΨŎƻƻƴΩ ōŜŎŀƳŜ ŀ ƪŜȅ ŜƭŜƳŜƴǘ ƻŦ ǘƘŜǎŜ ǊƻǳǘƛƴŜǎ ŀŘŀǇǘŜŘ ƛƴǘƻ ƭƻŎŀƭƛǎŜŘ 

caricatures. Martin believes that many troupe members do noǘ ŀǎǎƻŎƛŀǘŜ ǘƘŜ ǿƻǊŘ ΨŎƻƻƴΩ ǿƛǘƘ 

ǊŀŎƛǎǘ ǎǘŜǊŜƻǘȅǇŜǎΣ ōǳǘ ƛƴǎǘŜŀŘ ǘƘƛƴƪ ƛǘ ƳŜŀƴǎ άǇŜƻǇƭŜ ǇƭŀȅƛƴƎ ŎŀǊƴƛǾŀƭ ƛƴ ŀ ŎƻǎǘǳƳŜŘ ōŀƴŘέ 

(Martin, 1999, p.80).35 The formation of African-American minstrel troupes created new waves 

of excitement in terms of dancing and musical styles. One such group, The Virginia Jubilee 

Singers performed in South Africa for two years between 1890 and 1892 and then again in 1895. 

.ƭŀŎƪ ƳƛƴǎǘǊŜƭǎȅ ǿŀǎ ǾƛŜǿŜŘ ŀǎ ŀƴ ŜƳǇƻǿŜǊƛƴƎ ǇŜǊŦƻǊƳŀƴŎŜ ƻŦ ΨŎƻƭƻǳǊŜŘƴŜǎǎΩ ōȅ /ŀǇŜ ¢ƻǿƴ 

Coloureds in the 1800s and 1900s, as they saw African-American culture as embodying a proud, 

upwardly mobile trajectory since the end of slavery (Martin, 1999; Davids, 2013).  

¢ƘŜ ŦƛǊǎǘ Ψ/ƻƻƴΩ Carnival through Cape Town occurred in 1887, with stadium competitions being 

introduced in 1907. As the Carnival format took hold, Coon troupes marched from their homes 

in Bo-Kaap and District Six through the city centre to Green Point Stadium ς these living areas, 

located close to the city centre, were racially and class mixed, but dogged by poverty, crime and 

unemployment. When the Afrikaner National Party came to power in 1948, they began ushering 

in new policies to segregate all forms of South African life, including The Population Registration 

Act of 1950 which classified all South Africans into a racial group and provided the basis for a 

racially segregated society; the Reservation of Separate Amenities Act of 1953 which racially 

segregated all public facilities, transportation, services and premises; the 1949 Prohibition of 

Mixed Marriages Act which prohibited marriage between White people and people of other 

races; and the Group Areas Act of 1950 which divided urban spaces according to race and 

restricted ownership and residence accordingly.36 In the 60s, a number of districts in Cape Town 

ǿŜǊŜ ǊŜȊƻƴŜŘ Ψ²ƘƛǘŜǎ-ƻƴƭȅΩΣ ŀƴŘ ǘƘƛǎ ƛƴŎƭǳŘŜŘ 5ƛǎǘǊƛŎǘ {ƛȄ and the Bo-Kaap from which all 

inhabitants were forcibly removed. Relocated to far-out segregated townships, familial, 

neighbourly and community ties were destroyed. These forced removals and racial segregation 

                                                           
35 Criticisms of the continǳŜŘ ǳǎŀƎŜ ƻŦ ǘƘŜ ǿƻǊŘ ΨŎƻƻƴΩ ōȅ ƻǘƘŜǊ /ƻƭƻǳǊŜŘǎ Ƙŀǎ ǊŜǎǳƭǘŜŘ ƛƴ ƭŜǎǎ ŦǊŜǉǳŜƴǘ ǳǎŀƎŜ ǎƛƴŎŜ 
мфслΣ ǿƛǘƘ ǇŜƻǇƭŜ ǇǊŜŦŜǊǊƛƴƎ ΨƳƛƴǎǘǊŜƭǎΩ όMartin, 1999, p.146). 
36 See the list of apartheid legislations at South African History Online: http://www.sahistory.org.za/politics-and-
society/apartheid-legislation-1850s-1970s. 

http://www.sahistory.org.za/politics-and-society/apartheid-legislation-1850s-1970s
http://www.sahistory.org.za/politics-and-society/apartheid-legislation-1850s-1970s
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directly impacted the Minstrel Festival thereafter. Coon troupes no longer had easily accessible 

clubhouses in vicinities close to marching routes and stadiums. The Green Point Stadium, 

rezoned for Whites, denied Coloureds access to it. In 1968, the Minstrel Festival was forbidden 

to march the traditional routes through the city centre and, for the first time in almost a 

century, the city was devoid of the Coon presence over the New Year. The Minstrel Festival did 

not return to the Green Point Stadium until 1979 and organised competition happened 

sporadically until 1989 (Martin, 1999, p.151).  

The dawn of democracy in 1994 saw the minstrel troupes finally legitimised as part of Cape 

¢ƻǿƴΩǎ ǎƻŎƛŀƭ ƘŜǊƛǘŀƎŜΦ {ǳǇǇƻǊǘ ŦƻǊ ǘƘŜ aƛƴǎǘǊŜƭ CŜǎǘƛǾŀƭ became a political tool for local parties, 

ŀƴŘ ŦƻǊ ǘƘŜ ŦƛǊǎǘ ǘƛƳŜΣ ǎǘŀǘŜ ŦǳƴŘǎ ǿŜǊŜ ǇǊƻǾƛŘŜŘ ŦƻǊ ǘƘŜ ƻǊƎŀƴƛǎŀǘƛƻƴ ƻŦ ǘƘŜ /ŀǊƴƛǾŀƭΦ aŀǊǘƛƴΩǎ 

(ibid: 170) research recognises that the Cape Town Coloured communities bred a completely 

unique ŎǊŜƻƭƛǎŜŘ άƳŜǎǘƛȊƻέ ŎǳƭǘǳǊŜΣ which the Minstrel Festival is an expression. While it is 

largely organised and peopled by the Cape Town Coloured communities, a cross-section of this 

ŜǾŜƴǘ ǊŜǾŜŀƭǎ ǘƘŜ ƘŜǘŜǊƻƎŜƴŜƛǘȅ ƻŦ ǇŜƻǇƭŜ ŘŜŦƛƴŜŘ ōȅ ŀǇŀǊǘƘŜƛŘ ŀǎ Ψ/ƻƭƻǳǊŜŘΩΦ CŀǊ ŦǊƻƳ it all 

being celebration though, carnival revelry has elicited much criticism by Whites, middle-class 

and by Muslim Coloureds for its noise, dancing, bawdy lyrics and drug/alcohol usage.37 These 

criticisms, though, often mask the concern over the elision of boundaries that occur during the 

Carnival: namely class distinctions, cultural/religious behaviour, stereotypes of Coloureds, 

ǇŜǊŎŜǇǘƛƻƴǎ ƻŦ Ψ/ƻƭƻǳǊŜŘΩ ǊŜǎǇŜŎǘŀōƛƭƛǘȅΣ the flamboyant displays by moffies (self-identifying gay 

men who sometimes accompany the drum majors),38 as well as the non-exclusion of gangsters. 

!ǎ ǿƛǘƘ ŎŀǊƴƛǾŀƭǎ ǘƘǊƻǳƎƘƻǳǘ ǘƘŜ ǿƻǊƭŘΣ ΨƴƻǊƳŀǘƛǾŜΩ ōŜƘŀǾƛƻǳǊ ƛǎ ǊŜŘŜŦƛƴŜŘ ŦƻǊ ǘƘŜ ŘǳǊŀǘƛƻƴ ƻŦ 

the Carnival, and despite these oppositions and economic challenges, the Carnival survives 

because it exemplifies a bottom-ǳǇΣ ΨƎǊŀǎǎ-ǊƻƻǘǎΩ ƛƴƛǘƛŀǘƛǾŜΦ aŀƴȅ aƛƴǎǘǊŜƭ ƭŜŀŘŜǊǎ ǎŜŜ ǘƘŜ 

Carnival as an expression of their unique community history and identity, one in which freedom 

of expression is a positive character.  

                                                           
37 Factionalism and criminal activities dog the Carnival, with continued struggles with the Cape Town municipality 
over parade routes and funding. 
38 5ǊŜǎǎŜŘ ƛƴ ŜȄǘǊŀǾŀƎŀƴǘ ǿƻƳŜƴΩǎ ŎƭƻǘƘŜǎΣ ƳƻŦŦƛŜǎ ǊŜǇǊŜǎŜƴǘ ŘŜŦƛŀƴŎŜΣ ŀǳǘƻƴƻƳȅ ŀƴŘ ǘƘŜ ŦǊŜŜŘƻƳ ǘƻ ŎƘƻƻǎŜ ƻƴŜΩǎ 
own appearance. According to Martin, the image of the moffie embodies the spirit of the Carnival where 
ƳŀǊƎƛƴŀƭƛǎŜŘ ǇŜǊǎƻƴǎ ŎƻƳŜ ǘƻƎŜǘƘŜǊ ƛƴ ƻǊƎŀƴƛǎŜŘ ΨŎƘŀƻǎΩ ǘƻ ƘŀǾŜ ŦǳƴΣ ŀƴŘ ǘŜƳǇƻǊŀǊƛƭȅ ǘŀƪŜ ƻǾŜǊ ǘƘŜ ǎǘǊŜŜǘǎ ƻŦ /ŀǇŜ 
Town, engaging in cross-community bonding, a display of pride in their identity and group affiliations, channelling 
ŎƻƳǇŜǘƛǘƛƻƴ ƛƴǘƻ ǎƻƳŜǘƘƛƴƎ άǘƘŜȅ ƭƻƻƪ ŦƻǊǿŀǊŘ ǘƻ Χ ŦƻǊ ŜƭŜǾŜƴ ƳƻƴǘƘǎ ƻŦ ǘƘŜ ȅŜŀǊέ όaŀǊǘƛƴΣ мфффΣ ǇΦоуύΦ 
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Ψ/ƻƻƴƛƴƎΩΣ ƳƻǊŜƻǾŜǊΣ ƛǎ ǎŜŜƴ ŀǎ ƘŜŀƭǘƘȅ ŎƻƳǇŜǘition; a chance to shine and regroup and be 

renewed as an individual and a collective over the New Year. Mikhael Bakhtin in Rabelais and 

His World regards carnival play not just as art or spectacle, but as life itself. Carnivals, for him 

(1968/1984, p.81-82), are invested in universal laughter which temporarily upsets hierarchical 

ƻǊŘŜǊΣ άŎŀǎǘƛƴƎ ǘƘŜ ƘƛƎƘ ŀƴŘ ǘƘŜ ƻƭŘΣ ǘƘŜ ŦƛƴƛǎƘŜŘ ŀƴŘ ǘƘŜ ŎƻƳǇƭŜǘŜŘ ƛƴǘƻ ǘƘŜ ƳŀǘŜǊƛŀƭ ōƻŘƛƭȅ 

ƭƻǿŜǊ ǎǘǊŀǘǳƳ ŦƻǊ ŘŜŀǘƘ ŀƴŘ ǊŜōƛǊǘƘέΣ39 laughter buries in order to rebirth, to regenerate and 

transform, and is inclusive of all participants (ibid: 20).40 Martin (1999, p.39) finds a similar idea 

ƻŦ ǘǊŀƴǎŦƻǊƳŀǘƛƻƴ ƛƴ ǘƘŜ /ƻƻƴ ƛŘŜŀ ƻŦ ΨŘŜǳǊƳŜƪŀŀǊΩΣ ǿƘƛŎƘ ƴƻǊƳŀƭƭȅ ŘŜƴƻǘŜǎ ΨŎƻƴŦǳǎƛƻƴΩΣ ōǳǘ 

during Carnival signifies fun and craziness which allƻǿǎ άΧ ǊŜǾŜƭƭŜǊǎ ǘƻ ōŜƭƛŜǾŜ ǘƘŀǘ ǘƘŜȅ ŀǊŜ ƴƻ 

ƭƻƴƎŜǊ ǿƘƻ ǘƘŜȅ ŀǊŜΣ ǘƘŀǘ ǘƘŜȅ ƘŀǾŜ ǘƘŜ ǇƻǿŜǊ ǘƻ ƻǿƴ ǘƘŜ ǿƻǊƭŘέΦ aŀrtin (ibid: 40) believes 

there is a sense of freedom and pleasure that is gained in playing the Coon ς and those watching 

and supporting the Coons ς is like a state of trance that transcends temporalities and connects 

people. The Minstrel Festival continues to grow and cause controversy as it exposes social 

boundaries that affect daily life in Cape Town.  

This journey into US and Cape minstrelsy has tried to read possible positive affirmative stagings 

of blackface at different historical momentums (noting also the racial stereotyping and 

essentialising that they could not escape), but also to demonstrate that the ΨǳƴŘŜǊ-ŎƭŀǎǎΩ politics 

and self-affirmative transcendental ǎǇƛǊƛǘ ƻŦ Ψ/ƻƻƴƛǎƳΩ that mark these historical moments, are 

not as apparent to me as a reader-of-colour of YŀƴƴŜƳŜȅŜǊΩǎ ōƭŀŎƪŦŀŎŜ ƛƳŀƎŜǊȅ. Although 

Fisher (2002: 68) notes that while the trickster figure is marked by an appearance of a ΨƭŀŎƪ ƻŦ 

ƳƻǊŀƭƛǘȅΩΣ ƛǘ is still conditioned by an ethical dimension which she says is άǘƘŜ ƎƛŦǘ ƻŦ 

interpretation and the acquisition of respect for the otherness of the other in its social 

dimensionέΦ While early US minstrelsy evidenced this in the underclasses rallying around this 

anti-authoritative sign and the Minstrel Carnival demonstrates this in its inclusivity of different 

religions, ethnicities, sexualities and factions ς ƛƴ ƛǘǎ ǊŜǎǇŜŎǘ ŀƴŘ ŎŜƭŜōǊŀǘƛƻƴ ƻŦ ΨƻǘƘŜǊƴŜǎǎΩ ς 

YŀƴƴŜƳŜȅŜǊΩǎ ŎƻƻƴǎΣ ŀǎ the next section will argue, lacks morals, intelligence, agency or respect. 

²ƛǘƘƻǳǘ CƛǎƘŜǊΩǎ ΨŜǘƘƛŎŀƭ ŘƛƳŜƴǎƛƻƴΩ ƻŦ ǊŜǎǇŜŎǘ for otherness then, what is the significance of 

this contemporary re-activation of blackface imagery? The next section of this chapter attempts 

                                                           
39 Bakhtin (1968/1984, p.21) clarifies his use of ΨŘŜƎǊŀŘƛƴƎΩΥ ά5ŜƎǊŀŘŀǘƛƻƴ ƘŜǊŜ ƳŜŀƴǎ ŎƻƳƛƴƎ Řƻǿƴ ǘƻ ŜŀǊǘƘΣ ǘƘŜ 
ŎƻƴǘŀŎǘ ǿƛǘƘ ŜŀǊǘƘ ŀǎ ŀƴ ŜƭŜƳŜƴǘ ǘƘŀǘ ǎǿŀƭƭƻǿǎ ǳǇ ŀƴŘ ƎƛǾŜǎ ōƛǊǘƘ ŀǘ ǘƘŜ ǎŀƳŜ ǘƛƳŜΦέ  
40 Bakhtin (1968/1984, p.94ς95) does acknowledge laughter as being limited and utopian in its external potential 
and a luxury afforded by the carnival atmosphere.  
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to answer this question through a critical analysis of YŀƴƴŜƳŜȅŜǊΩǎ ōƭŀŎƪŦŀŎŜ ǎƛƎƴ, drawing on 

[ƘŀƳƻƴΩǎ ǊŜǎŜŀǊŎƘ ƻƴ ŜŀǊƭȅ ƳƛƴǎǘǊŜƭǎȅ ǘƻ ŜȄŀƳƛƴŜ and understand this next cyclic phase of 

blackface. 

 

The Reactivation of Blackface in South African Visual Arts 

¢Ƙǳǎ ƧƻƪŜǎ Ŏŀƴ ŀƭǎƻ ƘŀǾŜ ŀ ǎǳōƧŜŎǘƛǾŜ ŘŜǘŜǊƳƛƴŀƴǘ ƻŦ ǘƘƛǎ ƪƛƴŘΦ Χ Lǘ ŘŜŎƭŀǊŜǎ ǘƘŀǘ ƻƴƭȅ ǿƘŀǘ L 

allow to be a joke is a joke (Freud, 1905/1991, p.150). 

Since the advent of democracy in South Africa, images of blackness and disembodied black 

bodies are such a dominant visual trope that sociologist-curator Okwui Enwezor called attention 

ǘƻ ǘƘƛǎ ƛƴ ŀ ǇǊƻǾƻŎŀǘƛǾŜ ŀǊǘƛŎƭŜ ƛƴ мффт ŜƴǘƛǘƭŜŘ ΨwŜŦǊŀƳƛƴƎ ǘƘŜ .ƭŀŎƪ {ǳōƧŜŎǘΥ LŘŜƻƭƻƎȅ ŀƴŘ 

Cŀƴǘŀǎȅ ƛƴ /ƻƴǘŜƳǇƻǊŀǊȅ {ƻǳǘƘ !ŦǊƛŎŀƴ wŜǇǊŜǎŜƴǘŀǘƛƻƴέΦ 9ƴǿŜȊƻǊ όмффуΣ ǇΦн4) questioned what 

ƘŜ ŦŜƭǘ ǿŀǎ ŀƴ άŀƭŀǊƳƛƴƎ ŀƴŘ ǎƻƭƛŎƛǘƻǳǎ ǳǎŀƎŜ ƻŦ ǘƘŜ ōƭŀŎƪ ƛƳŀƎŜ ŀƴŘ ōƻŘȅ ǇŀǊǘǎ ƛƴ ǘƘŜ ǿƻǊƪ ƻŦ 

Ƴŀƴȅ ǿƘƛǘŜ ŀǊǘƛǎǘǎ ŀǎ ŀ ǿŀȅ ƻŦ ŘŜŀƭƛƴƎ ǿƛǘƘ ǘƘŜ ǇŀǎǘέΣ ŀƴŘ ŦƻǳƴŘ ǘƘŀǘ Ƙƛǎ ŎǊƛǘƛŎƛǎƳǎ ǿŜǊŜ ƴƻǘ ǿŜƭƭ 

received in an artistic and wider climate of White defensiveness and liberal moralism. Similarly, 

DǳƭŜΩǎ нлмл ŎǊƛǘƛǉǳŜ ƻŦ !ƴǘƻƴ YŀƴƴŜƳŜȅŜǊΩǎ Pappa in Afrika met with responses that since 

White artists like Kannemeyer had fought against apartheid and their intent was above 

reproach, and claiming that their role as social aggressors was much needed in lagging racial 

discourse. Not much analysis Ƙŀǎ ōŜŜƴ ŘƻƴŜ ƻƴ ǘƘŜ ǘŜŎƘƴƛǉǳŜ ŀƴŘ ŎƻƴǘŜƴǘ ƻŦ YŀƴƴŜƳŜȅŜǊΩǎ 

parodic joke-work, and the rest of this chapter unpacks their mechanisms in terms of the 

blackface sign.  

 

Pappa in Afrika 

YŀƴƴŜƳŜȅŜǊΩǎ Pappa in Afrika ŎƻƴǘƛƴǳŜǎ ǘƘŜ ƪƛƴŘ ƻŦ ΨƻǳǘǊŀƎŜ ŀǊǘΩ ǘƘŀǘ ŘŜŦƛƴŜŘ Ƙƛǎ ŀƴŘ /ƻƴǊŀŘ 

.ƻǘŜǎΩ ŎƻƭƭŀōƻǊŀǘƛƻƴǎ ƻƴ ǘƘŜ !ŦǊƛƪŀŀƴǎ ŎƻƳƛŎ ōƻƻƪ ǎŜǊƛŜǎ Bitterkomix. This work was meant to 

shock and offend Afrikaners through its representations of White paranoia and angst in neo-

colonial settings, as well as stereotypes of the Other and social taboos. Pappa in Afrika (Fig.1) is 

a solo catalogue, produced by two galleries,41 ŀƴŘ ǎƘƻǿŎŀǎŜǎ ǊŜǇǊƻŘǳŎǘƛƻƴǎ ƻŦ YŀƴƴŜƳŜȅŜǊΩǎ 

                                                           
41 The publishers are Michael Stevenson Gallery in Cape Town, Jack Shainman Gallery in New York, and Jacana 
publishing house. 
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drawings, paintings and prints produced between 2006 and 2010, which feature his cartoonish 

blackface coons maiming and killing each other, raping and torturing White men and women, 

interacting with an aging Tintin figure (which represents Kannemeyer himself), along with 

realistic renditions and commentaries of Black/African politicians. The anonymity and rampant 

killing and torture of the BƭŀŎƪ Ŏƻƻƴǎ ƛǎΣ ƴƻ ŘƻǳōǘΣ ǇŀǊǘ ƻŦ YŀƴƴŜƳŜȅŜǊΩǎ ǎǘǊŀǘŜƎȅ ǘƻ ǎƘƻǿ ƛǘ ŀǎ ŀ 

colonial pleasure and justification for violence in which he actively tries to implicate the reader. 

¢ƘŜ ǊŜǎǳƭǘŀƴǘ ΨƘǳƳƻǳǊΩ ƛǎ ǳƴǎŜǘǘƭƛƴƎ ŀƴŘ ǘƘǳǎ ōŜǘǊŀȅǎ ǘƘŜ ƛƴƴƻŎŜƴŎŜ ƻŦ ǘƘŜ ŎŀǊǘƻƻƴ ŦƻǊƳŀǘ ŀǎ ƘŜ 

forcefully reinserts violence back into the African landscape, referencing not only European 

colonial rule but also Black-on-Black violence.  

YŀƴƴŜƳŜȅŜǊΩǎ ōƭŀŎƪŦŀŎŜ ŎƻƻƴǎκΨƎƻƭƭƛǿƻƎǎΩ42 are often handless and undistinguishable, and 

crawl/sit around the generic African landscapes. Although using blackface frequently, he does 

not relate it to its American origins or usage, nor to the Cape Town Minstrel Festival. Without 

this kind of contextualisation, blackface is a depoliticised short-hand symbol for Black/African 

helplessness, laziness, violence and stupidity. Coons are victims one cannot empathise with not 

only because they are pathetic in their apathy to their situations, but also because in the next 

scene they are able to rape and murder without conscience. They appear merciless, lacking 

morals even though they are often the victims of the colonial Tintin/Kannemeyer figure. For 

instance, in the work Pappa and the Black Hands (2009) (Figs.2a/b), Tintin/Kannemeyer 

repeatedly shoots what he thinks is the same coon only to discover, thereafter, that he has shot 

dead a number of indistinguishable coons, the hands of whom he cuts off, referring no doubt to 

Belgian colonial rule (in what is now the DRC) where the hands of the Congolese were cut off as 

trophies.43 5ǳŜ ǘƻ YŀƴƴŜƳŜȅŜǊΩǎ ŎƻƴǘƛƴǳŜŘ ƘŜǊƻ ǿƻǊǎƘƛǇ ƻŦ ¢ƛƴǘƛƴΣ ƛǘ ƛǎ ǳƴŎƭŜŀǊ ǿƘŜƴ ¢ƛƴǘƛƴ ƛǎ ŀ 

criticised colonial figure, and when he is siƳǇƭȅ ŀ ǾŜƘƛŎƭŜ ƻŦ Ŧŀƴǘŀǎȅ ŜƴŀŎǘƛƴƎ YŀƴƴŜƳŜȅŜǊΩǎ 

revenge and a revised colonial order on Black coons. He is the central axis in the book around 

which blackface revolves, and appears, even in this disturbing, violent episode, to be less 

terrifying than real African politicians like Idi Amin.  

                                                           
42 Danie Marais (2010b), who contributes the text for Pappa in Afrika, writes to the newspaper defending 
YŀƴƴŜƳŜȅŜǊΣ άBut Kannemeyer is certainly not trying to tell us that rapists are always black or that they look like 
ƎƻƭƭƛǿƻƎǎ όƻǊ ΨŎƻƻƴǎέΣ ŀǎ DǳƭŜ Ŏŀƭƭǎ ǘƘŜƳύΦέ aŀǊŀƛǎΩǎ ǇƘǊŀǎƛƴƎ ǎŜŜƳǎ ǘƻ ǎǳƎƎŜǎǘ ǘƘŀǘ ƘŜ ƛǎ ƴƻǘ ŦŀƳƛƭƛŀǊ ǿƛǘƘ !merican 
blackface minstrel tradition and the golliwog doll as a manifestation of it. 
43 Pappa in Afrika ƛǎ ƘŜŀǾƛƭȅ ƛƴŦƭǳŜƴŎŜŘ ōȅ IŜǊƎŞΩǎ Tintin in the Congo όмфомύΣ ǿƘƛŎƘ ǿŀǎ ŘƛŎǘŀǘŜŘ ōȅ ǘƘŜ ǇǳōƭƛǎƘŜǊΩǎ 
beliefs that Belgian colonial sentiment should be promoted throught the book. Hergé never visited the Congo and 
ǊŜƭƛŜŘ ƻƴ ƳƛǎǎƛƻƴŀǊȅ ǿǊƛǘƛƴƎǎ ƻŦ ƛǘΦ Iƛǎ ƛƳŀƎŜǎ ƻŦ ǘƘŜ /ƻƴƎƻƭŜǎŜ ƘŀǾŜ ōŜŜƴ ŎǊƛǘƛŎƛǎŜŘ ŀǎ άǎŜƳƛ-naked imbeciles, lazy, 
and almost unable to think for themselves, patronised by their pith helmet and safari suit-clad Belgian rulers who 
ƘŜƭǇ ƛƴǘǊƻŘǳŎŜ ǘƘŜƳ ǘƻ ΨŎƛǾƛƭƛǎŀǘƛƻƴΩϦ όwƛǘƳŀƴΣ нлммύΦ 
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This can further be seen in images of Black/African politicians and complicated by the book 

format, where the left-to-right layout of images allows further associations to be made in the 

act of cross-page reading. Signifiers and interpretations from the left page ς which often relate 

to real people/incidents ς can be read across the comic visualisations on the right. Two 

instances exemplify this: Sharp Teeth (2009) and Zuma and Friends (2009) (Figs.3-4); and Idi 

Amin Dada: Hitler in Africa (2009) and Birth (2009) (Figs.5-6), placed left and right respectively. 

In the first example, Sharp Teeth, a realistically redrawn anthropological article depicts four 

.ƭŀŎƪ !ŦǊƛŎŀƴǎ ŦǊƻƳ ŀƴ ǳƴƛŘŜƴǘƛŦƛŜŘ /ŜƴǘǊŀƭ !ŦǊƛŎŀƴ ΨǘǊƛōŜΩΣ ǘƘǊŜŜ ƻŦ whom are smiling as they 

peer into an open car, exposing their sharpened teeth. The text below (as probably appears in 

ǘƘŜ ƻǊƛƎƛƴŀƭ ǎƻǳǊŎŜ ƳŀǘŜǊƛŀƭύ ǊŜŀŘǎΥ ά¢ƘŜ ƴŀǘƛǾŜǎ ƻŦ /ŜƴǘǊŀƭ !ŦǊƛŎŀ ŀōƻǾŜ ōŜƭƛŜǾŜ ǘƘŀǘ ŦƛƭŜŘ ǘŜŜǘƘ 

lend character to their smiles, which ǘƘŜȅ ŀǊŜ ŘƛǎǇƭŀȅƛƴƎ ǿƘŜƴ ŜȄŀƳƛƴƛƴƎ ŀ ǿƘƛǘŜ ƳŀƴΩǎ ƳƻǘƻǊ-

car that seeƳǎ ǘƻ ŀŦŦƻǊŘ ǘƘŜƳ ƎǊŜŀǘ ŀƳǳǎŜƳŜƴǘέΦ hƴ ǘƘŜ ƻǇǇƻǎƛǘŜ ǇŀƎŜΣ Zuma and Friends 

demonstrates a similar drawing style and colouration, depicting a centrally dominant smiling 

portrait of South African President Jacob Zuma, while below him are the disembodied heads of 

ǾŀǊƛƻǳǎ ǇƻƭƛǘƛŎŀƭ ΨŎƻƳǊŀŘŜǎΩ including Julius Malema, Blade Nzimande and Mosiuoa Lekota 

όŘŜǎǇƛǘŜ YŀƴƴŜƳŜȅŜǊΩǎ ǘƛǘƭŜΣ ŀǘ ǘƘƛǎ ǎǘŀƎŜ ǘƘƛǎ ƎǊƻǳǇ ƻŦ ǇŜƻǇƭŜ ŀǊŜ ŎŜǊǘŀƛƴƭȅ ƴƻǘ ŦǊƛŜƴŘǎ due to 

party splintering).44 Sharp Teeth draws on an ethnic African beauty aesthetic which inspired 

imaginations of African cannibalism.45 This image manages to simultaneously portray the natives 

as feared cannibals, but also as a pre-modern, child-like group, gleefully inspecting the white 

ƳŀƴΩǎ ŎŀǊΣ ŀƴŘ ŎƭŜŀǊƭȅ ǊŜŦŜǊŜƴŎŜǎ ǘƘŜ ŀƳōƛƎǳƛǘȅ ǘƘŀǘ Ŏŀƴ ōŜ ŦƻǳƴŘ ƛƴ Ŏƻƭƻƴƛŀƭ ŀƴǘƘǊƻǇƻƭƻƎƛŎŀƭ 

stereotypes of Africa.  

Bhabha illuminates such contradictions in terms of the psychoanalytic notion of fetishism. 

Fetishism-as-identification, he όмффпΣ ǇΦммрύ ŜȄǇƭŀƛƴǎΣ ƛǎ ŀ άƴƻƴ-ǊŜǇǊŜǎǎƛǾŜ ŦƻǊƳ ƻŦ ƪƴƻǿƭŜŘƎŜέΣ 

which allows for a person to hold simultaneously contradictory beliefs ς άƻƴŜ ƻŦŦƛŎƛŀƭ ŀƴŘ ƻƴŜ 

secret, one archaic and one progressive, one that allows the myth of origins, the other that 

ŀǊǘƛŎǳƭŀǘŜǎ ŘƛŦŦŜǊŜƴŎŜ ŀƴŘ ŘƛǾƛǎƛƻƴέΦ !ǘ ƻƴŎŜΣ ƛƴ ōƻǘƘ ǘƘŜ ƻǊƛƎƛƴŀƭ ŘŜǇƛŎǘƛƻƴ ŀƴŘ ƛƴ YŀƴƴŜƳŜȅŜǊΩǎ 

                                                           
44 The works depicts ex-African National Congress Youth League (ANCYL) President Julius Malema, South African 
Communist Party General Secretary Blade Nzimande (also SƻǳǘƘ !ŦǊƛŎŀΩǎ Minister for Higher Education and Training 
since 2009) and, set slightly apart from them, the image of Congress of the People (COPE) party leader Mosiuoa 
ά¢ŜǊǊƻǊέ [Ŝƪƻǘŀ όŀ ƴƛŎƪƴŀƳŜ ƘŜ ŜŀǊƴŜŘ ŀǎ ŀ ǎƻŎŎŜǊ ǇƭŀȅŜǊύΦ COPE was established in 2008 by several members who 
split from the ANC, notably Mosiuoa Lekota, Mbhazima Shilowa and Mluleki George, and the party has contested 
the general and provincial elections since 2009. At the time of this drawing, COPE has split from the ANC and there is 
a lot of political slander between these parties. 
45 Teeth filing/sharpening has occurred in many cultures ς see DeMello (2007). 
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re-inscription of it, the black African native is rendered both fearsome (in that he can consume 

the physical body of the white man), but simultaneously available to white conquest. The 

proximity of Zuma and his bodiless friends on the opposite page, the similarity in graphic ink 

ŘǊŀǿƛƴƎ ǎǘȅƭŜΣ ǘƘŜ ǿƘƛǘŜƴŜŘ ǎƳƛƭŜǎ όǇŀǊǘƛŎǳƭŀǊƭȅ ǘƘŜ ƛƴǾŜǊǘŜŘ ǘŜŜǘƘ ǎƘŀǇŜ ƻŦ ά.ƭŀŘŜέ bȊƛƳŀƴŘŜ 

ŀƴŘ ά¢ŜǊǊƻǊέ [Ŝƪƻǘŀύ ŀƴŘ ŜȅŜballs of the Black South African politicians, create visual 

congruency with the representation of the natives, allowing for a comparison with the pre-

modern, child-ƭƛƪŜ ΨŎŀƴƴƛōŀƭǎΩΦ ¢ƘŜ ŎŀƴƴƛōŀƭƛǎƳ ƻŦ ǘƘŜ ǇƻƭƛǘƛŎƛŀƴǎ ƛǎ ŎƭŜŀǊƭȅ ŀ ƳŜǘŀǇƘƻǊƛŎ ƻƴŜΣ ōǳǘ 

are they cannibalising South Africa as a whole (White South Africans included), or their own 

Black masses through governmental greed and mismanagement? Like their native counterparts, 

perhaps they have become amused and carried away by the wealth and toys of White 

colonialism and are then re-enacting this old scene in a new capitalist context? More 

problematically though, is the reading that South AfricaΩǎ .ƭŀŎƪ ƭŜŀŘŜǊǎƘƛǇΣ ƭƛƪŜ ǘƘŜ ŎƘƛƭŘƛǎƘ 

ƴŀǘƛǾŜǎΣ ǎƘƻǳƭŘ ōŜ ΨόǊŜύŎƻƭƻƴƛǎŜŘΩ ƛƴ ǘƘŜƛǊ ōŜǎǘ ƛƴǘŜǊŜǎǘǎΣ as they seem not to have the capacity 

for modern governance.  

The second example, Idi Amin Dada: Hitler in Africa and Birth features a realistic drawing of a 

1977 book of the same title which portrays a young Idi Amin in army attire seated on a chair. 

The book header ǊŜŀŘǎ ǘƘŀǘ ƛǘ ƛǎ ŀǳǘƘƻǊŜŘ ά.ȅ ǘƘŜ [ŀǎǘ ¦{ !ƳōŀǎǎŀŘƻǊ ǘƻ ¦ƎŀƴŘŀΣ ¢ƘƻƳŀǎ 

aŜƭŀŘȅ ŀƴŘ aŀǊƎŀǊŜǘ aŜƭŀŘȅέΦ46 On the opposite page, in graphic cartoon style, is a picture of a 

White nurse in green scrubs and theatre mask holding up a coal-black coon baby with her left 

ƘŀƴŘ ŀƴŘ ǎƭŀǇǇƛƴƎ ǘƘŜ ōŀōȅΩǎ ōŀŎƪ ǿƛǘƘ ǘƘŜ ƻǘƘŜǊΦ !ǘ ǘƘŜ ōƻǘǘƻƳ ƻŦ ǘƘƛǎ ŘǊŀǿƛƴƎΣ ǿƘƛǘŜ ǎŎǊƛǇǘ 

ƻǾŜǊ ŀ ōƭŀŎƪ ōŀƴƴŜǊ ǊŜŀŘǎΥ άBirth, nΦ ¢ƘŜ ŦƛǊǎǘ ŀƴŘ ŘƛǊŜǎǘ ƻŦ ŀƭƭ ŘƛǎŀǎǘŜǊǎΦέ ¢ƘƻƳŀǎ tŀǘǊƛŎƪ aŜƭŀŘȅΣ 

ŀƳōŀǎǎŀŘƻǊ ǘƻ ¦ƎŀƴŘŀ ŘǳǊƛƴƎ 5ŀŘŀΩǎ ǊŜƛƎƴΣ ǿŀǎ ŜȄǇŜƭƭŜŘ ŦǊom Uganda in 1973, publishing the 

ōƻƻƪ ŦƻǳǊ ȅŜŀǊǎ ƭŀǘŜǊΣ ŀƴŘ ƛǘ ƛǎ ƴƻǘ ŎƭŜŀǊ ǿƘŜǘƘŜǊ YŀƴƴŜƳŜȅŜǊ ƛǎ ŎǊƛǘƛŎŀƭ ƻŦ aŜƭŀŘȅΩǎ ǘŜȄǘ ƻǊ 

considers him an international political authority on the subject. An online review of this book 

criticises it as reductionist in its portrayal of Idi Amin Dada to African stereotypes, and several 

renditions by Kannemeyer of Idi Amin seem to suggest that Dada is a signifier for extreme 

African dictatorships, greed and stupidity (one of the more terrifying aspects of Dada was that 

he was believed to indulge in cannibalistic practices).47  

wŜŀŘƛƴƎ ŀŎǊƻǎǎ YŀƴƴŜƳŜȅŜǊΩǎ Idi Amin Dada to the image of the Black coon baby and the text of 

                                                           
46 Melady served as US Ambassador to Burundi (1969), Senior Advisor to the US delegation to the UN General 
Assembly (1970), and Ambassador to Uganda (1972).  
47 See Google Book Review (n.d.)  
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ōƛǊǘƘ ōŜƛƴƎ ǘƘŜ άŦƛǊǎǘ ŀƴŘ ŘƛǊŜǎǘ ƻŦ ŀƭƭ ŘƛǎŀǎǘŜǊǎέΣ YŀƴƴŜƳŜȅŜǊ ŎƻǳƭŘ ōŜ ǎŀȅƛƴƎ ǘƘŀǘ 

Blacks/Africans from birth are heralded into disasters, or, more problematically, that 

Blacks/Africans are heralds of disaster for others by the mere fact of their birth. The Black 

African man is both the harbinger of disaster and its victim ς again, a familiar African colonial 

trope. In these works, as with the work Yo Dumbfucks! (2009) (Fig.7), in which a giant White 

hand points down to a landscape littered with handless, helpless coons and a heavenly speech 

ōǳōōƭŜ ǿƘƛŎƘ ǊŜŀŘǎΣ ά¸ƻ 5ǳƳōŦǳŎƪǎΗ ²ƘƛŎƘ ƻƴŜ ƻŦ ȅƻǳ ƳƛǎŜǊŀōƭŜ Ŏǳƴǘǎ will suck my holy cock 

ǘƻŘŀȅΚέ ǘƘŜ ǇŀǊƻŘƛŎ ƧƻƪŜ ǿƘƛŎƘ ƳŀƪŜǎ YŀƴƴŜƳŜȅŜǊΩǎ ƻŦŦŜƴǎŜ ǎǳǇǇƻǎŜŘƭȅ ǇŀƭŀǘŀōƭŜ ƛǎ ƴƻǘ 

apparent. It is clearly not being made at the expense of White characters, but instead at the 

Black characters. Unlike his other parodies with violent actions against Black bodies, these works 

appear to be much less aggressive, but there is a hostility and denigration underlying them that 

is wrapped up in the mask of a nuanced joke, the mechanisms of which warrant analysis. 

In Jokes and their Relation to the Unconscious, Freud (1905/1991, p.210) notes that allusions in 

ƧƻƪŜǎ ǿƻǊƪ ǿƛǘƘ ŀ ōǊŜǾƛǘȅ ƻŦ ƛƴŦƻǊƳŀǘƛƻƴΣ ŀƴŘ ǘƘŀǘ άƛƴ ƻǳǊ ŎƻƳǇƭŜȄ ǇǎȅŎƘƛŎŀƭ ōǳǎƛƴŜǎǎ ǘƻƻΣ 

ŜŎƻƴƻƳȅ ƛƴ ŘŜǘŀƛƭ ǊŜƳŀƛƴǎ ŀ ǎƻǳǊŎŜ ƻŦ ǇƭŜŀǎǳǊŜέΦ48 !ƴ ΨŜŎƻƴƻƳȅ ƻŦ ŜȄǇŜƴŘƛǘǳǊŜΩ ǘƘǳǎ ŜƴƧƻȅǎ ǘƘŜ 

ǳǎŜ ƻŦ ǎǘŜǊŜƻǘȅǇŜǎ ōŜŎŀǳǎŜ ǘƘŜ άŀƭƭǳǎƛƻƴǎ ƳŀŘŜ ƛƴ ŀ ƧƻƪŜ Ƴǳǎǘ ōŜ ƻōǾƛƻǳǎ ŀƴŘ ǘƘŜ ƻƳƛǎǎƛƻƴǎ 

Ŝŀǎȅ ǘƻ ŦƛƭƭέΣ ǘƘŜǊŜōȅ ŎǊŜŀǘƛƴƎ ǇƭŜŀǎǳǊŜ ƛƴ ǘƘŜ Ŝŀǎƛƭȅ ǳƴŘŜǊǎǘŀƴŘŀōƭŜ ǎȅƳōƻƭƛǎƳ όƛōƛŘΥ нлн-203). 

For Freud, allusions in jokes are similar to dreams in that they arŜ ΨƛƴŘƛǊŜŎǘ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴǎΩ ƛƴ 

ǿƘƛŎƘ ŀƴ ƻōƧŜŎǘƛƻƴŀōƭŜ ŜƭŜƳŜƴǘ ƛǎ ŘƛǎǇƭŀŎŜŘ ōȅ ƻƴŜ άǘƘŀǘ ŀǇǇŜŀǊǎ ƛƴƴƻŎŜƴǘ ǘƻ ǘƘŜ ŎŜƴǎƻǊǎƘƛǇΧ 

or smŀƭƭέ όƛōƛŘΥ ннфύΦ ¢Ƙƛǎ ƛƴƴƻŎŜƴǘΣ ƻōƧŜŎǘƛƻƴŀōƭŜ ǎȅƳōƻƭ ŘƻŜǎ ƴƻǘ ŘŜƴƻǘŜ ŀƴȅ ƻŦ YŀƴƴŜƳŜȅŜǊΩǎ 

White characters who, though traumatised by their own imaginations of Africa(ns), do not 

ŜǾƻƪŜ ƭŜǎǎ ŘƛƎƴƛǘȅΦ wŀǘƘŜǊ ƛǘ ƛǎ ōƭŀŎƪŦŀŎŜ ǿƘƛŎƘ ƛǎ ǊŜƴŘŜǊŜŘ άǎƳŀƭƭΣ ƛƴŦŜǊƛƻǊΣ ŘŜǎǇƛŎŀōƭŜ ƻǊ ŎƻƳƛŎέΣ 

thereby using laughter to overcome them (ibid: 147). Freud (ibid: 248-249) notes that people 

can be maŘŜ ŎƻƳƛŎ ōȅ άǇǳǘǘƛƴƎ ǘƘŜƳ ƛƴ ŀ ŎƻƳƛŎ ǎƛǘǳŀǘƛƻƴΣ ƳƛƳƛŎǊȅΣ ŘƛǎƎǳƛǎŜΣ ǳƴƳŀǎƪƛƴƎΣ 

ŎŀǊƛŎŀǘǳǊŜΣ ǇŀǊƻŘȅΣ ǘǊŀǾŜǎǘȅέΣ ǿƘƛŎƘ ƛƴŎƭǳŘŜǎ ƳŀƪƛƴƎ ŀ ǇŜǊǎƻƴ ŎƻƴǘŜƳǇǘƛōƭŜ ƻǊ ŘŜǇǊƛǾƛƴƎ ƘƛƳ ƻŦ 

ŘƛƎƴƛǘȅ ƻǊ ŀǳǘƘƻǊƛǘȅ όL ǿƛƭƭ ǊŜǘǳǊƴ ǘƻ CǊŜǳŘΩǎ ǘƘŜƻǊȅ ƻŦ ƧƻƪŜ-work a little later). Whether 

Kannemeyer intends it or not, his ahistorical use of coon stereotypes, further continues to 

ŘŜƎǊŀŘŜ ŀƴŘ ŘŜǾŀƭǳŜ ΨōƭŀŎƪƴŜǎǎΩΣ ǿƘƛƭŜ ƘŜΣ ƛƴ ǘƘŜ ƎǳƛǎŜ ƻŦ ¢ƛƴǘƛƴ, remains the sympathetic 

                                                           
48 CǊŜǳŘΩǎ ŀƴŀƭȅǎƛǎ is mainly concerned with verbal jokes, but his theory on joke-work as betraying unconscious 
power relations and wish fulfilments is relevant for visual material as well, although more consideration needs to be 
given to differences and similarities between visual and oral narratives. 
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explorer amid the chaos, whose violent exploits involving blackface are then laughable. 

Blackface, thus, remains a source of entertainment for Whiteness.  

 

ά¸ƻ 5ǳƳōŦǳŎƪǎΗ ²ƘƛŎƘ ƻƴŜ ƻŦ ȅƻǳ ƳƛǎŜǊŀōƭŜ Ŏǳƴǘǎ ǿƛƭƭ ǎǳŎƪ Ƴȅ Ƙƻƭȅ ŎƻŎƪ ǘƻŘŀȅΚέ 

²ǊƛǘƛƴƎǎ ƻƴ YŀƴƴŜƳŜȅŜǊΩǎ ǿƻǊƪ laud his biting ironic satire and his use of intimate 

autobiography as public confession, which supposedly enables individual and collective 

catharsis; praise his courageousness in making his critique of White Afrikaner patriarchy; 

suggest that his work is like a translation which uses critical distancing to re-engage a painful 

past and argue that the ambiguity created in his parodies demands more from the audience, 

implicating readers by making them consider their own identities in readings of the work.49 

These commentaries reveal the possibilities that Linda Hutcheon associates with parodic 

practice. In A Theory of Parody: The Teachings of Twentieth Century Art Forms, Hutcheon (1985, 

ǇΦнύ ŜȄŀƳƛƴŜǎ ǇŀǊƻŘȅ ŀǎ ƛǘ Ƙŀǎ ŘŜǾŜƭƻǇŜŘ ƛƴǘƻ ŀ ƳŀƧƻǊ ƳƻŘŜ άƻŦ ŦƻǊƳŀƭ ŀƴŘ ǘƘŜƳŀǘƛŎ 

ŎƻƴǎǘǊǳŎǘƛƻƴ ƻŦ ǘŜȄǘǎέ ƛƴ ŀǊǘ ƛƴ ǘƘŜ ǘǿŜƴǘƛŜǘƘ century (particularly in the turn to self-reflexivity). 

{ƘŜ όƛōƛŘΥ мрΣ млмύ ŘŜŦƛƴŜǎ ǇŀǊƻŘȅ ŀǎ ǎŜǊƛƻǳǎ ŎǊƛǘƛŎƛǎƳ ƛƴ ǘƘŜ ŦƻǊƳ ƻŦ άǇƭŀȅŦǳƭ ƎŜƴƛŀƭ ƳƻŎƪŜǊȅ ƻŦ 

ŎƻŘƛŦƛŀōƭŜ ŦƻǊƳǎέΣ ǿƘƛŎƘ ƛǎ ƳŀǊƪŜŘ ōȅ ǎƻƳŜ ƻŦ ǘƘŜ ŦƻƭƭƻǿƛƴƎ ŜƭŜƳŜƴǘǎΥ ǘƘŜ ŘŜǇŜƴŘŜƴŎŜ ƻŦ ƻƴŜ 

text upon ŀƴƻǘƘŜǊ όŀƴ ƛƴǘŜǊǘŜȄǘǳŀƭƛǘȅ ǿƘƛŎƘ Ŏŀƭƭǎ ƛƴǘƻ ŀŎŎƻǳƴǘ ŀ ΨƘƛǎǘƻǊƛŎŀƭ ŎƻƴǎŎƛƻǳǎƴŜǎǎΩύΣ ƛǊƻƴƛŎ 

inversion, satire and allusion, hybridity, ambivalence, and repetition marked by critical 

distancing:  

A critical distance is implied between the backgrounded text being parodied and the new 

incorporating work, a distance usually signaled by irony. But this irony can be playful as well as 

ōŜƭƛǘǘƭƛƴƎΤ ƛǘ Ŏŀƴ ōŜ ŎǊƛǘƛŎŀƭƭȅ ŎƻƴǎǘǊǳŎǘƛǾŜ ŀǎ ǿŜƭƭ ŀǎ ŘŜǎǘǊǳŎǘƛǾŜΦ ¢ƘŜ ǇƭŜŀǎǳǊŜ ƻŦ ǇŀǊƻŘȅΩǎ ƛǊƻƴȅ 

comes not from humor in particular but from the degree of engagement of the reader in the 

ƛƴǘŜǊǘŜȄǘǳŀƭ άōƻǳƴŎƛƴƎέ Χ ōŜǘǿŜŜƴ ŎƻƳǇƭƛŎƛǘȅ ŀƴŘ ŘƛǎǘŀƴŎŜ όƛōƛŘΥ онύΦ 

¢Ƙƛǎ ΨƛƴǘŜǊǘŜȄǘǳŀƭ ōƻǳƴŎƛƴƎΩ ƘŀǇǇŜƴǎ ōŜǘǿŜŜƴ ŀǇŀǊǘƘŜƛŘ ƴƻǊƳǎ ǊŜǇresenting the background 

script upon which the problems of thŜ ΨƴŜǿΩ South Africa are foregrounded and revealed. 

Kannemeyer thus relies on a certain amount of awareness of racial history and coding, as well as 

current affairs by the viewer in order to understand the humour of his parodies. These workings 

of parody further enhance the joke-work, and I ǊŜǘǳǊƴ ǘƻ CǊŜǳŘΩǎ ŀƴŀƭȅǎƛǎ ƻŦ ƧƻƪŜ-work.  

                                                           
49 See Millan (2012), Tyson (2012), Meesters (2000) and Marais (2010a) 
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Freud (1905/1991, p.39-41) defines a joke as an evocation of something that is comic, attached 

to an action of ours that it is entirely subjective which we can never relate to as an object, 

especially as it contains a playful judgement on that which is cast in comic contrast (between 

sense and nonsense, similar and dissimilar ideas), and must, furthermore, always be 

contextualised so to be understood. Jokes, as mentioned earlier, are characterised by their 

brevity, by what is actually said in a few words, and, sometimes, by what is not, and this can 

bring forth that which is hidden or concealed (ibid: 44). This mechanism functions, Freud 

posited, in the same way as dream-work, where repressed thoughts and desires find a way to 

surface. This similarity made Freud believe that jokes perform similar tasks to dream-work in 

releasing tension from that which is repressed.  

This can perhaps been seen in two motifs which are persistent in Pappa in Afrika: that of black 

penises and rape (Figs.8-15). Penises populate the African continent; they rage out of control 

and chase down the White man. The association of Blackness and Africanness goes beyond just 

stereotypical associations of black sexual potency, visualising what psychoanalyst Frantz Fanon 

(1952/2008, p.130) ŘŜǎŎǊƛōŜǎ ƻŦ ǿƘƛǘŜ ƛƳŀƎƛƴŀǘƛƻƴΣ άthe Negro is eclipsed. He is turned into a 

penis. He is ŀ ǇŜƴƛǎέΦ Lƴ Pappa in Afrika, the White man/Tintin rapes and is raped in return 

(Figs.12-14). Fanon (ibid: 120-121) reminds us that the fantasies or dreams of being raped by 

black men can be viewed as latent sexual desires or wish fulfilments: ά.ŀǎƛŎŀƭƭȅΣ ŘƻŜǎ ǘƘƛǎ fear of 

rape not itself cry out for rape? .... That is because the Negrophobic woman is in fact nothing 

but a putative sexual partner ς Ƨǳǎǘ ŀǎ ǘƘŜ bŜƎǊƻǇƘƻōƛŎ Ƴŀƴ ƛǎ ŀ ǊŜǇǊŜǎǎŜŘ ƘƻƳƻǎŜȄǳŀƭέΦ 

CŀƴƻƴΩǎ ƘȅǇƻǘƘŜǎƛǎ ƭŜŘ ƳŜ ǘƻ ōŜƭƛŜǾŜ ǘƘŀǘ YŀƴƴŜƳŜȅŜǊ ǿŀǎ ǎǳōƧŜŎǘŜŘ ǘƻ ǎŜȄǳŀƭ ŀōǳǎŜ ŀǎ ŀ ŎƘƛƭŘΣ 

which he alludes to when speaking about the development of his Tintin character in an early 

ŎƻƳƛŎ ƻŦ Ƙƛǎ ŎŀƭƭŜŘ Ψ.ǳǘȅΩΣ ǿƘƛŎƘ ŘŜǇƛŎǘǎ ŀ ȅƻǳƴƎ ¢ƛƴǘƛƴ ǿƘƻ ƛǎ ƳƻƭŜǎǘŜŘ ōȅ Ƙƛǎ !ŦǊƛƪŀƴŜǊ ŦŀǘƘŜǊΦ50 

YŀƴƴŜƳŜȅŜǊΩǎ ǇŀǊŜƴǘǎ ǎŜǇŀǊŀǘŜŘ ǿƘŜƴ ƘŜ ǿŀǎ ǘƘǊŜŜ ŀƴŘ ƘŜ ǿŀǎ ƭŜŦǘ ƛƴ Ƙƛǎ {ƻǳǘƘ !ŦǊƛŎŀƴ ŦŀǘƘŜǊΩǎ 

custody, which is apparently when the sexual abuse occurred (Guilbert, 2012). His Dutch mother 

never visited, but instead sent him comic books, which became his young obsession and later 

part of his career). In an essay for The Big Bad Bitterkomix Handbook, Andy Mason (2002/2006, 

                                                           
50 ά.ǳǘ ƛǘ ǿŀǎ ǊŜŀƭƭȅ ǿƛǘƘ ǘƘŀǘ ǎǘƻǊȅΣ ƛƴ 9ƴƎƭƛǎƘ ƛǘΩǎ ŎŀƭƭŜŘ Ψ{ƻƴƴȅΩ ŀƴŘ ƛƴ !ŦǊƛƪŀŀƴǎ Ψ.ǳǘȅΩΣ ŀƴŘ ƛǘΩǎ ŀōƻǳǘ ǘƘƛǎ ƭƛǘǘƭŜ 
ōƻȅ ǿƘƻΩǎ ōŜŜƴ ǎŜȄǳŀƭƭȅ ŀōǳǎŜŘ ōȅ ǘƘƛǎ ŦŀǘƘŜǊΦ ¢Ƙŀǘ ǎǘƻǊȅ ǿŀǎ ǘƘŜ ŦƛǊǎǘ ǘƛƳŜ ǘƘŀǘ L ǊŜŀƭƭȅ ƛƴŎƻǊǇƻǊŀǘŜŘ ¢ƛƴǘƛƴ ŀƴŘ 
used it as a way of looking back at my prepubescent years, and sort of created a dark and bleak history. The thing 
for me is that I realized, when I finished that, that because I was such a fanatical Tintin reader when I was young, 
it was just natural for me, if I wanted to get back to that frame of mind, to that space and that time, was to use 
Tintin as ŀ ƪƛƴŘ ƻŦ ƳŜŘƛǳƳ ǘƻ Řƻ ƛǘέ ώ{ƛŎϐ όYŀƴƴŜƳŜȅŜǊ ǉǳƻǘŜŘ ƛƴ DǳƛƭōŜǊǘΣ нлмнύΦ 
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p.7) indicates that the comics are a sustained effort by Kannemeyer to wreak revenge on the 

άŀǳǘƘƻǊƛǘȅ ŦƛƎǳǊŜǎ ƻŦ Ƙƛǎ ōƻȅƘƻƻŘ ς Ƙƛǎ ŦŀǘƘŜǊ ǿƘƻ ŀōǳǎŜŘ ƘƛƳΣ Ψ.ŀǊǊƛŜǎΩ ǿƘƻ ŎŀƴŜŘ ƘƛƳΣ ŀƴŘ ŀƭƭ 

the headmasters, dominees, policeman and rugger buggers who in one way or another 

ŀǘǘŜƳǇǘŜŘ ǘƻ ƛƴŘƻŎǘǊƛƴŀǘŜΣ ǇǳƴƛǎƘ ŀƴŘ ōŜƭƛǘǘƭŜ ƘƛƳέΦ L ǿƻǳƭŘ ǾŜƴǘǳǊŜ ǘƘŀǘ ǘƘŜ ǾƛƻƭŜƴŎŜΣ ƳŀƛƳƛƴƎ 

and rape of, and by, blackface coons may not represent White colonial guilt or fears in relation 

to imaginary blackness, but rather KannemeyeǊΩǎ ƻǿƴ Ǝǳƛƭǘ ƻǊ ǎƘŀƳŜ ƻŦ ƘƻƳƻ-eroticism 

sustained during his sexual abuse, as well as abuse at the hands of other White patriarchy, 

which he then projects and externalises onto the Black body. Kannemeyer-as-blackface is then 

repeatedly punished. As African-American novelist Toni Morrison (1992/1993, p. 17) observes, 

άǘƘŜ ǎǳōƧŜŎǘ ƻŦ ǘƘŜ ŘǊŜŀƳ ƛǎ ǘƘŜ ŘǊŜŀƳŜǊέ ς thus Tintin and blackface seem to be two sides of 

the same whole that is Kannemeyer. 

Kannemeyer has sustained the myth that his work deals with race relations in South Africa, 

ǿƘƛƭŜ ƛǘ Ŏŀƴ ōŜ ǊŜŀŘ ŜƴǘƛǊŜƭȅ ŀǎ ŀ ƭŀƴŘǎŎŀǇŜ ƻŦ Ƙƛǎ ǇǎȅŎƘŜΣ ŀ ƪƛƴŘ ƻŦ Ψ²ƘƛǘŜ-on-²ƘƛǘŜΩ ǾƛƻƭŜƴŎŜΦ 

CŀƴƻƴΩǎ (1952/2008, p.6) ƻŦǘ ǉǳƻǘŜŘ ǎǘŀǘŜƳŜƴǘ ƛǎ ǊŜƭŜǾŀƴǘ ƘŜǊŜΥ άI shall demonstrate elsewhere 

that what is often called the black sƻǳƭ ƛǎ ŀ ǿƘƛǘŜ Ƴŀƴϥǎ ŀǊǘŜŦŀŎǘέΦ L ŦƛƴŘ YŀƴƴŜƳŜȅŜǊΩǎ ǳǎŜ ƻŦ 

blackface for his personal trauma and therapy makes it difficult to engage and critique his 

blackface representation. The personal is served as national trauma, and while as a black 

feminist, I am certainly not opposed to the empowerment that personal narratives bring to 

creative practice, in such a case of personal trauma, it is difficult to cast a critical lens over the 

ƴŀǊǊŀǘƛǾŜ ŀƴŘ ƴƻǘ ǎŜŜƳ ƛƴǎŜƴǎƛǘƛǾŜ ǿƘŜƴ ƻƴŜ ŘƻŜǎƴΩǘ ŀƎǊŜŜ ǿƛǘƘ ǘƘŜ ŎƘƻƛŎŜ ƻŦ Ǌepresentation. I 

find myself torn between feelings of silence and empathy, but also alienation from his discourse. 

 

Hostile Jokes and Masks of Whiteness 

Freud has thus far shown that jokes are not simply neutral expressions. Additionally, he outlines 

a catŜƎƻǊȅ ƻŦ ƧƻƪŜǎ ŀǎ ΨǘŜƴŘŜƴǘƛƻǳǎ ƧƻƪŜǎΩΥ ƛΦŜΦΣ άƻƴƭȅ ƧƻƪŜǎ ǘƘŀǘ ƘŀǾŜ ŀ ǇǳǊǇƻǎŜ Ǌǳƴ ǘƘŜ Ǌƛǎƪ ƻŦ 

ƳŜŜǘƛƴƎ ǿƛǘƘ ǇŜƻǇƭŜ ǿƘƻ Řƻ ƴƻǘ ǿŀƴǘ ǘƻ ƭƛǎǘŜƴ ǘƻ ǘƘŜƳέ όƛōƛŘΥ монύΦ51 Hostile jokes are a sub-

category of tendentious jokes in their service of aggressiveness and defence in creating the 

possibility of pleasure of certain inhibited instincts (lust, hostility), and allowing the obstacle 

denying this pleasure to be circumvented (ibid: 144). Hostile jokes are often aimed at 

                                                           
51 CǊŜǳŘ όмфлрκмффмΣ ǇΦмооύ Ŏŀƭƭǎ ΨŀōǎǘǊŀŎǘΩ ƧƻƪŜǎ ƴƻƴ-tendentious jokes because they are ΨƛƴƴƻŎŜƴǘ ƧƻƪŜǎΩΦ 
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άƛƴǎǘƛǘǳǘƛƻƴǎΣ ǇŜƻǇƭŜ ƛƴ ǘƘŜƛǊ ŎŀǇŀŎƛǘȅ ŀǎ ǾŜƘƛŎƭŜǎ ƻŦ ƛƴǎǘƛǘǳǘƛƻƴǎΣ ŘƻƎƳŀǎ ƻŦ ƳƻǊŀƭƛǘȅ ƻǊ ǊŜƭƛƎƛƻƴέΣ 

ŀƴŘ ǿƘŜƴ ŜȄǘŜǊƴŀƭ ŎƛǊŎǳƳǎǘŀƴŎŜǎ ǇǊŜǾŜƴǘ ǎǳŎƘ ǇŜǊǎƻƴǎ ŦǊƻƳ ōŜƛƴƎ ƛƴǎǳƭǘŜŘΣ άƻōƧŜŎǘƛƻƴǎ ǘƻ 

ǘƘŜƳ Ŏŀƴ ƻƴƭȅ ōŜ ƳŀŘŜ ǳƴŘŜǊ ǘƘŜ Ƴŀǎƪ ƻŦ ŀ ƧƻƪŜέ όƛōƛŘΥ мроύΦ ¢ƘŜ ŦŀœŀŘŜ ƻŦ ǘƘŜ ƧƻƪŜ ǘƘǳǎ 

permits a measure of rebellion against authority (ibid: 149).  

The anti-authority ŀƎƎǊŜǎǎƛǾŜƴŜǎǎ ƻŦ YŀƴƴŜƳŜȅŜǊΩǎ ǿƻǊƪ ŜǾƛŘŜƴŎŜǎ ǎǳŎƘ ƘƻǎǘƛƭŜ ƧƻƪŜǎΦ ²ƘƛƭŜ ǘƘŜ 

ƛƴǘŜƴŘŜŘ ΨōǳǘǘΩ ƻŦ Ƙƛǎ ƧƻƪŜǎ ƛǎ ²ƘƛǘŜ ǇŀǘǊƛŀǊŎƘȅ ŀƴŘ ŎƻǊǊǳǇǘ .ƭŀŎƪκ!ŦǊƛŎŀƴ ǇƻƭƛǘƛŎƛŀƴǎΣ ǘƘŜǊŜ ƛǎ ŀ 

third authority that Kannemeyer seems to be challenging in the book as a whole: politically 

correct speech, which he feels is hurting his ŀƴŘ ƻǘƘŜǊ ²ƘƛǘŜ {ƻǳǘƘ !ŦǊƛŎŀƴǎΩ freedom of speech. 

Political correctness has made certain modes of race talk and representation unacceptable post-

ŀǇŀǊǘƘŜƛŘΣ ŀƴŘ Ƙƛǎ ǿƻǊƪ ǎŜŜƳǎ ǘƻ ŦǳƴŎǘƛƻƴ ŀǎ ŎŀǊƛŎŀǘǳǊŜŘ ΨǇǊŜǎǎǳǊŜ ǾŀƭǾŜǎΩ ǿƘƛŎƘ ŀƭƭƻǿ ŀŎŎŜǎǎ 

once again to socially unacceptable representations and language. There is active revelry in race 

and gender stereotypes as a form of criticism, but also as entertainment ς this idea is contained 

in the opening statement of Pappa in Afrika which attempts to contextualise it and already 

diffuse any possible criticismΥ άΧǇƻŜǘ ŀƴŘ ƧƻǳǊƴŀƭƛǎǘ 5ŀƴƛŜ aŀǊŀƛǎ ƻŦŦŜǊǎ ŀ ŎƻƳǇŜƭƭƛƴƎ ŀǊƎǳƳŜƴǘ 

ŦƻǊ ŀǊǘ ƭƛƪŜ YŀƴƴŜƳŜȅŜǊΩǎ ǘƘŀǘ ǎƛƳǳƭǘŀƴŜƻǳǎƭȅ ǇǊƻǾƻƪŜǎ ŀƴŘ ŜƴǘŜǊǘŀƛƴǎέ.52 YŀƴƴŜƳŜȅŜǊΩǎ 

oŦŦŜƴǎƛǾŜ ΨǘǊŀƴǎƎǊŜǎǎƛƻƴΩ ƛǎ ǾƛŜǿŜŘ ŀǎ ŜƴǘŜǊǘŀƛƴƛƴƎ ŀƴŘ ŘŜŦŜƴŘŜŘ ŀǎ ŎǊƛǘƛŎŀƭ ŜƴǘŜǊǘŀƛƴƳŜƴǘ by 

aŀǊŀƛǎ ŀƴŘ YŀƴƴŜƳŜȅŜǊΩǎ ƎŀƭƭŜǊƛǎǘǎκǇǳōƭƛǎƘŜǊǎΣ ŀƴŘ ƛǘ ōŜŎƻƳŜǎ ƛƳǇƻǊǘŀƴǘ ǘƻ ŀƴŀƭȅǎŜ ǘƘƛǎ 

triangulation of ǇŜǊǎƻƴǎ ǿƘƻ ǇǊƻŘǳŎŜ ŀƴŘ ΨƎŜǘΩ ǘƘŜǎŜ ƧƻƪŜǎΦ 

In his analysis of joke-work, Freud examines the intent of the producer. Jokes need a first person 

who creates the joke, a second person who is the object of the joke, and a third person who 

ΨƎŜǘǎΩ ǘƘŜ ƧƻƪŜ ŀƴŘ ŀƭǎƻ ŦŜŜƭǎ ǇƭŜŀǎǳǊŜΣ ǘƘŜǊŜōȅ ƛƴŎǊŜŀǎƛƴƎ ǘƘŜ ŎǊŜŀǘƻǊΩǎ ǇƭŜŀǎǳǊŜΦ CǊŜǳŘ 

(1905/1991, p.197, 209) regards the third person as a collaborator in the joke. Thus, the choice 

ƻŦ ǿƘƻƳ ǘƻ ŘƛǊŜŎǘ ŀ ƧƻƪŜ ŀǘ ŦƻǊ ƛǘ ǘƻ ōŜ ΨǎǳŎŎŜǎǎŦǳƭΩ ƛǎ ƛƳǇŜǊŀǘƛǾŜΥ 

It is essential that he should be in sufficient psychical accord with the first person to possess 

the same internal inhibitions, which the joke-ǿƻǊƪ Ƙŀǎ ƻǾŜǊŎƻƳŜ ƛƴ ǘƘŜ ƭŀǘǘŜǊΦΧ ¢Ƙǳǎ ŜǾŜǊȅ 

joke calls for a public of its own and laughing at the same jokes is evidence of far-reaching 

psychical conformity (ibid: 203-204). 

Hence, jokes need an audience of their own for the joke-work (pleasure) to be complete, and 

the audience has to be able to align themselves with the intent of the first person creator.  

                                                           
52 Kannemeyer, 2010, inside front cover 
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The same is true for the functioning of parodies. Hutcheon (1985, p.23), drawing on the work of 

literary theorist Michael Riffaterre, proposes that while decoders (readers/viewers) are agents 

free to choose meanings independent of what is inferred by the encoders (producers), inferred 

meaning is not to be ignored. This is especially true for parody where there is a set of more 

limited codes that are foregrounded and contextualised against a background text. Hutcheon 

argues that these constraints are necessary impositions for comprehension between the 

ŘƛŦŦŜǊŜƴǘ ƭŀȅŜǊǎ ƻŦ ŎƻŘŜŘ ƳŜŀƴƛƴƎǎ ƛƴ ǇŀǊƻŘȅΣ ŀƴŘ ǊŜǎǳƭǘǎ ƛƴ ǘƘŜ ŜƴŎƻŘŜǊ ŀŎǘƛƴƎ ŀǎ ŀ ΨŎƻƴǘǊƻƭƭƛƴƎ 

ŀƎŜƴǘΩΦ ¢ƘŜ ƛƴǘŜƴǘ ƻŦ ǘƘŜ ǇǊƻŘǳŎŜǊ ŀƴŘ ǘƘŜ ŜŦŦŜŎǘƛǾŜƴŜǎǎ ƻŦ ǘƘŜ ŎƻŘƛƴƎ ƛǎΣ ǘƘŜǊŜŦƻǊŜΣ ŀƴ 

ƛƳǇƻǊǘŀƴǘ ΨŀŎǘ ƻŦ ŎƻƳƳǳƴƛŎŀǘƛƻƴΩ ƛƴ ǇŀǊƻŘƛŎ ǿƻǊƪǎ (ibid: 23-24). For a successful decoding 

process to happen then (and pleasure to be gained), the encoder often has to assume a certain 

cultural homogeneity with the decoders, an understanding of the formal aesthetic and textual 

conventions of the decoders (i.e. a semiotic competence), as well as a shared understanding of 

the larger social context within which the work exists (ibid: 79). This process becomes a kind of 

ΨŘouble-ǾƻƛŎƛƴƎΩ ƻŦ ǇŀǊƻŘȅ ŀƴŘ ƛǎ ǳƴƛƴǘŜƴǘƛƻƴŀƭƭȅ revelatory in the presence and positions of 

both producer and audience.  

²ƘƛƭŜ ŀǊǘƛǎǘ ǎǘŀǘŜƳŜƴǘǎ ŀƴŘ ǿǊƛǘƛƴƎ ƻƴ YŀƴƴŜƳŜȅŜǊΩǎ ǿƻǊƪ ŎƭŀƛƳ ƛǘǎ ǊŜƭŜǾŀƴŎȅ ŦƻǊ ǿƛŘŜǊ {ƻǳǘƘ 

!ŦǊƛŎŀƴ ǎƻŎƛŜǘȅΣ ǇŀǊǘ ƻŦ ǘƘŜ ƳƻŘǳǎ ƻǇŜǊŀƴŘƛ ŀƴŘ ǎǳŎŎŜǎǎ ƻŦ Ƙƛǎ ǇŀǊƻŘƛŜǎ ƛǎ ǘƘŀǘ ƛǘ ƛǎ ΨǾƻƛŎŜŘΩ 

towards a White South African gallery-going audience which shares (and enjoys) the same 

particular cultural understandings and modes of reading as he does. Kannemeyer has not only 

attempted to control the meanings of his works by foregrounding the actions of the White 

characters, but also by Ƙƛǎ ǎǳǇǇƻǊǘŜǊǎ ǊŜŦǳǘƛƴƎ ŀƴȅ ǊŜŀŘƛƴƎǎ ƻŦ Ƙƛǎ ǿƻǊƪ ǿƘƛŎƘ ŘƻŜǎƴΩǘ ŀƭƛƎƴ ǿƛǘƘ 

ǘƘŜƛǊǎΦ CƻǊ ƛƴǎǘŀƴŎŜΣ aŀǊŀƛǎ όнлмлōύ ƛƴ Ƙƛǎ ƴŜǿǎǇŀǇŜǊ ǊŜōǳǘǘŀƭ ǘƻ DǳƭŜ ǎŀȅǎ ǘƘŀǘ DǳƭŜΩǎ ŎǊƛǘƛŎƛǎƳ 

of The Liberals όCƛƎΦмрύ ǇŀƛŘ ǘƻƻ ƳǳŎƘ ŀǘǘŜƴǘƛƻƴ ǘƻ ǘƘŜ ƛƳŀƎŜ ƻŦ ǘƘŜ ŎƻƻƴǎΩ ƛƳǇŜƴŘƛng rape of 

the middle-Ŏƭŀǎǎ ²ƘƛǘŜ ǿƻƳŀƴ ŀƴŘ ǘƘŜ ǎƭƛŎƛƴƎ ƻŦ ǘƘŜ ²ƘƛǘŜ ƳŀƴΩǎ ǘƘǊƻŀǘ ƛƴǎǘŜŀŘ ƻŦ ǘƘŜ ironical 

politically-correct ǎǘŀǘŜƳŜƴǘ ǳǘǘŜǊŜŘ ōȅ ǘƘŜ ²ƘƛǘŜ ƭƛōŜǊŀƭ ǿƻƳŀƴΥ ά5ƻ ǎƻƳŜǘƘƛƴƎ IŀǊƻƭŘΗ ¢ƘŜǎŜ 

ƘƛǎǘƻǊƛŎŀƭƭȅ ŘƛǎŀŘǾŀƴǘŀƎŜŘ ƳŜƴ ǿŀƴǘ ǘƻ ǊŀǇŜ ƳŜέΦ CƻǊ aŀǊais the codification of Black bodies is 

insignificant in this criticism by a White Afrikaner artist of White liberalism, parodying, in an act 

of homage, an (in)famous Zapiro cartoon which shows three Black South African politicians 

όάǿƘƻ Ƨǳǎǘ ƘŀǇǇŜƴ ǘƻ ōŜ ōƭŀŎƪέ ŀŎŎƻǊŘƛƴƎ ǘƻ aŀǊŀƛǎύ ƘƻƭŘƛƴƎ Řƻǿƴ ŀ .ƭŀŎƪ [ŀŘȅ WǳǎǘƛŎŜ ǿƘƻƳ 

President Jacob Zuma is about to rape (Fig.16). People-of-colour reading this work, are asked ς 

or rather there is an insistence ς to identify with the imagined anxieties and hypocrisy of the 



55 

 

White couple, and to accept the use of Black bodies as mere props in this violent episode, a 

ƳŜŀƴǎ ǘƻ ŀƴ ŜƴŘΣ ƻǊ ŜƭǎŜ ΨǿŜΩ ŘƻƴΩǘ ƎŜǘ ǘƘŜ ƧƻƪŜΦ 

Parody requires an ability and training to read its codes, but what if a reader is not competent in 

the codes of parody? Hutcheon (1985, p.94) says that the reader will simply naturalise the 

ŎƻƴǘŜƴǘǎ ƻŦ ǘƘŜ ǘŜȄǘΣ ǘƘŜǊŜōȅ ŘƛƳƛƴƛǎƘƛƴƎ ǘƘŜ ǿƻǊƪ ƛƴ ōƻǘƘ ŦƻǊƳ ŀƴŘ ŎƻƴǘŜƴǘΦ YŀƴƴŜƳŜȅŜǊΩǎ 

work in the context of a country like South Africa, which has very different cultural aesthetic 

codings and literacy levels, can provide pleasure for racist readers who see the work as 

visualising longheld stereotypical beliefs. There is also, of course, the possibility that someone 

ǊŜŦǳǎŜǎ ǘƘŜ ƧƻƪŜΦ ²ƘƛƭŜ aŀǊŀƛǎ ƛƴǎƛǎǘǎ ǘƘŀǘ DǳƭŜ ŘƻŜǎƴΩǘ ΨƎŜǘΩ YŀƴƴŜƳŜȅŜǊΩǎ ƧƻƪŜΣ ƘŜ Ƙŀǎ ƳƛǎǎŜŘ 

the fact that Gule actively refutes the work of a joke he finds racist. Psychoanalytic cultural 

ǘƘŜƻǊƛǎǘ DǊŀŘŀ YƛƭƻƳōŀ ǇƛŎƪǎ ǳǇ ƻƴ CǊŜǳŘΩǎ ǎǘǊŀǘŜƎȅ ƻŦ ǘǊƛŀƴƎǳƭŀǘƛon in racist jokes, where such 

jokes are told by a whitŜ ΨŦǊƛŜƴŘΩ ǘƻ ŀ ōƭŀŎƪ ƭƛǎǘŜƴŜǊΣ ŀƴŘ ǎŀȅǎ ǘƘŀǘ ƛǘ ŜƳōƻŘƛŜǎ ŀ ƭŜǾŜƭ ƻŦ 

violence/humiliation/pain which is inflicted, not only on the black object of the joke, but also on 

black listeners, as it reaffirms the superiority of whiteness. Kilomba argues that the joke creates 

a devastating isolation between the black and white individual, and between the black listener 

and a wider white public that would find the joke funny. The pain that the black listener feels is 

further enhanced as she is made to feel complicit ƛƴ ǘƘŜ ƧƻƪŜ ǘƘŀǘ ƛǎ ŀƛƳŜŘ ŀǘ ΨōƭŀŎƪƴŜǎǎΩ ƻǊ ŀ 

larger black collective from which the black listener is now alienated as an exception. In refusing 

ǘƻ ΨƎŜǘΩ ǘƘŜ ƧƻƪŜ ŀƴŘ ōȅ ŦǳǊǘƘŜǊ ƛƴǘŜǊǊƻƎŀǘƛƴƎ ƛǘΣ DǳƭŜ ǊŜŦǳǎŜǎ ǘƘŜ ǊƻƭŜ ƻŦ ǘƘƛǊŘ ǇŜǊǎƻƴ 

collaborator, and is ǘƘǳǎ ŀ ΨƪƛƭƭƧƻȅΩΦ !ƘƳŜŘ όнлмлŀ ŀƴŘ нлмлŎύ Ǉƻǎƛǘǎ ǘƘŜ ƛŘŜŀ ƻŦ ǘƘŜ ΨŦŜƳƛƴƛǎǘ 

ƪƛƭƭƧƻȅΩ ŀǎ ǎƻƳŜƻƴŜ ǿƘƻ ƴƻǘ ƻƴƭȅ ǳǇǎŜǘǎ ǎƻŎƛŀƭ ǎŜǘǘƛƴƎǎ ōȅ ǇƻƛƴǘƛƴƎ ƻǳǘ ǎŜȄƛǎƳΣ ōǳǘ ǿƘƻ ƛǎ ŀƭǎƻ 

not happy in social spaces where one is expected to be so. 53 The killjoy is someone ǿƘƻΣ άLƴ 

ǎǇŜŀƪƛƴƎ ǳǇ ƻǊ ǎǇŜŀƪƛƴƎ ƻǳǘΣ ȅƻǳ ǳǇǎŜǘ ǘƘŜ ǎƛǘǳŀǘƛƻƴέΣ ƛƴ ǇƻƛƴǘƛƴƎ ƻǳǘ ǘƘŜ ǇǊƻōƭŜƳΣ ǘƘŜȅ ōŜŎƻƳŜ 

ǘƘŜ ǇǊƻōƭŜƳ ŜǾŜƴ ǘƘƻǳƎƘ ǘƘŜƛǊ ŀƛƳ ƛǎ ǘƻ ǉǳŜǎǘƛƻƴ ΨƴŀǘǳǊŀƭƛǎŀǘƛƻƴǎΩ ŀƴŘ ǊŀƛǎŜ Ŏƻnsciousness 

(Ahmed, 2010b). ²ƛǘƘ DǳƭŜΩǎ ǊŜŦǳǎŀƭΣ the joke ceases to be a joke and the pleasure that is 

supposed to be elicited is denied much to the disconcertion of Marais (and Kannemeyer as will 

be seen in the statements below). 

 

Freud (1905/1991, p.180-183) remarks that jokes employ techniques that ΨǎŀŦŜ-ƎǳŀǊŘΩ ǘƘŜƳ 

from objections and criticisms and, moreover, hint at being possessed of power. Part of the 
                                                           
53 The angry black feminist is a version of the feminist killjoy ς she may kill feminist joy, she may kill racial solidarity 
joy (Ahmed, 2010a, 2010c).  
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ΨǎŀŦŜ-ƎǳŀǊŘƛƴƎΩ ƳŜŎƘŀƴƛǎƳǎ ŜƳǇƭƻȅŜŘ ōȅ YŀƴƴŜƳŜȅŜǊ ŀƴŘ Ƙƛǎ ǎǳǇǇƻǊǘŜǊǎΩ Ƙŀǎ been assuming a 

position of victimhood and silencing. I quote at length a few examples of their speech:  

²ƛǘƘ tŀǇǇŀ ƛƴ !ŦǊƛƪŀΣ Ƴȅ ƭŀǎǘ ōƻƻƪΣ ǘƘŜǊŜΩǎ ōŜŜƴ ƪƛƴŘ ƻŦ ŀ ǊŜŀŎǘƛƻƴ ŦǊƻƳ a new African 

intellectual class, and they find it problematic. There have been discussion, because there are 

people who support me and other who say that it borders on racism. The one big argument 

ǘƘŀǘΩǎ ōŜŜƴ ƳŀŘŜ ƛǎΣ a black academic said recently that me using black images is kind of 

ǎƛŎƪŜƴƛƴƎΦ !ƴŘ ŀǎ ƴƻǿ LΩƳ ŀƭǎƻ ŎǊƛǘƛŎƛȊƛƴƎ ǘƘŜ new black government, the work becomes more 

ŎƻƳǇƭƛŎŀǘŜŘΦ bƻǿΣ LΩƳ ƴƻǘ Ƨǳǎǘ ŎǊƛǘƛŎƛȊƛƴƎ ǘƘŜ ǿƘƛǘŜ ƳŀƭŜΣ LΩƳ ŀƭǎƻ ŎǊƛǘƛŎƛȊƛƴƎ ǘƘŜ ŀōǳǎŜ ƻŦ 

power. But people came to my defense, saying that in the old days, when I was criticizing the 

ƻƭŘ ƎƻǾŜǊƴƳŜƴǘΣ L ǿŀǎ ŀ ƎƻƻŘ ōƻȅ ŀƴŘ ŘƻƛƴƎ ǘƘŜ ǊƛƎƘǘ ǘƘƛƴƎΦ .ǳǘ ƴƻǿ ǘƘŀǘ LΩƳ ŎǊƛǘƛŎƛȊƛƴƎ ǘƘŜ 

ƴŜǿ ƎƻǾŜǊƴƳŜƴǘΣ LΩƳ ŀ ǊŀŎƛǎǘ ōŜŎŀǳǎŜ LΩƳ ƴƻǘ ŀƭƭƻǿŜŘ ǘƻ say anything against black people. I 

thƛƴƪ ǘƘŀǘΩǎ ŀōǎƻƭǳǘŜ ƴƻƴǎŜƴǎŜ ώ{ic] (Kannemeyer quoted in Guilbert, 2012, italics added).  

According to Gule, it [Pappa in Afrika] ǘƘŜǊŜŦƻǊŜ ǊŀƛǎŜǎ ǘƘŜ ǉǳŜǎǘƛƻƴ ΨǿƘŜǘƘŜǊ ŀǊǘ ǘƘŀǘ ƛǎ 

somehow ǘǊŀƴƎǊŜǎǎƛǾŜ ƻǊ ǎǳōǾŜǊǎƛǾŜ ƴŜŎŜǎǎŀǊƛƭȅ ƛƳǇƭƛŜǎ ǇǊƻƎǊŜǎǎƛǾŜ ǇƻƭƛǘƛŎǎΩΦ bƻƴǎŜƴǎŜΗ 

Pappa ǊŀƛǎŜǎ ŀ Ƙƻǎǘ ƻŦ ŘƛŦŦƛŎǳƭǘ ǉǳŜǎǘƛƻƴǎΣ ōǳǘ ƴƻǘ ƴŜŎŜǎǎŀǊƛƭȅ ǘƘŀǘ ƻƴŜΦ Χ With Pappa in Afrika 

YŀƴƴŜƳŜȅŜǊ Ǉǳǘǎ ƘƛƳǎŜƭŦ ƛƴ ǘƘŀǘ ΨǘŀƴƎƭŜŘ ƳƛŘŘƭŜέ ŀƴŘ Ǌǳƴǎ ǘƘŜ Ǌƛǎƪ ƻŦ ōŜƛƴƎ Ŏŀƭled racist and 

cynical by commentators such as Gule. But the big questions Pappa in Afrika raises are 

necessary ones without easy answers. It implicitly asks whether white people can ever be 

forgiven for the horrors of (ongoing) colonialism and whether they will ever be able to see 

Africa as their home when they have been raised to fear the continent and its people and 

when so many atrocities seem to warn them that their worst nightmares may come true [Sic] 

(Marais 2010b). 

aŀǊŀƛǎ ŀƴŘ YŀƴƴŜƳŜȅŜǊΩǎ ƛŘŜƴǘƛǘȅ ǇƻƭƛǘƛŎǎ ŎƻƴŎŜǊƴ ƳŜΦ YŀƴƴŜƳŜȅŜǊΩǎ ƻǿƴ ǎǘŀǘŜƳŜƴǘ ŀōƻǾŜ 

indicates a contradictory understanding of what it means to be ΨblackΩ, ΨBlack South AfricanΩ or 

ΨAfricanΩΥ Ψ.ƭŀŎƪǎΩ ŀǎ ŀ {ƻǳǘƘ !ŦǊƛŎŀƴ ǊŀŎƛŀƭ ŎŀǘŜƎƻǊȅ ǎƛƎƴƛŦȅƛƴƎ ƛƴŘƛƎŜƴƻǳǎ .ƭŀŎƪ {ƻǳǘƘ !ŦǊƛŎŀƴǎΤ 

ΨōƭŀŎƪΩ ŀǎ ƛƴ ǘƘŜ {ƻǳǘƘ !ŦǊƛŎŀƴ ŎƭŀǎǎƛŦƛŎŀǘƻǊȅ ǘŜǊƳ ŘŜƴƻǘƛƴƎ ΨǇǊŜǾƛƻǳǎƭȅ ŘƛǎŀŘǾŀƴǘŀƎŜŘΩ ƎǊƻǳǇǎ 

ǳƴŘŜǊ ŀǇŀǊǘƘŜƛŘ ό.ƭŀŎƪǎΣ LƴŘƛŀƴǎΣ /ƻƭƻǳǊŜŘǎΣ /ƘƛƴŜǎŜύΤ Ψ!ŦǊƛŎŀƴΩ ǿƘƛŎƘ ƛǎ ŀ ǘǊŀƴǎ-continental 

ŀŦŦƛƭƛŀǘƛƻƴ ōŀǎŜŘ ƻƴ ΨŎƛǘƛȊŜƴǎƘƛǇΩ ƻŦ ǘƘŜ !ŦǊƛŎŀƴ ŎƻƴǘƛƴŜƴǘΤ ŀƴŘ ǘƘŜ ǇǊŜŘƻminantly Black ANC-led 

coalition government, all of which are indistinguishable and interchangeable for Kannemeyer. 

The blurb found on the cover of Pappa in Afrika ǊŜŦŜǊǎ ǘƻ YŀƴƴŜƳŜȅŜǊ ŀǎ ŀ Ψ²ƘƛǘŜ !ŦǊƛŎŀƴΩΣ ōǳǘ 

YŀƴƴŜƳŜȅŜǊΩǎ ǊŜǎǇƻƴǎŜ ǘƻ ŎǊƛǘƛŎƛǎƳ ōȅ Ψŀ ƴŜǿ !ŦǊƛŎŀƴ ƛƴǘŜƭƭŜŎǘǳŀƭ ŎƭŀǎǎΩ ŀƴŘ ŀ ΨōƭŀŎƪ ŀŎŀŘŜƳƛŎΩ 

ŘŜƳƻƴǎǘǊŀǘŜǎ ǘƘŀǘ ƘŜ ŜǉǳŀǘŜǎ Ψ.ƭŀŎƪΩ ǿƛǘƘ Ψ!ŦǊƛŎŀƴΩ ŀƴŘ ǾƛŎŜ ǾŜǊǎŀΣ ǎƘƻǿƛƴƎ ǘƘŀǘ ƘŜ ƛǎ ǳƴŎŜǊǘŀƛƴ 
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of the position of Whiteness on the continent. Moreover, he reduces criticism of his work to the 

(over)readings of Black/African intelligentsia, against which other White colleagues (presumably 

aŀǊŀƛǎύ ƴŜŜŘŜŘ ǘƻ ŘŜŦŜƴŘ ƘƛƳΦ Lƴ aŀǊŀƛǎΩǎ όнлмлōύ Mail and Guardian rebuttal to Gule, the 

ƘŜŀŘƭƛƴŜ ǊŜŀŘǎΥ ά5ŜƴȅƛƴƎ ǘƘŜ tǊƛǾƛƭŜƎŜŘ ŀ ±ƻƛŎŜΥ LŦ ǊŀŎƛŀƭ ǇǊƛǾƛƭŜƎŜ Řƛǎŀƭƭƻǿǎ unbiased 

commentary, how is a white artist supposed to critique a multiracial nation without being 

ŎƻƴǎƛŘŜǊŜŘ ǊŀŎƛǎǘΚέ όItalics ŀŘŘŜŘύΦ YŀƴƴŜƳŜȅŜǊΩǎ ǿƻǊƪ ƛǎ ƘŀǊŘƭȅ ǊŜǇǊŜǎŜƴǘŀǘƛǾŜ ƻŦ ŀ ƳǳƭǘƛǊŀŎƛŀƭ 

nation,54 but more importantly, Marais first emphatically states that Whiteness is being 

ǎƛƭŜƴŎŜŘΣ ŀƴŘ ǘƘŜƴΣ ǘƘŀǘ YŀƴƴŜƳŜȅŜǊΩǎ ŦƛŎǘƛƻƴŀƭ ŘŜǇƛŎǘƛƻƴǎ ƻŦ ²ƘƛǘŜ ǇƘŀƴǘŀǎƳŀƎƻǊƛŀ ŀǊŜ 

άǳƴōƛŀǎŜŘ ŎƻƳƳŜƴǘŀǊȅέΦ Ƙƻƻƪǎ όмффсΣ ǇΦтоύ argues that all too often white producers believe 

ǘƘŜƛǊ ŎǳƭǘǳǊŀƭƭȅ ŎƻŘŜŘ ŀŜǎǘƘŜǘƛŎǎ ŀǊŜ ΨƴŀǘǳǊŀƭΩΥ άUntil everyone can acknowledge that white 

supremacist aesthetics shape creativity in ways that disallow and discourage the production by 

any group of images that break with this aesthetic, audiences can falsely assume that images are 

ǇƻƭƛǘƛŎŀƭƭȅ ƴŜǳǘǊŀƭΦέ Moreover, White victimhood places the onus on Black Africans for the 

existence of their fears and for the state of the country and continent because they are in the 

majority and have political power (even though those same Whites are raised by other White 

people to fear the African continent). Furthermore, Black Africans are responsible for White 

{ƻǳǘƘ !ŦǊƛŎŀƴǎ ƴƻǘ ŦŜŜƭƛƴƎ ǘƘŀǘ ǘƘŜȅ ŀǊŜ ŦƻǊƎƛǾŜƴ ŦƻǊΣ ƛǊƻƴƛŎŀƭƭȅΣ άόƻƴƎƻƛƴƎύ ŎƻƭƻƴƛŀƭƛǎƳέΣ ŀƴŘ ŦƻǊ 

ŎǊŜŀǘƛƴƎ ŀ ŎƭƛƳŀǘŜ ƻŦ άŀǘǊƻŎƛǘƛŜǎέ throughout the continent which is always threatening to engulf 

²ƘƛǘŜ {ƻǳǘƘ !ŦǊƛŎŀƴǎΦ !ƭǘƘƻǳƎƘ ŀƭƭ !ŦǊƛŎŀƴǎ ŀǊŜ ŜȄǇƻǎŜŘ ǘƻ άǎƻ Ƴŀƴȅ ŀǘǊƻŎƛǘƛŜǎέΣ ǘƘŜǊŜ ŀǇǇŜŀǊǎ 

to be a state of exceptionalism that is granted for White South Africans ς what psychologist Aída 

Hurtado (1999, p.229) calls ŀ ΨǎǇŜŎƛŀƭ ƴŜŜŘǎ ǇƻǇǳƭŀǘƛƻƴΩ ǿƘƻǎŜ ƴŜŜŘǎ ς according to them, 

άŘŜǎŜǊǾŜ ǇǊƛƻǊƛǘȅ ŀƴŘ ǎƘƻǳƭŘ ōŜ ǇǊƛǾƛƭŜƎŜŘ ŀōƻǾŜ ƻǘƘŜǊǎέΦ Hurtado (ibid: 228) says that 

Whiteness, which is often rendered invisible and naturalised, seems to matter only (to white 

people) άǿƘŜƴ it is decentered and iǘǎ ǇǊƛǾƛƭŜƎŜǎ ǘƘǊŜŀǘŜƴŜŘέΣ ǿƘŜǊŜǳǇƻƴ strategic efforts are 

then ƳŀŘŜ ǘƻ ΨǊŜŎŜƴǘreΩ it. 

Sarah Projansky and Kent Ono term this white re-centǊƛƴƎ ΨǎǘǊŀǘŜƎƛŎ ǿƘƛǘŜƴŜǎǎΩΦ Lƴ Ψ{ǘǊŀǘŜƎƛŎ 

²ƘƛǘŜƴŜǎǎ ŀǎ /ƛƴŜƳŀǘƛŎ wŀŎƛŀƭ tƻƭƛǘƛŎǎΩ όмфффύ ǘƘŜȅ examine a range of Hollywood films which 

appear to be openly critical of racism, but end up restaging the centrality of whiteness through a 

consistent identification with whiteness. By appealing to a white spectatorial position, 

whiteness is always addressŜŘ ǘƘǊƻǳƎƘ ǘƘŜ ŎƘŀǊŀŎǘŜǊǎ ŀƴŘ ƴŀǊǊŀǘƛǾŜǎΣ ŀƴŘΣ ŘŜǎǇƛǘŜ ƛǘǎ άŀǘǘŜƴǘƛƻƴ 
                                                           
54 Coloureds, Indians, Chinese and Africans from different parts of Africa do not exist in this simplistic universe, nor 
are there distinctions within the White population.  
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ǘƻ ōƭŀŎƪƴŜǎǎέΣ ƛǘ άƻŎŎƭǳŘŜǎ ΨƻǘƘŜǊΩ Ǉƻǎƛǘƛƻƴǎέ όtǊƻƧŀƴǎƪȅ ŀƴŘ hƴƻΣ мфффΣ ǇΦмрмύΦ tǊƻƧŀƴǎƪȅ ŀƴŘ 

hƴƻ όƛōƛŘΥ мрнύ ŎƭŀƛƳ ǘƘŀǘ ǎǘǊŀǘŜƎƛŎ ǿƘƛǘŜƴŜǎǎ ƳŀƪŜǎ άǎǳōǘƭŜ ŘƛǎŎǳǊǎƛǾŜ ŀŘƧǳǎǘƳŜƴǘǎέ ǿƘƛŎƘ 

enable a recuperation of white power and self-protection, invalidating any challenges made to 

it, while superficially appearing to challenge whiteness and reaffirm difference. This can be seen, 

ŦƻǊ ƛƴǎǘŀƴŎŜΣ ƛƴ YŀƴƴŜƳŜȅŜǊ ŀƴŘ aŀǊŀƛǎΩ ǊŜōǳǘǘŀƭǎ ƻŦ άƴƻƴǎŜƴǎŜέ with regard to valid 

questioning of his imagery. 

aŀǊŀƛǎΩǎ ŘŜŦŜƴŎŜ ƻŦ YŀƴƴŜƳŜȅŜǊΩǎ ƘǳƳƻǳǊ ǇǊŜǎumes a cross-cultural transparency. He claims 

ƻǳǊ ŎƻƭƭŜŎǘƛǾŜ ƛƴŀōƛƭƛǘȅ ǘƻ ΨƎŜǘΩ YŀƴƴŜƳŜȅŜǊΩǎ ƧƻƪŜǎ ƛǎ ŀ ƳŀǊƪŜǊ ƻŦ ŘŜƳƻŎǊŀǘƛŎ ŦŀƛƭǳǊŜΥ ά¢ƘŜ ŜȄǘŜƴǘ 

to which KannemŜȅŜǊΩǎ ŘŀǊƪ ƎǊŀǇƘƛŎ ƧƻƪŜǎ Ŧƛƭƭ ǾƛŜǿŜǊǎ ǿƛǘƘ ǳƴŜŀǎŜΣ ŀƴƎŜǊ ƻǊ ŀƭŀǊƳ Ŏŀƴ ōŜ ǎŜŜƴ 

to indicate how far removed we are from that place where mutually respectful South Africans of 

ŀƭƭ ƭŀƴƎǳŀƎŜǎ ŀƴŘ ŜǘƘƴƛŎ ƎǊƻǳǇǎ Ŏŀƴ ǎƛǘ ŀǊƻǳƴŘ ŀ ǘŀōƭŜ ŀƴŘ ǎƘŀǊŜ ŀ ǎƛƳƛƭŀǊ ƧƻƪŜέ όMarais, 2010a: 

95). Culturally coded aesthetics and values, which for long have been (forcefully) defined and 

established by Whiteness, renders the enforced centralisation of that Whiteness invisible in this 

discussion. South Africa law scholar Pierre de Vƻǎ όнлмоύΣ ƛƴ ŀƴ ƻƴƭƛƴŜ ŀǊǘƛŎƭŜ ŜƴǘƛǘƭŜŘ Ψ²ƘŜƴ ŀ 

WƻƪŜ ƛǎ ƴƻǘ ŀ WƻƪŜΩΣ Ǉƻƛƴǘǎ ƻǳǘ Ƙƻǿ ƧƻƪŜǎ ŀǊŜ ǳǎŜŘ ōȅ ²ƘƛǘŜ ŎǳƭǘǳǊŀƭ ǇǊƻŘǳŎŜǊǎ ǘƻ ǎƛƭŜƴŎŜ 

criticisms of stereotypes and prejudices which surface in South African media: 

People whose world view is dominant and who benefit from the way in which society is 

ǎǘǊǳŎǘǳǊŜŘ ŀƴŘ Ƙƻǿ άƪƴƻǿƭŜŘƎŜέ ƛǎ ǇǊƻŘǳŎŜŘΣ ƻŦǘŜƴ ǊŜǎƻǊǘ ǘƻ ǘƘŜ ƧƻƪŜ ŘŜŦŜƴŎŜ ƛƴ ŀƴ ŀǘǘŜƳǇǘ 

to re-assert what they believe is their unquestioning right to control the discourse, and thus to 

control what those who are not like them are allowed to think and feel.  

5Ŝ ±ƻǎΩ ŎƻƳƳŜƴǘŀǊȅ ƘƛƎƘƭƛƎƘǘǎ ǘƘŀǘ ²ƘƛǘŜ {ƻǳǘƘ !ŦǊƛŎŀƴǎ ǎǘƛƭƭ ƘŀǾŜ ǎƛƎƴƛŦƛŎŀƴǘ ǇƻǿŜǊ ŀǎ ŎǳƭǘǳǊŀƭ 

producers and consumers in determining dominant ways of looking. The visual arts field in 

South Africa is ǊŜŦƭŜŎǘƛǾŜ ƻŦ ǘƘƛǎΣ ŀƴŘ L ōŜƭƛŜǾŜ ǾƛǎǳŀƭƛǎŜǎ ŀ ƪƛƴŘ ƻŦ Ψ²ƘƛǘŜ ¢ŀƭƪΩ ǘƘŀǘ /ǊƛǘƛŎŀƭ 

²ƘƛǘŜƴŜǎǎ {ǘǳŘƛŜǎ ǊŜǎŜŀǊŎƘŜǊ aŜƭƛǎǎŀ {ǘŜȅƴΩǎ ǿƻǊƪ ƘƛƎƘƭƛƎƘǘǎ ƛƴ ǾŀǊƛƻǳǎ {ƻǳǘƘ !ŦǊƛŎŀƴ ƳŜŘƛŀΣ 

and which exemplifies a resistant Whiteness in post-apartheid South Africa. 

 

White Anxiety, White Talk 

According to Steyn (2004, p.144-мпрύΣ /ǊƛǘƛŎŀƭ ²ƘƛǘŜƴŜǎǎ {ǘǳŘƛŜǎ ŀƛƳǎ ǘƻ ǎƘƻǿ ǘƘŀǘ άǿƘƛǘŜƴŜǎǎ 

has definite cultural content, characterized by assumptions, belief systems, value structures and 

institutional and discursive options that ŦǊŀƳŜ ǿƘƛǘŜ ǇŜƻǇƭŜΩǎ ǎŜƭŦ-ǳƴŘŜǊǎǘŀƴŘƛƴƎΧΦέΦ An 

important aspect of this discourse ƛǎ ŜȄǇƻǎƛƴƎ Ƙƻǿ ǊŀŎƛŀƭ ƻǊŘŜǊ άŦǳƴŎǘƛƻƴǎ ŀǊƻǳƴŘ ǘƘŜ ŎƻƳŦƻǊǘΣ 
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convenience, affirmation, solidarity, psychological well-being, advantage, and advancement of 

ǿƘƛǘŜǎέ (Steyn, 2004, p.144-145).55 The Afrikaner community, in particular, has always felt less 

secure about its future when it has not been in political control of South Africa, and Steyn finds 

that post-apartheid, many Afrikaners once again feel alienated, threatened, victimised and 

powerless.56 !ŦǊƛƪŀƴŜǊ ƛŘŜƻƭƻƎƛŜǎ ōŀǎŜŘ ƻƴ άǇŀǘǊƛŀǊŎƘŀƭ ǊŜƭƛƎƛƻǳǎ ŦƻǳƴŘŀǘƛƻƴŀƭƛǎƳέ ƘŀǾŜ 

imploded, and part of the mechanism of White Talk has been the need to maintain the political, 

economic and social ground of apartheid througƘ ŀ ΨƴŀǘǳǊŀƭƛǎŜŘΩ White ethnic talk around 

certain symbolic institutions like language, religion, history, arts and sport (ibid: 151). Steyn 

(2004, p.153) argues that these anxieties about identity and loss are found more in Afrikaner 

South Africans than in English-speaking White South Africans. Whereas the Afrikaner 

community is struggling with an existential crisis, English South Africans identify with an 

ƛƴǘŜǊƴŀǘƛƻƴŀƭ Ψ9ƴƎƭƛǎƘƴŜǎǎΩκǿƘƛǘŜƴŜǎǎΣ ǿƘƛŎƘ ǎǘƛƭƭ Ƙŀǎ ŀ ǎǘŀōƭŜ ƛŘŜƻƭƻƎƛŎŀƭ ŎŜƴǘǊŜΦ ¢ƘǳǎΣ {ǘŜȅƴ 

(ibid: 162) argues that ǿƘƛƭŜ ²ƘƛǘŜ ǘŀƭƪ ǎŜǊǾŜǎ ŀ ΨƳŀƛƴǘŜƴŀƴŎŜ ŦǳƴŎǘƛƻƴΩ ŦƻǊ ǘƘŜ 9ƴƎƭƛǎƘ {ƻǳǘƘ 

Africans, Afrikaner White talk is more constitutive and an active, aggressive reconstitution of a 

position for Afrikaners against the Africa Other and English Other ς the former having local 

power, the other having global power. 

White Talk is marked by a post-apartheid anxiety and purports to a sense of compatriotism by 

ǎǘǊŜǎǎƛƴƎ ƛƳǇƻǊǘŀƴǘ ΨƭƛōŜǊŀƭΩ ǾŀƭǳŜǎ ǘƘŀǘ ²ƘƛǘŜ {ƻǳǘƘ !ŦǊƛŎŀƴǎ ōŜƭƛŜǾŜ ŀǊŜ ǎƘŀǊŜŘ ōȅ ŀƭƭ {ƻǳǘƘ 

!ŦǊƛŎŀƴǎΣ ƴŀƳŜƭȅΥ άŘŜƳƻcracy, social development, non-racialism and non-sexism, 

ǊŜŎƻƴŎƛƭƛŀǘƛƻƴΣ Ŝǉǳŀƭƛǘȅ ŀƴŘ ŦǊŜŜŘƻƳέΦ ¢Ƙƛǎ ǎǘǊŀǘŜƎȅ ŜƴǎǳǊŜǎ ŀ άǇƻǎƛǘƛǾŜ ǎŜƭŦ-ǇǊŜǎŜƴǘŀǘƛƻƴέ ŀƴŘ 

άŘŜŦŜƴŎŜ ŀƎŀƛƴǎǘ ŀǘǘŀŎƪέΦ57 Steyn and Don Foster (2008Υ псύΣ ƛƴ ǘƘŜƛǊ ŀǊǘƛŎƭŜ ΨwŜǇŜǊǘƻƛǊŜǎ ŦƻǊ 

Talking White: Resistant Whiteness in post-ŀǇŀǊǘƘŜƛŘ {ƻǳǘƘ !ŦǊƛŎŀΩΣ ōŜƭƛŜǾŜ ǘƘŀǘ ǘƘŜ ŘƛŦŦƛŎǳƭǘƛŜǎ 

facing a country in political and socio-ŜŎƻƴƻƳƛŎ ǘǊŀƴǎŦƻǊƳŀǘƛƻƴ ŀƴŘ ǊŜŘǊŜǎǎ ōŜŎƻƳŜ άresources 

ŦƻǊ ǿƘƛǘŜƴŜǎǎέΣ ǿƘƛŎƘ ǇŜǊƳƛǘǎ ƛǘ ǘƻ ƘƻƭŘ ƻƴǘƻ ƛǘǎ ǎŜƭŦ-interest by situating Africa(ns) as 

άǇŀǘƘƻƭƻƎƛŎŀƭ ŀƴŘ ƘƻǇŜƭŜǎǎέΦ  

                                                           
55 {ǘŜȅƴΩǎ ǊŜǎŜŀǊŎƘ ƛǎ ƳƻǊŜ ƴǳŀƴŎŜŘ ǘƘŀƴ ǿƘŀǘ ƛǎ ƻŦŦŜǊŜŘ ƛƴ ǘƘƛǎ ǎǘǳŘȅ, and shows the distinctions between 
perspectives and ideologies of Afrikaner and White English South Africans.  
56 Lƴ ǘƘŜ ŀǊǘƛŎƭŜ Ψ!ŦǊƛƪŀƴŜǊ CŜŀǊǎ ŀƴŘ ǘƘŜ tƻƭƛǘƛŎǎ ƻŦ 5ŜǎǇŀƛǊΥ ¦ƴŘŜǊǎǘŀƴŘƛƴƎ /ƘŀƴƎŜ ƛƴ {ƻǳǘƘ !ŦǊƛŎŀΩ όмффнύΣ YŀǘŜ 
Manzo and Pat McGowan interviewed a number of middle and upper-class Afrikaner South Africans in 1988, prior to 
the unbanning of anti-apartheid political parties and the release of Nelson Mandela. Afrikaners, even when they 
controlled SA politically in the 80s, were very anxious about their future, which was tied to a pessimistic view of the 
country as a whole. They were fearful of their economic situation, the incompetence of Black governance, and the 
inevitability of dictatorships (Manzo and McGowan, 1992, p.10, 14). {ǘŜȅƴΩǎ ǊŜǎŜŀǊŎƘ ƻƴ resistance Whiteness in SA 
shows these fears continue. 
57 Steyn and Foster, 2008, p.28 
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This kind of Afro-pessimism dominates Pappa in Afrika: Africa and Africans are over-determined 

signs struggling between (neo)colonial abuse of African resources (the bodies of Black Africans 

included), constant wars and political dictatorships, and the struggle between the good Black 

versus the bad Black.58 In Pappa in AfrikaΣ ŀƭƭ .ƭŀŎƪκ!ŦǊƛŎŀƴ ƭŜŀŘŜǊǎ ǇƻǊǘǊŀȅŜŘ ŀǊŜ ΨōŀŘΩ ŜȄŎŜǇǘ 

for the singular tribute to assassinated Democratic Republic of the Congo President Patrice 

[ǳƳǳƳōŀΦ {ǘŜȅƴ ŀƴŘ CƻǎǘŜǊ όƛōƛŘΥ опύ ōŜƭƛŜǾŜ ǘƘŀǘ ǘƘŜ άǘǊƻǇŜ ƻŦ good blacksέ ƛǎ ǳǎŜŘ ǘƻ 

άŘƛǎŎǊŜŘƛǘ ŀƴŘ ŜǾŜƴ ǊŜǇǊƛƳŀƴŘ ǘƘŜ ƛŘŜƻƭƻƎƛŎŀƭƭȅ ƳƻǊŜ ŎƻƴŦǊƻƴǘŀǘƛƻƴŀƭ Ǉƻǎƛǘƛƻƴ ƻŦ ƻǘƘŜǊ 

ΨƻǘƘŜǊǎΩέΦ aƛŘŘƭŜ-Ŏƭŀǎǎ .ƭŀŎƪ ΨŦŀǘŎŀǘǎΩ ŀǊŜ ŦǊŜǉǳŜƴǘƭȅ ŎǊƛǘƛŎƛǎŜŘ ƛƴ YŀƴƴŜƳŜȅŜǊΩǎ ǿƻǊƪΣ ŀƴŘ ǘƘŜǊŜ 

is a certain discomfort associated with their economic status. It is common to hear criticisms of 

Black Economic Empowerment (BEE) and how this has created a greedy Black bourgeoisie. 

Statistics, however, reveal that the Black bourgeoisie remains small (under 10% of the South 

African population), with the 2011 South African census indicating that White men still maintain 

the most privileged economic space (highest education, the best jobs and the highest salaries), 

and that the economic divide between the average South African White and Black households is 

staggering.59 The emphasis, then, on a small Black bourgeoisie skews the fact that economic 

power remains vested in the hands of White South Africans who make up approximately 9.6% of 

the population. Moreover, Steyn and Foster (ibid: 42) believe that part of this 

indignation/resentment stems from the belief that any advancement by Black Africans has to be 

through tokenism (affirmative action policies) or corruption, and is marked by their inability to 

άƘŀƴŘƭŜ ǘƘŜƛǊ ƴŜǿ ǎǘŀǘǳǎέΣ ǿƛǘƘ ǘƘŜƛǊ ƛƴŜǾƛǘŀōƭŜ ōƭǳƴŘŜǊƛƴƎ ǊŜǎǳƭǘƛƴƎ ƛƴ ŀ ǘƘǊŜŀǘ ǘƻ 

transformation and the welfare of South Africa.  

²ƘƛǘŜ ¢ŀƭƪ ΨǎǘŀŎƪǎ ǳǇΩ ƴŜƎŀǘƛǾŜ ǘǊƻǇŜǎ ƻŦ .ƭŀŎƪ ƎƻǾŜǊƴŀƴŎŜ ǿƛǘƘ ƭƛǘǘƭŜ ŎƻƴǘŜȄǘǳŀƭƛǎŀǘƛƻƴ ƻŦ ǘƘŜ 

cause-and-effects of social ills, and legitimises White pessimism as a reasonable/rational 

ǊŜŀŎǘƛƻƴ ǘƻ ǘƘŜ ŎƘŀƭƭŜƴƎŜǎ ŦŀŎƛƴƎ ǘƘŜ ΨbŜǿ {ƻǳǘƘ !ŦǊƛŎŀΩΦ ²ƘƛǘŜ ŎǳƭǇŀōƛƭƛǘȅ ƛǎ ǇƭŀȅŜŘ Řƻǿƴ ǿƛǘƘ 

άŀǇǇŜŀƭǎ ǘƻ ǘƘŜ ǳƴƛǾŜǊǎŀƭƛǘȅ ƻŦ ƻǳǊ ŎƻƳƳƻƴ ƘǳƳŀƴ ƴŀǘǳǊŜέ όƛōƛŘΥ онύΣ ŀŘǾƻŎŀting for all people 

in South Africa to be held accountable, particularly allowing White South Africans to assume the 

peculiar role of victim in a new kind of reverse racism (Christiansë, 2003). Crime, murder, rape, 

                                                           
58 In most instances, ex-president Nelson Mandela and Archbishop Desmond ¢ǳǘǳ ŀǊŜ ǊŜƎŀǊŘŜŘ ŀǎ ΨƎƻƻŘ .ƭŀŎƪǎΩΣ 
while ex-president Thabo Mbeki, current president Jacob Zuma, the ANC Youth League (identified with ex-president 
Julius Malema) and beneficiaries of Black EconomƛŎ 9ƳǇƻǿŜǊƳŜƴǘ ŀǊŜ ŘŜŜƳŜŘ ΨōŀŘ .ƭŀŎƪǎΩΦ 
59 Black-headed households earned on average an annual income of R60 000 while White-headed households 
earned per annum an average of R365 000 and it is projected that it will take another 60 years for Black South 
Africans to reach some sense of equal economic status with White households ς see Bailey (2012). 

 



61 

 

the abuse of women and children are extraordinarily high among all communities in South 

Africa, but White Talk identifies Blackness, Africanness and Black rule as the source of 

criminality (particularly with regard to the killings of White farmers). White Talk attributes the 

levels of crime to Black leadershipΩǎ ƛƴŀōƛƭƛǘȅ ǘƻ ŎǳǊō ƛǘ ƻǊ ƳŜǘŜ out appropriate punishment. 

±ƛŎǘƛƳǎ ŀǊŜ ΨƛƴƴƻŎŜƴǘΩΣ ǘƘŜȅ ōǊƛƴƎ ŀǘǘŜƴǘƛƻƴ ǘƻ ǘƘŜ ŀŎǘƛƻƴǎ ƻŦ ǘƘŜ ǇŜǊǇŜǘǊŀǘƻǊǎΣ ǎƻƭƛŎƛǘ ŦŜŜƭƛƴƎǎ ƻŦ 

άƻǳǘǊŀƎŜΣ ƛƴŘƛƎƴŀǘƛƻƴΣ ŀƴŘ ǎŜƭŦ-ǇƛǘȅέΣ ǿƘƛŎƘ ƧǳǎǘƛŦƛŜǎ ƳƻǊŜ ƳƛƭƛǘŀǊƛǎǘƛŎ ōŜƭƛŜŦǎ (Steyn, 2004, p.156-

157).  

This can be evidenced in the contradictory statement by Marais (2010b),  

When they were marginalised and racially privileged ς but criticised the apartheid 

government and its legacy ς they were still reliable watchdogs. But their mockery of the new 

order is supposedly rabid, cynical and arrogant because they are racially privileged (italics 

added).  

It is unclear when these White men artists were marginalised. One can only assume Marais to 

mean when other White South Africans criticised their works during the final years of apartheid. 

There is an imagination of victimhood that Marais claims for these artists that is sheer fantasy. 

9ƴǿŜȊƻǊ όмффтΣ Ǉ нсύ Ŏŀƭƭǎ ǘƘƛǎ ŀ ΨǿƻǳƴŘŜŘ ǿƘƛǘŜƴŜǎǎΩ ǿƘƛŎƘ ǎŜŜǎ ƛǘǎŜƭŦ ŀǎ άŜƴŘŀƴƎŜǊŜŘΣ ƻƴ ǘƘŜ 

brink oŦ ŜȄǘƛƴŎǘƛƻƴΣ ƛƴ ƴŜŜŘ ƻŦ ǎǇŜŎƛŀƭ ǇǊƻǘŜŎǘƛƻƴ ŀƴŘ ǊŜǇŀǊŀǘƛƻƴΦέ60 The way White victimhood is 

ƳŀŘŜ ǾƛǎƛōƭŜ ƛƴ ǘƘŜǎŜ ƛƴǎǘŀƴŎŜǎ ŀƭƭƻǿǎ ²ƘƛǘŜǎ ǘƻ άǊŜŀŎƘ ƻǳǘ ǘƻ ǘƘŜƛǊ ǊŀŎƛŀƭ ƪƛƴ ƛƴ ǘƘŜ ǿƘƛǘŜ 

ƳŀƛƴƭŀƴŘǎ ǘƘǊƻǳƎƘ ǘƘŜ ƛŘŜƻƭƻƎƛŎŀƭ ŀƭƭŜƎƛŀƴŎŜǎ ƻŦ ǿƘƛǘŜƴŜǎǎέ ό{ǘŜȅƴ ŀƴŘ Cƻster, 2008, p.46). This 

Ŏŀƴ ōŜ ǎŜŜƴ ƛƴ ǘƘŜ ŎǳǊǊŜƴŎȅ YŀƴƴŜƳŜȅŜǊΩǎ ǿƻǊƪ Ƙŀǎ ƛƴǘŜǊƴŀǘƛƻƴŀƭƭȅ ŀƳƻƴƎ ǿƘƛǘŜ ǇŜǊǎƻƴǎ ƛƴ ǘƘŜ 

US and Europe. In a sleight of hand, the mask of whiteness, which is usually invisible, makes 

visible whiteness as a minority in the new South Africa, and seeks to use it as a resource, a 

currency, and ǘƻ ƳŀƪŜ ǇǊƻŦƛǘ ŦǊƻƳ ƛǘǎ Ƴŀǎƪ ƻŦ ΨŘƛǎŜƴŦǊŀƴŎƘƛǎŜƳŜƴǘΩ ό/ƘǊƛǎǘƛŀƴǎšΣ нллоΣ ǇΦоут-

388).  

 

Commodification and Currency 

²ƘƛƭŜ YŀƴƴŜƳŜȅŜǊΩǎ ōƭŀŎƪŦŀŎŜΣ ƭƛƪŜ [ƘŀƳƻƴΩǎ ŜŀǊƭȅ ōƭŀŎƪŦŀŎŜ ǎƛƎƴ ŀǊƻǳƴŘ ǿƘƛŎƘ underclass 

white youth gathered, seems to demonstrate similar questioning of authorities (both Black and 

                                                           
60 Jung ǘŀƭƪǎ ƻŦ ǘƘŜ ǘǊƛŎƪǎǘŜǊ ŦƛƎǳǊŜ ŀǎ ƻƴŜ ǿƘƛŎƘ ƛǎ ŀƭǎƻ ŀ ƳƻǘƛŦ ƻŦ ǎǳōƧŜŎǘƛǾŜ ǎǳŦŦŜǊƛƴƎΣ ǿƘƻǎŜ άǎŜƴǎŜƭŜǎǎ ƻǊƎƛŜǎ ƻŦ 
destruction and his self-ƛƳǇƻǎŜŘ ǎǳŦŦŜǊƛƴƎǎέΣ ǇǊƻŘǳŎŜǎ ŀ ǎŀǾƛƻǳǊΣ ƘǳƳŀƴƛǎƛƴƎ ǎǇƛǊƛǘΦ ¢Ƙƛǎ can be applied to 
YŀƴƴŜƳŜȅŜǊ ŀƴŘ aŀǊŀƛǎ ŀƴŘ ǘƘŜƛǊ ǿƻǳƴŘŜŘ ²ƘƛǘŜƴŜǎǎΣ ƛƳŀƎƛƴŜŘ ǾƛŎǘƛƳƘƻƻŘ ŀƴŘ ōŜƭƛŜŦ ƛƴ YŀƴƴŜƳŜȅŜǊΩǎ ǿƻǊƪ ŀǎ 
having salvation overtones.  
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White), we have seen how he, as a privileged White cultural producer, also uses blackface as a 

vehicle for personal catharsis and veiled criticisms of African society, while masking an appeal 

to, and an enjoyment with, White South African society. When the blackface trickster is 

unmasked, there is no renewing discourse, no regenerating, rejuvenating, re-empowering 

element or transformation that Fisher identifies in trickster figures or that Bakhtin theorises in 

his ideas of carnivalesque laughter, no reversal of order, however temporary. There are only 

masks of whiteness which appropriate masks of blackness. 

Enwezor (1998, p.24) asks the pertinent questions of a number of White visual artists who work 

with images of the Black bodyΣ ά²Ƙŀǘ ōŜƴŜŦƛǘǎ ŀƴŘ ǎǘŀǘǳǎ ŘƻŜǎ ǇǊƻȄƛƳƛǘȅ ǘƻ ǘƘƛǎ ōƻŘȅ ŎƻƴŦŜǊ ƛƴ 

the ǇǊŜǎŜƴǘ ǘŜƴǎŜ ƻŦ {ƻǳǘƘ !ŦǊƛŎŀΩǎ Ǉƻǎǘ-!ǇŀǊǘƘŜƛŘ ŎƻƴǎǘǊǳŎǘƛƻƴ ǇƻƭƛǘƛŎǎΚέ aȅ ŀǊƎǳƳŜƴǘ is that 

this proximity to the Black body has allowed a number of young White cultural producers in the 

visual arts actively to benefit (exhibitions, sales, media attention, international invitations) from 

the exploitation of the gaze on Black bodies and stereotypes of Blackness/Africanness, and yet 

at the same time they are completely alienated from the realities faced by the Black working-

class majority. Unaccustomed to perspectival challenges by people-of-colour, White artists who 

have been criticised for their racial representations (Brett Murray, Conrad Botes, Pieter Hugo, 

Guy Tilliim, Jodi Bieber, Penny Siopis, Candice Breitz), have been unable to apprehend that there 

might be something inappropriate about their choice of representation and accessibility to Black 

bodies. There Ƙŀǎ ōŜŜƴ ƭƛǘǘƭŜ ŎƻƴǎƛŘŜǊŀǘƛƻƴ ǘƘŀǘ ǘƘŜ .ƭŀŎƪ ōƻŘȅ ƛǎ ŀ ǇƻƭƛǘƛŎŀƭ ƛƳŀƎŜ ŀƴŘΣ άƛƴ ǘƘŜ 

context of issues of representation in a racist and racialised society, is neither a mute object of 

transcultural transaction nor an innocent image shorn of the complexity of history that attends 

ǘƻ ƛǘǎ ŜǾŜǊȅ ŘƛǎǇƭŀȅέ ό9ƴǿŜȊƻǊΣ мффуΣ ǇΦнрύΦ  

Why does a White artist feel the need or the legitimacy to use masks of blackness to register his 

complaints against authority, White or Black? Why still the insistence on the humiliating 

ŎŀǊƛŎŀǘǳǊŜ ǘƘŀǘ ƛǎ ōƭŀŎƪŦŀŎŜΚ ¢ƘŜ ŦŀŎǘ ǘƘŀǘ Ƴȅ ǉǳŜǎǘƛƻƴǎ ŀǊŜ ǎŜŎƻƴŘŀǊȅ ǘƻ ǘƘŜ ǉǳŜǎǘƛƻƴ ƻŦ ΨǿƘȅ 

ƴƻǘΚΩΣ ŀƴŘ ǘƘŜ ΨŦǊŜŜŘƻƳΩ ƻŦ ²ƘƛǘŜ ŀǊǘƛǎǘǎ ǘƻ ŜƴƎŀƎŜ ǿƘŀǘŜǾŜǊ ŦƻǊƳǎ ƻŦ ŎǊƛǘƛǉǳŜ ǘƘŜȅ ŎƘƻƻǎŜΣ ƛǎΣ L 

believe, also revelatory of the power maintained by Whiteness in visual discourses, the 

availability of Otherness in representations, and a lack of ethical responsibility and 

accountability in the production of images more generally in society, despite a climate of 
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continued racial tensions.61 The blackface sign is not just a culturally-specific US sign, but is 

ǇǊƻōƭŜƳŀǘƛŎŀƭƭȅ ŘŜǇƻƭƛǘƛŎƛǎŜŘ ŀƴŘ ǳǎŜŘ ƛƴǘŜǊƴŀǘƛƻƴŀƭƭȅ ǘƻ ŘŜƴƻǘŜ ΨōƭŀŎƪǎΩ ŀƴŘ ΨōƭŀŎƪƴŜǎǎΩΦ ¢ƘǳǎΣ 

Kannemeyer is not merely a White Afrikaner parodying his own culture, but exemplifies a type 

of ΨǿƘƛǘŜƴŜǎǎΩ ƛƴǘŜǊnationally, visualising the fear of the Other and simultaneously a 

consumption of the Other without any regard for the real effects this has, which can be seen in 

the global resurgence of blackface or blacking-up in popular culture advertising, music, the 

internet and costume parties as a means of mockery or making difference visible for 

consumption (Figs. 17-24). ƘƻƻƪǎΩ ŀǊǘƛŎƭŜ Ψ9ŀǘƛƴƎ ǘƘŜ hǘƘŜǊΥ 5ŜǎƛǊŜ ŀƴŘ wŜǎƛǎǘŀƴŎŜΩ reminds us of 

the contemporary enjoyment and consumption of racial difference:  

Within current debates about race and difference, mass culture is the contemporary location 

that both publicly declares and perpetuates the idea that there is pleasure to be found in the 

acknowledgment and enjoyment of racial difference. The commodification of Otherness has 

been so successful because it is offered as a new delight, more intense, more satisfying than 

normal ways of doing and feeling (hooks, 1992, p.21). 

In the three years of producing this PhD, incidents of blacking-up and blackface minstrelsy have 

been highlighted across the world practically every month. Some of these instances include the 

following (see Figs. 17a-24): advertising for make-up and food (the 2009 French Vogue edition, 

the British make-up company Illamasqua 2012 blackface, French magazine Numéro in 2013, the 

Thai 5ǳƴƪƛƴΩ 5ƻƴǳǘǎ Ψ/ƘŀǊŎƻŀƭ 5ƻƴǳǘΩ 2013 advert); costume, Halloween parties and university 

soirees in the US and South Africa (see Grenoble, 2013, and Evans and Flanagan, 2014); in the 

music industry, the South African zef-rave rŀǇ ƎǊƻǳǇ 5ƛŜ !ƴǘǿƻƻǊŘΩǎ Hey Fatty Boom Boom 

ǾƛŘŜƻ ƛƴ нлмн όǎŜŜ IŀǳǇǘ нлмнōύ ŀƴŘ ǘƘŜ ŎƻƴǘǊƻǾŜǊǎȅ ƻǾŜǊ aƛƭŜȅ /ȅǊǳǎΩǎ a¢± ǇŜǊŦƻǊƳŀƴŎŜ ƛƴ 

2013; and in the visual arts the 2012 controversy of the Moderna Museet in Sweden blackface 

cake (see Evans, 2012). There have also been various contemporary discussions about the 

appropriation and display of black bodies by white visual artists: South African artist Brett 

aǳǊǊŀȅΩs painting Spear of President Zuma with penis exposed in 2011 but also the larger body 

of the work that is Hail to the Thief (Burger 2011); {ƻǳǘƘ !ŦǊƛŎŀƴ ŀǊǘƛǎǘΩǎ {ǘŜǾŜƴ /ƻƘŜƴΩǎ ǳǎŜ ƻŦ 
                                                           
61 The 2011 furore around Brett aǳǊǊŀȅΩǎ ǇŀƛƴǘƛƴƎ ƻŦ tǊŜǎƛŘŜƴǘ WŀŎƻō ½ǳƳŀ ƛƴ ŀ ǎǳƛǘ ǿƛǘƘ Ƙƛǎ ǇŜƴƛǎ ŜȄǇƻsed revealed 
that racial tensions in SA continue ǘƻ ōŜ ƘƛƎƘΦ aǳǊǊŀȅΩǎ ŀǊǘǿƻǊƪ ŀŦŦƻǊŘŜŘ ƘƛƳ ǳƴǇǊŜŎŜŘŜƴǘŜŘ ǇǊƛƴǘ ŀƴŘ ǘŜƭŜǾƛǎƛƻƴ 
coverage locally and internationally. Some repercussions, however, were that the painting was damaged, several 
protests were organised by the national trade union (COSATU), the gallery had to be closed and gallery staff were 
ŜȄǇƻǎŜŘ ǘƻ ŘŜŀǘƘ ǘƘǊŜŀǘǎΦ tǊŜǎƛŘŜƴǘ ½ǳƳŀΩǎ ǎǇƻƪŜǎǇŜǊǎƻƴ ƘŀŘ ƛƴƛǘƛŀƭƭȅ ǎǇƻƪŜƴ ƻŦ ǎǳƛƴƎ .ǊŜǘǘ aǳǊǊŀȅ ōǳǘ ǘƘƛǎ ǿŀǎ 
later abandoned (especially in light of an earlier unsuccessful attempt on cartoonist Zapiro). While this is indeed 
indicative of free speech winning the day, the implications of incidents like this are being felt and might be a 
harbinger of different forms of censorship (see Khan, 2014a).  
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his domestic worker in his exhibition Magog in 2012 (Joja, 2012), South African playwright-artist 

.ǊŜǘǘ .ŀƛƭŜȅΩǎ ǳǎŜ ƻŦ ōƭŀŎƪ ōƻŘƛŜǎ ƛƴ Ƙƛǎ ǇŜǊŦƻǊƳŀƴŎŜ Ǉiece Exhibit B in London in 2014 (Qasim, 

2014)Τ ǘƘŜ ¦{ ŀǊǘƛǎǘ WƻŜ {ŎŀƴƭŀƴΩǎ hiring of black woman to perform his alter ego Donelle 

Woolford (see Fusco, 2014)Φ ¢ƘŜǎŜ ƭŀǎǘ ŎŀǎŜǎ ƘŀǾŜ ǉǳŜǎǘƛƻƴŜŘ ǘƘŜ ΨǊƛƎƘǘΩ ƻŦ ǿƘƛǘŜ ŀǊǘƛǎǘǎ ǘƻ ǳǎŜ 

black bodies as they see fit, and situate tƘŜ ΨǊŀŎŜΩ ŀƴŘ ŀŎŎƻƳǇŀƴȅƛƴƎ ǇǊƛǾƛƭŜƎŜǎ ƻŦ ǘƘŜǎŜ ǿƘƛǘŜ 

male producers in the visual art specifically and in society more generally. 

As Ahmed (2000, p.129, 133) has pointed out in her discussion on racial passing, for white 

subjects Ψpassing for another raceΩ becomes a detachable signifier, a mask when it is not 

essentialised on a body ς assimilable difference becomes one that whiteness can put on and 

ǘŀƪŜ ƻŦŦΦ Lǘ ƘƛŘŜǎ ǿƘƛǘŜƴŜǎǎΩ ǇǊƛǾƛƭŜƎŜ ƻŦ ōŜƛƴƎ ƛƴǾƛǎƛōƭŜΣ ŀǎ ǇŀǎǎƛƴƎ ǘƻƻΣ ŀƴŘ ǊŜƴŘŜǊǎ ōƭŀŎƪƴŜǎǎ Ψŀƭƭ 

surfaceΩΣ ƳŜǊŜƭȅ ƻǳǘǿŀǊŘ ŦŜŀǘǳǊŜǎ ŀƴŘ ǇƘȅǎƛŎŀƭ ǘŀƭŜƴǘΦ Lǘ ǇǊŜǘŜƴŘǎ ŀǘ ǇǊƻȄƛƳƛǘȅ ǘƘǊƻǳƎƘ 

epidermalization and cultural posturing, it mimics diversity, difference and coolness, even as it 

simultaneously mocks and distances from social inequalities. The slipperiness of blackface has 

shown all too often that it is a difficult mask to wear and that its codifications, even when 

positive, tend to stretch beyond control and to consume all.  

In his 2000 film, Bamboozled, African-American director Spike Lee critiques blackface currency, 

ŀƴŘ ǉǳŜǎǘƛƻƴǎ ŀǊǘƛǎǘƛŎ ǊŜǎǇƻƴǎƛōƛƭƛǘȅΣ ŜǎǇŜŎƛŀƭƭȅ ǿƘŜƴ ƛǘ ƛǎ ƳŀǎƪŜŘ ōȅ ƭŀōŜƭǎ ƻŦ ΨǇŀǊƻŘȅΩ ŀƴŘ ΨŀǊǘΩΦ 

In visual arts, a level of criticality is assumed for artworks in a gallery space, especially when it is 

ǘƘƻǳƎƘǘ ǘƻ ōŜ ǘǊŀƴǎƎǊŜǎǎƛǾŜΦ DǳƭŜΩǎ idea that transgressiveness does not denote progressive 

ǇƻƭƛǘƛŎǎ ƛǎ ǊŜƛǘŜǊŀǘŜŘ ōȅ IǳǘŎƘŜƻƴΩǎ ǿƻǊƪ ƻƴ ǇŀǊƻŘȅΦ ²ƘƛƭŜ IǳǘŎƘŜƻƴ όмфурΣ ǇΦтп-76) believes in 

the possibilities of parody for disruption, re-evaluation and re-creation, she reminds the reader 

that this potential is not always realised because of a fundamental paradox in parody: in order 

to reformulate and recode texts, hierarchies and recognized conventions are necesarrily 

referenced, re-authorised and reinforced. Parody therefore, often, functions as authorized 

transgression ς in South Africa, this authorisation is provided by White economic and cultural 

power, as it dominates the visual arts field in terms of gallery representation, curating, art 

history discourses and art writing.62  

hooks (1996, p.26) shares this belief that transgressive discourse is not sufficient if it does not 

lead to transformation in discourses. Gule and hooks are quick to point out that they are not 

                                                           
62 See Enwezor (1998, footnote: 27); Ashton (2006) and Khan, 2011 and 2006 for discussions on how black critiques 
of White dominance and racism in the art field are silenced. 
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advocating didactic art practices or prescribƛƴƎ ǿƘŀǘ ƛǎ ΨǊƛƎƘǘΩ ŀƴŘ ΨǿǊƻƴƎΩΣ nor do they believe 

that black practitioners can engage any better than their white counterparts. Instead, there is a 

call for vigilance, for a constant interrogation of racial, class and gender coding which involves all 

creative producers in the process of decolonising visualisations:  

Ostensibly, any artist whose politics lead him or her to oppose imperialism, colonialism, neo-

colonialism, white supremacy, and the everyday racism that abounds in all our lives would 

endeavour to create images that do not perpetuate and sustain domination and exploitation 

(ibid: 103).  

Socially progressive art practice should, therefore, move beyond simple appearances of 

transgressiveness.  

Enwezor (1998, p.27) reminds us that representation is not above morality, and accountability, 

and simply art-for-ŀǊǘΩǎ ǎŀƪŜΣ ōǳǘ ǘƘŀǘ ǘƘŜǊŜ Ƙŀǎ ǘƻ ōŜ άŀƴ ŜǘƘƛŎǎ ƻŦ ǳǎŀƎŜΣ ŀ ǎŜƴǎƛǘƛǾƛǘȅ ǘƻ ŀƴŘ 

respect for those images that have dŜŜǇƭȅ ŎƻŘŜŘ ƳŜŀƴƛƴƎǎέΦ !ǎ ŀ ǿƻƳŀn-of-colour visual artist 

invested in masquerading performances, who occupies neither a White nor Black position in 

South Africa, I have tried to understand blackface as an ambivalent parodic masquerading 

strategy which raises uncomfortable questions about representation and its users/producers 

who keep it in circulation, but have alǎƻ ŜȄǇƭƻǊŜŘ ǘƘƛǎ ƳŀǎƪΩǎ ability to serve as a vehicle for self-

affirmation. This thesis delves deeper into masquerading as a strategy of reflection and 

empowerment in post-colonial contexts, but first Chapter Two will further unpack concepts of 

masquerade to provide a theoretical ground for reading the works of Tracey Rose, Nandipha 

Mntambo, Senzeni Marasela and Mary Sibande in Chapter Three.  
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CHAPTER TWO:  

Historical and Theoretical Perspectives of Masquerade 

 

To be inauthentic is sometimes the best way to be real (Gilroy, 1995, p.29). 

aŀǎǉǳŜǊŀŘƛƴƎΩǎ ŜȄǘŜƴǎƛǾŜ ƘƛǎǘƻǊȅ ƛƴ ŘƛŦŦŜǊŜƴǘ ǎƻŎƛŜǘƛŜǎ ŀƴŘ ŎƻƴǘŜȄǘǎ Ƙŀǎ ƎƛǾŜƴ ǊƛǎŜ ǘƻ ƴǳƳŜǊƻǳǎ 

perspectives. In this chapter I discuss theories that I have engaged with via masquerading in the 

visual arts, which often have been directly influenced by notions of feminism, psychoanalysis, 

race and postcolonialism. The chapter does not present a chronological development of these 

masquerading ideas, but rather discusses them as LΩǾŜ ŜƴŎƻǳƴǘŜǊŜŘ ǘƘŜƳ ŀǎ ŀƴ ŀǊǘƛǎǘΦ63 In 

explorations in my postcolonial masquerading artwork, the concepts of mimicry, masking, 

repetition and menace have emerged as formative characteristics of a postcolonial masquerade, 

ŀƴŘ L ōŜƎƛƴ ǿƛǘƘ ŀƴ ŀƴŀƭȅǎƛǎ ƻŦ ǘƘŜ ƪŜȅ ǘŜǊƳ ΨƳƛƳƛŎǊȅΩΦ  

The concept of mimesis, frƻƳ ǘƘŜ DǊŜŜƪ ǿƻǊƪ ΨƳƛƳŜƛǎǘƘŀƛΩΣ64 ƳŜŀƴǎ Ψǘƻ ƛƳƛǘŀǘŜΩ particularly 

referencing the ability of art to imitate/copy the real. Greek philosopher Socrates (Plato, c.380 

B.C/2002, p.231) regarded mimesis as a copy of an original (truth), an illusion or deceptive 

appearance that could never compare to the original. Human susceptibility to mimesis is 

dangerous, Socrates argues, as it could wrongly influence children and young men by exposing 

ǘƘŜƳ ǘƻ ŦŀƭǎŜ ƛƴŦƻǊƳŀǘƛƻƴΦ IŜ ŎǊƛǘƛŎƛǎŜǎ ǘƘŜ ƳƛƳŜǘƛŎ ŀǊǘΩǎ ŀōƛƭƛǘȅ ǘƻ ǊŀƛǎŜ emotion (especially fear) 

in its audience, which deviates from the importance of a stoic life and strict adherence to the 

dictates of logic and reason (ibid: 236 ς 242, 470). Philosopher, Aristotle, in his Poetics (c.335 

B.C), is, however, more agreeable to the idea of mimesis. Aristotle regards mimesis as a key 

ŦŜŀǘǳǊŜ ƻŦ ƳŀƴΩǎ ŘŜǾŜƭƻǇƳŜƴǘ ŦǊƻƳ ŎƘƛƭŘƘƻƻŘ which is harnessed into a craft that provides 

insight into realistic ideas and contexts. He felt that humans are moved by the likeness of people 

or situations that are created through mimesis, from which they then learn (c335 B.C/2000, p.7).  

                                                           
63 This means that the theories move trans-historically and trans-contextually without necessary following any logic 
besides my own interest in them. Sometimes notable works on these ideas are also not presented as they have not 
influenced either my writing or practical work.  
64 ¢ƘŜ /ƻƴŎƛǎŜ hȄŦƻǊŘ 9ƴƎƭƛǎƘ 5ƛŎǘƛƻƴŀǊȅ ŘŜŦƛƴŜǎ ǎΦǾΦ ΨƳƛƳŜǎƛǎΩ όƴƻǳƴύ ŀǎΥ άƛƳƛǘŀǘƛǾŜ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ ǘƘŜ ǊŜŀƭ ǿƻǊƭŘ 
ƛƴ ŀǊǘ ŀƴŘ ƭƛǘŜǊŀǘǳǊŜέΤ άǘƘŜ ŘŜƭƛōŜǊŀǘŜ ƛƳƛǘŀǘƛƻƴ ƻŦ ǘƘŜ ōŜƘŀǾƛƻǳǊ ƻŦ ƻƴŜ ƎǊƻǳǇ ƻŦ ǇŜƻǇƭŜ ōȅ ŀƴƻǘƘŜǊ ŀǎ ŀ ŦŀŎǘƻǊ ƻŦ 
ǎƻŎƛŀƭ ŎƘŀƴƎŜέΤ ŀƴŘ ƛƴ ȊƻƻƭƻƎȅ ŀǎ άƳƛƳƛŎǊȅ ƻŦ ŀƴƻǘƘŜǊ ŀƴƛƳŀƭ ƻǊ ǇƭŀƴǘέΦ  
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The concept of mimesis has filtered into the natural sciences, behavioural psychology, 

psychoanalytic ideas of identity production and performance, educational studies, Western 

imperialist strategies, and ƳƻŘŜǊƴ ŎǳƭǘǳǊŜΩǎ ƛƴŘǳǎǘǊƛŀƭ ǇǊƻŘǳŎǘƛƻƴ ŀƴŘ Ƴŀǎǎ ŎǳƭǘǳǊŜΦ Mimesis has 

come to be associated with the concepts of άŜƳǳƭŀǘƛƻƴΣ ƳƛƳƛŎǊȅΣ ŘƛǎǎƛƳǳƭŀǘƛƻƴΣ ŘƻǳōƭƛƴƎΣ 

theatricality, realism, identification, correspondence, depƛŎǘƛƻƴΣ ǾŜǊƛǎƛƳƛƭƛǘǳŘŜΣ ǊŜǎŜƳōƭŀƴŎŜέ 

and, has, since its Platonic usage, been intrinsically linked with the arts (ideas of authenticity, 

genius, reproducibility, multiples) as a marker of culturally coded value.65 Matthew Potolsky in 

his book Mimesis (2006) argues that the act of mimesis implicates the simulation that is made, 

the simulator, the simulated, and those for whom the simulation is presented, often 

(un)intentionally exposing the very conventions that structures its applicability. The influence of 

mimesis on individual and collective human nature and behaviour continues to intrigue theorists 

ς this can be seen in the many studies which attempt to show the effects of mimetic behaviour 

today, particularly with regard to popular culture genres (TV, gaming, internet), where the 

ŎǊŜŀǘƛǾŜ Ψƴƻƴ-ǊŜŀƭΩ Ŏŀƴ ƛƴŦƭǳŜƴŎŜ ǘƘŜ ΨǊŜŀƭΩ όƛōƛŘΥ мфύΦ ΨaƛƳƛŎǊȅΩ ǿŀǎ ŘŜǊƛǾŜŘ ŦǊƻƳ ǘƘŜ ǎŀƳŜ Ǌƻƻǘ 

ƻŦ ǘƘŜ DǊŜŜƪ ǿƻǊŘ ŦƻǊ ƘǳƳŀƴ ΨƛƳƛǘŀǘƛƻƴΩ ƛƴ ǘƘŜ ƳƛŘ-1600s, but, by the mid-1800s, became 

largely used to denote biological mimicry, particularly in nature. Culturally, the words ΨmimicryΩ 

and ΨmimesisΩ are often used interchangeably, but this research prefers to use mimicry as it has 

been established in theories of identity performativity, and as I first encountered it in Western 

feminism and then in postcolonial studies. 

 

Feminist Perspectives of Masquerade 

My initial explorations of the concept of masquerade were via feminist psychoanalytic ideas of 

womanliness as a mask. A foundational text in this regard was the 1929 article by lay 

pǎȅŎƘƻŀƴŀƭȅǎǘ Wƻŀƴ wƛǾƛŜǊŜ ŜƴǘƛǘƭŜŘ Ψ²ƻƳŀƴƭƛƴŜǎǎ ŀǎ ŀ aŀǎǉǳŜǊŀŘŜΩΦ wƛǾƛŜǊŜΩǎ ŀǊǘƛŎƭŜ ŦƻŎǳǎŜǎ ƻƴ 

her assessment of a woman professional who successfully maintained her work, home, friends 

and family, but was prone to anxiety prompted by her work performance which affected her 

health: she actively sought compliments and attention from older male colleagues whom she 

considered inferior to herself, and experienced an intense rivalry with other women. Riviere 

ŘǊŀǿǎ ƻƴ CǊŜǳŘΩǎ ŎŀǎǘǊŀǘƛƻƴ ŀƴŘ hŜŘƛǇǳǎ ǘƘŜƻǊȅ ǘƻ Ǉƻǎƛt that this woman would adopt an over-

                                                           
65 Potolsky, 2006, p.1 
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ƳŀƴƛŦŜǎǘŀǘƛƻƴ ƻŦ ΨǿƻƳŀƴƭƛƴŜǎǎΩ ƛƴ ƻǊŘŜǊ ǘƻ ǇŀŎƛŦȅ ǘƘŜ ŎŀǎǘǊŀǘŜŘ ŦŀǘƘŜǊ ŦƛƎǳǊŜ όƘŜǊ ƳŀƭŜ 

ŎƻƭƭŜŀƎǳŜǎύΦ wƛǾƛŜǊŜ όмфнфκмфусΣ ǇΦоуύ ǊŜƎŀǊŘǎ ǘƘŜ ǇŀǘƛŜƴǘΩǎ ŘƛǎǇƭŀȅ ƻŦ ΨǿƻƳŀƴƭƛƴŜǎǎΩ ŀǎ ŀ 

masquerade of guiltlessness or innocence, with the mask of femininity being used as a disguise 

ǘƻ ŜƴǎǳǊŜ ǘƘŜ ǿƻƳŀƴΩǎ ǎŀŦŜǘȅ ōȅ ƘƛŘƛƴƎ ǘƘŜ άǇƻǎǎŜǎǎƛƻƴ ƻŦ ƳŀǎŎǳƭƛƴƛǘȅέΦ LƳǇƻǊǘŀƴǘƭȅΣ ǘƘƻǳƎƘΣ 

wƛǾƛŜǊŜ όƛōƛŘΥ оуύ ŘƻŜǎ ƴƻǘ ƳŀƪŜ ŀ ŘƛǎǘƛƴŎǘƛƻƴ ōŜǘǿŜŜƴ ŀ ΨǊŜŀƭΩ ŦŜƳƛƴƛƴƛǘȅ ŀƴŘ ǘƘŜ ƳŀǎǉǳŜǊŀŘŜ ƻŦ 

womanlinesǎΥ άaȅ ǎǳƎƎŜǎǘƛƻƴ ƛǎ ƴƻǘΣ ƘƻǿŜǾŜǊΣ ǘƘŀǘ ǘƘŜǊŜ ƛǎ ŀƴȅ ǎǳŎƘ ŘƛŦŦŜǊŜƴŎŜΤ ǿƘŜǘƘŜǊ ǊŀŘƛŎŀƭ 

ƻǊ ǎǳǇŜǊŦƛŎƛŀƭΣ ǘƘŜȅ ŀǊŜ ǘƘŜ ǎŀƳŜ ǘƘƛƴƎΦέ [ƛǘŜǊŀǊȅ ǘƘŜƻǊƛǎǘ {ǘŜǇƘŜƴ IŜŀǘƘ όмфусΣ ǇΦпсύ ŀǊƎǳŜǎ ǘƘŀǘ 

wƛǾƛŜǊŜΩǎ ǘƘŜƻǊȅ ƭƻŎŀǘŜǎ ǿƻƳŀƴƭƛƴŜǎǎ ŀǎ ŀ ǇǊŜǘŜƴŎŜΣ ƛƴ ǿƘƛŎƘ ǘƘŜǊŜ ƛǎ ƴo authentic woman, only 

ŀ ŎƻƴǎǘǊǳŎǘŜŘ ƳƛƳƛŎǊȅ ƻŦ ŦŜƳƛƴƛƴƛǘȅ ǿƘƛŎƘ ƛǎ ǎǳǇǇƻǎŜŘ ǘƻ ǎƛƎƴƛŦȅ ΨǿƻƳŀƴΩΣ ŀƴŘΣ ǘƘǳǎΣ ƛƴƘŜǊŜƴǘƭȅ 

Ŏƻƴǘŀƛƴǎ ǘƘŜ ŜƭŜƳŜƴǘǎ ƻŦ άƳŀǎƪΣ ŘƛǎƎǳƛǎŜΣ ǘƘǊŜŀǘΣ ŘŀƴƎŜǊέ όƛōƛŘΥ пфΣ рн-53). Thus, femininity, 

itself, is malleable, an identity created by woman for herself, but also for men and for society. 

What Riviere identified, and which has been a significant idea in feminism and queer theory, is 

the element of performativity that informs identity constructions with regard to gender and 

sexuality. ¢ƘŜ ŘƛǎƎǳƛǎŜ ƻŦ ΨǿƻƳŀƴƭƛƴŜǎǎΩ ƛǎ ōƻǘƘ ƻŦ ǎǳōǎǘŀƴŎŜ όŀƭǿŀȅǎ ǘƘŜ ŘŀƴƎŜǊ ƻŦ ǿƘŀǘ ƛǎ 

hidden) and simultaneously a lack (there is no essential feminine identity over which the 

masquerade is laid).  

Psychoanalyst Jacques Lacan (1953/2006, p.228ς231) extends this idea of lack to question the 

ontology of gender (of a pre-ƎƛǾŜƴ ΨōŜƛƴƎΩύΣ ŀƴŘ ŦƛƴŘǎ ǘƘŀǘ ƛǘ ƛǎ ƛƴŎƻƴŎŜƛǾŀōƭŜ ŀǇŀǊǘ ŦǊƻƳ ǘƘŜ 

ǇƘŀƭƭƻƎƻŎŜƴǘǊƛǎƳ ƻŦ ƭŀƴƎǳŀƎŜΣ ƻǊ ǘƘŜ ΨbŀƳŜ ƻŦ ǘƘŜ CŀǘƘŜǊΩΦ ¢ƘŜǊŜ ƛǎ ƴƻ ǇǊƛƳŀŎȅ ǘƻ ƎŜƴŘŜǊ 

ƛŘŜƴǘƛǘȅΣ ΨōŜƛƴƎΩ ƛǎ ŎƻƴǎǘƛǘǳǘŜŘ ǘƘƻǳƎƘ ƭŀnguage and patriarchal regulation determined by the 

ŘƛŦŦŜǊŜƴǘƛŀǘŜŘ Ǉƻǎƛǘƛƻƴǎ ƻŦ ΨƘŀǾƛƴƎΩ ǘƘŜ tƘŀƭƭǳǎ ŀƴŘ ΨōŜƛƴƎΩ ǘƘŜ tƘŀƭƭǳǎΦ aŀƴ Ƙŀǎ ǘƘŜ tƘŀƭƭǳǎ ŀƴŘΣ 

thus, the power by which to define himself and Other (Lacan, 1958/2006, p.578ς579). Women 

lack the Phallus, and in this lack, come to reflect those who have the Phallus (ibid). Both genders 

work on appearances in order to signify gendered positions. For Lacan, the penis is also not 

equivalent to paternal law and can never fully realise this law, and is, therefore, also a kind of 

ƭŀŎƪΦ CƻǊ ōƻǘƘ ƎŜƴŘŜǊŜŘ ǇƻǎƛǘƛƻƴǎΣ ǘƘŜ ΨǊŜǇŜŀǘŜŘ ƛƳǇƻǎǎƛōƛƭƛǘƛŜǎΩ ƻŦ ƎŜƴŘŜǊ ǎƛƎƴƛŦƛŎŀǘƛƻƴ ƛǎ ŀ ƪƛƴŘ 

of comedic failure where everybody ultimately lacks the Phallus (ibid: 582-583). He believes that 

ǿƻƳŜƴ ΨƳŀǎƪΩ ǘƘƛǎ ƭŀŎƪ ǘƘǊƻǳƎƘ ŀ Ƴŀǎǉuerade ς this performance produces the sexual ontology 

ƻŦ ǿƻƳŜƴΦ [ŀŎŀƴ ǎǘǊǳƎƎƭŜŘ ǿƛǘƘ ǘƘŜ ƛŘŜŀ ƻŦ ǿƻƳŜƴΩǎ ǎŜȄǳŀƭƛǘȅ ǘƘǊƻǳƎƘƻǳǘ Ƙƛǎ ǿǊƛǘƛƴƎΣ ƎǊŀǇǇƭƛƴƎ 

ǿƛǘƘ ǘƘŜ ƴƻǘƛƻƴ ǘƘŀǘ ǘƘŜ ŎŀǘŜƎƻǊȅ ƻŦ ΨǘƘŜ ǿƻƳŀƴΩ ŎƻǳƭŘ ƻƴƭȅ ŜǾŜǊ ōŜ ŀ Ŧŀƴǘŀǎȅ ŘŜŦƛƴŜŘ ōȅ tƘŀƭƭƛŎ 

language.  
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Whereas wƛǾƛŜǊŜ ŀƴŘ [ŀŎŀƴΩǎ ǘƘŜƻǊƛŜǎ ǊŜƴŘŜǊ ǿƻƳŜƴ ŀǎ ŀ ŘŜǇǊŜǎǎƛƴƎ ƭŀŎƪΣ ŦŜƳƛƴƛǎǘ ǘƘŜƻǊƛǎǘ [ǳŎŜ 

Irigaray in This Sex which is not One (1977/1985) engages more agency within the notion of the 

ǿƻƳŀƴƭȅ ƳŀǎǉǳŜǊŀŘŜΦ LǊƛƎŀǊŀȅΩǎ ŘŜŦƛƴƛǘƛƻƴ ƻŦ ƳŀǎǉǳŜǊŀŘŜ ŎƻƳŜǎ ŦǊƻƳ CǊŜǳŘΩǎ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ 

ΨƴƻǊƳŀƭ ǿƻƳŀƴƘƻƻŘΩ όǘƘŀǘ ƛǎ ǘƘŜ ǊŜǎƻƭǳǘƛƻƴ ƻŦ ǘƘŜ ŦŜƳŀƭŜ hŜŘƛǇǳǎ ŎƻƳǇƭŜȄύΣ ǿƘŜǊŜ ŀ ǿƻƳŀƴ 

Ƙŀǎ ǘƻ ŜƳōƻŘȅ ŀ ƳŀǎǉǳŜǊŀŘŜ ƻŦ ŦŜƳƛƴƛƴƛǘȅ ŀƴŘ ƛƴǎŎǊƛōŜ ƛƴǘƻ άŀ ǎȅǎǘŜƳ ƻŦ ǾŀƭǳŜǎ ǘƘŀǘ ƛǎ ƴƻǘ ƘŜǊǎΣ 

ŀƴŘ ƛƴ ǿƘƛŎƘ ǎƘŜ Ŏŀƴ ΨŀǇǇŜŀǊΩ ŀƴŘ ŎƛǊŎǳƭŀǘe only when enveloped in the needs/desires/fantasies 

ƻŦ ƻǘƘŜǊǎΣ ƴŀƳŜƭȅ ƳŜƴέ όLǊƛƎŀǊŀȅΣ мфттκмфурΣ ǇΦмопύΦ ¢Ƙǳǎ ŦŜƳƛƴƛƴŜ ƳŀǎǉǳŜǊŀŘŜ ƛǎ ǘƘŜ ǾƛǎƛōƭŜ 

ŜȄǇǊŜǎǎƛƻƴ ŀƴŘ ǎǳǎǘŜƴŀƴŎŜ ƻŦ ƳŀƴΩǎ ŘŜǎƛǊŜΦ bƻƴŜǘƘŜƭŜǎǎΣ LǊƛƎƛŀǊŀȅ όƛōƛŘΥ ннлΣ туύ ōŜƭƛŜǾŜǎ ǘƘŀǘ ŀ 

mimicry of fŜƳƛƴƛƴƛǘȅ ŎƻǳƭŘ ōŜ ŀƴ άƛƴǘŜǊƛƳέ ǎǘǊŀǘŜƎȅ ƛƴ ƳŀǎŎǳƭƛƴŜ ŘƛǎŎƻǳǊǎŜ ŎŀǇŀōƭŜ ƻŦ 

subversion by women through a conscious mimesis of feminine coding to make visible the 

workings of hidden patriarchal structuring, which has constructed, within Western discourse, 

fŜƳƛƴƛƴƛǘȅ ŀǎ ΨƴƻǘΩΣ ŘŜŦƛŎƛŜƴǘΣ ƛƳƛǘŀǘƛƻƴΦ !ƭǘƘƻǳƎƘ LǊƛƎŀǊŀȅ ƴƻǘŜŘ ǘƘŜ ŘƛŦŦƛŎǳƭǘƛŜǎ ƻŦ ǎǇŜŀƪƛƴƎ ŀǎ 

women to women in the phallogocentric language of paternal law, she did not think it was 

impossible to do. She believed that gestures ς even the gestures of mimicry ς could be 

expressed for example in suffering, in laughter, in what women dare to say when they are 

addressing each other and where they are addressing each other, in their own desire, and in 

what would produce a female imaginary. These potentialities are elaborated on later in this 

chapter in a discussion of black feminist epistemologies, but are also explored in Chapter Three 

in the artworks of South African women-of-colour visual artists in terms of the content, creative 

methodologies and the audiences they address in their black women-centred works. 

An attempt to locate agency within identity masquerading is also a concern of feminist Judith 

Butler, who often employs psychoanalytic and post-structural theories in her examinations of 

gender performativity. In Gender Trouble, Butler ΨǘǊƻǳōƭŜǎΩ ǘƘŜ ŎŀǘŜƎƻǊƛŜǎ ƻŦ ƎŜƴŘŜǊ ŀƴŘ 

sexuality, but further questions the foundationalist ideas of ΨsexΩ that are naturalised in societies 

and created in relation to an essentialist heterosexist matrix, which she defines as:  

Χ hegemonic discursive/epistemic model of gender intelligibility that assumes that for bodies 

to cohere and make sense there must be a stable sex expressed through a stable gender 

(masculine expresses male, feminine expresses female) that is oppositionally and 

hierarchically defined through the compulsory practice of heterosexuality (Butler, footnote 6, 

1990/2006, p.208). 

.ƻŘƛŜǎ ŀǊŜ ǊŜŀŘ ŀǎ ƴŀǘǳǊŀƭƭȅ ǎŜȄŜŘ ŦǊƻƳ ǿƘƛŎƘ ƎŜƴŘŜǊ ŀƴŘ ŘŜǎƛǊŜ ǎǘŜƳΣ ŀƴŘ ΨƛƴǘŜƭƭƛƎƛōƭŜ ƎŜƴŘŜǊǎΩ 

are those which adhere to regulatory practices which maintain social relations and coherence 
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between the relational terms of sex-gender-sexual practice-desire, but also the continuity of the 

species as such (ibid: 23). Butler questions the seamlessness of this given relation, and 

interrogates the sex-as-natural/gender-as-ŎƻƴǎǘǊǳŎǘ ŘƛǾƛŘŜ ǎŀȅƛƴƎ ǘƘŀǘΣ άDŜƴŘŜǊΣ ƻǳƎƘǘ ƴƻǘ ǘƻ ōŜ 

conceived merely as the cultural inscription of meaning on a pregiven sex (a juridical 

conception); gender must also designate the very apparatus of production whereby the sexes 

themselves are ŜǎǘŀōƭƛǎƘŜŘέ όƛōƛŘΥ млύΦ ¢ƘǳǎΣ ǎŜȄ is not a pre-discursive anatomical fact which 

culture acts on, but already a construct regulated and produced by language and power. 

5ǊŀǿƛƴƎ ƻƴ ŦŜƳƛƴƛǎǘ ǿǊƛǘŜǊ aƻƴƛǉǳŜ ²ƛǘǘƛƎΩǎ ǊŜǎŜŀǊŎƘ ƻƴ ƎŜƴŘŜr and sexuality, Butler (ibid: 157) 

says sex-gender-sexuality-desire contracts are established through a series of repeated stylised 

performative gestures, acts and enactments, which mark these positions, and produce reality-

effects that are eventually misǇŜǊŎŜƛǾŜŘ ŀǎ ΨŦŀŎǘǎΩΦ {ǇŜŜŎƘ ŀŎǘǎ όōŀǎŜŘ ƻƴ ƭƛƴƎǳƛǎǘ WƻƘƴ !ǳǎǘƛƴΩǎ 

ƛƴǾŜǎǘƛƎŀǘƛƻƴ ƻŦ Ƙƻǿ ǳǘǘŜǊŀƴŎŜǎ ǇŜǊŦƻǊƳ ŀƴ ŀŎǘƛƻƴύ ƛƴŦƻǊƳ ǇǊŀŎǘƛŎŜ ƛƴ ǿƘƛŎƘ άŘƛŦŦŜǊŜƴŎŜΣ 

ŘƛǎǇŀǊƛǘȅΣ ŀƴŘΣ ŎƻƴǎŜǉǳŜƴǘƭȅΣ ƘƛŜǊŀǊŎƘȅ Χ becomes ǎƻŎƛŀƭ ǊŜŀƭƛǘȅέ όƛōƛŘΥ мсмύΦ ¢ƘŜ ǊŜǇŜǘƛǘƛƻƴ ƻŦ 

gender acts not only re-enacts, but re-experiences social significations of gender for the doer 

who believes in these performances and performs ƛƴ ŀ άƳƻŘŜ ƻŦ ōŜƭƛŜŦέ όƛōƛŘΥ мфл-192). Butler 

understands the body not as a being, but a marker of boundaries, a surface of signification that 

is politically regulated and allows identities to be continuously called into question. 

Thus, while all gender-sex acts are imitative parodies, society marks gay sexuality as being 

outside heterosexuality. Butler (ibid: 43) makes evident the illusion of an originary status of 

heterosexuality and posits that gayness is not not a copy of an original sexuality, but is rather 

άŀǎ ŎƻǇȅ ƛǎ ǘƻ ŎƻǇȅέΣ ŀ άǇŀǊƻŘƛŎ ǊŜǇŜǘƛǘƛƻƴ ƻŦ Ψthe originalΩέΦ {ƘŜ ŘƻŜǎ ƴƻǘ ōŜƭƛŜǾŜ ǘƘŀǘ ƛǘ ƛǎ 

possible to escape this law of power, but does believe in a subversive repetition through parody 

to redeploy repetition to unsettle, to trouble that same law, so that it might turn against itself 

ŀƴŘ ǎǇŀǿƴ άǳƴŜȄǇŜŎǘŜŘ ǇŜǊƳǳǘŀǘƛƻƴǎ ƻŦ ƛǘǎŜƭŦέ όƛōƛŘΥ мнтύΦ Butler identifies de-formity and 

ǇƻǎǎƛōƛƭƛǘƛŜǎ ƻŦ ŦŀƛƭǳǊŜ ƛƴ ǊŜǇŜǘƛǘƛƻƴ ƛƴ ǇŀǊƻŘƛŎ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ŀǎ ŜȄǇƻǎƛƴƎ ǘƘŜ άǇƘŀƴǘŀǎƳŀǘƛŎ 

ŜŦŦŜŎǘ ƻŦ ŀōƛŘƛƴƎ ƛŘŜƴǘƛǘȅέ ς she names manifestations of butch and femme lesbian 

performances, as well as drag as such blurring strategies (ibid: 192).66 Butler ǊŜƎŀǊŘǎ ΨŀƎŜƴŎȅΩ ŀǎ 

ǘƘŜ ǇƻǘŜƴǘƛŀƭ ŦƻǊ ƳŀƪƛƴƎ ŜǾƛŘŜƴǘ ǘƘŀǘ ƛŘŜƴǘƛǘȅ ƛǎ άŀ ǊŜƎǳƭŀǘŜŘ ǇǊƻŎŜǎǎ ƻŦ ǊŜǇŜǘƛǘƛƻƴέΣ ŀǎ ŀƴ ŜŦŦŜŎǘ 

ƻŦ ŀ άŎƻƴǎǘƛǘǳǘƛǾŜ ŦŀƛƭǳǊŜ ƻŦ ŀƭƭ ƎŜƴŘŜǊ ŜƴŀŎǘƳŜƴǘǎέ όƛōƛŘΥ 198, 200). 

More recently, Cultural Studies scholar Angela McRobbie in The Aftermath of Feminism (2009), 

                                                           
66 bell hooks claims, however, that critical commentary on drag performances often ignore the class and racial 
dimensions of such mimetic performances.  See hooks, 1996, p.214-226  
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ŘŜǾŜƭƻǇŜŘ ǘƘŜ ƛŘŜŀ ƻŦ ŀ ΨǇƻǎǘ-ŦŜƳƛƴƛǎǘ ƳŀǎǉǳŜǊŀŘŜΩ ƛƴ ǘƘŜ ¦YΣ ǿƘƛŎƘ ǎƘŜ ǾƛŜǿǎ ŀǎ ŀ ōŀŎƪƭŀǎƘ ƛƴ 

the 90s and 2000s against feminism by young women who enjoy the benefits of it, while still 

subscribing to patriarŎƘŀƭ ǾŀƭǳŜǎ όtŀǘǊƛŎƛŀ Iƛƭƭ /ƻƭƭƛƴǎ ǇǊƻǾƛŘŜǎ ŀ ŘŜŦƛƴƛǘƛƻƴ ŦƻǊ ŦŜƳƛƴƛǎƳ ŀǎ άŀƴ 

ideology and a global political movement that confronts sexism, a social relationship in which 

ƳŀƭŜǎ ŀǎ ŀ ƎǊƻǳǇ ƘŀǾŜ ŀǳǘƘƻǊƛǘȅ ƻǾŜǊ ŦŜƳŀƭŜǎ ŀǎ ŀ ƎǊƻǳǇέύΦ67 ¢Ƙƛǎ ΨǇƻǎǘ-feminist masqǳŜǊŀŘŜΩ ƛǎ 

characterised by mainstream depictions of economically independent women whose identities 

are based upon brand name labels, an eagerness to please, non-coerciveness, vulnerability and 

ŀƴȄƛƻǳǎƴŜǎǎ ŀōƻǳǘ ΨŦƻǊŦŜƛǘƛƴƎΩ ǘƘŜ ŘŜǎƛǊŜ ƻŦ ǘƘŜ ƳŀƭŜ ƎŀȊŜΦ ²hile feminist gains have become 

incorporated into political and institutional life, tropes of agency and choice have given rise to a 

άfaux-ŦŜƳƛƴƛǎƳέΣ ǿƘƛŎƘ Ƙŀǎ ōŜŎƻƳŜ ƛƴǎǘǊǳƳŜƴǘŀƭƛǎŜŘ ōȅ ²ŜǎǘŜǊƴ ƎƻǾŜǊƴƳŜƴǘǎ ǘƻ ǇǊƻƳƻǘŜ 

conservative views on gender, sexuality and family life (McRobbie, 2009, p.1). Young women 

ǎǳōǎŎǊƛōŜ ǘƻ ²ŜǎǘŜǊƴ ǎƻŎƛŜǘƛŜǎ ǇǊƻƳƻǘƛƻƴ ƻŦ ΨŦŜƳŀƭŜ ƛƴŘƛǾƛŘǳŀƭƛǎƳΩ ŀƴŘ ƳŜǊƛǘƻŎǊŀŎȅ όǾƛŀ 

governmental views and popular culture representations), which McRobbie believes fits in with 

.ǊƛǘŀƛƴΩǎ ǊƛƎƘǘ-wing ƎƻǾŜǊƴƳŜƴǘΩǎ ǾƛŜǿǎ ŀƎŀƛƴǎǘ ǿŜƭŦŀǊŜ ŀƴŘ ŘŜǇŜƴŘŜƴŎŜΣ thus reducing 

disadvantages and dysfunctionality to personal family level rather than social phenomena (ibid: 

16, 77).  

The post-feminist masquerade also re-inscribes whiteness and middle-classness as the culturally 

ŘƻƳƛƴŀƴǘ ƴƻǊƳŀǘƛǾŜΣ ŀƴŘ aŎwƻōōƛŜ όƛōƛŘΥ поΣ тмύ ǾƛŜǿǎ ǘƘŜǎŜ ǎǘǊŀǘŜƎƛŜǎ ŀǎ ŀ ΨǊŜŎƻƭƻƴƛǎƛƴƎ 

ƳŜŎƘŀƴƛǎƳΩΣ ǿƘƛŎƘ ǊŜǾƛǾŜs racial hierarchies by reigniting the normativity of whiteness. 

McRobbie (ibid: 94) believes that this post-feminist masquerading has come at the cost of an 

indiscernible loss of feminism, and an illegible rage by young women, which has resulted in self-

harming, destructive behaviour by young white British women.68 McRobbie views education 

spaces ς which many young women are accessing ς as important contact zones for reviving 

feminist histories, knowledge and activism. While, I agree with McRobbie on pedagogy as an 

important critical tool for raising consciousness, I have, too often, ǎǘǊǳƎƎƭŜŘ ǘƻ ΨƭƻŎŀǘŜΩ ƳȅǎŜƭŦ ŀǎ 

a racialized, ethnic postcolonial woman within Western feminist perspectives, even finding that 

such theories have been used to suppress and silence me ς this was particularly the case writing 

about racial oppression in the visual arts field, and having White women in power (many whom 

claim the feminist label) refuse to work with me from that point onwards, labelling me a 

                                                           
67 Collins, 1999, p.131 
68 McRobbie finds that popular media are fascinated by young women in pain who demonstrate their melancholic 
self-loathing through avenues such as anorexia, bulimia, drugs, sex and, sometimes, shameless self-exposure. 
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ΨǘǊƻǳōƭŜƳŀƪŜǊΩ ŀƴŘ ǳǎƛƴƎ ǇǳōƭƛŎ ǇƭŀǘŦƻǊƳǎ ǘƻ ŘƛǎƳƛǎǎ Ƴȅ ŀǊǘǿƻǊƪΣ Ƴȅ ǾƛŜǿǎ ŀƴŘ ŜǾŜƴ Ƴȅ 

personality. This was also my experience with my previous Master degrees studies where my 

interest in black feminist studies was met with outright hostility by White women academics and 

examiners, with dissuasion that such perspectives were legitimate and could be used in formal 

research. Furthermore, as someone born into an ΨǳƴŘŜǊŎƭŀǎǎΩ ŦŀƳƛƭȅΣ L ŦŜƭǘ ς and still do ς that 

academic discourses often speak about people like me in homogenous, either/or ways which do 

not reflect the contradictions and ambiguities of my life. It was in African literature and black and 

African feminisms that I located myself and my beliefs in gender/racial/economic equality, and I 

would like to quickly outline black/African feminist work that I draw on, particularly for the third 

chapter.  

 

Black-African Feminisms and Creative Theorising 

Black feminist works have a long written history (and an even longer oral history).69 Black 

feminism in the US evolved from African-American women participants in the 1960s Civil Rights 

and feminist movements, and in Africa in various anti-colonial and independence movements. 

Many of these women-of-colour felt that official equality movements focused mostly on white 

women or black men in their struggles against white patriarchy.70 Black women academics like 

Audre Lorde, Angela Davis, Alice Walker, bell hooks, Patricia Hill Collins, etc., argued that 

Western feminist theories emanated from its central positioning of white Western middle-class 

ǿƻƳŜƴΣ ƘƻƳƻƎŜƴƛǎƛƴƎ ǿƻƳŜƴΩǎ ŜȄǇŜǊƛŜƴŎŜǎΣ and leaving many women-of-colour feeling 

invisible in these discourses.71 There were also differing cultural perspectives in relation to men, 

marriage, children, religion and homosexuality.72 From the 1960s onwards, a number of women-

                                                           
69 Collins (2000/2009) traces black feminist activism and self-definition in public talks and writings in the early 19th 
century.  
70 For histories of black feminist thought see hooks (1982, 1984/2000), de la Rey (1997), Collins (2000/2009), Kiguwa 
(2004), Abrahams (2001), Lewis (2001a, 2002, 2004, 2010) and Arnfred (2009). 
71 It should be noted that although many of these women are regarded as important contributors to black feminist 
discourse, they Ƴŀȅ ƘŀǾŜ ƛŘŜƻƭƻƎƛŎŀƭ ŎƻƴǘŜǎǘŀǘƛƻƴǎ ǿƛǘƘ ŎŀƭƭƛƴƎ ǘƘŜƳǎŜƭǾŜǎ ΨōƭŀŎƪ ŦŜƳƛƴƛǎǘǎΩ ƻǊ ƛƴŘŜŜŘ ΨŦŜƳƛƴƛǎǘǎΩ 
(Collins, 1999). Other alternatives are sometimes proposed like !ƭƛŎŜ ²ŀƭƪŜǊΩǎ ΨǿƻƳŀƴƛǎƳΩ ƻǊ Molara Ogunidipe 
LeslieΩǎ Stiwanism (Social Transformation in Africa Including Woman). Black feminist legal scholar/academic Kimberle 
Crenshaw is credited with coining tƘŜ ǘŜǊƳ ΨƛƴǘŜǊǎŜŎǘƛƻƴŀƭƛǘȅΩ ƛƴ her 1989 artƛŎƭŜ όΨ5ŜƳŀǊƎƛƴŀƭƛǎƛƴƎ ǘƘŜ LƴǘŜǊǎŜŎǘƛƻƴ ƻŦ 
wŀŎŜ ŀƴŘ {ŜȄΥ ! .ƭŀŎƪ CŜƳƛƴƛǎǘ /ǊƛǘƛǉǳŜ ƻŦ !ƴǘƛŘƛǎŎǊƛƳƛƴŀǘƛƻƴ 5ƻŎǘǊƛƴŜΣ CŜƳƛƴƛǎǘ ¢ƘŜƻǊȅ ŀƴŘ !ƴǘƛǊŀŎƛǎǘ tƻƭƛǘƛŎǎΩύ ǘƻ 
ŘƛǎŎǳǎǎ ǘƘŜ ƛƴǘŜǊƭƻŎƪƛƴƎ ƻǇǇǊŜǎǎƛƻƴǎ ƻǇŜǊŀǘƛƴƎ ƛƴ ōƭŀŎƪ ǿƻƳŜƴΩǎ ƭƛǾŜǎΣ ŀƭǘƘƻǳƎƘ ǘƘƛǎ ƛŘŜŀ ƛǎ ǇǊŜvalent in many texts 
before this piece. South African black feminists Pumla Gqola, Yvette Abrahams and Desiree Lewis often draw on 
black/African/postcolonial feminisms as intersectional terms to foreground a particular allegiance or positionality in 
different discussions. 
72 See hooks (1984/2000), de la Rey (1997), Collins 1999 and 2000/2009 and Kolawole (1997). 
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of-colour theoretical perspectives emerged around the world under the rubric of black 

feminism, African feminisms, Third World/postcolonial feminisms and intersectionality studies.73 

These discourses complicate narratives of gender by insisting that the categories of race-sex-

class-sexuality-ethnicity-religion-location do not function independently in women-of-ŎƻƭƻǳǊǎΩ 

lives, but are interlocking matrices of domination that result in multiple oppressions of them in 

the spaces they are positioned. These perspectives insisted on acknowledging the hetereogenity 

that existed between women-of-colour themselves, even while unifying over ΨǿƻƳŜƴ-of-ŎƻƭƻǳǊΩ 

as a political standpoint for self-determination and self-definition (Collins, 1999, p.127). Says 

black feminist Heidi Mirza (2010, p.8) of the proximity of black and postcolonial feminisms: 

Black feminist thought which is grounded in an understanding of the nature of power, draws 

ƻƴ ƛƴǘŜǊǎŜŎǘƛƻƴŀƭ ŀƴŀƭȅǎƛǎ ǘƻ ŜȄǇƭƻǊŜ ǘƘŜ ǿŀȅ ΨǘƘŜ ōƭŀŎƪκƻǘƘŜǊŜŘ ǿƻƳŀƴΩǎ ŘƛŦŦŜǊŜƴŎŜΩ ƛǎ 

systematically organised through the modalities of race, gender and class in everyday social 

ǊŜƭŀǘƛƻƴǎΧtƻǎǘŎƻƭƻƴƛŀƭ ŦŜƳƛƴƛǎǘ ŀǇǇǊƻŀŎƘŜǎ ǎƛǘǳŀǘŜ ǘƘŜ ΨǎǇŜŎǘǊŀƭΩ ǇƻǿŜǊ ƻŦ Ŏƻƭƻƴƛŀƭ ǘƛƳŜǎ ŀǎ ƛǘ 

appears and disappears in the production and reproduction of racialized and gendered 

ƪƴƻǿƭŜŘƎŜǎ ƛƴ ǘƘŜ ǎǇŀǘƛŀƭƭȅ ŎƘŀƭƭŜƴƎŜŘ ǇǊŜǎŜƴǘΧ /ǊƛǘƛŎŀƭ ōƭŀŎƪ ŀƴŘ ǇƻǎǘŎƻƭƻƴƛŀƭ ŦŜƳƛƴƛǎƳǎ ŀǊŜ 

united [in] their allegiance of theory, politics and practice. 

aƛǊȊŀΩǎ ǉǳƻǘŜ points out a fundamental tenet shared by these various positions ς that theory, 

political activism and practice are not separate paradigms in these discourses, but rather 

integrated features of knowledge production. An important text in this regard, which influences 

the work that I have produced in this PhD, and more generally, is Black Feminist Thought: 

Knowledge, Consciousness, and the Politics of Empowerment by Collins, in which she explores 

American black feminist thought development. She (2000/2009, p.270) defines epistemology as 

ŀƴ ΨƻǾŜǊŀǊŎƘƛƴƎ ǘƘŜƻǊȅ ƻŦ ƪƴƻǿƭŜŘƎŜΩ ǿƘƛŎƘ άƛƴǾŜǎǘƛƎŀǘŜǎ ǘƘŜ ǎǘŀƴŘŀǊŘǎ ǳǎŜŘ ǘƻ ŀŎŎŜǎǎ 

knowledge or why ǿŜ ōŜƭƛŜǾŜ ǿƘŀǘ ǿŜ ōŜƭƛŜǾŜ ǘƻ ōŜ ǘǊǳŜέΣ ōǳǘ ƛǎ also revelatory of the power 

relations which validate who is ōŜƭƛŜǾŜŘΦ CƻƭƭƻǿƛƴƎ [ƻǊŘŜΩǎ ƛŘŜŀ ǘƘŀǘ ΨǘƘŜ ƳŀǎǘŜǊǎ ǘƻƻƭǎ ǿƛƭƭ 

ƴŜǾŜǊ ŘƛǎƳŀƴǘƭŜ ǘƘŜ ƳŀǎǘŜǊΩǎ ƘƻǳǎŜΩΣ /ƻƭƭƛƴǎ ǇǊƻǇƻǎŜǎ ǘƘŀǘ ŦŀŎŜǘǎ ƻŦ ǿƘƛǘŜ ²ŜǎǘŜǊƴ ƘŜǘŜǊƻ-

normative patriarchal epistemologies are unable, or inadequate, to theorise about black/African 

                                                           
73 Key proponents include Chandra Talpade Mohanty, Gloria Anzaldúa, Uma Narayan, Sara Suleri, Gayatri Spivak, 
Ania Loomba, etc., who highlight colonial/post-colonial/neo-colonial oppressions and realities for women both 
outside and within Western centres, but also how representations of women-of-colour, which have been structured 
by their oppressors, continue to dominate academic discourse in which women-of-colour are mediated by their 
ǿƘƛǘŜ ²ŜǎǘŜǊƴ ΨǊŜǇǊŜǎŜƴǘŀǘƛǾŜǎΩΦ 
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ǿƻƳŜƴΩǎ ŜȄǇŜǊƛŜƴŎŜǎΦ /ƻƭƭƛƴǎ ŜȄŀƳƛƴŜǎ ŀ ǊŀƴƎŜ ƻŦ ǎǘŜǊŜƻǘȅǇŜǎ ƻŦ ōƭŀŎƪ ǿƻƳŜƴ ƛƴ !ƳŜǊƛŎŀƴ 

ŎǳƭǘǳǊŜΣ ŀƴŘ ǉǳŜǎǘƛƻƴǎ ǘƘŜ ƛƴǾƛǎƛōƛƭƛǘȅ ƻŦ ōƭŀŎƪ ǿƻƳŜƴΩǎ ǾƻƛŎŜǎ ŀƴŘ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴǎΦ  

! ƭŀǊƎŜ ǇŀǊǘ ƻŦ /ƻƭƭƛƴǎΩ ōƻƻƪ is dedicated to showing the extensive trajectory of African-

American women speaking about their experiences, not only in academia, but in many other 

sites like blues, jazz and rap music, storytelling, literature, poetry, religion, and every day 

conversatiƻƴǎ ŀƴŘ ōŜƘŀǾƛƻǳǊΦ Lƴ ŜȄŎŀǾŀǘƛƴƎ ŀƴŘ ŀŎƪƴƻǿƭŜŘƎƛƴƎ ǘƘŜǎŜ ǎƛǘŜǎ ƻŦ ōƭŀŎƪ ǿƻƳŜƴΩǎ 

interactions, she shows that the often mis-understood idea of postcolonial theorist Gayatri 

{ǇƛǾŀƪΩǎ ǊƘŜǘƻǊƛŎ Ψ/ŀƴ ǘƘŜ {ǳōŀƭǘŜǊƴ {ǇŜŀƪΚΩ όмфуфκнлмлύ ƛǎ ƴƻǘ ŀŎǘǳŀƭƭȅ ŀ ǉǳŜǎǘƛƻƴ directed at 

ǘƘŜ ǎǳōŀƭǘŜǊƴ ǎǳōƧŜŎǘǎΩ ŀōƛƭƛǘƛŜǎ ǘƻ ǇǊƻŘǳŎŜ ŀƴŘ ǾƻƛŎŜ ǘƘŜƛǊ ƻǿƴ ƪƴƻǿƭŜŘƎŜǎΣ ōǳǘ ǊŀǘƘŜǊ 

interrogates the roles of mediators in official discourse, and whether the represented can 

actually be heard amid this mediation. Spivak argues that the intellectual representative 

performs a kind of linguistic-ŘƛǎŎǳǊǎƛǾŜ ƳŀǎƪƛƴƎ ōȅ ǇǊŜǎŜƴǘƛƴƎ ǘƘŜ ΨǾƻƛŎŜΩ ƻŦ ǘƘŜ ǎǳōƧǳƎŀǘŜŘ ŀǎ 

ΨǊŜŀƭΩΣ ŀǎ ǳƴƳŜŘƛŀǘŜŘ ŀƴŘ ǳƴǘǊŀƴǎŦƻǊƳŜŘ ōȅ ǘƘŜ ΨƴƻƴǊŜǇǊŜǎŜƴǘƛƴƎΩ ƛƴǘŜǊƭƻŎǳǘƻǊΦ /ƻƭƭƛƴǎ όƛōƛŘΥ рύ 

reminds us that the dominance of certain identities as more relevant than others is not by 

chance, but is rather through a process of suppression by dominant groups of knowledge 

produced by oppressed groups. 

Collins proposes that the methods used by black women to assess ways of knowing and/or 

creating knowledge need to reflect the political histories and contemporary socio-economic 

realities that have come to shape the lives and experiences of black women as a political group. 

She (2000/20009, p.275) comes up with a set of principles which she believes captures black 

ǿƻƳŜƴΩǎ άŎǊƛǘŜǊƛŀ ŦƻǊ ǎǳōǎǘŀƴǘƛŀǘŜŘ ƪƴƻǿƭŜŘƎŜ ŀƴŘ Χ ŎǊƛǘŜǊƛŀ ŦƻǊ ƳŜǘƘƻŘƻƭƻƎƛŎŀƭ ŀŘŜǉǳŀŎȅέΦ 

The tenets which she outlines for a black feminist epistemology include: lived experience as a 

criterion for knowledge; the use of dialogue in assessing knowledge claims; the ethic of personal 

accountability; and black women as agents of knowledge. Part of the survival ability of black 

women, Collins (ibid: 276) asserts, is based on the wisdom they have acquired in acknowledging 

and dealing wiǘƘ ƛƴǘŜǊǎŜŎǘƛƴƎ ƻǇǇǊŜǎǎƛƻƴǎ ƛƴ ǘƘŜƛǊ ƭƛǾŜǎΦ ¢ƘǳǎΣ ΨǿƛǎŘƻƳΩ ƎŀƛƴŜŘ ŦǊƻƳ ƛƴǎƛƎƘǘ ƛƴǘƻ 

ƭƛǾŜŘ ŜȄǇŜǊƛŜƴŎŜ ƛǎ ǾŀƭǳŜŘ ƳƻǊŜ ǘƘŀƴ Ƨǳǎǘ Ψōƻƻƪ ƪƴƻǿƭŜŘƎŜΩ όƻǊ ǘƘƻǎŜ ǿƘƻ ƘŀǾŜ Ƨǳǎǘ ǘƘƻǳƎƘǘ 

about them). She argues, furthermore, that many black women scholars draw on their own lived 

experiences and those of other black women when deciding on their research areas, and the 

kinds of methodologies they use. (She mentions, for instance, how often black women 

researchers harness narrative methodology in their engagement with fellow black subjects ς a 
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method that is followed in Chapter Three as I read through the masquerades of fellow women-

of-colour artists.) Ψ9ȄǇŜǊƛŜƴŎŜΩ ƛǎ ƴƻǘΣ ƘƻǿŜǾŜǊΣ ǳǎŜŘ ŀǎ ƧǳǎǘƛŦƛŎŀǘƛƻƴ ƛƴ ƛǘǎŜƭŦΣ ōǳǘ ǊŀǘƘŜǊ ŀǎ ΨǳǎŜŦǳƭ 

ŜƳōƻŘƛŜŘ ƛƴǘŜǊǊƻƎŀǘƛƻƴΩ74 to assess and understand more abstract arguments (ibid: 277). 

tƭŀŎƛƴƎ ƻƴŜΩǎ ōƻŘȅ ŀƴŘ {ŜƭŦ ŀǘ ǘƘŜ ŎŜƴǘǊŜ ƻŦ ƛƴǉǳƛǊƛŜǎ ƻŦ άǊŀŎƛŀƭƛȊŜŘ ǇƻǿŜǊ ŀƴŘ ƎŜƴŘŜǊŜŘ 

ǇŀǘǊƛŀǊŎƘȅέ Ƙŀǎ ōŜŜƴ ŀƴ important strategy for women-of-colour theorists (ibid: 4). South 

African black feminist Pumla Gqola (2005b, p.3) reminds us that the body is a site of power 

ƴŜƎƻǘƛŀǘƛƻƴǎ ǿƘƛŎƘ ǿŜ ƭŜŀǊƴ ŀǎ ōƻȅǎ ŀƴŘ ƎƛǊƭǎ ŀōƻǳǘ άaesthetics, value and being-in-the-ǿƻǊƭŘέΣ 

ŀōƻǳǘ ǎŜȄǳŀƭƛǎŀǘƛƻƴΣ ǎǇŀŎŜ ŀƴŘ ǎŜƭŦΦ άwŀǘƘŜǊ ǘƘŀƴ ōŜƛƴƎ ŀ ƳŜǊŜ ǘƻƻƭΣ ǘƘŜƴΣ ǘƘŜ ōƻŘȅ ŀŎǘǎ ŀǎ ōƻǘh 

ǘƘŜ ǎƛǘŜ ŀƴŘ ǘƘŜ ƭŀƴƎǳŀƎŜ ǘƘǊƻǳƎƘ ǿƘƛŎƘ ǇƻǎƛǘƛƻƴƛƴƎ ƛǎ ƴŜƎƻǘƛŀǘŜŘέ όƛōƛŘύΦ The placing of women-

of-colour bodies at the centre of discussions also highlights the black body not only as a political 

metaphor, but as a site for collective political activism.  

Collins, furthermore, identifies dialogue as a fundamental dimension of black feminist 

epistemology. Following hooks, Collins (2000/2009, p.279) defines dialogue as a non-dominant 

humanising speech between two subjects that aids connectedness, and identifies its importance 

in African communities globally. Collins finds that black women have a range of supportive 

structures (e.g., their families, church life and other community organisations), so that even 

when black women are oppressed in other areas of their life, they maintain avenues in which 

their identities are central and their voices authorised. An important part of this speech is not 

just the ability to make oneself heard and feel validated in this speech, but that it is equally 

important to listen and validate others. This leads to an ethic of caring, which acknowledges 

individuals as unique, places importance on emotions in speech and considers empathy an 

important part of dialogue, not just in what is said, but in the way such knowledge is presented. 

/ƻƭƭƛƴǎ όƛōƛŘΥ нунύ ǎŀȅǎΣ άEmotion indicates that a speaker believes in the validity of an 

ŀǊƎǳƳŜƴǘέ ς it connects speaking people to their truth claims, but also calls on an investment in 

the listener, and when that person is endowed with empathy, there is a shared feeling of caring 

about ǘƘŜ ƪƴƻǿƭŜŘƎŜ ōŜƛƴƎ ǎƘŀǊŜŘΦ ¢ƘŜ ǿƻǊǘƘ ƻŦ ŀƴ ƛƴŘƛǾƛŘǳŀƭΩǎ stated truths are further 

ŀǎǎŜǎǎŜŘ ƛƴ ǘŜǊƳǎ ƻŦ ǘƘŜ ǇŜǊǎƻƴΩǎ άŎƘŀǊŀŎǘŜǊΣ ǾŀƭǳŜ ŀƴŘ ŜǘƘƛŎǎέ όƛōƛŘΥ нупύΦ !ƴ ƛƴŘƛǾƛŘǳŀƭ 

becomes personally accountable for their claims, and their lives must evidence that they are 

invested in their knowledge claims, and that their actions in everyday life align with their 

ǎǇŜŜŎƘΦ CƻǊ ōƭŀŎƪ ǿƻƳŜƴ ǊŜǎŜŀǊŎƘŜǊǎΣ /ƻƭƭƛƴǎ όƛōƛŘΥ нурύ ǎŀȅǎ ǘƘƛǎ ƳŜŀƴǎ ǘƘŀǘΥ ά¢ƻ ōŜ ŎǊŜŘƛōƭŜ ƛƴ 

                                                           
74 Mirza, 2010, p.5, 6 
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the eyes of this group, Black feminist intellectuals must be personal advocates for their material, 

be accountable for the consequences of their work, have lived or experienced their material in 

some fashion, and be willing to engage in dialogues about their findings with ordinary, everyday 

ǇŜƻǇƭŜέΦ L ǿƛƭƭ ǊŜǘǳǊƴ ǘƻ ǘƘŜǎŜ ǇǊƛƴŎƛǇƭŜǎ ƛƴ ǘƘŜ ŎƻƴŎƭǳŘƛƴƎ ǎŜŎǘƛƻƴ ƻŦ ǘƘƛǎ ǘƘŜǎƛǎ ƛƴ ŀ ǊŜŦƭŜŎǘƛƻƴ ƻŦ 

how my work actively engages black feminist paradigms, but I would like now to briefly discuss 

how ideas of black feminist epistemologies have manifested in the theorisations of South 

African black feminists Gqola, Yvette Abrahams and Desiree Lewis as they engage creative 

artwork. Dǉƻƭŀ όнллмŀΣ ǇΦмуύ ǊŜƭŀǘŜǎ ƘŜǊ ǊŜƭŀǘƛƻƴǎƘƛǇ ǘƻ ΨōƭŀŎƪΩ ŀƴŘ Ψ!ŦǊƛŎŀƴΩ ŦŜƳƛƴƛǎƳǎ ƛƴ ǘƘŜ 

following way:  

In like vein, a Black feminist can be a feminist of any persuasion who is Black, one who 

espouses the tenets of Black feminism, or both. An African feminist is predicated as much on 

the kinds of feminism as on how one defines African. Many who identify as such use 'African' 

to refer to people of African descent, whether on the continent or in the diaspora. However, 

this is contested terrain since there are variations on this theme. Does the qualifier describe 

the subject who theorises her relationship to Africa, or does it simply refer to the location of 

the theory in relation to the perceived continental realities? 

In this thesis, black-African feminism is discussed as both: I am an Indo-African woman visual 

artist, living in South Africa but also dealing as an African student with the realities of being 

engaged, with the help of a Commonwealth Scholarship, in a doctorate degree in visual arts in 

London. My economic and socio-political realities on both continents affect my daily production 

of both theory and practice and I cannot separate either. I theorise and make work primarily for 

an African audience, but also for my UK examiners, for a global visual arts field. While I might 

delude myself that I am a world citizen, my passport and visa restrictions reminds me that I am 

an Ψ!ŦǊƛŎŀƴΩ, and my choices are limited by my scholarship which says I have to be finished with 

my work in thirty-six months and when I do, I have to go home to Africa, to make a difference, 

as I am supposedly ǘƘŜ ΨōŜǎǘ-of-the-ōŜǎǘΩΦ75 Blackness and Africanness is not simply a feeling of 

belonging and identifying, but a set of conditions imposed externally on one and these 

conditions come through in various ways in my artistic practice. 

                                                           
75 During a Commonwealth welcome event in Edinburgh, Scotland in 2011, this sentiment was repeated over and 

over by the Commonwealth Scholarship Commission Committee present. 
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Many of the feminists-of-colour discussed above use artistic creations as sites of critical 

reflection and engagement. As Hall (1989/1991Σ ǇΦмфύ ǊŜƳƛƴŘǎ ǳǎΣ ά¢ƘŜ ŀǊǘǎ ƛƴ ƻǳǊ ǎƻŎƛŜǘȅ ŀǊŜ 

being transformed hourly by the new discourses of subjects who have been marginalized 

coming into representation for the firsǘ ǘƛƳŜέΦ {ƛƳƛƭŀǊƭȅΣ {ŜƴŜƎŀƭŜǎŜ ŎǳǊŀǘƻǊ bΩƎƻƴŞ Cŀƭƭ όнллтΣ 

p.8) reminds us that although women in Africa have always faced difficult circumstances, they 

ƘŀǾŜ ƳŀƴŀƎŜŘ ǘƻ ŦƛƴŘ ŀ ΨǎǇŀŎŜ ƻŦ ŦǊŜŜŘƻƳ ŦƻǊ ǘƘŜƳǎŜƭǾŜǎΩΣ ŀƴŘ ǘƘŀǘ άǘƻŘŀȅΣ ŀǊǘ ƛǎ ǘƘŜ ƴŜǿ 

weapon for preǎŜǊǾƛƴƎ ŀƴŘ ŜƴƭŀǊƎƛƴƎ ǘƘŀǘ ŦǊŜŜ ȊƻƴŜέΦ Lƴ South Africa, the works of black-African 

feminists Gqola, Lewis and Abrahams, and their submissions to the feminist journal Agenda, 

which regularly features articles on, and submissions from, women producers in the visual arts, 

literature and poetry, have contributed to the idea of black feminist creative theorising. Gqola 

(2001a, 2006a) believes creative works, as sites for theorisation and knowledge production, 

offer a way out of Western philosophical dualism between theory and praxis. Creative spaces 

offer freedom of the imagination, which is sometimes stifled in academic discourses:  

.ȅ ΨŎǊŜŀǘƛǾŜ ǘƘŜƻǊƛǎŀǘƛƻƴΩΣ L ƛƴǘŜƴŘ ǘƘŜ ǎŜǊƛŜǎ ŀƴŘ ŦƻǊƳǎ ƻŦ ŎƻƴƧŜŎǘǳǊŜΣ ǎǇŜŎǳƭŀǘƛǾŜ ǇƻǎǎƛōƛƭƛǘƛŜǎ 

opened up in literary and other creative genres. Theoretical or epistemological projects do not 

only happen in those sites officially designated as such, but emerge from other creatively 

textured sites outside of these (Gqola, 2006a, p.50).  

Lewis (2007, p.26), following Audre Lorde and Patricia McFadden, lobbies for more use of the 

ƛƳŀƎƛƴŀǊȅ ŀƴŘ ǘƘŜ ŜǊƻǘƛŎΣ ŦƻǊ ŀƴ ΨŜȄŎŜǎǎ ƻŦ ƛƳŀƎƛƴŀǘƛǾŜ ƛƳǇǳƭǎŜǎΩΣ ǿƘƛŎƘ ǊŜǎǳƭǘǎ ƛƴ ŀ άōƻƭŘ 

envisioning, a refusal of enlightenment reason, a playing down of realism in the interests of a 

vision of possibilityέΦ !ōǊŀƘŀƳǎ όнллмΣ ǇΦтмύ ǊŜƳƛƴŘǎ ǳǎ ǘƘŀǘ ǘƘƛǎ ǊŜŀƭƛƎƴƳŜƴǘ 

άǳƴŎƻƳǇǊƻƳƛǎƛƴƎƭȅ ƻƴ ǘƘŜ ŎƻƴǎǘǊǳŎǘƛƻƴ ƻŦ ǘƘŜ ǎŜƭŦέ ƛǎ ǇŀǊǘƛŎǳƭŀǊƭȅ ƛƳǇƻǊǘŀƴǘ ŦƻǊ ōƭŀŎƪ ǿƻƳŀƴ ƛƴ 

ŀ ǿƻǊƭŘ ǿƘŜǊŜ άƻǳǊ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ǎŜƭŦ Ƙŀǎ ōŜŜƴ ƻǾŜǊ-determined by external definitions of our 

identity ǿƘƛŎƘ ŀǊŜ ǊŀŎƛǎǘ ŀƴŘ ǎŜȄƛǎǘέΦ  

DǉƻƭŀΣ [Ŝǿƛǎ ŀƴŘ !ōǊŀƘŀƳǎΩ ŀƴŀƭȅǎŜǎ ƻŦ ǘƘŜ ŎǳƭǘǳǊŀƭ ǇǊƻŘǳŎǘƛƻƴǎ ƻŦ ǿƻƳŜƴ-of-colour both in 

South Africa and internationally, include some of the following features: women-of-colour 

centred narratives produced by women-of-colour artists who seem to be addressing (but not 

limiting themselves to) an audience-of-colour, which understands the nuances of their work and 

permits a dialogue with their work, rather than an objectification of their bodies and work; the 

use of autobiography as the intersection of larger social history with personal familial histories; 

ǘƘŜ ΨŜǾŜǊȅŘŀȅΩ ŀǎ ŀ ǎƛǘŜ ƻŦ ǘƘŜƻǊƛǎŀǘƛƻƴ ŀǎ ǘƻ ǘƘŜ ƛƴǘŜǊǎŜŎǘƛƻƴŀƭƛǘȅ ƻŦ ƻǇǇǊŜǎǎƛǾŜ ŀƴŘ ŀŦŦƛǊƳŀǘƛǾŜ 

practice; the use of the black body as a site of performative interrogation; differences and 
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contradictions as fundamental in theorisation to show the heterogeneity of women-of-ŎƻƭƻǳǊǎΩ 

lives; the value of the emotional as a form of knowledge; and an ethics of caring and personal 

accountability about how their works fit into the larger histories of their communities and of 

legacies of representation of women and black bodies. These mould what Bannerji (1995, p.13) 

Ƙŀǎ ŎŀƭƭŜŘ ΨǎƛǘǳŀǘŜŘ ŎǊƛǘƛǉǳŜǎΩΣ ƛƴŦƻǊƳŜŘ ƴƻǘ Ƨǳǎǘ ōȅ ǘƘŜ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ άŀƴ ƛǎƻƭŀǘŜŘ ǎŜƭŦΣ ōǳǘ ŦǊƻƳ 

my sense of being in the world, presuming the same for others, and have tried to think through 

ŀǎ ōŜǎǘ ŀǎ L Ŏŀƴ ǘƘŜ ƳŀƪƛƴƎ ƻŦ ǘƘŜǎŜ ŜȄǇŜǊƛŜƴŎŜǎέΦ Lǘ ƛǎ ǘƘƛǎ ǎŜƴǎŜ ƻŦ ƳŀƪƛƴƎ ǎƛǘǳŀǘŜŘ ŎǊƛǘƛǉǳŜǎ ƛƴ 

changing times that I share with Tracey Rose, Senzeni Marasela, Mary Sibande and Nandipha 

Mntambo ς this sense that we are in hindsight trying to comprehend apartheid trauma 

ό!ōǊŀƘŀƳǎΩ uses her motherΩǎ ŘŜŦƛƴƛǘƛƻƴ ƻŦ a traumatic event which is άŀƴ ŀŎǘ ƻŦ ǾƛƻƭŜƴŎŜ ŘƻƴŜ 

ǘƻ ȅƻǳ ƻǾŜǊ ǿƘƛŎƘ ȅƻǳ ƘŀǾŜ ƴƻ ŎƻƴǘǊƻƭέύΦ76  

Gqola often echoes African womanist Molara Ogundipe-[ŜǎƭƛŜΩǎ ǿƻǊŘǎ ǘƘŀǘ !ŦǊƛŎŀƴ ŦŜƳƛƴƛǎǘǎ 

ƴŜŜŘ ǘƻ ǘƘŜƻǊƛǎŜ ƻǳǘ ƻŦ ƻǳǊ άŜǇƛŎŜƴǘǊŜǎ ƻŦ ŀƎŜƴŎȅΣ ƭƻƻƪƛƴƎ ŦƻǊ ǿƘŀǘ ƛǎ ƳŜŀƴƛƴƎŦǳƭΣ ǇǊƻƎǊŜǎǎƛǾŜ 

ŀƴŘ ǳǎŜŦǳƭ ǘƻ ǳǎ ŀǎ !ŦǊƛŎŀƴǎέΣ77 and that the act of creation, as artists, is an attempt to 

uƴŘŜǊǎǘŀƴŘΣ ōǳǘ ǘƘŀǘ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ŘƻŜǎƴΩǘ ƴŜŜŘ ǘƻ ƭŜŀŘ ǘƻ Ŧƛƴŀƭ ŎƻƴŎƭǳǎƛƻƴǎ ōǳǘ ǊŀǘƘŜǊ ǘƻ ΨǊŜ-

ŎǊŜŀǘƛƴƎΩΣ ǘƻ ŀ Ŏƻƴǘƛƴǳƻǳǎ ŘŜǎǘŀōƛƭƛǎŀǘƛƻƴ ƻŦ ƘŜƎŜƳƻƴƛŎ ŘƛǎŎƻǳǊǎŜ όaƛƴh-ha, 1991, p.194). These 

various feminist positions are harnessed in Chapter Three as I read through various black 

women masquerades, but before I bring this chapter to a close, I will further explore 

postcolonial perspectives on masquerading as it became equally pivotal in engaging critiques of 

identity in terms of race and nationality, and unpacking the mechanisms of postcolonial 

masquerading. 

 

Postcolonial Perspectives of Masquerade  

!ǎ ƳŜƴǘƛƻƴŜŘ ƛƴ ǘƘŜ ƛƴǘǊƻŘǳŎǘƛƻƴΣ bƛǘƛ {ŀƳǇŀǘ tŀǘŜƭΩǎ ǿƻǊƪ ƻǳǘƭƛƴŜŘ ƪŜȅ ŎƻƴŎŜǇǘǎ ƛƴ ǘƘŜ ǘŜǊǊŀƛƴ 

of postcolonial masquerading, namely mimicry, mockery, masking, menace, stereotypes and 

ambivalence. From my own research, I would like to add that of repetition and violence, but 

ōŜŦƻǊŜ L ǳƴǇŀŎƪ ǘƘŜǎŜ ƛŘŜŀǎΣ .ƘŀōƘŀΩǎ ƛŘŜŀǎ ƻŦ ƳƛƳƛŎǊȅ-as-mockery, the subversiveness of 

repetition and ambivalence as an in-between space of possibilities warrant a more detailed 

discussion, as they became inspirational for my own creative masquerades.  

                                                           
76 Abrahams, 2003, p.14 
77 Lewis, 2002, p.6 
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As seen above, theorists-of-colour have found locating and excavating narratives of agency of 

oppressed people essential recuperative work. In this regard, Bhabha in The Location of Culture 

(1994) offers the possibility of reading resistance and subversiveness in colonial mimetic 

practice. Mimicry, for Bhabha, functions through the strategy of repetition necessitated by 

colonial authority wanting ǘƻ ŎǊŜŀǘŜ ǘƘŜ ƛƳŀƎŜ ƻŦ ŀƴ Ψalmost-but-not-quiteΩ ŎƻƭƻƴƛǎŜŘ ǎǳōƧŜŎǘΦ 

Drawing on a range of examples in colonial English literature ς from political and legal 

documents to fictional literature ς Bhabha shows how British colonials attempted to create 

colonisŜŘ ǎǳōƧŜŎǘǎ ǘƘŀǘ ŎƻǳƭŘ ōŜ ƳŀŘŜ ƛƴǘƻ ƳƛƳŜǘƛŎ ǇŜǊǎƻƴǎ ǿƘƻ ǿƻǳƭŘ ΨŀŘƻǇǘΩ Ŏƻƭƻƴƛŀƭ 

customs and cultural tastes, eventually forming an Europeanised colonial middle-class who 

could mediate the lower masses. Colonial authority lay not only in political governance over a 

foreign country and people, but also in cultural hegemony that constructed representations of 

the Other. ¢ƘŜ ǇǊƻŎŜǎǎ ƻŦ ƛŘŜƴǘƛŦƛŎŀǘƛƻƴ ƻŦ ǘƘŜ hǘƘŜǊ ƛǎ ƳŀǊƪŜŘ ōȅ ǘƘŜ ŎƻƴŎŜǇǘ ƻŦ ΨŦƛȄƛǘȅΩ ǿƘŜǊŜōȅ 

the Other is reduced to, and represented by, a set of unchangeable, simplistic set of attributes 

popularly termed as stereotypes. Stereotypes functionalise this fixity, which relies on the 

ǇǊƻŎŜǎǎ ƻŦ ǊŜǇŜǘƛǘƛƻƴ ǘƻ ΨƭƻŎŀǘŜΩ ŀƴŘ ŦƻǊŜƎǊƻǳƴŘ ŎŜǊǘŀƛƴ ŎƘŀǊŀŎǘŜǊƛǎǘƛŎǎ ƪƴƻǿƴ ǘƻ ōŜ ΨǘǊǳŜΩ όƴƻǘ 

easily provable), but parŀŘƻȄƛŎŀƭƭȅ Ƴǳǎǘ ŀƭǎƻ ōŜ ŀŎǘƛǾŜƭȅ ǇǊƻǇŀƎŀǘŜŘ ŀǎ ōŜƛƴƎ ΨǘǊǳŜΩ ƛƴ ƻǊŘŜǊ ǘƻ 

continue ōŜƛƴƎ ΨǘǊǳŜΩΣ ƛΦŜΦ ǘƘŜ !ǎƛŀƴΩǎ ŘǳǇƭƛŎƛǘƻǳǎƴŜǎǎΣ ǘƘŜ !ŦǊƛŎŀƴΩǎ ǊŀƳǇŀƴǘ ǎŜȄǳŀƭƛǘȅ ό.ƘŀōƘŀΣ 

1994, p.95). Thus, stereotypes extend half-truths as over-determined knowledge, which άƳǳǎǘ 

ōŜ ŀƴȄƛƻǳǎƭȅ ǊŜǇŜŀǘŜŘέ όƛōƛŘΥ фп-95). Stereotypes do not merely ignore contradictions in its 

politics of identification, but actively disavow them, even absorbing ambiguities.  

5ǊŀǿƛƴƎ ƻƴ CǊŜǳŘΩǎ ƴƻǘƛƻƴǎ ƻŦ ŦŜǘƛǎƘƛǎƳ ǘƻ ŜȄǇƭŀƛƴ ǘƘŜ ǾŀŎƛƭƭŀǘƛƻƴ ōŜǘǿŜŜn the unknown and a 

projected familiarity, disavowal and desire, Bhabha says the stereotype-as-fetish functions 

within the play between an imagined wholeness/similarity and the anxiety created by a 

perceived lack/absence/difference. Stereotyping becomes the process by which the Other is 

everything the coloniser is not. Fanon in Black Skin, White Masks argues that as European man 

strove to reach enlightenment and civilisation, there remained in his unconscious the repository 

of repressed, forbidden, base, immoral, uncivilised desires, which threatened to break through. 

Through the process of transference, however, European man was able to project all that was 

ΨŘŀǊƪΩ ŀƴŘ ǎƛƴŦǳƭ ƻƴǘƻ ǘƘŜ ōƭŀŎƪκ!ŦǊƛŎŀƴ ƻǘƘŜǊΣ ǘƘŜǊŜōȅ ŜȄƻǊŎƛǎƛƴƎ ƘƛƳǎŜƭŦΣ ōǳǘ ŀƭǎƻ ƳŀƪƛƴƎ ƛǘ 

possibƭŜ ǘƻ ŜȄǘŜǊƴŀƭƭȅ ǇǳƴƛǎƘ ǘƘƛǎ ΨŜǾƛƭΩΦ ²ƘƛƭŜ Ŏƻƭƻƴƛŀƭ ǇǊƻƧŜŎǘǎ ŀǘǘŜƳǇǘŜŘ ǘƻ ΨŎƛǾƛƭƛǎŜΩ ǘƘŜ hǘƘŜǊ 

by making him mimic the civilised coloniser, paradoxically the Other was needed to fulfil the 

role of a kind of shadowy archetype (Fanon, 1952/2008, p.147). The idea of a splitting and 
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doubling that emerges in colonial discourse creates the mimetic figure, which is, ǘƘŜƴΣ άǘƘŜ 

desire for a reformed, recognizable Other, as a subject of a difference that is almost the same, 

but not quiteέ ό.ƘŀōƘŀΣ мффпΣ ǇΦмннύΦ Mimicry always appears to evidence that which is 

mimicked, a familiarity, a resemblance that is constantly brought into being even as it affirms 

ǘƘŀǘ ƛǘ ƛǎ ƴƻǘ ǘƘŜ ΨǎŀƳŜΩΦ .ƘŀōƘŀ όƛōƛŘΥ мнсύ ŦƛƴŘǎ ǘƘŀǘ ǘƘƛǎ ŦǊŀŎǘǳǊƛƴƎ ƻŦ ǘƘŜ Ŏƻƭƻƴƛŀƭ ǎǳōƧŜŎǘ 

ǊŜǎǳƭǘǎ ƛƴ ΨǇŀǊǘƛŀƭ ǊŜŎƻƎƴƛǘƛƻƴΩ ǿƘƛŎƘ ŀƭǿŀȅǎ ǘƘǊŜŀǘŜƴǎΥ  

The menace of mimicry is its double vision which in disclosing the ambivalence of colonial 

ŘƛǎŎƻǳǊǎŜ ŀƭǎƻ ŘƛǎǊǳǇǘǎ ƛǘǎ ŀǳǘƘƻǊƛǘȅΦ !ƴŘ ƛǘ ƛǎ ŀ ŘƻǳōƭŜ Ǿƛǎƛƻƴ ǘƘŀǘ ƛǎ ŀ ǊŜǎǳƭǘ ƻŦ ǿƘŀǘ LΩǾŜ 

described as the partial representation/recognition of the colonial object.  

The slippage, i.e. the multiple and contradictory beliefs and ambivalence that is necessitated in 

colonial mimicry, thus becomes a threat, a site for disruption that must be anxiously controlled 

and under constant surveillance. 

Mimicry, thus, repeats rather than re-presents, and becomes a mockery in its slippage, its 

ŜȄŎŜǎǎΣ ƛǘǎ ƛƴƘŜǊŜƴǘ ŦŀƛƭǳǊŜ όƛōƛŘΥ мнрύΦ wŜǇŜǘƛǘƛƻƴ ŘƻŜǎ ƴƻǘ ǇǊƻŘǳŎŜ ΨǎŀƳŜƴŜǎǎΩΣ ǊŜǇŜǘƛǘƛƻƴ ƛƴ ƛǘǎ 

very structure produces a farce of sameness, a difference that displaces in its moment of 

enunciation (ibid: 195). The look of the coloniser ς which sees difference ς tries to disavow it, 

ōǳǘ ƛǎ ƳŜǘ ǿƛǘƘ ǘƘŜ άǊŜǘǳǊƴƛƴƎ ƎŀȊŜ ƻŦ hǘƘŜǊƴŜǎǎ ŀƴŘ ŦƛƴŘǎ ǘƘŀǘ ƛǘǎ ƳŀǎǘŜǊȅΣ ƛǘǎ ǎŀƳŜƴŜǎǎΣ ƛǎ 

undone. The familiar becomes uncannily transformed, the imitation subverts the identity of that 

ǿƘƛŎƘ ƛǎ ōŜƛƴƎ ǊŜǇǊŜǎŜƴǘŜŘ ŀƴŘ ǘƘŜ ǊŜƭŀǘƛƻƴ ƻŦ ǇƻǿŜǊ ōŜƎƛƴǎ ǘƻ ǾŀŎƛƭƭŀǘŜέ όaŀǊ /ŀǎǘǊƻ ±ŀǊŜƭŀ ϧ 

Dhawan, 2009, p.323). Repetition becomes menacing, a threat, an avenger.  

.ƘŀōƘŀΩǎ ǿƻǊƪ Ƙŀǎ ƻŦǘŜƴ ōŜŜƴ ŎǊƛǘƛŎƛǎŜŘ ŦƻǊ ƴƻǘ ŘŜŀƭƛƴƎ ǿƛǘƘ ǘƘŜ ΨǊŜŀƭƛǘƛŜǎΩ ƻŦ ŜƳǇƛǊŜ ŎƻƴŘƛǘƛƻƴǎ 

on colonial subjects, that his work is esoteric, romantic, theoretically opaque, classist and even 

hetero-sexist.78 Bhabha is, indeed, not concerned with demonstrating overt political anti-

colonial activity, but rather the cracks in the colonial project whereby power is destabilised even 

ǘƘǊƻǳƎƘ ŀ ƳƛƳŜǎƛǎ ƻŦ ƛŘŜƴǘƛŦƛŀōƭŜ ŦƻǊƳΣ ƭŀƴƎǳŀƎŜΣ ŎƻŘƛƴƎǎΣ ǿƘŜǊŜōȅ ǘƘŜ ǎƭƛǇǇŀƎŜ ƻŦ ǘƘŜ Ψƴƻǘ 

ǉǳƛǘŜΩ Ŏŀƴ ōŜ ƘŀǊƴŜǎǎŜŘ ǘƻ ŜȄǇƻǎŜ ǘƘŜ ŎƻƴǎǘǊǳctedness of often naturalised representation(s). 

This idea inspired my concept of postcolonial masquerading as a visually interrogative strategy 

in post-colonialised contexts, which testifies to heterogeneous, hybrid identities and how 

cultural productions in these spaces are conditioned by historio-political socio-economic 

conditions. It also enables me to explore how these postcolonial masquerades question the 

                                                           
78 See McClintock (1995), Phillips (1998), Perloff (1999), Mizutani (2008), and Do Mar Castro Varela and Dhawan 
(2009). 



81 

 

coding, tools and techniques they employ in contemporary visual arts, and to critique that field 

as well. Postcolonial artists, burdened with a long history of ethnographic representation and 

Western canonisation, use the mimetic language of contemporary visual arts to evidence power 

relations with the Western epicentre which legitimises their practiŎŜǎΦ [ƛƪŜ .ƘŀōƘŀΩǎ ƛŘŜŀǎ ƻŦ 

ƳŀǎǉǳŜǊŀŘŜΣ ǇƻǎǘŎƻƭƻƴƛŀƭ ƳŀǎǉǳŜǊŀŘƛƴƎ ƛǎ ΨΧ neither one nor the other, someone, something 

else; a space of ambiguity, of impurity, of ambivalence Χ ώƛǘϐ ǎƭƛǇǎΣ ǎƭƛŘŜǎΣ ƛƴǘŜǊǎŜŎǘǎΣ ƛƴǘŜǊƭƻŎƪǎΣ 

ƛƴǘŜǊǿŜŀǾŜǎ Χ it pretends, it mimics, it seduces, it plays, it laughs, it farts, it gestures, it 

ǉǳŜǎǘƛƻƴǎΣ ƛǘ ƛƴǘŜǊǊƻƎŀǘŜǎΣ ƛǘ ƛƴǘŜǊǊƻƎŀǘŜǎΣ ƛǘ ƛƴǘŜǊǊƻƎŀǘŜǎΩ ƛƴ ƛǘǎ ǾƛǎǳŀƭƛǎƛƴƎ ƻŦ ǘƘŜ hǘƘŜǊΣ ƻŦ {ŜƭŦΦ79 

Mimetic practice creates spaces of in-betweeness, which make the gesture of the mimetic 

unsettling and become sites for contestation, subversion and hybridity as can be seen in my 

video I Make Art (work-in-progress).  

.ƘŀōƘŀ όмффпΣ ǇΦмспύ Ǉƻǎƛǘǎ ǘƘŜ ƛŘŜŀ ƻŦ ǘƘŜ ƘȅōǊƛŘ ŀǎ ŀ άƳŜǘƻƴȅƳȅ ƻŦ ǇǊŜǎŜƴŎŜέ ǿƘƛŎƘ ŘƛǎǊǳǇǘǎ 

cultural authority, showing ideas of cultural difference to be power-laden cultural 

ŘƛŦŦŜǊŜƴǘƛŀǘƛƻƴǎΥ ά¢ƘŜ ǾƻƛŎŜ ƻŦ ŎƻƳƳŀƴŘ ƛǎ ƛƴǘŜǊǊǳǇǘŜŘ ōȅ ǉǳŜǎǘƛƻƴǎ ǘƘŀǘ ŀǊƛǎŜ ŦǊƻƳ ǘƘŜǎŜ 

heterogeneous sites anŘ ŎƛǊŎǳƛǘǎ ƻŦ ǇƻǿŜǊΧέΦ .ƘŀōƘŀΩǎ idea of hybridity marking the 

constructedness of power relations and representations has become a means by which I 

question my own identity through my art practice: 

Hybridity is the revaluation of the assumption of colonial identity through the repetition of 

discriminatory identity effects. It displays the necessary deformation and displacement of all 

sites of discrimination and domination. It unsettles the mimetic or narcissistic demands of 

colonial power but reimplicates its identifications in strategies of subversion that turn the gaze 

of the discriminated back upon the eye of power (Bhabha, 1994, p.159-160). 

¦ƴǘƛƭ мффпΣ Ƴȅ ƛŘŜƴǘƛǘȅ ƘŀŘ ōŜŜƴ ǳƴǇǊƻōƭŜƳŀǘƛŎŀƭƭȅ ǇǊŜƳƛǎŜŘ ƻƴ ǘƘŜ ƛŘŜŀ ƻŦ ōŜƛƴƎ ΨLƴŘƛŀƴΩΦ aȅ 

education, up to that point, was primarily composed of Afrikaner ideology, British colonial 

doctrines, Indian indigenous knowledge and Bollywood representations of Indianness, as well as 

American popular culture forms. Not much of this knowledge located me as an African of Indian 

descent in a racially segregated country. The end of apartheid meant literally throwing out 

school books which had perpetuated racist propaganda, and instead cultural producrers became 

part of a process of identifying relevant knowledges and subversive practices in various 

unofficial sites. Art history and African-American popular culture became two unrelated but 

                                                           
79 These ideas are adapted from my presentation on my own postcolonial masquerading work (see Khan, 2014b). 
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simultaneously important locations for me in gaining a critical consciousness. While I learnt 

about a range of social movements and theoretical positions discussed in this thesis via my fine 

art studies from the age of fifteen, (African) American spoofs taught me to read the codings of 

mimicry, and I will, briefly, mention one of these which was also provided personal 

revolutionary moments of racial self-definition.  

In Living Color, produced by African-American actor Keenan Wayans in the early 90s, uses the 

coding of blackface minstrelsy quite actively to present critiques of, for instance, capitalist 

ŎƻƭƭŀōƻǊŀǘƛƻƴ ōȅ ōƭŀŎƪ ŜƴǘŜǊǘŀƛƴŜǊǎ ƛƴ ŎƻƴǘŜƳǇƻǊŀǊȅ ǾŜǊǎƛƻƴǎ ƻŦ ōƭŀŎƪŦŀŎŜ όǘƘŜƛǊ Ψ.ǊƻǘƘŜǊǎ 

.ǊƻǘƘŜǊǎΩ ǎƪƛǘǎύΤ ƛƴǎǘƛǘǳǘƛƻƴŀƭƛǎŜŘ ǊŀŎƛǎƳ ŀƴŘ ǘhe slippage between the mask of the clown and 

ǘƘŜ ƻǇǇǊŜǎǎŜŘ όΨIƻƳŜȅ ǘƘŜ /ƭƻǿƴΩ ǎƪƛǘǎύΣ ŀǎ ǿŜƭƭ ŀǎ ǘƘŜ ŎŀǇƛǘŀƭƛǎŀǘƛƻƴ ƻŦ ǇƻƻǊ .ƭŀŎƪ ƎƘŜǘǘƻ 

narratives by the cultural industry (Tracey Chapman skit). hooks (1992: 34) dismisses their 

carnivalesque performance for seeming too much like blackface and critiques (rightly so) their 

ǇƻƭƛǘƛŎŀƭƭȅ ƛƴŎƻǊǊŜŎǘ ŘŜǇƛŎǘƛƻƴǎ ƻŦ ƎŀȅƴŜǎǎΦ ²ƘƛƭŜ L ǳƴŘŜǊǎǘŀƴŘ ƘƻƻƪǎΩ ŎǊƛǘƛǉǳŜǎΣ L ŘƻƴΩǘ ŀƎǊŜŜ ǿƛǘƘ 

her easy dismal of In Living Color that ran for five seasons between 1990 and 1994, and which 

for a me, as a person-of-colour located outside the US context, evidenced radical, nuanced, 

funny, black visual critiques of race, which were not available in South Africa at that time. This 

show, created and produced and performed by the African-American Wayans family, was, at 

that time, a signifier of black empowerment.  These African-American TV shows, evolutions of 

blackface variety shows, provided me with, through their constant masquerades mocking race-

class-gender stereotypes, an avenue post-1994 to laugh about racialized-gendered-class 

depictions in society, as well as an understanding that humour (through spoof parodies, 

mimicry-as-mockery and a kind of flagellation of stereotypes) could be an interesting critical tool 

by which to interrogate socially accepted constructions.  

wŜǇŜŀǘƛƴƎ ŀƴŘ ǎǇƻƻŦƛƴƎ ƛŎƻƴƛŎ ŀǊǘǿƻǊƪǎ ŦǊƻƳ ²ŜǎǘŜǊƴ ΨŦƛƴŜ ŀǊǘΩ ōŜŎŀƳŜ ǾŜƘƛŎƭŜǎΣ ƛƴ ǘƘƛǎ tƘ5 

process, to turn the gaze back onto sites of power: the ever-presence and authority of Western 

canonical art is questioned when an unhomed body-of-colour is inserted as the protagonist in 

the re-performances. Reimagining popular culture films that I emotionally invested in as a child 

became tropes by which to re-inscribe fractious identity categories and tear apart the cohesive 

apartheid narrative and life journey. They also offered opportunities of centring a woman-of-

ŎƻƭƻǳǊΩǎ ōƻŘȅ ŀǎ ǘƘŜ ŎŜƴǘǊŀƭ ƳƻǘƛŦ ƛƴ ǘƘŜǎŜ ƴŀǊǊŀǘƛǾŜǎΦ wŜǎǘŀƎƛƴƎ {ŜƭŦ ōŜŎŀƳŜ ŀ ƳŜŀƴǎ ǘƻ ŀŎŎŜǎǎ 

the subliminal, the unspeakable, the illegible, to give an unadulterated voice to the localism and 
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ǇƻǎǘŎƻƭƻƴƛŀƭ ƘȅōǊƛŘƛǘƛŜǎ ǿƘƛŎƘ ǿŜǊŜ ǎǘǊŀƛƴƛƴƎ ǘƻ ƎŜǘ ƻǳǘ ƻŦ ƳŜΣ ŜǾŜƴ ǿƘƛƭŜ ŎƻƴǘƛƴǳƛƴƎ ǘƻ ΨƳŀǎƪΩ 

me. I share these recollections not as mere anecdotes, but rather as connected points from 

which I theorise both in my writing and artwork. In my postcolonial masquerades these 

interrogations are framed around the concepts of masking, repetition and violence, not just in 

terms of the content, but in formal considerations as they manifest in the artworks. In this last 

section of this chapter, I will reflect on these aspects in terms of a decolonial aesthesis. 

 

Masking 

Masking seems to have always been a feature of humankind ς from the simple application of 

ground pigments (clay, red earth, turmeric) on the face and skin, to the elaborate masks and 

costumes in rituals, ceremonies and carnivals and public/private costume parties. Masks and 

costumes also appear in social protests and rallies, as with the V for Vendetta mask now 

associated with the Occupy protests around major capitals, and more recently the use of 

hoodies in protests in the US against the 2012 slaying of young African-American teenager 

Trayvon Martin. Masking can denote disguise, anonymity, playfulness, reverence, the temporary 

suspension of values and beliefs, an ability to transcend oneself, to be an-other. Ideas of 

masking often seem split between the dualism of the act of masking as something being hidden, 

endowed with a certain danger; and that of temporarily concealing in order to be revealed, 

which elicits a certain amount of joy. This kind of masking could be seen both in Chapter One 

with ǊŜƎŀǊŘǎ ǘƻ YŀƴƴŜƳŜȅŜǊΩǎ ǊŀŎƛŀƭ ŘƛǎƎǳƛǎŜ ŀƴŘ ǘƘŀǘ ƻŦ ǘƘŜ Ŏƻƻƴ Ƴŀǎƪ in the Cape Town 

Minstrel Festival.  

In Rabelais and His World, Bakhtin discusses masking in European carnivals. For Bakhtin, the 

Ƴŀǎƪ ƻŦ ŀƴŎƛŜƴǘ Ŧƻƭƪ ŎǳǎǘƻƳǎΣ ƳŜŘƛŜǾŀƭ ŀƴŘ wŜƴŀƛǎǎŀƴŎŜ ŎŀǊƴƛǾŀƭǎ ǎȅƳōƻƭƛǎŜŘ ŀ άƧƻȅ ƻŦ ŎƘŀƴƎŜ 

ŀƴŘ ǊŜƛƴŎŀǊƴŀǘƛƻƴέΣ ƳŜǘŀƳƻǊǇƘƻǎƛǎΣ ǘǊŀƴǎƛǘƛƻƴΦ Lǘ ǇŀǊƻŘƛŜŘ ŀƴŘ ǊŜƧŜŎǘŜŘ ŀǳǘƘƻǊƛǘȅΣ ƻŦŦƛŎƛŀƭ 

reason, uniformity, similarity, conformity and boundaries, whereas the mask in Romantic 

9ǳǊƻǇŜ ōŜŎŀƳŜ ŀ ŘƛŦŦŜǊŜƴǘ Ŝƴǘƛǘȅ ǿƘƛŎƘ άƘƛŘŜǎ ǎƻƳŜǘƘƛƴƎΣ ƪŜŜǇǎ ŀ ǎŜŎǊŜǘΣ ŘŜŎŜƛǾŜǎέ ό.ŀƪƘǘƛƴΣ 

1968/1984, p.39-40). In English masquerades in the mid-1800s, historian Terry Castle (1986, 

p.38-40) says that the costume and mask gave mysteriousness, allurement and illicitness to the 

ǿŜŀǊŜǊΣ ŀƴŘ ƻŦǘŜƴ ŀŎǘŜŘ ŀǎ ŀ ǾŜƘƛŎƭŜ ŦƻǊ ǎŜȄǳŀƭ ŦǊŜŜŘƻƳ ŀƴŘ ƳƻǊŀƭ ŘŜǘŀŎƘƳŜƴǘ ŦǊƻƳ ƻƴŜΩǎ 

actions. The mask, which gave a degree of anonymity, real or imagined, afforded a kind of 

άƛƴǾƻƭǾŜƳŜƴǘ ǎƘƛŜƭŘέΥ άōy obstructing visual contact, [it] promotes an unusual sense of freedom 
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ƛƴ ǘƘŜ ǇŜǊǎƻƴ ǿŜŀǊƛƴƎ ƻǊ ǳǎƛƴƎ ƛǘέ όƛōƛŘΥ офύΦ aŀǎƪǎ ς especially on women ς promoted a 

άǎŜƴǎǳŀƭƛǘȅ ƻŦ ǘƘŜ ǾƛǎǳŀƭέΣ ƳŀƪƛƴƎ ŜǾŜƴ ŀ ƪƴƻǿƴ ǇŜǊǎƻƴ άŦŜǘƛǎƘƛǎǘƛŎŀƭƭȅ ŜȄŎƛǘƛƴƎέ ōȅ άŀōǎŜƴŎŜ ƻǊ 

ǿƛǘƘƘƻƭŘƛƴƎ ƻŦ ŎƻƴƴŜŎǘƛƻƴέ όƛōƛŘΥ оуΣ офύΦ80 By the end of the eighteenth century, however, this 

ƪƛƴŘ ƻŦ ΨƭƛŎŜƴǘƛƻǳǎΩ ǎǇƛǊƛǘ ƎŀǾŜ ǿŀȅ ǘƻ ŀ ƳƻǊŜ ǊŜŦƻǊƳƛǎǘ ƻƴŜΣ ǿƛǘƘ ŀ ƘƛƎƘ ŜƳǇƘŀǎƛǎ ƻƴ ƳƻǊŀƭǎ ŀƴŘ 

ΨōƻǳǊƎŜƻƛǎ ƛŘŜƻƭƻƎȅΩ ŘŜŘƛŎŀǘŜŘ ǘƻ ŀ ŎƻƴǎŜǊǾŀǘƛǾŜ ǿƻǊƪ ŜǘƘƛŎ ŀƴd duty rather than the pleasure of 

Self ς carnivals and fairs began to wane in England by the 1790s. Masquerading balls were then 

viewed as childish indulgences that one had to outgrow by the very people who had supported 

them (ibid: 101). Castle believes ǘƘŀǘ ŀǎ ŎǳƭǘǳǊŜǎ ŀǊǊƛǾŜ ŀǘ ŀ άǊŀǘƛƻƴŀƭƭȅ ƻǊŘŜǊŜŘΣ ǉǳŀƴǘƛŦƛŀōƭŜ 

ǳƴƛǾŜǊǎŜέΣ ŀƴŎƛŜƴǘ ǎȅƳōƻƭǎ ƻŦ ƳŀǎƪǎΣ ƳƛƳƛŎǊȅ ŀƴŘ ŘƛǎƎǳƛǎŜ ƭƻǎŜ ǘƘŜƛǊ ǎȅƳōƻƭƛŎ ǇƻǿŜǊΦ ¢ƘŜ 

enduring power of masking practices, however, perhaps evidence that masks disappear in one 

format only to reappear in others.  

The idea of being someone other than oneself through manipulation influences various 

theorists. For Fanon, black skin is a racial epidermal mask that determines him according to his 

body. It fixes and racially over-signifies him, something he has to work through and against ς a 

kind of doppelganger that he is always measured against, which makes him question his sense 

of self. This incessant questioning could lead to the provocation of another mask ς άǘǳǊƴ ǿƘƛǘŜ 

ƻǊ ŘƛǎŀǇǇŜŀǊέΣ ƻǊ ǘƻ CŀƴƻƴΩǎ (1952/2008, p.181) own sense of purpose ς άh Ƴȅ ōƻŘȅΣ ƳŀƪŜ ƻŦ 

me alwayǎ ŀ Ƴŀƴ ǿƘƻ ǉǳŜǎǘƛƻƴǎΗέ Kilomba also notes how for black persons masking has been a 

ƳŜŀƴǎ ƻŦ ǎǳōƧǳƎŀǘƛƻƴΦ Lƴ Ψbƻ aŀǎƪΩ όнллфύΣ Kilomba draws on the mask as both a real 

instrument of colonial torture, as well as a psychological one (of symbolic violence). The physical 

mask that Kilomba speaks about is an instrument that was used on African slaves during 

colonisation, in which a bit placed between the tongue and jaw was fixed with two strings 

ŀǊƻǳƴŘ ǘƘŜ ǎƭŀǾŜΩǎ ƘŜŀŘΦ ¢Ƙƛǎ ŘŜǾƛŎŜ ǿŀǎ ǳǎŜŘ ǘƻ ǎǘƻǇ ǎƭŀǾŜǎ ŦǊƻƳ ŜŀǘƛƴƎ ŦǊƻƳ ǘƘŜ ƻǿƴŜǊΩǎ 

plantations, which was interpreted as theft: the mask was therefore a form of control and 

possession. The device was also used to stop resistant rebel slaves from speaking and riling up 

others, and, therefore, it also served as an implement of speechlessness and fear. For Kilomba 

ǘƘƛǎ Ƴŀǎƪ ƴƻǘ ƻƴƭȅ ǇǊŜǾŜƴǘŜŘ ŀƴ ƛƳŀƎƛƴŀǊȅ ǇƛƭƭŀƎƛƴƎ ƻŦ ǘƘŜ ǿƘƛǘŜ ŎƻƭƻƴƛǎŜǊΩǎ ƎƻƻŘǎΣ ōǳǘ ŀƭǎƻ 

demonstrated the anxiety of having enslaved persons talking to each other and talking back: 

What could the Black subject say, if her or his mouth were not sealed? And what would the 

white subject have to listen to? There is an apprehensive fantasy that if the colonial subject 

                                                           
80 Castle (1986, p.41) says that the masquerades gave persons, whose sexualities were policed by cultural scripts 
(such as women and homosexuals), an avenue for sexual expression they were otherwise denied.  
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speaks, the colonizer will have to listen. It would be forced into an uncomfortable 

ŎƻƴŦǊƻƴǘŀǘƛƻƴ ǿƛǘƘ ƻǘƘŜǊ ǘǊǳǘƘǎΦ ¢ǊǳǘƘǎΣ ǿƘƛŎƘ ƘŀǾŜ ōŜŜƴ ƪŜǇǘ ǉǳƛŜǘΣ ŀǎ ǎŜŎǊŜǘǎΦ Χ ¢ƘŜ Ƴŀǎƪ 

serves, in this sense, to protect the white subject from >Other< knowledges. But, the mouth 

symbolized not only speech and enunciation, but also possibility ς the possibility of saying 

ҔȅŜǎғ ƻǊ ҔƴƻғΦ ¸ŜǘΣ ǘƘŜ Ƴŀǎƪ ŎƻƴǘǊƻƭǎ ǘƘƛǎ ǇƻǎǎƛōƛƭƛǘȅΦ Χ ¢ƘŜ Ƴŀǎƪ ƳŀƛƴǘŀƛƴǎΣ ǘƘŜǊŜŦƻǊŜΣ ǘƘŜ 

fiction that only the white subject can speak (Kilomba, 2009, p.81). 

Enforced speechlessness was thus used to render the enslaved person as mute as an animal, 

an object prevented from forming alliances and objections. Kilomba (ibid: 81) applies these 

ideas of speechlessness to contemporary white dominated academic spaces, which she 

ŀǊƎǳŜǎ ǇŜǊǇŜǘǳŀǘŜǎ ǘƘŜǎŜ ǎȅǎǘŜƳǎ ƻŦ ōƭŀŎƪ ƻōƧŜŎǘƘƻƻŘΦ .ƭŀŎƪƴŜǎǎ ƛǎ άǊŜǎŜŀǊŎƘŜŘΣ ŘŜǎŎǊƛōŜŘΣ 

ŎƭŀǎǎƛŦƛŜŘΣ ŜȄƘƛōƛǘŜŘΣ ŘŜǎƛǊŜŘ ŀƴŘ ƪƛƭƭŜŘέΣ ŀǘ ǘƘŜ ǎŀƳŜ ǘƛƳŜ ǘƘŀǘ Ƴŀƴȅ ōƭŀŎƪ ŀŎŀŘŜƳƛŎǎ ŦŜŜƭ 

voiceless within academia where white academics have often been regarded as authorities 

on black experience.  

Fanon and Kilomba do not identify any positive strategies with regards to masking, but seem 

ǘƻ Ǉƻǎƛǘ ŀ ΨǊŜŀƭΩ ǎŜƭŦ ǿƘƛŎƘ ŎŀǊǊƛŜǎ ǘƘŜ ōǳǊŘŜƴ ƻŦ ǊŀŎƛŀƭ ƛƴǘŜǊǇŜƭƭŀǘƛƻƴΦ wŀŎƛŀƭ ǇŀǎǎƛƴƎ ƛǎ ƻŦǘŜƴ ŀ 

difficult subject which, according to South African poet and scholar Yvette Christiansë (2003), 

does not get spoken about often. Unlike US black feminist and race scholars who view racial 

passing of black-subjects-as-whites as a transgressive practice, Christiansë, like Ahmed (2000) 

in her discussion of racial passing in her book Strange Encounters: Embodied Others in Post-

Coloniality, sees subjects-of-ŎƻƭƻǳǊǎΩ ǇŀǎǎƛƴƎ ŀǎ ŀ ŘŜǎƛǊŜ ŦƻǊ ǿƘƛǘŜƴŜǎǎ ǘƘŀǘ ǊŜŀŦŦƛǊƳǎ 

whiteness as a thing to be longed for, concealing the fact that whiteness itself is an identity 

of passing. This is certainly true for people-of-colour under apartheid, and there are many 

cases of them attempting to move from racial classifications of Black to Coloured, Coloured 

to Indian, and Coloured/Asian to White, as apartheid granted differential socio-economic 

privileges to the various race groups (see Khan, 2012). Whereas Ahmed (2000, p.126) sees no 

άŘƛǎŎŜǊƴƛōƭŜ ǇƻƭƛǘƛŎŀƭ ŜŦŦŜŎǘǎέ ƻŦ ǊŀŎƛŀƭ ǇŀǎǎƛƴƎΣ South Africa produced some cases where such 

racial passing was used for political purposes. One example is that of documentary 

photographer Ernest Cole, who was classified from birth as Black, but used the same 

ǊƛŘƛŎǳƭƻǳǎ ŀǇŀǊǘƘŜƛŘ ǎȅǎǘŜƳ ƻŦ ΨǘŜƭƭ-ableΩ ǊŀŎƛŀƭ ŘƛŦŦŜǊŜƴŎŜǎ to get reclassified as Coloured. 

This political strategy gained him access to areas he was not afforded as a Black man, with 
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more freedom of movement, which included not having to carry a dompas.81 This passing 

allowed Cole to produce his scathing documentary photographic essay called The House of 

Bondage (1968). His racial passing, as for others who engaged in this practice, did not come 

without a toll though, which included secrecy, paranoia, separation and alienation (Hurtado, 

1999; Christiansë, 2003; Asfour, 2009; Khan, 2012).82  

For Patel (2001, p.120), too, masking is regarded only as a disguise ς to hide something, whereas 

she posits that the notion of masquerade is more revelatory: "We wear masks to conceal, we 

masquerade to conceal and reveal...[t]hrough masquerade we enter new terrains, make new 

faces...". Thus, Patel, like Bhabha sees the potential of masquerading in creating a space for 

oneself ς from the familiar comes a difference that creates newness. For philosopher Gilles 

Deleuze there is only ever masks, repetition and difference. Deleuze (1968/1994, p.17) makes 

no distinction between a disguise and any underlying essential ς only masks are to be found 

under masks. Variations and repetition are masks themselves, but rather than viewing this as a 

limitation, Deleuze finds masking an exercise of potentialities, as there are no essences, 

originalities or singular truths. There is the endless potential in becoming, as repetition contests 

and recreates.  

 

Repetition 

Behavioural repetition is a fundamental human developmental mechanism by which we learn 

and develop a sense of Self. We are taught to mime sounds, words, actions and behaviour at a 

ŘƛǎǘŀƴŎŜΦ CƻǊ [ŀŎŀƴΣ ǘƘƛǎ Ψŀǘ ŀ ŘƛǎǘŀƴŎŜΩ ōŜŎŀƳŜ ƛƳǇƻǊǘŀƴǘ ƛƴ Ƙƛǎ ƛŘŜŀǎ ƻŦ ǘƘŜ {ŜƭŦ ǘƘŀǘ ƛǎ 

ŘŜǾŜƭƻǇŜŘ ŘǳǊƛƴƎ ǘƘŜ ΨƳƛǊǊƻǊ ǎǘŀƎŜΩΦ [ŀŎŀƴΣ ƻƴ ƴƻǘƛŎƛƴƎ ǘƘŜ ŦŀǎŎƛƴŀǘƛƻƴ maintained by young 

children when exposed to their reflection in the mirror, turned to the work of Roger Caillois 

(1935/1948), whose studies of mimicry in nature suggested that animals and insects, which 

adapted to their natural environment through camouflage, did not simply engage in this activity 

                                                           
81 Black South Africans weǊŜ ǊŜǉǳƛǊŜŘ ǘƻ ŎŀǊǊȅ ŀ ΨŘƻƳǇŀǎΩΣ ŀƴ ƛŘŜƴǘƛŦƛŎŀǘƛƻƴ ŘƻŎǳƳŜƴǘ ǘƘŀǘ ŘŜǘŀƛƭŜŘ ōƛƻƎǊŀǇƘƛŎŀƭ 
information, their race, as well as their employment status which gave them permission to be within city spaces 
within certain hours (see pass laws at Apartheid Museum, 2006).  
82 /ƻƭŜΩǎ ŦŀƳƛƭȅ ƳŜƳōŜǊǎ ŎƭŀƛƳŜŘ ǘƘŀǘ ƘŜ ōŜŎŀƳŜ ƳǳŎƘ ƳƻǊŜ ƛƴǘǊƻǾŜǊǘŜŘκǎŜŎǊŜǘƛǾŜ ŘǳǊƛƴƎ ǘƘƛǎ ǘƛƳŜ ŀƴŘ ǘƘƛǎ Ƴŀȅ 
indicate the psychological strain he was taking both in keeping his masquerading intact, and creating his damning 
photography of Black life under apartheid (Knape, 2010). Cole died alone in exile in the US. 
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for protection (against being eaten), but were trying to assimilate into their environment, to 

become part of the space which surrounded them because they were captivated by it. Thus, 

there was an innate fascination/compulsion to mimesis even when it did not promote self-

ǎǳǊǾƛǾŀƭΦ CǊƻƳ ǘƘƛǎΣ [ŀŎŀƴ ƘȅǇƻǘƘŜǎƛǎŜŘ ǘƘŀǘ ǘƘŜ ΨƻǊƛƎƛƴŀƭΩ ƳƛƳŜǎƛǎ ǘƘŀǘ ǎǘǊǳŎǘǳǊŜǎ ŀ ǎŜƴǎŜ ƻŦ {ŜƭŦ 

ƛǎ ŀŎǘǳŀƭƭȅ ƻƴŜΩǎ ǊŜŦƭŜŎǘƛƻƴΦ [ŀŎŀƴ όмфпфκнллсΣ ǇΦтр-тсύ ŀƭǎƻ ōŜƭƛŜǾŜŘ ǘƘŀǘ ǘƘƛǎ ΨƛƴŘŜǇŜƴŘŜƴǘΩ 

mirrored self was able to see itself in relation to spatial surroundings and a future perfect 

reflection of Self, where the copy comes in anticipation of the original (Potolsky, 2006).  

Psychic repetition could also have negative workings, however. In his pŀǇŜǊ ΨwŜƳŜƳōŜǊƛƴƎΣ 

Repeating and Working-¢ƘǊƻǳƎƘΩΣ CǊŜǳŘ όмфмпκмфруΣ ǇΦмрмύ ŘƛǎŎǳǎǎŜǎ ǇǎȅŎƘƛŎŀƭ-behavioural 

patterns that emerge in individuals when particular situations which happened during childhood 

are not processed properly. These situations, which were traumatic and repressed, nonetheless 

manifest through a series of repetitive behaviour. Freud suggests that it is necessary for the 

psychoanalyst to help the patient to uncover the initial incident that underlies the repetition 

instinct, and, then using language, enable the incident to pass from the unconscious to the 

ŎƻƴǎŎƛƻǳǎΦ ¢ƘŜ ƳŜǘƘƻŘ ƻŦ ǊŜǇŜǘƛǘƛƻƴΣ ƘŜǊŜΣ ŜƴŀōƭŜǎ ǘƘŜ ŀōƛƭƛǘȅ ǘƻ ΨǿƻǊƪ ǘƘǊƻǳƎƘΩ ŜƳƻǘƛƻƴŀƭ-

ƳŜƴǘŀƭ ƘƛǎǘƻǊƛŜǎΣ ΨŎǊŜŀǘƛƴƎΩ ŀ ŘƛŦŦŜǊŜƴǘ ƪƛƴŘ ƻŦ ƳŜƳƻǊȅΦ wŜǇŜǘƛǘƛƻƴ ƛǎΣ ǘƘǳǎΣ ŀ ŎƻǇƛƴƎ ǎǘǊŀǘŜƎȅ ōy 

which unknown, uncontrollable data is rendered understandable. Thus, the patient can regard 

ǘƘŜ ƻǊƛƎƛƴŀƭ ǎƛǘǳŀǘƛƻƴ ǿƛǘƘ ŀ Ǉƻǎƛǘƛƻƴ ƻŦ ŀƭƻƻŦƴŜǎǎΣ ǘƘŜǊŜōȅ ΨƳŀǎǘŜǊƛƴƎΩ ǘƘƛǎ Ǉŀǎǘ ƛƴŎƛŘŜƴǘ όCǊŜǳŘΣ 

1920/1955, p.19). Remembering renders the repetition compulsion harmless and useful (Freud, 

1914/1958, p.154). This was explored in the first chapter where I ǇǊƻǇƻǎŜŘ ǘƘŀǘ YŀƴƴŜƳŜȅŜǊΩǎ 

work was not simply an expression of parodic humour working with collective White neuroses, 

but rather was representative of a personal trauma that he played out repetitively through his 

usage of blackface which he could debase and master. This idea also manifests in my videos 

Nervous Conditions and No Place, which explore the idea of apartheid being a ordeal that is in 

excess of comprehension, and which South Africans post-apartheid are trying to come to terms 

with collectively and individually, but which further creates new truth-fictions through repetitive 

historical and memory-making processes.  

Thus repetition can have both positive and negative manifestations. Cyclic repetition, which 

produces difference and renewal, is a key component of Deleuzian thinking. In Difference and 

Repetition (1968/1994), Deleuze closely examines these two concepts and believes that they do 

not hinge on the idea of sameness, i.e. they do not denote a negation of sameness, but are 
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ǊŀǘƘŜǊ ŘȅƴŀƳƛŎΦ 5ŜƭŜǳȊŜΩǎ ƛŘŜŀ ƻŦ ǊŜǇŜǘƛǘƛƻƴ ƛǎ ǊŜƎŜƴŜǊŀǘƛǾŜΣ ǘƘŀǘ ƛǎ ǘƻ ŎƘŀƴƎŜ ǿƘŀǘ is known, to 

make different and transform. 5ŜƭŜǳȊŜ όƛōƛŘΥ нтнύ ǊŜƧŜŎǘǎ ΨŦƛǊǎǘ-ŎƭŀƛƳΩ ƛŘŜŀǎ ƻǊ representations, 

ŎƭŀƛƳƛƴƎ ǘƘŀǘ ŀƭƭ ƛŘŜŀǎ ŀƴŘ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴǎ ŀǊŜ ŎƻǇƛŜǎ ƻŦ ŎƻǇƛŜǎ ƻǊ ΨǎƛƳǳƭŀŎǊŀΩ ς this idea is 

harnessed by a number of artists as well shall see in Chapter Three.  

Repetition which acknowledges difference renews, but repetition which seeks and polices 

ǎŀƳŜƴŜǎǎ ŀƴŘ ǊŜǎŜƳōƭŀƴŎŜǎ Ŏŀƴ ōŜ ŘŜǎǘǊǳŎǘƛǾŜΦ .ƘŀōƘŀ όмфусκнллуΣ ǇΦȄȄǾƛƛύ ƛŘŜƴǘƛŦƛŜǎ CŀƴƻƴΩǎ 

idea of the colonial space as one of repetitious psychic violence ς the Negro enslaved by his 

ƛƴŦŜǊƛƻǊƛǘȅΣ ǘƘŜ ǿƘƛǘŜ Ƴŀƴ ōȅ Ƙƛǎ ǎǳǇŜǊƛƻǊƛǘȅ ŀƴŘ ǘƘŜ ΨƳǳƳƳƛŦƛŎŀǘƛƻƴΩ ƻŦ Ƙƛǎ ŎǳƭǘǳǊŜ ǘƘŀǘ Ƴǳǎǘ ōŜ 

mimed by Others. He posits that post-9ƴƭƛƎƘǘŜƴƳŜƴǘ ²ŜǎǘŜǊƴ Ƴŀƴ ƛǎ άǘŜǘƘŜǊŜŘ ǘƻΣ not 

confronted by, his dark reflection, the shadow of colonized man, that splits his presence, 

distorts his outline, breaches his boundaries, repeats his action at a distance, disturbs and 

ŘƛǾƛŘŜǎ ǘƘŜ ǾŜǊȅ ǘƛƳŜ ƻŦ Ƙƛǎ ōŜƛƴƎέ όƛōƛŘύΦ CƻǊ Cŀƴƻƴ (1952/2008, p.85), this kind of racial 

interpellation is violentΥ άL ǘƻƻƪ ƳȅǎŜƭŦ ŦŀǊ ƻŦŦ ŦǊƻƳ Ƴȅ ƻǿƴ ǇǊŜǎŜƴŎŜΣ ŦŀǊ ƛƴŘŜŜŘΣ ŀƴŘ ƳŀŘŜ 

myself an object. What else could it be for me but an amputation, an excision, a haemorrhage 

ǘƘŀǘ ǎǇŀǘǘŜǊŜŘ Ƴȅ ǿƘƻƭŜ ōƻŘȅ ǿƛǘƘ ōƭŀŎƪ ōƭƻƻŘΚέ 

 

Violence 

While Bhabha focuses on the possibilities that mis-recognition presents, theorists like Fanon, 

Kilomba and hooks are concerned about the very real effects that racism has on people-of-

colour. The scopic drive of the coloniser objectifies the black body, and through the hegemony 

of Western culture, asks the black subject to identify himself through these means. Epistemic 

violence requires colonial subjects to view their bodies, their culture, their history through the 

Western white male gaze (Fanon speaks of young black children identifying with white heroes in 

comic books, television and movies, and imbibing fear and stereotypes of the black Other). 

Kilomba (2008, p.19) believes this leads black people to endure a collective trauma, as black 

subjects are asked to identify with images of white fantasies that are neither realistic nor 

ǇƻǎƛǘƛǾŜΣ ǊŜǎǳƭǘƛƴƎ ƛƴ άŀƭƛŜƴŀǘƛƻƴΣ ŘƛǎŀǇǇƻƛƴǘƳŜƴǘ ŀƴŘ ǇǎȅŎƘƛŎ ǘǊŀǳƳŀέΦ Feminists-of-colour note 

the self-harming practices that women-of-colour subscribe to both internally and externally. 

.ƘŀōƘŀΩǎ όмфусκнллуΣ ǇΦȄȄǾƛƛƛύ ōŜƭƛŜŦ ǘƘŀǘ άΧ ǘƘŜ ²ƘƛǘŜ ƳŀƴΩǎ ŀǊǘƛŦƛŎŜ ώƛǎϐ ƛƴǎŎǊƛōŜŘ ƻƴ ǘƘŜ ōƭŀŎƪ 

ƳŀƴΩǎ ōƻŘȅέ ƛǎ ŀǇǇŀǊŜƴǘΣ ŦƻǊ ŜȄŀƳǇƭŜ ƛƴ ǎƪƛƴ ǿƘƛǘŜƴƛƴƎ ǇǊŀŎǘƛŎŜǎ ǘƘŀǘ ŀǊŜ ǇƻǇǳƭŀǊ ƛƴ !ŦǊƛŎŀΣ !ǎƛŀ 
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and the Middle-9ŀǎǘΣ ƛƴ ǘƘŜƛǊ ƳƛƳƛŎǊƛŜǎ ƻŦ ǿƘƛǘŜƴŜǎǎ ŀǎ ŀ ΨǘƘƛƴƎ ƭƻƴƎŜŘ ŦƻǊΩΦ Lƴ ΨhŦ aƛƳƛŎǊȅ ŀƴŘ 

ό²ƻύaŀƴΥ 5ŜǎƛǊƛƴƎ ²ƘƛǘŜƴŜǎǎ ƛƴ tƻǎǘŎƻƭƻƴƛŀƭƛǎƳΩΣ aŀǊƝŀ 5ƻ aŀǊ /ŀǎǘǊƻ ±arela and Nikita 

Dhawan (2009, p.324) use CarƛōōŜŀƴ ǿǊƛǘŜǊ ²ƛƭǎƻƴ IŀǊǊƛǎΩǎ ƛŘŜŀ ǘƘŀǘ Ŏƻƭƻƴƛŀƭ ƳƛƳƛŎǊȅ ŎƻƴǘƛƴǳŜǎ 

post-colonially as a regime of desire to govern the postcolonial subject, which she now self-

ǊŜƎǳƭŀǘŜǎΣ ŀƴŘ ǊŜǎǳƭǘǎ ƛƴ ŀ ƪƛƴŘ ƻŦ ΨǎŜƭŦ-mutilatioƴΩΦ ²ƘŜƴ ǘƘŜ ǊŀƎŜ ōƭŀŎƪ ǿƻƳŜƴ ŦŜŜƭ ŀǘ ǎǘǊǳŎǘǳǊŀƭ 

oppression is illegible, or cannot be discharged, it may result in self-harm. One of these 

ΨŀƭǘŜǊƴŀǘƛǾŜǎΩ YƛƭƻƳōŀ ŘƛǎŎǳǎǎŜǎ ƛǎ ǎǳƛŎƛŘŜ ǿƘŜǊŜ ΨhǘƘŜǊƴŜǎǎΩ ƛǎ ƪƛƭƭŜŘ ƛƴ ŀ Ŧƛƴŀƭ {ŜƭŦ ǊŜŎƭŀƳŀǘƛƻƴ 

act. On the other side of the spectrum, many others have invested in the idea of the black 

superwoman, who is so busy she doesn't even have time for death. Such idealized images make 

it difficult for black women to express the wounds of racism-sexism-classicism they encounter 

daily.  

To this end, Kilomba (2008, p.48) in her book Plantation Memories: Episodes of Everyday 

Racism, analyses everyday racial incidents in the biographical narratives of black women in 

Germany to understand how episodes of racism are not only individual traumas, but draw on a 

historical body of collective wounding, where racism becomes not a singular act, but one of 

continuous experience.83 Black subjects, Kilomba finds, have to deal daily with a racialised-

gendered body ǿƘƛŎƘ ƛǎ ŀƭǿŀȅǎ ƳŀǊƪŜŘ ŀǎ Ψƴƻt-ōŜƭƻƴƎƛƴƎΩΣ ǿƘƛŎƘ ǎƘŜ ƛǎ ƛƳƳƻōƛƭƛȊŜŘ ōȅΣ ƴŜŜŘƛƴƎ 

ŀǳǘƘƻǊƛǘȅ ǘƻ ŜƴǘŜǊ ǎǇŀŎŜǎΣ ǿƘƛƭŜ ǘƘŜǊŜ ƛǎ ŀƭǿŀȅǎ ŀƴ άǳƴƳŀǊƪƛƴƎ ƻŦ whitenessέ όƛōƛŘΥ ооύΦ 

YƛƭƻƳōŀΩǎ ǇŀǊǘƛŎƛǇŀƴǘǎ ƻǳǘƭƛƴŜ ŀ ǊŀƴƎŜ ƻŦ ŜǾŜǊȅŘŀȅ ǊŀŎƛǎǘ ŜȄǇŜǊƛŜƴŎŜǎΥ ŦǊƻƳ ōŜƛƴƎ ŀŎŎƻǎǘŜŘ ōȅ 

strangers in their attŜƳǇǘ ǘƻ ΨƭƻŎŀǘŜΩ ǘƘŜƛǊ ό!ŦǊƛŎŀƴύ ŀƴŎŜǎǘǊȅΤ ǘƻ ǊŀŎƛǎǘ ƧƻƪŜǎ ŀƴŘ ƛǎǎǳŜǎ ƻŦ ƭƛǾƛƴƎ 

in all-ǿƘƛǘŜ ƴŜƛƎƘōƻǳǊƘƻƻŘǎΤ ǘƻ ōŜƛƴƎ ǊŜǇǊŜǎŜƴǘŀǘƛǾŜ ƻŦ ƻƴŜΩǎ ǊŀŎŜΦ YƛƭƻƳōŀ όƛōƛŘύ ŜȄǇƭŀƛƴǎ ǘƘŀǘ 

the psychoanalytic account of trauma has three main ideas:  

Χ ŦƛǊǎǘΣ ǘƘŜ ƛŘŜŀ ƻf a violent shock, or an unexpected event to which the immediate response is 

shock; second, separation or fragmentation, as this unexpected violent shock deprives one of 

the one's link to society; and third, the idea of timelessness, where a violent event that 

occurred sometime in the past is experienced as if in the present and vice-versa, which painful 

consequences that affect the whole psychological organization, including nightmares, 

flashbacks and/or physical pain... 

This kind of timelessness becomes the major trope in my work Nervous Conditions, where a 

particular episode of powerlessness sends the racialized subject spiralling into a host of other 

                                                           
83 The narratives include that of an Afro-German woman, an African-American woman residing in Germany, as well 
as her own experiences as a black woman studying and lecturing in Germany. 
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ǘǊŀǳƳŀǎ ŜȄǇŜǊƛŜƴŎŜŘΦ .ƭŀŎƪ ǎǳōƧŜŎǘǎΣ ƛƴ YƛƭƻƳōŀΩǎ ǎǘǳŘȅΣ ǊŜƎŀǊŘ ŀǘǘŜƳǇǘǎ ŀǘ ƛƎƴƻǊƛƴƎ ǊŀŎƛǎǘ 

episodes as an amputation, or a sense of schizophrenia (separation of self). Kilomba recognises 

ǘƘŜ ŜƎƻΩǎ ŘŜŦŜƴŎŜ ƳŜŎƘŀƴƛǎƳ ǘƻ ǎǳŎƘ ǘǊŀǳƳŀǎΣ ōǳǘ ŀŘǾƻŎŀǘŜǎ ŘƛŦŦŜǊŜƴǘ ǎǘǊŀǘŜƎƛŜǎ ŦƻǊ 

decolonizing oneself. She sees value in a sense of supportive community, and surmises that with 

the kind of fragmented history black people have had, love and union become political 

strategies by which to repair the sense of loss and isolation (ibid: 136). 

YƛƭƻƳōŀΩǎ όƛōƛŘΥ 125) black woman interviewees remark on how reading and establishing a 

vocabulary on racism helped them in their self-identification, and allows one to remove oneself 

from relationships which repeat racist violence. Many black feminists recognise the importance 

of study and knowledge in articulating oppression, and Kilomba (ibid: 126) argues that the 

printed word appears more powerful and gives a sense of concreteness to spoken words and 

experiences, as well as an understanding that racism is a structural and institutional white 

problem under which black people live. She (ibid: 139) poses the question, what does racism do 

ǘƻ ȅƻǳΥ Ϧ{ƘƻǳƭŘ ǘƘŜ ŦƻŎǳǎ ōŜ ǘƘŜ ǊŜǇƭȅ ƻǊ ǊŀǘƘŜǊ ǘƘŜ ǊŜŦƭŜŎǘƛƻƴΧ ǘƘŜ ǇŜǊŦƻǊƳŀƴŎŜ ǘƻǿŀǊŘ ǘƘŜ 

white ƻǘƘŜǊ ƻǊ ǘƘŜ ŦŜŜƭƛƴƎǎ ǘƻǿŀǊŘ ƻƴŜǎŜƭŦΚέ YƛƭƻƳōŀ believes that the latter does not imply 

victimization, but rather an empowerment in the recognition of the effects of racism as one 

becomes the speaking subject. Speech, here again, is not just a matter of speaking, but of 

listening as well. Kilomba (ibid: 140) warns that when black subjects attempt to explain and 

reason when questioned, the process is one of control in which white fantasies are played out 

again. She therefore advocates reordering a relationship of equality, by the black subject 

dislocating from the space of Otherness and placing herself outside the "colonial dynamic" (ibid: 

141). She says it is a fallacy to think that if one explains enough or properly, then one will be 

accepted and escape everyday racism. Black subjects have to realize that they cannot make a 

white consensus understand, but instead that they can change their relationship to the dynamic 

that makes them responsible for their victimisation (ibid: 142).  

Resituating a black voice and gaze at the centre of this PhD inquiry has influenced all of my 

work, and I continue this discussion in the next chapter as I locate similar strategies, 

interventions and interests in the works of other South African women-of-colour postcolonial 

masqueraders. I present a discussion on the content and aesthetic considerations of their/our 

work that will hopefully show contradictory, ambivalent explorations of identity negotiations in 
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South Africa and situate masquerading as an important de-colonialising methodology in this 

very act of putting pen to paper.  
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CHAPTER THREE:  

tƭǳǊŀƭ LΩǎ ŀƴŘ !ǳǘƻōƛƻƎǊŀǇƘȅΥ tƻǎǘŎƻƭƻƴƛal Masquerading in the Works of Tracey Rose, 

Nandipha Mntambo, Mary Sibande and Senzeni Marasela 

 

Who is the black woman? What does she want? Is she one or many things? Has she something 

ǿŜ ŎƻǳƭŘ Ŏŀƭƭ Ψŀƴ ƛŘŜƴǘƛǘȅΩΣ ǿƘƛŎƘ ǊŜƳŀƛƴǎ ΨƎƛǾŜƴΩ ōŜƴŜŀǘƘ ŀƭƭ ǘƘŜ ǎƘifting appearances? Or is 

her identity always a performance, a masquerade? (Hall, 2001, p.56). 

The thesis so far has tried to highlight how visual representations in post-colonial contexts 

constantly, and necessarily, need to be interrogated and decolonised aesthetically. Although 

South AfricaΩǎ ŘŜƳƻŎǊŀŎȅ ƛǎ ŀƭǊŜŀŘȅ ǘǿŜƴǘȅ ȅŜŀǊǎ ƻƭŘΣ ǘƘŜ Řaily fight over representations is a 

fight for identity, legitimacy, history, memory. McClintock (1995, p.328) reminds us that 

although historȅ ƛǎ ŀƴ άƛƴǾŜƴǘƛǾŜ ǇǊŀŎǘƛŎŜΣ Χ ƴƻǘ Ƨǳǎǘ ŀƴȅ ƛƴǾŜƴǘƛƻƴ ǿƛƭƭ ŘƻέΦ ²ƘƛƭŜ 5ŜǊǊƛŘŀ όмфуоΣ 

ǇΦнфмύ ǿƛǎƘŜŘ ŦƻǊ ǘƘŜ Řŀȅ ǘƘŀǘ ǘƘŜ ǿƻǊŘ ŀǇŀǊǘƘŜƛŘ ǿƻǳƭŘ ƻƴƭȅ άōŜ ŦƻǊ ǘƘŜ ƳŜƳƻǊȅ ƻŦ ƳŀƴέΣ 

hooks (1995a, p.64) reminds us that, as people that have endured disrupted traumatic histories, 

part of our identity process is to re-member:  

The word remember (re-member) evokes the coming together of severed parts, fragments 

becoming a whole. Χ Using images, we connect ourselves to a recuperative, redemptive 

memory that enables us to construct radical identities, images of ourselves that transcend the 

limits of the colonizing eye.  

In post-apartheid South Africa, this evocation to remember/re-member both individual and 

collective struggles through representation is played out in many recuperative projects that seek 

to unearth the past, and validate and authorise previously ignored and suppressed narratives. 

The elements of naming, autobiographic storytelling and re-centring bodies-of-colour to a 

positionality from which to theorise are aspects that can be strongly evidenced in the visual arts, 

and increasingly, in South Africa, by a number of young women-of-colour artists through the 

strategy of performative fictive masquerading. The second half of the 90s and 2000s have seen 

many women-of-colour visual artists enter the field working in a range of media, yet their work 

remains under-theorised. There seems to be a chasm between relating theory to their practice, 

ŀƴŘ ǿƘŀǘ Ƴȅ ƻǿƴ ǊŜŀŘƛƴƎǎ ƻŦ ǘƘŜǎŜ ŀǊǘƛǎǘǎΩ ǿƻǊƪ ƛƴ ǘƘƛǎ ŎƘŀǇǘŜǊ ŀǘǘŜƳǇǘǎ ǘƻ ǎƘƻǿ ƛǎ ǘƘŀǘ 

sustained discusǎƛƻƴǎ ƻŦ ǘƘŜƛǊ ŀǊǘǿƻǊƪǎ ǊŜŦƭŜŎǘ ŀ ŘƛǾŜǊǎƛǘȅ ƻŦ ǿƻƳŜƴΩǎ ŜȄǇŜǊƛŜƴŎŜǎ ŀƴŘ 

knowledges, but also reveal and question some of the political and economic dynamics of 
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creative production and the art industry itself. I have chosen to discuss the works of four 

women-of-colour artists, Tracey Rose, Nandipha Mntambo, Mary Sibande and Senzeni 

Marasela. Each already has extensive bodies of work which encompass video, performance, 

sculpture, installation, painting, needlework and photography, and all have gained international 

attention in the contemporary art field. For the purposes of this study, I concentrate on a few 

selected video or photographic works in which they employ masquerade, and which embody 

not only some of the tensions discussed in masquerading practices in Chapter One and Two, but 

demonstrate the ambiguous and ambivalent abilities of masquerading.  

There is much to theorise on the artists under discussion, but this chapter presents an 

ƛƴǘǊƻŘǳŎǘƛƻƴ ǘƻ ǘƘŜǎŜ ŀǊǘƛǎǘǎΩ ǿƻǊƪ ŦǊŀƳŜŘ ŀǊƻǳƴŘ ǘƘŜ ƛǎǎǳŜǎ ƻŦ ƳŜƳory, biography and self; a 

plurality of identities; anger as a means of empowerment; and the idea of interrogating and 

engaging doppelgangers and outside-inside positions creatively. In the critical space of reading 

that this chapter offers, I want to explore how these women-of-colour artists negotiate racial 

stereotyping, desire and voyeurism in their use of fictive subjectivities.  

 

Autobiography and the NŀǊǊŀǘƛǾŜ ƻŦ ΨLΩ 

Biographical narratives have been harnessed by anti-racist, anti-colonial, black and African 

feminist paradigms, as personal testimony and story-telling are important methodological 

tools in making visible blacks/people-of-colour/women (Brink, 1998; Collins, 2000/2009). This 

ǳǎŜ ƻŦ ǘƘŜ ΨǇŜǊǎƻƴŀƭ ƛǎ ǇƻƭƛǘƛŎŀƭΩ ƛŘƛƻƳ Ƙŀǎ ōŜŜƴ ǳǎŜŘ ǉǳƛǘŜ ŜŦŦŜŎǘƛǾŜƭy by political 

movements.84 CƻǊ ƛƴǎǘŀƴŎŜΣ ǘƘŜ ΨǎŜŎƻƴŘ ǿŀǾŜΩ ²ŜǎǘŜǊƴ ŦŜƳƛƴƛǎǘ ƳƻǾŜƳŜƴǘ ōŜǘǿŜŜƴ ǘƘŜ слǎ 

and 80s sought to break down the sharp distinctions of the public/private divide that 

relegated women to the home space, which was devalued as a space of labour. Feminists 

viewed it as a site of oppression not just for middle-class women who were forced to engage 

the duties of cleaner, mother and wife, but also for women-of-colour who predominantly 

occupied roles of domestic workers (hooks, 1989; Collins, 2000/2009). Personal narrative 

became a powerful tool in articulating the realities of intersecting oppressions operating in 

the lives of women.  
                                                           
84 ¢ƘŜ ǇƘǊŀǎŜ ΨǘƘŜ ǇŜǊǎƻƴŀƭ ƛǎ ǇƻƭƛǘƛŎŀƭΩ ǿŀǎ coined in an essay of the same by Carol Hanisch in 1969 which appeared 
in the anthology Notes From the Second Year: Women's Liberation (1970). While she is credited with this phrase, she 
stated in a reprint of the essay in 2006 that, in fact, the feminist editors of the anthology had come up with the title 
(Hanisch, 1969/2006).  
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ƘƻƻƪǎΣ ǿǊƛǘƛƴƎ ƛƴ ǘƘŜ ƭŀǘŜ улǎΣ ǊŜƳŀǊƪǎ ƻƴ Ƙƻǿ ǘƘŜ ΨǇŜǊǎƻƴŀƭ ƛǎ ǇƻƭƛǘƛŎŀƭΩ ƛŘŜŀ ǿŀǎ ōƻǘƘ ǇƻǿŜǊŦǳƭ 

and problematiŎΦ {ƘŜ όмфуфΥ мнфύ ǎŀȅǎ ǘƘŀǘ ΨŀŎǘǎ ƻŦ ǎǇŜŀƪƛƴƎΩ ƛƴ ǿƘƛŎƘ ǿƻƳŜƴ ƘŀǾŜ ǘƻƭŘ ǘƘŜƛǊ 

stories, shared their histories and engaged in feminist consciousness were a powerful means of 

resistance, a threatening kind of speech that vented anger, long held silences and bitterness. 

¢ƘŜǎŜ ǎǇŜŜŎƘ ŀŎǘǎΣ ƘƻǿŜǾŜǊΣ ǿŜǊŜ ōŜƛƴƎ ŘƛǎƳƛǎǎŜŘ ōŜŎŀǳǎŜ ŀǊǘƛŎǳƭŀǘƛƴƎ άƻƴŜΩǎ ǇŜǊǎƻƴŀƭ 

ŜȄǇŜǊƛŜƴŎŜ ƻŦ ŜȄǇƭƻƛǘŀǘƛƻƴ ōȅ ƳŜƴέ ŘƛŘ ƴƻǘ ƴŜŎŜǎǎŀǊƛƭȅ ǘǊŀƴǎƭŀǘŜ ƛƴǘƻ ŜƳǇƻǿŜǊƳŜƴǘ ŦƻǊ 

ƛƴŘƛǾƛŘǳŀƭǎ ƻǊ ŦƻǊ ǿƻƳŜƴ ŎƻƭƭŜŎǘƛǾŜƭȅΥ άbŀƳƛƴƎ Ǉŀƛƴ ǿƛǘƘƻǳǘ ǘǊŀƴǎŦƻǊƳŀǘion and resistance is 

ƴƻǘ ƘŜƭǇŦǳƭέ όƛōƛŘΥ млуΣ онύΦ {ƛƳƛƭŀǊƭȅΣ Minh-ha (1991, p.113), whose films often invoke personal 

ƴŀǊǊŀǘƛǾŜǎ ŀǎ ǎƛǘŜǎ ƻŦ ƪƴƻǿƭŜŘƎŜΣ ŀƭǎƻ ƛǘŜǊŀǘŜǎ ǘƘŀǘ άƴƻǘ ŜǾŜǊȅ ǇŜǊǎƻƴŀƭ ŜǾŜƴǘ ƛǎ ǇƻƭƛǘƛŎŀƭΣ ōǳǘ ŀƭƭ 

personal events certainly have the ǇƻǘŜƴǘƛŀƭ ǘƻ ōŜ ǇƻƭƛǘƛŎŀƭέΦ Ƙƻƻƪǎ όмфуфΣ ǇΦттύ ŦŜŜƭǎ ǘƘŀǘ 

confessional personal acts have to be connected with a larger sense of politics and a critical 

consciousness in order to be socially relevant and transgressive, in order to move it beyond 

oneself, and connect with other people and larger structural processes and powers. I argue that 

the visual artworks of Rose, Marasela, Mntambo and Sibande reflect such a process of personal 

politicisation as they image individual struggles within the larger framework of apartheid, post-

apartheid and post-colonial South Africa.  

 

ά!ƴŘ ǎƻ ǎƘŜ ŘƛŜŘ 9ƭǎƛŜΧέ ς Unmaking History and Historicising the Self 

It is crucial at this point that the past be seen as a legitimate point of departure for talking 

about the challenges of the present and the future (Ndebele, 1994, p.155). 

Domestic work has long been part of the economy of South Africa as the largest provider of 

employment for Black women besides agriculture. More than a million women (mostly Black 

women from South Africa and other African countries) are employed as domestic workers. 

Despite there being a South African Domestic Service and Allied Workers Union (SADSAWU), 

which demands a minimum working wage and conditions of employment, most domestic 

workers work on a daily rate, with no job security, no healthcare or pension plans.85 Deborah 

Gaitskell, Judy Kimbell, Moira Maconachie and Elaine Unterhalter (1983, p.86) in their article 

ΨwŀŎŜΣ /ƭŀǎǎ ŀƴŘ DŜƴŘŜǊ ƛƴ 5ƻƳŜǎǘƛŎ ²ƻǊƪ ƛƴ {ƻǳǘƘ !ŦǊƛŎŀΩ ǎŀȅ ǘƘŀǘ ǘƘŜ ŎƻƴŘƛǘƛƻƴǎ ƻŦ ŘƻƳŜǎǘƛc 

service evinces the triple oppression of Black women in terms of gender, race, and class. They 

                                                           
85 See South African Domestic Service and Allied Workers Union (2014) 
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remain highly precarious, exploited workers who work within the whims of their employers and 

their families (Motala, 2010). 

Despite their presence in many public/private spaces, domestic workers are ambivalent figures 

ǿƘƛŎƘ ƻŎŎǳǇȅ ŀƴ ΨƻǳǘǎƛŘŜǊ-ǿƛǘƘƛƴΩ ǎǘŀǘǳǎ ƛƴ ǘƘŜ {ƻǳǘƘ !ŦǊƛŎŀƴ ƳƛƴŘǎŎŀǇŜΦ !ƴƴŜ aŎ/ƭƛƴǘƻŎƪ ƛƴ 

her book Imperial Leather (1995, p.271) says of the domestic worker:  

Laboring by day to uphold the white cult of domesticity, black women are shunted by night to 

tiny backyard khayas (homes) without water, sanitation, heat or light. The furtive intimacies 

between black women and their white charges; the forbidden liaisons between black women 

and their white male employers; the fraught relations of acrimony, strained intimacy, 

mistrust, condescension, occasional friendships and coerced subservience that shape relations 

between African women and their white mistresses ensure that the colonial home is a contest 

zone of acute ambivalence. 

aŎ/ƭƛƴǘƻŎƪΩǎ ǎǘŀǘŜƳŜƴǘ Ǉƻƛƴǘǎ ǘƻ ǘƘŜ ǿŀȅ ǊŀŎŜ-gender-class intersects in the figure of the 

ΨƳŀƛŘΩΣ ŀƴŘ ǘƘŜ ŦǊŀǳƎƘǘ ŎƻƴǘǊŀ-bond power relationships between South African women 

themselves (see also Christiansë, 2003). The lives of domestic workers under colonialism and 

apartheid were characterised by contradictions: they attended to the welfare of White families, 

but often at the expense of time with their own; they had to be available whenever needed, and 

yet largely invisible; bodily present, but absent in their own private capacity; they represented 

savages who, nonetheless, could be entrusted to raise White children. Domestics had to be 

ΨǎŀƴƛǘƛǎŜŘΩ ƛƴ ǾŀǊƛƻǳǎ ǿŀȅǎΦ ¢ƘŜȅ ƘŀŘ ǘƻ ǿŜŀǊ ǎǇŜŎƛŦƛŎ ŀǘǘƛǊŜ ǿƘŜƴ ŀǊƻǳƴŘ ǘƘŜƛǊ ŜƳǇƭƻȅƳŜƴǘ 

household; be discreetly housed outside in a small room and often not allowed to entertain 

visitors even if these were a husband or children; drink and eat from specific dishes and cutlery 

assigned to them, and almost always take on a name that the baas and madam could 

pronounce easily enough (McClintock, 1995).  

aŀǊȅ {ƛōŀƴŘŜΩǎ ƳƻǘƘŜǊΣ ƎǊŀƴŘƳƻǘƘŜǊ ŀƴŘ ƎǊŜŀǘ-grandmother were domestic workers. 

{ƛōŀƴŘŜΩǎ ƎǊŀƴŘƳƻǘƘŜǊ ƴŀǊǊŀǘŜŘ ǘƻ ƘŜǊ ǘƘŀǘ ƘŜǊ great-gǊŀƴŘƳƻǘƘŜǊ ǿŀǎ ŎŀƭƭŜŘ Ψ¢ǎƘŜƭŜŘƛ CŀƴŜŘƛΩ 

in Se{ƻǘƘƻΣ ōǳǘ ŀǎ ƘŜǊ ΨƳŀǎǘŜǊǎΩ ŎƻǳƭŘƴΩǘ remember or pronounce her name, they re-named her 

Ψ9ƭǎƛŜΩ ό{ƛōŀƴŘŜΣ нлмоύΦ ά!ƴŘ ǎƻ ǎƘŜ ŘƛŜŘ ŀǎ 9ƭǎƛŜέΣ ǊŜƳŀǊƪǎ {ƛōŀƴŘŜΣ ǊŜƳƛƴŘƛƴƎ ǳǎ ƻƴŎŜ ŀƎŀƛƴ ƻŦ 

the power of naming, of those with the power to re-name, at will, grown men and women, 

whose ŜǘƘƴƛŎ ƴŀƳŜǎ ŀǊŜ ŜƴŘƻǿŜŘ ǿƛǘƘ ŎǳƭǘǳǊŀƭ ǎƛƎƴƛŦƛŎŀƴŎŜΦ wŜŘǳŎƛƴƎ ǘƘŜƳ ƭƛƴƎǳƛǎǘƛŎŀƭƭȅ ǘƻ ΨƳȅ 

ōƻȅΩ ŀƴŘ ΨƳȅ ƎƛǊƭΩ ƛǎ ŀƴ ŀŎǘ ƻŦ ƭŀƴƎǳŀƎŜ ǘƘŀǘ ŎƭŀƛƳǎ ƻǿƴŜǊǎƘƛǇ ƻǾŜǊ ŎŜǊǘŀƛƴ ōƻŘƛŜǎΣ ǘƘŀǘ ƎƛǾŜǎ 
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particular persons the status of property. It discriminates in the act of doing, in the act of 

enunciation that Derrida (1983: 291-292) speaks about.  

²ƘŜƴ {ƛōŀƴŘŜ ŎǊŜŀǘŜŘ ǘƘŜ ǳƭǘƛƳŀǘŜ ŘƻƳŜǎǘƛŎ ǿƻǊƪŜǊΣ ǎƘŜ ƴŀƳŜŘ ƘŜǊ Ψ{ƻǇƘƛŜΩΣ ŀƴ 9ƴƎƭƛǎƘκ 

Spanish/CǊŜƴŎƘ ŘŜǊƛǾŀǘƛǾŜ ƻŦ ǘƘŜ DǊŜŜƪ ǿƻǊŘ ŦƻǊ ΨǿƛǎŘƻƳΩΦ {ƛōŀƴŘŜΣ ƘŜǊǎŜƭŦΣ ŦƻǳƴŘ ǘƘŀǘ {ƻǇhie 

represented a wealth of accumulated stories that she unearthed from her mother and 

grandmother about the conditions of their lives, and how they had managed to succeed despite 

the limitations imposed on their lives (Sibande is the first person in her family to study beyond 

high school and to go to university). Sophie represents the hopes, dreams and aspirations of 

Black women beyond their actual lives. Dressed in the colonial fetish of the clean white apron86 

and African Zionist/Victorian-inspired frock of royal blue, which grows ever larger and 

represents the layers of stories that she encompasses, but which also physically limits and 

weighs her down, Sophie dares to dream beyond the role she has been ordained by her skin 

colour, gender, class and by the Bantu Education Act.87  

²ƻǊƪŜŘ ƛƴ {ƛōŀƴŘŜΩǎ ƘŀƴŘǎΣ {ƻǇƘƛŜ ƛǎ ƛƴ ŜȄŎŜǎǎ ƻŦ ŀƭƭ ǘƘŜ ŎŀǘŜƎƻǊƛŜǎ ǘƘŀǘ Ŏƻƴǘŀƛƴ ƘŜǊ όΨ.ƭŀŎƪΩΣ 

ΨǿƻƳŀƴΩΣ ΨǇƻƻǊΩΣ ΨƳŀƛŘΩύΣ ŀƴŘ ŀƭƭ ǘƘŜ ŘǳǘƛŜǎ ǎƘŜ Ƙŀǎ ǘƻ ŀǘǘŜƴŘ ǘƻΦ 9ǾŜǊȅǘƘƛƴƎ ŀōƻǳǘ ƘŜǊ ƛǎ ƳƻǊŜ 

than ς whether she is praying, sewing, taking a break, stopping to smell the flowers, conducting 

an orchestra, or charging on a horse like those other White men generals (Figs.25-30), she 

becomes a signifier for dreams and imaginations that are not dependent on reality, that could 

not be stamped ƻǳǘ ōȅ ǊŀŎƛǎƳΩǎ ƭŀǎǘ ǿƻǊŘΦ 9ǾŜƴ ǿƘƛƭŜ ǊŜŎƻƎƴƛǎƛƴƎ ǘƘŜ ǳƴǊŜŀƭƛǎǘƛŎ ŀǎǇƛǊŀǘƛƻƴǎ ƻŦ 

ǘƘƛǎ ǇƻƻǊ .ƭŀŎƪ ǿƻƳŀƴ ǳƴŘŜǊ ŀǇŀǊǘƘŜƛŘΣ {ƛōŀƴŘŜ ŘƻŜǎƴΩǘ ƘƻƭŘ {ƻǇƘƛŜ ōŀŎƪΣ ŘƻŜǎƴΩǘ ŎƻƴŘŜƳƴ 

her for her flights of fantasy. Dreaming itself becomes a subversive moment for Sibande. In They 

5ƻƴΩǘ aŀƪŜ ¢ƘŜƳ [ƛƪŜ ¢ƘŜȅ ¦ǎŜŘ ¢ƻ (2009) (Fig.30), Sophie is caught unawares in a daydream 

when she is supposed to be working. Captured in the stillness of the digital photographic 

moment, she stands eyes closed, deep inside her. Whether she is the invisible shadow behind 

Superman mending his costume in her hands, or is envisioning herself in the role, Sophie could, 

simplistically read, represent the affirmative role played by mothers as the backbone of 

households, as another positivistic contribution to images of black women (hooks says that such 

                                                           
86 aŎ/ƭƛƴǘƻŎƪ όмффрΣ ǇΦмсоύ ǎǘŀǘŜǎΥ ά¢ƘŜ ŦŜǘƛǎƘ ŦƻǊ ŎƭŜŀƴ ŎƭƻǘƘŜǎ ǿŀs eloquent of a systematic attempt to erase from 
view any visible trace of domestic work. The governesses ' white gloves, the maid's white apron, the nanny's white 
sleeves were fetish emblems of the contradiction between women's paid work and women's unpaiŘ ǿƻǊƪέΦ 
87 The Bantu Education Act of 1953 segregated all educational institutions in the country with a sliding scale of 
finances spent on the four racial groups, with Black education receiving the lowest funding possible for an education 
that focused on unskilled manual labour. See the list of apartheid legislations at South African History Online. 
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positivism does little for critical representation).88 Read differently, however, Sophie could also 

ōŜ ŜȄǇƻǎƛƴƎ ǘƘŜ ΨōƭŀŎƪ ǎǳǇŜǊǿƻƳŀƴΩ ƳȅǘƘ ǘƘŀǘ ǾŀǊƛƻǳǎ ōƭŀŎƪ ǿƻƳŜƴ ǘƘŜƻǊƛǎǘǎ ƘŀǾŜ ŎǊƛǘƛŎƛǎŜŘΥ89 

the one called upon to bear the burdens of providing for so many in her family; for seeing 

unendlessly to those of another paying family; of being herself and not, a demand of 

schizophrenia placed on her to negotiate daily in her life; of being a mother, an othermother90 

beyond her own family, looking after the welfare of black communities as a whole; to being 

silenced under the overwhelming strain of all these roles in her affirmative masquerade of 

standing by the black man, black family and black community.  

¢Ƙƛǎ ΨǇlayiƴƎΩ ƻŦ ƳǳƭǘƛǇƭŜΣ ǎƻƳŜǘƛƳŜǎ contradictory, roles is often disavowed by employers who 

trust and ōŜƭƛŜǾŜ ƛƴ ǘƘŜ ΨƪƴƻǿŀōƛƭƛǘȅΩ ƻŦ ǘƘŜƛǊ ŘƻƳŜǎǘƛŎ ǿƻǊƪŜǊǎΣ and at the same time feel a 

ǎǳōƭƛƳƛƴŀƭ ǊŜŎƻƎƴƛǘƛƻƴ ƻŦ ΨǘƘŜ ǎǘǊŀƴƎŜǊ ƛƴ ƻƴŜΩǎ ƘƻƳŜΩ that unnerves and disconcerts. 

McClintock (1995, p.272) states that domestic workers in private spaces were capable of many 

small subversive acts:  

In colonial homes, African women perform myriad such small acts of refusal: in work 

slowdowns, in surreptitiously taking or spoiling food, in hiding objects, in chipping plates, in 

scolding or punishing children, in revealing domestic secrets, in countless acts of revenge that 

their white employers identify as laziness, clumsiness, incompetence, gossip, and theft.  

Similarly, SophƛŜΩǎ ŘŀǊƛƴƎ ǘƻ ŘǊŜŀƳ Ŏŀƴ ōŜ ǊŜŀŘ ŀǎ ŀƴ ŀŎǘ ƻŦ ǎǳōǘŜǊŦǳƎŜΦ {ƻǇƘƛŜ ŘŜŎƭŀǊŜǎ ƘŜǊ 

humanity in opposition to the very title of the work, which suggests that she is a mere product 

of labour, one that is defective or of inferior quality to the kind of trope the White madam/baas 

holds in mind. Sophie is cheeky in her masquerading in ǘƘŜ ƳŀŘŀƳΩǎ ŎƭƻǘƘŜǎ όCƛƎΦнс), assuming 

ǘƘŜ ƳŀŘŀƳΩǎ ƭŜƛǎǳǊŜƭȅ ǇƻǎǘǳǊŜΣ ƛƴ ƘŜǊ ǎƭŜŜǇƛƴƎ ƻƴ ǘƘŜ ƧƻōΦ ²Ƙŀǘ ŎƻǳƭŘ ōŜ ŘƛǎƳƛǎǎŜŘ ŀǎ ŀ ƪƛƴŘ ƻŦ 

cooning or simple colonial mimicry and class desire, could also be read as the ultimate 

ǎǳōǾŜǊǎƛƻƴ ƻŦ ǇƭŀŎƛƴƎ ƘŜǊ ōƻŘȅ ǿƛǘƘƛƴ ǘƘŜ ƛƴǘƛƳŀǘŜ ǿŜŀǊ ƻŦ ǘƘŜ ƳŀŘŀƳΩǎΣ ǘǊȅƛƴƎ ǘƻ ƛƳŀƎƛƴŜ 

herself as overseer of her own territory. But it could also quite simply evidence a woman 

wanting to wear the latest fashions of the day. {ƻǳǘƘ !ŦǊƛŎŀƴ ǇƘƻǘƻƎǊŀǇƘŜǊ {ŀƴǘǳ aƻŦƻƪŜƴƎΩǎ 

Black Photo Album/Look at me (1997) shows a history of cross-cultural fashion in the images of 

                                                           
88 See hooks, 1992, p.130; Collins (2000/2009) and Lewis (2001a). 
89 See Wallace (1979); Collins (2000); Lewis, 2001a and 2005; Abrahams (2007). 
90 Collins (2000/2009, p.мфнύ ŘŜŦƛƴŜǎ ΨƻǘƘŜǊƳƻǘƘŜǊǎΩ ŀǎ άǿƻƳŜƴ ǿƘƻ ŀǎǎƛǎǘ ōƭƻƻŘƳƻǘƘŜǊǎ ōȅ ǎƘŀǊƛƴƎ ƳƻǘƘŜǊƛƴƎ 
ǊŜǎǇƻƴǎƛōƛƭƛǘƛŜǎέΣ ŀƴŘ ǘƘƛǎ ƪƛƴŘ ƻŦ ǊŜƭŀǘƛƻƴǎƘƛǇ Ƙŀǎ ōŜŜƴ ŀƴ ƛƳǇƻǊǘŀƴǘ ǎǘǊǳŎǘǳǊŀƭ ǎǳǇǇƻǊǘ ŦƻǊ ōƭŀŎƪ ƳƻǘƘŜǊǎΦ ¢ƘŜǎŜ 
include grandmothers, aunts, sisters, cousins, frƛŜƴŘǎ ŀƴŘ ŜǾŜƴ ΨŦƛŎǘƛǾŜ ƪƛƴΩΦ /ƻƭƭƛƴǎ ōŜƭƛŜǾŜǎ ǘƘŀǘ ǳƴƭƛƪŜ ǇƻƭƛŎȅ ǊŜǇƻǊǘǎ 
which focus on the absence of black men in families, black family life is characterised more by the presence, 
centrality and significance of women.  
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Black South African middle-class families wearing modern Victorian garb, posing for cameras 

from the 1890s onwards. His work evidences the cultural influence of European bourgeoisie 

society on middle-class Black societies, who identified with modernity and the cultural fashions 

of the day, but which are hidden in narratives of that time, which mostly depicted Black Africans 

in their ethnic/tribal attire, as distinctly unmodern natives.91 Sophie makes visible these hidden 

modern impulses and mixed cultural influences that were part of life but suppressed by 

apartheid ideological representations. 

Although aŀǊŀǎŜƭŀΩs mother ƴŜǾŜǊ ǿƻǊƪŜŘ ŀǎ ŀ ŘƻƳŜǎǘƛŎ ǿƻǊƪŜǊΣ aŀǊŀǎŜƭŀΩǎ ŀǾŀǘŀǊ ¢ƘŜƻŘƻǊŀƘ 

in Theodorah Comes to Johannesburg series (2005-2008) (Figs.33-40) is often read as a domestic 

worker due to her attire. Marasela, ŘǊŜǎǎŜŘ ƛƴ ƘŜǊ ƳƻǘƘŜǊΩǎ ȅŜƭƭƻǿ ŘǊŜǎǎ ŀƴŘ ƘŜŀŘ doek, 

rŜǘǊŀŎŜǎ ƘŜǊ ƳƻǘƘŜǊΩǎ ǎǘŜǇǎ ƛƴ WƻƘŀƴƴŜǎōǳǊƎ ŀƴŘ ŀǘǘŜƳǇǘǎ ǘo see the city through her eyes. 

aŀǊŀǎŜƭŀΩǎ ƳǳƳ ƳƻǾŜŘ from the rural Eastern Cape to Johannesburg after marriage and 

apartheid Johannesburg was a trauma that she could never deal with. She lived in constant fear 

of arrests which she saw in the city, and once witnessed someone being beaten to death in the 

60s. These external circumstances combined with her own medical schizophrenia, made 

WƻƘŀƴƴŜǎōǳǊƎ ŀƴ ŀƎƎǊŜǎǎƛƻƴ ǎƘŜ ŜǾŜƴǘǳŀƭƭȅ ŎƻǳƭŘƴΩǘ ŎƻƴŦǊƻƴǘΣ ŀƴŘ has never been to since the 

80s. In Theodorah, Marasela visits historical sites such as the Hector Pietersen memorial (which 

commemorates the 1976 Soweto riots in which Black children, protesting against the apartheid 

ƎƻǾŜǊƴƳŜƴǘΩǎ ŀǘǘŜƳǇǘ ǘƻ ŜƴŦƻǊŎŜ !ŦǊƛƪŀans as the instructive medium, were gunned down by 

policemen in Soweto); the Apartheid Museum in Soweto; and the once derelict skeletal 

structure of the Turbine Hall, an obsolete power station in central Johannesburg (which was 

home to a number of squatters in the 2000s and emptied out when Marasela took her picture, 

and is now the headquarters for the multinational mining company AshantiGold). She also visits 

everyday non-descript places such as an abandoned run-down shop in Kliptown, the bustling 

migrant trading quarters at Diagonal Street and Jeppestown, and is even seen contemplating 

graffiti on a wall and having a quiet sit down in a park.  

²Ŝ ƴŜǾŜǊ ǎŜŜ ¢ƘŜƻŘƻǊŀƘΩǎκaŀǊŀǎŜƭŀΩǎ ŦŀŎŜΣ ǿŜ ƻƴƭȅ Ŧƻƭƭƻǿ ƘŜǊ ƎŀȊŜ ŀǎΣ ƭƛƪŜ ǘƘŜ мфпф ŦƛƭƳƛŎ 

character Jim92 who comes to Joburg,93 she becomes disillusioned with the space and the 

                                                           
91 See for instance the photography and drawings of South African White women documentarians Killie Campbell 
and Barbara Tyrell. 
92 Directored by Donald Swanson and also known as African Jim (1949), the plot revolves around Jim who leaves his 
rural homestead to make his fortunes in the big city of Johannesburg. The film starred various Black South African 
musicians and was the first full length feature film with a largely Black South African cast.   
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modernist capitalist dream, feels alone against the tide of masses and times, and the physical, 

emotional and mental toll these forces take on Black people who try to survive it. When asked 

why she takes these trips as her mum/for her mum, Marasela (2013aύ ǎŀȅǎ ƛǘΩǎ ǘƻ ŀŎƪƴƻǿƭŜŘƎŜ 

ǘƘŀǘ ƘŜǊ ƳƻǘƘŜǊΩǎ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ŀǇŀǊǘƘŜƛŘ ƘŀǇǇŜƴŜŘΥ  

Because I guess apartheid for most people who might not have experienced harshness, might 

ƴƻǘ ƘŀǾŜ ǎŜŜƴ ƛǘΣ ƛǘΩǎ ǇŀǊǘ ƳȅǘƘΣ ǇŀǊǘ ƘƻǊǊƻǊΦ LǘΩǎ ǾŜǊȅ ŘƛŦŦƛŎǳƭǘ ǘƻ ŎƻƴŎŜƛǾŜ ƻŦ ƛǘ ŀǎ ǎƻƳŜǘƘƛƴƎ 

real, that could possibly happen, you know, on the scale it did.  

aŀǊŀǎŜƭŀ ŦŜŜƭǎ ǘƘŜ ƴŜŜŘ ǘƻ ǾŀƭƛŘŀǘŜ ƘŜǊ ƳƻǘƘŜǊΩǎ ǘǊŀǳƳŀ ŀǎ ǎƻƳŜǘƘƛƴƎ ōŜȅƻƴŘ ƘŜǊ 

schizophrenia, as an external condition imposed on Black South Africans. Derrida (1983, p.293) 

ǊŜƳƛƴŘǎ ǳǎ ǘƘŀǘ ŀǇŀǊǘƘŜƛŘ ƛǎ άΧ ŀƴ ŜǾƛƭ ǘƘŀǘ Ŏŀƴƴƻǘ ōŜ ǎǳƳƳŜŘ ǳǇ ƛƴ ǘƘŜ ǇǊƛƴŎƛǇŀƭ ŀƴŘ ŀōǎǘǊŀŎǘ 

iniquity of a system. It is also daily suffering, oppression, poverty, violence, torture inflicted by 

ŀƴ ŀǊǊƻƎŀƴǘ ǿƘƛǘŜ ƳƛƴƻǊƛǘȅ Χ ƻƴ ǘƘŜ Ƴŀǎǎ ƻŦ ǘƘŜ ōƭŀŎƪ ǇƻǇǳƭŀǘƛƻƴέΦ Lǘ ƛǎ ǘƘŜǎŜ ǎŎŜƴŜǎ ƻŦ 

everydayness, the space of daily threat and menace that Marasela captures in these 

unspectacular photographs ς the landscapes thŀǘ ƘŀǾŜƴΩǘ ŎƘŀƴƎŜŘΣ ŀƴŘΣ ȅŜǘΣ ŀǊŜ probably 

unrecognisable to someone who has noǘ ōŜŜƴ ǘƻ WƻƘŀƴƴŜǎōǳǊƎΩǎ Ŏƛǘȅ ŎŜƴǘǊŜ ǎƛƴŎŜ ǘƘŜ улǎΣ ǿƘŜƴ 

²ƘƛǘŜ ōǳǎƛƴŜǎǎ ŀƴŘ ǘƘŜ ŦƛƴŀƴŎƛŀƭ ŘƛǎǘǊƛŎǘ ǊŜƭƻŎŀǘŜŘ ǘƻ ǘƘŜ ǎǳōǳǊōǎ ΨŀōŀƴŘƻƴƛƴƎΩ ǘƘŜ Ŏƛǘȅ ŎŜƴǘǊŜ ǘƻ 

informal Black trading and small businesses. Once stigmatised as a zone of crime, an area to be 

avoided by the middle-class, the Johannesburg CBD today is rapidly becoming gentrified, amid 

constant contestations over the usage of space, but it still bears the stigmas and visible scars of 

its past. This is true of MŀǊŀǎŜƭŀΩǎ ƳǳƳ and also the larger South African psyche. 

Marasela recognises the impossibility of her task ς the city of gold is known for its transience, its 

longing to forget, and while it carries remembrances of apartheid, it is no longer the city that 

her mother remembers. Marasela cannot mimic her ƳƻǘƘŜǊΩǎ ŜȄǇŜǊƛŜƴŎŜǎ ōŜŎŀǳǎŜ ǎƘŜ ƛǎ ƻŦ 

another generation marked so differently by South AfricaΩǎ ƘƛǎǘƻǊȅΦ {ƘŜ Ŏŀƴ ƻƴƭȅ ǊŜ-create an 

ƛƳŀƎƛƴŀǘƛƻƴ ƻŦ ƘŜǊ ƳƻǘƘŜǊΩǎ ǎǘƻǊƛŜǎΣ ŀ ƪƛƴŘ ƻŦ ǇŜǊǎƻƴŀƭ ƳŜƳƻǊƛŀƭ ƛƳŀƎŜ ŀŎƪƴƻwledging 

apartheid as not just a physical brutualisation, but as a continued mental violation, indicating 

the kind of wounding spoken about by Abrahams (1997, 2003, 2007) when she deals with 

discourses and feels herself implicated in the stories of her people, the KhoiKhoi, and Sarah 

Baartman. Abrahams says other Black persons are subjected to a psychic violence when they are 

told racist stories about themselves, when there is a disjuncture in the official racist narratives 

about oppressed people, in which they cannot recognise themselves. aŀǊŀǎŜƭŀΩǎ ǿƻǊƪ ŎǊŜŀǘŜǎ ŀ 

                                                                                                                                                                                     
93 /ƻƭƭƻǉǳƛŀƭ ŦƻǊ ΨWƻƘŀƴƴŜǎōǳǊƎΩΣ ŀƭǎƻ ǎƻƳŜǘƛƳŜǎ ǊŜŦŜǊǊŜŘ ǘƻ ŀǎ ΨWƻȊƛŜΩΦ 
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tension between this public wounding and her private one, and one can only imagine the pain 

ŦŜƭǘ ōȅ aŀǊŀǎŜƭŀΣ ŀǎ ŀ ŎƘƛƭŘΣ ǾƛǎǳŀƭƛǎƛƴƎ ǘƘŜǎŜ ƘƻǊǊƛŦƛŎ ƛƴŎƛŘŜƴǘǎ ŀƴŘ ƘŜǊ ƳƻǘƘŜǊΩǎ ŘŜǎƻƭŀǘƛƻƴΦ In 

negotiating this tension, she reclaims her own and her ƳƻǘƘŜǊΩǎ ǎǳōƧŜŎǘƛǾŜ ŜȄǇŜǊƛŜƴŎŜ ŀǎ ǇŀǊǘ ƻŦ 

{ƻǳǘƘ !ŦǊƛŎŀΩǎ ǳƴǘƻƭŘ ƘƛǎǘƻǊƛŜǎΦ  

Subjective storytelling compels the reader/viewer to acknowledge its bias, its invention, its 

ŦƛŎǘƛƻƴΣ ǘƘŜ Ψōƛƻ-ƳȅǘƘƻƎǊŀǇƘƛŎŀƭΩ Ŝƭement.94 hooks (1989, p.157-159) draws on black feminist 

!ǳŘǊŜ [ƻǊŘŜΩǎ ƛŘŜŀ ƻŦ Ψbio-mythographyΩ as a kind of remembering through which we can 

ǊŜƳŜƳōŜǊ Ψŀ ƎŜƴŜǊŀƭ ƻǳǘƭƛƴŜ ƻŦ ŀƴ ƛƴŎƛŘŜƴǘΩΣ ōǳǘ ǘƘŜ ŘŜǘŀƛƭǎ ŀǊŜ ƻŦǘŜƴ ŘƛŦŦŜǊŜƴǘ ŦƻǊ ŜŀŎƘ ƻŦ ǳǎΦ Lǘ 

is remembering as a piecing together, a textured re-telling meant to capture spirit rather than 

accurate detail. South African novelist André Brink (1998, p.30) says this process is one where 

ǘƘŜ ǊŜŀƭ ƛǎ άƴƻǘ ƳŜǊŜƭȅ ǊŜǇǊŜǎŜƴǘŜŘ ōǳǘ ƛƳŀƎƛƴŜŘέΣ ǿƘŜǊŜ ǘƘŜ ŀƛƳ ƛǎ ƴƻǘ άǊŜǇǊƻduction but 

ƛƳŀƎƛƴƛƴƎέΦ ¢Ƙƛǎ ƪƛƴŘ ƻŦ ǎǘƻǊȅƛƴƎ ǇǊƻŎŜǎǎ ŘƻŜǎ ƴƻǘ ŀƛƳ ŀǘ Ψŀ ǘǊǳǘƘΩΦ ¢ƘŜǊŜ ŀǊŜ Ƴŀƴȅ ǘǊǳǘƘ-fictions 

ƛƴ aŀǊŀǎŜƭŀΩǎ ƳŀǎǉǳŜǊŀŘƛƴƎ ǿƻǊƪǎΥ ǘƘŜ ǘǊǳǘƘ ƻŦ aŀǊŀǎŜƭŀΩǎ ƻǿƴ ōƻŘȅ ōŜƛƴƎ ǳǎŜŘ ŀǎ ŀ ǾŜƘƛŎƭŜ ŦƻǊ 

re-ƳŜƳōŜǊƛƴƎΣ ǘƘŜ ΨǘǊǳŜΩ ǎǘƻǊƛŜǎ ƻŦ ƘŜǊ ƳǳƳ ǇƛŎǘǳǊed through the eyes of little Marasela and 

now enacted as a grown up (a mother herself), but it also evidences ǘƘŜ ΨǘǊǳǘƘǎΩ ƻŦ ƻǘƘŜǊ 

women-of-colour who can relate to this narrative.  

²ƘƛƭŜ aŀǊŀǎŜƭŀΩǎ ǇƘƻǘƻƎǊŀǇƘƛŎ Theodorah series invokes the spirit of physical, psychological and 

emotional alienation that her mum felt, her series Sarah, Theodorah and Senzeni in 

Johannesburg (2011) forms a continuum with the Theodorah series. In Sarah, Theodorah and 

Senzeni, Marasela reclaims ƘƛǎǘƻǊƛŎŀƭ ƴŀǊǊŀǘƛǾŜǎ ƻŦ ΨǘǊƻǳōƭŜŘΩκΨǘǊƻǳōƭƛƴƎΩ .ƭŀŎƪ ǿƻƳŜƴ ǎǳŎƘ ŀǎ 

Sarah Baartman, but also includes her mother and herself in this visualisation, re-staging in 

ŜƳōǊƻƛŘŜǊȅ ƻƴ ŎƭƻǘƘ ǘƘŜǎŜ ǇǳōƭƛŎ ǎŎŜƴŜǎ ƻŦ ǿƻƳŜƴ ōƻƴŘƛƴƎΦ .ŀŀǊǘƳŀƴΩǎ ǘǊŀƎƛŎ ƭƛŦŜ ǎǘƻǊȅ 

highlights sexual and racial exhibitionism, dubious racist science, and colonial abuse and 

denigration of Black subjects. Baartman, Theodorah and Marasela are threats posed by Black 

ǿƻƳŜƴ ƴŀǊǊŀǘƛǾŜǎ ǘƻ ǎŀƴƛǘƛǎŜŘ 9ǳǊƻǇŜŀƴ ΨŎƛǾƛƭƛǎŀǘƛƻƴΩ ƘƛǎǘƻǊƛŜǎΣ ŀǎ ǘƘŜƛǊ ǎǘƻǊƛŜǎ ǊŜŦƭŜŎǘ ǘƘŜ 

brutality of the colonial and apartheid regimes.  

Marasela in this series, in a gesture that brought me to tears on first viewing, publicly clothes 

Baartman and then leads her, together with her mother through present-day Johannesburg 

(Figs.41-43). They explore the city together, understanding the changing landscape, finding 

                                                           
94 hooks (1989, p.157ύ ŘǊŀǿǎ ƻƴ !ǳŘǊŜ [ƻǊŘŜΩǎ ǳǎŜ ƻŦ ǘƘŜ ǿƻǊŘ ǘƻ ŘŜǎŎǊƛōŜ ƘŜǊ ŀǳǘƻōƛƻƎǊŀǇƘƛŎŀƭƭȅ-based book Zami.  
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ǎǘǊŜƴƎǘƘ ŀƴŘ ǎŀŦŜǘȅ ƛƴ ŜŀŎƘ ƻǘƘŜǊΩǎ ǇǊŜǎŜƴŎŜΦ aŀǊŀǎŜƭŀ ƛŘŜƴǘƛŦƛŜǎ ǿƛǘƘ ǘƘŜǎŜ ǿƻƳŜƴ ŀǎ ǇŀǊǘ ƻŦ ŀ 

continuum of racial-gendered-class oppression. Her red, menstrual-like, fertile embroidery and 

ink lines trace a history of limitations and over-coming narratives, from Baartman, to her own 

mother, to herself (and show how she negotiates two-dimensional fixed images into 

ŜƳǇƻǿŜǊƛƴƎ ƻƴŜǎύΦ 9ǾŜƴ ǘƘƻǳƎƘ ŎƻƴǘŜƳǇƻǊŀǊȅ ŀǊǘ ǿƻǊƪ ƛǎ ƻŦǘŜƴ ŀǎǎƻŎƛŀǘŜŘ ǿƛǘƘ ǘƘŜ ΨLΩ ƻŦ ǘƘŜ 

individual creator, Marasela refuses this individuation and alienation to invoke historical legacy 

and identify with the social struggles of women who came before. McClintock reminds us that 

such affiliations where the hallmark of the resistance of Black South African women against a 

number of apartheid laws that saw Black women as a bodies of labour, but also as bodies of 

constant threat in their outward defiance against pass laws, their disregard for the imposed 

limited movement of Black women outside Bantustans, their bodies as bearers of more Black 

ǇŜƻǇƭŜ ǘƘŀǘ ƘŀŘ ǘƻ ōŜ ǊŜƎǳƭŀǘŜŘΦ ¢ƘŜ ƳǳƭǘƛǇƭŜ ΨLΩǎΩ ƛƴ ǘƘƛǎ ƴŀǊǊŀǘƛǾŜ ŀƭǎƻ ƻŦŦŜǊ ǘƘŜǎŜ .ƭŀŎƪ 

ǿƻƳŜƴΩǎ ōƻŘƛŜǎ ǎƻƳŜ ƪƛƴŘ ƻŦ ǇǊƻǘŜŎǘƛƻƴ ƛƴ {ƻǳǘƘ !ŦǊƛŎŀƴ ǇǳōƭƛŎ ǎǇŀŎŜ ǿƘŜǊŜ ǘƘŜȅ ŎƻƴǘƛƴǳŜ ǘƻ 

be incredibly vulnerable.  

aŀǊŀǎŜƭŀΩǎ Ǿƛǎǳŀƭ ƴŀǊǊŀǘƛǾŜǎ ŀǊŜ ŀƭǎƻ ŀ ǇǊƻŎŜǎǎ ƻŦ ǇŜǊǎƻƴŀƭ ŎŀǘƘŀǊǎƛǎ ŀǎ ǎƘŜ ŀǘǘŜƳǇǘǎ ŀǎ ŀ .ƭŀŎƪ 

child to reconcile with her mother from whom she felt physically and emotionally estranged at 

ǎƛƎƴƛŦƛŎŀƴǘ ǇŜǊǎƻƴŀƭ ŀƴŘ ƘƛǎǘƻǊƛŎŀƭ ƳƻƳŜƴǘǎΦ Lƴ ōƻǘƘ {ƛōŀƴŘŜΩǎ ŀƴŘ aŀǊŀǎŜƭŀΩǎ ǎǘƛƭƭ ƛƳŀƎŜǎΣ ǘƘŜ 

activities, whether grand or subtle, are shrouded in silence (for example Sophie dreaming or 

Marasela climbing through the building rubble of an unknown shop in Klipspruit or sitting on a 

park bench). These are not silences that extinguish voices but are rather contemplative silences 

that Gqola speaks of when she echoes the sentiments of black feminist scholar Nthabiseng 

aƻǘǎŜƳƳŜΣ ǿƘƻ ōŜƭƛŜǾŜǎ ǘƘŀǘ ΨǘƘŜ ƳǳǘŜ ŀƭǿŀȅǎ ǎǇŜŀƪǎΩΥ άIt is rather to remind us that under 

conditions of scarcity and imposed limits, those who are oppressed often generate new 

meanings for themselves around silences. Instead of being absent and voiceless, silences in 

ŎƛǊŎǳƳǎǘŀƴŎŜǎ ƻŦ ǾƛƻƭŜƴŎŜ ŀǎǎǳƳŜ ǇǊŜǎŜƴŎŜ ŀƴŘ ǎǇŜŀƪ ǾƻƭǳƳŜǎέ όaƻǘǎŜƳƳŜ ǉǳƻǘŜŘ ƛƴ DǉƻƭŀΣ 

20лсŀΣ ǇΦрлύΦ aƻǘǎŜƳƳŜΩǎ ƛŘŜŀ ǊŜƳƛƴŘǎ ǳǎ ǘƘŀǘ ŜǾŜƴ ǘƘƻǳƎƘ ōƻŘƛŜǎ Ŏŀƴ ōŜ ƳŀŘŜ ƛƴǾƛǎƛōƭŜ ƛƴ 

discourses, their presence always articulates a counter-discourse (this concept has been 

ōǊƛƭƭƛŀƴǘƭȅ ǇǊŜǎŜƴǘŜŘ ōȅ !ōǊŀƘŀƳǎ ŀǎ ǎƘŜ ǊŜŀŘǎ ǊŜǎƛǎǘŀƴŎŜ ƛƴǘƻ .ŀŀǊǘƳŀƴΩǎ ǘǊƛŀƭs).95 

                                                           
95 See Abrahams (2003) 
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Both Marasela and Sibande counter the invisibilisation of ordinary Black women ς who were 

neither activists, nor simply victims ς by forcing their oral personal narratives and points of view 

onto the visual landscape in an attempt to validate their experiences and contributions to their 

individual family and South African society at large. They visually translate and materialise 

spoken bio-myths, giving them tangibility and qualification. McClintock (1995, p.317) saysΥ άhǊŀƭ 

memory is a refusal of the dismemberment of history, a laborious life-ƎƛǾŜǊΦ Χ Lǘ ƛǎ ŀ ŘŜǾƛŎŜ 

ŀƎŀƛƴǎǘ ƻōƭƛǾƛƻƴΣ ŀ ǎǘǊŀǘŜƎȅ ŦƻǊ ǎǳǊǾƛǾŀƭΦέ hǊŀƭ ǘŜǎǘƛƳƻƴƛŜǎ ǎƛǘǳŀǘŜ Ψƴƻƴ-ƘŜǊƻŜǎΩ ƛƴǘƻ South 

AfricaΩǎ ƘƛǎǘƻǊȅ-in-the-making, fracturing it into a plethora of unspectacular narratives. They 

provide an everyday-ness to the grand narrative of apartheid, giving textures and complexity to 

ΨōƭŀŎƪ ǿƻƳŜƴΩǎ ǎǳōƧŜŎǘƛǾƛǘȅΩ. Vietnamese-American filmmaker Trinh T. Minh-ha (1991, p.191-

192) believes that such memory-making process which emanates from womeƴΩǎ ǇŜǊǎƻƴŀƭ ǎǘƻǊȅ-

ǘŜƭƭƛƴƎ ōǊŜŀƪǎ Řƻǿƴ ōƻǳƴŘŀǊƛŜǎ ŀƴŘ ŜƛǘƘŜǊκƻǊ ŘǳŀƭƛǎƳǎ ƛƴǘƻ ΨōƻǘƘ-ŀƴŘΩ ƴŀǊǊŀǘƛǾŜǎ ōȅ ŜƴƎŀƎƛƴƎ 

ōƻǘƘ ŀ ǇƭǳǊŀƭ ŀƴŘ ǎƛƴƎǳƭŀǊ ΨLΩΣ ŀƴŘ ŀ ǇƭǳǊŀƭ ŀƴŘ ǎƛƴƎǳƭŀǊ ΨȅƻǳΩΥ  

Memories within come out of the material that precedes and defines a person. When she 

creates, they are the subsoil of her work. Thus, autobiography both as singularity and as 

collectively is a way of making history and of rewriting culture. Its diverse strategies can favour 

the emergence of new forms of subjectivity: the subjectivity of a non-I/plural I, which is 

different from the subjectivity of the sovereign I (subjectivism) or the non-subjectivity of the 

all-knowing I (objectivism). 

The non-LκǇǳǊŀƭ L ǊŜǇǊŜǎŜƴǘǎ ŀ Ƙƻǎǘ ƻŦ ŦƛŎǘƛǾŜ ǎǘŀǘŜǎ ƻŦ ōŜƛƴƎ ƛƴ ōƻǘƘ {ƛōŀƴŘŜ ŀƴŘ aŀǊŀǎŜƭŀΩǎ 

works, that allow these artists to attend to the welfare of their fictive emotional lives, i.e., 

deriving pleasure from these various states of I/non-I, but also doing important healing 

emotional work (I will return to these ideas of pleasure and healing in imaginative creative 

productions in the concluding section of this thesis). For Sibande, part of the commercial success 

of, and interest in, Sophie in the art world is that she haunts South African consciousness every 

day: Sophie is everywhere (Sibande, 2013)Φ {ƘŜΩǎ ȅƻǳǊ ƳƻǘƘŜǊΣ ȅƻǳǊ ŦǊƛŜƴŘΣ ȅƻǳǊ ŘƻƳŜǎǘƛŎ 

worker in your house or in your work place. In her dreams, failures and fears, she is a some one 

ǘƘŀǘ ΨŜǾŜǊȅōƻŘȅΩ Ŏŀƴ ǊŜƭŀǘŜ ǘƻΣ ŀƴŘΣ ȅŜǘΣ ǎƘŜ ƛǎ ǘƘŜ ǇŜǊǎƻƴ ƴƻōƻŘȅ ǿŀƴǘǎ ǘƻ ōŜΦ {ƛōŀƴŘŜ ŀƴŘ 

aŀǊŀǎŜƭŀΩǎ ǿƻǊƪǎ refuse to denigrate ǘƘŜ ΨƛƳǇŜǊŦŜŎǘΩ ǿƻƳŜƴ ƛƴ ǘƘŜƛǊ ƭƛǾŜǎ ς whether they 

worked as domestic workers trying to be Ψgood BlacksΩ for their White employers96 or whether 

they were mentally ill ς ǘƘŜǎŜ ǿƻƳŜƴΩǎ ŜȄǇŜǊƛŜƴŎŜǎ ƘŀǾŜ ǎƘŀǇŜŘ ǘƘŜǎŜ ŀǊǘƛǎǘǎΩ ƻǿƴ ƭƛǾŜǎΣ ǘƘŜ 

                                                           
96 Sibande, 2013 
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lives of their families and their communities. Both artists acknowledge flaws without judging the 

older generation of women, and instead locate agency in their actions, in their recollections and 

even in their silences, underǎǘŀƴŘƛƴƎ ǘƘŀǘ ǘƘƛǎ ŘƻŜǎƴΩǘ ƛƳǇly voiceless, inactivity or lack of 

agency. Sibande (2013) affirms that her own trajectory in life would not have been possible 

without women such as theseΥ άI come from these women, they build what I am right now. 

!Ŏǘǳŀƭƭȅ ƛǘΩǎ ǘƘŜƛǊ ŎƻƴǎǘǊǳŎǘƛƻƴΣ ƛǘΩǎ ǘƘŜƛǊ ŘƻƛƴƎ ŀƴŘ L ŦŜŜƭ ƭƛƪŜ ǘƘŀǘ ǎƘŀŘƻǿ ǿƛƭƭ ŀƭǿŀȅǎ Ŧƻƭƭƻǿ ƳŜΦέ 

Their works attempt to situate ǘƘŜ ΨƻǊŘƛƴŀǊȅΩ ŀƴŘ ǘƘŜ ΨǳƴǎǇŜŎǘŀŎǳƭŀǊ on a larger visual mapping 

of South AfricaΣ ƳŀƪƛƴƎ ǳǎ ƴƻǘŜ ǘƘŜ ŎƻƳǇƭŜȄ ŀƴŘ ǘƘŜ ŎƻƴǘǊŀŘƛŎǘƻǊȅ ƛƴ ǘƘŜ ŜǾŜǊȅŘŀȅ ΨLΩΦ 

 

Plural LΩǎ in Disruption of a Scripted I 

²ƘŜǊŜŀǎΣ aŀǊŀǎŜƭŀ ŀƴŘ {ƛōŀƴŘŜΩǎ ǿƻǊƪǎ ǿƛǘƴŜǎǎ ǘƘŜ ǘǊŀǳƳŀ ƻŦ ƻƭŘŜǊ ƎŜƴŜǊŀǘƛƻƴǎ ƻŦ ǿƻƳŜƴ ƛƴ 

their family, for whom education was a dream, the women artists discussed in this chapter, 

including myself, have all been victims of apartheid school structuresΦ hƴŜ ƘŀŘ ǘƻ ΨƎŜǘ ǘƘǊƻǳƎƘΩ 

these systems, but critically reflecting on these experiences can be traumatic and there is a level 

of anger that runs through their works, but also a kind of exorcism of these feelings.  

Marasela (2013) talks in interviews about how difficult it was for her to be one of a handful of 

young Black women at a White Catholic school, and again the feelings of isolation and alienation 

she felt. Marasela and I were subjected to years of sewing classes as young girls in school. While 

I began to use embroidery and needle-work in my paintings as an act of defiance against the 

roles expected of women in apartheid education and to elide the art-ŎǊŀŦǘ ŘƛǾƛŘŜΣ aŀǊŀǎŜƭŀΩǎ 

needle-work signifies the enforced penance she was punished with at her Catholic school, at the 

same time that she subverts stereotypes that such an activity was the leisurely past-time of 

Victorian middle-class women. Rose, like Marasela, attended a Catholic school and detested 

school and its conformity, with which she struggled. She has a hatred of the Judaic-Christian 

God as the all-knowing patriarchal figure, which she often makes into a laughable, deplorable 

character in many of her works, an authoritarian without much authority. She is critical of the 

binaries of good/evil, light/dark, man/woman that is the foundation of Western Christianity and 

its civilising mission, drummed into little colonised children who become ventriloquist dummies 

like the diligent schoolgirl in her video Ciao Bella (2001) (Figs.45d/e), and the overseeing 

ŎƻƭƻƴƛǎŜŘ ǎŎƘƻƻƭ ƳŀǊƳΦ wƻǎŜΩǎ ǿƻǊƪ ƻŦǘŜƴ ŦŜŀǘǳǊŜǎ ǎŜƭŦ-punishment: in Ciao Bella she performs 
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self-flagellation as La Ciccolina (Fig.45e), in which punishment is both pleasurable and painful, 

although pain is denied La Ciccolina as she is an object of pleasure. As the Love me/Fuck me 

boxer in the same work (Fig.45f), Rose punches her own head alternatively with Love me/Fuck 

me gloves. Here there is no signification of pleasure or pain, just a brutal anaesthetised 

response to the patriarchal scripting of love-sexual relationships. In both of these scenes, the 

sound of the whip hitting the body and the gloves the head, seemed slowed down, out-of-sync 

and amplified ς they resonate in an uncomfortable way that calls attention to the inherent 

physical violence despite the anaesthetƛǎŜŘκǇƭŜŀǎǳǊŀōƭŜ ΨƭƻƻƪΩ ƻƴ ǘƘŜ ŦŀŎŜ ƻŦ ǘƘŜ ŎƘŀǊŀŎǘŜǊǎΦ Lƴ 

her black-and-white video TKO (2000) (Figs 44a/b), Rose externalises this self-punishment yet 

again, with the action captured using a fish-eye lens situated in a punching bag in her studio 

while on an art residency. Scenes of a naked female body and the punching bag visually overlap 

ŀƴŘ ΨǘǊŀƛƭΩ ŀǎ ǎƘŜ ǇǳƴŎƘŜǎ ǘƘŜ ōŀƎ ǊŜǇŜŀǘŜŘƭȅΣ ƘŜǊ ǾƻƛŎŜ ǊƛǎƛƴƎ ƛƴ ŎǊŜǎŎŜƴŘƻΣ ōŜŎƻƳƛƴƎ ŀƭƳƻǎǘ 

guttural. The anger/violence threatens to spill over, but is contained by the safety of the camera 

lens and her physical exertion, perhaps pointing to the emotional and physical toll that such 

anger and violence (the enactment or suppression thereof) takes on oneself.  

All of these works explore some degree of violence, whether it is mental, emotional, physical or 

epistemic, i.e., the rupture of colonised education, of seeing yourself through, and being 

ǎŎǊƛǇǘŜŘ ŦƻǊΣ ǘƘŜ ŎƻƭƻƴƛǎŜǊΩǎ ŜȅŜǎΦ ¢Ƙƛǎ ǊŜǎǳƭǘǎ ƛƴ Ŏƻƭƻƴƛŀƭ ǎǳōƧŜŎǘǎ ǾƛŜǿƛƴƎ ǘhe Self-as-Other, and 

is poignantly explored by Rose in her three-channel video Ciao Bella (Figs.47a-c) in which she 

plays twelve different female archetypes who are grouped around a table reminiscent of Da 

±ƛƴŎƛΩǎ Last Supper: a conservative school marm in brown dress suite and glasses; the leather-

clad, self-flagellating La Ciccolina; the schoolgirl Lolita; a winged Sarah Baartman (perhaps it is 

her bottled genitals that make an appearance?); the grey-scale androgynous boxer hitting 

herself with Love me/Fuck me gloves; a singing Mami Wata/mermaid; a hopping aggressive 

Playboy bunny; a self-obsessed Marie Antoinette-like figure who spoons cake onto various 

plates; a happy sign strumming a guitar; a pleasing young student in uniform that sings; a pom-

pom cheering nun; a shape-changing shadowy sign which changes signification between 

WƻǎŜǇƘƛƴŜ .ŀƪŜǊκ²ƛŎŎŀƴ ²ƛǘŎƘκCƻƭƪǎȅ tŜǊǳǾƛŀƴ ΨvǳŀΩκ!ǳƴǘƛŜΦ97 wƻǎŜΩǎ ƳŀǎǉǳŜǊŀŘŜǎ ŘŜǎŜŎǊŀǘŜ 

ǘƘŜ ƳŀƭŜƴŜǎǎ ƻŦ ǘƘŜ 9ǳŎƘŀǊƛǎǘΦ wƻǎŜΩǎ ǎǳǇǇŜǊ ǘŀōƭŜ ƛǎ ŀƭƭ ǿƻƳŜƴ ƻǊΣ ǇŜǊƘŀǇǎΣ ǇǊŜŘŜǘŜǊƳƛƴŜŘ 

signs of women, which are all Rose and non-Rose.  

                                                           
97 See Rose (2014b)  
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²ƛǘƘ ǘƘŜ ǎǘŀƎŜŘ ŎƘŀƻǎ ǘƘŀǘ ŜƳŀƴŀǘŜǎ ŦǊƻƳ wƻǎŜΩǎ ǘŀōƭŜΣ ƛǘ ǊŜǎŜƳōƭŜǎ ƭŜǎǎ 5ŀ ±ƛƴŎƛΩǎ ǉǳƛŜǘŜǊ 

Christ-ŦƻŎǳǎŜŘ ǎǘŀƎƛƴƎ ŀƴŘ ƳƻǊŜ aƛƪƘŀŜƭ .ŀƪƘǘƛƴΩǎ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ŀ wŀōŜƭŀƛǎƛŀƴ ōŀƴǉǳŜǘ 

scene, where food, laughter and provocative festive speech create a carnivalesque feast in 

ǿƘƛŎƘ ǳǎǳŀƭƭȅ ǎŀƴŎǘƛƻƴŜŘ ōŜƘŀǾƛƻǳǊ ŀƴŘ ǘǊǳǘƘǎ ŀǊŜ ŀǳǘƘƻǊƛǎŜŘΣ ŀǎ ƳŀƴΩǎ άŜǎǎŜƴǘƛŀƭ ǊŜƭŀǘƛƻƴ ǘƻ 

ƭƛŦŜΣ ŘŜŀǘƘΣ ǎǘǊǳƎƎƭŜΣ ǘǊƛǳƳǇƘΣ ŀƴŘ ǊŜƎŜƴŜǊŀǘƛƻƴέ ǿŀǎ ǊŜƳŜƳōŜǊŜŘ ό.ŀƪƘǘƛƴΣ мфсуκмфупΣ ǇΦнунύΦ 

Bakhtin (ibid: 288) ōŜƭƛŜǾŜŘ ǘƘŀǘ άǘƘŜ ōŀƴǉǳŜǘ ƘŀŘ ǘƘŜ ǇƻǿŜǊ ƻŦ ƭƛōŜǊŀǘƛƴƎ ǘƘŜ ǿƻǊŘ ŦǊƻƳ ǘƘŜ 

ǎƘŀŎƪƭŜǎ ƻŦ ǇƛƻǳǎƴŜǎǎ ŀƴŘ ŦŜŀǊ ƻŦ DƻŘΦ 9ǾŜǊȅǘƘƛƴƎ ōŜŎŀƳŜ ƻǇŜƴ ǘƻ Ǉƭŀȅ ŀƴŘ ƳŜǊǊƛƳŜƴǘέΦ ¢ƘŜ 

open eating mouth, which represents the grotesque body, allows man to taste the world, to 

introduce it into his body, to make it a part of himself, thus representing the triumph of man 

ƻǾŜǊ ǘƘŜ ǿƻǊƭŘΣ ŀ ŘŜǾƻǳǊƛƴƎ ǿƛǘƘƻǳǘ ōŜƛƴƎ ŘŜǾƻǳǊŜŘΣ ǿƘƛŎƘ ƛǎ ǇŜǊƘŀǇǎ ŦƛǘǘƛƴƎ ŦƻǊ wƻǎŜΩǎ ōŀƴǉǳŜǘ 

in which the female archetypes represent a kind of inescapability from patriarchal signification 

ŀƴŘ ΨŘŜǾƻǳǊƛƴƎΩΦ !ƴŘ ȅŜǘ ǘƘŜȅ ŀƭǎƻ ƘŀǾŜ ǘƘŜ ŀōƛƭƛǘȅ ǘƻ Ǌǳƴ ǘƘŜǎŜ ǎƛƎƴƛŦƛŎŀǘƛƻƴǎ ŀƳƻƪΣ ǘƻ ǎƘƻǿ 

their fictiousness, their paradoxical fixedness and malleability, their playfulness. Gqola (2005b, 

p.4) notes that often knowledge-making practices think of black sexuality exclusively in terms of 

άǇŀǘƘƻƭƻƎȅ ŀƴŘ ōǊƻƪŜƴƴŜǎǎΥ ƛƭƭƴŜǎǎΣ ƎŜƴŘŜǊ ōŀǎŜŘ ǾƛƻƭŜƴŎŜΣ ƭƛƳƛǘŀǘƛƻƴΣ ŘƻƳƛƴŀǘƛƻƴΣ ŎƻƴǎŎǊƛǇǘƛƻƴ 

ŀƴŘ ŘŜŀǘƘέΦ wƻǎŜΩǎ ōƻŘƛŜǎ ŀǊŜ ƎƛǾŜƴ ŀ ŦǊŜŜŘƻƳ ƻŦ Ǉƭŀȅ ǘƘŀǘ ƛǎ ǊŀǊŜƭȅ ǎŜŜƴ ƻŦ black women and 

which is authorised by the carnivalesque atmosphere of the Rabelaisian banquet table.  

CǳǊǘƘŜǊƳƻǊŜΣ ōŀƴǉǳŜǘ ΨǘŀōƭŜ ǘŀƭƪΩ ŀƭƭƻǿǎ ŦƻǊ ŦǊŜŜΣ ǳƴŎƻǳǘƘ ǎǇŜŜŎƘΣ ŀ ΨōŀŎƪ ǘŀƭƪΩ ŀǎ ŜȄŜƳǇƭƛŦƛŜŘ ōȅ 

wƻǎŜΩǎ [ƻƭƛǘŀΣ ǿƘƻ ŀŦǘŜǊ ŀ ŘƛŀƭƻƎǳŜ ƛƴ ǿƘƛŎƘ ǎƘŜ ǎŜŜƳǎ to innocently question and imbibe self-

ōŜŀǳǘȅ ǇŜǊŎŜǇǘƛƻƴǎΣ ƧǳƳǇǎ ƻŦŦ ƘŜǊ ǘŀōƭŜ ƳƻƳŜƴǘŀǊƛƭȅ ǘƻ Ŏǳǎǎ ƻǳǘ ǘƘŜ ǾƛŜǿŜǊΣ άȅƻǳ ŦǳŎƪƛƴƎ ōƛǘŎƘΣ 

ƳƻǘƘŜǊŦǳŎƪŜǊΣ ǇƛŜŎŜ ƻŦ ǎƘƛǘ ŀǎǎΣ ǇƛŜŎŜ ƻŦ ŎǊŀǇΣ ǎƘƛǘ ŀƴŘ ǇǳǎǎȅΣ ǇǳǎǎȅΣ ǇǳǎǎȅΣ ŦƻǊ ȅƻǳΣ ŦƻǊ ȅƻǳέ ς 

ǘƘŜ ǿƻǊŘǎ ΨŦǳŎƪΩΣ ΨǇǳǎǎȅΩ ŀƴŘ ΨǇƛŜŎŜΩ are given added poignancy by the disembodied winged 

bottled vagina which later floats in the air (Figs.45f/c). Lolita is unlike the perfect colonial 

ǎǘǳŘŜƴǘ ǿƘƻ ǎƛƴƎǎ ǘƻ ǎƻƳŜƻƴŜ ŜƭǎŜΩǎ ǘǳƴŜΦ [ƻƭƛǘŀΩǎ ƻǳǘōǳǊǎǘ ƛǎ ŀ ƳƻƳŜƴǘ ƻŦ ǳƴŜȄǇŜŎǘŜŘ 

violence, of pleasurable release, of excess within the stage of constrained significations. Festive 

ǘŀōƭŜ ǘŀƭƪ ǇŜǊƳƛǘǎ ΨŦǊŜŜ ŀƴŘ ŦǊŀƴƪ ǘǊǳǘƘǎΩ ŦƻǊ .ŀƪƘǘƛƴ όмфсуκмфупΣ ǇΦнур-286), it allows 

transgressive humour, a play with vocabulary:  

The themes of table talk ŀǊŜ ŀƭǿŀȅǎ άǎǳōƭƛƳŜΣέ ŦƛƭƭŜŘ ǿƛǘƘ άǇǊƻŦƻǳƴŘ ǿƛǎŘƻƳΣέ ōǳǘ ǘƘŜǎŜ 

themes are uncrowned and renewed on the material bodily level. The grotesque symposium 

does not have to respect hierarchical distinctions; it freely blends the profane and the sacred, 

the lower and the higher, the spiritual and the material.  
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Festive speech permits truths which at other times could not be said. Asked why she is often 

ǉǳƻǘŜŘ ŀǎ ǎǿŜŀǊƛƴƎ ŀ ƭƻǘΣ ŜǾŜƴ ƛƴ ƛƴǘŜǊǾƛŜǿǎΣ wƻǎŜ όнлмпŀύ ǎŀȅǎ ƛǘ ƛǎ ŀ ƪƛƴŘ ƻŦ ΨƧŜǎǘŜǊƛƴƎΩΣ ŀŦǘŜǊ ŀƭƭ 

jesters can say all sorts of improper, politically incorrect things within a sanctioned setting, but 

ǎƘŜ ŀŘŘǎ ǘƘŜȅ ŀƭǎƻ ƘŀǾŜ ǘƻ ōŜ ǇǊŜǘǘȅ ǎƳŀǊǘ ƛƴŘƛǾƛŘǳŀƭǎ ƛƴ ǿƘŀǘ ǘƘŜȅ ǎŀȅΦ wƻǎŜΩǎ [ƻƭƛǘŀ ōǊŜŀƪǎ ǘƘŜ 

façade of the video by confronting the viewer as voyeur to the banquet signification up to that 

ǇƻƛƴǘΣ ŀ ǾƻȅŜǳǊ ǿƘƻ Ƙŀǎ ŜƴƧƻȅŜŘ ǘƘŜǎŜ ǿƻƳŜƴΩǎ ōƻŘƛŜǎ ƻƴ ŘƛǎǇƭŀȅΦ ¢ƘŜ ǎǿŜŀǊƛƴƎ ƳŀƪŜǎ ǘƘŜ 

ŀǳŘƛŜƴŎŜ ŎƻƳǇƭƛŎƛǘ ŀǎ ǇŀǊǘ ǇŀǊǘƛŎƛǇŀƴǘΣ ǇŀǊǘ ǎǳǎǘŀƛƴŜǊ ƛƴ ǘƘŜǎŜ ŦŜƳŀƭŜ ǎǘŜǊŜƻǘȅǇŜǎΦ Lƴ wƻǎŜΩǎΣ ŀƴŘ 

my own works, anger and swearing are emotive forces that can be harnessed for creativity ς a 

ƪƛƴŘ ƻŦ ǊŀŘƛŎŀƭ ƴŜƎŀǘƛǾƛǘȅ ǘƘŀǘ ōǊŜŀƪǎ ǿƛǘƘ ƴƻǊƳŀƭ ǎƻŎƛŀƭ ǎŎǊƛǇǘƛƴƎΦ ¢ƘŜ ΨŀƴƎǊȅ ōƭŀŎƪ ǿƻƳŀƴΩ ƛǎ ŀ 

fantasy figure, Ahmed (2010a; p.68) argues, which produces its own effects. By this she means 

that the angry black women stereotype has been used to disregard the works of black feminists 

like Angela Davis, bell hooks and Audre Lorde. Ahmed (2000, 2010a, 2010c) has shown that 

although black/queer/postcolonial women have a lot to be angry about in terms of how 

societies treat them, there is the contradictory demand that they show external signs of 

happiness, making black anger a fantasy. Angry subjects are dismissed, the source and reason 

for their anger ignored and emptied out, which angers subjects further, and makes them look 

unreasonable (Ahmed, 2010c, p.49).  

Anger is a valid response to racism Lorde reminds us. In Sister Outsider (1984/2007), she 

discusses how anger has been a mechanism for survival for many black women, but when 

internalised and unexpressed, boils destructively inside one. She finds, however, that when 

anger is strategically directed, it can be liberating and strengthening, a potent force of energy 

directed towards progress and change, loaded with information, energy and clarification (Lorde, 

1984/2007, p.127). While the person(s)/group(s) to whom anger is directed might not 

ΨŀǇǇǊŜŎƛŀǘŜΩ ƛǘΣ [ƻǊŘŜ ǊŜƳƛƴŘǎ ǳǎ ƻŦ ǘƘŜ ǇǊŜŎŀǊƛƻǳǎƴŜǎǎ ǿƛǘƘ ǿƘƛŎƘ ōƭŀŎƪ ǇŜƻǇƭŜ ŎƻƴǘƛƴǳŜ ǘƻ ƭƛǾŜ 

ǿƘŜƴ ǎƘŜ ǎŀȅǎΥ άLŦ L ǎǇŜŀƪ ǘƻ ȅƻǳ ƛƴ ŀƴƎŜǊΣ ŀǘ ƭŜŀǎǘ L ƘŀǾŜ ǎǇƻƪŜƴ ǘƻ ȅou: I have not put a gun to 

ȅƻǳǊ ƘŜŀŘ ŀƴŘ ǎƘƻǘ ȅƻǳ Řƻǿƴ ƛƴ ǘƘŜ ǎǘǊŜŜǘέ όƛōƛŘύΦ {ƘŜ όƛōƛŘΥ момύ ŀǊƎǳŜǎ ǘƘŀǘ ŀƴƎŜǊ ōŜǘǿŜŜƴ 

ǇŜŜǊǎ άōƛǊǘƘǎ ŎƘŀƴƎŜΣ ƴƻǘ ŘŜǎǘǊǳŎǘƛƻƴΣ ŀƴŘ ǘƘŜ ŘƛǎŎƻƳŦƻǊǘ ŀƴŘ ǎŜƴǎŜ ƻŦ ƭƻǎǎ ƛǘ ƻŦǘŜƴ ŎŀǳǎŜǎ ƛǎ ƴƻǘ 

ŦŀǘŀƭΣ ōǳǘ ŀ ǎƛƎƴ ƻŦ ƎǊƻǿǘƘΦέ !ƴƎŜǊ can be a potent force in academic scholarship and the 

ŎǊŜŀǘƛǾŜ ŀǊǘǎΣ ŀǎ LΩǾŜ ŘƛǎŎƻǾŜǊŜŘ in my work Nervous Conditions. The anger on display is fuelled 

by my own ς ŀƴŘ ƻǘƘŜǊ ǿƻƳŜƴΩǎ ς real life experiences, but it is still an anger that has been 

scripted seǾŜǊŀƭ ǘƛƳŜǎ ƻǾŜǊΦ Lǘ ƛǎ ŎƻƴŦǊƻƴǘŀǘƛƻƴŀƭ ŀƴŘ ǇǊŜǘŜƴŘǎ ǘƻ ōŜ ΨǊŜŀƭΩΣ ŜǾŜƴ ŀǎ ƛǘ ƛǎ Ƨǳǎǘ 

ŀƴƻǘƘŜǊ ǎƛƳǳƭŀŎǊǳƳΣ ŀƴƻǘƘŜǊ ŦƛŎǘƛƻƴΣ ŀƴƻǘƘŜǊ ŀǇǇŜŀǊŀƴŎŜ ƻŦ ΨǘǊǳǘƘΩ ŀƴŘ ΨǊŜŀƭƴŜǎǎΩΦ Lǘ ƛǎ ŀ 
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strategic use of the angry black woman/feminist killjoy stereotype to start a dialogue about 

racial-gender-class power relations that few want to discuss. Ahmed (2010c, p.49) says that 

when such an angry black woman/killjoy figure enters the room, the tension can be palpable ς 

that this discomfort is generated by the presence of particular bodies, who in pointing out 

problems, become ǘƘŜ ǇǊƻōƭŜƳΣ ǘƘŀǘ άǘƘŜ ŜȄǇƻǎǳǊŜ ƻŦ ǾƛƻƭŜƴŎŜ ōŜŎƻƳŜǎ ǘƘŜ ƻǊƛƎƛƴ ƻŦ ǾƛƻƭŜƴŎŜέΦ 

Far from allowing oneself to be made the source of anger, Ahmed (ibid: 51) advocates that black 

ǿƻƳŜƴ ƴŜŜŘ ǘƻ ǊŜƳŀƛƴ ŀƴƎǊȅΣ άŜǾŜƴ ǘƘƻǳƎƘ ǎǇŜŀƪƛƴƎ ŀƴƎŜǊ ƛƴǾƻƭǾŜǎ Ǌƛǎƪǎ ŀƴŘ ŎƻǎǘǎέΦ {ƘŜ όƛōƛŘύ 

ŦƛƴŘǎ ǘƘŀǘ ŀƴƎŜǊ ƛǎ ŎǊŜŀǘƛǾŜΣ ǘƘŀǘ ƛǘ Ŏŀƴ άƎƛǾŜ ǳǎ ǊƻƻƳ ǘƻ Řƻ ƻǘƘŜǊ ǘƘƛƴƎǎέ ς in Nervous Conditions 

it allows me to say things about academia and the art field spoken around dinner tables, hushed 

in whispers at conference lunches and drinks in art galleries, but rarely stated out aloud for 

everyone to hear and to be offended by. 

[ƛƪŜǿƛǎŜΣ wƻǎŜΩǎ ōŀƴǉǳŜǘ ǘŀōƭŜ ŘƻŜǎƴΩǘ ƭŜŀǾŜ ȅƻǳ ǿƛǘƘ ŀ ΨƎƻƻŘ ŦŜŜƭƛƴƎΩΦ ²ƘŜǊŜŀǎ .ŀƪƘǘƛƴΩǎ 

Rabelaisian banquet seems alƭ ŎŜƭŜōǊŀǘƻǊȅΣ wƻǎŜΩǎ ŦŜǎǘƛǾŀƭ Ƙŀǎ ŀƴ ŀƭƛŜƴŀǘŜŘΣ ŘƛǎƧǳƴŎǘƛǾŜ ŦŜŜƭƛƴƎ 

ŀōƻǳǘ ƛǘ ŀǎ ƛŦ ǘƘŜ ǎƘŀŘƻǿ ƻŦ ǿƘŀǘ Ƙƻƻƪǎ Ŏŀƭƭǎ ΨǿƘƛǘŜ ŎŀǇƛǘŀƭƛǎǘ ǎŜȄƛǎǘ ǇŀǘǊƛŀǊŎƘȅΩ ƘŀƴƎǎ ƻǾŜǊ ƛǘΦ 

These women seem unable to escape the roles that have been scripted for them and that 

although they have the potential to disrupt the scripting, the conditioning of gender 

performativity seems inescapable except through violence. Towards the end of piece, the 

Playboy bunny, brandishing a machine gun (Fig.45h), guns down her fellow significations, 

splattering them onto the camera lens, but just when you think it ends, that Rose has released 

ǘƘŜƳΣ ǘƘŜ ǎƛƎƴƛŦƛŎŀǘƛƻƴǎ ǊŀƛǎŜ ǘƘŜƛǊ ƘŜŀŘǎ ŀƴŘ ōƛŘ ŀ ŎƘŜŜǊŦǳƭΣ ƛǊǊƛǘŀǘƛƴƎ ΨŎƛŀƻΩ ǘƻ ǘƘŜ ŀǳŘƛŜƴŎŜΦ 

Signification it seems is alive and well, and doppelgangers and their voyeurs continue their 

happy existence in the visual realm.  

 

{ƘŀŘƻǿȅ LΩǎ: Creative Doppelgangers and Outsiders-Insiders 

Lƴ Ƙƛǎ ŀǊǘƛŎƭŜ ΨbƻǘŜǎ ƻƴ ²ǊŜǎǘƭƛƴƎ ǿƛǘƘ ǘƘŜ LƳŀƎŜΩ όнлм1), on the visual task facing artists in the 

Caribbean, visual artist-curator Chris Cozier talks about the persistent shadow or mirror image 

that hangs over people and places defined as Other and how artists are challenged by Self-

ƛƳŀƎŜ ǾŜǊǎǳǎ ƭƻƴƎ ŎƻƴǎǘǊǳŎǘŜŘ ƛƳŀƎŜǎ ƻŦ ƻƴŜΩǎ ƘƛǎǘƻǊȅΣ ōƻŘȅ ŀƴŘ ƎŜƻƎǊŀǇƘƛŎŀƭ ǎǇŀŎŜΥ 

The Caribbean artist is always in competition with a long history of expedient labelling of their 

world and their very selves ς ŜȄǘŜǊƴŀƭƭȅ ŀƴŘ ŀƭǎƻ ƛƴǘŜǊƴŀƭƭȅΦ Χ .ǳǘ ƛƴ ǘƘŜ ǇƛŎǘƻǊƛŀƭ ŘƻƳŀƛƴΣ ǿŜ 

are still anthropological, cultural, national, ethnic or electoral commoŘƛǘƛŜǎ ŀƴŘ ǎƛƎƴƛŦƛŜǊǎΦ Χ 
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The question is whether the purpose for taking the image shifts to real portraiture and not 

simply image-capture, in the worst sense of the term, leaving us as subjected signs of 

ourselves, in a kind of cultural doppelganger-ing that disturbingly reminds us of our traditional 

role within a visual territory not exclusively of our own making, or coyly performed (Cozier, 

2011, p.8, 9-10). 

The frustration of having colonial anthropological images and stereotypes of Africanness, 

blackness, womanhood and Otherness invoked whenever an artist produces visual images that 

features a body-of-colour, is often a kind of shadow that hangs over the works of artists from 

!ŦǊƛŎŀƴ όŀƴŘ ƻǘƘŜǊ Ψ¢ƘƛǊŘ ²ƻǊƭŘΩύ ǎǇŀŎŜǎΦ aƛƴh-ha (1991, p.70) says that this doppelganger is a 

projection of the colonial mind of itself as the all-knowing subject-Insider and other-Outsider, 

and that the other has to remain but a shadow of the self. African art historian Olu Oguibe 

όмффрκнллпΣ ǇΦмнύ Ŏŀƭƭǎ ǘƘƛǎ ǇǊƻƧŜŎǘƛƻƴ Ψŀ ǎƛƳǳƭŀŎǊŀƭ ŘƛŀƭƻƎǳŜΩΣ ŀƴ ΨŜŎƘƻΩ ƻǊ ǘƘŜ άŘƛǎǇƭŀŎŜŘ ǎƻǳƴŘ 

ƻŦ ǇŜǊŎǳǎǎƛǾŜ ŦǊŀŎǘǳǊŜέ ƛƴ ǿƘƛŎƘ ƻƴƭȅ ǘƘŜ ǾƻƛŎŜ ƻŦ ǘƘŜ ²ŜǎǘŜǊƴ ǇǊƻŘǳŎŜǊ ŀƴŘ ²ŜǎǘŜǊƴ ŀǳŘƛŜƴŎŜ 

count, while the African artist is reduced to ventriloquism. In the process of Western hegemonic 

discourse, Others have become inscribed with an awareness of the stereotypes projected on 

them, the roles and expectations of Otherness. Sociologist W.E.B Du Bois in The Souls of Black 

Folks (1903/2006) talks about this double consciousness of black people in their awareness of 

their own images as well as images that have been constructed of them, over which they have 

no control, with which they cannot reconcile, but to which they are, nonetheless, expected to 

relate to.  

In an age of pictorial imaging, visual simulacra and doppelgangers live in an eternal world. The 

violence enacted by scopophilia ς CǊŜǳŘΩǎ ǘŜǊƳ ŦƻǊ ǘƘŜ ǇƭŜŀǎǳǊŜ ƻŦ ƭƻƻƪƛƴƎ ōȅ ǘǳǊƴƛƴƎ ŀ ǇŜǊǎƻƴ 

into an object ς was taken up by feminists engaged in film theory to examine the kind of system 

of looking that cinema has engaged in since its beginnings. Laura Mulvey and Mary Ann Doane 

talk about the patriarchal gaze and filmic coding that reveals the way the male unconscious 

invests women as objects of loss and lack, and that that lack must be masqueraded through 

excessive tropes of femininity in order to create the scopophilic and fetishistic pleasure in 

looking.98 ¦ǎƛƴƎ [ŀŎŀƴΩǎ ƳƛǊǊƻǊ-image theory, Mulvey (1975/2000, p.486) posits that the male 

ƎŀȊŜ ƛŘŜƴǘƛŦƛŜǎ ǿƛǘƘ ǘƘŜ ƳŀƭŜ ƭŜŀŘ όάǘƘŜ ƛƳŀƎŜ ǊŜŎƻƎƴƛȊŜŘ ƛǎ ŎƻƴŎŜƛǾŜŘ ŀs the reflected body of 

ǘƘŜ ǎŜƭŦέύ ŀƴŘ ǘƘŀǘ ǘƘŜ ǎƛƳǳƭŀŎǊŀ άŎŀƴ ƳŀƪŜ ǘƘƛƴƎǎ ƘŀǇǇŜƴ ŀƴŘ ŎƻƴǘǊƻƭ ŜǾŜƴǘǎ ōŜǘǘŜǊ ǘƘŀƴ ǘƘŜ 

                                                           
98 Doane, 1982/2000, p.502-502 
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ǎǳōƧŜŎǘκǎǇŜŎǘŀǘƻǊΣ Ƨǳǎǘ ŀǎ ǘƘŜ ƛƳŀƎŜ ƛƴ ǘƘŜ ƳƛǊǊƻǊ ǿŀǎ ƳƻǊŜ ƛƴ ŎƻƴǘǊƻƭ ƻŦ ƳƻǘƻǊ ŎƻƻǊŘƛƴŀǘƛƻƴέΦ 

Manipulating visuality and mimicking visual perception, the camera attempts to feed the feeling 

of an identification with the male on-screen surrogate, who is able to control the gaze and 

screen (ibid: 492-493). Women, however, are all surface, all image, all visuality to be controlled 

and consumed by that gaze (Doane, 1982/2000, p.497). Neither Mulvey nor DoaneΩǎ ǿƻǊƪ 

racialises this scopic desiring as a white supremacist capitalistic patriarchal one, although 

FanonΩǎ (1952/2008, p.107) work does when he explains the epistemic violence enacted on him 

ǿƘŜƴ ƘŜ ƛǎ ŀŎŎƻǎǘŜŘ ōȅ Ǿƛǎǳŀƭ ǎǘŜǊŜƻǘȅǇŜǎ ƻŦ ōƭŀŎƪƴŜǎǎΥ άL Ŏŀƴƴƻǘ Ǝƻ ǘƻ ŀ ŦƛƭƳ ǿƛǘƘƻǳǘ ǎŜŜƛƴƎ 

ƳȅǎŜƭŦΦ L ǿŀƛǘ ŦƻǊ ƳŜΦ Χ ¢ƘŜ ǇŜƻǇƭŜ ƛƴ ǘƘŜ ǘƘŜŀǘǊŜ ŀǊŜ ǿŀǘŎƘƛƴƎ ƳŜΣ ŜȄŀƳƛƴƛƴƎ ƳŜΣ ǿŀƛǘƛƴƎ ŦƻǊ 

ƳŜΦέ Lǘ ƛǎ CŀƴƻƴΩǎ ŀōƛƭƛǘȅ ǘƻ ŎǊƛǘƛŎŀƭƭȅ ǊŜŀŘ ǘƘŜǎŜ ƛƳŀƎŜǎ ǘƘŀǘ ŀƭlows him to be affronted by them, 

but all too often, he notes, black children are more than likely to identify with the white heroes 

ƻŦ ǘƘŀǘ Ǿƛǎǳŀƭ ŀƴŘ ƭƛǘŜǊŀǊȅ ǎŎǊƛǇǘ ŦƛƎƘǘƛƴƎ ǘƘŜ ŦƻǊŎŜǎ ƻŦ ΨŘŀǊƪƴŜǎǎΩ ŀƴŘ ŜǾƛƭΦ ¢ƘŜ ŦŜǘƛǎƘƛǎǘƛŎ 

ƪƴƻǿƭŜŘƎŜ ƻŦ ΨŘƛŦŦŜǊŜƴŎŜΩΣ ƻŦ ΨŜȄŎŜǎǎΩ ƻŦ ǘƘŜ hǘƘŜǊ ƛǎ ǊŜǇƭƛŎŀǘŜŘ ǊŜǇŜŀǘŜŘƭȅ ƛƴ ŘƛǎŎƻǳǊǎŜ ŀƴŘ 

representation, and becomes the hallmark of racial/ethnic/gender/sexuality doppelgangers. 

For cultural producers, awareness of these doppelgangers can be stifling. Some artists, however, 

harness these doppelgangers creatively as characters and stereotypical knowledge to work 

against, or from which they launch their critiques. Self-insertion masquerading practice is one 

strategy for pointing out that doppelgangers do not rŜǇǊŜǎŜƴǘ ΨǊŜŀƭΩ ƪƴƻǿƭedge but are an 

endless play of simulacra, i.e., fictional signs. Art historian Amelia Jones in ¢ƘŜ !ǊǘƛǎǘΩǎ .ƻŘȅ 

ŜȄǇƻǳƴŘǎ ƻƴ ǘƘŜ ƘƛǎǘƻǊȅ ƻŦ ǇŜǊŦƻǊƳŀƴŎŜ ŀƴŘ ŎƻƴŎŜǇǘǳŀƭ ŀǊǘ ƛƴ ǿƘƛŎƘ ǘƘŜ ŎƻƴŎŜǇǘ ƻŦ ΨǎƛƳǳƭŀŎǊŀΩ 

is engaged by a series of artists, since the 60s, as technology became more widespread. They 

were also influenced by the theories of philosophers like Martin Heidegger, Jean Baudrillard and 

Maurice Merleau-Ponty around the increasing mediatisation, hyper-realness and alienation of 

society, and how the not-ǊŜŀƭ Ƙŀǎ ŎƻƳŜ ǘƻ ōŜ ǊŜŀŘ ŀǎ ΨǊŜŀƭΩΦ WƻƴŜǎ ŘŜŦƛƴŜǎ ǘƘŜ ǎƛƳǳƭŀŎǊŀ ŀǎ ŀ 

series of mediatised, increasingly distanced images, resources, staged performances for 

consumption ς άŀƭǿŀȅǎ ŀƭǊŜŀŘȅ ƘȅǇŜǊŎƻƳƳƻŘƛŦƛŜŘΣ Χ ŀƭǿŀȅǎ ŀƭǊŜŀŘȅ ŀ ǇƛŎǘǳǊŜέ όWƻƴŜǎΣ 

2000/2012, p.37). They are, thus, possibly malleable signifiers which visual artists can play 

around with.  

African art historian Salah Hassan situates African self-insertion practices within the realm of the 

simulacrum-meets-self-ǇƻǊǘǊŀƛǘΦ Iŀǎǎŀƴ ŘǊŀǿǎ ƻƴ hƎǳƛōŜΩǎ Řƛscourse that portraiture in West 

!ŦǊƛŎŀƴ ǇŀƛƴǘƛƴƎΣ ǎŎǳƭǇǘǳǊŜ ŀƴŘ ǇƘƻǘƻƎǊŀǇƘȅ ǿŀǎ ƴŜǾŜǊ ǎƛƳǇƭȅ ŀōƻǳǘ ŎŀǇǘǳǊƛƴƎ ǘƘŜ ΨƭƛƪŜƴŜǎǎΩ ƻŦ 
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ǘƘŜ ǇŜǊǎƻƴΣ ŀƴŘ ǘƘŀǘ ǾŜǊƛǎƛƳƛƭƛǘǳŘŜ ƛǎ ǊŀǘƘŜǊ ŀ ƳŜŘƛŀǘŜŘ ƎŜǎǘǳǊŜ ōŜǘǿŜŜƴ άǊŜŦƭŜŎǘƛƻƴ ŀƴŘ 

ǇǊƻƧŜŎǘƛƻƴέΣ ǘƘŜ ŀƛƳ ƻŦ ǿƘƛŎƘ ƛǎ ƴƻǘ άǘransparency, but efficacy, the fulfilment of an intent 

ōŜȅƻƴŘ ǘƘŜ ƳŀǘŜǊƛŀƭƛǘȅ ƻŦ ǘƘŜ ƛƳŀƎŜέΦ99 Similarly, Enwezor (2010a, p.25-26) regards African 

ǎǘǳŘƛƻ ǇƻǊǘǊŀƛǘǳǊŜ ǇǊŀŎǘƛŎŜǎ ŀǎ ǇƘƛƭƻǎƻǇƘƛŎŀƭ ǾŜƴǘǳǊŜǎ ǿƘŜǊŜ ǘƘŜ άŦƛƎǳǊŜ ƛƴ ǘƘŜ ƛƳŀƎŜΣ ƳƻǊŜ ǘƘŀƴ 

being depicteŘ ŀƴŘ ŘƛǎǇƭŀȅŜŘΣ ƛƴǎƛǎǘǎ ƻƴ ōŜƛƴƎ ǎŜŜƴΣ ǘƻ ōŜ ƭƻƻƪŜŘ ŀǘΣ ŀƴŘ ŘŜǎƛǊŜŘέ ƛƴ ŀ άƎŀƳŜ ƻŦ 

theatre and masquerade, premised on the artifice of self-constructionέ. He (ibid: 27) regards the 

ǇƘƻǘƻƎǊŀǇƘƛŎ ǎǘǳŘƛƻ ǎǇŀŎŜ ŀǎ ŀ ǎǇŀŎŜ ƻŦ ΨŦƛƎǳǊŀǘƛƻƴ ŀƴŘ ǘƘŜŀǘǊƛŎŀƭƛǘȅΩΣ ŀ ȊƻƴŜ άƛƳōǳŜŘ ǿƛǘƘ 

stǊŀǘŜƎƛŎ ŀƴŘ ǎǘǊǳŎǘǳǊŀƭ ŀǘǘǊƛōǳǘŜǎέ ƛƴ ǿƘƛŎƘ ǘƻ άŜƴŀŎǘ ŀƴŘ ŀŎǘ ƻǳǘ ǘƘŜ ǎǳōƧŜŎǘƛǾŜ ǇǊƛƴŎƛǇƭŜǎ 

underpinning the different truths and fictions of identity formationέ.  

Photography has played perhaps one of the most important roles in documenting everyday 

narratives and evidencing traditional and modern African identities in various parts of Africa 

since the advent of photography. Unearthing this extensive history of imaging of black-African 

bodies by black-Africans themselves, has become major recuperative projects by sociologist-

curator Okwui Enwezor, African art scholars Salah Hassan and Olu Oguibe, as well as for Stuart 

Hall. Documentary and studio photography have been key practices in decolonising images of 

ǘƘŜ ŀǘŜƳǇƻǊŀƭΣ ƴŀǘƛǾŜΣ ǘƘŜ ΨŘŀǊƪΩ ŎƻƴǘƛƴŜƴǘ ƻŦ !ŦǊƛŎŀΣ ƳƻǊŜ ƻŦǘŜƴ ŜǾƛŘŜƴŎƛƴƎ !ŦǊƛŎŀ ŀǎ ŀ 

cosmopolitan crossroads, its social subjects fashionable, negotiating modernity and traditional 

life. The black-African body staged in front of the lens was also a means of asserting black-

African beauty and self-ǇǊƛŘŜΣ ǘƘŜ ōŜƭƛŜŦ ǘƘŀǘ ΨōƭŀŎƪ ƛǎ ōŜŀǳǘƛŦǳƭΩΣ ǿƘƛŎƘ Ƙŀǎ ōŜŜƴ ƘƛƎƘƭƛƎƘǘŜŘΣ ŦƻǊ 

instance, in the works of Malian photographers Seydou Keïta and Malick Sedibé, Samuel Fosso 

and the photography of South AfricaΩǎ ŦŀƳƻǳǎ Drum magazine. Hassan (2000/2001: 26) believes 

ǘƘƛǎ ǿƛƭŦǳƭ ƛƴǎŜǊǘƛƻƴ ƻŦ ƻƴŜΩǎ ƻǿƴ ōƻŘȅ ƛƴ ǇƛŎǘƻǊƛŀƭ Ŧŀƴǘŀǎȅ ŀƭƭƻǿǎ ŦƻǊ ŀ ǘǊŀƴǎŎŜƴŘŜƴŎŜ ƻŦ 

ΨƭƛƪŜƴŜǎǎΩ ƛƴǘƻ ŜƴŘƭŜǎǎ ǎƛƳǳƭŀŎǊŀΣ ŀ Ǉƭŀȅ ǿƛǘƘ ǘƘŜ ƴƻǘ-real ς ά¢Ƙƛǎ ƛǎ ǿƘŜn the simulacrum of the 

ǇŜǊǎƻƴ ǇƻǊǘǊŀȅŜŘ Χ ŦǳƴŎǘƛƻƴǎ ŀǎ ŀ surrogate presence ǊŀǘƘŜǊ ǘƘŀƴ ŀ ǇƘȅǎƛŎŀƭ ƭƛƪŜƴŜǎǎέΦ Self-

insertion practices, for Hassan (ibid), reveal re-presentations that expose the aesthetics and 

ǎƻŎƛŀƭ ŎƻŘŜǎ ŦƻǊƳǳƭŀǘŜŘ ōȅ ƻǘƘŜǊǎ ƻǊ άōŀǎŜŘ ƪƴƻǿƛƴƎƭȅ ƻƴ ǘƘŜƛǊ ŜȄǇŜŎǘŀǘƛƻƴǎέΣ100 which allows a 

ΨŎƻǳƴǘŜǊ-ǇŜƴŜǘǊŀǘƛƻƴΩ: a strategy that allows African artists to assert their own subjectivities and 

ǇǊŜǎŜƴŎŜ άƛƴ ǊŜǎǇƻƴǎŜ ǘƻ ƻōƧŜŎǘƛŦƛŎŀǘƛƻƴ Χ ŀƴŘ ƛƴ ǘƘŜ ŦŀŎŜ ƻŦ ǇǊŜǎǳƳŜŘ ŀōǎŜƴŎŜέΣ ŀƴŘ ǘƻ 

evidence the racial and cultural scripting inscribed on non-white bodies. Differences become a 

point from which to engage, to theorise and acknowledge ambiguities and ambivalence. Using 
                                                           
99 Oguibe quoted in Hassan, 2000/2001, p.26 
100 Richard Brilliant quoted in Hassan, 2000/2001, p.26 
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ƻƴŜΩǎ ƻǿƴ ōƻŘȅ ǇǊƻŘǳŎŜǎ ƭŀȅŜǊǎ ƻŦ ƘƛǎǘƻǊȅ ŀƴŘ ƳŜŀƴƛƴƎΣ ŀƴŘ ƛƳǇƭƛŎŀǘŜǎ ǘƘŜ ǇǊƻŘǳŎŜǊ ƛƴ ǘƘŜ 

history of representation in different ways. Minh-ha (1991, p.70) finds that spaces of doubleness 

ŎǊŜŀǘŜ ΨƛƴǘŜǊ-Ω ŀǊŜŀǎΣ ȊƻƴŜǎ ƻŦ ŘƛǎǇƭŀŎŜƳŜƴǘ ǿƘŜƴ ǘƘŜ Ψbƻǘ ¸ƻǳκ[ƛƪŜ ¸ƻǳΩ ōƻǳƴŘŀǊƛŜǎ ŀǊŜ 

ǾƛƻƭŀǘŜŘΥ άŦƻǊ ǘƘŜ ƛƴ-ōŜǘǿŜŜƴ ȊƻƴŜǎ ŀǊŜ ǘƘŜ ǎƘƛŦǘƛƴƎ ƎǊƻǳƴŘǎ ƻƴ ǿƘƛŎƘ ǘƘŜ όŘƻǳōƭȅύ ŜȄƛƭŜŘ ǿŀƭƪέΣ 

what she calls ΨƛƴǎƛŘŜǊ-ƻǳǘǎƛŘŜǊΩ Ǉƻǎƛǘƛƻns.  

Minh-ha (ibid: 74-76) talks about the ambivalence that is created when a person who is both 

insider-outsider to her own culture explores her own circumstances and prods her own 

experiences and society as both subject and object of her research area:  

{ƘŜ ǊŜŦǳǎŜǎ ǘƻ ǊŜŘǳŎŜ ƘŜǊǎŜƭŦ ǘƻ ŀƴ hǘƘŜǊΣ ŀƴŘ ƘŜǊ ǊŜŦƭŜŎǘƛƻƴǎ ǘƻ ŀ ƳŜǊŜ ƻǳǘǎƛŘŜǊΩǎ ƻōƧŜŎǘƛǾŜ 

ǊŜŀǎƻƴƛƴƎ ƻǊ ƛƴǎƛŘŜǊΩǎ ǎǳōƧŜŎǘƛǾŜ ŦŜŜƭƛƴƎΦ {ƘŜ ƪƴƻǿǎΣ ǇǊƻōŀōƭȅ ƭƛƪŜ ½ƻǊŀ bŜŀƭ IǳǊǎǘƻƴ ǘƘŜ 

insider-anthropologist knew, that she is not an outsider like the foreign outsider. She knows 

she is different while at the same time being Him. Not quite the Same, not quite the Other, 

she stands in that undetermined threshold place where she constantly drifts in an out. 

Undercutting the inside/outside opposition, her intervention is necessarily that of both a 

deceptive insider and a deceptive outsider (ibid: 74). 

The insider-outsider records and questions the taken-for-granted things that insiders usually do, 

but at the same time does not distance herself from the process, from the context, from the 

messiness and complications, thereby resisting totalising strategies and foreclosing meaning. 

These conflictual positions can be interesting engagements for creative theorisers, who 

negotiate not only theory, but practice as well, inserting their bodies into their work and 

reflecting on meaning-making practise.  

Rose, Mntambo, Sibande and Marasela all work as insider-outsiders not just within their 

ethnicities and races and as women-of-colour in South Africa, but as visual artists within a 

globalised system of contemporary art. Aware of the burden of ethnographic African 

photography which fixes and exoticises them, they are not deterred in their individual quests for 

ΨƴŀƳŜŘ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴǎΩΣ ŀƴŘ ƛƴǎǘŜŀŘ ƘŀǊƴŜǎǎ ǘƘŜ ŘƛƎƛǘŀƭ ǇƘƻǘƻƎǊŀǇƘic and filmic space as a 

stage for enacting their characters, for bending reality as they choose, creating their own 

illusions and truths. There is a resignation that labelling and boxing of social and political 

categories will follow the works of artists-of-colour, whether within or outside Western 

ƳŜǘǊƻǇƻƭŜǎΣ ŀƴŘ ǘƘŀǘ ǊŜŀŘƛƴƎǎ ŀƴŘ ǎƛƎƴƛŦƛŎŀǘƛƻƴ ƻŦ ōƭŀŎƪκ!ŦǊƛŎŀƴ ǿƻƳŜƴΩǎ ōƻŘƛŜǎ ǿŜǊŜ ƻǳǘǎƛŘŜ 

their control as artists. And, yet, these artists still chose to place their bodies before the camera, 
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to direct as much as possible the photographic and video works, and to let loose their 

photographic visions into the conceptual and material consumption of visual imagery. 

For instance, Sibande took the weight of expectations of educated Black women onto her body 

when she created Sophie into sculptural form, and then when she enacts Sophie by completely 

blackening her body to a kind of ornamental black.101 In rather poetic eloquence, Sibande (2013) 

says when she decided to make Sophie, she decided to cast a shadow over her, ά.ǳǘ Ƙƻǿ Řƻ ȅƻǳ 

ŘǊŜǎǎ ŀ ǎƘŀŘƻǿΚ Iƻǿ Řƻ ȅƻǳ ƳŀƪŜ ŀ ǎƘŀŘƻǿ ǇŜǊŦƻǊƳΚέ IŜǊ ŀƴǎǿŜǊ ǘƻ ǘƘƛǎ ǿŀǎ ŀƴ 

incorporation of the doppelganger into a shadow that speaks of the women who came before 

her, who have supported her, whose narratives she now shares as informing her own, overlaid 

on her to create a poly-ǾƻŎŀƭ {ƻǇƘƛŜ ƻŦ ƳǳƭǘƛǇƭŜ ΨLΩǎΩΦ Lƴ ƘŜǊ Ƴƻǎǘ ǊŜŎŜƴǘ ǿƻǊƪ ǘƘƻǳƎƘΣ ǎƘŜ 

recognises Sophie as yet another burden she has to cast off, if she, Mary Sibande, is to move 

forward as a young Black woman artist. She recognises that Sophie has become a personal and 

artistic doppleganger which she has chosen to transform quite publicly in A Terrible Beauty is 

Born (2013) (Fig.31) and A Reversed Retrogressed Scene 1 (2013) (Fig.32). Having received the 

prestigious Standard Bank Award for 2013, Sibande called upon an earlier simulacrum of herself 

ǘƻ ŜƴƎŀƎŜ ǘƘƛǎ ōŀǘǘƭŜΥ άThe work maintains an aggressive or militant stance. They are not at war 

but going through internal transformations. Change is often a violent process, where parts of 

the same body are destroyed and new ones take over. This installation is looking at destruction, 

the need to destroy in order to rebuildέ ό{ƛōŀƴŘŜΣ нлмпύ. Dressed in purple, this simulacrum is 

shown standing proud and tall, tossing off her white head scarf and apron, surrounded by alien 

life forms that manifest from her insides/gown, allowing her violent/ugly transformation to be 

seen publicly. She is an unknown not afraid physically to fight the older Sophie for her place in 

the world (a la Matrix-style, i.e., not-real-simulacrum fighting not-real-simulacrum for 

something that does have real meaning for artist Sibande).  

Lƴ bŀƴŘƛǇƘŀ aƴǘŀƳōƻΩǎ ǿƻǊƪǎ The Rape of Europa (2009a) (Fig.47) and Narcissus (2009b) 

(Fig.48), which takes as its starting point PicaǎǎƻΩǎ ŀƴŘ /ŀǊŀǾŀƎƎƛƻΩǎ ǿƻǊƪǎ of the same titles 

respectively, her sculptural obsession with animal-human relations and their inter-dependence, 

reflects a kind of doppelganger-ing in her representation of Self as both victim and seducer in 

these images. In The Rape of Europa, Mntambo is both Zeus the bullish aggressor and Europa 

                                                           
101 Sibande (2013) says that this blackening of her body resulted in criticisms of Sophie being ŀ ΨŎƻƻƴΩ, which she 
ŘƻŜǎƴΩǘ ŀƎǊŜŜ ǿƛǘƘ.  
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the seduced, while in Narcissus she is the hybrid creature who stares longingly at her reflection. 

Asked why she chose to play both aggressor and victim, Mntambo (2013) says that she views 

mimicry as part of social behaviour, something inseparable from a construction of a sense of 

Self, and that this Self contains these ambivalences, i.e., the dangers lurking within oneself that 

we always see in other people and vice versa. Desire and the gaze structure these works ς the 

fetishistic looking and longing before the disastrous consequences of each action, what 

aƴǘŀƳōƻ Ŏŀƭƭǎ ǘƘŜ ΨŎƻƴǎǳƳǇǘƛƻƴ ƻŦ ǘƘŜ hǘƘŜǊΩΦ aƴǘŀƳōƻΩǎ ǿƻǊƪ ǎŜŜƳǎ ǘƻ ŀƭǎƻ Ƙƛƴǘ ŀǘ ǘƘŜ 

dangers of one starting to believe in simulŀŎǊŀ ŀǎ ΨǊŜŀƭΩ ς when fiction comes to stand in for 

actual relationships, for critical discussions, when we become perpetual voyeurs mediated by 

digital images, believing we are constantly connected only to realise mediated selves do not hint 

at complex, real, complicated persons and situations. MntamboΩǎ work situates the gaze as both 

destructive and ŀŦŦƛǊƳŀǘƛǾŜΦ Ƙƻƻƪǎ όмффнΣ ǇΦммсύ ōŜƭƛŜǾŜǎ ǘƘŀǘ ǘƘŜ ƎŀȊŜ ƛǎ άŀ ǎƛǘŜ ƻŦ ǊŜǎƛǎǘŀƴŎŜ ŦƻǊ 

ŎƻƭƻƴƛȊŜŘ ōƭŀŎƪ ǇŜƻǇƭŜ ƎƭƻōŀƭƭȅέΣ ŀƴŘ ǘƘŀǘ ƛǘ ƛǎ ƴƻǘ ƻƴƭȅ ǇƻǎǎƛōƭŜ ǘƻ ǊŜǎist certain ways of looking, 

but that producers of/workers with the filmic gaze, need to be aware of it and subvert it to 

critical ends.  

 

To-be-looked-at-ness and Spaces of Desire 

Lƴ ŀƭƭ ƻŦ ǘƘŜǎŜ ŀǊǘƛǎǘǎΩ ǿƻǊƪǎΣ ǘƘŜ ǎŜŘǳŎǘƛƻƴ ƻŦ ƭŜƴǎ-based voyeurism (what aǳƭǾŜȅ Ŏŀƭƭǎ Ψǘƻ-be-

looked-at-ƴŜǎǎΩύΣ102 and its corresponding fictions, are harnessed by these women-of-colour 

artists. Sibande forces you inside the private wishes of a Black woman oppressed by the laws of 

apartheid, implicating you in the spectacle and tensions of her private fantasies and the 

enjoyment of her defiance, mimetic gestures and flirtations with the excess she is denied in her 

everyday life. We can critique Sophie for her seemingly Westernised capitalistic longings, but 

her position as a stronƎƭȅ ŘŜǎƛǊƛƴƎ ǎǳōƧŜŎǘ ōǊŜŀƪǎ ǘƘŜ ƳŜǊŜ ǇǊƻƧŜŎǘƛƻƴǎ ƻŦ ƻƴŜΩǎ ƻǿƴ ŘŜǎƛǊŜǎ ŀƴŘ 

repressions on her body, rendering her a human subject we can relate to.  

¢ƘŜƻŘƻǊŀƘΩǎ ŦŀŎŜ ƛǎ ǳƴƪƴƻǿƴΣ ŀǎ ƘŜǊ ōŀŎƪ ƛǎ ŀƭǿŀȅǎ ǘǳǊƴŜŘ ǘƻ ǳǎΦ [ƛƪŜ ƘŜǊ ŘŀǳƎƘǘŜǊΣ aŀǊŀǎŜƭŀΣ 

who went on these imaginary sojourns in a violent Johannesburg, the viewer is forced on these 

silent journeys. The voyeurism is not a pleasurable or easy one ς we are made to identify with 

Theodorah, to walk in her shoes, comforted only by the objectifying distance created by the 

lens. We never get to see her emotions and never get to feel we know her. We are, instead, 

                                                           
102 Mulvey, 1975/2000, p.487 
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ŦƻǊŎŜŘ ǘƻ ŦŜŜƭ ǿƛǘƘ ƘŜǊΣ ŦƻǊ ƘŜǊΣ ǘƻ ƎŀǳƎŜ ƻǳǊ ƻǿƴ ŜƳƻǘƛƻƴǎ ƛƴ ǘƘŜ ǎŀƳŜ ǎƛǘǳŀǘƛƻƴΦ aƴǘŀƳōƻΩǎ 

work allows you to gaze, but at what? A mythical beastly woman Self/non-Self in love with 

itself? A fantastical selfie? (This could be read as a kind of Lacanian mirror-image love of the 

perfect controlled body being reflected back to an as-yet uncontrollable body, but there is also a 

certain charm to this idea of a bestial Black woman being in love with her own image, producing 

an oppositional gaze to the dominant one which should be repulsed.) There is little to seduce 

you in this display of Black womenhood in the way that one is accustomed to in viewing African 

ethnographic images ς they are not externally beautiful women or sexual freaks. The narcissism 

on display invites even as it resistsΣ ōŜŎŀǳǎŜ ƛǘ ƛǎ ΨǘŀƪŜƴΩκǇǊŜƻŎŎǳǇƛŜŘ ōȅ ƛǘǎŜƭŦ ŀƴŘ offers little 

seduction for the voyeur.  

Lƴ wƻǎŜΩǎ Ciao Bella (Fig.45i), the muck (or is shit?) of signification is splattered all over the 

screen, on the very safe lens that separates signifiers and voyeurs, bluntly forcing us to 

acknowledge that there is a lens there. The camera, as Mulvey (1975/2000, p.489) reminds us, is 

meant to mimic human perception and create the illusion of physical depth and reality. When 

muck is splattered across the camera lens, we, as the viewers, are helpless, waiting on Mammy 

to clean the gaze, to allow us access again. We have been exposed as dirty perverts on the 

scene. The lens is the portal that permits access to these fictions, to be taken on these voyages, 

ōǳǘ ǊŜƳŀƛƴǎ ƛƳǇŜǊƳŜŀōƭŜΣ ǎŜǇŀǊŀǘƛƴƎ ǘƘŜƳ ŦǊƻƳ ǳǎΣ ŀƴŘ ƪŜŜǇƛƴƎ ΨǳǎΩ ǎŀŦŜ ŦǊƻƳ ǘƘŜ 

contamination that occurs in the zone of play. In these various instances, the artists choose to 

make evident the lens-based construction, playing on its ability to seduce, to pretend at 

knowledge, even as it paradoxically exposes you, denying you knowledge of the subjects in a 

kind of Brechtian distanciation and alienation manoeuvre.  

German playwright-ǘƘŜŀǘǊŜ ŘƛǊŜŎǘƻǊ .ŜǊǘƻƭǘ .ǊŜŎƘǘΩǎ ǘƘŜƻǊȅ verfremdungseffekt (alienation 

effect) aimed at exposing performative theatre conventions in order to make evident the 

seduction of illusionism, and situate content within historical structures and ideology (Brooker, 

1994/2006, p.215-217). Brecht, thus, politicised the aesthetics of his theatre, not to be used as 

means of enjoyment-as-an-end, but rather to alienate (or estrange/de-familarise) audiences 

from the coding of illusionary performative practice that was capable of perpetuating official 

dogma and ideology (ibid: 216). Peter Brooker (ibid: 220) claims that Brecht was more 

ƛƴǘŜǊŜǎǘŜŘ ƛƴ ǇǊƻŘǳŎƛƴƎ ŀƴ άŜȄǘŜǊƴŀƭƭȅΣ ǎƻŎƛŀƭƭȅ ǎƛǘǳŀǘŜŘ ǇŜǊŦƻǊƳŀƴŎŜ ǊŀǘƘŜǊ ǘƘŀƴ ǘƻ ǇŜƴŜǘǊŀǘŜ ŀ 

chaǊŀŎǘŜǊΩǎ ƛƴƴŜǊ ƭƛŦŜέΦ {ƛƳƛƭŀǊƭȅΣ wƻǎŜΩǎ ŦŜƳŀƭŜ ǎƛƎƴ-carriers in Ciao Bella are all surface, as is 
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aƴǘŀƳōƻΩǎ ŀƴŘ aŀǊŀǎŜƭŀΩǎ ŎƘŀǊŀŎǘŜǊǎΣ ŀƴŘ ŜǾŜƴ {ƛōŀƴŘŜΩǎ {ƻǇƘƛŜΣ ƛƴ ǘƘŀǘ ǘƘŜȅ ǊŜǾŜŀƭ ǘƘŜ 

άǎƻŎƛŀƭ ƎŜǎǘ ƛƳǇƭƛŎƛǘ ƛƴ ŀƴ ŀŎǘƛƻƴ ƻǊ ŜǾŜƴǘέΣ103 ōǳǘ ŘŜƴȅ ǘƘŜ ŀǳŘƛŜƴŎŜ ΨǘǊǳŜΩ ƪƴƻǿƭŜŘƎŜ ƻŦ ǘƘŜ 

characters they purport to portray, rather asking the audience to reconsider what they are 

seeing and ways of seeing that have been constructed according to power and aesthetic canons. 

Rose (2014a) often uses crude props and allows the voices of her production team to be heard 

ōŜŎŀǳǎŜ ǎƘŜ ǿŀƴǘǎ ǘƻ ǎƘƻǿ ǘƘŜ άōŀŎƪ ƻŦ 5ƛǎƴŜȅƭŀƴŘέΣ ǘƘŜ ŦŀǊŎŜ ŀƴŘ ǘƘŜ ƛƭƭǳǎƛƻƴ ƻŦ ǘƘŜ 

media/technologies that she uses.104 CƻƭƭƻǿƛƴƎ WŀŎǉǳŜǎ 5ŜǊǊƛŘŀΩǎ ƛŘŜŀ ƻŦ ǎǳǇǇƭŜƳŜƴǘŀǊƛǘȅΣ105 

Jones (1997-8/2012, p.209) argues that such images of bodily performance, through its 

mediated presence, ŎǊŜŀǘŜ ŀ ƪƛƴŘ ƻŦ ƛƴŘŜȄƛŎŀƭƛǘȅ ǿƘƛŎƘ Ŧƭŀǳƴǘǎ ǘƘŜ ōƻŘȅ ŀǎ ŀ Ψƭƻǎǎ ƻǊ ƭŀŎƪΩ ƛƴ ƛǘǎ 

ǎǳōǎǘƛǘǳǘŜŘ ΨǇǊŜǎŜƴŎŜΩΣ ƳŀƪƛƴƎ ǾƛǎƛōƭŜ ōƻŘƛƭȅΣ ǘŜŎƘƴƻƭƻƎƛŎŀƭ ŀƴŘ ŀŜǎǘƘŜǘƛŎ ŎƻŘŜǎ and the marking 

of social boundaries as they are enacted on the body.  

MasqueradeΩs ability to make social scripting visible has been witnessed on a number of 

occasions in South AfricaΣ ōǳǘ L ǿŀƴǘ ǘƻ ƘƛƎƘƭƛƎƘǘ Ƨǳǎǘ ƻƴŜΦ ¢ƘŜ ƻǇŜƴƛƴƎ ƻŦ ŀ ²ƻƳŜƴΩǎ 5ŀȅ 

exhibition in August 2009 resulted in a controversy that drew attention to conservative race-

gender-ǎŜȄǳŀƭƛǘȅ ǘŜƴǎƛƻƴǎ ōŜǘǿŜŜƴ ŀ ǇƻƭƛǘƛŎƛŀƴΩǎ ǇŜǊǎƻƴŀƭ ōŜƭƛŜŦǎ ŀƴŘ South AfricaΩǎ ƭƛōŜǊŀƭ 

constitution. Then Minister of Arts and Culture, Lulu Xingwana, refused to open the Innovative 

Women (2009) exhibition at Constitution Hill (a former apartheid-state prison in Johannesburg 

and now the seat of South AfricaΩǎ /ƻƴǎǘƛǘǳǘƛƻƴŀƭ /ƻǳǊǘύ, because she was offended by the 

ƴǳŘƛǘȅ ƻƴ ŘƛǎǇƭŀȅ ƻŦ .ƭŀŎƪ ƭŜǎōƛŀƴ ŀŎǘƛǾƛǎǘ ½ŀƴŜƭŜ aǳƘƻƭƛ ŀƴŘ aƴǘŀƳōƻΩǎ ǿƻǊƪǎΦ aǳƘƻƭƛΩǎ Ǿƛǎǳŀƭ 

arts photographs of (often poor) Black lesbians from South AfricaΩǎ ǘƻǿƴǎƘƛǇǎ ŀƴŘ ŎƛǘƛŜǎΣ ƘŀǾŜ 

received international attention for her candid lifestyle shots of lesbians as they stage 

themselves in front of her camera, but also for her documentation of the violence they endure 

(Fig.49). Her works displayed at this exhibition were a kind of Romantic-styled visual dance 

between lesbian lovers (Fig.50), while Mntambo displayed The Rape of Europa and Narcissus. 

Xingwana apparently found the workǎ ΨǇƻǊƴƻƎǊŀǇƘƛŎΩΣ ΨƛƳƳƻǊŀƭΩ ŀƴŘ ΨƻŦŦŜƴǎƛǾŜΩ and left the 

exhibition, later, unsuccessfully attempting to retract the monies sponsored by the Department 

                                                           
103 Brooker, 1994/2006, p.221 
104 Rose (2014a) narrates the story of a friend who, ŀǎ ŀ ŎƘƛƭŘΣ ǿŜƴǘ ƻƴ ŀ ǊƛŘŜ ƛƴ 5ƛǎƴŜȅƭŀƴŘ ǘƘŀǘ ŘƛŘƴΩǘ ǿƻǊƪΣ ŀƴŘ Ǝƻǘ 
taken out of the setting via a back door by Disneyland staff. Her friend told her that the back of Disneyland was 
super dirty and chaotic, unlike its cleaned exterior, and tƘƛǎ ƛŘŜŀ ƻŦ ΨǘƘŜ ōŀŎƪ ƻŦ 5ƛǎƴŜȅƭŀƴŘΩ ǎǘǳŎƪ ǿƛǘƘ wƻǎŜΦ 
105 ά¢ƘŜ ǎǳǇǇƭŜƳŜƴǘΣ WŀŎǉǳŜǎ 5ŜǊǊƛŘŀ Ƙŀǎ ǇǊƻǾƻŎŀǘƛǾŜƭȅ ŀǊƎǳŜŘΣ ƛǎ ŀ ΨǘŜǊǊƛŦȅƛƴƎ ƳŜƴŀŎŜΩ ƛƴ ƛǘǎ ƛƴŘƛŎŀǘƛƻƴ ƻŦ ŀōǎŜƴŎŜ 
ŀƴŘ ƭŀŎƪ ōǳǘ ŀƭǎƻ ΨǘƘŜ ŦƛǊǎǘ ŀƴŘ ǎǳǊŜǎǘ ǇǊƻǘŜŎǘƛƻƴΧŀƎŀƛƴǎǘ ǘƘŀǘ ǾŜǊȅ ƳŜƴŀŎŜΦ ¢Ƙƛǎ ƛǎ ǿƘȅ ƛǘ Ŏŀƴƴƻǘ ōŜ ƎƛǾŜƴ ǳǇέ 
(Derrida quoted in Jones, 1997-8/2012, p.209).  
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of Arts and Culture. This issue only reached public attention the following year and Xingwana 

issued the ŦƻƭƭƻǿƛƴƎ ǎǘŀǘŜƳŜƴǘ ƛƴ ǊŜǎǇƻƴǎŜ ǘƻ ƘŜǊ ōŜƛƴƎ ƭŀōŜƭƭŜŘ ŀǎ ΨƘƻƳƻǇƘƻōƛŎΩΥ 

In August last year, I was invited to speak at the Innovative Women Art Exhibition at 

Constitution Hill. Upon arrival at the Exhibition, I immediately saw images which I deemed 

offensive. The images in large frames were of naked bodies presumably involved in sexual 

ŀŎǘǎΦ L ǿŀǎ ǇŀǊǘƛŎǳƭŀǊƭȅ ǊŜǾƻƭǘŜŘ ōȅ ŀƴ ƛƳŀƎŜ ŎŀƭƭŜŘ Ψ{ŜƭŦ-ǊŀǇŜέΣ ŘŜǇƛŎǘƛƴƎ ŀ ǎŜȄǳŀƭ ŀŎǘ ǿƛǘƘ ŀ 

nature scene as the backdrop. The notion of self-rape trivialises the scourge of rape in this 

country. To my mind, these were not works of arts but crude misrepresentations of women 

(both black and white) masquerading as artworks rather than engaged in questioning or 

interrogatingτwhich I believe is what art is about. Those particular works of art stereotyped 

ōƭŀŎƪ ǿƻƳŜƴΦ Χ ²Ƙŀǘ L ǘƘƛƴƪ ƛǎ ƴŜŎŜǎǎŀǊȅ ƛƴ ƻǳǊ ŎƻǳƴǘǊȅ ǘƻŘŀȅ ƛǎ ŀ ƭƻƴƎ ƻǾŜǊŘǳŜ ŘŜōŀǘŜ ƻƴ 

what is art and where do we draw the line between art and pornography (Pillay, 2010). 

Xingwana (ibid) diverts attention away from her own conservative stance by highlighting the 

ǘƛǘƭŜ ƻŦ aƴǘŀƳōƻΩǎ ǿƻǊƪ The Rape of Europa ς ŀƴŘ ƴƻǘ ŎŀƭƭŜŘ Ψ{ŜƭŦ-ǊŀǇŜΩ ŀǎ ǎƘŜ ǎǘŀǘŜǎ ς but 

which she read into the work, and which she then relates to South AfricaΩǎ ƘƻǊǊƛŦƛŎ ǿƻƳŜƴ ŀƴŘ 

ŎƘƛƭŘ ǊŀǇŜΣ ŀƴŘ άŎǊǳŘŜ ƳƛǎǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ ǿƻƳŜƴ όōƻǘƘ ōƭŀŎƪ ŀƴŘ ǿƘƛǘŜύέΦ {ƘŜ ŜǾŜƴ ƎƻŜǎ ǎƻ 

ŦŀǊ ŀǎ ǘƻ ƛƴǎƛƴǳŀǘŜ ǘƘŀǘ ǘƘƛǎ ƛǎ ǇƻǊƴƻƎǊŀǇƘȅ άƳŀǎǉǳŜǊŀŘƛƴƎ ŀǎ ŀǊǘǿƻǊƪǎ ǊŀǘƘŜǊ ǘƘŀƴ ŜƴƎŀƎŜŘ ƛƴ 

ǉǳŜǎǘƛƻƴƛƴƎ ƻǊ ƛƴǘŜǊǊƻƎŀǘƛƴƎέ όŘŜǎǇƛǘŜ ǘƘŜ ŦŀŎǘ ǘƘŀǘ ǘƘŜ ǾƛƻƭŜƴŎŜΣ ŘŜōŀǎŜƳŜƴǘΣ ŀƴŘ ǳƴǊŜŀƭƛǎǘƛŎ 

depicǘƛƻƴǎ ƻŦ ǿƻƳŜƴΩǎ ōƻŘƛŜǎ ƛƴ ǎŜǊǾƛŎŜ ƻŦ ǇŀǘǊƛŀǊŎƘŀƭ ƴŜŜŘǎ ǿƘƛŎƘ ŎƘŀǊŀŎǘŜǊƛǎŜǎ ǇƻǊƴƻƎǊŀǇƘȅ ƛǎ 

absent from these works). What Xingwana, who not long after this in a parliamentary cabinet 

reshuffle was moved to the portfolio of Minister of Women, Children and People with 

Disabilities, is masking, is deep-seated homophobic revulsion not necesǎŀǊƛƭȅ ǘƻ ǘƘŜ ΨƛŘŜŀΩ ƻŦ 

lesbianism and gayness, but rather to the public display of lesbian eroticism and love.  

aǳƘƻƭƛΩǎ ǿƻǊƪΣ ǿƘƛƭŜ ǘƻǳŎƘŜŘ ǿƛǘƘ ŀƴ ŀŜǎǘƘŜǘƛŎ ƻŦ ǘƘŜ ŜǊƻǘƛŎΣ does not depict sexual acts but 

rather Black women loving each other, which it seems is enough to challenge heteronormativity 

ŀƴŘ ƛǘǎ ƛƳŀƎƛƴƛƴƎǎ ƻŦ ǿƘŀǘ ƎƻŜǎ ƻƴ ōŜƘƛƴŘ ŎƭƻǎŜŘ ŘƻƻǊǎΦ ²Ƙŀǘ ōƻǘƘ aǳƘƻƭƛ ŀƴŘ aƴǘŀƳōƻΩǎ 

works, furthermore, seem to elicit is a kind of black womeƴΩǎ ǎǳōƧŜŎǘƛǾŜ ǇƭŜŀǎǳǊŜ ƛƴ ǘƘŜƛǊ ƻǿƴ 

imperfect bodies. There is a level of self-ŘŜŦƛƴƛǘƛƻƴ ƛƴ ǇƭŜŀǎǳǊŜ ǘƘŀǘ ƛǊƪǎ ·ƛƴƎǿŀƴŀΩǎ ǎŜƴǎƛōƛƭƛǘƛŜǎ 

of how Black women should be publically displayed. She reduces nakedness ς regardless of how 

it is used artistically ς to pornography because, one can argue, too often the naked black body 

has been fetishized and consumed in a manner that marks the display of 

black/African/postcolonial nakedness, sex or pleasure as merely primal, violent sexualisation. 
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This makes it a difficult terrain for black/African/women cultural producers from these societies 

ǘƻ ƘŀǾŜ ŎƻƴǾŜǊǎŀǘƛƻƴǎ ŀōƻǳǘ ōƻŘƛƭȅ ǇƭŜŀǎǳǊŜ ǘƘŀǘ ŘƻŜǎƴΩǘ ŜǾƻƪŜ ŎŜƴǘǳǊƛŜǎ ƻŦ ǊŀŎƛǎǘ-gendered 

visual doppelgangers (Lewis, 2005). It raises the question of how black/African/postcolonial 

women are to deal with public visualisations of their bodies and the aesthetic pleasures they 

derive from it, without it being consumed and overtaken by racist-sexist fetishism.  

Moreover, the idea of eroticism, as conceived by Lorde, needs to be redeemed from that of sex, 

of simple bodily pleasure and sensation. She equates the erotic with a depth of feeling that 

leaves one feeling empowered, informed, acutely aware of the range of their emotional lives: 

ά²ƘŜƴ L ǎǇŜŀƪ ƻŦ ǘƘŜ ŜǊƻǘƛŎΣ then, I speak of it as an assertion of the lifeforce of women; of that 

creative energy empowered, the knowledge and use of which we are now reclaiming in our 

ƭŀƴƎǳŀƎŜΣ ƻǳǊ ƘƛǎǘƻǊȅΣ ƻǳǊ ŘŀƴŎƛƴƎΣ ƻǳǊ ƭƻǾƛƴƎΣ ƻǳǊ ǿƻǊƪΣ ƻǳǊ ƭƛǾŜǎέ ό[ƻǊŘŜΣ мфупκнллтΣ ǇΦррύΦ {Ƙe 

believes that erotic energy allows one to achieve a sense of satisfaction in what one does, when 

ƻƴŜ ƛǎ ŀǘ ǘƘŜ ΨŜǇƛŎŜƴǘǊŜ ƻŦ ƻƴŜΩǎ ŀƎŜƴŎȅΩΦ [ƻǊŘŜ Ǉƻƛƴǘǎ ŀƭǎƻ ǘƻ ǘƘŜ ŦŀŎǘ ǘƘŀǘ ǿƻƳŜƴ-of-colour 

cannot always be creating responses in reaction to, and in defence of, but they have to place 

their needs and welfare first, and in a manner, the artworks discussed in this chapter seem to 

demonstrate a kind of attendance to the emotive fictive lives of the artists from whom they 

emanate.  

 

No Place  

In part, what is at issue is a sense of location or even the desire to possess a place. Apartheid 

ǇƭŀŎŜŘ ŜǾŜǊȅǘƘƛƴƎ ǿƛǘƘ ŀ ŎŀǊǘƻƎǊŀǇƘŜǊΩǎ ŘŜǎƛǊŜ ŦƻǊ ŦƛȄƛǘȅΦ 9ǾŜǊȅƻƴŜ ǿŀǎ ŎŀǳƎƘǘ ǳǇ ƛƴ ƛǘǎ ŦŀƴǘŀǎȅΣ 

came to believe that there was a place (apart) for them. Yet, in the question of identity, there 

can never be the fixity of a place (Christiansë, 2003, p.376). 

My engagement in this chapter, with the works of young women creative producers who have 

emerged at the end of apartheid as visual artists, has tried to show how they are asserting their 

own experiences, histories and knowledges in the void of black womenΩǎ subjectivities in official 

spaces. Their narratives and picturings have gained international recognition and place on 

record black/African women-centred questionings of their lives in South Africa at the current 

moment ς Rose (2014a), for instance, is keenly aware of the fact that she is not just contributing 

to art history, but is making history through her participation in the South African visual arts 
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field and its wider sphere of cultural productions. All the artists have found self-masquerading a 

powerful strategy to insert themselves and their personal testimonies into visual imaging and 

questionings on identity. In each of their works ƛŘŜƴǘƛǘȅ ŎŀǘŜƎƻǊƛŜǎ ǎǳŎƘ ŀǎ ΨǿƻƳŀƴΩΣ ΨōƭŀŎƪƴŜǎǎΩΣ 

ΨƻǘƘŜǊΩΣ ΨǎŜȄΩ ƘŀǾŜ ōŜŜƴ ǇǊƻŘŘŜŘ ǘƻ ǊŜǾŜŀƭ ǘƘŜƛǊ ΨǇƻƭƛǘƛŎŀƭ-ƴŜǎǎΩΣ ƘƛǎǘƻǊƛŎŀƭ ŎƻƴǎǘǊǳŎǘŜŘƴŜǎǎ ŀƴŘ 

changing positionality. Their self-ƛƴǎŜǊǘƛǾŜ ƴŀǊǊŀǘƛǾŜǎ ƘŀǾŜ ƳŜŀƴǘ ǘƘŀǘ ǘƘŜȅ ŀǊŜ ΨǎǇŜŀƪƛƴƎ ǘƻ ǘƘŜ 

ǘŀƭŜΣ ǘŜƭƭƛƴƎ ŀƴŘ ǊŜǘŜƭƭƛƴƎ ƛǘΩ όaƛƴh-ha, 1991, p.12). 

For Minh-Ƙŀ όƛōƛŘΥ ммоύΣ ǘƘŜ ΨǇŜǊǎƻƴŀƭ ǇƻƭƛǘƛŎƛǎŜŘΩ ŀƴŘ ǘƘŜ ΨǇƻƭƛǘƛŎŀƭ ǇŜǊǎƻƴŀƭƛǎŜŘΩ ŦƻǊ ǿƻƳŜƴ 

ǎǳōƧŜŎǘǎ ŎǊŜŀǘŜ ŀƴ άƛƴ-between ground where the questioning work materializes itself and 

ǊŜǎƛǎǘǎ ƛǘǎ ǎǘŀǘǳǎ ŀǎ ƳŜǊŜ ƻōƧŜŎǘ ƻŦ ŎƻƴǎǳƳǇǘƛƻƴέΦ {ƘŜ όƛōƛŘ) regards multiplicity, poly-vocality, 

plurality and mutation as the necessary outcomes of ambivalence, ambiguities, contradictions, 

displacements and in-ōŜǘǿŜŜƴ ǎǇŀŎŜǎ ƛƴ ƛŘŜƴǘƛǘȅ ŎƻƴǎǘǊǳŎǘƛƻƴ ōŜŎŀǳǎŜ άǘƘŜ ǎŜƭŦ ƛǎ ŀƭǿŀȅǎ ƛƴ ǘƘŜ 

ƳŀƪƛƴƎέΦ aƛƴh-ha, Hall and Butler warn of the stagnation that occurs when one believes that 

identity is a point arrived at rather than a departure, when identity becomes fixed, static, when 

ǘƘŜ άƴŀƳƛƴƎ ƛǎ ŀǘ ƻƴŎŜ ǘƘŜ ǎŜǘǘƛƴƎ ƻŦ ŀ ōƻǳƴŘŀǊȅΣ ŀƴŘ ŀƭǎƻ ǘƘŜ ǊŜǇŜŀǘŜŘ ƛƴŎǳƭŎŀǘƛƻƴ ƻŦ ŀ ƴƻǊƳέ 

(Butler, 1993/2011, p.xvii). To unsettle the definitive process of naming, Minh-ha (1991, p.2, 

ммнύ ǇǊƻǇƻǎŜǎ ǘƘŜ ƛƴǘŜǊŜǎǘƛƴƎ ŎƻƴŎŜǇǘǎ ƻŦ ŀƴ Ψƛƴ-between-the-naming-ǎǇŀŎŜΩ ŀƴŘ Ψǳƴ-ƴŀƳƛƴƎΩΦ 

¢ƘŜ ǇǊƻŎŜǎǎ ƻŦ ΨƴŀƳƛƴƎΩ ŀƴŘ Ψǳƴ-ƴŀƳƛƴƎΩ ǎŜŜƳ ƛƴǘǊƛƴǎƛŎŀƭƭȅ ƭƛƴƪŜŘ ƛn preventing canonisation, an 

official sedimentation of truth, promoting instead a constant interrogation of identities which 

seems to invoke a patchwork Self, a kind of Frankenstein-Self which reveals multiple creations 

and beginnings. Perhaps sadly, for those who like their identities fixed and their grand narratives 

stable, Hall (1989/1991, p.20) says there iǎ ƴƻ ƎƻƛƴƎ ōŀŎƪΥ ά¢ƘŜ ƴƻǘƛƻƴ ƻŦ ŀƴ ƛŘŜƴǘƛǘȅ ǘƘŀǘ ƪƴƻǿǎ 

where it came from, where home is, but also lives in the symbolic ς in the Lacanian sense ς 

kƴƻǿǎ ȅƻǳ ŎŀƴΩǘ ǊŜŀƭƭȅ Ǝƻ ƘƻƳŜ ŀƎŀƛƴΦ Χ ¸ƻǳΩǾŜ Ǝƻǘ ǘƻ ŦƛƴŘ ƻǳǘ ǿƘƻ ȅƻǳ ŀǊŜ ƛƴ ǘƘŜ ŦƭǳȄ ƻŦ ǘƘŜ 

Ǉŀǎǘ ŀƴŘ ǘƘŜ ǇǊŜǎŜƴǘΦέ Lƴ ŀƭƭ ƻŦ ǘƘŜǎŜ ŀǊǘƛǎǘǎΩ ǿƻǊƪǎΣ ǘƘŜǊŜ ǎŜŜƳǎ ǘƻ ōŜ ǘƘƛǎ ŀŎǘƛǾŜ ǇǊƻŎŜǎǎ ƻŦ ƴƻǘ 

only being apartheid subjects, but trying to find out who they ŀǊŜ ƛƴ ǘƘŜ ΨƴƻǿΩ ŀƴŘ ΨƘŜǊŜΩ.  

Similarly, hooks (1989, p.51) reminds us that periods of social upheaval often call for the task of 

re-definition. Speaking of the American scene after slavery ended and civil rights for African-

Americans were won, hooks says ǘƘŀǘ ƻǇǇƻǎƛǘƛƻƴ ƛǎ ƴƻǘ ŜƴƻǳƎƘΣ ŀƴŘ ǘƘŀǘ ƛƴ άǘƘŀǘ ǾŀŎŀƴǘ ǎǇŀŎŜ 

after one has resisted there is still the necessity to become ς ǘƻ ƳŀƪŜ ƻƴŜǎŜƭŦ ŀƴŜǿέΦ Lƴ ǘƘŜ 

same manner, since apartheid resistance is over, women-of-colour visual artists have become 

important narrators and interrogators of black womenΩǎ subjectivities. That at times this may 
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create other essentialist, ǳƴŘƛŦŦŜǊŜƴǘƛŀǘŜŘ Ǉƻǎƛǘƛƻƴǎ όƭƛƪŜ ǘƘŜ ǳƴŎǊƛǘƛŎŀƭ ŎŜƭŜōǊŀǘƛƻƴ ƻŦ ΨōƭŀŎƪƴŜǎǎΩ 

and race as fundamental identity categories, or the glorification of motherhood); that many of 

ǘƘŜǎŜ ǿƻƳŜƴ ǾŜƘŜƳŜƴǘƭȅ ǊŜŦǳǎŜ ǘƘŜ ǘƛǘƭŜ ƻŦ ΨŦŜƳƛƴƛǎǘΩ because they associate it with 

²ŜǎǘŜǊƴƴŜǎǎ ŀƴŘ ǎŀȅ ƛǘ ƛǎ ŀƴƻǘƘŜǊ ΨōƻȄΩ ǘƻ ŎƻƴǎǘǊŀƛƴ ǘƘŜƛǊ ǿƻǊƪǎ; 106 and that their works may 

feed black/African women exoticisms is not, I believe an indictment on the process they are 

involved in, but rather highlights necessary contradictions in discourses that must continue to 

be interrogated.  

The masquerading works of these young women-of-colour artists excites me as a fellow woman-

of-colour visual artist in that while it is situated in the realm of a still White-dominated visual 

arts field, they seem directed by a black gaze at black audiences, seeking validation for black 

narratives from people who relate to their work, while also being able to speak to a range of 

experiences cross-culturally. The current lack of theoretical discussions on their work not only 

denotes the dearth of critical writings by black art theoreticians and art historians, but also 

reflects the fact that narratives which have at their epicentre women-of-colour, which decentres 

ǘƘŜ ǿƘƛǘŜ ƳŀƭŜ ƎŀȊŜΣ Ƴŀȅ ƭŜŀǾŜ Ƴŀƴȅ ƭŜŦǘ άŀŘǊƛŦǘ ǿƛǘƘƻǳǘ ŀ ǿƘƛǘŜ ǇǊŜǎŜƴŎŜέ όƘƻƻƪǎΣ мффнΣ 

ǇΦмолύΦ ¢Ƙƛǎ ǊŜǎǳƭǘǎΣ ŀƭƭ ǘƻƻ ƻŦǘŜƴΣ ƛƴ ǎƛƳǇƭƛǎǘƛŎ ǊŜŀŘƛƴƎǎ ƻŦ ǘƘŜǎŜ ŀǊǘƛǎǘǎΩ ǿƻǊƪǎΦ Lƴ ǘƘƛǎ ŎƘŀǇǘŜǊ LΩǾŜ 

tried to show just the opposite, that as a fellow practitioner invested in the terrain of 

masquerading, there is much deconstructing and reflecting to be done on these performative 

critical practices, not just in terms of the narratives they engage, but in terms of the formal and 

aesthetic choices being made by these women producers in a post-colonial context.  

 

                                                           
106 ²ƘƛƭŜ ǘƘŜǎŜ ŀǊǘƛǎǘǎ Ƴŀȅ ǊŜŦǳǘŜ ǘƘŜ ΨŦŜƳƛƴƛǎǘΩ ƭŀōŜƭΣ ǘƘŜȅ ŀǊŜ ŀǿŀǊŜ ƻŦ ǘƘŜƛǊ ǿƻǊƪǎ ōŜƛƴƎ ǊŜŀŘ ƛƴ ǘƘŜǎŜ ǿŀȅǎ ŀǎ L ŀƳ 
doing in this thesis. All these artists see their works as woman-centred and actively propagate gender rights, but do 
ƴƻǘ ƛƴǾƻƪŜ ǘƘŜ ǘŜǊƳ ΨŦŜƳƛƴƛǎƳΩ ōŜŎŀǳǎŜ ǘƘŜȅ ǊŜƎŀǊŘ ƛǘ ŀǎ ŀ ŦƻǊŜƛƎƴ ŎƻƴǎǘǊǳŎǘ ǿƘƛŎƘ ŘƻŜǎ ƴƻǘ ǘǊŀƴǎƭŀǘŜ ƛƴǘƻ ǘƘŜ 
African context (Marasela, 2013; Sibande, 2013; Mntambo, 2013). 
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CONCLUSION 

 

During my lifetime I have dedicated myself to this struggle of the African people. I have fought 

against white domination, and I have fought against black domination. I have cherished the 

ideal of a democratic and free society in which all persons live together in harmony and with 

equal opportunities. It is an ideal which I hope to live for and to achieve. But if needs be, it is 

an ideal for which I am prepared to die (Nelson Mandela, 1964).107 

Being part of all these people, and in the knowledge that none dare contest that assertion, I 

shall claim that 

I am an African!  

Today it feels good to be an African (Thabo Mbeki, 1996).108  

 

In this thesis, masquerading has been harnessed as a visual analytic tool capable of complex 

interrogations through a centring and performance of Self and Other, which calls into view local 

identity politics as well as centre-margin contemporary visual arts relations. Staging self is highly 

ǇƻǇǳƭŀǊ ƛƴ ǘƻŘŀȅΩǎ ƎƭƻōŀƭƛǎŜŘΣ ǘŜŎƘƴƻƭƻƎƛȊŜŘ ǿƻǊƭŘΣ ǿƘŜǘƘŜǊ ƛǘ ƛǎ ǘƘǊƻǳƎƘ ΨǎŜƭŦƛŜΩ ǇƘƻǘƻƎǊŀǇƘǎΣ 

costume parties and Cosplayer clubs or reality TV shows. The rise of masquerading practices in 

visual arts in many parts of the world, therefore, can be viewed as part of a wider phenomenon 

of self-performativity aided by technology.  

This thesis set out to explore this phenomenon of self-masquerading in South African visual arts 

through the performances of Self-Other in the works of artists Anton Kannemeyer, Nandipha 

Mntambo, Tracey Rose, Senzeni Marasela and Mary Sibande, which evidence an engagement of 

personal-meets-public ideas of history and memory, and ambiguities and slippages between 

accepted truths and fictions. Each of these artiǎǘǎΩ ƳŀǎǉǳŜǊŀŘŜǎ ǳǎŜ {ƻǳǘƘ !ŦǊƛŎŀΩǎ Ǉƻǎǘ-

apartheid, post-colonial context as a theatre for their stagings, simultaneously accepting race, 

ƎŜƴŘŜǊ ŀƴŘ ŜǘƘƴƛŎƛǘȅ ŀǎ ŦƻǳƴŘŀǘƛƻƴŀƭ ƛŘŜƴǘƛǘȅ ǇǊŜŎŜǇǘǎ ƛƴ {ƻǳǘƘ !ŦǊƛŎŀƴ ǎƻŎƛŜǘȅ ōǳǘ ŀƭǎƻ ΨǇƭŀȅƛƴƎΩ 

with such discourseǎΦ !ǎ Ƙŀǎ ōŜŜƴ ǎŜǘ ƻǳǘ ƛƴ /ƘŀǇǘŜǊ ¢ǿƻΣ YŀƴƴŜƳŜȅŜǊΩǎ ǿƻǊƪ ǊŜŦƭŜŎǘǎ ŀ 

                                                           
107 See The Telegraph (2013) 
108 See Chipkin (2003) 
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postcolonial masquerading using the sign of blackface to critique White male Afrikaner fears, 

but when this stereotypical racial mask is removed, it seems to be a cover for the very thing 

Kannemeyer is mocking: his own White male Afrikaner fears in a post-colonial predominantly 

Black country. His postcolonial masquerades (and his utterances as well as the defence and 

support of other White colleagues of his work which extend his discourse) evidence his 

grapplings with Afrikaner identity in post-apartheid South Africa as history is being rewritten 

and White Afrikaners (and White South Africans generally) find themselves situated as 

ŀƴǘŀƎƻƴƛǎǘǎκƻǇǇǊŜǎǎƻǊǎΦ YŀƴƴŜƳŜȅŜǊΩǎ ǎƭƛǇǇŜǊȅ ǇƻǎǘŎƻƭƻƴƛŀƭ ōƭackface masquerade 

simultaneously hides his fear of Blackness/Africanness while he pokes fun at his and other 

²ƘƛǘŜ {ƻǳǘƘ !ŦǊƛŎŀƴǎ ƛƳŀƎƛƴŀǘƛƻƴǎΣ ōǳǘ ǘƘŜƴ ŀƭǎƻ ŦƛƴŘǎ ŀƭƭŜƎŜŘƭȅ ΨǊŜŀƭƛǎǘƛŎΩ ǇƻƭƛǘƛŎŀƭ ōŀǎƛǎ ŦƻǊ ǎǳŎƘ 

fears based on past histories of Black African dictatorships and present governmental corruption 

in South Africa, which then allows him to position himself, and other White South Africans, as 

victims in this new post-colonial dispensation.  

Consequently, these layers of masking needed to be deconstrǳŎǘŜŘ ŀƴŘ ƛǘ ƛǎ ǎŜŜƴ ǘƘŀǘ ǘƘŜ ΨƳŀǎƪΩ 

of the joke and strategies of parody have been used to deflect criticisms of his work and that 

these jokes and parodic coding are not neutral and self-evident, but rather expose his own 

positioning and that of his audieƴŎŜ ǘƘŀǘ ΨƎŜǘǎΩ ǘƘŜ ƧƻƪŜΦ YŀƴƴŜƳŜȅŜǊΩǎ ǇƻǎǘŎƻƭƻƴƛŀƭ 

ƳŀǎǉǳŜǊŀŘƛƴƎ ǊŜǘǳǊƴǎ ǘƻ ǘƘŜ ǇǊƻǎǇŜŎǘ ƻŦ ǇƭŜŀǎǳǊŜ ŀƴŘ ŜƴǘŜǊǘŀƛƴƳŜƴǘ ƻŦŦŜǊŜŘ ōȅ ōƭŀŎƪŦŀŎŜΩǎ 

mimetic racial Othering, but such pleasure can only be had if one is distant enough from the 

economic, politic and social realities of the Other so as not to be offended. The fact that 

ōƭŀŎƪŦŀŎŜ ǿŀǎ ƴŜǾŜǊ ΨǊŜŀƭΩΣ ƛΦŜΦΣ ƴŜǾŜǊ ǊŜŀƭƭȅ ŀōƻǳǘ ōƭŀŎƪ ǇŜƻǇƭŜΣ ŘƻŜǎ ƭƛǘǘƭŜ ǘƻ ŀƭƭŜǾƛŀǘŜ ǘƘŜ ƛǊƻƴȅ 

that white people and the entertainment industry has made a lot of money by employing 

demeaning black/African post-colonial caricatured masqueradings ς Kannemeyer, himself, can 

afford to be a full-time visual artist from the sales of such work. Nor does it assuage the fact that 

there are currently more images of blackface masqueradings by (young) White South Africans 

popping up in the glare of social media which remove any doubt that blackface is used as a 

trope to mock blackness/Africanness.   

As a woman-of-colour faced with his work in local and international gallery spaces, I have 

struggled to embrace and accept his works. I recognise that there are many White South 

Africans and whites internationally who do find his work empowering in his alleged mockery of 

White post-colonial fears, in his laying bare of his autobiographical narratives in his work, in the 
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ambiguous terrains and readings created by this postcolonial masquerading. While his 

postcolonial performances can indeed have this potential for his audience, I have argued in this 

thesis that such readings can only be had if one identifies with his subjective positioning and 

ignores the proffered stereotypes of blackness/Africanness. Approaching his works from my 

own subjective positioning, I have felt assaulted and violated by his masqueradings and have 

never been able to identify with the joke on display, but it is only through the critical analysis 

presented here that I have been able to contextualise my discomfort and my inability to be 

seduced into his imaginative play. I recognise that even though I am not Black, each time I see 

YŀƴƴŜƳŜȅŜǊΩǎ ǿƻǊƪΣ L ǇƭŀŎŜ ƳȅǎŜƭŦ ƛƴ ǘƘŜ ƛƳŀƎƛƴŜŘ ōƻŘȅ ƻŦ ǘƘŜ ōƭŀŎƪκ!ŦǊƛŎŀƴ ŀƴŘ Řƻ ƴƻǘ ƭŜŀǾŜ 

feeling empowered or engaged, even if the joke is supposed to be on Whiteness, but rather that 

I feel myself, my friends, my fellow countrymen belittled ς causalities on the battlefield of 

ǘǊŀƴǎƎǊŜǎǎƛǾŜ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴǎΦ YŀƴƴŜƳŜȅŜǊΩǎ ǎƻ-ŎŀƭƭŜŘ ΨǘǊŀƴǎƎǊŜǎǎƛǾŜΩ ǳǎŜ ƻŦ 

blackface/Africanness in his Pappa in Afrika have influenced other popular cultural producers 

(like the zef-rave rap group Die Antwoord) and there is little critical reflection of a trend of 

Ψ²ƘƛǘŜ ǘǊŀƴǎƎǊŜǎǎƛǾŜ ŎƻƻƭƴŜǎǎΩ ǘƘǊƻǳƎƘ ǘƘŜ ǳǎŜ ƻŦ hǘƘŜǊ ōƻŘƛŜǎ όǎǳŎƘ ƛƴǘŜǊǊƻƎŀǘƛƻƴǎ ƴŜŜŘ ǘƻ 

happen on a larger scale in relation to other South African visual artists like Brett Murray, Steven 

Cohen, Pieter Hugo and Brett Bailey).  

For South Africa, the value of these works has been the discourses they are eliciting. Displayed 

in the public realm of art gallery spaces, these works have, at times, demonstrated the capacity 

to provoke wider public criticisms, societal tensions and discussions when the politics of their 

aesthetics have been called into question. The questioning of Western colonial-modernist 

aestheTics and apartheid racist representations need constant examination and it has been the 

visual arts that have provided some measure of public debate. These disputes stagnate and 

ǊŜƳŀƛƴ ǇƻƭŀǊƛǎŜŘ ƘƻǿŜǾŜǊΣ ƛŦ ǿŜ Řƻ ƴƻǘ ŀǘǘŜƴŘ ǘƻ ŎǊƛǘƛŎƛǎƳǎ ǊŀƛǎŜŘ ŀƴŘ ŜǾŀƭǳŀǘŜ ƴƻǘ Ƨǳǎǘ ƻƴŜΩǎ 

intent as an individual maker/producer/player, but also the possible message and impact of the 

visual representations we send into the wider circulation of imagery. This thesis is a call for 

artists to understand the histories of the stereotypes they employ, to gauge if they bear 

repeating, but fundamentally is an artistic challenge to fellow creative producers to employ 

ƻƴŜΩǎ ƭƛƳƛǘƭŜǎǎ ƛƳŀƎƛƴŀǘƛƻƴ ƛƴ ŎǊŜŀǘƛƴƎ ǇǊƻƎǊŜǎǎƛǾŜ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ǘƘŀǘ ŘƻŜǎ ƴƻǘ ƴŜŎŜǎǎƛǘŀǘŜ ǘƘŜ 

repetition of degrading racist-gender-class-ethnic stereotypes. This is not a matter of contesting 

ƻƴŜΩǎ ǊƛƎƘǘ ǘƻ ŦǊŜŜ ǎǇŜŜŎƘ ŀƴŘ ǊŜǇǊŜsentation, but rather what we do with that freedom ς does 
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the right to free speech entitle someone to wound others with that freedom? Free speech 

encompasses ethics and responsibilities ς ƛǘ Ŏƻǎǘǎ ǎƻƳŜǘƘƛƴƎ ǘƻ Ƴŀƛƴǘŀƛƴ ƛǘǎ ΨǊƛƎƘǘǎΩ ŀƴŘ ǾŀƭǳŜǎΦ    

While I have tried to explore in the past chapters some of the problematic dimensions of 

postcolonial masquerading, it has also attempted to show its potential for affirmation and 

empowerment, particularly for women-of-colour. The artworks of Sibande, Marasela, Rose and 

Mntambo have, at times, also employed stereotypes of race, gender and class, but have in 

ǎǳōǘƭŜ ǿŀȅǎ ǎǳōǾŜǊǘŜŘ ǘƘŜƳ ƻǊ ŜȄŀƎƎŜǊŀǘŜŘ ǘƘŜƛǊ ŜȄŎŜǎǎŜǎ ǘƻ ŜȄǇƻǎŜ ǘƘŜƛǊ ΨǳƴǊŜŀƭ-ƴŜǎǎΩΣ ǘƘŜƛǊ 

distance from actual bodies-of-colour and their lived realities (although certainly in future more 

critical reflection and examination is needed of these strategies). Autobiographical narratives re-

ǇŜǊŦƻǊƳŜŘ ǘƘǊƻǳƎƘ ŦƛŎǘƛƻƴŀƭ ΨǘŜȄǘǳǊŜŘΩ ƳŜƳƻǊȅ ŀŎŎƻǳƴǘǎ ŀƴŘ ǇƭŀȅŦǳƭ ǊŜ-enactments recount 

stories that have at their epicentre women-of-ŎƻƭƻǳǊΣ ōǳǘ ŀƭǎƻ ŘŜƴȅ ΨǘǊǳŜΩ ƪƴƻǿƭŜŘƎŜ ƻŦ ǘƘŜ 

ǎǳōƧŜŎǘǎ ƻƴ ŘƛǎǇƭŀȅΣ ǊŜŦǳǘƛƴƎ ǘƘŜƛǊ ŦƛȄƛƴƎ ƻǊ ΨǘǊǳǘƘŦǳƭƴŜǎǎΩΣ ŜǾŜƴ ŀǎ ǘƘŜȅ ŀƳōƛƎǳƻǳǎƭȅ ǊŜƎƛǎǘŜǊ 

women-of-ŎƻƭƻǳǊΩǎ ΨǘǊǳǘƘǎΩΦ Morrison and Lorde remind us how important it is to have these 

spaces as women-of-ŎƻƭƻǳǊ ƭƛǾƛƴƎ ƛƴ ŀ άƎŜƴŘŜǊƛȊŜŘΣ ǎŜȄǳŀƭƛȊŜŘΣ ǿƘƻƭƭȅ ǊŀŎƛŀƭƛȊŜŘ ǿƻǊƭŘέ 

(Morrison, 1992/1993, p.4), who have to respond to exclusion, unquestioned privilege, racial 

ŘƛǎǘƻǊǘƛƻƴǎΣ ǎƛƭŜƴŎƛƴƎΣ άƛƭƭ-use, stereotyping, defensiveness, misnaming, betrayal, and co-ƻǇǘƛƻƴέ 

(Lorde, 1984/2007, p.124). Platforms for women-of-colour to assert themselves and be 

recognised as part of a larger national consciousness are imperative in post-colonial spaces, not 

just for what it means to individual women, and the category oŦ ΨǿƻƳŜƴΩΣ ōǳǘ ŦƻǊ ǎƻŎƛŜǘȅ ŀǘ 

large to embrace the plurality of voices within them.  

Such postcolonial masqueradings evidence some of the potentials of performative gesturing. 

hooks (1995b, p.218) regards performance practice as an essential critical intervention in the 

politicisation of historical memory and a pedagogical tool, which provides the means for varied, 

diverse explorations of black experience. Patel (2001, p120-121) identifies postcolonial 

masquerading as such a tool for postcolonial people to decolonise their own minds and 

histories, to form communities of resistance and self-definition, via an aesthetics aimed at them 

and through cultural productions produced for them rather than global, capitalised markets:  

Whenever we choose performance as a site to build communities of resistance we must be 

able to shift paradigms and styles of performance in a manner that centralises the 

decolonisation of black minds and imaginations, even if we include everyone else in that 

process (hooks, 1995b, p.218). 
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Du Bois (1903/2006, p.10) recognises that many a black artist has been tortured trying to 

appease both the West and their own soul. To produce for oneself and not for an art market can 

be a strategic artistic decision. My own works Nervous Conditions and No Place, for instance, 

were inspired by Toni Morrison saying that the books she wrote were ones she wanted to read 

ōǳǘ ŎƻǳƭŘƴΩǘ ŦƛƴŘΦ [ƛƪŜǿƛǎŜΣ Ƴȅ ǾƛŘŜƻǎ ŀǊŜ ǘƘŜ ƪƛƴŘǎ ƻŦ ǿƻǊƪ ǘƘŀǘ L ǿƻǳƭŘ ƭƛƪŜ ǘƻ ǎŜŜ ƛƴ ƎŀƭƭŜǊȅ 

spaces, that may not be in sync with the times or with any current aesthetic, but presents a 

ǇŜǊǎƻƴ ƭƛƪŜ ƳŜ ǘƘŀǘ ƛǎ ΨƴŜƛǘƘŜǊ-ƴƻǊΩΣ ΨōƻǘƘ-ŀƴŘΩΣ ƛƴ-ōŜǘǿŜŜƴΦ ! ƭƛƴŜ ǘƘŀǘ L ǊŜŀŘ ƛƴ /ƻƭƭƛƴǎΩ Black 

Feminist Epistemology ȅŜŀǊǎ ŀƎƻ ǊŜƳŀƛƴǎ ǿƛǘƘ ƳŜΥ ά¢ƘŜ ǳƴƛǾŜǊǎŀƭ ŎƻƳŜǎ ŦǊƻƳ ǘƘŜ ǇŀǊǘƛŎǳƭŀǊέ 

(Nikki Giovanni quoted in Collins, 2000/2007, p.288). Collins argues that black women 

intellectuals must challenge themselves to argue from the particular viewpoint of black 

ǿƻƳŜƴΩǎ ƭƛǾŜǎΣ ōǳǘ Ƴǳǎǘ ōŜ ŀōƭŜ Ŝǉǳŀƭƭȅ ǘƻ ƭƻŎŀǘŜ ǘƘŜ ǳƴƛǾŜǊǎŀƭ ŘƛƳŜƴǎƛƻƴǎ ǿƛǘƘƛƴ ƛǘΦ  

hooks (1995b, p.219) believes performance offers a means by which oppressed people can 

reclaim subjugated knowledge, a space for transgression which is disruptive and transformative 

ƛƴ ǇǊƻǇƻǎƛƴƎ ƴŜǿ ƛŘŜƴǘƛǘƛŜǎΣ ǊŀŘƛŎŀƭ ōƭŀŎƪ ǎǳōƧŜŎǘƛǾƛǘƛŜǎΣ ŀƴŘ ŀƴ ΨƛƳŀƎƛƴŀǘƛƻƴ ƻŦ Ŧǳǘǳre 

ǇƻǎǎƛōƛƭƛǘƛŜǎΩΦ ¢Ƙƛǎ ŎƻƴŎƭǳǎƛƻƴ ƻǇŜƴŜŘ ǿƛǘƘ ǘǿƻ ŜȄŀƳǇƭŜǎ ǿƘƛŎƘ ŜǾƛŘŜƴŎŜ ǘƘŜ ǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ 

ǎǳŎƘ ǊŀŘƛŎŀƭ ōƭŀŎƪ ǎǳōƧŜŎǘƛǾƛǘƛŜǎ ŀƴŘ ŀƭǘŜǊƴŀǘŜ ŦǳǘǳǊŜǎΥ bŜƭǎƻƴ aŀƴŘŜƭŀΩǎ wƛǾƻƴƛŀ ¢Ǌƛŀƭ ǎǘŀǘŜƳŜƴǘ 

condemning the apartheid system and imagining a South Africa free from White supremacy at 

the moment when he will be jailed and the liberation movement will have to go underground, 

removed from open visibility. The second, spoken thirty-two years later, is performed in a 

liberated South Africa by the second democratically-elected President, Thabo Mbeki, 

ŜƴǾƛǎƛƻƴƛƴƎ ŀƴ Ψ!ŦǊƛŎŀƴ wŜƴŀƛǎǎŀƴŎŜΩΦ Iƛǎ Ŏŀƭƭ ǿŀǎ ŦƻǊ ŀƭƭ ǇŜƻǇƭŜ ǿƘƻ ƭƛǾŜ ƛƴ !ŦǊƛŎŀ ǘƻ ƛŘŜƴǘƛŦȅ ǿƛǘƘ 

being African. Language has transformative potential, but it also has the power to transform 

negatively, as Hurtado (1999, p.225) reminds us when she talks about the intrinsic racism in our 

ƭŀƴƎǳŀƎŜ ǿƘƛŎƘ ǿŜ ƴŜŜŘ ǘƻ ƎǳŀǊŘ ŀƎŀƛƴǎǘΦ ¢Ƙƛǎ Ƙŀǎ ōŜŜƴ ǇŀǊǘ ƻŦ aƻǊǊƛǎƻƴΩǎ ŎƘŀƭƭŜƴƎŜ ŀǎ ǿŜƭƭΥ 

ά¢ƘŜ ƪƛƴŘ ƻŦ ǿƻǊƪ L ŀƭǿŀȅǎ ǿŀƴǘŜŘ ǘƻ Řƻ ǊŜǉǳƛǊŜǎ ƳŜ ǘƻ ƭŜŀǊƴ Ƙƻǿ ǘƻ ƳŀƴƻŜǳǾǊŜ ǿŀȅǎ ǘƻ ŦǊŜŜ 

up the language from its sometimes sinister, frequently lazy, almost always predictable 

ŜƳǇƭƻȅƳŜƴǘ ƻŦ ǊŀŎƛŀƭƭȅ ƛƴŦƻǊƳŜŘ ŀƴŘ ŘŜǘŜǊƳƛƴŜŘ ŎƘŀƛƴǎέΦ109 Visual artists are faced with a 

similar dilemma when it comes to the language of visual aesthetics. Decolonising language 

means learning to work with it, in-between, wringing it out, and sometimes even demolishing it. 

Postcolonial masquerading uses visual arts coding and social scripting, exaggerating and 

                                                           
109 Morrison quoted in Hurtado, 1999, p.225 
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caricaturing it to the point of making these codes questionable, pliable and sometimes 

unacceptable, exemplifying one form of a decolonial aesthesis. 

A further appeal, I believe, of visual arts masquerading is its ability to provide a measure of 

playfulness, challenge and pleasure for both producers and viewers in its ambivalences and 

ability of double-coding. hooks (1995b, p.218-219), taking cue from Cornel West and his idea 

that public performance can result in self-critical examination and artistic pleasure, reminds us 

of this disruptive, transformative potentiaƭ ƻŦ ǇŜǊŦƻǊƳŀǘƛǾƛǘȅΥ ά!ŦǊƛŎŀƴ-American performance 

has always been a space where folks come together and experience the fusion of pleasure and 

critical pedagogies, a space that aims to subvert and challenge white supremacy as a system of 

institutionalised ŘƻƳƛƴŀǘƛƻƴΣ ŀƭƻƴƎ ǿƛǘƘ Ŏƭŀǎǎ ŜƭƛǘƛǎƳΣ ŀƴŘ ƳƻǊŜ ƭŀǘŜƭȅΣ ǎŜȄƛǎƳέ όŜƳǇƘŀǎƛǎ 

added). This thesis has tried to show that postcolonial masquerading demonstrates these 

features of pleasure, criticality and self-ǊŜŦƭŜŎǘƛƻƴ ǘƘǊƻǳƎƘ ǘƘŜ ŀǊǘƛǎǘǎΩ ŦƛŎǘƛǾŜ ǘƘŜŀǘǊƛŎŀƭƛǘy and 

role-playing, which also gives them the opportunity to work out their own idiosyncrasies 

ǘƘǊƻǳƎƘ ǘƘŜ Ǿƛǎǳŀƭ ƳŜŘƛǳƳΦ aŀǎǉǳŜǊŀŘƛƴƎΩǎ ǇŜǊŦƻǊƳŀǘƛǾƛǘȅΣ ǘƘŜǊŜŦƻǊŜΣ ƛǎ ƴƻǘ Ƨǳǎǘ ŦƻǊ ǘƘŜ ǎŀƪŜ ƻŦ 

an external viewer and market, but for their own personal journey as well. We have seen in the 

case of Kannemeyer how this can result in tensions when one situates such pleasure in relation 

ǘƻ hǘƘŜǊ ōƻŘƛŜǎΣ ŀƴŘ ǊŜƛǘŜǊŀǘŜǎ ƘƻƻƪǎΩ Ǉƻƛƴǘ ǘƘŀǘ ǇƭŜŀǎǳǊŜ ƛǘǎŜƭŦ ƴŜŜŘǎ ǘƻ ōŜ ŎǊƛǘƛŎŀƭƭȅ ŜƴƎŀƎŜŘΣ 

reflected upon and theorised for a broader sense of critical pleasure that it can offer a 

commmunity. 

Dressing up and play between fiction and personal truths helps producers ς and their audiences 

ς attend, in a manner, to the welfare of their fictive emotional lives.110 I mean this both in the 

sense of artistic producers, themselves, enjoying the power to create the characters in their 

performances, to take them on journeys, to aid in a kind of personal catharsis, and even violate 

them as their non-Selves/fictional versions of their Selves; but also in the audience willingly 

participating in the voyeurism of their narratives and investing in the characters on display, and 

the stories being told. This is not unlike the way we invest in fictional characters in literature, 

theatre, TV and filmǎΦ tƘƛƭƻǎƻǇƘŜǊ wƛŎƘŀǊŘ aƻǊŀƴ ƛƴ Ƙƛǎ ŀǊǘƛŎƭŜ Ψ¢ƘŜ 9ȄǇǊŜǎǎƛƻƴ ƻŦ CŜŜƭƛƴƎ ƛƴ 

LƳŀƎƛƴŀǘƛƻƴΩ όмффпύ ŎƭŀƛƳǎ ǘƘŀǘ ǇŜƻǇƭŜ ƘŀǾŜ ŀ Ǿŀǎǘ ǊŀƴƎŜ ƻŦ ŜƳƻǘƛƻƴŀƭ ǊŜǎǇƻƴǎŜǎ ƛƴ ōƻǘƘ ǘƘŜƛǊ 

investment in, or dis-identifications with, fictional characters, which has not been sufficiently 

                                                           
110 This idea was inspired by a talk between Melissa Harris-tŜǊǊȅ ŀƴŘ ōŜƭƭ ƘƻƻƪǎΥ ¢ƘŜ bŜǿ {ŎƘƻƻƭΦ όнлмоύ Ψ.ƭŀŎƪ 
Female Voices: Who is Listening ς A public dialogue between bell hooks + Melissa Harris-tŜǊǊȅΩΣ Youtube [online], 11 
November, Available at: https://www.youtube.com/watch?v=5OmgqXao1ng (accessed 30/04/14). 

https://www.youtube.com/watch?v=5OmgqXao1ng
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accounted for. While some people are definitely drawn into a narrative by shared identification 

ǿƛǘƘ ǘƘŜ ŎƘŀǊŀŎǘŜǊǎ ƻǊ ǇƭƻǘǎΣ aƻǊŀƴ ƛƴǘŜǊŜǎǘƛƴƎƭȅ ŀǊƎǳŜǎ ǘƘŀǘ ǇŜƻǇƭŜΩǎ ƛƴǾŜǎǘƳŜƴǘ ƛƴ ŦƛŎǘƛƻƴŀƭ 

characters is not wholly dependent on them being able to directly identify with the characters 

ƻǊ ŜȄǇŜǊƛŜƴŎŜǎ ƛƴ ŀƴ ƛƭƭǳǎƛƻƴ ƻŦ ǊŜŀƭƛǘȅΣ ōǳǘ ǊŀǘƘŜǊ ǘƘŀǘ ǘƘŜ ƪƛƴŘǎ ƻŦ ŜȄŎŜǎǎƛǾŜƴŜǎǎ ƻŦ ΨǘǊǳǘƘǎΩΣ 

narrative and technique aid in the audience being able to connect with characters or story: 

The outlandish character of some of the comparisons, the rhythm of the relentless piling up of 

image upon image, like an obsessive thought, the very unreality of it ς these things are directly 

productive of feeling on the part of the audience, and not through their role, if any, in make-

believe. It is undeniable that the emotions are engaged by something we call imagination 

here, but it would be forcing things to construe the imagination relevant here as make-believe 

ǘƘŀǘ ǎƻƳŜ ǎŜǘ ƻŦ ǇǊƻǇƻǎƛǘƛƻƴǎ ƛǎ ŦƛŎǘƛƻƴŀƭƭȅ ǘǊǳŜ ΧΦ CƻǊ ƛǘ ƛǎ ǎǳŎh expressive qualities of a work 

that typically make the difference between representations that are arousing and those that 

ŀǊŜƴΩǘΣ ŀƴŘ ǘƘŜǎŜ ǾŜǊȅ ǉǳŀƭƛǘƛŜǎΣ ƭƛƪŜ ŜȄǇǊŜǎǎƛǾŜ ōǊǳǎƘ ǎǘǊƻƪŜǎ ƻǊ ƘƛƎƘƭȅ ŎƘǊƻƳŀǘƛŎ ŎƻƭƻǊǎΣ ǘƻ ƴƻǘ 

only disrupt the closure of the fictional world, but typically contribute nothing of their own to 

the generation of fictional truths about the world depicted (Moran, 1994, p.85-86).  

¢ƘǳǎΣ ǇŀǊǘ ƻŦ ƳŀǎǉǳŜǊŀŘŜΩǎ ǇƻǇǳƭŀǊƛǘȅ ƛǎ ƛǘǎ ŀōƛƭƛǘȅ ǘƻ ŎǊŜŀǘŜ ŀƴ ŜȄŎŜǎǎƛǾŜƴŜǎǎ ŀƴŘ ŀƴ 

unreality that sedǳŎŜǎ ǇŜƻǇƭŜ ŀƴŘ ŀƭƭƻǿǎ ǘƘŜƳ ǘƻ ŜƴƧƻȅ ǘƘŜƛǊ ΨǾƻȅŜǳǊƛǎƳΩΣ ǿƘƛŎƘ 

masquerading artists harness to their own (creative, political) ends.111  

 

This reveals a somewhat paradoxical stance ς while Brecht believed that making evident 

theatrical conventions creates distance and alienation with the audience, we have seen with 

wƻǎŜΩǎ Ciao Bella that even though she makes evident the camera and the attendant 

voyeurism, this does not necessarily end the pleasure to be had in these superficial 

significations, in the excesses of their formal and aesthetic performance. Unlike literary forms 

ǿƘŜǊŜ ƻƴŜ ŎƻƴǎǘǊǳŎǘǎ ƛƳŀƎŜǎ ƛƴ ƻƴŜΩǎ ƘŜŀŘΣ ŀƴŘ ƛǎ ǎƻƳŜǘƛƳŜǎ ŦƻǊŎŜŘ ƛƴǘƻ ǘƘŜ ƳƛƴŘǎ ƻŦ ǘƘŜ 

characters, the camera lens offers a safety in distance, a separation which is hard to 

overcome, which reduces interactions primarily to visuality, and gives us a sense of power 

and pleasure over the characters that play for us. The lens is thus a powerful mediator and 

Ƴŀȅ ōŜ ƛƳǇƻǎǎƛōƭŜ ǘƻ ΨƻǾŜǊŎƻƳŜΩΣ ōǳǘ ǊŀǘƘŜǊ ǘƘŀƴ ŎƭŀƛƳƛƴƎ ǘƻ ΨǘǊǳǘƘǎΩΣ ƛǎ ƳƻǊŜ ŦŜŀǎƛōƭŜ for its 

imaginative play that temporarily allows us to identify with others like, and unlike, ourselves 

ƛƴ ǘƘŜ ŜȄŎŜǎǎŜǎ ƛǘ ŀƭƭƻǿǎΦ CƛǎƘŜǊ όнллнΣ ǇΦсфύ Ŏŀƭƭǎ ǘƘƛǎ ŀƴ ΨŜȄŎŜǎǎ ŜȄǇŜƴŘƛǘǳǊŜΩ ŀƴŘ ŦƛƴŘǎ ƛǘǎ 

                                                           
111 Moran (1994, p.97) does note that our sense of imagining and fictional play can be impeded when there is a 

fundamental difference in moral beliefs between the imagination on display and what is allowed in the real world. 
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usefulness exactly in its excessiveness, denial of realities and the demands of imagination 

that it places on its spectators:  

If our understanding of the world is largely through mediated representations and ideologies, 

then the first criterion of a tricky artistic practice is the acknowledgement that we operate in a 

world not of self-ŜǾƛŘŜƴǘ ΨǘǊǳǘƘǎΩ ōǳǘ ƻŦ ƛƴǎǘƛǘǳǘƛƻƴŀƭ ŦƛŎǘƛƻƴǎ ǊŜǾŜŀƭŜŘ ŀǎ ƎǊƻǘŜǎǉǳŜ ƳƻƴǎǘŜǊǎΣ 

ǿƘŜǊŜ ŀǊǘ ƛǎ ƴƻǘ ŀ ǊŜŦƭŜŎǘƛƻƴ ƻŦ ŀƴ ŀǳǘƘŜƴǘƛŎ ΨǊŜŀƭƛǘȅΩ ōǳǘ ŀ ǎƛƳǳƭŀǘƛƻƴ ǘƘŀǘ ƛƴǘŜƴǎƛŦƛŜǎ ƻǳǊ 

experiences and interpretations of its effects. It demands a performative use of language: a 

direct address in collaboration with the viewer (ibid). 

aŀǎǉǳŜǊŀŘŜΩǎ ŜȄŎŜǎǎƛǾŜƴŜǎǎ ƛƴǾƛǘŜǎ ŀƴŘ ƛƳǇƭƛŎŀǘŜǎ ƛƳŀƎƛƴŀǘƛǾŜ ǾƛŜǿŜǊǎ ƛƴ ƛǘǎ ŦƛŎǘƛƻƴǎΦ  

Moran (1994, p.105) believes that it reveals more about a person in their ability to imagine 

ǿƛǘƘ ƻǘƘŜǊǎ ŀƴŘ ǘƻ ǳƴŘŜǊǎǘŀƴŘ ǎƛǘǳŀǘƛƻƴǎ ŘƛŦŦŜǊŜƴǘ ŦǊƻƳ ǘƘŜƛǊǎΣ ƛƴ ǘƘŜƛǊ ǿƛƭƭƛƴƎƴŜǎǎ ǘƻ ΨǘǊȅ ƻƴΩ 

ƻǘƘŜǊ Ǉƻƛƴǘǎ ƻŦ ǾƛŜǿ ŀƴŘ άŘŜǘŜǊƳƛƴŜ ǿƘŀǘ ƛǘ ƛǎ ƭƛƪŜ ǘƻ ƛƴƘŀōƛǘ ƛǘέΣ ǘƘŀƴ ƛƴ ŎƛǊŎǳƳǎǘŀƴŎŜǎ ƻŦ 

άƻǊŘƛƴŀǊȅ ŎƻǳƴǘŜǊŦŀŎǘǳŀƭ ǊŜŀǎƻƴƛƴƎέΦ112 This kind ƻŦ ƛƳŀƎƛƴŀǘƛǾŜ Ǉƭŀȅ ōŜŎƻƳŜǎ ǳƴǎŜǘǘƭƛƴƎ Ψƛƴ-

ōŜǘǿŜŜƴ ǎǇŀŎŜǎΩΣ ǘƘŜ ȊƻƴŜǎ ƻŦ ŀƳōƛǾŀƭŜƴŎŜ ǘƘŀǘ aƛƴƘ-ha and Bhabha theorise, sites which 

are fertile grounds for the unknown realms where our fetishistic desires lurk, and are 

sometimes allowed to surface, but which can be harnessed into possible points of connection 

ōŜǘǿŜŜƴ ǇŜƻǇƭŜΣ ƛƴǘƻ ǿƛŘŜǊ ǊŜŀŘƛƴƎǎ ƻŦ ŀǊǘǿƻǊƪǎΥ ά¢Ƙƛǎ ǎƭƛǇǇŀƎŜ ƛƴǘƻ ǘƘŜ ǊŜƎŜƴŜǊŀǘƛǾŜ ǎǇŀŎŜ-

ǘƛƳŜ ƻŦ ōŜŎƻƳƛƴƎ ƻǘƘŜǊ ƛǎ Ƙƻǿ L ǎƘƻǳƭŘ ƭƛƪŜ ǘƻ ǘƘƛƴƪ ŀōƻǳǘ ǘƘŜ ǾƛŜǿŜǊΩǎ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ŀ 

resistant artistic practice ς not the closure of academicism or the propagandist message, but 

ǘƘŜ ǳƴŎŜǊǘŀƛƴ ǘŜǊǊŀƛƴ ƻŦ ǘƘŜ ƻǇŜƴ ǿƻǊƪέ όCƛǎƘŜǊΣ нллнΣ ǇΦсуύΦ ¢Ƙƛǎ ǇƻǘŜƴǘƛŀƭ ƻŦ ŎƻƳǇƭŜȄƭȅ 

reading masquerades in a variety of ways is what has been explored in this thesis. 

This thesis does not claim that postcolonial masquerades fundamentally trouble identity 

categories so as to make people profoundly reconsider racial-gender-sexuality performativity. 

!ǇŀǊǘ ŦǊƻƳ aǳƘƻƭƛΩǎ ǿƻǊƪΣ ǿƘƛŎƘ ǇƻǊǘǊŀȅǎ ǿƻƳŜƴ ŀƭǊŜŀŘȅ ŜȄǇƭƻǊƛƴƎ ǘǊŀƴǎ-gender identities, 

most of the masquerades discussed still employ racial and gender identities as foundational 

categories, which work with 'tell-able' external differences. I think, however, this kind of identity 

affirming strategies are forerunners of more critical enquiries that will emerge, relevant not just 

to the South African context, but to racial discussions across the world ς international sojourns 

                                                           
112 Ψ¢ǊȅƛƴƎ ƻƴΩ ǊŀŎƛŀƭ ŘƛŦŦŜǊŜƴŎŜ Ŏŀƴ ǇǊƻŘǳŎŜ ǾŜǊȅ ǇǊƻōƭŜƳŀǘƛŎ ΨǳƴŘŜǊǎǘŀƴŘƛƴƎǎΩ ƻŦ ǊŀŎŜ ŀǎ ŀƴ ŜƳōƻŘƛŜŘ ƭƛǾed 
ŜȄǇŜǊƛŜƴŎŜ ŀǎ !ƘƳŜŘ όнлллύ ŘŜƳƻƴǎǘǊŀǘŜǎ ƛƴ ƘŜǊ ǊŜŀŘƛƴƎ ƻŦ WƻƘƴ DǊƛŦŦƛƴΩǎ Black like Me (1970) project where a 
white American man masquerades as an African-!ƳŜǊƛŎŀƴ Ƴŀƴ ƛƴ ƻǊŘŜǊ ǘƻ ΨǳƴŘŜǊǎǘŀƴŘ ǿƘŀǘ ƛǘ ƛǎ ƭƛƪŜ ǘƻ ōŜ ōƭŀŎƪΩΣ 
reducing racial-gender-class oppression to merely external signals of racial difference. 
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have taught me that race and intersectionality discourses are just as necessary to imperial 

cultures as they are to post-colonised spaces. I say this, also, as a challenge to myself as a 

cultural producer. South AfricaΩǎ Ǿƛǎǳŀƭ ŀǊǘǎ ƛƴŎŜǎǎŀƴǘ ƻōǎŜǎǎƛƻƴ ǿƛǘƘ ƛƴǉǳƛǊƛŜǎ ƛƴǘƻ ƛŘŜƴǘƛǘȅ 

politics may be unfashionable in the West, but it is also the very reason that such work has so 

much currency and relevancy internationally. 

As a visual artist, I am in invested in the enabling vocabularies and strategies of postcolonial 

masquerading, and have used my own art work over the last three years as a site for testing out 

my theorisations of the potentialities of postcolonial masquerading. I started off this thesis 

referencing how masquerading practice in my series What I Look like, What I Feel Like provided 

an avenue for me to interrogate my own South African Indian identity and to fend off what I felt, 

at the time, was a public silencing of me as I spoke out about racial concerns in the South 

African visual arts field. Part of the potency of that experience was how people responded to 

the work which has subsequently impacted my theorising of artistic practice. Even though I 

ŘƛŘƴΩǘ ǎŜƭƭ ŀ ǎƛƴƎƭŜ ǿƻǊƪΣ ǘƘŜ ǊŜǎǇƻƴǎŜǎ ōȅ ŀǳŘƛŜƴŎŜǎ ƛƴ ŘƛŦŦŜǊŜƴǘ ŎƛǘƛŜǎ ǿŜǊŜ ǇƻǿŜǊŦǳƭΦ tŜƻǇƭŜ 

came up to me and offered very diverse interpretations of the work, usually followed by them 

relating their own storieǎ ƻŦ ǎǘǊǳƎƎƭŜΦ hŦǘŜƴ L ǿŀǎ ƴƻǘ ǊŜǉǳƛǊŜŘ ǘƻ ǎǇŜŀƪ ŀǎ ŀƴ ΨŀǳǘƘƻǊƛǘȅΩ ƻǊ ΨǘƘŜ 

ŀǊǘƛǎǘΩΣ ōǳǘ ǊŀǘƘŜǊ ǘƻ ƭƛǎǘŜƴ ŀǎ ǇŜƻǇƭŜ ΨǾƻƛŎŜŘΩ ǘƘŜƳǎŜƭǾŜǎΣ ŀƴŘ ƛǘ ōŜŎŀƳŜ ŎƭŜŀǊ ǘƘŀǘ ƛǘ ǿŀǎ 

important for people to feel like they were speaking to an empathetic person who understood 

ΨǿƘŜǊŜ ǘƘŜȅ ǿŜǊŜ ŎƻƳƛƴƎ ŦǊƻƳΩ ŀƴŘ ǿƘŀǘ Ψƛǘ ŦŜƭǘ ƭƛƪŜΩΦ 

This was probably the first time as a creative practitioner-scholar that I had produced work that 

ŜŎƘƻŜŘ /ƻƭƭƛƴǎΩ ōƭŀŎƪ ŦŜƳƛƴƛǎǘ ŜǇƛǎǘŜƳƻƭƻƎȅΣ ǿƘŜǊŜ ƭƛǾŜŘ ŜȄǇŜǊƛŜƴŎŜ όŀƴŘ ǘƘŜ ŀōƛƭƛǘȅ ǘƻ ǊŜ-tell 

and contextualise that experience) was viewed as a form of wisdom, which gave me credibility 

as a researcher, and, also, the ability to assess knowledge via my own experiences. People 

ŀǎǎƻŎƛŀǘŜŘ ŀ ŎƻƴƴŜŎǘŜŘƴŜǎǎ ƛƴ ΨƻǳǊΩ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ ǎƻŎƛŀƭ ŎŀǘŜƎƻǊƛŜǎ ƻŦ ǊŀŎe-gender-class-

religion-education that permitted me not to just empathise, but often allowed people to believe 

that I really cared about their experiences and the stories they were disclosing to me, that there 

was healing going on via this mutual sharing and that, equally importantly, they were 

contributing to my artistic practice. Individual disclosure became a means of forming a kind of 

temporary community network and catharsis, even if this kind of healing was only in the form of 

the rhetoric of not feelƛƴƎ ŀƭƻƴŜ ƛƴ ƻƴŜΩǎ ǘǊŀǳƳŀΣ ƻŦ ǊŜŦǳǎƛƴƎ ǘƻ ōŜ ƭŀōŜƭƭŜŘ ΨǘƘŜ ǇǊƻōƭŜƳΩ ǿƘŜƴ 

one points out social problems.  
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Like hooks, Mignolo, often cites healing and love as important decolonising principles to combat 

what Fanon termed sociogenesis: the racialised epidermalised colonial subject fixed by the 

white patriarchal gaze, which fractures the colonial subject and irrevocably wounds. Decolonial 

aestheSis offers alternatives for people who have been devalued, demonised, demeaned, 

Othered and made lacking. Decolonial aestheSis is meant to help colonised subjects realise: 

Χ ǘƘŀǘ ȅƻǳǊ ƳƛƴŘΣ ȅƻǳǊ ōƻŘȅΣ ȅƻǳǊ ǎŜƴǎŜǎΣ ȅƻǳǊ ǎƛƎƘǘΣ ȅƻǳǊ ƘŜŀǊƛƴƎ ƘŀǾŜ ōŜŜƴ ƳƻŘŜƭƭŜŘ ōȅ ǘƘŜ 

colonial matrix of power, that is, by its institutions, languages, music, art, literature, etc. ς or 

what is the same as Western Civilization ς ȅƻǳ ōŜƎƛƴ ǘƻ άƘŜŀƭΦέ ¢ƘŜ ǇǊƻŎŜǎǎ ƻŦ ƘŜŀƭƛƴƎ ƛǎ ǘƘŀǘ 

ƻŦ ōŜŎƻƳƛƴƎ ŀ ŘŜŎƻƭƻƴƛŀƭ ǎǳōƧŜŎǘΣ ƻǊ άƭŜŀǊƴƛƴƎ ǘƻ ōŜέ όDŀȊǘŀƳōƛŘŜ-Fernández, 2014, p.207). 

Ψ[ŜŀǊƴƛƴƎ ǘƻ ōŜΩ ƛǎ ŀ ƭƻƴƎ-term political project in post-colonial South Africa, where apartheid 

dictated for so long who we were, what we could be and the futures we could imagine. Mignolo 

ǊŜƎŀǊŘǎ ŘŜŎƻƭƻƴƛŀƭ ŀǊǘƛǎǘƛŎ ǇǊƻƧŜŎǘǎ ŀǎ ΨǎǳŎŎŜǎǎŦǳƭΩ ƴƻǘ ǿƘŜƴ ǘƘŜȅ Ǝŀƛƴ ƳŀǊƪŜǘ ŀǘǘŜƴǘƛƻƴΣ ōǳǘ 

rather when they help colonialised subjects de-link from conditions of cultural coloniality, when 

ǘƘŜȅ ƘŜƭǇ ōǳƛƭŘ ŘŜŎƻƭƻƴƛŀƭ ǎŜƴǎƛōƛƭƛǘƛŜǎ ŀƴŘ άƘŜƭǇ Ŏƻƭƻƴƛŀƭ ǎǳōƧŜŎǘǎ ǘƻ ǊŜ-emerge, re-surge, and 

re-ŜȄƛǎǘΧέ όƛōƛŘΥ нлрύΦ !ōƻǾŜ ŀƭƭΣ ŘŜŎƻƭƻƴƛŀƭ ŀŜǎǘƘŜ{ƛǎ Ƴǳǎǘ ōǳƛƭŘ ǘƘŜ ŎƻƳƳǳƴŀƭ όƛōƛŘΥ нлтύΦ ²ƛǘƘ 

the video series Nervous Conditions I have again experienced a similar bonding with women of 

ǾŀǊƛƻǳǎ ŎǳƭǘǳǊŀƭ ōŀŎƪƎǊƻǳƴŘǎ ŀǎ ǘƘŜȅΩǾŜ ƛŘŜƴǘƛŦƛŜŘ ǿƛǘƘ ǘƘŜ ŦŜŜƭƛƴƎǎ ƻŦ ŘƛǎŜƳǇƻǿŜǊƳŜƴǘ ŀƴŘ 

personal attempts at resisting coloniality presented in the video through a range of formal 

aesthetic techniques like employing the angry black woman stereotype, laughter, repetition and 

mimicry. As with most of my practice since 2008, my works have started off as a reaction against 

a particular stereotyping of myself in the local or international visual art field, or in response to 

ŦŜŜƭƛƴƎ ŘƛǎŜƳǇƻǿŜǊŜŘ ŀƴŘ ǘǊȅƛƴƎ ǘƻ Ǝŀƛƴ ōŀŎƪ Ƴȅ ǾƻƛŎŜ ŀƴŘ ΨǿƻǊƪ ǘƘǊƻǳƎƘΩ ŀ ǎƛǘǳŀǘƛƻƴΦ ¢ƘŜ 

three-channel video work Nervous Conditions I responded to my feeling of not being not heard 

and silenced in an academic setting, and then my grudging airing of unmitigated thoughts. But 

while that was the initial creative impetus, as more women watched the video and gave me 

feedback, I shelved ideas of scrapping this work and instead reworked the video dialogue 

several times to include fictional stories as well as the narratives of other women-of-ŎƻƭƻǳǊ LΩǾŜ 

ƘŜŀǊŘ ŀǎ ŀƴ ŀǘǘŜƳǇǘ ǘƻ ǾƛǎǳŀƭƛǎŜ [ƻǊŘŜΩǎ ƛŘŜŀ ƻŦ ōƛƻ-ƳȅǘƘƻƎǊŀǇƘȅΦ CŀƴƻƴΩǎ ǘƘŜƻǊƛŜǎ ƛƴŦƭǳŜƴŎŜŘ 

the conceptual and visual ideas of racial wounding, racial epidemeralisation and the violence of 

Othering as I slip between subjectivity and objectivity, between apartheid and post-apartheid 

South Africa ŀƴŘ ǘƘŜ ¦YΣ ōŜǘǿŜŜƴ ŘƛŦŦŜǊŜƴǘ ƻōƧŜŎǘǎ ǘƘŀǘ ǊŜǇǊŜǎŜƴǘ ΨƻƴŜǎŜƭŦΩΦ ¢ǊŀǳƳŀ ŎƻƭƭŀǇǎŜǎ 

time into a timelessness of self-reflection, anger, neurosis, fragility and attempts at becoming. 
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The video work Nervous Conditions II, a fictive psychiatric session between myself and a TV 

ǇǎȅŎƘƛŀǘǊƛǎǘΣ ŎƻƳōƛƴŜǎ CŀƴƻƴΩǎ ǿƻǊŘǎ ŦǊƻƳ Black Skin, White Masks ǿƛǘƘ !ƘƳŜŘΩǎ ǘƘŜƻǊƛŜǎ Ψƻƴ 

ōŜƛƴƎ ǘƘŜ ǇǊƻōƭŜƳΩΣ ǉǳƻǘŜǎ ŦǊƻƳ !ŦǊƛŎŀƴ ƭƛǘŜǊŀǘǳǊŜ ŀƴŘ .ƘŀōƘŀΩǎ ƛŘŜŀ ƻŦ ŀǾŜƴƎƛƴƎ ǊŜǇŜǘƛǘƛƻƴ ƛƴǘƻ 

a monologue that despairs but also asserts a strong fighting sense of Self set against the 

language of pop psychology. Through this process of reworking, the Nervous Conditions series 

have become a more layered sense of mockery and a means for laughter. This laughter 

recognises the insanity of racism and colonialism, and by relieving the tenseness of the original 

rant becomes cathartic but also belies the vulnerability of the subject on display who recognises 

ǘƘŜ ŎƻƴǎŜǉǳŜƴŎŜǎ ƻŦ ǇŜǊŦƻǊƳƛƴƎ ŀ CƻǳŎŀǳƭŘƛŀƴ ǇŀǊǊƘŜǎƛŀ ƻǊ ΨǎǇŜŀƪƛƴƎ ǘǊǳǘƘ ǘƻ ǇƻǿŜǊΩΦ Lƴ Ƙƛǎ 

мфуо ƭŜŎǘǳǊŜǎΣ CƻǳŎŀǳƭǘ ŘƛǎŎǳǎǎŜǎ ǇŀǊǊƘŜǎƛŀ ŀǎ ΨŦǊŀƴƪƴŜǎǎ ƛƴ ǎǇŜŀƪƛƴƎ ǘƘŜ ǘǊǳǘƘΩ όtŜŀǊǎƻƴΣ нллмΣ 

p.7). This kind of speech aims to tell the truth at all cost, even if it means incurring the wrath of 

ǎƻŎƛŜǘȅ ŀƴŘ ŀǳǘƘƻǊƛǘƛŜǎΦ ¢ƘǳǎΣ ǘƘŜ ŀƴƎǊȅ ōƭŀŎƪ ǎǳōƧŜŎǘ ΨǎǇŜŀƪƛƴƎ ǘǊǳǘƘ ǘƻ ǇƻǿŜǊΩ Ƴŀȅ ƘŀǾŜ 

negative consequences for the speaker and thus belies the precarious field in which she works, 

which purports to a criticality, but leaves her feeling fragile.  

wƻǎŜΩǎ ǿƻǊƪΣ ǘƻƻΣ ƻŦten demonstrates this kind of speech when she openly interrogates the field 

of art production itself. She is known for finding herself at odds with the politics of both the 

local White and contemporary visual arts structures internationally. For example, in her live 

performance The Cunt Show (Fig. 46) which was staged as part of the exhibition Global 

Feminisms όнллтύ ŀǘ ǘƘŜ .Ǌƻƻƪƭȅƴ aǳǎŜǳƳΩǎ 9ƭƛȊŀōŜǘƘ !Φ {ŀŎƪƭŜǊ /ŜƴǘǊŜ ŦƻǊ CŜƳƛnist Art, Rose 

responds to finding herself as the only woman-of-colour at a panel session via a mimicry of 

socks puppets.113 I quote her at length from the video: 

hƘΗ .ǳǘ ǘƘŜǊŜΩǎ ƭƻǘǎ ƻŦ ŀǊǘƛǎǘǎ ƘŜǊŜΦ ¸ŜǎΣ !ŘǊƛŀƴ tƛǇŜǊ ƛǎ ƘŜǊŜΦ bƻ ǎƘŜ ƛǎ ƴƻǘΦ ¸ŜǎΣ ǎƘŜ ƛǎΦ bƻ she 

is dead. She is dead? Barbara Kruger killed her. Oh, I had no idea. So what are we doing here? 

They needed some colour. And besides, they said it was a movement for white women. They 

said they were fighting men. But they give birth to white men. They marry them. They fuck 

them. They love them. They are their brothers, their fathers, their lovers, their sons. They 

ŜŘǳŎŀǘŜ ǿƘƛǘŜ ƳŜƴΣ ǎƻ ǿƘƻΩǎ ǘƘŜ ƻǇǇǊŜǎǎƻǊΚ 

Hmm. I was wondering. Where are all the other American woman theorists? You know, the 

coloureds? The Native-American woman, the African-American woman, the Asian-American 

                                                           
113 The exhibition was curated by Muara Reilly, Linda Nochlin and Lila Acheson Wallace and ran from 23 March ς 1 
July 2007. 
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woman, the Spanish-!ƳŜǊƛŎŀƴ ǿƻƳŀƴΚ ¢ƘŜȅΩǊŜ ŘŜŀŘΦ [ƛƴŘŀ bƻŎƘƭƛƴ ƪƛƭƭŜŘ ǘƘŜƳΦ LǘΩǎ ŀ 

bloodbath. Do you think that there is not enough people of colour presentation from within 

the UniteŘ {ǘŀǘŜǎ ƻŦ !ƳŜǊƛŎŀΚ L ŘƻƴΩǘ ƪƴƻǿΣ ƛǘΩǎ ƴƻǘ Ƴȅ ŎƻǳƴǘǊȅΣ ŀƴŘ ŀƴȅǿŀȅ ǘƘŜȅΩǊŜ ŀƭƭ ŘŜŀŘ ς 

killed by the liberals, the democrats and the repub-lions. Hmm, it must have been a blood 

bath. It still is. Hmm, are you a feminist? If anything, I am a humanist. I once asked the artist 

ŀƴŘ ǎƘŜ ǎŀƛŘΣ άL ŀƳ ŀƴ ŀǊǘƛǎǘΦέ LƳǇƭȅƛƴƎ ǘƘŀǘ ǘƘŀǘΩǎ ŜƴƻǳƎƘΦ {ƘŜ ǎŀƛŘ ǘƘŀǘ ōƻǘƘ ƳŜƴ ŀƴŘ ǿƻƳŜƴ 

fought for her freedom to speak (Rose, 2007).  

Lƴ ŀ ŎŜƴǘǊŜ ƻŦ ²ŜǎǘŜǊƴ ǇƻǿŜǊΣ wƻǎŜ όнлмпŀύ ŎǊƛǘƛŎƛǎŜǎ ǘƘŜ ǎƘƻǿΩǎ ŎǳǊŀǘƻǊǎΣ ǘƘŜ ŦŀŎǘ ǘƘŀǘ ǘƘŜȅ 

were not given artist stipends, the whiteness of the show and of Western feminisms. This live 

performance greatly upset the curators. The cheesy hand sock puppets did little to alleviate 

wƻǎŜΩǎ ǎŎŀǘƘƛƴƎ ŎǊƛǘƛǉǳŜ ƻŦ ǘƘŜ Ǿƛǎǳŀƭ ŀǊǘǎ ŀƴŘ ŀǊǘ ƘƛǎǘƻǊȅ ŦƛŜƭŘǎΣ ŀƴŘΣ yet, it confirmed again her 

awareness of the performative role of the jester in saying uncomfortable truths, and her lack of 

fear in doing so. In this role of jester, like Fisher (2002, p. 66) reminds us of the trickster figure, 

she does not resolve conflict, but reveals institutional power and policing, even in a show that is 

ƳŜŀƴǘ ǘƻ ōŜ ǳƴƛŦƛŜŘ ƛƴ ŀ Ǝƭƻōŀƭ ŀƭƭŜƎƛŀƴŎŜ ƻŦ ΨǿƻƳŜƴΩΦ wƻǎŜ ŜȄǇƻǎŜǎ ǘƘŜ ŎǊŀŎƪǎ ƛƴ ǎǳŎƘ ǳƴƛŦȅƛƴƎ 

projects when it emanates in Western centres, at the invitation of such centres. Such kinds of 

engagement, in which the politics of the art field and its power-players are indicted, continue to 

ōŜ ǊŀǊŜΣ ŀƴŘΣ ȅŜǘΣ ǘƘŜȅ ŜǾƛŘŜƴŎŜ ΨƻǘƘŜǊΩ ǎǇŀŎŜǎ ƻŦ ŎǊŜŀǘƛǾŜ ǇǊƻŘǳŎǘƛƻƴΣ ŎƻƴŘƛǘƛƻƴŀƭ ƻƴ ƳƻƴŜȅΣ ōǳǘ 

not only produced for capital gain, but also for resistance and revelation.  

The series I Make Art was produced with such resistance in mind. It is a loud declaration by a 

woman-of-colour visual artist from the South that despite the conditions that surround the 

production, reception and validation of art ƛƴ ǘƘŜ ƎƭƻōŀƭƛǎŜŘ ŎƻƴǘŜƳǇƻǊŀǊȅ Ǿƛǎǳŀƭ ŀǊǘǎ ŦƛŜƭŘΥ άL 

aŀƪŜ !ǊǘέΦ ΨaŀƪƛƴƎΩ ƘŜǊŜ ƛǎ ŀ ǇǊƻƴƻǳƴŎŜƳŜƴǘ ƻŦ ŀƎŜƴŎȅΣ ŀƴ ŀōǎƻƭǳǘŜ ǊŜŦǳǎŀƭ ǘƻ ŀƭƭƻǿ ƴŜƻ-

Ŏƻƭƻƴƛŀƭ ŎŀǇƛǘŀƭƛǎǘƛŎ ŎƻƴŘƛǘƛƻƴǎ ǘƻ ŘƛŎǘŀǘŜ Ƴȅ ŀōƛƭƛǘȅ ǘƻ ΨǾƻƛŎŜΩ {ŜƭŦΣ ŀƴŘ ǘƘŀǘ ǘƘŜ ƳŀƪƛƴƎ ƻŦ Ƴȅ ŀǊǘ 

is the platform that I use to make myself heard. The work tries to show how the mimetic gesture 

fails in re-ǇŜǊŦƻǊƳƛƴƎ WƻƘƴ .ŀƭŘŜǎǎŀǊƛΩǎ ǿƘƛǘŜƴŜǎǎ ŀƴŘ ƳŀƭŜƴŜǎǎΣ ŀƴŘ ƛƴ ƛǘǎ ŦŀƛƭǳǊŜ ōŜŎƻƳŜǎ ŀ 

deconstruction and mockery of the categories of Otherness (feminist, Arab-ness, African-ness, 

performance, new-media, etc.,) that Western art canon discourse creates in order to keep its 

white, male, heteronormative specialist centre stable.  

Conditions of production need to be made apparent, as they are not peripheral, Adesokan 

reminds us, especially for artist from the post-colonies. The limitation of funds, as well as 
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attitudes questioning art as worthwhile ventures, which African artists are faced with daily, 

ƻŦǘŜƴ ƘŀǾŜ ŘƛǊŜŎǘ ƛƳǇŀŎǘ ƻƴ ƻƴŜΩǎ ƳƻŘŜ ƻŦ ǇǊƻŘǳŎǘƛƻƴΣ ǇǊŜǎŜƴǘŀǘƛƻƴ ŀƴŘ discourse, choice of 

aesthetics, ability to promote and sell work, to making a living as an artist, as well as access to 

knowledge. For instance, in South Africa (and Africa) many young artists, particularly students-

of-colour like myself, become familiar with international contemporary art as a mediated form 

of knowledge ς via art books, and other people who travel internationally and either write or 

teach about these works, and, more recently, the internet information highway. What this 

results in is a particular form of knowledge that is distant, limited and already interpreted 

according to specific Western canonised authorised discourse, before it is disseminated. As 

ǇǊƻōƭŜƳŀǘƛŎ ŀǎ ǘƘƛǎ ΨǇŀŎƪŀƎŜŘΩ ƪƴƻǿƭŜŘƎŜ Ƴŀȅ ōŜΣ ƛǘ Ǉƻƛƴǘǎ ǘƻ ǘƘŜ ΨŀŦǘŜǊ-ƭƛŦŜΩ ƻŦ ŀǊǘǿƻǊks long 

after price-tags have been removed and also to the fact that there is not simply a Western art 

ŎŜƴǘǊŜ ŀƴŘ ŀƴ hǘƘŜǊ ƳŀǊƎƛƴΣ ōǳǘ Ƴŀƴȅ ŎŜƴǘǊŜǎ ŀƴŘ ƳŀǊƎƛƴǎ ŀƴŘ ǾŀǊƛƻǳǎ ƭŜǾŜƭǎ ƻƴ ǿƘƛŎƘ ΨŀǊǘΩ 

operates as cultural capital. This thesis has tried to demonstrate some of these capacities of 

postcolonial masquerading, not just as consumptive fashionable renditions of Otherness, but 

also as a powerful reflector of individual and social consciousness, as a critically analytic strategy 

and pedagogical resource where critical stagings meets pleasure, reflection and resistance.  

Although I never expected it, some viewers took the time to write me feedback on Nervous 

Conditions after they viewed it. I quote below two email responses:  

I have just sat and watched your film. It's an extraordinary piece of work and I wish to thank 

you for articulating some, if not all, the feelings I and many others have been suppressing for 

some time. This film sums up the unspoken anguish which has been simmering inside me for 

the past 12 months at Goldsmiths. The anguish that I get when I go to the opera house, the 

national theatre, the Tate, the streets of London, a cafe, a pub, every time I walk past the 

yummy mummies in my area, frankly every time I leave the flat but sometimes in the flat. 

Every time I walk into a seminar at Goldsmiths and wonder why I am the only person of colour 

in the room this is the rage that sits down with me, silent. Thank you for being so courageous, 

ƛǘΩǎ ƴŜǾŜǊ Ŝŀǎȅ ōŜƛƴƎ ǘƘŜ ƻƴŜ ǘƘŀǘ ǎǇŜŀƪǎ ƻǳǘ ōǳǘ ǎƻƳŜ ƻŦ ǳǎ ƪƴƻǿ ǘƘŀǘ ƛŦ ǿŜ ŘƻƴΩǘ ǎǇŜŀƪ ƻǳǘ 

we will simply die (C., 2013). 

 

L ƘŀǾŜ ŎǊƛŜŘ ŜƴƻǳƎƘ ŦƻǊ ŀ ŘŀȅΦ Χ ¢Ǌǳƭȅ ŀƳŀȊƛƴƎΣ L ǿƛƭƭ Ǉŀǎǎ ƻƴ ǘƘŜ ƭƛƴƪ ǘƻ ŀ ŦŜǿ ŦǊƛŜƴŘǎ ƛŦ L Ƴŀȅ 

(J., 2014). 
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Such feedback testifies to the potential of postcolonial masquerading in articulating not just my 

ƻǿƴ ΨǘǊǳǘƘǎΩΣ ōǳǘ ǎǘƻǊƛŜǎ ŘƛǎŎƭƻǎŜŘ ōȅ ŦǊƛŜƴŘǎ ŀƴŘ ŜǾŜƴ ǎǘǊŀƴƎŜǊǎΣ ǿƘƛŎƘ ǿƘŜƴ ǎƘŀǊŜŘ ǇǳōƭƛŎƭȅ 

through creative work, have the possibility of building a community around, and resistance to, 

the intersectionality of oppressions. As an artisǘΣ L ŎŀƴΩǘ ǇǊŜŘƛŎǘ ǘƘŜ ƛƴǘŜǊŜǎǘ ƛƴ ŀ ǿƻǊƪ ƻŦ ŀǊǘ ǘƘŀǘ 

LΩǾŜ ƳŀŘŜΣ ōǳǘ L ōŜƭƛŜǾŜ ƛƴ ǎǳŎƘ ǾŜƴǘǳǊŜǎ ŀǎ ǎǘŀǊǘƛƴƎ Ǉƻƛƴǘǎ ŦǊƻƳ ǿƘƛŎƘ ŜǾŜƴ ŦŀƛƭǳǊŜǎ ǇǊƻŘǳŎŜ 

interesting possibilities ς practicing artists, no doubt, understand this as an active part of the 

creative process, where failures often deviate from a planned projection and produce more 

imaginative results than anticipated. Moreover, in the post-colonial context, failed or short-lived 

ventures can provide discussion and inspiration long after they have evaporated from existence.  

Postcolonial masquerading has also afforded me a site where my interests in postcolonial 

theory, black feminist creative theorisation, contemporary visual arts, art history and popular 

culture congeal, and this thesis and the artworks produced try to actively enact this in-between-

ness. Viewing artworks as pleasurable creative critical pedagogical tools refuses to 

instrumentalise them, but regards them as starting points for creative theorisation, the 

beginnings of conversations and not end products of knowledge. When I think of my own life 

journey, despite all of my criticisms of educational and arts structures, these are still spaces 

through which I learnt of colonialism, apartheid, racism, patriarchy, heteronormativity, the 

constructedness of gender performativity, the structuring constitutive gaze, body politics and 

agency. These are also the vehicles through which I try to raise the critical consciousness of my 

own students.  

This thesis started off by narrating my loss of voice and visibility in the South African visual arts 

field following my racial critiques of its post-apartheid power structures. This PhD has been part 

of a long process of not only coming strongly to voice again, but determining what I want to say 

as part of a longer engagement in race-gender-postcolonial discourses in South Africa: a 

nuanced analysis of aesthetics used in the service of Whiteness; the problems and potentials of 

postcolonial masquerading; creative practice as a self-reflexive, analytic tool; the convergence 

of criticality and pleasure in visual arts; the idea of the creative-intellectual; and using creative 

productions of artists-of-colour as starting points for theorisation. Theory has actively fed and 
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been explored in my video artworks and, likewise, has influenced my theoretical discussions and 

even my writing style and conference presentations.114  

The catalogue I Make Art (2014) produced for the PhD viva is another step in this process, using 

ǘƘƛǎ ΨŘƻŎǳƳŜƴǘŀǘƛƻƴΩ ƻǇǇƻǊǘǳƴƛǘȅ ǘƻ ƛƴǾƛǘŜ ƻǘƘŜǊǎ ǘƻ Ŝngage with the works and explore it from 

their perspectives. Nicola Lauré al-{ŀƳŀǊŀƛΩǎ όнлмпΥ нфύ Ŝǎǎŀȅ Ψ/ƭŀƛƳƛƴƎ ¢ŜǊǊƛǘƻǊȅ ς Or: Being a 

²ƻƳŀƴ ƻŦ /ƻƭƻǳǊ !Ǌǘƛǎǘ ŦǊƻƳ ǘƘŜ {ƻǳǘƘΩ ǊŜŦƭŜŎǘǎ ƻƴ Ƙƻǿ ƘŜǊ ŦƛǊǎǘ ǾƛŜǿƛƴƎΣ ŀǎ ŀ ōƭŀŎƪ ŦŜƳƛƴƛǎǘ 

based in the North, of the work I Make Art ŎǊŜŀǘŜŘ ŀ Ǉƻƛƴǘ ƻŦ ŎƻƴƴŜŎǘƛƻƴ ǿƛǘƘ ŀ άǎƛǎǘŜǊ ŦǊƻƳ ǘƘŜ 

{ƻǳǘƘέΦ !Ǌǘ ƘƛǎǘƻǊƛŀƴ ¸ǾŜǘǘŜ DǊŜǎƭŞΩǎ ŜǎǎŀȅΣ ŜƴǘƛǘƭŜŘ ΨάǿƘŜƴ L ŦŜƭǘ ƭƛƪŜ L Ƨǳǎǘ ǿŀǎƴΩǘ ōŜƛƴƎ ƘŜŀǊŘέΥ 

{ƘŀǊƭŜƴŜ YƘŀƴΩǎ bŜǊǾƻǳǎ /ƻƴŘƛǘƛƻƴǎΩΣ ƭƻŎŀǘŜǎ ǘƘŜ ǘǊŀǳƳŀ ŦƻǳƴŘ ƛƴ Nervous Conditions to a larger 

body of South African video artworks which engage colonial and apartheid trauma, while black 

feminist and psychology scholar Peace Kiguwa gives a contemporary reading of Nervous 

Conditions and No Place in the context of post-ŀǇŀǊǘƘŜƛŘΩǎ ǘŜƴǎƛons of race-class-gender. 

[ƛƴƎǳƛǎǘ CƻǳŀŘ !ǎŦƻǳǊΩǎ ǘŜȄǘ ƭƻŎŀǘŜǎ No Place within the language and discourses of South 

African popular culture through its use of fragmentation, montage and out-of-synch audio. 

South African black feminist Betty Govinden presented her own creative piece based on her 

ǊŜŀŘƛƴƎ ƻŦ ǘƘŜ ŀǊǘƛǎǘΩǎ ǇǊŀŎǘƛŎŜΦ Lƴ ǘƘŜ ǇƻŜƳ For Sharlene Khan: Contemplation (2014), Govinden 

ǎƛǘǳŀǘŜǎ ΨōŜƛƴƎ ŀ ǇǊƻōƭŜƳΩ ŀƴŘ ΨǘŀƭƪƛƴƎ ōŀŎƪΩ ǘƻ ŀ ƴǳƳōŜǊ ƻŦ ƻǘƘŜǊ ǎǇŜŜŎƘ ŀŎǘǎΣ ōǳǘ ŀƭǎƻ ǊŜŦƭŜŎǘǎ 

on the dilemmas posed to individuals and societies by such enactments.  

The work on the publication further led to producing new works utilising performative writing to 

explore various elements of repetition, mimicry, mockery and conceptual violence. The series of 

ΨbƻΩ tŜǊŦƻǊƳŀnces όнлмпύ ƛǎ ōŀǎŜŘ ƻƴ !ƘƳŜŘΩǎ ŎƻƴŎŜǇǘ ƻŦ ΨƪƛƭƭƧƻȅΩ ŀƴŘ Ψƻƴ ōŜƛƴƎ ǘƘŜ ǇǊƻōƭŜƳΩΣ ŀǎ 

ǿŜƭƭ ŀǎ .ǊŜŎƘǘΩǎ Ǉƭŀȅs He Who Says Yes and He Who Says No,115 which inspired my performantive 

intervention at a Goldsmiths workshop entitled She Said No, She Said No in 2013. This section 

ŀƭǎƻ ǊŜŦŜǊŜƴŎŜǎ ƻǘƘŜǊ ΨƴŀȅǎŀȅŜǊǎΩ ƛƴŎƭǳŘƛƴƎ ǘƘŜ ²ŀȅŀƴΩǎ In Living Color ΨIƻƳŜȅ ǘƘŜ /ƭƻǿƴ /ƘŜȊ 

²ƘƛǘŜȅΩ ǎƪƛǘΤ aŀƭŎƻƭƳ ·Ωǎ ǊŜŦǳǎŀƭ ŘǳǊƛƴƎ ŀƴ ƛƴǘŜǊǾƛŜǿ ƛƴ мфсо ǘƻ ŀŎƪƴƻǿƭŜŘƎŜ Ƙƛǎ ΨǊŜŀƭΩ ǎƭŀǾŜ 

name; and a 2014 interview of Hollywood actor Samuel L. Jackson in which he was confused 

with another African-American actor and, thereafter, refused to answer questions on his 

ǳǇŎƻƳƛƴƎ ŦƛƭƳΣ ƛƴǎǘŜŀŘ ƳŀƪƛƴƎ ŀ ǎŜǊƛŜǎ ƻŦ ǊŜǇŜǘƛǘƛǾŜ ΨLΩƳ ƴƻǘ ǘƘŀǘΩ ǎǘŀǘŜƳŜƴǘǎΦ 9ŀŎƘ ƻŦ ǘƘŜǎŜ ΨƴƻΩ 

                                                           
114 ΨL aŀƪŜ !Ǌǘ ς ±ƻƛŎƛƴƎ ±ƻƛŎŜΣ {ǇŜŀƪƛƴƎ {ŜƭŦ ŀƴŘ 5ƻƛƴƎ /ǊƛǘƛŎŀƭƛǘȅΩ όнлмпύ Ƙŀǎ ōŜŜƴ ΨǇŜǊŦƻǊƳŜŘΩ ŘǳǊƛƴƎ ŀƴ ŀǊǘƛǎǘ ǘŀƭƪΣ 
a conference panel and as performative writing in the catalogue I Make Art. 
115 Written in 1930, the plays discuss individual and mutual social responsibility. 
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ǇŜǊŦƻǊƳŀƴŎŜǎ ŘŜƴȅ ŀǘǘŜƳǇǘǎ ǘƻ ΨǎǘƛŎƪ ǘƻ ŀ ǎŎǊƛǇǘΩΣ ǘƻ ŀŎƪƴƻǿƭŜŘƎŜ ǘƘŜ ǊƻƭŜ ǘƘŀǘ ƻƴŜ ƛǎ ŀǎǎƛƎƴŜŘ 

and expected to play, and to choose, instead, the role of the killjoy. 

More killjoys are needed for sustained discourses which analytically pick apart the mechanisms 

that continue to normalise racist-sexist-classicist-heteronormative representations and 

spectatorship. We need to encourage, through considered critique, new visual languages and 

ŜȄǇƭƻǊŀǘƛƻƴǎΣ ǘƻ ǊŜŀŘ ŀƴŘ ǿǊƛǘŜ ΨǿƛƭƭŦǳƭȅΩ ŀǎ !ƘƳŜŘ όнлм4) says.  

Perhaps the most important part of my pŜǊǎƻƴŀƭ ƛƴǘŜƭƭŜŎǘǳŀƭ ƧƻǳǊƴŜȅ Ƙŀǎ ōŜŜƴ ΨƭŜŀǊƴƛƴƎ ǘƻ ōŜΩ ς 

that finding oneself a killjoy and an angry black woman again (not again!), is a legitimate stance 

in relation to social injustices ς ŀƴŘ ǘƘŀǘ ƳŀǎƪƛƴƎ ǿƻƴΩǘ ŘƻΣ ŀǎ !ƘƳŜŘ όнлмлŎΣ ǇΦрмύ ŀǊƎǳŜǎΥ 

But we can't get over it. Racism is not something you can get over. We won't get over it. To 

get over it before it is over would be to keep things in place. We must be the trouble they 

claim us to be: we must persist in being the cause of their trouble. It is time for us to reclaim 

our place as angry Black feminists even as we inhabit different places. The angry Black 

feminist, who insists on, speaks about racism, who is not happy with diversity, can do things. 

tŀǊǘ ƻŦ Ƴȅ ΨŘƻƛƴƎΩ ς in my writing and practice ς is ŎƘƻƻǎƛƴƎ ǘƻ ΨǳƴƳŀǎƪΩ ǎƻŎƛŀƭ ǇƻƭƛǘƛŎǎ ƛƴ 

representations. In an age of blinding consumption, of anything goes, of the over-inflated 

currency of contemporary art works (Fisher, 2002 p.63), it is perhaps easy to forget that visual 

art images are still a potent vehicle through which a number of social and representational 

issues are challenged and learnt, sometimes in unforgettable ways. It is also perhaps not so 

common that visual artists are afforded the opportunity to be involved in shaping public 

discourse, but, in South Africa, visual arts performative masquerading practices are, indeed, 

creating opportunities for artists to enact roles of creative-intellectuals in stimulating 

discussions on identity categories and representation, and continuously allowing us to 

interrogate ς necessarily so ς what we think of ourselves and Others as we are being moulded 

into South Africans with endless imagined possibilities.  
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Illustrations 

 

 

 Fig.1. Anton Kannemeyer, Pappa in Afrika (2007) 
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Fig.2a. Anton Kannemeyer Pappa and the Black Hands (2009) 
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Fig.2b. Anton Kannemeyer, Pappa and the Black Hands (2009) 
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Fig.3. Anton Kannemeyer, Sharp Teeth (2009)  

 

Fig.4. Anton Kannemeyer, Zuma and Friends (2009)  
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Fig.5. Anton Kannemeyer, Idi Amin Dada: 

Hitler in Africa (2009) 

 

Fig.6. Anton Kannemeyer, Birth (2008)  
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Fig. 15 Untitled, 2010 

 

Fig.7. Anton Kannemeyer, Yo Dumbfucks! (2009) 
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Fig.8. Anton Kannemeyer, Fertile Land (Cursed Paradise series) (2008) 

 

Fig.9. Anton Kannemeyer, Run, Daddy, Run! (Cursed Paradise series) (2008) 
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Fig.10. Anton Kannemeyer, Black Dicks (Cursed Paradise series) (2008) 

 

Fig.11. Anton Kannemeyer, White Wealth (2010) 
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Fig.12. Anton Kannemeyer, Ψ²ŜƭƭΣ Ƙƻǿ Řƻ ȅƻǳ ƭƛƪŜ ǘƘŀǘ ŦƻǊ ŀ ŎƻƛƴŎƛŘŜƴŎŜΚΩ (2008) 
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 Fig.13. Anton Kannemeyer, Prison in Africa (2009) 
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Fig.14. Anton Kannemeyer, Congo Parody (with apologies to Hergé) (2009) 
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Fig.15. Anton Kannemeyer, The Liberals (2010) 

 

Fig.16. Zapiro, Rape of Justice Cartoon 1 (2008) 
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Fig.17a. Model Laura Stone for French Vogue (2009) 

Fig.17b. Model Laura Stone for French Vogue (2009) 

 



149 

 

 

 

 

 

 

Fig.18. Illamasqua Christmas advert (2012) 

Fig.19. Model Ondria Hardin for Numéro (2013) 
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Fig.20. 5ǳƴƪƛƴΩ 5ƻƴǳǘǎ Thailand Charcoal Donut advert (2013) 
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Fig.21a. Die Antwoord, Hey Fatty Boom Boom music video (2012) 

Fig.21b. Die Antwoord, Hey Fatty Boom Boom music video (2012) 
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Fig.22. 'Race row: Swedish minister Lena Adelsohn Liljeroth smiles as she cuts a piece of the 

'genital mutilation' cake' (2012) 
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Fig.23. 'Dressed in Trayvon Martin and George Zimmerman 

Halloween Costumes' (2013) 

Fig.24. 'Under Fire: Two unversity students are facing disciplinary action after taking 

photos of themselves as South African maids. Above, the girls are pictured sporting brown 

face paint and pillows shoved down their skirts' (2014) 
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Fig.25. Mary Sibande, I Put a Spell on Me (2009) 
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Fig.26. Mary Sibande, LΩƳ ŀ [ŀŘȅ (2009) 
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Fig.27. Mary Sibande, I have not, I have (2010) 
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Fig.28. Mary Sibande, The Reign (2010) 
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Fig.29. Mary Sibande, Silent Symphony (2010) 
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Fig.30. Mary Sibande, ¢ƘŜȅ ŘƻƴΩǘ ƳŀƪŜ ǘƘŜƳ ƭƛƪŜ ǘƘŜȅ ǳǎŜŘ ǘƻ (2009) 
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Fig.31. Mary Sibande, A Terrible Beauty is Born (2013) 
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Fig.32. Mary Sibande, A Reversed Retrogress, Scene 1 (2013) 
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Fig.33. Senzeni Marasela, Theodorah Comes to Johannesburg (Hector Pietersen Memorial, 

Soweto) (2005-2008)  
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Fig.34. Senzeni Marasela, Theodorah Comes to Johannesburg (Apartheid Museum) (2005-2008) 
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Fig.35. Senzeni Marasela, Theodorah Comes to Johannesburg (Jeppestown) (2005-2008) 
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Fig.36. Senzeni Marasela, Theodorah Comes to Johannesburg (Kliptown) (2005-2008) 
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Fig.37. Senzeni Marasela, Theodorah Comes to Johannesburg (Diagonal Street) (2005-2008) 
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Fig.38. Senzeni Marasela, Theodorah Comes to Johannesburg (Turbine Hall) (2005-2008) 
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Fig.39. Senzeni Marasela, Theodorah Comes to Johannesburg (St Albans Church) (2005-2008) 
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Fig.40. Senzeni Marasela, Theodorah Comes to Johannesburg (Zoo Lake) (2005-2008) 
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Fig.41. Senzeni Marasela, Covering Sarah IV (one of a triptych) (2011) 
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Fig.42. Senzeni Marasela, Visit to Joburg IV (2011) 


