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ABSTRACT

This thesis analyses the masquerading strategies employed in the artwaristefnporay
South African visual artists Anton Kannemeyer, Tracey Rose, Senzeni Marasela, Mary Sibande
and Nandipha Mntambo. Masquerading, in this context, referthe donning of costumes,
makedzL) ' YR GKS dzaS 2F LINRPLJAI Ay aénsHBhixsily 2y SQa
examines contemporary debates in South Africa arosunchvisual artmasquerading
performanceswvhichhavequestionednotions of idently, autobiography and memoryhe first
chapter plots the reactivation of blackfaosasqueradesn artwork by youngWhite South
Africanartists and examineshe mechanisms gbarodic humour and jok&ork in accessing
inhibited pleasurehrough racial stereotyped he seconadhapter explores psychoanalytic
(Western, black and Africarfeminist and postcoloniaheories on masquerading, and looks at
the concepts of mimicry, masking, repetition, and violence as markers of this terrain. The work
of Frantz Fanon anHomi K. Bhabha are used to explore ahpower relations, but also the
possibilities ofnasqueraéhgas subversive of authorised knowledgepostcolonial contexts.
KIFIoKF Q& A R&mackedy Thybdkyvard@iivalencas well as black feminist
ideas of creative theorisatiomre used to frame the masquerading strategieshaffour South
African womenof-colour artistsunder discussion in the third chapter, whidamonstrates how
Rose, Marasela, Sibande and Mntan#image masquerade as anadytic tool to centralise
womenof-colour narratives angersonal politicisation as starting point§theorisation This
research attempts to evidence the conceptibstcolonial masqueradifgas an important
criticalaesthetictool in black feminist and decolonialising discoursegastcolonial societies
My own practical video engagements employ masbnial masquerading to interrogatay
identity as a South African Indian womasual artist actively exploring strategies of mimicry,
masking, repetition and ambivalence as tools to voice my subjective poaitehistory framed

by apartheid, postpatheid and postcoloniality
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in pigment ink on cotton rag, 50cm x 75¢rRhobgraph courtesy of the artist X X X X X184X

Fig.36 MaraselaS. (20082008)Theodorah Comes to Johannesburg (Kliptg®@mital print in
pigment ink on cotton rag, 50cm x 75¢rRhotograph courtesy of the artixt X X X X X X66X

Fig.37 Marasela,S. (20052008)Theodorah Comes to Johannesburg (Diagonal Sfieefial
print in pigment ink on cotton rag, 50cm x 75¢rRhotograph courtesy of the arti¥t X X XLB6
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Fig.38 MaraselaS. (20082008)Theodorah Comes to Johannesburg (Turbine adjtal print
in pigment ink on cotton rag, 50cm x 75cihotograph courtesy of the artixt X X X X XUB7X

Fig.39 MaraselaS. (20082008)Theodorah Comes to Johannesburg (St Albans Chibigital
print in pigment ink on cotton rag, 50cm x 75¢rRhotograph courtesy of the astiXX X X268

Fig.40 Marasela,S. (20082008)Theodorah Comes to Johannesburg (Zoo L&kgital print in
pigment ink on cotton rag, 50cm x 75¢rRhotograph courtesy of the artiZ&t X X X X X X26X & @

Fig.41 MaraselaS. (2011 overing Sarah INotton threadon fabric, 34cm X120cmn
Photograph courtesy of the artist...........oooorei i, 170

Fig.42MaraselaS. (2011Visit to Joburg I\JCotton thread on fabric, 42.8cm X44.3m
Photograph courtesy of the artiSL.............ouii i 171

Fig.43MaraselaS. (2011Visit to Joburg I[ICotton threal on fabric, 50cm X48cpiPhotograph

(o301 T (=5 Vo 1 1= = U 1S PP 172

Fig.44aRoseT. (2000)TKQB&W digital video with sound, running time: 6mins 18 3&'ejting
for God 25 September 20 November 2011BildmuseetlUmea..........cccovveeeveeeeveeeeveeeenee. 173

Fig.44bRose, T. (2000)KQB&W digital video with sound, running time: 6mins 18 sSa&iting
for God 25 September 20 November 2011BildmuseetlUmea..........ccccveeeeveeeeveeeeveeeenee. 173

Fig.45aRose,T. (2001 Ciao BelldThree channel colour digital video projection with sound,
running time: 13minsWaiting forGod 25 September 20 November 2011BildmuseetUmea,
Still from2min IBEecX X X X X X X X X X X X X X X X X X X X X X X X X XX XX KX X X DD

Fig.45bRose, T. (2001Yhree channel colour digital video projection with sound, running time:
13mins]Waiting for Gog 25 Sepmber- 20 November 2011BildmuseetUme3 Still from 5min
48SECX X X X X X X X X X XX XXX XX XXXXXXXXXXXXXXXXXXEHXXXXXD

Fig.45cRose, T. (200Liao BelldThree channel colour digital video projection with sound,
running time: 13minsWaiting for God25 September 20 November 2011BildmuseetUme3
{OGATE FNRBY MHYAY nnaS0O XXXXXXXX XK MK MK XK KIK X KX X X X
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Fig.45dRose, T. (200iao BelldThree channel colour digital video projection with sound,
running time: 13minsWaiting for Gogl 25September 20 November 2011BildmuseetUmed
RSGEFAT XXXXXXXXXXXXXX X XOMMERLIKIK KKK XLFEX X X

Fig.45eRose, T. (2008iao BelldaThree channel colour digital video projection with sound,
running time: 13minsWaiting for Gogl 25 September 20 November 2011BildmuseetUmed
detail X X X X X X X X X X X X X X X X X X X X X XXX XEXXXXXXXXXXKEXX DD

Fig.45fRose, T. (200iao BelldaThree channel colour digital video projection with sound,
running time: 13minsWaiting for Gogl 25 September 20 Noember 2011 BildmuseetUmed
detal X X X X X X X X X X X X X X X X X X X X X XX X XX XXXXXXXXXKXBEXX DD

Fig.45gRose, T. (2001iao BelldThree channel colour digital video projection with sound,
running time: 13minsWaiting for God 25 September 20 November 201, BildmuseetUme3
detail X X X X X X X X X X X X X X X XXX XXX XXX EXEXXXXXXXXXXKBEXX DD

Fig.45hRose, T. (200Tiao BellgThree channel colour digital video projection with sound,
running time: 13minsWaiting for God 25 September 20 November 2011Bildmuseet,Umed
detail X X X X X X X X X X X X X X X XXX XXX XXX EXEXXXXXXXXXXKXXX DD

Fig.45iRose, T. (200Liao BellgThree channel colour digital video projection with sound,
running time: 13minsWaiting for Gog 25 September 20 November 2011BildmuseetUmed
detal X X X X X X X X X X X X X X X X X X X X X XX X XEXXXXXXXXXXKXXX DD

Fig.46 Rose, T. (2007Mhe Cunt ShoyOnline viagko, running time: 9mins 58 sekrformance

with hand sock puppets presented at the symposigeminisms without Border81 March

2007for the exhibitionGlobal Feminisms: New Directions in ContemporarycArated by

Maura Reilly, Linda Nochlin and Lila Acheson at the Brooklyn Museum, Ne\2¥ btarchg 1

July 2007, Available dtttp://www.youtube.com/watch?v=0X5iLPLWzR&tcessed 15/01/14)
XXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXAK X XXX X

Fig.47 Mntambo,N. (2009)The Rape of EurogArchival pigment ink on cotton rag paper,
112cm x 112cm, edition of 5] Perryer, S (ed.) (2011Nandipha MntambgExhibition
catalogue, Standard Bank Young Artist Award 2011 traveling exhibiema Cape Town:

Stevenson in association with Standard Bank and the National Arts Festi&s,.pp.......... 179
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Fig.48 Mntambo, N. (2009)NarcissugArchival pigment ink on cotton rag paper, 112cm x

112cm, edition of 5in Perryer, S (ed.) (2011Nandipha MntambgoExhibition catalogue,

Standard Bank Young Artist Award 2011 traveling exhibiaena Cape Town: Stevensam

association with Standarlank and the National Arts Festival, ppn = X X X X X X X X X XXX XMy n

Fig.®. Muholi, Z. (2007Musa Ngubane and Mbongi Ndlo{&ilver gelatin print, 76cm x 50cm,
edition of 8],StevensolijElectronic] Available at:
http://www.stevenson.info/exhibitions/muholi/being17.htnfaccessed 04/09/14% X X X A8{

Fig.50 Muholi, Z. (2007 Being(triptych) [Silver gelatin print on Lambda, 30cm x 22.5cm, edition
of 8], StevensoifElectronic] Available at:

http://www.stevenson.info/exhibitions/muholi/being20.htnfaccessed 04/09/14% X X X A82
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INTRODUCTION

We are aware of those who are driven by hope, the supposed victodsthaxsse 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. Bitigation 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 underlyingrierm.

adzOK YIF &1 A& 9 KGS S ELINBEKE AI2ZRNRYGIKQD X 2 K2X |yéaglh e
214 Al GKS FTyYEA2dzA WRSTSIGSRQ 2N KS K2LISTdzA W
of the day we still ask: what exactly is behind each mask? (Ndel®€4, £.152)

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

racial transformation in visual arts in South Africa (SA) (Khan, 2006). Theeatidssed the

opinionthat since 1994ransformation seerad to have halted at the poirdf Whitewomen

replacing White men in positions of powm&outh Africastill officially employsacial categories

2F W2 KAGSQ: W, f I O maso §uestohsssizibRs@hat Wik wokiery RA | Y Q0
understard various oppressions, such as raigss domiation, because they hawexperience

of sexism. To put it mildly, | was unprepared for the politicaldfatithat ensued that changed

the course of my life and artistic trajectonyaking me gariahin the local art worldthis

included being humiliated fomy 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
WONRHZSAWM L ¢ AT yS@OSNI 3SGiAy3a tAaGAy3Ia 2F YvYe

1 This research utsesthese official South Africamcial categories as established in apaid and their continued

usagepostl LI NI KSARY Wz KAGSQ 6LISNE2ya 2F 6KAGS 9dNBPLISIY RSa0S
W/ 2t 2d2NBRQ OLISNBE2ya #8 FFAESRINROKLYRRI REadSYyRBYXOlIY &t &

(persons of South Asian descent that arrived as slaves in Cape Town iff ttentifry andin the second half of the
19th century first as British indenturé labourers and then as merchanttsiar{Yat one time it included Indian and
Chinese but later primarily addressed people of Chinese descent, as WeJl & ¢ Qderhd2racyi Chinese,
tF{1{AAGFYAS LYRAFY FYR {NA [ b{2b$ NMLuEHR i§ dsanpdefefericSNE G KS
Yy HRAGSQ | YR Ay édaxRiBdan Sobth Aricans als@ grodimd underitf® Nl  WLINB OA 2 dza f @
RAAIRGIYy(dF3ISRQ 06KAOK NBOSyYy(fe Q2yyaaoisA d-dai AR2yS-af- f (8K St yUuCH NiR SU
O 2 f ZruENdndisalso used to denote identification with blackness as a politicalagBifnative project and
stance.Generally, quotes and discussions follow the capitalisation and usage of specific authors in their contexts
with regard to racial terms such 8¢ K AdifSIQ3] Q¥ 2 NJ wO2f 2dzZNBRQX a ¢Sff a GKS |
when quoting them.
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many White friends§ Although | had previously flirted with masquerading as an aesthetic
strategy, during this professionally and personally excruciating time bet\2666 and 2008,
performative masquerading became a vehicle for me explimtlituate myself in my artwork,
and to express concerns over how | felt issues of race, class, gender, religion and education
affected me privately as an individual and also Ipdily as a citizen of this new democracy.
Masquerading became the critical methodology and visual language which allowedasseid
strongly, sometimes vengefully, my voice and body back into the South African visual arts field,
refusing the silencingnd invisibilisatiohthat | felt forced upon me. Since then, masquerade
has become an active research interest, something that | am ambivalent abteuiris of the
problems | perceive with its uncritical aesthetic usage,wlich fascinates man its popularity
with visual atists inSouth Africaand internationally® This ambiguitynformsthis written

inquiry.

Although masquerade is proliferous and there are various theoreticians who discuss it, it is often
mentioned too briefly and there are few-ttepth studies of visual arts masquerading. This
practicebased 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 stuggles with identity ad place. It also endeavouts plot out a terrain for
masquerading as a postcolonial critical tool capable of subverting dominant social and
knowledge constructions iBouth Afric& & -apartheid context, by extending this discussion
to the works offive South African visual artistk this thesis, | read through the masquerading
practices otcontemporary South African artistnton Kannemeyer, Tracey Rose, Senzeni
Marasela, Nandipha Mntambo and Mary Sibanaded try to demonstrate howuch critical
analses reveavibrant interdisciplinary discourses built around engaging creative artworks in
theorisation in postcolonial societie¥he artists chosen for this research are simply based on a
long-standing interest in (or concern with) their visual vocabiela The critical analysis of their

imagery could just as well be extended to other South African visual arts masqugebaties

2188 YKI OHAMMO F2N2dziyQ SELIX AOIF A2y 2F GKA& WTI ¢

3¢KAA GKS&AA z4S5a GKS 62NR WAYQDAAAOAL Aactrotsimplya (G2 YINJ |
O2YyRAGAZ2Y 2F WoSAy3d Ay@AaroftSQr odzi ¢6KSNBE 2yS Aa | OGABS
silencing.

4International artists who predominantly use masquerading in their works include Cindy Sherman, Yasumasa

Morimura, Lona Simpson, Rotimi FaKkiayode, 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 (2000/2@h2 Bright (2010).
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could also relate to such practices in other postonial contextsThis thesis employs the terms
WYLIORE 2 YA £ QYR {tRe@HhIRiginie@n? tb r2fer to a historigoolitical period

after the formal end of colonisation in various countries, whereas the latter refers to
WLRAGO02t 2y Al ftAAYQ & | O2yOSLIidz- f FNIFYSg2N]
be known as postcolonial studies, which examines the historical, economic, political, social and
cultural dimensions of colonialism, as well as new forms of allamd economic imperialism
(neo-colonialisms) Postcolonial studies are often intdisciplinaryin their approach to

examining power relations between the dominant and the dominatedhisstudy, the term
YLIRORE 2y Al £ Q A a Sanh AffcaoisignifyiiB procesd ¢ yistoricahocio

politicall Yy R SO2y 2 YA O NI RNBhichbeftitd tHelesing apgastticid iff the £ A &
1994, was not subject to a process of Europeaitalenisation (the question of when South

' FNAOI 0 OQH RS AW LidankeshBl I A ¥ &

+ NA2dza ARSEAYRF{ WLR AU YR Yddwith in @ebody giamdrkA &4 Y Q
produced as part of this practidesasedPhDas | engage my own pesblonial P L yf RF2NA Ol y QX

multicultural, diasporispacein South Africabut also my sojourabroadin the former British

0 K

N

Empire, as | centralise my bodftO2 f 2 dzNE I 1S YR WiNHziKaQ Ay (KS

to visualise and harness various psychoanalytic, Cultural Studies, postcolonial, decolonial, race
and black/African feminist perspectives as they theorise bedfesolour and creative work,ral

this crossdisciplinary engagement represents the manner in which | approach them as a visual

FNIAaGs y24 Fa RAAGAYOH FASEtRAX odzi NI G§KSNJI |
GKNRdZAKQ I NIg2N] &P CdzNI KS NYetheBrgandpraiigeegca G 4SS

actively feeds the other in a ndimear, selfreflective process, and | hope this is evident in what

| consider two interrelated manifestations of my role as a creaititellectual. My practical
investigations allow me to meavfrom 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 nowguestheid,

tKI G 2yS R2SayQi 2F04Sy SyO2dzyiSNI AYy 2FFAOAL €
YARRf SOt aa WoglyylroSQ {2dziK ! TNAOFY LYRALFYZ
artist both inSouth Africaand in the larger contemporary art fielThis thesis and the artworks
produced represent my continued efforts to back talk, talk back, talk through, anddalit

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

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,
02 WO2YLISGAGADBSQ OFNYADEHT & cky WNRBIEAGE & NRWARIOF
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 tlwning of costumes and makg by visual artists

along with the use of props, to enact and stage charactdten engagingheir own bodies in

front of a digtal video or still camera lensuB as the first chapter demonstrates, masquerade

can also beexplored with regardo more traditional media, such as drawing and painting. Visual
arts masquerade has many manifestation&outh Africabut | am particularly interested in the
various ways it has played out in evidencing the political imaginatioihae cultural

producers, as well as womeaf-colour visual artistsyith whom | share mangoncerns 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 historianRoseLee Goldberg, in her 2011 update of her 1979 Pasformance Art:

From Futurism to the Preseimtserteda short section, at the end dier discussion, on
contemporary South African performance art in the new centwijich featured quite a few
visual arts masquerading$his phenomenon can also be witnesse8auth Afric 8 LINBY A SNJ |
awards, theannualStandard Bank Young Artist Awandhich has among its recipients over the
last ten years, nine awardees whose practices include performative masquerddimgf these
artists, Mary Sibande and Nandipha Mntamlare discussed in this theSimternationally,

there have been a number okhbibitions focusing on the resurgence of masquerading practices
in postcolonial spaces including=fction of Authenticity: Contemporary African Art Abroad
(2003) at the Contemporary Art Museum in St Louis, W&&puerade: Representation and the
Self in ©Gntemporary Ar{(2006) at the Museum of Contemporary Art in Sydney, Australia;

5Many South African womeaf-colour artistsuse masquerading in their works.,g. Berni Searle, Tracey Rose,
Zanele Muholi, Nandipha Mntambo, Mary Sibande, Nontsikelelo Veleko, Donna Kukumasa\iakhubu,
Gabrielle Goliath antlebdang Kganye
8 These past masquerading winners includasan and Husain Essop (2014), Mary Sibande (2013), Nandipha
Mntambo (2011), Michael McGarry (2010), Nicholas Hlobo (2009), Lolo Veleko (2008), Churchila2adé),
Kathryn Smith (2004) arBemi Searle (2003).
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Undercover: Performing and Transforming Black Female Ider{20€9) at the Spellman

College Museum of Fine Art, Atlanta, UBAauty and Pleasure in South African Contemporar

Art (2009), Stenersen Museum, Oslo, Norwiafe Less Ordinary: Performance and Display in
South African Arf2009), Djanogly Art Gallery,Nottingham, Engldbigjdentification(2010) at
Goteborgs Konsthall, Swedefracey Rose Waiting for God2011),Bildmuseet, Umea,
SwedenMasqueradg2014), New Photo Alliance, New Orleans, USATéedDivine Comedy
(2014), Museum fur Moderne Kunst, Frankfurt am Main, Germany. There are many more
international group exhibitionghich include themasqueradingrtworks 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, tenpre

the future, space, has, since th860s in Western arts, been actively deconstructed in what

0SOIFIYS 1y26y a4 WLSNF2NXI'EE&S IiSINYE VRIS ANFK 2 NIY NI O ¢
refer to a range of performance practices such as live perfagador the documentation

thereof), still photographs or video, and such performative practice can be traced to the early
Mpnna YR F2dzyR I ONRP&aad FINIAAGAO RAAOALAE AySao
the use of bodies as sites of integation by artists (in particular their own), which became a

major concern from the 1960s onwards in art practices around the wimdrwoven but not

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

body ha 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 harnesseternationallyd & |y dzY 6 S Ndip& (femiliidis{i K SN 3
peopleof-colour) to reveal constructions of colomaodernist differences subsumed under

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

1995; Hassan, 2000/2001). Artist Coco Fusco (12234) finds that performance art has drawn

YIye WSEOf dZRSRQ LISNE2ya 0SSOI dza S caltiral adi&@usly Ga a b
RAFFSHRYOSAE Aad NBEOSIODRYHR 2YRA DK R dzilzf tBeRits 8 O D 2 €izA 3
multiple percaJi A 2y a | YR dzy LINBRAOGFIoATt AGE aAa | a YdzOK
Fo2dzi 2dzNJ ARSYGAGASE a 6KIFEG 65 6Eefofe/dtlans & ¢ KS ¢

TWIAGS INIQ Aa dzaSR (2 RSy20GS INIAAGAO 02R& LISNF2N¥YI yoSa
exist, but sometimes only in limited documentation and oral testimony. See Jones and Heathfield (2012), Goldberg
(1979/2012, Jones (1998/2012) and Warr (2000/2012). See Jones and Heathfield (2012), Goldberg (1979/2011),
Jones (1998/2012), Warr (2000/2012) and Ugwu (1995).
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for layers of social signification to be decoded. In the 80s and 90s, many artystgeshcritical
race, black/Afrocentric feminist and postcolonial theories, amid the turn to discourses on

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

The1990switnessed the end of apartheid Bouth AfricaThe lbeakdown of apartheid state
control saw artists using their bodies as sites of critique in unprecedented ways. Performance
art entered the South fhican visual arts gallerys a kind ofour de force.The BackAfrican

body as a motif of ethnographic resed, but also autobiographical witnessing, became a
strong trend in South African narrativisation, as personal testimonies gave more individual and
textured acounts of life under apartheignd,aswill be seen throughout this thesis

increasingly oftenia masquerading. This performative playing reflects the many spaces this
body inhabits, both physically in the space(s) of ggsrtheid, postcolonialSouth Africa

Africa, andof an increasingly globalised, technologized world, but also the variousnatams

that attend representations of black/African bodiesislwithin these multiple spacebat | seek

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

varioussocial scripts.

.ST2NB GKS O2y@FWik t2FH1aljWiNE RSGQ OFy 0SS LINR LR A
is imperative to introduce readers to the importance of identity struggles in-ppattheid

South Africaand how significant processes of enunciation, naming and subjectivity are to
peopleof-colour who have been oppressed for centuries. The rest of this introduction will

outline the need for a decolonisation of Western aesthetics injgo$bnial contexts, while the

FAYILE aSO0GA2y gAftt SELRdAdy R 2y &suéapddsgh@SLii 2F

decolonising creative strategy.

Identity in PostApartheid South Africa

2 KIFG 6SQ@S tSINYSR o2dzi GKS GKS2NE 2F SydzyOAl
positionality. You have to position yoursetimewherein order to say arying at all (Hall,

19891991, p.18).

When Cultural Studies theorist Stuart Hall spoke these words in a lecture indf@8¢heidwas
still entrenched irSouth Africaa state of emergency having being @eell in successive years,

allowingthe apartheidd 2 SNy YSy i (G2 WONI O]l R2é6yQ 2y |ttt 1A
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people as it pleased, while instituting a blamkt on international media coverage of events in

South Africed ¢ g2 &@SIFNR fFGSNI gKSy | IffQa evéimnz2NE 41 3
its death throes, with the unbanning of all afagpartheid political parties iSouth Africathe

release of Nelson Mandke and many political prisoneesd negotiations underway for a

transition to a onepersonone-vote democracy. The speed WitvhichSouth Africawvould 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 latemsirkable even for

those who have livethrough thesetimes. 1994usheedin a dispensation in whicBouth Africa

would be in quite a rush to reconstitute itself and reflect its diverse heritage and complex
KAald2NEBo |1 IffQa ¢g2NRaAX 2y GKS ySSR F2NJ LIS2LX S
themselves from which to speakmbody what has become a preoccupation in various South

African representational media

With the democratic vote cast on the 2of April 1994, akady twenty years ago as | finalise

this thesis, apartheid what philosopher Jagues Derridg1983, p.291) inhis NIi A Of S Wwl OA &
[F&d&G 22NRQ OFttSR GNI OA&Y LI dNdeddd @Sfist, §asilgS =z (1 KS
its host of draconian laws, its monolithic colormabdernist ideas ands false unchanging

narratives ofwho we, as South Africapgereand pushingSouth Africdinally intoa period of
post-coloniality, wiere political (not economic) power was ceded to the local black majority.

The legacy of colonialism and apartheid racism, however, continues to statotméry,

especially in the way the segregationshgjuage of apartheid legislatiditters down to all

levels of South African society everyday language aimato the way we identify ourselves. A

major part of post-apartheid discourse has been-defining what itsignifiesto be South #ican,

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

same time that the integrity d N OS Q | & | y ofidedtityaerfainasgsi G A G dzSy
ideological tené Sodologist DeboralPosel (B01, p.62) has noted thdhe fundamentalism of

racial categorie® O LA G f AaSR W2 KA (GSQ3,a¥ouflifedn tiSouth’ L Yy RA | Y G
Africanapartheid Population Registration Act, has not beentestedmuchasraceA & a g A RSt &
Y2NXYIFEAESR FyR ylFidzNI fAaSR A ¥Thépof19% EhetiSidNid Sy O0S a
thereforey 24 o0l aSR 2y [[dzSadA2yAy3d GKS Frtaade 27F 0

acceptance of racial fundamentalism, ethnic differenaad gender as foundations of identity

8 See also Christiang2003
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0t 26 SN Ol pieferredastan nibie @ffirhitative term rather thaky & K A; o $éhote
previously disadvantaged racial groups, i.e. Black, Indian, Coloured and Chisigeaige for

affirmative actionandalsoas a politically activated identity)

Identity, as defined b dzf G dzNJ € GKS2NRAAG 9FNI O ¢aSSt2y oOowHnnt
I NPdzyR 6 KAOK y2iA2ya 2F wasSt¥Q ola | t£S3arftsz Y2
O 2 y & (i NJzO GoSurderstandingdhle @aterplay between our subjective experience and the
Odzf GdzNF f KAAUG2NRAOIFE aSddAay3aa Ay HKAOK AL Aa F2
and exclusions. Hall (198991, p.16) reminds us that defining Self/Other rela$os a coupled
LINEPOSaadyY da!yR GKSNB A& y2 ARSyidAde GKFG Aa 64l
hGKSN)I Aa y20 2dziaARSE odzi fa2 AyaiARS (GKS {St1
2ySaStToe ¢asSst2y GdHAMRDKRIPYI fRdid Od $ERSOIRSYKI
FlLyidlraeQ 2F | dzyAdGFNEXE adGlFoftS ARSYGAFAOFIGAZ2Y |
projections of Self and Othera performative masking in which performativitgcomes
identity. This relationships one structured by language and the process of enunciation. Derrida
(1983, p.292) reminds us that there would be

X y2 NrOAAY gAGK2dzi | fFy3dzrA3Sd ¢KS LRAYG A

QX
<

rather that they have to have a word. Evlough it offers theexcuse of blood, color, birtt

or, rather, because it uses this naturalist amn®times creationist discoursgracism always

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

prescrites.
[ Fy3dzZ 3S NI LINB ALONKIZASY OAFGG ARAYZESCA 20Fa 2WkNGaihadSa s S|t
fundamentally, been structured by a language of European cotamialernist racism and
discrimination. One sees the perversity of such enunciative pawearious 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 the@mpire$ ¢ a condition of coloniality which Argentine
semioticianWalter Mignolo argues continues in pesplonised societie¥) Mignolo
RAAGAY3IdziaKSa 0SGsSSy GKS GSN¥a WwWO2t2yAlfAaYQs
colonialism and modernity thaesulted in the polittal, economic and social coloai®n of
RATFSNBY(l O2dzyGNASE o6& 2SaiGSNY ylriAazyaz yR W

9 Abrahams, 1997, p.338
10See Mignolo and Vazquez (2013) &akztamlide-Fernandez (2014)
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imperialist matrix of power which continues today and does me¢d actual natiorstate
colonisation to exist (GaztambidEernandez, 2014, p.19%) Culturally imperialistic language
AYONBIaAy3date R2YAYylF 1S4 NBmaW&ise8wrildl G6A2ya Ay (2RI

Thus, Hall (1982991, p.16) states, the struggieith identity is also a strugglever
NELINBaSyldlradA2yY GaLRSYGAGE Aa ¢ khithicyis makaidO 2 dzZNA S >
Ay 2y SUa 2197 pas Mentity, thetefore,fis & G NHzOG dzZNBR dy |l NNI (A &
the narration of which becomes constitutiyiid). For feminist scholar bell hooK4989, p.42,

109)2identity isthey YA Y 3 | YR R S$etlityghdhystary, d/fiich Bay k&€ denied

many exploited and oppressed people in the world through colonisation, racism or sexist
2LIINBEaA2ysHippBRA QK KFa2dzNJ ARSydAdes RS@IftdzSR 2d
¢CKS FoAfAGR (2 ynaveonedalf Snd acknhdddde & tn@tipliciti & naM&s is,
therefore, an act of revolution and sedimpowerment (ibid: 66). Sociologist Himani Baniner

(1995, p.Mmn 0 NBYAYR& dza GKFG yIEYAYy3 Aa | ,BukIYyATFAOL
fori KS LIBIdANI 6 SWLY G¢K2aS K2 RAAYA-BamingiaddsBfA & RI A Y-
SYLRGSNYSyYy( Fa WARSY G AdalfirmlibemseNes tirdugh thé Eréatve y 2 0y S
AONBYy3IGIK GKIFIG O02YSa FTNRBY FTAYRAYI YAadaAiy3d LI N3
G2 20KSNAE ®nat Sy an individyal pfogessh But locates one as part of a

collective redefinition.

{ dzOK SydzyOAl GAGBS 1 OGa LISNF2NY | @At Fdzx Wol O
AfricanAmerican phrase but it is also one that | grew up withSWNBE Wwo Il 01 GFf1Q &aai3
rebelliousness or poor manners, speaking when one should no¢¢edfy as &hild in the
companyofadits).ad ¢ 2 &aLISIF {1 (GKSy ¢KSy 2yS gl acsghadt aLkR2{S
ofriskanddaring 0 K2 2 | a ZThauuhaskpdor vioide puptdres the dominance of the

authorised speaker, moves it away from théi@él authorised speechn The Promise of

Happines$2010a) andWillful Subject® H nmn 0> o0t F O1 FSYAYA&tdzf @ NI | K
subject as being related to the feminist killjgg., i KS F S Y A yAIA10A yAHINR 205 (BS NI & |
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

LgAdy2f2 aleéa GKIFIG GKS 02y O0SLIi 2F WwWO2f2yAltAGeQ gl a Aydil
K2 AGNBOF&G RSO2f2yAlfAGe Ay GSNya 2F RStEAYy{Ay3a FTNRBY 02
Fernande, 2014, p.208).
2wpg Sttt K221aQ Aa GKS g-NhelicanfeninigtiGora WkitR2 LJG SR 6& ! FNA Ol y
B3 These terms are borrowed froifrinh TMinh-ha (1991, p.194192).
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Wg A f fedphesiee the agen® T (1 KS & dzdh&iBdab Mich WiB(petsibtér), 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 the2ofius WK | LILJA y S & & Q
accordance othe individual will ofa subject, rather thaim terms of any larger structural

problems,the subject is viewed as embodying wilfulness and ti#ltis made wrong in its nen

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

wilfulness can be used as a theoretigali NI 4§ S3&> gSNBE 2yS Oly alré& wyz2
canonisation, and can also read willfully in disciplines one is not a specialist in, to generate other
1AYRa 2F WNBIFITRAY3IAQ YR 1y26fSRISA 0A0ARY wmMpoOd

W/ 2 YAY 3 aida crigeal wibuéss can therefobe acts of resistance, transforming us

into subjects through our speech (ibid: 12). In paptartheidSouth Africasuch agencys a

crucialtaskin acknowledging the many different cultures and histories which were suppressed

or rendered insignificanby colonialism and aparthejdand cultural producers in all fields are

tasked with recuperating not just personal histories, but the histories of their communities.
arAdy2ft2 R@20IFGSa FT2N) aOK2f | NA | yderpddBrat dzOS NB
FYR YI SN *as tisxshoiRd arguably, defleEt complex, contradictory and

ambivalent situations that characterise pestlonial spaces (Bhabha, 1994; Mbembe, 2001,

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

negatively.

Postcolonial Spaces and Decolonial Aesthesis

Postcolonial scholar Akin Adesokan, in his bBog&tcolonial Artists and Global Aesthe{2811),

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

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

Ftaz2 G2 | O0G | a wahkhinekitibly brihgs S0Rut intallécihal @rlians in

O2y @SeAy3d (GKS WRSIHESNNAR (@AY T SV ISRNINME SY I2yFA 0 YK
Y2RSNYyAGeQod 1S SEFYAYSE | NIy3IS 2F LRaGO2t 2y Al
WL ald o2t 2yAlf SAaGKSGAOAQ-AVA SEKS Olldd S YaLJlh 20 & LIA?

14 GaztambideFernandez, 2014, p.205
5 RS1 24ty O0HAMMY no0 RASHAYSE aF WWOXNSWRME RNy 2R 02 YYSNDA | §
representation through acts of commission.
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aesthetics, using the standartlg which the value of artistic representations is judged to expose
relationships between powerlessness and power, including the power to advance suctoforms
NELINBASY(Gl GA200B 6R©VE SWIAREBYOSala || . 2dzZNRA Sdza i
contested power elations between various agents. For sociologist Pierre Bourdieu (1986/1993,

L bmMmco0O | FASER daA& 'y AYRSLISYRSyid a20Atft dzyA @S
NBfFiAz2ya 2F F2NOS> AG& R2ité awhlgofdining insyitiRiond 1 & R 2 Y A
and determining agents, which seek to control, invest and change these fields (education field,
LREAGAOIE FASEtRZ Odzf GdzNI £ FASEREZ SGO0Od0® . 2 dzZNRA
Wa G NUzOG dzNA y 3 ¥ ENBHzO SENBBQdz KACGE HFR a2NAFyAaS |
odzi AY AYRAGARdzZ £t& FNB || aSi 2F WRAaALRAAGA2YAC
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 andAdesokan argues, determines which groups have power of representation over
post-colonial people. The understanding that cultural representation islaigal terrain and
weapon,acknowledges the need fordeconstructionof 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 andn Western contexts themselvé€Mignolo understands coloniality as a

GLINPOSaa 2F AYy@SyildAy3a ARSYUAFAOIGAZ2YaEaE YR | C
erasure, devaluation, and disavowing of certain human beings, ways of thinking, waysgof livi

FYR 2F R2AYy3 Ay Fen$ndéz2 2014R0£198) Withih this famewBriSof

O2f 2yAlfAGREYT aAldy2ftz2 f20FGSa GSN¥Ya &ddzOK | a WNE
enunciations which emanate from Western local, historickllbated digourses, butwhich

LIdzNLI2 NI (2 | Wdzy A GSNAL f A & Y OnindetitySbedid®Bes Sy G G A2y Q3
WNBLINBASY Gl 0AGSQ 27F h (K SNIYQ dyf 206dzNaS aKQLIS 25106 SiEATO  Faa
counter-points to Western civilisatio®.{ A YA f | NIADA QVISYSNBSR Ay 2 SaidSN
the philosophical works of German thinkers Alexander Gottlieb Baumgarten and Immanuel Kant

on Wegern European ideals of beauty atite sublime wherespecialist skilis attributed to the

% SS aArdy2t2 FyR xt11dzST onHnmo0 F2NJ I KAAaG2NE OKNRYAOf A\
since 2003, coined by Columbian scholaolf@Alban Achinte, among a collective of scholars from South America,

the Caribbean and the United States of America. See also the scholarship af AMakward and Rolando Vazquez.

7' §S 9 Rg I NROriertalisRi(@¥Y8/26@BNihdCulture and Imperigsm (1994).
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individual artistic genius ®ORY Hnn0OU® aAdy2f2 RSY2YAGNI GSa K2¢
which highlighted the importance of the senses and emotions, and, which was taken up by
Baumgarten in the mid 8" century to validate these as equally important modes in discourses
onrationah 1 & | YR NBI a2y 3 OKIOpsangtonsioytheBeayitilulpad thet c 7 & 2
Sublime According to Mignolo and Vasquez (2013, p.2) the idea of modern aestheTics emerged
as:

X GKS NBIdz I 42N 2F GKS 3Ff 261 f Oimeldnthiswayie G2 aa:

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.
aAdy2f2 ARSYOATASahKarkidh inffluénbadd colmiatodeinistSaticnadit Q ¢ A
discourses, which established it as a separate branch of Western philosophy (the separation of

rational epistemology, aesthetics and ethics).

Mignolo believes that processes of decolonialiisstly, neSR a2 ©6S | NI A Odz | § SR
ARSYUATAOAREFUNRTADPDRINWRESQ 6KAOK YSIya-Al Aa |
Fernandez, 2014, p98) from European universalisn&his entails sometimeagjecting certain

terms for othersg for instance, he$ 2S00 a WNBLINBaSyidl A2y Q F2N WSy
enunciation reflects thatitis K A a G 2 NA OF f £ @ O2yadAGdziSR 02y OS L
FYyR OF{iS3a2NASa 27F (K2 dz3 K-a®)randcarftHusSbe mtErrodatédR & Sy & A
FYR O2yiSaGSRd CdzNI KSNXY2NBZ aiBRSE{AIIQONR KA DK
ahuman creative impulse that exists in all cultures and is produced in innumerable forms.

Mignolo (ibid: 201)f dzZNJi KSNJ RSTA Yy S&a WRS Gisafiogofchntetpotarg arts K S { A

Q)¢
e

which interrogatesartistic practicesand recognised K+ & G KSNBX ' NB &l LJX dzNJ f A
G2 GKS 62NIR 2F (KS a S ¥rsaskoolviBdgriekitlofithe Helva@i&iond S Sy

Q)¢
S

and exoticisation of creativitiyn terms ofcontext,content, form and genre might open up

multiple options forrethinkingcreative sensibilities. Decolonial aestheSis shduidhermore,

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. Thepolitics of decolonial a¢keSis havalso been a key feature

of black/African feminist thought oareative theorisation, anth Chapter Twad highlight how

GKS&aS LISNBLISOGADSE KIS SYLKIFAAASR behasi y2i0 2y
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always been doing so in various unrecognised genres, turning the focus therefore on the

audienceg can you hear her from the siteswhich she has been speaking?

My searchor a concept which capturethe complexity of postolonial locationality (location

not just used in reference to physical geography but as an imaginary, political, ethical, historical
positionféwas articulatedwBy L OF YS | ONRP&aa GKS GSNY WwWLRa(doO2f
scholar Niti Sampat Patel in her baB&stcolonial Masquerades: Culture and Politics in

Literature, Film, Video, and Photograg2901). My initial engagements with masquerading was

entirely through feminist and psychoanalytic theorjeshich focugprimarily on gendered
ARSY(GAGeT 6KSNBlFa tl G§Sf Qa (CGacgnib&skas cridglies & tales (1 O2 f 2
class and nationality, not as additive social categories, but as interseategpeies ofdentity

that evidenced my lifand those of the artists | wasterested in.

PostcolonialMasquerading as a Creative Critical Analytic Tool

Patel(2001))LINBa Sy ia (GKS O2yOSLIi 2F | WLRAGO2ft 2y Al

society n a range of medigShedraws on postcolonial literary theorist Homi. Bhabha's book

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

redeemed into a political act of subversidMasquerade for Patel, is noa 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.8h(ibid: xx) heeds
KFEFoKFEQa Olff (1238 HNBHRAOCORIBEPEINNEKSKAAYE20A2Yy 2

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 ambivaleticeugh her readings

ofl I YA T Y dzNEwhaykand®Rasie Bt faiiMy Beautiful LaundrettePratibha

t I NYIFNRAE RRCREESIFRBNBR { AR YR WSIy az2KNRa O02f
bookAfter the Last Skyot just in terms of the centigsed perspectives of the characters,

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

18 See Wisker2000, p.8

30



Through her various reflections on the differing strategies of masquerade employed in the field
of film, video, literatureand photographyPatel (ibid: 120) locates itentialin
subversivaessand resistancén its "contradictory, representational, and performative nature".
Sheregards masquerade as a powerful metaphor:
X UGKNRdAAK gKAOK $S Oy addacsthatidisirdieyiés ofva@iéidKk G KS Y
postcolonial texts and discourses. The trope permits a criticakegnination of the
predicaments of postcolonial identities and dislocations in an increasingly aggressive, neo
colonial global world. At the same timecibntains within it notions o€hangeability
metamorphosisandcontradiction(ibid: 119120).
Patel (ibid: xiv) believes that by not reducing postcolonial readings to binaries of either/or, she
can create dynamic/incompatible/complex ways of "articulgtand unmasking
postcolonialities"She regards the move away from monolithic fixed, stable modernist
narratives as more reflective of pestodern!® post-colonial societies, and states that
GYlF &aljdzSNF RS GKNAR@Sa 2y a LS Odisatod(id: &xv)fof R £ 2 OF £ A (

traversing borders, subjectivities, and even disciplines.

Tseélon (2001, p.3) Masquerade and Identitie® 2 y OdzNE G KIF &G Y| alj dzZSNJ RA y 3
RAIFEt SOGAO 2F O2yOSItAy3a | yR NBOSI ftoth63I X aSNBSaA
YSOKIFIyAOa 2F ARSyUA(GeésT aKS LINRPGARSa GSydlk dags
masquerade, although she often uses these terms interchangeably:

X gKAtS GKS YIFal NBLNBaSyida oAl OFy 0SS aeavyozftAa

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

Fo2dzi GKS 6SINBNWP X ¢KS YrFral A& LI NIHAFE O2@SNA

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

mask is an accessory; disguise is a portrait; masquerade is a caricature (ibid: 2).
Masquerading can thus be revelatafp G NB @S| ta Y2YSyGa 2F NBTFt SEACL
GAGKAY YR 0S@2yR 2dzNBSt S t5éxée¥divd GarBMIEingH n n M3 LIDE
provides a measure of pleasut®;, Yy R I @SKAOf S T ZWhHichwilde2 f AGAOa 27

¥ Q@S LIzZNLIR aSFdzZ £ & | @2 A RS thig $ullybedatise @S adiomichtedisécial andLI2 a G Y2 RS |
artisticterm. InposO2f 2y Al £ &L} O0SaX LINF OGAOSE tA1S WYeSNYyAAYQ | YR
Many commentaries on SA assume that pagartheid ushered in postmodernism, but in terms of art practice,
postmodern impulses (if one were to look at it in terms of fragmentation, eclecticism, hybridityliglura
appropriationand conceptuapractices) can be evidenced from the 70s onwards, but became more dominant in the
80s), while modrniststyle artwork still continues.
20Tseélon, 2001, p.2
2l 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 toth&€ @ G 2 I NJ LKA Ok A RS2 NBIFfYvya | a
South African womeof-colour artists. hooks @95b, p.216211), likewisesees a differentiation

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

performance asitual play in art, whictO y 6S &l aAGS 2F NBaAaidl yOSéc

Tseélon regards masquerading as an interdisciplinary epistemological tool for interrogating
identity and power, which my thesis and artworks attempt to demonstrate. | quote her at length
because herdeas on the potentialities of masquerading are fundamental for this thesis:
As a means of seffefinition, it constructs, represents, conceals, reveals, protests, protects,
highlights, transforms, defends, gives licence to, empowers, suppresses antekbétra
provides a hiding place for the enactment of desired scripts, dreamed of scripts, feared scripts,
forbidden scripts. It provides different stages to enact other possibilitin®se that escape
the narrow, rigidly defined roles we conventionatyabit. 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, @sing 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 (Tseélon, 2001, pdi2).
CaS3ft2y OAOARY o0 FTAYRA GKI{G LISAFZMKRYR®S Syl of
0SG6SSYy 200A2dza NBIFIRAY3I& YR adzwP@SNEADBS O2RAYS
masquerade are its most potent ones: its penchant for ambiguity, its messiness, diversity,
impurity and imperfection. This slippage between a real bty 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 wmadial, multiethnic,
gendered, sexualised bodies on displail mto question history, socipolitical, cultural and

economic issues.

In Chapter Ongl raise concerns about the use of racial masquerades and autobiography, using
masquerade as a decolonising tool to invggte White imaginings of thel&lkAfricanbody 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 junefj examining a range of
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theoretical perspectives on performative masquerading, as well as considering the formal
aesthetic eéments of masquerading practicEhapter Three returns to autobiographic
masqueradindput tries to evidence its affirmative andcuperative possibilities, as well e
formal and conceptual subversions available to artisasa criticahnalysis of the arious
masquerade®pictured in the artworks of Tracey Rose, Nandipha Mntambo, Senzeni Marasela
and Mary Sibande. The conclodsection of this thesiattemptsto theorise whymasquerading

is such a popular strategy for pesplonial artists, reading through the decolonising potential of
it in my own work and the potential for pleasure, criticality and-seffection that it offeas

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

currently manifest irSouth Africahrough my black female spectatorial readingloK Sa S | NI A &

works but also through my work asfellow artistreseacher invested in, and exploring

masquerading as a decolonial aesthesis.
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CHAPTER ONE:

Touching and Fondling the Black Bééy The Contemporary Significance of South African
+AadzZf ' NIA&aG !'yazy YFyySyYySeSNRa . tFO1FFOS {A:Z

The cultural symbolism of blagde 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 m&ffiects
(Lhamon, 198, 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 collectionfMurks in the boolkappa in Afrika

(Figs.115), notably marked by its use of blackface, which has been lauded by fellow White
contemporaries for using blackface as a trickster to expose-deafed White prejudices.

Although mention is often made about$h RA a4 02 YT 2 NI GKIF G YIFyySyYSe SN
seen as necessary in the politically correct climate of ppstrtheidSouth Africgsee Rossouw,

2013; Marais, 2010a).

+ASogAYA YIYYSYSEBSNRA ¢2NJ a 20SN) (KSshawSittteNR = 2 y S
discussion was raised about his use of coon imagfdn/2010, an opinion piece published in the
Mail and Guardiamewspaper by then Johaesburg Art Gallery curator, kezi Gule, provided
one of the few criticisms of the work, calling intoegion not just the depictions themselves,
but the very intenions and politics of the artistimself. Gz SQ& ONRA G A OA &y OFy o685
the follow excerpt:

One of the questions th&®appa in Afrikaiaises is whether art that is somehow transgressive

or subversive necessarily implies progressive poli#eppa in Afrikas awash with imagery of

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

2¢KS NBFSNByOS T2NJ

GKAA GAGE S I EVNDE ST NBVS YISIYd did yOSs R1F2 NIKZ
aSY2NE FyR G4KS ! NODKA@ZSQ®

Bpenis/ 2y adlyd al NOAY omMmdpppZ Libyno GNF 0Sa GKS g2NR w022y Q
a2y3 loz2dzi Fy 2Lkaadzy GKFG gl a GNKOJTEBRCodn decame Npopuaz y | YR |
At 08 OKINIOGSNIAY ! { YAyaiaNBt O0G&as FyR 68 myon 6+a&a 3JA

the master.
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corruption, but also the complicity of the West. In the world of ag,in the world of political
and social satire, evidence that the audience is offended is seen as affirmation that the
YSRAOAYS Altis nat anlyprithe vl oKrace that | filhppa in Afrika
reprehensible. In one of two works, titléthankYou, Black Angeh black angel gives the artist
a blowjob. Whether they are intended to be subversive or simply funny, much of the imagery
Ad O2yRSa0OSYRAYyId X LYRSSKRO IGH dzaNF W!dzLiL2ya SRl yiy2 S
Ad y230SidNI OAadi Qo w
Gue 1Sa GKS O2YLX SGS 101 2F F3aSyoe 2F .t 01 N
they seem to be serving solely the desires and fears of Whites, and appear active only as agents
2F RAAF&AGSNI I YR WFNBI1@8Q 4&Sbmetdlyemdeyini  aASaad . |
YIYyySYSe@SNNna 62Nl FYyR GKSNBE Aa y2 LROGSYOGALFE 7
controlled universe. Gule criticises the structuring of Black and White bodies exclusively in
binary relationships as evidenced in colo@iat apartheid history. Unlike real life situations
where oppressed people can find ways to disturb and negotiate power relationships,
KannemeyblDa o0 A 3 f AdniLEBIBiaired lz8kfaled @rRain static depictions forever
stuck in the cycle of masteslave relationships. Gule is not immune to the modus operandi of
satirical devices, butdoemii FSSt (GKIFIG YIFIyySYSeSNDa dzal3S 27
WL NPRE8Q YR KdzY2dzNJ YAGAIlI 1Sa KAa 2NH&g 2T NI OA
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, | was alsmubled as | felt what psychoanalyst Sigmufréud(1905/1991,

p.150)g 2dz2f R OF ff | WadALAOA2YQ (GKIG (GKS 2218 641 &
were the defensive reaction®t Ddzf SQ& ONM infer®dis t ¥xplobe vihat Nappers T Y @
when | approacty I Yy SY S & SN A anochldurrdader, who otk dhares his South

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

GKS flIyRaOILISd aé& O2yOSNYy Aa (2 xyt@@adGA3alridsS Kz
readings; and to urefstand, as a fellow artist engaged in such practices, the complexities of
YI&aljdzZSNIr RS® ¢KAa RAAOdza&aA2Y Aa YandtbGGSYLIG G

understand the danger posed by blackface representations in a society still steeped in racism.
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Psychiatrist Carl Jungkour Achetypes: Mother, Rebirth, Spirit, Trick§l869) 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 persondagrsonal unconscious, he also
0StASOSR (KAA WNBAaUSRQ dzZLll2y | RSSLISNI £l 8SNJ KA
0SSt ASOSR gl a dzyAGSNEIf YR aKINBRX Y2NB 2NJ f S3
Y2RSa 2F 0SKI OADQENER a0 VO2yWizS yMibpkas> RISFAY SR | a Wi
SELX IFAYya 2F GKS T NOKSGELISY a¢KS F NOKSGeLlsS ra ¢
by becoming conscious and by being perceived, and it takes its colour from the individual

consciod ySda Ay 6KAOK A0 KIFLIWISya G2 FLWSEFNE® ¢KS
rebirth, spirit and trickster. The trickster is an important figure for this study. The trickster figure

Aa I a02ftfSOGADBS aKlR2¢ TA BcdiNBakactdr in didivduals. i A 2y 2 7
And since the individual shadow is never absent as a component of personality, the collective
FAIAZNBE Oly O2yadNMzOG AGASET 2dzi 2F AlG O2yidAydz
2F WOADAT NBMNY FAX diNBSA & a0 RIOSIND2YS YR KAa a0 NYzi
FILraKA2yé OAOARY wmncov 3IAPSE gl & G2 aSyaArorataAide
the shadow of the trickster always threatens and hints at things repressed, of aatlisast
f22YAy33 o0dzi GKS ONRy3IAy3d (2 O2yaoOAizdzaySaa 27F
KSFftAY3IQ O0AOARY MpPHOD® ¢KS GNAROLAGSNKkOf 26ykT22¢

has also been drawn on in art discourse.

LY KSNRBNHWNREE § w6 G H(AamepIaak BEishaaksFaboutkhk tiicRster figure
and its role in carnivalesquaumour, noting howmanifestations of the trickster figure in
contemporary protest and art enable agency and subjectivity, that its excesdasgobge, of
02RAf & FdzyOlA2yas Y2NrfAdGeo Ffft2ga aLISOGIl G2NER
FAOGA2YAEAQ 2F y2NXNIfA&ALFGAZ2Y YR 2NRSNY aAy STFE
of its policing ego and open freely onto what is beg it ¢ to experienceothernes§ 0 CA 4 K S NI
HANHY LI ccu®d® az2NB2O0SNE CAAKSNI aleéa (GKS GNROJ 3
GKS NB@StlIiGA2y 2F O2YLX SEAGEE O6AOARO® 2KIG T2t
blackface as&zOK I G NA Ol aGSNE S6KAOK LISNXAGa F3ISyda G2
this experience in terms of raedassgenderand locationality, witnessintipe blackface trickster
figure at hstorical junctures in the Unite8tates of America (US) andpg@ TownSouth Africa
in the late 19" century, which are then drawn on for a reading of the contemporary usage of
blackface in South African visual arts. This thesis usekisiaical framework to show how
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o f I O distui8eGEppages and its @ptle for revelation of social constructsf racial

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

An understanding of blackface requires dredging up its origins itV8ie the 1800s, and, in the

section that follows, | presera 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 travelads-atlanticallyC@o South Africaand developed

Ayiadz2 GKS /1S ¢26y aAyauNBft CSadAgrts IyR (KSy
contemporary use of blac&€e, and the questions it raisdout visual art production iBouth

Africa

The Development of the US Blackface Sign

Although thee issignificantNB & S NOK 2y of | O]l T G&sihg@ath: ¢ & [ KI Y2
Blackface Performance from Jim Crow to Hip @8P8) is particularly interesting as it details

the evolution of blackface performance in the US from the late 1820s to the 188@srgues

that it was a sign of subversion of white middlass authority. There are many different stories

o2dzi K2g o0flF O1FIFOSQa Y2ad O0AYOFIlI Y2dza YR RSTA
I N2 6 Q OI 28t Lhamch ¢r$is that stories abotlite spontaneous emergence of the

Jim Crow character erase the evolution of mimetic gestures performed by generations of
AfricanAmericans in market& New York, as they circulated and developed into a blackface

lore cyclesince the eighteenth centufhe RS FAY S& (GKS o6f | O1 FFOS f2NB O
expressive behaviorsmoans, narratives, steps, gesturethat function as racial shorthand

GKIG 3SG&a dzaASRI FRIFILIISRET FT2NH2G0SY Lhaynbn NBO2 @3S N
F20dzaSa 2y bBSNAES] @BNY SO YR (GKS WRIngfiGhy3a F2N
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

miscegenatn was the order of the day amalcity climate of slave oppression, runaway slaves,

24White American actor T.D. Rice is supposed to have appropriated the gesture from an old lifnpang A
American or a Pigburgh baggage man named Cuff.
25 hamon, 1998, p.60

37



aft I @S YI ydzy A #labod, ynaréhantd drariiEtd yoldth@ streaming into urban
centres as the apprenticeship system disintegrated and industrialisation gained mbamen

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 wabeelt gestures, and

which became ainstant hit when he brought it to the stagd 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 the market gestures, as well aarly blackfac& y acteD

performances by George Washington Dixon and then T.D?Ribamon believes that Dixon

FYR wAOSQa LRNINXeérta 2F ofl O] OKINIOGSNA 4SNE

and proslavery caricatures of blacks. He suggests thaCRS (s laydirshigbility to pick up

on old AfricarAmerican stories, songs (Jim Crow was such an Affioarican agricultural song

with roots probably in Nigerian Ibo tales of buzzards), dialects and gestures, and mimic them so
convincingly that he enthrat 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 Afkicetican

audiences who applaudedor the runaway or free blackface characters and their ability to
outwit their middleOf a4 YIFIaGSNA® LYy wmyon3> 5Fy 9YYSidQa
format blackface minstrel show divided into three acts of music, skits and slafstilinstrel

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 gloB&By the 1850s, as US segregationist laws began to take

hold, blackface performances began embodying more racaifestations caricaturing black

B[ Kl Y2y ombphpy I Lbcov dzasSa GKS GSNY WYydzRaAtt flFo2dNR (2
immigrants) and slaves that had to work alongside each other ireanly 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 Britishactor Charles Matthew it822-3 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 thér&iSed in ércuses); see Martin, 1999 and

Young, 2013a and 2013b. Catherine Cole (1996, gl@32traces a longer history of kbkingup in Western theatre

(to the late 14" century).

1.1

B KI Y2y OflAYa G(KFG 9YYS(HiQa ONBHAR YA LISNKYRA2V286 ! 8B a L

aimed to capture the Southern plantation life of AfrieAmericans set to the backdrop of songs created by white
Northern urban composers, like Stephen Foster.

29 See Thelwell (2013) for a discussion on theyparty 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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flrTAYySaad YR aldzLlARAGESY 6AGK AYIFIAYLEFNEB {2dzi KSN
O2yGNBf 2F Wal aal Qo

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

argues becauselim 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
onewith whichwhite youth could identiff I Yy R 0 f | O] Foldéd $hosé geblireR b £ £ & Y
GKS FTANRG O2YLINBKSYyairAgS Syl OdySyd 2F ofl OlySaa
SylFLoftAy3a GKS &2dzikK (G2 a3IAQBS fALI G2 LIR2SSNE OAO0A
fantasy for the black andyoungwhi S I dzZRA Sy OSay aLdG Aa LI NG 2F G
move to have the trickster agent, the minstrel performer, do the penetration for the throng that
aidlea OKI ®6).$é furiher dalnR that gudiences that patronised the Chatham

theatNSE 6SNB | o0fS (G2 RSO2RS GKS tFr&8SNBR 2F ofl O FI
4dzOK O2RATFTAOFGAZ2Y Ay (GKS SIFNIieé YIFEIN]JSG RIFIyOSao
understoodwho was being made fun of. He believes that reading blackfadeN& | £ A 3 G A OQ
portrayals of black persons was part of the slippage of blackface and an indicator of ignorance of
0KS LI Lz | NJ Odzf GdzZNE O2RS& RS@GStf2LIAYy3a 4G GKIFG
2N 0KSe@ R2y QiU 6KAOM@IMSIZES | f a GKSANI a20AFE &Gl y

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

blackface theatre provided one of the few avenues by which Afrioaericans, Asians and

women were able to enter theatre and be paid mohah what vas usual at that time. It can

also be understoods working against prevailing black stereotypes of the Before it became

a vehicle of black stereotyping and denigration after the 188@skface drew to the stage
O2RAFASR Wot I O] plaBded, appreciat&dSantdbegania cykle éf iddntifitation

gAOK WwWofl O] O22fySaaqQ OAaAl O2YSReX YdzAaAO | YR RI

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

| focusnoston Lh¥ 2 y Q& (i K S 2 Nivhitd yduih2allying drodr@l tizi blackface sigs

a subversive vehicle whi@ntagoniss authorities,becausdt seems to continue today whether

Ay (GKS F2N)¥ 26t N¥ 1D YRR IWOR2 1Wo O defy @dzNdBan2 NJ 4§ KS YAY
American commetaries on blackface seem wary@ifgagingvith[ Kl Y2y Q& 62 NJ LI NIi

30 Blackface was used to sell every kind of product and Negrobilia constitutes a huggs foa 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 culture3![ K | Y Rafsih@ Cainan indeed resuect Jim Crow in hindsight due to a

century of lobbying by various Africakmerican organisations against its damaging racial

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

and fantasy of no#black people ee externalised. Blackface operationalizes disembodied

of I OlySaa 6o0fl O] wSaaSyoSQusx odzi GKA& R2Sa y2i
black people (black presence), as was evident in white audiences choosing to read blackface as
WNEIF2SBQANIra ¢Sttt | a GKS -Angrikan Actofsvithds adkacef (2 | C
We arereminded that blackface had very real consequences for black people in the US. In his

book Embodying Black Experience: Stillness, Critical Memory, and tlkeBBidg2010), theatre

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

racial violence to be perpedted on the black body: Youmges incidents of lynching and the

dismembering of black bodies during US slgyvas well as the physical humiliation and violence
perpetrated during racial segregatithatwasS Y6 2 RASR Ay GKS WWAY / NRgQ
GKSNBFa [KFY2yQa NBASEFNODK &1 A Nl-AmefickrSocktyflyS Ol a 2
re-centralisng a white gaze and white motives in his discussions, asking the reader to

dzy RSNE G YR | YR A RS yherkaBeYoudgA2D¥0, pghis ariiAficawW A y 1 Sy G Q=
American asserts thail K Bleadf the black body has been and continues to be projected

ack aa | O(dz t |ibfereéférd having redl émsagSehces for real communities

| would also argue that, far from blackface only affecting the Afrisarerican community, the
popularity of blackface shows internationally has contributed to a lastegative impact of

racial stereotypes of black people globally. Yet, in another slippery act of blackface ambivalence,
in its TransAtlantic transmission to Cape Towsputh Africait became a vehicle for self

definition for an oppressed community situatat the tp of Africa in the late 1800s.

31|t has been argued that Africdn Y SNA OF yaQ Syz2z2eayYSyid 2F o6fl O1FFOS LISNF2NYI

the unrealism of the stereotypes and, therefore, enables them to laugh at these crudeidapite. precisely

0S0ldzaS Al ¢Fa y2G WiKSYQ o6dzi NI GKSNJ GKS 2KAGS YIFyQa ¥l
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Deurmekaarg Blackface in the Cape Town Minstrel Festival

Blackface minstrelsyecamepart of Cape Town culturie the 19" centuryand, over time,

evolved into the Cape Town Minstrel Festival. More populantywn as the Coon Carnivalit

200dzNE SOSNE WIFydzr NBE a LINIG 2F GKS OAGeQa bS¢
the Coloured communities of the wider Western Cape province. Early on the morning ¢f, the 1

the minstrels dress at theklopkamers(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, 1998 An important feature of the 2 of January, what is called the
T6SSRS bdzS WI I NJ 6 W{ SO 2l¢treet m&Bah throfh thelzéntre ohCapell KS a
Town andon to Green Point stadium. Local people and tourists line the streets to watch and

cheer the free spectacle of colourful festiviti€n consecutive Satdays, stadiuntompetitions

are held to judge the troupes for songs, dances, parading and outfits. According to scholar
DenisConstant Martin, who documents this rich heritage in his b@okn Carnival: New Year in

Cape Town, Past to Presetite Minstrel € Ny A @1 f NBLINBaSyida | aGAYS 2°
KI@gS Fdzyz 6KSyYy 2yS Oly WiSi 32Q3 gKIFGSOSNI &2 dz
0SSy SYRdAINBR RdzZNAYy3d GKS¥* LJ ad @SFENE dal NIAYZIZ wmd

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

Xhosa) and colonial histogyi.e., Dutch settlement and colonisation of the Capéjch brought

slaves fromMalay,Indonesia, Madagascar, India and different parts of Africa, freed

Wi LILINBAfricanAntian kaves, the settlement of French Huguenots, Belgians and

Germansand the establishment of British colonial rulehis mixed group of citizens in Cape

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

communities, while thengjority of Dutch, French Huguenots, Germans and Belgians would be
FYFEf3FYFGSR dzy RSNJ G KS G SNY W! FENJish tofn@y> ¢ KA OK
69y It AakK O2f 2y AaSNE . BhSsEBultuies pradifced lodasedfosnt® of W2 KA (G S ¢
homeland celerations, such as Emancipation Day, Guy Fawkes Bayoffember), and various

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

32The event is also colloquiakymownas Cape Town Coon Carnival, the Cape Towmv@handthe Kaapse Klopse
33 Martin attributes the first appearancefdhe black/white face makep to Charles Mattheyan Englishman who

performed in America (1822 1824).Blackface makeip is used less oftein the Cape Minstrel Festivaince 1994,

reflecting more the idea of the rainbow natioBdvids 2018

34 See alsdhe 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 musidance and parades, out of which grawocal 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 1850%881$, the popularity

of blackface performance was so great in all communities, that many local minstrel groups
F2N¥YSRZ YR (KS w022yQ o0SOIYS | 1S@& StSYSyid 27
caricatures. Martin believes that many troupe membersdédnol 8 a2 OA+F GS G KS 42 NR
NI OAad adSNB20eLISas odzi AyaidSrFR GKAY1l AdG YSIya3
(Martin, 1999, p.805¥° The formation of Africamerican minstrel troupes created new waves

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

Singers performed iBouth Africdor two years between 1890 aritB92and then again in 1895.

.t 0Ol YAyaidaNBtae gla GASHESR A Fy SYLRSSNAYy3I L
Coloureds in the 180Gand 1900s, as they saw AfricAmerican culture as embodying a proud,

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

¢ KS T A Nardivaldhrogh Cape W occurred in 1887, with stadiusompetitions being
introduced in 1907. As the Carnival format took hold, Coon troupes marched from their homes
in BoKaap and District Six through the city centre to Green Point Staglihese living areas,
located close to the city centre, were racially and class mixed, but ddggpdverty, crime and
unemployment. When the Afrikané@tational Party came to power in 1948, they began ushering
in new policies to segregate all forms of South African life, inclutivegPopulation Registration
Act of 1950 which classified all Southiédns 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 Mariages Act which prohibited marriage between White people and people of other
races; andhe Group Areas Act of 1950 which divided urban spaces according to race and
restricted ownership and residence accordintflin the 60s, a number of districts in Capawn

G SNB NBT 22FR eWZKA YRA ( KA and the EpKadpRrSnikwhishadl G NA OG  { A |
inhabitants were forcibly removed. Relocated to-tart segregated townships, familial,

neighbourly and community ties were destroyed. These forced removalsaaial segregation

B Criticisms of the contiizS R dza F 3S 2F GKS g2NR w022y Q o6& 20KSNJ/ 2f 2dzNB
MpcnI GAGK LIS2 LI SMatiNBIOPSINIMA).y 3 WYAYyaiNBfaQ o

36 See the list of apartheid legislations@wuth African History Onlinkttp://www.sahistory.org.za/politicsand-
society/apartheidledgslation-1850s1970s
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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 tmiL968, the Minstrel Festival was forbidden

to march the traditional routes through the city centre and, for the first time in almost a
century,the citywas devoid of the Coon presence over the New Year. The Minstrel Festival did
not return to the GreerPoint Stadium until 1979 and organised competition happened
sporadically until 1989 (Martin, 1999, p.151).

The dawm of democracy in 1994 saw theimstrel troupes finally legitimised as part of Cape

¢t26yQa a20ALFf KSNAIGLI 3S dbefadnedppliNdal todl oNdcal padiesa A y & G N
FYR F2NJ 0KS FANRG GAYS:E adGFrdS FTdzyRa 6SNB LINE JA
(ibid: 170) research recognises that the Cape Town Coloured communities bred a completely
unigueONB 2 f A & &R QudxhBisbidingSMERstel Festival is an expressiowhile it is

largely organised and peopled by the Cape Town Coloured communities, @&ectis® of this

SPSyi NB@GSIta (KS KSGSNRISySAide 2F LIRRLIX S RSTA
beingcelebration though, carnival revelry has elicited much criticism by Whites, raitiie

andby Muslim Coloureds for its noise, dancing, bawdy lyrics and drug/alcohol §5abese

criticisms, though, often mask the concern over ttigien of boundaes that occuduring the

Carnival: namely class distinctions, cultural/religious behaviour, stereotypes of Coloureds,
LISNOSLIGA2ya 27F W/ it flandoydstRiSplaysByiofiis Qdltidentiyind gag >

men who sometimes accompany the drumajors)3 as well as the noexclusion of gangsters.

4 6AGK OFNYAGIFEfEa (KNRdAzZAK2dzi GKS 62NI RZ Wy2N¥YI
the Carnival, and despite these oppositions and economic challenges, the Carnival survives

because it exemffles a bottomdzLJE: WNRKRII&D AYAGAlI GADBSP alye aiya
Carnival as an expression of their unique community history and identity, one in which freedom

of expression is a positive character.

87 Factionalism and criminal activities dog the Carnival, with continued struggles with the Cape Town municipality

over parade routes and funding.

BENBEASR Ay SEGNI gF3Atyid 62YSyQa Of20KFABSR2T7VTFHEE OKB RIMS 4 ¢
own appearance. Aording to Martin, he image of the moffie embodies the spirit of the Carnival where

YI NBAYFt Aa8SR LISNE2ya 02YS (23S0KSNJ AYy 2NHIyAasSR WOKI 24aQ
Town, engagingh crosscommunity bonding, a display of pride in their identity and group affiliations, channelling
O2YLISGAGAZ2Y Ayli2 &a2YSUKRYNE SHIKBY fe22y|i k2 NBH NRKS 28 S NE 0 a
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W/ 22y Ay3Q3 Y2NB2 S NIioniaichaacs ® ghineé and régfopfaddo@ O 2 Y LIS {
renewed as an individual and a collective over e YearMikhael Bakhtin ifRabelais and

His Worldregards carnival play not just as art or spectdalg,as life itself. Carnivals, for him

(1968/1984, p.8182), are invested in universal laughter which temporarily upsets hierarchical
2NRSNE aOlFadAy3d GKS KAIK YR GKS 2fRXI GKS FAYA
f 26SNJ aid NI Gdzy 7T 2°MugRS buiies in brgfeRto meldath, xoNdgdtade Bnd

transform, and is inclusive of all participants (ibid: #0artin (1999, p.39) finds a similar idea

2F ONIYyaTF2NXIFGA2Y Ay GUKS /22y ARSI 2F WRSdz2N)X S|
during Carnival signifies fun and craziness whigh@lk a X NB @GSt f SNA (2 o06SftAS
f2y3ISNI K2 GKS& | NBX GKIF G 0K St (ihdl49)DelievésS L2 6 S NJ
there is asense of freedom and pleasure that is gained in playing the Gaod those watching

and supporting the Caows ¢ 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 d&i life in Cape Town.

Thisjourneyinto US andCape minstrelshas tried to read possible positive affirmative stagings

of blackface at different historical momenturisoting also the racial steregtyng and

essentialising that they could nescape) but alsato demonstratethat the W dzy-R 6 Nofilitic§
andseltaffirmativetranscendentai LJA NR& (  2tFat mirktBede/histaricaihoments, are

not as apparent to me as a readefcolourofY I Yy SYS @& SN A& aAlthoGghTl OS A Y :
Fisher(2002: 68)otes thatwhile the trickster figurds marked by an appearancéa¥t | O] 2 F

Y 2 NI f % stie carditiohell by an ethical dimensiamich shesays8 G KS 3IAFG 2 F
interpretation and the acquisition of respect for the otherness of the other in its social

dimensiort While early US minstrelsy evidencéus in the urderclasses rallying around this
anti-authoritative sign and thinstrel Carnival demonstrates this in its inclusivity of different

religions, ethnicities, sexliies andfactionscAy A G & NBALISOG | yRg OSf S06 NI
YI yySYSeé S Nbanexdseaighavll argud, lacks moratggelligence,agency or respect.

2 AGK2dzi CAaKSNRa WS foKoth@mess thBrik whét y6 sha dgyfiieangebf NB & LIS C

this contemporaryre-activation of blackface imagery? Thext section of this chapteattempts

39 Bakhtin (1968/1984, p.2X)arifies hisuse 0PRSS IANI RAY I QY a583INI RIGA2y KSNB YSIya
O2y Gl O 6AGK SIENIK Fa Iy StSYSyd GKFG agltftz2¢a dzZJ FyR 3.
40 Bakhtin (1968/1984, p.9®5) does acknowledge laughter as being limited arapian in its external potetial

anda luxury afforded by the carnival atmosphere.
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to answer this question through a critical analysi¥df Yy SY S @& S NI &, draviing éh] F1 OS &
[ KE Y2y Qa NB&aSINOK 2y afduNdedtanihis yiexticysiphasetof (12 SEI YA

blackface.

TheReactivation of Blackface in South Africansdial Arts

¢Kdza 221Sa Oly fta2 KIFI@S | &adzwoa2SOGABS RSISN¥AY]
allow to be a jokesa joke (Freud, 1905/1991, p.150).

Since the advent of democracy$wouth Africaimages of blackness and disembodied black

bodiesare such a dominant visual trope that sociologistator Okwui Enwezor called attention

G2 GKAA AYy | LINRG20F0GAGS I NIAOES Ay wmMddpt Sy dal
Cryidlae Ay [/ 2y0SYLR2NI NE {2dziK ! #)Nilefibngd whad LINS & Sy
KS ¥Std sla Iy alfFNYAY3a yR a2t AOAG2dza dzal 3S
YIye gKAGS INIAada +ta | gl@& 2F RSFEAY3 gAGK (K
received in an artistic and wider climaté\White defensiveness and liberal moralisgimilarly,

Ddzf SQa wHnanmn ONXR (A | éppaznAfrikayeim@thyrespohsgs/itenGe S ND a

White artists like Kannemey had fought against apartheid aioeir intent was above
reproach,andclaimingthat their role as social aggressors was much needed in laggindj racia

discourse. Notmuch analyfist & 6 SSy R2yS 2y (KS GSOKyAldzS | yF
parodic jokework, and the rest of this chapter unpacks their mechanisms in terms of the

blackface gn.

Pappa in Afrika

YI Yy SYBapmNGEkO2yiAydzSa GKS {AYyR 2F WwW2dziNJI 3S | N
.205aQ O2ftflF 02N A2y a 2 BiteikénBx. ThisPuk Wals ingaitto 02 YA O ¢
shock and offend Afrikaners through its reprasgions of White paranoia and angst in reo

colonial settings, as well as stereotypes of the Other and social taPappa in AfrikgFig.1) is

a solo catalogue, produced by two gallerfés,y R a K2 g OF 4aSa NBLINRRdzOGA 2y a

“1The publishers arblichael Stevenson Gallery in Cape Town, Jack Shainman Gallery in Neandskana
publishing house.
45



drawings, paintingsral 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 andaramp

killing and torture of the 8 O] 0O022ya A& y2 R2dzo0X LI NI 2F YI
colonial pleasure and justification for violence in which he actitrs to implicate the reader.

¢KS NBadzZf GFyld WKdzy2dzZND A& dzyaSddadftAy3a | yR GKdza
forcefully reinserts violence back into the African landscape, referencing not only European

colonial rule but also Blaa-Black violence.

YFEYYySYSe@SNDna of I Of?are diéh hab@eds/aacdkuktBthfuisHalde? ahd Q

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

not relate it to its American origins or usage, nor to t&pe Town Minstrel Festival. Without

this kind of contextualisation, blackface is a dégmsed shorthand symbol for Bick/African

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

only because they are pathic 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 everthough they are often the victims of the colonial Tintin/Kannemeyer figure. For

instance, in the workPappa and the Black Han(®009) (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 haofd@homhe cuts off, reérring no doubt to

Belgian colonial rulén what is now the DR@here the hands of the Congolese were cut off as
trophies®5 dzS (2 YIyySYS@SNRa O2yidAydzsSR KSNR 42NAEKA
criticised colonial figure, and when he i¥'¢iJf @ + @GSKAOfS 2F FlLylul ag Syl
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 realAfrican politicians like Idi Amin.

42 Danie Marais (2010b), who contributes the text Rappa in Afrikawrites to the newspaper defending

Y| yy SY B KaNdEmeger is certainly not trying to tell us that rapists are always black or that they look like
J2ftAg23a 02N WwWO22yaés | a DdAS OFffa GKSYO démeddarNI A 4 Qa LI
blackface minstrel tradition and the golliwog doll as a manifestation of it.

“Pappain Afrikd & KSIF @At & Ay Fiftidz$StfeCCdHigo 1 o M SNESRHEOK gl & RAOGI GSR
beliefs that Belgian colonial sentiment should be poded throught the book. Hergé never visited the Congo and

NEBfASR 2y YA&AAA2YyIFINE NRGAYIE 2F AlGD |-dakedimbetiesJazy, 2F GKS |
and almost unable to think for themselves, patronised by their pith helmet afatissuitclad Belgian rulers who

KSf LI AYGNRRdzOS (KSY (2 WOAGATAALFI(GA2YQb OWAOGYLFYS HAMMO®

46



This can further be seen in images of Black/African politi@adscomplicated by thbook

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

act of crosgpage reading. Sigingirs and interpretations from the left pagewhich often relate

to real people/incidents, can be read across the comic visualisations on the right. Two
instancesexemplify this:Sharp Teetlf2009) andZuma and Friend2009) (Fig8-4); andldi

Amin DadaHitler in Africg2009) andBirth (2009) (Figs-6), placed left and right respectively.

In the first exampleSharp Teetha realistically redrawn anthropological article depicts four

EFEO1 'FNROFYA FNRBY Ly dzy AR ShomAaE SmBiky ag tiey G NI € | T
peer into an open car, exposing their sharpened teeth. The text below (as probably appears in

GKS 2NRAIAYLFE a2d2NOS YFGSNRFEO NBIFIRaAY G¢KS yI A
lend character to their smiles, whichK S& | N8 RA&LI I @8Ay3 6KSY SEF YAy
carthatserd (2 FFF2NR (GKSY 3INBIF G | Yudza &y RBighdsé @ hy (K
demonstrates a similar drawing style and colouration, depicting a centrally dominant smiling

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

Gl NA 2 dza LJ2 € Andladiad JuliusuwalgmaNBlageNdiande and Mosiuoa Lekota
ORSALIAGS YIyySYSeSNDa GAGEST G GKA&@ueddl 3S (KA
party splintering.** Sharp Teetliraws on arethnic African beauty aesthetic whidhspired

imaginations of African cannibalisthThis image manages to simultaneously portray the natives

as feared cannibals, but also as a-predern, childlike group, gtefully inspecting the white

YIyQa OFNE yR Of SINIf& NBFTFSNByOSa (GKS | YOAIdzA(

stereotypes of Africa.

Bhabha illuminates such contradictions in termshaf psychoanalytic notion of fetishism.
Fetishismrasidentification,hed Mmdppn I LIdbmmp 0 -NEEINBIERVR DS F2 NI @2\
which allows for a person to hold simultaneously contradictory betjigfs2 y S 2 FFAOA L £ |y
secret, one archaic and one progressive, one that allows the myth of originsthtethat

F NI AOdzE  1S& RAFITFENSBYWOS: YR RAK ARRS ¢2NA IAY Il R

4 The works depicts)eAfrican National Congress Youth LeagMRCYLPresident Julius Malema, South African

Communist Party General Secretargd® Nzimande (als®Sdzii K ! Ministir @t Higher Education and Training

since 2009) and, set slightly apart from them, the image of Congress of the People (COPE) party leader Mosiuoa
GESNNBNE [S120GF 61 yAO| Yy EoPRaKeStabshedf S0RS/ deverallmendbarvihé NJ LI | & S|
split from the ANC, notably &iuoa Lekota, Mbhazima Shilowad Mluleki Georgeand te party has contested

the general and provincial elections since 20@8the time of this drawingCOPE has split from the ANC and there is

a lotof political slander between these parties

4 Teeth filing/sharpemg has occurred in many culturesee DeMello (2007).
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re-inscription of it, the lack African native is rendered both fearsome (in that he can consume

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

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

RN} gAy3 adetSs GKS gKAUGSYSR avYAfSa 6L NIAOdzZ | N
YR & ¢ SNNE NE bals $fithe Black SolithyARin ®Ei&ans, create visual

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

modern, childf A {1 S WOl yyAolfaQad ¢KS OFyyAolfAadayY 2F (KS
are they cannibalisingouth Africaas 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 toystef Whi

colonialism and are then renacting this old scene in a new capitalist context? More

problematically though, is the reading th@buth Afric@a . f | O] f SF RSNAKALIZ f A
YIGAG@Sas aKz2dzZ R 0S W6 NBasheyiseeymdt to Savethe kapacity K S A NJ 0 S

for modern governance.

The second examplé&di Amin Dada: Hitler in Africend 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 headeNB I Ra GKF G Ad A& FdzZiK2NBR a.& GKS [ ad
aSftl Re I yR al R@hltheBpposite faiyd, iR graplic cartoon style, is a picture of a

White nurse in green scrubs and theatre mask holding up aldaek coon baby with heeft

KFYyR YR atlLIAyYy3a GKS o0loeQa o601 ¢6A0GK GKS 20K
2PSNI I of | O1Birtd, hdy VKNG NEBAINRAIYY 4R RANBad 2F +ff R
FYolaalR2NI G2 | 31 yRI RdzN®ny3gansla iRIOM JpubhsBidgthg = 4| &
0221 F2dz2NJ 8SFNER fFGSNE FYyR AO0 Aa y20 Of SINJ gKSE
considers him an international political authority on the subject. An online review of this book

criticises it as reductionishiits 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 practidés).

wSIF RAY 3 | ONER ddiAminiDgdgoShe Bnage dEha 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 (1970and Ambasador to Uganda (1972).
47 SeeGoogle Book Reviefu.d.)
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OANIK 06SAy3 GKS GFANRBRG FYR RANBadG 2F Fff RA&L 3
Blacks/Africans frorbirth are heralded into disasters, or, more problematically, that

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

African man is both the harbinger of disaster and its vigtiagain, a familiar African colai

trope. In these works, as with the wodo Dumbfuckg2009) (Fig), in which a giant White

hand points down to a landscape littered with handless, helpless coons and a heavenly speech
0dzo6f S SKAOK NBIFIRAX &, 2 5dzYo T aubdguékihy RoldockK 2y S 2
02RIMKKSE LI NPRAO 221S 6KAOK YI1Sa YFIyySySeSNDna
apparent. It is clearly not being made at the expense of White characters, but instead at the

Black characters. Unlike his other parodies withenbactions against Black bodies, these works

appear to be much less aggressive, but there is a hostilitlydenigratiorunderlying them that

is wrapped upn the mask of a nuanced joke, the mechanisms of which warrant analysis.

In Jokes and their Relati to the Unconscioysreud (1905/1991, p.210) notes that allusions in

221Sa 62N)] 6AGK | OoNB@GAGE 2F AYyF2NN¥IGA2YyS YR
SO2y2Yé Ay RSGIFIAE NB¥IWydSOd2 a2¥MaNDOST 2FE WL SR A dxtek
dzaS 2F adSNB2GeLISa 0SSOl dzasS GKS alfftdzaAizya YIRS
Strae (2 FAtféx GKSNBoe ONBFGAYy3I LI SEHRARMNE Ay K
For Freudallusions in jokes are similar to dreams in thgy alS WA Y RANB OGO NB LIN
GKAOK |y 202S0OGA2ylofS StSYSyd Aa RAaLX I OS
orsmt ffté OAOARY RPPSOUREBRNAEOAPYAOSYRE R2Sa y2i R
White charactersvho, though traumaised by their own imaginations of Africa(ns), do not

Sp21S tSaa RAIAyAGEed wlkriIKSNIAG Aa oflFO1FFOS KA

I_
&

a

pui
(Vp])
M, <«

0

thereby using laughter to overcome them (ibid: 14#eud (ibid: 24@249) notes that people

canbem&S O2YAO o6& allzidAy3a GKSY Ay I O2YAO aiidz
OF NAOF 1dzZNBX LI NPReéxX GNI@gSaldeésr 6KAOK AyOf dzRSA
RAIYAGE 2NJ FdziK2NARG& 6L -wokalittle WNE&)WENGEr (2 CNB dzRQ3
Kannemeyer intends it or not, his ahistorical use of coon stereotypes, further continues to
RSAINI RS YR RSGIf dzS Wof I O yfenaids & sympatheticS KSX Ay

48 C NB dzR Q &is ntaiyflyconéesnadawittverbal jokesbut his theory on jokavork asbetrayingunconscious
power relations and wish fulfilments is relevant for visual material as well, although oonsideration needs to be
given to differences and similarities between visual and oral narratives.
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explorer amid thechaos, whose violent exploits involving bladd arethen laughable.

Blackface, thus, remains a source of entertainment for Whiteness.

G, 2 5dzYoFdzO1&H 2KAOK 2yS 2F 282dz YAaSNI o6t S Odzyi

2NAGAY3IE 2Y Y layafii§ bitiSgdirénidBedire andisNie of intimate
autobiography as public confdss, whichsupposedlyenables individual and collective
catharsispraisehis courageousness makinghis critique of White Afrikaner patriarchy;
suggesthat his work is like a translation which uses critical distag¢o re-engage a painful
pastandarguethat the ambiguity created in his parodies demamdore from the audience
implicatingreadeis bymaking them consider their own identities in readings of the widrk.
These commentaries reveal the possibilities that Lind&cheon associates with parodic
practice. InA Theory of Parody: The Teachings of Twentieth Century Art,Réatcbeon (1985,
Lo SEIFYAYyS& LI NRBReée Fa Al KFa RSOSt2LISR Ayiz
O2yaiNHzOGA2Y 2F (S Edntarg (paktigulaidly Mlihe tunyf to defeffexivityy. Sy G A S (i &
{KS 6AO0ARY wMpIZ mMamM0O RSTAYSa LI NRRE& Fa aSNA2dz
O2RATFTAIOES FT2N¥aésx gKAOK A& YIN)JSR o6& az2vys 27
textupont Y2 i KSNJ 0+y AYyGSNISEGdZ t Ade 6KAOK OFffa A
inversion, satire and allusion, hybridity, ambivalermed repetition marked by critical
distancing:
A critical distance is implied between the backgrounded besthg parodied and the new
incorporating work, a distance usually signaled by irony. But this irony can be playful as well as
0StAGGEAYAT AdG Oy 06S ONARGAOFffte O2yaidNHzOGASS |
comes not from humor in patular but from the degree of engagement of the reader in the
AYGSNISElGdzZ t ao62dzyOAy3é X 06SG6SSy O2YLX AOAGE |
CKA&E WAYGSNISEGdZ t 062 dzy OAy 3 Gesekitind thdBackgrom$ G 6 SSy |
scriptupon which the problems of & W \6&uth Bfricaare foregpunded and revealed.
Kannemeyer thuselies 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. Wedengs

of parodyfurther enhance thgoke-work, andINB (i dzNJy (2 CNBdmwoRa | yI f @aAa

49 See Millan(2012), Tyson(2012), Meesterg2000 and Maraig20109
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Freud (1905/1991, p.381) 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 ém abject,
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 eaatliercharacterised 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 dreamork, whee repressed thoughts and desires find a way to
surface. This similarity made Freud believe that jokes perform similar tasks to -gvegdrnn

releasing tension from that which is repressed.

This can perhaps been seertwo motifs whichare persistent irPappa in Afrikathat of black

penises and rape (FigslB). Penises populate the Africaontinent;they rage out of control

andchase down the White man. The association of Blackness and Africanness goes beyond just
stereotypical associations bfack sexal potency, visualising what psychoanalyst Frantz Fanon
(1952/2008, p.130RS A ONR 6 S & 2 F dhe Nepr® is Achpeed. Hy ik tiiried yitd a

penis. Hasl  LJS y Rappé i Aftikgthe White man/Tintin raps and is raped in return

(Figs.1214). Fanon(ibid: 126121)reminds us that the fantasies or dreams of being raped by

black men can be viewed as latent sexual desiragish fulfilments:d . | & A O f fledrBf R2 S &
rape not itself cry out for rape? .... That is because the Negrophohitamas in fact nothing

but a putative sexual partneggr2dza i | & (GKS bSINRBLIK26AO YIyYy Aa |
Cry2yQa KelLRiKSara fSR YS (2 0StASOS GKIFEG YIyy
whichhe alludeso when speaking abouhe develgpment of his Tintin character in an early

O2YAO 2F KAa OFftfSR W. dzieQs 4gKAOK RSLIAOGUA || &2
YIYyySYSesSNna LI NByGa aSLINF¥GSR 6KSyYy KS g1 a GKN
custody, which is gmarently 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)ln an essay forhe Big Bad Bitterkomix Handbo@ndy Mason (2002206,

0. dzii AG gl a NBIFffe gAGK GKFIG 30 2NMBI WAYzieWIt A¥R AilQE Olof
028 pK2Qa 06SSy &SEdzZ ffé | 6dzaSR o6& (KA& FIOGKSNW®W ¢KIG &iG2!
used it as a way of looking back at my prepubescent years, and sort of created a dark and lbeakTHistthing

for me is that | realized, when | finished that, that because | was such a fanatical Tintin reader when | was young,

it was just natural for me, if | wanted to get back to that frame of mind, to that space and that time, was to use

Tintnass 1 AYR 2F YSRAdzY 2 R2 Ad¢ w{A08 oYlIyySYSeSNI ljdz2z{iSR
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p.7) indicates that the comics are a sustained effort by Kannemeyer to wreak revenge on the

Gl dzd K2 NR G & T AIgENRA T2 T KISANG gK28 KD SR KAYI W. | N
the headmastersjominees policeman and rugger buggers whaime way or another

FGOSYLIWISR 2 AYR2OGNAYIFGSST LldzyAaK FyR 0StAGGTE S
and rape of, and by, blackface coons may not represent White colonial guilt or fears in relation

to imaginary blackness, but rather Kannemiyj@a 2 6y 3JdzA f (-er@itidma Kl YS 2 F K
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. Kannerasysackface is then

repeatedly punished. As AfriggAmerican novelist Toni Mdson (1992/1993, p. 17) observes

G KS Bd®HER SIOKS R NEB I ofthus\Tantin ark BlackiacES deemId\ie two sides of

the same whole that is Kannemeyer.

Kannemeyer has sustained the myth that his work deals with nele¢ions inSouth Africa

gKAES AlG OFly 6S NBFIR SYydGANBfe dom KA (SQ/ REBACH LSS @
Cl y AM%28008,p.62 Tl ljd2G SR ail (S YhaldemanstratdBdevthere y i K S
that what is often called the blacsdzft A& | gKAGS Yl yda | NISTFOGE
blackface for his personal trauma and therapy makes it difficult to engage and critique his

blackface representation. The personal is served as national traumaylsledas a black

feminist, | ancertainly 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
YIENNY GABS YR y20G aSSY AYyaSyanhriAr @esantitibry 2y S R?2

find myselftorn 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
acaB3I2NE 2F 221Sa& a WiSyRSyiGAz2dza 221S5aQY AdSo>
YSSUAYy3a gA0GK LIS2LX S 6K2 R2 y2Hbstile jbkgsiare@gub f A a G Sy
category of tendentious jokes in their service of aggressivenessefedak 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

SICNBdzR OomMpnpkmMpdmI LIOmeaentioGsiokesbacausdhdy aréuni yOi200 Syzi Sz (yRay @
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GAYAGAGdziA2yasY LIS2ADSS A y2 T KBS NG Oit dzik OAVIiRT | B2 BBIK
YR ¢6KSy SEGSNYIf OANDdzyaidl yoSa LINBGSYy(d &adzOK L
GKSY Oly 2yfteé 06S YIRS dzyRSNJ 4KS YlLal 2F | 227 €

permits a measure ofbellion against authority (ibid: 149).

Theanti-authorityl 33 NBaaA@dSySaa 2F YIyySYSeSNNna 62N)] SO
AYGSYRSR WodziQ 2F KA&A 221Sa& A& 2KAOGS LI GNRI NI
third authority thatKannemeyer seems to be challenging in the book as a whole: politically

correct speech, which he feels is hurtinglhig R 2 G K SNJ 2 K A (fré&domafdgieéch.! ¥ NA O
Political correctness has made certain modes of race talk and representation unaceqmabl

FLI NIKSARXY YR KA& ¢2N] aSSvya G2 FdzyOaAzy | a (
once again to socially unacceptable representatioms lenguage. There is active revelry in race

and gender stereotypes as a form of cigin, but also & entertainmentg this idea is contained

in the opening statemendf Pappa in Afrikavhich attempts to contextualise it and already

diffuse any possible criticisth & X L2 SG ' yR 22dzNy It A&ad 5FyAS al NI

F2NJ FNG €A1 S Gy BRRyWSX Sid YNRIzat kR BPRRYE$BaEe SNIRE Sy (-
oFFSyairdsS WiN}YyaaNBaairzyQ Aa OAS6SR By SyYyaGaSNIL

al N} A& FYR YIFIyySYSeSNna 3 fftSNRAGaAKkLIHzof A aKSNE?S
triangulation ofLISNE 2y 4 ¢ K2 LINPRdzOS FyR w3asSiQ G4KSasS 221

In his amlysis of jokevork, Freudexamines the intent of the producerokles need a first person
who creates the joke, a second person who is the object of the joke, and a third person who
Ya3SiaQ GR&22FCStIAYRIISIFadzNBEE GKSNBo6e AYONBI aAy:
(1905/1991, p.197, 209) regards the third person as a collaborator in the joke. Thus, the choice
2F gK2Y (2 RANBOG | 2218 Fd F2NIAG (2 0S8 wadzOc
It is essential thahe should be in sufficient psychical accord with the first person to possess
the same internal inhibitions, which the joie2 N Kl & 2@SND2YS Ay GKS I
joke calls for a public of its own and laughing at the same jokes is evidenceeddaing
psychical conformity (ibid: 26304).
Hence, jokes need an audience of their own for the jokek (pleasure) to be complete, and

the audience has to be able to align themselves with the intent of the first person creator.

52Kannemeyer, 2010, inside front cover
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The same is true for theifictioning 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 (producersgdhfer

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 conepien between the

RAFFSNByYyG fFre@SNaR 2F O2RSR YSIyAy3aa Ay LI NPRex
F3ASYyiQd ¢KS AyaSyid 2F GKS LINPRdzOSNJ I yR GKS ST7
AYLRNIOFYG WEOG 2F 02 Y(Wdz2329)!Fork augc@ssil yecddihgNE RA O 4 2
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 decodels.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
WYaRible@2 A OAY3IQ 2F LI NP Reéveldtoyy i the presefzgeantjpdSisioash 2 y I £ £ &

both producer and audience.

2 KAES INIA&AG adFraGaSYSydGa YR gNAGAY3I 2y YIYyySYS
' FNAOIY &a20ASidex LINI 2F GKS Y2Rdza 2LISNI YRA |y
towards a White South African gafegoing audiencevhichsharesand enjoysjhe 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, butalsobg A & & dzLJLJ2 NI SNE NBFdziAy3 ye NBIFRAy3Ia
GKSANEB® C2NJ AyaillyOSs alNIAa oHnamMnoo AY KA& yS§
of The Liberal$ CA 3 dmp 0 LI AR (22 YdzOK FGdSyngrgeyf 12 GKS
themiddleOf a4 2 KAGS 62YFy FyR GKS af AOAipacalz ¥ (KS
politicallycorrecta 4 I G SYSy i dzi G SNBR o6& GKS 2KAGS f A0SNI €
KAAG2NAOFf & RAAI RGI y il Jdskhe dodificatienlofyBiack Bodlieshsl LIS Y S
insignificant in this criticism by a White Afrikaner artist/dite liberalism, parodying, in an act

of homage, an (in)famous Zapiro cartoon which shows three Black South African politicians

0o K2 2dzaioKFEOSY I OPD26BAY 3T (2 al N} Aad0 K2f RAY3
President Jacob Zuma is about to rape (Fig.16). Pexdgelour reading this work, are asked

or rather there is an insistenagto identify with the imagined anxieties and hypocrisy loé t
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White couple, and to accept the use of Black bodies as mere props in this violent episode, a
YStya G2 Iy SyRTZ 2N SftasS wgSQ R2yQl 3ISG GKS 27

Parody regires an ability and training to reats codes, but what if a reader is not competent in

the codesof parody? Hutcheon (1985, p.94) says that the reader will simply naturalise the
Oz2yiGSyia 2F (GKS (GSE(lZ (KSNBoé RAYAYA&EAKAYy3I GKS
work in the context of a country likBouth Africawhich has very different culturalesthetic

codings and literacy levels, can provide pleasure for racist readerseehihe work as

visualising lonigeld stereotypical beliefs. There is also, of course, the possibility that someone
NEFdzaSa GKS 221S® 2 KAf SWRIING Aval VAWSVNSRISININAK |- di2 DX
the fact that Gule actively refutes the work of a joke he finds racist. Psychoanalytic cultural
GKS2NARAG DNIRIF YAf2Y0ol LA Olodin cutist jckes, wBaXSsdeR Qa & G N
jokesaretoldbyawft WFNASYRQ (2 F o6fl O] ftA&AGSYSNE | YR
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 thgikbereates

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 complicfyk G KS 221S (KIFdG A& FAYSR
larger black collective from vith the black listener is now alienated as an exception. In refusing

G2 w3aIsSiQo GKS 221S YR o0& FdzNIKSNJ AYGSNNRIAFGAY S
collaborator, and i$i K dz&a ® WiKAYSR 28N MAal YR HamnO0 LI2AAGA
1Aff228Q a a42YS2yS gK2 y20 2yfeé dzJaSia az2O0Alf
not happy in social spaces where one is expected to b& $he killjoy is someoné K23 a LYy
ALISEF1TAY3I dzld 2NJ aLISIF {1 Ay3 2dziz e2dz dzLJaSad GKS aaAd
GKS LINRPofSY S@Sy (K2dzaAK GKSANI I Anscicusnessi 2 1j dzSa i A
(Ahmed, 2010p2 A (i K D dzf $h@jake bEBsEsdzibej@kE and the pleasure that is

supposed to be elicited is denied much to the discornoardf Marais (and Kannemeyer as will

be seenn the statementdelow).

Freud (1905/1991, p.18083) remarks that jokes employ techniquest W& 13848 NRQ ( KSY

from objections and criticismand, moreover hint at being possessed of power. Partlod

53 The angry black feminist is arg@n of the feminist killjog, she may kill feminist joy, she may kill racial solidarity
joy (Ahmed, 2010a, 2010c).
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YEHPEA NRAYIQ YSOKFIYAAYA SYLX 28 SR l@eénadsimhgsd YSe SNJ
position of victimhood and silencing. | quote at length a few examples of the@cé:
2A0K tFLILI Ay !PTENRLIFET Yé fFail anevAffican 6 KSNB Q& 6 S
intellectualclass, and they find it problematic. There have been discussion, because there are
people who support me and other who say that it borders on raciEhe one big argument
0KIGQa 0 Sa%lyck achdBrdsaid racEntly that me usingack imagess kind of
AA01SYyAy3ad ! yR | & vyi@dvblack governmdntheewor® bekoinas@bre A y3 G K S
O2YLX AO0F(ISR® b2 LQYYWREI 2AY IONAZ AONK & ¥ AA Il KB:
power. But people came to my defense, saying that in the old days, when | was criticizing the
2f R 323SNYYSyids L 6+la + 322R o62& |yR R2Ay3 GKS
YyS6 I20SNYYSgSDI 028 L QNMisa) Anythirg bidaigspbfaek paoge
thAy {1 GKIFGQa I 6id&dndein&er fubtgctirS3Gitb&t, 2012, italics added).

According to Gule, iHappa in Afrikpi KSNBEF2NBE N} AasSa (GKS ljdSadazy V4
somehowli NI Yy ANBaaA PSS 2N adzo SSNBA DS ySOSaal NAf& AYL
PappaNl A aSa | K2ad 2F RAFTFAOdZ G WideBappanAWikKaY 0 dzli V2
YFIYYySYS@SNI Lldzia KAYaSt¥F Ay GKF G WdrhcgtmidSR YA RRE
cynical by commentators such as Gule. But the big quesiappa in Afrikaaises are

necessary ones without easy answers. It implicitly asks whether white people can ever be

forgiven for the horrors of (ongoing) colonialism and whetherytiagll 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 theorst nightmares may come try&ic]

(Marais 2010b).

al N} A& FyR YI yyStyASRESm:D 10 A WRGYNIA (S @I Y yySYSe SND
indicates a contradictory understanding of what it means tdHiackQBlack South Africair

Wfricaty W. £ 014Q a | {2dzikK ! FTNAOFY NIYOALFE OFGS3
YotflhD1IRY GKS {2dziK ! FNAOIY Ofl aaAFTAOlF 2NE SNy
dzy RSNJ I LI NOKSAR 6. ftF014aZ LYRAL yaxontinenfa dZNBR&x /
FFFAEALGAZ2Y o0FaSR 2y WOAGAT Sy mikahtyBlace M@RA4 KS | F NA
coalition government, all of which are indistinguishable and interchangeable for Kannemeyer.

Theblurb found on the cover dPappa in Afrk&NB FSNB (G2 YIYyySYSe@SNI & |
YFIYYSYS@SNDRa NBaLRyAEABNKAF OWNAYIADAGBGTObDdd W OfyIS®#HA Q
RSY2yaiNridSa OGKFd KS SljdzrdSa Ww.t101Q 6AGK W FN
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of the position of Whiteness on the continent. Moreover, he reduces criticism of his work to the
(over)readngs of Black/African intelligentsia, against which other White colleagues (presumably

alk N} Aada0 ySSRSR (2 RS TMafland Guardiamebutidl toaQuidlhd 3 Q& 6 H n
KSFREAYS NBIRAY a5Sye@Aay3d GKS t NRbagel SISR || 2 A C
commentary how is a white artist supposed to critique a multiracial nation without being

O2y aARSNB&RicSNRREBRIKEYBHBYYSYS@SNDa ¢g2N] Aa KIFNRf @
nation>*but more importantly, Marais first emphatically sest that Whiteness is being

AAf SYOSRXE YR UKSYysZ GKIG YFYyySYSeESNRa FTAOGAZ2YI
Gdzy oAl AaSR O2YYSy il Miyuedhat Kizcd df@nwbite ppatucers believe o U
GKSANI Odzf GdzNJ £ f &8 O2 RSiFevetyéha dakaskindwiddge thaldhiteW y I G dzNJ €
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

L2 £ A G A O Mdredvery \8hitaividiimhaobd places thenas on Black Africans for the

existence of theifears andor the state of the country and continent because they are in the

majority and have glitical power (even though those same White® raised by other White

people to fear the African continent). Furthermore, Black Africans are responsible for White

{2dz0K ! FNAOlIya y2i0 FSStAy3a GKIFG GKSe& FNBE T2 NHA
ONBI GAy3 I Of ahroughdbittha dontidentivheR i©aiviays Siéedtening to engulf

2 KAGS {2dz2iK ! TNAOlIyad ! fiK2dzaAK Ftft ! FNRAOFya&a N
to be a state of exceptionalism that is gradtfor White South Africanswhat psychologist Aida

Hurtado (1999, p.229) calls Wa YIS OR & € LJ2 LJdzf | X &cgo@ingaiem,S y SSRa
GRSASNS LINA2NAGE | YR & KHrtafloRbido238)sayslthaPA f SISR | 0 2
Whiteness, which is often rendered invisible and naturalised, seemsatter only (to white

people)d ¢ KiBig'decenteredandiia LINA @At SIS a U keikfegicleforfssaikRé = ¢ KSN
thenY RS { 2reQWNB OSy

Sarah Projansky and Kent Ono term this ehéccentNA y 3 Wa id NI §S3IA0 gKAGSYSa
2 KAGSYySaa a [ AySYl (Adamwne rangd of HoBwobdifilmOwhizh 6 m U
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 addré8R G KNR dza K (G KS OKIF NI OGSNAE FyR Yy I NNJ

54 Coloureds, Indianghinese and\fricans from different parts of Africa do not exist in this simplistic uniyerse
are there distintdons within the White population
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G2 oflFOlySaaés AlG a200f dzRSa W20KSND LRaAlGA2Yyasé
hy2 O6A0ARY mMpHO OflAY (KFG aGN)IGS3IAO oKAGSYSas
enable a recuperation of white power and sptbtection, invalidating any challenges made to

it, while superficially appearing to challenge whiteness and reaffirm difference. This can be seen,
F2NI Ayall yoSs Ay NGB o/dfibivIStess Naith rggeyd sayaid yA D

guestioning of his imagery

al N> AS§9OSRST YI yySY Q& dEdssukudahtrarnpdlerciNBeiclaims
2dzNJ O2ftt SOGAGS AyloAfAGe (G2 w3ISHQ YIyySYySeSNRs3
towhich Kanne§ @ SND& RIFNJ] 3INILKAO 221Sa FAf{f OASESNE
to indicate how far removed we are from that place where mutually respectful South Africans of
Fff €Fy3dad 3Sa yR SUGKYAO 3INRdAzLIA Marbis, 8080Ga: | NP dzy F
95). Cultwally codedaesthetics and values, which for long have been (forcefully) defined and
establisked by Whiteness, renders trenforced centralisatiomf that Whitenessnvisible in this
discussionSouth Africa law schol@ierrede 2 & O0HAMOO X AY |y 2yfAyS | NI
W21S Aa y20 I W21SQ> LRAyGa 2dzi K2g 221Sa | NB
criticisms of stereotypes and prejudices which surface in South African media:
People whose world view is dominantcawho benefit from the way in which society is
A0NHZOGdINBR YR K26 alyz2¢6fSR3ISEé Aa LINRRIZOSR:E 2 ¥
to re-assert what they believe is their unguestioning right to control the discourse, and thus to
control what those o are not like them are allowed to think and feel.
5S +23Q O02YYSyYyidlINE KAIKEAIKGE GKFIG 2KAGS { 2dzik
producers and consumers in determining dominant ways of looking. The visual arts field in
South AfricasNB Tt SOGA GBS 2F G(GKA&X FYyR L 0StAS@S @Aadz ¢
2 KAGSySaa {(ddzRASa NBaSINOKSN) aStAraal {G4SeyQa ¢

and which exemplifies a resistant Whiteness in psartheidSouth Africa

White Anxiety, White Talk

According to Steyn (2004, p.14tn p 0 X [/ NAGA Ol 2 KAGSySaa {GdzRASA
has definite cultural content, characterized by assumptions, belief systems, value structures and
institutional and discursive options th&t NJ YS ¢ KA (i SdzyL BE2N.Hf (S AER AayST XFd ¢
important aspect othis discoursét & SELR2 &aAy3d K2g NI OAlf 2NRSNI a¥Fc
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convenience, affirmation, solidarity, psychological vibeling, advantage, and advancement of

g KA ([eyrg 2004p.144145)%5 The Afrikaner communityn particular,has always felt less

secure about its future when it has not been in political contrdbofith Africaand Steyn finds

that postapartheid manyAfrikanes once again feellienated, threatened, viatnised and

powerles®! FNA {1 F YSNJI ARS2ft23ASa o0FaSR 2y &L} G§NXI NOKI
imploded, and part of the mechanism of Whifalk has been the need to maintain the political,

economic and social ground of apartheid thréug yf I (¥dzNWWhite étHBiR &k around

certain symbolic institutions like language, religion, history, artsspat (ibid: 151).Steyn

(2004, p.153) argues that these anxieties about identity and loss are found more in Afrikaner

South Africans than in Englispeaking/Vhite South Africans. Whereas the Afrikaner

community is struggling with an existential crisis, English South Africans identify with an

AYOUSNY I GA2YFE WOyt AaKySaaQkeKAGSYSaas gKAOK 3
(ibid: 162) arguesthat KA f S 2 KA UGS GFf1 aSNBSa | WYIFLAYGSyl y(
Africans, Afrikaner White talk is more constitutive and an active, aggressive reconstitution of a

position for Afrikaners against the Africa Other and English Qtlttee former havindocal

power, the other having global power.

White Talks maked by a postpartheid anxiety angurports to a sense of compatriotism by
AOGNBaaAy3ad AYLRNIFIYG WEAOSNIEQ @FfdzSa GKFG 2 KA
I TNR Ol yas gracy, $otiad develbginsny, Aonacialism and nosexism,
NEO2YOAfAlIGAZ2Y X SldzZtAd& | yR T NBESR2MNE D KRGS Al
GRSTSyYyOS | FiSteyy antDor Fostet (Z0P& dc 0> Ay GKSANI I NIAOfS
Talking Wite: Resistant Whiteness in pelstLJr NI KSA R { 2dzi K ! FNAOF Q> 06 St
facing a country in political and soe®O02 Y2 YA O (G NJ ya F2 N¥Y I (rés@ugtesl Yy R NB |
F2NI 6KAGSYySaaéds ¢KAOK-nS@NMkituding Afica(iszas K2t R 2y G 2
GLI GK2ft23A01f YR K2LIStSaaé¢o

S5 iSeyQa NBaASINODK A& Y2NB v dz ahdshdivs thekdistiictionKletiveeh & 2 T T SNB R 7
perspectives and ideologies Afrikaner al White English South Africans.
By GKS | NIAOEf SG RS TINAR A YBBA CBEF NRSALWIRANY | YRSNEGF YRAY 3 / K
Manzo and Pat McGowan interviewed a number of middle and uplzes Afrikaner South Africans in 1988or to
the unbanning of antapartheid political parties and the releaséNelson Mandela. Afrikaners, even when they
controlled & politicallyin the 80s, vere very anxious about their futurgvhich was tiedo a pessimistiwiew of the
country as a wholeThey werédearful of their economic situatiorthe incompetence oBlak governanceandthe
inevitability ofdictatorships (Manzo and McGowan, 1992, p.10, {4§. S8 y Q& NKSistafide MHltEnesh BA
shows these fears continue
57 Steyn and Foster, 2008, p.28
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This kind of Afrgpessimism dominateBappa in AfrikaAfrica and Afcans are ovedetermined
signsstruggling between (neo)colonial abuse of African resources (the bodies of Black Africans

included), constat wars and political dictatorships, and the struggle between the good Black

versus the bad BlacRInPappain Afrika | £ f . 1 Ol k! FNAOIY S RSNE L.

for the singular tribute to assassinated Democratic Republic of the Congo PreRatene

[ dzYdzYol @ {GS@&y | yR C2aid SN gobdbladky & 0dzd SR ABHS
GRAAONBRAG YR S@Sy NBLNAYFYR GKS ARS2t23A0!I f ¢
W2 iKSNEOE PaaiARRED]T WTFIF GOF Gaqg SIYNR SINIRII] dz@yWd tze | gn

is a certain discomfort associated with their economic status.cdmsmon to hear criticismsf

Black Economic Empowerment (BEE) and how this has created a greedy Black bourgeoisie.
Statistics, however, reveal that the Black bgepisie remainsmall (inder 10%of the South

African populatiofy, 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 ecaomic divide between the average South African White and Black households is
staggering® The emphasis, then, on a small Black bourgesisisvsthe factthat economic

power remains vested in the hands of White South Afrfcwho make up approximately 9d®f

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 marketthdiy inability to

GKFIYRES GKSANI y86 &Gl (daés 6AGK GKSANI AYSOAGL C

transformation and the welfare ddouth Africa

2 KAGS ¢Ff]1 wadlrola dzJo yS3araAgsS GNBLSaE 27
causeand-effects of social ills, and legitimises White pessimism as a reasonable/rational

NBI OliaAzy (G2 GKS OKIFffSy3asSa FFrOAy3a GKS WbSs
GFLIISEFE & G2 GKS dzyA@SNREFTAGE 27T tiydaNdl geapey 2y
in South Africao be held accountable, particularly allowing White South Africans to assume the

peculiar role of victim in a new kind of reverse racism (Christiansé€, 2003). Crime, murder, rape,

58 |n most instances, epresident Nelson Mandela and Archibip Desmond dzii dz | NB  NB 3 INRSRQ T a
while expresident Thabo Mbeki, current president Jacob Zuma, the ANC Youth League (identifiedpvéhigant

Julius Malema) and beneficiaries of Black Ecohdn 9 YLJ2 6 SNY Sy (i & NB81 ®S8YSR Wol R
59 Blackheaded households earned on average an annual income of R60 000 whilenafhited 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 economitustaith White householdg see Bailey (2012).
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the abuse of women and children are exdrdinarily high among all communities $outh

Africa but White Talk identifies Blackness, Africanness and Black rule as the source of

criminality (particularly with regard to thkillings of White farmers)hite Talk attributes the

levels of crime tBlack leadershi@a Ayl 6 A f A  &outiagprogridaNfunishrdent2 NJ Y S ( S
+AO00AYaA INB WAYYy20SyidQs (dKS& oNARy3I FdaSyaazy i
G2dzi NI 38T Ay RNAGVE A 26/KA O K RS dzdSE A The$na 200420NE6 YA f A
157).

This can be evidenced in the contradictory statement by Marais (2010b),

When they weramarginalisedand racially privileged but criticised the apartheid

government and its legaaythey were still reliable watchdogs. But thaitockery 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 aised their works during the final years of apartheid.
There is aimagination of victimhood that Marais claims for these artists that is sheer fantasy.
9y ST 2N omMmpdpT X LI Hco Olfta GKAA | Wg2dzyRSR 4 KA
brinkoaf SEGAYOQOGA2Y S Ay ySSR 2 70 TadudyOmhitetvictibdhtBdisS O G A 2 y
YIRS @AraroftS Ay GKSAS AyadlryoOSa lft2pa 2KAOSA
YIEAYyflFyRa GKNRdJzZAK (GKS ARS2f 23A 6ér,f2008, p.465 Bhisl y OS &
Oly 6S 4SSy Ay GKS Oda2NNByOeé YIyySYSeSNDna 62N
US and Europe. In a sleight of hand, the mask of whiteness, which is usually inniakas,
visiblewhitenessas a minority in the nevaith Africg and seekd$o use it as a resource, a
currencyandi 2 YIF 1S LINRPFAG FTNBY Ada Yiral 2F -WRAaASYTN
388).

Commodification and Currency

2KAES YIyySYSasSNDa ot Ol Fl OS3 t Aluddefclass Y2y Qs St

white youth gathered, seems to demonstrate similar questioning of authorities (both Black and

oJungli F £ 14 2F GKS GNAOLAGSNI FAIANB a4 2yS 6KAOK A& +Htaz |
destructionand hissek YLJ2 aSR adzZFFSNA Yy I&£ 3 LINE RdzOdB Be appliedio BA 2 dzZNE K dzY |y
YIYyySYSeSNIIFyR alNIrAa FyR GKSANI g2dzy RSR 2 KAGSySaazr AYl 3.

having salvation overtones.
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White), we have seen howe, as a privileged White cultural producelso uses blackfaces a
vehicle for personal catharsis and veiled criticism&fatan societywhile masking an appeal
to, and an enjoyment with, White South African soci&hen the blackface trickster is
unmasked, there is no renewing discourse, no regenerating, rejuvenagegnpowering
element or transformation that Fishédentifies intrickster figuresor that Bakhtin theorises in
his ideas of carnivalesque laughter, no reversal of qid@wever temporary. There are only

masks of whiteness which appropriate masks of blackness.

Enwezor (1998, p.24) asks the pertinent quassiof a number of White visual artists who work

with images of the Blackbolly &2 Kl i 0SySF¥AdGa FyR adlddza R2Sa |
theLINS &Sy ld GSyasS 2FLIH RIA KA R TOA V& QNHzQIR Asdhat L2 f A (A
this proximity tothe Back body has allowed a number of young White cultural producers in the

visual artsactivelyto benefit (exhibitions, sales, media attention, international invitations) from

the exploitaton of the gaze on Black bodies and stereotypesadkiestAfricannessand yet

at the same time they areompletely alienagd from the realities faced by thglackworking

classmajority. Unaccustomed to perspectival challenges by peoplenlour, White artists who

have been criticised for theracial representabns (Brett Murray, CondhBotes, Pieter Hugo,

Guy Tillin, Jodi Bieber, Penny Siopis, Candice Byditz)e been unable tapprehendthat there

might be something inappropriate about thethoiceof representation and accessibility to Black

bodies. Ther& I & 0SSy tAGGUES O2yaAARSNYGA2Y GKIF GO GKS
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 compl@fityistory that attends

G2 AG&a SOSNE RAALA @ 09ysSIi2NE Mphpy I LIDHpPpO P

Why dees aWhite artistfeel the need or the legitimacy to use masks of blackness to redjister

complaints against authority, White or Black? Why still the insistence on the hungliatin

OF NAOF GdzNBE GKI G Aa ofFO]lFFEOSK ¢KS FFOG GKIF{G Y&
Yy20KQTZ FYR GKS WFNBSR2YQ 2F 2KAGS FINIAada (G2 ¢
believe, also revelatory of the power maintained by Whiteriasgsual 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 tension%. The blackface sign i®hjust a culturallyspecific US sign, but is

LINPOE SYIFGAOFffe& RSLREAGAOAASR YR dzASR AYGSNYI
Kannemeyer is not merely a White Afrikaner parodying his own culture, but exemalifjps

of Wg KA G S yriatioaally, vuglisirtg thi fear of the Othand simultaneousha

consumption of the Other whout any regard for the real effects this has, which can be seen in

the global resurgence of blackface or blackimmgin popular culture advertising, music, the

internet and costume parties as a means of mockery or making difference visible for

consumption (Figs. 224 K221 aQ | NI AOf S W9l GAy 3 remiads uhal K SN 5

the contemporary enjoyment and consumption of racial difflece:

Within aurrent 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 commaodification @rodiss 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 blaekpmgnd blackface minstrelsy have
been highlighted across the world practically every month. Some of these instances include the
following (see Figs. 17&4): advertising for makap and food (the 2009 Frendfogueedition,

the British makeup companylllamasqua2012 blackface, French magjae Numéroin 2013, the

Thai5 dzy 1 A y QP / 52 yNIARER 03 abvert); dzistGme, 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 zefve + LJ 3 NP dzLJ 5 AHSy Fhtty Bodr Bobidr Q &
GARS2 AY HnAaMH 0a4SS |l dzLJd wnamHOO YR GKS 02y iND
2013; and in the visual arts the 2012 controversy of the Moderna Museet in Swedé&fabkac

cake (see Evans, 2012Zherehave also been various contemporary discussions about the
appropriation and display of black bodies by white visual art&tsith African artisBrett

a dzNJdpaintihgSpearof President Zuma with penis exposed®011but also the larger body

7

of the woik that isHail to the ThiefBurger 2011 2 dzG K ! FNAOlF Yy | NI AadQa { i

61The 2011 furore arounBretta dzZNNJ @ Q& LI Ay Ay 3 2F t NBaARSysed reaksd 06 %dzy
that racial texsions in SAcontinug2 6S KA IK® adz2NNF &Qa NIg2N] | FF2NRSR KAY
coverage locally and internationallome repercussions, however, were tlia¢ painting was damaged, several
protests were orgaised by the national trade union (COSATU), the gallery had to be closed and gallery staff were
SELRASR (2 RSIGK GKNBlIGad t NBAARSY (G %dzYl Qa &L321 SaLISNEZY
later abandoned (especially in light of an earliesuccessfuhttempt 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 foms of censorship (see Khan, 2014a
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his domestic worker in his exhibitidviagogin 2012(Joja, 2012)South African playwrigkdrtist

NBGGOG . FAfSeQa dzasS 27 iedeExilit Broldrikdn$r1201404sinK A & LIS NX
2014y G KS ! { | NIhikingdf blas@vemai tO pesfornt his Qlter egbonelle
Woolford (see Fusco,2019) ¢ KSasS fFad OFasSa KI@S jdzSadAaz2ySR
black bodies as they see fit, and situake$ WNJ OSQ | YR | OO02YLI} yeAy 3 LN

male producers in the visual art specifically and in society more generally.

AsAhmed (2000, p.129, 133) has pointed out in her discussion on racial passing, for white
subjects'\Bassing for another raébdecomes a detachable signifier, a mask when it is not
essentialised on a bodyassimilab¢ difference becomes one that whiteness can put on and

GFr1S 2FFd LI KARS&a 6KAGSYS&aaQ LINAROGAE SIS 2F 6
surfacd > YSNBt & 2dzigl NR FSIdGdz2NBa |yR LIKeaAOlf &

S A
| £
epidermalization and cultural posturing, it mimics diversity, difference and coolness, sven a
simultaneouslynocksand distances frorsocial inequhties. The slipperinessf blackfacenas

shown all too often that it is a difficult mask to wear and that its codifications, even when

positive, tend to stretch beyond control atd consume all.

In his 2000 filmBamboozledAfricarAmerican director Spike Lee critiques blade currency,

YR ljdzSadAz2ya NIAAGAO NBalLRyaAoAftAGes SaLISOAL
In visual arts, a level of criticality assumed for artworks in a gallery space, especially when it is
0K2dzZaKG G2 085 (ddatyattrand@essivangsS doesDalzfleBodprogressive
LR2fAGAOA A& NBAGSNIGSR o0& | dzi OKS 2-yeilieve®iN] 2y L
the possibilities of parody for disruption,-svaluation and recreation, 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 conventionsemesarrily

referenced, reauthorised and reinforced. Parody therefore, often, functioesaathorized

transgressiorg in South Africathis 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 writirfg.

hooks (1996, [26)shares this belief that transgressive discourse is not sufficient if it does not

lead to transformationin discourses. Gule and hooks are quick to pointtbat they are not

62 SeeEnwezo1(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 prescrih Y3 g KI i A a UYhdkidtheybSieve y R Wg NRB
that black practitioners can engage any better than their white counterparts. Instead, there is a
call for vigilancefor a constant interrogation of racial, class and gender coding whicfivesall
creative producers in the proces$ 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 n@érpetuate and sustain domination and exploitation
(ibid: 103).
Socially progressive art practice should, therefore, move beyond seapplearance®f

transgressiveness.

Enwezor (1998, p.27) reminds us that representation is not above morality, andraabity,

and simply adfor-- NIl Q& &t 1S o6dzi GKFdG GKSNB KlFra G2 0SS «a
respect for those images thathav€ & LIt @ 02 RS R Y S Imybficofadravisudl artisih | g2 Y
invested in masquerading performances, who occupgther a White nor Black position in

South Africal 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, Hthave afi 2 S E LIt 2 NBaRilityltKskrie ayd vahicle felf

affirmation. This thesidelvesdeeper into masquerading as a strategy of reflection and

empowerment in postolonial contexts, but firs€hapter Two will further unpack concepts of
masqueradeo provide a theoretical ground faeadingthe works of Tracey Rose, Nandipha

Mntambo, Senzeni Marasela and Mary Sibande in Chapter Three.
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CHAPTER TWO:

Historical and Theoretal Perspectives of Masquerade

To be inauthentic is sometimes the best waybe real (Gilroy, 1995, p.29).

al 8l dzSNF RAy3doa SEGSyaArdS KAal2NE Ay RAFTFSNBy
perspectives. In this chapter | discuss theories that | have engaged with via masquerading in the

visual arts, which oftendvebeen directly influenced by notions of feminism, psychoanalysis,

race and postcolonialism. The chapter does not present a chronological development of these
masquerading ideas, but rathdiscusseshemasL Q@S Sy O2dzy i SNEBR GKSY | a
exploratons in my postcolonial masqueradingvaork, the concepts of mimicry, masking,

repetition and menace havemerged as formative characteristics of a postcolonial masquerade,

FYR L 0S3AYy gAGK Fy lFylrfteara 2F GKS {S& GSNX¥Y \\

The concept of mimesisZrY G KS DNB S| Y] yRY WYiRkiu&BKIGAr G5 Q
referencing the ability of art to imitate/copy the red@reek philosopher Socrates (Plato, ¢.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 origitliman susceptibility to mimesis i

dangerous, Socrates argues, as it could wrongly influence children and young men by exposing
GKSY G2 FlLftasS AyF2NXVIGA2Yy ® | S embhdh (edpéimlfy fear) (G KS Y
in its audience, which deviatéom the importance of a stoic life and strict adherence to the
dictates of logic and reason (ibid: 28@42, 470)Philosopher, Aristotle, in hBoeticqc.335

B.C), is, however, more agreeabdethe idea of mimesis. Aristotle regards mimesis as a key
FSFEGdzNE 2F YI yQa RS gifich id ham&sed intd a\cBaftthpfodeds RK 2 2 R
insight into realistic idemand contexts. He felt that humaase moved by the likeness of people

or situdions that are created through mimesisom which they then learn (c335 B.C/2000, p.7).

63 This means that the theories move trahistorically and trangsontextually without necessarfollowing any logic
besides my own interest in them. Sometimes notable ksawn these ideaare also not presented as they have not
influenced either my writing or practical wark

¢ KS /2yOAaS hEF2NR 9y3IfAak
AY NI FyR fAGSNY G§dzNBe«T aiK
d20ALf OKFy3aSET yR Ay T122f¢

S5AONXRYHI NE O R SNB y§B a S y0wDIdi AV
S RSEtAOSNIGS AYAGIFGARZY 2F (K
238 a4 AYAYAONE 2F | y2GKSNJI I
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The concept of mimesis has filtered into the natui@eaces, behavioural psychology,

psychoanalytic ideas of idéty production and performance, educational studj&Vestern

imperialist strategiesandY 2 RS Ny Odzf (4 dzZNB Q& A y Rdza (i Ninledis hasNE R dzO (i
come to be associated with the conceptstoS Ydzf  GA2y X YAYAONERS RA&&AYd
theatricality, realism, identification, correspondence, deP G A 2y S OSNRARAAYAf A (dzRS.
and, has, since its Platonic usage, been intrinsically linked with the arts (ideas of authenticity,

genius, reproducibility, multiples) as a marker of culturally coded V&lMatthew Potolsky in

his bookMimesis(2006)argues that theact 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 continuiesrigue theorists

¢ 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, ganinternet), where the

ONB I (i ANESI fWy 29T Y A Yy T dzSWaOASY AIGKNEE QVNSIH & OR SMIOARRY  TuNy]
2T GKS DNBS| 62NR T2 NIL6ROdZBUt Wy the ind300s, hiedardey Q A Y (1 K S
largely used to denote biological mimigcparticularly in natureCulturally, the word$thimicryQ
and%himesi€are often used interchangeably, but thissearch prefers to usaimicry as it has

been established in theories of identity performativigndas | firstencountered it in Western

feminism and then in postcolonial studies

Feminist Perspectives of Masquerade

My initial explorations of the concept of masqueradgere viafeminist psychoanalytic ideaof

womanliness as a mask foundational text in this regard was the 1929 article by lay

pae OK2lylFfead W2ly wAGBASNB SyliAdft SR WwW22YFyfAyS
her assessment of a woman professional who successfully maintained her work, home, friends

and family, but was prone to anxiety prompted by her work performambih 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

RN} 648 2y CNBdzZRQ&a OF & (i NIt that thig womghRvould Sdopt hddzder (i K S 2 NE

65 Potolsky, 2006, f.
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YEYATSalbl A2y 2F Wg2YFHyftAySaaQ Ay 2NRSNI (2 LI C
O2f t SIF3dzSa0d wWADPASNE omMpHPkMPycS LIPoy o NBII NR3
masquerade of guiltlessness or innocenwith the mask of femininity being used as a disguise

G2 SyadaNB GKS s2YFyQa at¥TSie o0& KARAY3I GKS &Lk
WADBASNE O6AOARY oy0 R2Sa y20 YIS I RAAGAYOGAZYy
womanliness Y daé adza3aSaidAizy Aa y20r K2eSOSNE GKIFG
2NJ adzLISNFAOALF X (KS@ IINB GKS &alYS GKAy3aIdé [ AlS
WADBASNBEQa GKS2NE f20F Sa 42 YloabtheyiSwoman)oaly | LINS (
I 02y aidNHzZOUGSR YAYAONE 2F FTSYAYAYAGRE GKAOK Aa 3
O2y Gl Ayada GKS StSYSyida 27F aVYl asRzThisAfemidity 8 S> G K NE
itself, is malleable, an identity creatday woman for herself, but also for men aridr 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¢ KS RA&a3IdzAaS 2F Wg2YlIyiAySaaQ Ad 020K 2F 32
hidden) and simultaneously a lack (there is no essential feminine identity over which the

masquerade is laid).

Psychoanalyst Jacques Lacan (1953/2006, g228 extends thigdea of lack to question the
ontology of gender (ofapr@ A @Sy WoSAYy3IQO>X FyR FAYRa GKIFG A
LK ff2320SyaNRayYy 2F fFy3dzad 3Ss 2N 0KS Wbl YS 27
ARSYGAGeZ WwWo SAy 3 agudgd andpatyfaictiak ragdiatiéhRietainkir@diby the f I
RAFFSNBYUGAFGSR LIRaArAdGA2ya 2F WYWKI@AYy3IQ GKS t KIff
thus, the power by which to define himself and Other (Lacan, 1958/2006, ¢b3®8. Women

lack the Phalls, 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, fttverealso a kind of

flF O]l C2NJ 620K ISYRSNBR LRaAGAZ2YEaT GKS WNBLISH
of comedic failure where everybody ultimately lacks the Phallus (ibid5832. He believes that

$2YSY WYl a1 Q (KA aerafie thi§ perfosris®elpfolucds theysexiidj ontology

2F 62YSyod [OlFYy &adNHAItSR gAGK (GKS ARSI 2F 62Y
gAGK GKS y2GA2y GKFG GKS OFGS3I2NEB 2F WiKS g2Y!

language.
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Whereasv A A SNB FyR [FOlFyQa (KS2NASAE NBYRSNI g2YSy
Irigaray inThis Sex which is not Of977/1985) engagesiore agency within the notion of the
g2YlFyte YIFAaldzZSNI RSd® L NRARIFNF20)a CRSBHEROAAG Ad2yyR SN (1Y
Wy 2NX¥EE 62YFIYyK22RQ O00KFG A& GKS NBazftdziazy 27
KFa (02 SYo2Reé | Yl aljdzSNI RS 2F FSYAYAyAde | yR A
YR Ay 6KAOK &aKS ©dny when enllelSpedNdthe ngeds/deSifeSiintasids U

2F 20KSNARZI yIFrYSte YSyé OLNAIAFNI&EI MPTTKMpypXZ L
SELINBaaAz2y |yR &adzadSyllyO0S 2F YIyQa RS&EANBD® b2y
mimicry of SYAYAYAGe& O2dzZ R 0S |y aAYyUSNAYE adNraGS3ae
subversion by women through a conscious mimesis of feminine coding to make visible the

workings of hidden patriat@l structuring, which hasonstructed within Western discourse
fSYAYAYAGE Fa Wy20Q RSTAOASYGS AYAGFEOGA2y® 1 £ 4
womento women in the phallogocentric language of paternal law, she did not think it was

impossible to do. She believed that gestucesven the gestures of micry ¢ could be

expressed for example in suffering, in laughternvhat women dare to say whethey are

addressing each other avdhere they are addressing each othertheir own desire, andh

what would produce a female imaginary. These potentegitire 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 womeai-colour visual artists in terms of the content, creative

methodologies and the audnces they address in their black worreentred works.

An attempt to locate agency within identity masquerading is also a concern of feminist Judith
Butler, who often employs psychoanalytic and psstictural theories in her examinations of
gender perfornativity. InGender TroubldButlerW i N2 dzo f SAQ (G KS OF GS3I2NRSa
sexuality, but further questions the foundationalist ideas#aiihat are naturalised in societies
and created in relation to an essentialist heterosexist matrix, which sheeseéis:
X 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 tppaly and
hierarchically defined through the compulsory practice of heterosexuality (Butler, footnote 6,
1990/2006, p.208).
.2RAS& INB NBIR ad yliddNFrtfte aSESR FNBY 6KAOK
are those which adhere to regutay practices which maintain social relations and coherence
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between the relational terms of seyendersexual practicalesire, but also the continuity of the

species as such (ibid: 23). Butler questions the seamlessness of this given relation, and

interrogates the sesasnatural/genderasO2 y & . NUzOG RAGARS aleAy3a GKI G§:
conceived merely as the cultural inscription of meaning on a pregiven sex (a juridical

conception); gender must also designate the very apparatus of production whénelsexes
themselvesar& a (i 6 f A 8 KSR¢ dshat A pediscursive anatanficazéadhic S E

culture acts on, but already a construct regulated and produced by language and power.

5Nl gAy3a 2y FSYAyAad o NRGS NI aaksgxhditgdButler fbid: 1378 Q& NXE
says sexgendersexualitydesire contracts are established through a series of repeated stylised
performative gestures, acts and enactments, which mark these positions, and produce reality

effects thatare eventually misJS NOS A GS® { 1HS Tk Oli@DA o600l &SR 2y f A
AYy@SaildAadal aAaz2y 2F K2g dzidGSNI yOSa LISNF2NY |y | Of
RAALI NAGES FyRY OBReyoin&l AN &8NB IKIASING NOKRO XRY wMc
gerder acts not only reenacts, but reexperiences social significations of gender for the doer

who believes in these performances and perfedny’ | &G Y2 RS 2 F199).BtlerSTé¢ 0 A 0
understands the body not as a being, but a marker of boundariesfaceuof signification that

is politically regulated and allows identities to be continuously called into question.

Thus, while all gendegex acts are imitative parodies, society marks gay sexuality as being

outside heterosexuality. Butler (ibid: 43) makevident the illusion of an originary status of
heterosexualityand posits that gayness is nodt a copy of an original sexualjtigut is rather

Gl & O2L Aaz2RROOBBRMISBrIGARANI{XIS WR2S4a y20 0StAST:
possible to scape 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

YR &LJ 6y adzy SELISOG SR LIS BMetziddntifels deJoemity2add A (& St T é
L2aaAoAf AGASE 2F FlLAEdz2NE Ay NBLISGAGA2Y Ay LI NP
STFSOU 27 I sheRdmgsamanifestaybiisofibétch and femme lesbian

performances, as well as drag as such blurring stratediies (i92)°ButlerNBS 3 NRa WI 3Sy O¢
GKS LROIGSYGAlrt F2NJ YF{Ay3a SOARSyl( GKIFIG ARSyGAGE
2F | aO2yaidAailddziangdS Tl AfagBoopT ff ISYRSNI Syl Of

More recently, Cultural Studies scholar AngdieRobbie inThe Aftermath of Feminisf009),

86 hell hooks claims, however, that critical commentary on drag performances often ignore the class and racial
dimensions of such mimetic performances. See hooks, 1996, 8244
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RSOSt 2LISR GKSESK¥REARABTYFAWHBHNIRSQ Ay GKS ! YI 6K
the 90s and 2000sgainst feminism by young women who enjoy the benefits,afhile still
subscribingto patridd K I £ @I f dzS&a ot F GNROALF 1 At /2ffAya LN
ideology and a global political movement that confronts sexism, a social relationship in which
YEESa Fa | ANRdzL KIF @S | dAIKKR NA-edindRaa&ks NE SRS O Saaa |
characterised by mainstream depictions of economically independent women whose identities
are based upon brand name labels, an eagerness to pleasesaaniveness, vulnerability and
I YEA2dzaySaa I 62dzi WT2 NF S Ahileifgmiist gainéeSe bBRcBriieA N 2 T
incorporated into political and institutional life, tropes of agency and choice have given rise to a
fauxFSYAYAaYér GKAOK KIFa 060S02YS AyaildNHzySyialrfAasSl
conservative views on gender, sexuahind family life (McRobbie, 2009, p.1). Young women
4dz0 aONROGS (G2 2SaGSNYy a20ASGASE LINRY2UA2Y 2F YT
governmental views and popular culture representations), which McRobbie bsliés in with

NR GF AwinQA 2 B BIKVYSYy 1 Qa GASga | 3 thyseducinmgSt FI NB | yR
disadvantages and dysfunctionality to personal family level rather than social phenomena (ibid:
16, 77).

The postfeminist masquerade also fi@scribes whiteness and middidassness as thaulturally
R2ZYAYlIY(d y2NXYIFGAGST YR aOw200AS 60A0ARY noX T
YSOKI Yy A &Y Q3Isradidk Hie@fchieb B geigiitiSig the normativity of whiteness.

McRobbie (ibid: 94) believes that this pdsminist masqueradinfas 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 worffelcRobbie views education

spaces; which many young women are accessgngs important contact zones for reviving

feminist histories, knowledge and activiswhile, | agree with McRobbie on pedagogy as an

important critical tool for raising consciousness, | have often,a 4 NHzZ33f SR (2 Wt 20
a racialized, ethnipostcolonial woman within Western feminist perspectives, even finding that

such theories have been used to suppress and silence tims was particularly the case writing

about racial oppression in the wial arts field, and having/hite women in powerrhany 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 fascinalsdyoung women in pain who demonstrate their melancholic
selfloathing through avenues such as anorexia, bulimia, drugs, sexamettimes shameless sekxposure.
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WiNRdzof SYFTSNO FYyR dzAAY3a Lzt AO LIXIFGF2N¥a G2 F
personality. This was also my experience with my previous Master degregies 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 &hdzy RS NOf | & §ddd stlldscihete s L FSf
academic discourses often speabout people like me in homogenous, either/or ways which do

not reflect the contradictions and ambiguities of my life. It was in African literature ki land

African femnismsthat | located myself and my beliefs in gender/racial/economic equality |

would like to quickly outline black/African feminist work that | draw on, particularly for the third

chapter.

BlackAfrican Feminisms and Creative Theorising

Black femiist works have a long written history (and an even longer oral hist8Bfack
feminism in the US evolved froAfricanAmericanwomen participants in the 1960s Civil Rights
and femnist movementsand in African various anticolonial and independence mements.
Many of these wometof-colour felt that official equality movements focused mostly on white
women or black men in their struggles against white patriar®Black women academics like
Audre Lorde, Angela Davis, Alice Walker, bell hooks, Patiic@atins, etc., argued that
Western feminist theories emanated from its central positioning of white Western micldkes
62YSys K2Y23SyAa&aAy Jandiehwng piddyawoBdnt-a8I0UR f&ih® S & =
invisible in these discoursésThere were alsoitfering cultural perspectives in relation to men,

marriage, childrenreligion anchomosexuality’? From the1960s onwards, a number of women

89 Collins (2000/2009) traces black feminist activism anddsihition in public talkend writings in the early 19

century.

" For histories of blaclefinist thought see hooks (1982984/2000) de la Rey (198, Collins (2000/2009), Kiguwa

(2004), Abrahams (2001), Lewis (2001a, 2002, 2004, 201®rafréd (2009).

"1t should be notedhat although many of these women are regarded as important contributors to black feminist
discoursetheyYl @ KI @S ARS2t23A0+f O2yidSadlrdAazya ¢gAdGK OFftAy3a
(Colling 1999).0ther alternatives are sometimgsoposed likd t A OS ®p 2 Y 5 NdIafOgankdipe

Lesli€ &tiwanism $ocial Transformation in Africa Including Woman). Black feminist Iegal scholar/facademic Kimberle
Crenshaw is credited with coiningS G SNY WA Y (IENBSS @RS | & WS RFAY £ A & )\ y 3
wkOS +tyR {SEY ! . fF01 CSYAyA&ld / NRGALdzZS 2F ! yGARAAONAY
RA&a0Odzaa GKS AYGSNI201Ay3 2LIINBaarAz2ya 2 hSeNtdinimangsxtshy of I O
before this piece. South African black femiaBtimla Gqola, Yvette Abrahams and Desireed eften draw on
black/Africaripostcolonial feminisms as intersectional terms to foreground a particular allegiance or positionality

different discussions

72 See hook$1984/2000, de la Rey1©097), Collinsl999and 2000/2009 and Kolawo(&997).

'—‘>“C:\
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of-colour theoretical perspectives emerged around the world under the rubric of black

feminism, African feminismdhird World/postcolonial feminiseand intersectionality studie§

These discourses complicate narratives of gender by ingitiat the categories of raesex

classsexualityethnicity-religionlocation do not function independently in womef-O 2 f 2 dzNA Q

lives, but are interlocking matrices of domination that result in multiple oppressiotigeatfin

the spaces they are positioned. These perspectives insisted on acknowledging the hetereogenity

that existed between womewf-colour themselves, even while ifiying overV ¢ 2 Yod@2 f 2 dzNI

as a political standpoint for seffetermination and seltiefinition (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 gmded in an understanding of the nature of power, draws
2y AYyGSNASOGAZ2YIf Fylfteara (G2 SELX 2NB (KS gl &
systematically organised through the modalities of race, gender and class in everyday social
NBflFGA2yaXxtt2 FBFTAfyABm G I LILINRIF OKSa aAaddad §S GKS wa
appears and disappears in the production and reproduction of racialized and gendered
1y26ftSR3ISa Ay GKS &Ll idAalrffe OKFffSyaSR LINBaSyi.
united [in] their allegiance of theory, politics and practice.

a A NJ | Qpoint§ alzaduSdamental terteshared by these various positiogshat 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 | have produced in this PhD, and more generalBlaisk Feminist Thought:

Knowledge, Consciousness, and the Politics of Empoweby@atlins, in whiclshe explores

American black feminist thought developme®he(2000/2009, p.270) defines epistemology as

Fy W2@SNINOKAY3I GKS2NEB 2F 1y26f SRISQ 6KAOK daAy

knowledge owhyg S 06 St AS@S 4KI G 6S as feveldtgnsof thepoad S (i NHzS ¢

relations which validatewho3 St A SGSR® C2ff26Ay3a [ 2NRSQa ARSI

YSOSNI RAAYIFY (S GKS YIadSNRa K2dzaSQr -/ 2ffAya L

normative patriarbal epistemologies are @ble, or inadequateto theorise aboutblack/African

7?Key proponents include Chandra Talpade Mohanty, Gloria Anzaldda, Uma Narayan, Sara Suleri, Gayatri Spivak,
Ania Loomba, etc., who highlight colalipost-colonial/neccolonial oppressions and rkiges for women both
outsideand within Western centres, but also how representations of wora&nolour, which havebeenstructured

by their oppressorscontinue to dominate academic discourse in which veorof-colour are mediated by their
GKAGS 2SadSNYy WNBLNBaSyaldAagSaqQo
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g62YSyQa SELISNASyOSaod /2ttAya SEFYAyS&a || NI y3S
Odzf 6 dzNBX |'yR ljdzSaiAz2ya GKS AyOGAaroAftAGe 2F of |

I £ NBS LJ NJis dédicated B SHowing th@extéraidetrajectory of African
American women speakingbout their experiences, not only in academia, but in many other
sites like blues, jazz and rap nysstorytelling, literaturepoetry, religionandevery day
conversa ya | YR O0SKI@GA2dzN®» Ly SEOFGIGAY3a FyR | 0O1Yy:
interactions, she shows that the often musiderstood idea of postcolonial theorist Gayatri
{LAGI1Qa NKSU2NARO W/ Iy GKS {dzol f  SdidttedatISI { KQ ¢
GKS &dzol ft GSNY &adzo2S0GaQ FoAfAGASAa G2 LINPRAzOS |
interrogates the roles of mediators in official discourse, and whether the represented can

actually be heard amid this mediation. Spivak argues that thedl@atual representative
performs a kind of linguisttR A & OdzNB A @S Yl a1 Ay3a o6& LINBaSyidaay3a i
WNBFf Q> +Fa dzy YSRAFGSR FyR dzy NI yaT2NX¥SR o0& (K

N>

reminds us that the dominance of cenmtadentities as more relevant than others is not by
chance, but is rather through a process of suppresbypdominant group®f knowledge

produced by oppressed groups.

Collins proposes that theethodsused byblack womerto assess ways of knowing and/or

creating knowledge need to reflect the political histories and contempasacyoeconomic

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 whicbelieves captures black

g2YSyQa AaONRUGSNRAIF F2N) adzoaidl yRREEZIROT Y2 6 RSER IS «
The tenetswhich she outlines for black feminist epistemologyclude: lived experience as a

criterion for knowledge; the use of dialogueassessing 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 theyduaneredin acknowledging
anddealingwii K AYGSNBESOUOAY I 2LIIINBaarAz2ya Ay GKSANI f AL
f AOSR SELISNASYyOS A& Ol tdzSR Y2NB (KIy 2dzad Wo2?
about them). She argues, furthermore, that many black women scholars draw orotieilived

experiences and those of other black women when deciding on their research anebthe

kinds of methodologies they uséhe mentionsfor instance how often black women

researchers harness narrative methodology in their engagement withwiddlack subjectsg a
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method that is followed in Chapter Three as | read through the masquerades of fellow women
of-colour artists) WO ELISNA Sy O0SQ A& y2is K26SOSNE dzaSR | &
SY02RASR A Vido SshelsPaunderstany fore abstract arguments (ibid: 277).

tfl OAy3 2ySQa o0602Reé IyR {StF Id GKS OSYy4uNB 27F A
LJ- G NA I NDK & énpoikantstrate@ $oywomefof-colour theorists(ibid: 4). South

African black feminist PulGqgola2005b, p.3yeminds us that the body is a site of power

YyS3I20ALF A2y a 6KAOK ¢S aestheting/valiezandbang-the-d 2/NIE FEEASNNI a
 02dzi aSEdzrftAal GAz2ys aL) OS FyR aStFod awl i§KSNI
GKS aAdS IyR (GKS f I y3adza 3S KNP tkd Macidgiofnworien LJ2 & A G A
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, furthermoreidentifies dialogue as a fundamental dimension of black feminist

epistemology. Following hook€pllins(2000/2009, p.279) defines dialogue as a fwtmminant

humanising speech between two subjects that aids connectedness, andfieleits importance

in African communities globally. Collins finds that black women have a range of Buppor

structures (e.g., theifamilies, church life and other community organisations), so that even

when black women are oppressed in other areathefr 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 isnpeese

[ 2t f Ay a o ABnoldlindicgtes that & $pdakebbelieves in taédity of an

I NH dzYcSt yainrfects speaking people to their truth claims, but also calls on an investment in

the listener, and when that person is endowed with empatingreis a shared feeling of caring

aboutil KS {y2¢f SRAIS 06SAy3a iaKLI NhRdiruths&rSfurthe2 NI K 2 F |y
FadaSaaSR Ay GSN¥a 2F (KS LISNER2YyQa dOKI NI OGSNE
becomes personally accountable for thelaims, and their lives must evidence that they are

invested in their knowledge claims, and that their actions in everyday life align with their
ALISSOKd® C2NJ oflF O] 62YSYy NBASEFNOKSNBI /2ffAya 6

74Mirza, 2010, p.5, 6
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the eyes of his 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 findiitgovdinary, everyday

LIS2 L) Séd L gAff NBOGdz2NY (2 GKS&AS LINAYOALX Sa Ay
how my work actively engages black feminist paradigms, but | would like now to briefly discuss

how ideas of black feminist epistesfogies have manifested in the theorisations of South

African black feminists Gqola, Yvette Abrahams and Desiree Lewis as they engage creative
artwork.DIj 2f I 6wnnaml 3 LIPmyOo NBEFGSa KSNI NBflFGA2yaKk

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 identifycisise '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 is&, or does it simply refer to the location of

the theory in relation to the prceived continental realities?

In this thesis, blackfrican feminism is discussed as both: | am anfilican woman visual
artist, living in South Africa but also dealingaasAfrican student with the realities being
engaged, with the help of a Commonwealth Scholarship,doctorate degree in visual arts in
London. My economic and sogmmlitical realities on both continents affect my daily production
of both theory andoractice and | cannot separate either. | theorise and make wdrkarily for

an African audiencdgut alsofor my UK examiners, for a global visual arts field. While | might
delude myself that | am a world citizen, my ppsrt and visa restrictions rends me that | am
anW! T Nan@imyckbices are limited by my scholarship which says | have to be finished with
my work in thirtysix months and when | dohhve to gchometo Africa, to make a difference,
as | amsupposedlyii K S -8-th&a Si °Bladkhess and\fricannesss not simply a feeling of
belonging and identifying, but a set of cotidins imposed externally on one and these

conditions come through in various ways in my artistic practice.

5 During a Commonwealth welcome event in Edinburgh, Scotland in 2011, this sentiment was repeated over and
over by the Commonwealth Scholarship Commission Comnpttesent.
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Many of the feministf-colour discussed above useiatic creationsas sites of critical
reflection and engagement. As Hall (188801> LJPmMp0 NBYAYR& dzAX a¢KS ||
being transformed hourly by the new discourses of subjects who have been marginalized
coming into representation forthefis GAYSé ® {AYAf I NI &3 {SyS3artSas
p.8) reminds us that although women in Africa have always faced difficult circumstances, they
KFEgS YFyF3aSR (2 FAYR | WaLl O0S 2F FNBSR2Y T2NJ {
weaponforprd SNIBWA Yy 3 | yR Syt | NButhyAHicath&works of BKSricdn2 y S ¢ @ |
feminists Gqola, Lewis and Abrahams, and their submissions to the feminist jAgeradia
which regularly features articles on, and submissions fiwomen producers in thgisual arts,
literature and poetry, haveantributed to the idea of black feminist creative theorising. Gqola
(20014, 2006a) believes creative weyrats sites for theorisation ankhowledge production
offer a way out of Western philosophical dualism beem theory and praxis. Creative spaces
offer freedom of the imagination, which is sometimes stifled in academic discourses:
. @& WONBIFIGAGS GKS2NRAalIGA2Yy QY L AYydSyR (KS aSNRS:
opened up in literary and otharreative 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 &adricia McFadden, lobtsdior more use of the
AYLFIAYFENE YR GKS SNRGAOZ F2NJ Iy WSEOS&aa 2F A
envisioning, a refusal of enlightenment reason, a playing down of realism in the interests of a
vision of possibility @ ! 6 NI KIFI' YA oHnnamXE LdTtmM0O NBYAYyRA dza (K
Gdzy O2YLINRYAaAy3dte 2y (KS O2yaidNHzOGA2Yy 2F (KS 3
I 62NI R 6KSNB a2 dzNJ SE LdsteldiSey 6y &xtetnd definBionFof 6k & 06 S Sy
identitys KA OK | NB NI} OArAaid |yR aSEA&(GE D

D2ttt [Sé6Aa FYyR ! 0NYKFYaAaQ |yl f-gf-aoodbothth G KS Odz
South Africaand internationally, include some of the following feees: womenof-colour

centred narratives produced by womentf-colour artists who seema be addressing (but not

limiting themselvedo) an audienceof-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 autobiogrphy as the intersection of larger social history with personal familial histories;

0KS WSPSNEBRIEQ Fa | aixdsS 2F GKS2NRaldAzy |a G2
practice; the use of the black body as a site of performative interrogatdferences and
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contradictions as fundamental in theorisation to show the heterogeneity of wonfed 2 f 2 dzN& Q
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 tHarger histories of their communities and of

legacies of representation of women and black bodies. These mould what Bannerji (1995, p.13)

KFIa OFffSR WaAlddad 6SR ONRGAILdZSSEAQE AYT2NNSR y2i
my sense of bemin the world, presuming the same for others, and have tried to think through

4 0S&ad a L OFly GKS YIF{1Ay3 2F (KS&S SELISNRSyC
changing times that | share with Tracey Rose, Senzeni Marasekla Sibandeand Nandipha

Mntambo ¢ this sense that we are in hindsight trying to comprehend apartheid trauma

0! 06 NI ésksYién®dtherQa RS T & yahndafickyenwhighisd Iy | OG0 2F @GA2f Sy
G2 @2dz 20SN) 6 KAOKS 22dz KI @S y2 O2y(iNRfé0O®

Gqola often echoes Atan womanist Molara Ogundije Sat A SQa ¢2NRa OGKF 4G ! FN
YySSR (2 GKS2NRaS 2dzi 2F 2dzNJ 6SLIAOSYyidNBa 2F | 3¢
' yR dza ST dzf {i"2andiddat the &ct of drédfloq) hsyadistsyis an attempt to
uRSNRGFYRE o0dzi GKFG dzyRSNBUGFYRAY3I R2S&y Qi ySS
ONBIFGAYy3aQzs G2  O2y (Aydz2dza R Séha, L9914 [.104.Thiege2y 2 F
various fenmnist positionsare harnessed in Chapter Three as kdré@ough various black

women masquerades, but before | bring this chapter to a close, funtiler explore

postcolonial perspectives on masqueradag)it became equally pivotal @ngagingcritiquesof

identity in terms of race and nationalitgnd unmcking the mechanisms of postcolonial

masquerading

Postcolonial Perspectives of Masquerade

l'a YSYUA2ySR Ay (GKS AYUNRBRdAzOGAZ2Y S bAGA { I YL} G
of postcolonial masquerading, namely mimicry, mockery, maskingaoee stereotypes and
ambivalenceFrom ny own researchlwould like to add that of repetition and violence, but

0STF2NB L dzyLJ O1 (GKS&S *aRockery, the Jbverdivengss of A RS a 2 7
repetition and ambivalence as an-betweenspace opossibilities warrant a more detailed

discussion, as they became inspirational for my own creative masquerades.

76 Abrahams 2003,p.14
T Lewis, 2002, p.6
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As seen above, theoristdf-colour have found locating and excavating narratives of agency of

oppressed people essential recuperative workthis regard, Bhabhan The Location of Culture

(1994) offers the possibility eéadingresistance and subvek&ness ircolonial mimetic

practice.Mimicry, for Bhabha, functions through the strategy of repetition necessitated by

colonial authority wantingi 2 ONXB I (S {dn®sthutmbt-guieQ2 D2f Y yW A SR & dzo ¢
Drawing on a range of examples in colonial English literagdmem political and legal

documents to fictional literature Bhabha shows how British colonials attempted to create

coloniSR adzo2S0ta GKIFG O2dzZ R 0S YIRS Ayd2 YAYSGAC
customs and cultural tastes, eventually forming an Europeanised colonial ruiddle who

could mediate the lower masses. Colonial authority lay not only in political goveroaeca

foreign country and people, but also in cultural hegemony that constructed representations of

the Other¢ KS LINRPOS&a 2F ARSYUGAFAOFIGAZ2Y 2F (GKS hiKS
the Other is reduced to, and represented by, a setrafhangeal®, simplistic set of attributes

popularly termed as stereotypes. Stereotypes functionalise this fixity, which relies on the
LINEPOSaad 2F NBLISGAGAZ2Y G2 WwWi20F3SQ YR F2NBIANR
easily provable), butparR2 EA O t f @ Ydzad ftaz2 o6S | OGA@Ste& LINE
continued SAYy 3 WOENHZS QX AdSd GKS ! ALYy Q& RdzLJX A OA (i 2 dz&
1994, p.95). Thus, stereotypes extend kalths as overdetermined knowledge, whicti Y dz&

0S | YEA2dzAf & NB.I1S8rkedyfeR do ndt erely RjiYoredantradictions in its

politics of identification, but actively disavow them, even absorbing ambiguities.

5N} g6Ay3a 2y CNBdzZRQa y2iA2ya 27T rifednkiokiaddya (2 SEL
projected familiarity, disavowal and desire, Bhabha says the stereagetish functions
within the play between an imagined wholeness/similarity and the anxiety created by a
perceived lack/absence/difference. Stereotyping becomesptocess by which the Other is
everything the coloniser is not. FanonBfack Skin, White Maslksguesthat as European man
strove to reach enlightenment and civilisation, there remained in his unconscious the repository
of repressed, forbidden, base, moral, uncivilised desires, which threatened to break through.
Through the process of transference, however, European man was able to project all that was
WRIEN]Q YR aAy¥FdAg 2yi2 GKS o6flFO1k! TNAOLY 2GKSN
possii S (2 SEGSNYylIffte LldzyA&daK GKA& WSOAEQd 2KAES
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.I4®idea of a splitting and
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doubling that emerges in colonial discourse creates the mimetic figure, whidhkisS y > & G K S

desire for a reformed, recognizable Othas a subject of a difference that is almost the same,

but not quit€¢ ¢ . KI 0 KI X Mimibrgpaiwaysppearsto ievddénce that which is

mimicked, a familiarity, a resemblance that is constantly brought into being even as it affirms

GKIG A0 Aa y2id 0KS wal YSQo . KFoKIF O0AOARY MHCDU

NB & dzf G & ANGS ORI YWLRAAN2Y Q 6KAOK | fglea GKNBIGSyay
Themenaceof mimicry is itsdloublevision which in disclosing the ambivalence of colonial
RAaO2dz2NES |fa2 RA&ANHzZI A Ada l[dzikK2aNRGE@d ' yR Al .
described as the partial repsentation/recognition of the colonial object.

The slippagei.e. themultiple and contraictory beliefs and ambivalendbat is necessitated in

colonial mimicrythus becomes a threat, a site for disruption that must be anxiously controlled

and under consnt surveillance.

Mimicry, thus, repeats rather than fgresents, and becomes a mockery in its slippage, its

SEOS&4ax Ala AYKSNBYy(d FLAfdINE O0AOARY MHpO® wSLE
very structure produces a farce of samenesdifference that displaces in its moment of

enunciation (ibd: 195). The look of the colomis¢ which sees difference tries to disavow it,

odzi A& YSO 6AGK GKS aNBOGdNYyAy3I 3AFTS 2F hiKSNYS
undone. The familiabecomes uncannily transformed, the imitation subverts the identity of that
GKAOK A& 0SAy3a NBLINBaSyiGSR IyR (KS NBflFGA2y 27

Dhawan, 2009, p.323). Repetition becomesmacing, a threat, an avenger.

KFOKINRQE Ké#A 2FGSYy 0SSy ONRGAOAASR FT2NJ y2i RSIf
on colonial subjects, that his work is esoteric, romantic, theoretically opaque, classist and even
hetero-sexist’® Bhabha is, indeed, not concerned with demonstratingropolitical anti
colonial activity, but rather the cracks in the colonial project whereby power is destabilised even
GKNRdzZZAK  YAYSaira 2F ARSYOGAFAFIOES F2N¥3I I y3Adz
dZA §SQ OFy 068 KI N Sciedn8RR of bften nathraliged BpreSeiitdtion( v & ( NHz
This idea inspired my concept of postcolonial masquerading as a visually interrogative strategy
in postcolonialised contextsyhich testifiesto heterogeneous, hybrid identitiesnd how
cultural productionsn these spaces are conditioned by histepalitical socieeconomic

conditions. It also enables me to expldnew these postcolonial masquerades question the

78 SeeMcClintock(1995), Phillips(1998), Perloff (1999, Mizutani(2008), andDo Mar Castro Varela arishawan
(2009.
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coding, toos and techniques they employ @ntemporary visual arfsand to critique that field

as well Postcolonial artists, burdened with a long history of ethnographic representation and

Western canonisation, use the mimetic language of eargorary visual arts to evidence power
relationswith the Western epicentre whiclegitimisestheir practoSa ® [ A1 S . Kl 6 Kl Qa
YI &aljdzSNI RS> LJ2 & O2 f reighér brie novthelothelzSdddedré, something W X

else; a space of ambiguity, of impurity, of ambivaleXce ®A 16 &f ALJa>X af ARSaz A
Ay G SN 8 predelds, it Miimicsit seduces, it plays, it laughs, it farts, it gestures, it
jdzSadAz2yas Al AYGSNNRIFGSasz A0 AYUSNNRHRIGSas A
Mimetic practice creates spacesiofbetweeness, which makie gesture of the mimetic

unsettling and becomsites for contestation, subversion and hybridity can be seen in my

videol Make Art(work-in-progress)

KFoKF omdpdnI Ldmcnd LRaArAda GKS ARSI 2F (GKS K&
cultural authority, showing ideasf cultural difference to be powedaden cultural
RAFFSNBYUGAFIGA2yayY a¢KS @2A0S 2F O2YYIFIYR Aa Ayl
heterogeneous sites &y OA N dzA (1 & 2 F ideddithgbhdkysmdrkingkhke 0 K Q &
constructedness of power relatis and representations has become a means by which
guestion 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 necessdaformation 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 upothe eye of powe(Bhabha, 1994, p.15960).

'Y OGAEf mMppnI Y& ARSYyGAGe KIFIR 0SSy dzyLINRPOf SYI| GAC
education, up to that point, was primarily composed of Afrikaner ideology, British colonial

doctrines, Indian indigeous 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 coyntrhe end of apartheicheant literally throwing out

school books which had perpetuated racist propaganda,iasigad cultural producrers beose

part ofa process oidentifying relevant knowledges and subversive practicemmous

unofficial sites. Art history and Africékmerican popur culture becaméwo unrelatedbut

®These ideas aradapted from mypresentation on mywn postcolonial masquerading wWo(see Khan, 2014).
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simultaneously important locations for me in gaining a critical consciousness. While | learnt
about a range of social movements and theoretical positions discussed in this thesis via my fine
art studies from the age of fifteen, (Africafijnerican spoofs taught me to read the codings of
mimicry, and | will, briefly, mention one of these which was also provided personal

revolutionary moment®f racial sekdefinition.

In Living Colgmproduced by Africa#merican actor Keenan Wayans in #egly 90s useshe

coding of blackface minstrelsy quite actively to present critiques of, for instance, capitalist

O2tft 02N GA2Y o0& o0flF O]l SYUGSNIIAYSNBR Ay O2ydSYL
NEOGKSNEQ & 1AGA0T e sippdgé mitivder tfid nfagk df$hRclodd dadd a Y | y F

0KS 2LIINBEIaSR oWl 2YSe GKS /ft26yQ aijAridaovz +a g8

narratives by the cultural industry (Tracey Chapman diapks (199234) dismisses their

carnivalesque performander seeming too much like blackface and critiques (rightly so) their

LR fAGAOIEEEe AYO2NNBOG RSLMAOGAZ2Yya 2F 3dJléySaaod 2

her easy dismal dh Living Colathat ran for five seasons between 1990 and 1994 ahich

for a me, as a perseof-colour located outside the US context, evidenced radical, nuanced,

funny, black visual critiques of race, which were not availab&ourth Africaat that time. This

show, created and produced and performed by the Afriéamerican Wayans family, was, at

that time, a signifier of black empowermenthese AfricasAmerican TV shows, evolutions of

bladface variety shows, provided me wijttihrough their constant masquerades mocking race

classgender stereotypes, an avenue pei94 to laugh about racializegenderedclass

depictions in society, as well as an understagdihat humour (through spoof parodigs

mimicry-asmockery and a kind of flagellation of stereotypes) could bénteresting criticatool

by which to interrogag socially accepted constructions.

WSLISFOGAY3I YR alLR2FAy3a A02yA0 INIlig2Njla FNRY 2 ¢
process, to turn the gaze back onto sites of power: the gvesence and authority of Western

canonical aris questioned wheran unhomed bodyof-colour is inserted as the protagonist in

the re-performances. Reimagining popular culture films that | emotionally invested in as a child

became tropes by which to fi@scribe fractious identity categories atehr apartthe cohesive

apatheid narrative and lifgourney.They also offeredpportunities of centring a womaaf-

O2f 2dz2NR& o02Reé Fa (GKS OSYidNrft Y2G0AF Ay GKSasS yl

the subliminal, the unspeakable, the illegible, to give an unadukerabice to the localism and
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L2aido02t2yAlf K@ONARAUGUASA 6KAOK gSNB A0GNIAYyAy3
me. | share these recollections not as mere anecdotes, but rather as connected points from

which | theoriseboth in my writing andartwork. In my postcolonial masqueradéisese

interrogations are framed around the concepts of masking, repetition and violence, not just in

terms of the content, but in formalansiderations as they manifest the artworks.n this last

section of this bapter, | will reflect on these aspedtsterms of a decolonial aesthesis

Masking

Masking seems to have always been a feature of humarnkimain the simple application of

ground pigments (clay, red earth, turmeric) on the face and skin, to the elabarasks and
costumes in rituals, ceremaas and carnivaland 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,raoce recently the usefo

hoodies in protests in the Ugainst the 2012 slaying of young Africamerican teenager

Trayvon Martin. Masking can denote disguise, anonymity, playfulness, reverence, the temporary
suspension of values and beliefs, an abilityrémscend oneself, to be amther. Ideas of

masking often seem split between the dualism of the act of masking as something being hidden,
endowedwith a certain dangerand that of temporarily concealing in order to be revealed,

which elicits a certain aount of joy. This kind of masking could be seen both in Chapter One
wWithNB 3 NRa (2 YIFIyySYyYSeSNDa NI Omlthe CaRaTavithdzhA &S | YR

Minstrel Festival.

In Rabelais and His Worl8akhtin discusses masking in European carnival8akdntin, the

YIFal 2F IyOASyd ¥F2ft1 Odzad2vyasz YSRASOGIE IyR wSy
FYR NBAYOFNYIFGA2YyéS YSOGIFY2NLIK2aAa> GNIYaAaAldAz2yd
reason, uniformity, similarity, conformity and boundaried)ereas the mask in Romantic

9dzNRP LIS 6SOFYS I RAFTFSNBYy(d Sylirde 6KAOK Ga4KARSAE
1968/1984, p.3A0). In English masquerades in the #hRDOs, historian Terry Castle (1986,

p.38-40) says that the costume and masivg mysteriousness, allurement and illicitness to the
6SIENBNE YR 2FiSy OGSR a || @GSKAOES F¥2N) aSEdz
actions. The mask, which gave a degree of anonymity, real or imagined, afforded a kind of

GAy @2t @S Y S yabstracing BsiaRaontact[if)f promotes an unusual sense of freedom
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Ay GKS LISNRE2Y 6SI NRA Yy 3cespbdaltizanmwdrieq prambdtedai 6 A RY 0 ¢ 0 d

GasSyadzZ tAate 2F GKS @GAradztés YI1Ay3a SGSy || 1y2¢
gAOGKK2f RAYy3 27T O2%By hédnd ot tifeteighiekrihicéhitiry, iowEverpthgsy @
1AYR 2F WiAOSy(iA2dzaQ ALANRG 3l BS L& (G2 | Y2NEK

Wo2dzNES2Aa ARS2f238Q RSRA QlditySdherihan the pl€aduye®S NIJ I G A
Selfq carnivals and fairs began to wane in England by the 1790s. Masquerading balls were then
viewed as childish indulgences that one had to outgrow bytrg people who had supported

them (ibid: 101). Castle believésK | & | & Odzf G dzZNB& F NNA DS G | a NI
dzy A @SNER S | yOASYy(d aevoz2fa 2F YIaia YAYAONE |
enduring power of masking practices, however, perhaps evidence that masks disappear in one

format only b reappear in others.

The idea of being someone other than oneself through manipulation influerarésus
theorists.For Fanon, black skin isacial epidermal mask thatetermines him accordintp his
body. Itfixesandracially ovessignifies him, sothing he has to work through and agaimsa
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 anotherqiaskdzNyS 6 KA G S
2 NJ RA &l LILISY INEIRZ/200B,Jp.([82) o sense of purposé h Y& 62 Ré> YIF 1S
mealwa@g I YI y ¢ K Kiloiplmz&lgoindtez fowv FbEblack persons masking has been a
YSIFya 2F adz 2dzal (i Akdloiba diayis oW thedaskeas oth Qread H n 1 PO =
instrumentof colonial torture, as well as a psychological one (of symbolic violence). The physical
mask that Kilomba speaks about is an instrument that was ose#frican slaves during
colonisation, in which a bit placed between the tongue and jaw was fixed withgttings
I NPdzyR GKS aftl @d5SQ4a KSIR® ¢KA&a RSOAOS gl a dzaSR
plantations, which was interpreted as theft: the mask was therefore a form of control and
possession. The device was also used to stop resistant rebet $stawe speaking and riling up
others, and, therefore, it also served as an implement of speechlessness and fear. For Kilomba
GKAE Ylal y2ad 2yfte LINBOSYGSR Fy AYIF3IAYEFNE LA
demonstrated the anxiety of having dased 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 homosexuaks) avenue for sexual expression they were otherwise denied.
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speaks, the colamer will have to listen. It would be forced into an uncomfortable
O2YyFNRYGIFGARZY 6AGK 20GKSNJ GNHZIKA® ¢NHzIKAS sKAOK
serves, in this sense, to protect thdnite subject from >Other< knowledges. But, the mouth
symbdized not only speech and enunciation, but also possilglitye possibility of saying
hbeSar 2N By2fd Sl GKS YlLal O2ydiNRfa GKAA&A L&
fiction that only thewhite subject can speak (Kilomba, 2009, p.81).
Enfored 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, idich s
F NBdzS§a LISN1JSGdzZ- 6Sa GKSasS aeadsSvya 2F ofl Ol 202S€
Of r 8aAFTASRE SEKAOAGSRT RSEAANBR FYyR (AffSRET |
voiceless within academia where white academics have often been regasiauthorities

on black experience.

Fanon and Kilomba do not identify any positive strategies with regards to masking, but seem

G2 LR2ard I WNBItQ aStFT gKAOK OF NNASE (GKS 0dzNRS
difficult subject whichaccording to South African poet and scholar Yvette Christiansé (2003),

doesnot get spoken about often. Unlike US black feisti and race scholars who vieacial

passing of blackubjectsaswhites as a transgressive practice, Christiansé, like Ahm&d)20

in her discussion of racial passing in her b8tiange Encounters: Embodied Others inPost

Coloniality sees subjectef-O2 f 2 dzZNEQ LJ daAy3 & I RSaAANB F2N ¢
whiteness as a thing to be longed for, concealing the fact that whitentsslf is an identity

of passing. This is certainly true for pecplecolour 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 apaitl granted differential socieconomic

privileges to the various race groups (see Khan, 2012). Whereas Ahmed (2000, p.126) sees no
GRAAZOSNYAOGES LIt AU A South AfreghradScedisange caxes winkie SukH LI & 3
racial passing was used foolitical purposes. One example is that of documentary

photographerErnest Cole, who was classified from birth as Black, but used the same

NA RA Odzf 2 dza | LI NBIRS NR 02 & &t geireciEsSieddas Sddtired.

This political strateggained 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 cardompas®! This passing
allowed Cole to produce his scathing documentary photographic essay takedouse of
Bondage(1968. His racial passing, as for others who engaged in this practice, did not come
without a tollthough which included secrecy, paranoia, separation and alienation (Hurtado,

1999; Christians&2003;Asfour, 2009Khan, 201252

For Patel (2001, p.120), tomasking is regarded only as a disgse hide something, whereas
she posits that the notion of masquerade is more revelattfye wear masks to conceal, we
masquerade to conceal and reveal...[tlhrough masquerade we enter new terrains, make new
faces..!. Thus, Patel, like Bhabha sees the potential of masquerading in creating a space for
oneself¢ from the familiar comes a difference that creates newness. For philosopher Gilles
Deleuze there is only ever masks, repetition and difference. Deleuze (1988/f47) makes

no distinction between a disguise and any arging essentiat only masks are to be found
under masks. Variations and rejtein are masks themselves, brdther than viewing this as a
limitation, Deleuze finds masking an exercise of ptitdities, as there are no essences,
originalities or singular truths. There is the ersfigootential irbecoming 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
RAAGFHYOS® C2NJ[FOFlys GKA& WG | RAAGEFEYOSQ 06SOF
RSGSt 2LISR RdzZNAYy3I (GKS WYANNER NJ raaintaides sygoufigh OF y= 2y
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 camaagle, did not simply engage in this activity

81Black South Africans WS NXB |j dzZA NBR G2 OF NNE | WR2YLI &3QX +ty ARSYGATAC
information, their race as wellas their employment status whigmve them permission to be withiritg spaces

within certain hours (see pass laws at Apartheid Muse2006).

82/ 2fS5SQa FrYAfe& YSYOSNAR OfFAYSR (KFG KS 0SOIYS YdzOK Y2NB
indicate the psychological strain he was taking hiatkeeping his masquerading intaeind creating his damning

photographyof Black lifeunder 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 fascinanh/compulsion to mimesis even when it did not promote self

AdzZNDA DI E ® CNRY (KA&axX [ Oy KeLRIOIKSaAaSR GKFG
Aad | OlGdzrfte 2ySQa NBTFTISOURREFD SOk FOB R Dl Kk &t n il K
mirrored selfwas 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. It hissf NJ YwSYSY o6 SNA y 3
Repeating and Working K N2 dzZ3 K QX CNXBdzR 0O Mmdmn K maplpayiciralLJmp M0 R
patterns that emerge in individuals when particular situations which happened during childhood

are not processed properliffhese situations, whicheave 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 usig language, enable the incident to pass from the unconscious to the
O2yaOAz2dzad® ¢KS YSUK2R 2F NBLISGAGA2YSY -KSNBX Syl
YSyidltf KAZG2NASaAZ WONBIGAY3IQ || RAFFSNBYyG 1AYR
which unknown, uncontrollable data is rendered understandable. Thus, the patient can regard

GKS 2NRAIAYLFE aAlddzr A2y gAGK | LRRaAdAzy 2F |22
1920/1955, p.19). Remembering renders the repetition compulsiarmless and useful (Freud,

1914/1958, p.154). This was explored in the first chapter whedNR L2 a SR G KF G YIF yy S
work was not simply an expression of parodic humour working with collective White neuroses,

but rather was representative of a persahtrauma that he played out repetitively through his

usage of blackface which he could debase and master. This idea also manifests in my videos

Nervous ConditiorsndNo Placewhich explorahe idea of apartheid being @dealthat is in

excess of compieension, and which South Africans pagtartheid are trying to come to terms

with collectively and individually, but which further createw truth-fictions through repetitive

historical and memorynaking processes.

Thus repetition can have both positiaad negative manifestations. Cyclic repetition, which
produces difference and renewal, is a key component of Deleuzian thinkiDgfférence and
Repetition(1968/1994), Deleuze closely examines these two concepts and believes that they do

not hinge on he idea of sameness, i.e. they do not denote a negation of sameness, but are
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N} §KSNJI Reyl YAOd 585t Sdzl SQa ARSI 27F NBBGA GA2Y A
make different andransform.5 St Sdzl S 6 A 6 A ROf H & ¥ O repN&&nBidisa NWT A N&
Of FAYAYy3 GKIFIG Fff ARSFa | yR NBLINE&Beaislk GA2ya N

harnessedy a number of artists as well shall see in Chapter Three.

Repetition which acknowledges difference renews, but repetition whichssaed polices

alYySySaa IyR NBaSvyoftlyoSa Oly 6S RSailNUzOGA QS
idea of the colonial space as onkrepetitious psychic violenogthe Negro enslaved by his
AYFSNAZ2NRGEZT GKS g KAGS daviYyA FoAeO | KIAAER yaQdzI ASFNAK2ANIA (108 z
mimed by Others. He posits that pe@ty f A AKG Sy YSy i 2Said$oty YIy A& a
confronted by, his dark reflection, the shadow of colonized man, that splits his presence,

distorts his outline, breaches his badaries, repeats his action at a distance, disturbs and

RAGARSAE GKS @SNE (AYS(1SH20068Ap85)hisSkingdiraciab A 6 A RO @ C 2
interpellation isviolenty &aL (221 YeéaStT FINI2FF FNBY Y& 24V
myself an objet. What else could it be for me but an amputation, an excision, a haemorrhage

GKIG aLIl GGSNBR Yé ¢K2tS 02Re gAUK oflF O]l o0f22RK

Violence

While Bhabha focuses on the possibilities that-resognition presents, theorists like Fanon,

Kilomba and hooks amoncerned about the very real effects that racism has on people

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 stgpes 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

L2 aAGAOSS NBadzZ GRYFAIGNSY Al |t ¥ BY ESHiRSHEoDR fadil HAI ¢
the selfharming practices that womeaf-colour subscribe to both internally and externally.

. KFIoKIFQ&a omdpyckHnnys LIDEEGAAAL 0SSt AST GKIFG aX
YEYQ&E0AR LI NBydGsE F2NI SEFYLXES Ay &1AYy 6KAGS)
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andtheMiddle9 3G X Ay UGKSANI YAYAONRSE 2F 6KAGSySaa |
6220alyyY 5SAANAY3I 2KAUGSYSaa AyarclanadiNde t 2y Al £ A &Y
Dhawan (2009, p.324)use @ad 6 Sy 6NAGSNI 2 Afazy | NNAaQa ARSI
post-colonially as a regime of desire to govern the postcolonial subject, which she new self

NBE3dzE | 6Sas | yR NaubilatiyQaxp R WSl UKWSR N2BSYHSHO| 62
oppression is illegible, or cannot be dischargeday result in setharm. One of these
WEEOGSNYIFGADBSaQ YAf2Y0ol RAaOdzaasSa Aa adzhi OARS 4K
act. On the otheside 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. Swatizédeimages make

it difficult for black women to express the wounds of racisexismclassicism they encoer

daily.

To this end, Kilomb&008, p.48)n her bookPlantation Memories: Episodes of Everyday
Racismanalyses everyday racial incidents in the biographical narratives of black women in
Germany to understand how episodes of racism are not onlyiche traumas, but draw on a
historical body of collectiverounding where racism becomes not a singular act, but one of
continuous experience Black subjectKilomba finds, have to deal daily with a racialised
genderedbody KA OK A& | f ogh@&f XYM BRQFE ag YQRK aKS Aa A
F dzi K2NAGe G2 SyidSN aLl O0Sas whithebsS GAINKEBMNEBY Aciod ® g |
YAf2Y0l Qa LI NIAOALIYGA 2dzif AyS | NIy3aS 2F S@GSN
strangersintheira® YLJi (2 Wi 201 3G§SQ GKSANI 6! FNAOFIYOL | yOS:
nalg KAGS ySAIKOo2dZNK22RaT (2 o06SAy3d NBLINBASYGlF (Ac¢
the psychoanalytic account of trauma has three main ideas:

X F A NA (U Ea vidbléhSshockarauh unéxpected event to which the immediate response is

shock; secondseparationor fragmentation, as this unexpected violent shock deprives one of

the one's link to society; and third, the ideatwhelessnesswvhere a violent everthat

occurred sometime in the past is experienced as if in the present andv@isa, which painful

consequences that affect the whole psychological organization, including nightmares,

flashbacks and/or physical pain...
This kind of timelessness becomég imajor trope in my workervous Conditionsvhere a

particularepisodeof powerlessnessends the racialized subject spiralling into a host of other

83 The narratives include that of an Afderman woman, an Africaimerican woman residing in Germamg well
as her own experiences as a black woman studying and lecturing in Germany.
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GNJ dzYl & SELISNASYOSRoe .t Ol adzomesSdiasz Ay YAf2Yd
episodes asrmamputation, or a sense of schizophrenia (separation of self). Kilomba recognises

GKS S$320a RSTSYyOS YSOKIyAay (2 &dzOK GNIF dzYl asz ¢
decolonizing oneselfhe sees value in a sense of supportive community,samchiseghat 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).

YA f 2 Y0 1253 bladkiwdmaR ivterviewees remark on how reading and establishing a

vocabulary on racism helped them in their seléntification, andallows oneto remove oneself

from relationships which repeagcist violence. Many black feminists recognise the importance

of study and knowledge irarticulating oppression, and Kilombai@: 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 (idi@9) poses the question, what does racism do

G2 @2dzY b{K2dA R (KS F20dza 6S (G(KS NBLIX & 2NJ NI (K
white2 § KSNJ 2NJ 6§ KS TSSt Ay bdievéshat theNdRer dogsét Bnplf K¢ YA 2
victimization, but rathe an empowerment in the recognition of the effects of racism as on

becomes the speaking subje&peech, 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

reaon when questioned, the process is one of control in which whiteafsias are played out

again. She thereforadvocates reordering a relationship of equality, by the black subject

dislocating from the space of Otherness and placing herself outside th@nfabdynamic” (ibid:

141). She says it is a fallacy to think that if one expkmesigh orproperly, then one will be

accepted and escape everyday racism. Black subjects have to realize that they cannot make a

white consensus understand, but instead thiaey 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 | continue this discussion in thext chapter as | locate similar strategies,
interventions and interests in the works of oth8outh Africarwomenof-colour postcolonial
masqueraders. | present a discussion on the content and aesthetic considerations of their/our

work that will hopefullyshow contradictory, ambivalent explorations of identity negotiations in
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South Africaand situate masquerading as an importantetdonialising methodology in this

very act of putting pen to paper.
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CHAPTER THREE:

t £ dz2NF f LQa | yR ! daiMasqueagdinglinlibié BVarks of X dadeyORbse? v A

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
S O02dz R OFff WLy ARSY(AIGe QHRingagpediiced?Brivid A ya WIA |

her identityalwaysa performance, a masquerade? (Hall, 2001, p.56).

The thesis so far has tried to highlight how visual representations inqudstial contexts
constantly and necessarily, need to logerrogatedand decolonisd aesthetically Although
South Afric@&d RSY2ONI O&8 A& | f NBily R ovardeprgsantatioisiar NBE 2 f RZ
fight for identity, legitimacy, historynemory. McClintock (1995, p.328) reminds us that
although histo2 A& Iy aGAy@XE®i A@&a @INI Y& AOBASYyGA2y At
LJPH MO HAAKSR F2NJ 0KS RIFIe GKFIG GKS g2NR I LI NI K
hooks (1995a, p.64) reminds us that, as people that have endured disrupted traumatic histories,
part of our identity process is to renember:

The wordremember(re-membe) evokes the coming together of severed parts, fragments

becoming a wholeX Using images, we connect ourselves to a recuperative, redemptive

memory that enables us to construct radical identitissages of ourselves that transcend the

limits of the colonizing eye.
In postapartheidSouth Africathis evocation to remember/renember both individual and
collective struggles through representation is played out in many recuperative projects tiat se
to unearth the past, and validate and authorise previously ignored and suppressed vesrati
The elements of naming, autobiographic storytelling agdentringbodiesof-colour to a
positionality from which to theorise are aspects that can be stroaglyenced in the visual arts
and increasinglyin South Africahy a number of young womeaf-colour artists through the
strategy of performative fictive masquerading. The second half of the 90s and 2000s have seen
many womenrof-colour visual artists eet the field working in a range of media, yet their work
remains undettheorised. There seems to be a chasm between relating theory to their practice,
YR ¢KIFG Y@ 26y NBIRAy3Ia 2F GKSAS IINIAAGaQ &2 N
sustained discisA 2y a 2F GKSANI FNIg2NJa NBTFfESOG I RAGSN
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. | have chogediscuss the works dour
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 intarahti
attention in the contemporary art field. For the purposes of this study, | 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 practic&isapter 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
AYUINRRAzOGAZY G2 GKS&aS I NIAaddéQuograpNdandEdid Y S R
plurality of identities anger as a means of empowerment; and the idea of interrogating and
engaging doppelgangers and outsidside positions creatively. In the critical space of reading
that this chapter offers, | want to explore Wwathese womerof-colour artists negotiate racial

stereotyping, @sire and voyeurisnn their use of fictive subjectivities.

Autobiography andthe N NNJ G A S 2F WL Q

Biographical narratives have been harnessed byracist, anticolonial, black and Africa
feminist paradigms, as personal testimony and stietiing are important methodological
tools in making visible blacks/peoptd-colour/women (Brink, 1998; Collins, 2000/2009). This

dzaS 2F G(KS WLISNE2YyIlf Aa LRt AybppdlitidalQ ARA2Y KU
movements**C2 NJ Ayaidl yOoSs GKS WaSO2yR ¢l 8SQ 2S5aas

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 spaaigoof | Feminists
viewed it as a site of oppression not just for middlass women who were forced to engage
the duties of cleaner, mother and wife, but also for worrarcolour who predominantly
occupied roles of domestic workers (hooks, 1989; Collif3)/2009). Personal narrative
became a powerful tool in articulating the realities of intersecting oppressions operating in

the lives of women.

B¢ KS LIKNI a8 WiKS LISiNEH idayi bsbapfithie sahie by Lardl iahisciDin 1069&vhich appeared
in the anthologyNotes From the Second Year: Women's Libergti®@0) While she is credited with this phrase, she
stated in a reprint of tb essay in 2006 thain fact, the feminist editors of the anthology had come up with the title
(Hanisch1969/2006).
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K2214X oNRGAYT Ay (GKS f134G4S ynax NBYIFIN]l & 2y K2¢
and problematd® { KS oMby dY mMHDO al&a ddKFG WwWFHOoGa 27F al
stories, shared their histories and engaged in feminist consciousnessaereerful means of

resistance, a threatening kind of speech that vented anger, long held silencésti@ndess.

tKSaS aLISSOK | 0taz K2gSOSNE 6SNBE o0SAYy3I RAAYAAZ
SELISNASYOS 2F SELX 2AGFGA2Y 06& YSyé RAR y2i yS¢
AYRAGARAZ £ & 2NJ F2NJ 62YSy O2f f Sdbéank @Sstadc¥is a bl YA Y Z
y20 KSft LJFdzZ ¢ 6 A Mk (1995, p.F13) ovhasatfilms afteniintydkeNdersoRal

YENNI 0A@Sa a arxidsSa 2F (yz2e6f SRASE Ffaz2 AGSNI (S
personal events certainly have thd?2 G SY G A f G2 0SS LREAGAOIT éd K22
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, &ad connect with other people and larger structural processes and powargue 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 framkwbapartheid, post

apartheid and postolonial South Africa.

G! YR &2 &K & URialSng Histdryzand$istéricising the Self

It is crucial at this point that the past be seen as a legitimate point of departure for talking

about the challenges dhe present and the future (Ndebele, 1994, p.155).

Domestic work has long been part of the economgpofith Africaas the largest provider of

employment for Black women besides agriculture. More than a million women (mostly Black

women fromSouth Africaand 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 dailgate, with no job security, no healthcare or pension pl&Seborah

Gaitskell, Judy Kimbell, Moira Maconachie and Elaine Unterhalter (1983, p.86) in their article

Ywlk OSzT /fFraa YR DSYRSNIAY 52YSEaGAO0O 22N Ay {72

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 theimpresencein manypublic/private spacesdomestic workers are ambivalent figures
GKAOK 200dzLlBA KA WRdzAARRENI Ay GKS {2dziK ! TNRAOL Y
her bookimperial Leathef1995, p.271) says of the domestic worker:
Laboring by day to uphold the whitailt of domesticity, black women are shunted by night to
tiny backyardkhayas(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 whitemale 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.
a0/ ftAyid201Qa adl &S yY-$genderclhid intgrseéts iritie figuk &theég I &€ NI OS
WY ARQS | YR {bKn8 powdireldtBristips Gegvgenr Siduth African women
themselves (see also Christiansé, 2003). The livdsroéstic 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; baty present, but absent in their own private capacity; they represented
savages who, nonetheless, could be entrusted to raise White children. Domestics had to be
WAl YAGAASRQ AY O NAR2dza gl ead ¢KSe& KIFEIR (G2 6SI N
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 thab#asand nadam could

pronounce ea#y enough (McClintock, 1995).

al NB {A0l YRSQa Y2 iKShandmBthNeawgrR domestic Fdtierss Yy R I NB |-
{AGF YRSQA 3INI YRY2 (K SgidargNI NN YI2SIRK SIN oKl SHNT- G &E REA SR SYp
inSqd 20 K23 0d&Zi$ NB KrédmbEvdt gréhdunce her naméhey renamed her
WofaarsSQ 60{A06lYRSE HAnmMoOdP 4! yR a2 aKS RASR | a ¢
the power of naming, of those with the power to-mame, at will, grown men and women,
whoseSGKYAO yIFYSa FNB SYR26SR gA0GK OdzZ GdzNF tf aA3dy
028Q YR WYe 3IANIQ Aa Fy FOG 2F fFy3adza 3S GKI G
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particular persons the status of property. It discriminates in the &ctoing, in the act of

enunciation that Derrida (1983: 29192)speaksabout.

2 KSYy {A0FYyRS ONBIGSR GUKS dAf GAYIGS R2YSalA0O g2\
SpaniShCNBEY OK RSNAGIF GAGS 2F GKS DNBS| 62Nk T2N Wy
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 impogd on their livegSibande is the first person in hemfily to study beyond

high schoolnd 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 whit&%pron

and African Zionist/Victoriaimspired frockof 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 ordaihed $kin

colour, gender, clasandby theBantu Education A&.

22N] SR Ay {Ao0lyRSQa KIyR&s {2LKAS Aada Ay SEOSa:
Wg2YIlFyQr WLR2NIRS WYFARQOS FyR Fff (GKS RdziASa

Q)¢

than ¢ whether she is praying, sewingkiing a break, stopping to smell the flowers, conducting
an orchestra, or charging on a horse like those other White men ger(&igks2530), she
becomes a signifier for dreams and imaginations that are not dependent on reality, that could
notbe stamped®® dzi o0& NI OA&YQa I a0 62NRP 90Sy HKAES
GKA& LIR22N) . fF01 662YFyYy dzyRSNJ I LI NIKSARX {A0l YRS
her for her flights of fantasy. Dreaming itself becomes a subversive moment fod8idaimhey

52y Q0 al {S ¢KSY(2009)(Fi&30iSkphié is cadglt Rnawages in a daydream

when she is supposed to be working. Captured in the stiliness of the digital photographic

moment, she standsyes closed, deep inside h&Whether she ishe 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 cobtrition to images of black women (hooks says that such

8a 0/ fAYy(G201 OMdpppI LIdmMcol & & eldySatyf adystématic atBriphtd daserfdmld Of Sty
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'Runpai2z NJ £ &

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 orunskilled manual labour. See the list of apartheid legislatior®oath African History Online
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positivism does little for critical representatiof)Read differently, however, Sophie could also

0S SELR&AYI (KS Wofl O]l a4dzLSNB2YlyQ Yeéei® (KI G ¢
the one céled 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 othieerffot

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.

¢ KAldyy 901 2 F Y dz ( kobifadclory ddeyiS aftdniSadowdyy employerswho
trustando St AS@PS Ay (KS W{y2g!l 6arfddihésamedifidedldK SA NJ R2 Y &
adzoft AYAY T NBO23YyAGA2Y that fnnewésku®l déodctids.y ISNI Ay 2y S
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 spog 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, Soph SQa RINAyYy3a (2 RNBFY OFly 6S NBFR a Ly |
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 theitd/madambaas
holds in mind. Sophie is cheeky in her masqueradingfhS Y I Rl YQ& )@és@ing Sa o CA
0KS YIRFYQa fSAadaNBfe LRaddNBEI Ay KSN) af SSLIAyY =
cooning or simple colonial mimicry and class desiould also be read as the ultimate
4dzo OSNBRA2Y 2F LI FOAy3a KSNIO62Re gAGKAY (GKS AyiA
herself as overseer of her own territory. But it could also quite simply evidence a woman
wanting to wear the latest fashions ife day.{ 2 dzi K ! FNA OF y LIK2 (G2 3 NJ LIK S NJ

Black Photo Album/Look at nf&997) shows a history of cressltural fashion in the images of

88 See lwoks 1992,p.130; Collins (2000/2009) and Lewis (2001a).

89 See Wallac€1979; Colling2000); Lewis, 2001a and 2005; Abrahai2907).

0 Collins(20002009,pM pH U RSFAY Sa W2UKSNN2GKSNEQ |a ao2YSy K2 I aajl
NEBalLl2yaroAfAldASaeds yR GKA& {AYR 2F NBflFliA2yaKAL KIa 0685
include grandmothers, aunts, sisters, cousins, &y R4 | YR S@Sy WTAOGABS (AyQd [/ 2ffAy
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 middigdass families wearing modern Victorian garb, posing for cameras
from the 1890sonwards.Hiswork evidences the cultural influence of European bourgeoisie
society on middleclass Black societies, who identified with modernity and the culfastiions
of the day, but which are hidden narratives of that time, which mostly depictethBk Africans
in their ethnic/tribal attire, as distinctly unmodern nativ&sSophiemakes visiblehese hidden
modern impulses and mixed culturafluirences that were part of lifeut suppressed by

apartheid ideological representations.

Althougha I NJ & 8dtherRS @SN 62NJ SR +ta | R2YSAGAO0 ¢2NJ] SNE
in Theodorah Comes to Johannesbseges (20022008)(Figs.3240) is often read as a domestic

worker due to her attireMaraselaRNBE 4 a4 SR Ay KSNJ Y2 K8k a &Stft2¢
rISGNI O0Sa KSNJ Y20 KSNRAa &S alee theftity Wadbugh henyeged. o dzNB | Y
al NI aSft I Qa fromdh¥ rurd E&s®rR Cape to Johanneshaifitgr marriage and

apartheid Johannesbungasa traumathat she could never deal witlghe lived in onstant fear

of arrests which she saw in tloity, and oncewitnessed someone being beaten to death in the

60s. These external circumstances combined with her own medical schizophrenia, made
W2KIyySaodz2NB |y FF33INBaaaAzy &dsGeveb@éhyolsidee thd & O2 dz
80s.In Theodorah Marasela visithistorical sites such as the Hector Pietersen memorial (which
commemorates the 1976 Soweto riots in which Black children, protesting against the apartheid
A2FSNYYSy G Qa | G0 &nshdlihe ingruchvyg medliid) $erel gnNkdl Yown by

policemen in Soweto}he Apartheid Museum in Soweto; atige once derelict skeletal

structure of the Turbine Hall, an obsolete power statiomwémtralJohannesburg (which was

home to a number of squatterin the 2000s and emptied out when Marasela took her picture,

and is now the headquarters ftine multinational mining compangshantiGold). She also visits

everyday nordescript places such as abamloned rurdown shop in Kliptowrthe bustling

migranttrading quarters aDiagonal Street and Jeppestovamdis even seen contemplating

graffiti on a wall andhaving a quiet sit down in a park.

28§ ySOPSNI 4SS ¢KS2R2NI KQakal N} asStlFQa FF0OSzT 4S5 72

character Jirf* who comes to Joburd? she becomes disillusioned with the space and the

91 See for instance the photograp and drawings of South African White women documentarians Killie Campbell
and Barbara Tyrell.
92 Directored by Donald Swanson and also knowAfaisan Jin{1949), the plot revolves around Jim who leaves his
rural homestead to make his fortunes in the ity 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 @meéshephysical,
emotional and mental tollhese forces taken Black people who try to survive it. When asked
why she takes these trips as her mum/for her mum, Marasela (2013& €4 A G Qa @2 | O}
GKFG KSNJ Y2UKSNR&a SELISNASYyOS 2F LI NIKSAR KI LIL
Because | guess apartheid for most people who might not have experienced harshness, might
y20 KI2S BSBYYAGES AWONI LX2NNRBNY LIQa OSNEB RATT)
real, that could possibly happen, you know, on the scale it did.
al N} aStl ¥SSta (GKS ySSR (2 @GFtARFGS KSNJ Y2HKSN
schizophrenia, as an external condliit imposed on Black South Africans. Derrida (1983, p.293)
NEYAYR&A& dza GKFG LI NOKSAR Aa aX |y S@At GKFG C
iniquity of a system. It is also daily suffering, oppression, poverty, violence, torture inflicted by
Fy FNNR3IFYyG 6KAGS YAYy2NRGe X 2y GKS Ylaa 2F (K
everydayness, the space of daily threat and menace that Marasela captures in these
unspectacular photographsthe landscapesth it Kl @Sy Qi OKIlpoHB\RS | yRI & ¢
unrecognisabléo someone who hasoli 6 SSy (2 W2KIyySaodz2NHQa OAGe@
2 KAGS o0dzaAaAySaa FyR GKS FTAYIFYyOAl 8BQRAKBENIOA I & NS
informal Back trading and small business@nce tigmatisel as a zone of crime, an area to be
avoided by the middkelassthe Johannesbur@BDtodayis rapidlybecoming gentrified, amid
constant contestations over the usage of space,ibstill bears the stigmas and visible scars of

its past. This is true of MNJ & S f lar@dlso Melfger South African psyche.

Marasela recognises the impossibility of her tggke city of gold is known for its transience, its

longing to foget, and while it carries remembrancetapartheid, it is no longer the city that

her mother remembers. Marasela cannot mimic heg § K SNN& SELISNASyOSa 0S50
another generation marked so differently Bputh Afric® & KA & (0 2 NB dcreft&add Ol y 2 v f
AYFIAYLFGA2Y 2F KSNJ Y2GKSNDa ad2N#teging + {AYyR 27
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 heplgedhe 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 whithey cannot recognise themselves] NI 4 St I Qa4 62 NJ Ol

B/ 2ff2ldAlf F2N YEFERNVPASABZSBENBRI igd21 a2 ww2l ASQo
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tension between this public wounding and her private one, ane can only imagine the pain

FStd o0& alNIFraStlz Fa I OKAfRX QAadzZadfAdAy3ad (KS3
negotating this tension, she reclaims hewn and hety 2 § KSNR& &dzo 2S04 A @3S SELJY
{2dziK ! FNAOI Q& dzyi2f R KAAUZ2NASaAD

Subjective storytelling compels the reader/viewer to anktedge its bias, its inventigiits

FAOGA 2 vy (KT N endeBio“MboksP1989H.157-159) draws on black feminist

I dZRNB [ 2 NRiGythoghaph§ds a ldnfl of rememberinprough whichwe can

NEYSY0OSNI W 3ISYSNIf 2dzif AyS 2F Iy AYOARSYyidQ> o
is rememberingas a piecing together, a textured-telling meant to capture spirit rather than

accurate detd. South African novelist Andirink (1998, p.30) says this process is one where

GKS NBIFf Aa ayz2dG YSNBte NBLINB &Sy duStienbatdzi A Y| IAy
AYFIAYAYIED ¢KAA {AYR 2F a0G2NRAY3 LINEDSHESAE R2S3
Ay al NIaStlQa YIaldsSNrRAYy3I g2NlayY GKS (NHziK 27
reYSYOSNAY IS (KS Wi NHzSe0 thraugetheTey@siof |2tld MaaSeNdand dzY  LJA O
now enacted as a grown up (a mother herself), baiso evidenced KS Wi NHzi KaQ 2F 2

women-of-colour who can relate to this narrative.

2 KAf S al NI &St Fheddorasd&rizsiirdakdslthe Bpifit ©f phigal, psychological and

emotional alienation thaher mum felt her seriesSarah, Theodorah and Senzeni in

Johannesbur@011) forms a continum with the Theodoralseries. IrSarah, Theodorah and
SenzeniMaraselareclam&A &8 G 2 NA Ol f yBRRK YA RBE0 2 XY PONR 6z6 O] «
Sarah Baartman, baisoincludes her mother and herseih this visualisationre-staging in
SYONRPARSNE 2y Of20K GKSaS LlzofAO0 a0SySa 2F 62\
highlights sexual and racial exhibitism, dubious racist science, and colonial abuse and

denigration of Black subjects. Baartman, Theodorah and Marasela are threats posed by Black
g2YSY YIENNYGA@PSa (2 alyAdAaSR 9dzZNRPLISIY WOAQDAT A

brutality of the cdonial and apartheid regimes.

Marasela in this series, in a gesture that brought me to tears on first viewing, publicly clothes
Baartman and then leadher, together with her mothethrough presentday Johannesburg

(Figs.4143). They explore the city togiger, understanding the changing landscape, finding

%hooks (1989, p.157 RNJ & 2y | dzZRNB [ 2NRSQa dza$ 2 T-biséddooamR (2 RS
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AO0NBYy3IlGK FyR alFfSie Ay SIOK 20KSNDa LINBaSyoOoSo
continuum of raciabenderedclass oppression. Her red, menstrli&k, fertile embroideryand

ink lines trece a history of limitations and oveoming narratives, from Baartman, to her own

mother, to herself (and show how she negotiates tdimensional fixed images into

SYLRGSNAYI 2ySavd 9@Sy GK2dAK O2y dSYLRZNINE | NI
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 BlackiSAfrican 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 Bastans, their bodies as bearers of more Black

LIS2LX S dKFdG KFR G2 @& NB/A dif K-AGRS R/ NINGSi AV {F Af Laf 2S
g2YSyQa o02RASa a2YS ({AYyR 2F LINRBGOSOGAZ2Y Ay { 2dz

be incredibly vulnerable

al N} aSftlQa @Aradadt yFrNNIGAGSa NS Ffaz2 || LINROS3
child to reconcile with her mother from whomshe felt physically and emotionally estrangsd
AAIYATFAOLI YOG LISNRER2YFT YR KARI 2aNIND FAES f ¥ 204S yaliaAd f L
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 Klipsprsitting on a

park bench. These are not silensehat extinguish voices bare rathercontemplative silences

that Ggola speaks of when she echoes the sentiments of black feminist scholar Nthabiseng
az2iasSYYSs ¢gK2 0StAS@Sa (K¢ ratheMairéntind Ysdaat8ndért ¢ | & a 3
conditions @ scarcity and imposed limits, those who are oppressed often generate new

meanings for themselves around silences. Instead of being absent and voiceless, silences in
OANDdzyailill yOSa 2F OA2ft SyO0S | aadzyrS LINBaSyoOS | yR
20nc k> LIPpnod az2iaSyYyySQa ARSEF NBYAYRa dza GKIF G €
discourses, their presence always articulates a coudiszourse (this concept has been
ONRffAlIyYydfe LINBaAaSYyGSR o0& ! ONIYKFIY®® |4 aKS NBI R3

9% See Abrahams (2003)
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Both Marasela and Sibande cdanthe invisibilisation of ordinar3lack womerg who were
neither activists,nor simply victims; by forcing their oral personal narratives and points of view
onto the visual landscape in an attempt to validate theipexences and contributions to their
individual family and South African society at large. They visually translate and materialise
spoken biemyths, giving them tangibility and qualification. McClintock (1995, p.8ay¥ & h NJ f
memory is a refusal of thdismemberment of history, a laborious H&A GSNX» X LG A& |
FAFAyald 20f AGA2Y T | aiGNI GS3e -KISNB SBEMIAYAT A P h N
AfricaQ a  K-in-thér@akidy, fracturing itnto a plettora of unspectacular narratives. They
providean everydayness to the grand narrative of apartheigiving textures and complexity to
Wwofl O1 6 2YS Yy Vignamededrae8carifilm@akér &r@dT. Minh-ha (1991, p.191
192) believes that such memomgaking process which emanates fromwomh@ & LISNE2Yy | f &
GStftAYy3a OoONBlI1a R2gy 02dzy RI NRWSRQ I WIRNIMEIA i KBENXk 2Ng F
020K | LX dzNF € FyR aAy3dzZ F N WLQYX FyR | LJ dzNI £ |
Memories within come out of the material that precedes and defines a perstenvghe
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 subjetyiwf a nonl/plural I, which is
different from the subjectivity of the sovereign | (subjectivism) or the-aohjectivity of the
all-knowing | (objectivism).
ThenoaL k LJdzNJ L NBLINBaSyda | K2ad 2F FTAOGAGBS adtl
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/Apbut also doing important healing
emotional work (I will return to these ideas of pleasure and healingpaginative creative
productions in the concluding section of this thesis). For Sibande, part cbthenercialuccess
of, and interest inSophiein the art worldis that she haunts South African consciousness every
day: Sophie is everywhe(8ibande, 208} { KSQa @2 dzNJ Y2 G KSNE &2 dzNJ F NJ
worker in your house or in your work place. In her dreams, failures and fears, she is arsdme
GKIGd WSOSNEBEO2ReQ Oly NBfFGS G2z IyR:Z &SiGz &akKks
al NI aSf lrefuge tozd@nigdatdi KS WA YLISNF SO0 Qcwheher$hgy Ay G KSA NJ
worked as domestic workers trying to lgpod Black§or their White employer® or whether

theywere mentally il KS&4S 62YSyQa SELISNASYyOSa KI @S aKkl LIS

% Sibande, 2013
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lives of their families and their communitieBoth artistsacknowledgédlaws without judging the

older generation of women, and instead locate agency in their actions, in their recollections and

evenin their silencesunded G | Y RA Y 3 § K I fy voicéessi inaBtifit$ ér MR 6f A Y LJ

agency Sibande (2013) affirms that her own trajectory in life would not have been possible

without womensuch as thesé | cdme from these women, they build what | am right now.

OQldzl e AdQa GKEKENNRDRYAINYRIR2YSSAINAE] SKGIKIEF
Their works attemptto situaté KS W2 NRA Y | NB Q loyaRargérKiSial Hakying LIS OG | O
of South Africd YI 1Ay3 dza y23GS GKS O02YLX SE FyR (KS O2y

PluralL n®isruption of a Scripted |

2 KSNBlFaz alNraStl FyR {Ao0lFYyRSQa ¢2N}la sgAildySaa
their family, for whom education was a dregrthe women artists discussed in this chapter,
includingmyself, have all been victims opartheid schoolsucturese hy S KIFR G2 W3S
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 (2013falks 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. Maraseland | weresubjectedto years of sewing classesyasung grlsin school. While

| began to use embroidery and needl®rk in my paintings as an act of defiance against the

roles expected of women in apartheid education and to elide theaN} F i RA ARSI al NI
needlework signifies the enforced penance shesyainished with at her Catholic school, at the

same time that she subverts stereotypes that such an activity was the leisureljirpastf

Victorian middleclass women. Rose, like Marasela, attended a Catholic school and detested

school and its conformitywith whichshe struggled. She has a hatred of the Judidstian

God as the alknowing patriarchal figure, which she often makes into a laughable, deplorable

character in many of her works, an authoritarian without much authority. She is critidaé of t

binaries of good/evil, light/dark, man/woman that is the foundation of Western Christianity and

its civilising mission, drummaedito little colonised childrenvho become ventriloquist dummies

like the diligent schoolgirl in her vidggiao Bellg2001)(Figs.45d/e)and the overseeing

O2ft 2y AaSR a0K22f YI N¥Y® -pusishrteinCigoBhllishe peFfarSsy TSI 4 o
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seltflagellation as La Ciccolifigig.45e)in which punishment is both pleasurable and painful,

although pain is denied La Citica as sle is an object of pleasure. As theve me/Fuck m

boxer in the same worl&ig.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 tahe patriarchal scripting of loveexual relationships. In both of these scenes, the

sound of the whip hitting the body and the gloves the head, seemed slowed dowof-syhc

and amplifiedg they resonate in an uncomfortable way that calls attentionhie tnherent

physical violence despite theaestheh & SRk LI S| AdzN> 6f S Wf 221 Q 2y GKS
her blackand-white videoTKO(2000)(Figs 44a/h)Rose externalises this selfinishment yet

again, with the action captured using a fiehe lenssituated in a punching bag in her studio

while on an art residency. Scenes of a naked female body and the punching bag visually overlap
FYR WGNIATQ a aKS LlzyOKSa GKS o613 NBLISKFGSRte&s
guttural. The anger/violecethreatens to spill over, bus 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 the® works explore some degree of violence, whether it is mentagtemal, physical or

epistemic, i.e.the rupture of colonised education, of seeing yourself through, and being
AONRALIISR T2NE GKS O2f2yAaSNNa BeSshasDthdrkaida NB a dz
is poignantly explored by Rose in her thi@d®annel videdCiao BellgFigs.47&a)in which she

plays twelve different female archetypes who are grouped around a table reminiscent of Da

+ A Y IGadt Suppera conservative school marm brown dress suite and glasses; the leather

clad, seHflagellating La Ciccolina; the schoolgirl Lolita; a winged Sarah Baartman (perhaps it is

her bottled genitals that make an appearance®g grey-scale androgynous boxer hitting

herself with Love meflickme gloves; a singing Mami Watagermaid; a hopping aggressive

Playboy bunny; a setfbsessed Marie Antoinettke 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 shapehanging shadowy sign which changes signification between
W2aSLIKAYS . 1{SNk2AOOlY 2 AHORK&aE2a 1¥Ral SONWREY R
GKS YIftSySaa 2F GKS 9dzOKFNRaAlGd w2aSQa & dzLILISNI

signs of women, which are all Rose andRose.

97 SeeRo® (2014b)
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2 A0K GKS adl3SR OKlFz2a GKIFG SYIFyliSa FTNRY w2aSc¢
ChristF 2 Odza SR &aGF3Ay3 FyR Y2NB aAiA{ KISt . I1KIAyQa
scene, where food, laugér and provocative festive speech create a carnivalesque feast in

GKAOK dzadzZ £ t& &l yOuA2ySR 0SKF@A2dzNI F yR {NYzl Ka
fAFST RSIGKZI a0NHAIESE GNARdZYLIKEI IyR NBEISYSNI GA
Bakhtin (ibid: 288p Sf A SPSR GKIFI G aiKS ol yljdzSi KIFEIR GKS LR2é
AKFO1ftSa 2F LA2dzaySadaa IyR FSIFENI 2F D2R® 9 JFSNEUGK
open eating mouth, which represents the grotesque body, allows man te thstworld, to

introduce it into his body, to make it a part of himself, thus representing the triumph of man

2P0SN) UKS 62NIRZ || RSO2dz2NAy3 gAGK2dzi 6SAy3a RSO?
in which the female archetypes represent a kifdmescapability from patriarchal signification

YR WRS@2dzNAYy3IQd ! yR &8Si4G GKSe& Fftaz2 KIFI@S GKS ¢
their fictiousness, their paradoxical fixedness and malleability, their playfulness. Ggola (2005b,

p.4) notes thabften knowledgemaking practices think of black sexuality exclusively in terms of

GLI GK2f 238 YR OoNR|1SyySaay AffySaazr ISYRSNI o6l 3
YR RSIGKéDP w2asSQa 02RASa I NBE dJoakSgmehanda NESR2 Y

which is authorised by the carnivalesque atmospherthefRabelaisian banquet table.

CdzNI KSNY2NB> ol yljdzsSGd wialoftsS Grt1Q ftft2¢a FT2NI 7
w2aSQa [2fA01 2 K2 | Fi $Nindcently fuedtich ArdkBnbibeyselfg KA OK 2
0Skdzié LISNOSLIIA2yas 2dzyLlda 2FF KSNI GlFo6fS Y2YSy
Y20KSNFdzO] SNE LIASOS 2F aKA(O Faax LASOX 2F ONIL
0KS ¢ 2 NRA&a akF diOy Expiveadies @gnancy by the disembodied winged
bottled vagina which later floats in the gFigs.45f/c)Lolita is unlike the perfect colonial
Aa0dzRSY (i ¢6K2 aAiay3aa G2 az2yvyS2yS StasSqQa GdzySo [ 2f A
violence, of pleasurable release, of excess within the stage of constrained significations. Festive
GroftS GFf1 LISNXYAGa WFNBS | yR -296) ivalowsi NHzi Ka Q F2 N
transgressive humour, a play with vocabulary:

The themes of tabletalk NE | f g @4 d&dadzoftAYSsé FA(ESR gAOK alLl

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 lowerand 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
dz2SR a a¢SINAYy3I | 20 SGSYy Ay AYyuUSNBASsaAZ
jesters ca say all sorts of improper, politically incorrect things within a sanctioned setting, but

aKS | RRa (KSe& fa2 KI@S G2 o0S LINBOGdGe aYlI NI AYyF
facade of the video by confronting the viewer as voyeur to the bahgignification up to that

LRAYGS || @28SdzNJ K2 KlFa Sye2a2eSR (KSasS s2YSyQa
' dZRASY OS O2YLIX AOAG Fa LINI LINIGAOALIYGET LI NI 3
my own works, anger and swearing are dive forces that can be harnessed for creati\gts

1AYR 2F NIRAOIf yS3IradAgrde GKIG oNBFl1a sAGK y?2
fantasy figure, Ahmed (2010a; p.68) argues, which produces its own effects. By this she means

that the argry 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 furthet,raakes them look

unreasonable (Ahmed, 2010c, p.49).

Anger is a valid response to racism Lorde remusgl$n Sister Outsidef1984/2007), she

discusses how anger has been a mechanism for survival for many black women, but when

internalised and unexpress, 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 clarificatiate (Lor

1984/2007, p.127). While the person(s)/group(s) to whom anger is directed might not

W LILINBOALFGSQ AGE [2NRS NBYAYRA dza 2F GKS LINBOI

gKSYy aKS alreay aGLF¥ L aLwlsStr 1 Gadu:lBafedzotpuaguntd SNE | (

€2dz2NJ KSIFR FYR aK2i @&2dz R2gy Ay (KS AGNBSii¢ O6Ac

LISSNE daoANIKa OKFy3dSs y2i RSAGNHOGAZ2YS YR GKS

FLOF € X o6dzi | & aadle apotent HNRimacdtaric schofalsBip\and the

ONB I GA DS | NI & B myworkNeQaSCordkigndre gn§deibdisplayis fuelled

by myowncl Yy R 2 { KS Nied l#eegri@ntes, but it is still an anger that has been

scripteds@ SNl f GAYSa 20SN® LG Aa O2yFNRBRyGFGA2Y LT |

FY20KSNJ AAYdzE I ONHzYE | y2GKSNI FAOQUARZ2Y T Fy20KSNJI |
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strategic use of the angry black woman/feminist killjoy stereotype to starague about
raciatgenderclass 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 patpable

that this discomfort is generated by the presence of mautar bodies, who in pointing out
problemsbecomeli KS LINR6f SYX (KI(G aGKS SELR&dAINBE 2F QA2
Far from allowing oneself to be made the source of anger, Ahmed (ibid: 51) advocates that black
$62YSYy YySSR (2 SPYIRKYdZBAYINBIS| pBAYI  yIASNI Ayd2f @S
FAYRa GKIG Fy3SNI A& ONBF GAGSs cinKénidus Eanditonsy & 3 A &
it allows me to say things about academia and the art field spoken around dinner tablesdhush

in whispers at conference lunches and drinks in art galleries, but rarely statedoud for

everyone to hear antb be offended by.

[A1S6AaSs w2aSQa ol yljdzSG dGFrofS R2SayQia tSI @S &
Rabelaisian banquet seem§al OSt SONI 12 NBE>X w2aSQa FSadAgdlrt KI 3
lo2dzi AG Fa AF GKS &Kl R2¢ SER aMKILE (A2 NOK@IQf K&
Thesewomenseemunable to escape the roles thhive been scripted for them ariat

although they have the potential to disrupt the scripting, the conditioning of gender

performativity seems inescapabéxcept through violence. Towards the end of piece, the

Playboy bunny, brandishing a machine @kiig.45h) guns down her fellow significatis,

splattering them onto the camera lens, but just when you think it ends, that Rose has released
GKSYYX (GKS AAIYyAFAOIGAZ2YA NIXAaS GKSANI KSIFRa I yF
Signification it seems is alive and wahddoppelgangersnd their voyeurs continue their

happy existence in the visual realm.

{ KI R 2 pCGreativeDbppelgangers and Outsiddrsiders

LYy KAa NIAOES Wphb2{iSa D,6ntheNiBualiaskXayimg arstsinkhe § KS L Y
Caribbean, visual artisturator Chris Cozier talks about the persistent shadowioror image
that hangs ovepeople and places defined as Other and how artists are challenged by Self
AYF3AS @GSNEdza f2y3 O02yaiaNHzOGSR AYF3ASa 2F 2y SQa
The Caribban artist is always in competition with a long history of expedient labelling of their
world and theirvery selvesSEG SNy I f £ & FyR fa2 AYOiSNylLrftteo X

are still anthropological, cultural, national, ethnic or electoral corioii A S& YR AA3IYATFA
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The question is whether the purpose for taking the image shifts to real portraiture and not

simply imagecapture, in the worst sense of the term, leaving us as subjected signs of

ourselves, in a kind of culturdbppelgangeiing that disturbingly reminds us of our traditional

role within a visual territory not exclusively of our own makimggoyly performed (Cozier,

2011, p.8, 910).
The frustration of having colonial anthropological images and stereotypAficanness,
blacknes, womanhood and Otherness invoked whenever an artist produces visual images that
features a bodyof-colour, is often a kind of shadow that hangs over the works of artists from
FFNRAOIFY oOF yR 20 KS NIh#ae(FO1NF0)say\iiaRifhelgabderdsha @ a Ay
projection of the colonial mind of itself as the-kliowing subjecinsider and othetOutsider,
and that the other has to remain but a shadow of the self. African art historian Olu Oguibe
OMPPpKHAANI LIOMHUO OFNMfA RKATEZ LNPES OGyA 24WS OH 2 G A2
2F LISNDdzaaA GBS FNI OGdzNBé¢ Ay KAOK 2yfeée (KS @2AC
count, while the African artist is reduced to ventriloquism. In the process of Western hegemonic
discourse, Otherbave become inscribed with an awareness of the stereotypes projected on
them, the roles and expectations of Otherness. Sociologist W.E.B Du Bbes $ouls of Black
Folks(1903/2006) talks about thidouble consciousness bfack people in their aareness of
their own images as well &amages that have been constructed of theowver which they have
no control, with which theyxannot reconcile, buto which theyare, nonetheless, expected to

relateto.

In an age of pictorial imaging, visual simulacra dmppelgangers live in an eternal world. The

violence enacted by scopophilisgC NS dzZRQ&a GSNY F2NJ GKS L) Sl &adzNE 27
into an objectc was taken up by feminists engaged in film theory to examine the kind of system

of looking that cinena 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 lossdalack, and that that lackiust be masqueraded through

excessive tropes of femininity in order to create the scopophilic and fetishistic pleasure in

looking®®! & Ay 3 [ | Giagex@eory MMNBYA19F5/2000, p.486) posits that the male

3 TS ARSYUGATASE 6AGK (GKS YI t S sthéreflected modyfS A Y I 3 S
GKS aSt¥é¢0 IyR (KFG (GKS &aAYdzZ F ONI aOly YIS (K

% Doane, 1982/2000, p.56202

108



4dz02S00GkalISOG 12NE 2dzad a GKS AYF3IS Ay (GKS YA
Manipulating visuality and mimicking visyedrception, the camera attempts to feed the feeling

of an identification with the male oscreen surrogate, who is able to control the gaze and

screen (ibid: 49293). Women, however, are all surface, all image, all visuality to be controlled

and consumedby that gaze (Doane, 1982/2000, p.497). Neither Mulvey nor DQane & 2 NJ
racialisesthis scopic desiring as a white supremacist capitalistic patriarchal one, although

Fanor2 @952/2008, p.107york does when hexplains the epistemic violence enacted ombhi

gKSY KS Aa | O02aiGSR 08& @Aradat adadSNB2GeaLISa 2F ¢
YeaStFo L 4FAG F2NJI YSP X ¢KS LIS2LIX S Ay GKS @K
YSPég LG Aa ClLy2yQa | oAf AdBwshithtoONakrante®by thénd NB I R
but all too often, he notes, black children are more than likely to identify with the white heroes

2F OKFG @Aadzt yR fAOGSNINE AONRLI FAIKGAYT (K
1y26ft SRIS 2H WOETRINRY @FQA KX hiKSNI A& NBLX AOH

representation, and becomes the hallmark of racial/ethgerider/sexuality doppelgangers.

For cultural producersgwareness of thesdoppelgangers can be stifling. Soaréists, however,
hamessthese doppelgangers creatively as characters and stepézai/knowledge to work

against,or from which they launch their critiques. Seisertion masquerding practice is one

strategy forpointing out that doppelgangers do ndsiLINB & Sy (I edigéBut dreen | y 2 & f
endless play of simulacra, i.&gtional signs. Artistorian AmeliaJonesihKS | NI A &a i Qa . 2F
SELRdzyRa 2y (KS KA&G2NER 2F LISNF2NXYIyOS yR 02y
is engaged by a series of artists, since the 884echnology became more widespread. They

were also influenced by the theories of philosophers like Martin Heidegger, Jean Baudrillard and
Maurice MerleadPonty around the increasing mediatisation, hypealness and alienation of

society, and how theat-NB I f Kl & O2YS (2 6S NBIFIR a WNBIfQ®
series of mediatised, increasingly distanced images, resources, staged perforffaances

consumptioncd I f g 8a& | f NBIF REX KRLISINO2 YIYRRABIFRBYRES IIA O G dz!
2000/2012 p.37). They are, thus, possibly malleable signifiers which \astistis can play

around with.

African art historian Salah Hassan situates AfricaArssdfrtion practices within the realm of the
simulacrummeetsselfLJ2 NI NI A G @ | | & & | WcolRsdthat portraityre ih \Webth 6 SQ&a R
FFNRAOIY LI AYGAYy3IS a0dzZ LIidzNBE FyR LIK2G23aINI LKE g
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GKS LISNBR2YZX YR GKIG GSNRAAYATAGdzZRS A& NI GKSNJ
LINE 2SO0A2Yy ¢ 3 (K Sandpdrericy bt efficécy, Befulfimient ¢f anlinteat i

0Se2yR GKS YL (S NISimilatyjiEawe2oF (20006,-26) damSAfrican

dldzRAZ2 LR NINIAGAINBE LINI OGAOSa a LIKAf2a2LIKAOI®
beingdepictR I YR RA&LI I @SR Ayaraida 2y oSAy3a asSSys
theatre and masquerade, premised on the artifice of-selfistructiorg. He (ibid: 27) regards the
LIK2G23INFLIKAO &dddzRA2 &L OS 1ad T2¥8) OBY@ &S RT A& M A
StNI §S3IA0 yR &0GNHzOGdzNF £ | GGNROdziSaé Ay 6KAOK

underpinning the diffeent truths and fictions of identity formatian

Photography has played perhaps one of the most important roles in doctingeeveryday

narratives and evidencing traditional and modern African identities in various parts of Africa

since the advent of photography. Unearthing this extensive history of imaging ofAlacan

bodies by blacldfricans themselves, has become orajecuperative 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

GKS FTOGSYLRZNI NIQYO@YIIYSTKS2PRIE FNAOFX Y2NB 2F0¢
cosmopolitan crossroads, its social subjects fashionable, negotiating modernity and traditional

life. The blackAfrican body staged in front of the lens was also a means of asserting black
Africanbeauty and sefJINA RS> GKS o06StAST (GKIG WwWofl Ol A& o6St
instance, in the works of Malian photographers Seydou Keita and Malick Sedibé, Samuel Fosso

and the photography oBouth Afric & ¥ IDrdrindagazineHassan (20002001: 26) believes

GKAA gAfFdzd AYyaSNOA2Yy 2F 2ySQa 26y 02R& Ay LAC
WEA]TSYySaaQ Ayid2 SyRf Saealcé & KAz rtkedihuiakrdnoftlde | & g A O K
LISNE 2y LJ2 NI NJ & SuRogxte pesenfellli A K $BJ L&A Y | Selfke a A Ol £ ¢
insertion practices, for Hassan (ibid), reveapresentations that expose the aesthetics and

a20A1f O2RS&a FT2N¥NdzZ F GSR o0& 20KSNBEwHNAlowsa a SR 1y
WO 2 dhy03 NG Na stiakegyyth@t allows African artists to assert their own subjectivities and
LINEASyOS aAy NBaLkRryaS G2 202SO0GATFAOLIGAZY X | YyF
evidence the racial and cultural scripting inscribed on-ndite bodies. Differences loeme a

point from which to engage, to theorise aagknowledge ambiguities and ambivalence. Using

99 Oguibe quoted in Hassan, 2000/2001, p.26
100 Richard Brilliant quoteth Hassan2000/2001p.26
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history of representation in different ways. Mirha (1991, p.70) fids that spaces of doubleness

ONBI i & YNBGESN T 2ySa 2F RAaLX I OSYSyid o6KSy (KS

A2t 0SRY SGBBNYIRKEYySE | NBE GKS aAaKATFUAYI AN dzy R:

what she callsP A Yy 2 R EANIR SN L2 &aAGA 2

Minh-ha (ibid: 7476) talks about the ambivalence that is created when a person who is both
insideroutsider to her own culture explores her own circumstances and prods her own

experiences and society as both subject and object of her research area:

{KS NBFdzasSa (2 NBRdAzOS KSNBRStF (2 Iy hiGKSNE | YyR
NEFaz2yAy3 2N AYyaARSNDa adzo2SO00A@S FSStAy3aod {KS

insideranthropologist knew, that she is not an outsider like the fonedgitsider. 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 oppaosition, her interwén is necessarily that of both a
deceptive insider and a deceptive outsider (ibid: 74).
The insidetoutsider records and questions the takésr-granted things that insiders usually do,
but at the same time does not distance herself from the process) fthe conext, from the
messiness and complicatigrthereby resisting totalising strategies and foreclosing meaning.
These conflictual positions can be interesting engagements for creative theorisers, who
negotiate not only theory, but practice as wetiserting their bodies into their work and

reflecting on meaningnaking practise.

Rose, Mntambo, Sibande and Marasela all work as insidsiders not just within their
ethnicities and races and as womeficolour inSouth Africabut as visual artistsithin 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

Yyl YSR NBLINBaSylGlrGdA2yaQ> | yRicand fniicspabe akd Ny Sa &

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 artisté-colour, whether within o outsideWestern

l.j

YSGUNRLRESA:E YR GKIFIG NBIFIRAYy3Ia YR AAIYATFAOF GA?2

their control as artists. And, yet, these artists still chose to place their bodies before the camera,
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to direct as meh 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 sle created Sophie into sculptural form, and then when she enacts Sophie by completely
blackening her body to a kind of ornamental bla®Kn rather poetic eloquence, Sibande (2013)

says when she decided to make Sophie, she decided to cast a shadow oder hezji K2 g R2 @&
RNBaa I aKIFIR2¢gK |1 2¢ R2 &2dz YIS I aKFR2g LISNF?Z
incorporation of the doppelganger into a shadow that speaks of the women who came before

her, who have supported her, whose narratives she now shareg@asingher own, overlaid
onhertocreateapoly@2 OF f { 2LKAS 2F Ydz GALIX S WLQaQd LYy K
recognises Sophie as yet another burden she has tootasf she, Mary Sibande, is move

forward as a young Black womartist. She recognes that Sophie has become a personal and

artistic doppleganger which she has chosetransformquite publicly inA Terrible Beauty is

Bom (2013 (Fig.31and A Reversed Retrogressed Sce(@013 (Fig.32) Having received the

prestigious Standard Baward for 2013, Sibande called upam @arliersimulacrum of herself

G2 Sy3l 3S Thekvardmataids @i a§gressive or militant staffdesy are not at war

but going through internal transformations. Change is often a violent process, whereoparts

the same body i@ destroyed and new ones takeer. This installation is looking at destruction,

the need to destroy in order to rebuéd 6 { A 0 | yDReSsEd irnparpla) this simulacrum is

shown standing proud and tall, tossing off her white heaarsand apron, surrounded by alien

life forms that manifest from her insides/gowallowing her violetiugly transformation to be

seenpublicly. She is an unknown not afraid physicadlfight the older Sophie for her place in

the world @ laMatrix-style, i.e., notrealsimulacrum fighting netealsimulacrum for

something that does have real meaning for artist Sibande).

LY bl yRALKI aThéRayecoREQragada)Bjga7)and Narcissug2009b)
(Fig.48) which takes as its starting point Pica 2 QA | Nl @1 3 3 af th@samestiftedl]) a
respectively her sculptural obsession with anirfaiman relations and their intedependence,
reflects a kind of doppelgangéng in her representation of Self as both victim and seducer in

these images. lithe Rape of Europdntambo is both Zeus the bullish aggressor and Europa

101 Sihande (2013) sayisat this blackening of her bodsulted incriticismsof Sophiebeingl ¥ Qwhehy/ste
R2SayQid . ANBS 4AlGK
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the seduced, while iNarcissushe is the hybrid creature who stares longingly at her reflection.

Asked why she chose to play both aggressor and victim, Mntambo (288§8hat 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. Desirdlandaze structure these worksthe

fetishistic looking and longing before the disastrous consequences of each action, what
ayidlryoz2 OFffa GKS wO2yadzYLIiAzy 2F GKS hiKSND®
dangers of one starting to believe in sihuD NI I¢ henfidtlBrh cor@es to stand in for

actual relationships, for critical discussions, when we become perpetual voyeurs mediated by

digital imagesbelieving we are constantly connectaxhly to realise mediated selves do not hint

at complex, eal, complicated persons and situations. Mntarfib@ork situates thegaze adpoth
destructiveand FFANNX I A PSP K2214& OMpPpHI LlPmmcO 0StASO
O2t 2y AT SR o6ftF O] LIS2LX S 3t 20! fistcérthimwaysyfooking, I G A
but that producers of/workers with the filmic gazeeedto be aware of it and subvert it to

critical ends.

To-be-looked-at-ness and Spaces of Desire

Ly Fff 2F GKSAS | NI A asadvoysusisNhiwha dzfi BS & 38R 6z0 & A 2y 2
looked-at-y” S &'& &nd iS5 corresponding fictions, are harnessed by these weofalour

artists. Sibande forces you inside the private wishes of a Black woman oppressed by the laws of
apartheid, implicating you in the spectacle amtsions of her private fantasies and the

enjoyment of herdefiance,mimetic gestures andirtations with the excess she is denied in her

everyday life. We can critique Sophie for her seemingly Westernised capitalistic longings, but

her positon asastrahf @ RS&AANAY3I &ddzo02SOG oNBI1a&a GKS YSNB

repressions on her body, rendering her a human subject we can relate to.

CKS2R2NI KQa FI0S Aa dzyly2é6y> +a KSNIolFOl Aa |If
who went on tkese imaginary sojourns in a violent Johannesburg, the viewer is forced sa the

silent journeys The voyeurism is not@easurable oeasyone ¢ we are made to identify with

Theodorah, to walk in her shoes, comforted only by the objectifying distancéecrég the

lens. W\& never get to see her emotions andver get to feel we know her. Wae, instead

102 Mulvey, 1975/2000, p487
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T2NOSR (G2 FSSf gAGK KSNE F2NJ KSNE G2 3 dzas 2 dz
work allows you to gaze, but at what? A mythical beastly woigealf/norSelf in love with

itself? A fantastical selfie? (This could be read as a kind of Lacanian-imiage love of the

perfect controlled body being reflected back to aryas uncontrollable body, but there is also a

certain charm to this idea oflzestial 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 imageg they are not externally beautiful women or sexual freaks. The narcissism

on diplay invites even asitresiis 6 SOl dzi $ y Nk LINS 20D dzbiferSIRle 6 &8 A G a St

seduction for the voyeur.

Ly weiao B&ldFig.4%), 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
meantto 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 aemietys on the

scene. The lens is the portal thagérmitsaccess to these fictions, to be taken on these voyages,
0dzi NBYFAYya AYLISNXYSFEofSY aSLINIGAY3I GKSY FTNRY
contamination that occurs in the zone of play. In theseasiinstances, the artists choose to

make evident the lenbased 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 andienation manoeuvre.

w»
NS

German playwrighti KS I 4 NB RA NB O 2 Nverfriemdiirgydeffek(alied®@Biank i Qa G K
effect) aimed at exposing performative theatre conventions in order to make evident the

seduction of illusionism, and situate content withintbiscal structures and ideology (Brooker,
1994/2006, p.218217). Brecht, thus, politicised the aesthetics of his theatre, not to be used a
means of enjoymenasan-end, but rather to alienate (or estrange/gamilarise) audiences

from the coding of illusinary performative practice that was capable of perpetuating official

dogma and ideology (ibid: 21@)eter Brooker (ibid: 220) claims that Brecht was more
AYGSNBaiSR Ay LINPRdAzZOAY3 |y GSEGSNYylLttex a20Al f
chaNl OG SND&a AYyySNI f A TS écdrriefs nGido BélldE &l Surfage® as&Qa FSY I
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ayidlryoz2Qa FyR al NraSftlIQa OKINIOGSNAZ YR S@Sy
Gazo0Alf 3ISad AYLE XOMiE RS yRY (iKEHzE sRIASHIOSHRF 8 ¢ T 7
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 alldwesvbices of her production team to be heard
0SOFdzaS aKS glyida G2 akK2g¢g (GKS aol Ol 2F 5AaySet
media/technologies thatshe usé¥.C2 f t 2 Ay 3 WI OljdzSa 5SNNRRIF Q& AR
Jones (199B/2012, p.209) argues #t such images of bodily performandbkrough its

mediated presenc® ONB I S | {AYyR 2F AYRSEAOIfAGE 6KAOK Fi
4dz0 G A Gdzi SR WLINB&aSyO0SQ> YI 1 Ay3 Oraadihe m&8king 2 RAf &3

of socialboundaries as they are enacted on the body

Masquerad@& ability to make social scripting visible has been witnessed on a number of

occasions iBouth Africd odzi L ¢l yid (2 KAIKEAIKG 2dAadG 2ySo
exhibition in August 2009 resutien a controversy that drew attention to conservative race

genderd SEdzl t AGé (SyaAazyad o0SGsSSgouthAfcRa ATIAOSNY QA |
constitution. Then Minister of Arts and Culture, Lulu Xingwana, refused to opdnribeative

Women(2009) exhibition at Constitution Hill (a former apartheithte prison in Johannesburg

and now the seat oBouth Afric& & / 2 y & (i A (i bedaks? she Was offendedbyithe

ydzZRAGE 2y RAALIX I & 2F . fF O] fSaoAl yWizKR2OKQAA DA &
arts photographs of (often poor) Black lesbiangiBouth Afric@& (2 6y aKA LA | YR OA
received international attention for her candid lifestyle shots of lesbians as they stage

themselves in front of her camera, but also for her doemtation of the violence they endure

(Fig.49) Her works displayed at this exhibition were a kind of Romatyied visual dance

between lesbian lover@~ig.50) while Mntambo displaye@he Rape of Euro@andNarcissus

Xingwana apparentifound the worlk  WLJ2 N/ 2 3 NI LIF RO @2 RRBlyiNed MISQQ

exhibition, later, unsuccessfully attempting retract the monies sponsored by tli@epartment

103 Brooker, 1994/2006p.221

104Rose (2014) narrates the story ba friendwho, & I OKAf RXI ¢Sy id 2y I NRARRS Ay 5Aay!
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, akkiditda ARSI 2F WiKS o6+ O1 2F 5AaySeftl
056 ¢ KS AdzLJL)X SYSyids WFOIljdzSa 5SNNARI KFa LINR@20F GA@Ste | NH
FyR f1 01 odzi Ffa2 WiKS FTANRG FyR adaANBAl OQNZYISOIoagyXrdsy,
(Derrida quoted in Jone4997-8/2012, p.209).
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of Arts and CultureThis issue only reached public attention the following year and Xingwana
issuedtheF 2 f f 26 Ay 3 aidldSYSyd Ay NBaLRyaS G2 KSNIoS.
In August last year, | was invited to speak atltiheovative Womerrt Exhibition at
Constitution Hill. Upon arrival at the Exhibition, | immediately saw images which | deemed
offensive. The images in large frames were of naked bodies presumably involved in sexual
FOGad L sFa LI NIOAOMA I NI-NI NSO f RISIIA GRA I/ A YA SESdzl
nature scene as the backdrop. The notion of-saffe trivialises the scourg#f 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
interrogating which | believe is what art is about. Those parcuborks of art stereotyped
of O]l 62YSyo X 2KFG L GKAY]l Aa yS0SaalNE Ay 2dz
what is art and where do we draw the line between art and pornography (Pillay, 2010).
Xingwana (ibid) diverts attention away from her osonservative stance by highlighting the
GAGES 2F ayheRWedRuiopW FRY y2i NF tIEQRI Wdb&KS adl (Sa
which she read into the work, and which she then relateSeoth Afric® & K2 NNAFA O g2YS
OKAf R NI LIS: ISR ydioNmwRY YiFaMRIVNY 0020K of I O1 |
FINI LA (2 AyaAaydzZdS GKIFIG GKAA Aa LRNY23aINILKE o
dzSadA2yAy3 2N AYUGSNNRBIlIGAYyIE O6RSALIAGS GKS TFI C
depidiA2ya 2F 62YSyQa 02RASA Ay aSNBAOS 27F LI GNAI
absent from these worksWhat Xingwana, who not long after this in a parliamentary cabinet
reshuffle was moved to the portfolio of Minister of Women, Children aeddgRe with
Disabilities, is masking, is despated homophobic revulsion notneées NA f & (2 GKS WAR

lesbianismand gayness, but rather to thgublic dsplayof lesbian eroticism and love.

adzk2f AQa8 62N] X 6KAE S (2 dzO #o8shhot depidt Bexualyictstb@ & G KS G A C
rather Black wometoving each otherwhich it seems is enough to challenge heteronormativity

FYR AGa AYFIAAYAYy3IE 2F gKFG 3F32Sa 2y 0SKAYR Of 23
works, furthermore, seem to elicit ia kind of black womg Q& adzo 2SO0 A @S LI S| & dzN
imperfectbodies. Thereisalevel of SRIfSTAYAGA2Y Ay LI St &adz2NB GKFG A
of how Black women should be publically displayed. She reduces nakegmegssdlesof how

it is usel artisticallyc to pornography because, one can argten 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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Ths makes it a difficult terrain for black/African/women cultural producers from these societies

02 KIS O2y @SNEIFGA2ya [ o02dzi 02 RAf egerdre®l & dzNB  { K
visual doppelgangers (Lewis, 2005). It raises the question of hak/Afsican/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 rasestist fetishism.

Moreover, the idea of eroticispasconceivedoy Lora, needs to be redeemed from that of sex,

of simple bodily pleasure and sensatidheequates the erotic with a depth of feeling that

leaves one feeling empowered, informed, acutely aware of the range of their emotional lives:

G2 KSy L & LJS I then, 2speakiokiSas & NM&ertibrook the lifeforce of women; of that

creative energy empowered, the knowledge and use of which we are now reclaiming in our
fly3adzr3SS 2dzNJ KAAG2NES 2dzNJ RFYyOAyYy3AI 2dzNgd f 2 OA Y =
believes that erotic energy allows one to achieve a sense of satisfaction in what one does, when

2yS A& G GKS WSLIAOSYUNB 2F 2ySQa -ofBl&uy Oe Qd [ 2 N
cannot always & creating responsds reaction tg andin 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 isat issue is a sense of location or even the desire to possess a place. Apartheid
L I OSR SOSNEOKAY3I gAGK I OFNI23INILKSNRa RSaAiANB
came to believe that there was a place (apart) for them. Yet, in the questimentity, there

can never be the fixity of a place (Christiansé, 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 seding their

own experiences, histories and knowledges in the void of black w@rgahjectivities in official
spaces. Their narratives and picturings have gained international recognition and place on
record black/Aftan womencentred questionings of #ir lives inSouth Africaat the curent
moment¢ 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 wideisphere of cultural productions. All the artists have found-selquerading a

powerful strategy to insert themselves and their personal testimonies into visual imaging and
questionings ondentity. In each of theirworks RSy G A G& OF (G S32NA SWHo fAldOKY $ 3
W2 1KSNRI WAaSEQ KIS nSONISRNBRRERGIE2 NNBOOSI 02y al
changing positionality. Their seify a SNI A @S y I NN} 6 A@Sa KI @S YSI yi
GFtSY GStfAyIhhayBOL RISt tAYI A0Q 6ary

ForMim-KI 6AO0ARY mMMo0OX (KS WLISNB2YlIf LR2tAIGAOAASRC
ddzo 2S00 a -Bemwsdn gréund whieraittie yjuestioning work materializes itself and

NEaArada Ada adl Gddza | & Y S)Ndgardd m@tiflio, pdydcaliy2 y & dzy LIG A
plurality and mutation as the necessary outcomes of ambivalence, ambiguitinadictions,
displacements anih-0 S 6 SSy aLJ OSa Ay ARSyidAde& O2yaildNHzOGA
Y| 1 Ay chéhap Hadl AngButler 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

GKS aylrYAy3a Aa i 2y0S (KS aSitidAy3a 2F & o02dzyRlI
(Butler, 1993/2011, p.xvii). To unsettle thefhitive process of naming, Mmha (1991, p.2,

MMHU LINRPLIR&aSa (KS A yhetveebtleidmhga LA 20/ BVBIyER y2HFdy v
CKS LINRPOSada 2% WRIYERY 2GS SIYy Rny/pédightiigicanOrisationgdant Ay 1 S|
official sedimentation of truthpromoting insteada constant interrogation of identities which

seems to invoke a patchwork Self, a kind of Frankenseihwhich reveals multiple creations

and beginnings. Perhaps sadly, floose who like their identities fixed and their grand narratives

stabk, Hall (1989/1991p.20) saystheré@i y 2 3J2Ay 3 o6l O1Y G¢KS y2GA2Yy
where it came from, where home is, but also lives in the symlgohidhe Lacanian sense

ky2ga @&2dz OFyQd NBlIffte 32 K2YS F3AFLAyd X |, 2dz2Q@S
LI ad FyR GKS LINBaSydaodeg Ly Ffttf 2F GKSasS NIAadsa
only being apartheid subjects, but trying to find out who thelNB A Yy HiyKRS WH/S2NRQ

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 sayK I & 2 LJILIR2 aAdA2y A& y20 Sy2daAKI |
after one has resisted there sill the necessitytobecometi 2 Y I 1S 2y SaSt ¥ ySg¢e
same manner, since apartheid resistance is over, wonferolour visual artists have become

important narratorsand interrogators of black wonm€ subjectivities. That at times this may
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create other essentialistizy RA FFSNBYy A SR LRaAGAZ2Yya 6fA1S (K
and race as fundamental identity categories, or the glorificatiomotherhood); that many of

0KSasS 62YSy O@SKSYSyif @ badddedudySssocitSitwith Gt S 2 F WTF S
2 S30SNyySaa yR &are Al A& apdifasher wikenaD (2 02y
feed black/African women exoticisms is not, | bediean indictment on the process they are

involved in, but rather highlights necessary contradictions in discourses thdtaomsnue to

be interrogated.

The masquerding works of these young womeatf-colour artists excites me as a fellow worman
of-colourvisual artist in that while it is situated in the realm of a still Widtenminated 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 ablepeak to a range of

experiences crossulturally. 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 whidilave at their epicentre womeanf-colour, which decentres

0KS gKAGS YFIES 3T ST YILe tSH@S Ylye tSTFd al RNA
LJbMono® ¢KAA NBadzZ dax +ff G22 2FG§SyI Ay &AYLI A
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, butrmdef the formal and

aesthetic choices being made by these women producers in agodahial context.

w2 KAfS GKSasS FINIAadGa Yre NBFdziS GKS WFSYAyradQ fro6Stx
doing in this thesis. All these artists see their works as weosatred and actively propagate gender rights, but do
y2i Ay@21S8 GKS GSNY WTFSYAYyAAYQ 06SOlFdzasS GKS& NBIFNR AG |
African context (Marasela, 2013; Sibande, 2013; Mntambo, 2013).
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CONCLUSION

During my lifetime | have dedicated myself to this struggle of the African people. | have fought
against white domination, and | have fght against black domination. | 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 | hope to live for and to achieve. But if needs be, it is

an ideal fo which | am prepared to die (Nelson Mandela, 1964).

Being part of all these people, and in the knowledge that none dare contest that assertion, |
shall claim that
I am an African!

Today it feels good to be an African (Thabo Mbeki, 1496).

In this thess, 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 cent@argin contemporary visual arts relatior&taging self is highly

L2 Lddzt F NJ Ay (G2RIé&Qa 3Jft2o0ltAaSRY (SOKy2t23A1 SR ¢
costume parties and Cosplayer clubs or reality TV shows. The rise of masquerading practices in

visual arts in many parts of the worlderefore, can be viewed as part of a wider phenomenon

of selfperformativity aided by technology.

This thesis set out to explore this phenomenon of-sgdisquerading in South African visual arts

through the performances of Selither in the works of artts Anton Kannemeyer, Nandipha

Mntambo, Tracey Rose, Senzeni Marasela and Mary Sibande, which evidence an engagement of
personaimeetspublic ideas of history and memory, and ambiguities and slippages between

accepted truths and fictions. Each of these&rii 8 Q Y I &1j dzZSN} RS& -dza S { 2 dzii K
apartheid, postcolonial context as a theatre for their stagings, simultaneously accepting race,
ISYRSNI YR SUKyAOAGe la F2dzyRIGA2YIf ARSyGAGe
withsuchdiscourse ® ! & Kl & 0SSy aSd 2dzi Ay / KFELIWISNI ¢g2>3

07 seeThe Telegrapki2013)
108 5ee 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 agotstial 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 discoergd¢nce his

grapplings with Afrikaner identity in pogpartheidSouth Africaas history is being rewritten

and White Afrikaners (and White South Africans generally) find themselves situated as
FydlFr32yAa0Gak2LIINBE&Za2NE® Y lagkiace nm&sgusrade & & f A LILIS NB
simultaneously hides his fear of Blackness/Africanness while he pokes fun at his and other

2 KAGS {2dziK ! TNRAOlIya AYFAAYlFGA2yas odzi GKSy ¢
fears based on past histories of Black Afniclictatorships and present governmental corruption

in South Africa, which then allows him to position himself, and other White South Africans, as

victims in this new postolonial dispensation.

Consequently, these layers of masking needed to be deate®i SR | yR AG Aa aSSy
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-eeifient, but rather expose his own
positioning and that of hisaudeOS G KIF G Ww3ISGiaQ GKS 221Sd YIyySyY:
YI &l dzZSNr RAy3a NBGdzNya (2 GKS LINPALISOG 27F LJ SI ao
mimetic racial Othering, but such pleasure can only be had if one is distant enough from the

economic, politic andocial realities of the Other so as not to be offended. The fact that

ofF O1TFIOS 41a YySOSNI WNBIf QX APSPT ySOSNI NBI £ f &
that white people and the entertainment industry has made a lot of money by emmgoyi

demeaning black/African posilonial caricatured masquerading&kannemeyer, himself, can

afford to be a fulitime visual artist from the sales of such work. Nor does it assuage the fact that

there are currently more images of blackface masqueradiygytung) 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 womarof-colour faced with his work in local and international gallery spaces, | have
struggled to embrace and accept his works. | recognise that there are many White South
Africans and whites internationally who do find his work empowering in his alleged mockery of

White postcolonial fears, in his laying bare of his autobiographical narmsiivéis 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, | have argued in this

thesis that such readings can only be had if onatifies with his subjective positioning and

ignores the proffered stereotypes of blackness/Africanness. Approaching his works from my

own subjective positioning, | have felt assaulted and violated by his masqueradings and have

never been able to identify ith the joke on display, but it is only through the critical analysis

presented here that | have been able to contextualise my discomfort and my inability to be

seduced into his imaginative play. | recognise that even though | am not Black, each time | see
YFIYYSYSESNRa ¢2N] > L LXIFOS vYeasStT Ay GKS AYIl IA
feeling empowered or engaged, even if the joke is supposed to be on Whiteness, but rather that

| feel myself, my friends, my fellow countrymen belittiedausalies on the battlefield of

G0N yaaNBaaAgdS NBLNES &GS SIR 2YEN Wi INSYESRBND adza S
blackface/Africanness in hizappa in Afrikdave influenced other popular cultural producers

(like the zefrave rap group Die Antwoord) and there ttléi critical reflection of a trend of

W2 KAGS GNIYyaaNBaargsS 022fySaaQ GKNRdIzAK GKS dza S
happen on a larger scale in relation to other South African visual artists like Brett Murray, Steven

Cohen, Pieter Hugo andedt 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, societah&ons and discussions when the politics of their

aesthetics have been called into question. The questioning of Western cafoodsdrnist

aestheTics and apartheid racist representations need constant examination and it has been the
visual arts that haverpvided some measure of public debate. These disputes stagnate and
NEBYFAY LREFINREASR K26SOSNE AF S R2 y20 FGGSYR
intent as an individual maker/producer/player, but also the possibhéssageandimpactof 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 aueaproducers to employ

2ySQa fAYAGESaa AYFIAAYILGAZ2Y Ay ONBIFGAY 3T LINRE INE
repetition of degrading racisgenderclassethnic stereotypes. This is not a matter of contesting

2y SQa NAIKG G2 semalos, but lalBeSvinkt wé db Rith kst Erdeddmdoes
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the right to free speech entitle someone to wound others with that freedom? Free speech

encompasses ethics and responsibiliigs it O2aida a2YSUGKAY3 (G2 YIFAYGl )

While | fave 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 womenf-colour. The artworks of Sibande, Marasela, d&rasd

Mntambo have, at times, also employed stereotypes of race, gender and class, but have in

adzo Gt S sl eéa adzow@SNISR (GKSY 2NJ SEI SN QS R KISKASW
distance from actual bodiesf-colour and their lived realities ¢hlbugh certainly in future more

critical reflection and examination is needed of these strategies). Autobiographical narratives re
LISNF2NXYSR GKNRAAK FAOGAZY Il f WieddneddNEcBt YSY 2 NE
stories that have at their epicentrigomenof-O2 f 2 dzNE o6dzi | f a2 RSye@& Wi NHzS
ddzo2S0G&a 2y RA&ALIX I &3 NBTFdziAy3d GKSANI FAEAY3I 2N
womenof-O 2 f 2 dzNX)Korristin Biddzliokda i@rdind us how important it is to have these

spaces aswoen-of-O2f 2dzNJ t AGAY 3 Ay | a3ISYyRSNAT SR &SEdz
(Morrison, 1992/1993, p.4), who have to respond to exclusion, unquestioned privilege, racial

RA & (2 NIA 2y ase, sterkdyfing QlafghsivVEness Arisiaming, betrayalcardi LJG A 2 Y €
(Lorde, 1984/2007, p.124). Platforms for woraeiacolour to assert themselves and be

recognised as part of a larger national consciousness are imperative heglostal spaces, not

just for what it means to individual women, and the categofy o Wg 2 YSY Q> o6dzi F2NJ a

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 criticaéimien in the
politicisation of historical memory and a pedagogical tool, which provides the means for varied,
diverse explorations of black experience. Patel (2001, 422 identifies postcolonial
masquerading as such a tool for postcolonial peopldeoolonise their own minds and

histories, to form communities of resistance and sHfinition, via an aesthetics aimed at them

and through cultural productions produced for them rather than global, capitalised markets:

Whenever we choose performance asite 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 Bois1903/2006, 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 woidervous ConditiorsndNo Place for instance,

were inspired by Toni Morrison saying that the books she wrote were ones she wanted to read

0dzi O2dz RyQi FAYR® [A]1S6A&ST Y& @OARS2a I NB (K
spaces, that may not be in sync with the ésmor with any current aesthetic, but presents a

LISNE2Y fA1S WRNK ol wySSHYIK SNIf Ay SBlackl G L NB
Feminist Epistemology S N&E | 32 NBYlFIAya gA0K YSY G¢KS dzyA Q!
(Nikki Giovannigoted in Collins, 2000/2007, p.288). Collins argues that black women

daty

intellectuals must challenge themselves to argue from the particular viewpoint of black
g2YSyQa fAPSaAx odzi Ydzad o6S FofS Sldzartte (2 f2¢C

hooks (1995bp.219) believes performance offers a means by which oppressed people can

reclaim subjugated knowledge, a space for transgression which is disraptiMeansformative

AY LINRLRAaAaAYy3I yS6 ARSY(GAGASAIT NIRAGet ofl O] adz
L2AaaA0AEAGASEAQd ¢KAA O2yOfdzaAzy 2LISYSR gA0GK (¢
ddzOK NI RAOIFf o6ftlF O]l addzo2SOUGAGAGASEA YR |t OdSNYI (
condemning the apartheid system and imaginingaauth Africdree 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 tHivtp years later, is performed in a

liberated South Africaby the second democratitly-elected President, Thabo Mbeki,
SYy@Arairz2yAy3a [y O ORANAI Gilay OnSyElF Agdlaa F2NJ € LIS2 LI
being AfricanLanguage has transformative potential, but it also has the power to transform

negatively, as Hurtadd 999, p.225) reminds us when she talks about the intrinsic racism in our
fly3adz 38 gKAOK ¢S ySSR (2 3JdzF NR F3IFAyaded ¢KAA
G¢KS 1AYR 2F 62N)] L lFftglea 61 yGaSR (42 R2 NBIjdzi N
up the language from its sometimes sinister, frequently lazy, almost always predictable

SYLX 28YSyid 2F NI OALFT @& ARERdMtStRardfacdl with& (G SNY A Yy SF
similar dilemma when it comes to the language of visual aesthetics. Decotptasiguage

means learning to work with it, thetween, 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 questible, pliable and sometimes

unacceptable, exemplifying one form of a decolonial aesthesis.

A further appeal, | believe, of visual arts masquerading is its ability to provide a measure of
playfulness, challenge and pleasure lboth producers and viewens its ambivalences and

ability of doublecoding. hooks (1995b, p.2481.9), taking cue from Cornel West and his idea

that public performance can result in selfitical examination and artistic pleasure, reminds us

of this disruptive, transformative potenia 2 ¥ LJS NJF 2 NX¥Amérika@ peifainvancé ! T NRA O y
has always been a space where folks come together and experience the fupieasire and

critical pedagogiesa space that aims to subvert and challenge white supremacy as a system of
institutionalisedR 2 YA Y I G A2y X | f2y3 gA0GK Oflaa StAdArays |
added). This thesis has tried to show that postcolonial masquerading demonstrates these

features of pleasure, criticalityand stNiSE ¥t SOG A2y GKNRdzZAK el | NI A &G 2
role-playing, which alsgives them the opportunity to work out their own idiosyncrasies

0§KNRdzZAK (GKS @Aadzat YSRAdzY® al &1jdzSNF RAYy3IQa LISNH
an external viewer and market, but for their own personal joyras well. We have seen in the

case of Kannemeyer how this can result in tensions when one situates such pleasure in relation

G2 hiKSNJ 62RAS&X YR NBAUGSNI (1Sa K2214Q LRAY(H
reflected upon and theorised fa broader sense of critical pleasure that it can offer a

commmunity.

Dressing up and play between fiction and personal truths helps prodqeerd their audiences

¢ attend, in a manner, to the welfare of their fictive emotional li¥&s. mean this bothri 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 norSelves/fictional versions of their Selyésit 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, TVandfilldd ® t KAf 2832 LIKSNJ wAOKIFNR a2Nly Ay KA& |1
LYF3IAYFGA2YQ ompony Of FAYa GKFG LIS2LX S KIF @S |

investment in, or disdentifications with, fictional characters, which has not beerfisigntly

H1O0This idea was inspired by a talk between Melissa HarssNNE | yR 6Stf K221ayY ¢KS bSgs {
Female Voices: Who is Listening public dialogue between bell hooks + Melisgarist S NXddit@bEonline], 11
November, Available ahttps://www.youtube.com/watch?v=50mggXaolifgccessed 30/04/14).
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accounted for. While some people are definitely drawn into a narrative by shared identification
GAOGK GKS OKIFNIOGSNE 2N LIX20ax az2Nlry AYyOGdSNBaGAy
characters is not wholly dependent on them being alolelirectly identify with the characters
2NJ SELISNASYyOSa Ay Ly AfftdaAzy 2F NBItAGeZ o dz
narrative and technique aid in the audience being able to connect with characters or story:
The outlandish characteif gome of the comparisons, the rhythm of the relentless piling up of
image upon image, like an obsessive thought, the very unrealitycahése things arelirectly
productive of feeling on the part of the audience, and not through their role, if ampake
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 nalie@ve
GKFG a2yY$S asSid 27F LINE LR aA ihexplessivd qualitedoDaiwork y I £ £ & G |
that typically make the difference between representations that are arousing and those that
I NBYy Qi FyR (KS&aS @OSNE ljdd t AGAS&aT tA1S SELINBaa.
only disrupt the closure of thictional world, but typically contribute nothing of their own to
the generation of fictional truths about the world depicted (Moran, 1994, {88h
¢KdzA X LI NI 2F Y| &ldzSNYRSQa LJ2LJz I NAdGe Aa Ada
unreality thatsedzOS & LIS2LX S |yR [ff2¢6a (GKSY (G2 Syezeée (f
masquerading artists harness to their own (creative, political) éhds.

This reveals a somewhat paradoxical stageéhile Brecht believed that making evident

theatrical conventions creates d#sce and alienation with the audience, we have seen with

w 2 a Gidd Bellahat 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 excessettheir formal and aesthetic performance. Unlike literary forms

GKSNBE 2yS O02yaidNuzOGa AYF3ASA Ay 2ySQad KSFRI | yF
characters, the camera lens offers a safety in distance, a separation which is hard to

overcome, whib 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

YFEE 0SS AYLRaaAraotS (2 W20SNO2YSQ> o dzioritdd d KSNJ 0 K
imaginative play that temporarily allows us to identify with others like, and unlike, ourselves

Ay (KS SEOSaasSa Al ltt268d CAAKSNI OHnnuI Llbc gl

11 Moran (1994, p.97) does note that our sense of imagining and fidtjglag 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 atiesahnd 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 weaipén a
worldnotofsefS @A RSy i WOINHzZiKAQ o6dzi 2F AyadAddziazylt 7T
GKSNBE NI Aa y24d | NBFESOGA2Yy 2F F+y FdziKSyGdao
experiences and interpretations of its effects. It derdara performative use of language: a
direct address in collaboration with the viewer (ibid).

al 81 dzSNF RSQa SEOS&aargSySaa AyogdAaisSa yR AYLX AOL

Moran (1994, p.105) believes that it reveals more about a person in thaityao imagine

GAOK 20KSNAR FyR (G2 dzyRSNREGFYR aAddzZ G6A2ya RATFTFS
20KSNJ LRAYyGa 2F OASG YR GRSUSNNAYS gKIG Al A3

G2NRAYI NBE O2dzy (i B°NHiskioR @izt A YNBAYR A PIEé W L& 6S02YS
0SivSSy aLl 0SaQzr (KS | daafdBhabia theoise, si@s vihighy OS (G K I
are fertile grounds for the unknown realms where our fetishistic desires lurk, and are

sometimes allowed to surface, but whican be harnessed into possible points of connection
0SUsSSy LIS2L) Sz Ayil2 6ARSNINBFERAY3IE 2F I NIg2N])
GAYS 2F 06SO02YAy3d 20KSNJ A& K2g L akKz2dAZd R fA1S G2
resistant artistic pratice ¢ not the closure of academicism or the propagandist message, but

0KS dzy OSNIFAY GSNNIAY 2F (GKS 2Ly 62N] ¢ O0CAaAKS

reading masquerades in a variety of ways is what has been explored in this thesis.

This thesigloes not claim that postcolonial masquerades fundamentally trouble identity

categories so as to make people profoundly reconsider rgeatlersexuality performativity.

LI NI FNRY adzK2fAQa 62NJ] X 6 KA Oendseideditidd, @8 a 62 YSy
most of the masquerades discussed still employ racial and gender identities as foundational
categories, which work with 'telible’ external differences. | think, however, this kind of identity

affirming strategies are forerunners of more critical eirggs that will emerge, relevant not just

to the South African context, but to racial discussions across the wankgrnational sojourns

WPeNBEAY3I 2yQ NIOALE RAFFSNBYOS OFy LINPRdAzOS edSNE LINROE SY
SELISNASYOS da ' KYSR 60Hnnno RSY Bk ikAMdlT@) prajett wefedJ NB | RA Yy 3
white American man masquerades as an Afritcaf SNA Ol Yy YIy Ay 2NRSNJ (2 Wdzy RSNEGI y I
reducing raciabenderclass opression 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 tpost-colonised spaces. | say this, also, as a challenge to myself as a

cultural producerSouth Afric@ & @A adzZlf | NIa AyOSaalyid 2o0aSaaai?z
politics may be unfashionable in the West, but it is also the very reason that sucthassgo

much currency and relevancy internationally.

As a visual artist, | 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 theorisaions of the potentialities of postcolonial masquerading. | startéfidtus thesis

referencing how masquerading practice in my seWdsat | Look like, What | Feel Lix®vided

an avenue for me to interrogate my own South African Indian identity andrtd 6ff what | felt,

at the time, was a public silencing of me as | 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 thisimg of artistic practice. Even though |

RARY QG aStft | aiay3atsS g2N] = GKS NBaLkRyasSa oeé I d
came up to me and offered very diverse interpretations of the work, usually followed by them

relating theirownstori@ 2 F &G NHzZA3f Sd hTFiSy L 46Fa y2i NBI dzA
FNOIAZGQT o6dzi NYGKSNI G2 tAa0Sy |a LIS2LX S Ww@2A 0S8
important for people to feel like they were speaking to an empathetic person who uratetst

WgKSNBE GKS& gSNB O2YAYy3 FNBYQ YR ¢gKFG WAG TSt

This was probably the first time as a creative practities@nolar that | had produced work that
SOK2SR /2ffAayaQ o6fl O]l FSYAyAal SLA&GSeM2f23es ¢
andcontextualise 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

I 4820A1 GSR | O02yySOiGSRyS&aa Ay HgedddkEassSELISNRA Sy OS
religioneducation that permitted me not to just empathise, but often allowed people to believe

that | really cared about their experiences and the stories they were disclosing to me, that there

was healing going on via this mutual sharing ¢hat, 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 rhetoricofnotfeeh y3 £ 2y S Ay 2ySQ& GNIFdzYlF>X 2F NBTFdza A

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 termedociogenesighe racialised epidenalised 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. DecoloraalstheSis is meant to help colonised subjects realise:
X GKFG @2dz2NJ YAYRI @2dzNJ 02Reé>X @2dz2NJ aSyasSasz &2 dzN)
colonial matrix of power, that is, by its institutions, languages, music, art, literature; etc.
what is the same as Western CivilizatioB 2 dz 6 SIAY (2 aKSIFf ®¢é ¢KS LINRO
2T 0S02YAy3 | RSO2f2yAlf &adzen@deéz>2012, W20 S Ny Ay 3

W[ SI NY Ay 3 e polical praject inlpostobyfadBouth Afica, where apartheid

dictated for so long who we were, what we could be and the futures we could imagine. Mignolo
NEIFNR&E RSO2t2yAlf FINIGAAGAO LINRP2SOdla |a wadzOOos
rather when they help colonialised subjectsli® from conditions of cultral coloniality, when

GKSe KSfL) 0dzAf R RSO2t 2y Al f &S-¢ndeid eduggianda | yR 0
reSEA&EGXE OAOARY HApO® 11 620S £t RSO2f2yAlf | ¢
the video griesNervous Conditionshave again experienced a similar bonding with women of

@ NA 2dza Odzf GdzNI £ o6 Ol INRBdzyRa | a4 GKS&2Q@S ARSy (A
personal attempts at resisting coloniality presented in the video through a rahfyperoal

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 oramtational visual art field, or in response to
FSStAy3a RAASYLRSSNBR YR GNBAY3 G2 3JLAYy ol O1 Y
three-channel video worlervous Conditionsresponded to my feeling of not being not heard

and silenced in an acadeosetting, 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, | shelved ideas of scrapping this work and instead reworked the video dialogue

several tines to include fictional stories as well as the narratives of other weofgd2 f 2 dzZNJ L Q@ S
KSENR Fa Fy FTGGSYLIN (-¥ed@KaaNF RIKEP] ENREPAIAARRE 2
the conceptual and visual ideas of racial wounding, racial epidemerahsand the violence of

Othering as | slip between subjectivity and objectivity, between apartheid andgpzstheid

South Africd YR GKS 'YX 0SG6SSy RAFFSNBYG 202S00a GKI
time into a timelessness of seakflection,anger, neurosis, fragility and attempts at becoming.
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The video worlNervous Conditions k fictive psychiatric session between myself and a TV

LJA 2 OKAF GNR &G O2 Y oBlagkSkin, @ity Magk@Ail K 2INERYAS RFONR YU K S 2 N.
0SAYy3 (KS ILINRPBESSYRNRY ! FNAOIY € AGSNI Gdz2NB | yR

a monologue that despairs but also asserts a strong fighting sense of Self set against the

language of pop psychology. Through this process of reworkingyéheous Conditionseries

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 thgettion display who recognises

GKS 02y aSljdsSyoSa 2F LISNF2NX¥YAYy3I | C2dz0F dzZf RALFY L
Mpyo fSOGdzNBasx C2dzOF dzf § RA&OdzaaSa LI NNKSaAl |3
p.7). This kind of speech aims tdl the truth at all cost, even if it means incurring the wrath of
420AS08 YR FdziK2NARGASAD ¢Kdzax (GKS Fy3aNE ofl O
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.

w2 aSQa ¢ eiNdefonsir&te® bhis EnE 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
performanceThe Cunt Shogrig. 46) which was staged as part of the exhibiGdobal

Feminsm® H nnt0 G GKS . NR21fé&y adzaSdzYigtar, BRdseh 1 | 6 S K
responds to finding herself as the only woraaiacolour at a panel session via a mimicry of

socks puppetd!?| quote her at length from the video:

hKH .dzi GKSNBQa f20Ga4 2F FNIA&adlGa KSNB&he, S&a> ! RNJ
is dead. She is dead? Barbara Kruger killed her. Oh, | 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. Thayry them. They fuck

them. They love them. They are their brothers, their fathers, their lovers, their sons. They

SRdzOF' S 4KAGS YSys> a2 6K2Qa (KS 2LIINBaidz2NK

Hmm. | was wondering. Where are all the other American woman theorists? You know, the

coloureds? fie NativeAmerican woman, the AfricaAmerican woman, the Asialfmerican

113The exhibition was curated by Muara Reilly, Linda Nochlin and Lila Acheson Wallace and ran from 231IMarch
July 2007.
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woman, the Spanish YSNA OlF'Yy 62YFyK ¢KS28QNB RSIFIR® [AYRI b2
bloodbath. Do you think that there is not enough people of colour presentation from within

theUniteR { G 0848 2F ! YSNAOIK L R2y Qi (1y2éscArita yzi
killed by the liberals, the democrats and the regidns. Hmm, it must have been a blood

bath. It still is. Hmm, are you a feminist? If anything, | am a humanist. laskeel the artist

YR aKS &FARI 4L Y Fy IINIAaGoé LYLIX @Ay3ad GKFG
fought for her freedom to speak (Rose, 2007).

Ly I OSYyuNB 2F 2SadSNY LRSNE w2asS oHnamnl 0 ONXK
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
w2aS5SQa a0FGKAY3I ONRGAIdzS 27T yatktSonfibied aghid hert NI & |y
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 cordt, but reveals institutional power and policing, even in a show that is
YSIylG G2 06S dzyAFASR Ay | 3Jf20lf +f€tS3aIAlLYyOS 27
projects when it emanates in Western centres, at the invitation of such centres kwshof

engagement, in which the politics of the art field and its powkyers are indicted, continue to

0S NINB:ZI YR &S0z (KSe& SOARSYOS W2GKSNID &LJ OF

not only praluced for capital gain, but also faggistance and revelation.

The series Make Artwas 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 akty G KS 3Jf 20l f AASR O2y (i SYL]R2 NI
al 1S ' NIiéd Wal {Ay3IQ KSNBE Aad | LINRPYy2dzyOSYSy G 27
O2t 2y Alf OFLAGIEEAAGAO O2yRAGAZ2Yya (2 RAOGIGS Y&
is the platbrm that | use to make myself heard. The work tries to show how the mimetic gesture
failsinreLISNF 2 NXY¥Ay 3 W2Ky . FfRSaalNARQa gKAGSySaa | yF
deconstruction and mockery of the categories of Otherness (feminist-Aeab Africanness,

performance, newmedia, 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 pestlonies. The limitation of funds, as well as
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attitudes questioning art as worthwhile ventures, which African artists are faced with daily,

2FT0SYy KIFE@S RANBOG AYLI OG 2y 2 ydseparseychokR&of 2 T LINE F
aesthetics, ability to promote and sell work, to making a living as an artist, as well as access to
knowledge. For instance, Bouth Africgdand Africa) many young artists, particularly students

of-colour like myself, become familianth international contemporary art as a mediated form

of knowledgeg 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 pdicular form of knowledge that is distant, limited and already interpreted

according to specific Western canonised authorised discourse, before it is disseminated. As
LINEOESYFGAO ad GKAA WLI Ol ISRG AIFYSXW k3BRYI NI WBI28NJ &
after pricetags have been removed and also to the fact that there is not simply a Western art
OSYGNB FYR Iy hiGKSNI YINBAYS o6dzi YIye OSyiaNBa |
operates as cultural capital. This thesis has tried to denratessome 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 wigecritical stagings meets pleasure, reflection and resistance.

Although | never expected it, some viewers took the time to write me feedbad¥eowous

Conditionsafter they viewed it. | quote below two email responses:

| have just sat and watched yafilm. It's an extraordinary piece of work and | wish to thank

you for articulating some, if not all, the feelings | and many others have been suppressing for

some time. This film sums up the unspoken anguish which has been simmering inside me for

the pastl12 months at Goldsmiths. The anguish that | get when | go to the opera house, the

national theatre, the Tate, the streets of London, a cafe, a pub, every time | walk past the

yummy mummies in my area, frankly every time | leave the flat but sometimes iftaith

Every time | walk into a seminar at Goldsmiths and wonder why | 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,

AGQa YySOSNI SIae o0SAy3a (KE RySol&KHGARIBlI 8 RAZ Qi
we will simply die (C., 2013).

L KIFI @3S ONASR Sy2dzAK F2NJ I RI&d X ¢NHzZ & FYFT Ay3:
(J., 2014).
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Such feedback testifies to the potential of postcolonial masquerading in atilcglnot just my

26y WIONHzZiKAQX odzi aidi2NRSa RAAOfE2aSR o0& FTNASYR

through creative work, have the possibility of building a community around, and resistance to,

the intersectionality of oppressions. AsanaitiE L OF y Qi LINBRAOG GKS Ayl
LQ@PS YIFIRSS o0dzi L 0StAS@®S Ay adzOK @Syiddz2NBa |

interesting possibilitieg practicing artists, no doubt, understand this as an active part of the
creativeprocess, where failures often deviate from a planned projection and produce more
imaginative results than anticipated. Moreover, in the postonial context, failed or shotived

ventures can provide discussion and inspiration long after they have eatsoirom 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 artwopkeduced try to actively enact this-lmetween

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 andtrend products of knowledge. When | think of my own life
journey, despite all of my criticisms of educational and arts structures, these are still spaces
through which | learnt of donialism, apartheid, racism, patriarchy, heteronormativity, the
construcedness 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 voicedsitility in the South African visual arts

field following my racial critiques of its peapartheid power structures. This PhD has been part

of a long process of not only coming strongly to voice again, but determining what | want to say
as part of a lager engagement in raegenderpostcolonial discourses Bouth Africaa

nuanced analysis of aesthetics used in the service of Whiteness; the problems and potentials of
postcolonial masquerading; creative practice as arsdléxive, analytic tool; theanvergence

of criticality and pleasure in visual arts; the idea of the creaitivellectual; and using creative

productions of artistsof-colour as starting points for theorisation. Theory has actively fed and
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been explored in my video artworks and, likee; has influenced my theoretical discussions and

even my writing style and conference presentatidtfs.

The catalogué Make Art(2014) produced for the PhD viva is another step in this process, using

GKA& WR2O0dzYSyidl GA2yQ 2nghge wh te/workssandiegplork Wf@dm i S 2 K
their perspectives. Nicola Lauréfall Y NI A Q& O6HAamMnY H@pOOr:Bengh e W/ I A
22YLYy 2F [ 2t2dz2NJ ! NIA&adG FNRBY (GKS {2dziKQ NBTFf SO
based in the North, oftie workl Make AtONB I G SR | LR AYyd 2F O2yySOGA?2
{2dziKéd ! NI KAAG2NALY |, @SGGS DNBaf sQa Saaleasz ¢
{ KNI SYyS YKIYyQa bSNIB2dza / 2y Rekvius @o/iditi® a arge® | (1 Sa
body of South African video artworks which engage colonial and apartheid trauma, while black

feminist and psychology scholar Peace Kiguwa gives a contemporary reabliegyofis

ConditionsandNo Placén the context of post LJI NJi K S dnKRddiaceciaSoeadar.

[ Ay3dza a4 C2dzl R No®lacavitbhiha langudde iand digcuksés $f&South

African popular culture through its use of fragmentation, montage andodtstynch audio.

South African black feminist Betty Govinden prdaserher own creative piece based on her
NBIFRAY3 2F (GKS | NI RoaShapléne Khnd: CoitdnpISti@d14) \GovingeS L2 SY
aAbGdzZ 6Sa WoSAYy3 | LINRPoOofSYQ yR Wakrft{1Ay3a oF01Q

on the dilemmas posetb 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
Wh2Q triedddF 2Nt A& oFaSR 2y ! KYSRQa O2yOSLIi 27
gStt I a .sHNBMDKSageslalidH& Who Sayd®Mhich inspired my performantive
intervention at a Goldsmiths workshop entitl&he Said No, She SaidilN@013.This section

Ff&ad2 NBFSNBYyOSa 2iKSNI W Living CobBINEYQS & yIDK SIzR/ATyHG Vi K
2 KAGSeQ alAGT alfo2tyY - Qa NBFdzalf RdAzZNAYy3I |y Ay
name; and a 2014 interview of Hollywood actor Samudbktkson in which he was confused

with another AfricarAmerican actor and, thereafter, refused to answer questions on his

dzLJIO2 YAy 3 FAEYXZ AyadSIR YF1Ay3 I &aSNASE 2F NBLE

My aldzx2A0My 3 +2A0Ss {LISI1TAYIK St BSSYRWVEIBNFIANYRROA QHANAK §
a conference panel and as performative writing in the cataldgdeke Art
15Written in 1930, the play discus#ndividual and mutual social responsibility.
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LISNF2NXI yOSa ROHe (120 ¢ SVaEIONA LA SWH®RA | O1ly26f SRAS

and expected to play, and to choose, instead, the role okili®y.

More killjoys are needed for sustained discourses which analytically pick apart the mechanisms

that continue to normaliseacistsexistclassicisheteronormative representations and

spectatorship. We need to encourage, through considered critique, new visual languages and
SELX 2Nl GA2yas (G2 NBIR l4ydaysg NAGS WoAff Fdf eQ | &

Perhaps the most important partof mpNBR 2 y I f Ay St SOGdzt £ 2@ dzNy S @
that finding oneself a killjoy and an angry black woman again (not again!), is a legitimate stance
in relation to social injusticesl YR 0 KF G YIFalAy3 g2y Qi R23 Fa ! KY
But wecan'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 &sfiimus 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.
t F NI 27T ¢Wdny WHR® and fraeticeisOK22aAy 3 (2 Wdzy Yl 41 Q az2O0hA
representations. In an age of blinding consumption, of anything goes, of thardiaed
currency of contemporary art works (Fisher, 2002 p.63), it is perhaps easy to forget that visual
art images are still a potéwehicle 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
discoursebut, in South Africa, visual arts performative masquerading practices are, indeed,
creating opportunities for artists to enact roles of creatiméellectuals in stimulating
discussions on identity categories and representation, and continuously allowittg
interrogate¢ necessarily sq what we think of ourselves and Others as we are being moulded

into South Africans with endless imagined possibilities.
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Fig.1. Aton KannemeyerRappa in Afrikg2007)
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Fig.2a. Anton KannemeyBappa and the Black Han(009)
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Fig.2b. Anton Kannemeyd?appa and the Black Han009)
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Fig.3. Anton Kannemeyesharp €eth(2009) Fig.4. Anton Kannemeyetuma and Friend2009)
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Birth, n. The first and direst of all disasters.

Fig.5. Anton Kannemeyddi Amin Dada: Fig.6. Anton Kannemeyesjrth (2008)
Hitler in Africa(2009)
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T
cEANENEN.

YO
DUMBFUCKS!

WHICH OF YOU

MISERABLE CUNTS
WILL SUCK MY
HOLY COCK
TODAY?

AK 2009

Fig.7. Anton Kannemeye¥p Dumbfuckg2009)
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Fig.8. Anton Kannemeydrertile Land (Cursed Paradise s¢i{2808)

Fig.9. Anton KannemeydRun, Daddy, Run! (Cursed Paradise s€26§8)
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OH MY GOD!l &
THESE BLACK DICKS
ARE OUTTA
CONTROL!

Fig.10 Anton KannemeyeBlack Dicks (Cursed Paradise se(23)8)

DAMN IT, NAME A
FIGURE, NAME A
FIGURE!

Fig.11. Anton Kannemeyai/hite Wealth(2010)
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JAN
VAN DER MERWE?!
WELL, HOW DO YOU LIKE
THAT FOR A COINCIDENCE?
HE WAS MY LAWYER
T0O!!

Fig.12. Anton Kannemeyéb2 St f = K5 G2 (& ZFdz NO @008D 2 A
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MWAI
B

AMITI MAXIMUM SECURITY PRISON, KENYA:
GITHONGO GOT THREE YEARS FOR
TEALING A BICYCLE:

ONCE INSIDE, HE NOTICED A MASSIVE
COMMOTION: TWO LARGE MEN WERE
FIGHTING.

A KAWAIDA
NI YANGU!!
*

/ o+ Goo!
THEY'RE FIGHTING
OVER ME, THEY'RE
FIGHTING OVER WHO
SHouLd GET ME FIRST!

# SWAHILI ' THE
ONE IS MINE !

FRESH

WITHIN HOURS OF THE GATES CLOSING
BEHIND HIM, MWAI GITHONGO WAS GANG
RAPED BY THE WINNER AND HIS POSSE.

WHEN ASKED BY A JOURNALIST ABouT
RAPE IN PRISON, DEPUTY OFFICER PITE
NGUGUNA OF KAMITI PRISON SAID:

“ WE
DON'T HAVE
RAPE IN
PRISONS. WE
HAVE NEVER
HAD A RAPE
CASE REPORTED
WHILE PRISONERS
ARE SERVING

g

TJAIL
Al "' e Al

IN SOUTH AFRICA, PRISON RAPE IS
OFTEN A, RA‘CIAL (SSUE: A WHITE
FARMER , MR ETIENNE VAN WYK, WAS
LOCKED UP IN A CELL FOR ONE NIGHT
BECAUSE HE MOVED ANIMALS ON A
FARM TRUCK WITHOUT HAVING THE
APPROPRIATE LICENCE ON HIM.

Bay BAH 84
eAv 4

HE WAS PuT IN A CELL WITH FOUR-
TEEN BLACK MEN, SOME OF THEM
ACCUSED OF ARMED ROBBERY AND
MURDER . THROUGHOUT THE NIGHT THEY
SANG LOUDLY IN THE CELL

J/dd

UMSHINI
wami,

MSHINI’
WAM| .

7 *

TERMS.
il
THE NEXT DAY VAN WYK'S LAWYER,
NIC VAN REYDEN, TOLD JOURNALISTS'

SINGING TO
COVER UP HIS
SCREAMING

WHILE BEING
SODOMISED !
WE'RE SUING
THE MINISTER
OF SAFETY +
securiTy!

% PLEASE BRING MY MACHINE GUN!

Fig.13. Anton Kannemeyd?rison in Africd2009)
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WITH YOUR
HUSBAND?

ARE YOU FEELING
BETTER?

WHAT'S WRONG

HE VERY SICK,
MASTER
.. BOO HOO ...
HE MAYBE DIES!
EVIL SPIRIT IN |
HIS BODY..

I'M NOT SICK...
I'M GOING TO HUNT!

HOW CAN | EVER
REPAY YOU,
MASTER?

THAT'S GROSS!
LET’S GO,
LITTLE DOG...

AK 2008

Fig.14. Anton Kannemeyépngo Parody (with apologies to Her#&)09)
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DO
SOMETHING,
HAROLD! THESE

HISTORICALLY
DISADVANTAGED MEN
WANT TO RAPE

AK 2010

Fig.16. ZapirdRape of Justice Cartoor(2008) 147



Fig.17b. Model Laura Stone for Frentbgue(2009)
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Fig.19. Model Ondria Hardin fdluméro(2013)
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Charcoal
=== (yONUt

annnnoAllIuvasSay

Fig.205 dzy' 1 A Y (Thafladd/Clmrcbal Donut astt (2013)
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Fig.21a. Die AntwoordHey Fatty Boom Boomusic video (2012)

Fig.2b. Die AntwoordHey Fatty Boom Boomusic video (2012)
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Fig.22Race row: Swedish minister Lena Adelsohn Liljeroth smiles as she cuts a piece of tt
‘genital mutilation' c&e' (2012)
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NEIGHBORHQQ

WATCH

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 a8th African maids. Above, thérlg are pictued sporting brown
face paint and pillows shoved down their $ki(2014)
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Fig.25. Mary SibandéPut a Spell on MR009)
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Fig.26. Mary Sibande, QY (2009} R &
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Fig.27. Mary Sibandéhave not, | havé2010)
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Fig.28. Mary Siband@&he Reig12010)
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Fig.29. Mary Siband8&jlent Symphon§2010)
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Fig.30. Mary Sibandé, K S&@ R2y Qid YI 1S ey tA71S
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Fig.31. Mary Siband@, Terrible Beauty is Bo(B013)
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Fig.32. Mary Siband@, Reversed Retrogress, Sce((2013)
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Fig.33. Senzeni Maraselkheodorah Comes to Johannesburg (Hector Pietersen Memorial,

Soweto)20052008)
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Fig.34. Senzeni Maraselheodorah Comes to Johannesburg (Apartheid Musé0052008)
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Fig.35. Senzeni Maraselheodorah Comes to Johannesburg (Jeppest®a0B2008
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Fig.36. Senzeni Maraselheodorah Comes to Johannesburg (Kliptq29)52008)
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Fig.38. Senzeni Marasel)eodorah Comes to Johannesburg (Turbine (28[0)52008)
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Fig.39. Senzeni Maraselheodorah Comes to Johannesburg (St Albans CHa6g52008)
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Fig.40 SenzenMarasela,Theodorah Comes to Johannesburg (Zoo L(@k€H2008)
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Fig.41. Senzeni Marase@gvering Sarah Iiéne of a triptych) (2011)
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Fig.42 Senzeni Marasel&sit to Joburg 12011)
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