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Introduction: 

The media of resistance — posters, graphics in leaflets and magazines, 
paintings on banners and murals - holds a proud place in South 
Africa’s visual heritage. Within this heritage, people have responded 
to repression and exploitation by developing their own visual im- 
agery, symbols and styles of expression. 

ness promoted European products and culture; ignoring and at times 
undermining the cultural store of the African majority. They pro- 
duced images such as black woman as smiling domestic admiring 
her white washing; and an African madly peddling on anew bike 
to outrun a lion. 

In particular, we identify here the political posters done over the 30 
years from 1970 to the year 2000, as the South African Poster Move- 
ment. It qualifies as a movement in that: it produced a massive 
amount of artwork (well over 2000 separate poster designs), it gen- 
erated its own iconography, styles, messages, and even techniques; 

“it created its own artistic ideology and aesthetic approached; it 
emerged from and spoke to the experiences of a defined audience; 
it responded to a particular history; it formed organisations and struc- 
tures to promote its artwork; the artists themselves interacted with 
each other, and this reflects in the art they produced. 

The white press exclusively employed white people for graphics, 
cartoons, and advertising. In 1906, the Johannesburg Star hired car- 
toonist Frank Hollend after interviews in London. As late as 1995, 
Johannesburg advertising companies told the editor of a magazine 
that her pages showed too many Black people ; in 1999 a book pub- 
lisher told an author that her manual on taking photographs in Af- 
rica~ should contain more images of white people. 

In the following pages, then, we will look at the growth of the graph- 
ics of resistance, as an aesthetic response to the realities of the black 

‘The posters of resistance reflect the decades of struggle. They also ™ajority ~_as the visual record of their experiences and their ideals. 
incorporate centuries of growth and exploration within the South 
African visual arts - from the pre-colonial approaches that integrated 
aesthetics and belief within functional design, to the use of photo- 

graphs to pinpoint changing realities, to the styles and skills of the 
fine arts in capturing unique expressions of ideas and perceptions. 

To do this, we will first survey the introduction of the print industry 
to South Africa, the changing technical capacity of that industry, and 
the accessibility of these new techniques to the resistance movement. 
At the same time, we will consider the different influences on the 

imagery and graphic style adopted by the resistance movement; and 
how these reflected the movement's changing beliefs and organisa- 
tion. Finally, we will see how these come together in the posters of 
political struggle, in terms of imagery, organisation, and ultimately 
in terms of their contribution to the liberation of South Africa. 

When we concentrate here on the poster movement, we acknowl- 
edge that we by- pass the issues around advertising and commer- 
cial graphics in twentieth century South Africa. White-owned busi- 
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The History of Resistance: backdrop to the graphic protest 
  

Political Resistance 1900-1945 
Graphic expressions of the resistance to colonialism and economic 
exploitation parallelled the history of African resistance. 

A few surviving artworks testify to the struggle against colonial con- 
quest by South Africa’s independent kingdoms (“primary resist- 
ance”). An etched horn shows the war against British conquest (circa 
1870's). A rock painting shows Boer settlers shooting Africans raid- 
ing their sheep (assumed from the 19" century). The imagery made 
by African artists has for the most part not been preserved, or col- 
lected, or even classified as art. 

The late 1800s and early 1900s saw the beginning of urban and in- 
dustrial areas, the mines on the Reef, the sugar plantations and refin- 
eries of Natal. By the end of the 1800s African workers migrated to 
mines and plantations. Towns and cities emerged to support them, 
with their own complex of doctors, teachers, ministers, and journal- 
ists, and politicians. 

‘The white settlers and the colonialist rulers divided up the land, the 
economy, and the government between them. The African popula- 
tion were assigned to the lowest levels of labour, dispossessed from 
the land they had assumed was theirs, excluded from government 
and from elections. Many Africans resisted. 

In 1912 the Union of South Africa was created; in 1912 the South 

African Native National Congress (later to become the African Na- 

tional Congress) called for recognition and equality for the black 
population. In 1913, as the white government introduced the Native 
Land Act; the SANNC called for its. In 1913, Charlotte Maxexe led 
the first women’s march against passes for women in Bloemfontein. 
In 1919 the first formal national black trade union, the Industrial and 
Commercial Workers Union, was created. 

During the same decade, White workers migrating from the chaos of 
Europe (before and during World War I) brought ideals of socialism 
and trade unionism to South Africa’s debates. But these ideals were 
soon juxtaposed to the benefits of racism and the colour bar to these 
same white workers. 

When the mine owners attempted to eliminate white privilege in 
jobs and wages, white workers demanded that higher wages and job 
reservation were their right — as whites. The result was the Rand 
Revolt of 1922. The contradictions between the colour bar and the 
ideals of socialists shouted across the streets of Johannesburg and 
the Rand” Unite and fight for a White South Africa”. 

The colour bar remained. In succeeding years the government pro- 
posed addressing the problems of white poor and white workers by 
increasing curbs on the black majority and on black labour. 

With the 1930s and 1940s, international progressive sentiment how- 
ever began to encourage pro-democratic, anti-racist and fascist move- 
ments, putting the emphasis on a non-racial solution to South Afri- 
can society. 

  

Photo: unite and fight for a 

white SA 
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Letterhead and Masthead of 
Industrial and Commercial Workers 
Union, 
artist anonymous 
1927 

    

Mr, A,W.4%. Shamplon, 

P* INDUSTRUL & 
Established Janunry, 119 
IRenuches throughout the 

Official Organ: “THE WORKERS HERALD.” 

Workers UNION OF AFRICA . 
+ leap Orree = 16 Market St., 

JQHANNESBURG. an Copreneandanes tebe RON/UL 
Piscean P.O, Box 1672, 
Tse ee Brancy 3apetown, 

Ist. Sept, 1927. 

Acting National Secretary, 1.2.0. 
Note the use of line drawing, 
without shade; these drawing 
techniques were required by 
presses that could not afford the 
more expensive half-tone blocks. 

Resistance Graphics and resistance press 1900 - 1945 
In the early 1900s, the nascent Black urban population produced their 
own newspapers and owned their own presses. These were closely 
linked to urban resistance politics. 

In the first decade of 1900, these included newspapers such as John 
Tembu Jabavu’s lImvo za baNtshundu (East London), Iza laBantu (Peo- 
ple’s Voice, founded 1900 by Walter Rubusana, a minister of the 
Congregational Church), the South African Spectator (founded in Cape 
Town in 1901), Koranta ea Recoana (Bechuana Gazette, published in 
seTswana and English at Mafeking by writer and ANC founder Sol 
Plaatjie); and Ilanga Jase Natal (begun in 1906 in Durban by John 
Dube, also a founder of the ANC ). In 1913 the ANC established 
Abantu batho, which played an instrumental role in mobilising peo- 
ple against the Native Land Act, and for the anti- pass movement of 
women in free state. class & Colour p.136 

Further, by the twenties and thirties, a wide range publications spoke 
for different sections of “the left”, both black and white. Other trade 

unions published their own pamphlets and newspapers. In 1923 the 
Industrial and Commercial Workers Union published the Workers’ 

Herald, The Communist Party produced UmsebenzilThe Worker. 
Later, the Johannesburg branch produced a roneoed magazine 
Inkhululeko. 
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Few copies of these African-owned newspapers have survived. But 
in any case, they did not have the technology to reproduce complex 
graphic artwork. Until the 1880s, mass printing techniques world- 
wide limited to printing only black/white and blocks of colour —tech- 

niques including line-drawings, etching and engravings. The proc- 
ess of reproducing “half-tones” (that is, allowing subtle changes of 
shade or colour ina printed area) was invented in 1884; the first South 

African company to produce half-tone blocks set up shop in Pretoria 
in 1894. The Argus newspaper began to print images on new Lino- 
type presses, powered first by steam, then by electricity in the late 
1890s. 

But the ability to print complex graphic images and photographs, 
requiring both machine-driven Linotype presses and with half-tone 
blocks, demanded far higher capital investment in printing equip- 
ment that most progressive presses could afford. The technological 
advances in printing images of the 1890s- 1920s did not filter down 
to the smaller presses, which included the Black-owned press. 

By the 1930s, smaller (and Black-owned) presses could not survive, 
especially as the Depression of 1929 hit. A white entrepreneur bought 
up the previously independent Black presses, forming the Bantu 
World press, which dominated the Black market for the next dec- 
ades. 

  

   

 



  

    Iconography of resistance 

As the African urban population organised and vocalised their de- 
mands, they began to develop symbols, designs, and a range of im- 
ages around the issues they confronted. Given the technical limita- 
tions, many of these images and symbols could not be immediately 
translated into print. None the less, we can trace the early creation 
of an iconography that lies at the poster movement. 

          

   
Records of a few isolated art works show that certain artists based in 
the black communities did not ignore the working-class ferment 
around them. 

        

Asthe techniques for printing photographs became more obtainable, 
photographic portraits of black and worker heroes found their way 
on to pages of pamphlets and flyers. These tended to show standard 
head and shoulder portraits, building upon the studio portraiture 
well-established amongst the black urban and middle class society. 

   

    

   
Recent research has shown that from the 1920s to the 1950s, photo- 
graphic portraiture became a highly popular method for honouring 
and documenting urban existence, particularly — in South Africa- Mural pointer S2SCmgPer Ti 
for those viewed as coloured, Indian, and African. Hall used by ICU (Inchcape Hall, 

Johannesburg),of an AAfrican 

¥ olumn im: of middleclass ing-class bla worker portrayed as Sampson 
‘These st ages and working: ck pultng doa the teiiple: painted 

families, crafted according to styles (in guesture, props and cloth- 

ing) of Georgian and Victorian portrait painting, portray a class of eer 192 ee eee cinet 
black people who, according to my education, did not exist at the 7 

time they were made. “ - Santu Mofokeng, 1999, sun indep 

   

Studio portraits of leaders also adorned the stages in conferences in : 
the. In one meeting, a photo of Albert Luthuli was raised to indicate oreh meeie, Johannesburg; portraits of Mosas 

the presence of the banned president. In apparent response to the ona mee oon ed ew on pemctapeed tes 
threat, the security police threw ink over the image. ie ps (Gana) MaKaben! second romm|ien) 
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Far left: May Day 1939 booklet, 

cover, 
produced by a joint committee of 

South African trade unions 

Right: Cover illustration from 
CPSA publication Freedom- 

Vryheid, 10 Mar 1941, Cape Town 
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    Adapting the International Revolutionary Image 

Many symbols and images used by the South African left, from the 
20s through to the 50s, came directly from international revolution- 
ary graphics. From the 1920s, the Communist Party of South Africa, 
and emergent (mostly white) trade unions, reprinted graphics from 
across the world in their newspapers and magazines. 

Often these were easily reproduced woodcuts or linocuts or etchings. 
At times they broadcast the art of Socialist Realism. South African 

communists brought back posters from the new Soviet Union (A set 

of original Soviet posters, some dated as early as 1919 was confis- 
cated by the South African security police during the 1950s, and 
placed in the SA National Library; these were later transferred to the 

SA National Gallery in Cape Town.) 

Where these adapted International Revolutionary (mostly European) 
images were reproduced in early progressive (mostly white-run) pub- 
lications, they often consciously or unconsciously magnified the 
attitudes of their organisations towards the African majority. 
Throughout the establishment of worker organisations in the twen- 

ties and thirties, debate raged over whether “class solidarity” actu- 
ally meant breaking down racial barriers. 

As late as 1938, the white trade unions were still split over whether 
May Day celebrations should include (black) Africans. The cover of 
the MayDay 1938 pamphlet (put out by the United May Day Com- 
mittee) includes a white worker and nuclear family flying a red ban- 
ner. (The pamphlet itself contains writing by Communist members 
Eli Weinburg and John Gomas: “Let us unite in common struggle 
against the capitalist system of oppression, exploitation, and war, for 
a better social order, without race hatred, with the right of work and 
leisure for everybody.”) A 1941 graphic, on the cover of a CPSA pub- 
lication, shows a white worker with a black and possibly female sil- 
houette supporting him in holding up a banner in English and 
Afrikaans. Both pictures follow a common international, European 
—centred style. 

At this time, there has been minimal research on early political 

graphics in South Africa. Some of these early South African 
political graphics survive piecemeal in archives; some are 
buried in security police files. But much has been lost. Thenji 
Mthintso, asked about visual records of her father trade unionist 
and activist Gana Makabena, commented: “We did not even keep 
that stuff from our own generation — how could we have it from 

my parents?” (interview Sept 1999) 

  

   

 



  

   Apartheid, African nationalism, and the images 
of social record 

The end of World War II found South Africa the home to a grow- 
ing, more literate, more urban Black population. The newly elected 
Nationalist Party government damped down with formal struc- 
tures of apartheid to control this influx. Thus in the 1950s, on the 
one hand black townships found their feet, with shebeens, churches, 
social halls and political organisations; on the other, the state im- 
posed rules to separate whites from blacks, and different groups of 
blacks from each other - in group areas, in type of education, in 
business and in access to welfare, even in marriage. 

‘The reaction was mass defiance. Organised resistance grew, with 
the 1946 African Miners Strike, the ANC Youth League and the 
Defiance Campaign, through the Alex Bus Boycott, through to the 
mobilisation around the Freedom Charter (1956). 

The new Black urban culture found expression in the print media.. 
Zeke Mphaphelele recalls the role of Drum Magazine: 

“What put it together? | think it was a kind of collective con- 

sciousness. People had been suffering, and people had been 

living in harsh conditions without a voice. Well, they found a 

voice then.” — Drum, Staffrider 1980 vol 3.1 p. 45 

Drum contributed to resistance graphics with an outpouring of 
photographic images. Jurgan Schadenberg headed the photo- 
graphic department, and recruited and trained people such as Ernst 
Cole, Alf Khumalo, Victor Xashimba, Gopal Narassamy and oth- 
ers. Peter Magubane began as a driver and messanger, transferred 
to the photographic department. Before the mid-fifties, people were 
not particularly conscious of power of photographs - “virtually no 
photographers reporting on or recording events in the so-called 
non-white world”. Every one of the photographers on Drum risked 
being beaten and arrested for taking photographs; and a whole 
body of images of oppression and defiance came into being. 

In the 1940s and 50s, photographer Eli Weinburg worked as pho- 
tographer for the pro-ANC and socialist New Era newspaper (un- 
der the editor Ruth First). He was banned and restricted, and forced 
to illegally photograph events such as the Congress of the People 
in 1956 (which he did from a roof across the street). After the re- 
strictions forced him to stop publishing, he trained other photog- 
raphers - the most notable was New Era photographer and journal- 
ist Joe Gabi (later imprisoned at Robben Island, exiled, and assas- 
sinated by the security police in Zimbabwe in 1983 - check date). 

Photographers have often claimed their role is documentation, 
rather than “merely aesthetics’. In the 1950s, photography took 
on the role of confirming and affirming the reality of apartheid’s 
oppression, and the actuality of people’s resistance. 
Aesthetics - argument re what is objective 

   

                  

ANC meeting where Chief Luthuli 
was represented by a huge 
photograph, as he was banned 
from attending; security police later 
threw ink over the photograph; 
photo by Eli Weinburg. 

Photo: Violet Hashe addressing 
ANC rally in Johannesburg, 1955; 
photo by Jurgen Shadenburg for 
Drum 

FROM CONQUEST TO LIBERATION   
 



  

Another graphic form that emerged out the 1950s resistance was 
graffitti - “the writing is on the wall”. While people were trucked 
out of Sophiatown, and expelled from mission schools to bantu edu- 
cation, they painted their objections; making their claims to their own 
places visible. 
(use sophiatown pic?) 

In 1956, the ANC called for all the peoples of South Africa to draw 
up a declaration - the Freedom Charter. The subsequent mobilisa- 
tion, and adoption of principles laid the framework for the libera- 
tion struggle and African nationalist governance. It also provided a 
wealth of symbols and images, which have been taken up in all forms 
of cultural works. 
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The African National Congress Handbook published in 1958 acknowl- 
edged: 
+ a Congress Calendar; a Congress Flag - “The Congress flag repre- 
sents the people (the black); the land and rolling veldt (the green); 
and the gleaming wealth of the country (the gold)”; 
* a Congress Salute -” Adopted in June 1949, the Congress salute is 
the right hand clenched with the thumb upraised. It represents the 
unity of the people of Africa” 
* the “Congress Anthems” -Nkosi Sikelel’i Africa, and Morena 
Boloka. 

The African nationalist movement also adopted a series of logos and 
symbols. 

Above: 
Symbols of Resistance 1950s 

African Nationalist colours: 
black green and gold 

The ANC Wheeel (with four 
spokes representing the 
organisationals supporting the 
ANC, which is the centre of 
the wheel 

ANC symbol in 1980: 

shield, spear and wheel 

SACTU logo and slogan, “An 
injury to one is an Injury to all” 

Left: 
Graffiti in Sophiatown 1955 
Jurgen Scadenberg 

  

 



  

Bannings and the armed struggle 
On March 21, 1960, the apartheid government answered the grow- 
ing mass resistance to apartheid by opening fire on an unarmed 
crowed of people protesting pass laws. Sixty-nine people died. The 
resistance movements called a general strike; the government im- 
posed a state of emergency and banned the African National Con- 

gress, the Pan Africanist Congress, and the South African Commu- 

nist Party. 

In December 1960, the ANC announced the formation of its armed 
wing, Umkhonto We Sizwe; and declared an armed struggle against 
apartheid. 

In the sixties, the lines of repression and resistance were established. 
The African National Congress put into place the pillars of its strug- 
gle: mass political resistance by the majority; the armed struggle; 
the international solidarity for democracy. The state countered with 
increasing repression, bannings and imprisonment, and the use of 
force. 

Images from the Underground and from Exile 
With the banning of the ANC and the PAC in 1960, a gap appears in 
the visual record. Publication requires resources for printing, and 
distribution; it also requires an audience. With the emergency and 

the bannings, resistant political graphics were at least temporarily 
reduced to writing on the wall — painted or stencilled at night by 
those who were willing to risk police reactions. 

But by the late 1960s, banned organisations did print material. Most 
often, it was produced overseas and smuggled into the country. This 
meant it had to be ephemeral, on thin paper for easy transport and 
rapid and illegal distribution. Sometimes, material was disguised 
under a false cover to be sent into South Africa. New images, how- 
ever, were introduced: images and logos that told of “our soldiers”. 

During this time, the established South African “art world” sent a 
very explicit message out to would-be visual artists about the role of 
politics: 

“Again it was not long when one famous African sculptor from 

Springs told me that Dumile “had his work hung in the offices of the 

ANC (- presumably in London), how dare an artist do that!"- 

Thami, autobio /4 

Artists who would not accept the restrictions on their art often saw 
no option to continued expression of their resistance overseas. 

  

‘Symbol of Umkhonto we Sizwe, 
man with Zulu short stabbing spear 
and sheild 

MK Guerillas with rising sun, 
graphic used in The African 
Communist. 

  

FROM CONQUEST TO LIBERATION 

  

 



Perhaps the positive international revolutionary influence on graphic 
imagery in South Africa is personified in the work of Eli Weinburg 
. Weinburg was born in 1908 in Libau, now part of Latvia; as a child 
he lived through the First World War and the October Revolution of 
1917 (crushed in Latvia); which he argues “led me in my youth to 
socialism and to the working class movement”. (portait,5) In 1926, 
he worked as a part-time assistant in a friend’s photographic studio 
in Latvia. Two years later, he sailed for Cape Town, after a brief pe- 
riod in jail in Latvia for participation in a general strike. In South 
Africa he joined the trade union and socialist movement, and recorded 
on camera, for the next five decades, his experiences of the South 
African struggle. 

FROM CONQUEST TO LIBERATION 

  
  

 



  

Vote Communist; 
CPSA, 
1942 
Inscription: Issued for the Candi- 
dates 
Printed by Prompt P&P, 
Johannesburg 
Litho print 

This election leaflet was produced 
by the CPSA for the Native Repre- 
sentative Council elections in 1942; 

‘Ovlends Advisory. Board Elections 
      

  

SUNDAY, 23rd DECEMBER | 

VOTE COMMUNIST 
  

  

MASOPHA 
rinted by 

  

Fron iissioner ‘Street. 
Harris Street, Westgate, Johannesburg. 

Yesued by the Candidates, 66 Progress Hui dings, 
Prompt P. & P. Co., 
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Crush the Facist Reptile; Medical 
Aid for Russia, 
CPSA, 
1942 
Silkscreen 

Give Him a Gun NOW? 
CPSA, 
1941? 
Silkscreen 

Support for Democracy: World War II 
During WWI the South African population divided between 
pro- and anti- facist forces. Progressive organisations in South 
Africa campaigned in support of the Allies; and produced a 
series of posters in support of these campaigns. These ranged 
from advocating medical aid for the besieged Soviet Union, to 
promoting one of the most bitter points of the African national- 
ist movement: that black citizens of South Africa were encour- 
aged to fight for the Allies overseas, but that the South African 
government denied them the right to carry guns. 

These appear to be some of the earliest silkscreened political 
posters in South Africa. In the 1940s, silkscreening was a rela- 
tively new and untried technique. It had been introduced as an 

inexpensive and low-technology mass reproduction technique 

by the US government's public works programme in 1930s. By 
the 1940s, silkscreening was not fully viewed as “fine art”; but 
by the 1950s it was widely adopted by industry, and introduced 
into art schools in America. 
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     : ¢~ The Freedom Charter: 
We, the People of South Africa, declare for all our P 

country and the world to know: 

‘hat South Africa Ualong fo all who live ba, blac ad le, wad tat mo everamens ca jot lan wetority sie ibe med 
‘on the wil of wit the peoples 
het tnt people have been toed ot thir Dirthght Ue Jand, erty and peace ym form ol pevermment founded oa ifenice med 

(at wat covetry will weyer be prosperoms of fess mui all cur people ie in broechood, enjoyiog oye rights and opportenten, 
Sat ely + emt ne, dt te wl Oe pel an ee fal thi MA te ting net, 

  

    
      

  

      

A tern, whe pee Sth cy, ach sad i resp, com oo ther adh Hon, 
‘Sareea epider semeve to te tgs oie net sage mir couras, eal he mora Chaar Bee St 

THEWR OMALL BE WORK AND SECURITY! 

    

   

     
   

    
      

           

     

  

OF LEARNING AND. ieruRt ‘Srenear Oe unsere: 

  Soeronv! 
     

  

soe betis ‘Siinmeate er mane ak 
‘gH 3 pein of Ate to nthe secant nS sa eR a   

Let all sho love thelr poupte and their country now say, os we say here: "THESE FREEDOMS 
WE WILL FIGHT FOR, SIDE BY SIDE. THRO 'T OUR LIVES, UNTIL WE HAVE 

WON OUR LIBERT!     

FETE TEM TET TATE AEE TEE 

The Freedom Charter, 
ANC 
Jitho print, 1956 
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sore rranes Ams A FREEDOM FIGHTER SHOULD KNOW 
  

  

(, \ a 
yy | we, iH 

FUSE HELO. , 
DOWN BY 

scorcH tare = 

    

     

  

     
THE AFRICAN 
NATIONAL CONGRESS 
SAYS TO VORSTER 
AND HIS GANG: 

  

      rae MORSE 240 106 

  

  

     
    
    

ees Jud 20 40 we nave 19 tetra how to 
SrB'aeteat na necurtyfaize and ew sens and formers, wm eM 
IN THE FACTORIES 

        
        

“Some things a freedom fighter 
should know...” 
ANC 
1972 
litho on thin paper, 
no attribution 

    

ina ter stow alae aa 

‘One ofa series of leaflets put out in 
the late-1960s/ early 1970s to 
popularise Mkhonto we Sizwe, the 
ANC’s military wing. These were 
strictly illegal, published on very 
thin paper overseas and smuggled f 
into the country. Photographs of | 
MK soldiers used in published @ 
materials at this time were carefully 
chosen to be unidentifiable; any. 
published pictures of the camps 
were vetted to ensure no guerilla 
could be recognised. 

ON THE LAND 

     

  

    

ta any Soran moe nan be ene 
WHEN DO WE ACT? 

    

  

THE AFRICAN NAFIONAL CONGRESS CALL UPON san "EVGaNEE Town RACE SUR GOUT NONE 
  

LUISTEN TO THE VOICE OF THE AFRICAN NATIONAL COWGRESS ON 
‘SUNOAY, 

    

  

  

  

  

 



1970s Rebirth 

“The Revolution will not be reviewed in the StarTonight” 

-Allahpoets quoted in Staffrider June 1980 p. 40 

Apartheid silenced the resistance of the 1950s with force. But by less 
than a decade later, the resistance movement began to find its feet. 
A black student, Steve Biko, began to talk of reasserting the voice of 
the black majority, of recognising, and then vocalising, their needs 
and wishes. He found resonance with the black students and young 
intellectuals; and with the poets, playwrights, and musicians; and 
with the visual artists. 

Black Consciousness fed a new attitude towards Black and African 

culture and ideas and communities. 

Of the major aims of this group, the following stand immediately 

out: to uplift Black life and present it through our own eyes: to 

interpret ourselves: to negate the slave mentality concept that a 

Black man is good ONLY if a White man says so, in fact to prove 

the opposite to this time-wom “norm”: to highlight the works of 

  

  
      

The Future is Black 
produced by Spro-cas I! 
Johannesburg 
probably 1972/3 

Black writers and to expose irrelevant racisms of the 

Shakespears and others: to believe in ourselves, and much 

more, to say we are proud and Black.“ 
- Molefe Phete , Gabs, 1978/ Medu Newsletter June 79 

This wave of resistance culture swelled first in the circles of theatre, 
poetry, and creative writing, and spread from there to the visual arts. 
As Lionel Davis commented decades later: 

“Black Consciousness made us realise the power of the painted 

word- the power of culture in the people's struggle.” 

Manaka Matsemela reflected on the impact of this emerging resist- 
ance on his generation of artists (Echoes, p.16): . 

“African artists were made to relate more and more to the socio- 
political situation with a certain degree of political awareness. . . 

.Unlike some artists who were pre-occupied with the search for 

an African idiom whose concern, to some extent, was an African 
style, the Black Consciousness artists were more concemed 

with the content of their work.” 
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Cultural revolution and black consciousness 
Mhloti Black Theatre started in Alexandra township in 1971; it pro- 

vided a platform for youths such as Thami Mnyele to work through 
what the concept of culture meant to them and to their community. 
Thami Mnyele describes his experience: 

“Mhloti was composed of writers, musicians, painters, actors and 

a few members of the community, i.e. intellectuals, church 
people, etc. Our main theatrical piece was based on the 
thoughts of Malcolm X. It was in this play where | tried myself on 

stage Suddenly | was experiencing a surge of intemal satisfac- 

tion . . .The actual engagement of the physical, standing there 

and towering over the little crowd of people of my township, 
seated, silent but nodding their heads occasionally, when | had 

made another good point, it was just great. The act of theoreti- 
cal performance is more immediate than making pictures, | 

thought. Here is one surrounded by the community, alive, 

blood and sweat and flesh . . . set free from the loneliness and 
aloneness of paintings and confinement.” (Thami, unpublished 

autobio p. 2) 

‘Through Mhloti Black Theatre, Mnyele began to ask why the town- 
ship musicians -Hugh Masekela, Miriam Makabe, Kingforce Silgee, 
Dollar Brand, Zakes Nkosi - had become so critical to the survival of 
hope and resistance in the fifties and sixties; while for artists in the 
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early 70s “conversation centred around the unfairness and the ex- 
ploitation of the artists by art galleries, recording companies, pub- 
lishing houses and how biased art critics and the editors were to- 
wards the artists’ works. 

“Standing there and towering over the little crowd of people of 

my township, seated, silent but nodding their heads occasionally 

. . . the act of theatrical performance is more immediate than 
making pictures, | thought. Here one is surrounded by the 

community, alive, blood and sweat and flesh... set free from the 

loneliness and aloneness of painting and confinement.” 

‘The revival of culture in the townships, aligned with the new aware- 
ness of Black Consciousness and pride, led a growing number of cul- 
tural workers to being to re-evaluate the visual arts. In 1972, Thami 

left Alex for Rorkes Drift, to hone his skills in the visual arts. 

While Black Consciousness sparked a cultural awakening in South 
Africa's townships, the early 1970s a political rebirth swept the sub- 
continent. Mass trade union strikes erupted in Natal in 1973. Free- 

dom fighters won the liberation wars in Mozambique and Angola in 
1975; governments in the then Rhodesia and South West Africa were 

under attack. 

Untitled 
Thami Mnyele 
1976, drawing 

from exhib 
tion “A New 
Day’, pub- 
lished with 
review in 
Staffrider, 

April 1980. 
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Meanwhile at Wits and UCT... 
On the White university campuses, some students found a resonance 
in their own unhappiness with the positions the apartheid rulers 
expected them to adopt. Some found their place handing out leaf- 
lets supporting worker strikes and boycotts, demonstrating against 
the university administrations, and organising protests against the 
call-up into apartheid’s army. 

Franco Frescura did illustrations and cartoons for the Wits Student 
newspaper for 18 months in 1971-73: “My own ideal choice was not 
to pick up a gun, but to hit at what they (the powers that be-ed..) 
value most: personal dignity and reputation.” They saw this as re- 
bellion: “At one point, they refused to let me travel through (the 
Transkei), saying ‘in view of the fact that you are a cartoonist, we 
cannot let you into homeland areas’.” Frescura was rusticated for a 

combined publication of the cartoons he had done for Wits Student. 

Kevin Humphries, working on the student newspaper at University 
of Natal Durban in 1972, recalls a similar attitude: “We just ignored 
censorship; we made it as outrageous as possible, sent the first copy 
to the Security Police. We'd be disappointed if we were not banned”. 

‘Through the student organisation Aquarius, students planted crosses 
on Wits library lawn to commemorate Sharpeville. Still later, they 
clogged the lawn with tents to symbolise rejection of the apartheid 
military. They invited Black poets such as Don Mattera and Sipho 
Sepamla to read poetry to them. 

But white student groups still saw themselves as separate from black 
student organisations: 

“As white liberal students we were being shoved away by Black 

Consciousness; the message came through that “our role is to 

work on white students and to change their consciousness; and 

not to interfere with black students”. ruth sack? 

best of wits student 
an anthology of satire 1972-6 
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   Cay AEST TE MOREY, GEOTLEME 
Left: “Everybody loves Wits student”, litho 

Collection of student newspapers for which Franco 

Frascura was banned from Wits. 1976 

    

Right: God Rest Ye Merry, Gentlemen, poster, litho, 

signed Franco Frascura, stamped Sprocas, U Wits 

1973 

You Don't Need Tickets. . . silkscreen 
Franco Frascura, U. Wits 1973 
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METGESELLE IN HOOP 
UIUC CL 

aug 18-26,1873 
Barmhamghelds Week 

Aug. 18-26, 1973 

Author unknown 
litho 

published by 
Interchurch AID 
Braamfontein 
1973 
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Political Media and Anti-Apartheid Awareness 
From conscientising students, and their subsequent disruptive ex- 
pression, this awakened anti-apartheid awareness moved towards 
more open resistance. 

From 1969 to 1972, the Study Project on Christianity in Apartheid 
Society (SPRO-CAS) producedta sesee ct reports or abantheet Spon eid, spon- 
sored by the Christian Institute and the SA Council of Churches. 

In acknowledging the role of Spro-cas, one must underline the role 
of the progressive Christian Church in raising the questions of how 
people survived under the conditions of apartheid. This commit- 
mentis reflected in the graphics, as well: the deep roots of liberation 
theology in South Africa contributed not only commitment and sup- 
port for the struggle, but also a strong thread towards Christian im- 
agery and symbolism, adapted in political graphics. 

1n 1972, the Spro-Cas Project went beyond reporting on apartheid to 
initiating “a project for social change”. 

“Spro-cas II was structured into a Black Community Programme 

(BCP) by Bennie Khoapa and Steve Biko, and a social change 

programme, aimed primarily at whites and directed by former 

student activists such as Neville Curtis and Horst Kleinschmidt.” 
(p.3 Ravan 25 years). 

The transformed Spro-cas published “provocative posters intended 
to arouse white consciences to serious studies of national issues like 

migrant labour.” 

The BCP initiated a publishing programme, including books of es- 
says by Steve Biko and Njabula Ndebele. Spro-cas used facilities of 
the Christian Institute, “in particular an old Heidelburg offset ma- 
chine bought with funds donated by German churches”. (p.4Ravan) 
The early banning of Steve Biko in 1973, combined with a growing 
demand for publication led to the creation of a separate publishing 
house, Ravan Press. 

The first Director of Ravan Press, Peter Randell, commented later: 
“The security police were understandably rather confused by the links 
between Ravan, Spro-cas, The Programme for Social Change, and 
the Christian Institute ... and tended to see all these as merely the 

different heads of the same godless, leftist monster.” The police 
banned four Spro-cas posters that attacked Apartheid. Wokpo 

Jensma’s book “Where White is the Colour and Black is the Number” 
became the fourth Ravan Press title banned within Ravan’s first two 
years (in 1975). Peter Randell responded to government attacks: “if 
the apartheid state charged us under the act with harming race rela- 
tions, it would be a grotesque irony.”(Ravan, 8) 

Katutura 

artist unknown 
early 1970s? 

woodeut 
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The early 70s: SPRO-CAS and Ravan Press and others 
  

  

HOUSES 
FROM CONQUEST TO LIBERATION 

We Demand Proper Houses 
artist unknown 
Spraypaint and Stencill 

poster, 
Sprocas, Johannesburg 
1973? 

| was hungry and you 

blamed it on the communists 

artist unknown 
Sprocas, Johannesburg 

1974?   
 



      
     

£ was hungry and yoo 

blamed it on the 

communi sts     

      

    

    

    

  

    

  

    

  

    

  

    

  

    

   

L wes hongry and 

you spent Ail million 

on the roads 

IT wes hungry and you 

told me I shouldet be 

Twas hoagey and yee said 
   

    

theres gob reservation see 

Twas hongr 4 and yee 

asked me for my pass 

   

   Tuas hungry and you 

said ‘Ged heles those ... - 

Lwms hungey and you said 

    

  machines. do that work now 

   
F was hangey and you said 

Lit have time when IT have 

my teacher's diploma 

When did I see you hungry? 
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Fom a series of litho posters by 
SPRO-CAS on living under 

Apartheid 

(left to right): 

Pensions by race 

Life Sentence? 
Home is where the heart is 
Immorality 

Soldiers of Fortune 

artist unknown 
Johannesburg 

1974? 
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    to the realization — 

   
of true peace 

   

: oy 
in Southern Africa 

- 1976 NUSAS Executive 
NINE STENT, Presideat 

CRAIG WILLIAMSON, Vice-presicent        
    
   

SEAN MOROMEY, Communications director 

   

     

  

CEORIC. de. BEER, Education director 

ce heer    Cadre 

mnusas 16 PEALE 

NUSAS election poster; 

artist unknown 
litho 

NUSAS 

Wits University 
Johannesburg 1973 

“For every branch. . .” 

Artist unknown 
SPROCAS 1975 (?) 

litho 
Johannesburg 
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President was Craig Williamson 
(exposed in 1981 as a SA spy). 

  

 



   where 
there’s growth 
there's a branch 

Where Sas 
there’s special growth 
there’s bound to be 
a special branch 

  
    

   

  
 



    

Swart Gevaar 
Wokpo Jensma, 
silkscreen 

Wokpo Jensma’s book “Where 

white is the colour where black 
is the number’ (Ravan Press, 

1974) was Ravan's fourth 

banned book. 
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    White Arvarice: Are you as 
helpless as you want to be 
Franco Franscotti 
Stamped “Spro-cas” 
Braamfontein, Johannesburg 
1975? 
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C. Skotness taught Block 

printing Heennigues My 
Polly Street classe, and is 
considered quite influential in 

the poster style developed in 

this period. However, sev- 
eral poster artists have 

commented that he discour- 
aged students from engaging 

in political posters, as he felt 

it would discourage their art 

-making. 
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Cabaret 
C. Skotness 
signed C. Skotnes 
Blockprint 

SoZ Siete, 
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Right: 
NUSAS poster 
artist unknown 
Johannesburg 

1976? 

    EDUCATION ‘chy st acces ro sacs | 
BERATES ! Rehuasle or sour areca, || LI 

    

  

  

TON GAT EE 

  

Education Liberates 
Issued by M. le Roux, 

Prisoners’ Education Committee 
5 Longstreet, Mowbray 

1976? 
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Control 
artist unknown 
SRC UCT (check) 
litho 
1975? 

  
 



  

South Africa is a cauldron of frustration and hope. the repression-resistance spiral is on a consistent, constant rise. 

The task of an artist is to capture it, for it in turn to fuel the spiral of change.” 

~Pitika Ntuli: May 1980, catalogue, 
Louder than Words 

The ‘76 Uprising 

On June 16, peacefully demonstrating students in Soweto confronted 
police bullets. The uprising spread rapidly to all of South Africa’s 
townships. 

In June 1976, Thami Mnyele, Fikgile and Ben Arnold held an art ex- 
hibition at the Dube YWCA. (Staffrider 1980 Sept Oct, p.41). In de- 
scribing the exhibit, Thami wrote: 

“It happened at a crucial time, when we had to make a 

decision and take a stand to say: were we involved in the 
struggle and life around us, or were we merely producing 

“pictures’?. .. Our exhibition was attended by thousands of 

people. In South Africa, as far as | know, not so many people 
attend art exhibitions, especially not people from the black 
sector. We had people standing at the door counting and 

there were more than a thousand people crammed into the 

place and there were more waiting outside. ...We the 

artists were very excited because it meant we communi- 

cated, you know, something clicked.” (staffrider 1980) 

The Dube exhibition, located within the June 76 uprising, received 
no attention in the Johannesburg art world, or in the press. But it 
became a signpost of a new attitude towards the arts, which perme- 
ated resistance culture for the next decade and a half. 

The uprising in the townships in 1976 saw the struggle become a 
part of daily life. This actuality was rapidly translated into a new set 
of visual images. Youth living in the townships could see for them- 
selves the burning buildings and cars, children shouting slogans in 
defiance of tanks, police beating heads. Press photographers turned 
these into two dimensional pictures on the front page of every news- 
paper. 

For the graphic artist, this became an immediate and personal chal- 
lenge. Thami Mnyele wrote: 
“What is a good artist in relation to a freedom fighter? .. . | 

had managed to pick up most of the skills | needed which 

would enable me to be of service back home. To be of 
service is to integrate. The musicians of the fifties had not 

integrated into the community, they were the community 

itself. The community produced songs about the sudden ban 
of the African brew by the government; the community 

performed at a child baptismal ceremony and the community 

still performs at the funeral of a déceased member. Wouldn't 

it be good if | designed posters for these activities, painted 

banners, made postcards, Christmas cards, and taught these 

skills to those who need them?” (Thami, autobio) 

Community arts: Fuba, Funda, CAP 

“When | was a kid, if it was not political it was not art” 

~ Sidney Selepe, growing up in the Black arts community in 
the 70s and 80s 

Many visual artists felt they had to come to terms with the commu- 
nity’s resistance. Gavin Younge wrote of the concern in Cape Town: 
“Visual artists, however, did not appear to measure up to the com- 
mitment evidenced by writers and dramatists”. (Township Art. p.) 
But the period following 1976 led to discussion groups looking at the 
visual arts. 

In May 1977 the Cape Arts Project (CAP) was formed, to provide arts 
education to the communities around Cape Town. Trustees included 
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the Christian Institute, SACHED, the Institute of Race Relations, 

UCT, and the Holy Cross Church in Nyanga. 

CAP was formed as, first, a community arts organisation. Along- 
side the strand of people trying to relate arts to political struggle, 
there was always another area of activities — drama, pottery, and 
arts initiatives within the community. 

Over the next two decades, CAP underwent shifts of power over 
whether it should align with resistant political structures, and the 
efforts needed for arts education as contrasted to production of 
struggle material. But there can be no question of its overall con- 
tribution — both in providing education and creativity in the arts, 
and in developing and popularising images of resistance. 

In Soweto, in 1978, a group of writers, musicians, actors and visual 
artists came together to identify their needs and demands as Black 
Artists, in terms of the conflicts within their society. By 1980, this 
group formed the Federated Union of Black Artists (FUBA) under 
poet Sipho Sepamla. FUBA offered full courses in Johannesburg 
in the “fine arts” - covering drama, music, visual arts and dance. 

Imibono Namazwi 
fa ‘Ts _     

        
= 2 z 

Visions and Voices 
EXHIBITION OF WORKS BY: 

{DAE MAHLANGU 
IAt_ MOKGOSI N 

TAMI_MNYELE 
JAMES SALANG & OTHERS 

31 OCTOBER-13 NOVEMBER 1976 
Opening: 6p.m. Sunday 31 st, October 1976 

  

  

a   PLACE: 
BASEMENT DIAKONIA HOUSE 

80 JORISSEN STREET BRAAMFONTEIN.       
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White students and the art of rejection 
If youthful black artists saw their art as taking them closer to their 

own communities, many rebellious white students saw their art stud- 

ies as less irrelevant to their creativity. 

“Thinking about it now, putting my student energy into 

Aquarius was in part to escape the very conservative art (in 

the art department)... The Acquarius stuff fed me emotion- 

ally; the fine art department made me feel battered, ex- 

hausted, tired. Nothing gave me inspiration there. | don’t 

know, though, if | thought it through at the time.” —ruth sack 

1999 

John Berndt recalls that in Michaelis in the mid-70’s, many artists 

“were unwilling to make the connection between their artistic ivory 

tower and the arts”; he viewed making posters for trade unions as a 
rebellion against “fine art’, not an extension of it: 

Franco Frascura was more blunt: “I held the position that “Aesthet- 
ics is Bullshit” - which upset guys in the Dept of Fine arts (at Wits)”. 

Many of these people turned to the “counter-culture” of France and 
America for inspiration. A number have quoted from the May 1968 
French student rebellion as their giving their perception of poster- 
making for South Africa: 

“The posters produced by the Atelier Populaire are weapons 

in the service of the struggle . . Their rightful place is in the 

centres of conflict, that is to say in the streets and on the 
walls of factories. To use them for decorative purposes, to 

display them in bourgeois places of culture or to consider 

them as objects of aesthetic interest is to impair both their 

function and their effect .. . Even to keep them as historical 

evidence of a certain stage in the struggle is a betrayal, for 

the struggle itself is of such primary importance that the 

position of an “outside” observer is a fiction which inevitably 

plays into the hands of the ruling class. 
” 1969, Texts and posters by Atelier Populaire; Mai 68, De- 

but dune Lutte Prolongee, Atelier Populaire (book lent by 
Morris Smithers; the same approach has also been referred to 
by Ruth Sacks and John Berndt.) 

Kevin Humphries went farther: 
“| committed class suicide and went to join the printing 

industry; | thought | was joining the workers. | became an 

apprentice to a big repro company, and got the technical 
skills for printing...” 

Visions and Voices 
Exhibition poster 
signed Franco Frascura 
litho 
Diakonia House 
Johannesburg 
1976 
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Media and emerging community structures 
While artists and would-be artists were questioning the role of the 
“fine arts” in their community, the demand for printing material rep- 
resenting those communities grew dramatically. Organisations that 
had printing presses and were willing to produce this material faced 
an endless flow. 

‘The SACHED Trust became known for its willingness to print for the 
communtiy. Joe Setlabogo, the person running the press atSACHED, 
ran off stuff on the side for all kinds of community groups. Setlabogo 
involved the others on the staff in these jobs. By the time Thami 
Mnyele left SACHED, this “printing on the side” was well-estab- 
lished. 

Organisations using SACHED print facilities included EDA, SACC, 
Mary Kadanas for Interchurch Media Programme, Catholic Bishops 
group — everyone started getting in on the act. “SACHED had an 
endless groups coming for graphics for youth groups ~ we used to 
do them on the side.” recalled Kevin Humphries. 

“It was that era— whoever came to SACHED would bring material 
to print. SACHED was just a job...but whatever we were doing was 
for the people”, commented Mzwake Nhlabatsi. 

In 1978 Thami Mnyele’s job at SACHED was taken over by Mzwake 
Nhlabatsi and Kevin Humphries. 

Staffrider: 
“A staffrider is, let's face it, a skelm of sorts . . A skilful enter- 
tainer, a bringer of messages, a useful person but . . . slightly 

disreputable. Our censors may not like him, but they should 

consider putting up with him. A whole new literature is 
knocking at the door, and if our society is to change without 

falling apart it needs all the messages it can get — the bad as 

well as the good... . “ 

“The aim of this magazine is not to impose “standards” but to 

provide a regular meeting place for the new writers and their 

readers, a forum which will help to shape the future of our 

literature. .. The writer is attempting to voice the communi- 

ty’s experience (‘This is how it is") and his immediate audi- 
ence is the community (‘Am | right’). 

(see Vol 1 no 1 editorial 

The cultural movement in the townships that paralleled the 1976 stu- 
dent uprising was deeply interrelated with the revival of literature 
and poetry as well as theatre. These artforms needed their own out- 
lets and organisation. The books of Raven Press, and the literary 
magazine Staffrider, published by Raven from 1978, created another 
outlet and audience for resistance imagery and graphics. 

The very first edition of Staffrider was banned. 

Staffrider Exhibition 

graphics -drawings-paintings & sculptures 

Graphic by Garth Erasmus 
for poster adversing 
Staffrider Exhibition 

planned for the Market 
Theatre in 1981; this was 

cancelled because the 
organisers felt the work 

was not good enough for 
exhibition. 

(from copy published in 
Staffrider) 
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Matsemela Manaka edited early Staffrider. As a visual artist and 

community arts education, as well as involved in drama, Matsamela 
Manaka ensured that the magasine exposed the work of the 
emergeant visual arts, both in graphics, “fine arts”, and photogra- 
phy, as wellas poets and writers. Indeed,”“a who's who” of the visual 
arts was published in Staffrider: Thami Mnyele, Fikile, Dikobe 

WaMogale Martins, Mzwake Nhlabatsi, Garth Erasmus, Kay Hassan, 
Mpikayipheli, San Nhlengetwa, Nhlanhla Xaba, Mpathi Gocini, 
Manfred Zilla - to name only some - as well as some of well-known 
prints of Steve Biko by Paul Stopworth, and drawings by William 
Kentridge. 

Kevin Humphries, who did layout for Staffrider, pointed out that: 

“Staffrider generated artwork — people would send in all sorts 

of drawings, photographs, as well as poetry and writing. 

We'd take Thami's stuff that he left with friends. A momen- 
tum was building up, everyone came to us.” 

“Dikobe sent us pencil drawings — it was impossible to 

reproduce, they would go grey — we used to say, couldn't 

somebody get this guy some ink?” 

Staffrider deliberately built upon “Black Art influences”, emphasis- 
ing linocut and print-making, and promoting artists such as Dumile 
Feni, Percy Sedumedi, and Gerard Sekota. In 198? Mzwake went to 
France to interview Sekota- at that time, Sekota’s work had not been 
seen in South Africa for decades. 

Photographs published in the late seventies and early eighties in 
Staffriders ensured the integration of “community perception” to 
struggle- photographers included Omar Badshaw, Paul Weinburg, 
Judas Ngwenya, Les Lawson, Jimi Mathews, Alf Khumalo, 

The activities at Staffrider involved people on a day to day level. 
“People would arrive early in the morning, collect boxes of stuff to 
sell”, recalls Kevin Humphries. “They were honest and brought back 
the money in the evening. Percy Sedumedi made incredible com- 
ics, “The Free Spirit”, selling them by hand in the townships. 

In 1980, Staffrider attempted to organise an exhibition of protest art 
at the Market Theatre; but it was cancelled. “There were times when 
we wanted to have a protest art exhibition — but the work wasn’t 
good enough. Whatever they brought would not suit - it wasn’t 
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“Song for Dollar’, 
pencil drawing by 
Dikobe WaMogale 
Martins, published 
in Staffrider to 
accompany “Art is 
not Neutral" , 
1982. 

talking about the time and situation they were in. It was just indi- 
viduals expressing themselves, not focussed. There was also fear of 
backlash.” 

Graphic Equaliser 
The company called the Graphic Equaliser came out of the crying 
need for pre-press work for progressive organisations and publica- 
tions. By the late 70s many community groups relied upon Raven 
Press and Staffrider for production; but Raven had no funds or re- 

sources for this. 

At Raven, recalls Kevin Humphries, “Everything was ad hoc 

— people would ask us how to do things, we would finish it. 

At this time, printers or publishers would propose covers, 

they could be anything useless, but people had to use them.” 

To fill this gap, Kevin started Graphic Equaliser with Andy Mason, 
who was working as a graphic designer at Raven, in 1981. They were 
joined by Mzwake Nthabatsi_ and Caroline Cullanin, and, and later 
Reedwaan Valley (in 1982/3). Raven assisted the formation of 
Graphic Equaliser by paying the first month’s salary for Graphic 
Equaliser staff. 

Graphic Equaliser staff were formally trained in the arts or print pro- 
duction: Reedwaan Vally and Kevin Humphries trained in graphic 
design and photo litho techniques; Mzwaki Nthabatsi trained at 
Rorkes Drift, and learned printing techniques at Staffrider. Caroline 
Cullanin trained in fine arts; Andy Mason had a background in fine 

arts and cartooning (he had previously produced the comic book 
“Vusi Comes Home”.). 

Kevin Humphries described the approach to images and the issues 
of art: 

“There were no grey areas for us; we were people with 

technical as a well as artistic skills. We were a bunch of 

people with left-wing politics - we knew where our senti- 
ments lay, we were sure where we were. . .” 

“In terms of imagery: they (the community organisations) 
would come in with their images and ideas. People would 

come in, with confused ideas, too complicated, too much 
detail. One symbol on top of another, a bit like Russian 

Constructivist; that was OK. But we had to clean them up; 
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   you know, make the lines flow, balance, make it work graphi- 
cally.” 

“| would take their visually illiterate stuff and put it together, 

making the poster work. But it was a bit missing in those 

days - sometimes we just printed it; at the time that seemed 

right. We spent a lot of time redoing logos — most of them 

got another clean-up after 1990.” 

Reedwaan Vally commented: 
“Most organisations gave us an initial brief; they were so 

busy they would leave it in our hands. They didn't really 

know what they needed (in terms of visual imagery, symbol- 
ism, design). We would produce a draft, and they would 

change it and remake it.” 

“There was a lot of background (to design) that came from 

schooling | spent a week or two learning about propaganda — 
it wasn’t necessarily a bad thing: ‘One man’s propaganda is 

another man’s hate mail’. The Soviet stuff was powerful, 

strong, rich in what it was saying to its people. But we 

realised that the imagery we needed was different from the 

Soviet images; we needed African design.” 

Reedwaan talks about trying to find for more “African” typefaces; 
but he comments: “in the old days all the type was limited to 
Eurocentric type styles”. He never found one he was very happy 
with for political resistance graphics. 

Graphic Equaliser staff made effective use of struggle photography 
in their design, relying heavily on Afripics. Kevin Humphries noted 
that Paul Wienburg “was into iconography ~ using a photo to stand 
for a whole story in peoples minds. He would argue that people 
should “use the whole picture”, but he never complained if it was 
redrawn.” 

Throughout the 1980s, the Graphic Equaliser concentrated on pro- 
fessional production for commercial print processes. It primarily 
served struggle organisations — churches, NGOs, trade unions, com- 
munity organisations. At the same time Graphic Equaliser main- 
tained an image of working “without politics, without political di- 
rectives”. 

Shifty records shared offices with Graphic Equaliser. Mzwake Mbuli 
had them design his record cover. Besides covers for “the people’s 
poet”; Graphic Equaliser did others for pop groups - Kevin 
Humphries commented “it was like a white thing - but a blip - it 
wasn’t mainstream but it was a hell of a fun”. 

Graphic Equaliser managed to spend nearly ten years without draw- 
ing the unwanted attention of the police. Kevin Humphries said: 
“Mzwake and | did a whole lot of work for Standard bank — 
every now and then you had to get promotional work, for 

money. And it kept us looking ok with the cops.” 

writing available to children and less literate people. 
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Portrait of Pascal Gwala 

Mzwake Nhlabatsi 
published in Staffrider 1986 
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Finding a voice of protest 

ni ae 

S.5.D. ALL-DAY SEMINAR SAT 28 MAY 

STAFF-STUDENT DINING ROOM 9:30am 
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After the Ball 
SSO all-day seminar 
SSO Wits 

Silkscreen 
1977 
38 

Right: Military Service: 
Focus on Alternatives 
NUSAS, Wits 

1978 

  
 



    
 



  

  Pubhished by SAC Frovevs “oe 

  

      
  

  

«__.Many black people have come to appreciate the need to stand Steve Biko 

up and be counted against the system. There is far more political SRC President 

talk now, far more political debate and far more condemnation of Honorary BPC President 

the system from averae black people than there has ever been is : 
since possibly 1960 and before. . . . SRC Projects Comm. 

They are not prepared to be calmed down even at the point of a SRC Press, UCT 

gun. And hence, what happened, happened. Some people were 1975 

killed. These riots just continued and continued. Because at no 

stage were the young students - nor for that matter at some stage The spirit lives on Biko 

their parents - prepared to be scared.” Tiss 

SRC Projects Comm 

SRC Press, UCT 
1978 

Opposite: 

Youth carrying “Biko and 

Solidarity” poster, Funeral 

of Steve Biko, 1977 

Poster design by Dikobe 

WaMogale Martins?? 

confirm! 
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Regardless, the Struggle 

Contiues 
artist unknown 
SRC UCT? 

1977? 
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  Opposite: 
The slice hasn't got any bigger 
Varsity, UCT, Rondebosch 
Litho 
Esquire Press, Althlone 
Cape Town, 
1980 

  

 



    Grassroots democracy 
  

  

The Workers Speak 
Spontaneous worker strikes erupted in Durban in 1973, parallel with 
and feeding to the growing political awareness building up to the 
1976 eruption. Labour unrest reflected confidence among black work- 
ets to attack the colour bar, and demands for legal union representa 
tion. The government faced an increasing demand from manufac- 
turing industry to relax the colour bar, and to meet the rising de- 
mand for skilled labour. .By 1980, government amended the Indus- 
trial Relations Act, legalising some 70 000 black workers who were 
already mobilised illegally into 27 emergent Black trade unions. 

By the late 70s, the emergent workers organisations began to call 
upon black communities for support in labour struggles. The demand 
for graphics from these emergent trade unions linked up to the graph- 
ics and print efforts of cultural activists and anti-apartheid students. 

In 1979, the cultural activists working with Junction Avenue Theatre 
company in Johannesburg silkscreened a poster in support of work- 
ers dismissed in a strike against Fatti and Moni’s pasta company. In 
1980, Junction Avenue printed other posters on worker struggles, 
including the 1980 Red Meat Boycott in support of the Western Prov- 
ince General Workers Union, and the 1981 Wilson-Rowntree Sweet 
Boycott. In 1981, also, student groups supporting labour formed an 
organisation called Rock Against Management, which took up an 
ANC call to reject the government-proposed celebration of 20 years 
of the South African Republic. 

The students and unionists who voluntarily turned out these early 
union posters formed a silkscreening organisation in 1983, called the 
Silkscreen Training Project, under Morris Smithers. 

Organisations of Grass-Roots Democracy 
The first years of the 1980s saw a significant shift in forms of mass 
resistance against apartheid. From the unrest of Soweto 1976 a flood 

of youth left to join the liberation army. But many others remained 
to strengthen another pillar of the liberation movement: the mass 
movement. 

Within a few years, people formed hundreds of local organisations 
representing different interests and demands within the community 
- civics, student, parent, and teacher bodies, trade unions, youth and 

women’s organisations, church groups, groups against repression 
(giving support for political detainees and the End Conscription cam- 
paign), groups opposing the so-called “independence” of the home- 
lands and the revisions of the apartheid government. They called 
for no rent increases for township houses.. They demanded a boy- 
cott of the government's proposed “Tri-cameral Parliament”. They 
called demanded a say in how the decisions that controlled their 

lives were made: they demanded grassroots democracy. 

They called for a non-racial, non-sexist, democratic and just South 

Africa. 

            

Metal and Allied Workers 
Union logo 1980 
artist unknown 

Colgate Strike design for 

pamphlet, 1981 

design: Franco Frascura 

  

Johannesburg Scooter 

Drivers Union logo 
formed 1982 

design: Jonny Allexander 
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STRUTION, . 
You ie tapapered with the women 

You have struck a rock a 

You haye dislodged a boulder ==, 

ig Wi be krushe ; / 
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NATIONAL WOrENS OY 
QUGUST 9% —— 1956-1982 

FROM CONQUEST TO LIBERATION 44  



  

ARYL 

FROM CONQUEST TO LIBERATION 

  
46 

By the mid-1980s, there were 
over thirty emergent unions in 
South Africa. Some of these were 
organised into two federations: 
FOSATU (the Federation of 

South African Trade Unions) and 

CUSA (the Council of Unions of 

South Africa). In 1985, the fed- 
erations and independent emer- 
gent unions began talks to form 
a single, united federation: 
COSATU. 

FOSATU logo 

designed by Franco Frascura 

1982 

FOSATU stands for the 
Federation of South African 
Trade Unions, a fore-runner of 

COSATU. 

  

 



  

      
     

                        
    
    

      

  

      
     

    
      

  

      

  

    
     

    

     

  

       
      

   

On 17 November, 1981, security i : f f A 
police detained a number of offi- 
cials from the emergent union 
movement: Emma Mashinini of 
the Commercial and Catering 
Workers Union, Dr Neil Aggett 
of the Food and Canning Work- 
ers Union, Dr. Liz Floyd, Sami 
Kikine, Thomazile Gqwetra and 
Sisja Njikelane of SAAWU, Alan 
Fine of the Hotel and Liquor 
Workers Union, Auret van 

Heerden and Barbara Hogan, 
both Student activists. 

Neil Aggett died in John Vorster 
Square police station on Feb. 5, 
1982, 70 days after his detention. 
Police claimed he was found 
hanging - the 51st person to die 
in security police detention since 
1963. 

Only Barbara Hogan was 
charged, and sentenced to ten 
years for treason, for connecting 
emergent unions with the ANC. 

By late 1983, all of the others were 
released without charges. Four 
required physical or psychiatric 
medical treatment upon release. 

Lived for his country 

Died in detention 
Neil Aggett: Lived for his 

country, Died in detention 

Artist unknown (check) 
Litho; used on funeral 
1982 
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Neil Aggett 

TVL secretary Food and 

Canning Workers Union 
artist unknown 
litho 
Johannesburg 

1982 

NEIL AGGETT 
TVL Beene LARY FOGG & CANNING WORKERS UNION i 

47 
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  South African Allied Workers 
Union (SAAWU) 

first Annual General Meeting 
design M. Smithers based 
on French 1968 poster 
silkscreen 
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Medu 1978- 1985 

“It was in Medu Art Ensemble where the role of an artist 
concretised itself: the role of an artist is to learn; the role of 
an artist is to teach others; the role of an artist is to cease- 

lessly search for the ways and means of achieving freedom. 

Art cannot overthrow a goverment, but it can inspire change. 

In Medu Art Ensemble we explore the possibilities of our 
artforms in the context of our time, place and events. Sec- 
ondly, we would like always to be able to do things out of 

need so that we can be clear as to our account of them. There- 
fore it was in Medu that the artist does things, consciously . . 
. the whole little ensemble is a workshop, a classroom, a jun- 

gle through which the people must carve out a home. Thirdly, 

as the artist is involved with methods and materials, he is 
involved with himself or herself. We relearn to live again with 
one another. Itis the culture we mean to help create.” -Thami, 
Autobio. p.6 

In 1977, a group of South African cultural workers recently forced 
into exile in Botswana came together to form the Pelendaba Cultural 
Effort; a year later they took the name Medu Art Ensemble. Mem- 
bership ranged from 15 to 50, depending upon factors such as the 
leniency of the Botswana government towards SA refugees whose 
only claim to employment was their “art”, and a Medu decision in 
1979 to admit white members. By 1979 key participants in Medu 
included: artist Thami Mnyele, writers Wally Serote, Mandla Langa, 
Bechana Mokwena, photographer Tim Williams and trombonist Jonas 
Gwangwa. Medu created units to deal with graphics, writing, mu- 
sic, theatre, photography, film, and a unit for research and produc- 
tion. 

Medu means “roots” in SiPedi. Jokingly, it was sometimes explained 
as “Media, Education and Development Unit’, with its function as 
“Staffrider in Exile”. 

Medu members hammered out its principles in collective meetings, 
personal discussions, and through the process of producing art. It 
picked up on the artistic ideas and approaches developed in the 
political upheavals of the 1970s: 

“In Medu we do not deal with principles but needs. We make 
posters to help popularise those events the people hold dear. 

We make postcards, calendars and we also organise gather- 
ings to help explain the content of some dates of commemo- 

ration . . .Most of our visuals are done by both the artists and 
members of the community we live in, and are done with sim- 

ple but clear style and methods. The intention is to avail the 

skills to more people so that they can use them in their own 

communities. Secondly our intention is to communicate as 
immediately as possible and with more people all the time. “ 

-Thami, Autobio. p.6 

Thami Mnyele also spelt out the importance of Medu’s African roots: 
“We in the Medu Art Ensemble believe that the existence of 
‘Art for Art’s sake’ was not there in our African traditional so- 
cieties. We know songs and artwork which were created re- 

spectively for a particular event or action: eg. harvest song, 

dancing mask, praise singing, etc. A musician would play his 

instrument for inspiration or relaxation, just as he would har- 

vest his crops when they were ripe or take up arms if his well- 

being was threatened. The point | make in this context is that 

action should be undertaken because it is useful: if X is hun- 
gry then he must find food, not find prayer. The concept ap- 
plies to art as well: what is its usefulness?” 

“For me as craftsman, the act of creating art should comple- 

ment the act of creating shelter for my family or liberating the 

country for my people. This is culture.” - Thami, autobio. p.,7 

Realism and Symbollism 
Medu’s imagery came, where possible, from real life around us: 
sketches of people and incidents and objects from life. This was par- 
ticularly true in posters for music performances, which were based 
on sketches done in real life performances and rehearsals. 

In the poetry book “The night keeps winking” Medu graphics unit 
artists each submitted sketches for illustrations. One of Thami 
Mnyele’s submissions showed an armed guerrilla with a map of 
Southern Africa behind him. When a member suggested this was 
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Logo from the masthead of 

‘ANC publication Voice of 
Women, drawn by Thami 

Mnyele 1979 

  

Back cover of the memorial service 
booklet on the death of Jenny and 

Katryn School, drawing Thami 
Mnyele June 1984, 

FROM CONQUEST TO LIBERATION 

IllustrationThami Mnyele, pen and 
ink, 1982 (CHECK DATE), from 
Wally Serote’s poetry book “The 
Night Keeps Winking’, published by 
Medu Art Ensemble, Gaborone 

fantasy, Thami said: “no, I sketched this at a briefing when I was in 
Angola.” There was no further objection to using the picture. 

Medu also recognised the importance of photography in images of 
struggle in Southern Africa; photographs became a foundation for 
creating new graphics.. Medu explored the use of photographs - as 
images in their own right, as symbols, within collages, and as inspi- 
ration for drawn images. 

The “realism” debate also erupted over using the symbol of “ woman 
with gun and baby”, It was used several times by Medu artists. As 
the armed struggle progressed into the 1980s, various members ar- 
gued that this might be symbolically satisfying as a statement on 
gender, but it was totally impractical. No sensible guerrilla would 
carry her baby into a firefight. Then an MK combatant told a Medu 
member this story: she placed her small baby under abed when called 
upon to defend the MK residence she headed in Zambia. It wasmid- 
winter and the baby caught a cold. ...Medu members decided to 
drop the image. 

The problem with cliches 
One seemingly unending debate cultural workers throughout South- 
ern Africa engaged in could be entitled: the clenched fist ~ cliche or 

Art? In 1981, William Kentridge said in an interview in Staffrider: 

“... the art of the clenched fist rings a bit hollow. The paint- 

ers, who for fear of reducing the political import of their work, 

reduce their images to systematised diagrams of discontent 

(either torn trousers and hunched shoulders or fists — senti- 

ment or bombast), create only scarecrows. We are fooled 

for a minute but after that we can ignore their work quite 

safely.” (Staffrider, april 81, p. 47 

‘Thami agreed: 

“ Ifyou draw a fist because you think you must have a fist in 

revolutionary art, it becomes boring, a cliché. “He then added: 

“But if you draw a fist because you saw it in a demonstration, 

if it comes from your life, and each fist is new and real, then 

we are not talking about clichés.” (Personal communication, 

4982) 

Thami’s logo for the Culture and Resistance festival, touching hands 
sparking the flames of resistance, were drawn by him from his own 
hand touching the hand of another Medu member. 

Medu posters deliberately repeated and developed liberation and 
ANC symbols: black green and gold, the ANC wheel, the words of 
songs (”You have touched a rock”). Medu marked “struggle days” — 
June 16, June 26, Dec 16, August 9 with posters and commemorative 
meetings. Slogans such as “The People shall Govern” promoted and 
reflected liberation doctrine. 

The Southern African Influence 
The strongest international influence upon Medu work came from 
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liberated Mozambique. Some earlier Medu posters took designs 
directly from Mozambican and SWAPO posters. 

In 1982 Albie Sachs corresponded with Medu on the Murals of 
Mozambique - designed by Mozambican artists such as 
Malangatana and Craveirinha, involving collectives that included 
Chilean refugees who brought with them the South American tra- 
dition of mural-making. 

Telling stories in graphics 
In part in response to the Mozambiquan murals, and in part no doubt 
because of the strong literary presence in Medu (notably the par- 
ticipation of writers such as Wally Serote, Mandla Langa, Bachana 
Mokwena, Willie Kgotsistile), Medu graphics unit members ex- 
plored design elements around portraying narrative and time on a 
two-dimensional surface: 

“Particularly here we would like to emphasise the role of the 

narrative in the (Mozambique) murals. The visual arts en- 
couraged by the Westem World concentrate on taking in- 

stants of seeing out of time, snapshots with meaning only in 

terms ofthe artist's private way on interpreting colour or form. 

The murals that have begun to develop on the streets of 

Maputo on the contrary show us the image and the symbol 

as part of the process of the community's day to day activi- 
ties. In the Hero's Circle mural, for instance, one event leads 
to another until victory, the establishment of people’s power. 

Again, our culture has long acknowledged the indispensa- 
bility of the story line as an effective vehicle. The narrative 

element manifests itself strongly in language and song. 

Therefore welcoming the narrative once more into the graphic 
arts opens many new possibilities.” (Thami & me, p3 Im- 

ages of a Revolution review. 

Medu posters and graphics experimented with showing sequence, 

  

   directing me viewer s percepuon across tne surrace. 

Collective production 
Medu as a whole, and the Graphics Unit in particular tried to de- 
velop methods of producing works of art within a collective. Euro- 
centric visual arts were notorious for enforcing individualism and 
isolation, alienating the artist from the wider community. Although 
theatre, music and film demanded a collective approach by their very 
structures, collective approaches to the visual arts needed to be de- 
veloped. 

One approach was to discuss each symbol, image and slogan, and 
sometimes the impact of design and technique, with as wide a range 
of people as possible before putting marks on paper. This kind of 
collective would include anyone interested, whether they were by 
training visual artists or not. The idea was to ensure that images 

Above: 

25 de Junho de 1977 

litho 

produced by the Mozambican 

Ministry 

Maputo 1977 

Below: 
untitled drawing 
Thami Mnyele 

litho 

Medu Art Ensemble 
Gaborone 
1984 
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captured what the community understood, experienced, and be- 
lieved in. The results of this discussion would be given to one or 
several people to turn into a representation on paper. It would then 
be brought back to the collective for confirmation: does this really 
say, in visual images, what we talked about? 

Atother times, one of the unit would bring in a drawing ora photo, 
and the implications of the imagery would be debated. 

Finally, the Medu Graphics Unit looked for methods of mass-pro- 
duction using materials and skills that would be readily available 
within community organisations and townships. 

Silkscreening was widely accepted as relatively low-cost and sim- 
ple technology. Relatively new techniques such as photostencils 
and water soluble knife-cut stencils made detail and precision fea- 
sible. Medu therefore explored ways to adopt the newer technolo- 
gies to potential township conditions: where people might not have 
running water or electricity. 

By 1984 the graphics unit proposed producing and distributing the 
“silkscreen workshop in a suitcase”, consisting of a portable box 
with the necessary and appropriate equipment, that would enable 
organisations to make their own posters, even under illegal condi- 
tions. With the assistance of Dutch donors, a few pilot suitcases 
were equipped. However, with the destruction of Medu in 1985, 
they were never put into use. 

Not all of Medu’s posters directly related to the political struggle in 
South Africa. Many members were exiles. But Medu was located 
in Gaborone, Botswana, and the principle remained that art should 
serve the community and people where the artists live. To meet 
this principle, Medu musicians and theatre performed for the 
Gaborone community, Medu members taught the arts to Gaborone 
residents, and Medu units included Botswana and expatriate mem- 
bers. Indeed over the years from 1978 to 1985 Gaborone became a 
centre for the arts. 

Working with the Botswana National Art Gallery and Museum, 
Medu volunteers ran art classes for children in Gaborone, both at 
the Museum and at the Trade Fair grounds (attracting from ten to 
fifty children, from seven to sixteen, mostly from Naledi, the infor- 
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Exhibition of Work by 
Judy Seidman 
Medu Art Ensemble 
Gaborone, Botswana 
1984 

Soviet Circus Artists 
Thami Mnyele 
Silkscreen Medu Art Ensemble 
Gaborone 1984 

We Salute: Simon Mogerane, 
Jerry Mosololi, and Marcus 
Motaung 
Judy Sediman 
Litho (graphic for newsletter) 

Medu Art Ensemble 
1983? check 

mal settlement in Gaborone.) 

By arrangement with the prison’s authorities for education, Medu 
members also taught art classes for long-term prisoners at the 
Gaborone prison; several of these students became full-time artists 
on their release. 

In 1979, Thami Mnyele wrote: 

“| think my involvement with MEDU has inspired me a lot to 

the point of bafflement. Ina situation like that in South Africa, 
artists operate as individuals and painters are exposed to 

very limited means of expression; like painting, sculpting 

and a few more. Poster art in South Africa, by blacks, has 

not been exploited yet.. Yet there is so much material, there 

is so much to work on in poster form. For instance, during 

the revolts of 76, there were few posters except scribbling 
something on walls and sheets of calico; and this is few 

numbers. . . .One looks at poster work in Cuba or Poland, it 

is very developed, it is an art in itself and it serves a social 

purpose.” -Mnyele, p40/41, Medu newsletter 2.1 

By 1985, Medu had imprinted a new directiont on South Africa’s 
peoples graphic representation. 

Rye 
JERRY MOSOLOLI 
MARCUS MOTAUNG 
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Free Mandela! Free our 
Leaders! 
Collective design 

Medu Art Ensemble 
litho print 

1979 

53 FROM CONQUEST TO LIBERATION   
 



  
  

FROM CONQUEST TO LIBERATION 

      
54 

The Spear Fights On: Isandiwana 
Commemoration of Dec 16 (Hero's 
Day) 1979 
? check authors 
Medu Art Ensemble 
1979 

  

 



       

      

  

     

   

Liberate the Child 
Albio Gonzolas and Thami Mnyele/ 
Medu Art Ensemble 
silkscreen 
1980 
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The Presidents Council and his 
Master's Voice 
‘Thami Mnyele and Albio Gonzolas 
Medu Art Ensemble 
litho print 
1979 

This poster reflected popular 
opinion of the role of the Presi- 
dent's Council, which hand-picked 
leaders from the Indian, Coloured 
and African groups to advise the 
South African president- as an 
alternative to free and fair elections 
for all. 

  

 



     

  

            
                    
      

   

Apartheid Kills 
Fight resettlement 

Medu Photography Unit and 
Medu Graphics Unit (Mike 

Kahn, Tim Williams, Thami 

Mnyele, Gordon Metz, Judy 

Seidman) 
Collage newspaper and photo- 

graph; 
litho print of black with red 

silkscreened over. 
1981 
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OF THE YOUTH 
ENSURES OUR VICTORY   
 



= 

     SHALL ENTey Equal 
ARICA MAYIBUYE 

26 JUNE: 

E PEOPLE SHALL GOVER 

HUMAN 
"SECURITY Hees 

  

RIGHT fay 

SOUTH AFRICA FREEDOM DAY 

above: 
The People Shall Govern 

Judy Seidman 
Medu Art Ensemble 
Gaborone 

Silkscreen 

1981 

Left: The Courage of Youth 
Ensures our Victory 
Albio Gonzalas 
Medu Art Ensemble 
Gaborone 
Silkscreen 

1981 

59 

wou Amr ewes? 
: ° 

The People Shall govern was an 
ink drawing made into a nife cut 
stencil, based on a photograph by 
Eli Weinburg of the crowds outside 
the Kliptown 1956 meeting that 
adopted the Freedom Charter. 

These were printed as part of 
Medu's campaign to popularise 
and commemorate days of impor- 
tance to the liberation struggle 
(June 16 and June 26). 
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SOLIE 
people with the struggli 

of South Africa... Namibia 
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Solidarity with the struggling people 
of South Africa and Namibia 
Thami Mnyele 
Silkscreen 

Medu Art Ensemble 
Gaborone 
1982 

Unity, Democracy and Courage 
Albio Gonzolas and Thami Mnyele 
Medu Art Ensemble, 
Gaborone 
1983 
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Organise, Unite for People’s 
Power 
Thami Mnyele 
Medu Art Ensemble 
Silkscreen 
1983 
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"TELL MY PEQPLE 
he 
AND THAT THEY 
UNOS Bat 
See a 

-Solomon Mahlang 
6 April. i979 
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“Tell my people that I love them . 
J. Seidman 
Silkscreen 
Medu Art Ensemble 
Gaborone 
1982 

Commemoration for Solomon 
Mahlangu, executed by the SA 
government for MK activities in 
1979. 

Medu's name does not appear on 
this poster, as Medu had to 
publicly comply with the neutral 
position of Botswana towards the 
armed struggle. 

Mortis Smithers with other ANC 
supporters pasted this poster up in 
Johannesburg, and on the pilings 
under Harrow Road. It was ripped 
down by the police quite rapidly. 
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Namibia: Swapo will make | 
the sun rise | 
Thami Mnyele i 
silkscreen 
Medu Art Ensemble 
Gaborone 
1982 

  

A later print was made chang- 

ing the slogan, after a complaint 

that it “sounded too much like 
an advertising for soap pow- 

der’. 
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Left: 
Now you have touched the 

women ...Women’s Day 

Judy Seidman, with discussion 

by Medu Graphics Unit 

Silkscreen 
Medu 
Gaborone 
1982 

In the original discussions, 

there was an intense debate 
about whether the woman's 
hand should be smaller; the 

collective decision was that the 
larger hand in a clenched fist 

indicated women’s strength. 

This design was later adopted 

by the Federation of South 

African Women when it was 
relaunched inside South Africa 
in 1984 (check date), and has 

been 

  
Above: 
SADCC 

Judy Seidman 

Silkscreen 
Medu 
Gaborone 
1983 (check date) 

Poster designed for the first 

SADCC meeting, held in 

Gaborone, to show Medu’s 
‘support for political co-opera- 

tion between front-line states. 
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JUNE 26: SAFREEDOM DAY 
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medu art ensemble 

June 26: SA Freedom Day 
Judy Seifman 
silkscreen as oiled-out, then drawn 
into photocopy of photo of Kliptown 
1956 
Medu Art Ensemble 
Gaborone 
1983 

  
 



  

    
     

  

      

    

      

  

    
            
    

  

     
    
     

  

    
        
    
    

  

     

   

   South African Medu Artists also 
contributed to the Botswana 
community, showing their 

solidarity for progressive 

struggles in all of Southern 
Africa. 

Above: 
Solidarity Day 

Thami Mnyele 

Silkscreen 
published for the University 

College of Botswana Propa- 

ganda and Information commit- 

tee 
Gaborone, 
1982   Below: 
Mosadi ke taris ya sechaba 
(seTswana for “the woman ties 
the nation on her back” ) 

J. Seidman 
offset litho 
poster and logo designed for 

the Botswana woman's move- 
ment 
1983 
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Above: 
Let us all support the fight! 
No to resettlement! 
drawing based upon print of 
woodcut by Mpikayipheli (NEEDS 
CHECK) from Star newspaper, 
which was photocopied, enlarged 
and simplified ; colours, words and 
design by Thami Mnyele and J. 
Seidman, silkscreen 
Medu Art Ensemble 
Gaborone 

1982 

Right: 
Post * Sunday Post... 
Judy Seidman 
litho print 
Medu Art Ensemble 
Gaborone 
1982 

The newpapers and journalists 
cited were banned by the apartheid 
state. 

    

  

     
       

    

POST-SUNDAY POST: 
WORLD- WEEKEND W 
ORLD-30E THLOLOE 
PHILIP MTIMKULU: 
MARUMATU SUBRAM 
QNEY-MATHATA TSEDU 
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Shaka; the vision and endurance of Moshoe- 
shoe; the dedication and farsightedness of 
Sol Plaaitjie; the military initiative and guerilla 
tactics of Maqoma...” 

DECEMBER 16 
HEROES-DAY 

  
FROM CONwoLet ry cipenniiun 

  

 



  

Opposite page: 
December 16, Heroes Day, drawn 
by Thami Mnyele, from photograph 
from Mozambique 
litho drawing and silkscreened print 
Medu Art Ensemble 

Gaborone 
Botswna 
1982 

Above The People Shall Defeat 
‘Aggression and Destabilisation, 
designed J. Seidman and T. 
Mnyele, from photo of FAPLA, 
litho 
Medu Art Ensemble 
Gaborone 
1983 

Aluta Continua .. . 

drawing by J. Seidman, 
litho with silkscreened red words 
Medu Art Ensemble 
Gaborone 
1981 

    

\ 

iN 
ANGOLA 
BOTSWANA 
LESOTHO 
MOZAMBIQUE 
NAMIBIA 
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ZIMBABWE 

Aino 0) a Mees AV 
DEFEAT AGGRESSION 
AND DESTABILISATION 

Joe Gaabi: <\ 
Zimbabwe, /and first and last 

i ession against 
the Republic of South 

Whom the gods would desicesthey fist eae mad > 
          

     
  

people liv 
Africa i 

EDU ART ENSEMBLE 
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The Gaborone Culture and Resistance Festival 

“As politics must teach people the ways and give them 

the means to take control over their own lives, art must 
teach people, in the most vivid and imaginative ways 
possible, how to take control over their own experience 

and observations, how to link these with the struggle 

for liberation and a just society free of race, class and 
exploitation.” -DIKOBE, Cult and Resistance Symp 
unpub p.3 

In July 1982 Medu hosted a conference and arts festival in 
Gaborone, Botswana. About 5000 people attended: writers, 
musicians, visual artists, photographers, dancers, actors. Thami 
Mnyele chaired the conference; Dikobe WaMogale Martins was 
National Organiser in South Africa. 

“The theme of the Exhibition is Art towards Social 
Development’, and it reflects the constant battle among 
cultural workers to find a place for themselves in society 
which is not merely that of light entertainers but one of 
making an important contribution to the development of 
society. ...“ 

“In South Africa, a number of cultural groups and 
organisations, including Raven Press, FUBA, CAP and 
Open School co-operated to set up steering committees 

to collect together cultural workers to enable them to 
contribute their work: paintings, graphics, sculptures, 
photographs, films, plays, poems and music to these 

events 

“... itis hoped that this exposure, experience and effort 
will lead to greater co-operation and collective work 
among cultural workers in South Africa in the years 
ahead, with the aim of heightening the level of culture 
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in South Africa and to encourage cultural workers to be 
part and parcel of the communities from which they 

come.” 
- Background information to the exhibition, 

symposium and Festival of South African arts, 

The ideology of the conference came out strongly: 
“... | cannot begin to argue the art for art's sake 
argument in a situation where children are being shot 

and killed for protesting at injustice. Any South African 
artist who dares to uphold this argument as relevant for 
South African culture, only demonstrates his utter 

disrespect for our dead, and a certain shallowness in 
the understanding of our culture. The South African 
situation demands an interest in an art that presents an 

imaginative vision of life rather than one which argues 
aesthetic strategy.” — jantjies, 8. 

The festival further reaffirmed the continuity between those in 
exile and cultural practitioners inside South Africa. This sur- 
passed itself on the first night, when busses from Cape Town, 
after twenty hours on the road and waiting at the border, ar- 
rived to the Gaborone university hall and a stage where 
KingForce Siljee jammed with Jonas Gwangwa and Hugh 
Masekela and many others. 

The conference also reinforced the call for a cultural boycott of 
apartheid. The international art world should support and pro- 
mote the South African expression of resistance, which was 
repressed within South Africa’s own borders. But the ruling 
South African elite should gain no comfort from inviting inter- 
national entertainers to show pieces in Sun City while South 
Africa’s majority suffered. 

“We all got together then — it pulled us together — it was 
like we were told “yes, carry on with what you're doing”... 
— Kevin Humphries 
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Oh prs 

a ART TOWARD 
SOCIAL DEVELOPMENT 
AN EXHIBITION. OF SOUTH AFRICAN ART 

JUNE 10 — AUGUST 10, 1982 

   
  

CULTURE AND RESISTANCE 
A SYMPOSIUM) FESTIAL or Souta Armein Ant Phoroaaurer Fis LirenaTone Twearne Mune Dance: 

JULYS— JULY iw 
MUSEUM &ART GALLERY GABORONE BOTSWANA 
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‘Art toward social dévelopment © 
Thami Mnyele and Gordon Metz 

Offset litho 

Botswana National Museum and Art Gallery 

Gaborone, 1982 
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im only here for ‘rat 
peneeful — yeah yeah 

| i 
APART. HEID~— 

pt .    Don't Entertain Apartheid ~ support 
the Cultural Boycott! 
poster workshoped by Medu , 

drawn by Judy Seidman, 
silkscreen, 
Medu Art Ensemble, 
Gaborone 
1982. 

The Culture and Resistance 
Conference promoted the concept 
of a cultural boycott: 

QUOTE 

Opposite: 
Dr Neil Aggett: Unite, mobilise, 
avenge his death. 
J. Seidman 
silkscreen 
Medu Art Ensemble 
Gaborone 1982. 
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r DR.NEIL AGGETT 
TVL. SECRETARY, FCWU,AFCWU 
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AVENGE HIS DEATH® 
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medu art ensemble; — 
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   No Rent Increase for Match- 
boxes: Soweto 
Medu Collective 
litho background, silkscreened 
name of town 
Medu Art Ensemble 
Gaborone 
1984 

                

No Rent Increase for Match- 
boxes: Tembisa 
Medu Collective 
litho background, silkscreened 
name of town 
Medu Art Ensemble 
Gaborone 
1984 

                  

In 1984, there were a series of 
uprisings in townships following 

the attempts by Black Local 

Authorities to impose rent and 

rates increases on people living 

in government housing (“match- 

boxes”) - most of the township 

populations. 

              

   
This poster was determined by 

a Medu meeting representing 
all Medu participants (writers, 

actors, musicians as well as 
visual artists and photogra- 

phers); which agreed on the 

slogan and graphitti style; as 

well as on creating a basic 

slogan where the name of each 
township could be added 

depending upon which area 

exploded. 
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      Amandla: 
designed by collective, created by 
G. Metz and T. Mnyele. 
silkscreened 
Medu Art Ensemble 
Gaborone. 
1983 

Welcome Home Dorothy 
Thami Mnyele 
silkscreened 
Medu Art Ensemble 
Gaborone 
1984, 

Designed by Mnyele to 
commemorate the release of 

Dorothy Nyembe after xxx years in 
prison; she had been the longest 
serving woman MK prisoner. 
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Forward to Unity and Committment 
Thami Mnyele and Tim Williams 
Medu Art Ensemble 
Litho 
1984 

Welcome Home Dorothy 
Thami Mnyele 
Silkscreen 

Medu Art Ensemble 
Gaborone 

1984 
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JONAS GWANGW & SHAKAWE 
with DENNIS MPALE 

Above: 
Jonas Gwangwa and Shakawe 
with Dennis Mpale 
Judy Seidman 
silkscreen 
Medu Art Ensemble 
Gaborone 
1984 

Shakawe was a band organised by 
the Medu Music Unit; sketches for 
this poster were done in rehersals. 

  

“Opposite: 
Dawn’, an exhibition of George 
Nene and Libero Nyalala, 
designed J. Seidman and T. 
Mnyele from drawings by Nene 
silkscreen 
Medu Art Ensemble 
1983. 
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“George Nene was born in 
Bulawayo in 1954. He attended 
school in Bulawayo until Form 2. 
He recieved art lessons at the 
Mazilikazi Art Centre. He then left 
Bulaway to join the Anti-Facist 
Forces (ZAPU —ed.). ...While 
fighting as a guerilla in the western 
part of Zimbabwe, his group was 
ambushed by the Rhodesian 
Security Forces. All his comrades 
were killed, but he managed to 
survive and cross into Botswana 
with his AK47. To enable him to 
rejoin the ZIPRA forces in Zambia 
and contiue the struggle against 
the racist regime, he robbed three 
shops at gun-point. He was 
arrestedby the Botswana 
authorities and is presently serving 

a ten year sentence at the High 
Security Prison in Gaborone.” — SA 
Gonzales, Medu newsletter 1984 

George Nene completed 
Cambridge O and A level degrees 
in art while in prison. He was 
released having served his 
sentence in 1987; then went to 
‘Sweden to complete a university 
level art programme. He retumed 
to Zimbabwe to become head of 
the Mzilikazi Art School in 
Bulawayo; and remains a leading 
artist in Zimbabwe today. 
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     Above: Detail from: 
Masakela and Kalahari 
Thami Mnyele 
Lithograph 
Medu Art Ensemble 
Gaborone 
1984 

              

Opposite: 
Jonas Gwangwa and Shakawe, 
Thami Mnyele, 
litho 
Medu Art Ensemble 
Gaborone, 
1984 

                

Sketches used in the drawing of 
these posters were made from real 
life performances during the 
Gaborone Culture and Resistance 
festival in 1982; including 
musicians such as Hugh Masekela, 
Kingforce Silgee, Jonas Gwangwa 
(in Masekela and Kalahari); and 
poet Willie Kgotsesile and Jonas 
Gwangwa (trombone behind) in 

shakawe. “ 

shakawe 
ones aeons orn 

                    

   

als 
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   Thamsanga kaMnyele 
(Thami Mnyele) 

Thami Mnyele was born in 
Alexandra township, near 
Johannesburg, the third of five 
children, on 10 December 1948. 
His father was a minister of 
religion, his mother a domestic 
workers. In the sixties, his father 
and mother separated; as his 
mother worked as a domestic 
worker in the white suburbs, Thami 
lived with his brother and later his 
uncle. Thamiwas nine during the 
Alexander bus boycott, and twelve 
at the time of Sharpeville. 

By the late sixties, he moved with 
the youth in SASO. His mother 
sent him to a boarding school in 
Pretoria; there were no art classes, 
but there were pens, pencils and 
paper. He began to draw when he 
was fourteen. In his last year of 
matric his mother could not afford 
school fees, and he dropped out. 

In 1974, he joined Mhloti Black 
Theatre. “From time immemorial’, 
he wrote years later, “Black talent 
in South Africa was white- 

produced, white-directed, and even 
white-owned! The result was a 
misrepresentation in the arts of 
what Black life and Black theatre 
was all about. Its aspirations, 
desires and wishes. . . everything 
that was negative was Black. On 
top of the above humiliations, the 
Black man was shamelessly and 
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shamefully exploited. Mhloti Black 
Theatre emerged because of and 
as a result of this muck. To fight 
and to begin the eradication of it for 
all eternity.” 

By 1972, Thami decided his 

personal direction lay in the visual 
arts: he secured a grant to the ELC 
Art Centre in Rorkes Drift, Natal, 
where he received one year only of 
formal art training. After a year he 
had to leave: as the family 
breadwinner, he had to be 
employed in Alexandra if his 
mother was to keep her house 
there. Thami got a job as an 
illustrator for SACHED Trust, where 
he worked for the next seven 
years. 

In 1976, he held an exhibition of his 
art work, with Ben Arnold and 

Fikile, in the Dube YWCA, a 
community hall in Soweto. 

Then, in late 1979, Thami was 
forced into exile in Botswana. In 
Gaborone, some fourteen 
kilometres from the South African 
border, he became a leading figure 
within Medu Art Ensemble. 

But Thami also rejected any 
separation between his art and the 
demands of South African 
resistance. He quoted Sekou 
Toure: “To take part in the African 
revolution, it is not enough to write 
revolutionary songs; you must 

  

fashion the revolution with the 
people. And if you fashion it with 
the people, the songs will come by 
themselves and of themselves.” 
Thami took this argument further: 
“Our work hasn't yet developed 
above the mere stage of protest: 
we're still moaning and pleading. 
And even that we do with inferior 
craftsmanship and insincerity. We 
must partake actively in the 
struggle to paint sincerely.” 

In the years in Botswana, Thami 
made and exhibited graphics, 
drawings, and fine arts, and 
organised cultural workers through 
Medu Arts Ensemble. In those 
years he also participated fully in 
Mkhonto we Sizwe, the ANC's 
military wing. 

On June 14, 1985, he was shot 
dead outside his Gaborone home 
in a cross-border raid by the SADF. 

The originals of this drawing, and 
the drawing on the following page, 
are believed to have been taken by 
the SADF in the raid in which 
Thami Mnyele died. 

Thami Mnyele, 
untitled, 
pen and ink drawing reproduced on 
litho 
1985 
Gaborone 
Botswana 
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  untitled, 
pen and ink drawing reproduced on 
litho 
1985 
Gaborone 
Botswana 
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A woman’s place is in the 

struggle 

Judy Seidman 
silkscreen (pencil drawing 
oiled out to make stencil) 

Medu 
1984 
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NY AND 
= KATRYN    
ONT |: 

MOURN: FIGHT 

Jenny and Katryn: 
Don't Mourn: Fight 
Graphics done for memorial 
service held in Gaborone 
Thami Mnyele and J. Seidman 
Photograph and pencil drawing 
Medu Art Ensemble 

Gaborone 
1984 

Jenny Curtis-Schoon and her six 
year old daughter Katryn were 
killed by a parcel bomb sent to their 
home in Angola in 1984. 

Marius and Jenny Schoon had 
lived in exile in Botswana from 
1979 to 1983; Marius was a 
member of the Medu Writers’ Unit. 

At the time of writing, South African 

“super-spy” Craig Williamson is 
awaiting a decision by the Truth 
and Reconciliation Commission on 
whether he should be given 

amnesty for their assassination. 
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After Culture and Resistance 
After the Culture and Resistance festival, Gaborone and Medu 
were seen as a centre for South African arts. Musicians such 
as Hugh Masekela and Jonas Gwangwa lived there; South Af- 
rican bands from Bayete to Sakhile would make the trip to play 
with them. Thami Mnyele went as a spokesperson to confer- 
ences in Amsterdam, and the exhibition from Art for Social 
Development toured the world as representative of South Af- 
rica’s liberation art. 

But Medu itself came under increasing pressure by the apart- 

heid state. Posters were banned on publication. People who 
travelled from South Africa to visit Medu were questioned and 
searched. 

Within South Africa, more and more artists took up the call 
from the conference for “Culture as a weapon of struggle”. 

The UDF was formed, and resistance turned violent with riots 

against the tri-cameral parliament, and rent increases for town- 

ship homes. Medu members had to ask themselves, can we 
still play the same role in relation to South African art? 

Also, the pressures of the liberation war increased in all the 
front-line states. On—— the SADF entered Lesotho and killed 

42 people, as refugees and ANC workers. In April 1984, an 

ANC activist was killed in a car bomb in Gaborone. An at- 
tempt in Botswana on the life of Marius Schoon, who was in 
the Medu writers group, failed; but the Schoons were forced 

to leave Gaborone. Then on June 28 his wife Jenny and six year 

old daughter Katryn died in a parcel bomb in Angola. 

In February 1985, Thami Mnyele wrote of culture in South AE 

rica: 

“Today walls are furiously buming, blown up. Our people 
are cleansing themselves of the culture of silence, 
wherein to exist is only to live. Thinking is difficult, 

speaking the word forbidden. But we can look forward. 
Tomorrow, when our people rebuild those walls, our 

understanding, our history, our victory will be part of that 
reconstruction. When national liberation frees the 
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Security policeman Craig Williamson displays the contents of 
Thami-Mnyele's portfolio after the SADF raid on June 14, 1985; 
the police have to date (1999) denied that they have the artworks 
that were in the portfolio in their possession 

The picture Williamson is holding up is the cover design Thami 
was doing for an Amandla record at the time of his death; the long 
picture on the desk is @ colour version (in pastel) of the graphic 
on p. Xxx of this book. The portfolio was believed to contain all of 
Thami’s latest artwork, as he was due to leave Botswana perma- 
nently to move to Zambia the day after he died. His wife had left 
the country a few days before. 

Photo clipped from Rand Daily Mail, June 1985. 

people from the morass of oppression and ignorance, it 
also frees art. There can be no greater promise for any 
culture.”- Thami and me, Images p. 5 

At 1am on June 14, 1985, SADF troops attacked SA exiles living 
in Gaborone, mostly targeting Medu members. They killed 
twelve people: one of the dead was graphic artist Thami Mnyele. 
Medu Art Ensemble ceased to exist. 
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THE STRUGGLE FOR 
EACE AND FREEDOM 

ena cteal 11) 25 

  

The Struggle for Peace and 
Freedom Continues 
Judy Seidman 
Silkscreen 
Gaborone 
June 1985 

Poster made for the joint funeral of 
victems of the SADF raid on 
Gaborone, June 14, 1985. 

Botswana officials forbid Medu 
from commercially printing a poster 

for the funeral, as it might be 
viewed by the apartheid 
government as provocative. 

However, a bus-load of mourners 

to the funeral from Johannesburg 
wore t-shirts made at STP in 
Johannesburg with Thami Mnyele's 
portrait. 
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  "] “FOR ME AS A CRAFTSMAN, THE ACT OF CREATING 
ART SHOULD COMPLIMENT THE ACT OF CREATING 

?SHELTER FOR MY FAMILY OR LIBERATING THE COUNTRY 

FOR MY PEOPLE. THIS IS CULTURE.” i 

  

Thami Mnyele 
Judy Seidman 
silkscreen 
Gaborone 
June 1985 
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Building Community Voice 
  

The early 1980s saw the growth of mass- based, democratic commu- 
nity groups, demanding improved living conditions and human 
rights for all of South Africa’s people. These groups made contacts 
between themselves, and with the outlawed liberation movements. 
In August 1984, over 475 of these organisations from across the coun- 
try came together in Cape Town to form the United Democratic Front. 
This heralded a new stage of mass struggle. 

‘The impact on the burgening poster movement was dramatic. All of 
these organisations needed organised media structures to put for- 
ward their points of view, to mobilise their members and their com- 
munities. This need fed into the enthusiasm nurtured in the Medu 
Festival in Gaborone, 1982. People in the mass movement embraced 
the slogan that “Culture is a Weapon of Struggle”; and some began 
to establish ways to use that weapon in posters, banners, and graph- 
ics. In different parts of the country, activists and artists began to 
create structures which could give visual expression to the people’s 
demands. 

Community Arts Project 
“A decision was taken by the Western Cape organisers that 

CAP should serve as a springboard for cultural events.’ This 
proved to be a turning point for CAP. The role of the artist 

was discussed in depth at the festival, and CAP began to 

redefine itself in terms of its direction as a training and serv- 

ice centre to all cultural workers. ...” (fnote: CAP IS 10, flyer 

fr 1988 giving a history and the then programmes run by cap, 

TDV dissertation appendix) 

Artists returned from the Culture and Resistance Festival to South 
Africa, with a mandate to “take it back home”; to create an art that 
spoke to and of a people in struggle. John Berndt and Lionel Davis 
said they came back with a specific directive: to establish a poster- 
making unit within CAP to serve the community organisations within 
the mass movement; and to revitalise the photographic unit. 

‘The CAP Production Unit was formed from artists working with CAP 
(Patricia De Villiers, Gabby Chimonais, Lional Davis, John Berndt ) 
to provide support for grassroots community organisations. It made 
its services available to organisations like CAYCO, UWO, and the 

emerging trade unions— the many small bodies that represent the 
black community, and would eventually form the United Democratic 
Front . CAP itself moved from Mowbray to Community House in 
Salt Rivier, to be closer to community organisations. 

There was some tension between the new CAP silk-screening project 
and the existing CAP arts education project. With the developments 
of the 1980s that led to the UDF, power shifted within CAP, between 
those who saw their objective as training people within the commu- 
nity in arts skills, and people who wished to align CAP to the Mass 
Democratic Movement. 

Trish de Villiers recalls: 

“As people who started out as artists (in CAP), we gave more 

emphasis to developing people as artists - we banged our 

heads against walls because we emphasised training — not 

only artistically competent and literate, but also technically 

competent. The emphasis was on the handmade image and 

the process of generalising their own images; to draw pic- 

tures and translate them into images.” 

The Production Unit took a populist, equalitarian attitude towards 
image-making: “you didn’t have to be an artist to make an image, 
make a poster”. 

At first, the silkscreen project did not see itself as making artistic 
posters; the primary focus was political. “We (the artists) designed 
for others — but nobody was learning; so we changed to teaching”, 
commented Lionel Davis. From 1985 CAP ran workshops to train 
community organisations to do their own posters and t-shirts, and 
to develop their own imagery. People who came on courses to make 
posters were often quite separate from those taking arts courses at 
CAP. 

Most activists who attended the workshops on behalf of organisa- 
tions had little visual vocabulary for struggle; the workshops focussed 
on developing this vocabulary. Some people working on posters 
felt that the “language of struggle” was adhered to “somewhat slav- 
ishly” - barbed wire, police vehicles, clenched fists. On the other 
hand people who came in and wanted to be artists felt forced to use 
this language. Drawings and photographs would be put together 
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with the more standard symbols from international socialist and revo- 
lutionary movements: symbols, banners and flags, even design from 
other revolutions. Activists who saw themselves as political quickly 
adopted this language 

“After a while some people got gatvol of fist/flag/banner; of 

the wake-up call and people marching and bearing arms”, 

recalls Trish de Villiers. 

This political stance where political image meant an instantly recog- 
nisable symbol or photograph did not mean a total ignorance of draw- 
ing, style and design. 

Posters designed for theatre (mostly for drama school UCT) provided 
opportunities to explore the “artistic” side. Students working in the 
CAP arts education projects began to reflect these images of struggle 
in their drawings and paintings and “art” prints. Some, like Billy 
Mandandi and Cameron Vuyaye, went on to study at Machaelis. 

Photographs as iconography 
Participants in poster workshops were encouraged to use photo- 
graphs. Photos were held to be “safer” and more realistic. For the 

most part, however, these were not photos that participants took 
themselves. 

  
Reworked version of photo of 

Hector Peterson, used in a poster 
for a June 16 prayer meeting, 
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Some photographs came from immediate conflicts: one poster com- 
memorates the deaths in Craddock using a photograph of an uni- 
dentified dead body shot on the street (not directly related to the 
Craddock killings). A photo of church dignitaries marching is used 
to announce a church protest meeting. 

Other photos have been used and reused until they reached the level 

of an icon or a symbol. The most well known of these is the 1976 
photograph of Hecter Peterson carried by a friend. It came to sym- 
bolise June 16 - Trish de Villiars commented that even youths who 
had been five or six in 1976 would insist on using that picture for the 

commemoration. 

“.. Take as an example the picture of Hector Petersen 

being carried through Soweto by his friends on June 16" 1976 

.. This image has been used repeatedly for the last 14 years 

as a symbol of struggle. It has been drawn, silkscreened, 

etched, linocut, painted, sculpted, stencilled, used as graffiti. 

| have seen it being used in a hurried and careless way - a 

quick image for posters being printed on the night of June 15 
— and have also seen it painted with care and respect and 

reverence by someone who apparently hadn't done much 

painting, but who was obviously moved in a very real way to 

seize on this image and paint it. Yet I’m sure this work could 

easily be overlooked as another piece of hack agit prop.” — 

stacey stent, Spring is Rebellious, p. 77 

John Berndt further pointed out that people did not use these “pho- 
tographic icons” as simple unmediated images. They worked to 
make each new use a statement that belonged to their group and 
their time. The photo would be blown upon photostat machines, cut 
and collaged, the contrast changed, or even redrawn — “they made it 
their own”. 

The CAP production unit deliberate built up a file of photographic 
images of the struggle, which could be use to compile a poster or 
graphic within a workshop.. Gabby Chaminouis still has the image 
collection used in CAP poster workshops. 

By 1990, the CAP production unit determined to apply the principle 
of “work with images people make for themselves” to the use of 
photographs. They ran a photographic workshop under Roger 
Meintjes from Afrapix. Primrose Talakumeni and Mavis Mthandeki 
~ both domestic workers ~ participated in the workshop: 

“Almost without exception observers commented on the ‘new’ 

appearance of the photographic images — the difference in 

perspectives and attitudes of ‘taken’ and being ‘taken’ —com- 

pared with the usual professional photograph.” -trish disser- 

tation. - 

CAP’s production also experimented with low-cost and low-tech- 
nology silkscreening. However, making dyes from natural material 
such as beetroot proved to be laborious and indeed more expensive 
than travelling to town to buy a pot of commercial ink. For immedi- 
ate and urgent use, workshops tended to respond that this was im- 
practical. 
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Vakalisa: 
Based in Cape Town, Black artists who previously contributed to 
Staffrider - photographers, writers, and artists including (amongst 
others) James Mathews, Pascal Gwala, Matsemela Manaka, Garth 
Erasmus, Mavis Smallberg, Patrick Hole, and Rashid Lombard - 

formed an organisation called Vakalisa. Vakalisa sought to provide 
a platform where the ideas and personel of the black community 
should develop collectively and independently. 

“Vakalisa Art Associates accept the responsibility that artists 

and cultural activists have a duty to identify and respond to 

the needs of the community that they find themselves in. 
Vakalisa strives toward a closer cooperation with other cul- 

tural groups who share a common progressive ideology and 

further seeks to encourage other individuals to work collec- 

tively with others in their own communities to establish simi- 

lar cultural collectives."- vakalisa calendar, 1985 

Silkscreen Training Project 
In Johannesburg, Morris Smithers formed the Silkscreen Training 
Project. in Nov. 1983 

Like the CAP production unit, Smithers conceived of STP as a pro- 
duction and training centre for community organisations in poster 
making. STP was planned to spread the skills of mass production, 
and eventually to “encourage little workshops springing up in the 
townships”. (In 1982, Morris expressed his surprise that, upon visit- 
ing Medu, he did not find a “vast grey factory full of workers busily 
producing posters” Medu posters were usually printed at night in a 
borrowed classroom or other building). 

Design discussions in workshops usually took 2 hours. “CAP had 
the advantage that it existed to teach art within the community — it 

  

had systems in place to workshop art and imagery.” commented 
Smithers. “But there was no reserve of trained artistic talent. at STP. 

.. the system fell into the trap of being caught up in frenzy — poster 
production became a conveyor belt situation, with no time for reflec- 
tion, planning, it was hands on. Organisations sent different people 
each time, with no continuity and heavy turn-over of people work- 
ing on the posters.” 

“We wanted to use the whole thing as a way of developing a 

range of skills — the skill of expression, using images that 

were relevant, that resonated with people. We never got to 

the point where we sat down and asked ‘what are we doing 

artistically’: just found imagery and ideas” 

Often these workshops would “take what was current” - “notably 
photographs, and fists in the air’. Imagery was eclectic, with little 
emphasis on “art”. Sometimes posters were made by just putting 
down the factual information - it was not worth the effort of major 
art on something which was just advertising a meeting. At times, 
images and designs were taken directly from overseas posters or ex- 
isting local posters. 

Following workshops with activists to conceptualise the poster, STP 
designs were often completed by a person with artistic and graphic 
training, such as Morris Smithers or artist Jonny Campbell. 

Because they could not afford letraset sheets, they would buy one set 
and photocopy it, blow it up to size on the photostat machine if nec- 
essary; and trace each letter by hand on to the stencil. Some material 
was typeset at MARS (Media and Resource Services) - a semi-com- 
mercial typesetting organisation that worked with the democratic 
movement. 

STP’s financial limitations - it was funded through donors - meant 
that it could not employ a large number of people. Rather it relied 
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upon participation from community organisations: “the organisation 
would send a team of people, workshop the design, and produce it.” 
STP employed Mzwake Mbuli (later “the peoples’ poet”) and Xeba 
(2) to supervise production. STP would handprint up to 2 000 cop- 
ies; although generally they would send designs to a commercial press 
if the run would go over 500. 

COSATU — “One Country, One Federation” 

On 1 December, 1985, the Congress of South African Trade Unions 
was launched under the slogan: “One Country, One Federation”. It 
joined together 33 unions represented 450 000 workers; within three 
years it had grown to 700 000 workers. 

This provided a new need for print - dealing with large-scale com- 
mercial production in hundreds of thousands of copies. For this 
audience, as Reedwaan of Graphic Equaliser noted, “naive and low- 
tech printing created obstacles where they did not need to be”. 

Much of this work fell to the Graphic Equaliser. Reedwaan com- 
mented: “While doing work for organisations, we would teach skills 
~ at some point down the line the people we worked with would 
produce these things themselves. eg. we worked with the original 
pre-COSATU unions (eg. FOSATU)- but most of those we taught did 
not have the machines to use it on. 

“STP and CAP produced “high impact” materials, posters, banners, 
t-shirts, caps. They produced them under pressure, and they would 
not last long on the streets. We did 40-page books. We were able to 
prepare work that was sophisticated , made to last. The books would 
not fall apart it gave you more options on the aesthetic side.” 

To meet this demand, COSATU determined to set up its own print- 
ing facility-Under Marlene Powell, with advice from Graphic 
Equaliser, COSATU established a media unit, using recently - intro- 
duced DTP computer technology. 

COSATU also determined to set up its own litho printing press. In 
early 1987, a Hiedelburg press, capable of mass printing A2 colour 
litho, was acquired. On May 1, asit had completed the first colour of 
its first run of an A2 poster,the security police bombed the COSATU 
headquarters in Johannesburg, destroying - amongst other things- 
the new printing press. Recent testimoney before the Truth and Rec- 
onciliation Commission leaves no doubt that the bombing was or- 
dered by the highest levels of the apartheid government. ( 

After this, COSATU relied on the commercial press for mass print- 
ing. 
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Cosatu logo: An 
injury to one is an 
injury to all 
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UDF logo/poster; version of UDF 
logo on a poster, 
Drawing Nick Sacks, 
Layout: Carl Becker,first public 
litho 
issued by UDF, 
Ferrierastown 
Johannesburg 
1984 

  

 



UDF UNITES - APARTHEID DIVIDES 

  
UNITED DEMOCRATIC FRONT 

eeved by UDF P.O Bes 25083, Ferrarastown 70a 

  

\ROITRD BY SHAME PRBETERA, RAMOPL TRANSVAAL . 
4 
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UDF calls for One Poeple, One 

Country, One Person One Vote 

artist unknown 
issued by UDF, Khotso House 

Johannesburg 

1984 

Opposite: 

UDF calander 
artist unknown 
1984 

  

 





  

WE DEMAND: 

     
   CONSUMER 

BOYCOTT! 4   
 



      

We Demand: SADF and Police 
Out of the Townships! 

We demand: Fewer Guns, Higher 
Wages! 

We demand: End to High Prices! 

We demand: Free ail Detainees 
and Political Prisoners! 

4 of a series of 5 posters on the 
er UDF a ergency; 

desig idely in 
works! 
organi 
“clean: ited at CAP inter 
Stamped: Printed by CAP, 
‘Woodstock 1985. 

WE DEMAND: 
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‘Stop the Call-up 

artist uninown 
issued by the ECC 

litho 
printed by Esquire Press 
Woodstock 
1984 

Stop Apartheid Wars 
drawn by Jonny Campbell (who 
worked for STP) 
done for ECC, 
printed at STP 
Johannesburg 
1984? 

      

End Conscription 
Apartheid taught whites to hold 
themselves separate from the 

struggles of the black communi- 

ties — with the stark exception 
of when they needed force to 

suppress those communities. 

All white — but not Black- males 

underwent military conscription. 

They served on the borders 

with the liberated front-line 
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STOP 
APARTHEID 

states, and in the black town- 

ships not far from their own 
apparently peaceful “white” 

suburbs. 

Throughout the 80s white youth 
protested this, and white 

students and artists risked 
rejection and hostility and 
punishment by families, 
nieghbours and those in author- 

ity by resisting conscription. 

Poster-makers working with the 

End Conscription Campaign 

often had formal art and design 

training: the ECC graphics 

reflect this, through the more 

design -oriented use of letter- 
ing, repetition and pattern; and 
the more concious evocation of 
“art” imagery. 
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MASS MEETING 
ATHLONE CIVIC CENTRE 
suneay 30 ) June 2. an   
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  Freedom Charter 30 years; 
Mass Meeting 
Artwork originally done by John 
Alessandri, done for JODAC, 

this silkscreen poster done by CAP 
1985 

Nothing to Celebrate 
issued by NUSAS 

litho 

Observatory 
Cape Town 
1986 
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War is no solution 
artist unknown 
End Conscription Campaign 
Observatory, Cape Town 

litho 

published by Allies Publishing 

House, Athlone 

date? 
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    Graphics from Exile 1980 - 1990 
  

By the 1980s, the African nationalist movement in exile had devel- 
oped its own media capacity. The ANC owned printing presses in 
Lusaka, Angola, and Tanzania, as well as having material printed 
through supporting organisations in Europe, the Soviet bloc, and in 
the United States. 

In the early 1980s, Thami Mnyele spent some time in the MK camps 
in Angola, and later in Lusaka. During these trips he worked with 
the printers in both places, designing posters, mastheads, and even 
stickers under the ANC’s name. 

In 1982, Miles Pelo went to Lusaka after a brief period in Medu Art 
Ensemble; then went to Cuba to study graphics, and later to the ANC 
printing press in Tanzania. Still later, he continued studying graphic 
design in England. 

After 1984, with the assistance of Swedish aid, the ANC school at 
Samafco established a silkscreening unit. 

Practicing South African artists in exile, such as Dumile Fene, con- 

tributed their work for posters, books, and other printed materials. 

Stickers produced by the ANC: 
top: May 1st; Join us, organise 
(unknown artist, 1984) 

centre: may-day! (Thami 
Mnyele, 1984) 

bottom: Unite for victory (J 
Seidman, 1984); graphic later 
used in NUM poster (printed by 
STP). 
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Mayihlome ke Nako 

artist unkown 
African National Congress 

Litho 

Tanzania 
1980 

  
 



  
          

AFRICAN! 
NATIONAL 
CONGRESS 
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    Right: 
1981: Year of the Youth 

artist unkown 
African National Congress 
Litho 

Tanzania 
1980 

              

1981 Year of the Youth 

21 Anniversary of Umkhonto we 

Sizwe 

Artist unknown 
offset litho 
ANC Tanzania 
1981 

                

The ANC in exile declared each 
year dedicated to mobilisation in 

one aspect of struggle. ANC art- 

ists in exile developed posters to 

promote that aspect - thus, 1981 

was Year of the Youth, 1984 was 

the Year of Women, 1986 was the 
Year of MK. 

              

   

at) 
ANWIVERSARY OF 

UMKHONTO WE SIZWE 

LLL Se eT ee STD 
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70 Years of Resistance 
Thami Mnyele and Albio 

Gonzolas 
litho 

printed African National 

Congress 

Lusaka 
1982 

70 -ANC 1912 - 1980 

Thami Mnyele 

litho 

printed African National 
Congress 
Lusaka 
1982 

  

 



~ 
UNITY IN ACTION 

  

y 

/ 1912 @ 1982 
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South African Women Unite 
Against Apartheid 
artist unknown 
African National Congress 
Lusaka 
1984. 
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Year of the Women 
artist unknown 
litho cover of calander 
African National Con- 
gress 
Lusaka 
1984 
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Unity of Women 
Miles Pilo 
African National Con- 
gress 

Tanzania 
1984 

  

 



  
Forward to Year of the Women 
Thami Mnyele 
litho 
African National Congress 

Lusaka 
1984 

WOMEN UNITE! 
   

     

  

Yes there will be springs 
Where litle chuidren of Soweto 
Mamelodi Mashu Langa Athione 
Can drink wash of just simply. 
SPLASH 
‘And like tadpoles 
Freely swim 
On ail Junta sixteans to come 

the need for unity is the need for 
People’s Power. It is the power 
against starvation, removals, 
resettlement and disease 

FORWARD TO YEAR OF WOMEN! 
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1985 SACTU calander cover 

J. Seidman 
Lusaka, SACTU 

1985 
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workers unit 
crush exploitation 
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‘85 for our Youth 
Thami Mnyele 
African National Congress 
Lusaka 
1985 
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‘For one trade umon, one federation, in one 
‘ country! 

  

  SACTU (1) 

hami Mnyele 

litho 
actu, Lusaka 

1985 

ACTU (2) 
hami Mnyele 

litho 
actu, Lusaka 

1985 
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Dorothy Nyembe 
Artist: THami Mnyele   
litho JAILED 

African National Congress SYMBOL OF THE COURAGE AND 
ios RESILIENCE OF OUR WOMEN 
1984 
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THE UNITY WE NEED 
IS PEOPLE'S UNITY. 
We need it all 
we need ithere 
we need it now! 

“The emancipation of women ia net an act ot 

Organise, Fight On! 

Poster of Lilian Ngoyi 

artist Thami Mnyele 

African National Congress 
Lusaka 
1984 

Forward to the Year of the 
Women 
Poster of Violet Hashe 
(using Jurgan Schadenburg 

photo 195...see page...) 

artist Thami Mnyele 
African National Congress 

Lusaka 
1984 
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eer ime Coa Mee me me tC ate aoe 
This task falls on men and women alike = ail of 
Ee eo 

FORWARD WITH THE YEAR OF THE WOMEN!   
125 FROM CONQUEST TO LIBERATION   
 



  

  
FROM CONQUEST TO LIBERATION 126  



Workers Unite -Crush Apartheid 

artist: possibly Thami Mnyele 

African National Congress 

Lusaka 
1985 

Shortly before his death, Thami 

Mnyele did a series of posters in 

Lusaka. Although he had no 
training in paint (as opposed to 

drawing), he said that he had 

experimented with colour paint- 

ing during that time. 

If so, this is one of the few exist- 
ing paintings by Mnyele in full 

colour. 

December 16 Heroes Day 

Poster to celebrate the launch- 
ing of Mkhonto we Sizwe, the 

ANC's military Wing. 

Thami Mnyele 
African National Congress 

Lusaka, 

1985. 

We salute the weorkers 
Thami Mnyele 

Litho 
African National Congress 

Lusaka 
1985 

Technique: 
The photograph of a crowd was 

developed as a diapositive, then 

the surface was scratched with a 
sharp instrument to etch the lines 

of the faces and hands. 
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We salute the workers 

  
Eorward with | 

may-day! 

  
  
 



1986: Year Of Umkhonto we 

Sizwe 

Judy Seidman 
photostat (unprinted) 

Gaborone 
1986 
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4986! YEAR oF 
UMKHONTO WE SIZWE| 
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In the face of oppression: Graphics under the State of Emergency 
  

Six months after it was formed in 1984, “persons unknown” 

vandalised STP, smashing its new photostat machine and 

wreaking its equipment. Late that year the police confiscated 

posters. 

As part of its programme of teaching poster-making to com- 
munity groups and outlying areas, STP held a formal work- 
shop in Huhudi at the school hall. Morris describes his last- 

ing memory of this workshop: “it was getting to be dark, 

candles were burning because no electricity; all around the 
room adults and kids from the township were looking into the 
windows.” Following the workshop, Huhudi activists set up 
their own silkscreen printing shop in a township garage (do- 
nated by a sympathetic business person), with electricity and 
running water. But it was fire-bombed in 1985, and never re- 
started. 

Medu closed after a number of its members and supporters 

were killed in a cross-border SADF raid in 1985. 

CAP was harrassed by the police, but not closed down. 

The COSATU press was blown up. 

The imposition of the States of Emergency, beginning in 1985, 
hit hard at progressive graphics production. Previously “le- 

gal” work was outlawed, which left publicity banned, and those 

producing it subject to police attention. By Feb. 1988, the UDF 
was banned and Cosatu forbidden to play a political role. 

Kevin Humphries put it: 
“The States of Emergency were big. We did a lot of work for 
Taffy Adler — banners and stuff. We'd spend all night finish- 

ing the banners, in the morning he would come in and say, 

can’t use it, its been banned. By the end of the 80s we were 
crazy.” 

At the start of the first state of Emergency in 1985, Morris 

Smithers was detained for 4months. In Nov 1986, police came 

to arrest STP staff, but the staff went into hiding. Smithers was 
again detained two months later; and another 5 STP members 

FROM CONQUEST TO LIBERATION 

were detained over subsequent months. 

Activists and workers putting posters up at night had trouble 
with the police. 

Lionel Davis points out: “It needed defiance for people to print 
these. .. A young man named Bathandwa came back to the 
Transkei from CAP, wearing a t-shirt: he was shot dead in the 
street.” 

Even the poster collection collected and preserved to become 
the book Images of Defiance was kept in hiding; and smug- 
gled from one author’s house to another in fear of police raids. 

And the toll taken on graphic activists went beyond physical 
danger - the pressures affected people's ability to create. The 
pressures of the struggle ensured people produced “not art 
but propaganda”. 

“The insurrection of 1984-6 and the violence thereafter has had 
both negative and positive effects on grassroots creativity. Of 
serious negative implications has been the lack of self-criticism 
in grassroots activity .. . Any criticism could be “labelled” as 
:anti-“, any “false step” could case marginalisation. .. . Also 
many leaders saw cultural workers as grouping that were to 
fit into the gaps of political activity or to become “adverts” for 
the latest campaign.” — Nisa Mhlanga et al, spring 101 

“ What had been a fantastic movement simply began to di- 
minish — over the later years of the 80s we could hammer the 
same thing,” remarked Trish de Villiers. 

Kevin Humphries describes the kinds of pressures they faced: 
“Morris sent his young soldiers from the East Rand to us, these 
young men with photographs, a big photo with this one little 
face off to the side, that’s him, the one who is dead. And they 
would want a t-shirt of the dead one. Of course the photo was 
too small to print, it would blow up too grainy. Often, we had 
toredraw it. Mzwake and Zenele Mashinini often did the draw- 
ing”- 
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Remember Sharpeville 
Jonny Campbell and Morris 
Smithers design 
STP 
issued by UDF Khotso House 
Litho 
Globe Printers, 
Johannesburg 
1985 
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We wine _Not AWLOW 7HEM 
TO HANG a 

ce ay, 7 J 
rey Kh oy 

: Np f £ VES AIS SG 
. 2. Hi! iy 

  

    DOWN WITH PUPPETS 
AWAY WITH APARTHEID 

FORWARD TO PEOPLES POWER    



  

        
    

  
  

  

    

  

  

  
  

  

  

  

  

      
    

‘Support Sharpevill Six -We will not 
allow them to hang - UDF 
printed by Globe 
Johannesburg 
1986 
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Rey 
are our future 
AM AY-Mathnte acm oeeey 
workers' future. 

      June 16 - the youth are our future 
issued for Cosatu 
litho 
Johannesburg 
1985 

Stayaway June 16 
UDF and Cosatu 
Cape Town, 
printed by Esquire Press, Athlone, 
litho 
1987 
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MASSACTION 

FORPEOPLE 

  

    

Mass Actrion for People Power — 
June 16 and flag: From joint 
training programme workshop, 
including Women’s League, 
key artist NtlolileMakhytsha 
(now known artist) 
Cosatu 
Printed at CAP 
Cape Town 
late 1980s? 
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Johannesburg 
silkscreen 

  ———t PLL NTL   
 



  

Ww 

SUPPORT 
SPEKENHAM WORKERS 

KEEP YOUR HANDS 
OFF OUR JOBS 

      

    
 



  

SARMCOL WORKER PLAY 
On 30th April 1985 1000 workers at 

BTR Sarmcol came out on strike. 

Three days later all 1000 
were sacked. 

e whole town was dependent o 
these workers for money. 

Nine months later they set up SAWCQ. 
-Sarmcol Workers Co-operative- ‘yp 

They are working together, . 
without bosses, i 

to support themselves. (ie we 
= 

    

TODAY THE STRIKE CONTINUES - THESE WORKERS NEED YOUR SUPPORT 

  

‘Support Spekenham Workers: 
Workshopped with FAWU led by 
Lionel Davis 
final drawing by Martin Stevens; 
Silkscreen black on white 
1989 

Sarmcol Worker Play 
designed by Trish de Villiers for 
Cape-Town showing of BR Sarmeol 
play 
silkscreen 
printed at CAP, 
1986(?) 
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WITHOUT JUSTICE 
IS LITTLE MORE 

THAN A GROUP OF 
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   National Press Day 

19 October 

STOP 
THE |} 
POLICE ST. 
We want a free 

   

  

press 
Issued by Saspu 

    

Church in Protest; 
artist unknown 
ssued by WPCC 
Printed Esquire Press 
Athlone 
litho, 

Stop the Police State 
photo of Brian Tilly and policeman 
artist unknown 
SASPU at Wits University 
litho 
Johannesburg 
1989 
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py NVA ato     
fought for democracy 
murdered by apartheid 

Issued by the David Webster Funcral Committee, P O Box 32723, Braamfontoin 2017 
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David Webster 
fought for democracy, 

murdered by apartheid 

artist unknown 
offset litho 
Johannesburg 

1989 

David Webster was assassi- 
nated on May 1, 1989 in 

Troyville, Johannesburg. This 

poster was made for the fu- 

neral. 

Ashley Kriel Pictured 

artist get info! 

Paint, paper mixed media 
1987 

Ashley Kriel was shot dead by 

police in ----- in ~-- in Cape 

Town. This poster was carried 

around the streets of ----to 

commemorate his death. ... 
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300 DETAINEES 

STARVING TO DEATH 

DON’T LET THEM 

so} h Dm 

HUNGER STRIKER 

RAPU MOLEKANE 

(SAYCO) 

FREEDOM OR DEATH 

VICTORY IS CERTAIN   FROM CONQUEST TO LIBERATION 

     
  

Ashley Kriel 
painting by 
paint, mixed media on hard- 
board and paper 
1987 

Ashley Kriel was shot by 
police in . This poster 
was drawn and taken around 
the streets as part of the 
mourning and protest against 
his death. CONFIRM INFO 

  

300 Detainees Starving to Death 

Hunger Striker Rapu 

MolekaneGrassroots 
Produced by grassroots media staff 
with CAP assistance 
printed Esquire Press Athlone 
litho 
1988 (check) 

Free Alll Detainees 
Issued by the Hunger Strikers 
Committee 
litho printed by Globe, 
Johannesburg 
1989 
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te Va ae NN day 

Ta 
ets aa 

ISSUED BY THE HUNGER STRIKERS COMMITTEE 
      
 



  

  

   
   
RAHAT 
EENDIG NASIONALE DIENSPLIG 

ARARAAAR 
END CONSCRIPTION CAMPS 

ARAAAA 
EINDIG NASIONALE DIENSPLIG 

BEEINDIG VERPLIGTE 

MILITERE DIE NS 

  

     

   
      

  

  
  

  

F Eindig Nationale Diensplig 
ECC at STP 
Silkscreen 

MEH] Johannesburg 
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1986 

WAT SOEK JY IN DIE TOWN- 

SHIPS TROEPIE? 
(‘What are you looking for in the 
townships, soldier?") 
ECC 
silkscreen 

Johannesburg 
1987 

  

 



WAT SOEK JY IN 

DIE TOWNSHIPS 
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We call for a just peace in our 
land... 
litho 
ECC 

Cape Town 
1986 

Dobson Road Advice Office- 
graphic designed for a year planner 
by Clive Helford; 
Workshopped with Advice Office 
personnel led by Lionel Davis 
silkscreen 
printed by CAP, 
Cape Town 
date? 
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Biship Lavis Advice Office 
Lionel Davis 
Silkscreen 
CAP 
Althione 
1987? 

Jobs for all at a living wage! 
Lionel Davis designed picture for 
another poster, this one laid out by 
Garth Erasmus; 
litho 
printed by Allies Printing Services, 
Athlone, 
date? 

Lionel Davis 
Lionel Davis was born in 1936, 

in Cape Town He did not ini- 
tially see himself becoming an 
artist: although he experi- 
mented with drawing as a 
youth, he lost interest when he 
left high school at st. 7. There 
was no support for art, no in- 
stitutions to attend, or role 
models for an artist in his com- 

munity. 

In 1964 Davis was sentenced to 
five years on Robben Island 
under the Suppression of Com- 
munism Act. He did some 

WHEE THE UNEMPLOYED DEMAND 
UTE (UNEMPLOYMENT INSURANCE FUND) FOR 
WORKERS IN S.A. 

WE WANT MORE UWIF MONEY FoR A LONGER 

PERIOD. 
WE WANT 

WORKERS 
THE FUND.    

drawing while awaiting trial; but 
although from 1966 Robben Is- 
land prisoners had access to 
study materials, he had no art 
supplies while in jail. Upon his 
release, Davis was put under 
house arrest; he lost his job and 
needed an outlet decided to do 
creative work. He began to draw 
again. He joined the community 
arts education programme — 
CAP - in 1977; he worked there, 
as a student, a cleaner, and ad- 
ministrator; and eventually a full 
time member and teacher. 
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BETTER 
OF ULE 

MUST HAVE MORE 

MORE EFFICIENT 

CONTROL OVER 

THE BOSSES AND THE 

In 1979 CAP sent Lionel Davis 
to Rorkes Drift Lutheran Art 
Centre. He found the school too 

puritanical. And, while the man- 
agement of Rorkes Drift had said 

they would teach silkscreening, 
they did not. Davis felt drawing 
and print-making had come to be 
“regarded as being a burden to 
Rorkes’ Drift; the school was 

supported through the sales of 
crafts”, not art. 

In 1981 he returned to CAP, with- 
cout completing his course. With 

other artists from Rorkes Drift, he 
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became involved in printing 
linoprint and silkscreen at CAP. 
In 1982, he was instrumental in 
organising busses of Cape Town 
artists to attend the Culture and 
Resistance Festival in Gaborone. 
On their return, he helped organ- 
ise the CAP silkscreen produc- 
tion unit. 

After a decade asa key artist and 
teacher at CAP, Davis returned 
to art school, this time at Michae- 
lis, to finish a fine arts degree. 
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UDF Calls Workers Unite! 
Silkscreen 
CAP 
Althione 
date? 

UDF CALLS WORKERS. UNITE! 

Trevor Parker & Others 

DRAMA 

FOOD ON SALE 

FREE ADMISSION 

  

  

FUN CITY> HEIN 1 RD-AT HLONE - 11-6 pm 
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GG The boers took our land and broke our families up, i 

They forced us to work for them. Now, after 100's of 

years, we still have no legal rights. We still earn 

starvation wages. We get no rest, no peace. We grow 

their food and we look after their children, But we 

are hungry and our children, who we never see, are 

dying. We cannot go on like this. We demand at 59 

least the same rights as other workers. 

Farm and domestic workers must be covered 

by the Labour Relations Act and the Basic 

Conditions of Employment Act now!   
Domestic and Farmworkers 
Organise or Starve 
Charlotte Schaer 
published by Cosatu 
Litho 
1989 
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WORLD UNITE INTERNATION 
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World Unite Intemational Workers Mobilise May Day is Ours two part s of 4-part paste-together 
poster-mural from CAP workshop. 
silkscreenCape Town 
1988 

Day Mayday: 
Martin Stevens, 
silkscreen 
CAP 
Cape Town 
1989 
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| ‘In the World" 

2 parts from 8 
part series by 

| Artists Collec- 
tive; included 

I Trish de Villiers, 
| Gabby 

f  Chaminois, 
| other women 
| artists; original 

f drawings which 
f| were turned 

into posters 
f silkscreen 
f = CAP. 

I =—j 1988   
157 FROM CONQUEST TO LIBERATION   
 



  —_— = 
YOUTH UNITE! 

ARM YOURSELVES WITH 
KNOWLEDGE FOR FREEDOM! 
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Youth Unite 
Arm Yourselves 
litho 
1989 
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    FAWU Annual Conference de- 
signed by John Berndt; standing 
figure is photo of Chris Matiya by 
John Berndt 

CAP 
Cape Town 
1989 

Chris Matiya now (year 2000) 

tuns the Khayelitsha silkscreen 

workshop. He became involved 

in making posters as a 

COSATU member in CAP 

workshops. 

Opposite and subsequent 

pictures: 

In 1989, COSATU put out a 

calander , using artwork about 
the South African working class. 

FAWU ANNUAL CONFERENCE Opposite: Madonna of the 

EAST LONDON 12-15SEPTEMBER 89 -iaame 
19897? 
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The Mdantsani Bus Boycot 
(1984) 
Lou Alman 

Doing the spade work to bring 

joy (1989) 
Percy Sedumedi 

Detail from a NUMSA painting 

about the first shop stewards’ 

Council on the East Rand in 
1981 showing the struggle 

against the bull-dozing of 

squatters’ shacks. 

Detail of a mural at Community 
House in Cape Town produced 

by the Community Arts Project 

(CAP) (19897)   
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Grassroots Cultural Evening, 
Grassroots publications, 
Printed Allies Printing 
Services, Cape Town - no 
date 
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ROYAL FESTIVAL HALISUPPER FOYER-LONDON SEI 8XX 
1 SEPTEMBER-4 OCTOBER 1987ADMISSION FREE 
DALY 1am —1O30pm 
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ANC LIVES 

        

  

ADVANCE TO 
PEOPLE’S POWER 

Prints by JKohn Muafangejo ANC LIVES: Advance to People's 

Exhibition poster for works of Power 

John Muafangejo unknown artist 

London Done before ANC was unbanned 
neag and Mandela released, but after 

Sisulu was released — late 1989 
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Welcome Home 
artist unknown 

silkscreen Pos 

1990 
  

Poster made to welcome 
Nelson Mandela on his release 
from Pollsmore Prison; note 
only photograph from the 1960s 

was available for use before 
Mandela's release, 
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1990: Liberation and the Poster Movement 

  

    La re , q 

1990: The Year of Peoples’ Action for a Democratic South Africa 
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1990 negotiations and elections 
The ANC, PAC and SACP were unbanned in 1990. Mandela 

was released. Exiles returned. The long process of negotiation and 
transition slowly manoeuvred majority rule into place. 

For people whose lives in the 1980s were wrapped into resist- 
ance graphics, a strange period commenced. The technical and fi- 
nancial issues of the new period were clearly very different from those 
community-based poster workshops that supplied the struggle. 

Community groups looked to the ANC for open, national lead- 
ership -HQ was expected to send out the message from national level. 
It would be delivered through millions of copies, presumably printed 
by the apolitical commercial press. 

More and more, the ANC’s national HQ used computer de- 
signs from their own media room, or graphics worked out by the 
most established advertising agencies. (These included, for instance, 
the one who had just won an international design prize for a TV 
advert, with a mouse walking on steering wheel.) 

Poster workshops declined. Resources for community ~based 
media dried up. Community media which had survived through 
the 1980s - magazines like Speak, Learn and Teach, and Work in 
Progress - folded through lack of funds. 

With the elections, political parties turned to a more standard 
concept for posters: candidate name and photo, party affiliation and 
logo, basic party colours. 

By the elections, a poster for the ANC was expected to pass this, 
test 

“Can you read it from a car travelling down the R24? *- or, in 

Cape Town, “Klipfontein Road”? As Trish de Villiers pointed out, 

this was “highly suggestive of the targets of its rallying call . . .if the 

® 

171 

text of a poster can be eye-catching and legible at speed, then the 

other considerations are ‘nice’ but unimportant.” (Trish de villiers, 

14991, DipAdultEd UWC dissertation, p,.18) 

People with the technical skills to deal with mass printing went 
into government and business. But many of the activists who had 
participated in print workshops and low-tech screen printing did 
not have the qualifications or the know-how to do this. 

Mzwake joined the Gauteng Government in late 1998; he now 
does graphics within the Office of the Premier. “It’s a continuation, 
but ona different level; its more an exchange between departments; 
but we are still doing things for the provinces.” Morris Smithers has 
worked asa consultant on graphics and art-work for the Ministry of 
Water Affairs and other departments. 

Reedwaan Vally has established his own DPT and pre-print 
company in Johannesburg, and still produces much of the graphics 
and design for the trade unions and other progressive organisations. 
Kevin Humphries now works for the Gauteng Department of Health 
on media related to HIV/AIDS. 

Trish de Villiars works as a freelance graphic designer and il- 
lustrator in Cape Town. 

A number of people continued their interest in graphics and 
visual communication by going to art school (or back to art school); 
and finding a career in the changing fine art world. These include 
artists Lionel Davis and Billy Mandandi. 

Where the new government, parties, trade unions and NGOs 
conduct mass-based campaigns, they continue to rely on the aesthetic 
principles - and often the personnel- of the poster movement of the 
1980s. These posters reflect gender issues, trade unions and labour 
rights, and HIV/AIDS; although almost all, today, are printed on 
litho machines in larger print-runs. 
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rE Ako ort. 

SACP 
Dikobe WaMogale Martins 
litho -one of 12 posters designed in 
prison 1991 
printed upon release by SACP 
1992 
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“For the artist to refrain from mentioning the freedom of the black 

press, dismemberment of the homeland into fragmented reserves, 

malnutrition, hunger and starvation that go hand in glove with 

forced removals of communities, is in itself a political act.” Dikobe, 
Art is not neutral. 
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Jo Slovo SACP 
John Bemdt and students 
CAP Production Unit 
Silkscreen 
1992 (2) 

Poster designed to welcome Joe 
Slovo back from exile. 

175 FROM CONQUEST TO LIBERATION 
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O.R. Tambo 
Poster put out by ANC HQ at shell 
house, department of Information 
and publicity; 
litho 
1991 
the match-stick frame was made by 
a prisoner on Robben Island 
= while awaiting amnesty. 
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WORLD LITERACY YEAR 
1990 

e biterecy, 
0} 

Fence full 
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World Literacy Year 
Adult Learning Project 
Artist unknown 
Transkei 
litho 
4990 

FROM CONQUEST TO LIBERATION 

  

 



  

Ne A 
, in the gold 

BEE 
TY 

  
FROM CONQUEST TO LIBERATION 178 

  
 



      
    

      

  

    
    

  

       

   

Mayday 1991 
P. de Villiers 
Silkscreen 
CAP Production Unit 
1991 

80 ANC leads 
issued by Shell House ANC, 
printed Sherano 
Johannesburg 
1902 

ANC leads 

to democracy 
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Food and Allied 
Workers Union 

National Women’ Ss 

Conference 

16 - 18 August 
1990 

Vuyisile Mini 
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Ea ee al Women’s Confer- 
en 
atatt inknown 
FAWU, Salt Rivi ier Cape Towr 
1990 

  
 



   
      
      

  

LEAGUE 
National Launch 

Sunday 12 August 
Curries » ountain Stadium 
Durban, 10am-4pm. 
Speakers: 

Cde. Nelson Mandela 
Cde. Albertina Sisulu 
Cde. Lindiwe Mabuza 
Issued by ANC Women’s Leaque, 20 St Androws Street, Durban, $001 

  | 
HOSS   

ANC Women’s League National 
Saunch 
Drawing Charlotte Schaer 
ANC 

1990 

181 

Produced for the relaunch of the 

ANC Women's League inside SA 
after the unbanning of organisa- 
tions. 
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Declaration 
ACN 

tyme 
Asay 

nis 

Declaration of the 1992 National 
Conference of the ANC (held in 
Durban) 
J. Seidman 
Litho 
ANC HQ, Johannesburg 
1992 
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Asinimali/ Food for All 
artist unknown 
ANC HQ Johannesburg 
1991/2? 
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The Way we Live 
Exhibition poster for — and —. 
both trained at CAP as photogra- 
phers 
199177277; subsequently exhibited 
in New York 
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ERIP 
artist unknown 
uwc 
litho 
1992/3? 

  

 



es Ent 

ERIP can be contacted at: 
* 

Community House. _—_— Prefab OM aid 

41 Salt River Road. University of the Western Cape 

Salt River ° Bellville 

Tel: (021) 474917 Tel: (021)9592132 or 9593088 Bellville 

L Fax: (021)9592536 7530.  
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Forward to a Constituent Assembly 

Demand a People\s Budget 
artist unknown 

ANC HQ Johannesburg 
1991/2? 

We Demand ainterim Government 
Morris SMithers??? 
ANC HQ 
Johannesburg 
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Campaign for Peace 
and Democracy rolls on 

S= June, millions of South Africans have taken action 

ch 

      
      

   
        

inst the undemocratic De Klerk regime. The message is 

lear: We want peace and democracy now! 

'@ Violence must be brought to an end 
Sep state murderers 

   

ee 
Se lcd aetelenks parka 
that there are ne political prisoners. 
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f 7 International monitoring 
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PEACE, FREEDOM 
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Campaign for Peace and Democ- 
racy roles on 
poster artist unknown; The Beast of 
Bisho image by Zapiro 
litho 
issued by ANC, COSATU, SACP 
1992 (?) 

Peace, Freedom and the vote; 
We demand interim constitution — 
Paola 
Shell house 
Johannesburg 
1992 
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Forward to a Constituent BST pate 

ISSUED BY 
THE AFRICAN, 
NATIONAL 
CONGRESS 

CONMUNICATIONS. 
section 
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One case showing the effects 
of these political shifts upon 

the graphics came with the 

design for CODESA. Initially 
the organising committee, 

composed of officials from the 
whole range of political parties 

involved in the transitional 
talks, asked the major advertis- 

ing agencies (such as Hunt 

Lascaris and Ogilvy 

Thompson) to bid for a con- 

tract for the design. Two days 

before the presentation, 

Murphy Morope, as administra- 

tor of the committee, realised 
that no progressive designers 

had even known about the 
bidding process; and contacted 

several. On that short notice, 
two bids were recieved from 
designers associated with the 

poster movement. In the 

event, the contract was split 

between a poster/backdrop 

design by an artist previously 

with Medu, and a major ad 
agency (who did the letter- 

heads and logo). 

Opposite: 
CODESSA poster 
Judy Seidman 
CODESSA administration 
1992 
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Promote Peace and Democracy 
artist unknown 
ANC He 
Johannesburg 
1992 
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Stop Savimbi's war! Recognise 
elected Angolan govt! 
ANC HQ 
19937 
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A new culture 
of learning for 

a democratic 
South Africa fe 

» 
“wi? zHonour Solomon Mahlangu 

Artist unknown 
Issued by the ANC Youth League, 14th Floor, Shei! House, 51 Plein Street, Johannesburg 2000. Phone: £091) 333-6750 published by ANC youth League 

offset litho 
Johannesburg 
1993 

  
‘We demand the Exit Gate for 

minority rule! 
Judy Sediman 
litho 
SACP 
1993 
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We have had Infogate and Inkathagate 

We demand 

THE EXIT GATE 
FOR MINORITY RULE 

  

THE SOUTH AFRICAN COMMUNIST PARTY 

consulting the masses on CODESA (during June, 1992): 

JHB District: 4 June... SACHED Basement...     

  

             
   

  

Soweto District: 10 June......Uncie Tom's...... 
17 June......Chiawelo.....-.-. 

        
      

  
  

East Rand District: 14 June...... Thema Civic Centre..........10 
14 June......Hunter's Field Stadi 
18 June......Etwatwa... 

          
  

West Rand District: 7 June......Bekkersda! ni 
8 June......Kagiso...... .19 hoo 

     
Pretoria District: 12 June......Sheshanguve 

Chris Hani will speak at all meetings! 

 _ WCU —£ issued by SACP PWV Region 
Printed at Future Press (011) 834-7034 
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Chris Hani 
Poster produced for mass funeral 
artist unknown 
litho 
issued by ANC, Cosatu, SACP 
Johannesburg 
April 1993 

Oppostie: Remember Chris Hani 
Vote ANC 
artist unknown 
ANC HQ, Johannesburg 
1994 

Chris Hani was assassinated in 
April 1993, a year before South 
Africa's first democratic elections. 
Hani had been the head of the 
SACP; Chief of Mkhonto we Sizwe; 
and a member of the ANC’s 
national executive. 

  
“He served the cause of the liberation movement with distinction, earning 
the respect and love of millions of our country. His death demands that we 
pursue that cause with even greater determination.” 
- Nelson Mandela, quoted on funeral service. 

In the same way that those who crucified the Lord Jensus Christ did not 
understand the impicications of the act for the whole created reality, so is it 
with Janus Waluz and those who planned this act with him. He pulled the 

trigger to end the life of Chris Hani but in this act he has pulled the trigger 
to end the life of the racist regime which he wanted to save. In pulling the 

trigger he has released unstoppable engery, which will destroy apartheid 
and usher in a new non-racial and just South Africa.” 
~ Frank Chikane, (then) General Secretary SACC 
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COSAT 
Oranise for democracy, economic 
reconstruction and socialism 
Judy Seidman 
litho 
issued by COSATU 
1993 

Organise for democracy, economic 

197 

\ reconstruction and socialism — 

AIDS - A Union Issue! 
Artist unknown 
Cosatu 
Litho 
Johannesburg 
19947 
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FORWARD TO 
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UNITY FOR 
‘A CONTROL se lp WORKER CONTAC : : y 
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4th National / 2nd Bi-Annual Congress TGWU 

TGWU Congress 
Judy Seidman 
issued by TEWU/COSATU 
Johannesburg 
1995? check 
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Issued by the South African Communist Party, PO Box 1027, Johannesburg 

Wanted: FWde Klerk 
artist unknown 
SACP 
published by Exitgate 
Johannesburg 
1993 
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READY TO VOTE 
  

With the agreement to hold 
democractic elections in April 
1994, the interim government, 
donor agencies, political parties, 
and the Independent Electoral 
Commission began campaigns to 
ensure people registered to vote, 
and to teach people how to vote. 

The adjoining poster had to be 
withdrawn and replaced after in 
the run-up to the election the 
decision was made to use a 
double ballot (one for provinces 
and one for national); the picture 
only showed one balllot being 
cast. 

Voting Station 
Zapiro 
Voter Education and Elections 
Training Unit 
ERIP, University of the Western 
Cape 
1994 

eine STATION 

    

    

    

     chee exe 
1. Show ID or voter card 

2. Check hands 
3. Mark hands 
4, Get ballot paper 
5. Make cross on ballot paper 

6. Pur ballot in box 

UNGOS S 
5 ‘1stTisHE SOKUVOTELA 

AAA 

OKUVOTA 

  
|. Veza isazisi (ID) sakho. ikhadi Vez isazisi (ID) sakho okanye ikhadi 

2. Qwalasela izandla 
3. Yenza uphawu ezandleni 
4. Fumana amaphepha okuvota 

5. Yenza u nxi (X) ephepheni lokuvota 
6. Faka iphepha lakho lokuvota ebhokisini 

1. Veza umazisi wakho (ID) noma ikhadi 
lokuvota 

2. Hiotwa izandia 
3. Cwilisa izandla ku - inki 
4. Thola iphepha lokuvora 
5. Yenza isiphambano ephepheni 

lokuvota 
6. Faka iphepha lokuvota ebhokisini 

A VEETU POSTER (VOTER EDUCATION AND ELECTIONS TRAINING UNIT) 
VERTU wa proyect of EDIP atthe Unoceriey cf the Western Cape. partners with lets (Last Locdon), COLS (Durban), HAP-ODS ijoramesbure) 
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Ntate Sisulu says: 

  

  

    

ALAN BOESAK SE: 

    
  

Above: 
I"ve got my ID 
- two of a series of ANC and 
Community leaders 
a. Walter Sisulu 
b. Alan Boesak 
Artist unknown 
‘ANC Department of Information 
and Publicity 
litho 
1994 
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If you have any of these documents 

YOU ARE READY TO VOTE    
   

Ready to Vote 
Judy Seidman 
Litho 
Independent Electoral Commission 
Vote Education Programme 
1994 

if not, you can geia 

Temporary Voter's Card 

    © en a 8 
ISSUED BY-THE VOTER EDUCATION ‘OF THE INDEPENDENT ELECTORAL COMMISSION    
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Faith will help our nation grow 
Judy Seidman 
Litho 
Independent Electoral Commission 
Vote Education Programme 
1994 

204 

Nelson Mandela The People's 
Choice 
ad agency? 
1994    



  

    Election Leaflet 
Independent Electoral Commission 
Johannesburg 
February 1994 

    The Independent Electoral Commis- 
sion Voter Education programme pro- 
duced these leaflets to teach first-time 
and semi-literate voters how to cast 
a ballot. These were produced in 
seven national languages. 

Political violence in KwaZulu, and the 
boycott of the elections planned by 
Inkhata, led to doubts if the pamphlet 
should be distributed. However, the 
mandate facing the Electoral Com- 
mission was to cover the whole coun- 
try equally. 

‘Seven young men were employed by 
a commercial distribution agency in 
KwaZulu to give out the leaflets in the 
Ulundi area. They were abducted, 
tortured, and killed while trying to 
complete this task. No one was ar- 
rested or charged. 

      

  

  
  

              
   

‘AKUKHONAMNYE ONOKUGONDA UKUBA UVOTELE BANI 
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   Vote PAC, 
Pan Africanist Congess 
1994 

Buthelezi 
Inkatha Freedom Party 
1994 

Mandela 1994; 
designed by advertising firm 
Olgilvie Thompson for ANC HQ. 
(check Charl) 

  
     

  

  

BUTHELEZ! 

The time has come 

  

VOTE Ae. 
  

  x     

(= 
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Abduraghiem Johnstone: designed 
by Gabby working with Johnstone, 
printed commercially 
CAP 
Cape Town 
1997 
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Mbeki for President; Vote ANC 
ANC Publicity 
Johannesburg 
1999 
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NOW IS THE 
TIME FOR 
FREEDOM!   

   



| HOUSES FOR ALL! 

   Now is the Time - VOTE ANC 
Aseries of posters put out by ANC 
pulbicity and 

information, commemorating the 
struggle and putting forward the 
demands of the Freedom Charter 
as election commitments. 
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BEYOND THE ELECTIONS 
  

TWO DECADES 

An Exhibition of 

Two Decades of Fire 
An exhibition of Black art to \ 
celebrate the History of Soweto | TOTAL? / 
Artist Charles Nkosi??? check 4 
Funda Centre and Ekhaya Mu- 
seum 
Soweto 
1997 
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Stop AIDS Now 
Charlotte Pedan 
National Progressive Primary 
Health Network 
1995 
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Women we fought for the vote 
Now we must claim our rights 
Judy Seidman 
SPEAK Magasine 
Johannesburg 1977 
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Joe Slovo: Freedom fighter, 
patriot, visionary 
artist unknown 
Produced by the ANC< COSATU, 
and the SACP for Slovo]s funeral in 

Johannesburg, 
1997277 
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violence agains 

women is a crime 

Temsrele erator 
eee Oh Mel MEmE ect every 83 

Biri itely 
ee REMI R Nin mclly 

Pe alee mat: Vitam cis tlicre| 
Creel amie ace mel RUMI (elas 
Mele at mt Teco! 
MCR a accel tad 
Pec mics 

Weimer gee e-em) om el 
TOGETHER WE CAN FACE THE CHALLENGE 

bythe Department ot Justice   
  

Violence against women is a crime 
Judy Seidman 
Department of Justice 
Printed by the Government Printers 
Pretoria 

1998 
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‘Two posters from a series of 5 
commissioned by the Commission 
on Gender Equality 
by J. Seidman and M. Waller 
Photo (right) by Cedric Nunn 
Johannesburg 
1998 
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The Boers took the hunter-gatherers -- “the San” -- to be aggressive, hostile, and less 

than human. Skirmishes erupted between white farmers and San. “According to the 

white settlers, violent encounters started because San took their livestock. But it is also 

clear from the same accounts that farmers often took surviving San as servants.” p.97 

From the 1700s up to as late as 1932 (in the then South-West Africa), colonial/settler 

governments issued hunting licences for settlers to kill Bushmen, as they would for lion 

or elephant. People who refused to work for white farmers were forced further into the 

mountains and into the desert. 

Today, the most recent descendants of these outcasts are allowed to live as “hunter- 

gatherers” in modern game parks, under the label of Bushmen. They are however denied 

the right to hunt with firearms, or even iron-tipped arrows, or to keep cattle herds). 

Today, the term “Bushmen” usually refers only to these few who survive as “hunter- 

gatherers”, about 120 000 people in total in Southern Africa. 

  
 



  

For millennia Khoi herders and farmers, and Bushman hunter-gatherers shared the lands 

of Southern Africa. Herders and farmers supplied hunter-gatherer communities with grain 

and carbohydrates, in return for wild meat and hunting products (such as ivory and 

ostrich eggshells). In some areas iron age peoples employed Bushmen to collect 

firewood for heating up smelters. The exchange was by no means one-way: early 

European travellers in 1833 mention Bushmen shaman using trance to heal Khoi herders. 

The Pondomise reportedly had permanent contracts with Bushmen rain-makers as late as 

the 1920s. In contrast, Botswana cattle farmers employed hunter-gatherers as labourers 

(in positions similar to serfs in Europe): these people are today called the BaSarwa. 

Some rock paintings showing conflict between people armed with shields and spears 

(farmers) and those armed with bows and arrows (hunter-gatherers). By the 18" century 

hunter-gatherers and the expanding farming societies began to compete for resources: as 

more land was put under grain, wild-life became more scarce. But the divisions between 

these life-styles were not rigid. European travellers Burchell and Campbell found 

hunter-gatherers (whom they called the San) in 1822 by the lower Riet River: these 

people kept cattle, goats and sheep, as well as hunting. 

But with the arrival of European settlers this relative “peaceful co-existence” between 

hunter-gatherers and agriculturists shattered. White settlers traded with the pastoral 

Khoikhoi, gaining control of their herds and settling on their land. The Khoikhoi herders 

were reduced to employed — or enslaved — labour for the Boer farmers. Those who 

refused to work as labourers often returned to a life as hunter-gatherers, with the addition 

that the Boer herds were now “fair game”. 

   


