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Culna is 'n jaarlikse tydskrif wat gratis
deur die Nasionale Museum uitgegee
word. Inligting in hierdie tydskrif mag
met erkenning van die bron gebruik
word. Menings wat uitgespreek
word, is dié van die outeurs en word
nie noodwendig deur die Nasionale
Museum onderskryf nie.

* Tydskrif van die Nasionale Museum ¢ Makasine wa Musiamo wa Setjhaba

BLOEMFONTEIN

Culna ke makasine wa hang ka
selemo oo ho fanwang ka ona mahala
ke Musiamo wa Setjhaba. Tihahiso
leseding tse phatlaladitsweng ka hare
ho makasine ona di ka sebediswa ka
pusoloso kapa tumello ya mohlodi.
Maikutlo a hlahisitsweng ke ao a
bangodi mme ha kaalo ha se a bao ba
Musiamo wa Setjhaba.
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his issue of CULNA showcases a

diverse collection of engaging

research articles spanning
Human and Natural Sciences,
reflecting the National Museum's
strategic commitment to generating,
preserving, and disseminating new
knowledge about our natural, cultural,
and ancient environments. As an
institution encompassing Natural History,
Cultural History, and Art, the National
Museum is uniquely positioned to foster
interdisciplinary research. This breadth
is reflected in the rich variety of articles
featured throughout this edition.

One of the articles featured in

this edition highlights the National
Museum’s recent achievements in
taxonomic research. In a remarkable
contribution to science and
biodiversity, six of the Museum'’s
researchers have described an
impressive 62 new species over the
past five years. This achievement
underscores the Museum's leading role
in advancing faxonomic knowledge
and deepening our understanding of
Earth’s biodiversity.

Last year, three scientists were
honoured for their exceptional
scholarly output, based on the

number of peer-reviewed academic
publications they authored or co-
authored during the past 12 months.
Their achievements reflect the
Museum’s commitment to advancing
knowledge and maintaining a vibrant
research culture across a wide range of
disciplines. The Museum has also built
significant research capacity, with four
researchers holding prestigious National
Research Foundation (NRF) ratings.

The Scholarly Research Excellence Award
was presented fo Dr Michael F. Bates,
Head of Plant and Animal Systematics,

for achieving the highest research output
during the reporting period. Joint Second
Place was awarded to Dr Gimo M. Daniel,
Principal Museum Scientist: Terrestrial
Invertebrates, and Mr Dawie H. de Swardf,
Head of Ornithology, in recognition of
their outstanding contributions to scientific
research and publication.

We are also
delighted to
celebrate the
outstanding
achievement

of Dr Nico
Avenant, Head

of Mammalogy,
who was honoured
with a Lifetime
Achievement
Award at the 8th
International Conference on Rodent Biology
and Management, held in Canberra,
Australia. This prestigious recognition
acknowledges Dr Avenant's exceptional
contributions o mammalogy and rodent
biology over many years and is a source of
great pride for the National Museum.

The National Museum has launched

the South African Oral History Liberation
Heritage Project fo preserve the voices
and lived experiences of ordinary

South Africans whose stories form an
essential part of the nation’s history.
Through interviews conducted across the
country, the project documents personal
memories of life under apartheid, the
many ways in which people resisted
oppression, and the resilience that
enabled them to endure its hardships.

A Message
from the Editor

SOUTH AFRICAN ORAL
HISTORY LIBERATION

NATIONAL MUSEUM

BLOEMFOMNTEIN

an agency of the

Department of Sport, Arts and Culture

Central questions include: How did
apartheid shape everyday life? How
did individuals and communities survive
from day to day? How did people
respond to and resist an unjust system?
By capturing these testimonies now, the
Museum is safeguarding invaluable first-
hand accounts before they are lost to
time. The interviews will be digitised and
incorporated info the Museum'’s heritage
database, creating a lasting resource
for researchers, educators, and future
generations around the world.

National Museum signs the Shareholder
Compact with DSAC Minister, Gayton Mckenzie.

M

Sharon Snell
Editor
culna@nasmus.co.za
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‘Always Faithful’:

Bloeusfoulein’s Greenhill school

and t

(1876—1980)

w

(Source: National Museum)

Imost 150 years ago, Bishop Charles Jolivet and
Afour Sisters of the Holy Family Congregation in

Pietermaritzburg arrived in Bloemfontein by ox wagon
to establish a Catholic school and convent. The newly built
red-brick double-story convent building, designed by the
talented Bishop Jolivet, stood at the top end of Green Street
behind the First Raadsaal. Entrance to the property was
obtained from the nearby Eunice Road (President Brand
Street). Because of its high-lying position, the Sisters wanted
to name the building “Rocky Mount” but the Bishop opted for
"Holy Family Convent, Greenhill”, called after Green Street.
The irony of the name was not lost on the Sisters because
“"there was precious little that was green about the place in
those days”, to quote one of them.

In addition to the pioneering circumstances and “hard
struggles” of every kind, Bishop Jolivet and the Sisters faced
another challenge: prejudice. According to Sister Leopolde,
they “were looked upon with suspicion and the most weird
rumours were spread concerning us”. At the time, many
Afrikaans-speaking Protestants considered Catholicism a
gevaar (danger). Free Staters were duly warned: "Beware
of the nuns - they want to catch you with their sweet
smiles!”. However, the locals soon discovered that the

nuns' smiles were sincere and that their children could only
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benefit from the excellent education, which was offered at
Greenhill. Gradually, prejudice was overcome; from only

five high school boarders in 1876, the number increased to
28 at the end of 1877. One of the boarders was a cousin of
President J.H. Brand. The primary school, initially known as the
“Parochial School”, started with 16 learners.

Although many parents remained suspicious of a “Convent
education” for their daughters, Greenhill built a reputation
for itself as a school with "a high prestige”. In 1879, a total
of 58 learners were enrolled, 30 of whom were day scholars.
Learners — Catholic and non-Catholic — came from all over
the Free State and Kimberley. It was to Greenhill's benefit
that it had a friend in President Brand, who together with

his wife were patrons of the school. The couple attended
the opening Mass of the new academic year of 1882, even
though the conservative Volksraad requested the President
fo set up a commission to investigate “the Sisters and their
‘doings’”. Nothing came of this request; instead, Greenhill
continued to grow until the outbreak of the Anglo-Boer
(South African) War in September 1899, when the building
was turned into a military hospital. Despite being accused
by a British military court of "harbouring the enemy”, Mother
Francis and the Sisters showed no partiality when they
treated injured British and Boer soldiers.



A photograph of the day learners at Greenhill, 1892. (Source: The Friend)

British officers posing with the Sisters at the time when Greenhill served
as a military hospital during the Anglo-Boer (South African) War, c. 1900.
(Source: National Museum)

Greenhill reopened soon after the War and, reportedly, there
was no shortage of learners to fill the classrooms. Greenhill
also benefited from the efforts of Dr John Brebner, long-

fime Inspector of Education for the Orange Free State, who
raised Free State parents’ awareness of the importance

of a good education. When the school celebrated its 50™
anniversary in 1926, it boasted an enrolment of far more than
200 learners. The students were not only attracted by the first-
rate education offered at Greenhill but also by its pleasant
environment. When a reporter of The Friend newspaper
visited Greenhill during its golden jubilee festivities, he found
a school with a view that must have been the finest in
Bloemfontein: “... looking towards Naval Hill, a delightful vista
is obtained with the city, beyond the Convent's beautifully
tfree-planted gardens, unfolding in a splendid panorama™.

“Through good report and ill”, to quote The Friend, Greenhill
gained public trust and built its reputation as a school of
“high standing”. During the second half of its 104-year
existence, Greenhill attracted growing numbers of pupils
from various denominations and cultural groups, including
Bloemfontein's Portuguese and Lebanese communities. The
school and convent became a multicultural community that
was not immune to change. In fact, fransformation in the
broader Bloemfontein society was also reflected at Greenhill.

Greenhill's “splendid panorama’: view from the main building over the
gardens, statue of Mother Mary, clipped hedges and the city centre
towards Naval Hill in the background, undated. (Source: The Friend)

Not even the Sisters’ habits were immune to change! More
drastic perturbations were on the way. Towards the late
1960s, it became clear that Greenhill’s existing facilities were
inadequate; the condition of the old buildings made them
unsuitable for modernising. The Sisters of the Holy Family then
decided to sell the property and purchase another piece

of land in Deale Road, Bayswater, where a new school

was built. The new school - also named Greenhill - was
completed and occupied in 1972.

In 1976, Greenhill celebrated its centenary with much
fanfare. During the celebrations, the four founding Sisters —
Mother Frances, Sister Leopolde, Sister Adelaide and Sister

In 1968, the Sisters of the Holy Family at Greenhill decided to exchange
their old black habits for a modern outfit that was more suitable to
Bloemfontein’s climate. On the left is Sister Coletfte dressed in the old habit
and next to her is Sister Michael in the new outfit, 1968.

(Source: The Friend)
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Greenhill's new chapel, 1972. The school welcomed learners from alll
denominations. (Source: The Friend)

Sister Cecilia, principal of Greenhill from 1972-1978, photographed shortly
before her departure from the school in December 1978. The empty desks
seem to have been eerily prophetic because two years later, the school
was closed. (Source: The Friend)

Celebrating 100 years: Theresa Flannagan (88), left, one of the oldest
former learners who had attended the centenary celebrations in

Sister Marie-Claire, principal of Greenhill from January 1979 until 1980, September 1976, welcomed by head girl Ana-Paula de Freitas, middle,
when the school closed. (Source: The Friend) and Sister Cecilia, principal of Greenhill, 1976. (Source: The Friend)
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An artist’s impression of the new school buildings for Greenhill, 1972. The buildings were constructed by Stocks and Stocks and completed in 1972.
(Source: The Friend)

Louisa — were honoured for not coming to Bloemfontein
“seeking for material gain but sought [sic] for the means o
make their ideals possible”. It was agreed that the Sisters
greatly succeeded in achieving their ideals and they could
only had done that by living according to the school’s
motto of Semper Fidelis, which means ‘Always Faithful’.

The school song is also called Semper Fidelis. At the time,
Sister Cecilia, the inimitable principal of Greenhill from 1972
to 1978, expressed the wish that the school "will go from
strength to strength”.

Sadly, Sister Cecilia's wish was not fulfiled because Greenhill
existed for only four more years after its centenary. In March
1980, the school announced the “closing of Greenhill Girls’
School at the end of the year”. The Sisters were decreasing
in number and ageing; therefore, they found it increasingly
difficult to carry the responsibility of maintaining the school.
The fact that only 44 per cent of the learners were Catholic
was also a significant factor in the decision to close the
school. The school was “no longer viable”, according fo its
last principal, Sister Marie-Claire. Reportedly Greenhill, which
had been mostly self-sufficient since its founding, applied for
a full departmental takeover the previous year. The request
was refused because it was argued that Bloemfontein had
enough English-medium schools.

Today, more than 45 years after shutting the school’s doors,
the name ‘Greenhill girl’ is still worn like a badge of honour
by Greenhill's Aima Mater. When a ‘Greenhill girl’ left school,
she became a 'Greenhill old girl’ who was linked to other
‘old girls’ by a common bond of friendship and unwavering
loyalty to the school even though it did not exist any longer.
Since the early 1980s, an annual ‘Greenhill Old Girls’ Re-unie’
celebration has been held in Bloemfontein and aftended

by ‘old girls’ from across the country. Sadly, the number of
‘old girls’ has been dwindling through the years, but a small,
dedicated group keeps the tradition alive by maintaining
long-standing camaraderie and, ultimately, by honouring the
chorus line of the school song:

Semper Fidelis to Greenhill,
lov’'d Greenhill

Semper Fidelis where’er
we may roam

Semper Fidelis to honour
the highest

Semper Fidelis to God
and our home

Sources

Anon. 1964. Cathedral of the Sacred Heart, Bloemfontein. Bloemfontein:
White. (Brochure)

Anon. 1976. Centenary journal: Greenhill, 1876-1976. (Brochure)

Anon. 1976. Greenhill celebrates 100 years. Free State Educational News 17,
21-24.

Brain, J.B. 1975. Catholic beginnings in Natal and beyond. Durban: T.W.
Griggs & Co.

Free State Provincial Archives: A.566(61), The foundation of the Holy Family
Convent, Greenhill, 1876 (pamphlet) and newspaper clippings (1949-1985);
A.566(378), photographs (1932-1984).

Schoeman, K. 1980. Bloemfontein: die ontstaan van 'n stad, 1846-1946. Cape
Town: Human & Rousseau.

The Friend of the Free State and Bloemfontein Gazette, 7 August 1889; 5 April
1892.

The Friend, 13 November 1926; 16 November 1978; 15 December 1978; 12
March 1980; 13 March 1980; 14 March 1980; 18 November 1980; 25 August
1981; 4 November 1982.
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Natlonaul*Museum""resear;c

describe 62
=" new specues

By Lizel Hugo-Coefzee & Michael F. Bates

S
e ——————
— n a remarkable contribution to science
| and biodiversity, six researchers at the
= National Museum have described 62 new
e species over the past five years. This
=='_T:_ —— is according to results published in

the Five-Year Strategic Plan End
Term Report for the period ending

> March 2025.
— According to Sharon Snell, CEO of
- the Museum, these new species
—= have all been described in
— leading international scientific
journals. These discoveries
— highlight both the richness
___:____ of our natural heritage and
the importance of museum
collections. Many of the new
-___pr:-i species were described following
e — ™ recent field expeditions, but others came to light
—— while curating old museum specimens, some of
ﬁr’_ which were collected many decades ago.
E Taxonomy is the science of classifying and
e

— ' describing new species and is important

for Africa’s conservation initiatives. It is a
vitally important discipline with regard

to conservation, as species can only be
protected once they have been identified
and described. Taxonomic research is
often meticulous and time-consuming,
with the process from initial discovery to
publication often taking several years.

The Museum is privileged to have six
qualified and highly skilled taxonomists.
The new species described by them
include 31 mites, 11 flies, 10 dung beetles,
nine pseudoscorpions and one lizard.

The researchers responsible for these
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discoveries are Dr Lizel Hugo-Coetzee, Dr Gimo
Daniel, Burgert Muller, Jan-Andries Neethling,
and Jarmaine Magoai from the Museum's
Terrestrial Invertebrates Department, and

Dr Michael Bates from the Animal and Plant
Systematics Department.

South Africa’s diverse habitats have proven
especially fruitful, with new species originating
from the Eastern Cape (Fort Beaufort,
Hogsback), Free State (Fauresmith, Franklin
Game Reserve, Golden Gate Highlands
National Park, Harrismith), Western Cape
(Cederberg Mountains, Rheenendal, West
Coast National Park) and Northern Cape.

International collaborations have also
expanded the Museum's reach, with new
species described from Mozambique,
Madagascar, Malawi, Angola, Lesotho,
Liberia, Kenya, Togo, Uganda and Ethiopia. A
highlight includes the identfification of several
dung beetle species from Mount Mabu in
Mozambique, based on extensive expeditions
led by Dr Daniel.

Another exciting find was a new green-eyed
girdled lizard species from Angola, belonging

to the genus Cordylus. Identified through a
combination of detailed morphological analyses
and modern molecular techniques, this discovery
illustrates the ongoing value of integrative
taxonomy in understanding repfile diversity.

Although the exact number of described animal
species in South Africa remains unknown, current
estimates suggest that it exceeds 65,000. Assessing
the number of undescribed species is even more
challenging: for insects alone, projections range
between 45,000 and 90,000 species.



Atherigona jordaensi Magoai & Muller, 2024.
(Photo from Magoai & Muller 2024)

Suragina zombaensis Muller, 2024.
(Photo from Muller et al. 2024)

South Africa is also exceptionally rich
in plant diversity, with approximately
24,000 known plant species. An
additional 1400 to 1575 plant species
are still expected to be discovered.

Much of this biodiversity is represented in
the collections of the National Museum.
The animal collections, comprising
insects, mites, arachnids, reptiles,
amphibians, birds, mammals and fossils,
include over 530,000 specimens. The
plant collection (herbarium) contains
more than 28,500 specimens.

Significantly, for invertebrates

(e.g., insects, mites, spiders and
pseudoscorpions), the Museum houses
654 primary types, i.e., the specimens
used when new species are described. As
invertebrates represent the vast majority
of Earth’s biodiversity, it is expected

that most future species discoveries will
continue to come from this group.

[

5%
Malgacheliodes martensi Ermilov,
Hugo-Coetzee & Khaustov, 2021.
(Photo from Ermilov et al. 2021)

Onthophagus mabuensis Daniel, Strimpher &
Josso, 2023. (Photo from Daniel et al. 2023)

For many groups of animals and plants,
DNA markers (e.g.., mitochondrial and
nuclear DNA) are used in addition to
morphology fo evaluate relationships
between different species, or
populations of what are thought to

be the same species. Often, results

of the DNA analyses suggest that
certain populations are different to

an extent that they may represent
undescribed species, even though

this is not apparent based only on the
external appearance of specimens.
Once the new species are ‘identified’
using DNA, other museum specimens
can be matched or classified based on
similarities and differences in such traits
as colour pattern, size and scale counts.

The Museum is fortunate to have

on its staff Dr Cora Stobie, who is a
trained geneticist and who is currently
working with Dr Bates to examine

the relationships between different
populations of South Africa’s common
girdled lizard, of which there may be
a few new species. In some studies,
even tissue samples from formalin- or
alcohol-preserved museum specimens
have been used for DNA extraction fo
study evolutionary links.

Gymnobisium hogsbackense Neethling &
Neethling, 2023. (Photo from Neethling &
Neethling 2023)

These discoveries are not just scientific
milestones, they are vital for conservation
and for understanding the ecosystems
that sustain life. The National Museum
remains committed to documenting and
preserving biodiversity, both nationally
and across the African continent,
through dedicated research and by
publishing the scholarly DHET-accredited
journal Indago.

Cordylus momboloensis Bates et al., 2023
(Photo by W.R. Branch)
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Figure 6.2: Mandisa Buthelezi, Omama BakwaNyandu, 2019, photography, 59.4 x 84.1 cm. ArtbankSA Contemporary Collection.
Photo credit: Mandisa Buthelezi.

Tracing belief and the romance of this land-

Confemperary. phefegrapty
dorazs The Landscame

waZulu-Natal is a home to many well-known historical sites

and landmarks. The province has been a stronghold to

several political factions that have shaped South African
politics, identities and beliefs. Like its people, the province's
landscape is also diverse, changing from lush sub-tropical
Indian Ocean shoreline to the gentle rolling hills of the Midlands
and the alpine areas of the Drakensberg and Lebombo
mountains. KwaZulu-Natal shares a border with Mozambique
and Eswatini in the north, and adjoins Lesotho and the Eastern
Cape in the south. Contemporary photography reflects the
diversity of the landscapes and people.

Photographers like Mandisa Buthelezi, Lindokuhle Ndlovu,
Thobani Khumalo, Thembi Mthembu and Thalente Khomo
have grappled with themes about belief systems, religion
and gender, issues that play out in their works against the
beautiful landscapes in KZN as a backdrop.

CULNA 80 - 2026

Religion and beliefs transcending time and place

Lindokuhle Ndlovu's documentation of rural KwaZulu-Natal
regions, such as eMtshezi (Estcourt), presents scenes that
evoke a sense of bygone times, offering a reflective look at
daily life in these areas. One of his photographs was taken
of women members of the Zion Christian Church (ZCC)
while on their way to a funeral ceremony (Fig. 1). The barren
landscape and dirt road presents a moment in country

life. One would be hard pressed to date the photo as rural
people live simple lives and there has been very limited
development here. Ndlovu reveals in his artist statement
that while walking and talking it was expressed, “how the
vilage hasn’t changed a bit over the past decades”. The
LCC is one of the largest African Independent Churches,
with approximately é million members in South Africa
(Kgatle 2024). Throughout South African socio-political
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Figure 1: Lindokuhle Ndlovu, Omama Bomthandazo, 2021, digital photography print, Hahnemuhle PhotoRag 308 gsm (Open Edition), 29.7 x 42.0 cm.
ArtbankSA Contemporary Collection. Photo credit: Lindokuhle Ndlovu.

history, churches have played a crucial role in community
building and the social justice movement—an idea that also
connects to themes in Thalente Khomo's work.

Thalente Khomo's Umnikelo (Fig. 2) is an ode to her late
grandmother, who was a member of the Methodist Church
of Southern Africa (Hart 2022a). The folded Manyano!
uniform, with the white hat carefully placed on top of

the red clothing, is held up by a hidden figure, masking a
vulnerability that can be interpreted as silence in grief and
modesty, as one remembers the life of a loved one. Hart
(2022a) writes, “Khomo has fond memories of falling asleep
to her grandmother singing gospel songs. The title of the
piece translates to ‘offering.’ The work pays homage to a
beloved elder who lived her life in the service of others.”
The symbolism of the uniform plays a significant role in
reinforcing the identity shaped by the church and the sense
of belonging to the community: “The strong woman who is
everywhere but nowhere; but on Sundays, she really comes
out in her regalia. Ironed and starched, just the outfit alone is
striking enough.” (Hart 2022b).

Mandisa Buthelezi's work documenting the Nazareth Baptist
Church, also reveals themes similar fo Khumalo and Ndlvou's
works that extend into gender, as all the images presented
have women as central figures. Ubere (2024) writes,

“Only three from the crowd, clad in white, are visible. The
leftmost woman is the least seen. Her clothing gleams the
brightest. Her partly revealed face shows the direction

of her gaze. She seems unaware of her presence in the
photograph being made. The same can apply to the
woman on the right, who has turned in a three-quarter

profile. The shawl on her head, raised presumably by

her hair, is shaped like a spire. And her eyes are either
downcast or completely shut, as if in a state of communion
with the divine. The girl in the cenfre takes a frontal pose.
Her head is tilted sideways and downwards. Her gaze is
direct and, behind the folds of her shawl, seems like an
anchor to which a viewer's eye is pulled. The non-uniformity
of their poses is counterbalanced by the uniformity of their
clothing, which gives a hint of the physical appearance

Figure 2: Thalente Khomo, Umnikelo, 2019, photography, 59.4 x 42.0 cm.
ArtbankSA Contemporary Collection. Photo credit: Thalente Khomo.

1 The Methodist Women's Prayer and Service Union (MWP&SU), or better known as the Women's Manyano, is a women's organisation within the

Methodist Church of Southern Africa (MCSA).
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Figure 3: Mandisa Buthelezi, Maidens of the Nazareth Baptist Church, 2019, photography,
59.4 x 84.1 cm. ArtbankSA Contemporary Collection. Photo credit: Mandisa Buthelezi.

Figure 4: Thobani Khumalo, Uthwele 1, 2021, digital photography print, Haohnemuhle PhotoRag 308 gsm
(Edition 1/7), 42.0 x 59.4 cm. ArtbankSA Contemporary Collection. Photo credit: Thobani Khumalo.
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of the crowd. Behind them there is a
scatter of blurred points.”

The threads of women, religion,
uniform, and the non-confrontational
or non-present gaze (Figs 1, 2, and

3) reinforce a hegemonic notion

of gendered roles: to be quiet,
committed and unseen. Noting the
complexities of what it means to be

a woman within a post-apartheid
South African context, Jamal (2023)
writes: “The Rights of Woman is no
smaller matter. As Naomi Wolf reminds
us in The Beauty Myth, women,
paradoxically, are less free today,
more insidiously compromised by an
age-old entrapment, imprisonment,
and bondage to the laws of men. The
representation and value of women,
fragically, ‘is not about women at

all. It is about men'’s institutions and
institutional power.’” That today we
find ourselves sfill fighting for women'’s
rights — more so in South Africa, a
toxically misogynistic society — confirms
Wolf's dark prognosis.”

However, it would be reductive to view
these women solely through this lens,

as Umnikelo celebrates the power of a
family member—a woman with agency
and strength. The image, although
vulnerable, upholds this sense of power.
Pictures that deliberately avert the
gaze and engage on these tensions of
gender representation include Thobani
Khumalo's Uthwele (Fig. 4) and Thembi
Mthembu's Limitless (Fig. 5).

Gendered inquiry and self-
representation

Khumalo employs traditional domestic
items from home to amplify his message
and his questions on gender and
culture. The image, as Khumalo states,
is “a visual inquiry into the streams

of consciousness found in the isiZulu
term of uthwele. The images prompt
conversations of female independence
in the post-apartheid South Africa. It
grapples with the positioning of feminine
energy in relafion to the engendering of
domestic utenisils (isiggiki, mini bench) in
the Zulu context.”

The image portrays his friend Nosihe, who
was pregnant when the picture (Fig. 4)
was taken. The isiggiki, which weighs on
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Figure 5: Thembi Mthembu, Limitless, 2019, photography, 84.1 x 118.9 cm. ArtbankSA Contemporary Collection. Photo credit: Thembi Mthembu.

her head of braids, while her hand rests Tradition and culture in contemporary cataloguing and documenting African

on her ballooned stomach, and holds representations culture through visual art is a way to

like a scale, a thick red blanket, presents preserve her own culture and those around

an image that toys with new life and the As we revisit the broader presentations of it. Her photographs, Amabhungu (Fig. 6.1)

balance of woman/motherhood. culture and traditions in KwaZulu-Natal, and Omama BakwaNyandu (Fig. 6.2),
Buthelezi's work highlights the lasting reflect her engagement with Nguni societal

Mthembu uses self-portraiture as a allure of culture in the province. For her, values. Buthelezi states: *Amabhungu

means to embrace her body (Walsh-
Vorster 2020), using photography to
amplify her androgynous features

and to assert her identity. Mthembu's
Limitless (Fig. 5) deliberately tries to
subvert the society's beauty standards,
as she infroduces layers of the same
image to represent "an inaccessible
projected space” setting boundaries
(albeit digital frames) and suggesting
she is not to be played with. External
sexualised projections of her are not
welcome. She states, “now this is when
an individual meditates on the mystery
of self-belief and stays in their safe
confined state of mind.”

In the image, she is nude, and nudity in
photography is a vulnerable process.
Her direct gaze into the camera and
stern facial expression present an act of
defiance, declaring: “Yes, | am nude;

look at me, but you will look at me how Figure 6.1: Mandisa Buthelezi, Amabhungu, 2019, photography, 59.4 x 84.1 cm. ArtbankSA
| want to be looked at.” Contemporary Collection. Photo credit: Mandisa Buthelezi.

Contfinue on page 31
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A bit of African flies that bite:
From intriguing discovery to
modern diversity of Suragina

Water Snipe flies

By Burgert Muller

he Diptera, or True flies, are one of the most diverse

groups of insects with over 160 000 species known to

science (Evenhuis & Pape 2025). However, if you ask a
person on the street how many flies there are they typically
answer with “too many” and can usually name about five:
house flies, blow flies, mosquitos, crane flies (usually wrongly
assumed to be long-legged mosquitos) and horse flies.

People usually know these because they cause us
annoyance, either by sitting on our food, on us, or by biting
us while also sitting on us. So, flies are awful in every way.
Except, they really aren’t.

Flies play many important roles in ecosystems, for example:
they can be decomposers, pollinators, predators and
parasites. Some of these roles bring them info contact with
humans, but the vast majority of flies lead lives that rarely
cause Us any annoyance.

One such group of flies is Suragina Walker, 1859, a genus

of Water Snipe flies (Athericidae). They are usually orange
with long legs (Fig. 1), and much like horse flies (their closest
relatives) can give quite painful bites. Knab in 1912 described
the fly as “...a fierce biter and blood-sucker” with their bites
*...exceedingly painful and caused more alarm among the
horses in my outfit than any other fly”. These blood meals are
essential for the egg production in females. But Suragina do
more than bite. Their larvae are important aquatic predators
of freshwater invertebrates, and are river-health indicator
species, with their presence typically meaning that a water
system is healthy.

Suragina occurs almost everywhere, yet if you ask a passer-
by they would be entirely oblivious to the existence of these
charming (at least to mel) goggas. In Sub-Saharan Africa
we have 19 species of Water Snipe flies, all restricted to
woodlands or forests.

We have recently revised the Suragina of the Afrotropical
Region, describing eight new species (Muller et al. 2024).
These are mostly not recent discoveries, with some having
sat unrecognized in various museum collections since 1945.
The nature of taxonomy and the lack of faxonomists mean
that some groups go decades without anyone working on
them. We have, however, described the strangest species of
Suragina to date, Suragina bilobata Muller, 2024 with bizarre

CULNA 80 - 2026

C-shaped antennae (Fig. 2), known only from Madagascar
with material collected “recently” in 2002.

Interestingly, the very first specimen of Water Snipe flies

ever to be collected and described from the entire Africa
comes from Bloemfontein of all places. It was procured by

a German pharmacist and amateur enfomologist C. Tollin,
who travelled to and around the Cape Colony in mid-1800s,
and was in Bloemfontein at least in 1862 (Tollin 1862). While
we cannot pinpoint the exact iccality, the “embryonic”
Bloemfontein consisted of just a handiul of buildings along
the Bloemspruit and had no shortage of other watercourses
in those early years of its existence (Auret 2016). The marvel
was immediately and promptly described as Atherix longipes
by a famous German entomologist Friedrich Hermann Loew
in 1863. (It had to subsequently be renamed as Suragina
binominata (Bequaert, 1921) due fo tihe name longipes being
used for a North American species described in 1361.)

Only three species of Suragina are known from South Africa:
Suragina agramma (Bezzi, 1926), Suragina binominata and
Suragina monogramma (Bezzi, 1926) (Fig. 1). However,
much is still unknown about South African Water Snipe flies.
Thousands of records of larvae in sfreams and rivers exist
thanks fo environmental impact assessments of recent years,
yet we have comparatively few records of adults. There is

a large gap in our knowledge with regards fo the genus’
distribution and potential diversity in not just South Africa,
but Africa as a whole (Fig. 3), with the white dots depicting
historic records, and the black ones showing the new data
gained from our revision. The genus is most diverse in the
tropical and subtropical areas, with some species, such

as Suragina binominata also inhabiting Acacia woodland
pockets.in grassland biomes, like those found in the Free
State and North West provinces.

Suragina, like all Water Snipe flies, are only adults for a
fraction of their lives, spending the majority (a year or more)
of their lifespan as larvae in streams and rivers. So one needs
to be at the right place at the right time—and not necessarily
be a pharmacist—to make an exciting discovery. Case in
point: in 2022, while on holiday in Mpumalanga, | collected a
specimen of Suragina binominata on a window—for the first
tfime in over 20 years—inside a pharmacy(!), all because my
daughter needed allergy medicine. Lucky.



Suragina agramma

Suragina binominata

Suragina monogramma

Figure 2: Suragina bilobata, a strange Madagascan endemic with its odd
antenna. Adapted from Muller et al. 2024.
(Licensed under Creative Commons CCO)

Figure 1: The three South African species of Suragina Walker. Adapted
from Muller et al. 2024. (Licensed under Creative Commons CCO)

Figure 3: Distribution of Suragina Water Snipe flies in Sub-Saharan Africa.

While the initial revision of Suragina has yielded new species
and records, our work is far from finished. Much is left to be
explored and recorded, and in many counftries the natural
heritage is' being destroyed faster than we can describe
the diversity. This is why museum collections are crifical

for understanding our planet’s biodiversity. They help us
comprehend what we have, and sadly what we've lost
along the way.
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By Dawie de Swardt

ver wondered where the scientific or common name of a bird

originated or where a bird species was first found and described? In

South Africa, most people who are interested in birds are familiar or
grew up with editions such as “Roberts” or other old bird books. Most of
the information in such publications, including colour plates and sketches,
is obtained from specimens collected in the wild and then curated as
museum specimens. This article explores stories behind southern Africa’s
early bird collectors and how museums procured bird specimens in the
early days. Our information is drawn from the book "Warriors, dilettantes &
businessmen” by the late Richard Dean, and from other sources.

Bird collectors and Museum collection expeditions in the early days

Natural history specimens were traditionally collected mainly for
classification of species, naming of new species (type specimens)

and even for selling to museums, which started to grow their holdings
from privately owned collections. During the mid-1800s to early 1900s,
bird collectors travelled to unexplored, sometimes dangerous areas in
southern Africa. They often traded their specimens to museums; thus, the
Transvaal Museum (currently the Ditsong National Museum of Natural
History) had a budget to buy specimens from bird collectors. These
days, most of the bird specimens added to museum collections are
donated by the public who find birds killed by cars, flown into windows,
or poisoned by pesticides.

The late Richard Brooke described the history of ornithology of southern
Africa to occur in three collecting periods: from the 1650-1780 when
specimens were all sent to Europe, from around 1781-1906 when
methodical collecting of specimens took place, and after 1906 until the
present when studies of bird biology became the focus of ornithologists
and collectors. In South Africa during the Second Anglo-Boer War (1899—
1902), there were several British Army officers who collected natural
history specimens, especially birds (Fig. 1). These were kept in their own
private collections, sold to other collectors, or sent o museums. AlImost
21,000 birds and bird egg clutches were collected between 1880-

1910 all over South Africa, where the British Army camped. The most
productive collector during the Second Anglo-Boer War was Captain
Gerard Edwin Barrett-Hamilton, who stationed in several army camps
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Figure 1: British soldiers of Wiltshire Regiment on the foothills
of Nawvil Hill, Bloemfontein, during the Anglo-Boer War
between 1899-1902. Many of them collected natural history
specimens for themselves, for other collectors or museums.
(Photo: National Museum)

Figure 2: During the 1930 Vernay-Lang-Transvaal Museum
Expedition, the bird collectors used a Dodge towing cars
with 1.5-ton vans on their trips. (Photo: courtesy Ditsong
National Museum of Natural History, Pretoria; copy obtained
from Sue Milton-Dean, wife of the late W.R.J. Dean, the
author of “Warriors, dilettantes & businessmen” where this
photo was published (Dean 2017).)

Figure 3: A typical bird collecting campsite during a museum

collection trip photographed near Maputo, Mozambique, by

staff of Durban National Science Museum in 1955. The person

seated at the table is the late Dr Philip Clancey, one of South
Africa most renowned bird collector and taxonomist of the
early era of ornithology and Museum collectors in southern

Africa. Clancey was the author of the first checklist of

southern African birds, where the distribution range of each
subspecies was also documented. (Photograph: courtesy
Ditsong National Museum of Natural History, Pretoria; copy

obtained from Sue Milton-Dean, wife of the late W.R.J. Dean,
the author of “Warriors, dilettantes & businessmen” where

this photo was published (Dean 2017).)



in the Free State and Northern Cape
in 1901 and 1902 and collected more
than 500 specimens in those areas.
Also at the turn of the 20th century, the
German Army operated in Namibia,
where about 100 bird skins were
collected. One of the species mostly
occurring in Namibia is represented
by a Rosy-faced Lovebird specimen
collected in 1907, although its exact
provenance is unknown.

In early days, bird collectors faced
many challenges, including travelling
by slow-moving ox wagons and
reliance on additional fodder and
water for the oxen. One of the well-
known collectors, William Burchell—who
allegedly accumulated 540 birds skins
of 265 species during his stay in Cape
Colony and a trek into the interior
(1810-1815)—covered only about 36
kilometres daily. Much later, around
the 1930s, motor vehicles started to
be used for expeditions. One of the
Transvaal Museum exploration parties
known as the Vernay-Lang expedition
to Botswana and Zimbabwe used

a Dodge car with a 1.5-ton trailer
(Fig. 2). This was one of Austin Roberts
expeditions when he was appointed
in 1910 first as a temporary zoological
assistant and then Curator of Higher
Vertebrates at the museum. Those
field trips were very challenging,
because rough roads and deep sand
necessitated the crawling vehicles to
use the first and second gear most of
the time.

Birds were mostly collected in the

field with shotguns, a technique still
used today. Mist nets were also used
for collecting birds, and this is still the
best technique for collecting smaller
specimens without damaging them.
The material was preserved as mounted
or skin specimens since the mid-

1800s. Skins were ordinarily prepared
during the expedition (Fig. 3) and

were conserved using salt and a wide
range of chemicals including arsenic,
which resulted in early deaths of some
museum-based ornithologists. Mounted
birds in lifelike positions filled “Cabinets
of curiosities”, which evolved later into
more specialized displays fashionable
in the houses of the landed gentry.
Study skin specimens were keptin a
standardised way still used today.

South African Museums and their
collections today

The first natural history museum in South
Africa was established 370 years ago,
in 1656, just four years after the Dutch
Vereenigde Oostindische Compagnie
(VOC) had founded the Cape Colony
in 1652. That was just a cabinet of
curiosities in the VOC's clay-and-
timber Fort de Goede Hoop, filled with
mammal skins and stuffed animals.
There was also a mention of a stuffed
Ostrich at the fort. Later, the second
Governor of the Dutch Cape Colony
Willem Adriaan van der Stel (1699-
1707) established a museum in the
Company's Garden, which displayed
many skeletons and stuffed animals. In
1823, Andrew Smith, an army doctor
and an avid zoologist, came to the
Cape Colony and started his private
museum of natural history. Two years
later in 1825, the first formal museum
was founded in Cape Town and named
South African Museum (now lziko South
African Museum). The establishment of
natural history museums in other parts
of the country followed much later in
the century: the Albany Museum in
1855, National Museum (Bloemfontein)
in 1877, Durban Natural History
Museum in 1887, and the Transvaal
Museum in 1892.

By the 1930s, the numbers of
independent professional collectors
decreased and museums like Transvaal

and the Durban Natural Science
museums started to undertake their
own collecting expeditions. These

two museums curate the largest
ornithological collections, which also
include several bird type specimens

— individuals used for new species
descriptions. Upon his appointment at
the Transvaal Museum in 1910, Austin
Roberts arranged and led several
collecting expeditions to around
Natal, to the Lebombo Mountains,
Mozambique, the Kalahari Desert and
South West Africa (now Namibia).

He collected more than 30,400 birds
and personally prepared many of the
specimens, assisted by taxidermists and
technicians in the field. He also named
more than 400 new bird taxa, which
are housed as type specimens at the
Ditsong Museum. He was not a pure
museum scholar but an ardent worker
in the field, with bird eggs and nests
included in his interests. This practice is
still followed today, and most museum
ornithologists include behavioural and
genetic studies, and, when collecting
specimens, take DNA samples and
stomach contents for avian diet studies.

Today, Austin Roberts's legacy survives
in several editions of “Roberts Birds of
Southern Africa”, which is a benchmark
for contemporary southern African
ornithology. The book was first published
in 1940, and its 7th edition came

out in 2015; detailed online species
accounts of Roberts 8 are currently

Figure 4: Gurney's Sugarbird (Fig. 4a) specimen from Kerkenberg, Harrismith district (4 July 1975) and
Lilac-breasted Roller (Fig. 4b) from Krugersdrift Dam, Bloemfontein (28 March 1977) collected by Tibor
Farkas. The sugarbird specimen was caught near the KwaZzZulu-Natal escarpment, where these birds
occur in Protea woodland. The roller is probably the first documented record of this species out of
their Kalahari thornveld range in the Hoopstad area in the north-western Free State.
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The current value of bird collections Gariep Dam area, where he surveyed

as distribution records - Free State birds. Farkas’ records of a Lilac-

examples breasted Roller (Krugersdrift Dam)
and Gurney's Sugarbird (Kerkenberg)

The National Museum was founded in represents valuable historical

1877 and the Ornithology Department distribution records for some species

was only established in the early in the collection (Fig. 4).

1970s (https://nationalmuseum.co.za/

ornithology). Tibor Farkas was the first Another example is Red-billed Buffalo

ornithologist at the Weavers, a species that was believed
National Museum. to be locally extinct in the Free State
He collected about but some birds were collected on 28
430 specimens mostly November 1986 near the Vaal River
. in the Free State and west of the Bloemhof Dam, Hoopstad
> localities such as at the area. These specimens represent a
Figure 6: Lilac-breasted Roller observed in the o .ﬂ".
Dealesville area on 27 April 2023. Several of [
these birds were regularly observed in other
areas than their Kalahari thornveld habitat of
the Hoopstad area. (Photo: D.H. de Swardt)
]
| ]
being updated in collaboration with
Birds of the Word project (https:// T

birdsoftheworld.org/bow/home). L
The "Austin Roberts Bird Sanctuary” =

in Pretoria, Gauteng is named in his

honour. He is also commemorated i

in the name of the Roberts’'s Warbler L i
Oreophilais robertsi, which have a

h X i Figure 5: The Sabap?2 distribution range of Lilac-breasted Rollers in the Free State overlain with
restricted range in eastern Zimbabwe

records of this species (green circles) from the Ornithology collection of the Natfional Museum.

and adjacent Mozambique. Today, the Krugersdrift Dam record is surrounded by several scattered records of this species made
during Sabap?2. (Map produced by Michael Brooks from Sabap2 maps (Brooks et al. 2022))

Other well-known ornithologists / bird

collectors in southern Africa were

Phillip Clancey and Michael Irwin.

Clancey collected more than 30,000

specimens for the Durban Natural k| -

Science Museum and was also skilled at !

preparing bird study skins. He undertook - =

several expeditions around Africa,

particularly to southern Mozambique

from 1955-1971; he assembled the #

largest bird collection from that region.

One of Clancey's achievements was Logend

the discovery of the Lemon-breasted altiar i

Canary Crithagra citrinipectus in

Mozambique, which was described as

a new species. Michael Irwin was the

ornithologist at the National Museum of 8 ~

Zimbabwe responsible for the collection

of nearly 90,000 specimens, the largest Figure 7: The Sabap?2 distribution range of Barred Wren-warbler in the Free State overlain with records
(green circles) of this species from the Ornithology collection of the National Museum. This species

was reported in the Free State from 1985 onwards, and sightings and specimens were reported and

documented in bird atlas projects and museum collections. Specimens of this species was collected

Botswana, Mozambique, Malawi and in the Glen area near Bloemfontein and further observations were made during the past few years.

other African countries. (Map produced by Michael Brooks from Sabap2 maps (Brooks et al. 2022))

in Africa. His specimens originated
mainly from Zimbabwe, Zambia,
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Figure 8: Barred Wren-warbler photographed at Willem Pretorius Nature
Reserve, near Winburg on 19 January 2025. This species is also extending its
range eastwards in suitable thornveld habitats. (Photo: M. Potgieter)

Figure 9: The Sabap?2 distribution range of Brimstone Canaries in the south-
western Free State overlain with records of this species (green circles) from
the Omithology collection of the National Museum. Today, this species
has a restricted range in the Zastron and Rouxville areas of the Free State
and adjacent Maletswai areas of the Eastern Cape, as well as scattered
records in the eastern Free State. (Map produced by Michael Brooks from
Sabap?2 maps (Brooks et al. 2022))

historical record for this species, although recent vagrants
have recently been reported in the Sandveld Nature
Reserve during March 2020 (https://sabap?2.birdmap.
africa/species/779). Other early bird collectors in the Free
State included previous directors of the National Museum
Dr Egbert C.N. van Hoepen and Dr Abraham C. Hoffman
(during the 1930s), and later Cor van Ee and lan Sinclair.
Van Ee was a taxidermist at the National Museum between
1947-1950 and then curator of the Bloemfontein Zoo until his
retirement. lan Sinclair is one of the top experts in seabirds,
an adventurous traveller and the author of some 20 books
on African birds, including the Sasol Birds of Southern Africa.

Today, the Ornithology Department of the National
Museum still runs a programme of building a representative
collection of Free State birds. The current aim is to obtain
bird distribution records, especially for endemic and near-
endemic species, which are important for monitoring

the species range changes over time. The Ornithology
collections has grown over the years and comprises today
about 5300 skins and 2800 skeletons, as well as other items
mostly from the Free State. The author has contributed
about 4400 specimens to the collection since 1988, of which
3400 are skin specimens, mostly from the Free State.

For this article, | use three species as case studies to show
the value of historical specimens, whether they occur at
these localities today or not and / or were not recorded

by the regional bird atlas projects. The Free State bird atlas
project data collecting period was between 1983-1986. A
map of bird collecting historical site records of selected Free
State species overlain with current Sabap?2 bird atlas records
(http://sabap?2.birdmap.africa; some coincide with Sabap1
project conducted in 1987-1991) illustrate the historical or
new occurrences.

Lilac-breasted Roller Coracias caudatus

A specimen of this species was collected by Tibor Farkas
near the Krugersdrift Dam area in March 1977, which
represents its first record far out of its distribution range

of the Kalahari thornveld area of the north-eastern Free
State. Today, there are several observations of this species
beyond its restricted range, and the species is now regularly
reported in these parts of the Free State (Figs 5 & 6).

Barred Wren-Warbler Calamonastes fasciolatus

Kotie Heroldt collected a specimen of this species near the
Vaal River in the Hoopstad area in November 1985, but that
record was not included in the Free State Bird Atlas. The
occurrence of this species was published in the Ostrich journal
in 1986. Later in June 1990, the author confirmed this species
occurrence in the Kalahari thornveld areas of the Free State
after systematically conducted field trips and documented
this species for the Sabap1 project. Today, this species range
has expanded further into the thornveld habitats of the central
Free State and a specimen has also been obtained from the
Glen area near Bloemfontein (Figs 7 & 8).
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Brimstone Canary Crithagra sulphurata

The map of this species distribution

in Earle & Grobler (1987) Free State
Bird Atlas showed erroneous records,
and follow-up surveys done by the
Ornithology Department during early
1990s demonstrated that this species
was restricted only to the Zastron areas
of the Free State, mostly in Leucosidea
sericea (Oldwood) mountain areas.
The current Sabap?2 records suggest a
wider range of the species extending
to the Maletswai (Aliwal North) and
probably further westwards from its
original Eastern Cape distribution

(Figs 9 & 10).

There are several species that have
restricted ranges in the Free State due
to their association with particular
vegetation. Such examples include
Magpie Shrikes (Kalahari thornveld),
Chin-spot Batis and Black Cuckoo-
shrike (Vredefort Dome habitats),

to name a few. Species such as
White-crested Helmet-shrike were first
recorded during October 2014 for
the Sabap?2 project in the Vredefort
area of the Free State and later
during November 2019 in the same
area, a new specimen record for the
Ornithology collection.

Apart from the bird specimens
collected from several localities in
southern Africa over the decades,
there was no formal mapping of
distribution ranges prior to the 1980s.
The first regional bird atlases started
with the Bird Atlas of Natal in 1980 and
were continued with other regional
books. In 1987, the first broad-scale
project (Sabap1) in southern Africa
kicked in with a 5-year data collecting
period, and later, in mid-2007, Sabap?2
was launched and remains currently
active. Today, the atlas project
documents the bird distribution

and monitors changes over time by
comparing with historical museum
records. Virtual platforms such as
iNatuarlist, Macaulay Library of eBird
and Observations.org enable both
citizen scientists and scholars to submit
their natural history photographs, so
that killing of specimens to obtain
distribution records is no longer
needed or desirable.
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Figure 10: Brimstone Canary photographed in the Cape St Francis area, Eastern Cape on 22 March
2020. This species looks very similar to Yellow Canaries, but are larger and have more a yellow-green
plumage, which led to possible confusions with this species. (Photo: M. Potgieter)
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published in the book “Warriors,
dilettantes & businessmen” by the
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Gough Island’s smallest
inhabitants and their

he Tristan da Cunha Archipelago in the South
TATIon’ric Ocean comprises Gough Island,

Tristan da Cunha, Nightingale Island, and
Inaccessible Island. Gough Island, located about
350 km from the other islands, is approximately
2,700 km from Cape Town, South Africa, and
3,200 km from South America, making it one of
the world's most remote locations. This volcanic
island, about 2-3 million years old and 65 km?in
areaq, features steep, rugged cliffs and rises to a
peak of 910 m above sea level. The island has a
temperate oceanic climate with strong westerly
winds, average temperatures ranging from 9 °C in
winter to 14 °C in summer, and an annual rainfall
of 3,154 mm. Since 1963, rainfall levels have
remained fairly constant, though temperatures
have risen slightly due to climate change.

Figure 1: Two yellow-

nosed albatrosses under a fern-bush

tfree on Gough Island. (With permission from The
Royal Society for the Protection of Birds)

By Lizel Hugo-Coetzee

Gough Island was first sighted by annually. Human impact on the island hosting 22 breeding seabird species
Portuguese sailors around 1505, with has been minimal, though some species  with over 8 million breeding pairs.

the first recorded landing in 1675 by of animals and plants intfroduced since Mammals are limited to three species:
the British. It was named after Charles its discovery have been subtly altering the sub-Antarctic fur seal and southern
Gough, who "rediscovered” it in 1732. its pristine environment. elephant seal, which use the island
Since then, visits have primarily been for molting and breeding, and the
limited to scientific, cartographic, The plant diversity on the island is infroduced and invasive house mouse,
whaling, and sealing expedifions. In relatively low, mainly comprising which has severely impacted local
1938, the United Kingdom declared grasses, sedges, ferns, lichens, plants, birds, and invertebrates.
Gough Island part of the Tristan da bryophytes, mosses, and liverworts.

Cunha Dependency, and since 1956, The tallest fern-bush reaches about Although often overlooked,

South Africa has operated a permanent  four meters in height, with most other invertebrates play a crucial role in the
meteorological station there, staffed by vegetation remaining low-growing. ecosystem functioning and nutrient
approximately nine people who rotate Gough Island is a vital bird sanctuary, cycling. The island’s invertebrate
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Figure 2: Location of Gough Island, with an insert of the island. (From Jones et al. 2003c)

fauna is relatively sparse by global
standards, the low diversity is typical
for isolated islands. The island’s
indigenous invertebrate species bear
similarities to the South American
fauna, while many introduced
species come from the Northern
Hemisphere, suggesting human-
mediated introductions. The first
official invertebrate study took place
during the Gough Island Scientific
Survey (1955-1956), reporting 54
insect species (of which 32 were
infroduced) and other invertebrates
such as arachnids, earthworms,

mollusks, crustaceans and myriapods
(16 indigenous, 11 introduced). The
Gough Island Terrestrial Invertebrates
Survey (1999-2001) identified 99
insect species (25 indigenous,

70 intfroduced), four introduced
earthworm species and ftwo marine
mites (one intfroduced). Soil mites
(Oribatida) collected during the 1999
survey have recently been donated to
the National Museum, Bloemfontein.
A preliminary analysis has identified
nearly 20 soil mite species, six of which
may be new to science, while five are
infroduced species.

One of the most striking features of
Gough's insects is the prevalence of
winglessness in native moths, flies and
beetles. This evolutionary adaptation
helps insects avoid being blown out to
sea in windy conditions. These flightless
insects mainly inhabit the island’s windy
upland areas.

Conservation concerns on Gough
Island include the impacts of
intfroduced species and climate
warming. Fifteen infroduced insect
species have been found near the
meteorological station, including
cockroaches, booklice, wood-boring
beetles and weevils, while others

are now established across various
habitats. The invasive animals can
prey on indigenous arthropods (e.g.,
predatory beetles and mice feeding on
local insects), compete for resources
(e.g., an introduced isopod has
displaced a native species at lower
altitudes), alter nutrient cycling rates
(e.g., infroduced earthworms), and
modify habitats. Climate warming
could further stress indigenous insects
by boosting introduced species’
populations. Of particular concern is
the effect of warming on the mouse
population, which preys on flightless
moths, earthworms, plant material,
and bird eggs and chicks, causing an
estimated annual loss of over 1.3 million
eggs and chicks. In a 2021 eradication
attempt, rodenticide was spread
across the island, but unfortunately, the
operation was unsuccessful, with mice
sightings reported soon after. However,

Figure 3: Landscape of Gough Island with the base in the left bottom corner. (Photo with permission from Beneke de Wet)
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the temporary decline in mouse
numbers boosted the bird breeding
success, providing hope that further
intervention could make a difference,
also for invertebrates.

Preserving Gough Island’s unique
biodiversity requires prevention of
further species introductions. Strict
quarantine protocols are in place
during staff rotations, with routine
monitoring around the base to early
detect potential new invaders. As
the climate continues to change
and human impact grows ever
subtler yet significant, safeguarding
Gough Island’s delicate ecosystem
remains crucial for the survival of its
extraordinary plant and animal life.

]

Figure 5: Oribatid mite from Gough Island.
(Photo by Lizel Hugo-Coetzee)
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Figure 1: Primrose Charmz, The Nama People, Namibia, 2023, hand-woven embroidery (yarn art work). Photo credit: Primrose Charmz.

By Yolanda de Kock

n the era of a rapid global change,

South African artists are engaging

in profound explorations of identity,
cultural heritage and transformation.
The ArtbankSA's contemporary
collection presents a remarkable
ensemble of works that, while diverse
in media and subject matters, jointly
examine the complex interplay
between tradition and modernity,
belonging and displacement, and the
artistic individual experience within
broader sociocultural contfexts.

The relationship between cultural
identity and nation-building within
institutional collecting practices cannot
be overlooked or underestimated. As
Innocentia Jabulisiie Mhlambi observes,
“Art and culture are integral to the
formation of a national identity in South
Africa, particularly in the affermath

of apartheid. The arts serve as a
reflection of a people's way of life and
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contribute significantly to the collective
imagination necessary for effective
policy formulation and social cohesion”
(Mhlambi et al. 2021: 28).

A distinctive characteristic of
ArtbankSA is its unique institutional
position—neither gallery nor museum—
which enables it to play a pivotal

role in both nurturing contemporary
South African artists and addressing
historical collecting imbalances that
persist in South African art museums
and galleries. This dual function
positions ArtbankSA as a significant
intervention in the post-apartheid
cultural landscape, actively redressing
representatfional inequities while
simultaneously supporting emerging
artistic voices.

This article examines the unique artistic
perspectives of Primrose Charmz,
Rampedi Molefe, Gilbert Maepa and
Audrey Anderson that underscore

the importance of diversity within the

ArtbankSA’s contemporary collection.
Through analysis of their distinctive
approaches to cultural preservation,
domestic space, technological
integration and urban environments,
this study gives insight info how

these artists collectively contribute

to ongoing dialogues about South
African identity in a transformative
sociopolitical landscape.

The thread of cultural preservation
through artistic interventions

Primrose Charmz's textile works
honouring the Nama and San people
serve as an entry point to the thematic
exploration of cultural intervention
and preservation. With her artwork
The Nama People, Namibia, Charmz
pays homage to traditional attire that
has evolved as a creative response
to colonial hardships. The patchwork-
like designs in her oeuvre function as
poignant reminders of the colonial
oppression and marginalization



Figure 2: Primrose Charmz, The San People: Indigenous Hunter-Gatherers,
Southern Africa #_1, 2023, hand-woven embroidery (yarn artwork).
Photo credit: Primrose Charmz.

these indigenous communities endured. Her distinctive
methodology—hand-woven embroidery with yarn—
complements her conceptual framework by emphasizing
the patchwork designs characteristic of Nama clothing,
which originated from their pragmatic tradition of repairing
worn garments. Through this approach, Charmz navigates
the complex intersection of art, culture and social justice
for historically marginalized indigenous groups, thereby
reframing their experiences through a contemporary lens.

Charmz’s The San People: Indigenous Hunter-Gatherers,
Southern Africa #_1, meticulously threads cultural narratives
of the San peoples onto canvas and elevates traditional
craftsmanship into powerful, vibrant representations, which
incorporate rock art symbols and indigenous designs while
abstractly representing the environmental context of the
Kalahari Desert. These works demonstrate how cultural
practices adapt and persist, becoming repositories of identity
even through periods of adversity.

By embracing traditional artisanal techniques predominantly
associated with women'’s labour, Charmz engages with the
reclamation and recontextualization of craft practices as forms
of cultural preservation and resistance. Her work demonstrates
particular interest in the cultural identities of the Nama and
San peoples, the materiality of their distinctive lifeways, and
how these elements integrate info visual culture as both
communicative method and sacred tradition, emphasizing
their infimate connection to the natural environment.

Embroidery and yarn work have long been integral to the
cultural expressions of various indigenous groups, including
the San and Nama peoples of Southern Africa. As Seiko

Jose noted, "These textile practices are not merely artistic
endeavors; they embody the history, beliefs, and social
structures of the communities that produce them. Indigenous
textiles often utilize natural materials such as cotton, raffia,
and wool, and are created through traditional techniques
like hand weaving, dyeing, and embroidery. The colors

and patterns used in these textiles carry significant cultural
symbolism, reflecting the identity and heritage of the
makers” (Jose et al. 2022: 283).

Through her artistic practice, Charmz creates compelling
narratives about the sacred traditions of the Nama and San
peoples, weaving them into the consciousness of viewers.
Her work symbolizes not only these hallowed customs but also
represents the environmental contexts of these communities
through abstract patterns rendered in her vibrantly
chromatic artworks.

This dialogue between cultural preservation and evolution
confinues in Gilbert Maepa's work, Tsa Bogadi (2019).

Figure 3: Gilber Maepa, TSa Bogadi, 2019, oil on canvas.
Photo credit: Kobus Robbertze.

In examining contemporary artfistic responses to cultural
preservation in Southern Africa, the works of Primrose Charmz
and Gilbert Maepa offer persuasive and complementary
perspectives. While utilizing different media and visual
languages, both artists engage with the complex interplay
between traditional cultural elements and current realities,
creating a nuanced dialogue about identity, heritage and
adaptation in modern Southern African societies.

Where the artists diverge most notably is in their approach
to modernization and cultural evolution. Charmz employs
traditional craft techniques—specifically hand-woven
embroidery with yarn—to honour indigenous artisanal
practices. Her methodology directly connects to the
historical patchwork designs of Nama clothing and
incorporates San rock art symbols, creating works that
function as contemporary extensions of traditional practices.
Her approach emphasizes continuity and reclamation,
positioning craft as resistance.

In contrast, Maepa directly addresses cultural evolution
through visual juxtaposition. In TSa Bogadi, he portrays the
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Figure 4: Rampedi Molefe, Gathering for Tales of Distant Adventurers, 2022, oil on stretched linen. Photo credit: Karen Marais.

coexistence of tradition and modernity by depicting a
woman in traditional attire illuminated by the glow of her
cell phone. Rather than presenting tradition as static or in
opposition to modernity, Maepa illustrates their synthesis—
showing how cultural identity persists while adapting to
contemporary tools and contexts.

Displacement and belonging

Rampedi Molefe's striking painting, Gathering for Tales

of Distant Adventures, portrays a woman engaged in
contemplative reading upon a sofa. The artist’s meticulous
atftention to detail is particularly noteworthy in this
composition. The subject appears at peace, her discarded
shoes on the floor while her feet remain comfortably
ensconced in socks—a subtle signifier of domestic tranquility.
Most remarkable is Molefe's masterful rendering of late
afternoon sunlight that bathes the woman'’s face, effectively
emphasizing her centrality within the composition. This
radiance is complemented by the presence of birds,
delicately positioned on both the couch and the wooden
railing behind it, creating a harmonious ecosystem within

the domestic space. Molefe’s soft brushstrokes and warm
ochre palette complement the serenity of the environment,
reinforcing the sanctuary-like quality of the home that
envelops the female subject.

Molefe's approach in this art piece alludes to what

Kilroy explains as “painting of the nineteenth century [is]
dominated by genre painting: depictions of ordinary people
— les gens — primarily in domestic settings. The hearth is in the
dominant setting in which comfortable scenes of parents
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and children are presented. These visual depictions convey
stories; generous details and structures evoke readings,
typically moralistic ones” (Kilroy 2007: 11). The work of Molefe
situates itself firmly within the tradition of contemporary
portraiture but also historical painting genres that engage
deeply with themes of domesticity, identity and the
conceptualization of home as a sacred, introspective space.

Urban reciprocity: Anderson’s external gaze on
environmental dialogue

In City Square Meal (JHB) (2020), Audrey Anderson shifts

the focus from intimate domesticity to the expansive urban
landscape, examining the dynamic interplay between

city dwellers and metropolitan environments. Unlike

Molefe's introspective portrayal of home as sanctuary,
Anderson's work directs an outward gaze to the cityscape
of Johannesburg, conceptualizing the environment not as
backdrop but as an active participant in human experience.

Anderson succinctly articulates this philosophy in her artist
statement: “We are part of the environment; we make up
an environment even if we are only present in a space for a
short while. The environment has an emotional and physical
effect on us and us on it” (Anderson 2021). This approach

is motivated by the stance Thissen provided by stating that
“The specific contribution of the arts fo thinking about urban
culture and public sphere consists in the problematics it
interpolates in such a conceptual focus: who is where and
how are they present? This does not imply that these arts



Figure 5: Audrey Anderson, City Square Meal (JHB), 2020, ink on canvas.
Photo credit: Jano Myburgh.

necessarily constitute a “critical” discourse in substantive
respects. As stated above, narrative clichés similar to those
running through urban theories are indeed entertained by
the arts. But the different kind of stories about the public
sphere that the visual arts give us, effectuate a change in
the ontological “register” or “feel” of urban experience”
(Thissen et al. 2013: 55).

Through the ink-on-canvas technique, Anderson visually
maps the reciprocal relationship between individuals and
urban spaces, demonstrating how cityscapes simultaneously
shape and are shaped by the human presence and
interaction. As Thissen continues, "the visual arts complement
urban theory and public sphere theory in representing actual
"embodiments” of urban subjectivity and interactions”
(Thissen et al. 2013: 55).

City Square Meal (JHB) (2020) invites viewers to reconsider
conventional boundaries between self and surroundings,
positioning the city as both container and contained. By
documenting this environmental dialogue through external
observation rather than internal reflection, Anderson’s
approach complements and extends the exploration

of belonging, creating a theoretical arc from Molefe's
domestic tranquility to the collective experience of urban
cohabitation. Anderson’s perspective suggests that cultural
identity forms not only within private spaces but also
through our negotiations with and conftributions to shared
public environments.

Conclusion: Art as dialogue
The works of Charmz, Maepa, Molefe and Anderson,

though diverse in their approaches and media, collectively
demonstrate the multifaceted nature of contemporary

South African identity. Charmz’s textile interventions honour
indigenous knowledge systems while reclaiming craft as
resistance; Maepa’s painfings visualize the synthesis of
tradition and technology; Molefe’s intimate domestic scenes
explore belonging through the lens of personal sanctuary;
and Anderson’s urban perspectives examine the reciprocal
relationship between citizens and their shared environments.
Through these varied artistic expressions, we witness the
complex negotiations between cultural preservation and
evolution that characterize South Africa’s post-apartheid
cultural landscape.

ArtbankSA's curatorial and collection strategies bring
vision to these dialogues into conversation with each
other, creating a meta-dialogue that reflects South
Africa’s rich cultural fapestry. This instifutional approach
exemplifies Mhlambi’s assertion that art and culture are
“integral to the formation of a national identity in South
Africa”, particularly in how they "“conftribute significantly to
the collective imagination necessary for effective policy
formulation and social cohesion” (Mhlambi et al. 2021: 28).
By fostering diversity in its collection—not only in artistic
representation but also in thematic exploration—ArtbankSA
fulfills its unique institutional role of addressing historical
collecting imbalances while nurturing contemporary
artistic voices.

In this way, the collection transcends mere aesthetic
appreciation to become an active participant in South
Africa’s ongoing project of cultural transformation and
nation-building. The artworks featured in this article
represent not only individual creative expressions but also a
collective conftribution to the society that reimagines itself
through the cultural dialogue. As South Africa continues

to navigate the complexities of her historical legacies and
contemporary challenges, institutions like ArtbankSA and
artists like those discussed herein remain essential conversers
in the formation of a more inclusive national identity—

one that honours diverse fraditions while embracing the
dynamic possibilities of transformation.
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How ArtbankSA elevates Black
female artists on South Africa’s
contemporary art scene

By Antoinette Strydom-Fourie

Introduction

South Africa’s contemporary art scene
is a vibrant reflection of its diverse
cultural and social landscape. Black
female artists, in particular, have played
a critical role in redefining artistic
narratives, often addressing issues of
identity, gender, social justice and
historical memory. The Art Bank of South
Africa (ArtbankSA), established in 2017
under the Department of Sport, Arts
and Culture, is instrumental in fostering
and supporting these artists. Through
acquisitions, exhibitions and leasing
programs, ArtbankSA ensures that

the voices of emerging Black female
artists are recognized, preserved and
accessible to a broader audience.

This article explores the impact of
ArtbankSA on Black female artists

in South Africa, highlighting their
unique contributions and a broader
significance of their work in the
contemporary art space.

Historical context: The struggle for
recognition

The history of Black female artists
in South Africa is deeply tied to the
country’'s complex socio-political
landscape. During the apartheid
era, Black artists faced institutional

exclusion, limited access to
formal education and economic Figure 1: Kimathi Mafafo, Voiceless Vill, 2019, embroidered panel.
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Figure 2: Thandiwe Msebenzi, Asimboni amakwhwenkweni IV, 2019, pigment print on true fibre. Photo credit: Jano Myburgh.

marginalization (Marschall 2001). The
artistic sphere was dominated by
Eurocentric ideals, with Black artists
often relegated to the category of
“"ethnographic” or “transitional” art,
denying them artistic autonomy and
critical engagement (Nettleton 1988).

Black women were doubly marginalized,

as they experienced both racial and
gendered discrimination in the art
world (Dallow 2004). Historically, Black
female artists worked within community-
based and informal networks, passing
down artistic traditions through craft,
beadwork and textile that were often
undervalued in the mainstream art
history. These artistic forms were not just
aesthetic expressions but also served as
tools of cultural resistance, preservation
and storytelling.

The post-apartheid era has seen
increasing recognition of Black
female artists, as cultural institutions
seek to correct historical imbalances.
The emergence of galleries, museums
and programs such as ArtbankSA has
provided much-needed institutional
support, enabling artists fo move
beyond invisibility towards greater

visibility and agency in the art world.
However, while some progress has
been made, challenges remain in
full integration of Black female artists
info the national and global artistic
canon. The fransition from exclusion
to inclusion is slow and requires
continuous advocacy, structural
reform and financial support to
ensure that Black female voices are

not only represented but also valued.

Intersectionality in art: Gender, race
and identity

Black female artists in South Africa
work at the crossroad of multiple
identities, using their talent to explore
and challenge societal expectations.
Intersectionality, a term coined by
Crenshaw (1989), highlights how
race, gender and socio-economic
status combine to shape lived
experiences. On the South African
art scene, intersectionality is evident
in how Black women depict themes
of oppression, resilience and cultural
heritage in their work.

These female artistic expressions often
serve as a mirror to personal and

collective struggles, giving voice to
feelings that have historically been
overlooked. This intersectionality

is also reflected in the way their

work challenges dominant artistic
traditions, blending traditional African
elements with modern techniques

to create hybrid forms of visual
storytelling. The ability to straddle
different artistic influences while
maintaining a strong personal and
political message is what makes Black
female artists in South Africa such a
vital force in modern art.

Many contemporary Black female
artists also engage with feminist and
decolonial frameworks, questioning
the ways in which historical erasure
and Western artistic traditions have
shaped the contemporary art realm.
This interplay between race, gender
and postcolonial critique allows these
artists to position their work as both
personal expressions and political
statements. By reclaiming artistic
spaces, they create counter-narratives
that challenge historical injustices

yet assert the importance of African
perspectives on the global art stage
(Dallow 2004).
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Figure 3: Nomusa Musah Mtshali, Unondevana 1, 2020, photographic print giclee on Epson
enhanced matt paper. Photo Credit: Jano Myburgh.

Featured ArtbankSA artists

Kimathi Mafafo: Reclaiming identity
through textile and painting

Kimathi Mafafo is a multidisciplinary
artist, whose work combines painting,
embroidery and textiles to craft
intricate visual narratives. Her work
reimagines the role of Black women
in art, placing them in lush, dreamlike
landscapes that exude empowerment
and femininity. One of her well-known
series, Voiceless VI, explores the
silencing of women in patriarchal
societies, still highlighting their
resilience and self-liberation. By using
embroidery—a historically feminized
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form of artistic labour (Auslander
2014)—Mafafo employs traditional craft
techniques and elevates them to fine
art, merging storytelling with materiality.

Mafafo's work is deeply tied to themes
of African womanhood, spirituality

and environmental harmony. Her
paintings depict women in serene,
natural landscapes, often symbolizing
renewal and reclamation of self. Her
use of bold colour palettes and intricate
patterns reflects African textile traditions,
reinforcing the idea that traditional
craftsmanship and contemporary art can
coexist. Through her practice, she brings
visibility to the beauty, struggles and
friumphs of Black South African women,

aligning with ArtbankSA’s mission to
promote diverse artistic narratives.

Thandiwe Msebenzi: Photography as an
act of defiance

Thandiwe Msebenziis a fine art
photographer; her work is deeply
political and explores themes of gender-
based violence, cultural memory and
identity formation. Her series Asimboni
Amakwhwenkweni IV investigates the
internalized experiences of Black South
African women within traditional and
contemporary spaces. Through stark
and often intimate compositions,

she critiques masculine and feminine
binaries, questioning how social norms
dictate women's bodies and behaviours.

Msebenzi's work is rooted in her
autobiographical and collective
experiences, allowing her to challenge
social perceptions of women's roles in
South Africa. Her photography often
incorporates symbolic elements, such
as traditional attire juxtaposed with
contemporary backdrops, to highlight
the tension between heritage and
modernity. Her work, now housed in
ArtbankSA’s collection, serves as both a
visual protest and a means of healing,
offering a counter-narrative to the
oft-overlooked experiences of Black
women in South Africa (Crenn 2016).

Nomusa Musah Mishali: Performance
and photography in the fluidity of identity

Nomusa Musah Mtshali works at

the intersection of performance,
photography and identity politics.
Her series Unondevana 1 interrogates
the rigid categorizations of gender,
race and sexudality, presenting fluid,
expressive images that challenge
fraditional African gender norms. As a
queer Black artist, she uses the body as
both subject and medium, exploring
how performativity shapes societal
understandings of selfhood.

Mtshali's art is a direct challenge

to heteronormative and colonialist
representations of African identity,
emphasizing the fluidity of personal
and cultural identity. Her work is highly
performative, often incorporating
elements of body painting, costume
and movement to engage audiences



beyond the static image. By disrupting expectations of what
the supposed Black femininity should look like (Dallow 2004),
she asserts her presence in the artistic and cultural landscape,
ensuring that excluded narratives gain recognition.

Conclusion

Black female artists in South Africa are not just reclaiming
space within the contemporary art world — they are
actively reshaping narratives of identity, resistance and
history. Their work allows them to challenge dominant
historical narratives while celebrating their own stories and
experiences. Through their innovative artistic practices,
they confinue to bridge tradition with modernity, ensuring
that African perspectives remain central in present-day
discussions on art and culture.

ArtbankSA plays an essential role in amplifying and preserving
the voices of Black female artists, providing them with financial
support, visibility and access to national and international
audiences. By actively engaging in the collection, promotion
and exhibition of diverse artwork, ArtbankSA is not only
fostering an inclusive art ecosystem but also contributing to a
broader cultural tfransformation in South Africa.

As the influence of Black female artists continues to expand,
they contribute significantly to the evolving landscape of
South African and global contemporary art. Their contributions
accentuate the power of art as an essential force for change,
healing and self-determination in the ongoing evolution of
cultural identity and representation in South Africa.
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Contfinue from page 13

depicts the duty of young men to look after cattle in a
fraditional Zulu household. The image shows two young men
standing inside a kraal with cafttle after bringing them in from
the open veld.”

In Omama BakwaNyandu Buthelezi explains the scene
depicting the fraditional clothing worn by the wives of men
from the Nyandu clan, located in the rural areas of KwaZulu-
Natal near Cato Ridge. The attire, adorned with intricate
beadwork and animal skins, is custom-made and presented
to the wives for wearing at family gatherings and ceremonies.
It signifies their complete acceptance and recognition as full
members of the Nyandu family.

Conclusion

The richness of themes and the layers of complexity of identity
offered in these contemporary photographic works remind
one of the romance and centuries-old traditions that have
shaped people and culture, particularly in the KwaZulu-Natal
regions. These works document the essence of rural life and
communal identity, while also reflecting the resilience and
continuity of these communities in the face of socio-political
change. Through the lens of photographers like Lindokuhle
Ndlovu, we are reminded of the deep connections between
place, tradition and modern-day realities. Mandisa Buthelezi's
work also plays with the notions of time and pays homage to
the traditions which persist. These photographs invite viewers to
reflect on the past while considering how history, culture and
identity intersect in the present, offering a commentary on the
enduring impact of cultural practices in shaping the future.

These pictures serve as powerful visual narratives that not only
preserve the essence of cultural fraditions but also challenge
us to consider the role of art in documenting and transforming
identity, as seen in the works of Thobani Khumalo and Thembi
Mthembu. They offer an opportunity to continue the dialogue
between fradition and modernity, shaped by the passage of
time and the changes in the land.
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By Jan Andries Neethling

hen one looks at a spider, many describe

the creature as creepy, scary, venomous or

dangerous. On the other hand, many ancient
cultures associated the spider with cunning, determination
and creation. While scorpions and ticks also feature in a
couple of ancient myths, they are not nearly as popular
as spiders, with even the scientific name of the taxonomic
class that includes all arachnids, Arachnida, named after a
character from an ancient Greek myth (Arachne). Due to the
emotional reactions that these creatures bring about, and
the various metaphorical connotations (both good and bad)
associated with them, spiders have been present in folklore
in one form or another for millennia. Even in modern literature
and movies they can still be found acting as antagonists or
literary devices.

Humans have been fascinated by arachnids, and spiders

in particular, since ancient times, with many early societies
including spiders as important figures in their legends.

The most renown of these is the Greek myth of Arachne.
According to the poem Metamorphoses by the Roman poet
Ovid, Arachne, a Lydian girl gifted in the art of weaving
from an early age, eventually became a great weaver and
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Figure 1: A painting by Utagawa
Kuniyoshi from the beginning of the
Ansei period (circa 1855), depicting

the battle between the folk hero

Minamoto no Yorimitsu and the giant Yy

spider yokai Tsuchigumo. https://
en.wikipedia.org/wiki/Tsuchigumo#/
media/File:Kuniyoshi_Utagawa,_

|

s Minamoto_Yorimitsu_also_known_as_ |

Raiko.jpg (Public Domain).

boasted that her skill was greater than even Athena’s (the
Greek goddess of wisdom, warfare and handicraft). She
eventually challenged Athena to a weaving contest, where
she made a tapestry featuring many episodes of infidelity
among the Gods of Olympus, while Athena wove the

scene of her victory over Poseidon that had earned her the
patronage of Athens. Looking upon her rival’s work, Athena
could find no flaw in Arachne’s weaving, but was infuriated
by both her pride and depiction of the gods. In anger,
Athena destroyed the mortal’s tapestry and loom with her
shuttle and then cursed Arachne to live with extreme guilt.
Unable to endure the sadness and guilt, Arachne soon took
her own life by hanging herself. Seeing this, Athena took pity
on the girl and revived her by transforming her into a spider,
which would go on fo spin webs for all time, as would her
descendants. The myth not only served as a cautionary tale
about hubris, but also explained how spiders got their ability
to create webs.

Apart from cautionary tales, a number of cultures have creation
myths that involve spider deities. Of note is Spider Grandmother,
an important character in the folklore of some Native American
fribes. She is often portrayed as either a timeless old woman or




Figure 2: Metamorphoseon sive transformationum, Arachne in araneam a Pallades conuertitur

by Antonio Tempesta, 1600s. The artist depicts a scene where Athena transforms Arachne into

a spider. https://en.wikipedia.org/wiki/Arachne#/media/File:Antonio_Tempesta_Arachne.jog
(Public Domain).

as a spider, who lends help when called
upon, giving advice or medicinal cures. In
the Hopi's legend about creation, the First
Tale, Spider Grandmother, who is seen

as an earth goddess, and the Sun god
Tawa co-create a number of lesser gods
by separating themselves, afterwards
creating the earth and its creatures. Later,
Tawa conceptualizes the First Man and
First Woman, with Spider Grandmother
crafting them from clay, before they
breathe life into their creations.

A popular Cherokee myth tells the story
of how Spider Grandmother helped to
illuminate the world. According to the
tale, after the world and its creatures
were formed, the sun resided on the
opposite side of the globe, leaving

the animals and the newly formed
humans in darkness. To rectify the issue,
the animals concluded that someone
needed to steal some light from the
sun and return with it. Possum and Fox
decided to try, but failed and ended
up with burns. Spider Grandmother
then promised to also try. After forming
a clay bowl, she used her eight legs to
roll it fo where the sun resided, creating
a web as she went. She then gently
caught the sun in her web, putting it in
her clay bowl. Rolling the sun from east

to west, she finally delivered it to the
people as she vowed.

In Ojibwe culture (they belong to
Anishinaabe peoples from the Great
Lakes and the northern plains of
North America), Spider Grandmother
is also known as Spider Woman or
Asibikaashi. According to one legend,
dreamcatchers originated with her.
The story holds that Asibikaashi acted
as a protector of the people, and
particularly the children, but as the
Ojibwe nation spread across North

America it became increasingly difficult

for her to reach and protect the
nation’s children. Thus, to safeguard

their young, mothers and grandmothers

would weave “spider web charms”

or "*dreamcatchers” using willow
hoops and sinew, or cordage made
from plants. Hanging these above
infant cradles and children’s beds,
they believed that the amulets would
intercept any harm that might reside in
the air just as a spider’'s web catches
and holds the spider’s prey.

The Nauru people in Micronesia also
have a creation legend revolving
around a spider. According to the
myth, in the beginning of creation only

two things existed — the sea and Areop-
Enap, an old spider. While searching
for food in the darkness, Areop-Enap
came across an enormous clam,

which swallowed the old spider whole.
While exploring the clam’s insides and
after meeting two snails, the spider
discovered a white worm named Rigi
in the light of the glowing frail made by
the smaller of the two snails. Areop-
Enap proceeded to cast a strength
spell on the worm, and persuaded it fo
pry the clam open. The clam resisted,
as Rigi time and again heaved with his
head set against the upper shell and
his tail against the lower shell. Soon a
pool of sweat started to accumulate
beneath Rigi and, as he continued to
try and force the clam open, the pool
soon grew into a lake and then an
entire ocean. The salfiness of the ocean
was the clam’s undoing and ultimately
the clam shell opened. Areop-Enap
then advanced to creating the earth
from the lower shell and the sky from
the upper shell, setting the smaller snail
in the west of the sky-shell to become
the moon, and the larger snail in the
east to become the sun.

Figure 3: A non-traditional, contemporary
dreamcatcher. While fraditional
dreamcatchers are sfill used for their original
purpose to this day, the Pan-Indian movement
of the 1960s and 1970s adopted derivative
forms of the charm to serve as a symbol of unity
among the various Natfive American cultures.
© Redagavimasss 2019, CC BY-SA 4.0. https://
en.wikipedia.org/wiki/Dreamcatcher#/media/
File:Sapn%C5%B3_gaudyki%C4%97.jpg
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Anansi, an Akan folklore character and
one of the most important figures of West
African, African American and West
Indian cultures, is usually depicted as

a spider trickster. He is associated with
stories, knowledge and deception, and
is best known for his ability to outsmart
his often more powerful opponents
through the use of creativity, cunning
and wittiness. Depending on the story
told, Anansi can take the role of either

a ‘good guy' or a ‘bad guy’. Since the
original stories of Anansi were part of an
exclusively oral tradition, the character
became synonymous with skilled speech
and wisdom. So prolific were these tales
that Anansi became a familiar figure in
the oral culture of the Ashanti people

of Ghana. A myriad of fables, often
containing a moral lesson and told

to children, grew so popular that the
trickster spider gave his name to a whole
tradition, anansesem or spider tales.

One story explains why Anansi's webs
trap flies. Starving Anansi saw a fly
eating kenkey (a fermented cornmeal
dumpling) outside his house. Anansi
asked the fly to share some of his meal
with him, but the fly refused, instead
offering to lead him to an area with
an abundance of food. The fly then
took Anansi to his home village in the
forest, where other flies were making
plenty of kenkey. The fly offered Anansi
some of the kenkey, but even after
eating a considerable amount, he was
still hungry and asked for more. The

fly denied Anansi's request, and the
angry trickster decided to lay a trap for
the flies. After the flies went to sleep,
Anansi wove webs around the village,
covering them with a sweet-smelling
substance. As the flies woke up one
by one the next morning, they were
lured to the webs and got tfrapped.
After all the flies were trapped, Anansi
raided their kenkey store, eating his

fill. Afterwards gathering more of the
flies' kenkey, he climbed over his webs
and went home. And so, that was how
it came to be that spiders catch prey
in their webs. The Native American
Lakota people have a similar folklore
character called Iktémi, who is also
depicted as a spider trickster.

Focussing more on the predatory

characteristics of spiders, the Japanese
folklore include myths that feature
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two distinct spider yokai, with yokai
representing a class of supernatural
entities or spirits in the Japanese
folklore. One of these tales portrays

the Jorogumo, a ydkai that can
shapeshift into a beautiful woman. Its
story originates from the Joren Falls

of the Izu, Shizuoka Prefecture, and
speaks about the Jorogumo Mistress

of the Waterfall. The myth begins with
a young man deciding to rest next to
the waterfall basin, not knowing that

a Jorogumo resided in the waterfall
itself. The Jorogumo then tried to drag
the man into the waterfall by casting
webs around his leg, but luckily the guy
succeeded in transferring the webs to a
tree stump, which got dragged into the
falls instead. After learning about the
perils of the place, none of the locals
dared to venture close to the falls
anymore. Then a visiting woodcutter,
unfamiliar with the dangers of the
waterfall, mistakenly dropped his axe
in the basin while trying to fell a tree.
As he went to fetch his axe, a beautiful
women appeared from the water
returning the axe and telling him: “You
must never tell anyone what you saw
here”. After many days of keeping
quiet, the burden of the secret became
too heavy and the woodcutter, while
drunk at a banquet, spoke out about
his encounter with the woman of the
waterfall. Later that night, unburdened
and at peace, he went to sleep but
never woke up again. In another

tale, the Jorogumo, in the guise of

a charming young woman, seduces
young men, luring them into her house.
There she wraps them in her silken
webs, restraining and slowly weakening
them with her venom.

Tsuchigumo, another spider yokai,

is portrayed as a legendary and
monstrously large spider. The term,
meaning ‘dirt spider’, was originally
meant as a derogatory name for
renegade local clans, one of which
lived in a cave. Later on, it became
the name of spider-like yokai in

the Japanese folklore, and during

the middle ages they began to be
depicted as giant spiders. The Tale

of the Heike, one of the earlier texts
to depict the Tsuchigumo as a huge
spider, tells the story of how Minamoto
no Yorimitsu, a Japanese samurai and
folk hero, killed the giant spider with

his sword Hizamaru. After defeating
the monster, he renamed his sword
Kumokiri, or Spider-cutter.

Confinuing the theme of giant spiders,
Djieien, a monstrous spider from Native
American Seneca mythology, was said
to be unkillable as it had concealed its
heart underground. Only after finding
the spider’s hidden part could the hero
Othegwenhda finally slay the beast.

Spiders also feature in a number of
religious tales. The Islamic oral tradition
tells how Muhammad, travelling with

his companion Abu Bakr from Mecca
to Medina, took shelter in a cave while
being closely followed by Quraysh
warriors. Allah then ordered a spider to
spin a web across the entrance of the
cave, resulting in the Quraysh warriors
dismissing the cave, since the duo’s
enfrance would have broken the web.
In the Jewish tradition, David entered

a cave seeking shelter from his pursuer,
King Saul. Once again, a spider built a
web over the cave’s entrance, and King
Saul and his soldiers left the cave alone.

While not as prolific as spiders,
scorpions also appear in ancient

myths. One such tale speaks about

the origin of the zodiac constellation

of Scorpius. The great hunter Orion
boasted to Artemis, the Greek goddess
of the hunt and nature, and her mother
Leto how he would hunt every animal
on earth. Artemis and Leto sent a
scorpion to kill Orion and the arachnid
succeeded. Afterwards Artemis asked
Zeus, the supreme deity in the Greek
pantheon, to raise Orion to the skies.
Zeus acquiesced to her request, raising
both Orion and the scorpion to the sky
where they would remain as a reminder
for mortals to curb their excessive pride.

A Native American myth explains

how the wood tick became flat. In

this Sanpoil tale, Coyote, a character
common to many indigenous cultures
of North America, found himself hungry
and alone in his tent during winter.
Wishing for even just a bag of bones to
appear, he went to sleep and found a
bag of bones outside his tent the next
morning. Taking the bones he made
some soup, and after the soup was
done, he wished for some meat. The
next morning, he heard a noise in front
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Figure 4: The zodiac constellation of Scorpius by Sydney Hall. Depicted in 1825's Urania’s Mirror, a
set of constellation cards, published in London. https://en.wikipedia.org/wiki/Scorpius#/media/
File:Sidney_Hall_-_Urania’s_Mirror_-_Scorpio.jpg (Public Domain).

of his tent and found another bag of
bones. Near Coyote lived a strange
disfigured wizard with many limbs.

He had heard Coyote's wishes and
brought him the bones. Coyote figured
this out and followed the wizard to his
tent, where he saw that the wizard had
a rack of drying meat. Plotting to kill
the wizard so that he could have all the
meat for himself he followed the man
to a pile of rocks, where he started to
pound him flat and threw his body into
a sage bush. Upon his return to the
wizard's tent, Coyote was surprized

to find the meat and bones had
recombined into deer that ran away

from him. Unbeknownst to Coyote the
wizard revived and as the last deer ran
past him he grabbed onto its tail. As a
final act of malice, Coyote turned the
wizard intfo a wood tick, declaring that
he would forever more live on the body
of a deer.

Arachnids still feature in a variety of
contemporary media, more often than
not as antagonists. Notable examples
include Shelob, a giant spider from
J.R.R. Tolkien's The Lord of the Rings
novels; Lolth the half-spider goddess
of cruelty from the popular Dungeons
and Dragons table top role playing

game; Aragog from the Harry Potter
novels; and the countless nameless
monstrosities from a myriad of horror
movies and novels. Spiders are not
always ‘bad guys' though, as Charlotte
the Barn Spider from the children book
Charlotte’s Web helps a livestock pig
named Wilbur from being slaughtered
by weaving words such as ferrific,
radiant and humble into the webs she
spins above Wilbur's pen, ultimately
persuading the farmer to let him live.
And, of course, we must not forget
about the genetically modified spider
that gives Peter Parker his spider-like
super powers in the ever-loved comic,
Spider-Man.

These are only a very few handpicked
examples of arachnids in folklore, both
ancient and contemporary. With the
advent of modern science, the need
for myths has all but died, but the
lessons these stories teach us remain as
valid now they were back then.
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1. %E TENDER ILLUSION OF WAX
Did you know that wax has been a prized
material in doll-making since the Middle
Ages?! Its plasticity and ability to maintain
shape made it perfect for crafting lifelike
figures, especially during the 18™ century.
From imitation fruits to religious figures,
wax was used in many art forms before
becoming a favorite medium for creating
stunning, realistic doll heads.

By the 19th century, two main methods
emerged: the wax-over-composite
technique, which was easier and cheaper, and the cast wax method, known for
creating incredibly detailed and lifelike expressions. These dolls often featured
hair implanted strand by strand, glass eyes and life-like painted features.

Some of the prominent makers, Montanari and Pierotti, to name but a few,
crafted iconic wax dolls prized for their intricate design. Though wax dolls faded
in popularity by the 1930s, their artistic beauty and realism contfinue to captivate
collectors and museumgoers today. These include lifelike wax figures, the most
famous of which are found in Madame Tussauds in London.

The National Museum's textile collection houses a wax doll (c. 1870). With her
blue glass eyes, blonde hair, pale translucent skin and Victorian-style dress, she
is a perfect example of the exquisite craftsmanship of the time.

2. %E BEAUTY OF FISH SCALES
Fish scale embroidery was very popular in the 19" century and was used to
decorate everything from mantel draperies and cushions to scarves and purses.
Fish scales were harvested from perch-like fish, carp, and even goldfish. Each
scale was carefully prepared to highlight its natural iidescence before being
sewn onfo luxurious fabrics like velvet, satin and silk. Gorgeous designs featuring
flowers like forget-me-nots and roses, butterflies and hummingbirds, were brought
to life with shimmering fish scales.

The process of fish scale crafting itself was incredibly meticulous: scales were
softened, pierced, and sometimes even coloured with varnish to make them
glow. They were arranged in overlapping patterns, and fine silk or gold thread
was used to perfect the designs.

Though this tfechnique was most popular in the Victorian England, it is still
admired today for its fimeless elegance.

3.“HOOKED” ON A BAG
Pockets in women's clothing were seldom considered a necessity or
fashionable. Even today, pockets are omitted from many female garments.
During the 17" century, women's mode did include a separate pouch or
pocket worn around the hips and hidden under layers of clothing, making it
very hard to reach.

To side-step this problem, women came up with an innovative solution — the
chatelaine. Dating back to the 16th century, a chatelaine was not originally a bag

at all. It was a decorative clasp worn at the waist, from which various tools and smalll
items dangled: scissors, thimbles, keys, watches, and even vinaigrettes. The name
comes from the French word chatelaine, meaning the mistress of a castle, because
she physically held the keys to the wine cellar and the pantry. As the chatelaine
grew in popularity, the designs became more elaborate, and materials used
included gold and silver inlaid with diamonds and enamel. Chatelaines were popular
with mothers and nurses, women who were responsible for many tasks all at once.
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By the late 19" and early 20" centuries, the
chatelaine handbag emerged, a small
purse hooked on the belt or waistband for
easy access and security.

The textile collection of the National
Museum houses a black velvet
chatelaine bag with an intricately
decorated silver frame and hook from
around 1880.

& Elmar du Plessis

4, 2ULU POTTERY — .CPATTERNS WITH PURPOSE

Zulu pottery is known for its elegant
shapes and detailed surface decoration. One of the most common and
important varieties is the ukhamba, a round beer pot traditionally used during
ceremonies and social gatherings. These pots are made by hand, usually by
women, from locally sourced clay.

What makes Zulu pots special is their decoration. Many are covered in fine,
repeating patterns made by stamping the clay while it is still soft. The tools
used for this are simple and often handmade — the end of a stick, a nail,

a piece of bone or even a fingernail. These tools leave tiny marks on the
surface, creating lines, dots or geometric patterns. The result is a design that
feels both rhythmic and balanced.

More skilled potters use what is called compound stamping. This involves tools like
carved wooden combs that can produce several rows of patterns at once. The
technique saves time and allows for more complex and detailed designs. Some
vessels also feature raised decorations. These are made by adding small balls or
coils of clay to the outside of the pot. These shapes can be purely decorative,

or they may hold special meanings depending on the potter's community or
purpose of the pot.

For amaZulu, the pot is more than a practical object — it bears cultural weight
and showcases the poftter’s craftsmanship.

d. §0THO POTTERY — &1 TRADITION IN COLOUR
In recent decades, Sotho potters have found new ways to combine
fraditional techniques with more modern, colourful styles. Their earthenware
is still shaped by hand and decorated using long-established methods, but
today, many bowls are painted with bright enamel colours that add energy
and freshness to the well-known forms. The process begins in a traditional
way: a clay pot is shaped, smoothed, and then engraved with geometric
patterns, such as zigzags, triangles and interlocking shapes. These patterns
have deep cultural significance and are often passed down through
generations.

What makes many modern Sotho pots stand out is the use of enamel painfts.
Colours like red, blue, yellow and green are carefully applied between the
engraved lines, creating a strong contrast and a striking visual effect.

The introduction of enamel paint began as potters responded to new
materials and new audiences, such as tourists and art collectors. Even so,
the pots continue fo hold cultural value. Many are still used in everyday life
and for important ceremonies. At the same time, they are now appreciated
as decorative or collectible art pieces in galleries and homes, both in
southern Africa and abroad.

Sotho pottery shows how tradition can adapt and grow. It is a living example of
how artists can honour their heritage while also exploring new ways of expression.
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Foreign royals who have visited
Bloemfontein, 1860-1947

By Derek du Bruyn

uring the first nine decades of
D Bloemfontein’s existence as

capital of either a Boer republic
or a British territory, the city received
an impressive array of royal visitors from
abroad, particularly from Britain. While
all of them visited Bloemfontein as part
of a tour of the central region or the
whole country, they either insisted or
were keen on visiting the city. This is
remarkable considering Bloemfontein’s
long-standing but undeserving
reputation as a so-called “sleepy town
in the middle of nowhere”. Perhaps
trying fo avoid the impression of the
"dorpiest dorp” was the reason why the
city’s bureaucrats always went out of
their way to roll out the proverbial red
carpet for the royalty. Bloemfontein's
residents also played their part — even
those who thought the royal visits had
nothing fo do with them.

In August 1860, when Bloemfontein was
barely a village, it hosted its first royal
visitor. He was still a minor: Prince Alfred
(1844-1900), the 16-year-old second
son of Queen Victoria. Later he would
become the Duke of Saxe-Coburg

and Gotha named after the House of
Saxe-Coburg and Gotha (also House
of Hanover; House of Windsor since
1917). The Prince was accompanied
by Sir George Grey, Governor of the
Cape Colony, on a trip to the Orange
Free State republic. Bloemfontein's
predominantly English-speaking and
pro-British residents welcomed the
Prince with Union Jacks and fireworks.
Prince Alfred’s visit is not remembered
for high-level talks with the republican
government but for the massive game

hunt that was arranged for him at
Bainsvlei outside Bloemfontein. On

24 August, between 5,000 and 6,000
animals were shot by the Prince and
his huge hunting party. For many years
since the Prince’s visit, Bloemfontein
celebrated 23 August as a public
holiday.

Bloemfontein had to wait 47 years
before another royal paid a visit.

This time it was not a member of

the British royal family but one from
Portugal’s House of Braganca who
came to town. The 20-year-old Duke of
Bragancga (1887-1908) officially visited
Bloemfontein on 26 August 1907. He was
also known as the Portuguese Crown
Prince, Dom Luis Filipe. The Duke had
been invited to visit Bloemfontein after
his tour of Portugal’s colonies in Africa.
At the time of his visit, Bloemfontein was
the capital of a British colony, namely
the Orange River Colony (1902-1910;
later the Orange Free State).

Bloemfontein's colonial bureaucrats
were not only known for following
protocol to the letter but also for
staging spectacular receptions for
foreign dignitaries. The Duke's visit did
not disappoint; it was a glamorous
affair that included a polo match,
Scottish dancing, and a formal ball
at the Old Presidency. Reportedly,
the energetic Duke enjoyed the ball
so much that he danced until three
o' clock the following morning! Dom
Luis Filipe's visit was memorable for
different reasons: while Bloemfontein's
women had an opportunity to see
“the handsomest Prince in Europe”,

A hand-drawn sketch of Prince Alfred, c. 1860.
(Source: National Museum)

the thousands of Portuguese flags
and Union Jacks that decorated
Bloemfontein’s streets provided a
spectacle for everyone else to enjoy.

The next British royal who set foot on
Bloemfontein soil was the British Crown
Prince, better known as the Prince

of Wales and later as Edward VIl
(1894-1972). He visited Bloemfontein

on 25 and 26 May 1925 when South
Africa was a dominion (self-governing
territory) of the British Empire. The visit of
the young Prince — he was a romantic
hero of his fime - caused a frenzy
among Bloemfontein residents long
before he arrived. What does one wear
in the company of a Prince? “[This]

is not an occasion for caution and
‘making do'"”, the local newspaper, The
Friend, advised those who were invited
to one of the social events held in the
Prince’s honour.
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One of the highlights of the Prince’s visit was a formal ball
hosted in the new market building in fown. It was attended

by more than a thousand guests, including the Prime Minister,

General J.B.M. Hertzog. The main hall was decorated with
festoons and illuminated with two thousand light bulbs. The
Prince also set aside time to meet with Bloemfontein's black
community leaders; some of the barena were dressed in

top hats and tails to show their respect. To the contrary, the
local branch of the ANC boycotted the event in protest of
the Bloemfontein Municipality’s racial policies. A special rose
garden in King's Park was laid out in the Prince’s honour and,
later on, King Edward Road in Willows was named after him.

bachelor. During his two-day visit (27 and 28 February), the
Prince unveiled the cornerstone of Bloemfontein's new city hall.
Notwithstanding Bloemfontein’s growing anti-British Afrikaans-
speaking segment, most residents were still pro-British and pro-
monarchy. Similar sentiments were also noticeable at the show
grounds when the Prince received an address of loyalty to the
British Crown from Thomas Mapikela, Bloemfontein’s Headman
of Locations. A brass ‘Kiltie band’, complete with bagpipes and
band members dressed in Scottish outfit, welcomed the Prince.

Spectacular as they were, the visits of the Prince of Wales
and Prince George pale in comparison with the visitation

The Portuguese Crown Prince and Duke of
Braganga, Dom Luis Filipe, dressed in military uniform,
undated. (Source: Wikipedia)

The fact that Bloemfontein was widely praised for the
exemplary way in which the Prince of Wales was hosted meant
that the city was not to be overlooked for future royal visits.
Therefore, it was no surprise that his younger brother, Prince
George, later the Duke of Kent (1902-1942), was keen to visit
Bloemfontein as part of his South African tour in February 1934.
Because his visit took place shortly after the Great Depression
of 1933, the event was a scaled-down affair compared with
his brother’s visit nine years earlier. Still, there was no lack of
enthusiasm among Bloemfontein’s residents and, once again,
they rolled out the red carpet with gusto.

Thousands of people waving Union Jacks lined up on
Bloemfontein's streets to get a glimpse of the distinguished

A portrait of the Prince of Wales,
c. 1925. (Source: National Museum)

Bloemfontein's new market building decorated with streamers and light
bulbs for the royal ball, 1925. (Source: National Museum)

Prince George during his visit fo
Bloemfontein, 1934.
(Source: National Museum)

of the entire British royal family to Bloemfontein in March 1947.

The sojourns of the two Princes paved the way for the most
spectacular of royal visits, namely that of King George VI (1895-
1952), the reigning British monarch, his wife Queen Elizabeth
(1900-2002), and their two daughters, Princess Elizabeth (later
Queen Elizabeth II; 1926-2022) and Princess Margaret (1930-2002).
They visited Bloemfontein from seven to nine March as part of their
South African tour. At the time, Bloemfontein had its fair share of
republican-minded anti-monarchists who either ignored the visit
or stood apathetical towards it. The royals, especially the Queen,
responded to this prejudice with a “charm offensive”. Seemingly,
it worked because in Bloemfontein there was no lack of public
interest in this glorious event; in fact, the royal party found
“hysterically cheering crowds” everywhere they went!

Prince George accepts an address of loyalty to the British Crown from
Thomas Mapikela on behalf of Bloemfontein's black residents, 1934.
(Source: National Museum)
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Instead of sleeping in the White Train — the royal party’s
‘home’ for the duration of the tour — they stayed at the
Governor-General’s official residence (presently known as
the Oliewenhuis Art Museum). There, the family could take
respite from the multitudes of well-wishers who came from
all over the Free State to get a glimpse of the world's most
famous monarchic family. The royals certainly needed as
much rest as they could get because their schedule was
crammed with social events, including a tea party in King's
Park and a formal ball in the city hall. At the King's request,
the regal household also paid a visit to Batho Location,
where they received an address from Bloemfontein's black
community. Despite the event being boycotted by the
local ANC, thousands of black people gathered at the
Masenkeng sports ground to see the royal family. A mass
choir performed God save the King, but they were barely
audible above the voices of thousands of spectators who
spontaneously joined in.

The significance of Bloemfontein’s royal visits must not be
overestimated; at least not from a political perspective.
Those were essentially social and cultural events that
seldom achieved long-term political objectives because
of their predominantly symbolic nature. Anti-monarchist
sentiments and political undercurrents notwithstanding,
Bloemfontein's residents — white and black — always
managed to temporarily set their differences aside

to receive the visiting royalty not only with dignity but
with pomp and splendour. While it may be argued

that Bloemfontein staged the impressive receptions to
compensate for the city’s shortcomings, the royal visitors
experienced the hospitality shown to them as sincere.

Moreover, it may be argued that the mystery that always
surrounded royal families — including the House of Windsor
and the House of Braganca — was an important ingredient
that contributed to the success of Bloemfontein's royal visits.
Whether it was loyalty to the Crown, curiosity or excitement,
the urge to see the royals up close was too strong to resist.
Finally, the fact that the British royal family members, in
particular, presented themselves as beacons of stability and
continuity, might have been reassuring for ordinary citizens
during times of change and upheaval. With its good amount
of social and political turbulence, Bloemfontein was certainly
no exception; however, this did not prevent the city from
rolling out its red carpet of hospitality and respect.

The British royal family under the pergola in the garden at the Governor-
General's residence where they stayed during their Bloemfontein visit,
1947. (Source: National Museum)

a platform on the far left, 1947. (Source: National Museum)
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Carlos Gongalves Nascimento Achadinha, 1956.
(Source: Achadinha Private Collection)
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By Derek du Bruyn

arlos Achadinha was 18 years old when he left

the small town of Estreito da Calheta on the island

of Madeira, Portugal. Not only did he leave his
childhood home behind but also his homeland, when he
decided to explore opportunities in South Africa. Carlos left
Madeira in 1947 and, like many other Portuguese men who
were searching for greener pastures, he travelled by ship to
Lourenco Marques (Maputo), the capital of Mozambique. At
the time, Mozambique was a Portuguese colony and a key
point of entry — legal or illegal — into South Africa. While some
Portuguese waited in Lourenco Marques for their carta de
chamada (immigration documents) that allowed them to
enter South Africa legally, others entered the country covertly.
Carlos's second eldest son and namesake, Carlos Achadinha
Junior, explained that his father and a group of Madeiran men
came to South Africa “on foot” via Swaziland (Eswatini). A
shorter route through the Kruger National Park, teeming with
predators, seemed to be too risky.

The Madeirans — a "bunch of them” — according to Carlos
Junior, headed straight to Pretoria, where Carlos Senior had
a brother, Anténio Achadinha. Their immediate priority was
to apply for South African work permits. They were assisted by
Manuel Coutinho, a local Portuguese who acted as mediator
between undocumented Madeiran immigrants and the

local immigration office. The fact that Carlos had a brother
in Pretoria made life easier for him compared to other
undocumented immigrants who were often left at the mercy
of documented Portuguese, who exploited them as cheap
labour. While waiting for his ‘green card’, Carlos found a job

A leader among
Bloemfontein’s Portuguese: <
The story of Carlos
Achadinha
(1929-1985)

The picturesque town of Estreito da Calheta, Madeira, undated. (Source: Achadinha Private Collection)
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on a vegetable farm near Boksburg and Benoni on the East
Rand. His initial intention was to work in South Africa for some
time to earn enough money to return to Madeira to marry
and start a family.

Carlos became absorbed in his new life in South Africa, but
Madeira was never far from his mind. In fact, he was torn in two
because the love of his life, Maria de Agrela Pereira Luis, was still
on the island. In 1955, Carlos returned to Madeira to marry Maria.
The following year, he travelled back to South Africa with a ‘green
card’ that allowed him to live and work in the country. For four
years, Carlos and Maria maintained a long-distance marriage; he
lived in South Africa, and his wife and daughter, Goretti, lived in
Madeira. They only joined Carlos in South Africain 1960.

It became clear that the hard-working and ambitious

Carlos not only had a talent for growing vegetables but

also for selling them. According to Carlos Junior, his parents
spent some time in Johannesburg before Manuel Coutinho
convinced Carlos Senior to join him in a business venture in
Bloemfontein. The two of them, who had previously visited
Bloemfontein, formed a partnership and started Republic
Wholesalers in the city in 1960. Owing to his contacts with the
immigration office, Manuel could arrange ‘green cards’ for
unemployed Madeiran men to come to Bloemfontein to work
for him and Carlos.

Although Carlos was doing well for himself in his adopted
country, he and Maria still longed for Madeira. He owned
a property on the island that he leased. In 1967, Carlos
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Carlos and Maria Achadinha on their wedding day in Madeira, 1955.
(Source: Achadinha Private Collection)

Carlos Achadinha's ‘green card’, 1956.
(Source: Achadinha Private Collection)

and his family returned to Madeira “for good”, to quote
Carlos Junior. However, things did not work out for them
because the tenants refused to vacate the property. To
make matters worse, Madeira’s strict property laws protected
the tenants from being evicted. After only six months on

the island, the Achadinha family returned to Bloemfontein,
where opportunities beckoned. Back in Bloemfontein, the
Achadinha family settled in a house in Universitas, where
Carlos and Maria created a haven for their seven children:
Goretti, Venceslau (Vench), Carlos, Fatima, Pedro, Francisco
(Frankie) and Lucia (Lucy).

For Carlos, it was literally back to business when he and two
other Portuguese men purchased a farm in Bloemspruit near
the well-known Irene Cash Store. This farm, and other nearby
rented farms, provided enough land to grow a steady supply
of vegetables. Later, another farm on the Jagersfontein Road,
known as Pampieta, was purchased. Most of the fresh produce
were sold at Bloemfontein's market. Thanks to Carlos’s business
skills and ability to spot opportunities in the local food market,
he decided to venture out on his own. He starfed small when
he opened Shannon Cash Store in 1976. Instead of selling
groceries, Carlos focussed on fruit and vegetables only. A year
or so later, he sold the grocery store and opened Portuguese
Gardens on Zastron Street. This small fruit and vegetable store
was the first of several iconic fresh produce shops that served
Bloemfontein residents. During the 1970s, Carlos emerged as a
prominent Bloemfontein businessman.
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Carlos Achadinha, seated in a deck chair on the far right, on the Queen
Elizabeth passenger ship at the time of his family’s return to Madeira, 1967.
(Source: Achadinha Private Collection)

Carlos Achadinha with six of his seven children in front of the family’s
Universitas home, c. late 1960s. Lucy, the youngest child, was not yet born
when the photo was taken. (Source: Achadinha Private Collection)

At the time when Carlos ventured into the fruit and
vegetable business, most of the grocery stores in
Bloemfontein did not sell fresh produce. Local consumers
relied on small-scale greengrocers (mostly Portuguese- and
Greek-owned) for their fresh fruit and vegetables. It was a
lucrative market and Carlos did not wait for others to fill the
void. Shortly after opening the Portuguese Gardens, Carlos
and a partner opened Truckman, a fruit and vegetable
store on one of the corners of the old market building in
town. The success of these two stores prompted Carlos to
venture bigger - in the mid-1970s, he opened the well-known
Westdene Fruiterers, and in 1979, he started Brandwag
Fruiteries. Over the course of time, Westdene Fruiterers
expanded and became a landmark on Second Avenue.

Carlos Achadinha'’s rise to prominence as a business
leader coincided with his becoming a mentor among
Bloemfontein's growing Portuguese community. According




Bloemfontein's old market building, where Carlos Achadinha sold some of his fresh produce and owned a fruit and
vegetable store named Truckman. This photo was taken in 1969. (Source: National Museum)

to Carlos Junior, he was friends with everyone, including the
alfacinhas (the nickname for Portuguese from Lisbon). He
helped many Portuguese, especially Madeirans, to obtain
the necessary immigration papers. Taking into account

the challenges involved in starting a business from scratch

in a foreign country, many Madeirans became successful
greengrocers and café owners remarkably quickly. The fact
that they could learn from an experienced businessman was
to their advantage.

Despite being a loyal and proud Bloemfontein resident,
Carlos Achadinha never forgot his Madeiran roots. As a lover
of Madeiran vinho (wine) he brought the island’s centuries-
old winemaking tradition to Bloemfontein. Carlos constructed
big vine trellises on his property, where he cultivated several

Portuguese
Gardens
114 Zastron Street
Under New Management
FRESH CARROTS
$rom our garden
| a large bunch 28e
FRESH BEETROOT
from our garden
& large bunch .. 298¢
Large CAULIFLOWERS
each ............ S Lo 53¢
15T GRADE ONIONS
10 kg bag ... R2.65
15T GRADE POTATOES
15 kg bag ... R3.75
GOLDEN DELICIOUS
| APPLES, a box RZ09
| GRANNY SMITH
| APPLES. a box R2.9%
POT PLANTS at Lowest
FPrices
“Contractors to Samba-
LP10764

An advertisement for the
Portuguese Gardens that
appeared in The Friend

newspaper soon after Carlos

Achadinha had sold the

business. Note the prices of

the fruit and vegetables.
(Source: The Friend)

grape varieties. He even built
his own winepress. His daughter,
Fatima, remembered that all
the Achadinha children helped
their father with the laborious
winemaking process. In addition
to the Madeiran culture, Carlos
also brought the Madeiran trait
of diligence to Bloemfontein
and, subsequently, he instilled

it in his children. Carlos Junior
and his sister Lucy remembered
that every day after school,

the Achadinha children had

to work in their father’s shops.

In addition to their schoolwork,
helping in the stores “was our
homework”, Lucy said.

Tragically, the lives of both
Carlos and Maria Achadinha
were abruptly cut short in
September 1985, when they
died in a horrific car accident
on the N1 outside Winburg.
The couple was refurning from
Johannesburg to Bloemfontein
with their son Venceslau when
an oncoming vehicle suddenly
swerved into their lane and

caused a head-on collision. While Venceslau miraculously
survived the accident, his parents and another four people
were killed. While the Achadinha couple’s untimely death

. -
Brandwag Fruiteries, c. early 1980s. The store’s attractive displays won
numerous awards. (Source: Achadinha Private Collection)

(Carlos was 56 and Maria only 47) had a huge emotional
impact on his family, Bloemfontein's Portuguese community was
also hard hit. Carlos Achadinha's death left a huge void in a
community he passionately loved and served for most of his life.

Frankie Achadinha posing under his father's vine trellis laden with
ripening grapes, 1982. (Source: Achadinha Private Collection)
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Members of the Black People’s Convention (BPC), including President of the movement Winnie Kgware (1917-1998) in blue dress, attend the inquest of
South African anti-apartheid activist Steve Biko outside a courthouse in Pretoria, South Africa, in November 1977.
(Source: Gallo Images by Peter Jordan/Popperfoto via Getty Images)

By Khotso Pudumo

otlalepule Winifred (Winnie) Kgware (née

Monyatsi) was born in Thaba Nchu, Orange Free

State, on 27 October 1917. She was raised by her
aunt in Kroonstad and became a teacher at Thaba Nchu.
In 1942, she married a fellow teacher, William Kgware, who
later joined the University of the North at Turfloop (currently
University of Limpopo) as an academic and eventually
became the Turfloop's first Black Rectorin 1977.

She and her husband foured the United States of
America for six months in 1962-63 and she came home
inspired by the projects and organizations of African
American women.

46 T 5 q;}.q
‘Hﬂ & é‘ )

Motlalepule displayed her support for students in their protest
against the then government’s restrictions on campus. She

was vigorous in the Young Women's Christian Association
and other women's groups, helped Turfloop students form

organizations, and in 1967 was elected as the executive of
the newly formed University Christian Movement (UCM). She
launched the South African Students’ Organization (SASO) in
1968, after its breakaway from the UCM due to displeasure

by black activists with the latter organization’s all-white

national executive committee.

The first national conference of the Black People’s

Convention (BPC) took place in Hammanskraal from 16 to



17 December 1972, with over 1400 delegates in attendance.
The conference elected an executive committee comprising
Winnie Motlalepule Kgware (President), Madibeng
Mokoditoa (Vice President), Sipho Buthelezi (Secretary
General), Mosibudi Mangena (National Organiser), and Saths
Cooper (Public Relations Officer).

Kgware became the first president of the BPC formed in 1972,
and Steve Biko was one of the founders of the BPC, which
functioned as an umbrella organization of Black Consciousness
Movement. Five years later, the BPC was amongst the
organizations banned by the Apartheid Government.

In 1977, when Security Police stopped a bus of mourners

to prevent them from proceeding to Steve Biko's funeral

in Ginsberg, Eastern Cape, the 66-year-old Winnie Kgware
managed to evade the police and hitched a lift all the way
to King William's Town (now Qonce) to attend the funeral.

In tfime, this would become one of the most memorable
incidents regarding Winnie Kgware. During the Biko inquest in
late 1977, Winnie led the daily singing by spectators outside
the Pretoria Palace of Justice.

Winnie's transition from wife and mother to activist and
figurehead of a party is instructive in several ways, her
Christian beliefs were the impetus that prompted her own
politicization through the University Christian Movement. She
campaigned for more press coverage of student protests

at Turfloop, and of what she perceived as the persecution
of the UCM by the then Turfloop’s Rector J.L. Boshoff. In
addition to her political activism, Mrs Kgware was a teacher
at Mankweng Hwiti High School, just outside the Turfloop
gates. There, she helped expose her students to some of the
political movements that were growing at the university.

As a mother, wife and teacher, she was an ideal figure to
lead the BPC because she as a middle-aged Black woman
represented the demographics that the more radically
active students hoped to reach. Winnie and William had
three children Bob, Manana and Pinky Kgware who were
also anti-apartheid activists.

While Winnie became more politically active in the BPC, her
husband started distancing himself from political activism
after the death of their son Bob. Shortly after their refurn from
a UCM conference in the USA, Bob was killed by unknown
assailants by driving a bicycle spoke through his heart.

Manana and Pinky were both active in the SASO on
campus at Turfloop. Manana was part of the first executive
committee under Steve Biko and continued her activism
when she graduated from Turfloop as a teacher and moved
to Thaba Nchu in the Orange Free State.

At the end of her tenure as the BPC president and amidst
the banning of political organizations, Winnie Kgware retired
from formal politics and returned to her hometown.

Winnie was awarded the Steve Biko Award for her role in the
struggle, and in 2003 President Thabo Mbeki conferred her
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Image of the Order of Luthuli
(Source: The Presidency Republic of South Africa)

the Order of Luthuli in Silver posthumously for her outstanding
leadership and lifelong commitment to the ideals of
democracy, non-racialism, and peace and justice.

Winnie Kgware passed away in 1998, after a long life of
teaching and political struggle. She was a remarkable
woman and a heroine who played her part in the liberation
of South Africans from the shackles of apartheid.
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N ancient arachnid Lazart

Figure 1: A male hooded tick-spider (Ricinulei: Ricinoididae) from Ecuador showcasing one of the arachnid order’s most distinguishing features, the folded
down hood, or cucullus, at the front of the carapace. This structure both covers and protects the animal’s mouthparts. Combined with the lack of any
prominent eyes, many a first-fime observer may mistakenly think that this ricinuleid is lacking a head. Also of note is the distinctly enlarged and swollen

second pair of legs, acting as antennae or to fend off rivals in males. © Philipp Hénle 2019, CC BY-SA 4.0.
https://commons.wikimedia.org/wiki/File:Hooded_tickspider_(Ricinulei).jog

By Jan Andries Neethling

n primeval forests of West Africa and

Central America, as well as in the dark

and hidden corners of caves in Texas,
plods along a littfle-known, enigmatic,
small and blind arachnid in search of
prey. It belongs to the smallest arachnid
order, the Ricinulei, and is commonly
referred to as a hooded tick-spider.
Looking like a mix between a stout-
bodied spider, a tick, a World War Il tank
and just a dash of harvestman, it tracks
its victim by chemical scent and minute
vibrations. When near, it lunges and
grasps its imminent meal with two claws
at the tips of the short arms protruding
from the bottom of its thickly-armoured
body. Then, raising an armoured
hood at the front of its cephalothorax
it reveals its prey’s demise, a pair of
claw-like mouthparts designed to rip
it apart so that the arachnid can feed
on the liquids contained within. This, of
course, sounds quite terrifying. And if
you were a small soft-bodied arthropod
such as a termite or springtail, this
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could very well end badly for you. But,
at only around 5-10 mm in length and
being completely non-venomous, these
fearsome little arachnids are completely
harmless to a human.

Every facet of these strange arachnids
is fascinating. Starting with their
discovery, the first ricinuleid specimen
was described in 1837 by noted

English geologist William Buckland

from a fossil found in an ironstone
nodule from the ~300-million-year-old
Coal Measures of Coalbrookdale,
Shropshire, in England. Due to the
specific morphology of that particular
species bearing a single median furrow
down its abdomen, giving it the distinct
appearance of having beetle elytra,
which are the hardened protective
casings over the membranous wings of
beetles, it was erroneously identified

as a type of an ancient weevil and
named Curculioides. One year later,

in 1838, the first living representative

of Ricinulei was described as a
harvestman by a French entfomologist
Félix Edouard Guérin-Méneville from
a specimen collected in West Africa.
In the following years a small number
of both extant and fossil species
were discovered by various scientists,
although it wasn’t until 1884 that

the Curculioides fossil described by
Buckland was finally recognized as a
type of arachnid and placed within
the Anthracomartidae, a family of
extinct arachnids often found in the
Carboniferous Coal deposits. In a
footnote in his 1902 paper, a British
zoologist named Reginald Innes Pocock
noted for the first time the similarities
between Buckland'’s fossil and the
living species of hooded tick-spiders.
Then in 1904, two Danish scientists,
Hans Jacob Hansen and William
Sgrensen, published a seminal work,
separating the hooded tick-spiders
from the harvestmen and establishing
the Ricinulei as a separate order



for the former. Then finally Pocock,

in a monograph on fossil arachnids
published in 1911, placed all the fossil
tick-spider species together with their
present-day relatives, unifying the
extinct and extant Ricinulei.

This now meant that the misidentified
fossil hooded fick-spiders, once thought
to be extinct, were still very much alive,
cementing the Ricinulei as a Lazarus
taxon. The biblical reference applies

to organisms that were first described
as fossils, and though to be extinct,
only to subsequently be rediscovered
as living, thus ‘resurrecting’ them.

Such is the famous example of the
coelacanth. Originally thought to have
gone extinct approximately 66 million
years ago in the Late Cretaceous,

a living population of this fish was
discovered off the coast of South Africa
after Marjorie Courtenay-Latimer, a
museum curator, spotted a coelacanth
specimen among the catch of a local
fisherman in 1938.

Regarding their morphology, hooded
tick-spiders possess a number of truly
unigue and strange adaptations.
Foremost is the cucullus, a hinged plate
at the front of the cephalothorax that
can be raised or lowered and acts as a
shield, protecting the arachnid’s claw-
like jaws called chelicerae. Among
arachnids, this structure is unique to the
Ricinulei, and is what the ‘hood’ in their
common name refers to. The second
part of the hooded tick-spider name
refers fo how the two parts of their
bodies (the cephalothorax at the front
and the abdomen at the back) seem

to be fused together like those of a tick.

This is due to a fascinating mechanism
possessed by ricinuleids that allow
them to ‘hook’ their abdomens into
their front carapace, thus hiding their
vulnerable and flexible waist called the
pedicel. During mating and egg-laying
these arachnids can freely release
their front and back body segments,
allowing the male to both load his
genital apparatus with sperm, as well
as giving him access to the female’s
reproductive opening during mating.
Another unique morphological trait of
the Ricinulei is the nature and position
of the male’s sperm transfer apparatus,
which is located, bizarrely, near the
tips of the third pair of his walking

legs. These structures are often just

as complex as those found in the
pedipalps of male spiders and each
species’ unigue morphology acts

as a type of ‘lock-and-key’ during
mating. During the act, the male will
climb atop the female and latch on
with two front pairs of his walking legs,
then reach around from behind the
female's back with the third pair of
legs and use the specialized structures
at their fips to transfer a sperm-
packet, called a spermatophore, to
the female.

Despite lacking true image-forming
eyes, hooded tick-spiders are still
very much capable of reacting

to changes in light intensity due

fo the presence of specialized
light-sensitive regions on their
carapace. However, they mainly
rely on detection of mechanical
vibrations and chemical signals for
environmental awareness. To this end,
the second pair of their walking legs

are elongated and act in the same
capacity as antennae in insects.

The grasping and manipulation of
prey is done with a pair of short
appendages, called pedipalps,
bearing small pincers at their tips.

All arachnids have pedipalps, and
each arachnid order’s pedipalps
are uniquely adapted to serve a
particular function. The pedipalps

of scorpions and pseudoscorpions,
for example, form multi-segmented
grasping claws, while in spiders they
often act as another pair of walking
legs until a male spider matures and
their pedipalps develop specialized
bulbous mating organs at their tips.
But, unlike the majority of arachnids
where the pedipalps emerge from the
front of the carapace and in front of
the first pair of walking legs, ricinuleid
pedipalps emerge from behind the
mouthparts and below the first pair
of walking legs. This allows them to
manoeuvre prey below their bodies
and up towards their mouthparts.

C
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Figure 2: Digital microscope photographs of a male Pseudocellus monjarazi (Ricinulei: Ricinoididae)
from Mexico. A. A top-down (dorsal) view of the entire ricinuleid, showcasing a number of
fascinating morphological characters found within this arachnid group. Of particular note is the
foldable hood (cucullus) at the front, the absence of any recognizable eyes, the ridged interlocked
front (cephalothorax) and back (abdomen) body parts, the elongate second pair of legs that
are used as antennae, the two small pedipalps used to grasp and manipulate prey sticking out
between leg pairs two and three, and the complex mating apparatus at the tips of the 3rd leg pair.
B. A ventral view of the cephalothorax depicting the underside of the hood (cucculus), as well as
the attachment points of the pedipalps. C. The anatomy of the left mouthpart (chelicera). These
claw-like structures are used to rip prey apart. (Modified from Valdez-Mondragdn & Francke 2013)
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Figure 3: Close-up digital microscope photographs of the intricate mating apparatus found at the tips of both of the 3 pair of walking legs of a male
Cryptocellus chimaera from Ecuador. A. Front view showing the complex copulatory organ folded in its protective sheath. B. Back view of the same
structures. (Modified from Botero-Trujillo & Valdez-Mondragdn 2016)

As strange as this arachnid’'s morphology is, it has remained
virtually unchanged for over 300 million years. If you could
go back in time to a Carboniferous forest you would be
able to find these very arachnids, with the only major
difference being that some species possessed true eyes,
were somewhat bigger and could be found wandering on
the lower trunks of trees, instead of under deep ledf litter.
Their body plan has survived the splitting of the Gondwanan
supercontinent, the Carboniferous Rainforest Collapse, the
great demise of the Permian/Triassic extinction, the Triassic/
Jurassic and the famous Cretaceous/Paleogene extinction,
which ended the reign of the dinosaurs. While the trilobites
vanished and Tyrannosaurus rex fell, these armoured little
arachnid tanks adapted and survived, switching from living
on the bark of Carboniferous trees to exploiting niches

well suited for their morphology, in the subsoil beneath the
rainforest floor or in the complete darkness of subterranean
caverns.

There are currently 104 known extant hooded fick-spider
species, making the Ricinulei the smallest and

arguably one of the most enigmatic arachnid

orders. But more than that, they are true 7}
living fossils that allow scientists to
glimpse the ancient biology of
the Carboniferous period.
They are a living

link to a world

that vanished \
some 300 million

years ago.
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uMkhonto weSizwe veteran Hauser
Togoe in exile in Maputo (1980-1982)

Elias Mokhooa (Hauser) Togoe,
2025. (Source: National Museum)

By Derek du Bruyn

1994) is a multi-layered saga that is still being uncovered.

This process involves oral interviews with veterans and
in-depth research conducted in archives and repositories of
anti-apartheid movements worldwide. During this ongoing
exploration, previously overlooked and unknown aspects of
the freedom fighting have emerged. Typically, these ‘hidden
histories’ involve the lives and lived experiences of the foot
soldiers in both the political resistance and armed battle
against apartheid. In practical terms, what did it mean to
go into exile to join the armed struggle2 How did life in exile
impact the cadres’ daily lives? In which language(s) did the
cadres and freedom fighters communicate? South Africans
and foreigners who volunteered to join the struggle often
ended up in countries that were culturally very different from
their own, not to mention the languages that were spoken
there. Among the thousands who joined the resistance in the
late 1970s was a struggle veteran Elias Mokhooa Togoe, alias
‘Hauser’ Togoe. Hauser was a nickname derived from the
Howitzer artillery weapon.

The history of South Africa’s liberation struggle (c. 1960-

Born in 1960, Hauser Togoe grew up in Mangaung during the
1960s and 1970s. He said he became aware of apartheid and

SOUTH AFRICAN ORAL
HISTORY LIBERATION

—HERITAGE PROJECT—

the struggle "at a very tender age” after he saw how black
people were treated by whites in Bloemfontein. The “harsh
conditions and realities” created by the apartheid system
sharpened his political awareness. When Hauser reached

the senior levels at Sehunelo Secondary School in the Batho
township, he began discussing politics with his classmates.
Some of his politically aware teachers also taught him to “see
the bad and the ugly of the apartheid system”. The young
Hauser also developed an interest in languages and literature.
George Orwell's Animal Farm (1945) made a huge impression
on him. In 1978, when Hauser was doing Form IV (comparable
to Grade 11), he joined a student organisation called the
Bloemfontein Youth Student Movement. It was at one of

the organisation’s meetings that Hauser and some of his
classmates decided to go into exile to “learn other methods of
advancing the cause of the struggle”.

Sehunelo Secondary School on Hamilton Road, Batho, c. 2019.
(Source: National Museum)

Half-way through 1978, Hauser left school and “skipped the
country” by clandestinely entering neighbouring Lesotho

via Ficksburg. He stayed in the New Europa refugee camp,
where he was introduced to “the life you have envisaged [for
yourself]”. Hauser joined uMkhonto weSizwe (MK), the armed
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wing of the African National Congress (ANC), as a crusant
(recruit). Subsequently, he was sent to the Matola transit camp
in Mozambique. When Hauser was offered a choice between
finishing his schooling or signing up for military training, he
chose the latter. In Mozambique, a former Portuguese colony
that gained independence from Portugal in 1975, he was
infroduced to Portuguese for the first time. Thanks to his talent
for languages, he picked up a few Portuguese words. Little did
Hauser know that his fime in Mozambique, albeit brief, would
prepare him for a future assignment that would require him to
speak Portuguese fluently.

Hauser was deployed to Angola to complete a six-month
military training course. Angola was another former Portuguese
colony that gained independence in 1975. After spending
some time at the Viana transit camp, about 20 km outside
Luanda, he was transferred to the Pango military training
camp, farther away. Many MK training camps in Angola were
situated on former Portuguese colonial-era coffee plantations,
with Porfuguese names such as Viana, Fazenda and Quibaxe.
As it was customary among MK cadres, Hauser adopted the
nom de guerre ‘Fortunate Maleka’. After completing only four
months of the training course, he was chosen to join a group of
40 cadres who had to attend a guerilla warfare commander’s
course at Teterow in East Germany (German Democratic
Republic; GDR). Hauser specialised in the Military and Combat
Work (MCW) and handling of firearms. In addition to learning
survival skills, he also learned to speak some German during his
six months in the GDR.

Hauser returned to Angola, where he was once again
stationed at the Viana transit camp; this time, as a commissar
(mentor) responsible for recruits who arrived there from South
Africa. After almost a year at Viana, he was selected to go
to the *Mozambican front” at the end of 1980. Hauser was
deployed to the ANC offices in Maputo (formerly known as
Lourenco Marques), where he worked as an immigration
officer. He explained that he was assigned “the task of
dealing with immigration of both underground and non-
underground structures of our organisation and machineries”.
In practical terms, this meant that Hauser had to receive

and orientate new struggle recruits from all over the world,
including South Africa and other African counftries “in the
front line” such as Angola, Swaziland (Eswatini) and Lesotho.
His first assignment was to learn Portuguese, a European
language that became the lingua franca of Mozambique
during 450 years of Porfuguese rule. Although Hauser had
been exposed to Portuguese before, he could not speak it
fluently. He and two other comrades, including an Afrikaans-
speaking lady who worked for Radio Freedom, completed a
three-month language course at the Institute for Languages
in Maputo. Their professor (teacher) was a mulatto (person of
mixed race) from Portfuguese-speaking Brazil.

Hauser's linguistic abilities enabled him to learn Portuguese
relatively quickly. The fact that he was surrounded by
people who spoke the language fluently helped a lot, as
he could practice his Portuguese simply by communicating
with them. Soon, Hauser could speak and write Portuguese,

Local fishermen wading ashore with downtown Maputo in the background, c. early 1980s. (Source: The Friend)
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Billboards from the Portuguese colonial era could still be seen in
downtown Maputo during the time when Hauser Togoe was based there,
1981. (Source: The Friend)

which was essential because his job involved “lots and lots
of paperwork”. Hauser had to complete multiple forms for
the incoming activists, some of whom were members of
antfi-apartheid movements in the USA, Britain, and Europe.
They were recruited by the legendary Joe Slovo (1926—
1995), who could speak Portuguese fluently. Hauser knew
Slovo well because, in the early 1980s, Slovo was based in
Maputo as a senior MK commander in charge of the Special
Operations Unit. While some activists and cadres who arrived
in Maputo remained there for some time, others were just
passing through. Forms had to be completed in Portuguese
for special visas to allow for the activists' legal entry (Guia
de Entrada), temporary residence (Guia de Marcha) or exit
(Guia de Saida) from Mozambique.

In Mozambique, Hauser became so familiar with the
Portuguese language and culture that he could comfortably
communicate with the locals, including whites who remained
in the country after the violent revolution of 1975. With some
regret, Hauser found that many indigenous Mozambicans
preferred to speak Mozambican Portuguese (Portugués
Mocambicano) instead of their native languages such as
Shangaan (Changana). During the early 1980s, Maputo

was still a predominantly Portuguese city. When Hauser
frequented downtown, he saw billboards dating from

the colonial period when South African whites referred to
Maputo as ‘L.M." He enjoyed relaxing in the Jardim Central
do Maputo, the city's lush public garden. Hauser's fond
memories of Maputo were also mixed with sadness, even
horror, because of violent incidents that reminded him and
his comrades that they were fighting a real war, whether in a
combative or non-combative capacity. For example, on 30
January 1980 the South African Defence Force conducted
araid on MK safe houses in the Matola suburb. Fifteen MK
cadres (sources differ about the exact number) and one
Portuguese citizen were killed.

Hauser Togoe posing in the Jardim Central do Maputo, c. early 1980s.
(Source: Hauser Togoe Private Photo Collection)

Towards the end of 1982, Hauser was redeployed to Lesotho
after approximately two years in Mozambique. Although

he was stationed in Maputo for a relatively short time, the
country, its people, their languages and cultures made a
lasting impression on him. Hauser's Portuguese has become
a bit rusty, but he picks it up quickly because “it is still here”,
meaning the language is still in his head. When he hears
Portuguese, the memories of his time in Maputo return, along
with the Portuguese vocabulary he so diligently learned

at the language institute. Hauser's comrades, colleagues
and friends in Maputo were a mixed bunch who spoke a
multitude of languages; yet, because of the unifying effect
of Portuguese, they could communicate with each other.
They ‘fought’ in the liberation war together, even though it
was done in a colonial language.
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Material experimentation in
the ArfBankSA collection

By Niamh Walsh-Vorster

ithin the ArtBankSA collection, through annual
W acquisition cycles and Presidential Employment

Stimulus Programme (PESP) art creating initiatives,
an archive of photography-based artworks has been built.
These artworks are more than traditional camera-to-print
images, as the material life of the photograph through
experimental and hybrid forms employed by the artist has
resulted in new ways of presenting an image.

Moving beyond straightforward lens-based work, artists
such as Alka Dass, Vanessa Tembane, Lusanda Ndita and
Cheriese Dilrajh draw on personal domestic archives and
their family histories, as well as historical threads of place as
pinpoints for identity politics. These artists expand analogue
processes to rethink the photograph as object in physical
and digital forms.

From working with watercolour and screen-printing
processes, to film-based prints and digital collages, these
artists reconceptualise photography as tactile, layered
and materially expressive. The process and hybridisation
destabilises conventional documentary expectations and
opens up new ways of engaging with memory, identity and
the South African photographic archive.

Reclaiming the domestic archive and family narratives
through additional processes

Transdisciplinary textile artist Alka Dass' earlier work, which
forms part of the ArtBank collection, employs methods

of merging family analogue photographs with digital
processes. In her pieces | had gone long without feeling
sand between my toes, and smell of salt in my nose (Fig. 1)
and A ruin with no location (Fig. 2), Dass works with flower
pressing techniques and covers the faces of the people in
the images. The people are relatives, or friends of family. In
her interview to OATH magazine, Dass expressed:

“The pressed flowers are completely vulnerable. They are
fragile, dry, and brittle, just like the old photographs onto
which they've been placed ... and the delicate histories
those photographs carry into the present. | also feel the act
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Figure 1. Alka Dass, | had gone long without feeling sand between my
toes, and smell of salt in my nose, digital print, 84x84 cm, 2020.
ArtBank Contemporary Collection.

Figure 2. Alka Dass, A ruin with no location, digital print, 84x84 cm, 2020.
ArtBank Contemporary Collection.



of drying these pressed flowers is an
act of archiving in itself. Most of these
flowers are inextricably bound to my
culture and are quite literally grown by
my Nani's hand.”

Contemporary photographers such

as Lee-Ann Olwage have also used
flowers as a way to soften and give
life back to portraits and the people

in them. Olwage explains (Fig. 3), “the
flowers are used to create a playful
world where girls are shown exuding
pride and joy and in this way the
flowers are also used to reclaim their
futures and dreams and to re-imagine
the narrative of child marriage.”
Similarly, Dass’ use of flowers creates
a new, second (perhaps, third) life, as
she works and “re-processes” the once
developed, then scanned and printed
archival family photo. She takes the
image and adds her hand to the making
process, by gently applying flowers,
which took time to press, and then
digitally recording the final, new image.

Figure 3. Portrait of Purity Ntetia Lopores (14
years), a student at Kakenya’s Dream school in
Enoosaen, Kenya. «l love art and would love to

pursue music in the future.»
Image caption and source:
https://iwpa.fr/photographer/lee-ann-olwage/

In her more recent work, Dass employs
weaving methods both literally and

in the sense of the "generational
language” making. Dass’ practice

is focused on the use of storytelling,
embedded in a variety of mediums to

Figure 4. Alka Dass, Brothers in oversized coats, cyanotype with thread drawing, 83%123 cm, 2024.
Installation view, KINSA Gallery. Photo by Niamh Walsh-Vorster.

Figure 5. Alka Dass, Nana with boy nana on sofa, cyanotype with thread drawing, 100x100 cm, 2024.
Installation View, KZNSA Gallery. Photo by Niamh Walsh-Vorster.

address themes of frauma, memory,
belonging and migration. Nicole
Sarmiento writes, "Dass’ starting point
is always the personal and experiential:
her own multi-generational archives,
the stories they tell, the people, places
and fimes they belong to, in infimate
and ludic relationship to the handmade
and slightly unpredictable nature

of cyanotype - its sensitivity to light,
moisture, material and environment.”

With the intfroduction of cyanotype,
threading and embroidery, this
becomes almost a second generation
of her first works that involved a process
with less steps, resulting in a more
matured presentation of her family’s
home archive.

Lusanda Ndita, another artist whose
work forms part of ArtBank’s collection,
obsessively creates with the same,
limited archival material from his family,
specifically his maternal lineage.
Photographs of his mother as a young
woman, his grandfather’'s dompas

and images of uncles or men he does
or does not know are reworked in
different ways into various mixed-media
art pieces.

Suid-Afrika (Fig. 6) combines screen-
print processes to layer and storytelling.
The image of Ndita’s mother holding
him as a baby is clear and the
photograph is exposed positively onfo
the Fabriano paper he used. Screen-
printing as a process begins with
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creating positives, an opaque artworks printed or drawn

on transparent film (Fig. 7). These are placed on a light-
sensitive, emulsion-coated screen and exposed to the UV
light, which hardens the emulsion everywhere except where
the artwork blocks the light (Fig. 8). The unexposed areas

are then washed out, forming open stencils in the mesh.

Ink is pushed through the screen with a squeegee ontfo the
chosen surface, and additional layers or colours are built up
by repeating the process with separate positives and screens
for each layer.

Figure 6. Lusanda Ndita, Suid-Afrika, silkscreen, 42x59.6 cm, 2024. PESP4 Art
Creating Programme/ArtBank Contemporary Collection.

This methodology becomes lyrical in the meaning-making

of his work. The metaphorical layers of fime and distance,
history and memory (as faded figures, or overt imagery

of protagonists in his life history), this process reflects the
multitude of stories and experience that he, and many Black
South Africans, had during and post-apartheid.

The leads and mentors of The Inbetween project reflect

on Ndita’'s relationship between printmaking and his
employment of domestic documents like his grandfather’s
dompas. Ndita uses such documents as a means of
interrogation of labour both as a historical condition and as
an act of resistance. Here, Lusanda reclaims the medium
of print, fransforming a form historically tied to systems of
surveillance and control into one of subversion. His work
asks: Can mass production—once a tool of oppression—

become a method of rewriting history2 Can repetition create

disruption rather than order?

In Ndita's previous works (Fig. ?), he used Chinese cut-out
methods to remove the male figures in his domestic archives.
The process could be noted as a metaphor of violence and
erasure, a hangover experience of apartheid and what
happened to the men in his family when they worked as
migrant labourers.

Ndita’s shift to the repetitive motions of printmaking changes

his relationship with the photographs’ part of his domestic
archive. Similar to Dass, his work evolves, and new chapters

and interpretations of his family’s lineage emerge through the
reprocessing and the obsessive use of the images in the archive.
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Digital collage making to complicate memory and sites
of belonging

Much like Ndita, Vanessa Tembane is influenced by her
mother’'s memories and narratives of her mother’'s home
country, Mozambique. Tembane’s work wrestles with her
sense of loss and belonging, as a South African-born artist
with a Mozambican ancestry, a result of her mother’s
migration to a neighbouring country. Tembane uses collage
techniques and works with photographs made in South Africa
alongside images of her Mozambican relatives producing
hybrid compositions.

Figure 7 (left). Lusanda Ndita cuts out the printed positives on transparent
film. This work was created for the PESP4 Art Creating Programme. Figure 8

(right). Screens with the artworks, which are used to print with.



Figure 9. Lusanda Ndita, Untitled, photographic roll, hand cut-out (2022-ongoing work). Installation View, ‘Bazobuya... they are coming back’ by
Occupying the Gallery at Keyes Art Mile, Johannesburg, 2023. Photo by Niamh Walsh-Vorster.

Figure 10. Vanessa Tembane, Vocé pode ouvir as Ondas (Can you hear the waves), digital collage and acrylic on canvas, 84.98x126.93 cm, 2022.

Using a cut-out method to create
silhouettes of the family figures and
incorporating fabric detail from
capulanas, Tembane changes the
material nature of the images in her
work. Integrating textile, removing
people and re-representing them as
colourful, almost “other-worldly”, she
dives deep into themes of alienation,

ArtBank Contemporary Collection.

Othering, and the experiences of foreign
nationality and tensions of home. She
uses multimedia to make a layered
digital print, which surfaces these
narratives true to herself and her mother.

Tembane employs printmaking

techniques and crochet onto the images.

She utilises collages to tell stories about

her origins and to untangle (and perhaps
thread more complexity to a non-linear
experience) notions of her *home”, which
surfaces feelings of displacement while
giving space for new memories through
the colloge development. Tembane’s
style is not a conventional ‘stick-and-
paste’ with glue and paper, but involves
many other processes.
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Figure 11. Vanessa Tembane, watercolour digital print on fabriano, 420x297 cm, 2018.
ArtBank Contemporary Collection.

Cheriese Dilrajh, another artist whose
work is housed in the collection,
reminds viewers of the contemporary,
digital-age-esque presentation of
collage making.

Dilrajh describes her process in creating
the digital collages for the PESP3 Art
Creating Programme:

“I photographed in the city, and

then | furned them into collages on
my computer until it gave the feeling

| was trying to convey. The collage
emerged out of walking in the city

of Johannesburg as a practice. The
textures and rhythms of the city is
what became most important to me
and | was photographing moments
that | thought were visually interesting,
perhaps consciously or subconsciously.”

This intuitive making process differs
from approaches of Dass, Ndita and
Tembane, since Dilrajh makes the
images and creates vignettes of the
city as the moment arises. She starts
from scratch and works with the
unknown, as she needs to make her
images in order to begin assembling
them together to create a meaning.

Dilrajh’s practice is centred around
migration and multiculturalism, which

is prevalent in the content of her
colleagues. While the other mentioned
artists work with material where
meaning is pre-existing, Dilrajh prefers
to make sense and unpack her artwork
after, *I don't move with the intentfion
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of what something is supposed to

be. I'm constantly trying to arrive at
understanding.” The notion of “world-
making” often surfaces in how she
describes her work. This tactic allows
her process, specifically with her digital
art, to gather moments of the cities
she walks through, a process in itself,
to later sit and fransfer photos from
camera to computer. Dilrajh explains:

"l landed up with a variety of images
which | then put into photoshop. | cut
and edited them until it comprised

a collage that made sense to me.
During the January period | was able
to work on another image, again using
walking as a practice. | photographed
in the city, and then | furned them into
collages on my computer until it gave
the feeling | was trying to convey.”

Another key insight is that her process
requires her to step outside of a studio
space and engage with the outside
work, using photography as the entry
point info the world, which returns onto
the screen for others to view.

Among these four artists, their practices
have all fransformed over the years as
they experiment with different techniques
on how to manipulate, elevate and
rethink the layers in their work. The
photographs, often at the foundation of
their processes and practice, become
intertwined with fine-art thinking and
practical elements, which allows their
stories to become seeped in historical
and personal nuance.

Figure 12. Cheriese Dilrajh, Material Shop,
digital collage on archival paper, 21x29 cm,
2023. PESP3 Art Creating Programme/ ArtBank

Contemporary Collection.

Figure 13. Cheriese Dilrajh, Market, digital
collage on archival paper, 21x29 cm, 2023.
PESP3 Art Creating Programme/ ArtBank
Contemporary Collection.

References and footnotes

Art Joburg, "Alternative articulations since nothing
is linear,” FNB Art Joburg, 27 March 2025. https://
artjoburg.com/alternative-articulations-since-
nothing-is-linear

Jade Nair & Yussuf Essop, “As natural as

daylight: Plants memory & the edge of
belonging.,” 15 November 2025 - 24 January

2026. https://static1.squarespace.com/
static/5b98e44a5417fc11cb50ebc5/1/6924267c082
b730eb29af009/1763976828632/AVA_Catalogue__
As+Natural+As+Daylight_high+%281%29.pdf

Lee-Ann Olwage, “The right to play,” 2023.
https://iwpa.fr/photographer/lee-ann-olwage/

Nicole Sarmiento, “The Blue House, a solo
exhibition by Alka Dass,"” WHATIFTHEWORLD,

23 March - 27 April 2024. https://www.
whatiftheworld.com/exhibition/the-blue-house-
alka-dass-solo-exhibition-2024-contemporary-art-
gallery-cpt/

OATH, “Alka Dass on Flora & Photography,”
25 August 2020. https://www.oathmag.com/
features/alka-daas/

Rachel Baasch, Niamh Walsh-Vorster, Anne-
Marie Tully, Russel Hlongwane, and Nzuzenhle
Slumko Mkhabela, “The Inbetween,” KwaZulu-
Natal Society of Arts, 28 February 2025. https://
kznsagallery.co.za/research_posts/the-inbetween

https://www.vanessatembane.com/artist-statement

capulanas is a vibrant, patterned fabrics central to
the Mozambican culture, used as versatile clothing
(skirts, dresses, headscarves, baby carriers) and
household items (blankets, tablecloths).

Lusanda Ndita usually spells this as dompaas, but
for the purposes of this article and uniformity |
have adopted another arficle’s spelling.
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Wonderwerk Cave is situated midway between Daniélskuil

and Kuruman on the R31 along the eastern slopes of the

scenic Kuruman Hills in the Northern Cape Province. Its

rich archaeological legacy including prehistoric rock art

continues to captivate archaeologists and historians even

after over 85 years of intensive excavation and research.

By Jens Kriek

least populated province, yet it offers visitors an immense
variety of natural and cultural landmarks. Holidays to the
Kgalagadi, Namaqualand, Augrabies Falls or the Richtersveld
can be enhanced by stopping at several important
heritage sites along the way. One such point of attraction
is Wonderwerk Cave, scenically situated along the eastern
edge of the Ghaap Plateau.

The Northern Cape is South Africa’s largest, driest and

Wonderwerk Cave is an ancient solution cavity within the
dolomitic Ghaap Plateau Formation, which underlies the
characteristic Asbestos Hills banded ironstone. The latter is
the World's premium source of tiger's eye, a lustrous semi-
precious gemstone. The formation of the cave may date
back to 2.4 billion years, as evidenced by the presence

of fossilised stromatolites in the cave’s dolomites, which
are some of the earliest forms of life. Wonderwek Cave
has a rather simple structure, extending as a fairly level,
nearly straight tfunnel for more than 140 metres into the
mountainside.

Arguably more fascinating than Wonderwerk Cave'’s
geological history is its archaeological heritage. Hominids
have lived in and utilised the cave for almost two million
years. During historical fimes in the early 20th century, the
cave served as the temporary home of the farm owner Mr
P. Bosman and his family until their farmhouse was built.
The cave was known for a thick layer of bat guano, which
extraction for the fertilizer market continued until the 1940s,
when stone age tools were discovered among the organic
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Figure 1. Entrance to Wonderwerk Cave.

Figure 2. The main frieze along the northern wall.

material. Archaeological excavations
began soon after and are continuing
fo this day. The importance of the
cave's archaeological sequence
soon became clear, and the cave
was eventually declared a national
monument in 1993. The site is currently
under the custodianship of the
McGregor Museum in Kimberley.

The earliest evidence of a hominid

presence at Wonderwerk Cave
are Oldowan hand axes likely
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manufactured by Homo habilis roughly
1.8 million years ago. The transition to
the use of more refined Acheulean
stone tools occurred around 1.1 - 1.5
million years ago. The site also yields
the earliest known evidence of the
conftrolled use of fire, dating to around
800,000 years ago.

During the Later Stone Age from about
30,000 years ago up to historical times,
San hunter-gatherers and later Khoe

herders adorned the walls of the cave

with varied, colourful imagery. Some
engraved stone fragments or art
mobilier (portable art) have also been
excavated here. The most significant
example depicts the hindquarters

of a zebra with man-made incisions
that possibly represent arrow or spear
wounds. This may reflect a ritual
practice where objects are used to
enact a real-world scenario with the
intention of it becoming true, in this
case a successful hunt.

The coarse and uneven rock face
makes the application of fine-line brush
paintings difficult, as demonstrated

by a comparatively crude style of
images. The later abstract Khoe finger
paintings are similar to other examples
of this fechnique in South Africa

and consist mostly of comb-shaped
geometrics. Animals depicted in the
rock art of Wonderwerk Cave include
the elephant, giraffe, eland, ostrich,
antelopes and felines.

Graffiti and vandalism were noted as

a problem at Wonderwerk Cave as
early as 1906. Unfortunately, a lack of
knowledge about the cultural value of
the art compounded by unrestricted
access led to a large scale desecration
of the imagery. In 1993, just when the
cave gained the national monument
status, a forensic artist Stephen Townley
Bassett embarked on a cleanup
process fo remove much of the graffiti
and dust accumulation. His endeavour
was largely successful, with much of the
imagery now more clearly visible than
before. A barricaded raised boardwalk
was constructed in 2016, which leads
visitors all the way to the end of the
cave while protecting the rock art.

Visitors to Wonderwerk Cave are
required to pay a nominal fee at
reception, where the museum provides
valuable information about the site.




APPROPRIATE
BEHAVIOUR AT
ROCK ART SITES

e Never touch the art.

¢ Never spray liquid onto
the rock art.

e Never write, make
scratches or marks on
the rock art or the rock
surface within 10m of the
rock art.

* Never step on rock art,
including engravings.

e Do noft kick up dustin a
rock art site.

* Make sure your bags or
clothing do not touch or
rub against the rock art.

e Do nof take any
archaeological artefacts
from the rock art site.

e Please supervise children
and other uninformed
individuals; the rock art
is fragile, irreplaceable
and of fremendous
historical and cultural
value.

e Visit rock art sites with
a trained guide or an
informed person where
possible.
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Figure 5. Vandalism and graffiti since the 19" century.
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COVID rRemembeRred:

Relooking AT THe ARTBANK CollecTtion’s
ARCHIVE posT-paANdeEmic

Figure 1. Installation Izihlahla Ziyokhuluma, Amasosha Collective, KINSA Gallery, Durban, 2025. Image courtesy KINSA Gallery (Photo credit: Paulo Menezes)

By Niamh Walsh-Vorster

t's a humid and humming Tuesday

night. People spill out and slide

into the main gallery space of the
KwaZulu-Natal Society of Arts (KZNSA)
to hear the opening speeches for
Izihlahla Ziyokhuluma (Fig. 1), a 10-year
anniversary celebration of the Durban-
based Amasosha Collective' and
their artists’ works. Once one makes
it through the entry, portraiture made
with beads to blue painted and purple
hue faces dominate the white walls of
the KZNSA gallery. One painting stands
out: Mthobisi Maphumulo’s Izithunywa
(Fig. 2) oil pastel on canvas. This is
a scene rather than a confronting
face. The painting is apocalyptic and
resurfaces bizarre and suppressed
memories of that time of no weddings,
small funerals, no smoking, no school
nor work; a never-ending lockdown of
ambiguity and, of course, a reminder
of sickness and death. The artwork
becomes ironic and slightly comical
to the physical scene playing back

Figure 2. Mthobisi Maphumulo, Izithunywa, oil pastel on canvas, 222x186 cm, 2020!

to it — us attendees congregating Within the ArtBank of South Africa’s quite literal in its depiction of the
in close quarters, five years later to contemporary collection, work COVID-19 pandemic: figures with
Maphumulo’s artwork. acquired during the 2020 period was masks, elderly people and illustrations

1 https://kznsagallery.co.za/exhibitions/izihlahla-ziyokhuluma/
2 This artwork is not part of the ArtBank Contemporary Collection.
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challenges of daily life”. This comment
was already a foreshadowing how
within a South African context, COVID
was a blimp of an issue amidst a myriad
that citizens and people living in the
country already had to cope with.

The 2021 works submitted to the
collection also further stretched these
visuals, although they were less overt

in their presentations albeit remaining
conscious of the experience of social
distancing, washing hands and
obsessions with sanitation. Richard
Bollers' Social distance (Fig. 5), presents
a less obvious commentary on the
pandemic, as two Basotho men wear
their tfraditional blankets over their faces
like masks. The title of the work implies
the disconnection from each other
people experienced during that period,
as the men in the painting are not
socially distanced in a physical sense.

In 2022-2023, we tried to forget the
tfrauma of the pandemic and returned
to making work available according

to each artist’s norm and niche. No
piece acquired in the collection overtly
depicted directly with the experience
of COVID, as seen in the previous year's
acquisitions. We decided to move on.

In 2024, through the fourth Presidential
Employment Stimulus Programme
(PESP4), under the art creating
portfolio, Desmond Khoza, a blind
artist from KwaZulu-Natal, submitted
Isambulo (Fig. é). This is a wire and
beadwork sculpture with a phoenix
flying off with a male (it is unclear, a
man or animal) wearing a mask. This
is a fantastical piece, reimagining
death. The inclusion of a phoenix
prompts questions on immortality and
life after death, or perhaps here, life
after COVID? Khoza's piece breaks

Figure 4. Vuyisile Adoons, Social Distancing, oil on canvas, 120x90 cm, 2020. ArtbankSA the ethnological museum trope of
Contemporary Collection. beadwork that is typically found
in collections*, and he also begins

of the virus. In her 2021 article, compositional choices and reflections to break the convention of the
Gemma Hart wrote on Resilience in of life with the COVID and lockdown COVID's visual aesthetics in artworks.
the face of calamity and casualty: realities as artists were experiencing As much as the mask is present, he
Artists’ experiences of COVID-193. them in that year of the pandemic, amplifies and complicates the story of
She described Mothobi Mefane's writing “artists will continue to use art sickness fo illustrate the ways in which
(Fig. 3) and Vuyisile Adoons’s (Fig. 4) as a cathartic mode of processing the mythological symbols continue to

3 Gemma Hart, “Resilience in the face of calamity and casualty: Artists’ experiences of COVID-19,” Culna 76 (2021), pp. 13—15. https://nationalmuseumpublications.co.za/resilience-in-
the-face-of-calamity-and-casualty-artists-experiences-of-covid-19/
4 Anitra Nettleton, “Inventing “African Traditions” in South Africa,” Art Africa, 9 April 2018. https://artafricamagazine.org/beadwork-inventing-african-traditions-in-south-africa-anitra-nettleton/
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Figure 5. Richard Bollers, Social distance, oil on canvas, 75x103 cm, 2021.
ArtbankSA Contemporary Collection.

Figure 6. Desmond Khoza, Isambulo, mixed media sculpture with wire and
beads, 116x110x90 cm, 2024. ArtBank PESP4 Art Creating.

shape African visual vocabularies, enabling artists fo move
beyond biomedical framings of disease, illness and death
toward more layered culfural understandings that resonate
with the traditional African folklore.

Andile Maphumulo created works during the pandemic
that were simple interior experiences of domestic life during
a year of being confined indoors. His piece, Overcrowded
household (Fig. 7), depicts a room with a couch, old school
telephone, radio, a television set crowned with a two-plate
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Figure 7. Andile Maphumulo, Overcrowded household, mixed media on
canvas, 1860%x1260 cm, 2020. ArtbankSA Contemporary Collection.

stove and a pot, a window with a woman walking a child
outside in the far distance. The essentials sit inside, while
freedom and simple life exist outside, yet out of reach. A
vivid reminiscence of what we felt like being ‘stuck’ at home.

Considering it is five years on from an event that was
fraumatic and filled with loss, it makes sense that arfists,
and all people, want to let it go and move forward.
Remembering COVID, however, and relooking at the
archive of artworks allows us to reflect and also be critical
on how we remember. Walking into the KZNSA gallery

that Tuesday evening, and being confronted by Mthobisi
Maphumulo’s grim recollection, one realises that the
argument for artists to actively create is less a record of

a pandemic than a testament to the shiffing ways artists
process a crisis. From literal depictions to mythic rethinking,
these works reveal that remembering COVID is not about
returning to the moment itself, but about understanding the
changing stories we build around it.
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oo ARG THERE IN SOVTH AFRICA?
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By Cora Stobie

tis often assumed that taxonomy, the

science of naming and classifying

organisms intfo organised groups, is
relatively static, and that we already
know how many species are expected
to occur in every area of the world.
However, for many groups of animals
and plants, scientists are still uncovering
and describing new species, particularly
‘cryptic species’ which are only subtly
different from similar, related species.
Although there are currently 136
species of frogs (68 endemics) in South
Africa, this number has fluctuated,
with 12 additions in just the last ten
years as shown in the table below. This
demonstrates that our knowledge about

biodiversity is constantly evolving, partly
due to novel techniques such as DNA The four most recent new species of South African frogs. A. Cederberg Dainty Frog (Cacosternum
. cederbergense) was described in 2024 (photo: Tyrone Ping). B. Southern Tremolo Sand Frog
barcoding (Hebert et al. 2003a, 2003b). (Tomopterna adiastola) split from the Tremolo Sand Frog in 2020 (photo: Tyrone Ping). C. Namaqua
Sand Frog (Tomopterna branchi) described in 2019 (photo: Alan Channing). D. Boston Rain Frog
DNA barcoding is a method of (Breviceps batrachophiliorum) described in 2025 (photo: Louis du Preez).
organism identification using

sequences of single short genes. These

are then compared to sequences in Thus the researchers can identify what DNA barcoding technique is relatively
reference repositories with the intent species they have in hand even when simple yet highly effective and is

of matching them to those already they might not be able to differentiate regularly employed in South African
associated with particular species. it by looking at its morphology. The taxonomic studies.

New species of South African frogs described in 2017-2025.

Year | Scientific name Common name Distribution in South Africa Reference

2025 | Breviceps bafrachophiliorium | Boston Rain Frog Midlands, KwaZulu-Natal du Preez et al. 2025

2024 | Cacosternum cederbergense | Cederberg Dainty Frog Cederberg mountains, Western Cape Angus et al. 2024

2020 | Tomopterna adiastola Southern Tremolo Sand Frog Northern South Africa Channing & du Preez 2020
2019 | Tomopterna branchi Namaqua Sand Frog Buffels River, Namaqualand Wilson & Channing 2019
2017 | Arthroleptella atermina Riviersonderent Moss Frog Riviersonderend mountain range, Western Turner & Channing 2017

Cape

Klein Drakenstein, Hawequas and Du Toitskloof

2017 | Arthroleptella d Il Drakenstein Moss F )
roleptella draconella rakenstein Moss Frog mountains, Western Cape

Turner & Channing 2017

Kogelberg Nature Reserve and Betty's Bay,

2017 | Arthroleptella kogelbergensis | Kogelsberg Moss Frog Western Cape

Turner & Channing 2017

2017 | Breviceps carruthersi Phinda Rain Frog Hluhluwe and Phinda, KwaZulu-Natal Minter et al. 2017
North-eastern KwaZulu-Natal th-east
2017 | Breviceps passmorei Ndumo Rain Frog Lir?\poggs ern Kwazulu-Natal and south-eastem Minter et al. 2017

Deception Peak Mountain

2017 | Capensibufo deceptus Toadlet Du Toitskloof Mountains, Western Cape Channing et al. 2017
L kop, I , Limiet .

2017 | Capensibufo magistratus Landdroskop Mountain Toadlet anddroskop Grogn andberg, Limietberg and Channing et al. 2017
Jonaskop mountains, Western Cape
Akkedis Mountain, M kyn Nature R :

2017 | Capensibufo selenophus Moonlight Mountain Toadlet edis Mountain, Maanskyn Nature Reserve Channing et al. 2017

and Koeél Mountain, Western Cape
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Least Concern

Near-Threatened

Vulnerable

Near-Endangered

.

Endangered

Criticaly Endangered

Data Deficient

Not Evaluated Yet

The International Union for Conservation of Nature (IUCN) Red List of Threatened Species
(www.iucnredlist.org) conservation status of the 136 frog species found in South Africa.

SpeciesiAbbry

PW105677.1 Breviceps batrachophiliorum AL181003A1 16
PW105678.1 Breviceps batrachophiliorum AL181003A2 16
PW105679.1 Breviceps batrachophiliorum AL181003A3 16
PW/105680.1 Breviceps batrachophiliorum AL181003A4 16
PW105681.1 Breviceps batrachophiliorum AL181003A5 16
PW105682.1 Breviceps batrachophiliorum AL181003A6 16
PQ014360.1 Cacosternum cederbergense HB514 165
PQ014361.1 Cacosternum cederbergense HB515 165
PQ014362 1 Cacosternum cederbergense HB516 165

. PQ014363.1 Cacosternum cederbergense N&38 165

. PQ014354.1 Cacosternum cederbergense N&35 165

. PQ014385.1 Cacosternum cederbergense N840 165

. PQ014366.1 Cacosternum cederbergense N&41A 165

. PQO14367.1 Cacosternum cederbergense N&41B 165

. PQ014368.1 Cacosternum cederbergense N242B 165

. PQ014369.1 Cacosternum cederbergense N247 165

. PQO14370.1 Cacosternum cederbergense N851 165

. PQ014371.1 Cacosternum cederbergense N&54 165

. PQO14372.1 Cacosternum cederbergense N855 165
PQ014373.1 Cacosternum cederbergense NE5TH 165

. AY255090.1 Tomopterna adiastola AC1100 165

AN 255099 1 Tomopterna adiastola AC1154 165
MNOS7E50.1 Tomopterna adiastola 883 165

MNOS76592.1 Tomopterna adiastola 885 165

MK289551.1 Tomopterna branchi 819 165

ONE93452 1 Tomopterna branchi 965 165

MG450788.1 Tomopterna branchi 681 165

MG450789.1 Tomopterna branchi 682 165

MG4507%0.1 Tomopterna branchi 683 165

MG450791.1 Tomopterna branchi 692 165

MG450792.1 Tomopterna branchi 693 165
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Sequences of the mitochondrial large subunit ribosomal rRNA gene (16S) publicly available for the four most recent new species, demonstrating the
‘barcoding’ approach. This gene is the most commonly used for frog phylogenetic research. Different nucleotide bases are shown in different colours: A
= adenine, C = cytosine, G = guanine, T = thymine. Each species here is quite distinct with different individuals (rows) being similar to others of the same
species. The two species of the same genus (Tomopterna adiastola and Tomopterna branchi) are most similar compared to any of the other species, but
still exhibit some consistent differences.
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More recently, DNA barcoding has been extended

by ‘metabarcoding’ approaches, which include
environmental DNA sequencing (eDNA). This method
tackles the same short gene but this time not for a

single organism, but rather for an environmental sample
which may contain tissue samples from a wide variety of
species. For example, amplifying a barcoding gene from
a sample of water from a lake will allow us to determine
the identity of a range of species that are present there,
even when we are unable to physically find them in the
environment. Frogs are often difficult to survey because of
their camouflage and their fendency to hide themselves
at most times of the day. This makes eDNA a highly useful
technique for genetic research on frogs, which has the
added advantage of being able to detect tadpoles

that may otherwise be overlooked. A caveat of this kind
of research is, however, that it relies heavily on a good
representation of known sequences for each species in
question, i.e., reference data should be available for every
species of South African frog for unknown sequences to be
matched against them and identified.

As part of a project evaluating the representation of
different genes for currently recognised frog species, we
are assessing publicly available sequences for all South
African frog species in the global repositories GenBank
and the Barcoding of Life Database. The country of origin
for these specimens is another criterion being evaluated
to determine whether South African frog variation is
represented. Our initial results show that all South African
taxa are represented by at least one gene, though some
frog species are grossly underrepresented in general.

We will also be extending this investigation to review the
genetic research of frogs worldwide and to pinpoint frends
in the discipline.

As scientific techniques and our knowledge-base grows, so
too does our understanding of our natural resources and
the species that inhabit the world around us. Our work at
the National Museum seeks to aid this by identifying holes
in the repositories of genetic sequences for South African
frog species, with the aim of filling these gaps and adding to
our understanding of these species while also being able to
provide recommendations for future researchers. This may
facilitate identification of new species in the future, using
genes that are better positioned for answering particular
questions regarding processes such as speciation.

On the Facebook group Free State Reptiles and Amphibians
(including adjacent areas and Lesotho) (www.facebook.
com/groups/FreeStateHerps), we curate a collection of frog
and reptile distribution records for both Bloemfontein and the
greater Free State area. These data have already allowed us
to determine some changes in the species distribution across
this region. We hope to confinue bringing together citizen
and professional science, and perhaps in the years to come
there will be more frog species to report on.
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fouth Afri(a

By Gosiame Goitsemodimo

n indigenous South African societies, totems (diboko) are

deeply meaningful symbols that express cultural identity,

spiritual beliefs and social belonging. They are adopted
by families, clans or groups to signify shared descent and
to mediate relationships between humans, nature and the
spiritual universe. The majority of the totems are wild animals
such as lions, elephants, crocodiles, kudus and monkeys to
name a few (Lye & Murray 1980). These totems are believed
to possess spiritual or supernatural powers, thus harming or
killing them is considered taboo in many African cultures
(Ndubisi 2018).

Although the origins of some totems are unclear, most can be
fraced back to historical events or ancestral stories (Ashton
1967: 13). Cultural reverence for fotems is expressed through
ceremonies involving singing, dancing, praise poetry and
storytelling. Among the Basotho and Batswana, the recitation
of clan praises is a key ritual that strengthens lineage

fies. These praises often reference totemic connections,
reinforcing group identity and passing down cultural values
across generations.

From a young age, Basotho children learn about their cultural
heritage through oral tradition and recitation of diboko, which are
offen taught through a playful song or game called mantilatilane.
In this game, children respond to questions about their origins with
metaphorical references, culminating in
the recitation of clan praises:

A: O tswa kae? (Where do
you originate?)

R: Ha Mantilatilane. (From
Mantilatilane’s place)

A: Wa ja eng?
(What did you eat?)

R: Ka ja bohobe.
(I ate bread)

A: Wa futswela ka eng?
(What did you mix it with?)

R: Ka metsi a pula. (With rainwater)

Male lion
(Source: www.freepik.com)

A: Thella he! (Tell us morel).

This phrase is used metaphorically, much like the idea of
‘flow’ in rap or poeftry, where it means expressing oneself
through rhythm, rhyme and verbal artistry.

R: Ke thell'eng ke le... or ke tla thella jwang ke le... (Why should |
tell you more or how can | say more, when | am...2). The response
shifts into the recitation of clan praises, asserting identity.

Such practices cultivate early consciousness of belonging
and embed totemic identity within everyday socialisation.

Some prominent totems and their symbolic functions

Among the most revered animal fotems in South Africa is the
lion (tau/ibhubesi/ingonyama) often referred to as sebata in
Sesotho, meaning ‘beast’. It is regarded as a symbol of power,
courage and royalty. The lion holds ceremonial importance
among several groups such as Basotho, Batswana, AmaZulu
and others. In the Zulu culture, a king is expected to slay a lion
before his coronation ceremony and must wear the skin of the
animal, which signifies his power and greatness. Zulu kings are
often referred to as Ingonyama, which means ‘lion’. The lion’s
symbolic status is further reflected in titles such as Tautona

(a Setswana title that means ‘great lion'), which is used to
honour prominent political figures. Interestingly, in some

South African cultures, the leopard commands even greater
reverence than the lion. Leopard’s skin is highly esteemed and
is often chosen as a ceremonial attire of kings, chiefs, warriors
and some fraditional healers.

Equally significant is the crocodile (kwena, ingwenya),

a royal totem of the Bakoena (Bakuena/Bakwena) of
Lesotho and South Africa. Although there are generally

no crocodiles in most of the local rivers of the Free State
Province and Lesotho, the totem's enduring symbolism likely
reflects ancestral connections to the Madikwe (Marico)

and Limpopo rivers (Philip 2024). Mythical narratives about
the crocodile such as the tale of Lafitwe, a supernatural
creature capable of dragging individuals into the water
through their shadows as narrated by Dornan (1934), likely
arose from those early encounters or oral traditions. Among
the VhaVenda, crocodiles and serpents, particularly pythons,
are regarded as sacred and tied to ancestral spirits. Such
beliefs often entail dietary taboos and handling restrictions,
which have historically functioned as ecological conservation
mechanisms, protecting vulnerable species from exploitation.



African elephant (Source: www.freepik.com)

The elephant (tlou/ndlovu/nzou/zhou) serves as the totem of
the Batloung, whose very name translates as ‘people who
revere the elephant’. In Zimbabwe, elephant is recognised
as one of the prominent totems and its symbolism extends
across many African communities. Within the AmaZulu

and EmaSwati (AmaSwati) traditions, royal titles such as
Ndlovukazi and Ndlovukati (derived from ndlovu (elephant)
and kazi/kati (signifying female) are reserved exclusively for
the king's wife or mother. These titles, meaning ‘great she-
elephant’, denote a status second only to the king himself.
Ellenberger and Macgregor (1912) trace the Batloung
lineage back to the Barolong, whose totem is the kudu
(tholo), which they share with the Batlhaping.

The Barolong are recognised as one of the earliest Sotho-
Tswana groups in Southern Africa, often regarded as the
‘mother nation’ from which many Tswana and Sotho clans
originated (Ellenberger & Macgregor 1912; Matthews 1940).
The kudu's selection as a Barolong totem is explained
through legends of survival during drought and its role

in aiding King Tau's escape. Its spiral horns have been
historically used as musical instruments (diphala) or weapons.
Another significant totem of the Barolong is the iron (tshipi).
According to Bishop (1986) these totems suggest that the
Barolong were originally hunters, farmers and ironworkers,
long before cattle became central to their way of life.

The duiker (phuthi) is a fotem of the Maphuthing, Baphuthi,

as well as some branches of the Makholokoe, Bangwato and
Bangwaketse. The name ‘duiker’ comes from the Afrikaans
word duik, which means ‘to dive' as these small animals often
dive into vegetation for cover. The Bangwato adopted the
duiker after it allegedly saved Chief Khama from capture.
Some Bangwato still venerate the crocodile, the totem of their
parent group, Bakwena. For the Maphuthing, the duiker was
chosen as a tfotem because of its abundance in their original
homeland (Ashton 1967). Ellenberger & Macgregor (1912)
note that the Baphuthi (descendants of the Mazizi or amaZizi)
adopted the duiker after encountering the Maphuthing, even
changing their name in the process. A broader history of the
Baphuthi reflects the amalgamation of the southern Bantu-
speaking communities, including the Nguni-speaking groups
such as the amaZizi and the Mpondomise, alongside Sesotho-
speaking groups like the Maphuthing and Bafokeng. Yet, their
oral traditions and collective identity also affirm some KhoiSan
heritage (Daniels et al. 2023).

National Museum staff (from left: Gosiame Goitsemodimo, Myra Gohodzi
and Agnes Phindane) with others at the Barolong tribal court. The
Barolong symbol is seen in the background.

Many other notable
totems exist across
Africa, with most
shared by multiple
groups. Within the
Sotho groups—the
Basotho, Batswana
and Bapedi—there
are striking similarities
in the clan identities
and totemic traditions,
highlighting their
shared ancestral
legacy.

Duiker (Source: www.freepik.com)
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The tiny

urrowing lizards from

the southern tip

By Michael F. Bates

species of small, attenuate, fossorial lizards found mainly
in Southern Africa. As a group, this genus is particularly
interesting because of the degree of limb reduction found

The dwarf burrowing skinks comprise a genus of about 22

amongst its members. Some species have fore- and hindlimbs,

with three, four or five digits or toes on each foot, depending
on the species. One species has three digits on the forelimbs
but four digits on the hindlimbs. Then there are a few species
with hindlimbs but no forelimbs, and amongst these some

have tiny limbs with two or only one digit on each foof. Finally,

a few species are completely limbless.

Five species with only hindlimbs are found in coastal dunes
and associated habitats in the Western and Northern Cape
provinces of South Africa. Two similar species—Gronovi's
Dwarf Burrowing Skink (Scelotes gronovii) and the Silvery
Dwarf Burrowing Skink (S. bipes)—occur in the extreme south-
western part of Africa, and are found together in an area
from Lambert’s Bay to Cape Town. However, while the latter
species has two digits per foot, Gronovi's Dwarf Burrowing
Skink has only one.

Gronovi's Dwarf Burrowing Skink is one of three species

of Scelotes with no forelimbs and with hindlimbs bearing
only a single digit per foot. However, while the other two
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species have merely bud-like rudimentary digits, S. gronovii
has longer, spike-like, single-jointed digits with claws. Their
little legs are probably not used for locomotion, being mere
evolutionary remnants. These small lizards, which may be
found under fallen leaves in sand dunes, grow to about 7
cm body length, with a slightly shorter tail. The females are
ovoviviparous and give birth to one or two young (45-50 mm
long. including the tail) in March or April. This species is now
considered Near Threatened, mostly because about half its
habitat has been transformed by agriculture.

In 2011, a molecular phylogeny study of the West

Coast dwarf burrowing skinks was published. It used
mitfochondrial and nuclear gene markers to infer
relationships between populations. The results indicated
that Gronovi's Dwarf Burrowing Skink, as currently
understood, consisted of two distinct genetic lineages,
namely a northern lineage in the Lambert’s Bay-Elands
Bay area (north of the Berg River) and a southern lineage
in the Velddrift-Langebaan area north-west of Cape
Town. The northern lineage was most closely related to
the larger didactyle—with two digits on the hindlimbs—
species (Scelotes sexlineatus, S. kasneri, S. montispectus),
while the southern lineage was most closely related fo
the very similar S. bipes. Gronovi's Dwarf Burrowing Skinks
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Gronovi's Dwarf Burrowing Skink (Scelotes gronovii) from Velddrif, Western Cape Province.
(Photo: Tyrone Ping)

also occur on Dassen and Robben
islands, which were connected to the
mainland about 12 000 years ago.

The author has been studying the
g B s morphology of specimens used for the
A A e o ™ afore-mentioned molecular analysis
. ’ : " to investigate whether morphological
differences support separate species

status for the two genetic lineages.

Specimens preserved at various

South African museums, including

the National Museum, have been

examined. The outcome of the author’s

endeavour will be submitted for

publication later this year.

The tiny hindlimbs (forelimbs are absent) of a Gronovi's Dwarf Burrowing Skink (Scelotes gronovii)

from the Western Cape Province. (Photo: Tyrone Ping)
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“We were probably
used to It”.

Watahlo kKhohlokoaue's

Memobries of heb life as a houseworker
during Gpartheid

By Derek du Bruyn

confluence of unfortunate historical forces was
A shaping the lives of South African women of colour

for centuries. Since the founding of a white colonial
society at the Cape of Good Hope by the Dutch East India
Company (Verenigde Oostindische Compagnie, or VOC)
in the 17™ century, domestic labour was performed by the
indigenous Khoikhoi. Young Khoi women were trained as
kitchen and house servants and later, with the advent of
slavery at the Cape, most domestic work was done by
slaves of African and Southeast Asian origin. Subsequently,
the white colonists and their descendants who populated
the South African interior during the 18" and 19™ centuries,
developed strict racialised attitudes towards domestic
labour as inferior work performed by people of colour.
Therefore, the concept of the ‘house servant’ as a socio-
economic institution is deeply rooted in the South African
colonial history.

In the Orange Free State republic (1854-1902), the
situation was no different; in fact, race and class divisions
were deeper and harsher. While many white Bloemfontein
households employed black men as ‘houseboys’ during
the city's pioneering years, the situation started to change
after the Anglo-Boer (South African) War (1899-1902),
when cheap black female labour became readily
available because of the urbanisation of black people. It
was unusual for white families, even poor households, not
employing at least one black or coloured woman as a
so-called aia or ousie (sic). During apartheid she became
a huisbediende (domestic servant) and in the post-
apartheid times a huishulp (domestic help) or huiswerker Matahlo Elizabeth Khohlokoane, 2025.
(houseworker), but the nature of her work remained the (Source: Derek du Bruyn)
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The Tolkien family with their servants, including a black ‘houseboy’, at the
time they lived in Bloemfontein, c. 1892. The baby boy is the well-known
writer J.R.R. Tolkien. (Source: National Museum)

same: cleaning the house, doing the laundry, looking after
small children, and, occasionally, cooking meals. Typically,
houseworkers worked long hours for very little pay and no
social security. During the second half of the 20™ century —
the heydays of apartheid (1948-1994) — up to sixty percent of
South African households employed a female houseworker;
many of them inslaap (sleep-in).

# . Many black women who worked as full-time houseworkers

for whites during apartheid are still alive. They either live
with their families or, if they can afford it, in old-age homes.
One of them who worked for white families most of her
adult life is Matahlo Elizabeth Khohlokoane (born 1938).

To her employers, she was known as Elisa. Matahlo’s life as
a houseworker in the apartheid South Africa was in many
respects comparable to the lives of many of her peers.
Matahlo is the quintessence of a typical South African
houseworker as a product of her time. She was born in
Tierpoort (formerly Kafferrivier) south of Bloemfontein to Izak
Louw and Lena Matekane. Izak and Lena were “married
with cattle” (according to the lobola custom) but they

had all their ID books and even “all those passbooks of the
olden days”, to quote Matahlo. Because Lena worked as

a domestic worker in Port Elizabeth (Ggeberha), Matahlo
stayed with her uncle on one of the Ferreira smallholdings on
Bloemfontein’s southern outskirts. She attended school but
completed only Standard Two (Grade Four) because she
had to find work to earn an income.

Matahlo found employment as a full-time domestic worker
with the Besselaar family who lived on a smallholding not far

The Bdeseken family of Bloemfontein and their black female houseworker, c. 1910. (Source: National Museum)
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A young Gustav Fichardt with his black carer
or ‘nanny’ at home in Bloemfontein, undated.
(Source: National Museum)

from where she grew up. Subsequently,

she moved to the Haupt family who
also lived on a smallholding in Ferreira.
Matahlo described her job as a
bediende (servant) who did huiswerk
(housework), “the only work we could
do in those times when you did not go
to school” or did not have the money
to study further. Her responsibilities
involved cleaning the house, washing
the laundry, ironing, and later also
cooking meals when Mrs Haupt started
working full-time. Matahlo says that
both families tfreated her well; in fact,
she “still wants to see other white
people like them, like the Besselaars
and the Haupts”. Matahlo was so
happy with the Haupt family that she
worked for them for fifty years. During

that time, she raised five children of her

own and helped raise the two Haupt
children.

Most black people’s memories of the
apartheid years reflect their both
"good times" and “bad times”, to
quote an oral historian Sean Field.
Therefore, many black houseworkers’
recollections of their lives are a blend
of conflicting emotions: humiliation,
sadness, and fear on the one hand,
but a nostalgic longing for the
familiarity and ‘security’ of the past,
on the other hand. Irrespective of
how they were treated by their Baas
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and Mies, many houseworkers still
harbour an unwavering sense of
loyalty towards them. Matahlo is no
exception; she explains that she had
a special relationship with Mrs Haupt
and, therefore, she felt “very sorry that
my Mies has passed away”. In fact,
Matahlo expresses a deep longing for
the time when she lived in her little
house on the Haupts' smallholding: “I
do not want to lie, | really wish that my
white people did not grow old and
we did not have to leave one another
because of old age”.

When Matahlo speaks about apartheid
and the effect it had on her life, she
downplays her experiences of hardship
with a sense of gratitude because her
life has turned out to be better than the
lives of many of her peers. Describing
her own life, Matahlo says that
“circumstances were difficult, but it was
not too bad [sic]”. Financially she could
make ends meet because her mother
sent her a monthly stipend to help with
necessities. To make the apartheid
system bearable, Matahlo says she had
no other option than to ‘accept’ the
apartheid laws, especially the notorious
pass law which required black adults to
carry a passbook whenever they found
themselves outside the townships.
Matahlo remembers when she “started
wearing the passbook, | did not wear it
around my neck like my grandmother”;
instead, she kept it safely in her pocket.
There were consequences for not
having a passbook: “If you did not
have a passbook on you, they [police]
caught you, that is what | have heard,
but | was never caught without a
passbook”, Matahlo says.

More than thirty years after the end

of apartheid almost a million black
and coloured South African women
make a living as domestic workers.
Thanks to the minimum wages and
labour legislation that protects the
basic rights of houseworkers, conditions
have improved for many of them.

Yet, their earnings are still low, and
many houseworkers are not employed
full-time but do ‘piece jobs’ for a
daily wage with no benefits. Although
many employers are people of colour
themselves, housework is still frowned
upon as menial labour that should
preferably be done by people of

colour. This stubborn perception is
one of apartheid’s enduring legacies
that are deeply ingrained in the South
African society. Sadly, centuries of
race conditioning have turned such
attitudes into a uniquely South African
trait. According to Matahlo these
perceptions persist because “we
[black women] were probably used to
it" and "we thought it was how it was
supposed to be”.

Now in her late eighties, Matahlo
finds herself at peace. She harbours
no bitterness against anyone, not
even the apartheid bureaucrats. This
nostalgic outlook towards the past

is not uncommon among elderly
houseworkers, though. According

to a former anti-apartheid activist
and journalist Suzanne Gordon,

it underscores "an almost heroic
acceptance of the forces behind
the march of events”. The ability to
rise above the unfortunate historical
circumstances that have shaped
their lives is perhaps Matahlo’s and
thousands of other South African
houseworkers' most powerful testimony.

Surnames of employers were changed
fo protect their identity.
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rtBank Works

By S Snell

ver the past five years, artworks from the ArtBankSA

collection were featured on the cover of the

National Museum’s Annual Reports. Each selection
was deliberate and conceptually aligned with the Museum'’s
priorities for the year. The chosen works were not included
solely for their aesthetic appeal, but for their ability to
communicate key institutional messages in a compelling and
accessible way.

As a public document tabled in Parliament and widely
circulated among stakeholders, the Annual Report reaches
a broad and diverse audience. In this context, visual art
serves as a powerful medium of communication. It possesses
a universal language capable of conveying complex

ideas with immediacy and emotional resonance, often
tfranscending the limitations of text and cutting through

the rigidity of formal reporting. By using these carefully
curated ArtBankSA pieces, the Museum has harnessed visual
expression as a strategic tool to engage, inform and inspire
its audiences, reinforcing its role as both a cultural custodian
and a responsible public institution.

Museum spaces that work

) ANNUAL REPORT
2020/21

Image: National Museum Annual Report 2020/21 Cover. Art by Vuyisile
Adoons, Social distancing, 2020. Oil on canvas. ArtbankSA collection.

It was no coincidence that the first artwork from the
ArtBankSA collection to feature on the cover of the Annual
Report for the 2020/21 financial year was Vuyisile Adoon’s
Social distancing. The chosen theme for the report, “Museum
Spaces That Work,” resonated deeply with the realities of
that year.

The year 2020 began with the stark realisation that the world
was facing the COVID-19 pandemic and an unprecedented
global lockdown. Like many institutions, the museum was
forced to close its doors and transition to virtual operations.
Researchers worked remotely, while the museum’s
collections were presented as online exhibitions and shared
widely on social media platforms.

In response to the severe financial strain experienced by
artists during lockdown, ArtBankSA opened an additional
funding window to acquire more works from local artists. At
the same time, the South African government introduced
the Presidential Employment Stimulus Programme in October
2020 to mitigate the devastating impact of the pandemic
on employment. The programme aimed to create jobs

and support livelihoods across various sectors. ArfBankSA
participated in the implementation of this initiative in the
visual arts sector, providing much-needed financial relief

to artists during that challenging period. Many of the
artworks acquired during that time addressed the social and
emotional impact of COVID-19.

In Social distancing, Adoon offers a nuanced commentary
on the pandemic within a rural or informal housing context.
The painting depicts two men socialising and playing
checkers in a typical township or rural setting. While the
scene reflects the familiarity and warmth of everyday life, it
is marked by the visible practices of social distancing and
mask-wearing—subtle reminders of the global health crisis.
In contrast to the overwhelming imagery of iliness and death
that dominated media coverage, Adoon's work captures
resilience, companionship and the quiet persistence of
normality amid uncertainty.

Revisit and reimagine your museum

The cover of the 2021/22 Annual Report features an image
of the National Museum created by Taiwo Ohu. The report’s
theme, “Revisit and Reimagine Your Museum,” reflects
ongoing global conversations about the evolving role of
museums in society.
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“Ravisit and Reimogine your Museom,”

MATHONAL MLUBEM
BLOEMFONTEIN

Image: National Museum Annual Report 2021/22 Cover. Art by Taiwo Ohu,
National Museum, 2020. Acrylic on canvas. ArtbankSA collection.

In recent years, museums have faced significant challenges.
The COVID-19 pandemic and a persistent funding crisis
placed considerable pressure on the sector, urging institutions
to adapt rapidly to remain sustainable and relevant. Those
circumstances prompted renewed reflection on what museum
spaces should represent and how they could become more
accessible, inclusive and responsive to their communities.

While the physical building remains central fo the museum’s
identity, the National Museum expanded its reach beyond

its walls through initiatives designed to bring the museum
experience directly info communities. During the reporting
period, the resurgence of the Black Lives Matter movement
further challenged the heritage sector to examine whether
aspects of their historical collections and institutional practices
contributed to systemic racism and exclusion.

Ohu'’s depiction of the museum’s main building powerfully
aligns with the Annual Report’s theme. It not only invites
audiences to reimagine the museum space but also
reinforces our strategic commitment to encouraging visitors to
reconnect with museums as pandemic restrictions eased.

The power of museums

The cover of the 2022/23 Annual Report features Shattered
dreams after unrest, a powerful work by Richard Bollers.

The piece offers poignant political commentary on the
devastating riots of 2021 in the provinces of KwazZulu-Natal
and Gauteng. Commonly referred to as the Zuma riofts, this
period of civil unrest was triggered by the incarceration of
the former South African president Jacob Zuma. Widespread
job losses, deepening unemployment, persistent economic
inequality and growing dissatisfaction with government
pandemic policies further fuelled the upheaval.

Bollers captures the complexity of that turbulent period
through a richly layered composition. In the foreground, two

| B2
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Image: National Museum Annual Report 2022/23 Cover. Art by Richard Bollers,
Shattered dreams after unrest, 2020. Oil on canvas. ArtbankSA collection.

youths and an older man—who are not participating in the
riots—cling to one another for support. The older man kneels,
reflecting sorrowfully on the devastation surrounding him.
Behind them, hooded and masked figures carry off looted
goods, their concealed faces suggesting both anonymity
and the lingering presence of the COVID-19 pandemic as a
confributing force in this unfolding crisis.

Deeper within the image stand figures who are not looting but
adopt a militaristic foyi- toying posture, evoking the political
movement that rallied in support of Zuma. Dominating the
final layer of the composition is Zuma'’s face, looming large
amid swirling grey smoke and flames. To his left appear the
logos of Shoprite and Absa Group, underscoring the profound
economic toll the unrest inflicted on corporate South Africa.

By then, the National Museum had been operating for more
than two years under varying levels of lockdown restrictions. In
June 2022, all restrictions were finally lifted in South Africa. The
lockdown period, while challenging, provided the heritage
sector with an opportunity for reflection on the transformative
power of museums, their role in advancing sustainability and
climate justice, and on the need to innovate in digitisation,
accessibility and community-building through education.

Shaping and creating sustainable futures

The Museum chose “Shaping and Creating Sustainable
Futures” as the theme for its 2023/24 Annual Report.
This theme reflects the institution’s commitment to
building resilient and sustainable communities through
research, educational programmes, exhibitions and
community outreach initiatives. The International Council
of Museums has identified museums as key conftributors
fo sustainable development, uniquely positioned to
advance the United Nations Sustainable Development
Goals, including those related to climate action and
environmental stewardship.’

1 Legget, J. & Labrador, A.M.T.P. 2023. Museum sustainabilities. Museum International 75(1-4), vi—xi. https://doi.org/10.1080/13500775.2023.2348874
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Image: National Museum Annual Report
2023/24 Cover. Art by Ernest Khomo, Water
crisis, 2024. Acrylic on canvas.
ArtbankSA collection.

Ernest Khomo's artwork Water crisis
echoed this theme and was picked
as the cover image for the Annual
Report. The piece powerfully pictures
the harsh realities faced by rural
communities dealing with water
shortage. In the foreground, two
children stand at the centre: a young
girl bends over a dry communal tap,
straining to get out even a single drop
of water, while a little boy beside her
looks on in quiet despair. Two empty
water containers lie in the overgrown
grass, just reinforcing the sense of
neglect and scarcity.

Further into the composition, a large
water truck dominates the scene. Ifs
driver gestures to a woman standing
nearby that the truck has no water
left to refill her buckets. Behind the
fruck, however, a man has connected
a hose and is filling a large water

tank next to his house. His relative
wealth is somewhat suggested, and
his access to a large volume of water
contrasts with the unmet needs of

the others. The portrayal of this man
enjoying seemingly unrestricted
access to large amounts of water
may also serve as a pointed social
commentary on corruption, suggesting
how power, privilege and influence
can secure essential resources for a
few, leaving the broader community

to endure deprivation. Through this striking
juxtaposition, Khomo reflects on deep
inequalities that emerge during fimes of
crisis, where those with a greater access to
resources can secure and store essential
supplies, while the most vulnerable are

left waiting, their needs overlooked and
inadequately planned for.

Museums for education and research

Image: National Museum Annual Report
2024/25 Cover. Art by Lazarus Ramontseng,
Underground, 2017. Mixed media on wood.

ArtbankSA collection.

The artwork selected for the 2024/25
Annual Report cover is a piece titled
Underground and completed by Lazarus
Ramontseng in 2017. It powerfully
resonates with issues dominating
headlines and public space in 2024 and
early 2025. Underground speaks directly
to the social and political tensions
surrounding Vala Umgodi (meaning
“close the hole” in isiZulu), a South
African government operation? aimed
at curbing illegal mining by so-called
zama zamas, a term for informal or
illegal miners.

The operation resulted in thousands of
miners—many of them undocumented

foreign nationals—being stuck
underground, triggering a humanitarian
crisis. These illegal miners are widely
believed to be exploited by criminal
syndicates who compel them to work

in dangerous, unregulated conditions

at great depths that may exceed 2000
meftres. Yet exploitation in the mining
sector is not limited to criminal networks;
the history of mining in South Africa has
long been marked by the systemic abuse
of vulnerable workers by corporate
interests as well. The plight of mine workers
remains a recurring theme in the country’s
social and political discourse.

Public commentary around Vala Umgodi
closely focused on the humanitarian crisis
that unfolded as trapped miners were

left in life-threatening conditions with no
adequate access to food and water.
Following several court challenges, the
South African government was ordered to
provide them with basic necessities. When
many of the miners eventually resurfaced,
over 1800 were arrested?®, further
complicating the debate around legality,
human rights and state responsibility.

Ramontseng's Underground visually
captures these layered tensions.

The artwork portrays miners clad

in protective gear, transporting

raw materials from below the

earth. Dominating the composition
are towering steel structures and
power lines that appear to channel
electricity toward businesses and
homes beyond the frame. In stark
confrast, a makeshift shack—
presumably belonging to the
miners—stands just before the power
lines disappear from view. Notably,
the shack is not connected to the
grid. This visual disjunction serves as

a powerful metaphor: the workers
labour hard to produce energy

and wealth, yet remain excluded
from its benefits. The fruits of their
labour—symbolised by the transmitted
electricity—flow outward to serve
more well-off communities, while the
miners themselves remain entrenched
in poverty, disconnected from the
very resources they help to generate.

2 SAnews.gov.za. 2025. Operation Vala Umgodi nets 18 000 in major crime crackdown. South African Government News Agency, 2 February 2025. https://www.sanews.gov.za/south-

africa/operation-vala-umgodi-nets-18-000-major-crime-crackdown

3 Parliamentary Monitoring Group. 2025. lllegal mining (SAPS briefing), Derelict and ownerless mines (DMRE briefing); with ministries. 18 March 2025. https://pmg.org.za/page/
lllegal%20mining%20(SAPS%20briefing),%20Derelict%20and%20ownerless%20mines %20(DMRE %20briefing); %20with%20ministries
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VISUALIZING JUSTICE:

MU
IGH'S

discourse through
the lens of the ArtbankSA's
contemporary collection

Figure 1: Themba Khumalo, Red Ants, 2019, coffee stain, charcoal and pastel on paper, 140 x 140 cm.
Photo credit: Jano Myburgh.

By Yolanda de Kock

ArtbankSA

s South Africa commemorates Human Rights Month,
Athe nation engages in critical reflection on its

trajectory from the systemic brutality of apartheid to a
constitutional democracy ostensibly founded on principles of
dignity, equality and freedom. While the country’s Constitution
is rightfully celebrated as one of the most progressive legal
frameworks globally, the sober reality for many South Africans
remains characterized by persistent structural inequality and
unresolved human rights challenges.
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Using powerful visual narratives, contemporary South African
artists are confronting these sociopolitical contradictions
and deploying their creative practices to bring attention

to struggles and inequities that frequently remain obscured
in the mainstream discourse. Their works function as both
aesthetic expressions and forms of civic engagement,
contributing to a visual vocabulary through which human
rights concerns can be articulated and interrogated.



The ArtbankSA collection features significant works that
serve as both witness and protest, documenting the complex
and often confradictory human rights landscape of the
present-day South Africa. Three artists in particular—Themba
Khumalo, Asanda Kupa and Lebo Thoka—create compelling
visual testimonies that engage with ongoing struggles for
dignity, equality and justice, thus extending the nation’s
human rights discourse beyond purely legal or political
domains info the realm of cultural production and visual
representation.

Housing Rights and forced removals

Themba Khumalo's poignant work Red Ants (2019) addresses
one of South Africa’s most persistent challenges: the right

to adequate housing. Created in response to a violent
confrontation between the Red Ants security company and
informal settlers in the Emfuleni district in 2019, the artwork
captures a traumatic moment when homes were demolished
while families were still asleep.

Using coffee stain and charcoal as his primary media,
Khumalo transforms the South African landscape into a
politicized space of contestation. The striking contrast of red
figures against the sombre terrain articulates a narrative of
ongoing housing struggles—a stark reminder that nearly three
decades after apartheid’s formal dissolution, spatial justice
remains elusive for many South Africans. The work raises
critical questions about human dignity, security of tenure
and the fundamental right to shelter. The apartheid regime
systematically enforced racial segregation through various

legislative mechanisms, leading to forced removals of Black
South Africans from their homes and communities.

The Natives Land Act of 1913 marked the beginning of
formalized land dispossession, which continued throughout
the apartheid era, resulting in significant socio-economic
disparities that persist into the present, as Okem and his co-
authors observe: “Land dispossession during the colonial and
apartheid periods is at the root of the poverty, inequality,
vulnerability and precarity of black South Africans to this
day, which manifests in many dimensions including housing.”
(Okem et al. 2019: 29).

Khumalo's evocative use of minimal colour against the
muted landscape speaks to how the land itself bears witness
to these historical and contemporary struggles. The artist has
remarked in his statement that “the South African landscape
has become political whilst the earth should or could be also
a spiritual place for prayer and solace” (Khumalo 2019). Red
Ants testifies that inequities in land distribution perpetuated
through forced removals persist well info the democratic era.

The forced removals executed by the Red Ants security
force in 2019 demonstrate the continuing contestation
over space and belonging. The landscape, in Khumalo's
rendering, becomes a repository of memory and trauma
experienced by displaced families. As Field writes, “Imagine
the community and surrounding landscape you grew up in,
that surrounded you throughout your formative childhood
years. What if you and your family were forcibly removed
because you did not comply with an externally imposed

Figure 2: Asanda Kupa, Women in Blue Overalls, 2017, oil on canvas, 143 x 235 cm. Photo Credit: Jano Myburgh.
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racial identity category, which decreed that you no longer
live in the spaces and interact with the people you regarded
as your community2 Imagine then your experience of a part
of yourself being “amputated”. How would your life change
after the moment of amputation2 How would you remember
your life before amputation2” (Field 2012: 18).

Khumalo's Red Ants thus functions not merely as creative
commentary but as a visual archiving of ongoing human
rights violations in contemporary South Africa. By rendering
the confinued practice of forced removals through

his distinctive painterly language, Khumalo establishes
continuities between apartheid-era dispossession and
present-day housing insecurity. The work invites viewers to
consider how constitutional guarantees of housing rights
remain unrealized for marginalized communities. Through
its affective power and historical resonance, Red Ants
conftributes to a burning cultural discourse on spatial justice,
collective memory and the right to dignified habitation—
concerns that remain central fo South Africa’s ongoing
project of substantive human rights realization.

Labor rights and gender equality

The struggle for dignity extends beyond housing to the
workplace, as powerfully depicted in Asanda Kupa's Women
in Blue Overalls (2017). Through energetic brushwork and a
sea of abstracted blue figures, Kupa draws critical attention
to the often-marginalized female labour force that sustains
South African industries yet remains largely invisible in
national economic narratives.

Born in the Eastern Cape—a region that has historically
functioned as a primary workforce reservoir for the mining
industry—Kupa's artistic practice is profoundly informed by
labour struggles and entrenched power dynamics in post-
apartheid South Africa. The blue overalls in this monumental
work operate as both signifier and erasure, simultaneously
marking the labourers as essential to economic production

while rendering them anonymous within the capitalist system.

The deliberate anonymity of the female figures in Kupa's
painting emphasizes the deep-rooted invisibility that women
contfinue to experience in labour contexts, particularly in
traditionally male-dominated sectors such as mining, where
their contributions remain inadequately recognized and
compensated.

By specifically focusing on women workers, Kupa stresses
the critical intersection of labour rights and gender equality
as intertwined human rights concerns. Women continue to
face systematic discrimination in the workplace, evidenced
by persistent wage disparities and disproportionate
representation in undervalued and precarious sectors of
the economy. The collective portrayal of these women
articulates the potential power of solidarity in the ongoing
struggle for economic justice and gender parity in South
Africa’s labour landscape.

As Goldblatt notes, “...the majority of the world’s women are
excluded from the paid labour market. Rapid urbanisation
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and globalisation is, however, seeing larger numbers of
women enter the labour force, although they continue

to be paid less than men. Feminists have noted that the
‘feminisation’ of the labour force, a result of globalisation’s
demand for cheap labour, has led to informalisation of
work which is less remunerative and offers workers less social
protection. Precarious work deepens women's vulnerability
and social exclusion as part of the global poor.” (Goldblaft
2016: 32-33).

Kupa's Women in Blue Overalls thus constitfutes a significant
intervention in contemporary discourse on labour rights

and gender equality in South Africa. Through his distinctive
artistic approach—characterized by dynamic brushwork and
compressed pictorial space—Kupa renders visible what is
systematically rendered invisible by economic structures. The
work challenges viewers to recognize the continued gender-
based stratification of labour markets despite constitutional
guarantees of equality. By positioning women workers as the
central subject on his canvas, Kupa disrupts conventional
representations of labour that have historically privileged
male workers, particularly in industrial contexts. The painfing
thus functions as both documentation of present inequities
and aspiration foward a more just economic order,where
women's labour is fully recognized, valued and protected. In
this way, Kupa's work exemplifies how contemporary South
African art can function not merely as aesthetic production
but as critical engagement with ongoing human rights
struggles and their complex intersections with gender, class
and historical legacies of inequality.

Gender-based violence and the right to safety

Perhaps the most profound human rights challenge
addressed in this article is gender-based violence,
confronted directly in Lebo Thoka's powerful photograph
Karabo Mokoena (2016). The work is titled in memory

of Karabo Mokoena, a young woman who fell victim to
femicide when her life was brutally taken by her intimate
partner, who subsequently immolated her remains and
deposited them in a shallow grave concealed beneath
black refuse bags. Through this poignant photographic
reimagining, Thoka reconfigures the victim as a
contemporary Black Madonna, enshrouded in black against
a sombre background, adorned with a deep crimson
halo and ceremonial white facial markings, while holding
unlit matches in her hand—a potent metaphor for her
extinguished potential.

By resorting to religious iconography, Thoka elevates
Mokoena’s memory beyond mere victimhood and demands
recognition of the humanity that was violently negated

by her perpetrator. The stark visual contrasts and dignified
portrayal constitute a powerful assertion regarding the
sanctity of women’'s lives in a societal context, where
gender-based violence persists as an endemic conditfion.
Despite South Africa’s Constitution ostensibly guaranteeing
equality and freedom for women, these ideals remain
unrealized in practice. As Thoka incisively remarks, “The
South African justice system does not prioritise the protection



of women because it

is necessary, but only
when it is beneficial to
do so. Patriarchy is the
puppeteer and women
are its puppets.”

Thoka's work functions
simultaneously as
memorial and protest,
thus compelling
viewers to confront

the reality where
women's fundamental
human rights to safety,
bodily autonomy and
dignity continue to be
systematically violated
in South Africa’s post-
apartheid democracy.
Through this framework,
Thoka's photographic
memorial participates in
an acute discussion of
gender-based violence
while insisting on the
restoration of dignity to
those whose humanity
has been violently
denied.

Conclusion: Art as

human rights challenges,
ArtbankSA extends its
mandate beyond mere
aesthetic considerations
to embrace art’'s capacity
for civic engagement
and social critique. This
curatorial approach
acknowledges the role
of cultural production

in maintaining critical
dialogues around human
rights—dialogues that
remain essential to the
project of substantive
democratization.

As South Africa contfinues
fo navigate the complex
terrain between
constitutional ideals and
lived experiences, these
visual testimonies offer
decisive perspectives
that complement and
sometimes challenge legal
and political discourses.
Such artworks remind us
that human rights are not
abstract principles but
embodied experiences
shaped by historical

witness, memorial, and Figure 3: Lebo Thoka, Karabo Mokoena, digital photograph, 2016, 90 x 60 cm. |egccies and Confemporory

catalyst

The works examined in this article—Khumalo’s meditation

on forced removals, Kupa's visualization of women's labour
struggles and Thoka's powerful commemoration of femicide
victims—collectively demonstrate the critical role of visual
art in South Africa’s ongoing human rights discourse. Through
diverse media and methodological approaches, these artists
transform abstract constitutional principles into visceral,

affective encounters that demand engagement with the lived

realities of rights violations in contemporary South Africa.

As we have seen, these artworks function across multiple
registers simultaneously—as historical documentation, as
memorial practices, as political critique and as imaginative
propositions toward more just futures. By visualizing the
continued struggles for housing rights, labour equality

and freedom from gender-based violence, these artists
expose the distance between constitutional aspirations and
material realities in our post-apartheid country. Their works
challenge viewers to face persistent inequalities that are
often concealed within dominant national narratives of
transformation and reconciliation.

The ArtbankSA's acquisition and circulation of these works
represents a significant institutional intervention in itself. By
collecting and exhibiting artworks that engage directly with

Photo credit: Jano Myburgh.

power relations.

The power of these works lies not merely in their
documentation of rights violations, but in their capacity to
foster empathetic engagement and to imagine alternative
possibilities. Through their aesthetic interventions, Khumalo,
Kupa and Thoka invite public to move beyond passive
consumption toward active witnessing and solidarity. In
this way, the ArtbankSA collection demonstrates how
contemporary art can serve not only as witness and
memorial to ongoing struggles, but also as catalyst for
renewed commitment to the unfinished project of realizing
human rights for all South Africans.
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New permanent firearm
exhibition tells the story of

the history of firearms

of the history of firearms. The exhibition was

new permanent exhibition of Firearms is now '/_,-;/ on display at the First Raadsaal and Wagon
Museum. The exhibition tells the story

opened by Sharon Snell, CEO of

The discovery of
gunpowder — an accident

that changed the world 2

The story of firearms did not begin on

a battlefield. It started with curiosity,

experiments, and a surprising mistake.

More than a thousand years ago,
Chinese alchemists were in search

of an elixir of life, hoping to unlock
the secret to immortality. Instead,
through a series of experiments with
charcoal, sulphur and saltpetre, they
accidentally created something far
more powerful: a combustible mixture
that could ignite and explode with
astonishing force. This mixture came to
be known as “fire medicine”. At first,
it was not seen as a weapon. Instead,
it was celebrated for its spectacular
displays in fireworks, religious

the National Museum, on 3 October 2025.

ceremonies and cultural festivities. Few
could have imagined the profound
impact it would ultimately have on the
course of history.

Over time, people began to recognise
the potential of this flammable
substance. Curiosity quickly turned
into experimentation, and fire
medicine began to appear in military
applications. Early examples included
fire arrows, rockets and simple
explosive devices designed to surprise
and intimidate enemies. Through trade
routes and the inevitable conflicts of
the era, knowledge of gunpowder
spread slowly westward, reaching the
Middle East and eventually Europe. Its
arrival in Europe marked the beginning
of a technological revolution that
would forever change warfare and
human society.
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By the 12" century, Europe was

aware of the gunpowder’s potential.
Around 1320, a legend tells, a German
monk, Berthold Schwarz, discovered
that gunpowder could be used not
only for fireworks but also to propel

a projectile. This idea sparked a
technological revolution. The earliest
European firearms, called handgonnes,
or hand cannons, were simple metal
tubes mounted on wooden poles. To
fire them, soldiers tfouched a burning
match directly to the powder. The
weapons were heavy, inaccurate and
dangerous - but they worked.

Inventors quickly sought improvements.
The matchlock introduced a trigger
mechanism that allowed more
controlled firing, while the wheel-lock
produced sparks mechanically by
spinning a serrated steel wheel against
a piece of iron pyrite (commonly known
as “fool’s gold”). As the wheel rotated
under tension, it scraped the pyrite to
generate hot sparks that ignited the
priming powder. Though complex and

costly, the wheel-lock was a major leap
forward in the firearm technology. From
accidental discovery to controlled
power, gunpowder laid the foundation
for every firearm that would follow,
forever altering the trajectory of human
history and warfare.

Flintlock
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The intlock - the spark that changed
everything

The flintlock marks the moment when
firearms fruly came of age.

By the early 1600s, centuries of curiosity,
experimentation and mechanical
problem-solving finally came together
in a design that worked simply and
reliably. The genius of the flintlock lay in
its elegance: a piece of flint held in a
steel hammer struck a hardened steel
plate, sending sparks into a small flash
pan. In an instant, the powder ignited
and the shot was fired. One small spark
transformed firearms forever.

Earlier systems like the matchlock and
wheel-lock had proven that guns were
possible, but they were far from ideal.
Matchlocks relied on a constantly
burning cord, while wheel-locks were
complex and expensive to produce.
The flintlock solved both problems.

It was durable, relatively easy to
maintain, and—most importantly—
cheap enough to manufacture in large
numbers.

This reliability changed the world.
Armies could now equip thousands of
soldiers with standardized weapons,
frain them in uniform drills, and rely

on coordinated firepower rather than
depending solely on archers, spearmen
or cavalry. Over time, flintlock muskets
gradually replaced bows, pikes, swords
and spears, reshaping warfare across
Europe and beyond.
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The flintlock’s influence extended far
beyond the battlefield. Hunters, seftlers,
explorers and travellers relied on it for
survival in unforgiving environments.

In southern Africa during the 18™ and
early 19" centuries, flintlock firearms
were widely used by settlers, indigenous
communities and hunters alike.
Dependable firearms could mean the
difference between life and death.
Remarkably, the flinflock remained
dominant for more than 200 years, a
testament to the simplicity, durability and
effectiveness of its design.

Flintlocks were also deeply personal
objects. Each firearm was handcrafted,
tuned and often decorated. Wear marks
told stories of use, repair and reliance.
These were not disposable tools but
rather trusted companions. Through
careful craffsmanship and mechanical
ingenuity, the flintflock bridged centuries
of firearm evolution, laying the
groundwork for all modern small arms.

How a lintlock works — precision
before power

At first glance, a flintlock firearm can
appear almost modest — wood, steel,
and a few moving parts. But beneath
that simplicity lies a finely balanced
sequence of actions, perfected

long before electricity or modern
engineering.

Before a shot could be fired, the
user had to prepare the firearm
meticulously. Powder was measured,
poured and packed down the barrel,
followed by a lead ball. The hammer
was drawn back, compressing a
powerful spring and locking the
mechanism info place. The flint had
to be shaped properly, and the flash
pan primed. Nothing happened by
accident — every step mattered.

When the trigger was pulled, the
process unfolded in a blink. The flint
snapped forward, scraping sparks from
steel as the frizzen flipped open. Those
sparks ignited the powder in the flash
pan, sending the flame through a tiny
touch hole into the main charge and
propelling the projectile downrange.
It was not brute force that made the
flintlock effective, but timing, precision
and balance.
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This system demanded skill and
discipline. Flinflocks had to be kept
clean and dry; flints wore down and
needed reshaping; powder could get
spoiled if handled improperly. Misfires,
delays or accidents were always a risk.
Mastery required repetition, patience
and careful attention to detail.

For its time, however, the flintlock
offered unprecedented control. It freed
users from burning cords and awkward
mechanisms, allowing steadier aim and
more confidence with every shot. This
reliability encouraged formal fraining
and drill, helping to shape the rise of
organised, professional armies. Hunters
relied on its accuracy, and explo‘Fers
could trust their firearm even in adverse
conditions.

By combining simplicity with precision,
the flintlock bridged the gap between
rudimentary firepower and reliable
firearms, shaping both military tactics
and daily survival for centuries.

Caplocks — when reliability
became the priority

For all their ingenuity, flintlocks shared

a frustrating weakness: they were
vulnerable to the elements. A sudden
rain shower, a strong wind, or damp
powder could turn a carefully aimed shot
info a dangerous silence. In the early

19" century, firearms designers sought a
solution — not more power, but reliability.

The breakthrough came from Scottish
clergyman Alexander Forsyth, who
discovered that certain chemical
compounds ignited instantly when
struck. This led to the invention of the
percussion cap: a tiny copper cup
filled with shock-sensitive primer. When
the hammer fell, the cap detonated,
sending a jet of flame directly into
the barrel and igniting the main
charge. Unlike the exposed spark

of the flintlock, the ignition was now
controlled and protected.

Caplock firearms were faster to fire,
safer to use, and far more dependable
in poor weather. Exposed flash

pans and loose priming powder
disappeared. Soldiers could fire while
lying down, on horseback, or in rain-
soaked conditions. Hunters could trust

their weapons to work when survival
depended on it. Reliability became the
defining feature of firearm design.

Importantly, the caplock did not
abandon the past. Many flintlocks
were converted rather than discarded,
replacing the frizzen and flash pan
with a nipple and percussion cap. This
period reflects practical innovation:
improvement mattered more than
novelty. The converted firearms-
maintained familiarity while embracing
new technology, bridging the gap
between old and new.

Throughout much of the 19" century,
caplock firearms dominated military
service, hunting and daily frontier life
in harsh environments. In southern
Africa, for example, frustworthy
caplock firearms were crucial tools for
survival. Beyond the battlefield, they
symbolised reliability, craffsmanship
and adaptability.

Rifled muskets — when accuracy
entered the battlefield

For centuries, firearms were designed
for power rather than precision. Most
early guns were smoothbore — simple
metal tubes that sent their projectiles
forward with force, but with little
control. At close range, they were
effective; beyond that, hitting a target
often relied on luck.

The breakthrough came from a simple
but tfransformative idea: spin.



Rifled Muskets

Gunsmiths discovered that by

cutting slow, spiral grooves inside a
barrel—process known as rifing—they
could make a bullet rotate along its
lengthwise axis as it fravelled through
the air. This spinning motion stabilised
the projectile, dramatically improving
both accuracy and range. While
rifled barrels existed before, their
impact became significant during the
caplock era. Combined with reliable
ignition, this technique produced the
rifled musket: a weapon capable

of reaching targets at distances
unimaginable only a century earlier.

Rifled muskets reshaped the battlefield.

Soldiers could no longer rely on tight
formations without risk, and individual
skill and marksmanship suddenly grew
in importance. The combination of
accurate firearms and disciplined
drills made professional soldiers more
effective than their sheer numbers.
Armies adapted tactics to emphasize
precision and control rather than
massed volleys of fire alone.

Hunters and explorers also benefited.
Rifled firearms allowed longer-range
shots with greater confidence and
cleaner and faster kills. Accuracy was
no longer a luxury, it was essential for
both survival and effectiveness.

The psychological impact was equally
profound. Firearms were no longer
mere instruments of force; they

became tools of precision. Careful aim,

steady hands and training became
critical, elevating firearms from
simple weapons to skill-demanding
instruments. Rifling marked a turning
point in the philosophy of warfare,

emphasizing fine skill over brute
force and setting the stage for future
innovations in firearm design.

Breechloading begins — Westley
Richards “Monkey Tail” rifle

For centuries, soldiers and hunters relied
on muzzleloading firearms — guns that
had to be loaded from the front of the
barrel. While powerful, these weapons
were slow and cumbersome, especially
in battle or under pressure. Reloading
could take precious seconds when
every moment counted. The mid-19™
century brought a clever solution:
breechloading.

One of the most innovative early
breechloaders was the Westley Richards
“Monkey Tail” rifle. This unique firearm
combined the trusted percussion cap
system with a hinged breech at the
rear of the barrel. Paper cartridges,
containing both bullet and powder,
could be loaded quickly into the
breech, allowing faster, more efficient
firing. Yet if cartridges were unavailable,
the rifle could still be loaded from the
muzzle like traditional firearms.

The curved operating lever at the
back of the action gave the rifle its
nickname, the “Monkey Tail”. But the
charm of this lever belies its brilliance, it
allowed soldiers to open and close the
breech smoothly, blending simplicity
with practically.

This rifle represents a crucial moment
in firearm history — a bridge between
the old and new. It shows a period

when designers improved on proven
technology rather than abandoning

it entirely. The “Monkey Tail” was
widely used in Britain and southern
Africa, both as a sporting rifle and

on the battlefield, including the
Basotho Wars and the Transvaal War of
Independence (1880-1881).

By combining breechloading with

the trusted percussion cap, the
“Monkey Tail” paved the way for
modern repeating rifles, proving that
careful adaptation, clever design

and practical thinking can fransform
both warfare and daily survival. In the
hands of soldiers, hunters and explorers,
it became a versatile, reliable and
revolutionary tool.

The Snider rifle: conversion and
innovation

The story of modern firearms is not only
about bold new inventions, it is also
about smart adaptation.

In 1866, the British Army adopted

the Snider rifle, named after
American inventor Jacob Snider.
Instead of discarding thousands

of existing muzzleloading rifles, the
Snider system offered a practical
solution of converting them. This
approach prioritized efficiency and
practicality over starting from scratch,
demonstrating that innovation could
be as much about clever adaptation
as radical invention.

The transformation was simple yet
revolutionary. A hinged breechblock

Westley Richards
‘Monkey Tail’
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was fitted to the rear of the barrel,
allowing soldiers to load a cartridge
directly into the chamber. This
cartridge contained the bullet,
gunpowder and primer all in a single
metallic unit. No loose powder, no
separate caps, ho ramrod.

The result was a dramatic increase in
speed, safety and reliability. Soldiers
could reload far more quickly, whether
standing, kneeling or lying down. Firing
became more consistent, even under
the pressure of battle, and precious
seconds could mean the difference
between life and death.

The Snider rifle represents one of the first
practical military uses of self-contained
metallic cartridges — a concept that
would soon become universal. It marked
a clear shift away from the traditions of
muzzleloading foward the firearms we
recognise today.

Like many turning points in history,

the Snider was not about replacing
everything at once. It was about
bridging the gap between old and new
technology. By combining proven rifle
designs with modern ammunition, the
Snider allowed armies fo modernise
rapidly and economically.

Through the Snider, the principles

of speed, efficiency and safety
became increasingly central to firearm
development.

The Martini-Henry: strength,
speed, simplicity

In 1871, the British Army adopted a
rifle that would become legendary:
the Martini-Henry. Combining clever
engineering with raw power, it
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replaced the Snider as the Empire’s
primary service rifle, and its influence
was felt across battlefields and hunting
grounds alike. ’

At its heart was the falling-block
action, designed by Friedrich von

use throughout the British Empire,
including southern Africa, where it
was used by British froops and Boer
forces alike during the Transvaal War
of Independence (1880-1881) and the
South African (Boer) War (1899-1902).
Ilts combination of speed, strength and
simplicity made it effective in combat
and highly prized for large venery. In
fact, more elephants and large game
were hunted with the Martini-Henry
than any otherrifle in the region.

This rifle shows how innovation does not
always mean complexity. By combining
a practical lever-action breech with

a precision barrel, designers created

a firearm that was easy to use, strong
and fast — qualities that influenced the
development of repeating and bolt-
action rifles that followed.

Martini. Operated by the trigger
guard, lowering it opened the breech,
cocked the firing pin, and allowed a
cartridge to be loaded. Raising the
block locked the round securely in
place. The mechanism was simple,
fast, and incredibly strong - ideal for
soldiers under pressure and hunters in
challenging circumstances.

The rifle's barrel, crafted by Scottish
gunmaker Alexander Henry, featured
precision rifling that made the Martini-
Henry both accurate and reliable.
Paired with a potent cartridge, the rifle

became famous for its stopping power,

whether in battle or in the pursuit of
large game.

The Marfini-Henry saw extensive

Smokeless powder: toward a
cleaner future

For centuries, firearms relied on black
powder — a propellant that filled the
air with thick smoke and left heavy
residue behind. Each shot clouded
the battlefield, obscuring vision and
revealing a shooter's position. Power
came at the cost of visibility and
tactical advantage.

In 1846, Swiss chemist Christian
Friedrich Schénbein discovered that
cofton could be nitrated, creating a
fast-burning material with immense
chemical energy, later known as
guncotton. It was far more powerful
than black powder, but also somewhat
unstable. Over the following decades,



chemists continued refining the
formula, and in 1884, French chemist
Paul Vieille invented Poudre B, or
“white powder.” Vieille's innovation
produced almost three times the power
of black powder, burned cleaner,
fouled barrels far less, and—most
importantly—emitted almost no smoke
when fired. The epoch of smokeless
powder had begun.

The impact was immediate. Cartridges
could be made smaller and lighter,
allowing soldiers to carry more rounds.
Bullets flew faster and farther, with
flatter trajectories. On the battlefield,
shooters were less exposed, and
visibility improved dramatically.
Soldiers could fire repeatedly without
losing sight of their target. Firearms
could now be smaller yet far more

Mauser Rifle

Black Powder

Smokeless

powerful, ammunition easier to carry,
and tactics reshaped by improved
visibility and extended engagement
distances.

Smokeless powder also demanded
stronger, more reliable firearms. Many
older black-powder rifles could not
withstand the higher pressures, prompting
reinforced actions and barrels, as seen in
rifles such as the Mauser and Lee-Enfield.

By the dawn of the 20" century, almost
every major military power had adopted
smokeless cartridges. This chemical
breakthrough did not just improve
firearms, it redefined warfare, shaping
tactics, logistics and strategy, and laying
the foundations for the modern firearms
we know today.

The bolt-action revolution
By the late 19" century, firearms had

entered a new era. No longer limited
to single-shot rifles, armies demanded
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weapons that could fire repeatedly,
reliably and accurately. The answer was
the bolt-action rifle — a design that would
determine modern infantry warfare for
decades to come.

In 1871, Germany adopted the Mauser,
widely regarded as the first truly
modern bolt-action rifle. Designed

by Paul Mauser, it featured a strong
rotating bolt that locked securely into
the receiver, offering exceptional

strength, safety and precision. With one

smooth motion, a soldier could cock
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Lee-Metford Rifle

the firing pin, chamber a round and
prepare to fire again. Its rugged reliability
and long-range accuracy earned it
global respect. In southern Africa, the
Model 1895 “Boer Mauser,"” loaded

with five-round stripper clips, became

a formidable weapon during the South
African (Boer) War (1899-1902).

Meanwhile, Britain was advancing its
own rifle fechnology. The Lee-Meftford,
adopted in 1888, combined bolt-
action operation with a detachable
magazine, allowing for rapid, sustained

fire. Refinements in rifling and the
adoption of smokeless powder led to
the legendary Lee-Enfield. Known for
its remarkably smooth bolt and speed,
it enabled trained soldiers to deliver
rapid, accurate fire even in harsh
conditions — from the African veld to
the trenches of Europe.

By 1900, most major powers had
embraced bolf-action, magazine-

fed rifles firing smokeless cartridges.
Alongside the Mauser and Lee-Enfield
stood the French Lebel, Austrian

Steyr Mannlicher, Italian Mannlicher-
Carcano, Russian Mosin-Nagant, and
American Krag-Jergensen. Together,
they marked the dawn of truly modern
military firearms.

Design of exhibition: Marelie van
Rensburg

Research and text: Elmar du Plessis
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Common Platanna (Xenopus laevis) by Louis du Preez

Common Platanna

Common name: Common Platanna
Scientific name: Xenopus laevis
Afrikaans: Gewone Platanna
SeSotho: Lentsweta la tiwaelehileng
Adult length: 150 mm
Tadpole length: 80 mm
Appearance: Backs are patterned in brown and grey
blotches, underparts cream-yellow. Skin smooth (‘laevis’
means “smooth”).
Distribution: Widespread in southern Africa, but absent
from most of Mozambique. Introduced to North and South
America, Europe and Asia, and classified as an invasive pest
in some counfries.
Habitat: Found in permanent or semi-permanent water

s, including rivers, dams and ponds. Aquatic, but may

iight in rainy weather and when water bodies

e ge for carrion, but also eat living or
dpoles, fish and occasionally
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Southern Tremolo Sand Frog (Tomopterna adiastola) by Tyrone Ping

Southern Tremolo Sand Frog

Common name: Southern Tremolo Sand Frog

Scientific name: Tomopterna adiastola

Afrikaans: Suidelike friller sandpadda

SeSotho: Sengangana sa lehlabathe sa Tremolo sa Borwa
Adult length: 50 mm

Tadpole length: 37 mm

Appearance: Colouration is highly variable but usually light
grey-brown to olive green with a narrow white line down the
middle of the back, and sometimes also on each flank, and
asymmetrical dark blotches. The skin is warty and not smooth
like some other species in the genus, but the belly is smooth
and white. Males have dark colouration along the jawline.
Distribution: Widely distributed in Southern Africa including
South Africa, Lesotho, Eswatini, Mozambique, Zimbabwe,
Botswana, north-eastern Namibia and the southern tips of
Angola and Zambia. In South Africa it is found in the northern
parts of the country, and in the Free State it is found throughout
the province except in the south-west. A similar species,
Tandy's Sand Frog, also occurs widely throughout the Free
State, although more commonly in the south of the province.
Habitat: Grassland and savannah. Common after rain,
otherwise spend much of the year buried in soil. They are
known to enter a state of torpor at least 50 cm underground.

Prey: Arthropods such as beetles, termites, caterpillars and ants.

Enemies: Snakes and birds.

Breeding behaviour: Females lay 2000-3000 eggs (each
approximately 1.5 mm in diameter) in shallow water, which
hatch after 2-3 days.

Call: A series of fast ki-ki-ki-ki notes from under vegetation in
sandy soils, oftfen near dams or temporary pools.

Bubbling Kassina

Common name: Bubbling Kassina

Scientific name: Kassina senegalensis

Afrikaans: Borrel Vleipadda

SeSotho: Senganganasekopitsane

Adult length: 50 mm

Tadpole length: 80 mm

Appearance: Variable in colour. In South Africa it is most
often yellow, grey or olive with black bands (a solid vertebral
band flanked by broken lateral bands). It has large,
protruding eyes. The male is usually slightly smaller than the

Bubbling Kassina (Kassina senegalensis) by Louis du Preez

female, and has brown vocal sacs on its throat.
Distribution: Widespread in sub-Saharan Africa and in
Also widespread in South Africa, except for much
Western Cape.

Habitat: It occurs in a wide variety of habit
particularly in grasslands near shallow
Prey: Grasshoppers, termites, ants, spi
Enemies: Birds, water bugs (Belost
frog protects itself from predati
which may result in pain for
Breeding behaviour: Femal
late summer.

Call: A short, loud ‘boip’
another’s calls, often re
calling in the late after
body, moving closer a
concealed positions

Common River Frog (Amietia delalandii) by Tyrone

Common River Frog

Common name: Common River Frog

Scientific name: Amietia delalandii

Afrikaans: Gewone Rivierpadda

SeSotho: Marokolo ya tlwaelehiileng

Adult length: 20 mm

Tadpole length: 80 mm

Appearance: Colour pattern variable, but usually a
combination of greens and browns with black patches and
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usually also a pale vertebral stripe. Underside smooth and
white with a marbled throat. These frogs are often confused
with the very similar Poynton's River Frog (Amietia poyntoni).
The Common River Frog usually has a narrower head

than Poynton's River Frog, a more pointed snout, and less
webbing on its feet.

Distribution: Occurs in South Africa, Eswatini, Lesotho,
Zimbabwe, Zambia, Malawi, and western Mozambique.
Within South Africa it is widely distributed, although more
patchily in the west.

Habitat: Large and small rivers, dams and ponds. It favours
grassland, savannah and forest habitats.

Prey: Frogs feed mainly on flying and crawling insects.
Enemies: Otters, large birds, snakes, and even large spiders
(Nilus sp.). When disturbed it jumps from its hiding place into
water to hide in mud.

Breeding behaviour: Breeds all year round, with a peak in
spring and winter.

Call: Males call from shallow water or from floating
vegetation. The call consists of 3-16 clicks per second, then
a brief pause, then a short croak lasting half a second.

s River Frog
ooyntoni

: Variable, but often olive
markings, and a pale vertebral stripe i
rounded. Underside smooth and white with da
the throat. Similar to, and often confused wit
River Frog (Amietia delalandii). Poynton’s Riv
a broader head (narrow in Common River Fre
extensive webbing on the toes. The hindlimibs
adapted for leaping and swimming.
Distribution: South Africa and Namibia. From the
Drakensberg to the southern Karoo, extending to ce
Namibia. This species is found throughout the entire
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Pogn‘ton's River Frog - continues

Habitat: Streams and rivers in grassland, savannah, forest and
even agricultural land. Also dams, artificial ponds and wells.
Prey: Insects.

Enemies: Oftters, large birds, Water Monitors and snakes.
Breeding behaviour: Breeds in permanent water bodies
throughout the year, with a peak during the rainy season.
Call: Males call by day or night.

Snoring Puddle Frog (Phrynobatrachus natalensis) by Tyrone Ping

Snoring Puddle Frog

Common name: Snoring Puddle Frog

Scientific name: Phrynobatrachus natalensis

Afrikaans: Snork Modderpadda

SeSotho: Sengangana sa diganthana se kgonang

Adult length: 40 mm

Tadpole length: 35 mm

Appearance: A ‘chubby’ grey or brown frog with a light

green or tan vertebral stripe, and two large warts situated

near its shoulders. The underside is cream and smooth with

occasional dark flecks. Thighs usually have three to four dark

bands, and there is moderate webbing on the toes. Males

have a dark grey throat.

Distribution: Widespread in sub-Saharan Africa, including

s of southern Africa. In South Africa it is found in

xcept the Western Cape, and only narrowly

thern Cape. In the Free State it occurs widely
th-west.

ent or femporary water bodies, or in

bland, savannah, a wide variety of

grassland, and even urban areas

Most common in arid savannahs.

ts and other invertebrates.

occurs in the rainy season,
eggs that float and form a raft
ch four days later. Tadpoles
ow. Metamorphosis is

louder toad-like grrr-oooo
s call from exposed positions near
r or in shallow seasonal ponds or

call throughout the day if overcast.



Raucous Toad (Sclerophrys capensis) by Tyrone Ping

Raucous Toad

Common name: Raucous Toad

Scientific name: Sclerophrys capensis

Afrikaans: Lawaaiskurwepadda

SeSotho: Sehoho se hoeletsang

Adult length: 115 mm

Tadpole length: 25 mm

Appearance: Large, robust, brown to olive-grey with dark,
irregular markings in pairs along the middle of the back.
Distinguished from other toads by the presence of an
(usually) unbroken band between the eyes on top of the
head, and the absence of reddish colouratfion on the back
of the thighs.

Distribution: Widespread in South Africa, Lesotho and Eswatini.
Found almost throughout the Free State, including Bloemfontein.
Habitat: Rivers, streams and ponds, and is commonly found
in gardens and seen crossing trails or roads at any time of
the year, although much less common in winter.

Prey: Mostly small insects.

Enemies: Snakes, birds, and even freshwater crabs.
Breeding behaviour: Females lay sticky strings of thousands
of eggs. Eggs are laid in deeper water than a related
species, the Guttural Toad. Eggs hatch after 3-4 days.

Call: Males produce a loud, rasping, duck-like ‘quack’ from
the water's edge. This is repeated continuously and may
have earned them the name “raucous”. Calls start in spring
and continue info January.

Southern Pygmy Toad

Common name: Southern Pygmy Toad

Scientific name: Poyntonophrynus vertebralis

Afrikaans: Suidelike Dwergskurwepaddas

SeSotho: Sehoho-gokofana sa botjhabela

Adult length: 40 mm

Tadpole length: 20 mm

Appearance: A light to dark brown frog with leather-like

skin covered in warts which are widely spaced apart. It has
symmetrical orange or reddish markings on its back, as well as
a distinctive pale triangular patch between the shoulders. Its
toes have very little webbing.

Southern Pygmy Toad (Poyntonophrynus vertebralis) by Marius Burge:
l

Distribution: Arid central parts of South Africa an
western Lesotho. It may also extend peripher:
Botswana. Occurs in the southern Free Sta e,
outskirts of Bloemfontein.

Habitat: Dry, rocky areas near temp
Prey: Tadpoles feed on algae or
adults prey on small invertebra
termites, aphids and mites.
Enemies: When large numbi
be killed by, amongst oth
Crows.

Breeding behaviour: E
rains. The eggs are lai
are black with a den
them a golden app
and mature into ad
Call: A continuous ¢
cricket.

Western Olive Toad (Sclerophrys poweri) by Tyrone Ping

Western Olive Toadd

Common name: Western Olive Toad
Scientific name: Sclerophrys poweri
Afrikaans: Power se Skurwepadda

SeSotho: Sehoho sa mohlware wa bophirima
Adult length: 100 mm
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Tadpole length: 36 mm

Appearance: Tan to green-brown back, large paired brown to
chestnut markings strongly edged in black, foot less than 40%
of body length, distinctive warts on the back and sides which
culminate in small black spines. There is no continuous bar

between the eyes, and the back of the thighs have red patches.

Distribution: South-western parts of southern Africa. In the
Free State it is found in the western and north-western parts
of the province.

Habitat: Wooded and open savannah, but also urban areas
and farmland. Shelters under rocks or logs, emerging after
rains to hunt. Juveniles may also shelter in abandoned
(vacant) termite heaps.

Prey: Beetles and other invertebrates

Enemies: Enemies probably similar to those of the Raucous
Toad.

Breeding behaviour: Breeds in dams, seasonal wetlands and
pans. Breeding occurs in mid-September following spring
rains. Females lay about 2 000 eggs in a single strand which
attaches to vegetation. Hatching occurs within 24 hours.
Call: A loud ‘kwaak’ lasting one second. It is repeated
frequently following rain.

symmetrical dark b
white, usually with small
ve little to no webbing. Male
throat than females.

Karoo Toad - continues

Distribution: South Africa, Lesotho, Eswatini and Namibia. As
a consequence of its adaptation to cold and dry conditions,
this species is found in both summer and winter rainfall zones.
Occurs in the eastern and southern Free State, possibly
including the periphery of Bloemfontein.

Habitat: In the Free State and Lesotho it is most often found
under rocks, in burrows or in disused termite mounds in rocky
areas. Found in the Nama Karoo, Succulent Karoo, Fynbos,
Thicket and Grassland biomes.

Prey: Small arthropods.

Enemies: Mongooses, snakes, and birds.

Breeding behaviour: Temporary or permanent water bodies
of all kinds, laying strands of 100 or more eggs at a time.
Call: The male’'s call sounds like a sequence of squawks,
then a pause, then the call is repeated. Males may alternate
their calls fo create a chorus.
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By Yolanda de Kock

n 21 March 1960, sixty-nine

people were killed outside the

Sharpeville police statfion in
what became one of the most widely
documented atrocities of the apartheid
era. The photographs circulated almost
immediately, bodies on the ground, the
scale of state violence made undeniably
visible. South Africa commemorates
Human Rights Day on this date for good
reason. The Sharpeville Massacre marked
a turning point not only in the history
of organised resistance against the
apartheid’s pass laws, but in how that
resistance was remembered: through
image, through site, through the slow
institutional work of commemoration in
the post-apartheid South Africa.

Commemoration of the apartheid’s

tfraumatic legacies was, at the turn

of the new democracy, channelled

largely through monuments, heritage Figure 1: "Confirmation Day in Sharpeville, 1960. Photograph sourced from https://www.flickr.com/

photos/giOrtn/50613278103. Uploaded by Sergio Espana, 30 October 2007. Photographer unknown;
archival image from Gerry Lynch.

sites and museums, with the explicit
aim of promoting social cohesion

and a shared national identity. Leslie = A
Witz's Museum Times documents - .‘ K
that post-apartheid South Africa : 1
withessed the establishment of at least -

50 new museums, the vast majority
constructed to display violence and
suffering under apartheid (Witz 2022:
23). These commemorative spaces
emerged as deliberate responses

to entrenched historical silences,
addressing forced removals, worker
exploitation, political imprisonment,
and resistance movements. Purpose-
built institutions like the Apartheid
Museum could be designed from the
outset to centre previously suppressed
narratives and position the liberation -
struggle as foundational rather r,
than supplementary. Witz identifies, i
however, a central confradiction
that bears on older institutions and

Nt

Figure 2: Phelindaba Cemetery: a mass burial of the deceased victims of the massacre. The families
of the deceased were not permitted to identify the remains of their loved ones.
Photographer unknown. Photo credits: www.thejournalist.org.za
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Figure 3: Sharpeville Garden of Remembrance, Gauteng, opened in 2001 by former President Nelson Mandela. Photographer unknown.
Image sourced from www.ruralexploration.co.za

Figure 4: The ‘dompas’ building at the Sharpeville Garden of
Remembrance. Image sourced from Flickr.com./photos/south-african-
toursim/17367175695. Photographer unknown; uploaded 12 May 2015 by
South African Tourism.
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heritage sites: museums concerned with the conservation and
management of the past simultaneously become places of
contesting and reshaping history (Witz 2022: 24). His caution
that excessive reshaping risks perpetuating contradictions

at the heart of the museum (Witz 2022: 2) applies with equal
force to the question of public monuments, where the tension
between preservation, transformation and erasure remains far
from resolved.

The Sharpeville Garden of Remembrance is one such
purpose-built memorial: a deliberate effort to hold the
event in public consciousness and fo give those who were
silenced a continued presence in the landscape. It offers a
particular kind of commemorative resolution: a site where
the moral clarity of the experience and the identities of
those harmed are sufficiently represented for institutional
acknowledgement. Not all heritage sites carry this clarity,
and in the spaces where it is absent or contested, the
questions of whose memory, whose rights and whose heritage
become most pressing.

Memory and legacy are rarely as settled as a
commemorative date or a memorial garden implies.
Monuments and heritage sites do not simply preserve

the past, they provoke dialogue and, at times, sharp
disagreement. They determine whose suffering is rendered
legible, whose histories are accorded public space, and
whose claims on collective memory are considered worth
sustaining. The questions running through this article take
shape here: whose rights are exercised in determining

what gets remembered, whose memory deserves public
inscription, and whose heritage is at stake when those
determinations are made. This article examines concepts of
memory, heritage, and monuments through the work of South
African photographer Thando Mama, Izingqi Zesikhumbuzo
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Figure 5: The Ntaba kaNdoda Monument, Eastern Cape. Photograph by Miles Bowker, 2022. Reproduced with the permission of the photographer.

Photo source: Facebook post on 17 November 2022 on the Monumente, Gedenktekens en Interessanthede in Suid-Afrika page
(https://www.facebook.com/groups/372725536482372).

(2016-2017), who stages a sustained creative encounter with
precision that official commemoration has largely missed.

Monuments, memory and public heritage

Sabine Marschall (2010: 10) argues that monuments and
memorials serve social and psychological needs for
individuals and groups that are not always compatible with
the political needs of the state, or of those who initiate the
memorialisation of persons and events in a specific way.
When the state determines what gets commemorated and
how, the question of whose memory is actually being served
does not disappear, it sharpens.

The Sharpeville Garden of Remembrance makes this tension
visible. Pitja’s research into the memorial precinct reveals
that despite the government’s intentfion to redress the
wrongs of the past, the community most directly affected
was neither consulted nor involved in its planning and
construction. Some members of the public found certain
design elements, including the plinths in the memorial
garden, culturally extraneous and alien to most South African
traditions. Once, the memorial was closed on the anniversary
of the massacre itself, leaving ordinary people unable to
access a site ostensibly built in their memory (Pitja 2022: 46).
A monument with apparent moral clarity can still reproduce
the exclusions it claims to remedy.

Monumental decay: The Ntaba kaNdoda Monument in the Ciskei

The Ntaba kaNdoda Monument in the Eastern Cape sits

at the opposite end of this commemorative spectrum.
Unveiled in 1981 by former Ciskei President Dr Lennox Leslie
Wongama Ngweyesizwe Sebe to give architectural authority
to Bantustan pseudo-nationhood, this structure was never
subject to any formal discussion, community engagement or

public reckoning in the post-apartheid period. Vegetation
pushes through cracked concrete and graffiti marks the
monument walls (Fig. 5). South Africa moved on, leaving the
dilapidating building to deteriorate further in oblivion, which
is itself a form of decision.

These are the conditions that South African photographer
Thando Mama entered when he made Izingqgi Zesikhumbuzo
in 2016-2017, a photographic piece that refuses the silence
and returns Ntaba kaNdoda to view. Where the Sharpeville
Garden of Remembrance represents a state-initiated
commemorative response, however contested, Ntaba
kaNdoda remains unacknowledged, its layered histories still
buried beneath a crumbling structure, which nobody has
chosen to preserve or remove. Whose memory does that
silence serve?2 Whose heritage does it erase? These are the
questions Mama's work forces into the open.

Thando Mama and lzingqi Zesikhumbuzo

Mama'’s relationship with Ntaba kaNdoda is not that of an
outside observer. Growing up in the Eastern Cape, he heard
stories of the mountain through school literature and songs at
family gatherings. The monument’s shadow, he writes, remains
ever-present not only in his own psyche but in the minds of
the local community (Mama 2021: 47). This proximity gives his
practice an authority that a purely archival approach cannot
claim. The site is, for him, simultaneously a place of personal
memory, collective history and unresolved haunting.

Before the Bantustan quasi-state claimed it, the mountain
carried a far older significance. Ntaba kaNdoda had long
been a sacred place for the Khoe, San and amaXhosa
peoples, embodying a spirituality and independence that
preceded British colonialism in the Eastern Cape (Mama
2021: 49). The mountain’s name reaches back fo the Khoe
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Figure 6: Thando Mama, Izingqi Zesikhumbuzo, 2016-2017, inkjet print on photographic paper, 117x78 cm. 1/4 edition. Photo credit: Jano Myburgh.

chief Ndoda, killed in the 18™-century conflict with the
amaXhosa under King Rharhabe; over generations the
place accumulated a folkloric fradition rooted in the history
of contest and reverence (Mama 2021: 49). The Bantustan
monument must be understood against this depth.

By the late 1970s, at the height of apartheid’s separate
development programme, Dr Lennox Sebe commissioned

a national monument for the Republic of Ciskei at this site.
Drawing on Vail (1989), Mama argues that Sebe envisioned
the structure as a holy place for the people of Ciskei, which
would arise as a new country (Mama 2021: 49). The Xhosa
nationalism Sebe sought to foster came at a cost. Hodgson's
(1987) scholarship, which Mama engages directly, raises the
possibility that the construction of the monument erased
subtle layers of history at the site, among them its longstanding
significance as a place of sacredness, even as it claimed

to honour the mountain’s heritage (Mama 2021: 49). The
monument endured as a symbol of nationhood, but once built
over older, quieter meanings it had no interest in preserving.

Pierre Nora's framework of lieux de mémoire sharpens

this analysis. Memory sites, Nora (1989) argues, become
necessary when living memory can no longer sustain itself
when the transmission of the past through daily practice,
and communal experience breaks down and must be fixed
in objects, monuments and institutions. The Ciskei monument
follows this pattern, but with a critical inversion: the memory
it crystallised was not a community’s heritage reaching
toward preservation, but a state-fabricated nationalism
imposed onto a landscape already filled with competing
histories. Marschall’s (2006: 165) observation that it is often the
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forgotten stories and narratives of neglected communities
that form the true foundation of national or communal
identity points to what the monument deliberately obscured.
Rothberg's (2010: 7) notion of noeuds de mémoire, or “knots
of memory”, captures what Ntaba kaNdoda actually holds:
multiple, incompatible collective memories entangled without
resolution, the official nationalist narrative wound around the
Khoe, San and amaXhosa histories it attempted to suppress.

Connerton’s (1989) analysis of how commemorative
encounters work, or fail to, extends this further. When
people gather at a memorial or move through a

heritage space, this act transmits images of the past that
legitimate a present social order; remembrance and social
reproduction are inseparable. The difficulty at Ntaba
kaNdoda is that the social order this monument was built
to legitimate no longer exists, and the communities it
claimed to speak for largely rejected it even af the time.
The memories a monument asks its visitors to share must,

at some level, already be shared, and at Ntaba kaNdoda,
they have never been. By the early 1990s, following the
collapse of the Ciskei government, the structure was looted
and vandalised; after 1994, with no place in the post-
apartheid government’'s commemorative programme,
neither conservation nor preservation was implemented
(Mama 2021: 50). Mama describes the result plainly: a ghost
memorial, abandoned, stripped, and sitting in persistent
disjuncture with the present (Mama 2021: 50). Despite its
physical deterioration, he insists the memorial still holds
potential for recollection as the memories it carries cannot
simply be blotted out of collective consciousness (Mama
2021: 50).



This disjuncture is the ground on which Mama'’s visual
practice operates. He approaches the monument not to
recreate past events but to undertake what he describes as
a critical mediation of the socio-political and metaphysical
histories interconnected within the site (Mama 2021: 47).

Izingqi Zesikhumbuzo (2016-2017) represents a more
structurally direct register of this practice, the monument
captured in its physical, palpable presence rather than
through the spectral blur of Mama'’s pinhole series (Mama
2021: 64). Nine figures, draped in what seems to be

black jackets, stand in deliberate formation before the
decaying structure. Their arrangement carries the weight
of ceremony and collective witnessing; their jackets signal
cultural continuity, a quiet insistence that the communities
this monument was built to suppress remain present. The
building behind them is visibly deteriorating, concrete
weathered, vegetation reclaiming the paving, yet it has
not been removed, nor formally preserved, nor publicly
acknowledged. Mama (2017: 67) describes his practice

as holding remembrance together as a collective action,
piecing fogether the challenged histories of the ever-fading
memories of Ntaba kaNdoda.

Izingqi Zesikhumbuzo does exactly that: it neither resolves
the monument’s history nor turns away from it. South Africa
has largely moved between two inadequate positions when
confronting the monumental legacy of colonialism and
apartheid preservation, which risks legitimising the original
intent of such structures, and removal, which risks erasing
material evidence of harm. Mama'’s photograph refuses
both. It sets an encounter that the monument itself could
never produce: one where the communities whose histories
were buried beneath it return to witness what was built in
their name. Whose rights were served when this monument
was erected? Whose memory does its abandonment erase?
Whose heritage hangs in the silence between the crumbling
walls and the post-apartheid landscape that has chosen,
thus far, to look away?

Conclusion

Human Rights Day asks South Africans to remember. What
this article has fried to show is that remembering is never
a straightforward act, it is always shaped by decisions
about whose suffering counts, whose histories are granted
public space, and whose heritage is considered worth
preserving. The Sharpeville Massacre gave us a date, a set
of photographs, and eventually a memorial garden. These
are not nothing. But as Pitja's research into the Sharpeville
Garden of Remembrance makes clear, even the most
morally legible acts of institutional commemoration can
reproduce the exclusions they set out to remedy.

The Ntaba kaNdoda Monument in the Eastern Cape
received no such institutional attention at all. Built to serve
an apartheid fiction, it was left to decay when that fiction
ollapsed, not demolished, not preserved, not publicly
owledged. The int in beneath it holds centuries of

neither invited nor honoured. Those histories did not disappear
when the Ciskei government fell. They remain, as Mama

(2021: 50) writes, buried in a monument that post-apartheid
South Africa has largely chosen to leave in its blind spot.

Thando Mama'’s Izingqgi Zesikhumbuzo refuses that choice.
His photographs do not resolve what the monument should
become, nor do they ask the state to act. They stage
something the monument itself never could: a return of

the communities whose histories were concealed under

it, bearing witness on their own terms. His concept of
demonumentalisation, using creative practice to work
against fixed, authorised memory without physically

altering a structure offers a way of engaging with South
Africa’s difficult monumental discourse that sits outside the
preservation-versus-removal debate entirely. This debate, as
this article has argued, is foo narrow to accommodate what
these sites actually hold.

Whose rights, whose memory, whose heritage? These
questions do not resolve neatly, and Mama'’s practice does
not pretend they do. What it offers instead is the refusal of
amnesia, an insistence that the contested, interwoven and
unresolved histories of places like Ntaba kaNdoda remain
part of the living work of human rights, long after the dates
on the commemorative plaques have passed.
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