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Abstract

This thesis focuses on rock art that was created in the Eastern Cape during the colonial
period. It is possible to date the images by what is depicted — muskets, hats and horses. Using
San, Khoe and other ethnographic sources, we can ‘see’, through indigenous eyes, how life
was experienced on the colonial frontier (and in borderlands) as it moved into the Eastern
Cape hinterland. Though hard to believe, this region, having been one of the first and most
densely settled by colonists, has received almost no archaeological attention of this sort. The
rock art images in question were seemingly made by those who actively resisted the colonial
project — bandits or ‘guerrillas’ from mixed cultural backgrounds, each group having its own

particular mosaic of individuals and therefore idiosyncratic modes of representation.
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INTRODUCTION



On the 16™ of May 2018 the South African flag outside the parliamentary buildings in Cape
Town was lowered and replaced with that of the Sovereign State of Good Hope (SSGH).
The man who oversaw this act was Khoebaha Calvin Cornelius 111, the current Gaob (King)
of the National Khoisan Council. The Gaob announced that this marked the official
secession of the Cape from the rest of South Africa. Parliament was served with an eviction
notice and told that they could remain in the Cape provided they apply for ‘alien’ status
(Cilliers 2018).

Although some South Africans found this amusing and a complete impossibility (as noted
in the comments sections of various online newspapers?), for the National Khoisan Council
it was a carefully orchestrated protest. The Gaob discussed his frustration with the current
government which, despite all their measures to create a South Africa for all, still did not
recognise the status of the ‘Khoisan’. Their history and struggles remain in the dark as they

continue to be relatively unpublicised and misunderstood.

This thesis seeks to shed some light on the struggle of the ‘Khoe-San’? during the colonial
era. | look specifically at the area that made up the eastern borderlands of the Cape Colony,
under Dutch and then British rule, during the late eighteenth and early nineteenth centuries.
In examining historical and ethnographic archives and, crucially, the rock art painted by
these groups, | aim to understand and show how multi-ethnic groups came together and
turned to raiding livestock as a form of resistance against European settlement, all the while
drawing on Khoe-San beliefs and practices. Truly, as agents in the shaping of South Africa,
their story deserves the same recognition sought after by Gaob Khoebaha Calvin Cornelius

III today. They were the ‘Bushman’ bandits of the borderlands.

L Cilliers, C. 2018.https://citizen.co.za/news/south-africa/1982550/khoi-san-king-declares-that-the- cape-has-
seceded-from-sa/ accessed 17 May 2018.

2| follow Hollmann (2007) and Morris (2008) in applying this term to rock art which may have been created by
either Khoekhoen or San artists or both. | follow Besten (2011) in applying it to people in the colonial period
who likely had both San and Khoekhoen ancestry as a result of protracted contact between hunter-gatherers
and pastoralists.


https://citizen.co.za/news/south-africa/1982550/khoi-san-king-declares-that-the-cape-has-seceded-from-sa/
https://citizen.co.za/news/south-africa/1982550/khoi-san-king-declares-that-the-cape-has-seceded-from-sa/
https://citizen.co.za/news/south-africa/1982550/khoi-san-king-declares-that-the-cape-has-seceded-from-sa/

Fig 1. Khoebaha Calvin Cornelius I11 addresses the press about the plight of Khoe-San. Image from
https://citizen.co.za/news/south-africa/1982550/khoi-san-king-declares-that-the-cape-has- seceded-from-sa/
accessed 17 May 2018.

Research enquiry

| sought to understand practices of banditry in the colonial-era Eastern Cape, having
hypothesised that rock art dating to that period was possibly related to it, and that this
material culture might better inform the record of this period of South Africa’s formation. |
found that a closer look at the manner of depiction (i.e. how the different features of the
subject matter are depicted, what conventions are used) coupled with a reading of the local
history gives evidence for the way the colonial project disrupted traditional lifeways and
forced individuals to form multi-ethnic groups in order to survive. On investigation it
transpired that the creators of this art were mixed groups of ‘Bushmen’ who undertook
banditry in protest against the colonial project. This research shows that indigenous beliefs
were reconfigured in the colonial period and applied to introduced material culture, notably
firearms. As part of this reconfiguring, the inclusion of animals, including ostriches, painted

in traditional hunter-gatherer art were re-conceptualised within a framework of banditry.


https://citizen.co.za/news/south-africa/1982550/khoi-san-king-declares-that-the-cape-has-seceded-from-sa/
https://citizen.co.za/news/south-africa/1982550/khoi-san-king-declares-that-the-cape-has-seceded-from-sa/
https://citizen.co.za/news/south-africa/1982550/khoi-san-king-declares-that-the-cape-has-seceded-from-sa/

Fig. 2. RI001. A rouh-bruhvpaitedite in he uurberg mountains. It includes ir.nges of human figures with firearms
and cattle, as well as ostriches and baboons. Photo and digital enhancement with DStretch by author.
To these ends | adopted a methodological approach that included the reading
of archaeological, historical, ethno-historic and ethnographic literature. The
archaeological literature relates to the sites in question and provides a basis for how these
sites have been analysed and interpreted by archaeologists. The historical literature is
concerned with who was in proximity to these sites and when, as well as the processes that
led to the acquisition of material culture and animals introduced by colonists, by
various populations. The ethnographic literature gives the closet approximation to an
emic perspective into what members of these populations thought of colonialism
(epistemology) and, importantly, how they experienced the colonial project (ontology).
Groups covered in the ethnographic literature include San, Khoekhoen, Korana, Sotho

and Nguni.

My techniques include the accumulation of data. Sample studies include information on
the technique (incised or pecked engraving, fine-line or finger-painted or rough brush

painting), the pigment and subject matter, as well as manner of depiction.



Fig. 3. WOEQOL1. A fine-line painted site in the Stormberg mountains. Subject matter includes people on horseback with
firearms and domestic livestock, notably sheep and cattle. Image by Sam Challis. Digital enhancement with DStretch by
author.

Images of many of the sites are already available through the Southern African Rock Art
Digital Archive (SARADA). These include photographs, site reports, tracings and re-
drawings of the art. This has not, however, negated the necessity of fieldwork.
The subjectivity of past surveyors does not always allow for close-up detailed photographs
of the imagery with which | am concerned. Field trips were undertaken over the period

2017-2019. These included visits to sites in the Great Fish River region.

Those sites which were not already captured on SARADA were found by consulting local
farmers. The contact details for the different farmers were shared by local rock
art enthusiasts, Victor Biggs, Stephen Towney-Bassett and Ben Maclennan. Additional
contact details were supplied by the Agri Co-ops in the area. Once contact was made
with one farmer in a particular location, additional contacts for other farmers were

supplied by the first contact.

Accessibility to the sites was only possible with a 4x4 vehicle. Even with this, it was still
necessary to always cover the last section of the journey on foot. The distance on foot



typically ranged between 500m and 5km depending on the site. In instances where the
walking distance was short, it was often possible to conduct all of the necessary data
capturing at a site and then follow this with a second site visit later in the day.

The team for site visits typically included five individuals; my supervisor Sam Challis,
three assistants and myself. The assistants helped with filling in the site record sheets
(including GPS co-ordinates, direction and site description) and inspected the site to ensure
that we did not miss any rock art. Any imagery which we saw was called out to the
assistants so that the details could be written down. The photographs were then taken by
myself. Once we were satisfied that we had captured all the data at a particular site, we
conducted a short survey to see if there were any additional sites nearby.

The mountains in this area are the south-western Drakensberg, Stormberg, Zuurberg,
Bamboesberg, Windvogelberg and Winterberg. These areas are historically attested to
have housed mixed groups of bandits. These attestations suggested that there was probably
rock art in these areas. Following enquiry, I found this to be true, except for the
Bamboesberg which had rock art though this did not include images that could be
reliably dated to the colonial era.

Fig. 4. Map of sites and study area surveyed.



| acknowledge that photographs are not always necessarily the best medium for a
clear descriptive resolution of rock art. In order to study and see the images better | have
made use of an editing programme, ImageJ, which includes a plug-in called
DStretch (Decorrelation stretch) developed by rock art researcher Jon Harman. This is
achieved by loading a photograph of the art into the program and then using the plug-
in to alter the pigment colours. A variety of built-in filters are used to highlight different
pigments, thereby creating a clearer image. | have also edited photographs with the
programme Adobe Photoshop. In this program | trace the images with a tool that allows
me to copy it and paste it as a separate layer, with the shelter wall acting as a
background layer. This makes it possible to then highlight, lighten or darken the
images themselves while retaining the original copy of the shelter wall. In doing so, it is
possible to show the art up much better against this backdrop than in the original
photograph. Through using these computer programs to create digital copies of the art |
felt it unnecessary to trace the images. Tracing has the potential to cause damage to the art
and given that these images are made in a chalkier pigment than the ‘traditional corpus’ of
hunter-gatherer art (as explained in Chapter Two), | was concerned that if the tracing paper

made any contact with the pigment it could flake it off the rock face.

Rationale

The 1970s and 1980s saw the beginning of a new approach in rock art research that sought
to move away from the belief that ‘San’ artists were merely depicting the scenes they
encountered around themselves in everyday life or that they were depicting hunting scenes
as a form of sympathetic magic. The use of San ethnography by scholars Patricia
Vinnicombe (1976) and David Lewis-Williams (1980, 1982, 2010, 2013,
2019) demonstrates the significance of religious affairs in the creation of rock art. Yet
when many scholars (including Vinnicombe and Lewis-Williams) turn attention to
later images of European material culture there is a marked regression to interpretations
claiming that the artists were merely painting images of new groups of people, notably
European colonists, arriving on the landscape — even if they acknowledge that such images

are incorporated into ‘San religion’.

From the mid 1980s, scholars began to look at how the images that include figures with
European material culture and animals may also fit within the paradigm of San cosmological



beliefs. Colin Campbell (1986, 1987) and Lewis-Williams and Thomas Dowson (1989)
pay particular attention to the famed Beersheba panel (see Fig. 5) and note that the
image included subject matter that can be linked to the experience of trance undergone
by San shamans. Notable features include a therianthrope seemingly bleeding from the
nose (cf. Katz 1982). Campbell (1986) postulates that the arrival of Europeans may have
been equated with the feared spirits-of-the-dead in San belief and that shamans could
battle these new arrivals as they did the spirits. Lewis-Williams and Dowson similarly
(1989: 147) argue that the Europeans and their items and animals were “incorporated
within the more traditional shamanistic art”. These scholars, however, continued to
assume that the authors of the colonial era rock art were homogenous San. A closer
look at the historical record reveals that these groups of painters rather consisted of
individuals from mixed-ethnic, and, or, multi-ethnic backgrounds, and that the painters

would have drawn on their hybrid or creole worldviews when creating art.

Fig. 5. The Beersheba site. Vinnicombe (1976) interpreted this panel as a depiction of an actual Boer commando
attacking a group of San. Image courtesy SARADA. Redrawing by Colin Campbell (Lewis-Williams and Dowson 1989)

The work of Jannie Loubser and Gordon Laurens (1994), Sven Ouzman (2005) and Sam



Challis (2008, 2012, 2018) demonstrates that we cannot take for granted that the human
figures wearing hats and holding guns in rock art are in fact depictions of Europeans. The
acquisition of firearms by various ‘Bushman’ groups as well as their history of image-
making, and additionally the inclusion of ontologically local subject matter and ‘trance’
motifs in the art, makes it more than likely that in many cases the artists were in fact depicting
themselves. Challis (2008, 2012, 2014, 2016, 2018) and Ouzman (2003; 2005) further argue
that these images are not the mere depictions of newly-acquired material culture and animals,
but must rather be seen within the context of ritual and ritual practioners, a theme also noted
by Jamie Hampson (2015: 156-158) in relation to colonial-era rock art in the Trans-Pecos of

North America.

Fig. 6. A close-up of the Beersheba panel. Challis (2008, 2018) draws on historical sources attesting to the AmaTola

using firearms and horses, as well as the depiction of a ritual specialist (see right) to suggest that it is the AmaTola, not
Europeans, who are depicted here. Image enhancement by Kevin Crause, courtesy of Sam Challis.

That these scholars turned to historical literature to inform their views is crucial. These
sources put the lie to interpretations of the paintings based on essentialised understanding
of material culture, as mistakenly used by Campbell (1986). |1 have used historical
material, written by early European travellers and settlers, to a greater extent than
previous scholars to show how useful these sources are for understanding the socio-

political forces at play on the landscape.

These sources include more than thirty contemporary accounts of travellers, settlers,
missionaries and government agents, as well as work synthesized by early
historians, such George McCall Theal's 35 volume record of the Cape Colony (1899, 1901,



1902, 1903, 1904, 1905) , Donald Moodie’s The Record, or, A Series of Official Papers
Relative to the Condition and Treatment of the Native Tribes of South Africa (1838)
and the British Parliamentary Papers (e.g. Papers relative to the condition and treatment
of the natives of southern Africa, Volumes | and 11 1835). Throughout this thesis | show
that these forces had a great impact on the rock art produced in the colonial era and the

people who made the images.

The use of historical sources also helps in the understanding that these groups of
‘Bushmen’ bandits were not essentialised ‘pristine’ San. Geoffrey Blundell (2004), Lara
Mallen (2009) and Leila Henry (2010) use written accounts from the colonial period to
demonstrate that groups who produced art included members from different ethnicities
and, as such, were hybrid communities. Challis (2012, 2018) too makes use of historical
sources, and coupled with a reading of the art, demonstrates the creolised nature of the
AmaTola. In treating these groups as mixed, these scholars draw on a variety of ethno-
historical and ethnographic sources, not just those pertaining to the San, to provide a more
nuanced reading of the art. | have taken a similar approach to different ‘traditions’ of art
found along what were the borderlands of the Cape Colony. In doing so, | show, as had
previously been hypothesised by Challis (2008), that the expressions of hybridity and
creolisation found in the Maloti-Drakensberg in the mid-nineteenth century began in the
late eighteenth and early nineteenth centuries far to the south-west of the regions studied

by these scholars.

Rock art research in southern Africa makes very little mention of the institution of slavery.
Yet when reading historical sources it is often found that slaves who were imported into
the Cape and were able to escape their place of work, joined with indigenes. There was
also an illegal slave trade in Khoe-San and other southern Africans, sometimes by people
of mixed-descent as well as by European settlers. Challis (e.g. 2012, 2016, 2018), a notable
exception, highlights the historical attestations that certain groups of ‘Bushmen’ also
included ‘runaway slaves’ among their number. In looking at the art as images that were
produced by Khoe-San slaves it can be seen how certain motifs may have related to beliefs
pertaining to escape from slavery and harsh labour conditions, as well as following raids,

as detailed throughout this thesis.

Previous studies have attempted to historicise rock art based on the subject matter,
especially when it contains images of ‘outsiders’ or introduced material culture (see e.g.

Loubser and Laurens 1994; Dowson 1994; Blundell 2004). These studies have been



critiqued, especially when direct dating has revealed accurate chronologies that do not
correspond with the indirect dating attempts (see e.g. Mullen 2018). For example,
Dowson (1994) arranged paintings into a chronology which he argued showed the
economic rise of singular shamans within San groups who had come into contact
with African farmers. Yet without direct dating, Dowson is not able to say whether
these paintings were created in the sequence he postulates or if they were even painted at
the time of contact with African farming groups. Furthermore, where Dowson (1994)
considers paintings that are demonstrably from the colonial era, in ignoring the written
record he is not able to see that the groups of ‘Bushmen’ from this time period were
of mixed-ethnic backgrounds. Interpreting these paintings based solely on San
ethnography is, therefore, problematic. | take an arguably more accurate approach to
historicising rock art in looking not only at the subject matter but also the techniques
of production and manner of depiction. In so doing, | show how the art changes owing to
contact with outsiders and how protracted contact led to mixed groups that produced
art in their own unique ways. This approach ensures that it is not just historical
sources that are employed to explain the socio-political forces present on the
landscape during the colonial era, but also uses the art itself as evidence in its own
right.

Contribution to the discipline

This thesis includes several new approaches and contributions to the study of southern

African history, archaeology and rock art.

It demonstrates how the images and manners of depiction may be used as a historical archive
to provide an emic view of the experience of contact and colonisation.

It provides an in-depth explanation, using the work of Eric Hobsbawm (1969) as well as a
reading of local histories, for the formation of bandit groups during the colonial era.

It examines how the impact of slavery affected indigenous populations, despite this practice
officially being outlawed.

It considers how ostriches may have been associated with beliefs specifically relating to
banditry and runaway slaves.

It explores how items of material culture introduced by Europeans, firearms, were
incorporated into an indigenous southern African worldview that drew on past beliefs as

well as forming a new epistemology.



‘Bushman’ bandits of the borderlands

Bushman vis a vis San

Before explaining my theoretical approach to the rock art discussed in this thesis, it
iS important that a key term, ‘Bushman’, is clearly understood. In recent years it has
been commonly used as an alternative term for the word ‘San’, meaning the hunter-
gatherers who inhabited southern Africa prior to the arrival of the herders, farmers and
colonists (e.g. Lewis-Williams 1982). Historically, however, the term ‘Bushman’ as used
by colonists most commonly meant anyone ‘of the bush’ with no fixed abode and who did
not practice animal husbandry, rather than signifying a specific racial or ethnic group
(for discussions see e.g. contributions in Hamilton & Leibhammer 2016). As a corollary,
anyone ‘of the bush’ was considered an inveterate thief, vagabond, freebooter or raider.
Perhaps the best example of this, and the most accurate in terms of contemporary
observations of the socio-economic classification, comes from Frangois Le Vaillant
(1972 [1790] 402- 404):

These vagabonds are not...a particular nation of savages, natives of
the country they inhabit. The word Boshis-men is derived from two
Dutch words, which signify, men of the wood, or thickets; by
which appellation the Dutch inhabitants, whether in Africa or America,
distinguish the robbers, or assassins, that desert the colonies to escape
chastisement; such as in the French islands are called Negres Marrons (run
away negroes); thus, so far from being a particular nation..., they are a
collection of Mulattos, Negroes, Bastard-Whites, and, sometimes,
Hottentots; mongrels of all kinds, and every shade of colour,
resembling each other only in treachery and villainy; they may truly be
called land pirates, living without law or order, and abandoned to every
excess of misery and despair, being hopeless deserters, who have no resource
but pillage and murder. They pass their lives on the tops of the steepest
rocks, in almost inaccessible caverns; the height of the situation giving them
an extensive view of the surrounding country; and no sooner do they
perceive travellers or scattered flocks, than they dart down unawares upon
their prey, killing man and beast without distinction, and, loaded with
the spoil, regain those dens (parentheses in original).

Le Vaillant made this observation while travelling around the Cape Colony in the late 1700s



and so it must be understood that when examining other written records from this period
that where the term ‘Bushman’ appears, it is to these figures that the term refers, and not
those whom we may think of as ‘ethnic’ San today. The early travellers also used the
terms ‘Chinese Hottentots’ and ‘Hottentot Bushman’ (Le Valliant 1972: 80; Raper and
Boucher 1988). Robert Gordon reiterates that the Dutch term Bossiesman was
specifically used to refer to bandits and that the word only came to describe a distinct
ethnic category from the late nineteenth century onwards (Gordon 1992: 173- 174). All the
historic texts examined in this thesis were written before the late nineteenth century.
Therefore, when earlier travellers describe their encounters with, and the activities

of, ‘Bushmen’, they are specifically referring to groups of what | term bandits.

The pejorative term ‘Hottentot’ is used throughout the writings of early travellers. This has
been equated with the Nama term Khoekhoe by many historians (see Chapter Two), but this
is also problematic as we see it being used, especially in the early days of the colony, to
discuss any click-language speaking indigenes in the Cape. Beginning in the 1970s, scholars
have increasingly argued that Khoekhoe and San are polarities along an economic scale
oscillating between hunting and gathering and pastoralism, rather than distinct ethnicities
(Marks 1972; Elphick 1977). Following this argument, rigid distinctions between San and
Khoekhoe are as problematic as the distinctions between ‘Hottentot” and ‘Bushman’. Issues
with the term ‘Hottentot” and its equation with Khoekhoe as well as the use of the term

‘Khoe-San’ are discussed in Chapter Two.

It is important to draw a distinction between the type of raiding against the colonists
committed by these ‘Bushmen’ and the institutionalized raiding associated with African
farmer societies. Rachel King (2017) considers how livestock raiding was used by groups
like the Sotho as a means for nation building. During these raids the aim was to capture
cattle, the epitome of wealth in African farmer society, rather than kill an enemy. In
considering the wealth exemplified by cattle, the goal was certainly not to kill the livestock.
Yet when looking at the raids committed by ‘Bushmen’ in the study area against colonists
we see a very different approach. If the group was pursued by a commando (an organized
militia consisting of farmers and their farmhands) they might take drastic measures to ensure
the Europeans did not retrieve their cattle. Multiple historical accounts describe the Bushmen
massacring or maiming the cattle while making a hasty retreat (e.g. Pringle 1840). This
shows a clear sense of resistance, what Challis (2012) argues to be guerilla warfare, rather

than the practice of institutionalised raiding in which, if one fails at a raid, one may always



return later to steal the same cattle. | suggest, following Le Vaillant, that these Bushmen

were rather bandits than institutionalised raiders.

| therefore draw on Bandit theory as introduced by Eric Hobsbawm (e.g. 1959, 1960,
1969), though with the benefit of subsequent critique, in order to explain the material
culture, including rock art, and beliefs, that were likely associated with these groups.

Hobsbawmian ‘Bandit Theory’

Hobsbawm developed his theory of banditry from 1959, most famously in the 1969 book
Bandits. He suggested that there is a specific class of bandit, which he refers to as ‘social
bandits’ (e.g. 1960, 1969), who can be viewed as heroes protesting against the
unfair treatment of the peasant class by a ruling class within a pre-industrialised economy,
thereby acquiring a ‘sense of injustice’ (Hobsbawm 1969). Importantly, social bandits do
not prey on other peasants, but rather purposefully go after those deemed to be part of the
oppressive class (Hobsbawm 1969: 14). This gives the actions of the social bandit a

political, as opposed to merely criminal, edge.

Importantly, bandit groups are heterogeneous. While they typically include young male
peasants, they also include the dispossessed within a society, such as military
deserters, prisoners and the down and out who head out to the frontiers, where they are safe
from the law (Hobsbawm 1969: 27). These are the exact sorts of people who make up the
‘Bushman’ groups described by Le Vaillant.

Hobsbawm’s first category of bandit is the noble robber. This is the figure of the Robin
Hood archetype. Hobsbawm (1969: 34), however, notes that these characters are possibly
not as noble as the legends make them out to be. He claims that the noble robber does not
start life as a criminal, but is typically the victim of injustice (Hobsbawm 1969: 35). In his
idealised account, Hobsbawm claims that noble robbers do not kill unless they
absolutely have to. However, he admits that the noble robber may not always remain noble
and may indeed turn on, and even Kill, the poor as the bandits attempt to better themselves
by any means possible (1969: 48). | suggest that few, if any, of the bandits discussed in
this dissertation are noble robbers. Certainly, far from not shedding blood, many historical
accounts claim that bandits typically killed the herd boy, himself from the peasantry, who

was caring for the stock they stole (e.g. Kay 1833).

Hobsbawm contrasts the noble robber with the avenger. Unlike noble robbers, who do not



attempt to kill anyone through their banditry, the avenger relies on creating terror by
killing, raping and maiming; the avengers are so desperate to avenge the wrongs that they
and their people have suffered, that they repay their suffering in kind to those who they
think deserve it (Hobsbawm 1969: 50). However, Hobsbawm notes that often this violence
extends from those who deserve it to innocent victims as the avengers become lost in their
bloodshed to the point that they become blinded to their initial cause (Hobsbawm 1969:
50-60).

A third category of Hobsbawmian bandits are the haiduks. The haiduks of the Balkans in
the last 500 years were both bandits and rebels in the political sense. Hobsbawm considers
how these people arose due to desperate economic conditions, that were imposed on them
by a conquering foreign power, in this case Turkey. The haiduks were heroes of the
peasants for fighting against the foreigners. Unlike noble robbers, they used cruel force,
but this was seen as justified by their admirers owing to the oppression that all were
suffering at the hands of the Turks (Hobsbawm 1969: 64-68).

| argue that the example of the haiduks probably comes closest to the people who formed
the groups under discussion in this study, especially when taking into account the influence
of a conquering foreign force, in this case embodied in the forces of Dutch and British
colonists. That said, | hesitate to place too much emphasis on trying to fit the creators of
the rock art into any of these categories, for Hobsbawm has certainly come under criticism,

some of which is well-deserved.

Critiques of Hobsbawm

One of these critiques is that Hobsbawm is guilty of romanticising banditry. Anton
Blok (1972) suggests another category, that of the unsocial or antisocial bandit. He
proposes that in many cases bandits actually prey on the defenseless, rather than the
wealthy. He sees bandits as rather seeking personal gain than performing any sort of social
protest (Blok 1972: 496).

This theme of antisocial banditry appears to have occurred in nineteenth-century Ethiopia.
Donald Crummey (1986: 133) argues that the shefta were both robbers and political rebels
who resided beyond the confines of normal society by hiding out in forests. One would
think that this form of residence or habitation (hiding out) as well as the fact that the theft
by the shefta was linked to political rebellion would make them prime examples of

Hobsbawm’s social bandits. However, the shefta were not champions of the peasantry



as they were typically upper class warlords, and sought to exert their own political will
through criminal activities, including the targeting of peasants (Crummey 1986: 135).

Anti-social bandits have also been studied by historians of southern Africa.

Jeff Peires (1994) uses Blok’s concept of the anti-social bandit to examine stock theft in
the Qumba district of the Eastern Cape in the late twentieth century. Peires notes that, far
from attacking the wealthy and uplifting their fellows, these thieves frequently stole stock
from the poor. Their cavalier attitude would see them arrive unannounced at social
gatherings, and demand tribute from potential victims in the form of protection money,
on top of the cattle they had already taken. It was well known who the thieves were, and
they were not shy of flaunting their wealth (something | examine later considering
bandits and material culture, Chapter Three). To this end, families sometimes hoped to
marry their daughters to these thieves so that they would be cared and paid for (Peires
1994). Peires does, however, draw on the category of the social bandit, but in this case he
identifies them as ‘anti-thieves’ who rose up to flush the thieves out of their villages.
They burnt the huts of thieves, but importantly had a sense of ‘noble cause’ as they
alerted the thieves beforechand so that they might remove themselves and their families
from their homesteads to prevent bloodshed (Peires 1994). This is a marked difference

in tactic to the antisocial bandits who relied on fear and terror.

Penn (1988: 2-3, 15) following Austen (1986) argues that social banditry is best expressed
where there is a powerful state to enforce the oppressive laws described by Hobsbawm
(1969). Considering that the power of the colonial state stopped at its borders, those who
escaped beyond the political geography seemingly cannot be considered social bandits. The
bandits described in this thesis appear, however, to have remained within the confines of
state power, if not directly within the border of the colony then certainly within range of
state-sanctioned commandos. Penn (1988: 15) further sees the Khoe-San of the northern
frontier in the eighteenth century as being primary resistors rather than social bandits. This
argument is based on the fact that these Khoe-San were outsiders from colonial society who
were resisting colonial expansion rather than figures within colonial society who felt
oppressed by the state and consequently rebelled. While the term ‘primary resistors’ may
apply to the Khoe-San who fought against the colony in the northern territories during the
eighteenth century, | do not believe that it necessarily applies to the individuals I discuss. As
covered in chapters 3, 4, and 5, many of the members of these bands had also been members

of colonial society either as farm labourers, slaves or soldiers. That these individuals did not



flee the colony wholly but remained in the borderlands from where they could enact
revenge on nearby farmers (cf. Penn 1988: 15) makes them ideal candidates for the

appellation ‘bandits’ rather than ‘primary resistors’.

A further critique of Hobsbawm concerns the backgrounds of individuals who become
bandits. Ralph Austen (1986:94) is critical of the idea that slaves may become social bandits,
seeing them instead as more likely to become involved in other sorts of organised crime
(Austen 1986: 94). He gives the example of nineteenth-century Nigeria where escaped slaves
formed their own paramilitary groups that aimed to acquire their own slaves by preying on
the local peasantry (Austen 1986: 95).

While this may have been the case in Nigeria, it certainly does not hold in other contexts.
Ray Kea (1986: 111) notes that the rise of bandit groups in Ghana came about after the
economy shifted from agriculture to mercantilism in the sixteenth century as a result of
contact with Portuguese and Dutch traders. In many cases these bandit groups, referred to
as ‘pirates’ by contemporary European travellers, consisted of peasants and escaped slaves

as well as common criminals (Kea 1986: 110 & 116).

Responses to the critiques

Robert Gordon claims that despite the many criticisms of Hobsbawm, some of which are
due, bandit theory is still a useful lens for understanding and studying certain groups of
people (Gordon 1986: 173). Gordon avoids the issue of whether a bandit group is social or
antisocial by instead considering how the ‘sense of injustice’ motivated people to rebel
within their means on a small scale against an oppressive force. He examines the reasons
why groups of twentieth-century San in the Kalahari formed bandit groups to raid livestock
from white farmers. He found that San who work on farms may revolt and turn to raiding
if they are mistreated by their employers. San men also experience their wives being
captured and used as concubines by white settlers. Adding to this, San traditional
hunting grounds were affected when land became used for agriculture by farmers who
prevented access to and destroyed the natural fauna on which San hunters relied (Gordon
1986: 180). Gordon does not concern himself with trying to fit these San bandits into
one of Hobsbawm’s categories, he instead takes what is useful from bandit theory and
focuses on why these groups came together in the contexts in which they did (cf.
Gordon 1992:7). This is the approach that | take throughout the thesis.



The borderlands

In Chapter Three, | explain how much of the study area falls within what was the
borderlands of the Cape Colony’s eastern border, marked by the Great Fish River, during
the late eighteenth and early nineteenth centuries. Importantly, borderlands can be seen as
spaces of contention where identities are formed and authoritarian structures are

undermined.

Michiel Baud and Willem van Schendel (1997: 216) consider borderlands to be the space
on either side of a border that has been established by a stately authority. In the context of
the borderlands discussed in this thesis, the actual border was the Great Fish River which
was established as the eastern boundary of the colony in 1778 (Saunders 1994: 69).
Although initial borderland studies viewed the border as existing between two
colonial powers (Adelman and Aron 1999), more recent scholarship suggests that it “is
an area located between two political and cultural units that may be cut by the
border” (Naum 2010: 103). As to how far this space exists on each side of the border,
Baud and van Schendel (1997: 222) note that there is the border heartland, the intermediate
border and the outlying outer borderland. This division of space is based on the influence of
the border.

Importantly, Baud and van Schendel (1997: 235) write that borderlands ought not to be
treated as a system where a core (state) determines what happens on the periphery but
rather that as places of activity the borderlands may influence the state. This is a marked
difference to the study of frontiers which drew on World Systems theory as a reaction to
the work of Frederick Jackson Turner (who first introduced frontier studies in the late
nineteenth century) in which frontiers were seen as entirely independent from the

‘civilised’ state (Cronon 1987: 173).

Pekka H&maldinen and Samuel Truett (2011: 359) argue that the approach of looking at
how borderlands form and exert influence multi-directionally offers a contrast to earlier
frontier models where colonial expansion and influence were understood as progressing
in a uni-directional manner (cf. Turner 1897). These earlier models accordingly looked at
change in frontier society as one of acculturation as those who came into contact with the
frontier gave up their traditional lifeways (Naum 2010: 105). As demonstrated throughout
this thesis, even when Africans did take on European material culture, they did so by
redefining these new items within their own framework rather than merely acculturate

them. Concerning the uni-directional approach of frontier studies, in the context of southern



Africa, colonial expansion was often halted, or indeed reversed, as settlers abandoned
their farms in the face of resistance by bandits and other African chiefdoms (Saunders
1994: 73; Newton-King 1999: 111).

States may establish borders as a way of demarcating people and cordoning them off from
each other, however, in practice those who live along the border and in the borderlands
rarely heed this authority (Baud and van Schendel 1997: 211). For example, European
settlers often crossed the border to trade with Xhosa chiefdoms, and vice-versa,
despite this being expressly forbidden by the colony (Giliomee 1989: 432). Rather,
borderlands serve as the space where different people interact in many different ways,
often forming new identities in the process (Adelman and Aron 1999). Hamalainen and
Truett (2011: 351) argue that violence which occurs in the borderlands, owing to state
subjugation in an effort to establish authority, often brings different people together.
This is something which is explored throughout this thesis in the formation of multi-
ethnic bandit groups. This phenomenon also occurred along the northern borderlands of the
colony in the late eighteenth century (Penn 1999: 166). These groups turned to violence
to contest the development of the Cape Colony’s border and the colonial project.

These groups do seem to be bound to the borderlands. Nigel Penn (1999: 81) refers to the
‘parasitic existence’ of bandit groups in the northern borderlands of the Cape
Colony. Although they may desire greater freedom from the Colony, and effectively
escape to a greater distance where official control is lacking, these groups cannot stay
away too long or move too far as they rely on robbing those farmers established in the
borderlands. The necessity for bandits to stay within a suitable distance of society is
noted throughout the work of Hobsbawm (1969).

Recognising the interstices that occur between borders of power, King and Challis (2017)
use the term ‘interior world’ to describe the Maloti-Drakensberg in the nineteenth century.
They highlight the formation of the BaPhuthi nation as a raiding polity who had previously
been farmers (see also King 2014, 2017, 2019) as well as that of the AmaTola Bushmen
whose individuals came from a variety of backgrounds before joining as raiders (see also
Challis 2008, 2012, 2018). Indeed, Hampson (2015: 157) argues that it is almost
impossible to assign a singular economic identity to a group. One group of bandits who
were aligned with the BaPhuthi was the San group led by Soai and based at Sehonghong
in the Maloti (Mitchell 2010). Geoffrey Blundell (2004) notes that to the east of the

Maloti, in the Drakensberg, was a group of bandits under the leadership of a San man,



Ngabayo. In all of these cases, the groups assembled in the borderlands from pre-existing
ethnicities, a common feature of these types of territories as outlined above. The groups
actively contested the power of both Europeans and African chieftains by committing stock
theft against them and, in the process, transgressing established boundaries. Importantly,
evidence for these activities is found not just in the historical archives, but also painted
on the walls of rock shelters. Fieldwork into the areas that make up the borderlands
considered in this thesis has revealed that the shelters in the Great Fish River valley
region also contain rock art. This thesis is concerned with these paintings and finds that

indeed they were assuredly made by borderland raiders.

Chapter outline

Chapter Two. The impact of contact and colonization on the indigenous worldview, rock

art and history of southern Africa: The Disconnect

This chapter has been submitted as a paper co-written with Sam Challis to the journal
Current Anthropology. At the time of writing it is in press. The formatting and references

are in accordance with the journal.

This paper includes a review of existing rock art research as well as original research. Sam
Challis is lead author, though all research that went into the review parts of the paper was
conducted by both authors. The section detailing the AmaTola ‘Bushmen’ is the work of

Challis. The section detailing the Tarka Banditti is the work of Sinclair-Thomson.

The formation of what might be termed the Khoe-San art of the eighteenth and nineteenth
centuries is discussed in the first chapter of this thesis. In this chapter we seek to
explain how and why rock art changes as the artists experience contact with incoming
groups, be they African farmers or pastoralists or European colonists. 1 do not wish to
suggest that change only comes about due to interactions with outsiders, indeed it is
certainly possible that the art changed throughout the period when southern Africa was
only occupied by hunter-gatherers; however, the most strikingly obvious changes can
certainly be linked to contact with others.

The art typically changes in both subject matter and in technique. Concerning subject
matter, we see cattle, shields and iron spears and firearms, broad brim hats and
European-style clothing appearing in the art. As argued, this cannot be seen as the mere
incorporation of new elements on the landscape into the painters lexicon. With the

inclusion of items associated with African farmer communities, I have shown elsewhere
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(Sinclair-Thomson 2016) that this seemingly related to a trade in medicines and protective
magic to be used in warfare that was supplied by hunter-gatherer ritual specialists
for their African farmer neighbours. The inclusion of firearms in rock art from the
colonial era likely also speaks to beliefs and concerns pertaining to protection, as

argued in Chapter Seven.

The other noticeable difference between pre- and post-contact (be that contact with
farmers, pastoralists or Europeans) is the technique or manner of depiction. In Chapter
Two, we note that there is a distinct move away from fine-line shaded polychrome images
of small-grained natural toned paint to images that are not shaded but are painted in thick
chalky large grain paint with either fine-line, rough brushwork or finger-painting, or a
mixture of any or all of these. These changes have been noted before in a study of
paintings pre and post contact with African farmers in the Caledon River valley (Loubser
and Laurens 1994), but here we aimed to look at this on a much larger scale. Unlike
this earlier study, we especially considered how the ethnic makeup of the painters was
certainly changed by contact with incoming groups and that these changes in turn
influenced the art. In doing so we note that the landscape was changed by others and that
in many cases the pre-existing groups were marginalised and their trade routes were
disrupted, another factor which likely affected the art as the trade in paint products

suffered.

At no point is it suggested that the painters meekly acquiesced to any mistreatment,
perceived or actual, by incoming groups. Indeed, this is particularly noticeable in the
colonial period where the written record explicitly details the resistance of people, who
we argue made the rock art discussed in this thesis, to the colonial project. The form of
resistance with which we are particularly concerned is that of banditry as exemplified
through acts of stock theft and destruction against the property of European settlers. We

argue that this was an effort by dispossessed groups to halt and reverse colonial expansion.

Chapter Three: Trouble on the Tarka: the rock art history of bandit groups on the Cape

Colony’s eastern border and the archive of their rock art

Brent Sinclair-Thomson 2020. International Journal of Historical Archaeology. It was
published online on 29/08/2020. Available at https://doi.org/10.1007/s10761-020-00556-6

In this chapter | examine the history of the Cape Colony’s eastern borderlands and discuss
the formation of groups of bandits. In doing so, | look at how both the written record and
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rock art can be used to understand the socio-political forces present on the landscape.
| particularly draw on the work of Eric Hobsbawm (1969), and related critiques, in

explaining the formation of these bandit groups as well as their practices and beliefs.

The written record is useful for documenting the presence of various groups on the
landscape surrounding the Tarka River valley (including the Great Fish River border)
during the late eighteenth and early nineteenth centuries. Here we find that, as the colony
was expanding eastwards, European settlers increasingly came into contact with African
hunter-gatherers, pastoralists and farmers. With colonial expansion, came the subjugation
of these indigenous groups with the result that many turned to banditry as their lifeways

were threatened and destroyed.

| outline the fact that, as Africans lost access to natural resources and land, many were
forced to work for Europeans on their farms or alternatively (Penn 2017) as part of the
colonial military. In these labour roles they frequently suffered abuse, breeding further
resentment towards the colonists. Labourers often did not enter into this workforce out
of their own volition, but were frequently taken by force by organised commandos

consisting of European farmers and their farm-hands.

Many indigenes who could escape, did, and joined with others hiding in the mountains of
the borderlands (Penn 1999). These multi-ethnic groups turned to banditry as both a resort
for sheer survival and as resistance to the colonial project. They stole cattle, horses and
firearms from the European farms in the borderlands. In doing so, those who had not been

trained in firearm technology and horsemanship, soon became adepts at both.

Throughout this region we find rock art that appears to be concerned with the raids
committed by these bandits. That these groups are historically attested as having had a Khoe-
San contingent suggests that they made rock art images, especially as we find paintings that
depict colonial-era subjects in the exact locations where they were known to hide. The art in
question is of the rough-brush work type, as well as the finger-painted type (see Chapter
Two) and is suggestive of the mixed-nature of these groups. Interestingly there are certain
motifs, such as rain animals, associated with the earlier ‘traditional’ corpus, that also appear
in this art, albeit in the later technique. This not only attests to these groups having a Khoe-
San inflection, but also to the redeployment of earlier beliefs to suit the colonial context. It
appears from the art and the ethnography used to explain the images that these beliefs related

to the protective powers necessary for banditry.
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Chapter Four: Runaway slaves, rock art and resistance in the Cape Colony, South Africa

Brent Sinclair-Thomson and Sam Challis in press. Submitted to the journal Azania:
Archaeological Research In Africa. Research was conducted equally by both authors. The
section on the AmaTola ‘Bushmen’ is the work of Challis. The section on the Tarka
banditti is the work of Sinclair-Thomson. The formatting and references are in accordance

with the journal.

In this chapter we elaborate on one of the primary reasons why people turned to banditry,
namely the institution of slavery and their escape from it. We examine the Indian
Ocean slave trade which forced so many unwilling migrants to the Cape. Cape slave
society did not, however, consist of only foreigners. There was also a local slave trade
in indigenous populations, despite this practice being officially outlawed by the
Dutch East India Company. In many cases local and ‘exotic’ slaves were kept together,
their intimate relations producing a new colonial category of people, the so-called
‘Bastard-Hottentots’. Whenever they could, slaves often escaped and joined with other

groups of Khoe-San and African farmers in the borderlands of the colony.

From the beginning of colonisation in the Cape, slaves were imported from other
regions governed by, or otherwise connected with, the Dutch East India Company,
including East Africa, India, Malaysia, Madagascar and Mauritius. The original reason for
their having been imported to the Cape was that Cape colonists were not permitted to
enslave the indigenous population. However, exotic slaves were expensive to buy and
costly to transport, so many European farmers in the borderlands of the colony could not
afford a slave workforce. Others were simply unwilling to buy official slaves when they
could simply travel across the border and use their martial superiority to capture
indigenous people, usually Khoe-San, and force them into slavery. This illegal slave trade
was also capitalised on by groups of mixed descent, like the Bergenaars, who became
slave raiders in their own right. Khoe-San slaves were typically passed off as belonging
to an apprenticeship programme, which was legal under Dutch law, although the
European masters abused this system, with the Khoe-San being kept and treated as slaves

with none of the rights associated with apprenticeship.

Once held on the farms of colonists, Khoe-San came into contact with ‘exotic’ slaves.
There was often intermixing between members of these different groups. The progeny that
came about from these relations were recognized by the authorities as ‘Bastard-

Hottentots’. They were technically supposed to have greater liberty than the slaves, but this
23



was often not the case and they too were kept as an unfree workforce.

Many slaves, indigenous, ‘exotic’ or mixed, managed to escape their workplaces and
sought refuge in the mountains of the borderlands. Here they found other groups of
indigenous descent engaged in banditry against the colony. With common goals, and in
many cases a common heritage, the slaves were welcomed into these groups. In other
cases, they likely formed their own groups in places of refuge. As discussed in Chapter
Three, we find rock paintings in these areas. We also have historical accounts of the
groups in these areas; these included runaway slaves among their number. Accordingly,
this chapter looks at how this rock art was produced by communities that included
runaway slaves in their number. In doing so, we get a more nuanced understanding into
this rock art as resistance against not just an encroaching ‘other’, but against a system into

which the painters were forced.

Chapter Five: Escape and Abscond: the use of Ostrich potency by 19" century rock artists,
eastern Cape, South Africa.

Brent Sinclair-Thomson, submitted to Azania: Archaeological Research in Africa. The

formatting and references are in accordance withe the journal.

Fieldwork in the Zuurberg, Stormberg, Windvogelberg and south eastern Drakensberg
revealed a surprising trend in rock art motifs that appear to be concerned with raiding
(as argued in Chapter Three): the presence of ostriches. Historical sources attest to the
late nineteenth-century domestication of ostriches, meaning that they were only
commercially farmed only after these paintings were seemingly created. This
suggests that when committing stock theft, bandits were not running off with ostriches
as well as cattle and horses. Rather, it is necessary to focus on how ostriches fit within the

painters’ ontologies (cf. Mitchell 2015).

An examination of Khoe-San beliefs about ostriches appears to shed some light on their
appearance in scenes of stock theft. Ethnographically-recorded beliefs of extant Khoe-San
groups in the Kalahari today coupled with archival Khoe-San accounts from the nineteenth
century reveal a widespread belief in ostriches as master ‘escape artists’ and, accordingly,
the employment of what | argue was ostrich potency to assist in matters of escape. It
is particularly the legs of the ostrich that are significant. They enable the birds to
outrun predators like lions as well as human hunters. Furthermore, they are able to leap

over the nets used by Khoe-San to catch them. Khoe-San attached the tendons from
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ostrich legs to their own legs to give them stamina when they tired. Ostrich eggshell was

also used as the main ingredient in a fortifying tonic.

Taking into account the clandestine activities of the individuals who painted these images,
the appearance of a symbol of escape in the rock art begins to make sense. Bandits would
have relied on anything to assist them with escape following an act of stock theft. The very
individuals who joined these bandit groups would likely also have drawn on ostrich
potency to help them escape from their places of work prior to joining bandit groups in the
mountains. Following on from Chapter Three, which is concerned with slavery, | examine
in this chapter the predicament in which Khoe-San found themselves when working for
colonists, either as farm-hands or in the colonial military. Harsh treatment at the hands
of their European masters led many Khoe-San to escape and abscond from their
positions. The brutal punishment that came with recapture meant that once they escaped,
they had to ensure that they were never found again. The use of ostrich potency was one

method that was believed to ensure this.

Chapter Six: The ‘bullets to water’ belief complex: a pan-southern African cognate
epistemology for protective medicines and the control of projectiles

Brent Sinclair-Thomson and Sam Challis 2017, published in Journal of Conflict
Archaeology 12(3): 192-208. The research and writing of the paper was divided between
both authors. The sections on Mlanjeni, umabophe, and the AmaTola ‘Bushmen’ are the
work of Challis. Sections on Nxele, shields and spears and interviews with informants on

traditional medicines and fighting are the work of Sinclair-Thomson.

This chapter discusses the ritual response of indigenous southern Africans to the arrival of
firearms. We show how when it came to beliefs in protection against the devastating
effects of guns, indigenes drew on their pre-existing understanding of projectile weapons
used in the late independent and colonial periods.

Before the importation of guns, southern Africans believed it possible to influence the
trajectory of arrows and spears by ritual performance and traditional medicines (muthi).
These means ensured that an enemy’s weapons would miss their mark when aimed at
the person who had been doctored. In the colonial era this belief, now modified to suit

the changing circumstances, was applied to firearms.
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We mention two of the most well-known historical cases in which African war-
doctors provided their armies with medicines that were believed to turn the settlers’
bullets into water. This belief was also informed by an ontology that held the ancestors to
be present in mythical cattle who could be called upon to enact transformations, in

this case the transformation of bullets into water.

Although these two case examples pertain to Xhosa society, it is also shown that this belief
existed among ‘Bushman’ groups. Special focus is given to the AmaTola of the south
eastern mountains. As war-doctors they were known to call upon water elements to
protect themselves, in the same manner that African farmer war-doctors, who also
served as rainmakers, called upon mist and rain to disguise their armies. The AmaTola

did so when raiding cattle to ensure a successful escape as their enemies were confounded.

Importantly, these beliefs are present in the art of the AmaTola which features rain-
animals. That these mythical beasts are also found in the art of the Tarka River valley, as
discussed in chapters two and three, suggests the same belief was present among these
groups. The belief in the manipulation of water and the enemies’ projectiles would have

been called upon when committing stock theft.

Chapter Seven: Indigenising the gun — rock art depictions of firearms in the Eastern Cape,
South Africa

Brent Sinclair-Thomson 2019, published in J. Goldhahn, Rock Art Worldings Part 1,
Special Issue, Time and Mind: The Journal of Archaeology, Consciousness and Culture 12
(2): 121-135.

In Chapter Six | focus on the beliefs held by indigenous southern Africans
concerning protection against firearms as well as how water elements, be they storms, rain
or mist, could be used to conceal and camouflage an army or group of raiders. In this
chapter | focus on the beliefs regarding the offensive nature of firearms, rather than

protection against guns.

| demonstrate here the problematic nature of looking at rock art depictions of people with
firearms and assuming them to be Europeans, owing to the presence of material culture
that was introduced to South Africa by colonists. | especially draw on historical
accounts demonstrating that Africans acquired firearms shortly after these arrived in

the sub-continent. Indeed, by the time these images were likely made firearm use amongst
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groups of ‘Bushman’ bandits was becoming increasingly common.

This is not to say that southern Africans viewed guns in the same way as the Europeans
who introduced them. | briefly look at examples from North America and Australia
where indigenes acquired firearms but understood them according to their own
ontologies, specifically linking understandings of the function of pre-existing projectile

weapons. This recalls the same theme from Chapter Six.

| continue the theme discussed in Chapter Six in which beliefs pertaining to pre-
existing projectile weapons were applied to firearms. Here, however, | focus on how the
medicines were used to make the weapons fly straight and true to their target. These
medicines came to be either used with guns either by keeping ammunition in the same
pouches as the muthi, or by allowing the smoke of burning medicine to travel up the barrel

of the gun.

I show that an indigenous ontology existed in which firearms were likened to
thunderstorms. This is very important if we consider, as shown in Chapter Six, that there
was a close link between rain-control and weapon control. Here | examine Khoe-
San beliefs in the manipulation of lightning and thunderstorms to be used as weapons

against an enemy.

| then turn to the rock art itself, where we find many paintings of people with guns. |
suggest that these images were committed to the rock as a form of control by ritual
specialists who in doing so demonstrated their capabilities to others in their group. I argue
that by painting these images, these specialists were ensuring the success of the bandits in

their endeavours.

Chapter Eight: Discussion and conclusion

The necessity for this project came about from noticing the lack of representation of
the mixed groups of bandits in the eastern borderlands in southern African histories.
Indeed, as explained in Chapter Three, many historians seem more concerned with the
wars between the colonists and various Xhosa chieftaincies. Where Khoe-San are
concerned, their material culture in the form of rock art is typically underrepresented.
Cases where the rock art of the colonial era is discussed do not consider how the art related
to the activities of these mixed groups, or even that it was painted by mixed groups in the

first place, thereby accrediting the art to those of an essentialised San identity. | ha