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A tendency to avoid contentious issues in this way, to f a l s i f y  

social conditions, is an accurate reflection of accepted p r a c t i c e s  

m South Africa. The works o f  a r t i s t s  like Preller can th e r e fo r e  

be said to  give expression to the aims o f  the dominant ideology by 

m \ s t i t y i n g  and r o m a n t i c i z i n g ,  i . e .  d i s t a n c i n g  the l i f e  of  the b lack  

man from the  r e a l i t y  and e x p e r i e n c e  o f  the whi te  man. (F ig .  19) .  

Artists  like Bill A ms lee , George Boys and '»vin Atkinson, a l l  o f  

whom have adopted an a b s tr a c t  v o c a b u la r l y  o f  forms,  cou ld  a l s o  be 

s a id  to r e i n f o r c e  the i n t e r e s t s  o f  the dominant id e o lo g y  through an 

m  .dance o f  r e l e v a n t  s o c i a l  c o n t e n t .  This c o n t e n t i o n  f in d s  

f u r th e r  support in O z y n s k i ' s b e l i e f  that  a b s t r a c t i o n  in the South 

A fr ican  c o n te x t  complements ' th e  p o w e r fu l ly  r e p r e s s i v e  f o r c e s  o f  

S t a t e  m o r a l i t y  through i t s  i n a b i l i t y  to  ex p res s  an a c t i v e  

o p p o s i t i o n  to the r u l i n g  c l a s s .  (Ozynski.  U n i v e r s i t y  o f  Cape Town,

i ',  p. 13). u iven t h i s  s i t u a t i o n ,  one could  co n c lu d e ,  as Gavin 

Younge d o e s ,  that

the p o l i t i c a l  and economic dominance of  
the w hi te  middle c l a s s e s  ensu res  that  i t  
i s  t h e i r  v a lu e s  and t h e i r  c u l t u r e  which 
predominate . (Younge. U n i v e r s i t y  of  
Cape Town, 19 79,  p. 4 2 ) .

This  s ta tement  f in d s  support  in the views o f  o ther  South A fr ican  

a r t i s t s .  V e r s t e r , however , argues that  i t  i s  more s p e c i f i c a l l y  

the c u l t u r e  of the Afr ikaner  that  pred om in ates . The A fr ik a n er ,  he 

m a in t a i n s , has d e f in e d  both h i s  own i d e n t i t y  and that  o f  the o ther  

p op u la t ion  groups l i v i n g  in South A f r i c a .  (V e r s te r .  U n i v e r s i t y  

of  Cape Town, 1979, P. 2 2 ) .  The e f f e c t  o f  t h i s  on the v i s u a l  a r t s  

has been to encourage a s t a t e  o f  a l i e n a t i o n  between the a r t i s t  and



an

a n t s



CONCLUSION

Whether cap i ta l is t  or s o c ia l i s t , truly democratic societies 

t radit ionally  encourage freedom of peoch and action r e g a r d l e s s  

o f  whether th is  may manifest i tseiz in c r i t i c i s m  a g a in s t  powerful  

and c o n t r o l l i n g  i n s t i t u t i o n s .  In these  . untri* s the a r t i s t  i s  at  

l i b e r t y  to  e x p r e s s  his own a r t i s t i c  preferences provided that  he 

does n o t , in the p r o c e s s , i n f r  in : on the r i g h t s  o f  o t h e r s . Yet

h i s  work i s  g e n e r a l l y  q u i t e  me e c t u a l :  It  p la y s  l i t t l e ,  i f  any,

r o l e  in the l i f e  o f  most p eop le  and i s  s u b j e c t  to  the whims o f  an 

a c u t e l y  fa sh in 'n -co n sc io u s  market . " hus r e g a r d l e s s  o f  whether the

images he e x e c u t e s  are a b s t r a c t  or r e p r e s e n t a t i o n a l , s o c i a l l y  

r e l e v a n t  or n o t ,  i t  would appear th at  h i s  art  o f t e n  becomes a 

p e r i p h e r a l  form o f  e n te r t a i n m e n t .  In many in s t a n c e s  i t  i s  no more 

than a means o f  enhancing domest ic  i n t e r i o r s , and in c a p i t a l i s t  

c o u n t r i e s , i t  has s im ply  become anot! r form o f  investmer:- .

In South A f r i c a ,  which i s  e s s e n t i a l l y  o l i g a r c h i c  in i t s  p o l i t i c a l  

s t r u c t u r e , the S ta te  r e s t r i c t s  the freedom o f  the i n d i v i d u a l .

This r e s t r i c t i o n  of  freedom ex tends  to the c r e a t i o n  and p r e s e n t a t i o n  

of  c u l t u r a l  products  -  m u s ic , l i t e r a t u r e ,  th e a t r e  and the v i s u a l  

a r t s  -  which are a l l  s u b j e c t  to  c e n so rsh ip  and may even be banned.

The a u t h o r i t i e s  thus pay a r t i s t s  1 the compliment of  s a e in g  them 

as . . .  p o t e n t i a l l y  d angerous1 when they do not conform to  the canons  

l a i d  down by the S t a t e . (Dubow. U n i v e r s i t y  of  Cape Town, 1979,  

p. 117) .  I t  i s ,  however,  s i g n i f i c a n t  that  in South A fr ica  the v i s u a l  

a r t s  are cons idered  com parat ive ly  in nocuous , and u n l ik e  l i t e r a t u r e  

and the t h e a t r e ,  they are t h e r e f o r e  g e n e r a l l y  ignored by the



Censorship Board. With very  few e x c e p t io n s  t h i s  i s  a l s o  true for  

a r t  works o f  a p o l i t i c a l  n a t u r e . 111

The r eason s  for the dist inction whv h the South African government  

appears to dra«? between the visual ind o t h e r  art forms  i s ,  as 

Gavin Younge has po in ted  c  .t w ith  r e f e r e n c e  to  h i s  p o s t e r ,  probably  

r e l a t e d  to the a c t u a l  medium of communication rather  than jv^t  the  

c on ten t  o f  the work. at ether w ord s , art  forms which could  

a t t r a c t  a co m p a ra t iv e ly  large  audience  or which may have a wide  

d i s t r i b u t i o n ,  are s u b j e c t  to  far  more s t r i n g e n t  governmental  

s c r u t i n y  i f  they  are c r i t i c a l  of  e x i s t i n g  s o c i a l  and p o l i t i c a l  

c o n d i t i o n s ,  than p o l i t i c a l l y  or s o c i a l l y  mot ivated  p a i n t i n g  and 

s c u lp t u r e  which are g e n e r a l l y  i n a c c e s s i b l e  to  the p u b l ic  at  l a r g e .

I h u s , u n l e s s  the a rcs  u t i l i z e  : i s s  communication tech n iq ues  or mass 

media forms,  they e v i d e n t l y  pose no s i g n i f i c a n t  th r e a t  to  the  

a u t h o r i t i e s .  " '

1. The p o s te r  by Gavin Younge d i s c  'd in Chapter IV i s  a
s i g n i f i c a n t  e x c e p t i o n .

f .  An important e x c e p t i o n  to t h i s  tendency i s  provided by
s e v e r a l  images of p o l i t i c a l  d e t a i n e e s  executed  by Paul 
S to p fo r th  and chosen to rep re se n t  South A fr ica  in the C hi le  
Biennale  of  1982, but prevented from l e a v in g  t h i s  country  
becaus* o f  the government's  c o n t e n t io n  that  they could not  
be co n s id ered  is r e p r e s e n t a t i v e  o f  masa p u bl ic  s e n t im e n t .
This r e a c t i o n  could a l s o  be a scr ib ed  to  the f a c t  that one of  
the im ages , e n t i t l e d  Riko, would have proved p o l i t i c a l l y  
embarrass ing in the wake o f  an i n t e r n a t i o n a l  ou tcry  f o l l o w i n g  
B ik o 's  death in d e t e n t i o n .  S i g n i f i c a n t l y ,  the l a t t e r  
in c i d e n t  a l s o  tends to confirm V e r s t e r ' s b e l i e f  that  South  
African art i s  used as i propaganda tool  by the a u t h o r i t i e s , 
i . e .  that  i t  i s  on ly  o f  i n t e r e s t  to them i f  i t  s e r v e s  to  
promote the c o u n tr y ' s  image abroad.



However, since art generally tends to have a limited relevance and 

is incomprehensible to al l  but an e l i te  tew (Clark. Albrecht, 

Barrett and Griff , «ds. 1170), the possibil i ty  of communicating 

w ith  a mass audience ls unlikely. The consequent alienation of  

the m a jo r i ty  o f  s o c i e t y  by v i r t u e  o f  trie form as w e l l  as the  

co n ten t  ot the ar twork,  thus p la c e s  the contemporary a r t i s t  in a 

precarious p $ition.

This s i t u a t i o n  i s  augmented by the f a c t  that  western  a r t i s t s  are  

s t i l l  in t e n t  on c r e a t i n g  unique o b j e c t s  which are o f t e n  ex p e n s iv e  

and can t h e r e f o r e  o n ly  be purchaser:, by the co m p a r a t iv e ly  w ea lth y  

few. This  s i t u a t i o n  p e r s i s t s  d e s p i t e  the r e a l i t y  o f  a world  

dominated by mass consumerism. While the trend towards mass 

product ion  and mass consumption,  p a r t i c u l a r l y  in  the western  world ,  

has been en ouraced by the f o r c e s  govern ing  c a p i t a l i s m ,  a r t i s t s  

have cont inued  to  use an t iq u ated  modes o f  product ion  in an apparent  

attempt to  ensure  t h e i r  own e x c l u s i v i t y  and uniqueness  in the face  

o f  t h i s  development towards g r e a te r  u n i fo r m ity .

In most western c o u n t r i e s  -  South A f r i c a  inc luded -  the major mass 

communications media,  i . e .  r a d io ,  t e l e v i s i o n ,  newspapers and 

magazines ,  are e i t h e r  c o n t r o l l e d  by the S ta te  or by commercial  

companies whose primary m o t iv a t io n  i s  the accumulation o f  p r o f i t s .  

Thus apart  from a few ' p i r a t e '  radio  s t a t i o n s ,  'cable*  t e l e v i s i o n  

s t a t i o n s , and ' a l t e r n a t i v e *  newspapers and magazines which attempt  

to  co u n teract  the in f lu e n c e  of  the dominant i d e o l o g y ,  but which

tend to have a l i m i t e d  d i s t r i b u t i o n ,  the only  mass communication



form a v a i l a b l e  Co Che a r t i s t  who hopes to mainta in  h i s  freedom of  

e x p r e s s io n  i s  the p o s t e r . ' ^

P o s te r s  combining s lo g a n s  with  c o l o u r f u l  ind s t r i k i n g  v i s u a l  

images were o r i g i n a l l y  executed  in the  l a t e  19th centu ry to  

a d v e r t i s e  commercial products  and t h e a t r i c a l  e v e n t s .  Although s t i l l  

used, in a s i m i l a r  c o n te x t  on modern b . 1 Iboards,  the medium has a l s o  

acquired  a growing p o l i t i c a l  f u n c t io n  in the 20th cen tu ry .  The 

s u f f r a g e t t e s  were the f i r s t  group to  use i t  e x t e n s i v e l y  as a 

propaganda t o o l ,  but i t  has s i n c e  become i major means of  r e g i s t e r i n g  

p o l i t i c a l  p r o t e s t .  I t s  use by u n i v e r s i t y  s tu d e n t s  condemning the  

French government during the P a r i s  r i o t s  o f  May 1968,  i s  w e l l  

documented.  ( F i g .  . 3 ) .  More r e c e n t l y ,  i t  formed part o f  the campaign 

iauncned by the S o l i d a r i t y  Irade In ion  Movement a g a in s t  the s t r i n g e n t  

laws c o n t r o l l i n g  p ersona l  freedom in P o l a n d . U )

F o s te r s  ot t h i s  k in d ,  which are u s u a l l y  executed  in an e a s i l y  

comprehensib le  s t y l e ,  and loc a te d  in promir;enr p ubl ic  v e n u e s , must 

be d i s t i n g u i s h e d  from the recen t  tendency reproduce o r i g i n a l l y  

unique works of a r t  in p o s te r  form. For d e s p i t e  t h i s  trend ,  these  

unique works of ar t  are s t i l l  s eparated  from mass produced p o s te r s  

by fundamental d i f f e r e n c e s  of  i n t e n t i o n  a f f e c t i n g  both s t y l e  and 

c o n t e n t . Ih is  d i f f e r e n c e  i s  h igh l igh t*  d in a comparison of  the

3. As Gavin Younge's e x p e r i e n c e  s u g g e s t s , e x e c u t i n g  p o s t e r s  i s  
no a b so lu te  guarantee (ga in s t  c e n s o r s h ip .  N e v e r t h e l e s s ,  i t  
remains the only  mass communications form r e l a t i v e l y  f r e e  
from e x t e r n a l  c o n t r o l .

4. This d i s c u s s i o n  i s  indebted to Harper.  (Harper.  Mi llon and 
Nochi i n , e d s .  1980, pp. 150-153) .  For fu r th er  information on 
the p o l i t i c a l  use o f  p o s t e r s ,  see the above a r t i c l e .



seem ingly  r e a l i s t  y e t  i n a c c e s s i b l y  h e r m e t i c  works executed  by an 

■ i r t i s t  l i k e  Salvador  D a l i  during the  l a t e  1920 ' s  and e a r l y  1930's  

d i g .  2 1) , w i th  th e  C o n s t r u c t i v i s t  p o s t e r s  o f  El L i z z i t s k y  in 

which a v i s u a l l y  s t r i k i n g  p a t t e r n  o f  forms was combined with  

p o l i t i c a l  s lo g a n s  b e fo r e  b e in g  l o c a te d  on large b i l l b o a r d s  in the  

stareets o f  Moscow during the e a r l y  1 9 2 0 ' s .  (F i g .  ' : ,  . Thus w hi le  

L i z z i t s k y * s  p o s t e r s  were intended for  a mass a u d i e n c e , (5) D a l i ' s  

p a i n t i n g s  were o r i g i n a l l y  executed  for  an e x c l u s i v e  market.  I t  i s  

onl;. in re c e n t  years  th at  the l a t t e r  have become w id e ly  a c c e s s i b l e  

through r e p r o d u c t io n ,  and now serve  as an in e x p e n s iv e  means o f  

i n t e r i o r  d e c o r a t i o n  fo r  the g e n era l  p u b l i c .

The ideas  informing the works o f  a r t i s t s ,  as w e l l  as p o l i t i c a l l y  

m otiva ted  o r g a n i z a t i o n s  which have used the p o s te r  as a means o f  

mass communication,  were o f  major c o n s i d e r a t i o n  in the adopt ion  o f  

t h i s  medium for  the 'A parthe id '  p o s t e r s  which form the p r a c t i c a l  

component to  t h i s  r e s e a r c h .

P a r t i c u l a r l y  s i g n i f i c a n t  to  t h e s e ,  as w e l l  as to  p o l i t i c a l l y  

motivated  p o s t e r s , is  a d e s i r e  to  communic ite  what may be cons idered  

as a s o c i a l l y  r e l e v a n t  c o n t e n t , i n  a comprehensible  s t y l e , f o r  a 

com p arat ive ly  1 irge au d ience .  Responses to  the 'Apartheid '  p o s t e r s

While the a b s tr a c t  works o f  most of  the C o n s t r u c t i v i s t s  
were r e j e c t e d  f o l i o . ,  ing S t a l i n ' s  r i s e  to  power, the 
P r o d u c t i v i s t  wine of the movement remained a c t i v e  in in d u s tr y  
u n t i l  the e i r l y  1 9 3 0 's . L i z z i t s k y  continued to execute  
p o l i t i c a l  post irs u n t i l  19J2. (Fr impton, 1968,  p .  267 ) .



s u g g e s t s  t h a t  t h i s  i n t e n t i o n  was s u c c e s s f u l l y  r e a l i z e d . ^  ^

A fu r th er  concern in t h e  e x e c u t i o n  of  the p o s t e r s  was the 

communication ol a c o n t e n t  p e r t i n e n t  to  th e  South Afr ican  

s i t u a t i o n .  B e l i e v i n g  that  the v i t a l i t y  and s u c c e s s  of  an artwork 

depends on a d i r e c t  r e l a t i o n s h i p  to  the s o c i e t y  in which i t  i s  

e x e c u t e d , p a r t i c u l a r  a t t e n t i o n  was p a i d  to the need to  encourage a 

g r e a t e r  c o n s c i o u s n e s s  o f  the r e a l i t i e s  o f  a p a r th e id .  I t  was,  

however,  f e l t  that  the p o s t e r s  would probably  not  address  an 

u n l im i te d  a u d ie n c e ,  p a r t i c u l a r l y  s i n c e  they were c re a ted  with  the  

co n s c io u s  r e a l i z a t i o n  th a t  they  r e f l e c t e d  a p erson a l  e x p e r i e n c e  

o f ,  and a t t i t u d e  to  a p a r th e id .

\  fu r ther  d e s i r e  to break w ith  the e l i t i s t  and outmoded tech n iqu es  

which are s t i l l  used in the works o f  the m a jo r i ty  o f  v i s u a l  a r t i s t s ,  

led  to the d e c i s i o n  to  have the p o s t e r s  produced by photo­

l i t h o g r a p h i c  means. Furthermore, ' s t y l e  i n ; luenced by the c l a r i t y

6.  Frequent spontaneous c o n ta c t  occurred  with people who found 
the 'Apartheid* p o s t e r s  a c c e s s i b l e  enough to fee 1 that  they  
could c o n tr ib u t .  id eas  for new p o s t e r s , to enquire  about  
e x i s t i n g  o n e s , and to  e x p r e s s  a p re fe r e n c e  f o r , or i n d ic a t e  
the s u c c e s s  o f  some as opposed to o t h e r s . While response  was 
o b v io u s ly  encouraged by the l o c a t i o n  o f  the p o s te r s  on the  
campus of tne U n i v e r s i t y  o f  the Witwaters rand and on the 
s t r e e t s  o f  Johannesburg,  many re q u e s t s  for  p o s t e r s  were r e c e iv e d .  
Moreover, those  pub l i e a  I l y  d i s p la y e d  were o f t e n  defaced and 
covered with g r a f f i t i .  (See Appendix I I ) .  The p o s t e r s  were 
so ld  for  R6 < i c lour)  md R3 (2 co lou r )  and were taken or 
sen t  to che U . S . A . ,  B r i t a i n ,  Germany, France and A u s t r a l i a .

7. I t  would be presumptions for a middle c l a s s  white South
A fr ican  to  r e f l e c t  on the s o c i a l  c o n d i t io n s  o f  black Soutn 
Af r icans  .



advert i sem ents ,  was adoptc ir a attempt to  reach an audience

educated in the un/mb fuout fo/ms o i  the medium through constant

exposure .

ad d i t io n  .a  the use of  everyday o b je c t s  to  g ive  su bt le  exp ress ion  

0 a n e g a t iv e  a t t i t u d e  to the p o l i t i c a l  r e a l i t i e s  o f  apartheid ,  

usual and vernal puns which serve to r  vea l  and extend the 

symbolic m p l i c a t ,o n s  of  dominant metaphors l i k e  the Afrikaner  

'" i l l  C-’lat  es 4 ,  -mu 9) and the sheep ( P l a t e s  10,  14 and 18) 

provide further  l in k s  with techniques  used in a d v e r t i s i n g .

One o f  the primary fu n ct ions  of  the use o f  the metaphor i s  to t r a n s -  

fer  the concept of  separate  development to the products appearing  

in  the p o s t e r s .  While these  products have no d i r e c t  r e l a t i c u s h i p  

to any p o l i t i c a l  id e o lo g y ,  they are ade to  serve  as v e h i c l e s  for 

commenting on the system o f  apartheid .  The metaphor i s  thus seen  

as an unexpected but e f f e c t i v e  means of  e s t a b l i s h i n g  in t e r a c t io n s  

between images and id e a s .  (S) Although i t  operates  through a play  

on words which sound the same but have d i f f e r e n t  meanings ,the pun 

i  used in much the ame way a s  the metaphor.

Simi techniques  are us d in contemporary advert isements .  But 

acreas  modern a d v e r t i s i n g  i s  g e n e r a l ly  concerned with e f f e c t i n g  

a p o s i t i v e  a s s o c i a t i o n  between the product being advert ised  and

8. A r i s t o t l e  descr ibed  metaphors as ' th in g s  that are related to  
the o i i g i n a l  th in g s ,  and yet not so o b v i o u s l y  re la te d  -  j u s t  
as in philosophy a l s o  an acute mind w i l l  p erce ive  
.. -embl-'ncec even in things  far a p a r t1. (Johnson,  1981, p. 7) .



H i is

LlU! t e " e e | , e * 0 b j e c t  ° r  to  which i t  i s  l i n k e d ,  th

'A p a r t h e i d  p o s t e r s  i n v e r t  t h i s  p r o c e s s .  T h e i r  p r im a r y

there  t o r e  .  s e t i r i c e l  one s i n c e  t h e y  a d v e r t i s e  t h e  c o n c e p t  o f  

s e p a r a t e  deve lopm en t  a .  t n e g a t i v e  p r o d u c t  .

.0...p i e c e  u. u, s t a n d i n g  o f  t h e  p o s t e r s  i s  d e p e n d e n t  on ,  r ea so n ab v .  

t t u e r t  cotmaand o f  coch n n g i i s h  and A f r i k a a n s ,  a s  w e l l  a s  an awt s-

01 t h a  ',SSOCii i o a  i "  t e r a c , ion between th e  - i c e r a l  and 

f i g u r a t i v e  meanings  o f  th  words and images u s e d .  The b a s i c

im p l i c a t i o n s  o f  most  o f  t h e  p o s t s . ,  c a n ,  however ,  he d is c e r n e d  

the  use o f  e a s i l y  r e c o g n i z a b le  images l i k e  the  A f r i k a n e r  b u l l ,  

uhich i s  intended to be seen as  a v e r b a l  pun on the word 'A f r i k a n e r ' .  

The Afrikaner  i s .  in turn ,  a s s o c i a t e d  w ith  the e t a t u t o r y  i n s t i t u t i o n  

01 racism in South A f r i c a  a f t e r  1948. A s i m i l a ,  sde o f  a s s o c i a t i o n  

o p e r a t e ,  in the  use  o f  the  s h e e p ,  which i s  a t r a d i t i o n a l  metaphor 

for  the  un th ink ing  human b e in g ,  the ' j a - b r o e r '  o r  yes-man who 

f o l l o w ,  p o l i t i c a l  and s o c i a l  d i c t a t e s  w ithout  c o n s id e r i n g  the  

im p l i c a t i o n s  o f  h i s  a c t i o n s .  Farther a s s o c i a t i o n s  between the 

h ul l  and the idea o f  obtuse  s t r e n g t h  and i n t r a n s ig e n c e  are a l s o  

in ten d ed ,  w h i l e  the sheep could be seen as i t s  symbolic o p p o s i t e .

two m.i.j.o. g i v e  e x p r e s s io n  to what may be con s id ered  

a ,  i r r e c o n c i l a b l e  c h a r a c t e r i s t i c ,  o f  whi te  South A fr ic a .

In s e v e r a l  o f  the p o s t e r s  an a t t e m p t  i s  made to  p ie c e  the 'Apartheid '  

product in a c a s u a l ,  everyday s i t u a t i o n  ( P l a t e ,  1, 3, 4 and 6) to 

g iv e  e x p r e s s io n  to a f e e l i n g  of  c o n s t a n t ,  d a i l y  c o n ta c t  with th ,  

r e s l i t i e s  o f  racism. Some o f  t h e s e  make a  f u r t h e r ,  l i t e r a l
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of  i s s u e s  concerning  co lour  or race in the South A fr ican  c o n t e x t .  

( P l a t e s  1 and 3 ) .

W h e r e  a s i n g l e  image l i k e  the b u l l  p rov ides  a c o n te x t  for  r a c i a l  

p r e j u d i c e ,  a d d i t i o n a l  v a r i a b l e  meanings may be implied  in the 

a s s o c i a t e d  s lo g a n ,  the product i t s e l f  or the s e t t i n g  in which i t  i s  

p la c e d .  Thus Apartheid  F i l t e r s  ( P l a t e s  2 and 4) s u g g e s t s  bad h e a l th  

through an a s s o c i a t i o n  w ith  c i g a r e t t e s ,  and makes r e f e r e n c e  to  the  

luea  ot f i l t e r i n g ,  which s e r v e s  to  s ep a ra te  ta r  from the lungs o f  

the smoker, much as ap ar th e id  s e r v e s  to se p a r a te  b lack  from white  

South A fr ican s .  S i m i l a r l y ,  a barren landscape s e t t i n g  ( P l a te  2) 

i s  intended as a symbol o f  a s o c i e t y  in which th ere  i s  no growth 

or o e a u t y , w hi le  'twak' i s  not merely  the c o a r s e ,  pungent,  boer 

to b a c c o ,  but a i s o  means 'n o n s e n s e ' when i t  i s  t r a n s l a t e d  l i t e r a l l y  

from the Afr ikaans  usage o f  the word ( P l a te  7 ) .

Apartheid Fat ( P l a t e  9) c o n f l a t e s  the E ng l i sh  and Afrikaans  meanings  

oi the word ' s l i m '  ( t h i n  and c l e v e r )  to comment on the stubborn  

i n s i s t a n c e  of  the ' o b e s e ' white p op u la t ion  who l i v e  o f f  the f a t  of  

the land; w hi le  P e t ty  Apartheid ( P l a t e  13) s u g g e s t s  a pun on the  

m in d le s s n e s s  o f  aparthe id  through an a s s o c i a t i o n  with dog food.

I t  a l s o  r e a f f i r m s ,  through the in c l u s i o n  of  a f e n c e ,  the  

s e p a r a t io n  and bondage of  the d i f f e r e n t  p op ula t ion  groups i m p l i c i t  

in Apa rth e id  F i l t e r s  ( P l a t e s  2 and 4 ) ,  w hi le  the ’ Beware o f  

the dog/  Pasop v i r  d i e  hond' s ign  s u g g e s t s  a p o t e n t i a l  for  

a g g r e s s i o n .  The verbal metaphor used in Apartheid Nuts ( P l a te  17) 

works on a pun in v o lv in g  the im p l i c a t io n  of  madness, as w e l l  as  

the idea of  a 'hard n u t ' ,  i . e .  a problem for which there  i s  no



tiasy s o l u t i o n  and which can t h e r e f o r e  not be 'cracked' at  w i l l .  

Apartn e id  Sky t i e s  ( P l a t e  20) s u g g e s t s  geograp h ica l  fragmentat ion  

and i s  intended as a refer,  nee to the ' c h i p s '  or homeland 'segments '  

p r escr ib e d  by the p o l i c y  o f  s ep a ra te  development.  Another analogy  

i s  that drawn between the Voortrekker Monument and the idea  of  

monumental propaganda to  which t o t a l i t a r i a n  governments o f t e n  

r e s o r t .  ( Fi g .  21) .

The p o s t e r s  and w a l lp ap er  d e a l i n g  w i th  the ' j a - b r o e r ' theme a i l  

the sheep  as a symbol o f  co n fo r m ity ,  but l i k e  the Afr ikaner  

b u l l  p o s t e r s ,  t h e i r  meanings u l t i m a t e l y  vary in r e l a t i o n  to the  

product and i t s  s e t t i n g .  Thus the h i e r a t i c  image o f  a f ig u r e  

wearing a s h eep -co v ered  t i e ,  s e r v e s  to  foreground the conserva t i sm  

of the e v er -co n fo r m in g  yes-man ( P l a t e  1 8 ) ,  w hi le  the sheep-  

covered w al lpaper  i s  a metaphor for yes-men who cover  up s o c i a l  and 

p o l i t i c a l  r e a l i t i e s  through an u n w i l l i n g n e s s  to break away from the 

c o n s e r v a t iv e  r a c i s t  f l o c k .  ( P l a t e  14).  Less e x p l i c i t  i s  the ' j a -  

broer a eroso l  can ( P l a t e  10) which i s  a r e f e r e n c e  to  poisonous  

i n s e c t i c i d e s ,  or a l t e r n a t i v e l y ,  to d eod oran ts ,  the i n s t a n t  but 

temporary answer to bad s m e l l s .

In tnree of  the p o s t e r s , c o l l o q u i a l  phrases  or words o f  abuse 

appear in the a s s o c i a t e d  s l o g a n s ,  but are a l s o  ex ten d ed ,  e i t h e r  

l i t e r a l l y  or f i g u r a t i v e l y ,  to the v i s u a l  images. Apartheid se Voet

9.  I t  should be noted that  the e x ec u t io n  o f  the wallpaper
in v o lv e s  an i n t e n t io n  which accords d i r e c t l y  with th a t  o f  
the p o s t e r s .  In both i n s t a n c e s , the primary aim was to 
ach ieve  mass communication of  a s o c i a l l y  r e l e v a n t  c o n te n t .
Ihe i n t e n t i o n  in choos ing  wal lpaper  as a medium was th e r e ­
fore determined by the metaphorical  a s s o c i a t i o n s  suggested  
in the idea o f  cover ing  something up.



< P U te  51 ' l 0 ° S e ly  t r , , , , s U c ‘!d 'aparchoid  be damned', uses  she 

' v e l s k o e n '  a ,  a r e f e r e n c e  r„ she emphasis  which i s  p laced  on skin  

c o io u r  in Soush A f r i c a ,  w h i l e  she shoe  i t s e l f  [ .  p o i s e d  i n  ,

t h r e a t e n in g  p o s i t i o n .  M a t t h e i d  s .  M oer kn f f i .  ( P l a t e  11) r e l i e s

on an a s s o c i a t i o n  between the l i t e r s '  meaning o f  moer (ground -  as

in ground or f i l t e r  c o f f e e  -  and b o l t ) ,  and the crude metaphorical

r e f e r e n c e  t o  v i o l e n c e  in the c o l l o q u i a l  phrase ,  'els s a l  jou  moer' .

The s crew s ,  ra ther  than ground c o f f e e  found in a s s o c i a t i o n  with

the p a c k e t ,  p rov id e  a f u r t h e r  e x t e n s i o n  o f  t h i s  metaphor through

the phrase:  's crew  y o u ' ,  which can be a s s o c i a t e d  with the Afr ikaans

P h r a s e , ' j o u  na se m oer ' .  D ie .Poos  ( P l a t e  15) a l s o  has crude and

d erogatory  im p l i c a t i o n s  through the f i g u r a t i v e  use o f  the word

doos '  in A fr ik a a n s .  A fu r th e r  r e f e r e n c e  i s  mad, to  matches ,

Which are l i t e r a l l y  inf lammable ,  as w e l l  as to  the idea  o f  w o r th le s s

v a l u e s  through the name ' w h i t ,  e l e p h a n t ' .  On c l o s e r  i n s p e c t i o n .

What appears to be a whi te  e l e p h a n t ,  proves  to be a mammoth .

f h i s  draws a t t e n t i o n  to  the f a c t  that  a p a r th e id ,  l i k e  the mammoth, 

should be e x t i n c t .

a s s o c i a t i o n  between a p a r th e id ,  and the concept  

in the past  and having outmoded id e a s ,  i s  e s t a b l i s h e d  in Apartheid  

Airwajrs ( P l a t e  12) ,  where an ant iquated  mode o f  t ranspor t  i s  g iven  

i r o n i c  i m p l i c a t io n s  through an a s s o c i a t i o n  with a common catch-phrase  

Of modern a i r l i n e  a d v e r t i s e m e n t s .  Furthermore,  the phrase ' f l y  now, 

pay l a t e r . . .  ' s u g g e s t s  fu ture  r e t r i b u t i o n  in the face  o f  the 

p res en t  lack o f  concern towards r a c i a l  d i s c r i m i n a t i o n  in South A fr ic a .  

The r e p r e s e n t a t i o n  o f  a ' l a a g e r '  on the can o f  lager  beer in the 

Ap a r th e id  bager p o s te r  (P la te  16),  i s  another  re fe r e n c e  to an out-
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moded torm o i  t r a n s p o r t ,  the ox-wagon, which the Voortrekkers used 

to form ' la a g e r s '  when threatened  from w ith ou t .  Hence, t o o ,  the  

i m p l i c a t i o n  o f  a ' l a a g e r  m e n t a l i t y ' ,  a c o l l o q u i a l i s m  commonly used 

Co g i v e  e x p r e s s i o n  to  the  idea  o f  a l i m i t e d ,  s e l f - i n t e r e s t e d ,  

d e f e n s i v e  and narrow p e r c e p t io n  o f  a s i t u a t i o n .  Further  

n e g a t i v e  r e f e r e n c e s  to  aparth e id  are intended through the a s s o c i a t i o n  

with a l c o h o l i s m  in the degrading  c o n te x t  o f  a , u t t e r .

The lemon in Apartheid  Lemon ( P l a t e  8) hovers  above the landscape,  

a b i t t e r ,  a c i d i c  bomb which th r e a t e n s  to  f a l l  and exp lod e .  At the 

same time the p o l i c y  o f  s e p a r a te  development i s  seen to  be a 

lemon , i . e  a 'bad b u y ' or a 'du d ' .  The b o t t l e  o f  ' w i t b l i t s ' 

m -he  ^ . c b U t s  p o s te r  ( P l a t e  19) r e f e r s  to the poten t  home-brew 

of  the  power-drunk Afrikaner  whose a u t h o r i t y  was e s t a b l i s h e d  in 

1948 w ith  the e l e c t i o n  o f  the N a t i o n a l i s t  Party to govern South 

A f r i c a .  Furthermore,  i c  r e f e r s  to the d e s t r u c t i v e  white l i g h t n i n g  

1w i t o l i t s  t r a n s l a t e d  in to  E n g l i sh )  o f  a p a r t h e i d . ’ ^

In most oi the p o s t e r s ,  a b l a t a n t  and d i r e c t  a s s o c i a t i o n  of  Apart-  

heid with  South A fr ica  i s  ensured through the 'Product o f  South 

Africa/Produk van Suid Afr ika '  la b e l  which s e r v e s  to  r e a f f i rm  the  

in e scap ab le  r e a l i t y  that  apartheid  i s  a product of  South A f r i c a .

Although a dependence on metaphor has ,  at  t im es ,  been regarded as 

a means of  ensu r in g  e x c l u s i v i t y  and a l i e n a t i o n ,  and has even been 

re fe rred  to as ' the most rad ica l  instrument o f  dehumanization'  by

10. The above e x p la n a t io n s  p resent  some, but not a l l  o f  the 
a s s o c i a t i o n s  i m p l i c i t  in the p o s t e r s .
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Ortega y Gasset  fOrtega y G asse t ,  1968,  p. 35) , ( 1 1} i t s  present  

use in a d v e r t i s i n g  s u g g e s t s  th a t  i t  may be ab le  to overcome th ese  

problems.  Thus i t  was intended that  the c r e a t i o n  o f  metaphorical  

apai t he id p rod u cts ,  ra th er  than the use of  images o f  v i o l e n c e  

and horror to  which p eop le  are c o n s t a n t l y  exposed in newspapers,  

m a g a z in es , f i l m s  and t e l e v i s i o n ,  and a g a in s t  which they  t h e r e f o r e  

tend to b u i ld  up a d e f e n s i v e  armour, would i n v i t e  i n t e r e s t  through 

t h e i r  unexpected and nove l  use o f  a medium gen era l  i ”' r e ser v ed  for  

commercial a d v e r t i s e m e n t s . ' 1"'

Throughout the period  in which the p o s t e r s  were e> c u t e d , an 

awareness o f  the i n a b i l i t y  o f  the v i s u a l  ar ; j s t  to remain s o c i a l l y  

and p o l i t i c a l l y  n e u f a i ,  was m a in ta in ed .  ' ; The b e l i e f  th at  the  

f u n c t i o n ,  form and co n te n t  o f  the artwork i s  i n e v i t a b l y  informed 

by e x t e r n a l  f o r c e s ,  i . e .  by i d e o l o g i c a l , s o c i a l ,  pol t i c a l  and 

economic c o n s i d e r a t i o n s ,  has th e r e f o r e  been o f  seminal importance  

both to the A p a r th e id 1 p o s t e r s  and to  the p res en t  d i s s e r t a t i o n .

It must be r e a l i z e d  that  Ortega y G a s s e t ' s  s tatement  was made 
in 192> when h i s  book, The Dehumanization o f  Art was f i r s t  
p u b l i s h e d ,  i . e .  be fore  the development o f  modern a d v e r t i s i n g  
t e c h n i q u e s .

This p o t e n t i a l l y  p o s i t i v e  fu n c t io n  o f  the metaphor i s  
recognized  by A r i s t o t l e ,  who maintained th at  it  could  play  
a ' p h i l o s o p h i c a l l y  s i g n i f i c a n t  r o l e  in the making o f  p ersu as ive  
irgumen s . . le taphor,  he mainta ined ,  ' i s  a powerful means 

of  a c h ie v in g  i n s i g h t ' . (Johnson.  1981, 5 ) .

This problem i s  d e a l t  with in the In trodu ct ion  and Chapter 
Two. (See a l s o  Tax. Baxandall ,  ed.  1972).
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APPENDIX I

In an attempt to gauge the a t t i t u d e  to a r t  o f  a r t i s t s  l i v i n g  and 

working in South A f r i c a ,  , s en t  out a q u e s t i o n n a i r e  to s even ty  

South A fr ican  a r t i s t s  on 1st  February,  1982.  My i n t e n t i o n  was to  

determine t h e i r  v iews  on the f u n c t i o n ,  r e l e v a n c e  and meaning o f  

f h e i r  own work, as w e l l  as t h e i r  a t t i t u d e  to  the r o l e  o f  a r t  in  

g e n . ; i l . N in eteen  r e p l i e s  were completed and re tu rned ,  w hi le  

s e v e r a l  o f  the q u e s t i o n n a i r e s  s e n t  to b lack  a r t i s t s  were 

e v i d e n t l y  i n c o r r e c t l y  ad dressed  and returned  unopened.  The major i t ;  

c t  a r t i s t s  to  whom the q u e s t i o n n a i r e  was s en t  were chosen a t  random 

trom a b o o k le t  pu b l i sh ed  by the South A fr ic a n  A s s o c i a t i o n  o f  A rts ,  

a lthough s e v e r a l  known through p e r s o n a l  a s s o c i a t i o n  were a l s o  

asked to  answer the q u e s t i o n s .

The q u e s t i o n n a i r e  comprised f i v e  d i f f e r e n t  ions:

l • What i s  the r e l e v a n c e  o f  art?

What, form of  art  do you produce?

3. Is your artwork r e l e v a n t?

Is your artwork r e l e v a n t  w i th in  the South Afr ican  con text?

3. Any fu r th er  comments?

The q u e s t io n n a ir e  thus focused on the problem o f  re levan ce  in a r t ;  

the a r t i s t ' s  persona l  i n t e r p r e t a t i o n  ard d e f i n i t i o n  o f  the term 

i t s e l f ;  the r e l ev a n ce  o f  h i s  work with regard to form,which can 

be v a r i o u s l y  in te r p r e te d  as a r e f e r e n c e  to  the tech n iq u e ,  s t y l e ,  

medium, and co n ten t ;  and the a r t i s t ' s  p e rce p t io n  o f  the s p e c i f i c
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— ctlt! r e lev a n ce  o f  a r t ?

Three " t i S t S  did —  = h U  q u e s t i o n . Those „ ho d l d , 

■ on s id ered  the Problem o f  r e l e v a n c e  as both complex and

r e l a t i v e ,  argui „ 8 that  i t  i s  determined by f a c t o r s  such as

tl,e a r U S t ' S PerSOn', 1 U y  a,ld P « a a p t i o „  o f  the w or ld , the 

a t t i t u d e  of h i s  audience  to the r o l e  o f  a r t ,  the i n f lu e n c e

° f  fhe s o c i e t y  in  which h- l i v e . ,  a .  w e l l  as  

-He h i s t o r i c a l  t a c t o r s  to  which He i s  s u b j e c t e d .  (Robert  

Hodgins , f erry  M n g ,  Paul S to p fo r th  and Gunter van der Reis)  

However, most o f  th ose  who answered the q u e s t i o n n a i r e  

u l t i m a t e l y  concluded that  r e l e v a n c e  i s  determined by 

e s s e n t i a l l y  p e r s o n a l ,  p r i v a t e  i s s u e s ,  with  emphasis be ing  

Placed on the autonomy o f  the a r t i s t  and h i s  work. (E r ica  

S u r r y ,  Richard C h e a l e e . C h r i s t o  C o e tz e e ,  Robert Hodgins,  

auin iu  S t e r c k e ) .  C onsequent ly ,  almost a l l  the respondents  

b e l i e v e d  th a t  t h e i r  a r t  a d d r e s se s  a very  s m a l l , e l i t e  audience  

Paul S to p fo r th )  and that  i t  has no r e l ev a n ce  to the general  

p u b l i c .  (Robert Hodgins and C h r i s to  C o e tz e e ) .

— o f  arc do you produce?

THis q u e s t i o n  was motivated  by a d e s i r e  t* ,rmine whether

or not answers g iven  to the f i r s t  and secom .uesti'ons

could  be r e c o n c i l e d  with answers g iven  to the th ird  and fourth  

q u e s t i o n s .

ah mu
P U 'UCh 1 " I ' i v e d ,  most people  spoke about  

the anthropomorphism o f  t h e i r  work, u s u a l l y  adding c e r t a i n  

q u a l i f i c a t i o n s  in an attempt to c l a r i f y  p r e f e r e n c e ,  with



regard to s t y l e  and c o n t e n t ,  and a l s o  in d ic a te d  the medium

and techn iqu es  used .  S evera l  did n o t ,  ncvever ,  recogn ize

the  intended ambivalence o f  the word 'form' as a p o s s i b l e

r e f e r e n c e  to  techn ique  and medium as w e l l  as s t y l e  and 

c o n t e n t .

Is your a rtwork r e l e v a n t ?

A l l  those  who answered the q u e s t i o n  maintained  th at  t h e i r

work i s  r e l e v a n t  but o f t e n  gave no i n d i c a t i o n  o f  the p o s s i b l e

reasons  for coming to  t h i s  c o n c l u s i o n .  (Walter B a t t i s s ,

E r ica  Berry,  Larry S c u l l y ) .  Those who did d i s c u s s  the

r e lev a n ce  o f  t h e i r  work tended to  repeat  answers g iven  to

the t i r s t  q u e s t i o n :  They t h e r e f o r e  spoke o f  a g e n e r a l l y

u n s p e c i f i e d  p erson a l  n  levance  ( C h r i s to  C o e tzee ,  Jo Rorich,

Helmut S ta r c k e ,  Paul S t o p f o r t h ) ,  or r e lev a n ce  to a l im i t e d  

aud i e n c e .

JjL-y.?.ur artwork r e l evant w i th in  the South Afr ican  c o n t e x t ?

The m ajor i ty  o f  a r t i s t s  seem to f e e l  that  a s p e c i f i c  c o n t e x t ­

ual i z a t  ion of  art  w ith  regard to  t ime and p la ce  i s  l i m i t i n g  

and i r r e l e v a n t .  I n s tea d ,  r e l ev a n ce  i s  seen in terms o f  what 

are sa id  to  be u n iv e r s a l  i s s u e s ,  u s u a l l y  d e a l t  with in 

anthropomorphic terms. Most o f  the respondents  thus b e l i e v e  

th a t  they can g iv e  e x p r e s s io n  to ideas  to at are u n i v e r s a l l y  

v a l i d  through i personal p erce p t io n  o f  ' t r u t h ' . Some a r t i s t s  

(E r ica  Berry and Terry King) do,  however,  regard a s p e c i f i c i t y  

o f  co n tex t  as important to t h e i r  work: both use the natura l



ind igenous  environment as source m a t e r i a l ,  in c o n t r a s t  to  

th is .H e lm u t  Starcke s t r e s s e s  the need to  d e c o n t e x t u a l i z e  a r t  

a l t o g e t h e r ,  m a in ta in s  that  he regards  i t  as an indulgence  o f  

the s e n s e s , a n d  b e l i e v e s  that  the work which i s  'engaged,

a p p l i e d ,  t unct ion a l  . . .  i s  l e s s  and l e s s  Art (with  a 

c a p i t a l  A. ) '

Any f u r th e r  comments?

Ihe a d d i t i o n a l  comments r e c e iv e d  at tempted  to  extend or 

c l a r i t y  answers g iven  to  the p rev ious  q u e s t i o n s .  But 

s e v e r a l  a r t i s t s  used t h i s  sp ace ,  as w e l l  as that  provided  

tor answer ing the p rev ious  q u e s t i o n s ,  to  c r i t i c i z e  my 

assumed i n t e n t i o n s  and the q u e s t i o n n a i r e  i t s e l f .  The q u e s t io n s  

appear to  have been p e r c e iv e d  as t h r e a t e n i n g ,  and answers  

r e c e iv e d  were t h e r e f o r e  d e f e n s i v e  and o f t e n  rude and 

d e r i s i v e .
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A P P E N D I X  C l

The p o s t e r s  were p roduced  in  1981 and 1982 and were l o c a t e d  mainly  

on the s t r e e t s  of  Johannesburg and Che campus of  the U n i v e r s i t y  of 

: In; Witwatersrand. In the c i t y  cen tre  and s e l e c t e d  suburban areas  

they  were p laced  in shop windows, on w a l l s ,  p o s te r  boards ,  vacant  

s i t e s ,  b u i l d i n g  s i t e s  and any o th er  p la c e s  which did not in f r i n g e  

on munic ipal  by- law s  c o n t r o l l i n g  damage to  p u b l ic  and p r iv a te  

p rop er ty .  In most i n s t a n c e s . the  p o s t e r s  were p laced  where o ther  

p o s t e r s  -  g e n e r a l l y  a d v er t i s em e n ts  for  t h e a t r e , movie and l i v e  

musica l  e n te r ta in m e n t  -  had a lready  been l o c a t e d . S evera l  s u i t a b l e  

new l o c a t i o n s  were a l s o  d i s c o v e r e d  in the p r o c e s s , and have s i n c e  

been appropria ted  by l o c a l  commercial a d v e r t i s e r s  u s in g  the p o s te r  

medium. On campus, the p o s t e r s  were lo c a te d  on the n o t i c e  boards  

s c a t t e r e d  a long  main walkways, in the Senate House Sweet Shop,  

and the f ro n t  window ind n o t i c e  board o f  the Gertrude Pose 1 G a l le r y .  

S evera l  p o s t e r s  were a l s o  publ ished  in s tu d en t  l i t e r a r y  and 

commercial magazines:  Wits '■<’i t s  ' b 1 con ta ined  two p o s te r s  anu

F r o n t l in e  Vol .  2 ,  No. 1,  1981, publ ish ed  a fu r th er  three  p o s t e r s ,  

w h i1- two a l s o  appeared in W i t s  Student Vol.  33, No. 13, 1981 and 

one in I t e t  Vol.  1,  No 1, O c t o b e r  1982.

The F r o n t l in e  and Wits Student p o s te r s  were accompanied by i n t e r -  

.■s in which 1 t r i e d  t. exp ress  my a t t i t u d e  to the ro le  of  art  

m o c i e t y .  P os ters  were a l s o  e x h ib i t e d  as part o f  the student  

Art E xh ib i t ion  hi Id in the Gertrude Pose 1 and Studio  g a l l e r i e s  at  the

beginn ir  ■ o 1982. Yh< le were p a s t 'd  up in the courtyard s e p a r a t in g





H 1. LHKL- f ai '

Corner J o r r is e n  eve- .» < 7<S •r ’

Qranfie Gtove

vo u is  B o t h a  Avenue a n d  H r -  o r  

Ro s e b a u k

and Tyrwhit t  Avenue.

Y e o v i 1 le

T - j u n c t io n  at  Louis Botha Avenue and Bedford Road, Rate gh S t r e e t ,  

Rocky S t r e e t  and Corner Rocky and Raymond S t r e e t s .

With the e x c e p t i o n  o f  two i n s t - n c e s  in which they were e x h i b i t e d  in 

a g a l l e r y  s i t u a t i o n ,  the p o s t e r s  were t h e r e f o r e  l o c a te d  in areas  

w ith  a p o t e n t i a l  for  mass communication.  As i s  apparent  . r »  the  

l o c a t i o n s  ch osen ,  p a r t i c u l a r  emphasis  was p laced  on the c i t y  centr ,  

and northern suburbs of  Johannesburg.  This s e l e c t i o n  is d e l i b e r a t e  

and was mot ivated  by a b e l i e f  th a t  w h i le  the r e l e v a n c e  o f  the works 

to  the South A fr ican  c o n te x t  may be w idespread ,  they would 

i n e v i t a b l y  r e f l e c t  the p er c e p t io n  and a t t i t u d e s  of  a white middie  

c l a s s  South A fr ican .  Thus although r e a c t io n s  to the p o s t e r s  were 

r e c e iv e d  from b lack s  and w h i t e s  a l i k e ,  they were c o n s c i o u s l y  d i r e c t e d  

the white  e l i t e  of  the northern suburbs and Wits Campus.

Apart from the people  who w rote ,  telephoned  01 made persona  

e n q u ir ie s  about the p o s t e r s ,  th ere  were many more who t r i e d  to  

d es tro y  or m u t i la t e  them, r a l t e r n a t i v e l y ,  v.t remove them with the
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obvious  in t e n t  ion of  keep ing  them. I b i s ,  as wt !1 as comments 

w r i t t e n  in tavour o f ,  or a g a in s t  the v i s u a l  and verbal im p l i c a t io n s  

of  the p o s t e r s ,  have been recorded in photographs included in the

.. ( I )presen t  appendix

A more comprehensive v i s u a l  documentation o f  the l o c a t i o n  < t the 

p o s t e r s ,  as w e l l  as the resp on se s  which they  encouraged ,  w i l l  form 

part  o f  the e x h i b i t i o n  of  the p r a c t i c a l  work.

Also recorded because  i t  was f e l t  to be o f  c o n s id era b le  
s i g n i f i c a n c e  to the r e s e a r c h ,  i s  the fa c t  that  p o l i t i c a l  
p o s te r s  were o f t e n  placed on or around the 'Apartheid'  
p o s t e r s , thereby s t r e n g th e n in g  and g iv i n g  c o n t i n u i t y  to  
the messages contained in both.
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wlwliwEi
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ight through

t i i l" !

AR&RTHEID
whole wo^

' -tht through 
iralrt through

NMtR—  T /  COID . . .

u n r c w m r f w

n u . - :

3 i : 

MvdJ_um: 
Locat i o n :

'Apartheid Washing Powder'
50 x 76 cm.

Colour photograph

For c - p y r ig h t  r eason s ,  
t h i s  p o s te r  could not be 
reproduced for p u bl ic  
d i s p l a y .

(hiant i t y : ]

PLATE NO. 1



Ti t l e ;

Me d i urn:

•1 - j t i on :

cigarettes

'Apartheid F i l t e r s '
18,5  x 25 era.

Photographic l i thograph  
(4 c o lo u r s )

Wi t s  Wi t s  1981

plate: n o . 2
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' ' wh!tpr snuic Clinicah tested

'  - I l l ' l l
TOOTHPASTE 1 0 0  m l

m m

P
aamitheid m ooucrrs

1 i t  : 1 A p . i r t  ie : 1 T o o t h p  i s t e  1

Siz»- ' : 3 , 5  x  8 cm.

Me d ium: Photographic  l i thograph
fb lack  and white)

f.o i t f o n :  W i t s  W i t s  1981

PLATE NO. 3



S i z e :
Mel i ijin: 

Location

Q u a n t i ty ;

D i s t r i b u t i o n
Date:

n y a r n ie i o  t l i t e r s  

3- ,̂5 x iO cm.

Photographic  l i thograp  
c o l ou r s )

S t r e e t s  of  J.H.B.
Wits Campus and 
Front l i n e  V o l . 2.  No
♦ 130 

14/6 /81

PLATE NO. A



APARTHEID SE VOET

AAKRTHH) V f lS K O N F

l i c i t ! : 'Apartheid se V o e t1
S i z e : 31 x *2,5 cm.

Photographic  l i thograph  
(2 co lo u r s )

l£r-lLLi!2: S t r e e t s  oi Wits Campus
Wits Fine Arts Student  
E x h ib i t io n  1982,
Front I inr Vol.  2 . ,  
o o . L, 1981 and 
Wits Student Vol.  j j ,
No. 1 ,,  FThI

Q u a n t i t y : + 160

Di s t r  i but i on
D i c e s : 19/7 /81 and 2/8 /81

PLATE NO. 5



MENU

OU TYDSt 

{kPARTHf/^
-

SPYSKAART
T i t l e :

.1 l z e :

Me,i j um: 

Looati o n :

OuCydsv Apartheid'
32 x ■42,3 cm.

I h o to g r ip h ic  1 ithograp  
(2 c o lo u r s )

Street! ,  o f  J.H.B.  , Wit 
• i t s  f i n e  Arts Student  
E x h ib i t io n  1982,
Front I in . Vol.  2 . ,
S o . 1, 19W 1 . nd
Wits Student Vol.  33 
Wo. 13, 1981

Q u a n t i ty : + n o

Pi s t r  ibut ion 
Date; 30 /8 /81

PLATE NO. 6



T i t l e :

S i z e  :

Medium:

L o c a t i o n :

1 juanl i.tv :

D i s t r i hut j u n  
D a t e :

'Apartheid Twak'

30 x 43 ,5  cm.

Photographic l i thograph  
(2 co lo u r s )

S t r e e t s  o f  J.H.B. ,

Wits Campus and Wits Fine 

Arts Student E x h ib i t io n  
1982 

* 175

3 1 /1 /82

PLATE NO. 7



T i t l e :
'Apartheid Lemon'

S i z e : j x J 1 cm.
"'("'I tiim;

li th 0 8 r a "h
Locat ion:

and
Quantftv: > 220
D i s t r i b u t  i
U it v s :

14 / 1 / 82  and 28 / 3 / 82

plate no. k



i 1 e : 

j z e  :

- -m jp ' :

Quan t  i c y ; 

3 t r i b u t

vnarthe id F a t '

* x \ 3  m.

uotogr aph it  i i thug!aph 
'0  lours )

■ raet,.  oi r.H.B. ,nc:
t s .amp u s-

'■ /4/8 md 23/5/82



'A BROErI

T i t l e : 'Apartheid J a - B r o e r '
A t e : 3 7 ,5  x 4 7 ,5  cm.
Medium: Photographic  l i thograph

(2 c o l o u r s )
Locac i o n : S t r e e t s  o f  J . h . 3 .  a"!

Wits Campus
Quantity: + 110
D i s t r i b u t i o n
D a t e s : 31 /5 /82  & 8/7/82

PLATE NO. lo



Tj_U_e:

S i ,?e:

- i I ' im:

L o c a t i o n :

Q u a n t i t y :

P i s t r i b u t  ion 
P i t e s :

'Apartheid se

35 x 47 cm.

Photographic  
(2 co lou r s )

S t r e e t s  of  J. 
Wits Campus
+ 100

18/7 /82  and 2

Mo eric of  f ie '

l i thograph  

■H.B. and

9 /8 / 8 2

PLATE NO. 11



z

T i t l e : 'Apartheid Airways'

S iz e  i 35 x 49 ,5  cm.

Medium: Photographic  l i thograph
(2 co lo u r s )

Locat ion/  S t r e e t s  of  Wits
Campus and Strt Vol.  1, 
No. I ,  October 1982

+ 110Quant i t y :

Pi :t r Lhut i 'ii 
D a tes : 15 /8 /82  and 29 /8 /82

PLATE NO. 12



PETTY

PETTY
APARTHEID

H o e :  

S i z e : 

Medium:

'PeLty A p ar th e id 1 

35 x 49 ,5  cm.

Lo c a t  i o n :

Quan t i t / :

l)i .st r i lint ion  
D a te  :

Photographic  l i thograph  
(2 co lo u r s )

S t r e e t s  o f  J.H.B. and 
Wits Campus

*  100 

2 9 /8 /8 2

PLATE NO. 1)



i m m
' ■ ' • ' • ' • ' W - w - w - w - w

T i t l e :

-  i z e :

Mt'd ium :

L o c a t io n ;

'Apartheid Piakpapier '

35 x 800 cm. ( r o l e )

S i l k s c r e e n  on w a l1- 
paper

S t r e e t s  of  j . h . B .  , wit  
Campus and Wits Fine A 
Student E x h ib i t io n  19

t e l l i E v :  + J4m.
P i s t r i b u f  i on

2 6 /9 /8 2Date

PLATE NO. 14



T i t l e ;

S i z .u  :

■•If d  i i i m ;

Locat i o n :

' ju.intit j .-;

D is t r ib u t io n  
Date ;

'Apartheid Pl akpapier '

’5 x 800 cm. ( r o l e )

S i l k s c r e e n  on w a l l ­
paper

S t r e e t s  ot J . H . B . , wit s  
Campus and Witt Fine Art 
Student E x h ib i t io n  1982

+ 24m.

2 6 / 9 / 82

PLATE NO. 14
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PARTHEIDtvmvrE rLEp^

T i d  c :

Sj_zv: 

i i ' im:

I- "' .i 1.1 on :

Qu.mt i t  v ;

1H st: rib  lit ion
bate  :

r>i e Dooi '

^3 x hi cm.

^hotograph ic  l i thograph  
1 - co lours)

S t r e e t s  o f  J.H.B.  md 
■'its Campus

+ 100 

2 6 / 9 / 8 2

PI.AT!': Mo. 13



r j t i e  : 

S U e ;

■,~'1 ‘'i iurn:

I-0,~ 11 ion :

Q'i in t  i t v

D i a t r  i . p u t ; 
Dat f> j ;

'•AP » r the i d  L a g e r '
-  ̂ x 37 cm.

U £ h o e r -,ph

+ 120

1 10/82 and 24/ 10/82

platl  N'O. lh



35 X 49

^  -  
> 100

R i . ^  f i b , ,  [ i n n

* 24 /1 0 /8 2

PLATE ,\Q. 1 7



S i z e :

Mi‘d i urn:

I-oc.it: i on:

^ u . i n t i t v :

D i s t r i b u t i o n

Cl t  1.  U V  1. u

3^,5 x 48 cm.

Photographic l i th o g r .  
(2 c o lo u r s )

S t r e e t s  o f  J.H.B. ,m< 
Wits Campus

♦ 100

31/10/82  and 19 /12/82

PLATE NO. 18



Ti t l e : 'Apartheid With l i t ? '
Size: 27 x 37 cm.
Medium: ideographic ithograpl

colours)
Location: Streets of J.H.B. and

Wits Campus
Quantity: + 110
Pi s t r i b u t i  on
Date  : " 6 / 1 0 / 8 2

PLATE NO.19



v.?.: 'Apartheid Sky f i t  '

' - 3 : 41 ,5  x 50 cm.

'

(2 c o lo u r s )

■ Ci. • c ; r' ':r*et£ o . . • ■
w it s  Cj v

C , '■'/* + o
i L s t r ibu t ic



i i L1 e :
S i z e :

Med i uni:

Location:

juan t i t y ;

i)i s t r i b u t  i o 
Date :

'Monument'

5 x 49 cm.

Photographic l i thograph  
(2 co lo u r s )

Wits Campus.
(Legal advice led to the 
avoidance c d i s t r i b u t i o r  
e l s e w h e r e ) .

+ 50 

13/10/82

LATE NO. 21



DOCUMENTATION OF LOCATIONS . . I D RESPONSES TO THE POSTERS

PETTY
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FIG. 1 

FIG. 2

F I G .  3

F I G .  4

F IG .  5 

F IG .  6

F IG .  7

F IG .  8

F IG .  9 

F IG.  10  

FIG.  11

F IG .  12

F IG .  13

F IG .  14

LIST Or FI  G'i’PF.S

Y e l l o w  H o r s .-.  L a s c a u x .

Chefren (from Giza) ( • 2330 B .w . ) .

D i o r i t e , 1 6 1 . 7  cm.  E g y p t i a n  Mus eum,  C a i r o .

P o s e i d o n  ( Z e u s  ?)  ( c . 4 6 0  -  4 5 0  B . C . ) .

Bronze , 200 .8  cm. N at iona l  Museum, Athens.

T .  G e r i c a u l t  P o r t r a i t  o f  F u c e n e  D e l a c r o i x  

( c .  1 8 1 8 ) .  Musee d e s  B e a u x  -  A r t s ,  R o u e n .

G. R ie t v e l d .  Schr  ̂ icr H o u s e - ln t . -n o r  (192-*).

R.  R a u s c h e n b e r g .  R e t r  a c t i v e  ( 1 9 6 4 ) .

Oil a n d  s i l k s c r e e n  i n k  on  c a n v a s ,  1 - 7  x 2 0 5 . 8  cm.  

W a d s w o r t h  A t h e n e u m ,  H a r t f o r d ,  C o n n e c t i c u t .

A. W a r h o l .  F o u r  C a m p b e l l s  Soup C a n s  ; 1 9 6 5 ) .

O i l  a n d  s i l k s c r e e n  o n  c a n v a s ,  5 8 . i  x  3 8 . 2  cm.  e a c h .

R.  H a u s m a n n . Da d a  C i n e  ( 1 9 - 0  -  - - ) •

C o l l a g e  a n d  P h o t o m o n t a g e .  P h i l i p p e - G u y  E .  Woog.

V.  S u r i k o v .  M e n s h i k o v  i n  E x i l e  ( c a t e  1 9 t h  c e n t u r y ) .

A g i t - P r o p  T r a i n  o f  t h e  O c t o b e r  R e v o l u t i o n  ( 1 4 1 9 ) .

A. R o d c h e n k o .  R e c l i n i n g  c h a i r  t o r  a t n o . K i c  

p r o d u c t  i o n  ( 1 9 2 9 ) ,

V.  S t e n b e r g .  C o n s t r u c t i o n  i n  S p a c e  ( c .  1 4 2 1 ) .

I r o n ,  7 4 .  7 x 2 7 . 5  x 1 5 3 . -  cm.  W h e r e a b o u t s  u n k n o w n  .

V.  Tat 1 i n . Monume n t  t o  The  T h i r l  I n t e r n . i t  i o n a l  

(1920) .

Kcuzma P e t r o v - V o d k  i n e . The  D e a t h  o :  a ' orni u.e_ 

(1926) .
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FIG. 16

FIG. 17

FIG. 18

FIG. 19

FIG. 20

FIG. 21

FIG. 22

F. I n fa n te .  OraJs (1972)

A - Va" «ou w . W omen's M c u .n ,,.^  ( 1 9 u )

Bloemfonte in .

P. S top for th .  Detainee  (1978) .  

f er tcu d e  Posel C a l U r y ,  Johannesburg.

” : 1Se: 7 " '  ( 1 9 4 0 ) .
‘ Johannesburg Art G al lery .

A. P r e l U r .  Th_e Kraal ( 1946).

95 " S-Al G a l le r y ,  Cape l o w .

jj il  Lilli?.1 stencL'—of Memory (19 i n  
Oi: on canvas ,  23 .2  x 31 .9  cm.

Museum o f  Modern Art ,  New York.

FIG. 23
— e- Ch Student Pro te s t  Poster  ( 1968)
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Yf low Horse . Lascaux

Chefren ( i r  Giza)
( c .  2530 B.C.) .
D i o r i t e ,  161.7 cm. 
Egyptian Museum, Cairo .



FIG. 3: Poseidon (Zeus ?)
(c. 460 - 450 B.C.). 
Bronze, 200.8 cm. 
National Museum, Athens,

FIG. 4: T. Ge r i c aul t .  P o r tr a i t  of  
Fugy ne Dp I a ■ rolx7 (V . 1818^ 
Mus^e des Beaux-Arts,  Rouen.



' ' ) »  G. Ri e t v e I d .
Schroder H ou se-In ter ior  
TTTTTT. ■—

l' fG. 6: R. Rauschenberg.
’e t r m i c t iv e  (1964 ) .

011 and s i l k s c r e e n  ink on 
'-anvas, 147 x 205 .8  cm. 
Wadsworth uheueum,
I a r t f o r d , C o n n e c t i c u t .



.. .Varho L.
our Campuaiiii Soup Cans 19b .

T i l  and s i 1kscreen on canvas.
' m. »ach .

■ft: R. Hausmann. Dada Cino
1.1920 -  21) .  Collage  anc

tomontaiv .
■uy



FIG. 9: V. Surikov.
Menshikov in E x i l e
(Lace 19th century)

F I G .  1 0 : Agit-Prop Train of the 
October Revolution (ThT0 ■.

1



FIG. 11: A. Rodchenko.
Reclining chair for a 
theatre production (1929) .

FIG. 12: V. Stenberg.
Construction in Space (c. 1921). 
Iron. 7 4.7 x 27.5 x 153.4 cm. 
Whereabouts unknown.
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FIG. 13: V. T a t l i n .
Momument to The Third 
I n te rn a t io n a l  (1920).

FIG. 14: Kotizma Petrov-Vodkine .
The Death of a Comrade 
(1926).



FIG. 15: F. I n fa n t e .  Beads
(1972) .

FIG. 16: A. Van Wouv.
Wo m e n ' s  M o n u m e n t  ( I V U ) .  
' i i l o e m f o n t e i n  .
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r I C - 171
G 'f r t^ "  Posel Gallery, 
J o h a n n e s b u r g •

F I G .  18:
G. Sekoto. YeHow Houses
g n n h i a t o w i j  ( 1 9 4 0 ) .  Cu 1 .
J o h a n n e s b u r g  Art Caller' r •



m i  i

FI G' l 9 !
s . A.  Nat ional G al lery ,

FIG. 20: S. D a n i e l l .
Bnshn.an Armed for an 
Expedit ion (1831)-  
Aquat intTFehr C o l l e c t i o n .  
Cape Totm.



FIG. 21: s. D a l i .  The P e r s i s t e n c e
of  Memory (1931).
Oil  on canvas.  23. 2 x 3 i . )  cm. 
Museum of Modern Art,  New York.

fey x v .t

FIG. 22: FA L i s s i t s k y .
Propa^tnda poster in a street
o f  V i t e b s k  ( 1 9 2 0 ) ,
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SOIS
JEVNE
TAISTO!

FIG. 23: French Student Pro t o s t  ?ost:er

(1968) .
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