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~ Forewords

n 14 December 1995 Cecil le Fleur asked the

South African parliament, on behalf of the Griqua

people, to intervene in the return of the plaster
cast and skeletal and other remains of Saartje Baartman,
the young woman who was publicly displayed at salons,
fairs and animal acts in London and Paris from 1810 to
1815, when she died. This plea followed a letter sent to the
French government in which the authorities were request-
ed to return Saartje Baartman to the Griquas, the
“guardians and custodians of continuous, uninterrupted
and unbroken Cape Aboriginal Khoikhoi heritage” (Cape
Times 12 December 1995). The Griqua National Conference
of Soitth Africa is the latest group to join in the campaign
demanding her return and burial. Why has the pitiful life,
and fate after death, of Saartje Baartman become the focus
of so much concern and action?

Saartje Baartman is a potent symbol of the humiliation
suffered by indigenous people in general and indigenous
South Africans in particular. I knew something of her history
through Penny Siopis’ research and her paintings; I knew
that the Musée de I'Homme in Paris housed the plaster cast
made upon her death, as well as her skeleton and sexual
organs. None of it, however, prepared me for the
encounter with Saartje Baartman’s death cast at Musée
d’Orsay, in May 1994, on an exhibition entitled La sculpture
etographique de la Venus hottentote d la Tehura de Gauguin.
The naked horror of her plight and suffering, the sense of
untold pain and shame, and the knowledge that it was
part of my own history, were overwhelming.

Saartje Baartman has become a focus of the way in
which human beings were used by eighteenth- and nine-
teenth-century theorists of race to prove the superiority of
Europeans; she stands for all those who were reduced to
specimens and scientific information. Her people were
regarded as closer to the animal kingdom than to
humankind, or at least among the most primitive of
human types. As a result, they became the most brutalised
people in the history of southern Africa—victims of geno-
cide and slavery, stripped of their land and the fabric of
their lives and their culture. Until recently, Khoisan' resis-
tance to the colonial powers and settler developments has
remained unrecorded in our history books, their interac-
tion with and cultural influence on other groups has been
ignored, and the astonishing art created on the surfaces of
rocks excluded from art history books and art museums.
The people were portrayed as wild, as murderers and rob-
bers without intellect or history.

Saartje Baartman puts the decendants of the Khoisan
populations at the centre of contemporary political and
Flllh.ll‘al debates—debates with national and international
implications and ramifications. The retention, display and

repatriation of human remains and other sensitive materi-
al are matters of concern in many countries. 5o are natur-
al-history museum displays of naked body casts and
objects that are associated with nature rather than with
culture, with primitivism rather than civilisation—and for-
ever relegated to the past. Her odyssey of exploitation and
public exhibition finds a poignant echo in the lives of peo-
ple who are displayed for tourists.

Some see the situation of ‘Bushmen’ living on the
Kagga Kamma reserve as no more than “a modern ver-
sion of the old freak shows of the past” (The Sunday Times
25 June 1995). Saartje Baartman is becoming an icon
(hopefully not a pawn) in fractious post-apartheid
coloured politics.? There is a growing pride in having
indigenous roots, and people are choosing to identify with
the original inhabitants of southern Africa. Many will
claim her. For all of us she stands as a reminder of the ago-
nies of the past, of our need to face and deal with history
and memory, and of our collective responsibility to resist a
desire for historical amnesia. The debates around her also
impact on issues of redress and restitution of land, and
land is inextricably linked to place and identity.’ Facing
history, and accepting the challenges to work through the
past and find solutions for the present, reside in the exhi-
bition Miscast.

A number of ground-breaking exhibitions have been
curated at the South African National Gallery (SANG)
over the past few years. These involved working hand-in-
hand with the people whose histories and/or visual cul-
ture we were representing, or engaging individuals in the
production of the exhibition and written documentation.*
Guest curator Pippa Skotnes went to considerable effort to
consult with San groups in the preparation for Miscast, but
there are few voices around to articulate this particular
past, and consultations with groups took place through
the medium of attorneys and other agents. What we hope
to achieve through the catalogue, the exhibition and associ-
ated education programmes, is to begin the process of
dealing with the complex issues, to tell the story of geno-
cide in southern Africa® to reveal the extraordinary cultural

‘and artistic achievement of the San, to focus on the need

to acknowledge and preserve rock art as part of our her-
itage, and to raise and stimulate awareness of the condi-
tions, aspirations and interests of Khoisan descendants in
southern Africa.

Apart from the co-operative projects between museum
curators and members of specific communities mentioned
above, in the past six years we have explored ways of
curating and presenting exhibitions which drew directly
on the skills and talents of people living in our immediate
environment, but with SANG staff functioning as



curators.® That changed with the exhibition Face Value: Old
Heads in Modern Masks, which took place from November
1993 to February 1994. Artist Malcolm Payne produced a
book which had as its stimulus seven terracotta hollow
modelled heads found near the town of Lydenburg in the
Transvaal in the 1950s, and estimated to be about 1300
years old. He conceived the installation which comprised
the Lydenburg Heads, his own works of art in two and
three dimensions, and a row of supermarket trolleys. Not
only were the Lydenburg Heads—held in custodianship by
the South African Museum on behalf of the University of
Cape Town—removed from their archaeological context
and exhibited with Payne’s own work, the artist also
usurped the curatorial authority of the host institution.
With IGugu lamaNdebele—The Pride of the Ndebele, the
dynamics were different. Peter Rich, architect and expert
on Ndebele art and architecture, designed the exhibition
and directed the construction and installation. Six Ndebele
women—sa Kabini, Emma Mahlangu, Betty Masanabo, Lia
Masilele, Sophie Masiza and Anna Matshiye—worked
with him and SANG curators over a period of one month,
thereby providing a pertinent voice and real intervention
in a process which was open to the public.

Pippa Skotnes details the challenges facing her, and the
ways in which she approached the project, in her
Introduction to this volume. Miscast is informed by ten
years of research which saw the publication of papers and
books and the curation of two other exhibitions. Unlike the
exhibition at the South African Museum in May 1991,
which launched her book Sound from the Thinking Strings,
this exhibition does not include her own art works.
Curatorship itself becomes the creative act, and the sense of
sight and interaction with the visual presentation and the
material become the prime vehicles for reading and reveal-
ing, interpreting and celebrating. Spaces and objects are
pierced by the imagination to release and raise the voices
from the past. Skotnes confirms—in the most potent and
poetic way—that knowledge resides in the visual explo-
ration of things, and that culture is a site for human shar-
ing and understanding. Shifting definitions of art, and their
concomitant effects on the status and meaning of objects, as
well as the relocation and movement of objects across
boundaries, have been examined and explored in exhibi-
tions and publications in South Africa and abroad. For the
SANG this has meant an overlap with discourses and dis-
ciplines other than our own, and the creation of new and
unexpected partnerships. We have drawn on the expertise
of colleagues in museums and universities and we have
borrowed objects from many diverse sources. But this exhi-
bition marks the first formal association of the South
African National Gallery with the University of Cape Town
and the South African Museum. It is a major step in the
process of pooling our resources, energies and expertise
and in crossing the traditional divides. I am profoundly
grateful for the initiative, support and collaboration which
have made this project possible, and wish to thank every-

one concerned, but in particular the staff of the SANG who
worked on the exhibition, and Pippa Skotnes, for their pas-
sion and commitment.

Miscast constitutes a significant contribution to the
appreciation of the cultural and aesthetic expression of the
people of southern Africa, as well as to a re-evaluation of
the way in which this expression is viewed and assessed
world-wide.

Marilyn Martin
Director, South African National Gallery

ELD IN TRUST
Museums are places of memory, entrusted with

holding collections, and empowered with the
authority to interpret and exhibit them for public viewing.
Although often concerned with things past, museum prac-
tice is situated in a continually changing present. None of
the essential museum processes—collecting, classifying,
keeping, studying and exhibiting—is static or value-free. All
are historically contingent and shaped selectively by theoret-
ical, aesthetic and pragmatic concerns. By examining the
politics and poetics of presentation at a particular time and
place it is possible to gain insight into the less obvious,
sometimes entangled, motives behind making exhibitions.
A reflexive understanding of museum practice, however,
does not reduce curatorial responsibility.

Given the power of museums to shape and disseminate
knowledge, curators have a responsibility to adhere to cer-
tain ethical principles in relation to the way collections are
made and used. This is specially pertinent in the case of
human remains and sacred objects, where the principle of
respecting the dignity and privacy of individuals and com-
munities is of paramount importance. In the case of anthro-
pology collections from communities that have no known
living representatives, museum curators have the uneasy
role of trying to be sensitive to their interests, albeit removed
in time, space and cultural context. Curators of collections
classified as southern San find themselves in this situation.

Discussions leading up to the South African Museum’s
contribution to this exhibition brought into sharp focus
some of the contemporary dilemmas facing curators of
anthropology collections and photographs dating back to
the early years of the discipline. The proposed installation
stimulated discussion that extended far beyond the usual
boundaries of exhibition-making. This interdisciplinary
engagement remains an important dimension of the project.
Among other issues, it focused attention on complex histori-
cal relationships between coloniser and colonised, and the
difficulty of representing these relationships without unin-
tentionally reinforcing misconceptions or indulging in yet
another form of cultural exploitation. However, the exhibi-
tion set out explicitly to challenge stereotypes and evoke
respect for the /Xam and other southern African hunter-
gatherers. From a curatorial perspective, the project was
unconventional and provoked discussion on custodial
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responsibility. It was recognised that, when re-presented by
an artist, artefacts from research collections would evoke an
unstable array of new meanings for viewers. In practice,
curatorial responsibility was shared, and the intefaction
between museum professionals and Pippa Skotnes proved
creative and rewarding, as did the collaboration between
institutions. Through this process, museum objects were re-
envisioned and thus revitalised.

Currently in South Africa there is an openness to redress-
ing past injustices, but in rethinking colonial practices and
relationships it is important to pay attention to the historical
and intellectual contexts in which they were situated. In this
regard, Saul Dubow’s recent volume on scientific racism in
modern South Africa is essential reading. He makes the
point that in the nineteenth and early twentieth centuries,
sdentists concerned with questions of race were often
prominent intellectuals, widely supported by their peers.
The epithet ‘racist’ was not necessarily regarded as a term of
contempt. Intellectual discourses on race were part of main-
stream science, until World War I showed the dire conse-
quences of politicised racism. Dubow also cautions against
reducing scientific concepts of race to a uniform expression
or ideology. For example, although both comparative philol-
ogy and anatomy were concerned with relationships among
races, they constituted different intellectual traditions.

German philologist Wilhelm Bleek, although by no
means free of nineteenth-century assumptions about race,
set out to demonstrate the romantic ideal of a common
genealogy for all languages, and thereby illuminate affinities
among human groups. The quest for a single root language
did not succeed, but Bleek's pioneering work resulted in an
extraordinarily rich ethnographic record of /Xam language
and culture, the full importance of which only began to be
recognised a century after his death. In recent decades, the
work of Bleek and Lucy Lloyd has animated interpretations
of rock art and /Xam cosmology. Their shades, together with
those of / Kabbo, Did'kwain, /Han=kass'o and many
unnamed /Xam, must surely grace this exhibition.

Unlike philologists, comparative anatomists were more
concerned with human variability and essential biological
differences among races. Museums in South Africa and else-
where amassed skeletal collections that formed the basis of
morphological studies and the construction of racial typolo-
gies. In the early twentieth century, physical anthropology
arose as a branch of the emerging profession of anthropology
that was specifically concerned with human origins and the
classification of physical types. Louis Péringuey, director of
the South African Museumn from 1906 t01924, was responsi-
ble for assembling a large collection of crania, which he sent
to London for morphological analysis, in the hope of charac-
terising physical differences between ‘Bush’ and ‘Khoikhoi’
people. After detailed craniometric study, it was concluded
that no morphological distinction could be made.

In 1907, Péringuey also initiated a project to make life-
casts of ‘pure-bred Bushmen and Hottentots’. The motiva-
tion for the project was a combination of science and

salvage. The influential anthropologist A.C. Haddon had
described Bushmen and Hottentots as “very primitive vari-
eties of mankind”, who were “rapidly diminishing” in num-
ber. The former attribute gave the project scientific validity,
the latter lent it urgency. Over 60 casts were produced in
subsequent years. When placed on public display in the
Museum, they immediately became a major visitor attrac-
tion. However, the prominence accorded the casts was out
of proportion to any proven scientific significance, and the
emphasis on racial primitiveness reinforced existing stereo-
types. In 1960, some of the casts were rehoused in a diorama
depicting an idealised hunter-gatherer camp. This remains
the most popular exhibition in the South African Museum.
It is hoped that the present exhibition will set up a dialogue,
as it were, with the diorama.

While academic anthropology has undergone a number
of significant paradigm shifts during the past century, early
museum collections are tangible reminders of past scientific
concerns and curatorial practices. Although, with hindsight,
the ideas that gave rise to early physical anthropology col-
lections may now seem misguided, they have historical and
epistemological significance. How these collections from the
past are used in the present constitutes an ethical challenge
to museums. Curators have a responsibility to acknowledge
the history of collections without necessarily justifying past
practices, and to work towards increasing awareness of the
ways in which cultural identities are shaped and reshaped.
As Jonathan Benthall has said of the photographic collec-
tions of the Royal Anthropological Institute, museums hold
“precious deposits of human understanding and misunder-
standing”.

A number of the objects shown in this exhibition were
originally housed in the ethnological collection of the
School of African Life and Language at the University of
Cape Town. However, interest in material culture waned
as evolutionism and diffusionism lost academic credibili-
ty in favour of functionalist social anthropology. The col-
lections eventually fell into neglect and disrepair. By the
1960s, anthropologists at UCT were conscious that an
emphasis on culture and ethnic identity was open to
political abuse, and consequently there was little theoreti-
cal or practical interest in material culture. Most of the
collection that remained was placed in the care of the
South African Museum on permanent loan. A recent
revival of interest in cultural studies has not only revealed
the significance of the collections, from a number of dif-
ferent perspectives, but has underlined the immensely
valuable curatorial role played by the South African
Museum. Had the collections exhibited here not been
cared for with dedication, despite changing intellectual
tides, the historical narratives inscribed in these artefacts
could not have been told with the poignancy and power
of their material presence.

Patricia Davison
Assistant Director, South African Museum
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Didlkwain's dream of his father's death
Told to Lucy Lloyd by Didi'kewain in 1875

When I was with a Boer I dreamt that we were cutting ug asheep. The Buer came up to us, as we
were cutting it up and said that he would beat us to death. The (ﬁeam spoke to me thus, that I told

the Boer, not to kill us ... For I did not want him to kill my father ... 1 would work out both what I owed

and what my father-owed. And the dream said to me that I saw my father lying dead in the sun’s heat.

And I wept ...

And I asked the Boer, Did he think it was such a bi thing that we had killed, that he acted like this? I dreamt
that the Boer drove us before him ... ‘

And when day broke, I arose and told my wife that a dream had told me we were cutting up a Boer's sheep. [
saw father standing there dead. And the wind was in the north and [ asked her, did she not see that the sky
looked as if it were going to rain, just as the dream had told me, that dust was covering the sky. Therefore I should
go and talk with the Boer about the ox, I should see what was happening that had made me dream of father, that
the Boer had killed us. The dream had told it to me, just as if a person had spoken. Therefore we will go home,
we will go and listen at the huts, and see whether we do not hear news ...

And father’s eye was blinking before I had gone ... Rain water which was not little was falling.

I'said to my wife ... you seem to think my dream was not clear. I shall see things which my dream told me about.

I shall see it. Then you will see ...

We returned home to where we lived with the Boer and we stayed there two nights ... The wind blew, as if it were
begging from me just as the wind had done (in my dream) when I dreamt about father that ... the Boer killed us
when the sheep bleated. The dream had told me this.

And mother said to me [ seemed to have disbelieved the dream and to have thoutht I'should see father again,
though the dream had told me I should not see him again. Yet now I saw her, and she had come to tell us that
father had died leaving us ... And mother asked me, did I not see that the dream I had dreamt had spoken

the truth? ... So the dream I had told her about had not deceived me ...
The springbok (many) had afterwards passed the hut, as if they were not afraid. Mother did not know
where the springbok came from. "They were not a few and they came and played as they approached
the hut where father lay dead. The springbok appeared to be moving away,
and the wind really blew following them.

They were running before that wind.

It was really father's wind and you yourself feel how it is blowing,
You know it used always t6 blow like that whenever father was shooting game.”
I spoke to my wife and toKi her about it. 1 asked her whether she did not realise that [
was feeling my inside which was biting (aching).
As the wind blew past I felt my inside biting ...
1 felt like that when one of my people was dying,

my inside always ached
when it was one of my people.

(BC151 LV 5110-46)
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1. Personally I prefer to use the collective
term Khoisan where appropriate; as an
Afrikaans-speaker | have heard the deroga-
tion in ‘Boesman’ too often to be able to use
it.
2. The divisions and contestations reside in
the very use of the terms ‘coloured’, ‘so-called
coloured’ and ‘black’. For insight into the cur-
rent debates I refer readers to two articles in
Die Suid-Afrikaan (55, December 1995/January
1996): Kadalie, B. Coloured Consc i
Building or Dividing the Nation? and Van der
Merwe, A. Tweede Swart Afrikaanse
Skrywersimposium.
3. Recent legislation to restore land excludes
San groups; the government of national unity
has opened a desk for indigenous affairs to
address the situation of the approximately 200
people who remain in the Karoo and Kalahari
Desert (The Sunday Times, 25 June 1995).
4. These exhibitions were: Ezakwantu:
Beadwork from the Eastern Cape (1993); Muslim
Art from the Western Cape (1994); Anne Frank in
the World (1994); IGugu lamaNdebele-Pride of the
Ndebele (1994-5).
5. The photo-documentary exhibition, Anne
Frank in the World, which came from the Anne
Frank Centre in Amsterdam, traced the story
of Anne Frank and her family; a complemen-
tary photographic exhibition, curated by the
Mayibuye Centre, University of the Western
Cape, described apartheid and resistance. But
we missed the opportunity of telling our own
story of genocide.
6. These exhibitions were: Where We Live—
Panels by the People of Cape Town (1992); Made
in Wood — Work from the Western Cape (1992-3);
Picturing our World —Contemporary Images of
the Western Cape (1993); District Six—Image
and Representation (1995-6), organised in col-
laboration with the District Six Museum,
Cape Town.

Mutilation and Meaning Stephen Greenblatt
Notes

1. On the problem of the term as used in ordi-
nary speech, there is a remarkable footnote in
J.L. Austin’s “A Plea for Excuses”: “You have
a donkey, so have ], and they graze in the
same field. The day comes when I conceive a
dislike for mine. I go to shoot it, draw a bead
on it, fire: the brute falls in its tracks. I inspect
the victim, and find to my horror that it is
your donkey. [ appear on your doorstep with
the remains and say—what? ‘I say, old sport,
I'm awfully sorry, etc., I've shot your donkey
by accident? Or ‘by mistake’? Then again, I
go to shoot my donkey as before, draw a bead
on it, fire—but as [ do so the beasts move,
and to my horror yours falls. Again the scene
on the doorstep—what do I say? ‘By mis-
take’? Or ‘by accident’?” (Austin 1979:185
n.1). In the light of this analysis, it would not

Notes

be legitimate to call the circumcision of the
anthropologist’s sons either an accident or a
mistake.
2. See Jacques Derrida (1982: 307-30). As will
become clear, my interest is not in the indeter-
minacy that Derrida argues to be the condi-
tion of iterability but rather in the historical
contests over meaning.
3. It is striking that Deuteronomy also explicit-
ly forbids other ritual mutilations: “Ye are the
children of the Lord your God: ye shall not
cut yourselves, nor make any baldness
between your eyes for the dead” (14:1).
4. This moralisation seems based upon the
passage in Deuteronomy 10 from which I have
quoted: “Only the LORD had a delight in thy
fathers to love them, and he chose their seed
after them, even you above all people, as it is
this day. Circumcise therefore the foreskin of
your heart, and be no more stiffnecked. For
the LORD your God is God of gods, and Lord
of lords, a great God, a mighty, and a terrible,
which regardeth not persons, nor taketh
reward” (10:15-17). See also Deuteronomy 30:6
and Jeremiah 4:4 and 9:26.
5. I owe this reference to Lowell Gallagher.
6. The Oxford English Dictionary attributes the
first printed use of the term Juggernaut to W.
Bruton (1638) in Hakluyt’s Voyages.
7. See the brief critique of Catz’s thesis by
Robert Viale in his French translation of
Mendes Pinto (Viale 1991:22). d
8. Subtitle: Being an essay to a new method of
observing the most important movings of the mus-
cles of the head, as they are the neerest and imme-
diate organs of the voluntarie and impetuous
motions of the mind. With the proposall of a new
nomenclature of the muscles.
9. He provides a sample of this language
which English was capable of rendering in
utterances like the following: “obedient alma
honasa hul; generati alvah ableuvisse insi
locat amorvissem humanet rokoas salah
axoret eltah alvah hon ono olephad in se mori
melet eri neri meleare; okoriko olo ophaus
narratus asa sadoas loboim olet amni
Phikepeaa ebellrer elme bosai in re meal
olike” (Tany 1655:54-5). I owe this passage to
Thomas Luxon.
10. If we think that the hands are too limited a
means of human communication compared
with the tongue, Bulwer proposes to show us
that their range of expressiveness is actually
greater than that of words. In a flight of
thetorical enthusiasm that leads him to forget
that he is himself, after all, using words,
Bulwer offers his proof by launching into a
list of what we do with our hands:
Sue, entreat, beseech, solicit, call, allure,
entice, dismiss, grant, deny, reprove, are
suppliant, fear, threaten, abhor, repent,
pray, instruct, witness, accuse, declare our
silence, condemn, absolve, show our
astonishment, proffer, refuse, respect, give
honour, adore, worship, despise, prohibit,

reject, challenge, bargain, vow, sw
imprecate, humor, allow, give w
command, reconcile, submit, defy;
offer injury, complement, argue, di
explode, confute, exhort, admonis|
affirm, distinguish, urge, doubt; is
mock, approve, dislike, encou
mend, flatter, applaud, exhalt, k
insult, adjure, yield, confess, cher:
demand, crave, covet, bless, nunih
prove, confirm, congee, salute,
late, entertain, give thanks, welcosg
farewell, chide, brawl, consent, uj
envy, reward, offer force, pacify, itig
justify, contemn, disdain, disaliow, g
give, offer peace, promise, perforny,
invoke, request, repell, chatge, sat
deprecate, lament, condole, bem
in mind, hinder, praise, ct l
boast, warrant, assure, inquire, dif
adopt, rejoice, show gladness, &ow
despair, grieve, are sad and sofhu
out, bewail, forbid, discomfort, ask
angry, wonder, admire, pity, a
rebuke, savor, slight, dispraise, d
are earnest, importunate, refer, p
compromise, plight our faith, i
league of friendship, strike one
give handsel, take earnest, buy,
exchange, show our agreement, éx|
our liberality, show our benevolgi
illiberal, ask mercy, exhibit gfate;§
our displeasure, fret, chafe, futté,
revenge, crave audience, call fot
prepare for an apology, give libi
speech, bid one take notice, wati,
forbear, keep off and be gone} tiké
acquaintance, confess ourse}
by a mistake, make remonstratice
another’s error, weep, give a plé
aid, comfort, relieve, demonsit
gue, persuade, resolve, speak 1
profess a willingness to stti
selves convinced, say we kno
which yet we will not tell, pi
for silence, promise secrecy,
innocence, manifest our love,
hate, and despite; provoke, hyps
extoll, enlarge our mirth with jél
triumphant acclamations of delj
and signify another’s actions, I‘IQI ;
place, and time, as how, where, Wi
(Bulwer 1644:20). Sk
This reminder that the Renaissatice
great age of lists is not likely to e
many readers that “postures of the
exceed “the numerical store of wof
is enough to license Bulwer’s lengk
painstaking analysis of gestutes,
ing the head with one finger (an “
gesture bewraying a close iriclinat o
vice” [130}) to putting forth the micdl
the rest drawn into a fist (“a natufd
sion of scorn and contempt” [132)):

11. After giving an account of ditul







