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Mocke J van Veuren and Theresa Collins
Minutes 2010: time/bodies/rhythm/Johannesburg
2010
3 Channel Video Installation with Stereoscopic Projection
Continuous cycle ~16:56 mins
Edition of 5 + 2AP
Image courtesy of the artists
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commute with intuitive instinct
Portia Malatjie
The Differences/ Sometimes in the amazing ignorance/ I hear things and see things/ I never
knew I saw and heard before/ Sometimes in the ignorance/ I feel the meaning/ Invincible
invisible wisdom/ And I commune with intuitive instinct/ With the force that made life be/
And since it made life be/ It is greater than life/ And since it let extinction be/ It is greater
than extinction./ I commune with feelings more than/ prayer/ For there is nothing else
to ask for/ That companionship is/ And it is superior to any other is./ Sometimes in my
amazing ignorance/ Others see me only as they care to see/ I am to them as they think/
According the standard I should not be/ And that is the difference between I and them/
Because I see them as they are to is/ And not the seeming isness of the was.
Sun Ra, The Differences

The exhibition title, commute with intuitive instinct, is an adaptation of a line from
poet and musician Sun Ra’s Differences (1980). In the poem, Sun Ra contemplates
“[communing] with intuitive instinct”. The idea of communing conveys the sense
of becoming one with the environment; being aware of one’s surroundings and
conjoining the physical and mental spaces that we inhabit. The exhibition follows
Henri Lefebvre’s notions as developed in The Production of Space. Spaces are
considered structures that are not given, but are rather constructed, ideologically
and physically, to serve a particular purpose. These spaces, whether within a city,
nation, or continent, are ridden with issues of power and surveillance. People’s
movements are controlled, often restricted and directed to certain paths of the terrain.
Johannesburg (inner) city, for example, has a history that is filled with racially motivated
legislations of demarcation and exclusion. Surveillance is present in the Minutes 2010:
time/bodies/rhythm/Johannesburg (2010) video, where we see certain spaces filmed, or
perhaps surveilled from different voyeuristic angles. The video installation by Mocke J
van Veuren and Theresa Collins is a presentation of multiple scenes from different spaces
in Johannesburg. Comprising the Bree Street Taxi rank in downtown Johannesburg, a
number of swimming pools in different suburban spaces (including the Linden, Alice
Park and Zoo Lake swimming pools) and a cemetery just outside the CBD, the scenes
are an exploration into the rhythms and pulses of these different spaces, which are often
characterised by how, when and why different people can occupy them.
In filming the Bree Street Taxi Rank scene, the artists planted a camera inside the rank,
where they film for a 24-hour period. This footage is later condensed and sped up into
a few minutes of video, clearly marking the rhythm of the space. The artists posit that
we often go through life without noticing the rhythm of our movements – we are so
immersed in our personal quotidian rhythms that they are rendered banal1. It is only
when we speed things up that we notice how rhythmic our occupation of space and
7

time really is.
The taxi rank is a space that is seldom empty. There is always some movement, whether
of people, taxis, or debris of paper and other objects that have been left behind. It is also
a space that communicates racial and class demographics in a South African terrain. The
space is occupied almost exclusively by black people of a certain class who often live
in areas outside of the CBD. As indicated in the video, the rank fills up from early hours
of the morning, with people arriving from as early as 4am. According to the artists2,
some of the taxi drivers hardly leave the space during the night, and are always ready
for the early commuters. This socio-economic marker indicates how the people in these
spaces are cogs in an aggressive capitalist system that hardly benefits them, which is
metaphorically emphasised by the fast-paced rhythm of the taxis and people filing in.
The busy taxi rank is juxtaposed against other quieter spaces, including the interior of
a library, people swimming in suburban swimming pools, and the ephemeral scene of a
gravestone in different seasonal cycles. In their representation of these different spaces,
the artists assert that, “all of these spaces where we spend time are important to our
daily lives. It is not just the dramatic times that need concentration”3. They maintain
that there are certain moments of daily life that are not politicised, and argue that these
moments need to be seen as contributing to the politics of the city. Accompanying the
movement of people in transit, from their homes to their workplace, is the time that
people spend at leisure: “The daily rhythm holds everything together, but there are other
leisure activities that are also important, for instance, playing soccer ...The patterns of
leisure are also structured by the capitalist system”4, meaning that occupants of the city
are left to structure their leisure, pleasure, relaxation, and other life admin around their
work.
Another piece included in the exhibition engages with the city as a space of alienation,
confusion and collaboration. Inhabitant (2011 – 2014), a performative piece by Sello Pesa
and Vaughn Sadie, is a mirrored continuation and perhaps fascination with the way in
which the city functions. In an early installation of this piece – the piece was performed
in Johannesburg, Istanbul and later San Francisco – we are confronted with three
performers trying to make sense of their place (both literal and figurative) in the streets
of the city. In the Johannesburg piece, performed in front of an art-orientated audience
outside the Arts on Main Precinct, the artists incorporate audience participation. There
are a number of invited audience members, those who are aware that they are present
to view a visual and performance art piece and those who are accidental audience
members and participants. For example, there is an out-of-place fleet of bikers who file
past the scene, adding confusion to the piece by making people wonder whether or not
they are in fact part of the piece.
Inhabitant also alludes to gentrification and to what Sadie refers to as class wars, with the
middle to upper class arguably encroaching on spaces predominantly occupied by the
lower to middle class. Sadie5 says, “It is really more about spatial and social dynamics
and how they are impacted on by social and economic change. Whether you call that
8

gentrification or whether you call that a class war or whether you call that
an economic downturn, there can be so many ways of looking at what
those things are. It’s about how economic and social change impacts on a
community.” The work signifies how spaces never remain the same. They
are in constant motion, changing or being changed to fit the next agenda.
Some of the changes can be considered problematic when bearing in mind
how capitalism often determines the construction of spaces. A gentrified
space would be seen as serving a particular class, and displacing others.
The performance of Inhabitant at GoetheonMain is site-specific. As Sadie6
posits,
Had the work been performed in Sandton City, I think it would have been
more about capitalism7. At GoetheonMain it was really about a shifting
neighbourhood, threshold spaces, and this influx of, as a friend of mine
calls it, the ‘insurgent middle class’; that they are settled in occupying
spaces and not really participating at all in the cultural and social activities
that are already there. They would rather try and recreate a social and
cultural space that is familiar, rather than sensitising themselves to the
space and creating a dynamic and dialogical conversation with the space
outside of their own interests.

Vaughn Sadie and Sello Pesa
Inhabitant: The Mission, San Francisco
2014
Single Channel Video
26:44 mins
Edition of 5 + 2AP
Images courtesy of Marta Nassalska and
Damon Packwood

The performances take different shapes in their different contexts. In
Johannesburg, the piece was performed at Main Street and Jeppe Street.
Even though they were both on the outskirts of the Johannesburg CBD – the
former in Jeppestown and the latter in Fordsburg – the spaces had different
rhythms to one another. When the work travelled to San Francisco in 2014,
it had to be reimagined, with the performers interacting with the space
differently to Johannesburg and Istanbul. One notices the heavy police
presence in the video. The performers’ movements as well as audience
participation had to be regulated to fit the requirements from the city.
While the work is fluid, depending on factors such as traffic density, in San
Francisco, essential parts of the performance were omitted. There was a
different rubric under which the audience could participate with the work.
What is important to consider when viewing Inhabitant: the Mission, San
Francisco is the nature of the piece and its medium. Pesa’s and Sadie’s
collaboration is an interdisciplinary one, one where Pesa is a choreographer/
dancer, and Sadie a visual artist. They often work through Ntsoana
Contemporary Dance Theatre that Pesa directs. Their pieces often include
performers Humphrey Maleka and Brian Mtembu. As a result, the basis of
their collaboration is rooted in performance or performativity. Inhabitant
should be understood as a performance in its own right. Unlike the other
videos in the exhibition, Inhabitant: the Mission, San Francisco becomes one
of multiple versions of the performance, a record or documentation of this
exploration of the politics of the city.
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Spaces like Sophiatown in Johannesburg and District Six in Cape Town are engraved
in people’s minds as markers of the uprooting and forced political migration of black
people in South Africa. Parallel to these mega narratives are smaller ones, such as
the forced removal of black people in places such as Heidelburg. Michelle Monareng
in Removal to Radium (2013) explores this story that has hardly been told, a personal
story through which she narrates her grandfather’s attempt to have his land returned
to him, his family, and his community at large. Their removal from their homeland to
a space that the apartheid government felt was fit for black people to live (Radium in
North West province) indicates the arrogance of a system that kept people in their
place by relegating them to live in particularly less lucrative spaces. Nomusa Makhubu,
in her contributing catalogue text, argues that Removal to Radium “is an experience of
that process of deciphering the inequalities of the present through the oft obscured
narratives of the past.” She argues in depth about dispossession, memory and the
constructed South African histories that are evident in Monareng’s piece8.
The foreign occupation of space is one investigated and documented by Thenjiwe Nkosi
in Le Tchad: True Heart (2013). Nkosi presents a video diary of her travels to Chad in
2008, a time when the country was undergoing intense political turmoil. The entire
documentary-styled film can be understood in the following lines, which form part of
the video:
We can’t film inside the compound. Across the river is Cameroon. Looks like they’re
farming on that side. At the security meeting last night... they said there might be
fighting in Abéché. Greg says we shouldn’t worry. ‘Westerners usually aren’t targeted’.
Does that mean me too?

Travelling with fellow members of 24 Hours for Darfur, an American NGO that did
advocacy work for Darfur refugees9, Nkosi finds herself located in a physical and
metaphorical conundrum, one that leaves her constantly reinventing, reimagining and
reconstructing her identity to fit specific days, times and spaces that she encounters.
The documentary style video refers to notions of alienation – although the artist is in
Chad with a group, she later feels isolated and divorced from the rest of them. She also
struggles with the locals, who see her as an outsider, a foreigner who is infiltrating their
space on terms not agreeable to them. This personal quest and diary is embedded
in ideas of transnationalism, clearly marking the challenges and politics that one can
encounter when moving beyond borders and entering a space completely foreign to
one.
The video takes the format of the travelogue, with the artist documenting her experience
of the space and her time in the space. She links this form of narration to Joseph Conrad’s
travels and to his famous novel The Heart of Darkness (1899). This novel documented and
presented a view of parts of Africa as ‘the dark continent’. Nkosi adopts a similar “white
man style”10, documenting an expedition to Africa in a “modern and brown or black
version of these adventures”11. Through the work, the artist questions her role as either
a Westerner or an African12, either way, as one who has entered Chad as an outsider.
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Thenjiwe Nkosi
Le Tchad: True Heart
2013
Single Channel Video
14:00 mins
Edition of 5 + 2AP
Image courtesy of the artist

Being in an African country as an outsider on closer observation has deeper
implications. Nkosi’s father was exiled from South Africa to America, where,
after uprooting his life in his home country, he, like many others like him,
had no access to their homes. As a child whose history is rooted in some
form of displacement, Nkosi felt that it was only natural for her to want to
travel to an African country, where she could potentially experience the
place in a manner impossible for her father. Chad was a peculiar place to
select for this process of self-discovery. The similarities between Chad and
apartheid South Africa, even if based simply (by my own interpretation)
on the idea of political conflict, allowed the artist access to some of the
experiences her father had undergone. In the space, feeling alienated by a
group comprising, except for her, solely of white American men, the artist
finds herself in a limbo state stuck in between spaces and experiences. Due
to this limbo she was unable to lay claim to her own identity. As such, the
people that she encountered felt at liberty to claim her identity, projecting
their own perceptions of her onto her body. This is an act that she could
not counter as she could not defend an identity that she was herself unsure
about. As a result of these feelings of displacement, Nkosi sadly proclaims
that the trip left her as a “gender confused and racially ambiguous version
of [herself]”.
In addition to drawing from the politics of Conrad’s Heart of Darkness, Le
Tchad: True Heart, also makes reference to Chad’s nickname as “the dead
heart of Africa”13. The metaphor is associated with most countries in
Africa, with the on-going perception of the continent as a place filled with
violence, darkness and as lacking in beauty. This metaphor upsets Nkosi;
she posits that the name, based on the idea of the African continent as a
living body, is insulting for a country, especially one that seemed very alive
to her.

Bofa da Cara
My European Mind: Rebranding Europe
2013
Single Channel Video
22:00 mins
Edition of 6
Image courtesy of © Bofa da Cara

Throughout the video, there are hints where the political turmoil in Chad
is made visible, such as the moment when the artist narrates through
descriptive text at the bottom of the screen, that, “there were two fighter
jets [that] morning”. At this moment, Nkosi films two people inside the
compound to which she is confined. One of the two people is seen washing
his feet, then praying, taking an intimate moment and performing it in a
public space accessible to all. A United Nations vehicle soon interrupts
this moment – we notice the two-silhouetted occupants of the vehicle
conversing, staring intensely at the camera, possibly awed by Nkosi’s act
of filming her surroundings during a time in the country when any camera
was observed with suspicion14. These restrictions of documenting the
occurrences of the time are enhanced later in the work, when the artist
films her travels from inside a moving van. The constrictions of being
confined within the van suggest that this is the only way in which she can
experience the area – either from within a regulated compound, or within
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the supposed safety of the moving vehicle.
The name Bofa da Cara means “slap in your face” in Portuguese15. The phrase
summarises the nature of the work that the artists, who wish to be considered as one
entity as opposed to two individual artists, as one that constantly questions and unpacks
the colonial violent exchanges between Africa and the west. Bofa da Cara’s mode of
production is one that is rooted in conversations about race and colonialism. There is
a workshopping of ideas where the conversation becomes “a challenge between two
human beings trying to understand each others’ minds”16. In My African Mind (2010),
Pere Ortín17 posits that the work is an attempt to make sense of the colonial mind –
from both the coloniser and the colonised – while being restrained by the tensions of
speaking about race. The video piece explores forced transnational encounters, such as
the transatlantic slave trade from the 1500s through to the 1800s. This piece speaks to
the exchanges between the west and Africa, going back to an issue of representation,
arguing that the manner in which Africa has been portrayed by the west is problematic
to say the least. To make their point, the artists borrow old images, from Tin Tin and
other colonial-era representations of black people as savage and primitive. This collage
of numerous depictions of blackness recalls bell hooks’18 assertion that one of the
ways in which black people are subjugated is through colonising images that represent
blackness as inferior. To stress her point, she cites Stuart Hall, who argues that “[the]
ways in which black people, black experiences, were positioned and subjected in the
dominant regimes of representation were the effects of a critical exercise of cultural
power and normalization”. While there is a critical understanding of these issues of
representation in contemporary practice, the misrepresentation of blackness continues
today. Bofa da Cara borrowed these ubiquitous images from centuries of archival
material, but the images are not a distant memory; they are instead perpetuated in
multiple ways in contemporary visual culture.
Cultural anthropologist Francesca Bayre19 provides a further interpretation of My African
Mind, which cites Frantz Fanon’s ideas about race in Black Skin, White Masks. She argues
that while the artists did not directly reference or think of Fanon when conceptualising
the work, the work can be interpreted according to his ideas about colonialism and
the psychology of the relationship between the white man and the black man20. She
cites Fanon21 as saying, “The black man wants to be like the white man. For the black
man there is only one destiny. And it is white.” The work becomes a realisation of the
internalised inferiority complex that Fanon speaks about and an attempt to discover
enabling tools to counter that inferiority complex.
My European Mind: Rebranding Europe (2013) is a “flipside of My African Mind”22. While
the pieces were not produced as a diptych, they can be read as one. The second piece
is a continuation of the conversation about race that the duo began years before. My
European Mind is a subversive take on the manner in which Europe has branded, and
continues to brand Africa and other areas of the so-called global south. In this instance,
we encounter a scenario where the possibility of branding Europe, perhaps optimistically
as a place that in itself does not brand others, can materialise.
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Nick Cave
Gestalt
2014
Single Channel Video
14:00 mins
Edition of 5 + 2AP
Image courtesy of the artist and Jack Shainman, New York

Gilad Ratman
The Days of the Family of the Bell
2012
Single Channel HD Video
04:47 mins
Edition of 8
Images courtesy of the artist and Braverman Gallery, Tel Aviv.

Nick Cave’s Gestalt (2012) shows a number of performers enacting a
performance that is quite unlike his earlier works. The work is serene, quiet,
and so are the Soundsuits that the performers are wearing. The performers
occupy a very white space. They come and go, entering and exiting the
space at different intervals, almost as they please. Their interaction with
the space is an enigmatic one; they go close to the walls, move even closer
to the camera, in a manner suggesting constriction and perhaps a hint of
lunacy. The performers’ ability to move in and out of the space suggest that,
although they have the means to escape, there is an inherent self-control,
alluding to the idea of Jeremy Bentham’s panopticon and Michel Foucault’s
theorisation of how modern subjects have internalised mechanisms of
surveillance.
The performers in the piece appear animal-like. The Soundsuits that they
adorn transform them into beings that appear not in control of their actions
and senses. This recalls Nigerian or Ghanaian masquerade, which Cave
references extensively in his Soundsuits and performances23 – wherein
a community member who adorns certain masks performs a particular
character that is beknownst to their entire community. Even though the
community may be aware of the person underneath the mask, they cannot
hold them accountable for the actions they perform as that particular
character. But, we are not even familiar with the people underneath Cave’s
Soundsuits. It is easier for us to view them in the animalistic state that they
present. One notices one of the performers with his or her back against
the wall, scratching his or her back as though s/he is unable to use his or
her hands to do so. We see two performers exploring each other, rubbing
the abacuses and what appear to be washing boards that now constitute
their heads. Later in the video, we notice two of the performers leaving the
scene side by side – after much exploring, they have developed some form
of camaraderie.
The resemblance of the performers to animals on closer scrutiny invites
feelings of sadness and a paradoxical discomfort to the beauty and serenity
of the video as a whole. The setting of the video is a pristine white cube, one
unlike our perceptions of animals’ sullied habitats. The confinement of the
space also alludes to captivity, suggesting that the ‘animals’ or performers
could be held against their will. This tension is enhanced by the hint of
lunacy that is apparent in the video. The setting resembles a clinical space,
perhaps a quiet ward in a psychiatric hospital somewhere. The behaviour
of the performers heightens this perception, as they act in a manner usually
associated with lunacy and a loss of some imperative senses.
In The Days of the Family of the Bell (2012), Gilad Ratman humorously
plays with our perception of space and gravity. Ratman refers to a 1907
Segundo de Chomón film, Les Kiri Kis, acrobats Japonaises, wherein a
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number of Japanese acrobats “perform unbelievable stunts in front of the camera”24.
As Gilbert Vicario25, curator at Des Moines Art Centre, indicates,
The Days of the Family of the Bell addresses [Ratman’s] ongoing investigation into the
nature of truth and the increasing difficulty in deciphering the real from the make
believe as we consume more and more information from television, the internet, and
social media. More profoundly though, the artist uses the metaphor of the human
pyramid as his way of making a point about creating a social space where struggle and
empathy can coexist.

The piece presents a number of people, both men and women, who form human
pyramids in a manner that deceives gravity. At first glance, it appears as though the
performers in the piece have incredible physical abilities, with one performer at the
bottom of the pyramid, tenaciously carrying up to ten people in a gravity and humandefying manner. One later notices that the performers are in fact laying on their backs
on the floor, with the camera filming above them. Vicario asserts that the work plays
with notions of truth, alluding that we are presented with scenarios that are falsified;
I suggest that The Days of the Family of the Bell does in fact present truth, albeit one
that is alternative to the norm. The actions carried out by the performers are in fact
real. While they may present a version of truth in our imaginations, they are certainly
actions that exist in reality. We see the performers struggling to ‘carry’ each other as
they would if they were standing upright as opposed to laying on the floor. They contort
their bodies, pull their faces, and pause at moments when they contemplate how they
are going to carry each other’s load. The performers all form part of one entity – they
are a community, with each individual contributing to the overall format of the pyramid.
This defiance of gravity, truth and our occupation of space characterises the ideas in the
exhibition. The manners in which spaces are constructed are certainly real, but, as in The
Days of the Family Bell, Inhabitant, Removal to Radium and other works in the show, we see
that these constructed spaces are open to interpretation. Grand institutions may dictate
the manners in which the spaces ought to be navigated, but they cannot dictate exactly
how people interpret those interpretations. commute with intuitive instinct is a version
of Sun Ra’s “[communing] with intuitive instinct”. Commuting through and between
spaces characterises the transitions that people take while moving through them – we
change the characteristics of the spaces we inhabit as they simultaneously change and
characterise us.

1. T, Collins and M, van Veuren, personal communication, 5 March 2014.
2. Ibid.
3. M, van Veuren, personal communication, 5 March 2014.
4. Ibid.
5. V, Sadie, personal communication, 7 April 2014.
6. Ibid.
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7. One needs to consider the fact that the GoetheonMain performance is also rooted in ideas of capitalism; the
construction of the Arts on Main precinct is disguised as an ‘alternative’ space but maintains and reinforces
white capitalism in the inner city.
8. Nomusa Makhubu discusses Monareng’s piece at length, hence my short analysis of the piece in my essay.
9. According to Nkosi, the NGO did not intend on providing aid for the Darfur refugees, which was the case with
the many other NGOs in Chad at that time. They were more concerned with asking displaced Sudanese abstract
questions, such as how they envision going back to their homes and possibly living with people who may have
perpetuated crimes against them.
10. T. Nkosi, personal communication, 4 March 2014.
11. Ibid.
12. Nkosi was born in New York to a South African father and an American mother. She spent her life living
between Zimbabwe, New York and South Africa.
13. T. Nkosi, personal communication, 4 March 2014.
14. Nkosi states in a private interview how she and the rest of the NGO members were detained at the N’Djamena
International Airport in Chad. They were questioned by the border security about their filming equipment and
their cameras. One of their NGO members, attempted to speak to the security in Arabic, attempting to access
some form of familiarity with the Chadians through language. His attempts were unsuccessful.
15. P. Ortin, personal communication, 14 March 2014.
16. Ibid.
17. Ibid.
18. hooks, b. 1992. Black Looks: Race and Representation. Cambridge: South End Press
19. F. Bayre. 2013. “Rebranding what? Mimesis and mirrors against a single story”, in (eds) Heister, A; Schielke S
and Swarowsky, D. In Search of Europe? Art and Research in Collaboration. An Experiment. Netherlands: Jam Sam
Books.
20. Ibid.
21. Frants Fanon cited in F. Bayre.
22. P. Ortin, personal communication, 14 March 2014.
23. Sasha. 2009. Interview: Nick Cave. [Online] Beautiful/Decay.
Available: http://beautifuldecay.com/2009/01/12/nick-cave/ [Accessed 9 April 2014]
24. G. Vicario. 2013. Gilad Ratman: The Days of the Family of the Bell. Single-Channel 4: Gravitas Exhibition Brochure,
Des Moines Art Center, Iowa
25. Ibid.
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Michelle Monareng
Removal to Radium (A Grave in the Wind)
2013
Mixed Media Installation
Continuous cycle ~1:15 mins
Edition of 3 + 2AP
Image courtesy of the artist
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Visual Narratives of Dispossession in Video Art
Nomusa Makhubu
In the beginning there was a river. The river became a road and the road branched
out to the whole world. And because the road was once a river it was always hungry.
[…]
I saw the people grow smaller in being. I saw the death of their many roads and ways
and philosophies. Their precious stones and rocks of atomic energies were drawn
from the depths of their ancestral memories. I saw the trees retreat screaming into
the blue earth. I heard the great spirits of the land and forest talking of a temporary
exile. They travelled deeper into secret spaces, weaving spells of madness round
their arcane abodes to prevent humans from ever despoiling their transformative
retreat from the howling feet of invaders. I saw the rising of new houses. I saw new
bridges span the air. The old bridges, invisible, travelled on by humans and spirits
alike, remained intact and less frequented. As the freedom of space and friendship
with the pied kingfisher and other birds became more limited with the new age,
something died in me. 1

Accumulation presupposes loss. And, the spectacle of urban space is heaped on such
senses of loss. In Ben Okri’s The Famished Road, urban space is transformed from bucolic
land through destruction, dispossession and endless accumulation that is characterised
by insatiability as well as sustained inequities and imbalances. Similarly, video artworks
by Michelle Monareng entitled Removal to Radium (2013) as well as a collaborative
project by Theresa Collins and Mocke J van Veuren, Minutes 2010: time/bodies/rhythm/
Johannesburg (2010) illuminate processes of dispossession. They question why and how
we see inequality and dispossession as normal. These artists critique the organisation
of time and space through re-constituted video footage. Using overlays, superimposing,
repetition, speeding up and slowing down, they set up processes of ‘interrogative seeing’
and the endless assemblage of visual narratives. Monareng as well as Collins and Van
Veuren show that video technology, given its documentary but manipulable nature, can
be a unique medium in revealing “processes of displacement and dispossession… which
lie at the core of the urban process under capitalism”2.

I
In 1965, the community of Rietspruit farm no. 417 I.R. in the Transvaal3 was forcibly
removed to Radium, ‘a kalahari desert farm’4. The narrative of this dispossession is
lucidly recounted by Sonnyboy Abram Shikwane, Michelle Monareng’s grandfather, in
a memorandum that details the events leading to the traumatic theft of memory and
place and livelihood upon their forced removal. The people of Rietspruit farm owned
livestock and cultivated on fertile land. According to Shikwane, the arrival of Lutheran
17

Missionaries in the 1730s meant that the Rietspruit community were forced to have a
resident missionary5.
The evangelists, Joseph Mokone and Jan Sekoto were sent to Rietspruit farm until Rev.
Herman Düring arrived in Rietspruit in 1875. Having spent years baptising the elderly,
Rev. Düring deceived the community into handing him their title deeds by creating fear.
He convinced the community members that the danger of veldfire would destroy their
valuable documents and title deeds. Therefore, these were ‘safer’ in his care and in the
iron-corrugated roofed church rather than in the thatch-roofed houses of the community
members. For this ‘favour’, Rev. Düring taxed the community for the ownership of
livestock. Those who could not pay were sent off the farm and had to sell their livestock
cheaply to Rev. Sander who was notorious for shooting animals willy-nilly. In 1965,
the community was eventually removed to Radium in the harsh and barren parts of
what is now known as the North-West. Shikwane attests that “today, the community of
Rietspruit blame the 1913 Land Act, No. 27 for empowering Rev. Alexander Merensky
and Rev. Herman Düring of the Berlin Lutheran Church to dispossess us of our beautiful,
beloved and fertile land and left us poor, destitute, landless in Radium, unable to farm,
cultivate any crops to feed ourselves let alone our children”6.
Michelle Monareng, who is now the custodian of her grandfather’s archive, which includes
photographs, documents and video footage, draws from this material to emphasise
narratives that are excluded from official historical narratives7. For Monareng, what has
been excluded “reveals more about the past”8. In this interrogative process, she revisits
the sites that are documented in the archives. Using the video medium, Monareng
makes one acutely aware of the process of seeing as one of reading the narratives that
are interlaced and inscribed in specific sites. The video installation, Removal to Radium,
consists of a book installation, archival video footage (Man) and a video that was
conceptualised and executed by Monareng (Mist). In the videos as well as the blackand-white landscape photographs in the book installation, there is a ‘silence’ of site/
landscape as (moving) image. However, in Monareng’s work, that silence is experienced
differently if the viewing subject has knowledge of the narratives that embody those
spaces than when s/he is appreciating the videos without that knowledge. Without
the knowledge of forced removals and deaths in that site, the ‘silent’ landscape can
be an astonishing experience. With that knowledge this silence becomes the sublime
experience of the brutality that survives the present from the past.
Before I discuss Removal to Radium, I want to unpack Monareng’s video entitled A Grave
in the Wind. Although it is not part of the Removal to Radium installation, it foregrounds
some of the issues that arise in Removal to Radium. This video depicts a cornfield in
which the subtle and uncanny movement of dried husks produces hissing and crackling
sounds. Shot from a low angle, Monareng’s landscape alludes to absences and ghostly
presences. In her research, she consulted a community member who experienced the
forced removals. In one of the narratives that constitute the public memory of this
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community is the narrative about a farmer who was known as Botha9. Botha walked
around the farm with one of the farmworkers and a sack of money. He would then ask
the farmworker to dig a hole and if the worker ‘would guard the money with his life’. If
the workers said ‘yes’, Botha shot him on the spot10. That farm is littered with graves.
Monareng revisited this site and chose the point from which to shoot the video by
instinct. Her uncertainty about whether the spot she chose is the correct spot is precisely
what makes the process of reading the visual narratives in these videos sublime.
Similar to the inexplicit but equally intriguing depiction of a man on his knee, sprinkling
a substance onto the ground as though performing incantations, the process of reading
visual narratives is one where those narratives do not begin and end but must constantly
be antithetical to the metanarratives that suppress them. The narratives of dispossession
must continually problematise those narratives about progress, affluence, private
property and ownership. The man in this video that is entitled Removal to Radium (Man)
is one of the community members who lived on the farm. According to Monareng, “he is
talking to the people of the land in a graveyard where there is no grave”11. This action of
sprinkling is repeated and this repetition emphasises the relationship between the man,
the land that is visible and the people of the land that are not visible in the video. The
notion of ‘the people of the land’ marks the land as ancestral and it opposes the concept
of land as commodity. Private property and the ownership of land are therefore regarded
as the result of dispossession.
In this footage, there are technical glitches that result from the corrupting of the VHS
magnetic tape: images are sometimes obscured by ‘neon’ colours and pixellation. This
footage is exhibited as it was found. Monareng states that she did not want to manipulate
the found object because she “wants to give people the experience of what [she goes]
through when [she goes] through the archive”12. The ‘glitch’ is indicative of temporality.
More importantly, it evokes the relationship between time and narrative. The video
recording of this man’s action, which over time becomes layered and obscured, can be
seen as a metaphor for processes of historicising where layers and layers of narrative
and counter-narrative obscure truth. In Monareng’s work the truth associated with
history is illusive because it obscures other narratives.
In the unstaged second video entitled Mist that forms part of the Removal to Radium
installation, the mist obscures what lies in the distance of the image. The camera only
captures the foreground where a man is digging a hole near a graveyard. Appearing at
first as ghostly silhouettes, cattle grazing nearby emerge from the mist onto the visible
foreground. The representation of space: the ‘invisible’ distance obscured by mist and
the foreground that is visible, can be seen as a spatial metaphor for time. In simplified
terms, the obscured background is the past and the foreground is the present. The
present is the basis or framework for not only seeing but also framing and constructing
the past. The cattle are like the artefacts, the documents of the archive that arrive at
the present without the full context of the past being visible or readable. Remnants of
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the past, the things that constitute an archive resurface to tell the narratives that would
have been otherwise suppressed or obscured. Removal to Radium is an experience of that
process of deciphering the inequities of the present through the oft obscured narratives
of the past.
II
Time, as a construct that marks class differentiation, is interrogated by Theresa Collins
and Mocke J van Veuren in Minutes 2010: time/bodies/rhythm/Johannesburg. In an
alternative version of the original video wherein the artists explore the material they
have shot, the footage of Bree taxi rank and public swimming pools in and around
Johannesburg are layered such that the image can be interpreted as a taxi rank in the
depths of a swimming pool. The video also invokes an Althusserian spatial metaphor
(Base and Superstructure) between those swimming above and those caught in the
‘machinery’ below. Bree taxi rank is one of the busiest taxi ranks in Johannesburg. Taxis
here move people between the city and Soweto. People, specifically black proletarians,
travel daily from the margins of the city as units of labour and as consumers.
Racial segregation in South Africa has left a legacy of spatial design where the majority
of blacks (African and Coloured) were moved to the periphery of the city and could
only pass through the city as labourers. Bree taxi rank can therefore be read as a liminal
space that symbolises the alienation of the majority from the city which is not generally
experienced as home or as owned. The footage depicting a Linden swimming pool
includes the legs of swimmers that we see above Bree taxi rank. Linden is a suburban
area in Johannesburg and is located within the city. It can be assumed that the public
swimming pool as a place of leisure is used by the middle-class residents of Linden
who have leisure time. The ‘public’ pool, for which a fee (R10) is charged for entry, is
therefore not accessible to all members of ‘the public’. Collins and van Veuren raise
questions about the construction and proprietorship of time and space.
What is apparent in this video is the distinction between different types of the ‘public’
and ‘public spaces’ in South Africa. The concept of ‘public’ that is associated with the taxi
rank connotes the ‘working class’ who cannot afford private transport, private schools,
private health, and private security. The swimming pool as a ‘public’ space, however,
connotes a different kind of public. Minutes 2010: time/bodies/rhythm/ Johannesburg
dispels the myth of a common public in South Africa but it also alludes to the ambiguities
of these notions of ‘public’. While the taxi industry in South Africa has performed a
significant role in supplying public transport in South Africa, they are private enterprises
that have for a long time operated without government subsidy. They have also become
notorious for the lack of health and safety regulations. Nevertheless, a majority in the
country has depended on the taxi industry. The Linden public swimming pool on the
other hand, is owned by the Johannesburg City council, which was corporatised in the
1990s. This model makes it neither ‘public nor private’13
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The idea of the public space as a democratic space is dissipated by the politics of
distance and access. In the case of the Linden swimming pool, for example, it is not only
that there is a charge and therefore the access for proletarians is limited but also there is
the issue of cultural access. The cultural divisions carved by Apartheid persist. Similarly,
the Bree taxi rank is generally occupied and used by proletarian South Africans. The
issue of access here is not that it is denied but that the construction of fear means
that the middle classes and bourgeoisie do not want to access such spaces. The
complexities of access allude to David Harvey’s observation that the ‘right to the city’
is “an empty signifier”14. Harvey argues that the public sphere is “an arena of political
deliberation and participation but the ‘right to the city’ became more and more a
bourgeois prerogative”15. Further, he notes that “once the city is imaged by capital solely
as spectacle, it can be consumed passively, rather than actively created by the populace
at large through political participation”16. The city is “spectacular in the most oppressive
sense of the word”17. Collins and van Veuren allude to the significance of re-inventing
spaces that depends on, as David Harvey points out, “the exercise of a collective power
over the processes of urbanization”18. The taxi rank submerged underwater, with taxis
mechanically moving in and out of the rank, is symbolic of the systematic processes of
dispossession but more importantly, it is indicative of the possibility to reinvent spaces.
III
Video is a powerful medium. The moving image is immersive. It is constituted of the
principles of ‘reality’ (because it is primarily documentary) as well as those that govern
fiction and imagination (because it can be manipulated). Due to this, it is an ideological
tool that can stretch the possibilities of how reality is imagined. Michelle Monareng, in
her appropriation of the documents of the archive, and Theresa Collins and Mocke J van
Veuren in their interventionist superimposition of culturally different spaces, re-configure
how reality is seen; without using contrived or didactic methods. That is, it is not only the
power of the medium (video) that is of significance in their works but also the emphasis on
processes, involving people from a variety of social classes, of reading visual narratives.
Nomusa Makhubu is an art historian and lectures History and Discourse of Art at Michaelis School of
Fine Art, UCT
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Bofa da Cara
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(Overleaf, Left) Bofa da Cara
My European Mind: Rebranding Europe
2013
Single Channel Video
22:00 mins
Edition of 6
(Overleaf, Right) Bofa da Cara
My African Mind
2010
Single Channel Video
06:12 mins
Edition of 6
(Right) Bofa da Cara
My African Mind
2010
Single Channel Video
06:12 mins
Edition of 6
Images courtesy of © Bofa da Cara
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Nick Cave
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(Overleaf, Left) Nick Cave
Gestalt
2014
Single Channel Video
14:00 mins
Edition of 5 + 2AP
(Overleaf, Right) Nick Cave
Gestalt
2014
Single Channel Video
14:00 mins
Edition of 5 + 2AP
(Right) Nick Cave
Gestalt
2014
Single Channel Video
14:00 mins
Edition of 5 + 2AP
Images courtesy of the artist and Jack
Shainman, New York
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Michelle Monareng

35

(Overleaf, Left) Michelle Monareng
Removal to Radium (Man)
2013
Mixed Media Installation
Continuous cycle ~1:15 mins
Edition of 3 + 2AP
(Overleaf, Right) Michelle Monareng
Removal to Radium (Mist)
2013
Mixed Media Installation
Continuous cycle ~1:15 mins
Edition of 3 + 2AP
(Right) Michelle Monareng
Removal to Radium [Installation view]
2013
Images courtesy of the artist
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Thenjiwe Nkosi
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(Overleaf, Left) Thenjiwe Nkosi
Le Tchad: True Heart
2013
Single Channel Video
14:00 mins
Edition of 5 + 2AP
(Overleaf, Right) Thenjiwe Nkosi
Le Tchad: True Heart
2013
Single Channel Video
14:00 mins
Edition of 5 + 2AP
(Right) Thenjiwe Nkosi
Le Tchad: True Heart
2013
Single Channel Video
14:00 mins
Edition of 5 + 2AP
Images courtesy of the artist
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Gilad Ratman
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(Overleaf, Left) Gilad Ratman
The Days of the Family of the Bell
2012
Single Channel HD Video
04:47 mins
Edition of 8
(Overleaf, Right) Gilad Ratman
The Days of the Family of the Bell
2012
Single Channel HD Video
04:47 mins
Edition of 8
(Right) Gilad Ratman
The Days of the Family of the Bell
2012
Single Channel HD Video
04:47 mins
Edition of 8
Images courtesy of the artist and
Braverman Gallery, Tel Aviv.
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Vaughn Sadie and Sello Pesa
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(Overleaf, Left) Vaughn Sadie and Sello
Pesa
Inhabitant: The Mission,San Francisco
2014
Single Channel Video
26:44 mins
Edition of 5 + 2AP
(Overleaf, Right) Vaughn Sadie and Sello
Pesa
Inhabitant: The Mission,San Francisco
2014
Single Channel Video
26:44 mins
Edition of 5 + 2AP
(Right) Vaughn Sadie and Sello Pesa
Inhabitant: The Mission,San Francisco
2014
Single Channel Video
26:44 mins
Edition of 5 + 2AP
Images courtesy of Marta Nassalska and
Damon Packwood

48

49

50

Mocke J van Veuren and Theresa Collins
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(Overleaf, Left) Mocke J van Veuren and
Theresa Collins
Minutes 2010: time/bodies/rhythm/
Johannesburg
2010
3 Channel Video Installation with
Stereoscopic Projection
Continuous cycle ~16:56 mins
Edition of 5 + 2AP
(Overleaf, Right) Mocke J van Veuren and
Theresa Collins
Minutes 2010: time/bodies/rhythm/
Johannesburg
2010
3 Channel Video Installation with
Stereoscopic Projection
Continuous cycle ~16:56 mins
Edition of 5 + 2AP
(Right) Mocke J van Veuren and Theresa
Collins
Minutes 2010: time/bodies/rhythm/
Johannesburg
2010
3 Channel Video Installation with
Stereoscopic Projection
Continuous cycle ~16:56 mins
Edition of 5 + 2AP
Images courtesy of the artists
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Artist biographies
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Mocke J van Veuren (b.1976) is an independent artist, experimental filmmaker, researcher
and educator based in Johannesburg. Collaborative projects have included the Minutes
Project with artist Theresa Collins; Jozi Rhythmanalogues with Collins and musicians
Bradley Maponya, Siya Makuzeni and João Orecchia; collaborative video works in Farieda
Nazier’s AfterMath at the Apartheid Museum as well as participation with Nazier in the
2012 MTN New Contemporaries Award. In the past few years, he has collaborated with
performer/choreographer Nelisiwe Xaba, most recently the internationally showcased
Uncles & Angels, the film version of which was awarded the FNB Art Prize in 2013. Van
Veuren was awarded the UJ Chancellor’s Gold Medal for research in 2013. Van Veuren
currently works at the University of Johannesburg as a lecturer and at ASE Screen Arts
as Academic Manager.

Theresa Collins (b.1973) obtained her MA Fine Art degree (2003), and an advanced
diploma in Fine Arts and Digital Arts (2005) from the University of the Witwatersrand.
She has worked in collaboration with Mocke J van Veuren on the Minutes project for
8 years using time-lapse photography as a way to engage with a selection of spaces
in Johannesburg. The project, in numerous renditions, has been exhibited at Rencontres
Internationales Paris/Berlin/Madrid, Paris (2011), the Sao Paulo Architecture Biennale
(2007), Between Ownership and Belonging at the Venice Architectural Biennale (2006),
and Ciudad Video at the 9th Havana Biennale (2006). Collins has worked in the field
of education in one way or another since she graduated. She recently relocated to the
country where she continues her time-lapse explorations as well as making images in
more traditional media.

Sello Pesa (b. 1971) is a Soweto born choreographer and dancer. Pesa studied at the
Northern Contemporary Dance School in Leeds, England, following which he created
Scars, a piece commissioned by Yorkshire Dance that was performed at the Riley Theatre
in Charpeltown. Pesa co-founded Inzalo Dance Theatre with Moeketsi Koeana (1999),
and later founded Ntsoana Contemporary Dance Theatre (2006). He has participated in
a number of local and international shows, including the Sanga II African Contemporary
Biennale in Madagascar, where his work, Same But Different, won first price and later
travelled to the United Stated where it was exhibited in Movement ®evolution In and Out of
Africa (2004). In 2011, Pesa was the South African representative at the Choreographic
Laboratory held as part of the Attakkalari Biennale in India. Pesa has collaborated with
Vaughn Sadie on numerous shows, including Teka Munyika (2011), and Inhabitant, which
was performed in Johannesburg, Istanbul and recently at the San Francisco Museum of
Modern Art (2014).
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Vaughn Sadie (b. 1978) is a conceptual artist and educator, living and working in
Johannesburg, South Africa. He has participated in several group shows nationally - Being
Here (2005), SAartsEMERGING (2007), Light Show (2008), Social Patterns (2009) and
Collaborations/Articulations (2011). His first solo exhibition, situation, was held at Bank
Gallery, Durban (2009) and travelled to the AVA in Cape Town (2010). Sadie completed
his MFA at the Durban University of Technology (2009). He facilitated light workshops
with Jay Pather for the Spier Contemporary Performance Workshops (2007/9). In 2010
Sadie travelled to Holland with Jay Pather’s, Body of Evidence. Inhabitant, a collaborative
piece with Sello Pesa, was awarded iDANS Critical Endeavour Award for 2011 at the
annual festival held in Istanbul. Sadie facilitated an International Artist Residency
PERMEABILITY in Belo Horizonte, Brazil (2012) and was a finalist in the 2012 MTN New
Contemporaries Award in collaboration with Ntsoana Contemporary Dance Theatre.

Nick Cave (b. 1969) was born in Missouri, USA. His solo exhibitions include Nick Cave:
Sojourn at the Denver Art Museum; Nick Cave: The World is My Skin, Trapholt Museum,
Denmark; Freeport 006: Nick Cave, Peabody Essex Museum, Salem; and Fantastic 2012,
Lille 3000, Tri Postal, Lille. Cave will have a solo exhibition at the Massachusetts Museum
of Contemporary Art in 2016. He has received several prestigious awards including:
the Joan Mitchell Foundation Award (2008), Artadia Award (2006), the Joyce Award
(2006), Creative Capital Grants (2002, 2004 and 2005), and the Louis Comfort Tiffany
Foundation Award (2001). Cave, who received his MFA at the Cranbrook Academy of
Art, is Professor at the Fashion Department at the School of the Art Institute of Chicago.

Michelle Monareng (b.1991) was born in Johannesburg, South Africa. She completed
her BA degree in Fine Arts at the University of the Witwatersrand (2013) where she was
awarded the top graduate show prize. She has worked on numerous exhibitions, including
Under the Umdoni Tree: The Art of Ebrahim and Omar Badsha at the Wits Substation (2010),
and the Martienssen exhibition at Museum Africa (2010). Monareng has worked for
the Wits Art Museum and is currently Assistant Curator at the Constitutional Court
in Johannesburg. She is currently enrolled for her Masters in Fine Art degree at the
University of the Witwatersrand.

Thenjiwe Nkosi (b.1980) was born in New York and has lived in Harare and Johannesburg
on and off since the early 1990s. Nkosi obtained her BA from Harvard University (2004)
and her MFA from the School of Visual Arts in New York (2008). Selected group
exhibitions include, The Space Between Us at Ifa Gallery, Berlin (2013), IF YOU DO IT
RIGHT, in France (2013) and (Re)constructions: Contemporary Art in South Africa At the
Museum of Contemporary Art in Brazil (2011). She participated in the XXVIIes Ateliers
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Internationaux Residency and Exhibition in France (2013), and the Cruces International
Artists’ Workshop in Uruguay (2011). She is currently an artist in residence at the Bag
Factory Artists’ Studios in Johannesburg.

Gilad Ratman (b.1975) was born in Haifa, Israel. He obtained his BFA from the Bezalel
Academy of Art and Design, Jerusalem (2001), and his MFA at Columbia University,
New York (2009). His solo exhibitions include Emerge Selection at the Museum of
Contemporary Art, Chicago (2011), Deep Sinking, Haifa Museum of Art (2009/10),
and The 588 Project/Mutipillory at the Braverman Gallery, Tel Aviv (2010). Ratman has
exhibited in numerous group exhibitions, such as UNNATURAL, Bass Museum of Art,
Miami Beach (2012); ARTLV Biennale, Herzliya Biennial of Contemporary Art, Israel
(2011); Blowing on a Hairy Shoulder/Grief Hunters, the Institute of Contemporary Art,
Philadelphia (2011); How Soon is Now?, the Garage Center of Contemporary Art, Moscow
(2010); and, Greater New York, MoMA PS1, New York (2010). Ratman has been awarded
the Anslem Kiefer Prize by the Wolf Foundation (2011); Art Matters Grant (2010);
Jerome Foundation (2010); The Ministry of Culture “Young Artist” Prize (2007) and the
Shmuel Givon Prize of Tel Aviv Museum (2005).

Have an idea. Make sure that idea is nurtured amongst food, drink, cigarette smoke...
coffee, tee and long, long, long hours exchanging Godly atheist ever consequent
perspectives. Build up, glue up, and merge up idea creation to material tangible possibility.
Perspectives become perspective and consequent love object, objects, products that feel
always more then... the WE in I. Us.
We think, therefore we must, will, do participate. When we are dead death will not have
a laugh... but maybe, just maybe you will...This is BOFA DA CARA.
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