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Abstract

This thesis is structured around an exploratiothefglobal phenomenon hip-hop. It
considers how its far-reaching effects, as a caltaxport from the United States,
have influenced cultural production in South Africihe investigation focuses
specifically on the work of two visual artists: Zsabwean born, Johannesburg-based
Kudzanai Chiurai, and Cape Town born, Berlin-baRedlin Rhode. The introduction
familiarises the reader with the two artists andefly outlines their histories and
methods, as well as giving a short history of tlewelopment of hip-hop as a
subculture from its beginnings in 1970s New YorkeTirst chapter follows this brief
introduction to outline some of the parallels, es@iéy concerning race relations,
between 1970s America and post-apartheid contempo®outh Africa. This
comparison aims to highlight similarities that gaise to the hip-hop phenomenon,
and which also place South Africa in a prime positto welcome such influences.
The second half of the chapter explores how mignatiheory and issues of diaspora
have not only influenced the development of hip;Hog have also become points of
focus for both artists, who are in fact disporaheniselves. The second chapter
explores ‘ground level' concerns of everyday lite the city. Issues of crime,
gangsterism, politics and activism are charactdrasefocal elements of Chiurai’'s and
Rhode’s artwork and also of hip-hop musical contémter city contexts in different
parts of the globe are compared through a discussighe art and music that come
out of them. This comparison of the philosophiaadl @onceptual content of the art
and music is extended, in Chapter three, into apasison of methods of production,
considering how these influence various readingghef artistic output, whether
musical or visual. Ideas of authenticity are diseasand finally the focus shifts to
explore how both the conceptual and practical corscef musicians and artists are
being shaped by an increasingly ‘globalized’ worlche conclusion explores the
challenges that globalization poses to culturakigraners and seeks to highlight
some of the artists’ methods as examples with wtadiacilitate the growth of a more
inclusive global aesthetic.
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Introduction

The pop-culture phenomenon that is known todayighdp began in the 1970s as a
result of socio-political unrest in Jamaica and Brenx. In the 1970s the South
Bronx was “a spectacular set of ruins, a mythicast@land” (Chang 2005: 17) where
neighbourhood block parties were a temporary esdapeyouths reeling in the
aftermath of the civil rights struggle. At the sartime in downtown Kingston,
Jamaica, victims of post-colonial political unregére beginning to release their
tension to the beat of the street sound systerffsCiang (2005: 39) suggests that it
was the “fevered dreams of progress [that] had ditbdires to the Bronx and
Kingston. The hip-hop generation, it might be sawds born in these fires.” Chang
(2005: 2) notes that by the mid-1990s as this geiwer grew and searched for new
ways to define itself “many young writers took tallimg themselves ‘the Hip-Hop

Generation™

A child of this revolutionary generation struggling find new ways to express
themselves was a young street artist by the nandearf-Michel Basquiat. Initially
operating under the infamous signature “SAMO” ( same old shit), he successfully
took graffiti from the walls of New York and tramsimed it into artworks that would
inspire countless different artists in the generatio come. One of these artists is a
28-year-old artist who has been described as ‘thegpshooter of the Joburg art scene,
[whose] huge triptychs and canvasses combine hip gaffiti and stencils with a
keen political sensibility” (Kahn 2005). Althoughe term has been thrown around
since Basquiat’s time, Kudzanai Chiurai's worklggiéts described as “hip-hop art”

without much understanding of what this term imglidcross the globe in Berlin



another young Johannesburger who started his caraemg on the streets is forging
a path of success into the mainstream Fine Artdyguist as Basquiat did over two
decades ago. Although Robin Rhode is becoming asangly familiar to
international art audiences, he still struggleshtake off the shackle of “hip-hop”
artist, which he thinks ties him down. Roberta $mirites that “Robin Rhode
practices a light-hearted, but socially aware foai graffiti art crossed with

performance to charming illustrational effect” (20@age unknown).

Such descriptions are common when reading revievestles discussing the work
of artists Kudzanai Chiurai and Robin Rhode. Th&t flescription of Chiurai’'s work
is taken from an article entitled ‘Propogandist’ Bgbecca Kahn foEL magazine
(Student Life) in which she interviews Chiurai abbis swift ascent to success in the
South African art world. However, the article deaésy little with his artwork and
more with his persona. Although the magazine haspiace as a vehicle for
showcasing up-and-coming young practitioners iniowar fields, such general
treatment and limited engagement with the artistsk does not do it justice at all. In
fact, in a more recent article iArt South Africa Catherine Green (2007: page
unknown) notes that, “it is clear that Kudzanai@ai's artistic persona overshadows
his art”. Although various texts deal with his ersslightly more detail, many of them
use the term “hip-hop” in their descriptive vocaylwithout much consideration for

the origin of the term and its scope.



Although both artists have spent a considerableuatnof time in Johannesburg they
are both, in a sense, “migrantga condition which | will discuss in Chapter 1 in
more detail) and have lived in different cities aswlintries. Kudzanai Chiurai was
born in early, post-independence Zimbabwe whergrée up and went to school. He
graduated with a BA (Fine Art) from the Universioy Pretoria and now lives and
works in Braamfontein, central Johannesburg, nofram the Obert Contemporary
gallery that represents him in Melrose Arch. Chiweknowledges the similarity of
his stencilling and spray-can techniques to thdsreet graffiti artists but to merely
define his work as hip-hop or liken it to grafiisi too simple a reading. His stencilled
and spray-painted images are juxtaposed againse lboush painting, or frantic
charcoal sketching. His canvases vary in size anddmplete triptychs may take up
the space of a complete wall spaces in a smalleyallHis subject matter
predominantly incorporates inner city scenes awtiigcture but continually varies,
as does his media, to incorporate portraits andeptike text. Thus, the simple
description of “hip-hop” or “graffiti” art needs tbe questioned and unpacked in

numerous ways.

Robin Rhode was born in Cape Town during the heafh@partheid in 1976. He
studied in Johannesburg in the late 1990s and nees land works in Berlin,
Germany. He is currently represented by the PeutyeRstein Gallery in New York.
Although Rhode is more established than Chiurai bad been practicing as a

professional artist for longer than him — with mdrecussion surrounding his work in

1| use this term in inverted commas as Rhode isnmoigrant in the usual sense of the word, buerath
has migrant sensibilities, basing himself in orecplwhile creating artworks in and about othergsac

3



academic or pseudo-acadefniiscourse — the term hip-hop is too often looselgd

to describe his art as welt.is the use of what Smith (2004: page unknownnge
graffiti that is most commonly linked to the ternp{mop with regard to both Rhode’s
and Chiurai’s art. Rhode is aware of the similastand comparisons that have been
drawn between his work and urban graffiti and a@kedges that the idea of hip-hop
is a subcultural relation, although he personatigsinot situate his practice explicitly
within it®. Most of Rhode’s works exist as performances ifictvithe artist attempts
to interact with a wall drawing he has created. $hbjects are often banal objects,
such as a basket ball or skateboard. Rhode rampertant questions about the
function of art and indeed its social context tigiodnis seemingly impossible attempt
to transcend spatial dimensions. It is because &heds similar urban spaces to those
graffiti artists would use, such as walls and pamet® to do his drawings that he is
immediately aligned with them and therefore hisliaked to their graffiti. However,
although he shares the same environment and corisxtirawings often take the
form of simple linear charcoal drawings, quite eliféfint from the polychrome frescos
that many graffiti artists create (Fig. 1). Rhodeontinually searching for new ways
to reinvent his work and practice, and so his stibjatter and indeed techniques also
continue to evolve. However, Rhode does $ttitat he loves hip-hop and recognises
it as “a way of confronting a status quo, a proadsseinventing the norm” and this
fits in with the notion that he draws on hip-hogisbcultural codes (llesanmi 2004

:172).

2 By pseudo-academic | mean sources that discusstierk from somewhat of an informed critical
perspective, but which are not located within avemionally academic framework, for example
newspaper and magazine articles as opposed tcajaantitles or essays.
j Personal correspondence with the artist via eomaif* April 2008.

Ibid.



Considering all of the above it becomes apparedtt ltbth artists are uncomfortable
with strict classification, or simplification of ¢ivr work as “hip-hop art”, however,
their work is situated within a Fine Art cannonttiiebecoming increasingly cross-
pollinated by pop-culture influences such as hip-hicherefore, my intention is not to
attempt to validate classifications of their wosk“@ip-hop art”, but rather to explore
the contingent influence and consider the concépinks in their use — whether

conscious or sub-conscious — of the so-called stivaticodes of hip-hop.

Although I have just stated that there is an ineeelacross-pollination of the art world,
there are still central power systems that neelletdroken down or re-organised.

Gerardo Mosquera (1994: 134) observed in 1994:

A very centralised system of museums, galleriebligations, collectors and
market networks still prevails, and it exerciseslégitimising power on an
international scale based on Eurocentric and evanhidttan-centric criteria.
These central circuits possess the money to inwmeshe construction of
‘universal values’ from their points of view and#e of the market.

This is still the case in many instances, howettegre is the development of an
increasingly global, inclusive and interconnectedwaorld with ever varying cultural

influences, where strict classifications of whanstitutes Fine Art are becoming
more and more blurred for a number of reasons.ifsiance, the development of
world-wide communications, through mechanisms saglthe internet, are enabling
artists from all over the globe to network and gaxposure to international platforms
for exhibition. Thus, Western institutions whichr foenturies were the “central

element in the power system, or mechanism, andaetkfine notion or boundary of
art itself”, are slowly having to re-negotiate thasition as other discourses are

becoming more prominent (Gule 2005: page unknown).



The movement of culture is becoming more fluid doelevelopments in transport
and communications, and consequential developmantschnology are providing
cultural practitioners such as visual artists, theans with which to redefine
production methods and, by extension, definitiohvisual art itself. In this world
where the boundaries around what was once thouglvetFine or High Art are
constantly being re-defined, gaps are opening uméav methods of expression. As
Kathy Halbreich (date unknown) notes “disciplindigundaries are crossed as easily
as geographical ones”, and she goes on to queskiether the global information age
has facilitated an “international language of atid an alternative reading of Art
History, toward art histories. She suggests thateums and art institutions need to
renegotiate their own structures now that “the hewey of western modernity is
being challenged” and they need to “connect wittv meidiences through different
practices, different scholarship, and differenerptetive strategies growing out of the

sedimentation of their history” (Halbreich, dat&noawn).

South Africa was once located in these so-callegperies for two reasons. Firstly,
its location within the context of colonized Africaeant that cultural production was
fetishized as “other”, and while art produced byiteitpeople generally reflected
Eurocentic style and content, art produced by blaeple was strictly relegated to
the realm of craft. This was the case with the oésAfrica too, but South Africa’s

exclusion from global cultural discourse was furth@mpounded by cultural

sanctions during the time of apartheid. This mélaat South Africans living in South
Africa were limited in their exposure to, and eng@mgnt with global cultural forms.
However, on the other hand this meant that manyhSAfricans (such as the artist

Gerard Sekoto who left to Paris in 1947) fled treurdry in order to obtain



opportunities elsewhere, and so became more aqgpaite global cultural flow.
However, since independence the rest of South &figs been hungry for a taste of
such global trends in their attempts to establmiselves within a global cultural
discourse. Such hunger was evident at the adveheafohannesburg biennale which
occured within one year of the South Africa gainitsgindependence in April 1994.
Lorna Ferguson (1995: 9) cites the primary reasmn Having a biennale as a
celebration of South Africa’s presence in the globaltural arena. With the
emergence into this arena new questions began tasked with regard to South
Africa’s relationship to the rest of the world. Pé&began to ask how much, if at all,
power relations had changed in post apartheid Sédtica (Kellner 1997: 29 ;
Koloane 1997: 34). Due to this need for answerg] #me technological and
communications development that have resulted f&muath Africa’s position at the
top of Africa’s economy, more South Africans begaking an interest in global

issues and trends, whether cultural, social, palitor economic.

This hunger has created a vacuum for cultural fasoth as hip-hop to be sucked up
and popularised among the youth. It must be saideker, that hip-hop has become
a world-wide phenomenon at the same time whiclvideat in an increased amount
of literature which has recently elevated it to ubject of academic study. It is
therefore no surprise that hip-hop’s influence hie twider cultural sphere is being
seen more clearly considering that disciplinaryriees are becoming increasingly
permeable (Halbreich: date unknown). With the helpconcepts such as Achille
Mbembe’s ‘Afropolitan®, | will attempt to illustrate how this cross-diglinary

aesthetic and hybridity of culture is charactetisti African society, and how this has

® Some critics claim that Taiye Tuakli-Worsornu eairthe term at the same time, however, the
majority of literature | have found concerning ‘Afolitanism’ is written by Mbembe. Thus | will only
use it in reference to Mbembe, as this is morelfami



extended into African-American aesthetic traditioasulting in the development of
hip-hop. Thus | will also show how this has enalilg@thop codes to be adopted back
by artists such as Rhode and Chiurai, in orderréate more socially aware and

cutting-edge contemporary art.

Jeff Chang (2005: 2) points out that what is patady attractive about hip-hop
is its ability to defy the boundaries of the préfpost-". He writes that:

Up until recently, our generation has mainly beafinrged by the prefix
“post-". We have been post-civil rights, postmodernpoststructural,
postfeminist, post-Black, post-soul. We're the posthildren of “post-", the
leftovers in the dirty kitchen of yesterdays feast.
This has particular appeal in a South African ceintas it too is outgrowing
descriptions such as post-apartheid and post-imdigpee. It is hip-hop’s inclusive
aesthetic which | will draw out in this thesis, tHaargue makes it particularly
attractive to South Africa. Jeff Chang’s descriptiof this is not incongruent with

what the ideology of the “rainbow natiditepresents. Chang observes:

The idea of the Hip-Hop Generation brings togetimee and race, place and
polyculturalism, hot beats and hybridity. It debes a turn from politics to
culture, the process of entropy and reconstrucliooaptures the collective
hopes and nightmares, ambitions and failures afetweho would otherwise
be described as “post-this” or “post-that” (ibid).

Although Chang argues that hip-hop breaks throhgtpost-" barrier and provides a
new and exciting perspective from which one camnvvige world, not everyone is so
convinced of this. In his forward to the bodkat’'s The Joint!: The Hip-Hop Studies

Readey Michael Eric Dyson (2005: xi) notes:

There are some who dismiss hip-hop as the deat bdtrazen stereotype-
mongering among the severely undereducated and ghggle of learned
and over-interpreting defenders. Other criticsroldihat the deficits of hip-

® The ‘rainbow nation’ is a termed coined by Arclitip Desmond Tutu which has been used to
promote South Africa as a culturally and racialiyetlse nation. However, the term is problematid as
implies superficially that there is no longer aagial or cultural inequality.



hop are amplified because they blare beyond thedsrof ugly art to inspire
youth to even uglier behaviour. And others prothat stripped of politics,
history, and racial conscience, hip-hop is littlersnthan sonic pathology that
blasts away all the achievements of the civil riteaggle.

Through unpacking hip-hop’s influence on the caillig acclaimed artwork of Rhode
and Chiurai, | hope to dispel such simplistic amihformed views, and show that
hip-hop can be used positively to create a diseoswsrounding urbanity that affects
significant social change. In conjunction with thew that hip-hop goes beyond such
blatant “stereotype-mongering” as that referendsale, Dyson (2005: xii) goes on to
highlight the fact that “many critics don’t accouiotr the complex ways that some
hip-hop artists play with stereotypes to eithervaub or reverse them”. As | will

show, this notion of playing with stereotypes i&ey aspect in both Rhode’s and
Chiurai’'s work. In short Dyson (2005: xiii) tacklesiticisms of hip-hop saying that
“these views don’t require much beyond attendingudace symptoms of a culture
that offers far more depth and colour when it'setalseriously and criticised in a
proper fashion”. Hence | will attempt to interrogahe phenomenon of hip-hop by
drawing parallels between its inception, developmand production to the themes

that run through the work of Chiurai and Rhode.

In the first chapter | will give a detailed intraction to Robin Rhode and Kudzanai
Chiurai focussing on their specific contexts argtdries. In turn, | will outline certain
sociological and political issues that have shagiebe contexts and localities in
which they are situated, and | will consider hovesth may link to similar issues
which played a role in the development and evotutd hip-hop music. | will show
that hip-hop is a complicated cultural form witlt@mplex history. In doing so | will

investigate certain theories relating to migrataond diaspora and will explore how



these theories explain the development and spréddpehop into a world-wide
phenomenon. Likewise | will illustrate how thesedhes inform and influence hip-

hop’s cross pollination of the work of Chiurai aRtlode.

After outlining these theories relating to culturmovement, | will focus more
specifically on issues of “race”, ethnicity andioatl identity, as these concepts in
turn evolve and are redefined with the movementutfure. This will start to shed
light on some of the primary ideological issuest thi@-hop practitioners sought to
interrogate and discuss. | will highlight how hipghis primarily thought to belaack
cultural form, but will also attempt to go beyorhnistin order to draw out its inclusive

philosophy.

After outlining the context of hip-hop’s developmigand by extension Rhode and
Chiurai’s contexts), Chapter 2 will consider consatgtial issues that rise out of the
movement of cultures through migration and raciataurse. In other words, | will

take a closer look at the specific contexts mesmetiom order to explore and unpack
their conditions. This discussion of the placeswhich the artists situate their
practice, and those out of which hip-hop grew, witend to an exploration of how
urban space is represented. | will draw out howhadp, and the visual interrogate
issues of space appropriation and organisation, land the city quite literally

becomes the canvas for the artists to incorponaté soncerns into the music and

visual art.

In the second part of Chapter 2 an investigatido the part that crime plays in

mapping out the city space will follow on from thdscussion of urban space and its
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organization. | will focus on violent crime such gengsterism, as well as the recent
spate of xenophobia which completely disrupted thecial orientation of
Johannesburg and other cifieslowever, this focus on crime will extend to a mor
subtle look at issues such as poverty and the yeghapartheid, and how these too
link to the way that criminal activity has develdpand evolved in American culture,
as seen through hip-hop music. In this subsectwill Istart to discuss the subgenre

‘gangsta rap’ and its links to representationsrohe and violence.

Due to the fact that crime is often a result of pdeate and oppressive social
conditions such as those of apartheid or segregateetica, my discussion of crime
and its aesthetics manifested through cultural yoctsd will lead into a similar
discussion of politics and resistance. Here | dificuss the other subgenre, namely
“conscious hip-hop” and its polarity to gangsta espa more politically motivated
and aware form of the subculture. This forms theetgpart of my chapter as | first
investigate issues concerning urbanity in ordentoe fully understand how political
concerns and actions involve the urban space.llalgb focus on the link between
international politics and will consider how thelipoal situations of America and
South Africa have been played out through hip-had &he work of Rhode and

Chiurai.

Having dealt mainly with theoretical concerns othbthe music and the artwork in
the previous chapters, Chapter 3 will begin with iafdepth discussion of what
Murray Forman calls the “Technologies of Producti¢g004: 389). The various

essays in Forman’s book investigate the impact thaious developments in

" This spate of xenophobia began in the Johannesbwriships of Alexandra and Soweto in May
2008 and spread across the country. Suspectedfiersiwere attacked by gangs and were beaten and
in some cases killed, while others had their horaasacked and the possessions stolen.
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technology have had on the production and stylaifhop music. | will take this
further and draw parallels in the way that techgglonfluences hip-hop music
production to the way that evolving techniques amaterials also influence artistic
production. | will start to focus in more detail tdme different elements of hip-hop —
namely DJing, breakdancing, graffiti and rappingM€ing — and my interrogation
will not only investigate the similar evolution afrt and music in relation to
technology, but will also make links between vasi@udio and musical techniques
and styles. | will consider how these styles may to@nslated into visual

representations, further elaborating on the conekathip-hop aesthetic.

This discussion of the evolution of technologicedgedures will link up to previous
discussions in earlier chapters on cultural mixengg will illustrate how such cultural
mixing and urban flux impact methods of represemmatbe they musical or visual.
Thus, | will link earlier concepts such as Mbemb&#gopolitan’ to ideas of hybrid
genres and methods of creative production. Thratghdiscussion it will become
apparent that, as with many forms of unique andrraditive cultural production,
arguments have been made against hip-hop’s vabditgn art-form. Such arguments
come mainly from purist or modernist quarters delgaand condemning hip-hop’s
hybridity and eclecticism. By highlighting examplet such arguments and similar
arguments that could be made against Rhode’s angath artwork, | will suggest
instead that all three forms of expression, whiberdwving from, and playing with
existing trends or conventions, can indeed be wiews original and unique.
Questions about the definitions of Fine Art or strart will arise through this
investigation. By discussing notions of awarenetssalf and concepts such as

“keeping it real”, 1 will show how Rhode, Chiuraind various hip-hop artists attempt
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to debunk or question short-sighted stereotypeslatd to the art-world, hip-hop, an

society at large.

Finally, in the last part of Chapter 3 | will extemy discussion of issues of validity
and authenticity in hip-hop to considerations ofvhbattempts to maintain its critical
or subversive potential as a subcultural movementhe face of growing global
popularity and commercial imperatives. While mamnguanents against the creative
potential of hip-hop and other subcultural moveradatus on their co-option into the
mainstream and the subsequent dilution of origaxglression, | will attempt to show
how hip-hop has negotiated the mainstream whilk @maining a vehicle for
marginalised voices to speak against exploitafidns discussion will focus on hip-
hop’s position as a worldwide cultural export frodmerica and how this is a
symptom of the expansion of what Adam Haupt (20€d)s “Empire”, which he
discusses in detail in his bo&tealing EmpireMy discussion will also consider how
hip-hop — although flowing almost entirely from tbmited States to the rest of the
world — has evolved and been reconfigured in th&oua geographies (in this case
South Africa and its diaspora) to which it has agran order to influence new forms

of expression such as the artwork of Rhode andr@iiu

It is due to this exportation of hip-hop as a adtyproduct from America that | come
to the choice of title for my thesis. Dyson (20Q#4) notes that the rise of the hip-hop
generation, which began in the 1970s as a reswdboib-political unrest in Jamaica
and the Bronx, “sparked emulation in countlessedéht countries and among widely
varied ethnicities”. The predominantly black neigbthoods where hip-hop had its

roots were comprised of the descendants of slakentfrom Africa to the Caribbean

13



and United States. David Coplan (1985: 148) suggtsit South African’s use of
American genres of music, such as jazz, has arhithhat dates back to the 1940s.
Jazz itself is argued to have developed from eaftiens of African music which
slaves brought to America, and | therefore usddha “neo-diaspora” to describe the
‘return’® to Africa of cultural influences and ideas fronethiaspora of the trans-
Atlantic slave trade. One can recognise the conbeanp embrace of this cultural
influence in the appeal of hip-hop in South AfriGandra Klopper (2000: 181), for
example, compares the emergence of hip-hop (imcp&at graffiti) in South Africa in
1950s Sophiatown, “where ‘cosmopolitan’ aesthetionis were used to focus and
articulate local expressions of resistance”. Adaaupt (2001: 176) takes this notion
further, arguing that:

The decision by crews, such as Prophets of da(B{®C) and Brasse vannie

Kaap (BVK), to employ hip-hop in their attemptsdngage critically with

South Africa’s political reality “conforms with btk artists’ reliance on

African American or Caribbean material in theireatpt to construct black

nationalist narratives that rely on a global blegkerience of oppression and

resistance”.
Thus one can draw parallels between the polititdesand spatial separation which
sparked the beginnings of hip-hop in the Bronx aKdgston, and the
deterritorialisation (Papastergiadis: 2000), disptaent and violence (characteristic
of the recent spate of acute xenophobia) seenstig@artheid urban communities of
South Africa. Such parallels between the urbanrenments of the African diaspora
and post-apartheid South Africa, combined withdheent worldwide move towards

globalisation, situates the South African sociadl @onomic landscape in a prime

position to adopt a unique and critical attitudseesial for the embrace of such hip-

8 | put the term ‘return’ in inverted commas in arde highlight that it is not a linear straightfcawa
return, but a complex return of something thatosexactly the same, but has a new and hybrid form
developed directly out of previous musical tradito
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hop values. It is thus important as | stated egrthat one begins an investigation of
hip-hop’s far reaching effects into the sphere @iit8 African art with a discussion of
the cultural and racial factors which have shapeuwt!sAfrica’s contemporary urban
environment, and how the legacies of events sucth@smass migrations which
apartheid caused, are still played out today. Mle(2007: 28) writes:

Awareness of the interweaving of here and there, hesence of the
elsewhere in the here and vice versa, the relatieis of primary roots and
memberships and the way of embracing, with full wisolge of the facts,
strangeness, foreignness, and remoteness, thy abiliecognise one’s face
in that of a foreigner and make the most of thedsaof remoteness in
closeness, to domesticate the unfamiliar, to worth what seem to be
opposites — it is this cultural, historical andthetic sensitivity that underlies
the term ‘Afropolitanism’

When considering this revolutionary aesthetic sesitsi that Mbembe describes, one
may note further that he characterises Johannestsuegkey space influential in its
development, and likens the city’s potential agad revival of cultural creativity to
that of Harlem or New Orleans in the United Stafes| have already shown, hip-hop
grew out of this cultural revival in Harlem and t8euth Bronx. | will talk about the
cultural melting pot that is Johannesburg in thiefgart of chapter 1, as it has played
a major role in both artists’ development, with Bacstarting his career there and
Chiurai currently living and working in the heart the city. However, | will first
introduce the specific historical and geographiaiterts that have undoubtedly

shaped these two artists.

It is not one specific place or time in particuldat has influenced these artists. More
appropriately it is their movement through differespaces and contexts, and the
observations accompanying these journeys that nmftre aesthetic and cultural

awareness that Mbembe writes about which, | wgliar both of these artists possess.
It is also relevant to note here that just as thatists have been exposed to a
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multitude of cultural influences, so too has higladways been a product of cultural
hybridity. Imani Perry (2004: 13) explains in hessartion that “it is the very fact of
postmigration fragmentation and reintegration tbaplains much of the music’s
beauty, as well as its various regional and int@onal variations and interactions.”
However, she does argue in contrast to many trantdg-hop scholarship that hip-
hop’s identity is rooted specifically in black Aniean culture’ She acknowledges the
“nonlinear and promiscuous course of cultural pobdun within the African-
American context in particular”, however, she agupiite convincingly that its
identity is founded on its specific social and podil location in relation to race, and
its use of oral, literary and musical traditionpHiop found initial popularity among
racially segregated communities due to its capaastya tool for political resistance.
However, although its identity is linked to race Rerry points out, DJ Kool Herc
highlights exactly how it in fact negotiates andsses cultural divides. He states:

I think hip-hop has bridged the culture gap. Ihigg white kids together with
Black kids, brown kids with yellow kids. They allabe something in

common that they love. It gets past the stereotymespeople hating each
other because of those stereotypes (Chang 2005: xi)

It becomes apparent that a discussion of socias@lltcontext is integral to an
investigation of what has been termed hip-hopaartl through this one can see how
the multiple environments that the artists occupyehresulted in them being able to
observe varying cultural intersections which theyeirogate in their work. This
multiplicity of localities has enabled them to beemore clearly aware, as Mbembe

(2007: 28) puts it, of “the interweaving of heredahere, [and] the presence of the

® Some scholars argue that a biological or natwna to black music and culture cannot be found. For
more on these views see Chapter 5 entitled ‘Bladki in Brian Longhurst’s booRopular music
and Societypp. 127-133.
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elsewhere in the here and vice versa.” In a reggntview with Catherine Green
concerning the 2008 Johannesburg ArtfaRhode observed that:

Local themes have resonated globally since manic&idrartists are living
abroad and engaging in various international diss=si It's the development
of new localities outside of our borders that wilve the greater resonance.
My interests are to examine the relational aspbetsveen these localities
(Green 2008: 4).

Thus Rhode highlights an interest of African astist developing unique ways of
interrogating the various racial, cultural, and nganational identities of the
environments they inhabit. | will now begin to diss this in relation to concepts of
migration and diaspora — not only overseas butiwiitirica — and will consider how
the resultant cultural exchange in turn informsteoporary hip-hop culture and

philosophies.

1 Touted as the “world’s first contemporary AfricArt fair” the event has taken place at the Sandton
Convention Centre in both 2008 and 2009. The $aém opportunity for galleries from all over South
Africa and indeed the world to showcase their aibms and to sell art. However, special projects a
also included in order to facilitate public engageitrwith the world of contemporary African Art.
Rhode took part in one of these special projeatthi® 2008 fair and more details can be found at
www.joburgartfair.co.za/2008/special_projects.html
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Chapter 1: Home, Diaspora, and Beyond

Representations of Race and National Identity

Before one can talk about the cultural hybridityd ativersity that go hand-in-hand
with hip-hop — and their influence on Chiurai's eéRidode’s work — one may note that
South Africa and Johannesburg in particular, haee a@ways played such a
cosmopolitan role. The country has a long and waibfecontested racial history, and
one should first consider how its society came gordcially controlled, in order to
explore the contemporary social environment witgards to the conceptions of
diversity and hybridity. Then one can make a parafixploration of hip-hop’s
development in relation to how it deals with theuis of race, and in comparison how

Rhode and Chiurai deal with the concept of raca eme in their artwork.

In his description of one of Rhode’s performancecps, Khwezi Gule (2005) brings
to light the fact that racial stereotypes are fant being dismantled in the new South

Africa:

The first performance | ever saw of his was atNi$A Gallery in Durban.
Rhode looked like a tsotéiand simply wondered into the gallery munching
on an apple. ‘Why the hell is this person drawimgtbe gallery wall?’ |
wondered as he drew the charcoal outline of a ctengd

1 Zimitri Erasmus argues that “there is no suchgtes the Black ‘race™. She says that “Blackness,
whiteness and colouredness exist, but they araraljlhistorical and political identities” (200161

As such she uses the term in inverted commas, herwas many of the authors that | will mention in
relation to hip-hop theory do not put the termrimdrted commas, | will not either. This does noame
that either | or they disagree with Erasmus’s theor

2 The word is a colloquialism meaning someone whepiso no good.

13 Gule, K 2005, ‘At the Centre’s Edgeist South Africa4, 1, viewed 28 January 2009,
www.artsouthafrica.com
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Gule highlights the fact that a young “coloured” man wearing sneakers and a
beanie, is still viewed as a somewhat foreign iderto the predominantly white,
gallery-going elite. However, it is exactly thedersotypes that Rhode attempts to
confront and interrogate in his artworks. He towcloa this in an interview with
Andrea Bellini (2005: 91):

| for one was completely inspired by my own cultuidentity being a
coloured person (of mixed origins) in South Africh.believed that a
subcultural language impregnated by politics andgmalization could give
birth to a broader artistic vernacular. The onlywaould create my own
language was to investigate my own cultural expese

This is also true in the case of hip-hop, wheretipsland marginalization inspired
youths to search for new ways to express themseNewever, in a South Africa
where the majority of wealth is still confined teetminority white population, with
the rare ‘black diamond’ disrupting the ndrna young black or “coloured” man
dressed as Gule describes is still seen in margscs someone that one ought to be
suspicious of, a tsotsi or criminal. | mention #ecific characteristic of attire as
Rhode is conscious of how this shapes his iderdity, it is a common instrument he
uses in his performance pieces, many of which adoptscenario of a crime in

progress. Andre Lepecki (2007: 20) describes secfopnances as follows:

In several of his performances, Robin Rhode usssategy [in which] he
shows up at a time when the gallery or museunlégfivith members of the
public, pushes his way into the crowd with the cliness of a fighter, or
maybe of a burglar, performs an action usually adothe creation of a

14 Zimitri Erasmus notes that “coloured identity meser been seen as an identity ‘in its own right'.
She noted that “pre-apartheid conceptualizatiomersiood coloured identities in terms of ‘mixed
race’. She describes how this tendency to constalouredness as a category midway between black
and white resulted in a stigma of shame. She artha¢Swe need to move beyond the notion that
coloured identities are ‘mixed race’ identitiest bather we need to see them as cultural identities
comprising detailed bodies of knowledge, specifittural practices, memories, rituals and modes of
being” (2001: 21-25). For more details on thesgattarisations see the introduction to her book.
!31n 1997, when Rhode was breaking onto the publis@ne, there was great hope in previously
disadvantaged communities that a new governmeneamdomic empowerment would improve their
lives. However, only a relative few of those preasty disadvantaged have managed to considerably
better their circumstances, while many are sti#mployed, live in informal housing, and exist in
conditions of poverty.
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drawing or a painting on an empty wall, and theavéss. Get in, do the job,
get out. Fast — since no one ever knows what ttuegfumay bring.

Although | will discuss the themes of crime andhias in more detail later, |

highlight these characteristics of Rhode’s worksrider to support the fact that racial
stereotyping and prejudice are still part of daxg#&y life in contemporary South
Africa, and hence play a significant role in bothdde’s and Chiurai’'s artworks. |
will attempt to address these issues in the conbtéxthe country at large, but
specifically urban Johannesburg and Cape Town (biotvhich were important to the
artists’ development) and also the contemporaryttB@frican Fine Art scene.

However, in order to do this an investigation oé ttountry’s torrid racial past is
needed to more clearly understand the issues awatén the various artworks to be

discussed.

An Interconnected History of Racial Construcied Race

Relations in South Africa and the United States.

As Achille Mbembe (2007:26) points out, “Africansdourse has been dominated for
almost a century by three politico intellectualggigms, which as it happened were
not mutually exclusive: variations of anti-colonigtionalism; ‘African socialism’;
pan-African sphere”. All three of these have sintilas to ideologies from the black-
nationalist and black power movements of the UniB¢ates. One can make earlier
connections between Africa’s racial past and thacBIcivil rights movement in
America as the Black community in America is adia diasporan community
resulting from the movement of people during thiaitic slave trade. Thus many felt
a connection to Africa, and it is due to this tthet Afrocentric movement grew out of

the civil rights struggle. It is thus easier to arstand the links between the black civil
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rights movement in America which hip-hop in turnsago closely aligned to, and
Africa’s colonial past, which | will argue has réed in similar issues being

discussed by Rhode and Chiurai.

The organisation of South Africa as a racialisecietyg began in the 1800s when the
colonial powers cemented their control through audation of vast wealth in the

form of newly discovered gold deposits on the Wievsrand. This gold required

labour intensive mining in order to retrieve itdradeep within the earth and so the
black population was seen as a readily availablecgoof labour. Mbembe (2004

381) explains the reasons for this:

Native life in turn was both indispensable and exjadble. Because native
life was seen as excessive and naturally doomedetbdestruction, it

constituted wealth that could be lavishly spenthé&ligh many whites in

South Africa were disinclined to undertake manuabolur, they were

convinced that the natives were “indolent individuahose habitual shyness
of work made them a sort of naked leisure classs’ & consequence,
“confiscation of land, discriminatory taxation, aakithe means used to drive
[them] into the labour market” were justified on rabgrounds “because they
struck at superstition and slot.”

This is explained further when one considers heg@ading observations that:

Racism was not only a way of maintaining biologictfference among
persons, even as mining capitalism, migrant laband black urbanization
established new connections between people and gsthinMore
fundamentally, racism’s function was to institutecantradictory relation
between the instrumentality of black life in therk&t sphere, on the one
hand, and the constant depreciation of its valuki@nquality by the forces
of commercialism and bigotry, on the ott{dtbembe 2004: 380-381).

It becomes clear that similar beliefs to those tratve the Atlantic Slave trade were
at play in justifying the use of black labour om timines. Mbembe (2004: 384) writes
that, “although race as such could not be pinnealstable biological meaning, it was

used as a weapon in the production of a city ofié@ and asymmetric privileges”.

% Mbembe quotes de Kiewies, History of South Africa, Social and Econontiondon: Oxford
University Press, 1957. pp. 83-85.
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Ironically though — considering the philosophy &tkeision — it was exactly the need
for cheap labour that would draw migrants from sunding countries such as
Mozambique and Rhodesfa which in turn would see the beginnings of the

cosmopolitan blending pot that Johannesburg isytoda

It was views such as those that Mbembe (2004) gl that the black population
was excessive, naturally doomed to social destmcindolent and shy of work — that
would become some of the reasons for the implertientaf the apartheid social
structure. This structure was based on a systensepfratist pass laws which
prohibited people of colour from accessing cerfauiblic spaces and from living in
certain aredd. Although this strict demarcation of public spasas part of the

country’s legislation, the racial separatism thegutted was not unlike that of pre-
1960s America where whites separated themselvas litack people too. In fact this
racial segregation in America carried on well atteg civil rights struggle into the

advent of the hip-hop era in 1970s and 1980s. Aamgke of this is relayed by Craig

"“Rhodesia” was the previous name for Zimbabwe wihems under colonial rule, and at the time
when migrant workers began moving to South Afravbrk on the mines.

18 These laws were South African legislation conimglithe movement of blacks and Coloureds
(people of mixed race origins). The earliest pasgrols were developed in the 18th century by the
whites in South Africa in order to control blackéur and to keep blacks and Coloureds in inferior
positions. A regulation of 1760 passed in the Gapkny (what is now the Western Cape) required
slaves moving between town and country to carrggmsigned by their owners authorizing their
journeys. Beginning in 1923, pass regulations wersstantly tightened and amended. In 1952, the
Natives (Abolition of Passes and Coordination otDments) Act substituted a single reference book
for 11 existing pass laws. It was a crime for blawdn and women from the age of 16 upwards to be
without their books, which gave their personal infation and also their employment record. At the
same time an amendment to the Natives (Urban Avsasypplied strict regulations to all urban areas;
a black person entering such an area had only dgsho find employment before being subject to
arrest. Amendments to the laws in 1955, 1957, &6d made it increasingly difficult for blacks to
qualify for permanent residence in any urban aféa.aim was to control the population in such a way
that only single male contract labourers couldgwaork in urban areas, and they could work for no
more than a year before returning to the ruralsarééhat became known as “endorsing out” took
place, which meant that Africans without work inwgban area had their passes stamped to show that
they had to return to the rural are@be pass laws and influx control were finally abbéd in 1986
when the process of dismantling the apartheid sysiegan. (Online Encarta encyclopedia accessed at
www.encarta.msn.comn 28" January 2009).
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Werner (1999: 241) who describes travelling to Wwa@randmaster Flash and the
Furious Five featuring rapper Melle Mel in Memphis:

I'd driven up from Mississippi with three black drids. On the way we'd

been pulled over twice by the cops, presumablyuspision of race mixing.

When Melle Mel called out, “don’t push me cause tlose to the edge,” the

response from my friends and the rest of the fiftb®usand people gathered

there, almost all of them black, was thunderous.
Werner (1999: 253) continues to highlight this Ikegeof racial prejudice and
seperation in sectors such as education, employnhenising and other areas of
American life when he observes that, “with greautarity, the most comprehensive
studies of race in the United States concludewihdte and black Americans in effect
occupy different nations.” This comparative so@akt with South Africa is one of
the reasons that prompted the rise of the antitagiar movement in America which
began to peak in the mid 1980s. This movement iBbed at universities where it
“unlocked the connections between their campusggtes and those in their
communities, and the South African shantytowns afirg] the links between the
global and the local” (Chang 2005: 219). At Coluanbiniversity, revolutionary hip-
hoppers Run DMC performed at the takeover protedtreame-change of one of its
halls to Mandela Hall. The anti-apartheid movenspdrked a political fire in many

and they turned in various directions: “some turtedhemories of the Panthéts.

some to Jesse Jackson... many to the Nation of Is{@fefner 1999: 257).

Although so far | have restricted my charactergsagiof race to the binaries ‘black’
and ‘white’, which have been used to facilitate muwd the discourse surrounding

race inequality in both South Africa and Americhede binaries overlook host of

¥ The Black Panther Party was formed in Californid 966 by Huey Percy Newton and Bobby Seale.
They were aligned with the black civil rights mowvemh but preached more radical solutions to
inequality and oppression of minority groups.
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other racial groups. For instance some theorists ag Kerkham [Simbao] (2003: 93)
have made reference to Rhode’s performances itioelto stereotypes concerning
the black male body (‘black’ used broadly), however a South African context

Rhode classifies himself as ‘colourét’As | have already pointed out this is a
perceived racial group that carries with it unigsecio-cultural characteristics

separate from other racial groupings included untter general classification

‘black’.?* In South Africa there are eleven official langusgjeked to different socio-

linguistic groups, and to complicate this more aaterminology has been continually
shifting through apartheid to the present in ortterserve various agendas. For
instance, although the different socio-culturalug® in South Africa are recognised
as such on one had in order to promote the idélaeofountry as uniquely diverse, in
the context of Black Economic Empowerment (B.E¥the government uses the
term ‘black’ to cover all who are not white, evehi@se South Africans. Thus, one
becomes aware of the need to dig deeper than thal tanaries in order to get a

richer reading of society and by extension cultpraductions such as art and music.

| would argue that this is what Rhode’s w@kffee Cuf® sets out to do. The work is
a looping video piece in which a cup of coffee, whofrom above, continually
changes its shades from pale beige to black. KatBmyith (1999: page unknown)
observes that “Rhode adopts this as a sign oflrpotderence” and she goes on to
make a link with Thabo Mbeki's analogy of “the ‘gajcino’ of cultural diversity:

white froth on top and dark coffee beneath”. Rhisdsttempting to make one aware —

% |n the American context the term ‘colored’ is useda broad classification for people of colour,
including black people (note the different speljing

1| do not by any means suggest that Kerkham isestighy the importance of recognition of various
other socio-linguistic groups often included untter classification black.

% The Broad-Based Black Economic Empowerment Act passed in 2003 (see
www.southafrica.info/business/trends/empowermesthtenfor further information).

% | was unable to obtain video stills from this @eo include as a reference.
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through the metaphor of coffee and its infinite yuag shades — of the subtle
differences and varying cultural characteristicsiclvhgive South Africa multiple
socio-linguistic groups that, in the aftermath p&eheid, need to be considered. The
blurring between the shades of coffee could aldk &bout the way that such
characterisations blur through governmental rhettoi promote concepts such as

B.E.E.

However, the concept of cappuccino as Mbeki dessrith may become a very
different metaphor for South African society, witie definite separation between
white froth and dark coffee reflecting the raciadk®a-up of South African commerce
and industry, and the mining sector in particulahi¢h as | have shown was the
primary industry in the country’s growth and play&dnajor part in South Africa’s

history). A discussion of one of Chiurai’'s worksti#ad 10 year$* (Fig. 2), further

highlights the fact that, although the country udtuwrally diverse, economic equality
is far from achieved in contemporary South Africae work is a large painting that
depicts a cityscape with the focal point, a billltban top of a building, portraying a
black man holding what looks like a hotdog on akstivith the accompanying text
that reads “Enterprise, where black business lit@syears later”. One could argue
that “Enterprise” (also the name of a processedto@apany) is a reference to the
informal enterprise including street vendors thatld sell such edibles, and who are
so characteristic of contemporary urban Johanngsiiowever, the streets in this

particular work are devoid of people and thus GChiwmnay be criticising the much

|t is interesting to note that the title of therwa@ould also connect to a number of publicatioms a
exhibitions such a$0 Years 100 Artists: Art In A Democratic Southigsfi( published by Bell Roberts
Publishing in 2004) and\' Decade of Democratfcurated by Emma Bedford at the 1ziko South
African National Gallery in 2004) which also refece the milestone in their titles. This emphasizes
the irony in the work, indicating that this timerjoel is seen as a milestone and is meant as a
celebration of how far the country has come. Howe@éiurai’'s work does not take the form of a
celebration at all.
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debated success of the informal setto®ne could therefore read it as a direct
comment on the fact that much of the black econastill restricted to this sector
and unable to make inroads into the more formall Isrgely white-controlled

economy.

Similar to South Africa, a legacy of racial segrtega meant that a situation was also
apparent in 1980s America where whites dominatesitipas of economic power
(although unlike 1980s America, independent Soutité has a predominantly black
government). In an exert from one of his speectmssLFarrakhan, the leader of the
Nation of Islami® stated, “We believe [the government] sees in IBlpeople a
useless population that is considered by socia®@spermanent underclass. And
when you have something that is useless, you attémnget rid of it if you cannot
make it serviceable” (Chang 2005: 225). This aditosabares a sobering
resemblance to the views, quoted earlier, of tharfhgid government towards black
labour on the mines in South Africa. Although bldakbour was “valued for its
industrial utility as a commodity form” (Mbembe 200380), it was still seen as
something expendable, described by Mbembe as $wpesf Farrakhan began
preaching against such views of disposable blaekds a result of the racial and
economic isolation felt by almost all African Ameains in northern cities such as
Detroit, Chicago, Cleveland and New York under Reagan administration (Chang

2005: 223).

% Some people believe that the informal sector plesimuch needed jobs to alleviate a high
unemployment rate, while others see it as an exfousasufficient efforts by government to deal kit
high unemployment, and believe it increases coigesgpollution, and crime.

®This is the association that Malcolm X was the gsokan for.
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Chang (2005: 223) goes further to expand on theorea for this by directly
indicating that it was “Reagan’s America”, and impg therefore that responsibility
landed on his shoulders and those of the rest\wérgment :

Reagan’s America had become perilous to youth®loiuc in ways that had

never been seen before. The well-organized and-finathced right-wing

backlash foreclosed opportunities for urban youwhgolour. Trickledown

economics and local taxpayer revolts starved logavernments and

encouraged suburban sprawl, which in turn speedste light and racial

resegregation. These trends were occurring as deplogrs projected the

most racially diverse generation of youths the ethibtates had ever seen.
A number of parallels can be drawn to post indepand South Africa right up to the
present day. Under proclamations heralding the rdetthe ‘Rainbow Nation’ and
celebrating racial diversity, Johannesburg andratiigan centres in South Africa are
sites of urban sprawl similar to that describedCimang above. Although programmes
such as Black Economic Empowerment have been tedtjaunemployment is still
incredibly high. This problem is further impactegthe fact that rural people flock to
metropolitan centres in order to find employmentl a0 overcrowding occurs, with
many forced to resort to street-side vending or Kiwagv Bremner (1998: 51)

observes:

Previously uncluttered, sanitized urban parks grghspaces are now dotted
with braziers and campfires, and used for storimgdg over night or
conducting commercial transactions; pavements bageme crowded with
hawkers, tailors and hairdressers [and] streets@rgested with taxis.

Due to this fact, since the abolishment of apadtsgyass laws, the influx of the rural
black working class to urban centres has meant nuicthe more affluent white
population has resettled in northern suburban amessilting in a similar racial
resegregation to that which Chang describes. Brer{t#98: 62) goes further to
observe that, “Apartheid['s] ... spatial logic wilbrtinue to affect people’s daily

lives for generations to come ...; chasms separatectizen from another, so much
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so that people feel like tourists in each other'srlds.” This condition echoes
Werner’s notion of two separate American natiom& occupied by black and one by
white. It is therefore useful to return to the imlitsite of this “othering” in order to

realise how present conditions have come to develop

The Black Male Body

It is clear that in apartheid South Africa “territd segmentation was a key form of
the state’s inscription of power onto the lands€apdbembe 2004: 390) and that
similar segmentation, albeit more subtle, has gecuin America. As Bremner (1998:
62) notes, this segmentation has a continuing effdbembe (2004: 390) describes
black body itself as the main site of such insavipt which was responsible for this
segmentation. He writes:

It could be searched everyday at the end of tHeishihe mines. It could be
stripped naked, required to jump over bars. Hadsen mouth, ears, or
rectum could be scrutinized with meticulous categgings with a sjambok
(leather whip) or tent rope, or striking with fistgere the rule. In order to
memorialize themselves, public and private powexsed their signs on the
naked flesh of the black body.

Thus the separated worlds that people occupiechglapartheid which resulted in
feelings of foreigness in the Other’s world alsstéved an attitude of fear which was
in turn directed back at the black body. MbembeO&0382) gives a possible
explanation for this in which he describes the camification of labour and the

superfluity of black life: “the native [becomes]msething more than the object he or
she was, a thing that always seemed slightly huameha human being that always

seemed slightly thing-like.”
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In many cases this fear took a sexual nature arsddivacted at the black male body
in particular. Mbembe (2004: 383) describes theasibn and explains how this fear
manifested itself:

Between 1890 and 1914, “periodic waves of collectsexual hysteria”
swept Johannesburg, in which “white women, on aprecedented scale,
alleged that they had been sexually molested auétssl by black mer?’?
According to Deborah Pos®lthe policing of sexuality manifested itself,
among other ways in the state’s “determinationruhibit sex across racial
boundaries,” the stigmatization of miscegenatidme triminalization of
homosexuality, and the banning of pornography... tigali coercion
demanded psychic and sexual repression.

Many of these issues such as censorship and sigxaaé linked to issues of race and
are reflected in a reading of Chiurai’'s wdBlex(Fig. 3). The artwork appears in the
form of aDrum magazine cover. Catherine Green (2007: page unknowotes that,
“Drum has become an exemplar for urban black South &dfricdentity to be
imagined and expressed, [and] in the late 195G@sDtlum generation used films,
magazines and music to empower themselves”. Thé&rateimage on Chiurai’'s
magazine cover is of a naked woman straddling radstg man with his back to the
viewer. The woman does not seem to be in any dst@ed seems to be directing a
guestioning gaze at the viewer. If one consideeeGs observation about the 1950s
and the text at the bottom of the image that réads say one word, they say
another”, then it could be possible that the “theyrid “we” may have racial
connections. | would argue that if Chiurai is poigtto this, he is using the figures on
the cover to question the possible prejudices efviewers and embody a critique of
negative perceptions regarding the sexualizedlrbody that have continued to filter

through from the “sexually-hysterical” early tweatth century to contemporary times.

2" Quotes Charles van Onsel&tew Babylon, New Nineveh: Everyday Life on the séwgrand,
1886-1914 Johannesburg: Jonathan Ball, 2001, pp. 257.

2 posel, D. (date unknown). ‘Sex, Death and the &htee Nation: Reflections on the Politicisatidn o
Sexuality in Post-Apartheid South Africa’ African Affairs(Publishing details unknown).
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Green (2007: page unknown) offers the possibildy & slightly different critique
when she discusses the same caption and the cafcappowerment:

Chiurai’'s contemporary re-imaging of tium cover, in the context of an
emergent black bourgeois culture and the AIDS pamdetakes such
idealism with a pinch of salt. To use his own wofdsn the canvas itself,
“We say one word and they say another”.

Perhaps considering this, the “wahd “they” refer to two different generations in
South Africa. However, although the concerns malightly different, the context

of the magazine cover still situates the critiquehiw a racial discourse.

Perry (2004: 27) argues that, “what really makgshop music black American is
America’s love-hate relationship with it”, and ags@sequence the stereotype of the
black male as an explicitly sexual being is a tagfienuch debate in academic hip-
hop discourse. This particularly concerns the setrg of gangsta ‘rap’. Adam Haupt
(2003: 3) gives an example of gangsta rap’s “celtm of ‘thug life’, misogyny and
negative racial stereotypes” in an exert taken f@moop Dog's’ 1993 hit “Gin and
Juice™:

| got bitches in the living room getting it on

And, they ain’t leavin till six in the morning (Sixthe morning)

So what you wanna do, sheeit

| got a pocket full of rubbers and my homeboysodo t
Perry (2004: 29) writes that rap’s “in-your-faceaeples of black masculinity and
excess frighten the mainstream, exploiting its demnd simultaneously challenging
the economic disenfranchisement plaguing black Acaarcommunities.” However,
bell hooks (1994: 16) contends that the “sexistsagynist, patriarchal ways of

thinking and behaving that are glorified in gangst® are a reflection of the

prevailing values in our society, values created sustained by white supremacist

2 Previously known as Snoop Doggy Dog
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capitalist patriarchy” (Haupt 2003: 3). Haupt (200818) explores hooks’s view
further, stating that:

Gangsta rap discourse’s acceptance into the meamstdiscourses does not
necessarily happen on the terms of gangsta ragisattiemselves, but on the
terms of the gatekeepers of the music industry ritagr record labels). It is
in this sense that co-option becomes possible lisdg where bell hooks’
argument that ‘white capitalist patriarchs’ do fintd gansta rap threatening
is plausible.

Thus one becomes aware of the ambiguous relatiph&tween gangsta rap — and by
extension its connection to black masculinity — d@hd mainstream media. When

considering a similar relationship, in connectiorthe visual arts, it is interesting to

note Allan de Souza’s (2003: 18) view taken from d¢atalogue essay entitled ‘Name
Calling’ for the exhibitionLooking Both Ways: Art of the Contemporary African
Diaspora

The racialized body [has achieved] a hypervisipilitthrough

commodification. The black body, in the guiseshs entertainer, the athlete
and more recently the gangsta, sells; differenagotsonly assimilated and
filtered into the centre but is actively promotedaatenet of the marketplace.

In light of the above views, it is interesting tink at Rhode’s representation of the so-called

black male body in his performance piedéall/Line/Body°, which took place in the

United States at an exhibition of South Africanssst(the performance was done in a
university building at Brandeis University) In the performance Rhode used duct
tape to “draw” a single line the whole way acroskrge wall of the gallery. He

repeatedly ran and attempted to jump over thethaewas six feet above the ground.
Ruth Kerkham [Simbao] (2003: 92-93) argues thatunes the space below the line
into its own conceptual “wall”. Considering the fabat Rhode often adopts the

character of a criminal in his performances, ma$ hard to realise that he is making

30 After speaking to Ruth Simbao and asking for esistance, unfortunately we were unable to trace
any sort of stills or images from the performare@étlude as a reference.

%1 Rhode had an artist's residency at The Rose Agevim, Brandeis University in Boston, MA in
2003.
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reference to the six-foot high security walls tlgicompass many South African
suburban homes. Kerkham [Simbao] (2003: 92-93) emgthat the performance
played on a “stereotypical co-joining of race, anality and athleticism.” This in turn
relates to the way black masculinity is portrayed aften aligned to criminality in
hip-hop music and particularly gangsta rap. | woaldue that the fact that Rhode
chose to do such a performance in this contextof@hSAfrican exhibition in the
USA) means that he is aware of the similar ways tine above mentioned
perceptions have impacted both societies. At tlaeogéthe performance Rhode ripped
the duct tape off the wall which peeled off thempaand thus the remnant of the
performance, Kerkham [Simbao] argues, was the mangitution. Rhode’s actions
in Wall/Line/Bodybecome significant when one considers that they beaa direct
critique of education or art institutions. In fd&ghode was not allowed to ‘ruin’ the
gallery walls at the university so was forced to tde performance in a building

assigned for more general use of the university.

iii) The Burden of Representation

In a similar piece entitled.eak (Fig. 4) performed at the South African National
Gallery, Rhode urinated over his drawing of a Ur{naferencing Marcel Duchamp’s
Fountain) on the gallery wall. This too could be seen aesecration of the gallery
space. Thus his critique of the institution extetcdencompass both the United States
and South African art fraternity and is compountgdhe fact that the majority of the
gallery owners, curators and academics in Soutic#@fand the United States — the
“gatekeepers” of the art world — are white. This\&d a suggestion that everyone in
Fine Art world is necessarily racist, but that litee rest of South Africa and the

United States, it is still struggling to negoti#tte legacy of racial inequality.
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Thus a situation arises similar to that of the musdustry in relation to hip-hop
music. Artists such as Rhode and Chiurai find thedues expected to represent race
in a particular way. Silber (2007) gives an exangglénis when he highlights the fact
that Chiurai is sometimes asked whether he is @st ar a black artist, implying that
there is a difference, and that the latter is etqueto identify with a different set of
characteristics. This is compounded by the fact Widte artist's are never asked a
similar question, for example, is one a “white @i This focus on race is again
highlighted in an interview with Bogani Madondo (&) in which the journalist
guestions Chiurai about the fact that the gallbgt represents him is white-owned,
and the people he names as referees are two whitespors from the University of
Pretoria. Later in his article Madondo writes ttihbne were given to careless, racist
conclusions, it would be easy to shrug Kudzi ofaasexample of ‘black talent for a
white tool”32 However, Chiurai is uneasy with such assumptarsrevealed in the
same article, and at a later date in a personalereatiori® with me, that race has not

affected his choice to associate with these people.

Chiurai’s situation is reflective of what Eithne i@ describes as the “burden of
representation” (Haupt 2008: 148). She describiedritrelation to African American
cultural practice and criticism:

The burden of representation took the form of tiszaurses: the discourse
of authenticity demanded that representations shdepict black culture as
it exists in reality, whereas the second discouckaracterised every
representation as an act of delegation — blacktaréind intellectuals were
thus expected to accept the burden of speakinghéblack community in
every instance. Black artists and critics thus daaeyreat deal of pressure to
always represent black subjects in ways that wensidered to be authentic,

*Jn The Sunday Time$™ May 2005, accessed atvw.obertcontemporary.coon 28" January 2009.
% personal conversation June 2007
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representative and positive — this makes senseaaf/thip-hop references to
the notion of ‘keeping it real’ or ‘representing’.

Adam Haupt's (2003: 2) gives an example of this nvhe describes how:

The decision by Cape Town crews Prophets of da (I®C) and Brasse
vannie Kaap (BVK) to employ hip-hop in their atteaspo engage critically
with South Africa’s political reality ‘conforms witblack artist’s reliance on
African American or Caribbean material in theireatpt to construct black
nationalist narratives that rely on the notion djlabal black experience of
oppression and resistance’.

Both Rhode and Chiurai are wary of being restridbgdcharacterisations such as
“South African”, “black”, or “coloured” artist. | wuld argue that the fact that Chiurai
portrays himself in works such @&nd the Silend&ig. 5) with his face partially
covered may be a conscious refusal to expose Inplete identity as an artist for
fear of being “bottled in” (Chiurai in Madondo Z)0 Many of the figures in
Chiurai’s artworks, such as those@maceland(Fig. 6), We (Fig. 7), andb0 (Fig. 8),
have their faces partially or totally obscured, mgkt difficult to categorise them in
the realm of the black subjects that Quinn dessriBdode also exhibits a reluctance
to be labelled. His concepif “Selfinkoozament”, taken from the Venda word
“Kooza” meaning “support”, and describing a propense of one’s dignity and
integrity, can be likened to the hip-hop concept‘kdeping it real”, and possibly
embodies a refusal to compromise one’s beliefsmidsophies in order to fit into
predetermined classifications or stereotypes. Dez&¢2003: 18) states that, “Just as
the strategy of naming or self-naming and demandneguse of one’s name is a
political response, so passing as unnamed or rgfugd be named is equally
strategic.” De Souza explains that this is duen@niing’s failure or perceived failure
to cast visibility on the practices indicated bg tames” (2003: 18). It is fair to say

that Rhode’s and Chiurai’s reluctance to be “namasli’'De Souza puts it, situates
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them in a space between classification, a conditiat is symptomatic of the

diasporan artist.

Issues of Migration & Diaspora

As | pointed out in the Introduction, both Chiuesid Rhode have occupied multiple
geographies at different times, and thus are familith the condition of migrancy/
that characterises the diasporan artist. lain Qleasisuggests that:

The migrant’s sense of being rootless, of livingween worlds, between a
lost past and a non-integrated present, is pethapsost fitting metaphor of

this (post) modern condition. This underlies thentle of diaspora, not only

black, also Jewish, Indian, Islamic, Palestiniard draws us into the process
whereby the previous margins now fold into the me{Reffer 2003: 29).

As Imani Perry (2004: 15) writes, “the African desdic origins of hip-hop, as with all
black American music, allows for it to have a sklaresonance among a wide range
of diasporic and continental Africans”. Thus onedraes aware of the debt that hip-
hop owes to the condition of migrancy, consideri®gyry’s (2004: 13) preceeding
view which | quoted earlier that, “it is the vergct of postmigration fragmentation
and reintegration that explains much of the musibEauty, as well as its various
regional and international variations and inte@awdi. In this postmodern condition
of migrancy that Chambers describes, it becomegasingly difficult to define and
assign distinct characteristics to the terms ‘Glamk ‘African’. Achille Mbembe
supports this when he says:

There are those that deal with new answers to tlestmpn ‘Who is African
and who is not?’ For many, to be ‘African’ is to tsdack’ and ‘not white’,

3 Citing lain Chmabers, Nemiroff (1998: 32) arguestithis condition “involves a movement in which
neither the points of departure or those of arraralimmutable or certain” and “calls for a dwaedliim
language, in histories, in identities that are tamty subject to mutation”. She expands on thjsnega
that “migrancy is an important term in the disceuo$ displacement, literal and figurative, becaitise
shifts attention from origins to the journey itsétf the multiple intersections of identity, andhe

many crossings — cultural, psychological, and gaplgical — that constitute our sense of location.
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with the degree of authenticity being measured hen dcale of raw racial
difference. Thus, all sorts of people have a lirithwr, simply, something to
do with Africa — something that gives them the tigéso facto to lay claim
to ‘African citizenship’.

Therefore, in this part of the chapter, | will atfet to illustrate how an understanding
of concepts such as Mbembe’s ‘Afropolitan’ — ouwlinin the introduction — allow

one to extend readings of Rhode’s and Chiurai'svai. | will discuss the

interweaving of culture, how it has become charastte of hip-hop, and may assist
one to interrogate such readings that exist beyanteptions of race in a “novel
culturo-political era in which the dividing line tveeen various forms of expression
no longer appeals to the sensibilities and aspmatiof vast numbers of young and
black people” (Perry 2004: 5). Although Perry (20040) characterises hip-hop as
specifically black American music, she argues that description is not inconsistent

with an understanding of its hybridity.

Africa and its Culture of Mobility

Perry states that, “music is never compositiongllye, even as it exists within a
culture and is identifiable with a community” (2004.). | would argue that the same
could be said of the visual art world. Kathy Halbheillustrates this point regarding
the Walker Art Centre® global initiative and the exhibition ‘How Latitusd3ecome

Forms: Art in a Global Age’. She writes:

To be a more locally engaged institution, we neellecome more sensitive
to the increasingly interconnected world refleatethe demographics of our
own community: a world in which social, politicaconomic, and cultural
boundaries are recalculated daily by both anciemt mew definitions of
home, history and hierarchy... Deviating from theé&nty that dominated so
much Western modernist thinking in the twentietimtagy, we began to
visualize a metaphor more appropriate to th& @dntury: a network of

% The Walker Art Centre is in Minneapolis, Minnestss.A.
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connections with open spaces for cultural, hissdriand political debate
(Halbreich: date unknown).

This metaphor becomes very useful for my purposkisuparticularly significant as
Rhode took part in the above-mentioned exhibitian2004. In a conversation
between Philip Blithef and Baraka Seléthat discusses “current issues and trends in
global performing arts”, Sele (2002: 7) notes,&iember the first time | mentioned
‘multiculturalism’ to an African exchange artistetsaid, ‘that is not our term. We do
not subscribe to American or European intellecta@sthetic terminologies, or to your

curatorial philosophies.”

A reason that Western institutions — such as thé&k®v/aArt Centre — have become
increasingly aware of African or diasporan artisteh as Rhode, is due to “the
institutions beginning to acknowledge that theimoounities had become very
diverse and the audience for the arts was not sixely white and middle class”
(Blither 2002: 1). Such diverse communities havenbeommonplace in Africa for
centuries and this may be why the relatively new sidte concept of
‘multiculturalism’ was not entirely accepted by tA&ican artist that Sele spoke to.
Achille Mbembe (2007: 27)describes how African societies cannot be undedstoo
through the restrictive boundaries of custom aditran:

The pre-colonial history of African societies washistory of people in
perpetual movement throughout the continent. Ia ikistory of colliding
cultures caught in the maelstrom of war, invasioigration, intermarriage, a
history of various religions we make our own, ofhieiques we exchange,
and of goods we trade. The cultural history of tbatinent can hardly be
understood outside the paradigm of itinerangpility and displacement. It is
this very culture of mobility that colonisation ahendeavoured to freeze
through the modern institution of borders. Recgllihe history of itineracy
and mobility means talking about mixing, blendimgl duperimposing.

% Curator of performing arts at the Walker Art Centr
37 Curator and producer of NJPAC World festival, Néavsey Performing Arts Centre, Newark.
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One becomes aware that even before the displacehadccurred through the trans-
Atlantic slave trade, which resulted in the forroatof the communities out of which
hip-hop would later rise, Africa’s past was chaeased by movement. In today’'s
world where the old margins are increasingly becgmincorporated, Allan de Souza
(2003: 20) questions whether the term ‘diasporit & still useful. In most

discussions of diapora, it is commonly perceivedredating to a binary between
Western communities and those from the rest ofatbdd. What | would call intra-

continental diasporas and reverse diasporas — widtieral influences such as hip-
hop are returninfrom the diaspora — are perhaps more useful tools Esassiltural

production. It is from this concept that | use teem ‘neo-diapora’ in the title of this
thesis, relating to that which comes after the gbas, but also continues with a

similar flow of culture merely in a different dirgan.

Throughout this thesis | attempt to investigate mdti-directional movement and
transfer of culture back and forth, and the infleeethat African American culture, in
the form of hip-hop, has had on South African a@tiHowever, in light of the above
views, one cannot ignore the multitude of othertwal influences that are
intertwined in order to create the aesthetic seitgitthat is symptomatic of the

Afropolitan, and which enhance the artist’s us@ipfhop philosophies.

As | have already noted, Johannesburg in partidudar played an important role in
the development of both Rhode and Chiurai, and iinifact an intricate web of
cultural influences, being a “gateway” to Africadaa crossroads for people from all
over the world. Johannesburg began its developaseatglobal city with the influx of

foreigners looking to eek out a fortune on the iyesiscovered Witwatersrand gold
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fields in the 1800s. Mbembe (2004: 378) descrilmsesof these early foreigners as
follows:

Migrants to Johannesburg came from all corners haf é€arth. They
included Cornish “hard-rock men” and Australian erms Scottish and
American engineers, bankers, lawyers, adventugamsblers, schemers,
criminals, and fortune hunters, journalists, sexrkeos, refugees,
thousands of impoverished eastern Europeans (imguéolish and
Russian Jews fleeing persecution), Frenchmen.aiigli and Greeks...
They were joined by criminals, vagabonds, hustlengsicians, and other
marginal figures.

Along with these people came the migrant black wskrom neighbouring African
countries that would become the ‘superfluous bletlour’ that Mbembe (2004)
describes. This influx is the reason that Mbemhbgest “from the start, a dense nexus
of overlapping and interweaving threads connectagtancy and modernity in South
Africa” (2004: 379). Thus, just as the African Anoan communities in places such
as Harlem became shaped by the diverse socio-gulgmoups that inhabited and
passed through them, so South African cities, anglarticular Johannesburg, would
become webs of such interweaving threads. Simor@)0(2 428) highlights
Hamilton’s explanation of this transformation tH#tte process of migration itself,
and the diversified activities of migrants, shape institutional and social spaces of

the territories from which they leave and to whilely arrive”.

Whereas in the 1800s the gold rush proved to bénttial reason for Johannesburg’s

cosmopolitan transformation, the reasons for e demographics are somewhat
different today. Johannesburg is still a centre dommerce and a gateway for

international trade with Africa, and it is theseagens that make it a hot spot for
African migrant® looking to create a more prosperous life than #aitilable back

home. Post-colonial Africa has been scourged with wars and political uprisings

3 A large number are refugees from other war-tomicah countries.
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in which genocides are not uncommon, and so conggléifrica’s history as a
continent in perpetual movement, migrants are ofteoed to move at a moment’s
notice. In many countries such as South Africanglovith the large immigrant
populations come problems such as xenophobia, laeyl dre perceived to be the
reason for high unemployment and crime. Thus, asoAMalig Simone (2000: 429)
observes, many states make it more difficult touaegrefugee status. However, he
does note that:

The more [African] states try to narrow legitimalefinitions of refugee

status, the more these conceptualizations becossmrdionant to African

realities and the vast and often subtle ways incwhndividuals can be

thoroughly marginalized and immobilised... South édriis a preferred

destination because political refugee status hasebles mobility and the

freedom to seek employment and live anywhere [@ ¢buntry](Simone

2000: 429).
Thus, because South Africa is perceived as a namiéyeaccessible destination due to
its relatively strong economy and the Rainbow Natioetoric, and as | have already
pointed out in the first half of this chapter undoyment rates in South Africa are
still high, many of these immigrants are forced l®ecome entrepreneurs in the
informal sector creating economic competition fous Africans®. However, due to
permeable borders that are a feature of post-imdkgpee African nations, these
foreign immigrants are much more adept at credtiags-national trade connections
than South Africans, who have only really been eggoto international markets
since their relatively recent independence. Simometes that the foreign
entrepreneurs “base both business and residerdenge inner city contexts, and this
allows them to ‘stay close to the ground’ (Berry8&% observe the ebb and flows of

various transactions, and position themselves ennéxus of information exchange”

(2000: 436). This in turn situates the inner cigy a volatile site of confrontation

% This competition is seen to be negative, and eatho the livelihood of local South Africans.
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between South Africans and foreigners, and the pleolmia that results can be
devastating as was shown in the spate that spread Johannesburg townships,

Alexandra and Soweto, to the rest of the countifiay 2008.

Xenophobia: The Scourge of the Migrant

Living in one of the most volatile locations in Brafontein, Chiurai witnessed the
xenophobic attacks first hand. In an interviéhe relayed to me how he would not go
out after dark for fear of his safety, and how tedalied violence ensue in the streets
below, from his apartment window. Consequently mutai’s exhibition that opened
at the Obert Contemporary in Melrose Arch in Octd@08 and was entitled ‘Yellow
Lines’, he used road markings as a metaphor fordkaltant separation of public
space. In an interview with Paula Gruben (2008¢X@ains:

There are boundaries which have been created betadeires and sub-
cultures in urban spaces. The lack of integratioifsldown to fear and not
knowing how to relate to or utilise the space ftsktlseems hostile because
you feel you don't belong there, you don't know Howonsume it, and there
is nothing with which you can personally identifyttegration cannot be
forced. It has to happen organically otherwisedteupants feel resentful.

Although for slightly different reasons, this segtéon of public space is reminiscent
of the separation that took place in the South Brionthe 1970s. Tens of thousands
of Bronx residents were displaced by the Cross-Brerpressway and forced to
relocate to the South Bronx where “public housiragwooming but jobs had already
fled” (Chang 2005: 11). In the following years temsrose and the poverty and
squalor of what had become a slum, forced morehgotat join a new breed of gangs
that were becoming increasingly violent. Chang 80M) notes that, “the gangs’ re-

emergence had coincided with the sudden availplofitSoutheast Asian Heroin.”

“0 This interview took place in July 2008.
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These gangs targeted junkies who they saw as thege of the community. One can
draw parallels with the context of urban Johannegbiwhere foreign Africans are

blamed for an overcrowded informal trading sedtoe, growth of the narcotics trade,
and the general deterioration of the inner cityin{@&e 2000: 434). It was with the
ferocity of such gangs that South Africans attaclkeudl even killed people who they
suspected of being foreigners that were suppos&éigling their jobs and making
“the government authorities and the private seatowilling to invest in upgrading

and service provision” (Simone 2000: 434).

However, as Simone has pointed out, confrontatietwéen foreigners and South
Africans has been coming for some time. Chiuraicedi his concern about urban
interaction saying, “[what | wanted to show] wase tiity and the dynamics that occur
when people [from different countries and culturesime together and are

n4l

resocialised”*’. When | spoke to Chiurai in July 2087he had already begun
planning his “Yellow Lines’ exhibition, and expl&d to me that careful observation
shows various streets are divided along culturdlethnic lines where different areas
and groups of shops are frequented and owned hyleeb the same socio-cultural

group. Simone (2000: 44@xplains this as follows:

Many are forced to withdraw into tightly boundedugmses where exposure
to unpredictable situations is minimized... Solidatith one’s compatriots
then emphasizes the superiority or saliency of Hatias (of us versus them)
rather than a platform of multi-faceted social @ati

Feelings of displacement and discomfort, and thedne stay connected to one’s
“own kind” in a foreign city, are translated viwdby Chiurai through works such as

Mzansi(Fig. 9). The background of this piece shows alkbieaer city landscape with

1 Quoted in theMail And Guardian 23" May 2005.
2 This was a personal conversation at his flat imaBfontein.
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power-lines, barbwire fences and railway tracksl enthe top right corner the word
‘Mzansi’ is repeatedly stencilled. The word ‘Mzéns a Xhosa colloquialism and is
used to describe what foreign Africans call ‘thei®4*® implying South Africa, and
is used in a way that implies a sort of “promisadd’. However in the foreground
three public telephones become emblems recognidablihose who have been
separated from their home and loved ones, andegresentative of the condition of
displacement. They evoke feelings of physical sspar, longing, and the need to
keep in contact. Each of the public phones hagrettie word ‘dismiss’, ‘displace’ or
‘disperse’ emblazoned on it and “an overriding greysmay’ lurks over the
cityscape™* According to Chiurai the stencils he creates fyaduce graffiti images
and text and which were used on this piece, argfigs of impermanenég | would
suggest that this is not only due to the fact thatstencils themselves can be easily
made and destroyed, but also that the images aetedr and re-created in different
places and on different artworks as though theyhaoeved, and are produced with
full awareness that they may be “bomb¥dind covered up at any time. With this
concept of impermanence in mind, one is remindeadnathat Chiurai is in limbo,

symptomatic of his political asylum from Zimbabvand thus the displacement and

sorrow felt by the inner city migrant become tamgiip his work.

iil) Johannesburg and Other Global Localities

Rhode too is concerned with themes and issueswsudiiog migrancy in its various

forms and the foreign contexts that are relatethi® condition. When one returns to

*3 Some foreign Africans such as Zambians and Zimlealms say | am going “South” or “to South”
meaning South Africa.

*4Author unknown, 2005, ‘Charcoal RevolutioMail & Guardian, 20 May 2005 accessed at
www.obertcontemporary.coon 28" January 20089.

“> Personal conversation, July 2007.

“®When a work is bombed it means that another graffist has created a different piece over the
original piece, either partially or completely obsag it.
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his response from his interview with Catherine @reencerning his participation in
the Johannesburg Artfair 2008, one becomes awdnes afiterest in what he calls the
“different localities” that artists inhabit:

Local themes have resonated globally since manic&idrartists are living
abroad and engaging in various international diss=si It's the development
of new localities outside of our borders that wilve the greater resonance.
My interests are to examine the relational aspeeta/een these localities”.
(Green 2008: 4).

Considering this, one can compare the slightlyedéht way that Rhode employs the
public telephone as a motif, as opposed to thethatyChiurai utilises it. Rhode uses
it as a signifier of urbanity in one of his perf@ntesat the Perry Rubenstein Gallery
in New York in 2004. Goldberg (2004) relays a peedodescription of the

performance in question:

Rhode took up a position in front of a freshly greg wall, frequently

looking over his shoulder as though anticipatingt the might have to quit
and run at any time. He quickly drew the outlinés dree-standing public

telephone, adding several skilfully rendered resmivconnected by a looped
cable. He then grabbed an audience member by tlseamd had her “hold”

the illusory instrument, which she did, thus pimnimer to the wall, spread-
eagled like a police suspect. Before one couldy fathsorb the ingenious
humour of this small piece of interactive thealRbode had made his way
out the door and escaped onto the street, leavildpdpless volunteer to
contemplate how to erttkr contribution to his play.

| argue that perhaps the multi-receiver telephamimes a metaphor for urban webs
of interaction and the interconnectedness of meligiobal localities. Rhode uses his
volunteer to demonstrate how easily one can gegitawp in one of these intricate
networks. His cautiousness reflects the parano& tften accompanies urban
interactions, as Simone notes that “the commonnagsan is that overly intrusive
scrutiny or even curiosity [from an observer] coaists the possibility of enjoining
others to any given activity” (2000: 438). Chiurdescribes a similar sense of

paranoia in his interview with Madondo (2005) asamaptation he has developed
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from living in Johannesburg where “the most minafermation and details connote
some sense of vulnerability, and thus opporturatyiricursions of all kinds” (Simone
2000: 442). Simone expands on this explaining that,

What foreign Africans note the most about urbantisédrica is the degree
to which one is scrutinized in public space — have dooks, how one is
walking, what one is wearing — not to assess caomfgr to some
consensually determined urban norm, but to asseskness, either in a
person scrutinized or, implicitly in oneself inres of ‘what do | lack?’

Rhode employs the telephone again in a similarepestitledNight Caller (Fig. 10).

If one considers the title of the piece, it is @litale Rhode is playing on the fact that
urban environments are rife with the scrutiny tBemone mentions, and the only way
that one may avoid this is to conduct one’s dealifig this case over the phone)
under the cover of night. On the other hand, Rhodg be embodying the character
of the migrant worker calling home late at nighbmaer to account for the difference
in time zones, or the exhausted labourer who hakeglovery long hours thus he
slumps and falls asleep at the end of the piedbeEivay, | would argue that the
obsessive need to observe the ebb and flow of ughaimonments has consequently
become a habit of both Rhode and Chiurai, and tfescination with urban
environments has become apparent in their artwidrkough his use of the telephone
motif, Rhode creates a link between the urban ctsitee observes, from that of New
York (where the pieces were performed) to the wariather international localities he
passes through. Thus, he shows that urban envirmsraeross the globe share certain
characteristics. Consequently he exposes how euliecomes fluid and mobile in
such environments, and how this has facilitatechtioeth of sub-cultural movements

such as hip-hop.
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In an interview with Khwezi Gule foArt South Africa Rhode describes how his
work bridges gaps between these environments:

Whether | create work in Barcelona or Mexico Citgpan or South Africa,
the frame becomes completely autonomous. This alloyw work to become
relational, from the South African context to othmmtexts. The idea of
existing on the periphery has become extremely rtapbto me. How can an
artistic practice exist in an isolated geographkg outh Africa, then become
a vehicle for new artistic ideas and practicesriotiaer geography, be it a
dominant discourse, as in Europe or the UnitedeStabr other foreign
discourses (Zondi 2005: page unknown).

Rhode plays with contexts and culture in anothetkydntitled (Dream House§fig.
11), produced in Las Palmas in the Canary Islamdsyhich he references a New
Year’s eve celebratory tradition from Hillorow Joimesburg. Rhode explains that the
tradition involves people throwing old furniture toof apartment windows, and in
some cases people on the ground have been killéalling objects. It hinges on the
idea that the new year will bring prosperity andréfore ability to buy new devices
(Boutoux 2007: 34). In the piece (as with most of artworks) Rhode blurs the
boundary between that which is two dimensional tad which is three dimensional,
as the various photographic frames show him attexgpd “catch” drawn objects that
“fall” down the wall, ranging from a TV to a car.n@e again Rhode links urban

contexts in different corners of the globe.

Another point that possibly influenced Rhode’s refee to Hillbrow is the fact that it
is particularly notorious as having a high concamdn of foreign nationals,
particularly Nigerians. Paul Kirk (2000) attributdktis high concentration of
Nigerians (specifically Ibo people) to their fligas refugees from the Biafran war of

the late 1960%. The continual degradation that plagued the irsigr and which

" Kirk discusses research by University of Nataltizn) academic Tony Legget in an article entitled
‘Suffering Sleazy Hotel Syndrome’ from thail & Guardian, 4" July 2000 accessed at
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coincided with the high concentration of Nigeriaasulted in them being stereotyped
as criminals and drug lords. Chiurai also makésreace to this Nigerian presence in
the inner city. Fela Kuti, the Nigerian music icashown in a number of works such
as Fela (Fig. 12), Jozi Republic(Fig. 13) andBlack President(Fig. 14), and he
becomes a metaphor for the presence of foreigumreuin the city. This is especially
poignant as a tell-tale sign of one’s location,lwi¢gard to the invisible boundaries
that define different socio-cultural areas on tldewalks, is the music coming from
the adjacent shop-frorifs A line of text on one of his more recent seriegaturing
the faces of controversial black political figugsch as Thabo Mbeki, Jacob Zuma
and his Favourite ‘Uncle Bob’ (Robert Mugabe) —de&-ela Kuti gave me syphilis’.
Considering other text included in the pieces, sash the line “Lolo’s date
disappoints” covering Zuma’s cheek (a referenceht rape charges laid against
him)*, or “Africans manufacturing poverty” underlining udabe’s face and
“shopping for democracy” which accompanies a hadrohissiles (a reference to the
Zimbabwean president’s arms purcha$ehe comment regarding Kuti and syphilis
may be a comment on the perceived negative infliénat foreigners are having on
the urban landscape. However, this reading mayndxteeper as Kuti is in fact a

hero of Chiurai's, and thus he is possibly critguithe negative accusations targeted

www.gueensu.ca/samp/sampresources/migrationdocsfoemtmentaries/2000/hotel.hon 28th
January 2009.

“8 personal conversation with Chiurai in July 2007.

*9In December 2006 Zuma was charged with raping geait old family friend who was HIV positive.
Zuma denied the charges and was found not guilkfag 2006. The timeline of the trial can be found
on the Mail&Guardian website atww.mg.co.za/article/2006-03-21-timeline-of-the ghezuma-rape-
trial .

Y In May 2008 a Chinese cargo ship believed to bbeyicey 77 tonnes of small arms including
ammunition, AK47 assault rifles, mortars and rogietpelled grenades docked in Durban harbour, its
shipment destined for Zimbabwe. The Chinese govemiis an ally of Robert Mugabe and the
shipment raised fears of impending war in Zimbalwkéch was suffering from an economic
meltdown. More details can be foundwatw.guardian.co.uk/world/2008/apr/18/china.armstrad
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at foreign migrants that many urban South Africaméve made in order to justify

xenophobic violence.

The inclusion of railway tracks and coache$@fa (Fig. 12) and in other works such
asCongestiorn(Fig. 15) further suggests impermanence and thalityoof journeying
migrants, as well as the imports they bring witenth— good or bad, cultural, sexual
(syphilis) or otherwise. Considering the title Bepatriation(Fig. 16) — the term
concerns laws governing the movement of immigramithin a country and
encompasses regulations regarding deportationegfall immigrants — the coaches in
the work also become a reminder of the precaricistence that many immigrants
pursue, always aware that they could be removed tite country at a moment’s
notice. They become symbols of the way that inngr culture is fluid and by
extension, how people’s lives are always in a statiux. Although in reference to
the title of Chiurai's exhibition “Yellow Lines”, @iben (2008F argues that road
markings become a metaphor for boundaries, | wtaké this further and propose
that they perform a paradoxical double purpose@pads may stand in as signifiers of

the way that travel and movement is directed betvaitéerent locations.

Another feature in many of Chiurai’'s works that ke® a sense of ephemerality in
relation to one’s geographical locations is theekessness of many of his figures. In
the earlier part of this chapter | discussed hiskimg of his own face in relation to a
reluctance to be stereotyped. However, | would artiat the masking of figures in

numerous works such &ghy Wait(Fig. 17),Lucky Star(Fig. 18),Repatriation(Fig.

*1 Seewww.infectingthecity.confor information and details of tHafecting the Cityperformance
project which took part in Cape Town from the 21he 27 of February 2009. It was a festival of
collaborative site-specific artworks focusing oe tiroad theme of “home affairs” and interrogated
citizen/immigrant, insider/outside relations angliss surrounding exclusion and xenophobia.

%2 Taken from the Obert Contemporary website/w.obertcontemporary.coon 24" November 2008.
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16) andGraceland(Fig. 6) refers to the fact that in a conditionmoigrancy which
characterises urban environments, one is neveplace long enough to form lasting
social relationships beyond those needed to famlieconomic gains. It may also
refer to the large numbers of people concentratedrban environments and the
consequent difficulty in recognizing individualshi$ too supports Simone’s (2000:
436) view of migrants that, “an ambiguous ‘front][a way of forcing their potential
customers and suppliers into revealing more abdwir trespective abilities,
knowledge and styles, so as better to manipulam’'thPerhaps it also evokes the
sense of freedom that Mbembe (2004: 390) descwbes he notes that:

Johannesburg, for many blacks who migrated thefieredl a sense of
cultural release, a partial state of freedom, iaion, and ease. The
potential for freedom rested as much on the serfkmsyof urban experience
as on the contingency and unpredictability of edagylife.

Both views come together to support the fact thadiasporan communities such as
those that occupy much of inner Johannesburg, S@k is in constant formation
through discursive intersections of and with lomatiand both Self and ‘location’ are
constructed as much through fantasy and desirérasigh physicality” (de Souza

2003: 20).

In his discussion of diasporan artists, de Soug@3pgives a reading that identifies
their mode of operation as very similar to the mcigy migrants that Simone (2000)
describes. De Souza (2003: 21) argues that:

Some artists live in multiple locations, commutimetween one continent and
another for professional reasons. These artistspeaform “Americanness”

and “Asianness”, as well as neither-one-but-bothe Two former choices

suggest passing, attempted infiltrations that cdreyconstant anxiety of being
uncovered.
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This constant anxiety connects to the paranoia @tatrai described and which
Rhode employed in his public phone performance.d@hm particular (but also
Chiurai on a regional scale) takes on the roleoohmuter, as he moves between his
current base in Berlin, his gallery in New Yorkyieas international exhibitions, and
returns “home® to South Africa in between. This claim of multipéeations is at the
centre of the value of diasporic artists, as dez8qR003) sees it. He argues that,
“they construct for themselves new identities, whidckle down into the societies
around them, [and] they also expose and decongtrase pre-existing identities that
would otherwise remain naturalized under the clobkhe nation” (de Souza 2003:
21). They do this in order to “counter particulationalisms, fundamentalisms, and

xenophobias” (de Souza 2003: 21).

John Peffer (2003: 30) argues that diasporan’ssastbubly priviledged and doubly
burdened, a condition similar to that of the bl&ckerican hip-hop artists discussed

in the first part of this chapter. He expands as $aying:

Their condition as transnationals gives them imptbaccess to international
structure for education and exhibition, and thespaee in two worlds in the
manner proposed long ago by Du Bois. Their visibrthe world is thus
privileged because it is more circumspect. Thesibility is also greater than
that of most artists residing in Africa, since thegve better access to the
platforms for exposure afforded by the (mostly estoriented) circuit of
international biennales and exhibitions (Peffer2@D).

Due to Simone’s (2000: 442) view that “Johanneskag@n urban system seems to
act like an ‘immigrant’ in its ‘own’ continent”, @n though Chiurai still resides in
Africa he is able to perform the same role that dRhdoes, as an interrogator of

different urban localities. Both artists become sets through which the flow of

3 There is a vast amount of literature on the conoéthome”. For more see lain Chambers’ book
Migrancy, Culture, IdentityLondon: Routledge, 1994, especially Chapter itledt' An Impossible
Homecoming’, and much of this literature moves lmeya fixed, stable sense of home.
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culture is interpreted as they in turn become phthat flow. The ambiguous space
they occupy is a questioning space where, as R&Pe3: 32) agues, “one may object
to reductive concepts of identity”, and by questignsuch concepts and stereotypes,
attempt to break barriers across cultures. Thisngithen flows into the philosophies
that they (diasporan artists) employ when produthey artwork, and it is here that
their work begins to inherit a hip-hop aesthetikilip Blither touches on this in his

conversation with Baraka Sele. He observes:

I'm thinking specifically of the form’s (hip-hop) I¥ aesthetic, its natural
cross-disciplinary hybridity (mixing movement, mustext), and how the
meaning and relevance of an essentially local/rediphenomenon has been
effectively rearticulated through the cultural gestives of artists around the
globe (Blither 2002: 9)

Considering Blither's comment with regards to crdsiplinary hybridity and its

links to reinterpretation in various geographicakdtions, one may remember
Mbembe’s notion of the ‘Afropolitan’ as possessm@gnique cultural, aesthetic and
historical sensitivity born out of the interweaviafjcultural influences. It is with this
sensitivity that the Afropolitan interprets andearmbgates the world around him or
her. As such, the next chapter will take a closmklat the city spaces, and in
particular Johannesburg, around which the arti86sk is often focussed. In order to
understand how Chiurai and Rhode employ their Adhtgn sensibilities it is

important to interrogate influential factors such @olitics, crime and violence that

shape the artists’ surrounding city spaces.
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Figure 1: Examples of graffiti in and around Johesburg city centre
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Figure 2: Kudzanai Chiurai, 10 Years
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Figure 3: Kudzanai Chiurai, Sex
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Figure 4: Robin Rhodé,eak
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Figure 5: Kudzanai Chiurai, End the Silence
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Figure 6: Kudzanai Chiurairaceland

Figure 7: Kudzanai ChiuraWe
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Figure 8: Kudzanai Chiurai, 50
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Figure 9: Kudzanai ChiuraMzansi
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Figure 10: Robin Rhod&|ight Caller
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Figure 11: Robin Rhodé&Jntitled (Dream Houses)
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Figure 12: Kudzanai Chiurdkela
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Figure 13: Kudzanai Chiurai, Jozi Republic
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Figure 15: Kudzanai Chiuraongestion
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Figure 16: Kudzanai Chiurdrepatriation
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Figure 18: Kudzanai Chiurdiucky Star
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Chapter 2: “Big City Life”

. The City and its Cultural Spaces

Approached from both east and west, Johannesbut@.(dozi), the City of
Gold, presents a lyrically beautiful cityscape; thieg between ridges and
flanked by dumps of gold mine effluvium that havewn into the landscape
as hills, it rises up as a characteristic vistaer€hare the fifty stories of the
Carlton Centre alongside, in this long view, theix®n Tower, still
broadcasting signals. Over there, the outline of rednstruction, cranes
gracefully picked out in relief against the skytlas World Cup 2010 stadiums
take shape. The serrated edges of the city’'s skyscrprofile, framed by
highway overpasses and the natural landscape,usr@ lmere and there with
Christo-like, building-sized advertising drapergcognisable as one draws
nearer. Gradually, another city looms up — murdgital of the world, walled-
in suburbs, rampant gun crime, drug-running, phastin, homelessness,
AIDS, poverty, money, energy, art. Welcome to J(&ey 2008: 14)

As | observed in Chapter 1, Johannesburg was aikgy concerning the inscription
of apartheid’s legacy onto the landscape, anddtaar that this inscription is not yet
erased. There is hope though, as Mbembe (2004: d@ggests that, “despite all
appearances to the contrary, the fabric of thealamty is in the process of being
destroyed”. However, in the process of these tledming unwoven, new webs of
interaction are being developed. The space of itfyeiscbeing reorganised and — as
Chiurai attempts to illustrate in his ‘Yellow Liriesxhibition — new boundaries are
being defined, although they are drawn along digtiifferent lines. The metropolis,

as Mbembe (2004: 400) describes it, “is fundambntdragmented and

kaleidoscope.” It becomes a space of contrasterevtrime and poverty exist in the
shadow of development and progress, where desdgmegamd independence have
opened the way for xenophobia and the accompangolgnce, and where constant
movement and urban flux are directed by barb wird security walls. However,

through this “experience of fragmentation and tlenptations that may never
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achieve coherence, the play of intervals enableyewe to construct his or her own

story of Johannesburg and form memories of plagigembe 2004: 404).

James Sey (2008: 15) highlights the way that artisparticular employ the city as a
space about which to construct narratives or siofldrban artists work in a plethora
of modes, using the city to produce discourse a&fidg practices in many different
subcultures ... Music has a role with all of the laages, loyalties, spaces and fashion
it provides”. Thus it becomes apparent that musid art go hand in hand in the
Johanesburg context and, | would argue, also thanucontext of cities the world
over. So too, by extension, the same is true outhan spaces that hip-hop and rap
music take as the foundation of their cultural priebn. Just as Murray Forman
(2004: 203) argues, “in the music and lyrics, thg is an audible presence, explicitly
cited and digitally sampled in the reproductiontieé aural textures of the urban
environment”, so too does an experience of the amiy its textures become tangible
in the visual sense through Rhode’s and Chiuratwaks. In fact, along with the
contestation of space mimicked by Chiurai’'s buaylmation of media in his pieces,
the connection between music and art in the cityrésvn out by Gus Silber (2007)
when he proposes:

To look at them [Chiurai's artworks] is to hear nwugshe trigger-happy
pulse of hip-hop, the sour janglings of African tguj the meandering
doodles of modern jazz. The galleries call thig ebthing mixed media, but
the real medium is the mix of life in the city.

Chiurai occupies the position of the diasporarsgrthe interrogator of identities as de
Souza (2003: 21) suggests, and his main focusisitiban environmentle suggests
this in an interview with Rebecca Kahn in 2005m‘lan outsider in Joburg, so | get to

see things that other people don't, | like obsegrwrban interactions.”
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Even though Robin Rhode is now based in Berlinadabsburg too has remained one
of the main sites of his creative inspiration (Rdbkal 2008: 10). From his early days
working on the streets of Johannesburg when heedtanaking art, to nowadays
when he exhibits in locations across the globestile uses Johannesburg and its
urban makeup to inform his interrogation of othacdtions and their histories. Sey
(2008: 16) makes a link to Mbembe’s notion of titg as a space in which stories are
created, when he observes that “it is in the ititexkspace between the planned and
the visible nature of the city, and its street lesgltures and practices that Robin
Rhode’s work takes root ... in particular, it takestrin the streets of JoZf* This
influence of the urban environment on Rhode’s amtu@i’'s art is what | wish to
investigate further and link to the similar waywnich rap or hip-hop artists situate

their work in relation to the city.

Discussions of the Spatial Politics of Hip-Hop Relation to

Rhode’s and Chiurai’'s Use of Graffiti

Rap music is bound to its urban context, and tleeifipities of place become of the

utmost importance in the consumption and productibit. This became especially
evident with examples like the East Coast/West Cfeagl that was sparked by the
deaths of Tupac Shakur and Biggie Smalls (a.k.&. Nbtorious BIG). Due to such
feuds and the posse strucfliréadapted from that of Jamaican gangs) employed by
producers and record labels, the production ofrnaic is very localised and varies

distinctly from place to place. As Public Enemy'il€k D suggests, “rap has

**“Jozi" is a nickname used by South Africans whefemring to Johannesburg.

%5 This concept has grown out of the link betweenmaysic and gang culture, and is a result of the
influence of Jamaican sound systems on early hjp-hdvas adapted the terminology and gang
imagery and has placed importance on the link batvmme, turf and identity and is expressed in the
term ‘keepin it real’ linking an artists raps baokhis ‘hood.
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different feels and different vibes in differentrigzaof the country.” Thus it must
follow that different places imbue these vibesha music. So too does Johannesburg
inject a vibe into Rhode’s and Chiurai’s artworlhd@le describes the way that it does
this for him: “Even though the frame of the workastonomous in that the viewer
cannot completely pinpoint the geographical locgtithe feeling of fear and
uncertainty affects the working process completéey 2008: 25). These feelings
are a product of working in such environments agtén in Johannesburg which Sey
(2008: 22) describes as, “a hard and mean-streeés-city suburb, characterised by
street vendors, squatters in ramshackle houseg,rdnming and, at its edge as it rises
over one of the city’'s many ridges, spectaculawsi¢o the horizon — a classic Jozi

contradiction”.

It is such contradictions and a “multiplicity of was in this divided city” (Bremner

1998: 63) that makes “Jozi” so attractive to asti§ey (2008: 18) notes that the city’'s
fractured edginess, born of its troubled historyigat makes it a fertile site to open
up discourse around urban politics, and as suttastthe highest concentration of
artist’'s studios in the country. Chiurai’'s studeoamong these in Braamfontein near

Newtown, where Rhode has also worked.

Urban politics are a main concern of hip-hop asttsb, and one of the four elements
of hip-hop®, graffiti, is a means by which the city space igamized and contested.
This is a consequence of the gang culture which mf@sn the inner city suburbs

where hip-hop had its beginnings. In fact as Forifzf94: 203) notes, there was a

transition from gang orientated affiliations (fordharound the protection of turf) to

%% As a reminder, the four elements are DJing, rapgineakdancing and graffiti.
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music and break dance affiliations, which were oesfble for preventing many
youths from becoming part of the violent gang a@fubut which still placed
emphasis on systems of territoriality. GrandmaBtash a founding DJ of the early
hip-hop scene in New York notes the way that, ljustgangs, hip-hop sound systems
laid claim to their own turf:

We had territories. It was like, Kool Herc had thest side. Bam had Bronx
River. DJ Breakout had way uptown past Gun Hill.9dly, my area was like
138" Street, Cypress Avenue, up to Gun Hill, so thatalehad our own
territories and we all had to respect each othemign 2004: 202).

The link to gang culture has grown more explicithathe rise of gangsta-rap and the
west coast hip-hop scene based in Los Angeles.t®thee more localised production
system which | noted earlier, significance of temy is as important as ever. As |
pointed out in Chapter 1, this competition for spge&ca common feature of any high
density urban environment anywhere in the world| aith the global popularisation
of hip-hop, graffiti has become commonplace in maitigs, Johannesburg included.
Some of this is a result of vandals looking for @pportunity to deface public
property, some is an outlet for creative minds logkfor alternative forms of
expression and some is inevitably still linked e strict demarcation of boundaries
marking inner city gang turf. Rhode creates manhisfartworks on the same walls
that are used by graffiti artists in central Jolesfurg, and he took this modus
operandi overseas with him for his recent exhihitad London’s Hayward Gallery.
He created an optic environment (Fig. 19) usingepeated pattern of geometric
diamond shapes on the walls of the undercroft & @Queen Elizabeth Hall at
Southbank Centre, a world renowned site for skasrders and graffiti artists since
the 1970s (Fig. 20). Rhode notes that similar pehHap, the piece’s “main issues have

a lot to do with reclaiming space and its meanthg, function of the realised wall
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drawing and the politics within the various subgrds that exist within the given
space”. However, unlike hip-hop graffiti his contes not to own the space in any
conceptual way but rather to just highlight it (Bothal 2008: 53). This choice to
create an international work concerning the coat@st of space through wall
drawing and graffiti was most probably sparked kyegiences he had while working

in Johannesburg.

In 2006 one of the walls that Rhode frequently usedohannesburg began being
used by local graffiti artists. Stephanie Rosenttesdcribes how Rhode was “unable
to persuade them of the importance of his own drgsi which they regarded as
substandard” (2007: 11). She notes how Rhode |lgaeedrawings on the wall and is
interested in how people react to them, obsenhag)‘tif the graffiti artists ‘bomb’ his
drawings he comes back and ‘bombs’ their piece®0T2 13). She also references
Rhode’s view that this sort of thing has been hapuefor years in Johannesburg.
Thus Rhode is clearly familiar with the subculturaties of graffiti. By producing his
work at the Southbank Centre, which had already leembed’ beyond recognition
by the time | visited the site in early Decembed@0he shows a keen awareness that
there is an international link between such coddsre graffiti artists compete for
space across the world. The value that such awssdras given Rhode is highlighted
when Michele Robecchi (2008: 88) notes that he tlfhis exposure to the graffiti
community has been significant in giving him a eetinderstanding of his position as
an artist”. This is a result of the fact that hes Heeen labelled a “street artist” or
“graffiti artist” (Boutoux 2007: 31) by much of th&outh African Fine Art
community, but is not seen as such by the gradfitists with whom he interacts,

leaving him to contemplate the in-between spaceht@accupies.
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Chiurai’s position as an artist is also blurred tluéis performance of the dual role of
both street and Fine artist. He is also familiathvthe practice of graffiti in public
spaces as he frequently ‘tatfsa wall near his studio in Johannesburg. Although
Rhode’s work usually consists of simple line draygrvery different from the large
fresco-like compositions that many ‘grafartists produce, Chiurai's work is more
conventional in style. He uses stencils to cre@erés and motifs that comment on
political and economic issues (Fig. 21). Thus Cdiiar graffiti pieces perform a
different role to Rhode’s, taking on a more conwardl purpose with regards to the
canon of graffiti and hip-hop art, usually foundexl political agendas, be it spatial
politics, social politics or governmental politica/hile 1 will discuss the aspect of
resistance art in relation to both artists latethiis chapter, it is interesting to note at
this point that Chiurai transfers some of the insafem his street works onto his
Fine Art paintings and mixed media pieces. For eamthe wild dog inBlack
President(Fig. 14), the masked gunmanShopping for Democrady-ig. 22) and the
flaming head of Robert Mugabe, seen in a lot ofdadier work, were all stencilled
onto the very same wall that he tags in downtowradaesburg. Therefore one could
argue that a direct link is formed between his eanand the physical space of the
street, as the painting becomes a mirror of theest@ind vice versa. This link extends
when one considers that the flaming head motifige &cluded on some of the T-
shirts Chiurai produces, reflecting both the straed studio in another interesting

way.

" Tagging refers to leaving ones individual markaisense, a signature.
8 Graf’ is a slang abbreviation for graffiti.
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A more tangible connection between the dimensidibe street and the artwork is
obvious in Rhode’s work, as the city and its pavetsi@nd walls become his canvas.
Although the narrative of Rhode’s pieces focuses tb@ protagonist and his
interaction with the drawing on an urban surfabesé surfaces that he chooses tell a
story too. As Rosenthal (2007: 11) suggests, “thleyays contribute something of
their own history, conditions, inherent structurasd colours.” Early works such as
New Kids on the BikéFig. 23) andStone Flag(Fig. 24) were produced in the
backyard of his parents’ home in Johannesburg arslich works the shadow of a
washing line can be seen. Rhode notes how thiscdy@outh African landscape with
the sun-baked concrete outdoor floor/ground whigh leen stained over the years by
dog urine and washing powder ... recreate[s] an obbé& universe” (Rosenthal
2008: 48). This analogy of the microcosm within timan environs stands as a
reminder to us that space is precious in the city many daily activities overlap in
city spaces, where there is no room for spaciouslega or rolling lawns. This
experience of cramped conditions is something ldrads a tension to Rhode’s work
and this tension is a result of “the interactiorthed performing body and the marked
surface of the city wall, or its asphalt that uki®¢he ludic power that Rhode draws
from the urban landscape” (Sey 2008: 21). He sugdbkat the “matter” of bricks and
concrete “become a metaphor for construction anidibg, while touching on ideas
of violence and vandalism” (Rosenthal 2008: 48)e ©auld argue that a very similar

energy is communicated through hip-hop music as wel

Characters on the Street: The Space of Pedoo®

Hip-hop is a phenomenon that is most potent irptiesent. The live energy that fuels

the improvisational raps of an emcee, or the figsats of a DJ in a live battle is
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something that can never be identically reproducdbe studio. This is backed up by
Robecchi’s view that:

Hip-hop’s power is predicated on its immediacy. Bdie moving images
similarly work on the moment, and what is left aftee artist is finished his
work is little more than marks on a wall. TheireliEeases to exist once the
human presence is gone (2008: 88).

Just as the hip-hop performance looses energywemio the studio, Sey argues that
inserting Rhode’s performance pieces into a galgggce “can bring an unwelcome
sterility to the interaction.” In fact Peggy Phelgi993: 146) argues that
“performance’s only life is in the present”. Sheegoon to argue that once it is
documented, saved or recorded and begins to “geatec in the circulation of
representationsf representations... it becomes something other tleaforomnance”.
Even though Phelan’s boodnmarked: The Politics of Performanapecifically
focuses on performance art such as Rhode’s, iddoeilargued that the same is true
of any live act, including musical ones such ashop performances. Phelan notes
the importance of the audience as the ‘Other’ ané could suggest that it is the
presence of the audience which is the most cri@&hent linking both forms of
production. In both Rhode’s street performances laredemcee battles, there is a
nervous or excited energy in the audience duestantertainty and anticipation as to
what will happen next. Just as rappers rely onatldience’s response to direct their
improvisation — and often they interact with and oat to the audience — so too does
Rhode rely on audience interaction, often unexpgetle the audience themselves.
Just as with the telephone piece that | analysederirst chapter, where an audience
member was chosen by Rhode to interact with hiwidgaand left to contemplate the
awkward consequences, so too does he employ sttatstan the street with random

passers-by. Rhode explains his fascination withuthgredictability of dealing with
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street audiences: “People from the street are moionally and physically engaged
than any other audience... | feel that this coulderse the role of the voyeur from

being on me, the subject, back onto themselvedliGB2005: 91).

An example of such an unexpected interaction iy in a discussion Rhode has
with Thomas Boutoux concerning his wadkggla(Fig. 25). The work involves the
protagonist as a sort of street clown or magicidm wuggles’ painted black circles
on the wall. When he catches them they seem tohattathe ends of his arms where
no hands are visible. This piece was created onwilé of an old restaurant in
Johannesburg. Rhode used to walk past the wall @slé and since that time the
restaurant had become a panel-beater’s shop, angalhin question was used to test
spray guns. Rhode found the place desolated, and prieparing for the piece he was
about to create, became nervous about two men ingttim from the other side of
the road. They were waiting to get jobs at a factoearby and Rhode ended up
employing them to help him paint the wall and cedait piece. He notes that it added
another layer to his piece expanding the possdslitfor audience interaction
(Boutoux 2007: 34). Although it is debatable whetiie men could be considered as
an audience in the conventional sense, the fadt tthey as passive bystanders
unexpectedly became actively involved in the cosatof the artwork, creates the

extra layer Rhode is talking of.

A similar thing happened in 1999 when Rhode perémrane of his bicycle works in
downtown Johannesburg. Rhode had drawn a bicyckewall and was attempting to
ride it when a security guard came from nearby la@iged Rhode to climb onto his

drawing, after which the security guard also attedo ‘ride’ the bike. Rhode noted
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how suddenly the viewer became part of the worgt, as the audience becomes part
of a live music act. Rhode performs the role oy ciharacters like the security guard
in other performances such @ar Wash(Fig. 26) in which he draws the outline of a
car on a wall and becomes “a parking assistangjoard/windscreen washer, the
seemingly ubiquitous male character found in eveban grid in the country” (Hobbs
2001: 18). He has performed this both at the Sédititan National Gallery (in the
car park at the back) in Cape Town and the Walk#rCentre in Minneapolis, once
again bringing the street into the gallery andihligkurban contexts across the globe.
Although the car guard is a slightly different pmra, he occupies a similar position to
the gangsters, hustlers and pimps that featurg#hdp tracks. As | will discuss later
in relation to Imani Perry’s (2004: 14) notion dfetblack outlaw, these fantastical
personas have become glorified and celebrated ngsga rap songs, however, such
urban characters were commonplace in the ghetto®fowhich hip-hop originally
emerged. As such many rap artists do actually comnee daily contact with such
characters and, therefore, include portrayals eitin their songs. Thus the car-guard

in Rhodes piece also becomes part of the urbars¢ape in a similar way.

Although Chiurai does not literally create his Filug works “onto” the city itself as

Rhode does, he utilises the cityscape in a moreeasdional way as subject matter.
He still employs representations of the charaatétke city, and other similarities can
be drawn between his representations of it anchbfds discourse surrounding street
life. In his piece,We (Fig. 7), he portrays the figures of three strel@tdren “that

bridge the gap between a starkly divided compasitan one side a white-washed
canvas and on the other a darkly hued urban Jokbuarg landscape, rendered in

expressionist strokes” (Green 2007). As Green neohese individuals do not fit into
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the scheme of urban renewal and once again bambdsnce to the marginal figures
described in rap-lyrics. These characters becoramcteristic of, and stand-in for the

city space.

Blurred Lines: The City as Subject

As | suggested earlier, Chiurai’'s pieces becomereonof the cityscape around him.
They are accurate depictions of his immediate enwrent and although Rhode’s
inner city performances are inspired by his histand heritage in Johannesburg,
Chiurai still occupies the spaces he depicts oneangnent basis. Many of his
‘Yellow Lines’ pieces — and indeed much of his poer work — was inspired by, and
created from images he has captured photographidalithe streets around his
apartment as well as the views from his studio.ritnp example is the piedéWrite
What | Like (Fig. 27) in which some viewers may recognise téeern in the
background which is situated on Pritchard Stred, \&hich | noticed as | drove past
recently on my way to interview Chiurai. The viewpitcted inOpportunity(Fig. 28)
may also be easily recognizable to anyone who ¢@set from the Nelson Mandela
bridge towards the city in the direction of Parktostation, which is situated just a
few blocks from where Chiurai liveslO Years(Fig. 2) is an example of a
representation of the view from one of Chiurai'sdsd windows, and the more time
one spends in this area of the city the more ooegrazes imagery taken from local
billboards or signs, which are overlaid onto sorhée busier hybrid cityscapes that
the artist depicts. It is this mixture of signs aighifiers that Silber (2007) describes

as the mix of life in the city.
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| would like to suggest that although | have argtret Chiurai depicts the city space
in a different way to Rhode, there is a connectitimch can be drawn out in relation
to Rhode’s modus operandi. Although Chiurai’'s mixaddia works are not done
onto city walls in the way that Rhode creates hn&nihgs, his canvases are extremely
large and sometimes, as in the case of triptydtes dipportunity which measure
220cm by 360cm, their dimensions are wall-like aaywThus Chiurai works in
similar dimensions to Rhode and so, as his reptasens of the cityscape take shape,
these dimensions echo Rosenthal’s (2007: 11) natidhe city as canvass, or rather
in Chiurai’s case, the canvas as city. This beaes enore resemblance to Rhode’s
work, when Chiurai inserts text or images on toghwse cityscapes to facilitate a
critigue or comment on the environment onto whisbythave been inserted. These
function in the same way that Rhode’s drawings cemnon sub-cultural codes of

the environments into which they are inserted.

This theme of sub-cultural codes and their relationeach other and the city is
explored further in the catalogue-come-magazinet tl@diurai produced in
conjunction with his ‘Yellow Lines’ show. When disgsing the concept with
Chiurar®, he explained to me that his intention was tot@wiarious other cultural
practitioners to contribute some form of expressiommunicating their views on the
concept of ‘Yellow Lines’. By extension a discoursrild be created surrounding the
implications that the concept has for modern daytlséfrica, and indeed Africa too.
In the ‘Ed’s Note’, Mbali Soga (2008: 6) explairteetconcept of ‘Yellow Lines’ as
“an urban contemporary take on the lines that dhadd define us as humans... The

yellow lines control the populace, they tell youes to go, where you're allowed to

% This discussion came from a personal conversatiaa with Chiurai at his flat in Braamfontein on
the 9" February 2009.
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go and where you're not — in sum controlling anfluencing us”. The result is a
vibrant combination of work from some of the mositting-edge graffiti artists,

fashion designers, photographers, graphic designarsl writers that call

Johannesburg home and situate their work in reldgbahe city. The works deal with
a multitude of topics and “the major themes thatthrough the body of work include
xenophobia, the city, identity, music, religion dich” (Soga 2008: 6). These are all
meant to create a discourse that compliments ocareds a reading of the artist’s

work, which is shown at the end of the catalofue.

This cross-disciplinary hybridity reflects that bfp-hop as described by Blither
(2002: 9). The subculture is referenced directhd &s influence can be seen in the
catalogue through the graffiti of Faith47 and theting of Soweto born MC Ben
Sharpa “who pays homage to the best socially consdyrical traditions of hip-hop
with his solo offering”, while he discusses the gowf music as a tool for affecting
social change (Soga 2008: 3). It becomes evideotgn the juxtaposition of such an
article with the composite cityscapes of photogemplbeorge Mahashe, or the
animated fashion shoot of ‘The Smarteez’ — a yocoigective of 20 Soweto-born
fashionistas — that music, hip-hop and art flowetbgr in their varying currents

through the yellow lines that direct life in theyci

Deutsche notes in a study of the public art sceanBaw York that “the city is an
environment formed by the interaction and integratf different practices” (Klopper
2000: 191). Sandra Klopper continues to explain thahis notion “the city is the

product of social practices, rather than a spacenate from above by state

€0 Chiurai conveyed to me in a personal conversdtlohannesburg"9February 2009) that he intends
to produce such a publication regularly, in confiorcwith his subsequent shows, as a platform for
young intellectuals and artists to share their giew the subject in question.
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institutions.” This aligns with Soga’s observatitat these lines are created by us the
city dwellers, and that they are formed ratherde®logical constructs than physical
entities themselves. Thus as one can observe, tmeseen lines are created by
various groups and are not necessarily concurréhttive agendas of government or
municipal authorities. In fact very often theseomfal lines have a sinister root and
are set up to facilitate criminal or antisocial &elour — as Soga writes, “they tell us
where we’re not allowed to go”. As | have alreadggested, hip-hop has a notorious
link to gang culture and crime, and it is no set¢hatt Johannesburg is one of the
crime capitals of the world. It is therefore im@ort to extend one’s reading of
Rhode’s and Chiurai’'s art to encompass its possiBlerences to a criminal
subculture apparent in the city, and how this caepao the way that hip-hop has

engaged with the themes of crime and violence.

. Crime and Violence

In contrast to Klopper’s (2000) notion of the pretsday city space as a site defined
predominantly by social interactions, very slighéiifected by government agendas,
Johannesburg, as an apartheid city, was strictiyrolbed by the state and its laws.
The organization of city space was a prime weapothé apartheid government’s
battle to maintain racial boundaries. In such aednthere was a survival imperative
that dominated, and often, as Lepecki suggestg S$thbaltern’s active, agile and
imaginative engagement with the world was cashasnanifestation of a dangerous,
rebellious — if not plainly criminal — characte2Q07: 23). Thus suspicion and fear
dominated the city space. As | have noted alretidybreakdown of these boundaries
with political independence has left space for ot@ups, powerful enough to take

advantage of this culture of fear, to reorganizeirttown informal boundaries.
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Bremner sums it up in one sentence: “a new citgngerging, in which certain of
apartheid’s social and spatial divisions are belegpened, at the same time as other,
largely illicit ways of controlling, managing, angsing urban space challenge its

rules” (1998: 62).

If one doubts the existence of such feelings of feat link to a criminal subculture,
one only needs to take a look at some of Chiuraitgscapes such as those in
MoneylenderqFig. 29), Graceland (Fig. 6), 10 Years(Fig. 2) andWe (Fig. 7), to
begin to get a feeling of discomfort. The harshdexing that Chiurai uses to illustrate
the city buildings makes their aesthetic similathtat of prison architecture. The dark
insides, with no light escaping from within, look though the many windows were
those of cells containing criminals. Another imnadi link between many of
Chiurai’s cityscapes and Soga’s notion of the aidya combination of spaces from
which some are restricted, is the complete abseheepopulace, or the inclusion of
solitary ghostly figures. This is in stark contrasthe bustling throng of people that is
characteristic of the streets of downtown Johanmgsbls Chiurai creating a

representation of a city of exclusions? | wouldugrgo.

This feeling of fear or danger filters through Rasdwork as well, stemming from
his fascination with his subject, as he puts it, parsonal experience of rough
Johannesburg neighbourhoods and its criminal stuedl (Smith 1999). Lepecki
(2007: 20-23) explains the reason for this sensemgfending danger when he
describes Rhode’s process of creating gallery work:

In several of his performances he shows up at a tirhen the gallery or
museum is filled with members of the public, pushissway into the crowd
with the directness of a fighter, or maybe of agham, performs an action
usually around the creation of a drawing or a [ranon an empty wall, and
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then leaves. Get in, do the job, get out. Fasheesho one ever knows what
the future may bring... It is almost as if Rhode james the gallery space for
a crime that is about to take place, and if théegais a scene where Rhode
performs, this scene in not totally dissimilar toreme scene.

As Bremner (1998: 63) points out, public interaetio urban South Africa is marked
by caution and suspicion. The reason for this cautind suspicion can be linked back
to the influx of migrant workers and their needfited a niche in the competitive
environment of the inner city. Due to the post-ipeledence mass migration to the
city centre, there are extreme conditions of ovewding, and even with a massive
informal trading sector much of the population aremployed and have become
disillusioned, some being forced to make a livimgnf involvement in criminal
activities. Bremner highlights the fact that cohwbdevelopment is no longer in the
hands of the city’s officials (1998: 52). She #tlites this to the abandonment of the
inner city by property owners and capital holdeng$eeing its demise from about the
mid 1980s onwards, and she notes that “its econaani social base is now
substantially outside the law”. This extreme divimween the rich and the poor has
also contributed to a rise in the more organizealewit crime that has become
common in the city, and also reflects conditionsaimumber of cities across the

Atlantic.

A Brief History of Hip-Hop’s Ties to Gang Cult

As | discussed in Chapter 1, the exodus of weattiairfly white owned) from
Johannesburg’s inner city, and the resultant udpaiawl is similar to the situation in
Reagan’s America where starved local governmentédaoot maintain and control
city spaces. Craig Werner (1999: 236) notes thesehdemographic shifts and the

collapse of New York’s industrial economy transfeanthe South Bronx into an

83



emblem of urban despair. The same collapse ofi&tiqolicing and monitoring of
urban spaces that enabled the early South Bronxtddlsly in public space wherever
they could, also left room for the gang cultureflturish. Werner goes further to
point out that marginal figures aligned with theng culture soon became heroes and
role models to youths. He observes the epiphanyatitses out of Grandmaster Flash
and the Furious Five’s track featuring Melle Mahiaously entitled ‘The Message’

A half decade before the birth of gangsta rap, ‘Message’ came to the
obvious conclusion that kids growing up in the pobg, their eyes singing a
“song of deep hate”, would idolize the thugs, pimasd pushers, the only
ones in their neighbourhoods with any cash (Wet888: 241).

The rise in gang culture grew parallel to the nsthe drug trade. The disenfranchised
youths of the poverty stricken South Bronx turnedgangs, ‘first for self-defence,
then sometimes for power, sometimes for kicks” (@ha005: 12). Chang notes how
the gangs began to compete with organizationsthkeBlack Panther Party for the
hearts and minds of the youths, and in the turiial space opened up for “heroin
dealers, junky thieves and contract arsonistsltdhie streets like vultures” (2005:
13). Due to the mass exodus from the Bronx andhidie level of unemployment, real
estate prices dropped incredibly and as Chang wéseapartment buildings passed
into the hands of slumlords who let the buildingaah such a state of disrepair that
they often ended up contracting arsonists to dggtre buildings so that they could
collect money from insurance policies. A similatuation is now occurring in the
notorious suburb of Hillorow in downtown Johannespwhere foreign gangs and
slumlords (most notoriously Nigerians) have occdprehole buildings in order to
extort tenants or run drug and prostitution operegiout of these buildings. This very

situation is illustrated in the movikerusalem& which is based in Hillorow. In the

51 Seewww.jerusalemamovie.com
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movie the local South Africans rally against foreyug lords and pimps in order to

expel them from buildings, blaming them for thereggir and poor living conditions.

In the South Bronx the gangs of youths preyed envtbak, the elderly, drug addicts
and unaffiliated youths. Chang (2005: 49) obsethas after time they became the
law on the streets, they organized the chaos. peirited out in Chapter 1, these
gangs began to target the large number of junkias were a result of the sudden
availability of Southeast Asian heroin. In May 2088uth African youths organized
themselves into similar gangs to combat what they as a scourge of foreigners
responsible for the rise in the drug trade and adggron of the inner city (McKenzie
20082 This xenophobic outbreak became a cover for cifsito loot, rape and
steal from innocent civilians who quite often wer®t even foreigners or

“makwerekwere®:,

Just as the early hip-hoppers bore witness toisieeof gang culture and the resultant
violence in the South Bronx, so too was Chiuraness to the “horrific violence and
senseless victimisation” of the xenophobic atta@sith 2008: page unknown). In
both contexts ansversusthemmentality developed, in which anyone that is no¢ o
of us is treated with suspicion and marked as a targéten, in both cases the
perpetrators of the violence should have been tgpkio local authorities as
responsible for poor maintenance of urban spaceitandhfrastructure, instead the

infighting became worse. Nhamo Rupare (2008: 43kawahe chilling suggestion

%2 Also see ‘Debate on Xenophobia by the Mpumalang CNbr Finance, Honourable Jabu Mahlangu,
MP, issued by the Department of Finance, Mpumaldirgaincial, 2° June 2008 accessed at
www.queensu.ca/samp/migrationresources/xenophebj@gnses/debate.htm

%3 ‘Makwerekwere’ is slang word used mainly by bl&muth Africans to describe foreigners,
especially illegal immigrants. It seems to be daritinguistic term with unclear origins, and is
modified according to the language of the speak#ir variations including ‘amakwerekwere’

implying plural, and ‘kwerekwere’.
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that “killing another African is like killing youown brother or sister”, and perhaps
Chuck D most prophetically sums up the sad stat#fafrs in Public Enemy’s track
‘Welcome to the Terrordrome’ when he observes teaery brother ain’t a brother”
(Werner 1999: 289). This becomes particularly sigant when one notices that
almost a third of the casualties in the May 20Q8ckis were actually South Africans,
thought to be foreigners because they came frontyiogtareas or had a darker

complexion that what was perceived ‘typical’ forufo Africans.

Returning to the case of the South Bronx, the ofsip-hop in grew concurrently

with the gang culture and often the two were sedpetintrinsically linked, due to the
emphasis that both philosophies placed on a coiemetd public space and its
ownership. Although as | pointed out earlier, mahyhese early hip-hop artists tried
to bring kids out of the negative gang culture affédred them alternative means of
gaining respect through rapping, break-dancinggaffiti, the link between hip-hop

and gang culture and its perceived negative imgptina has been forged in much of
the general public’s eyes. This link was furthemeated with the advent of the sub-

genre ‘gansta rap’ which originated on the wesstoalLos Angeles.

As with the Bronx, in Los Angeles gangs sproutedspecific areas that had been
neglected due to racial segregation and a shéconomic bases. Chang notes that as
a consequence gansta rap and post-industrial ghegan in Watts, a northern
neighbourhood, and spread into the area now knosvis@auth Central L.A., and
Compton, the suburb that would later become synaugmwith gansta rap and
immortalised through the NWA (Niggaz With Attituddjack ‘Straight Outta

Compton’. In Chang’s discussion of the origins ahgsta rap he suggests that Los
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Angeles’s black people were different from thoseNaw York and were “less

idealistic, more pragmatic and even a little meargh (2005: 307). This hard edge
view on life was transferred into early gangstapaap lyrics. One of these founding
father’s of the west coast scene, Ice-T pointstiatdifference between concerns in
the music when he claims that: “Where New Yorkemul rap about parties and
clubs, | would rap about car chases and guns andhit | was living through.” Adam

Haupt places responsibility on the shoulders ofggtmnrap for creating the negative
stereotype that has been attached to all hip-haptalthe sub-genre’s “celebration of

‘thug life’, misogyny and negative racial stereagp (2003: 3).

These differences between the different rap scerest that tensions began to rise,
and due to a competition for audiences and thehbtengd male bravado now
associated with rap music, feuds began to breakbetween east and west coast
rappers. The link between hip-hop and gang cultas cemented most solidly, when
east coast gansta rapper Tupac Shakur was murbdgrad alleged gang-banger and
not long after, west coast rapper Notorious BIG Wdéied in what seemed to be

retaliation.

As | pointed out earlier in this chapter, it wasdgse of such circumstances that the
production of rap became a regionally specific mmeanon. | highlight this point to
illustrate the way that rap production may mirroe tway that different communities
band together in city spaces such as Johanneshurgrotect shared economic
interests. Just as rappers place value in thetra$g®ntext and maintain the posse
structure to defend their interests, so too wilesturban communities protect their

interests, often violently as in the case of theaggobic attacks described earlier.
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| would like to return to these xenophobic attaickeelation to Rhode’s and Chiurai’s
work in order to draw similarities between the vt the artists deal with marginal,
or criminal figures and the way that rap — in pautar gansta rap — has a tradition of

celebrating the figure of the outlaw or hustler.

Representations of Fear and Paranoia

In many of Chiurai’'s works from his earlier exhibit ‘Graceland’” and the more
recent ‘Yellow Lines’, he has begun to focus on ititeraction of people within city
space, and lone individual figures rather than gsoof people have started to crop up
more commonly in his subject matter. Most often ¢itg space remains his prime
focus, but the insertion of these bodies into thace must inevitably communicate
something to the viewer about the space in questiorChapter 1 | argued that
perhaps the faceless individuals in works lky Wait(Fig. 17),Lucky Star(Fig.
18), Repatriation(Fig. 16) andGraceland(Fig. 6) were stand-ins for the migrant who
loses his identity in the mass of people that crtvedcity streets. However, in light of
what | have discussed in relation to the xenophaltiacks, | would like to develop
this reading to suggest that, perhaps, these ohais become the potential victims of
such attacks, protecting their identity for fearpesecution. | would argue that this
reading is further supported by works li&gy Fabric (Fig. 30) andGraceland(Fig.

6).

In the former work the scene is a typical stregieciiom downtown Johannesburg.
The background shows a couple of shop fronts, tiwehach advertise public phone
services. As | observed in Chapter 1, the publmnghbecomes a signifier of migrant

communities, as members of these communities freqestablishments offering such
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services. This is a result of the fact that mangramts do not have access to a
personal phone, but still wish to stay in touchhwi¢latives or business connections
back home, who in turn might not have access toileonaother means of more
personal communication. The scene is devoid oframyan life except for what looks
like the shadow of a person, possibly hiding behwd rubbish bins in the right
foreground of the piece. The fact that one doesseet that actual person further
suggests that the individual may be hiding. Theumrgnt could be made that,
considering this information, the individual is agmant scouting out the scene in
front of him to be sure that no one is stalking gavements looking for random
foreigners to attack, so that he may not be reseghas he attempts to make contact
with people back home. However, on the other h&mnlihdividual may be staking

out the area in order to ambush unsuspecting foeesgas they pass by.

In Graceland(Fig. 6), an individual stands faceless confrontihg viewer with the
streetscape behind him. He stands holding a cnodsacomes the stand in for the
victims of xenophobia, carrying the burden of higjims, beliefs and culture. Perhaps
this point is again compounded by two figures Ingkin the background possibly
scrutinizing the individual to figure out his idégf as Simone argues is characteristic

of Johannesburgers (2000: 438).

Perhaps the most telling depiction of the foreigstim fleeing violence is the figure
in Repatriation (Fig. 16). Clad in sunglasses and cap, and agathow a
distinguishable identity, the individual makes wiay towards a train possibly leaving
the city. A repatriation fee is paid to the goveamhby an immigrant to ensure that if

irregularities are found in that immigrant’s stafasthe country, there are funds to
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facilitate deportation. However, the individual the image is not forcibly being
removed, but is departing of his own accord. Aliljothe majority of foreigners were
not able to flee the violence, perhaps this imggeaks of the migrants who chose to
return to their homes in surrounding countries ryithe xenophobic attacks, despite
the various other dangers that returning posedoinant detail is included in the
background, in the form of a South African custorcere service number, printed on
the back of a bus. | would argue that this may engue-in-cheek criticism of the
South African authorities’ ineffectiveness in degliwith the violence, and their
inadequacy in regulating immigrant relations whiebulted in tensions escalating to

the scale that they did.

Rhode’s work may also elicit a different readindight of the xenophobic violence
that plagued some of the areas in which he ofteates work. Lepecki’s (2007: 20)
comparison of Rhode to a burglar comes to minayhich he observes that Rhode’s
nervous and urgent movement into the gallery amdirad his drawing creates an
impending sense of danger, implying that somethsngister or untoward is
happening. This observation is quite accurate and isobering reminder of a
documentary that | watched recently entitled ‘ShapBokkie’ in which a film crew
tracks a young gang member on the Cape Flats earhes out executions, darting in
and out of a small kiosk to shoot the owner. Thipet of swift operation is
characteristic of gang hits all over. However, tesvous energy that Rhode employs
may now have evolved to communicate a desperampttto escape, as if one was
escaping a gang of thugs. This escape scenarianmoalyaptly be applied to his piece
Wall/Line/Body In a footnote to her review which talks aboutstigiece, Ruth

Kerkham [Simbao] writes that Rhode told her thatshplaying on the perception that
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“a black man sure can jump high when he is runfiiag the law”. In light of recent
forms of xenophobic violence in South Africa, it @ausible to expand this
interpretation to include the idea of a fleeingefgn victim jumping for his life to
escape pursuing gangs. Along this line, a wall amo become a metaphor for a

borderline between nations.

Either way, the link to common criminal activitissRhode’s pieces is evident. There
can be no mistake that he takes on the role of ¢hezf in his worksCar Theft(Fig.
31) andStripper (Fig. 32). In the former work which he performed2003 at the
Walker Art Centre in Minneapolis, he attempts toedk into” the charcoal drawing
of a car using various objects such as a wire haagaece of scrap metal and a spark
plug, and in desperation tries to throw a briclotlygh the window in the end. This
sort of theft is common in South African cities &Ridode even notes that it is a well-
known fact that the type of car he draws, a Citifdse the easiest type to steal. In the
latter piece Rhode continues this theme as he toe&dismantle” the charcoal
drawing of a van by wiping away each part and makewith the aerial or antenna at
the end of the performance. Ratner (2005: pageawmihobserves that the “the ghost
image is suggestive of a ruined black and whitetqdraph, an urban haze or, most

blatantly, the evidence of a professional crimatalvork”.

i) The ‘Burden of Representation’ and Depictions Marginal

Figures

Recalling the history of hip-hop, and in particujgngsta rap, it is no surprise that the

character of the criminal, in various guises, moemnmon theme in the rhetoric of rap
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songs too. This tradition has its roots much furtyeck in African American history.
In her discussion of the influences of hip-hop, mmRerry (2004: 14) claims that the
use of imagery of the black outlaw in hip-hop “des from Jamaican employment of
such imagery in folk culture, most likely resultirgm the appropriations of second-
run cinematic images to postcolonial identity”. Steatributes the continual use of
this character to strained race relations in Angreontending that “the isolation of
black bodies as the culprits for widespread, madtal social ills is not unique to rap,
and what really makes hip-hop music black AmeriganAmerica’s love-hate
relationship with it” (2004: 27). She makes thiaicl in relation to an argument that
rap gains unfair criticism for depicting violenceexism, and criminal activity
“despite enormous levels of violent, sexist, andstaimagery all over American
media forms and the glorification of criminal befgar on television and film” (2004:
27). She explains that this fascination with rapsts, whose image often does not
correlate with their lyrics or actual personality,due rather to a perception of the
music as “violent ghetto expression” (2004: 28).wduer she does argue that rap
artists’ choice to represent issues such as vielesexism, racism, or crime in their
songs fits in with a long-standing strategy in klaaltural politics, in which “in-
your-face examples of black masculinity and excésghten the mainstream,
exploiting its fears and simultaneously challenging economic disenfranchisement

plaguing black American communities” (2004: 29).

This perspective fits in with Eithne Quinn’s viewoncerning the ‘burden of

representation’ — which | discussed in Chaptervthich she uses “to make sense of

gangsta rap’s often offensive and abrasive lyraaitent” (Haupt 2008: 148). To
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return to Quinn’s description, she outlines thisdem in the form of the two
discourses it encompasses as follows:

The discourse of authenticity demanded that reptadens should depict
black culture as it exists in reality, whereas thecond discourse
characterised every representation as an act egalebn — black artists and
intellectuals were thus expected to accept the drumaf speaking for the
black community in every instance. Black artistgl amitics thus faced a
great deal of pressure to always represent blabjests in ways that were
considered to be authentic, representative andiyw$Haupt 2008: 148).

Quinn then argues that gangsta rappers were awanesdurden and employed the
discourse of authenticity while “reneging on thenttact to act as delegates, self-
consciously repudiating uplifting images of blade lin a gesture of rebellion and
dissent” (Haupt 2008: 148). She attributes the gtelgdion of this attitude to the fact
that gangsta rappers realised that such represerstalvere successful in selling

records and thus the market began typecasting bhidicks.

It is through these observations that a clear wiffee becomes apparent in the
portrayal of marginal or criminal figures in relati to race in gangsta rap songs, and
similar figures in Rhode and Chiurai’s art. As ltew in Chapter 1, Rhode follows a
philosophy of “Selfinkoozament” describing a progense of one’s dignity which
could be related to the hip-hop concept of “keepingal’. Adam Haupt relates this
concept to the expectancy of black subjects to dggesented authentically and
positively with regards the ‘burden of represewtati (2008: 148). Rhode’s
representations of figures such as the car thréfjsotactic of infiltrating galleries like

a burglar, are not glorified and overtly explickd the representations of gangsters or
pimps in rap songs. His representations operata different level to critique social
relations. Where gangsta rappers seek to shockfragiden the mainstream with

overly exaggerated representations of the ‘hedit th black America, Rhode attempts
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to cleverly and subtly highlight social ills by feging on the criminal character as a
product of history and a stereotypical construdthdugh the sinister figures in rap
songs have become stereotypical constructs toadr thmtrayal celebrates the
stereotypes and does not attempt to critically tioiesheir representation as Rhode

does with his marginal figures.

Chiurai too does not overtly glorify the black body criminal or sexual, but rather
situates it within a discourse of history, prejudiand perceptions. Just as in his work
Sex(Fig. 3) — where what seems at first glance taibexplicit depiction of black
sexuality but turns out to be an insightful invgation of racial relations and the
media — so too does the wddow Could YouFig. 33) cleverly critique portrayals of
sexuality and crime in the media. The work is oh€loiurai’'s magazine-cover series,
which includesBlack Presiden{Fig. 14) andShopping for DemocradFig. 22), and
was touched on briefly in Chapter 1 in relatioratbne of text that reads “Fela Kuti
gave me syphilis”. It again takes the form of andrmnagazine cover with the then
president of the ANE& (African National Congress) Jacob Zuma'’s blue fasethe
central image. Another line of text in particulg@uates this piece within a discourse
of sexual criminality. This piece was created in00during the height of the
president’s rape investigation and the line ‘Loldate disappoints’ cannot be ignored
as a possible critique of Zuma’'s questionable mbbsk. Another line that reads
‘how could you Busi?’ further compounds this argmtéecause although it does not
direct the question at the politician, it impliessense of disappointment Busis

actions and, possibly by extension, the allegatibasface Zuma.

% Jacob Zuma has since been elected as presid8outi Africa.
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This stands not as a misogynistic celebration dfiggahial power structures, but
rather as a subtle mockery of Zuma in his positsnone of the country’s role
models. Chiurai is not glorifying his sexual congtisebut rather criticises them.
Ironically Zuma’s nickname iday-Z also the name of a prominent hip-hop artist.
Although Jay-Z’s music is not explicitly gansta y&hiurai highlights his awareness
that the mainstream situates all hip-hop in refatio a particular type of black
masculinity, which Matthew Henry characterises asingéd mainly by an “urban
aesthetic, nihilistic attitude, and an aggressiwestyring” (Haupt 2008: 149) — a

masculinity that many would argue Zuma represesiseil.

Political critiques are common in Chiurai’'s workjthvheads of state like Thabo
Mbeki and, most notoriously, Robert Mugabe comingar fire. Rhode also situates
many of his works within a political discourse,haitigh not always as blatantly as
Chiurai. It is here that another similarity ariseh hip-hop music, particularly the

other subgenre ‘conscious’ hip-hop, and one noticeged to draw out the political

connections which are sometimes overlooked in noditlye artworks.

Ideas of Politics and Resistance

As | pointed out in the previous part of this clapEthnie Quinn puts forward an
argument that gangsta rap’s use of in-your-faceesgmtations of black life could be
seen as an attempt to frighten the mainstream hallenge the social ills that face
black America. However, Adam Haupt contends th&brig with its celebration of
‘thug life’, misogyny and negative racial stereagp gangsta rap appears to do
anything but move beyond oppressive discourses0328). Haupt then quotes bell

hooks’ view that the “sexist, misogynist, patriaatlvays of thinking and behaving
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that are glorified in gangsta rap are a reflectbthe prevailing values in our society,
values created and sustained by white supremaapstatist patriarchy”. He then
explains that the “more critical and subversivéststsuch as Sarah Jones, KRS-One,
Dead Prez, Immortal Technique or Talib Kweli do reteive as much airplay in the
mainstream media because they do not serve theestdeof ‘white supremacist

patriarchy’” (Haupt 2003: 3).

It becomes evidently clear from a considerationtled above views, and issues
discussed in Chapter 1, that the primary concerwlaich hip-hop makes a political
stand is the issue of race and racial relation&CHapter 1 | described the long and
intertwined history that hip-hop — historically &tk American cultural form — has
shared with the Black Consciousness movement aadcitil rights struggle in
America, and race issues in general. However, bjpmas evolved in its form as a
political tool used by the marginalised, to speakabout other issues not necessarily
founded on race relations, but often stemming ftbeninequality that results. | also
highlighted in Chapter 1 that America shared commaund with South Africa and
its struggle against apartheid, and in fact thei-gdrtheid movement found

popularity among many black youths in the late E3&0d 1980s in America.

It becomes apparent that America and South Afriaexd concerns and a common
past when it came to political protests and rest#aand such concerns were taken
up by many of the founding hip-hop artists. Memhbarseminal hip-hop groups like
Public Enemy’s Chuck D had been exposed to theskages of the civil rights and
black power era. Mark Anthony Neal observes th& teneration that had been

witness to the changes brought about through therites struggle now came of age
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“in the face of Reagan-era domestic policy anditladility of black elected officials
to respond adequately to the worst aspects of thobeies” (2004: 307). A similar
situation to present day South Africa becomes agpaAfter the struggle to obtain
rights and equality, as was the case with the hpaktstruggle, black Americans were
left feeling disenfranchised and, much like conterapy urban South Africans, found
themselves in economic situations that were theesdmmot worse than before.
Nhlanhla Hlongwane (2008: 2dgscribes such feelings in the South African cdntex
when he states:

The people are still suffering, and more so thetlyadi the country. They are
reeling from the shock of seeing their hopes dasimeldtheir dreams slipping
through the fat fingers of elected African leadeosn across the board.

Such were the feelings of black American youth, fatidwing in the tradition of the
black popular music of earlier decades in Americpatticularly the 1960s — that
reflected political tensions of the time, and imegdi by forerunners like Gil Scott-
Heron, hip-hop acts such as Public Enemy begaaki® tip the cause, speaking out
about the poor state of affairs that much of th#gonastill found itself in. However, a
problem arose in that the generation of youth thpthop now looked to enlighten
and inspire, had not been witness to the struggles era of activism that had
preceded them, and so were somewhat apatheticlitwgdacauses. Neal recognizes
that hip-hop sought to inspire people by rappingualvevolution, however, he poses
the question of whether “political lyrics in hipfmo- which are not necessarily
confined to so-called ‘conscious rappers — afferdtained political empowerment
among audiences in the absence of grassroots aimdtream political organizing?”
(2004: 307). Angela Ards (2004: 312) answers thisstjon when she states that:

Once the institutions that supported radical movemeollapsed or turned
their attention elsewhere, the seeds of hip-hopeweft to germinate in
American society at large — fed by its materialismisogyny and a new,
more insidious kind of state violence.
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Further on in her essay Ards identifies a key waywhich many rappers fail to
facilitate meaningful political change when she tggoactivist/artist Boots of rap
group The Coup from a 1996 interview with radio querality Davey D. Boots
explains:

Rappers have to be in touch with their communitiesnatter what type of
raps you do, otherwise people won't relate. Pdaliticap groups offered
solutions only through listening. They weren't pafta movement, so they
died out when people saw that their lives werehdanging. On the other
hand, gangsta groups and rappers who talk abdingsdtugs are part of a
movement. The drug game has been around for yeatshas directly
impacted lives, and for many it's been positivethe sense that it earned
people some money. Hence gangsta rap has a homeldnfor political rap
to be around, there has to be a movement thabeiliround that will make
people’s lives better in a material sense. Thatiatwvany movement is about,
making people’s lives better (Ards 2004: 317).

| argue, then, that one could project the samedigraonto the Fine Art world, for as
with art, hip-hop — and all music — is about commation. Therefore, if one seeks to
inspire political empowerment and social changeubgh art, in order to facilitate a
meaningful change, it should ideally be accompartidsome sort of tangible
political action. As | have noted already, manyckl&outh Africans are in a situation
where the ‘promised land’ that was expected inftinen of post-independence South
Africa has not materialised. Hlongwane (2008: 27ins it up accurately when he
says: “the times have been disheartening, partiguédter the people were lead to
believe that once we went democratic, our miragelevandeed be transformed —
with real rivers flowing and desert sands beconargple land”. Many still live in

conditions of abject poverty, however, as with tase of post civil rights America,
much of the current generation of youth were nat fnand witness to the freedom
struggle. In the aftermath of apartheid the majooit young people are not familiar

with means of political empowerment, and so theeefmuch of the time find
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themselves disillusioned or even apathetic whesoihes to taking up a significant
political cause — a task that many believe was rgponsibility of previous
generations. However, some young Africans such laisir@l recognise the inter-
related function of music and art as political y@nd in Chiurai’'s case, the need to

combine his art with organized political actionjrigpact change.

Chiurai and Activism

Chiurai has always had a political interest and ttdas manifested in his work. In fact
his current situation as an exile from Zimbabwedig to threats directed at him
because of early works that he did concerning thigigal situation in his home
country. Works such aBattle for Zim(Fig. 34) andRau Rau(Fig. 35), depict the
dictator Robert Mugabe in various guises, most magly with flames coming out of
the top of his head — an image that Chiurai hasl dee various other purposes
including election posters and t-shirts. In thenfer work the despot’s image is
surrounded by graffiti scribblings akin to hastiyitten political slogans, and various
other text and musings. Chiurai’s first exhibitithiat encompassed such works makes
direct reference to early hip-hop activism in iidetwhich replicates Gil Scott-

Heron’s famous poem, ‘The Revolution Will not bdehésed®®.

As | noted, due to this overtly political early woChiurai now finds himself in exile
and so has taken to examining urban politics intls@frica instead. As such he
reflects Boot’s notion that hip-hop artists shob&lin touch with their communities,
as he has shifted his focus to interrogate his iciate environment. However, this

does not mean that he has completely abandonedatise of his birth country’s

% The words of this poem can be foundhatw.gilscottheron.com/lyrevol.html
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political plight. Just prior to Zimbabwe’s presidieh and parliamentary elections in
2008, Chiurai organized a mock election-come-exioibito which he issued an open
invitation to everyone of eligible voting age. Taehibition consisted of a range of
posters (Fig. 36) that Chiurai had produced, demctepresentations of police
brutality and acts of violence. The images wereagzanied by text that read — “We
Always Have Reason to Fear”, “Who Got it Worse”,ot¢ At Own Risk”, and
“Shopping For Democracy” which were, as Soga (2@)8uggests, “lamenting the
state of things in Zimbabwe as well as many Afristates at present”. Attendees cast
a vote against a list of leaders with dubious trestords. Soga notes that the most
disappointing part of the exhibition was the latkattendance by young black people,
an observation which supports my earlier argumédut the youth’s apathetic
relationship to politics. As activist and ministdrinformation for Public Enemy, Lisa
Williamson a.k.a. Sister Souljah puts it: “it's yedifficult to mix education and
consciousness with capitalism”, and so many miglet Ghiurai's efforts as a means
of using a highly contentious political issue tatlfier economic gains, as some rap
artists have done. However, Soga notes that Clsuslection/exhibition showcased
affordable artwork, and | can vouch for this asuthi actually gave me some of the
extra prints completely free of charge on a reaesit. A further argument can be
made against any view that Chiurai is puts cagiéahs completely ahead of his role
as activist, when one considers the fact that les msuch of his earnings from his
larger artworks and previous exhibitions to fund hiblings tertiary education and

other initiatives he is involved in.

As any artist knows, a constant and reliable soofdeinds is rare, and Chiurai, not

only invests his time, but also puts his financa® iproducing T-shirts and other
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posters and pamphlets to alert the public to thesiites that face so many Africans.
Chiurai has personally given me T-shirts to hant] atich he created in order to
protest in a political statement on Zimbabwe. Thshifts (Fig. 37) feature the
aforementioned image of Mugabe’s head in flamesl&obed on beer cans or
alcoholic beverage labels. The labels feature sexh as “warning: consumption of
this beverage will result in self-inflicted povértyAbsolute Power” and “win a trip
for two to see the Great Zimbabwe Ruins”. Theseoargously satirical pokes at the
state of affairs in the country, and Chiurai hasoatreated a series of stencils
featuring similar images of Mugabe. He noted inrdaarview with Michelle Constant
from the show ‘CREATE’ on SAFM’s ‘Midday Live’ thainitially he planned a
protest march but thought that it would restric hiessage to one place (2068)
Therefore, by creating mobile forms of protest teate awareness, such as posters,
stencils and T-shirts, he could reach more peoph @Eaces. He claims that the
information becomes far more accessible, and imbigls: “I think personally, | had

no choice in the matter, | had to do something”.

Hlongwane (2008: 27) states that, “with the allsoming apartheid monster gone, it
seems local artists generally continue to be bartkofi worthy causes and ideas to
interpret and champion”. However, at this time wratists “have to dig a little
deeper to come up with relevant post-independdmemés to rally around”, Chiurai
finds his plate full of concerns to investigate amigrrogate. While constantly trying
to create awareness about the situation in Zimbabhsé have pointed out, Chiurai is
equally concerned with creating discourse aroueduttban politics of his new found

home Johannesburg. If one were to sum up the eNi@léow Lines’ catalogue, one

8 A transcription of this interview which includediXenzhero, Nomzamo Mji and Anthea Buys is
featured in the Yellow Lines publication on page 36
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could simply describe it as a multidirectional pteahe youth of South Africa to take
up the sword, pen, paintbrush or mic and starngryio affect change in order to
prevent the country from following the well troddeath that many other African

nations have followed to dictatorship, despair aad.

Images of Protest and Resistance in the WéilRabin Rhode

Although as suggested in the first half of thisptles, it is debatable whether an art
form is able to affect change without the help aridgible political groundwork as
well, the power of the art form to move others tian cannot be underestimated.
Angela Ards (2004: 314) observes — in the caseimhbp — that its creation amid
social devastation was in itself a political adteSites Jakada Imani, co-founder of
the Oklahoma-based production company Undergrouaittddd, when she states:
“To — in front of the world — get up on a turntab& microphone, a wall, out on a
dance floor, to proclaim your self-worth when therld says you are nobody, that's a
huge, courageous, powerful, exhilarating step”. Sbkows on to argue that
“concerted political action will not necessarilylliov from such a restoration of
confidence and self-expression, but it is impossiblthout it...radical movements

never develop out of despair” (2004: 314).

Hlongwane (2008: 28) describes the artist as vasipisaying that, “in any forward
looking society, it is the artists who holds up theror, reflecting back to the people
some of their beauty and ugliness... they nudge aged us to reflect on the critical
guestions of the day”. In order for the artistsptrform the role of revolutionary,
Hlongwane highlights a need for an intimate knowkedof self and kind, or

community. This is akin to what Boots (in Ards 20347) describes, and is exactly
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what Rhode terms as ‘Selfinkoozament’ which | haventioned already. As such,
although Rhode does not take such an overtly palitstance in his artwork, he
operates Hlongwane’s mirror in slightly differepigrhaps more subtle, but no less

poignant ways.

Earlier in this chapter | likened Chiurai’s canvase a mirror, reflecting the city, and
by extension | would argue that the walls and paam@sithat Rhode utilises in his
performances perform the same role. In fact if westder that Rhode interacts with
drawings that are virtual representations of evayyabjects around him, and
therefore his performances replicate urban intemastthat he observes, the analogy
of the mirror becomes quite apt. In consideratihig now fits it quite nicely with
Hlongwane’s notion of the artist reflecting socidégck onto itself, and is supported
by Rhode’s statement when he says:

Initially, | took a more political position, perfianing in the public realm in
South Africa so as to reach out to an audience kdwlittle or no contact
with contemporary art.” ... the urban landscape bexoran immediate
partner, or “a form of thought process”. (LepecBdZ: 21)

In these early performances Rhode used signifibaiitings such as the Houses of
Parliament in Cape Town to comment quite clearlylenlegacy of apartheid and its
ongoing consequences. In the wét&rk Bench(Fig. 38), which he performed at this
location, he made a drawing of a bench on the owtdls of the building and

attempted to sit on the bench. This was a reflaabio the fact that not too long ago
during apartheid, Rhode could have been arrestesitfing on such a bench that may
have been designated for whites only. When thegmagntary police questioned him
as to what he was up to, he told them: “I want @ & parliament” (Kino 2007).

Claire Tancons (2003: 67) suggests that “the distfaonality of the bench and the
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failed demeanours of Rhode further suggest theiaimity and inherent flaws of the

apartheid system”. Although this piece was cregiest independence and therefore
well after the apartheid legislation had been abeld, it serves to highlight the
inequality that remains as a result of aparthend] im a present day context, could

stand as a criticism of the failure of elected &gado remedy such inequalities.

A more recent piece in which Rhode has made referém apartheid era protest is
The Score(Fig. 39). Rhode notes that, “creating ballads,dance pieces without
receiving formal schooling has strong political aeance in marginalized
communities in South Africa” (Farrell, date unknav@d8). This idea converges with
Ards’ assertion which | mentioned earlier, that ttreation of hip-hop amid social
devastation was in itself a form of protest (Ne@0D& 307). The way in which Rhode
created the performance piece bore another reseogbk® hip-hop music as well.
Rhode quickly drew the forms of four instrumentsifipet, bass, drum kit, and an
electric keyboard) onto the wall and then proceeetplay’ them. However, the
soundtrack to the performance was an original sobthe artist's voice mimicking
the featured instrument. This is essentially wheatdboxing in hip-hop music is,
where one performer creates sounds and a beahisithwn voice for another artist to
rap over. It also has political significance intthaople saw creating something out of
nothing, as in the case of beat boxing, as a defigsture towards their bleak

circumstances.

Although Rhode has directed multiple critiqueshet tacial injustice of apartheid, as
with Chiurai, he also broadens his focus to intgate social and urban politics and

power structures. This is an important inclusios Aads notes in relation to hip-hop
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and politics, that a race-based political analydisssues affecting urban youth is
becoming insufficient. She states that, “incredsindpe face of injustice is the colour
of the rainbow, so a black-white racial analysiatthins blame on some lily-white
power structure is outdated” (Ards 2004: 320). Aitgh this may be slightly less true
of South Africa, where racial equality continuesbi® a godl’, it is important that

cultural practitioners such as artists and musgiamerrogate other imbalances in

power structures that contribute to these inedaallteing perpetuated.

The main site onto which Rhode projects such immzada and begins to interrogate
them is the gallery. The gallery becomes a stanfbrirany number of hierarchical
power structures, and by directing a critical digse at this space he extends such
criticisms to a range of other institutions inchligligovernment. Claire Tancons
highlights an example in her discussion of Rhoaeisk Leak(Fig. 4). The work was
a performance piece in which Rhode drew a urinathenwall of the South Africa
National Gallery in Cape Town and proceeded toaternon it. This work makes
obvious reference to Marcel Duchamp’s famous weokintain (Fig. 40), in which
Duchamp placed a ready made urinal up-side-dowen gailery wall and signed it ‘R.
Mutt’. This consequently changed the way people l[d/aiew art forever, raising
guestions about what actually constituted art asmd much privilege the gallery as
institution held in defining such boundaries. Rhailgns his piece “R. Moet”, the
word “moet” translated from the Afrikaans to meanust”. What “must” Rhode do?
Perhaps Tancons (2003: 69) gives the answer when asbues that Rhode’s
subversive mimicry, “questions the privilege of theseum as the depository of art,

and adds critique of representation to instituti@ngique”.

671 am not implying that genuine racial equality leen reached in other places such as the US but am
just suggesting that at the moment it is still #jhoontested issue in South Africa.
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Another work entitledStacked DrawingFig. 41) is a photographic series in which
Rhode throws breeze blocks at the then under ecartstn gallery wall. White
imprints or drawings of the bricks are left on thall and they arch into a virtual
stack on the wall. Ratner (2005: page unknown) ridess the “implicit
aggressiveness” with which Rhode tosses the batkbhe wall. Considering this |
would argue that once again it could be viewedraattack or critique on the gallery
as institution, however, this reading may be ex¢enohto another dimension when
one considers that the bricks that Rhode draws #@rstack. As such this creation
may be a hint that the gallery’s privilege as aad#ory of art exists predominantly as
an ideological construct rather than a physicad@nee. Ratner (2005: page unknown)
goes further to undermine Rhode’s menace by stéiageven though he has a self
described intimacy with “the rough and criminal reents of Johannesburg, his
interpretations display a reassuring, safety-ndaed! of risk... Rather than instilling
a real sense of desperation and danger, his meea@ens at best adolescent.” If one
takes this point of view, one could liken it to they that many rap artists are
criticised for rapping about violent situations -high many of them have not
necessarily been first hand witnesses to — in otaesell records. However, Gule
dismisses such an unfair reading of the crediboityRhode’s work to subvert the
frameworks of society, when he states that, “sittee language of resistance is
transient and can be predictable, even prosaicd®htso approaches resistance as a
playful intervention, fantastical rather than pwrebppositional” (2004: page

unknown).
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Gule makes this observation in relation to his uss@on of another of Rhode’s
photographic series entitldlack Tie(Fig. 42). In this work Rhode, wearing a white
long-sleeved shirt, proceeds to draw a tie withrabal onto the shirt. Gule (2004)
argues that “the formalities of high society funos and dress codes are debunked
with his usual tongue-in-cheek style” while Rho@es his scenarios as “speaking of
trying to fit into standards and frameworks tha¢ aevised by others, situations
devised for exclusions”. However, Rhode does angthiut fit into these standards,
as his escapist persona becomes the embodimemd phitosophy. Rhode explains
this in his interview with Boutoux when he saysttitiés persona enables him to avoid
getting trapped in the white cube (2007: 33). ktlear that Rhode is not willing to be
confined by authoritarian power structures andisgpbrformances themselves stand
as protests against hegemonic ideologies thatnapesed by official organizations
like government and the gallery, or unofficiallkdi through globalisation and the
infiltration of media technology into our lives. &hlatter is highlighted in a
description that Kathryn Smith gives of performaricat Rhode was preparing for
‘Softserve’, a multimedia event at the South Afmic&National Gallery. The
performance was entitle@adio Rahirff and Smith explains that it takes its title from
a character Rahim in Spike Lee’s ‘Do The Right Bhirfwho's ubiquitous ghetto-
blaster blares Public Enemy’s ‘Fight the Power"™999: page unknown). Smith
explains that the piece is about the infiltratidmeedia technology into our lives and
thus it could be likened to Rhode’s more recentkndaster Blaster(Fig. 43). It

consists as a series of six photographs showingl&ktruggling against a wall with

% The piece is a performance piece but | have res gamyself and cannot find any images from it.
Kathryn Smith makes reference to this piece asr& woprogress in her November 1999 article on
Rhode in the artbio section of the Artthrob webégitevw.artthrob.co.zp Perhaps the piece never
materialised however it is still useful to drawriklbetween Rhode’s conceptual process and his
interest in hip-hop.
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an invisible burden. Sean O'Toole describes howragually ‘lowers’ the burden to
reveal, against the green bottom half of the walyhite chalk drawing of a ghetto
blaster that he had been ‘carrying’, but has besgutsed against the white upper half
of the wall (2005: 131). Once again this stands asference to hip-hop culture and
the similar way in which both art and music ofteavé to carry the burden of
remaining original and authentic in order to acgurrecognized value, in the face of

globalised markets and growing media monopolies.

Until now, my discussion and comparison of Rhodeid Chiurai’'s work in relation
to the hip-hop subculture has mainly focussed eoretical concerns that have faced
the artists, both visual and musical. However, W discussion of these themes and
concerns that surface in the different forms ofregpion, similarities have arisen in
the modes of production used in hip-hop expresaiahin the visual artworks of the
two focus artists. Although | have highlighted thessmilarities at times — for example
the likeness of Rhode’s vocal soundtrack for trec@ilThe Scoreto hip-hop’s beat
boxing — this has merely been to facilitate a comnspa of themes. Therefore, at the
beginning of the next chapter | will specificallisduss the comparisons that can be
drawn between hip-hop production (and | use thentém the broad sense to
encompass the four elements), and the artisticystoah of Rhode and Chiurai, in
order to set the stage for a discussion of issdesuthenticity, globalization and

commercialization later in the chapter.
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Figures 19 to 43

Figure 19: Robin Rhoddrtist’'s Impression (Queen Elizabeth Hall undeftyo
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Figure 20: Graffiti on the Queen Elizabeth Hall undercroft
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Figure 21: Example’s of Chiurai’s stencils
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Figure 22: Kudzanai Chiurdghopping for Democracy
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Figure 24: Robin Rhod&tone Flag
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Figure 26: Robin Rhod&ar WasHh*

% The image is from the same performance at a diftdocation, not actually the South African
National Gallery.
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Figure 27: Kudzanai Chiurdi,Write What | Like
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Figure 28: Kudzanai ChiuraQpportunity
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Figure 29: Kudzanai Chiuraloneylenders
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Figure 30: Kudzanai Chiuragity Fabric
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Figure 32: Robin Rhodd&he Stripper
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Figure 33: Kudzanai Chiurajow Could You?
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Figure 34: Kudzanai Chiuraattle for Zimbabwe

Figure 35: Kudzanai ChiuradRau Rau
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Figure 36: An Example of Chiurai's posters at metdction/exhibition
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Figure 37: Examples of Chiurai’s printed T-shirts
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Figure 39: Robin Rhod&he Score
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Figure 40: Marcel Duchampountain
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Figure 41: Robin Rhod&tacked Drawing

Figure 42: Robin Rhod&lack Tie
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Figure 43: Robin Rhode, Master Blaster
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Chapter 3: In The Mix!

The Technologies of production

Despite a central impact, it is essential not tmpada technological
determinist position identifying technology as tmetivating force in the
change and evolution of cultural practices; techgplhas never been the
sole drive of hip-hop’s development. Rather, theht®logies of hip-hop are
culturally inflected at diverse scales of effecowen into prevailing social
contexts, and enfolded within the systems of prodocand exchange that
are prone to transition in the face of historicalbecific stimuli. As Langdon
Winner notes, “what matters is not technology ftsbut the social and
economic systems in which it is embedded” (Winngforman, 2004: 389).

If technological developments in the productiorray music are a product of social
and economic circumstance, then so too — if onlvigl Forman’'s assertion that
technology plays a significant role in the develepinof all cultural practices — may
it have the same relationship to visual art. Theeef one must assume that the
production practices of visual artists are not seagly their focus but rather also
inflected by social and economic factors. Thus,avéh discussed such social and
economic systems in previous chapters, and nowimikstigate how technoloy

plays its part within those systems.

Hip-Hop: “The Black CNN”

The most obvious point to start a discussion ofdihglarities between Rhode’s and
Chiurai's artistic production and its link to hip culture is the common use of
graffiti. | have already noted that Chiurai and Béa@re both well aware of the socio-
political history and codes of graffiti, and havaae use of it in their work in various

ways to create a discourse surrounding similarospolitical issues. However, as |

0| must clarify here that | use the term “techngfoi its conventional way to describe the prodanti
of rap music, but also use it as a broad term ¢tompass the production practices of the visuadtarti
am discussing as well.
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have also noted, there are both obvious and mdrdesdifferences between the
artists’ work (especially Rhode’s) and that of cemttonal graffiti artists. Claire
Tancons highlights some of these differences, atghme time noting that both
Rhode’s art and graffiti in general deal with tdea of territoriality and its markers.
She observes:

Most of Rhode’s drawings are fine-lined monochrasketches that have a
fine-arts quality to them and depict one singledbabject in actual size —
pop culture icons such as a bike, a car, or a Iieslkelayground — unlike

the often heavily narrative and overtly politicallyzhrome frescos that most
graffiti are” (Tancons 2003: 67).

However, as | have pointed out in Chiurai’'s case, dmploys graffiti more
conventionally not only creating actual graffititonJohannesburg’s walls, but also in

his work, using stencils and spray cans to ingeagies onto his paintings.

When considering this insertion of the street aafffgi into the Fine Art canon, one
can draw a similarity to the way that hip-hop sdutgh use alternate methods to
produce hybrid forms of expression in rap musiclyHaJs such as Kool Herc, Afrika
Bambaataa and Grandmaster Flash elevated thehlaritam a playback unit to an
instrument of musical production to allow new ssyte be performed in alternative
contexts. lain Chambers draws quite an apt compatietween the visual and the
aural through his interpretation of rap as “sorlogeaffiti”. He describes it as “a
musical spray that marries black rhythms and thibalegymnastics of hip street talk
to a hot DJ patter over an ingenious manipulatibrthe turntable” (Chambers in

Forman 2004: 389).

Chambers’s comparison of something aural to somgtkisual is quite a difficult

concept to grasp. Andrew Bartlett (2004: 394) shsoime light on this when he
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highlights the way that “literate” Western culturas fetishized reading as a function
solely of print and the sole model of learning dadtionality”, whereas in African
American aesthetic history artists have put thilegsned by listening into action by
way of performance. He gives an example in the iyale Ellington, the famous jazz
musician, explains that his composition “Harlem Ahaft” was explicitly heard
before it was written and arranged. Ellington olsesr

You get the full essence of Harlem in an air shédil hear fights, you smell
dinner, you hear people making love. You hear iatengossip floating
down. You hear the radio. An air shaft is one glegtioudspeaker. You see
your neighbour’s laundry. You hear the janitor'sggoThe man upstairs’
aerial falls down and breaks your window. You snoelifee.... An air shaft
has got every contrast.... You hear people prayigigting snoring.... | tried
to put all that in myHarlem Air Shaf{Bartlett 2004: 394)

The above passage and its musical interpretatiocitgf space, bears a striking
resemblance to the way that Gus Silber describesr&ls urban experiences and
how these are translated through his work. SilR&OT: page unknownprites of
Chiurai:

On his foot patrols through the inner city he triesobserve without being
observed, his senses attuned to the accents ofdkeerekwere, the blasts
of pan-African pop and the smell of mealies ro@stim a brazier... He
assimilates through art, leaving his trail in siags of oil and stenciled
shadows, stabs of line and scribbles of poetry,spayer cuttings and jets of
paint dripping from a spraycan. His works are bigid and busy, with ideas
and media colliding and fighting for space. To l@khem is to hear music:
the trigger-happy pulse of hip-hop, the sour jamggi of African guitar, the
meandering doodles of modern jazz. The galleridsthes sort of thing
mixed media, but the real medium is the mix of iifehe city.

Thus, in these comparisons of the similar ways imctv Chiurai and Ellington
attempt to represent experiences of the inner iaittheir different mediums, one
begins to grasp how Chambers’s concept likens oafsanorial graffiti’. Bartlett
(2004: 394) shows that this borrowing or influelé@on-musical sounds and stimuli

combined with appropriated bits and pieces of othesic, highlights the closeness of
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listening or observing, and performative possessionrap music too. This
appropriation of other bits of music is known aspling and is a core aspect of rap
music. Bartlett (2004: 393) argues that this sgyates “intricately connected to an
African American/African diasporic aesthetic whictrefully selects available media,
texts, and contexts for performative use”. He goego discuss how performance is
used in African, and by extension diasporic comriesy as a way of teaching and
communicating stories and narratives about so@abhanings and historical events.
In a sense, it parallels Chuck D’s descriptionagf music as “the black CNN”, which
he elaborates on further when he says:

Our music is filled with bites, bits of informaticinom the real world, a

world that’s rarely exposed. Our songs are almikst headline news. We

bring things to the table of discussion that areallg not discussed, or at

least not from that perspective (Bartlett 2004:)404
This link between music and its role as a purvefa@ommunity issues and identity is
made by David Coplan when he describes how metapleractment becomes

important:

In musical performances, metaphors fuse severéihseaf experience into
single, encapsulating images linked to the fornmatd personal identity....
The images of performance embody values and cluistats that people
identify, at some level, with themselves (Bart2Q04: 396).

| would argue that, considering all of the abovéjutai employs a kind of visual
sampling, in order to achieve the same sort of camaoation as rap music does. As |
have tried to illustrate, Chiurai embodies what kibe describes as Afropolitanism,
which is an awareness of the mixing and culturanbs that diffuse throughout
today’s urban society, and it is through an innmeatombination of signifiers with
multiple meanings that Chiurai communicates thifieWdiscussing his art in relation

to hip-hop he states:
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Hip-hop? Yep! | can relate to it. It samples vagyisits and pieces of other
musical styles, references different personaliaes recreates itself as it
goes. Its single identity is made of varying sterigou see, hip-hop is very
post-modernist, mah man (Madon&unday Timesylay 2005).

In order to understand the similarities betweenu@&his visual sampling and the
audio sampling used in hip-hop, one needs to damallgls in relation to the different
elements involved in digital sampling in music.timn, in order to do this one needs
to start considering hip-hop music as a sort ofSenge archive” as Houston Baker
calls it (Bartlett 2004: 401). This archiving conasout due to the hip-hop producer’s
ability to select a segment of digital sound and #&dnto a composition of other

sounds to be played back as a track. Thus, fragim@npreviously recorded sound
sequences, including popular music tracks, caribedsout and inserted into a new
sequence of sound. This is similar in some waythé “archivings” used by jazz

artists in which, as musicologist James Patrick plars, “many contrafact

compositions derive at least in part from solo ioysations on well-known tunes and
the blues” (Bartlett 2004: 402). However these egpated pieces from other tunes
are not always localizable as their own entity, a@sdDizzy Gillespie points out,

“when we [jazz musicians] borrowed from a standaed added and substituted so
many chords that most people didn't know what sevey were really playing”

(Bartlett 2004: 402). The difference, however, hattoften in hip-hop songs the
sampled sound-bite is easily recognizable as agbamother tune, advertising jingle,
or political speech, whatever the case may be. Bbisowing has had massive
implications for issues of ownership and authorstfiphe music, and | will discuss
such implications in the next part of this chaptkat deals with authenticity.

However, as Bartlett (2004: 401) notes “such issarespart and parcel of high-tech
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aesthetic exercises, and the disjuncture seen o $0 hip-hop sampling indicates

the fragmentation of post-modernity”, which ech@dsurai’'s sentiments.

“Hip-Hop’s Postmodern Mah Man!”: Chiurai's Sampling

Techniques

An investigation of the concept of post-modernityrelation to art and hip-hop is the
subject of Richard Schusterman’s essay ‘Challen@iogventions in the Fine Art of
Rap’, and is useful to illustrate the intricate gamties and differences between hip-
hop sampling and Chiurai’s sampling. Schusterrfz®@4: 460)outlines the themes
and stylistic features that are most commonly rassgl as characteristically post-
modern:

These include recycling and appropriation rath@ntlinique and original
creation, the eclectic mixing of styles, the enihsisc embracing of mass-
media technology and culture, the challenging ofdemoist notions of
aesthetic autonomy and artistic purity, and an esjshon the localized and
temporal rather than the putatively universal atednal.

It becomes evident on consideration of these chematics that Chiurai’'s work and
hip-hop are, as he claims, post-modern. The maint pa which this assertion rests is
obviously the notion of that which is post-modemcluding recycling and
appropriation of eclectic styles and culture. Thee two distinct ways in which hip-
hop utilises other musical influences. As | havéedpthe first is through the cutting
and pasting of fragments of an aural text into la@othrough sampling. If one were to
draw a parallel to this in terms of Chiurai’'s astie could liken it to the way that
Chiurai utilises recognisable advertising logoscatchphrases in much of his work.
A prime example of this is in his magazine serié®m he employs the recognizable

motifs of well known magazines such\asgueor Drum as a background on which to
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base his critique of society and its prominent fggu The loaded history of the
recognizable signifier sets the context for theepiedo communicate. This is the case
with the pieceSex(Fig. 3) which | discussed in chapter 1 and 2, emdhich the
Drum magazine motif used is described by Green (20@gepunknown) as “an
exemplar for urban black South African identityo®imagined and expressed”. Thus,
it is akin to the way that certain rap songs magrowith, or contain classical music,
TV theme songs, a section from a well known publiiciress by a celebrity, or a
political speech in order to set the tone for theative that follows. Chiurai not only
does this with recognizable commercial or mass aeaaiagery but also utilises
figures like Fela Kuti repetitively ifrela (Fig. 12), and in other works such Blsaick
President(Fig. 14) andJozi RepubligFig. 13). Chiurai also samples directly from
hip-hop itself in the way that he employs titleglsas “The Revolution Will Not be
Televised”, which as | have pointed out alreadythis title to Gil Scott-Heron'’s
famous poem. All of these ways that Chiurai achsetes sampled aesthetic become
possible through his means of production. The repetof the Fela Kuti figure is a
product of the stencilling Chiurai employs, and imsthod is very similar to that used
by infamous graffiti artist Banksy (Fig. 44) to whoChiurai has been compared
before. As such his stencilled figures become Bgtike with their stark black and
white contrast, and it is on this point that ona bagin to discuss the second way in

which hip-hop production links to Chiurai’s art.

Hip-hop utilises a blending of styles that involies use of technology such as the
turntable, which was originally intended for plagkaas an instrument of production.
Schusterman outlines three different techniquesnehta cutting, mixing, and

scratching used by DJs to manipulate records oim thmtables. He likens these
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devices and the variety of forms of appropriatidrattthey enable, to Marcel

Duchamp’s moustache on the Mona Lisa (Fig. 45),dRoRauschenberg’s erasure of
a De Kooning canvas (Fig. 46), or Andy Warhol's timlé re-representations of

prepackaged commercial images (Fig. 47) ( Schuster@004: 461). Bongani

Madondo even goes so far as to draw an initial lanty between Chiurai and the

founder of the reproduced repetitive image, Andyrhga

His work is burlesque realism, much in Warhol'ditian, but far more

socially engaged than the famous father of popSiytistically, he is more

Jean-Michel Basquait than Warhol. Chiurai's ingnig unique. He uses
media culture - television and magazines - on ahmmuore visceral level,

challenging stereotypes, by embracing them. Hiwetcleuse of collage,

abstract, portraiture and poetry all in one isjost beyond the post-anything
fad, but an embrace of the one medium he trulylexate- paint on canvas
(2008: Sunday Times Lifestyle page unknown).

The way that Chiurai references these other ardists styles, but essentially adapts
them, is the same way that hip-hop DJs take a songcord of another genre of
music, and evolve the sound to make use of it &g please. Schusterm@004: 461)
describes the techniques used to do this:

“Scratch mixing” is simply overlaying or mixing ¢am sounds from one
record with those of another already playing. “Rupbasing” is a refinement
of such mixing, in which the DJ moves the needlekband forth over a
specific phrase of chords or drum slaps of a resoréas to add a powerful
percussive effect to the sound of the other reptagling all the while on the
other turntable. “Scratching” is a more wild baciddorth scratching of the
record, too fast for the recorded music to be remsgl but productive of a
dramatic scratching sound that has its own intemgsical quality and crazed
beat.

Thus one could liken scratch mixing to the way tRd&tiurai blends media and
techniques characteristic of other genres. Thievident in most of his work where
stencils are over-laid onto painterly, impressibai®ackgrounds. InJozi Republic

(Fig. 13) the figure of Fela Kuti has been inseriesing one of the above-mentioned

Banksy-like stencils, into a harshly rendered sitgpe reminiscent of the prison
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buildings | spoke of earlier. Chiurai has used ¢xact same stencil to overlay the
figure, with identical upward gaze, into the wdfkla (Fig. 12). However, in this

work the iconic musician seems to be taking a trade through an environment
incredibly evocative of one of Anselm Kiefer's pasplattered landscapes complete
with railway tracks receding to the distant horiZorChiurai also remixes genres
when he includes scribbled text and fine-lined cket around, and over the

airbrushed stately portraits of politicians in thagazine series.

In a different way Chiurai employs hip-hop mixingchniques when he repeatedly
“punch phases” his pieces with differing patter@kiurai uses a similar pulsating dot
patternas the background to Winnie Madikizela Mandeladafing head imThe Black
Issue(Fig. 48), as he employs to animate the bikindcldip-Hop Honeys” that form
the focal point of his piece critiquing “bling” dure, As Seen On T\{Fig. 49).
Perhaps it is not a random coincidence that twegsie¢hat show the “icons” of
separate generations become linked by this pumctuatffect. These repeated
patterns are at once simple and uniform as invtloepieces | just spoke of, and at the
same time become quite intricate to complimenttioed inEnd of the Day(Fig. 50),

a beautifully detailed piece where a woman restshead on her exhausted male

partner’'s lap as he slumps down on the sofa.

If one follows this paradigm then “scratching” cdude paralleled to the visceral way
in which Chiurai spray paints or brushes messagdsiraages over some pieces. In
the workOne Time on Communicatidfig. 51), the scribbled text takes the form of

advertising logos and catchphrases in the foregr@ma on posters in the background

"L See Kiefer'dot's Wifefor example.
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of the piece which again sees the use of a steddijure as the focal point. Ltucky
Star (Fig. 18), again recognisable advertising textcenbined with untidy text
bubbles to create a dialogue between three youtgpyotruding their posteriors and
a sinister looking figure wearing a balaclava taa®al his identity. In this seemingly
chaotic blend of text and image, half-figures orebharecognisable squiggles begin to
gain a life of their own and somehow, quite unuisus¢em to blend into the more

organised backdrop of charcoal and oil paint.

Perhaps the most fitting example of this unusuad afimedia and signifiers is the
work Reclining Black Labe(Fig. 52). The piece consists of the image of alkbla
woman reclining nude in a classic venus pose vamnylas to that of Giorgione’s
Sleeping VenuéFig. 53) from the renaissance period. She is iskgly rendered in
charcoal, with strict attention to detail and odespspace on a sheet and cushions
which are shaded with immaculate attention to Hetdith regards to technique, one
could compare this to beautifully composed classmoasic. However, Chiurai
transfigures the conventional pale skinned goddetss an African woman. This
afrocentric remix is backed up by a compositionabktract and stylised figures
including a beauty queen and the silhouette ofntla@ in50 (Fig. 8). These figures
are accompanied by various lines of text, sevdralhich make reference to hair care
product pitches such as “Damaged hair? No morels Thrather ironic considering
the female figure’'s bald head. Noting Chiurai's teonpt for the dictates of mass-
media advertising, | would argue that this may heitgtque of the labels and images
that such advertising suggest one should conforrimtdoing so he once again, in the
tradition of the hip-hop DJ, takes that which isnaaised as artistic purity in

modernist terms and gives it a funky post-modeiisttthat opens up its interpretation
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ii)

to a contemporary audience versed in such codesnadgs-media advertising.
Although thus far | have directed my comparisorhigkhop modes of production to
Chiurai’'s work because it facilitated a detailedrastigation of sampling as a
technique in both art and music, Rhode too expsessnilarities in the way that he

produces art to the way in which hip-hop artistskvo

On The Wheels of Steel: Rhode Remixes

As | have pointed out in the previous chapter, Rhigdconsciously aware of the sub-
cultural codes and history of graffiti and in tbase of works like the one he
produced at the undercroft of the Southbank Cesiteates his drawings within a
discourse surrounding graffiti’'s relationship tasp. However, it is not only through
his reference and interrogation of the elementraffig that Rhode demonstrates his
familiarity with hip-hop culture. Like Chiurai, Rlde also borrows hip-hop song titles
for his own work as in the caseldé Got GamdFig. 54), the title of a Public Enemy
track. | will give a description of this piece laten in this chapter but here it serves
my point to note that this track was originally tie@d on the soundtrack to Spike
Lee’s movie of the same name. Once again referenckse and Public Enemy are
made in Rhode’s piedeadio Rahimin which Rahim (the character in Lee’s movie
‘Do The Right Thing’) plays the Public enemy sokgght the Power’ on his ghetto
blaster. Rhode also makes another more subtleereferto the origins of hip-hop and
DJ culture in the title of his workWheel of StegFig. 55) which echoes the name of
Kool Lady Blue’s Thursday night parties that begari981, in the basement of the
reggae club Negril in New York, and which becamesarly platform for DJs such as

Afrika Bambaataa. ‘Wheels of Steel’ is a nicknamieiring to the turntables that DJs
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use to mix tracks, and Michele Robec(008: 91)describes the work showing how
Rhode represents them:

In Wheel of Steel, the white chalk lines framing ttecord and creating a
basic turntable highlight the formal qualities betvinyl. Not interested in
perfect deletion, Rhode left the marks of the mgwoil on the vinyl as the
record spins so that, multiplied, they give thendblack object a new form.

Thus through his inclusion of the actual vinyl itis drawing, and the overlapping of
the drawing onto the vinyl, one could argue thabdhquite literally blurs the line
between the music and art. Although the record uestjon is Romanian flutist
Zamfir's Romance of the Pan Flu{@990), Robecchi (2008: 91) argues that “a vinyl
record on the street looks like the quintessehi@hop image”. In fact his choice to
feature the flutist’'s record in the context of thentable follows directly in the
tradition of hip-hop Djs, who mixed and blended the with the new, the street with

the opera house through their juxtaposition of vaypoundbites.

It is through such blurring of boundaries that Réiedvork begins to take on a hip-
hop aesthetic. Perhaps he does not sample in $eatycdefined terms as Chiurai
does, although his woikeak(Fig. 4) does borrow Duchamp’s urinal. Howevertha
way that he merges techniques his work starts ¢orbe a blend of genres similar to
the way hip-hop music does. In talking to Robe¢20i08: 90), Rhode insists that his
work exists essentially as drawing, and in an eneaihe he cited hip-hop as more of
a subcultural relation to this ephemeral wall drayviHe states that the performance
which evolves around the drawing becomes a kindrafving study (Robecchi 2008:
91), and hence Lepecki (2007: 20) argues that “whatls the correspondence
between these distinct art forms — what intensifieth their maximum amplitude,

like a composite sound — is Rhode’s precise, clifad, exact line... and then, the
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smudging of that line”. Once again one becomes @whathe comparison between the
visual and the aural as Rhode merges drawing aridrpence, usually distinct from
each other, into a hybrid form. In a descriptiorhisf workThe ScordgFig. 39), which

| drew to attention in the previous chapter, Rhbaeself highlights the link that his
choice of medium — in this case paint — has to laesdure. He says that “it was
important to work with musical elements, echoingidn art, while at the same time
linking it to the lyricism of the painting mediumitiv its overtly weighted quality
when compared to chalk or charcoal” (Farrell, dat&known: 68). The musical
instruments that Rhode paints are simple outlinastily created so as to maintain the
fluidity of the performance. However, through Rhed&antic movement between
instruments their outlines start to blur and smudgpel the instruments begin to link
up through the smudges and the trickles of paine @buld liken this to the way that
the instruments’ individual sounds become one engrformance of a musical piece.
It is, perhaps, the literal fluidity of the mediutmat inspires Rhode to link the aural

and visual as he does in his description above.

This “interdisciplinary hybridity”, which BlitherZ002: page unknown) describes, is
characteristic of Rhode’s artwork, and is perhamsstmapparent in his piecéhe
Storyteller (Fig. 56). The work is a film in which a life-sizeee drawn by Rhode
sprouts branches in an interactive process invghardancer, Jean-Baptiste Andre.
Rosenthal (2007: 15) notes how Rhode videoed thecedain Andre’s own
choreography and translated these movements igodtAwing. The piece is the
combination of these two elements in which the daand the tree grow together and
separate again. The dancer appears to wrestletmatitree, bending it over until it

finally breaks in two, the resulting parts sprogtumcontrollably until their branches
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become an immense tangle that finally overcomesdtrecer. Rosenthal observes
how the work continues in the tradition of earlmollaborations between Robert
Rauschenberg and Merce Cunningham or Trisha Br@®Q7; 15). In particular the

collaboration between RauschenBérgand Cunningham makes an interesting
comparison as Rauschenberg would create fanciftd, ggrops, and costumes
independent of Cunningham, only revealing them tmrihgham’s dancers the day

before a show, or on opening night, leaving thenmtierpret at will.

In Rhode’s piece which lasted just longer thantélein minutes, the dance was
developed to music that was a collaboration betwhercomposer Christian Sebille
and the cellist Didier Petit. Rhode then compos$edfinal soundtrack mixing various
sounds from three different tracks to create whatchlls “one composition that
matches the tempo and feeling of the moving imagéile describing the musicians
as “the tools, the paint brushes” (Rosenthal 2a®j: In doing so Rhode not only
references previous collaborations in the post-modeay that hip-hop does, but also
mixes a soundtrack in a very similar way to hip-hmpducers who compose one

track from others, in order to create a satisfactbythm.

Chiurai also displayed such a cross-disciplinargtiatic in a recent show by
accompanying his exhibition with a soundtrack cosgagband mixed by a friend of
his. In true hip-hop sampling style, the soundtraels a combination of sound-bites
ranging from orchestral music to electronica, andguated by snippets of political
speeches from leaders such as Barack Obama and Miaki. This inclusion of an

extra dimension to his work was not something newChiurai. In one of his projects

"2 Rauschenberg was the first official artistic advisf the Merce Cunningham Dance Company from
1954 t01964.
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while he was still a student at university, he oigad a multi-media event at
Pretoria’s Sidewalk Cafe where he exhibited pag#inthat he had left at some
friends’ houses, asking these friends to comple¢eartworks. These collaborations
were exhibited in conjunction with performancesnira DJ and a slam poet while
video pieces were projected around. Chiurai noted hot many black students
attended exhibitions, and so felt excluded from twhkas going on in the art world.
Thus, by bringing the artwork to them it meant tiat exhibition was also their work
(De Vries 2007: page unknown). In this way Chid@amonstrates what | would argue
hip-hop founders tried to exemplify in their notsonf ‘keeping it real’, by relating
directly to an intimate relationship with one’s amomity, and an honesty in
representing that community and experiences therHmfever, this notion of what is
real and authentic becomes ambiguous, especiallgnweferred to ideas of

authorship and ownership, as could be argued vhibr&i's collaborative exhibition.

When discussing the question of authenticity in-hp, it is easy to see how some
may argue against hip-hop’s validity as an origialform, considering the explicit
borrowing of other musical texts involved in digisampling and DJing. However,
one needs to examine the context of such argunagatsst hip-hop’s validity as an
artform, in order to relate them to discussion®bbde’s and Chiurai's artwork with
respect to their authenticity in the Fine Art can®chard Schusterman highlights
how easy it may be to find aesthetic reasons teamsto discredit rap music as a
legitimate art form. He writes:

Rap songs are not even sung, only spoken or chareg typically employ
neither live musicians nor original music; the sdmack is instead composed
from various cuts (or “samples”) of records alreadgde and often well
known. Finally the lyrics seem to be crude and $aminded, the diction
substandard, the rhymes raucous, repetitive, aaguéntly raunchy. Yet
these same lyrics insistently lay claim to and kesdp’s status as poetry and
fine art (Schusterman 2004: 459).
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Schusterman makes this observation in his argurthentmilitant black pride and
thematizing of the ghetto experience — related toeAca’s black underclass —
represent a threatening siren to society’s complastatus quo. He observes that
although rap is the fastest growing genre of papulasic, “its claim to artistic status
is still drowned under a flood of abusive critigaets of censorship, and commercial
cooptation” (2004: 459). In his essay he continteesittempt to validate rap as a
legitimate art form and thus by a comparison asduiision of his views in relation to
rap production, | will highlight similar argumenthat may be levelled against
Rhode’s and Chiurai's art. In doing this | will ther attempt to draw parallels

between the production of rap and the aesthetittipes of both visual artists.

II. Confronting Modernist Notions of Authenticity

As | attempted to illustrate in the previous pdrthis chapter, the central strategy that
connects the production of the visual art of Rhadeé Chiurai and rap music is one of
post-modern blending and hybridity. | highlightedtze beginning of the chapter the
intertextual way that different expressive forms ¢e interpreted, the way that one
genre of music can reference another genre, orge smnrefer to another, or the way
that art can reference musical texts. This is it & characteristic of the artistic
expressions of diasporic communities. Schusterr@804; 460) also highlights that
many white people “find it difficult to imagine thaverbal virtuosity is greatly
appreciated in the black urban ghetto”. He conteéhidsby showing that sociological
study has in fact revealed that verbal skill is hhygvalued there, and that
anthropological research indicates that “assesgiungerior social status through verbal

prowess is a deeply entrenched black tradition go&s back to the griots in West
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Africa” (Schusterman 2004: 460). However, he higihls that the semantic inversion,
feigned simplicity and covert parody of African Arrtan English were all originally
designed to conceal the real meaning from hostigewisteners (Schusterman 2004:
460). Thus he reveals that:

An informed and sympathetic close reading will @a many rap songs not
only the cleverly potent vernacular expressionesrkinsights but also forms
of linguistic subtlety and multiple levels of meagj whose polysemic
complexity, ambiguity, and intertextuality can sdimes rival that of high
art's so called open work (Schusterman 2004: 460).

Thus if one returns to my comparison of rap musid @hiurai’s artwork, and if one
were to compare the visual signifiers and techrsqume his paintings to sampled
sound-bites, then one could compare Chiurai’s isexbto the way that the rapper or
MC compliments his tune or beat with a suitabléclpr rhyme. A parallel may begin
to be drawn when one considers the way that rappsesthe abovementioned
linguistic techniques to inject hidden meaning irteeir tracks, and Chiurai’s
assertion when he says: “I like to hide informationrmy paintings like little images,
and lines of text” (Kahn 2005: page unknown). Caisr works often include a
substantial amount of text such asSometimegFig. 57) where the artist relaxes
topless on a sofa with nothing to accompany himhisiradio, a beer, and numerous
text and hand-written poetry scribbled across muwoththe upper half of the
composition. However, Chiurai used text much maompnently in his earlier works.
In pieces such aBlack Alter Ego(Fig. 58), Battle for Zim(Fig. 34), andPress
Freedom(Fig. 59) the drawn or painted figure of the @stis faceless man, and the
ever present despot Mugabe become almost overehdelmth text referencing
newspaper clippings, political speeches and slqgamd the artist's commentary on
such issues. As Chiurai has matured as an artisati®egun to favour using less text.

When he does use it, it is usually larger and ofteects a tongue-in-cheek poke at
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the focus of the artwork. A prime example, as lehawvinted out in chapter 2, is the
text and image of Jacob Zuma How Could You?(Fig. 33), or the cleverly
subversive text on his protest t-shirts, whichsbadlescribed in chapter 2. As Chiurai
says: “Satire and parody are so important, and tiledake ourselves too seriously”
(Kahn 2005: page unknown), and so he too plays dotlible and inverted meanings
to achieve his subtle social commentary. It ishexita chance happening that Chiurai
hides information in his images, nor the resultsome frivolous intellectual game.
One must remember it is never far from his mind tieais a political exile, and so it
becomes a survival strategy in order to avoid pertsen from those that support the

very power systems he seeks to critique.

Returning to the notion of sampling, Schustermaf042 460) notes that “the
borrowing and transfiguration in hip-hop did noquee creative skills in composition
or in playing musical instruments but only in margiing recording equipment”.
However, as | have discussed in relation to thiertieies used in cutting, mixing, and
scratching, keen sensitivity to the way that onenslosequence may feed into, or off
another and compliment it became a precise atseéifi Furthermore the DJs did not
try to conceal the fact that they did not compdsartown music and in fact, as
Schusterman notes, they openly celebrated the wheithgampling (2004: 461). In
conjunction with this, Schusterman (2004: 461) gweso point out that visual artists
have always borrowed from one another's work algothe fact was generally
denied or ignored, and he states that in contrashe ideology of originality, rap
shows that “the unique and novel text is alwayssue of echoes and fragments of
earlier texts”. He goes further to say that “asdiehotomy of creation/appropriation

is challenged, so is the deep division between tigeaartist and appropriative
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audience; transfigurative appreciation can takefdine of art” (Schusterman 2004

462).

This dichotomy between performer/artists and viésuetience is something that has
been breeched by both Chiurai and Rhode. Whenngancomplete artworks (which
he had started) for his friends to finish, and te&hibiting them in the multi-media
event | described previously, Chiurai debunked tbenantic notion of art as
transcendental and sacred, “an organic whole degibr unified that any tampering
with its parts would destroy the whole” (Schutern28®4: 462). In a sense it is akin
to the outsourcing of various elements of an arkwtirat many artists employ today
in order to facilitate easier means of productidmlevstill claiming ownership of the
art. However, just like rap artists, Chiurai did deny the input of others, but made it
the celebrated focus of his exhibition, using itrtclude people that otherwise would
never take part in such an event. Thus, although shghtly different manner, the
works were deconstructed or re-interpreted jusnasy other records are referenced

and interpreted in rap songs too.

Rhode blurs the dividing line between artist andliaomce even more, as his
performances often fully realise their communioatigotential through audience
interaction. However, this interaction is not stagty but an active involvement of the
audience members in the outcome of the artworkhis way Rhode’s interaction
with the audience challenges “a well-entrenched enuidt convention of artistic
purity: the idea that a proper aesthetic respoegeires distanced contemplation by a
transcendental and temperately disinterested dlib{&chusterman 2004: 464).

Schusterman argues that this convention is alsikedged by rappers in their need to

144



be appreciated through the audience’s interactsothay call out to the audience to
shout louder or dance more energetically. Rhodéaexg his reasoning behind the
importance of public interaction in his work whem $ays:

Working in the public realm allows me to disappftam the white cube and
take a new role as artist/activator. | prefer takmanannounced in public so
that the work and its process be integrated intoiesg allowing the
performance/happening to function as a daily oenwe, to fuse art and life
in that moment (Green 2008: 4).

As Rhode fuses the realms of art and everydayififehis way he negates the
modernist notion of art as “putatively universatlaaternal”’, and places its emphasis
on the “localized and temporal” (Schusterman 20080). Not only are Rhode’s
works meant to be ephemeral, they only exist agesearf photographs after the
performance, essentially only a record of the aagincident. An example of this
interaction between his audience and the artwork thha 1999 bicycle performance
that | made reference to in chapter two. In thegperance a security guard from
nearby helped Rhode to climb onto his drawing bika, and afterwards attempted to
“ride” it himself. Rhode notes how something inttlmoment changed his practice
completely. He states: “It wasn’t about me anymdine, artist wasn’t the subject of
the gaze, suddenly the viewer became part of thi&"wiBoutoux 2007: 32). Rhode
has now made this commonplace in his work, as autbther performance which |
mentioned in chapter one, where he drew a teleplmome wall and forced an
audience member to hold the receiver, leaving Iha@pped against the wall to

contemplate her contribution as he escaped thergall

The audience becomes a crucial part of the perfocmaand indeed the artworks
would not function as autonomous entities withdwgnt. This becomes even more

obvious when considering a work likintitled (Skipping RopeFig. 60). The piece
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consists of a series of curved lines drawn by Rimda floor or wall forming an oval
shape and representing the locus of a skipping. rBp@de and various audience
members then attempt to skip through this skippapge. The lines become so blurred
with the smudges of bodies brushing against thenhitrappears the rope is moving
faster and faster, however, the end product, segghfeom its animated connection to
the audience is nothing but a mess on a wall. Algho Rhode states that his
performances exist ultimately as a kind of drawsiggdy, he transports them into the
same realm that hip-hop occupies — that of decaciste art — where he removes the
autonomy of the drawing by dismembering or altertngust as hip-hop does with old
songs, dismantling the pre-packaged and transfgrihimto something stimulatingly
different (Schusterman 2004: 462). In a sensedbimes more about the process and
less about the finished product, and it embodissbtion that “an artwork’s integrity
as object should never outweigh the possibilita@scbntinuing creation through use

of that object” (Schusterman 2004: 462).

The inclusion of political content is another taahich both rap, and Rhode’s and
Chiurai’'s artwork use to confront modernist notioofs authenticity. Schusterman
(2004: 463) argues that rap’s “belligerent insistenn the deeply political dimension
of culture challenges one of the most fundamentat& conventions of modernity:

aesthetic autonomy”. He describes how art is sthat relation to other spheres of
culture in modernist terms when he writes:

Modernity according to Max Weber and others, wasndoup with the

project of occidental rationalization, seculariaai and differentiation,
which disenchanted the traditional religious wovidw and carved up its
organic domain into three separate and autonompberes of secular
culture: science, art, and morality, each govergdts own inner logic of
theoretical, aesthetic, or moral-practical judgemenn this division of

cultural spheres... art was sharply differentiatedrfthe practical activity of
the realm of ethics and politics, which involvedlrenterest and appetitive
will (as well as conceptual thinking)... As the aesih was distinguished
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from the more rational realms of knowledge andoagctit was also firmly
differentiated from the more sensate and appetityratifications of
embodied human nature — aesthetic pleasure residthgr in a distanced,
disinterested contemplation of formal propertiesh{&sterman 2004: 463).
As | have pointed out, observation and appreciabbrboth artists’ (particularly
Rhode’s work) is anything but distanced, disintesgsand concerned merely with
formal properties. Their hybrid aesthetics — a gaxain modernist terms — debunk
the notion of secular culture, and their inclusaira political undertone (sometimes
more overt than subtle) breaks barriers betweenadsthetic, and the ethical and
political realms. In fact it may be argued thaththigodernism as a as a period in its
prime was quite exclusive, and it is exactly sucftlesivity that Rhode’s and
Chiurai's work seeks to depose. As Schusterrfz®94: 463)argues in relation to

“knowledge” or “conscious” rappers:

They repeatedly insist that their role as artisid poets is inseparable from
their role as insightful inquirers into reality arab teachers of truth,
particularly those aspects of reality and trutht et neglected or distorted
by establishment history books and contemporaryianemlerage.

It may be argued that rap is not complex enougttdonsciously challenge such
conventions or perform such institutional critigu&husterman (2004: 467: 476)
submits though that “semantic complexity is ricldgfolded within its seemingly
artless and simple language” and he poses an armumeritics of rap’s validity
suggesting they should remember that “although oaoliurally sacralised, art was
itself sometimes deligitimated as pretentious lsl idle foolishnes$®. Rhode

outlines this when he says that “African art hagagls been peripheral on the greater

3 This is particularly true in the case of Africam ahich for a long time struggled to gain crediyil
as so-called Fine Art, instead of craft in a Westominated art world. Although more contemporary
African art is not stilled viewed as craft, it mstyll be seen as naive or less spphisticated.
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art market, but remains critically influential onedtern modernity” (Green 2008:

4)."

These parameters of what stands as popular or kgitenate contemporary art are
laid out by Western institutions that impose a igged or exclusionary status. In
opposition Schusterman (2004: 468) argues, thdtcamn be appreciated in many
ways on many levels and new modes of appreciationdw audiences cannot be
outlawed as necessarily disenfranchising thoséebtiginal audience”. He argues —
and one could agree that the same is true of than ajuestion — that “there is no
compelling reason to limit rap’s meaning to explaithorial intentions; its meaning
is also a function of its language, a social prodwgyond the determining control of
the individual author” (Schusterman 2004: 468). states that the inversion or
duplicity of meaning in rap is particularly sigmiéint as a source of protest and a
source of extremely subtle linguistic skill, becautsdisrupts language systems which
both embody and sustain societal power relatiocBshusterman 2004: 469). Chiurai
employs a similar duplicity of meaning in the wag imcludes text in some of his
images such as the works that | have discusseddgirencludinglO Years(Fig. 2)
andSex(Fig. 3) in chapter one, and the magazine seridfRapatriation(Fig. 16) in
chapter two. He subtly uses language to complemsniages with tongue-in-cheek
comments targeted at the focal figure of his wditkus, he uses language to critique
the societal power relations which Schustermanes@ioat it often sustains. Although
Rhode does not use written text as such, the diypb€ dimensions — the merging of

the two and three-dimensional — in his work perfottme same function by breaking

[ However, he notes that it is gaining more populatihen he states that “the local scene does
embody an ‘authenticity’, which makes it attractteethe international scene”. (Green 2008: 4).
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down barriers of what is usually considered pufadgonal or aesthetic, and reality.
As such, the boundaries of what is considered pedoce art, drawing, painting,
dance or video are confused and it becomes diffioulRhode’s work to be rigidly

classified, and as such limited.

Just as the duplicity and inversion of meaningap songs is not a mistake, neither
are these deliberate visual strategies that theattvsts use. | would argue that they
employ them very specifically to debunk institubndeologies, and to playfully
guestion stereotypes in order to create a discdbetdanvestigates hegemonic power
relations with regards to art, music, or societyaaie. As such | would argue that
they are self-conscious strategies. Schusterma@4(2872) highlights that such
“artistic self-consciousness is regarded by marsghaticians as an essential feature
of art”. This is further backed up by a considenmatiof another conventional
requirement of art; to display its defining origityaand distinction from the ordinary.
Schusterman (2004: 473) observes that art in wveional sense must “somehow
take a stand against a generally accepted but eptatie reality or status quo
(artistic or societal), even if this opposition bgpressed only implicitly by art’s

fictionality or by the difficulties it poses for dinary comprehension”.

Thus, both art and rap fulfil the abovementioneglineements as art forms. However,
as | have said, both artists are incredibly awéith® pigeonholes or stereotypes they
flirt with, and which are often attached to them twe media or art institutions.

Although there is more access to forms of exprasaind reference points through
ever-widening media webs, the growing influencenass media is a thorn in the side

of those who try to resist the hegemonic capitaist patriarchal agendas that are
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spread through media monopolies. It is also moffcdlit for artists, both hip-hop

and visual, to maintain a sense of credibility édkto their work in the face of
commercial pressure which often blurs the dividing between art and commodity.
Bongani Madondo (2005: page unknown) provides oitle & sense of this when he
writes:

Like his heroes, the late artistic genius Jean Bli&fasquiat and the invisible
“graff” icon Banksy (both hip-hop artists who sueded in taking graffiti

from the streets to the high-street art galleri&s)dzi is trapped in a hot
capsule - a revolutionary who can't escape the hireglamour the

mainstream art world inevitably holds for the radic

There is a thin line between capitalist and revohdry agendas. Artists must try to
tread this line in order to earn a living but alsmeate art that is critical and
contemporary. Some succeed and some fail, howeven the parameters of success
and failure vary depending on the artist’'s goals muotives. Thus the next part of this
chapter will explore how both the visual artistsl dnip-hop artists negotiate this thin

line, and how the line shifts with the times.

[11.The Global Commodity

It is clear from the previous part of this chagteat both Rhode’s and Chiurai’s work
is situated within a post-modern discourse, mergifigences and techniques from a
wide range of sources and redefining them as cquiesny art. Their work is quite
revolutionary within the South African art scenewever, until relatively recently (in
the case of Rhode) they have not stood out as @mudad. Rhode has, however, seen
a considerable amount of critical acclaim and consraksuccess of late overseas. It
could be argued that a determining factor in thisent access to international artistic

arenas is the development in internet and digdairaunications which have enabled
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his pieces, often recorded on video, to be viewedualiences all over who might not
have access to them without the internet. Howeal, have pointed out in previous
chapters, although not as up-to-date or efficients communication systems, Africa
has been a continent of flux and exchange far bedoly sort of Western influence,
and due to this the African aesthetic has alwags lmme of inclusion and eclecticism.
With developments in communications, and localststi access to international
collections and systems of signifiers or image Isame are beginning to see Western
influences being appropriated and made local. Kweale hints at this when he
writes that “it's tempting to compare Rhode’s wonkth pop art in the way it
embraces popular culture, but Rhode goes furthéssing popular culture with his
own experiences and context, making it local, ouno(Gule 2004: page unknown).
Rhode suggests that South Africa’s geographicalestrhas influenced this: “South
Africa is very isolated geographically [which] gs/éhe artist an opportunity to create
work that is not so much dominated by a market eacgnas other places are” (Rhode

in Bellini 2005: 91).

Although this may still be true to an extent, thisw is becoming less relevant as
time goes by. This is reflected as the greaterlSaAfiican economy becomes further
incorporated into the global economy and Southcafri companies compete on an
ever-increasing global scale. Therefore, more mat&éonal investors see opportunities
in South Africa as the largest economy in Africad docus on the immense promise
held in the prospect of the 2010 FIFA Football Wo@up. With this the average
South African is becoming more of a global consuamithey are exposed to more
and more global brands and advertising. This irsgdaexposure to advertising is

highlight by James Sey (2008: 14) when he descrifnges approach to urban
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Johannesburg: “the serrated edges of the city’'scskper profile... are hung here and
there with Christo-like, building sized advertisidgppery, recognisable as one draws

near”>.

Although the rest of South Africa is catching ug, lahave pointed out already,
Johannesburg has always been somewhat of an interaacity. Achille Mbembe
(2007: 282) supports this when he writes, “in Jolesburg the formal and the
informal, official and unofficial, cohabit and atmes become entangled, so that the
city resembles now Los Angeles, now Kinshasa ordCaiow all three at the same
time”. Mbembe (2004: 398) also notes that Johanmgsbas “a history as an urban
form that served the needs of capital’, and heestttat it is above all, the product of
industrial capitalism which grew out of the goldsiuto the Witwatersrand in 1886 —

as gold is the foundation of the global economgtesy (2004: 377).

As | pointed out in chapter one, the resultantuixflof foreigners transformed
Johannesburg into a cosmopolitan urban environnaamt,as such today it remains
the commercial hub of the African continent, wheamany international businesses
base their regional headquarters. Since the ermpaiftheid, Mbembe (2004: 393)
observes that:

Contemporary Johannesburg is undergoing massiviealspastructuring...
driven as much by private developers, real estaf@tal, architects and
designers, and fuelled by capital for middle- amgar-income residence,
insurance companies, banks and corporations.

'S Christo (born Christo Vladimirov Javachedf)d Jeanne-Claude (born Jeanne-Claude Denat de
Guillebon) were a married couple who created woflart in which they would wrap buildings,
monuments, and landmarks in various fabrics aneads. For examples see works sucMéaapped
ReichstagVerhiillte Baume (Wrapped TregahdPont Neuf
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Due to this restructuring he proposes that “mom@ntlever before in its history,
Johannesburg’'s city space is a product that is edarkneasured, marketed, and
transacted. It is a commodity, and as such itsesgmtational form has become ever
more stylized” (2004: 393). Due to all of this Johasburg has become globally
homogenised, resembling any other city around thddw As such aesthetic tastes
have become globally inflected too. Mbembe (20@0)4iscusses how sites such as
Melrose Arch and Montecasino — both entertainmemd ghopping venues in
Johannesburg — have become what he calls “syntlsgiacetimes, constructed
tableaux on which disparate images are grafted”. sHggests that Montecasino
(which is designed to look like a Tuscan villageylaMelrose Arch (which resembles
a miniature European city) are products of late emoctapitalism which has brought
about proletarization of commodity desire and &zdtion of consumption (Mbembe
2004: 400). Although these two are extreme exampleslar effects can be seen to a

lesser degree in much of the rest of urban Johaongs

This becomes interesting when one begins to con$ide such globalization has
come to affect the urban population, and in paldicuRhode and Chiurai as they
inhabit and represent the city space. With acoedbé internet, satellite television,
and global branding all around them, the artiste aruch more capable of
incorporating some sort of globalized aesthetio their work. However, how exactly
do they interrogate this infiltration of the comnitgdorm while maintaining a critical

standpoint? Rhode is even more exposed to glokatkegtes of dealing with such a
guestion as he now bases himself in Berlin, andage exposed to the international
art scene. Not only is it important to investigatev both artists include or interpret a

contemporary globalized aesthetic, but also to @mjt to the way that hip-hop too
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has negotiated globalization, and what similaritea be drawn between the two, as
hip-hop, with its ever increasing popularity hascdree somewhat of a global

phenomenon.

No Option but Co-Option: The Rise to the Mainstream

As | hoped to illustrate in the earlier part ofsththapter, although increasingly
popular, hip-hop has fought a continual battle siits advent to assert its claim as a
verified art-form. Again one is reminded of Schustan’s assertion that “its claim to
artistic status has been drowned under a floodo$iae critique, acts of censorship,
and commercial cooptation” (2004: 459). This conutarco-option becomes a
political strategy to maintain control over hip-himporder to monitor its message and
content. In chapter two, | highlighted Haupt's (30@) view that the “sexist,
misogynist, patriarchal ways of thinking and behguvhat are glorified in gangsta rap
are a reflection of the prevailing values in oucisty, values created and sustained by
white supremacist capitalist patriarchy”. In fa@ngsta rap’s exceeding popularity
over the earlier, more “conscious” hip-hop, is suteof these ways of thinking and
the lyrics that embody them, which do not engagécally with structures of
domination. As such gangsta rap has become “aroiéxiple commodity in hands of
major record labels as its message poses no sigmifthreat to hegemony” (Haupt
2008: 147). Therefore, one becomes aware that ldacks have become typecast,
due to the fact, as Quinn puts it, that they “héeen so successful in portraying,
manufacturing, and selling ghetto imagery, that keaidemands have channelled
black commercial output into certain narrowly defincoordinates” (Haupt 2008:
149). Haupt goes further to include Mtume ya Salaaassertion that, “when the

profit oriented major labels entered the rap scertbe.fertile breeding ground for
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good rappers disappeared” (2008: 151). Jeff Cha0@5. 439) concurs with this
saying that in the USA, “government-deregulatedbglized media monopolies have
colonized and branded hip-hop’s counterculturalitspHe expands on the reason for
this stating:

Once there had been a creative tension betweendis-role as commodity
in the global media industry and as the lifeblod@ @ast vibrant network of
local undergrounds. But during the mid-"90s, thevposhifted decisively in
the direction of the media monopolies. And whenpoaations began to
understand the global demand for post-white popuil hip-hop became the
primary content for the new globally consolidateddia, the equivalent of
gold dust in the millennial monopoly rush. The iens between the
culture’s true believers and the captains of inguisttermittently flared into
open, polarized conflict (Chang 2005: 439-440)

This subcultural, or countercultural spirit whicashbeen colonised, as Chang puts it
by global media monopolies, is described by Dicloéige as that which “interrupts
the ‘process of normalization” and contradicts thgth of consensus’ in its attempt
to challenge hegemony” (Haupt 2008: 151). Thus,dté2008: 155) argues that hip-
hop’s co-option into the mainstream, along witheksments such as graffiti and hip-
hop fashion, has diluted its subversive potenéiaf] he observes that hip-hop style is
the main theme of commercials for anything fromutat phone service providers to

banks and alcohol.

Although this globalized branding of hip-hop as jfmiture has somewhat
compromised its status as a revolutionary subayltir has however, made it
accessible to a vast number of people around tieeghat had never even heard of it.
It may now be argued to be counter-discursive @ dgeneral sense, but its mere
popularization has lead many to investigate whepehbp started and how it came
about. Although spread by globalization and caisital thanks to hip-hop’s original

function as a form of protest and rebellion, maagicommunities all over the globe
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have found a new means by which to challenge hegmsioHaupt situates his
discussion of the globalization and co-option gi-hop in relation to the way that
hip-hop has experienced a rebirth in under-privategoloured’ communities on the
Cape Flats. Not just on the Cape Flats, but alt ®eith Africa, and indeed Africa, a
new ‘conscious’ hip-hop is being used as a toa@rpower the disenfranchised, and
as a voice for the previously unheard to air tlginions. This point is backed up by
the emergence of outlets such as the website afrigchop.com which broadcasts
African Hip-Hop radio and incorporates materialnr@merging artists all over the
continent. In fact this very interconnectednessAtifcan hip-hop is illustrated by

Chiurai’s inclusion of photographs by Sandy HaessfiesSenegalese hip-hop artists

in his ‘Yellow Lines’ publication.

This being said, commercial hip-hop transferred miedia such as cable television
and global advertising campaigns, remains the msaurce of exposure to South
African youth. Haupt (2003: 6) argues that, in teeerse, hip-hop from South Africa
— and | would argue the rest of Africa to some degr “has never really been
commercially viable for local artists and this ntigixplain why it has never truly

recuperated or been commercialised”. This was sdraewue of early hip-hop in

America too as Neal (2004: 493) states that, “weddy purveyors of hip-hop clearly
had [some] commercial interests in the music, thee little expectation that hip-hop
would transcend its distinctly localized existerase@l become a primary cog in the
mainstream music industry”. Tony Mitchell’s vievustrates the extent to which hip-
hop has become such an influence when he noteshhdflow and consumption of

rap music within the popular music industry conéauo proceed hegemonically,
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from the USA to the rest of the world, with litibe no flow in the opposite direction”

(Haupt 2003: 6).

| have already noted that Chiurai references th&kwb the infamous British ‘graff’
artist Banksy, and it could be argued that it @frBanksy that Chiurai takes his cue
on issues concerning globalization. He states imtemnview with Fred de Vries that,
“Banksy’s like an urban legend, an urban guerrii@’s an influence: the stencil and
the satire... For him government and big corporatemesthe enemy’ (De Vries 2007:
page unknown). Chiurai certainly took the governimentask when he started to
employ Banksy-like stencils in his political comntety on Zimbabwe, however, as |
have pointed out, he has utilised them to commerauth African urban politics as
well. Bongani Madondo (2005: page unknown) desesril@nother concern of
Chiurai’'s when he writes: “Besides Uncle BBbKudzi is also passionate about the
commercial imperatives that define what is and whatot main-stream... He’s also
maddened by the ‘bling’ dictates of corporatiseg-tmop that define “the hip-hop
generation”. One starts to notice that Chiurai @ anly aware of the debates or
discourse surrounding the authenticity and comrakzeition of hip-hop production,
but also uses it as an influence and somethingranent on in his work. To be more
specific, Chiurai is concerned with exactly the eypf diffusion of subversive
potential that Haupt talks about. He is specificatbtncerned with the stereotypes and
typecasts that have filtered through the globalim&dm the American context to the
local. Robyn SassgR2004: page unknown) touches on this when she writes

Chiurai resents contemporary radio station YFM mefi black South
Africans as a diluted version of their US counteipaHe condemns Y
magazine for promoting cultures like hip-hop enyptil today’s youth are
caught in the immediacy of popular culture, but’'tanterrogate these
imposed values.

® A nickname used by Zimbabweans to refer to Radeigabe.
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This supports my earlier argument that, althoughddemns are favourable for
‘conscious’ hip-hop production to occur in Southriéd, the majority of consumers
are still attracted by the glamorised Americanststi Zingi Mkefa (2004: page
unknown) quotes Chiurai’'s view regarding some @& shereotypes she describes as
being projected by YFM:

Yfm is a station which projects the archetypal ypurlack hip-hop and
kwaito diggers wearing baggy jeans and oversiz&urts, or stilettoed girls
with hoop ear-rings and Stoned Cherrie gear intalprogramming. “Do |
have to identify with that culture to listen to Y%h

Mkefa makes this observation in relation to a disgen about one of Chiurai’s earlier
works entitledY-Propaganda(Fig. 61). The work is a painting of a facelesackl
man, who only wears boxing gloves and boxing sharid who exposes an unclothed
abdomen. The man’s upper body consists of whatsldidde muscle fibres on one
side, and an x-ray image of bones on the other, sideop of which Chiurai has
added very small text. Higher up in the image &sitisignia 'Y-Propaganda’. Mkefa
(2004: page unknown) argues that:

The insignia speaks to the greater meaning of thrécws there a difference

between the Zimbabwean-style propaganda that eagesrpeople to speak
with a pro-Mugabe voice and that propagated by itftependent free-

speaking radio station like Yfm?

It is obvious that Chiurai advocates an attitudeawfareness similar to that of
conscious hip-hoppers that Haupt describes beingteo-discursive and critical of
hegemony. Rhode too is aware of the issues surioginglobalization and the
commodification of subculture. Olukemi llesanmi Q20 page unknown) illustrates

this, writing that Rhode’s performances are:

Humorous, evocative experiences laced with shammneentary on the
politics of leisure, global branding and the comifiodtion of youth
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cultures. Rhode’s visual and conceptual alphabdduift around issues of
desire, loss, and dislocation in a capitalist world

An example of such a work, although not actualpjegformance, is the photographic
piece entitledHe Got GamgFig. 54), which | briefly mentioned in the firpart of
this chapter. As | pointed out, the piece borroiwgaime from a Spike Lee movie and
a Public Enemy song which was released as the saghdor the movie. The piece
was created on a street in Cape Town and condidtgsetve photographs in which
Rhode dressed in clearly branded Nike clothing stmeks and interacted with a real
basketball, and the illustration of a life-size padrawn on the ground in chalk. His
actions in the photographs suggest that he isifigppy mid air before completing an
impossible slam dunk. Claire Tancons (2003: 68)esghat:

Acknowledging his generation’s fascination with gpp Rhode also
undermines their glamorous attraction by conceingaton their most
stereotypical — consumable — aspects around issfubsanding and media
recuperation. He verges towards a critique of mrgtions, not only
focusing on the social and political implicatiorfs(coloured) body in space

but he also articulates a critique of object in tealm of art and consumer
culture.

This opinion is backed up by the fact that Publeiy’s politically aware lyrics talk
about media monopolies, global consumerism andnugditics. This track was
released in the year 1998 and makes clear referentlee impending change of
millennium in its content. At the end of the somg taudience is implored to take
control of their minds, as in the middle of the gdhe line is sung that “folks don’t
even own themselves, paying mental rent to corpgpagésidents”. | argue that the
track is a call for people to question what is fedhem through the media, in the
midst of the hype surrounding what was predicted agltdown to be caused by the
millennium bug at the beginning of the year 20Q0Qislironic that this predicted

meltdown was nothing more than speculation resyltrom propaganda spread by
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media across the globe. The chorus line of the seargs “Fuck the game if it aint
doin nothin™. This is interesting when consideritigat at first glance Rhode’s work
seems to be merely a playful illustration of th@ar urban sport of basketball. In
fact the “game” is saying something! Tancons (2@3: suggests that the noticeable
imaging of American brands such as Nike, and thg that stereotypical postures and
hip attitudes are shown “points out to the chaleEengf a young democratic state
[South Africa] facing the pitfalls of global consensm and cultural assimilation”.
South African artists such as Rhode and Chiurdi,tlsemselves the challenge of
creating socially aware art while catering to thealthy art buying public, without
letting this public dictate the parameters of wihaty produce. Rhode touched on this
in his interview with Catherine Green concerning tltohannesburg Artfair of 2008
where he was in fact the featured artist. He ntitag “The commercial aspect of the
fair could become a distraction to the artist [abd$ides that fact the context of the
fair is not always suitable for political commerta(Green 2008: 4). It is hard for
artists, just like hip-hop groups, to completelypage capitalist imperatives, as they
need to survive economically as well. Chiurai ndtedhe in an interview how a lot of
the work from his ‘Yellow Lines’ show in Johannesfpuvas sold to overseas buyers
from the United Kingdom. He is creating artwork ttispeaks to a South African
audience which is being consumed by wealthy buyenn elsewhere. Does this
compromise the effectiveness of his art for spmegda message and creating
meaningful social change? | would argue that itsdoet, and will support this by

referring to similar arguments posed against hip-ho
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Do the Right Thing!

In the case of hip-hop music, many have arguednapais co-option into the

mainstream, on the basis that its transition fronto@alised grassroots form of
expression into a trans-national commodity has damentally changed its
production, distribution, reception and functionamsart form” (Neal 2004: 493). This
was founded on the idea that most of the meaningsied in the art form was lost
through its commercialization. However, Ted Swedegh(2004: 584) shows how
many rappers have subverted this notion of commleariforms being shallow and
less meaningful, and have begun to play on “cdpitakatiable demand for new,
sensational and different products — a need thatrsally responsible for turning

‘otherness’ and ‘ethnicity’ into the latest hip caorodities — without appearing to be
co-opted”. He argues that:

Rappers’ posture of menacing danger appears mysstyicool and soulful

to the white listener, while sending a chilly fossdown his/her spine;

whereas for the young black, the cold scarinesgapfis merely realism.

Therefore rap sells in both markets. And becauskostile attitude is

marketable and commercially successful, rappersretin control of the

message and keep it undiluted (Swedenburg 2004: 584
It is this commitment to representing the realittéseveryday life — or ‘keeping it
real’ — with a specific concern for one’s communitigat | would argue prevents
accusations being levelled against Rhode and Ghbatthey are sell-outs by way of
seeking commercial success internationally. Thasecis the same as that which
Swedenburg puts forward for rappers when he staisit is their, “fundamental
connection to a young black community — a commuifimagined’ yet real — that
allows them to get paid without selling out” (20®83). In fact an even more solid

defence comes with Swedenburg’s idea that, “‘cansirappers also aren't selling

out because their strategy is to deploy the maikedisseminate crucial political
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messages to the widest possible audience” (ibiddwve already tried to illustrate that
both Rhode’s and Chiurai’'s political concerns ahd social arrangement of their
communities form a parallel with those of ‘consdouappers, and therefore this
statement should hold true for them too. Both hayghlighted issues such as
apartheid’s legacy, xenophobia, and the econondcpatitical crisis in Zimbabwe in

their work. Thus the distribution of artworks onnational and international level,

have increased awareness about such issues.

The fact that their art is being received well insgionally and they are gaining
recognition for it, is something to be celebratiéds still the case in many respects, as
Rhode said, that “African art has always been berigl on the greater art market and
was critically influential on Western modernity” (&n 2008: 4). Such cases, in
which black artists are not acknowledged correbtly their cultural contribution,
have been characteristic of the development of npmpular musical forms too. As
M. Elizabeth Blair (2004: 497) observes “historigablacks have not been able to
reap the financial rewards from the musical forhret wwere uniquely theirs” as in the
case of blues, jazz, gospel, soul, funk and mopbmantly rap. In the case of these
musical forms, white companies and performers wid# up on the unique musical
style that is developing, and attempt to hijackngking it popular through exclusive

promotional and marketing tactics.

As | noted earlier in chapter one, some people leatieised Chiurai for supposedly
being “black talent for a white tool”, implying thhis previous affiliation to a white
owned gallery in an upmarket area such as Melrosh Aeant that he was subject to

white capitalist patriarchy, similar to that whielaupt argues pre-packages gangsta
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rap. However, as Haupt (2008: 156) notes, the ‘tketermining factor is the degree
of control that artists or cultural producers haveletermining the terms upon which
such acts of incorporation take place”. He gives ékample of the documentary of
the making of producer Spike Lee’s fildo The Right Thingwhich revealed Lee’s
“refusal to compromise on prospective film disttiim$’ demands that the films
incendiary political content be toned down someWwh&taupt 2008: ibid). He argues
that “this refusal signifies the artist’'s agencynggotiating the terms upon which they
enter mainstream markets and points to the pogibflmarginal subjects’ views and
artistic approaches circulating in larger arenadjid(). Considering Haupt's
argument, | can confirm that from personal disausswvith Chiurai, he is involved
completely with arranging the production and dttion of his artwork. It is
interesting to note that Chiurai’'s choice to chahige representative gallery to the
Goodman Gallery was actually motivated by his ititento seek a more international
audience. However, he still attempts to maintaimash control of his artistic output
as possible, evident in the fact that he has played predominant role in the
organization of his catalogue/periodical for theowhYellow Lineswhich | have

referenced in numerous places throughout my digmuss

The elevation of Rhode’s art to the internatiortage is also somewhat on his own
terms. He notes that this elevation allows himighlght the interconnectedness of
global contexts but says that Johannesburg stitisha special attraction to him and
thus he returns from his base in Berlin to stibate artwork there. On his specific
choice of relocating to Berlin he says:

It has offered me a different viewpoint, both die land my artistic practice.
In distancing myself from the familiar context adu#h Africa, | have had to
dig deep to find new forms of inspiration and tovdstigate new
methodologies of creating works of art. The citpalitical history raises
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complex questions about space, unity and divisiaerain topics that are
quite related to my interests (Rosenthal 2008: 49).

Although it is evident that his move to Berlin wiasexpand and develop his artistic
practices, and not to abandon his original contexbe co-opted into a dominant
Western discourse, one might find it harder to ustded why he chose to be
represented by the Perry Rubenstein gallery in Neask. | believe it creates an
interesting and quite poignant angle to his comargnbn the interconnectedness of
what he calls global localities. One may remembéck DHebdige’s view that
“subcultures communicate through commodities amdeflore work from within the
operation of capitalist processes of retail, manketind distribution” (Haupt 2003:
1). Blair (2004: 498) states that hip-hop and intipalar rap music “is the ultimate
commercial product, because its main features béea been borrowed from other,
successfully tried-and-true products”. Hebdige Isabiks up with the assertion that:

In hip-hop, sampling relies on the use of elem@ftsusic texts — that are
commodity items — in order to produce new musigstewhich will become

commodity items themselves [thus] a significant entof tension exists in
the creative process of producing counter-discarsiwsic texts as the
process of music production is already quite coaitplin commercial

processes (Haupt 2003: 5).

In a sense, this is similar to art, where Rhodegarticularly Chiurai adopt signs and
signifiers, often related to advertising and comities, and insert them into their
artworks, which also become commodity items. Astwath rap music, particularly
‘conscious’ rap, begins as a way of engaging @liffovith one’s social, political, and
economic realities. If the products of this engagetrihen become commodity items,
surely they still serve to spread the messagetligaartists attempt to communicate
through their work. As long as these cultural forang not stripped of their vitality,
power, and message by dominant forces in ordertllegtbecome instruments solely

to serve a hegemonic capitalist agenda, and asdsnlge artists are recognised, both
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financially and creatively, then surely one canamjue against the spread of such
cultural forms even if they exist as commodity itenOne is lead to Hardt and
Negri's’’ notion outlined by Haupt that, “the only strateayailable to the struggles is
that of a constituent counterpower that emerges fnothin Empire” (2003: 12). In
other words the artists make use of increasinghneoted global networks, facilitated
by globalisation, to comment on and critically eggawith the effects of such

corporate globalisation.

""Hardt, M. & Negri, A. 2000Empire.Hardt. M (Ed.). London & Cambridge, Massachusétarvard
University Press.
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Figures 44 to 61

Figure 44: BanksyTesco - Pledge Your Allegiangefficial title Very Little Help$.
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Figure 45: Marcel Duchamj..H.0.0.Q.also known asMarcel Duchamp’s
Mona Lisa with moustache

Figure 46: Robert Rauschenbefgased de Kooning Drawing
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Figure 48: Kudzanai Chiural,he Black Issue
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Figure 49: Kudzanai Chiurai, As Seen on TV
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Figure 51: Kudzanai Chiura®ne Time on Communication
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Figure 53: GiorgioneSleeping Venua.k.a.Dresden Venus
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Figure 54: Robin Rhodéje Got Game

Figure 55: Robin Rhod&Vheel of Steel
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Figure 56: Robin Rhoddhe Storyteller
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Figure 58: Kudzanai Chiuraglack Alter Ego
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Figure 59: Kudzanai Chiurai, Press Freedom
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Figure 60: Robin Rhodé&Jntitled (Skipping Rope)
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Figure 61: Kudzanai Chiura¥,-Propaganda
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Conclusion

Although “globalisation” provides avenues for betimergent and established cultural
practitioners to expose larger numbers of peopteeo ‘commodities’, the process is
still very problematic. In the previous chapteolithed on Tony Mitchell’s (2003: 6)
observation that “the flow and consumption of rapsia within the popular music
industry continues to proceed hegemonically, frolm WSA to the rest of the world,
with little or no flow in the opposite directionThis, in a sense, indicates the
problems that face an increasingly ‘globalized’ MloOne needs, in fact, to question
in which direction the ‘globalisation’ actually fds. Although this statement may
seem to be somewhat of a paradox, as | have alrstatgd, the concept of
globalisation is far from the incorporative mulirettional idea that many perceive it

to be.

Gerardo Mosquera (1994: 133) sums up the situgtiite aptly when he writes:

Every time the word ‘globalisation’ is mentionedheotends to imagine a

planet in which all points are interconnected ineticular network. In fact,

connections only happen inside a radical and heganmattern around the

centres of power, where the peripheral countriess{rof the world) remain

disconnected from one another, or are only condeictdirectly via — and

under the control of — the centres.
This observation applies to all spheres concerneglabalization, whether they are
economic, cultural, or political. However, with paudlar focus on art, Mosquera
(1994: 135) notes that, “the world is practicallyided between curating cultures and
curated cultures”. Although | have stated in pregichapters that artists from the so-

called peripheries, now have more access to inierrsd mechanisms of exhibition

and so forth, Mosquera’s views (written in 1994l sibld true in many respects. A
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key problem is that western values and traditioescantinually imposed onto artists
in order to classify and group them into exhibii@r shows under a certain theme so
that people will find it easier to ‘understand’ theork. This has become apparent in
recent years with a number of “theme-less survdyib#ons such asfrican Art
Now, Africa Remixand Flow” (Simbao 2008: 59). The primary problem with such
exhibitions is that Africa, as Mbembe points ostaicontinent in continual flux. It is
a continent where, as | explained in Chapter 1ranig drift across boarders in all
directions taking customs and traditions with theand cross-pollinating cultures
wherever they go. Therefore, to try to group astiftom all over under one
encompassing theme that proposes to identify somfgying characteristics that
define what is African, “reveals a reluctance tdfisiently unpack the largely

American and European label ‘Contemporary Africati’ASimbao 2008: 59).

Simon Njami (2007: 20) highlights another way iniefthwestern institutions attempt
to organise cultural production from Africa, whee lvrites in theAfrica Remix
catalogue that:

We need to avoid reproducing western classificatitwat have split creativity
into distinct disciplines. To show the contempormgnef Africa without
including music, film or literature would be likeodking at a global
phenomenon through tunnel vision.

Various disciplines such as music, literature armdhave been intertwined throughout
history in African artists’ work, and as | have pid out in the section on “The
Technologies of Production” in Chapter 3, continoide linked through the work of
artists such as Rhode and Chiurai. Mosquera (1882l points out that the only way
to move towards a truly inter-cultural circulatiohart is to “change formats, cultural

extension, work within schools and communities, uke of the press and media, and
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the development of many other ways emerging frooalleharacteristics, interests
and inventiveness”. He continues that this must6bee a part of the responsibility of
every curator of the ‘Third World’, as well as eldere, who aspires to a true
plurality in the diffusion of art” (ibid.). Haup2003: 11) brings to light an illustration
of how media and education can be used to provide Plurality of diffusion’ in the
case of hip-hop in his discussion with Shaheen fdiea, a member of the Cape
Town hip-hop crew Profits of da City (POC). He reoteow the internet and chat
rooms provide hip-hop heads from across the gloitle avway to “mobilise around
projects of similar concern”. He goes on to highlig¢. documentary by Big Noise
Film Media, which tracks the production of musices people record in different
destinations such as Palestine or Tanzania and ibevid the internet to other
locations such as Holland to be mixed. Ariefdierplapds the efforts of such
individuals and talks about having, “a summer stHoo kids of fucked up areas
[such as] kids from Sao Paolo, from Dar as Salgamm,know, like from Papua New
Guinea and Cape Flats” (Haupt 2003: 12). Arifdieresi not see this as a simple
solution but is instead “aware that the relatiopshhat are established in cyberspace

actually need to translate into real action assyoads level” (ibid.).

| think it is this kind of idea, where artists, ators, and critics from regions other
than Europe and America get linked up and mobilisegkther, that Mosquera is

trying to get across. However, as with hip-hop,sgraots change is needed. Haupt
(2003: 12) gives reasons why this is imperative:

This is particularly important, given the consid#easize of the digital divide

in Africa and many other Third World contexts. Wntiis key issue is solved,

the internet is but one tool in the hands of asts/iand interest groups who
wish to strengthen civil society and provide greatess to public space.
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He goes on to illustrate that in the case of hip-frmore conventional avenues such
as community radio, the print media, the informatlenge of mix tapes and CDs as
well as word of mouth continue to be powerful tooisthe hands of the hip-hop

movement”. He therefore implies that a mobilisatadrpeople on a local level needs
to be achieved in order to set the platform for englobally significant changes in

power structures to take place. In fact Mosque@941 138) discusses this need to
become more independent of western influence weenrhes:

Rather than limiting ourselves to a help-claimingntality, which reinforces

dependency by blaming it for everything, we needrioourage action towards
internal solutions to our problems. A more aggmessdttitude is needed, as
well as a better use of indigenous resources assliljilities, especially in the

pursuit of alternatives in civilian society.

It is not just for art’'s sake that local artistsiyators and critics need to take a more
hands-on role and become more aggressive in tlaigagion of international circuits
of exhibition, but particularly in the case of Soutfrica it is essential in many more
respects so that civil society can be kept in ch@ékat | am trying to indicate is laid
out by Chiurai in an interview he had with PercyoAwya recently. While discussing
African politics Zvomuya posed the question to Chiwf what he thinks should be
done with the dictum from an Achebe novel “writelen’t give prescriptions, they
give headaches”, to which Chiurai replied: “If atsi don’t prescribe solutions then
politicians are the leaders” (2009: page unknovdvpmuya muses over this as he
suggests that “the uncontested cult of leadersagm’h exactly served the continent
well” and wonders whether Chiurai has managed tséttle the monoliths of power”

as he puts it (2009: page unknown).

This need to question such monoliths of power seetal for South African art to

foster a more inclusive aesthetic and thereforalide to achieve Mosquera’s idea of
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‘true plurality in the diffusion of art”. Howevem order for South African artists to
play a role in deconstructing the current hieraraghylobal Fine Art practice they
need to begin to break through barriers that havesd long limited the growth of a
truly inclusive society. As | have tried to illuate in both Chapter 1 (the section on
race) and Chapter 2 (the section on politics asstance), racial relations have been
the major restricting factor opposing such societysouth Africa, and both artists
actively work to question perceptions, stereoty@as] stigmas in order to foster
inclusive philosophies and attitudes in the pub8anbao notes, however, what is
going wrong when curating exhibitions that inclusleican artists writing that: “The
commonality can no longer satisfactorily be race;, can it be geography. We all
know that the nation-state is in theory dead (deast dead enough to be politically
incorrect)” (Simbao 2008: 60). Although both Rhaatel Chiurai tackle racial themes
in their art, it is the way that they do it whichakes them so successful and relevant

to contemporary global audiences.

Simbao goes on to highlight a possible succesy stothe form of an exhibition
entitled Street Level: Mark Bradford, William Cordova andidtoRhodewhich was
curated for the Nasher Museum of Art at Duke Ursitgrand exhibited at the
Institute for Contemporary Art in Boston (2008: 63he notes that the key aspect of
the exhibition is that it “successfully grows odttbe artworks themselves” (ibid). It
becomes apparent that what linked the artworkscegated a discourse between them
was the common theme of the street. She notes hawdut being explicitly framed
by ‘South-Africanness’, Rhode’s nuances of the ettras location, culture and
performance space were able to resonate with thd wb other artists, creating

cultural bridges” (ibid.).

182



| have tried to illustrate in the sections on @paces and crime in Chapter 2 via a
comparison of the issues drawn out in hip-hop s@mgsRhode and Chiurai’'s work,
locations and cultures across the globe can bedirtkrough their focus on urban
spaces. One finds that the issues that face cigjlei®s across the globe are becoming
increasingly similar and parallels can be drawmien different spaces and contexts,
for example inner city degradation and rising ganglence in post-civil rights

America and post Apartheid South Africa.

With the size of cities across the globe increaseqgdly everyday and evermore
people relocating from rural to urban surroundinggre and more of us find
ourselves becoming part of these city-spaces. Hewes | have shown, these cities
are becoming increasingly cross pollinated withturels from across the globe. The
same streets that Chiurai observes in Johannesiounghich different groups
constantly struggle to coexist with both the foreand the familiar, begin to reflect
streets across the globe. It therefore is pos$unlsuch conversations to be set up as
those between the artworks in tBéreet Levelexhibition Simbao discusses. With
people running out of ways to define or classifgniselves with regard to race or
nationality, experiences of street culture are beng a universal link by means of
which young people in particular, identify with &amther. The increase in
migrational movement globally means that peopleleaeing behind the “post-” that
they once belonged to and finding themselves inff@rdnt location without the
stigma that comes with that all-to-familiar prefRhode is a prime example, leaving
“post-"apartheid South Africa, and finding thatuss which concern urban South

Africans also concern urbanites across the glolbeekow making the “post-” seem
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rather irrelevant. | believe that it is hip-hop’®cognition of such universal
experiences of the street that allows it to delineknotions of a ‘post-’ fad, and like
Chiurai and Rhode’s art, attempt to defy outdatedsifications in order to create a
more inclusive aesthetic. However, as much as bp-ktlaims to transcend
boundaries of race, geography, nationality, geadérthe like, and as much as artists
like Rhode and Chiurai successfully employ hip-Btrategies or philosophies in their
visual art, it still faces inevitable criticism. larder to illustrate this | return to
Michael Eric Dyson’s (2005: xi) view that:

There are some who dismiss hip-hop as the deaat lefttbrazen stereotype-
mongering among the severely undereducated andgaggle of learned and
over-interpreting defenders. Other critics clairattthe deficits of hip-hop are
amplified because they blare beyond the bordetglyf art to inspire youth to
even uglier behaviour. And others protest thapped of politics, history, and
racial conscience, hip-hop is little more than squathology that blasts away
all the achievements of the civil rites struggle.

As is seen in the last two sections of chapter 3isswes of authenticity and
globalisation, and discussions of gangsta rapaniot be contested that through the
influence of capitalism, hip-hop stereotypes hagerbcreated which do no more than
create fantastical characters to sell records. Meweé believe that | have shown that
hip-hop goes much deeper to appeal to the semnigbilof young people such as
Rhode and Chiurai who have a drive to promote Bagmt social change. This appeal
has endured over three decades, to continue tofesaniself in different forms,
through different mediums in different locationsass the globe. It is apparent that
Rhode and Chiurai are anything but “severely urdlerated”. If anything their art
has the ability to inspire people from any backgebtio look more closely at their
surroundings and begin to question how the ubigsityellow lines” might direct the

flow of life in their immediate environment.
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Although, as Chiurai points out, young South Afnisaare all to ready to adhere to
the “bling dictates of corporatised hip-hop”, ifethinstead began to focus on the
abilities of more conscious hip-hop to create disse between marginalised societies
across the globe, perhaps problems such as xen@plaiuld not have such a
devastating effect. South Africans need to emb#sicea’s history of cultural flux
and recognise its unique environment to fosterrdepositive attitudes of sharing,
and ideas that could inspire generations acrosgltie. People need to step beyond
the past and break free of the “post-" in ordebézome truly contemporary, for as
Njami (2007: 22) writes:

Contemporaneity is and always has been historhemiove, a history that we
witness, or engender perhaps, but whose finalitgavenot ponder ... a history
that makes us rethink ourselves, not in referemc®rte fixed, outmoded
identity, but as protean beings with multiple, apeable identities.
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