






KZNSA - dala Young Artist Project 2009
Introduction

The Young Artist Project (YAP) is an initiative started by the KZNSA Gallery in 2002 as a direct response 
to the absence of an institutional platform in KwaZulu-Natal for experimental practice. Initially the proj-
ect invited four artists annually to present a first solo exhibition in the KZNSA Electric Gallery. Each 
artist was commissioned to present a new work or, where applicable, to realise a new component in 
an existing project. The motivation of YAP is to assist the artist financially in realising a concept, and to 
fund-raise for the covering of exhibition costs, thereby allowing the artist to remove financial concerns 
from the creative process. In addition to the exhibition, YAP aims to provide each participant with a 
catalogue of their exhibition which contextualises their work within a socio-political and art framework 
locally, nationally and internationally. A seminar concludes the cycle of exhibitions, where participants 
present their findings, and engage in discussions of their work with other curators, writers and academic 
researchers.

As an extension of the initial concept, the KZNSA, funding partner Pro Helvetica and dala – a local 
art/architecture organisation – have extend the borders and boundaries of the project and the gallery. 
The 2009 Young Artists Project aimed to link emerging artists from countries that border South Africa 
in order to develop a series of interventions in public space. Four emerging creative practitioners from 
Lesotho (Retsepile Moholi), Botswana (Mojorosi Modisane), Mozambique (Idelio Vilanculos) and South 
Africa (Michele Silk) were selected to participate in the project. The residency lasted from 16 August 
until 10 September 2009.



The purpose of this artist-in-residency programme is to develop a cross-border public dialogue on cit-
ies, space and art for social change in southern Africa. The project is aimed at developing meaningful 
collaboration and public participation in the practice of art for urban transformation.

The starting point for the project was to explore the notion of intersections. Intersections are physical, 
conceptual, psychological and philosophical spaces where people, ideas and objects interact. Inter-
sections mark meeting points in our cities and lives, some fleeting, others profound. The idea here 
was to explore the concept of intersecting spaces in southern Africa. How does our socio-political and 
physical environment condition these relationships? Through this discussion, how can we develop 
meaningful intersections that promote more humane and liveable cities?

YAP 2009 is as much about process as it is about the eventual outcome. For the purpose of this project 
the studio, the canvas, the gallery was in the streets of Durban. The documentation of the process, 
performances and products were exhibited at the KZNSA. 

This is the catalogue that has been designed as an outcome to the project. The catalogue includes 
visual documentation of the project; critical writing about art in the public realm written by dala; and 
comments by the artists on their own work. 





Public Art

…imagination       is what, above all, makes empathy possible… 
imagination is the one thing that permits us to give credence to 
alternative realities (Greene, 1995: 3). 

Globally and locally a number of social, environmental and fi-
nancial crises are converging that fundamentally shape the way 
in which we live, work, play and move in and through our city 
spaces. It is becoming increasingly apparent that alternatives to 
rampant capitalist, individualist and consumerist ideologies are 
necessary. Post-apartheid cities in South Africa still need to ad-
dress massive inequalities that have been socially, spatially and 
financially entrenched. This essay suggests that public art that is 
based on democratic practices offers powerful opportunities to 
explore alternatives in an endeavour to build more humane and 
liveable cities.

Key to the creation of social cohesion is the belief that public art, 
or the processes through which it is produced, is able to create 
a sense of inclusion. By this token, public art should generate a 
sense of ownership forging the connection between citizens, city 
spaces and their meaning as places through which subjectivity is 
constructed (Sharp, 2006: 1003).



Public art exists in many forms and the purpose and meaning of public art is contested. Public art in the 
form of monuments and large scale public sculptural projects have been used to display a particular 
set of ideologies within public space throughout the world. Durban’s Farewell Square boasts the most 
amount of monuments on one site in South Africa. These monuments enshrine a particular colonial, 
phalocentric Christian-based set of beliefs around war, martyrdom and civic duty. The toppling of monu-
ments becomes symbolic of toppling a regime – the toppling of statues of Stalin and Sadam Hussein 
are but two examples.

Although monuments may be the most obvious markings of power on the city, other forms of public art 
emerge out of these systems as well. Urban development or renewal projects often use creative means 
to reshape parts of the city. Artists are commissioned to develop large scale public art works as part of 
this process. Often, the result is purely decorative as opposed to engendering real transformation. This 
can be seen in Durban’s mosaic project. Here the agenda is to beautify the city, to develop a signature 
visual language for the city. Although initiatives such as these are important, they do not, by implication, 
suggest a transformation in the lives of citizens. The danger is that the superficial nature of these proj-
ects can engage the citizens in an undermining way. Urban renewal projects tend to be used as ways to 
gentrify parts of the city, thus further marginalising people – predominantly the poor. This has been seen 
in the London Docklands and New York where SoHo once was an artist precinct. The Point Develop-
ment in Durban involved displacing poor residents. These developments beg the question ‘upliftment 
for who’? Many European cities have recognised the value of artists in this process, handing over public 
buildings in derelict areas as studio spaces. Public art that is a part of these initiatives is thereby com-
plicit. In South African cities this should be seen as unacceptable as we strive for undoing the damage 
of apartheid as opposed to entrenching new forms of marginalisation and inequality.

Public art also takes the form of murals. Participatory mural making has had a powerful impact on so-
ciety in many parts of the world, where the voice of marginalised youth, street traders, and ‘homeless’ 
people have been integrated into the aesthetic fabric of the city. The remnants of such a project can be 
found in Warwick Junction and the Human Rights Wall in Durban. Unfortunately, these are increasingly 
being seen as crude and rudimentary forms of art, as the public realm becomes increasingly corpora-
tised, where the city needs to be curated in much the same way as a commercial gallery, and where 
the primary agenda is profit. Ironically, the last major mural-like intervention in Durban was actually a 
corporate Cell C campaign. 



As cities buy into the commercialisation of public space and life, the city brand starts to take 
over the city being. Creativity in public space is monitored where advertising has become the 
primary (and often only legitimate) form of creative expression – for those brands who can af-
ford it. This has not gone unquestioned. Graffiti artists, such as Banksy and culture jammers, 
such as Adbusters and the Bubble Project are actively questioning the use, ownership and 
responsibility of public space. 

But not all monuments are symbols of the state; not all urban renewal is about profit-driven 
development; not all graffiti is a critical engagement with the status quo. There are numerous 
counter monuments around the world that seek to question and critique the process and pur-
pose of monumentalism. There are cities around the world who are exploring creative modes 
of governance, where cities seek to use creativity as a driving force behind all urban planning, 
and where planning has a people-centred approach. Graffiti artists have been commissioned 
by corporates to advertise their brands. The realm of public art is fraught with complexity and 
therefore it is more important to look at the purpose and process of public art initiatives in order 
to understand how they can offer alternatives to urban inequality and transform society.

There are numerous initiatives around the world and in South Africa that strive to work within a 
more participatory public art framework. Here the agenda is about opening up platforms of dia-
logue as opposed to imposing ideological or aesthetic objects or moments in the public realm. 
It is has been referred to as ‘new genre public art’ and is inter- / trans-disciplinary in many ways. 
It embraces participation, collaboration and integration. In South Africa, this kind of public art of-
fers a unique possibility for transformative processes and practices. It is within this context that 
dala has emerged and this has shaped the purpose and process of the Young Artists’ Project 
2009. The purpose was to collaboratively explore the intersections of people and places in the 
context of southern Africa. The process involved bringing the studio to the street (dala, 2009).  





The Young Artists’ Project 2009 started with a walk…

The CityWalk Iniative is an investigative journey, an exuberant exploration as well as a humbling and 
cautionary tale, an allegory on the infinite complexities of spaces and timings in the city of Durban, 
KwaZulu-Natal, South Africa. It was initiated and has been running since 2001 and is experimental, 
oral, visual and informal in nature. Like Edward Soja’s Thirdspace, everything comes together here: 
subjectivity and objectivity, the abstract and the concrete, the real and the imagined, the knowable and 
the imaginable, the repetitive and the differential, structure and agency, mind and body, consciousness 
and unconsciousness, the disciplined and the transdisciplinary, everyday life and unending history. Art, 
architecture – and indeed all cultural expression, can function as a medium through which our society 
is able to articulate and conscientise its citizens around social issues as well as build skill and self-
development, and within the context of this initiative, draws attention to ‘other’ marginalized realities of 
beauty and sadness. Durban is a rapidly growing city responding to the challenges of a post apartheid 
South Africa. It is within this dynamic urban context that the CityWalk Initiative exists.



“…I moved to South Africa for my architectural studies in 1992. I spent 6 years of frustration of living 
in a post apartheid South African space that is crippled by a very lucrative fear industry. So, in 2001 
I decided to lose myself while walking the city [Durban]. Armed with a camera, while drifting, I started 
writing a photographic essay. As an architect, my passion and obsession lies in the magic of space – 
not only its presence but specially its ‘absence’. I believe that absence gives reason to presence and 
vice versa. But because of the conditioning nature of society, we learn to only recognise and value the 
seen, tangible and factual reality of life and death. The photographic essay became about ‘spaces of 
in-between’. Consequently my frequent straying the city led to the birth of the CityWalk initiative. We 
[sophisticated humankind] consider ourselves as ‘part of nature’. Predominantly, this attitude sets up a 
discourse of difference between nature and us. Since our species is fixated on the acquiring of power, 
we have mastered the art of controlling nature for our selfish consumerist benefit. It seems apparent that 
this detachment is playing a considerable role in leading us to the destruction of the environment today. 
We have learnt to value only the rational over the irrational, order over chaos, disregarding the potential 
fact that there may well be a very high level of order in this chaos that we fear blindly. This inability to 
open up to alternative truths has led us to develop highly controlled and organised spaces. From roads 
to pavements to boundary walls to electric fences to gated communities to armed responsive dwellings, 
space has become highly regimented where urban dwellers prefer to hide behind a veneer of cultivation, 
fear and the pride that we have become civilised.

Walking from the informal settlement of uMkhumbane [Cato Manor], via suburbia, along the N3 highway 
through the heart of the city to the port, I became intrigued by the growth of plants at the meeting points 
- the spaces of in-between - of those dividing elements. In the gap where the boundary wall meets the 
pavement, where the pavement meet the street, in-between the paving brick and even in the crack of 
the asphalt of the road. These are the interstitial spaces where control fails. As a result this is where life/
nature prevails.

Here, I make a deliberate allegorical connection with nature and a metaphor drawn from plant life to ac-
centuate the relevance of gaps where time in our disciplined spatial composition is suspended.

I was equally astonished to notice that like plants growing in the fissure of the city’s infrastructures, an 
unrecognised community of walkers has been travelling along the N3 (a freeway) on their way to the city 
and back to the township everyday. This freeway, besides being a mean for vehicular movement, also 
served as a segregating device during the construction of the apartheid regime. It is a big gap trenched 
out forming a no-man’s land between two suburbs.



It is a space of in-between, often looked at but seldom seen where these walkers appropriate this for 
gotten space for the practice of their freedom. 

The walker is able to plant and reap experiences from an activity, which has become increasingly un-
natural to many city dwellers (mainly the rich), addicted as we are to the intoxication of motor travel. De 
Certeau (1984) in his book on the practice of everyday life became an advocate of the stories told by pe-
destrians in the city. Not verbalised or written in text, but those spatial narratives as people traverse the 
city in an uncontrolled, irregular fashion, provides a counter-foil to the panopticon, disciplined, rational 
use of space defined by planners, architects, engineers and owners of capital.” (doung, 2008).

Using the CityWalk as a catalyst, the four artists started to explore Durban.









Morgorosi Modisane
I was born on the 23rd October 1975 and I have diploma in Art Education from Molepolole College of 
Education in Botswana. I am teaching art in a government secondary school. I am an artist who enjoys 
the exploration of a variety of media and currently working with wire and wood twigs together with any 
other material that can work well with oil paints in order to bring life to my work. These materials are 
played around in different surfaces like canvas, hessian and leather depending on my feelings and 
desire within that particular time of working. My approach to painting ranges from cubist abstract to a 
more symbolic art, although my focus is mainly on painting. I have been actively exhibiting in Gaborone 
since 2000 to 2009. In 2003 I was awarded the first prizewinner in painting from the National Museum 
and Gallery.  In 2005 represented Botswana in the Southern African Development Committee (SADC) 
Exhibition.









Retsepile Moholi
I was born in Maseru, Lesotho, in the year of 1983, received a BTech in Fine Arts from the Durban 
University of Technology (2009). In my work I use felt as canvas in which a variety of materials are in-
tegrated to emulate the Victorian blankets which are of a social significance to the Southern Basotho 
people. I use them as a means of coming to terms with being a Diasporic artist of Lesotho origin in South 
Africa. I see the symbols in these blankets as a means of reflection of how living between two different 
societies broadens one’s horizons and how cultural differences can be used to justify economic, social 
and political segregation of different groups of people. My work also highlights society’s obsession with 
cultural signifiers as a means of creating individual identities. 









Michele Silk
I was born in Cape Town but grew up in Zimbabwe where I completed a degree in Fine Art with Unisa. 
I immigrated to South Africa in 1996 and settled in Durban. In 2003 at UKZN Pietermaritzburg I com-
pleted a post–graduate diploma in painting followed by a Master’s degree, completed in January 2007. 
Since then I have exhibited in both group and solo shows in Durban, including the Nivea Awards and 
national shows including the Brett Kebble Awards. I am a figurative artist and have predominantly used 
the expressive quality of paint, colour and line to interpret my subject, however my choice of media has 
diversified and includes digital drawing, printing, collage, photography, sculpture, installation and graf-
fiti. Drawing inspiration from life-experiences, my own and others, my work describes and interprets the 
human condition in society. 









Idélio Egnaldo Vilanculos 
I was born in Maputo on February 8th 1983. I attended courses of Art Visuals and Audio Visuals, drawing 
and painting, ceramic and pedagogic formation, and participated at Africadoc 2008 programme in Sen-
egal-St. Louis. I am an art teacher at Avideoarte association for young artist (Audio-Visual) in Maputo. 
I am also craft and visuals education teacher at a government primary school. Since 2005 I have taken 
part in collective exhibitions at Mozambique Biennale and Expo Annual Musart. My work can be seen 
at Mozambique National art Museum, in the Project called Museu vai a Escola (museum go to school). 







All the surfaces of the world converge everywhere and all the time. 

“Intersections can be physical, conceptual, psychological and philosophical spaces where people, 
ideas, objects and energies interact. Intersections also mark meeting points in our lives and our cities. 
Some fleeting, others profound”. The 2009 Young Artists Project linked emerging artists from countries 
bordering South Africa: Retsepile Moholi [Lesotho], Idelio Vilanculos [Mozambique], Mogorosi Modis-
ane [Botswana] and Michele Silk [South Africa] in a residency programme of three weeks in Durban, 
KwaZulu-Natal. The artists engaged public space through a series of interventions in the urbanscape. 
The purpose of this was to develop a cross-border public dialogue on cities, space and art for social 
change in southern Africa. The project could also be considered an experiment developing collaboration 
and public participation in the practice of art for urban transformation.   

The ordinary practitioners of the city live ‘down below’, below the threshold at which visibility begins. 
They walk – an elementary form of this experience of the city; they are walkers, whose bodies follow the 
thicks and thins of an urban ‘text’ they write without being able to read it. These practitioners make use 
of spaces that cannot be seen; their knowledge of them is as blind as that of lovers in each other’s arms. 
The paths that correspond in this intertwining, unrecognized poems in which each body is an element 
signed by many others, elude legibility (De Certeau, 1993:153).   

The city is an engine and laboratory of human relationships. People in space makes ‘place’. It is in this 
ambit that the project brief motivated that the artists’ studios be the streets and/or the site that was cho-
sen for the final interventions. Consequently the artists’ work processes constantly engaged their imme-
diate context, directly and indirectly. Their uninhibiting artistic/performative actions heightened curiosity, 
which in turn activated new relationships and new combinations of urban interactivity. That gave rise to 
unexpected (re)configurations of the socio-spatial system from a kind of logic that was positioned no 
longer solely in the figurative form but in the operative terms of activity, movement and/or exchange. In 
that constructive game of social territorialisations, de-territorialisations and re-territorialisation, we identi-
fied a paradoxical new condition of operative multi-belongings and ambivalences.

The theme of ‘intersection’ provided an effective and qualitative detournment of the practice of a ‘ci-
vilised’ art into the participatory public where art became as much a process of investigation as it is a 
final intervention.  



Scapes are the substratas of experience.

Territory is a relational space between landscape and the experience of human beings. The humanist 
philosophy of ubuntu, a fundamental aspect of African society, places people at its centre. It is a non-
individualistic, communal and inclusive approach of life, best explained with the Xhosa saying umunthu 
ngumunthu ngabanthu: I am a person by reason of other people. ‘I relate therefore I am’ is a sentiment 
expressed in the works of all four artists. Their works illustrate and critique the recognition that the South 
African reality is categorised on the basis of closed, unequivocal and differentiated classifications: ex-
terior/interior, natural/artificial, private/public, order/chaos, determined/undetermined, formal/informal, 
ordinary/extraordinary, open/closed, etc. The two main sites where the interventions manifested were 
Musgrave Centre, a shopping mall in the heart of middle-class suburbia and The Early Morning Market 
in Warwick Junction, the central shopping and transport hub for the poor and working-class majority. 
A series of other process interventions occurred in a couple of sites between the ‘one’ and the ‘other’.  

You are a scape.

Retsepile Moholi [Lesotho], in his work ‘Role Play’, used performance as a form to engage the concept 
of Intersection, more specifically “space, both metaphoric and physical, which connects or separates 
people from different categories and regions”. Dressed in a new suit, and looking decidedly middle-
class, the artist begged off shoppers in two locations: Musgrave Centre and The Warwick Market. The 
beggars who beg on the route between Musgrave and the Market inspired the work. Through physically 
engaging ‘place’ – the people in the space, the work aimed to interrogate issues of social status through 
confronting an unsuspecting public with their own perceptions of rich and poor/ have’s and have-nots.  
Interestingly the artist found that it was people in Warwick who were more willing to engage.  Another 
key element the work chose to engage was societal fear through deconstructing this notion of the ‘other’. 
“The middle class in South Africa are at the advantage of convenient services and products but they live 
in fear of losing their luxuries to crime or sabotage. On the other hand the poor live in a humble environ-
ment and therefore better at relating to people but live in the fear of their lives not improving financially” 
(Moholi, 2009). 

The videos of Idelio Vilanculos [Mozambique] titled ‘Resonance of Society’, investigates publicly owned 
space for trade [Early Morning Market] and privately owned space for trade [Musgrave Mall] within the 
urban Durban. With his camera, the artist followed the movement of people in and through both spaces. 



He connected the two places and their local cultures and practices in a continuous time-place fusion and 
points out an active exchange as the product of multiple and diversified experiences. With the videos of 
the two locations juxtaposed on a split screen, the artist created a shift in our perception of these polar-
ised spaces, which are too often are accepted blindly as definitive categories. The work in its simplicity, 
redefines the two spaces and the movement of the users within as impulses or tensions that are inter-
connected through timely agency and displacement. It recognises displacement not only as movement 
but that which also involves a re-negotiation of meaning. Vilanculos also draws on the soundscape of 
the context to identify the similarities imbedded in the resonance between of these two ‘cultures’ of ur-
ban life/spaces. As he states: “the noises are, the silences are” (Vilanculos, 2009).

‘Triangle’, was a two fold process undertaken by Michele Silk [South Africa] leading to two performative 
interventions in essentially a Western space and in an African space. The notion of the urban nature of 
the African city is one difficult to grasp, especially because it often refers to Western and colonial no-
tions, and is dominated by modernist ideologies exemplified through the urban design of a city based 
on the Cartesian grid. These were manipulated to display authority, oppression and control as typified in 
the apartheid city and coincides with Koolhaas’s (2000) concept of a “Generic city”.

Silk is a middle-class woman living in Kloof, a predominantly ‘white’ upper middle class suburb in the 
outskirts of the city. Engaging within/with an African space confronted her overtly with the reality of 
‘othering’ as a societal strategy, which preserves the discourse of difference demographically, socially, 
culturally, racially and emotionally. Therefore she found it most appropriate to begin her process with an 
interrogation in her own identity by investigating the perceived ‘other’. She made a series of portraits at 
the market using scrap material found in the Musgrave area. The artist also became sensitised to her 
fears, which in itself is indicative of a general characteristic of South African identity. 

She also engaged herself in a poor, working class, predominantly ‘black’, suburb in Wills Road down-
town: the antitheses of her own neighborhood. There she stenciled a life-sized security guard as one 
would see at the mall onto a corridor wall of a block of flats known for being the site of criminal activities, 
drugs and violence. The significant element of this intervention is that for the tie of the guard, Silk used 
a plastic shopping bag from an ‘elite’ shop which she cut and placed onto the stencil. With this act, she 
exposed the absurdity of her fears and ridicules the irrational justifications often associated with the 
generalised fear of the perceived ‘other’.



Drawing on the experiences from her process, the artist conceptualised her final works where she felt 
compelled to confront the social, spatial and temporal logic of the urban capitalist space. Using the form 
of informal trading, predominantly seen an undesired African practice by the powers at be, she set up 
a vending stall in a public square in front of the mall in Musgrave Road, where she sold rocks from her 
garden over two days. She then moved to the Early Morning Market in Warwick Junction for an equal 
amount of time and performed the same act. The elements of the stall comprised of a wooden palette, 
stool and plastic bowls bought from the market. With this work Silk provides a critique of an urban place 
and space. Her act became a statement which proved that even in a contemporary suburban condition, 
where inhabitants are mostly only familiar with its superficial routines, there is room for the humanisation 
of the ‘other’ and each other, thus renegotiating the socio-economic and cultural energies to become 
active spaces in the city.

Psychogeography, according to philosopher Guy Debord (1955), is the study of the specific effects of 
the geographical environment, consciously organised or not, on the emotions and behaviors of individu-
als in their context. It is in this frame that Mogorosi Modisane’s [Botswana] work ‘The Ladder’ (inspired 
by the game Snakes and Ladders) emerged. He re-interpreted his creative practice and form as an 
inventive strategy taking him off the predictable paths of the gallery, jolting him and the audience into a 
new awareness of the urban socio-economic and political landscape. Like the classical painters the art-
ist carried his easel around town in search of his subjects: A broken drain and a dilapidated burnt down 
house which used to be inhabited by gang lords. In a style which fused realism with collage, Modisane 
then painted them and hung the work in situ, on the wall of the urban-ruin. In the conversation between 
the painting, the artist and the subject, his interventions makes the paintings and its context question 
one another.   

‘Intersection’ as an initiative challenges the traditional role of fine art in a context such as southern Af-
rica, which tends to involve the artist in his/her studio, producing art to be hung in a gallery and sold.  All 
of these works upended this.  It showed that art - even fine art - does have a place on the city streets; 
that process need not be private and that display need not be exclusive.  By engaging with and in the 
public furthermore it created the opportunity to challenge and confront the cultural, economic, social and 
political framework as it is happening and with the people about whom conventional art only does at a 
distance (dala, 2009).  
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