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CRITICISM AND CENSORSHIP IN THE SOUTH AFRICAN "ALTERNATIVE" PRESS
WITH PARTICULAR REFERENCE TO THE CARTOONS OF BAUER AND ZAPIRO

CHAPTER 1 : INTRODUCTION

AIMS

Cartooning is an extremely heterogeneous practice whose genealogy
can be traced back to caricature (1). This paper does not cancern
itself with the diversity that can be found in the car toons of
Derek Bauer and Jonathan Shapiro (Zapiro) (2), but rather chooses
to focus on the potential of cartooning as a c¢critical art
practice.

Given that the "flipside" of criticism is censorship, the effects
of censorship on cartooning together with cartooning’s response
to censorship will also be examined.

Car toons published in the alternative press after the 1985
declaration of a State of Emergency, but preceding the unbanning

of political organisations in February 1990, which comment
directly on press or political censorship, as well as those which
raise issues pertinent to censorship, provide the basis for

examining the converse notions of criticism and censorship.
Having said this 1t should also be stated at the outset that
whilst this paper focuses on particular cartoons produced 1in
specific historical circumstances, 1t i1s also intended that this
paper will have broader implications for the development of a
contemporary critical art practice.

CRITICISM AND CENSORSHIP

This paper proceeds from the premise that criticism and
censorship are oppositional and antagonistic concepts which

seldom appear alone. Criticism, particularly when expressed
publicly and directed at specific interest groups (eg. a ruling
elite) frequently evokes censorship, whilst censorship and

repression in turn breed criticism and resistance.

CRITICISM

The need for public criticism of the dominant order exists in any
unjust society and South Africa is no exception. Characterized by
graoss social inequalities and stark contradictions, unjust
sacieties, particularly those in crisis provide fertile grounds
for political cartoonists. (3)

1). See Pissarra,M. "Prejudice and potential in political
car tooning” p.138 ‘

2). Shapiro will be referred to throughout this paper by the
name (Zapiro) which he signs his cartoons with.

3). Kanfer,S. p.94-95 notes that political caricature thrives in






wherewithal to make their own decisions and to organize
themselves.” (7)

Press censorship in South Africa 1s seen by the opponents of the
Nationalist Party government as "part of a broader strategy to
neutralize the anti-apartheid movement" (8). Press freedom then
must be seen as "Inseparable from other basic freedoms' (9)

Caonsistent with this view of press censorship as merely one
aspect of political censorship, the monthly newsletter published
by the Anti-Censorship Action Group (ACAG) (10 ) does not only
list 1incidents which directly involve the press, but also
inc ludes information pertaining to the restriction of political
organisations, activities and individuals.

These inc lude listings aof numerous banning, restrictions,
detentions, imprisonment, fines (11), warnings, threats ((12),
harassment, obstructionism (eg. arbitrary cost of registering
publications or 1long drawn out court proceedings (13), the
withholding of visas, work permits and passports (14), as well as
abductions, arson, teargassing, shootings and the extreme acts

of capital punishment and assassination of political opponents.
(15)

It is clear from the methods briefly mentioned above that formal
(or statutory) censorship 1s accompanied by informal means of
repression. Deliberately vague drafted legislation, as well as

sweeping poclice powers (par ticularly under the State of
7). "Always the first curb : The camouflage of censorship"

Anton Harber Weekly Mail Human Rights Focus (1988) p.14
‘8). "Is the pen still mightier than the sword ?" New Nation

3/9/1987:6. This view is also expressed by anti-apartheid
activist Abdullah Omar. See "Truth must be heard" South
21/4/1988:4

9). Association of Democratic Journalists (ADJ) national
aorganizer Libby Lloyd quoted in South “Media union to be
launched" (30/3/198%:4).

10). Launched in September 1986. See "Anti-Censorship Action
Group launched" Weekly Mail 19/9/1986:15

11). For the effects of fines on encouraging editorial self-
censorship see comments by South editor Moegsien Williams in
"Press faces a new ‘low-profile’ attack" Pat Sidley
Weekly Mail 4/8/1989:13

12). See "Newspaper prosecution threats a form of censorship”
Weekly Mail 30/6/1989:8

13). See "The Mail in court...but we can’'t tell you why"”
Irwin Manoim Weekly Mail 18/8/1989:5

14). "Always the first curb : The camouflage of censorship"
Anton Harber Weekly Mail Human Rights Focus (1988) p.l4

15). Specific references cited abcve shed light on some of these
methods as forms of censorship.







negative criticism and disinformation already directed at
liberation movements. (19)

The unbanning of political organisations on the 2nd February 1990
brings with it however the need for open debate. Njabulo Ndebele,
president of the Congress of Scuth African Writers (COSAW)
commented on this evolving situation when he noted at the COSAW
Annual General Meeting on the 24th June 1990 that "...the culture
of resistance has often subjected the individual to the total
power of the group. This may have led to a situation where
individuals are afrald of expressing private fears...The coming
of freedom means also the freedom to express our fears...'. (20)

Many editors, Jjournalists, writers, academics, and artists, both
liberal and radical, have publically expressed opposition to
censorship by founding and joining organisations, most of whom
are represented in the Campaign for an Open Media (COM) (21).
Irwin Manoim, co-editor of the Weekly Mail, when asked if press
censorship was warranted in certain circumstances, replied that :
"Censorship is an attempt to deal with social problems by
suppressing evidence of them." (22)

Qualified support for the abolition of censorship is also not
unknown. For instance University of the Western Cape Afrikaans

lec turer Ampie Coetzee has expressed the position that
“"Publishers should not publish books that contain any form of
racism or Ideological apartheid.' (23)

Indeed the draft Bill of Rights proposed by the ANC explicitly
outlaws racism (24). Will this 1logic be extended +to visual
representations, such as those which perpetuate racial
stereotypes which may be deemed offensive ? Should it be ? These
are questions South Africans need to debate, but which fall out
of the scope of this particular paper.

19). Some of these points are expressed in "Critical mirror for
loyal members" South 16/8/1990:18

20). Ndebele,N. p.4-35

21). COM was launched in early 1990. It was founded by
ACAG, SASJ, MWASA, ADJ, Conference of Alternative Editors
and the Printing Paper and Allied Workers Union.
See "United campaign for a free press" Philippa Garson
Weekly Mail 2/2/1990

22). Faxed communication 13/11/1990

23). "'Censor racist children’'s books'" Sahm Venter
South 9/7/1987:15

24). See Article 1 (2) and Article 14 (3 and 4) of A Bill of
Rights for a Democratic South Africa — Working Draft for
Consultation prepared by the Constitutional Committee of the
ANC .




THE ALTERNATIVE PRESS

Historically critical graphics have required sympathetic
publishers. In South Africa this role has been played in recent
years by what is wusually referred to as the "alternative" press
(25). A fair amount of detail on the alternative press is
presented here because it is necessary to recognize the
heterogeneous character of the term in order to ascertain to what
extent the cartoons of Bauer and Zapiro may be perceived as
"alternative" or "independent'.

The term alternative press 1is usually employed to describe
publications which function outside of the "mainstream”,
"commercial" or "monopoly" press (26), 1e. those publications not
represented by the Newspaper Press Union (NPU).(27)

In addition publications labelled "alternative” are usually
assumed to display "leftist" political tendencies - "independent"”
right-wing publications are never spoken aof as part of the
alternative press.

While certain common ideological characteristics, such as being
defiantly anti-apartheid, may distinguish the "alternative" from
the "mainstream", 1t would be a mistake not to recognize the
alternative press as in 1itself representing a heterogeneous
grouping. The term is used to refer to weekly publications such
as the Weekly Mail, South (28), New Nation (29), Vrye Weekblad
(30), and New African (31), as well as to locally produced and

23). For purposes of legibility the term "alternative" press will
be written throughout the rest of this paper without
inver ted commas, except where particular emphasis on the
term is due.

26). For discussion of the monopoly of the press by big business
(Anglo-Amer ican, Rembrandt Van Rijn and Sanlam) see “The few
who own so much® South 18/10/1990:17. For discussion of the
relationship between the SABC and M-Net (consortium of
newspaper companies - Nasionale Pers, Perskor, Argus, SA
Associated Newspapers, the Daily Dispatch and Natal Witness)
see Eric Louw and Harriet Gavshon "Just good friends : The
SABC and the English Press" Weekly Mail 12/7/1985:14. See
also "A TV supper for the Press" Weekly Mail 19/7/1985:11

27). New Nation 3/9/1987:6

28). Launched on the 19th of March 1987.

29). Published by the South African Catholic Bishops Council
(SACBC). Launched on the 1&6th January 19846 "after five
years of intense debate, consultation and research".("A
tradition of truth and justice" "Save the New Nation"

Adver tising supplement Weekly Mail (?) March (?) 1988:2

30). Launched late 1989. (Save the Press Campaign May 1989)

31). Launched in Durban in late March 1989.




distributed ‘'"community" newspapers such as Grassroots (32),
Saams taan (33), Indicator, and Al Qalam (34, and to
organisational and trade union publications eg COSATU News and
UDF News. The student press organized under the South African
Students Press Union (SASPU), of which there are more than sixty
affiliates, 1is also an important component of the alternative
press, as are progressive journals such as Work in Progress (WIP)
(35), and the SA Labour Bulletin, as well as magazines such as
New Era (36). Numerous other educational, literacy, religious and
childrens publications are also classified as part of the
alternative press. (37)

Some -of these publications are overtly identified with specific
political organisations eg UDF_News, others such as the New
Nation (38), and to a lesser extent South (39), bhave become

32). Launched in March 1980. Its first organizer, (anti-apartheid
activist Johnny Issel) was banned soon after and prohibited
from taking further part. See ‘'Days short of its tenth
birthday Grassroots gagged" Gaye Davis
Weekly Mail 24/2/1989:11

33). Initiated by Grassroots and launched in 1984. Its staff has
been detained, restricted, charged, shot, and their offices
have been petrol bombed. See "Read all about 1t. If the
staff aren’t in jail" Pat Sidley Weekly Mail 13/5/1988:21

34). First published by the Muslim Youth Movement in Durban
197371974, See "Beating the ban" Henry Ludski
South 26/1/1989:13

35). First produced under auspices of SA Research Services (SARS)
in September 1977. It has been subjected to a “Pattern of
intermittent banning for the first 25 editions."” ibid.p.12

36). First published in April 1986 by Grassroots. 1bid.

37). See "Who and what is the alternative press 7" SASPU National
Press Day publication October 1989. Also "Gift for South”
South 16/3/1989:9.

38). The New Nation’'s brief was to "“reflect the daily struggles
and asplirations of the oppressed majority” (A tradition of
truth and justice" in "“Save the New Nation" advertising
‘supplement Weekly Mail (?) 1988). It has however explicitly
displayed its political bias towards the ANC. A vivid
example of this was when the government released eight long
term political prisoners. The cover of the New Nation
displayed photographs of the seven ANC members against a
backdrop of the black, green and gold flag of the ANC, and
under the heading "ANC lives". Jafta Masemcla, the other
prisoner released, and incidentally also one of South
Africa’s longest serving political prisoners, belonged to
the wrong party (the PAC). (New Nation 13/10/198%9:1)

3?9). The government has frequently accused South of promoting the
ANC. See "Why we were banned" South 3/9/1987:9. South itself
has claimed : "South is not a mouthpiece for any political




increasingly closer to the African National Congress (ANC), South
African Communist Party (SACP), Congress of South African Trade
Unions (COSATU) and United Democratic Front (UDF) alliance. Other
alternative publications, particularly those who aim at a more
"educated" or "academic" audience, such as the Weekly Mail (40),
and WIP (41 ) are perhaps the most ideologically independent.

Most, if not all "alternative" publications were launched with
the conviction that the political, economic and cultural
realities experienced by the majority of South Africans were not
being accurately reflected in the "mainstream'" press.(42)

The staff of Grassroots, which is often cited as a "pioneer" of
the alternative press (43), wrote in an early statement of
objectives in 1980 that "The present mass media in this country
does not meet the needs and aspirations of the people. Neither
are the people’'s problems and organisational efforts reflected in
the daily newspapers since these articles are not considered to
be ‘newsworthy  ”. (44)

Much of what historically has been considered "“newsworthy”" has
been rejected by these publications. Sensationalism (43) and
sexism (46), two of the stock components of the commercial press
are largely absent from these publications.

organisation ...We speak for all those outside parliament.”
See "Is the pen still mightier than the sword 2"
New Nation 3/9/1987:7

40). "Our newspaper 1s an independent and critical
publication...not a purveyor of one brand of criticism
against apar theid and the present National Party
government.” ("Not guilty" Weekly Mail 28/10/1988:11)

41). WIP's editor Glen Moss has argued that journalists should
"not support one particular tendency...but be committed to
accurate informing and representing the realities of
society, regardless of the consequences."” Quoted in "South
Africa after Apartheid" New Nation 22/3/1989:3

42). The view that the alternative press "reflects" the realities
of South Africa has been frequently argued by these

publications. See " 'Government promoting ANC'"
South 14/4/1988:7. Also New Nation 3/9/1987:6

43). Other "pioneers” cited in the alternative press are Durban’'s
Ukusa, Mamelodi’'s Eye, and Johannesburg’'s Speak.

44). Quoted in "Mere arithmetic won’'t explain why Stoffel’'s new

victims matter" Shaun Johnson Weekly Mail 20/1/189:12
43). South has acknowledged criticism of its coverage as
sensational. See "South Annual Report” South 18/2/1988:11
46). "The commercial media will stoop to every level to make a
sale. We won't. We will not be sexist, for example. We will
not publish pin-ups and cattle brigades.."” (South quoted in
New Nation 3/9/1987:7)
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Many of these publications have alsoc attempted +to challenge
traditional methods of publishing with wvarying degrees of
success. One of the most significant examples of this is the
existence of editorial collectives rather than traditional
hierarchies. This can be recognized as part of a democratic
"tradition" established by community newspapers such as
Grassroots and Saamstaan, as well as trade union and
organisational publications. While some papers such as South are
on record as stating the problems of attempting to democratize
the processes of publication (47), others such as the New Nation
have claimed success in this respect (48).

But perhaps the most important characteristic of the alternative
press 1s that despite the fact that most of these publications
have a circulation far smaller than the newspapers published by
the large newspaper companies (4%9), there is a general perception
by its proponents that these publications represent the views or
interests of the vast majority of South Africans (50).

While the emphasis on this "vanguardism" differs between some of
the alternative publications, there is at the end of the day more
consensus and ideological common ground between alternative
publications themselves, than with the commercial press who are
more interested in securing maximum economic profits by selling
advertising space than with reflecting the realities of South
Africa. (51)

However, while certain persons argue that the term alternative
press 1is a suitable label, others disagree.

Rashid Seria, the former editor of South, wrote in early August
1987 that : "We are not ashamed of the label ‘alternative
media’...We are different to the commercial media. We have

47). See "South annual report" South 18/2/1988:12

48). In its first editorial comment in January 1986 the New
Nation declared : "We are committed to establishing a
newspaper that belongs to the people, and is accountable to
the people; a paper that will have democratic structures in
which the masses of our people will have a direct say. "
A little over two years later the New Nation claimed to have
"...established firm democratic procedures in its newsroom.
This makes every staff member accountable to the collective,
which ensures that majority views prevail within the
newsroom."” ("War on words" New Nation 17/3/1988:7)

49), see "Not Guilty" Weekly Mail 28/10/1988:11

30). In contrast the opponents of the alternative press see it as
expressing the views aof a small but radical minority.

S51). For comment on the commercial orientation of the mainstream
press, see "At altar of profits" Anthony Heard
South 10/5/1988:10
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different values." (32). Seria expanded on this in early 1988 at
South’'s Annual General Meeting when he said : "We are an
alternative to the established papers 1in that our preoccupation
is not Institutionalized structures perceived from a liberal,
reformist or official standpoint - nor do we have the shackles of
vested 1Interests. Our perspective 1s our community and the
organisations which struggle against apartheid and exploitation,
and our message 1Is that of a non-racial democracy in a unitary
South Africa." (33)

Other editors whose publications have been labelled "alternative"
such as Ameen Akhalwaya of the Lenasia based Indicator, bhave
argued that the term is problematic : "Alternative media 1Is a
misnomer. What It Implies, 1Is that newspapers 1like ‘'Indicator’
are different from the type of press one would expect 1iIn South
Africa. But such newspapers reflect more of the thinking of the
majority of the people in this country.” (34)

Both the negative and positive characteristics of the term are
commented on by former South African Society of Journalists
(SASJ) president John Allen :

"If you look at the alternative press as an alternative to the
established press, it 1s a positive description. But the general
impression the word ‘alternative’ gives 1Is that the established
press 1Is the press and that the alternative press 1Is something

extra , on the side. 1In fact, however, the alternative press
represents the views of a massive majority." (33)
As Irwin Manocim noted in 1984 : "The alternative press may not

be alternative much laonger. The country 1is changing. The old

assumptions upon which the mainstream press was built are being
eroded.” (36)

HISTORICAL BACKGROUND

A historical analysis of the particular period in which political
car toons are produced is essential to a fuller appreciation of
political cartoons. Any ahistorical art-historical study of
political cartoons, while being able to comment on the formal
conventions and iconography of political car toons would lose all
sense of the cartoons immediate value, or priority. The raison
d‘etre for political cartoons is to communicate with an Immediate
audience through the use of visual and literary texts (or parts

52). Quoted in New Nation 3/9/1987:6

53). "South Annual Report" South 18/2/1988:10
54). Quoted in New Nation 3/9/1987:6 ‘
33). ibid.

56). See "The case for the ‘alternative’ press" Irwin Manoim
Weekly Mail 6/6/1986:10
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thereof), which function as signifying systems for the production
of meaning, or provide positions for the consumption of meanings.

The car toons discussed in this paper were all

produced in a period of maximum political conflict and under
conditions of unprecedented press censorship, but censorship and
repression have been with us a lot longer than the period under
review. Former Cape Times editor Tony Heard opened a speech for
the Save the Press Campaign with the remark that he has never
known a time when the press was not under severe attack by the
government. (357)

While a detailed history of political and press censorship
exceeds the scope of this paper it is useful to identify certain
key dates and events affecting the freedom of the press not only
during the period under review, but also preceding it.

Lobbies for censorship in South Africa can be traced back to at
least 1898 in the Cape (38), but it 1s really the coming to power
of the Nationalist Party government in 1948 which ushered 1in

unpreceden ted degrees of censorship. In that year the
“contemptible English press” was identified as one of "two evil
spirits 1in South Africa"” (the other being "“the princes of the
church whko preach rebellion') by Nationalist Party MP J.C.

Greyling in the House of Assembly (359).

The Press Commission of 1950 was mandated to make recommendations
on "the iInternal and external reporting and the general handling
of news by the various newspapers and the desirability or
otherwise of the control of such reporting."” (60)

Steadily over the next 37 years, ie prior to the imposition of a
partial state of emergency on the 21st July 1985,
press freedom was severely curtailed by the publication of over

one hundred laws restricting the flow of information. (61)

357). Speech printed as "Censorship blindfolds ‘whites in defeat’™
South 30/4/1988:17

538). "Our censors - Botha’'s legacy" Harriet Gavshon Weekly Mail

Supplement 12/8/1987:4

39). South 31/3/1988:13

60). 1ibid. ‘

61). "Always the first curb : The camouflage of censorship"
Anton Harber Weekly Mail Human Rights Focus (1988) p.l4.
See also "Two sides to every story (But only the Govt
is heard)". Save the Press Campaign publication 1988
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The Suppression of Communism Act of 1950 (462), the Public Safety
Act of 1952 63, the Criminal Laws Amendment Act of 1952 (&4), the
Defence Act 44 of 1957, the Police Act 7 of 19358, the Prisons
Act 8 of 1939, the Publications and Entertainments Act of 19&3
(65), Newspaper and Imprint Reqgistration Act of 1971 (&&),
Publications Act 42 of 1974 (67), the Criminal Procedures Act of
1977, the Protection of Information Act 84 of 1982, the Internal
Security Act 74 of 1982 (48), are perhaps the best known of these
laws which have all been used to restrict, ban or close
publications since 1948. (&9)

Perbhaps the single most spectacular example of political and
press censorship and repression preceding the declaration of a
partial State of Emergency on the 21st July 1983 was on the 19th
of October 1977 when the government banned 17 black consciousness
organisations, two newspapers (the World and Weekend World), one
editor (Donald Woods of the East London Despatch, and detained

62). The Buardian, New Age, Fighting Talk, and the African
Communist were all banned under this law. See New Nation
20/10/1989

63). In 1960 the Public Safety Act was used to temporarily ban
New Age and Torch and to fine Contact heavily for
subversion. See "Year of the jackboot" Pat Sidley
South 20/12/1988:6

64). The Public Safety Act and the Criminal Laws Amendment Act
were both introduced in response to the 1932 Defiance
Campaign. See "When press freedom dies" Maurice Hommel
South 31/3/1988:13.

65). See Clarke,E.G. p.3

66). 1971 Newspaper and Imprint Registration Act (63 of 1971
requires newspapers (defined as periodicals published more
than once a month, containing mostly current news and
intended for public distribution) to register with the
Department of Home Affairs. Publisher required to supply
names and details of newspapers printer, distributor,
editor, and directors of holding company. In 1981 The Post
and Sunday Post were closed under a provision of the Act
which stipulates that registration can lapse if the
newspaper changes hands or is not published for one month.
See Save the Press Campaign publication May 1989

67). In 1977 the Publications Act was used to ban 351 student
publications and to declare 5 "undesirable" (New Nation
20/10/198%9)

68). This act provides the Minister with arbitrary power of
fixing registration fees of publications between R10 and
R40 000. (Save the Press Campaign publication May 198%9)

69). Some of these are listed by Clarke,E.G. (p.3)
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another (Percy Qoboza of the World)), along with several other
prominent journalists. (70)

Given this repressive context the views expressed by Zwelakhe
Sisulu (71) at the Writers’ Association of South Africa (WASA)
conference in Cape Town October 1980 are not hollow rhetoric but
rather the expression of the belief that any claims at
impar tiality in South Africa are in fact evidence of collusion
with the ruling class (72). He said :

"Im our situation the question 1s not whether one 1is a
propagandist or not, but whether one is collaboraticonist
propagandist or a revolutionary propagandist. Because we have
expressed a desire for radical change in the scheme of things, we
must be propagandists for change. If expressing the aspirations
of the people is propaganda, 1If propaganda denotes one who opts
for a commitment as an alternative to non—-commitment, then surely
we are propagandists.”

The 1980°'s saw the closure of several newspapers particularly
those aimed at or read by non-white constituencies or adopting a
more liberal perspective than the mainstream press (73). The
economic recession would take the official credit for the
closings and retrenchments which characterize rationalization.

On 15 March 1985 the South African Association of Newspapers
(SAAN) announced the closure of the liberal newspapers Rand Daily
Mail and Sunday Express (74). They were closed in May 1985 (75).

70). See "Biggest media crackdown'" South 20/10/1988:4. The 19th
October is now commemorated as National Press Freedom Day.

71). For profiles on Sisulu’'s first-hand experiences of both
formal and informal censorship see "Detained: The union
leader turned editor" Sefako Nyaka Weekly Mail
4/7/71986:14, Also "Top award for Sisulu" Mono Badela
South 1/712/1988:18, and "Free 72" New Nation 8/12/1988:5

72). The paper which Sisulu was to edit, the New Nation, has
stated that "when newspapers claim to be neutral they are 1In
fact serving the iInterests of the ruling class.'” See "War on
words" New Nation 17/3/1988:7

73). Some of the papers closed were the Post, Sunday Post,
Friend, Sowetan Sunday Mirror, Soweto News, Cape Herald,
amongst others. See "Some papers close, some bloom"
Sidley,P. Weekly Mail 2/8/1985:5, and "Remember the days
when a newspaper told us the news" Raymond Louw Weekly Mail
20/12/1985:9 . Also "Roll of the dead" Weekly Mail
2/3/1986:15, and Save the Press Campaign publication May
1988

74). "Roll of the dead" Weekly Mail 2/5/1986:15

73). The Sunday Express was to merge with the Sunday Star
"Remember the days when a newspaper told us the news 2"
Raymond Louw Weekly Mail 20/12/1985:9
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On the 14th of June 1983 the Weekly Mail was launched by
retrenched journalists from the Rand . Daily Mail and Sunday
Express. The Weekly Mail was the only one of the alternative
weeklies which existed at the time that the Emergency was imposed
in July 1985. It will be seen that despite the climate of
closures and retrenchment that characterized the period, the
Emergency failed to prevent the emergence of a press committed to
disseminating information as boldly and widely as possible.

The emergence and survival of the alternative press owes much to
developments in technology, particularly the invention of Desk
Top publishing, which effectively changed the rules of
publishing. Less 1labour and skills training 1is required for
production using the new technology. In addition desk-top
publishing is in many ways more economical and less cumbersome
than the machinery owned by the commercial press, its laser print
providing a quality even better than the orthodox printing
presses used by the daily newspapers. (76)

By the imposition of the 1985 State of Emergency all the
Emergency powers which had been delegated to the security forces
in the preceding State of Emergency in the 1960°'s (77) had been
written into the everyday laws of the land. (78)

Apart from further eroding human rights in South Africa by for
example, preventing the courts from "“setting aside of any order,
rule or notice issued under [Emergencyl] regulations or any
condition determined thereunder...',

the Commissioner of Police was given total control over any
information relating to police action wunder the Emergency
regulations. (79)

At the beginning of the Emergency the press was warned by the
Police Commissioner, General Johan Coetzee to ‘'"scale down"
coverage of ‘'"unrest".(80). Coetzee’'s mandate was formidable :
"The Commissioner [of Policel may 1issue orders relating to the
control, regulation or prohibition of the announcement,
dissemination, distribution, taking or sending of any comment on

76). See "The case for the ‘alternative’ press"” Irwin Manoim
Weekly Mail 6/6/1986:10

77). March 1960 declaration of State of Emergency by Governor
General C R Swart. Lifted in 1961 (except for Pondoland).

78). This is according to attorney Geoff Budlender. Quoted in
"Power without limits for the police"
Weekly Mail 26/7/1985:14

7%). Emergency requlations quoted in "From a state of lawlessness
to a state beyond law" Anton Harber. Weekly Mail
26/7/1985:13

80). "The General and the Editors" Weekly Mail 2&6/7/1985:14
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or news in connection wlith these regulations or any conduct of a
force or any member of a force regarding the maintenance of the
safety of the public or the public order or the termination of
the state of emergency.”. In case this was inadequate the
following "ouster" clause was included : "“No interdict or other
process shall 1ssue for the staying or setting aside of any
order, rule or notice 1issued uwunder these regulations or any
condition determined thereunder...' (81)

In November 1983 new press curbs were introduced, including a ban
on publishing photographs of "unrest" (82). In March 1986 the
State of Emergency was lifted (83), but re-imposed on the 12th
June 1986 with "considerably tougher” regulations (84), this time
affecting the whole country.

On the 15th June 1986 General Coetzee "“Forbade _Jjournalists to
report or comment on the conduct of any member of the Security
Forces engaged 1In the maintenance of public order. At the same
time he barred _Jjournalists from entering black townships, or ’‘any
other area in which wunrest 1s occurring’, for purpose oOf
reporting what is happening.” (83)

The courts successfully challenged aspects of the Emergency
requlations declaring some of them invalid. Harber has pointed
out that of the five key elements in the Emergency regulations:
the ’‘ouster clause’ which attempted to prevent the courts from
setting aside Emergency measures; the unchecked powers of arrest
and indefinite detention; extensive media curbs including the
power to confiscate or suspend ‘subversive’' publications based
simply on the opinion of a cabinet minister or a senior
policeman; restrictions on almost all the activities of
resistance organisations; as well as providing indemnity for
Security Forces acting ‘'in good faith’® under the regulations,
were all undermined to some extent by the courts (8&).

"These decisions were remarkable because of the existence in the
Emergency provisions of an ‘ouster clause’, a clause explicitly
stipulating that no court could challenge the regulations." (87)

81). Emergency reqgulations quoted in "From a state of lawlessness
to a state beyond law" Weekly Mail 26/7/1983:13

82). "The last unrest pictures from the last moments before the
blackout..." Weekly Mail 14/11/19853:1

83). See "Picking up the political pieces" Anton Harber
Weekly Mail 14/3/1986:14-15 '
84). "Rule of the big stick" Weekly Mail 13/6/1986:1
85). "The Big Four" Patrick Laurence Weekly Mail 27/6/1986:8
B6). "Always the first curb : The camouflage of censorship"
Anton Harber Weekly Mail Human Rights Focus (1988) p.l4
87). "'Consult your lawyers,’ said the Bureau. So they did. And

with some effect..." Carmel Rickard Weekly Mail
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"Never theless the prohibition on ‘subversive statements’' still
affects the press on a dailly basis because newspapers are at risk
of being seized 1f, 1n the Minister's opinion, the publication 1is
deemed to be subversive.” In addition "Reports on the conduct of
Security Forces and photographs of unrest and Security Force
conduct are still prohibited. Journalists are not permitted to be
present at the scene of unrest.” (88)

In late August 1987 South African Minister of Home Affairs
Stoffel Botha drew a distinction between "organized conventional
medlia" and the "unconventional revolution supporting press”. In
motivating for greater powers to act against the press Botha
argued: "What we are dealing with here 1Is propaganda, and that
cannot be dealt with by means of the present legislation” (89).

At that point the Emergency Regulations empowered him to take

"action’ if in "his opinion” a publication cantravenes
regulations (90). The regulations conferred wide discretionary
powers on the Minister which could not be challenged unless one
could prove “bad faith" on the part of the Minister or his
assistants. (91)

This created the situation where,. as newspaper lawyer Norman
Manoim put it : "“Propaganda has now become whatever the Minister
thinks it 1is. He has created a category of vague statements.
Freedom of the press 1s whatever he says 1t is previous media
regulations didn’'t have the same subjective power. The new
restrictions have been designed to give the Minister power that
would be extremely difficult to test in court. They are
sufficiently wide - even by state of emergency standards - to
Iinterpret." (92)

On the 10th December 1987 all newspapers and foreign
correspondents were required to submit all future reports on the
unrest situation for pre-publication censorship (93).

In February 1988 17 political organisations were ‘"restricted”
allowing them only "to maintain offices, conduct administrative
work and pursue legal matters.” (94), and in March 1988 the New

1/8/1986:8-9. See also "Five crucial areas the courts set
aside” Anton Harber Weekly Mail 1/8/1986:8

88). Anton Harber ibid

B89). See New Nation 3/9/87:6

90). "Bid to ban South" South 7/4/1988:2

?1). "Restrictions attack ALL newspapers" Save the Press
Campaign publication, no date [mid/late 19871)

?2). New Nation 3/9/1987:6

93). "When press freedom dies" Maurice Hommel South 31/3/1988:13

?4). "Defiance'" South 25/2/1088:1
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Nation became the first of the alternative publications to be
suspended from publication for three months.

However it was when the State of Emergency was renewed on the
12th June 1988 that a turning point in press repression can be
identified. of the new media regulations gazetted one
inadvertently served to unite the press both "commercial" and

"alternative" for the first time under the banner of the Save the
Press Campaign. (93)

This regulation read that : "After July 31 it will be illegal for
news agencies to operate unless they are registered with the
Director General. The name and address of every Journalist,
commen tator, news correspondent or photographer mus t be
supplied...illegal to quote banned and restricted organisations.”
(96)

Section 7 of the media regulations provided for suspension of
unregistered publications for up to 6 months. (97)

According to Irwin Manoim : “At first, mainstream editors ignored
the Issue It took their lawyers to convince the publishers of the
ma_jor newspapers that a ’licensed’ press would have credibility

with no-one. For the first time, both mainstream and
‘alternative’ press united on an 1lssue. And for the first time,
we succeeded. The registration issue was quietly scrapped."” (98)

This did not however mean an easing of censorship and repression.
All alternative publications lived with constant reminders of the
possibility of closure. In the mid year South was suspended for

a month (99), and in November Weekly Mail was similarly silenced.
(100)

Ironically rather than crippling alternative publications,
international and local support. . and interest meant that

censorship boosted sales. In March 1989 Irwin Manoim noted that :
"If anything, Stoffel Botha's actions have enhanced our

reputation and ensured that circulation soared.” (101)

?5). See "Stoffel Botha has united his opponents”
Irwin Manoim South 1/12/1988:9 . Also "Defiance in the wake
of closures" Henry Ludski South 23/2/198%9:14

96). "Anger at latest media curbs" Grassroots July 1988

97). "Mere arithmetic won’'t explain why Stoffel’'s new victims
matter" Shaun Jaobnson Weekly Mail 20/1/1989:12

98). "Stoffel Botha has united his opponents”
Irwin Manoim, Spouth 1/12/1988:9

99). South reappeared on the 15th June 1988 "with a bumper
edition... and as gutsy, hard-hitting and outspoken as
before". (South 15/6/1988:1)

100). "Stoffel silences the Weekly Mail" Grassroots November
1988:2

101). "Gift for South" South 16/3/1989:9
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1989 saw an increasing number of court appearances by editors and
journalists, with even the editor of the mainstream press Sunday
Times, Tertius Myburgh, being charged under the Internal Security
Act for gquoting a "restricted" person .(102)

The cut off date for the cartoons discussed in this paper (2nd
February 1990) represents a relaxing of many of the 1laws
affecting the media, but this does not mean the end of censorship
and repression. At time of writing the largest ever 1libel case
instituted against the press in South Africa’s history is
underway. The case itself concerns allegations published in the
Vrye Weekblad and Weekly Mail that senior police officers were
involved in the assassination of political opponents of the
government. (103)

102). "The Mail in court...but we can’t tell you why"
Irwin Manoim Weekly Mail 18/8/1989:5

103). The VYrye Weekblad have also had to contend with their
offices being bombed on the 4th of July 1990. See "Bombs,
banning muffle free speech" ACAD Update July 1990
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CHAPTER TWGO : BAUER AND CENSORSHIP

"DEREK BAUER'S WORLD” : AN INTRODUCTION TO THE CARTOONIST AS
ANARCHIST

Bauer ‘s car toons have been a regular feature in the Weekly Mail
since October 1985. Apart from thumb-nail sketches of politicians
and other prominent individuals, his cartoons have since the
outset usually appeared on the letters page under the heading of
"Derek Bauer ‘s World".

The title emphasizes that the views expressed in the cartoons do
not necessarily reflect the editorial policy of the paper, but
represent an individual viewpoint. This 1is despite the fact that
the co-editor and cartoonist usually agree on a theme (104).
Bauer is still given considerable license by the editors (103).
Within the confines of his "world" the rules or ethics are
determined largely by the cartoconist himself.

William Feaver articulates a view of cartooning and caricature as

inherently irreverent when bhe writes that : "the right of
[caricaturists] to insult at will [is] essential to the rude
health of caricature." (104). Similarly Bauer speaks of "a
beautiful truth iIn anarchy, In the overthrowing of the serious”
(107). Bauer can be seen as fitting into what 1is generally

perceived as the dominant tradition in political cartooning which
for the purposes of this paper has been designated "anarchic" or
"independent". The implications of this strategy for critical art
practice will be discussed in the concluding chapter.

BAUER AND CENSORSHIP

This chapter shall provide commentary on specific cartoons of
Derek Bauer’'s which were published in the Weekly Mail and which
comment directly on press, media and political censorship, or
which raise issues pertinent to a consideration of the critical
function of cartooning. While it is inevitable that some analysis
will accompany the interpretation of the cartoons, the main
arguments will be more fully developed in the final chapter.

Many of Bauer'’'s comments on censorship deal not only with press
censorship, but more generally with the broader notion of
political censorship. There are several cartoons however, which
can be said to be directed at censorship of the media in
par ticular.

104). D.Bauer personal communication 8/1/19%90
103). See interview with Bauer p.71

106). Feaver,W. p.11-12

107). See interview with Bauer p.82
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frustration are all implied by the several conflicting directions
in which former State President P.W. Botha is fleeing, clutching
his head, evidently not having anticipated the encounter with a
Weekly Mail reader. Small touches, such as the two circular
"eyes" above the GSABC screen and the two eyes which are seen
being disturbed from reading the Weekly Mail, add to the
enjoyment of the cartoon. Cartoons such as this one mock the
governments need to silence. the press. The particular cabinet
ministers in charge of enfaorcing press and political restrictions
would become favourite targets for cartoonists attacking state
censorship, and would frequently be subjected to humour being
used in such a way as to ridicule their actions. Ironically, the
use of humour, may contribute to their 1inability to react
specifically against cartoons. Humorous cartoons, no matter how
provocative, are always potentially "just Jjoking" and society
takes a dim view of those in power who prove lacking in humour.

The entry and exit of Stoffel Botha

Former Minister of Home Affairs Stoffel Botha will be remembered
as representative of a concerted attempt by the Nationalist Party
government to curb press dissent. If he 1is remembered as an
individual 1t will probably be due, in part at least, to the
numerous cartoons in which he features. It would appear that
Stoffel Botha was a fully developed feature of Zapiro’'s
iconography before Bauer began to represent him rather than the
head of state (P.W. Botha) 1in cartoons commenting on press
censorship.

The earliest appearance of Stoffel Botha in Bauer’'s cartoons in
the Weekly Mail is at the end of April 1988 (Fig.4) (111). It is
a less than dignified representation of Stoffel Botha as a
hallucinating drug addict, his "fix" being censoring the
alternative press. Before him lie used syringes labelled Work in
Progress, South, New Nation and Grassroots. Botha pleads :
"Please please the Weekly Mail guick !". The singlemindedness of
purpose of the addict / Botha counters any suggestion of
openmindedness, the manic psychological state represented totally
unsuited for cool, objective judgement. Bauer'’'s familiar
inkspot/blood analogy adds a violent character to the car toon.

In Octaober 1988 amidst the renewed threats directed at the Weekly
Mail, and published a day before the paper was closed for a
month, Stoffel Botha 1is represented as a masked executioner (fig
5) (112). Stoffel Botha 1is portrayed as essentially bored and
small-minded. He laments "I ‘'m lost! Washed-up forgotten..."”

111). Weekly Mail 29/4/1988:12

112). Weekly Mail 14/10/1988:10. For discussion of Zapiro’'s
representations of Stoffel Botha as an executioner
see p.31—-32
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Stoffel Botha reappears in January 1989 in a Bauer car toon which
was 1integrated into the newspaper with an article on censorship
of the altermnative press (113) rather than the customary 'Derek
Bauer 's World". (fig.b6)

"Don 't say I didn’'t warn you' Botha quips. He stands smugly with
his hands clasped behind his back, wearing a pin-stripe suit and
skull and crossbones tie. Botha’'s ears and portliness are
exaggerated considerably. While his face is seen frontally, his
belly is in profile and his legs are in three-quarter view. The
resulting contortion suggests a shifty, mischievous character.
The qualities usually associated with skull-and-crossbones such
as death and destruction, danger and poison can all be
assoclated with the condition of the wretched creature at his
feet who represents the alternative press. This figure has
suffered multiple stab wounds and appears to have been critically
wounded. The weapons used are quill pens and paint-brushes, and
the blood/inkspot analogy is again apparent.

Stoffel Botha’'s sudden political retirement in May 1989 is less
than flatteringly recorded by Bauer (fig.7) (114). With the words
"Oh my...it°'s the election' Botha flees into the distance. In
small print Bauer adds “on behalf of all cartoonists we mourn
your departure ou Stoffel”.

ON POLITICAL CENSORSHIP

The release aof aged ANC and SACP leader Govan Mbeki in December
1987 after 23 years 1in jail (113) provided Bauer with an
oppor tunity to represent the overlap between political and press
censorship (fig.8) (116). Mbeki’'s movements and activities were
severely restricted soon after his release. Not being allowed to
speak to the press was only one such restriction.

In Bauer ‘s car toon a gagged Govan Mbeki is interviewed by unnamed
journalist with a crooked tongue. "“Mr. Mbeki sir...how do you
feel about your release”. There 1s a stark visual contrast
between the two figures emphasized by both scale (Mbeki’'s head
looms large), as well as graphic technique (Mbeki’'s features are
cross—hatched, and hence more '"realist" than the interviewer whao

113). "Mere arithmetic won’'t explain why Stoffel’'s new victims
matter" Shaun Johnson Weekly Mail 20/1/1989:12

114). Weekly Mail 12/5/198%9:12

115). Although influenced by factors such as Mbeki’'s poor health
and age, his release was also used as a test case by the
government in order to assess the effects releasing long
term political prisoners would have on the internal
political climate, and can be seen as a "curtain-raiser"” to
Mandela’'s release aver three years later.

116). Weekly Mail 18/12/1987:12
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is more schematic and distorted). In addition Mbeki is silent,
effectively prevented from communicating. The interviewer who is

clearly either insensitive or simply cruel, is closely observed
by Mbeki.

A cartoon published a month before the Mbeki cartoon (fig.9)
{117) 1s a more general comment on censorship which can be
interpreted on several levels. A blindfolded senior white male
announces that "There are no political prisoners 1in South
Africa. '

On one level the cartoon can simply be read as representing the
"cocoon" that many white South Africans choose to live in, 1in
which case the man is simply expressing his ignorance.

The man can however, also be taken to represent the government
who were more inclined at the time to define political prisoners
as "criminals" or "terrorists®.

In addition the similarity between the composition and the
"talking-head" format of television news 1s also difficult to
ignore. The last two readings make the cartoon more than a
comment on ignorance arising from censorship. The use of a
blindfold visually undermines the authority of the speaker. The
"official" position ("mo political prisoners") 1is shown to be
unfounded in reality. The cartoon then 1is also a comment on
disinformation - what we are told (by the government or SABC)
may not be truth, for that is plain to see.

Despite the possible interrelated readings which arise from the
cartoon, it remains remarkably coherent, each reading adding to,
rather than cluttering or confusing the car tcon.

Bauer has dealt with political prisoners as a theme in the Weekly
Mail since April 1986 (fig.10) (118). Play—-Pen deals with
imprisonment. The concept 1is probably developed from widely
published accounts of youths, some of them still children,
languishing in detention. Play-Pen clearly indicates an interest
in representing emotional and psychological states of mind
through visual means. Pain, anxiety, frustration, and resistance,
are all signified through details such as the twisted head (which
provides the focal point of the picture), the jail bars (which
dissect the pictorial space), the clenched fists, Casspir, AK-47,
and not least the naked 1light bulb (which it 1s suggested has
been left on to prevent sleep).

Mandela as Jjailed and Jjailer

Several of Bauer’'s cartoons which take political censorship as
their concern are representations of the Jjailed leader of the
then banned ANC, Nelson Mandela. Bauer’'s visual representations

117). Weekly Mail 13/11/1987:12
118). Weekly Mail 4/4/1986:10.
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of Mandela are all the more interesting because of the fact that
the government had banned photographs of him. The few '"legal®
photographs of Mandela were several decades old (119). Bauer
would find ways of representing the issues concerning Mandela,
rather than the man himself.

The first of these (fig.11) (120) was published in September 1987
when Mandela’'s release was rumoured to be immanent . Mandela 1is
represented as a weathered but dignified bird locked in a cage,
behind him are the empty cages of released Russian '"dissidents"
Sakharov and Shcharansky, and to his side the open cage of the

recently released Wynand Du Toit (121). Without resorting to
slogans or captions Bauer communicates both the overdue release
of Mandela, as well as the dignity and steadfastedness that
characterized his vyears in prison. It 1is however, under the

circumstances necessary for Bauer to name Mandela for the car toon
to have specific, as opposed to general comment.

Bauer would re—use birds and bird-cages as metaphors for
imprisonment on the colour cover for the Christmas 1989 edition
of the Weekly Mail (122) Recently released political prisoners
(Rivonia trialists [Walterl Sisulu, [Ahmedl Kathrada, [Raymond]
Mhlaba, Delmas Trialists [Popo]l] Molefe and ["Terror"l Lekota, and
veteran trade unionist (Oscar] Mpetha) are represented as birds
set free by state president F.W. De Klerk. A large agitated bird
["Nelson"1l which has outgrown 1its cage, watches with 1its
wings/hands on its hips.

In July 1989 Bauer chose a different way to visually represent
Mandela (fig.12) (123). The cartoon refers specifically to press
disclosures that P.W. Botha had tea with Mandela at Tuynhuis, the
official residence of the State President. Neither Botha nor
Mandela are named in the cartoon as the 1identity of the
characters would be obvious to the readership.

Bauer tactfully avoids the difficulty of drawing someone he has
never seen. A standing Mandela 1is represented from behind,
wear ing prisons uniform, his feet attached to a ball and chain.

119). Even using these was not easy. A Sue Williamson poster
based on a 19&4 photograph of Mandela which was published
by the Bureau of Information in June 1984 was withdrawn by
the publishers on legal advice. See "Why no paoster" South
28/7/1988:9. See also "The first legal photo of Nelson
Mandela in 22 years" Weekly Mail 6/6/1986:1

120). Weekly Mail 11/9/1987:12

121). See footnote 145. A cropped and slightly modified versian
of the car toon (Mbeki’'s name replacing that of Du Toit’'s)
would later be re-used by the Weekly Mail. (15/7/1988)

122). Weekly Mail 21/12/1989

123). Weekly Mail 14/7/1989:12
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vanguard of those forces that are iIntent on wrecking the present

dispensation and 1its renewal’”. "Who? Me?" questions the small
figure representing the ECC . This cartoon, read in conjunction
with specific articles concerning military conscription,

contributed to the government’'s decision to remove the Weekly
Mail from circulation. (127)

But censorship does not begin with government prosecution or
action but with self-censorship. Bauer has stated that he
"[doesn't] want to drop the Weekly Mail 1in shit"” (128). The
Weekly Mail has censored Bauer on several occasions for two very
different reasons : legal and political.

Firstly as in the restricted cartoon of June 19846, the Weekly
Mail is essentially protecting itself from government
prosecution. Another example of the Weekly Mail applying
censorship for legal purposes can be seen in a cartoon of August
1987 (fig.l6) (12%9). This cartoon was produced in response to the
depar ture of Cape Times editor Tony Heard . Heard's departure was
seen at the time as a politically motivated act engineered by his
employers under government pressure (130). In the original
car toon submitted by Bauer for publication the central figure who
represents the Managing Director of Times Media Ltd. (the
newspaper company which owns the Cape Times), Gordon Mulholland,
contained a speech bubble which read : "I love the smell of blood
in the morning"”, which is a reference to the film Apocalypse Now.
At the bottom of cartoon was a caption : “In memoriam Tony Heard"
(131). The Weekly Mail fearing being prosecuted by Mulholland,
probably for public defamation (132), erased the speech bubble
and replaced the caption with another : "Cape Times : The sickle
is mightier than the pen’.

The result of the editorial intervention, albeit Jjustified on
legal grounds, means that the precise content is obfuscated. Not
many people are familiar enough with Mulholland to recognize him
as the figure cutting down a wheatfield of writers (represented
by the hand and quill-pen motif). The reference to the Cape Times
in the caption, rather than clarify the cartoon’'s content,

127). "Why your Weekly Mail disappeared from the shelves"
Weekly Mail 12/8/1988:3

128). See interview with Bauer p.78

129) Weekly Mail 14/8/1987:182

130). Heard had published an interview with a "listed" person
(ANC president Oliver Tambo). See "Editor Heard risked

three years jail" Clare Harper Weekly Mail 8/11/1985:3
131). D.Bauer personal communication 8/1/1990
132). Weekly Mail editor Anton Harber notes in the foreword to
Bauer ‘s S.A., Flambe : "There are not many people who can

make editors worry about defamation in a carlicature. Bauer
has done this to us often.
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confuses 1it. In +trying to interpret the published version the
reader may be forgiven for mistaking Mulholland for Heard, with
any resulting interpretation likely to be unclear.

A second example of censorship practiced by the Weekly Mail is
motivated by political rather than legal considerations. One such
example was published in December 1985 (fig.17) (133). Opposed to
economic sanctions as a method for exercising pressure on the
government Bauer represented Archbishop Desmond Tutu, an advocate
of sanctions, in pravyer : "And God...while you're at 1t...help us
starve the bastards out!”. The anti—-sanctions content of the
car toon clearly did not reflect the position of the editors or of
many of the readership, and the editors intervened with letraset.
"Bishop Desmond Tutu as seen nightly on SATV” has been inser ted
in an attempt to alter the content .of the cartocon. The published
version becomes a comment on the representation of Tutu by the
SABC (here designated by the general term "SATV"), rather than as
an anti-sanctions car toon.

133). Weekly Mail 13/12/1985:10
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CHAPTER THREE: ZAPIRO AND CENSORSHIP

INTRODUCTION TO THE CARTOONIST AS POLITICAL ACTIVIST

Zapiro’'s cartoons discussed in this paper were produced within a
shor ter period than the Bauer’'s discussed in the previous
chapter. Most of them were published in South between March 1987
and February 1988.

Zapiro differs from the +tradition of political cartoonist as
anarchist. His cartooning grew out of his political activism
producing media for organisations such as the UDF and ECC.

If Zapiro’'s position has precedents in the history of satirical
graphics, 1t is closer to explicit party political propaganda
(much of which is historically anonymous or collective), or to a
tradition of caricature as rooted in morality. (133). The
implications of political alignment for critical art practice
will be discussed more fully in the final chapter.

ZAPIRO AND CENSORSHIP

This chapter will examine specific cartoons which comment
directly on media censorship, as well as cartoons exposing or
countering disinformation, and car toons which have been censored.

ON CENSORSHIP OF THE MEDIA

Cartoons commenting directly on media censorship can be broken
into two different groupings : cartoons commenting on the
restriction of news on SABC3; and car toons which are specifically
concerned with press censorship.

The news on SATY

Zapiro produced two cartoons in September 1987 which represent
the government’'s control of the SABC, in particular its control
over the news. In the first cartoon (fig.18) (136) P.W. Botha's
hand crosses the television screen and throttles Riaan Eksteen,
the Director General of the SABC, who informs us : “We [the SABCJ
are (glug) looking 1Into (ug) measures to tighten up (skxx)
procedures 1n the (gurk) flow of (urk) news..." Eksteen’'s head
extends beyond the confines of the television screen and picture
frame, and appears ready to burst. His tie extends to the front
of the pic ture plane. The tie is patterned with small
representations based on the logo for His Masters Voice, except

135) .Baudelaire wrote of Daumier that : “to assess his true worth
Daumier needs to be analysed both as an artist and as
moralist”. See Wechsler,J. p.317

136) .85cuth 3/9/1987:14
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that the dog listening to the gramophone appears to be expressing
varying degrees of amazement to the recording. In contrast to the
violence represented on the screen, the depiction of the control
switches to the side is relatively objective as in a technical
diagram. '

In the second cartoon (fig.19) (137) the concept is similar to
the first. P.W. Botha 1is again represented as the final
arbitrator for the news. This time, instead of the Director
General of the SABC, we see a white male newsreader. The
television is positiconed in Botha’'s mouth. "Good evening. Here
is the...(glug)...news...". The implications are that what 1is
permissable to broadcast (or publish) has to bhave government

approval (or be swallowed or eaten), and also that the SABC is
little more than the vocal chords of the government.

Stoffel Botha and the return of the Dark Ages

All of Zapiro’'s cartoons which are specifically directed at press
censorship invariably involve Stoffel Botha, and were prompted by
the 1increased powers given to Botha in order to combat the
"unconventional revolution supporting press" (138).

In two of the four cartoons representing Stoffel Botha as the
agent of government censorship, he is represented as a servant of
P.W. Botha, and in the remaining two he is seen performing bhis
task as an executioner (censor). All the cartoons are set in a
medieval context, which, as will be discussed later, may have
implications for avoiding censorship. The medieval context could,

in the popular imagination, be associated with the notion of
"Dark Ages", which would be an appropriate metaphor for an era
charac ter ized by oppression and censorship rather than

enlightenment.

The Emperor’'s New Clothes (fig.20) (139), a reworking of Hans
Christian Anderson’'s fairy—tale, is the first of the series, and
was first published in August 1987 (140). The two Bothas are both

137).South 24/9/1987:12

138) .See Chapter 1 p.17

139).South 27/8/1987:14

140).The Emperor ‘s New Clothes has been published several times
in the alternative press. Eg. an undated Save the Press
Campaign publication (possibly October 1887).
In Zapiro’'s absence South re-used a badly cropped version to
accompany editorial comment ("Countdown to closure"), as
well as a reduction of the detail of Stoffel Botha on the
cover (10/5/1988:1,9). The detail of Stoffel Botha was used
again on the cover of the 14/1/1988 edition of South with
the caption "Stoffel Botha acts". A detail (Stoffel Botha
charging the alternative press) was reprinted as late as
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present. P.W. Botha, depicted naked except for his crown, state
president’'s sash and medallion, and glasses. He orders Stoffel
Botha to ‘“charge"” the alternative press ("Stoffel, charge him
with spreading blatant distortions and miserable lies !"),

The alternative press is represented as an unassuming, almost
Robin Hood-type character (but without crossbow). He wears a
press—card 1in his hat, and is positioned on the left of the
cartoon. He 1s busy recording what he sees with a feather on a
scroll. He asks "Why 1is the emperor wearing no clothes 2"

Stoffel Botha 1is dressed as a medieval knight but with a dunce’s
cap on his head. He is shown responding to his master ‘s order -
"charging" the alternative press with a halberd.

Grovelling in the bottom right hand corner of the cartoon are
three disreputable characters. One of them holds a video camera
labelled SABC "0 Master, your attire 1is perfect ! Who 1is the
royal tailor ?" The other two, who are visually similar if not
identical, are crouched submissively on the ground. ("0Oh your
Highness, what a lovely outfit !" and "Beautiful clothes, your
Excellency"). They wear press cards in their hats (“Press" and
"Pers'") and represent the commercial press, both English and
Afrikaans.

Stoffel Botha appears for the first time as an executioner in
September 1987 (fig 21) (141). The Friendly Executioner

accompanied an editorial article (142). He 1is represented as a
masked, bare-chested executioner holding a double-edged axe ready
to decapitate his next victim. The victim 1s a blindfolded,
spindly 1limbed gcreature, with his hands tied behind his back.
Although the victim ostensibly represents the press in general
(there is a card indicating "press" in his hat) the car toon, due
to the context of its publication (ie. in South in a climate of
press repression which was mainly directed at the alternative
press), also reads as a comment on official attempts to curb the
alternative press in particular. The fact that the "press" here
is represented in identical clothing to the figure representing
the alternative press in fig 20 as well as in the figures in the
following car toon (fig.22) reinforces this more narrow
interpretation of the cartoon. The bloodstains of previous
victims are clearly evident on the execution block, suggesting a
series of executions. Botha’'s speech bubble is in sharp contrast
to widely-held views concerning the arbitrary character of
censorship (143). It reads : "My friend, you will be happy to
know that with the help of our panel of objective experts,
everything is being done in as scientific a manner as

January 1989 on the front page of the New Nation with the
caption "Stoffel Botha strikes again” (New Nation
12/1/1989:1)

141) ,Scuth 10/9/1987:17

142)."Let Tambo be Heard" Rashid Seria South 10/9/1987:17

143) .See Chapter 1, p.17
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possible..."”. Positioned in a Punch and Judy set are three
overweight, middle-aged, white men. They are named in the car toon
as a "“Panel of experts provided by the directorate of media
relations”. The ‘"puppets" unanimously pronounce the alleged
offender guilty.

In "Dom Duiwels" published in Grassroots in April 1988 (fig.22) ,
Zapiro once again likens the act of censorship to the act of
execution by decapitation. Stoffel Botha returns as the masked
executioner, wiping the blood off his axe as the blindfolded head
of his victim (New Nation presscard in medieval hat) leaves its
body and bounces violently out of the picture frame. A gueue of
similarly dressed and blind-folded Jjournalists (representing the
Weekly Mail, Grassroots, Out of Step, Saamstaan, WIP and South
respectively) await a similar fate. ("“Dom Duiwels ! All you had
to do was to stop telling the truth...Next !'")

A less grim representation of press censorship was published in a
Save the Press Campaign pamphlet in June 1988. (fig.23) "P.W.
Guixpote and Sancho Stoffel" is a re-working of Miguel Cervantes’
Don Quixote. In this instance the use of a literary setting is
particularly interesting, given that publication (and hence
writing 1itself) 1s under attack. Stoffel Botha 1s 1likened to Don
Quixote’'s uneducated and ocbedient servant (Sancho Panza). Based
on a scene 1in the original version "P.W. Quixote" informs "Sancho
Stoffel" that the windmills on the horizon (which are cut out of

newspaper and named Grassroots, Weekly Mail and Saamstaan), are
demons - ‘“Look Sancho...More evil demons !”. "Sancho'" 1is armed
with an axe and ready to respond immediately ("Iole ! Let’'s get
‘em !"). Behind them are crosses cut from newspaper and named

after the newspapers (New Nation and South) which had been
temporarily banned by Stoffel Botha. (144)

ON DISINFORMATION

Several of Zapiro’'s cartocons are concerned with disinformation.
They tend to deal with the subject in two ways. Firstly by
exposing disinformation, and secondly by countering it.

Spook Stories (fig.24 (143), which was published in April 1987,
communicates the concept of disinformation in unambiguous terms.
Zapiro uses the idea of a '"bed-time story”™ (albeit a 'spook-
story" intended to frighten the children in the cartoon) to
achieve this end. The ANC 1is represented by South African
Minister of Foreign Affairs Pik Botha as a communist demon. about
to attack its (presumably innocent) sleeping victims . The
different responses of the terrified white children and the young
black child who is clearly neither misled nor amused by what he

144) .See Chapter 1, p.17-18
145) .South 15/4/1987:14
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Western Cape (152). The exhibition at which the original copy
was first shown was titled About Time - Images of South Africa.
It formed the visual arts component of the Towards a Peoples
Culture festival. Hours before the exhibition opened the entire
festival was banned. The authorship of the full-coloured pen and
ink and wash drawing is in itself censored (133).

The image itself is a joyous representation of the South African
Police (SAP) and Defence Force (SADF) attempting to impose
"order" on a vibrant township. The strength of the cartoon lies
in its humorous and detailed representation of numerous
concurrent events, as well as in its references to specific
individuals and types of person. Apart from luminaries such as
UDF patrons Archbishop Tutu and Alan Boesak, numerous western
Cape activists can be recognised. (134)

Al though precise reasons for censorship are often unclear,
Zapiro himself not knowing to what extent, if any, his cartooning

practice was responsible for his detention (133), 1in this
instance it is tempting to believe that any consideration of the
publication as ‘"subversive" or "undesirable" must have been

motivated not only because of the fun that is made of the SAP and
SADF in the cartoon, but also because of the joy and optimism
which 1s expressed.

152).1t has recently "unbanned" itself (ie. it has been
reprinted). It is reproduced in Williamson,S. p.92

1533).A close look at the bottom right hand corner shows that the
car toonists signature has been removed.

154) .These include Zapiro’'s mother Gaby (seen selling cakes), his
sister Yvonne (with computer paper), as well as Zapiro
himself with sketch pad in hand, (a line drawing of a
policeman as a pig 1is on the pad), and pencil and brush in
back-pocket, holding hands with Karina Turok, whom he has
since married.

135) .See interview with Zapiro p.59
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CHAPTER &
ANARCHISTS AND ACTIVISTS AND CRITICAL ART PRACTICE

Having discussed specific cartoons in the preceding two chapters,
the aim of the conclusion is to tease out some of the issues
which have been raised during the course of this paper, in
particular the implication that "anarchists" and "activists" have
for developing a critical art practice.

While recognizing that the respective points of entry for Bauer
and Zapiro are different, and in some ways diametrically opposed,
it would be crude simply to contrast the two strategies of
intervention without recognising the overlap that exists between
these strategies, and to explore both the possible advantages and
limitations of "anarchy'" and "activism'" for political cartooning.

In order to achieve this end it 1s necessary to identify who and
what 1is subjected to criticism in the cartocons of Zapiro and
Bauer, as well as to consider the character of this criticism.

Much of Zapiro’'s cartoons contain comment critical of

the Nationalist Party government, the South African Defence Force
(SADF)Y, the South African Police (SAP), as well as of the
"official" political opposition represented in the Tricameral
Parliament. Also targeted by Zapiro are the SABC, the Chamber of
Mines, the far right, homeland leaders and '"rebel" sports tours.
In addition, powerful "friends" of the South African government
such as British Premier Margaret Thatcher and American President
Ronald Reagan, are also lampooned by Zapiro.

Repression, censorship, disinformation, corruption and
destabilisation, are the dominant themes with which the groupings
named above (usually represented by their leaders),

are shown to be associated .

Zapiro is far gentler in his representation of representatives of
the extra-parliamentary opposition to Nationalist Party rule. The
UDF, South African Youth Congress (SAYCO), Congress of South
African Trade Unions (COSATU), the ANC, South African Council of
Churches (SACC), and Black Sash all escape the physical
distortion and sometimes wundignified contexts to which the
government and its allies are subjected. (1536) (fig.28)

In contrast to Zapiro, Bauer, according to Anton Harber, "treats
all people as eguals. He sees everyone he draws as equally

156) .These organisations are generally represented by their
leaders j; Oliver Tambo (ANC), Beyers Naude and Frank Chikane
(SACCC) Sheena Duncan (Black Sash). COSATU, UDF and SAYCO
are represented less by leaders than by generalised
representations of "comrades'" or "workers®.
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disgusting.” (137). This 1is more or less consistent with the
views that "“If you're going to be In favor of something, you
might as well not be a cartoonist” (138) and that "In
consistently applied caricature there are no ‘heroes’'” (159),
which can also be seen as closer to an older view of caricature
articulated by Champfleury who wrote : "a true caricaturist could
never be popular because he revealed the weaknesses, lies and
deformities of humanity.” (160)

In Bauer ‘s terms the fact that Zapiro reserves his criticism for
the opponents of the ANC /SACP /UDF /CQSATU alliance, more
specifically the government and its allies, means that he is "not
a cartoonist” (161).

However, the above definitions of caricature/cartooning do not
acknowledge the heterogeneous character of the practice, and
while claiming pedigree {("true caricaturist"), represent a
selective view of the function of cartoons (specifically
political cartoons). (162)

Contrary to the view of cartooning expressed above, Zapiro

develops the potential of cartooning as a didactic practice.
While this would clearly contradict Champfleury’'s view that
"Caricature should not preach'" (163), the politically partisan
character of Zapiro’'s cartoons 1is motivated by a sense of social
injustice and inequality, and a belief that in order to assist
the process of political and social change it 1s necessary to
wor k jointly with the organised formations of political
resistance (more specifically those under the rubric of the "Mass
Democratic Movement"), which represent the ideals with which the
cartoonist himself has openly identified. (1&4)

Seen 1in this perspective, Zapiro‘'s cartoons should not only be
seen as party political propaganda, but also as motivated by a
sense of morality (163). This is not to suggest however that
moral outrage is peculiar to politically aligned or "activist"
car toonists. The "anarchist", although theoretically politically

197).Anton Harber "Foreword" in Bauer,D.

158) .Contemporary cartoonist Patrick Oliphant quoted in
Paulson p.185

139) .1bid. p.203

160) .Quoted in Stamm,7.D. p.58

161).D.Bauer personal communication 8/1/19%90

162) .5Stamm notes that Champfleury’'s definition of caricature was
"tailored" to serve "as a pictorial exemplum of [his]
Realist theories" (p. 34)

163) .Stamm p.62

164) .5ee interview with Zapiro p.59-60

163) .As Patten (p.332) has noted "satire is a weapon of the
dispossessed". This implies a fundamental partiality.
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"independent"”, "neutral" or "non—-aligned" may also be motivated
by a sense of morality.

Bauer ‘s Mbeki cartoon (fig.8) is a case in point.

Caricature here has clearly not been 'consistently applied”. The
relative dignity accorded Mbek i compared to the visual
representation of his interviewer make 1t very clear who 1is the
"hero" in this cartoon. There are two ways of interpreting this.
Iin the first instance it could be argued that the stark
polarities of South African experience, particularly during the
Emergency, has begun to affect Bauer’'s political position as a
"fence—-sitter" (166).

This interpretation may be supported by the fact that whereas
ear ly Bauer cartoons were fairly indiscriminate in their targets,
towards the end of the Emergency they tended, like Zapiro’'s to be
directed at the government, its agents and allies.

There 1is however another interpretation which is that Bauer 1is
simply acceding to pressure from the Weekly Mail constituency. In
order to maintain his regular cartoon spot he cannot, for
example, criticize Mandela to the extent that he can a government
representative. (167) )

Bauer and Zapiro approach the combination of written texts and
visual image with different understandings which are consistent
with the fundamental differences between the approaches of both
car toonists to their work.

Bauer ‘s emphasis 1s primarily visual (168), in fact 1t 1s
tempting to conclude that the subject in Bauer's cartoons is
often the drawing itself. For instance the title Play-Pen (fig.
10) can, in addition to the meanings indicated earlier, also be
understood as referring to the pen of the cartoonist himself, the
play being the act of drawing itself. The frequent use of
apparent "accidents"” such as ink spots and finger-—-prints in his
car toons, particularly in order to suggest blood, can also be
seen as implying a self-conciousness about the character of the
media (ink) which he employs.

Bauer 's approach to cartooning is closer to conventional notions
of "art" than "propaganda" (169), and he will as far as it is
possible, avoid the inclusion of labels which may help identify

166).5ee interview with Zapiro p.53,67

167) .Bauer himself has offered this interpretation. Personal
communication 8/1/19%90

168) .See interview with Bauer p.76,81

169) .See interview with Bauer p.79
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the subject (170). This at times causes the content of his
car toon to be unclear, even to a contemporary audience (171).

Contrary to this, Zapiro “does not shy away from the propagandist
quality in [his] work"” (172). Zapiro places his major emphasis on
developing his concepts, taking par ticular concern to be
intelligible to as broad a spectrum of his viewers as possible
(173). The inclusion of written text contributes to "fixing" the
message, and as such is not considered to weaken the cartoon.

While Bauer’'s political "independence" may suggest a greater
scope for developing a critical art practice, it also provides
its own limitations. For while political "non—alignment" provides
"anarchists" with the space they need in order to "overthrow the
serious” (174), they are also perceived as mavericks. As Paulson

noted of Gillray "[he wasl] too likely to shoot 1In several
directions at once to be a reliable political marksman."” (173)
This of course, has implications for state censorship.

Cartoonists who do not represent particular organized political
organisations or interest groups can be allowed considerable
license, even if they may be considered offensive in the short
term. (176)

Bauer ‘s cartoons, on occasion, serve to confirm the messages
transmitted in the “dominant" rather than "alternative" media.
His anti-sanctions cartoon (fig.18), for example, conforms to
images of Archbishop Tutu promoted by both the State and
commercial press of the '"fat Bishop" who could afford to call for
economic sanctions against South Africa.

Another example of Bauer’'s car toons which reinforces rather than
counters the '"dominant" version of events was published in May
1986 (fig.29) (177). It refers to the animosity between the
recently launched, militant trade union COSATU, ‘and the rival
union launched by Inkatha soon after. Not only does the image
itself conform to [whitel stereotypes of blacks as barbaric, but
it's political content is also muddled. The caption "An Iinjury

170) .See interview with Bauer p.8l1

171).8ee interview with Bauer p.80-81

172) .See interview with Zapiro p.63

173).See interview with Zapiro p.48

174) .See interview with Bauer p.82

175) .Paulson p.183

176).The point that visual art which is not representative of
specific political groupings is not considered to endanger
"state security" is made in Pissarra,M. "Prejudice and
potential in political cartooning". See p.140 together with
footnotes 43 and 47 of the same paper.

177) .Weekly Mail 9/5/1986:10
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to one is an iIinJjury to all” is a COSATU slogan, and would have
been more appropriate to a representation of conflict between two
of COSATU's affiliated unions, than between two rival groupings.
The use of a sickle (COSATU) and hammer (UWUSA) is equally
misleading. While COSATU is usually associated with Socialism,
UWUSA advocates capitalism.

The cartoon contributes 1ittle in terms of political content.
Instead of highlighting difference and conflict between the two
unions, it suggests that "black” unions share a common agenda,
which is being undermined by their inability to solve matters in
a civilized manner.

"Activist" cartoonists, on the other hand, are not simply
expressing individual perspectives, but also that of their
par ticular political organisations. While on one level this in
itself can create constraints for car toonists (178), its

"representative" character can also strengthen the political
impact of the cartoons.

Despite the fundamental differences in approach indicated above,
there are also several common features shared by both
car toonists. Neither of them see humour as a necessary
constituent of cartooning (179), and when they use humour it is
seldom purely for entertainment. Rather, humour is a means of
expressing the absurdity of particular circumstances and 1is
generally at the expense of the subject (eg a specific
politician), rather than being the subject itself (180).

In addition, both recognize that the cartoonist has to operate
within the limitations of general public awareness. Their answer
to doing this is to use what Bauer calls "symbols" or what Zapiro
calls "“archetypes" (181).

While in academic terms the notions 'symbols" and archetypes' may
beg definition, what both cartoonists are essentially referring
to is the eclectic use of reference points that are sufficiently

established in the popular imagination so as to be recognized and
understood.

There are several implications arising from the use of "popular

reference points” as defined above. 0On one level 1t has
implications for the ‘"specific" or ‘“universal" character of
cartoons. A well known reference may mean that a cartoon’'s

178) .5ee interview with Zapiro p.&é

179) .5ee interviews with Zapiro and Bauer pp.55,76

180).Reference here is to the notion that the task of cartoonists
(like comedians) is to crack jokes in order to entertain and
amuse their audiences.

181).See interviews with Zapiro and Bauer pp.&1-62,72
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content, or at least a part of its content, may be legible to an
audience unfamiliar with the specific character and circumstances
which initially prompted the cartoon. 0On another level it has
been suggested that "Multivalence 1s a convenient escape from
censorship” (18a2). In other words, the ambiguity between specific
and general content allows cartoonists greater license to
represent their "victims" in absurd contexts (eg. fig.4 and fig.
20) and survive prosecution for defamation of character. (183)

The ambiquity or tension between the specific and general content
of political cartoons can also be seen in the representations of
individuals, particularly prominent political and social figures.
These individuals are invested with wider meaning. Despite the
fact that they exploit specific physiognomic characteristics of
par ticular politicians, these representations are generally more
concerned with politicians as symbols of specific political
ideologies than with politicians as individuals. Specific
individuals may provide the initial points of departure, or putty
so to speak, with which the cartoonist remoulds the individual’s
particular physiognomic characteristics so as visually to invest
particular qualities associated not only with that individual,
but alsc with the particular interest groups, organisations,
political parties or ideoclogies which they represent.

Developing an iconography which 1is accessible without being
cliched, and abstracting broader issues from concrete examples
without losing focus or punch, are two of the problems which must
be addressed by a cartoonist keen to communicate with a diverse
audience without sacrificing "integrity" (both artistic and
political).

CRITICISM IN A CULTURE OF RECONSTRUCTION

It is a characteristic of the era before the second of February
1990 that open political debate was suppressed. Banned
publications were usually political in character. At present many
of these publications are being officially unbanned (184).

A look at any list of publications banned recently shows that the
censors are more occupied with combating "obscene" material. This
is in sharp contrast to the previous situation. (185)

182) .5ee Hofmann,W. p.364

183) .See also Pissarra,M. "Prejudice and potential in political
car tooning" p.141

184) .See "No banning this week" Cape Times 4/8/19920:5

1853)."The annual report (1984/85) of the Department of QOwn
Affairs shows that less than 7% of publications submitted
for banning come from the public...A total of 622
publications were considered prejudicial to state security -
against only nine complaints against pornographic material.
The 622 does not include publications by illegal
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Despite this apparent "glasnost", political intolerance of views
expressed by differing political tendencies has caused untold
death and destruction in the last year. The need to encourage
political tolerance and open and critical debate is essential in
order to begin to reconstruct a nation that is characterized by
political and cultural diversity.

While the banning of political organisations encouraged the

development of a '"culture of secrecy" and contributed to the
party—-political character of Zapiro‘s cartoons, it will be
interesting to see whether, having returned recently from
studying in the United States, Zapiro’'s criticism will continue
to be reserved exclusively for "the enemy", or will begin to

adopt a more independent perspective, itself in 1line with calls
by the ANC leadership that journalists should not be
propagandists for the ANC, and that a free and critical press is
necessary in order to develop democracy (186).

ANC deputy president Nelson Mandela has stated : "We need a
strong, 1independent and courageous press to communicate across
the divides that wreck our country...The freer the press, the
greater the possibilities for 1individual rights and personal
liberty, for building a nation Iimbued with a spirit of tolerance
and humanity.” (187). "Criticism”, Mandela said shortly after his
release, "even though sometimes 1t 15 painful, 1is valuable -
because it enables us to avoid some of the pitfalls into which we
have fallen in the past., It is in the interests of the struggle
as a whole.” (188)

In the context of this paper the sentiments expressed above may
read as a vindication of political non—alignment, more
specifically as pertaining to Bauer. However the "anarchist" may
also have lessons tao learn from the "activist".

organisations, which are automatically banned." ("The book
that beat the ban" New Nation 23/10/1986:19

186) .There have been several such statements reported in the
press, most of which are qualified by sentiments that racism
cannot be allowed to be encouraged. See for example National
Executive Committee (NEC) member Aziz Pahad quoted in "ANC
wants a free ‘responsible’ press" Cape Times 11/3/1990:2,
Constitutional expert Albie Sachs quoted in "ANC wants a
free and lively press"” Argus 6/6/1990:11, and Sechaba
editor Francis Meli gquoted in "ANC editor ‘s ‘yes, but’ to a
free press" South 19/7/1990:19

187).5ee '"Media’'s vital role for democracy" Cape Times
15/10/1990:6

188) .5ee "South Africa ‘needs to retain a free press’" Arqgus
26/2/19%90:2
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Par ticularly as we move from a culture of resistance (189) to a
culture of reconstruction and development, criticism is
increasingly encouraged to adopt a constructive character. (190)

This is not to suggest that cartoonists should relinquish their
historical role 1in satirising "others'", particularly those in
power , but that they should also sometimes take time to reflect
on the nature of their criticism. Attacking others 1s easier than
asking questions about oneself, and while self-criticism is
perbaps more introspective than public, it 1s necessary to
examine to what extent, 1if any, cartoons can not only expose
society’'s weaknesses, but also contribute to the solving of
social problems. (191)

Both positions, the "activist" and the "anarchist", are
undesirable if taken to their extremes. The unquestioning party
loyalist may prove to be more of a burden than an asset for a
political organisation par ticularly as changing political
circumstances demand that positions and strategies be constantly
re—examined. Anarchy for anarchy’'s sake may produce social
comment which is more irritating than enlightening.

The combination of word and 1image in order to comment on
contemporary events, issues and individuals or interest groups
means that the cartoonist can be seen as practicing 5 form of
"grapbhic Jjournalism". Cartooning can be seen as "the ultimate
editing exercise" (192) 1ts ability to summarise complex 1issues
in "shor thand" being an obvious strength.

Political cartoonists are indeed fortunate that the heterogeneous
character of cartooning provides them with differing models for
inspiration, without providing rules.

189).The question of the appropriateness of the notion of a
"culture of resistance” within an evolving political
situation is discussed in Pissarra,M. "The visual arts in
the culture of resistance®”

190) .For example Weekly Mail co-editor Irwin Manoim, when
questioned recently as to whether his paper encouraged
certain forms of criticism over others, replied "We
particularly encourage critical debate on the shape of a
pos t—apar theid South Africa." (190)

121).A similar view was expressed by the New Nation in 1988 :
"Journalists should not only report on what happens in
society, but should also help find solutions to the problems
of our country.” (17/3/1988:7)

192) .Weekly Mail Cartoonist Stacey Stent. Personal communication
November 1990































recently influenced my work tremendously. Af home,
Derek Bauer. Now Derek Bauer, Gerald Scarfe and Ralph
Steadman I see very much as anarchist cartoonists, some
more than others, but the body of their work is more
the kind of incisive looking around, poking fun and
actually taking pot shots in a fairly widespread sort
of way without really jumping off the fence and stating
a clear political position. So I get a lot out of
those three artists graphically but I get very little
out of their political insights. Then the other
cartoonists I’'m influenced by to a certain extent are
George Grdsz, whose work I love. and Saul Steinberg
even though it is difficult to see their influence
necessariiy in my work. There are one or two others
whom I look at a lot and I feel that, like Garry
Trudeau of Doaonesbury, their work is going to start
manifesting itself in my work when I get into more
comic strip stuff, Clare Bretecher, Jules Feiffer,
Steve Bell, who does If in the Guardian, those sort of

people.

Have any ‘high art’ sources affected your style and
your attitude?

I suppose not as much as cartoonists have affected me.
I'm always interested in high art and I‘'m emotionally
affected by those things but I certainly don’t think
that you could call them influences to the same extent

that cartoonists have affected me.

Do you produce painting or sculpture in addition to
car toons?

Not at the moment I don't. I have done a little bit of
painting in those weekly classes I mentioned earlier
but nothing really that expressed what I would like to
paint. I will definitely do it in future. As for
sculpture, I worked a bit in plasticine, not in the

‘high’ art sense at all - I worked for a clay animation
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company for a short while and I really enjoyéd making
three-dimensional things in Plasticine.

Would this work differ in any way substantially from
yvour satirical drawings ?

Very much indeed. In some particular instance I was
mainly doing some illustrations for the way a
children’'s book could appear if made in an animated
form, so it would differ tremendously in content and

mood from the political stuff.

You have mentioned the calendar. Have you produced work
in other popular media, such as T-shirts, posters,
cards and so on ?

Yes, very often, through my work in organisations. That
is how my work started. I didn’'t even specify earlier
on but those are, in fact, how I got into doing a
greater amount of political cartooning. The first
thing I started doing was cards followed by posters,
then banners, T-shirts, stickers, logos, the works.
Only the odd political car toon, so-called, which would
illustrate things in magazines or pamphlets put out by

these organisations.

What 1is your attitude to film as an artistic media ?

I love film: I see a tremendous connection between film
and car tooning. The greatest connection I can think of
there is Fellini, who is a cartoonist and I think he
may have been a a cartoonist before he was a film-
maker. But the whole method of evolving a movie as a
kind of car toon that happens in someone’‘s mind is
something that Fellini particularly has perfected. The
other very strong connecfion is story boarding which
evolves really from the Disney studios where they

per fected that particular way of setting out an
animated cartoon movie as a story board. It got taken

up by many other sorts and forms of film making.
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Is your emphasis visual or verbal or is it a
combination 7

I think in many of my drawings I would have to say
"both", but sometimes I enjoy making a very punchy

graphic with little or no verbal content.

Are your drawings always accompanied by text 7

Not always, but mostly, I would say, even if the text
is a one line, one or two or three word caption. Very
often I combine graphic and verbal comment.

Do you read or write poetry ?

Not so much poetry. 1 have done. 1 used to be
interested in rhyming couplets and funny stuff a la
Ogden Nash or that sort of person. I did a fair amount
of that at one stage. On very infrequent occasions
I1've written some more emotional kind of poetry, just
off the cuff.

Is humour a necessary constituent of your work ?

Not at all. Humour is Jjust one possible catalyst for
releasing a certain sort of reaction in the viewer.
Other kinds of catalysts could be anger, sadness or a
purely intellectual connection of two ideas. I see
humour as an expression of divergent thinking: it’'s
making connections that might not otherwise be made. 1
do not think, however, that humour is the only form of
divergent thinking - in other words, you can make
connections with other mechanisms. I would use the
particular emotion, if you want to call it that, which
most suits the particular issue, that's what I would

use.

Do you consider yourself to be a serious person ?
Yes, I do. I'm actually a very serious person although
I get quite manic sometimes, but I think I am a serious

person — too serious.
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Do you read comics?

Yes I do. Recently I got into Judge Dread, which I

love. I like underground comics: The Fabulous Freak

Brothers, Fritz the Cat. I read Doonesbury of course,

I read Steve Bell, I read all the ones that I've

mentioned.

Which newspapers do you read ?

The Weekly Mail; the New Nation - not enough, I'm

afraid, although I think it is a very good source of

information; South, with reservations; the Cape Times

and the Argus with tremendous reservations. In fact,

the Cape Times slightly more than the Argus although I

don’t know if there is any special reason for reading
the Argqus any more. Occasionally, very occasionally,
the overseas papers: bits and pieces from overseas
papers.

So you never look at the Afrikaans press?

I'm afraid that it is so occasional that I could hardly
put it down. 1It’'s obviously a gap in my knowledge of
what certain people will be thinking. I’'ve been doing

things for the Suid Afrikaan and I should really know

more about what those people are thinking, especially
if one is courting the kind of liberal-to-left wing

Afrikaners who are amenable to some sort of change.

Do you read novels 7

Not very often. I love certain novels that I do get to
read. I'm not very interested in spy thrillers or
whatever: I'm more interested in novels about
meaningful contemporary lives, if I can sound as grand
as that. For example, I just read a navel called

Brother of the More Famous Jack by Barbara Trapido. I

thought that was a great novel. If I get to read four

or five a year, that’'s about it.

Non-fiction ?
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A bit more than I read novels. I will read, say, a
book 1like Tom Wolfe’'s The New Journalism or Dispatches
by Michael Herr : that kind of book, probably six or

seven a year.

And academic Jjournals ?

Oh, this is an embarrassing question. Very, very
little. Perhaps WIP - that is the only one that would
fall into that category.

Do you read or look at art books ?

Yes, I do that all the time, in a very piecemeal sort
of way but continuously, so I'1l1 read a chapter here
and a chapter there. (I°11 look at reference stuff.)
I1'11 take stuff out of the library every few weeks.
I've got a large library of my own which I look at all
the time.

Do you read political theory ?

Again, not enough. I feel a tremendous lack of
education in that department. In the five years or so
that I°'ve been involved with organisations I've tried
to pick up things through the workshops I've attended
and through the readings I'm forced to do for the

different seminars I’'ve attended.

What is the effect of censorship on your work 7

It's gquite a multi-faceted effect. It starts with the
knowledge that I can’'t work with certain subject matter
or that I can’'t show things in a certain way. I'm
already inhibited when I put pen to paper, knowing that
the authorities will be waiting to prosecute or
confiscate or ban or whatever. Further, the
intermediaries that I have to get past - the editors
and the legal advisers, many of whom I disagree with
when I feel that they are being too conservative in
their understanding of the censorship that is being

applied, or when I feel that they are being too
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cautious about the regulations and not using'all the
loophaoles that exist. Perhaps that is also part of the
slightly headstrong ‘'give it a full go" mentality that

I work with. So it’'s a very inhibiting thing.

How much of your work has been censored or banned ?
Only one major drawing that I did, the UDF calendar for
1987, has been banned as an object on its own. There
was a fair outcry about that and it also affected my
own personal safety at the time. Other drawings of mine
have been in publications that have been banned, so 1
don’'t know to what extent, if any, some of them have
contributed to the banning of the publication.

But, for example, when you changed a S.A.P. badge an a
sleeve, or removed Mandela’'s name from a cartoon ?
Sorry, you are actually reminding me of something that
I should have said. I am aware at all times of the
authorities and of the intermediaries in terms of what
I do and what I put down. I try to make political
ideas fairly explicit and so, if I want something to
say "S.A.P." I may well do 1t graphically with the
force’'s badge or I may actually write "S.A.P." not in
the old-fashioned style of writing it right across
somebody’'s face or across a field or the sea or
something like that - that is the old-fashioned concept
- but I rather try and incorporate it in the graphic.
What I didn't say before is that on many occasions what
I try to push through is changed either through the
editors pushing for_a change or through the legal
people interpreting a particular clause or regulation
and telling me that it is not possible. In which case
I’ve got to change it physically on a copy of the
drawing or, on occasion, the original has got to be
changed. On occasion, too, I°'ve not seen the changes at
all and it has gone through behind my back, on a copy

usually, but on the original sometimes.






Africa. That does sound a bit grandiose so if you
bring that down to a slightly more pedantic thing, I
consider myself to be responsible to organisations with
whom I have worked and do waork — the organisations that
are non-racial, democratic and, I suppose progressive

(in the broad sense of the word).

Can you make a living in South Africa producing.
political and social satire?

I think you can make a living doing those things. 1
think i1t would be begf for your financial security to
do the odd commercial job just to add to your finances.
I think it would be a bit thin .if you were to do only
political and social satire.

Do you consider that you could make a living as a
satirist in another country 72

Yes, 1 think one could definitely make a living as a
satirist. I haven’'t really thought about moving to
other places or made any investigations but I would say
without hesitation that one would make a living as a
satirist in many Western countries. I would like to
iﬁvestigate same af the other countries that I would be
keen to live in, but I can't really say until I have

investigated them.

In what way, 1f any, would you anticipate a change 1in
your subject matter and your approach 1f you had to
leave this country for a substantial period of time ?
I am leaving this country for one year at least, two
years possibly, and the kinds of changes I anticipate
are that I will get a global perspective in a far
greater way than I get .here. We often have a narrow
focus because of the Antense issues that we're
concerned with and because of the cutting off from the
rest of the world that we are experiencing. Without
being precaonceived about it, I don’'t anticipate

changing my basic views about this country.
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The following terms have or could be used to'describe
your work. How do you feel about the following terms:
Car toonist?

Fine, although I quite like the epithet "political
car toonist".

Artist ?

I don’'t mind being described as an artist but again I
prefer something a little more directed towards
something political.

Satirist 7

Yes, I like that term.

Political cartoonist ?

Probably my favourite.

Social commentator 7?

Also, but there again I have that hesitation: I mean,
even an all-out anarchist who is not directed can be
described as a social commentator. I don"t want to be
an armchair critic or a fence-sitter.

Cultural worker ?

Very nice. In fact that one goes hand in hand with
"political cartoonist". If I were described as a
political cartoonist and cultural worker that would
probably cover 1it.

Political activist?

Okay, you can add that one as well I°'d be happy with
that.

Media terrorist 7

Obviously an epithet that is pure propaganda on the

part of the right.

Is there anything that I 've neglected asking you that
you consider IiImportant?

Yes, I think there are one ar two things. The first one
that springs to mind - I don‘t know what sort of
question it would answer - 1is that I feel that it would
be ‘an omission on my part if I didn’'t mention the way I
see car toons. Cartooning, for me, is a way of

expression through archetypes. The way of finding
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archetypes that reflect situations and that reflect
issues. You can have archetypes for situations and you
can have archetypes for people and those archetypes are
things that are sometimes just below the surface and
peaple perhaps simply don’'t make those connections.

But as a cartoonist, one’'s constantly looking for them.
If you scratch just below the surface of your own mind,
sort of brainstorming on a piece of paper, you suddenly
pick up connections between things that are floating
around in your brain and the issues that you are
dealing with every day and sometimes those are quite
startling connections. When you then make those
connections with your graphic you have a tremendously
powerful emotional reaction that can occur for you and
for your viewer. It is ceftainly one of the things
that I am looking for all the time. They can be
literary thingsj; they can be graphic things from other
artists; they can be things from very crass things like
television and they can be things that spring up
overnight. For example, let’'s take a character like
J.R. from Dallas or a very literary thing like Don
Quixote, whom I’'ve used before; you could personify
someone sorryj; you could liken someone to the Devil,
which is an old onej you could liken it to God or
whatever; you could set a whole series of characters in
Caesar ‘s time. That’'s the sort of stuff of cartooning
for me.

Is that a way of transcending limitations of time and
circumstance - your work is specific, you refer to
particular cabinet ministers and Issues - 1s this a way
of making an Issue more universal?

That's one thing - trying to make the issue more
universal. The other thing is trying to make the issue
more intelligible to people who may be quite confused
about the complexity of some of the things going on
around them. There’'s another thing that one’'s trying to
do, actually - it is trying to make them see something

in the way that you see it. In a sense there is a lot







sources of influence are in my case quite often fairly
Eurocentric or American and I'm struggling with that. I
would like to feel that a more African feeling could
start showing in my drawings because I feel that it
should be the whole nature of the work that starts to

assert something about where we are. 1 feel that it

is quite difficult in this country because I think that

most cartoonists have been influenced by those very
traditions and not by African tradition.
I think that is quite inevitable, though. African

artistic tradition is more sculptural - although it

b4

depends how broadly you want to take the concept of art

~.There is very 1little pictorial tradition and when

there is, it is generally temporary and part of ritual

so 1t's not as 1If there were a tradition of painting to

draw upon.

This is what I have found out. There are things which
I could do: I don’'t quite know yet, but I would try to
assert something more of this place and that’'s

something I°11 be working towards.

Have you ever had any allegations of racism in your
depictions of black people in your work ?

No, I’ve never had that. It’'s something that I was
thinking about earlier that should be examined: what
the constraints are, your social, ethical restraints in
terms of how you draw. I feel those constraints
tremendously and therefore I'm hell of a careful about
the way 1 draw pecple from different race groups. In
this country it’'s particularly explosive and
particularly problematic. Some of the black people 1
drew when I was still more influenced by the Gallic
tradition, the Astérix/Tintin stuff, some of the black
people I drew there, I would not like to show people
now. There is a tremendously racist content to that
tradition of drawing and I was still following that
tradition on a fairly blind way and not realizing what

I was doing in terms of showing prejudice. I haven’'t
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on the other hand one does tend to characterise the

person [tape endsl.

How often do you work from photographs ?

I actually have a photographic library of prominent
characters that I have collected ever since I started
out in newspapers, magazines, etc., because it is
impossible to keep them all in your head, but the key
South African figures I can still draw from memory, so
I don’'t use photographs for them unless I want to, if I
feel like it, if it needs it, if I have a particularly
good photograph or particular expression that I know I

have in stock that I want to express.

Do you think cartoons have any advantages over
photographs ?

That would be, I think, a very personal thing. Some
people prefer photography and some people prefer

car toons. You can express the same sort of things that
you do in car toons in a photograph.

You don 't think you have more freedom in cartooning ?
I don't know. It gives you more freedom and less
freedom, because the trouble especially with political
car toons, is that you have to keep on this very simple
tight rein of communication - it has to be so
understandable all the time. That is a limitation, and
it’s also the strength actually of the car toon because
ydu can open the Leader page and the thing you will see
first is the cartoon. Because it‘'s immediately
available, you don’'t have to read through the whole
column or whatever. I think that is an advantage. I
think photography has that as well depending on who the
photographer is. Like [David] Goldblatt takes terribly
good satirical photographs of people. I don’t know 1if
you ' 've ever seen the one of the kids playing at...I
think it‘'s one of the dams in the Transvaal, with toy
-guns and they’'re playing like dare devils...

excellence! 1 think there’'s black neighbours or a
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maid. The kind of satire in that is very powerful.

Which cartoonists have affected or influenced your
style or attitude ?

fRalphl Steadman, [Ronaldl] Searle, [Geraldl Scarfe, who
else ? Herriman. Do you know [Herriman’'sl Krazy Kat ?
The greatest ever ! There are hundreds, Walter King,
Pogo, Schultz.

Locally ?

I'm afraid not.

Would you say any "high" or "fine” art sources have
arffected your style or attitude ?

Yes, I think so. I think that the sort of angular
properties of Picasso...l don’t think one can escape
Goya really if you’'re a Western art student, because
his paintings are like cartoons. I mean I'm talking
about cartoon strips now. I'm not talking about
"painter", I'm talking about "communicator"”. I think
there is a biqg difference there. You know the one with
the firing squad (Third of May 18081...it's like a
cartoon, no it's not a cartoon - it's a beautiful

painting.

Do you produce painting or sculpture in addition to
car toons 7

I paint, but I wouldn't call it painting because if I
had to count my paintings over the last five years,
it’s probably two. But I°'d love to, I really would like
to get into it, also sculpture, but I don’'t have the
time.

Do you think this work would relate to or differ from
your satirical drawings ?

I think it would dd both. Depending on the individual
piece. Some of it would relate to and some of it would

differ substantially.

Have you produced work in other forms of popular media
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Satirist ?

Sometimes it‘'s applicable.

Political cartoonist ?

Could be applicable.

Social commentator ?

Also could be applicable.

Cultural worker ?

I don't think so. It's a bit vague.

Political activist 7

No, I'm not a politicql activist.

Media terrorist 7

[Laughs] Well I don't know. You see there’'s a
beautiful truth in anarchy. In the overthrowing of the
serious, the seriousness of things. That kind of
terrorism I can use, but I'm not into blowing people
up. I'm not into violence on either side.

Yet i1t could be said that a lot of your cartoons are
extremely violent.

No, they're not violent, they express violence. But how
can a car toon be violent ? It's an inanimate object
[laughsl. I mean it’s a horrific world that we live in.
I mean children get burnt with cigarette ends and put
into micro-wave ovens. It’'s that kind of world that we
live in. When I draw violence in a cartoon I'm not pro
~-violence. I'm expressing horror, that kind of thing.
Have you ever had any allegations of racism concerning
any of your work ?

Apparently one of the ANC guys asked Anton Harber in
London why [the Weekly Maill put that ugly picture of

[Bliverl Tambo in the paper. And also when Samora
Machel died, I did a very, very gentle caricature of
Samora Machel superimposed over a cross with "Rest in

Peace" over it. There was a letter in the Weekly Mail

saying I was a racist and all that sort of thing. But I
think that’'s over reaction. Because I think that if
this country was controlled by a minority of blacks and
I drew P.W. Botha like I draw P.W.Botha, wouldn’'t

people call me racist ?
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