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Introducing the Fresh Voices of 2022
Guns & Rain is delighted to present its ﬁfth edition of Fresh Voices. This annual exhibition presents new southern
African talent and supports young artists in the earliest stages of their careers - a goal that has been at the core
of the gallery’s work right from the start. This year we are excited to present three artists whose work reﬂects the
huge diversity and variance in what it might mean to be young, female and ‘South African’ today. Taken together,
this exhibition looks at how these artists frame and re-frame their social inheritances and lived experiences;
things are not what they seem.
Aneesah Girie’s manipulated hijab material considers the representation of gendered Muslim personhood and
domesticity. An indictment on South Africa’s relentless rape scourge, Zama Mwandla’s paintings draw on
Japanese horror and erotic anime in her depictions of violent revenge fantasies. Meanwhile, Zenaéca Singh
explores the history of indentured Indian labour in the sugarﬁelds of KwaZulu-Natal.
Re-presenting the hijab or Muslim veil and transforming worn scarves passed down through her family, Aneesah
Girie explores ideas around materiality to address misconceptions about the lived experiences of Muslim women
in her community. She recasts soft, feminine, ﬂimsy hijabs into hardened, reﬂective, glass-like, sculptural forms.
There is much more to being Muslim than wearing hijab, this work reiterates, and Girie wants to counter
representations that are regressive and reductive. Extending this theme, Girie’s immersive research on gendered
spaces such as the kitchen and the dining room leads her to play with cutlery and crockery to reframe ideas
around servitude and the sacredness of women’s spaces. Girie holds a BAFA from the University of
Witwatersrand. She earned the Wits Young Artist Award in 2021, and participated in RMB’s Talent Unlocked
programme. In 2022, she exhibited in Unearthed at Turbine Art Fair and was selected to participate in JP
Morgan’s Abadali Art Collection Project.

Through painting, sculpture and installation, Zenaéca Singh interrogates the largely state-produced archive on
indentured South African Indians (1860 - 1911), particularly regarding the long history and economy of sugar
production. Her initial archival research prompted oil paintings that comment on labour, landscape and belonging.
Next, creating alluring ships with solid crystallized sugar, Singh recalls the vessels that transported Indians to colonial
Natal, at the same time nodding to sugar’s embeddedness in earlier histories of slavery. With the continual prospect
of the sugar melting, Singh comments on indeterminate outcomes, and the ﬂuidity of transnational identities and
cultures. Presented in a recreated domestic setting, her sculptures also reﬂect on how domestic and familial life
interface with extractive global colonial economies, through a common household consumable. Singh is currently
completing her BAFA degree at the Michaelis School of Fine Arts in Cape Town, where she was on the Dean's Merit
List in 2021. Her work has been shown in 2022 in Smoke & Ash: The Jagger Library Memorial Exhibition.
Zama Mwandla is absolutely unapologetic about her focus: the murderous revenge fantasies of rape victims in
search of “heinous means to heal from a traumatic past”. Her paintings introduce a panoply of human-animal hybrids
which reappear in the series, each character carrying particular signiﬁcation. These surreal creatures manifest in
playful, seductive, rich colours - a means to entrap a male audience into confronting her graphic and gruesome
subject matter. In her bold re-tellings of violence, rumination, psychopathic imagination, rage and grievance, she
makes her characters relatable. Mwandla suggests, however, that attempts at revenge are ultimately futile; they are
relegated to the world of fantasy and scenes on repeat. She graduated recently from University of Witswatersrand
with a BAFA (with Honours), achieving multiple awards during her studies under the tutelage of artist and scholar
Professor Sharlene Khan. Mwandla’s work was shown at the African Feminisms (Afems) exhibition in 2019, as well as
by She Impressions and Joburge Fringe in 2021.
Julie Taylor, Curator

Zenaéca Singh
Coolies’ ships
2022
Crystallized sugar on sugar-coated plaster platters
Each ship: 8 x 4 x 18 cm
Price on request

Coolies’ ships (detail)

Coolies’ ships (detail)

Excerpts from In Conversation with Zenaéca Singh (see end of catalogue)
“I am really interested in the deeper meaning and cultural economy of sugar, using it as a means to voice the lost
history of indentured labourers in South Africa during the mid-nineteenth century.
I have found that archives of South African Indians are largely state produced and are subjected to
misrepresentations or a lack thereof. Stereotypes of the ‘Coolie’ or ‘Oriental Stranger’ homogenized the diversity of
the ethnic community. Research also shows that state-produced texts deploys the ‘model minority’ trope that
implies the upward mobility of Indians in South Africa upon their ‘opportunity’ of indentureship. This trope has
been used in contradictory ways ever since - both during apartheid and since its demise.
I created a simpliﬁed version of the very ﬁrst (The SS Truro) and last ships (The SS Umlazi) that set sail during the
oﬃcial years of indentureship (1860-1910). It plays off the idea of the ‘Ship in a Glass Bottle’ and it’s romanticised
vision of the colonial discovery of the New World. I wanted to subvert this and see the ship as a symbol marking
the birth and ﬂuidity of transnational identities and culture, be it South African Indians or many others. With this, I
purposefully heat the sugar at “incorrect” temperatures: while it causes the ships to crystallize, it may not set
properly and therefore start to melt and take on new forms.
In presenting the ships and sugar in varied moments of the home-space, like the kitchen or display cabinet, it
reveals the permutations of colonialism within our everyday life.
The paintings were developed prior to my sugar works and were derived through my initial research into archival
imagery and documentation of indentured Indians in South Africa. At the time it was very important to me to
expose this lost history and pay homage to the hardships embedded within our present landscape. In honing in on
this work, I further ﬁnd it necessary to reconcile this landscape.”

Aneesah Girie
Fall II
2022
Hijab (scarf), fabric hardener and clear lacquer on canvas
82.5 x 60 x 5 cm
ZAR 7500 / USD 450

Aneesah Girie
Moving
2022
Hijab (scarf), fabric hardener and clear lacquer on
canvas
97 x 63 x 6 cm
ZAR 7500 / USD 450

Excerpts from In Conversation with Aneesah Girie (see end of catalogue)
“My interests lie in looking at representations of Muslim women in a manner that isn’t literal and depictive, but also
at how the material starts to connotate and point towards alternative ways of thinking about real life experiences,
a livelihood and personhood that is also a part of Muslim women’s identities.
Because I identify as a Muslim woman, I do believe that it is important that I am able to identify with a
representation that is not outdated, regressive and reductive.
The headscarf or the ‘hijab’ is the primary material component within my art practice. These scarfs were given to
me, passed down through familial linages and collected over the years. I am most interested in their material
quality, not only through their worn and worn(ness) but also how they become symbols of identiﬁcation
The hardening of the scarves is a very important part of my process, and is achieved using a mixture of wood glue
and water. I see this a means of re-presentation but also addressing the materiality of the scarf in a different way. I
look to the way in which the scarf is seen as this really feminine, ﬂimsy and soft object and how these attributes
are then placed onto Muslim woman. The shift in the hardening of the fabric making it less sheer, hard, stagnant
and reﬂective; it offers and suggests a different approach into how it could be perceived both literally and
metaphorically.
Using lacquer functions as a form of preservation but also starts to shift the overall look of the material; the
material now adopts a different kind of life and look. It has a shiny, glossy and almost glass-like attribute. I read
this as a form of manipulation that starts to hinder the ideas of fragility and stability, softness and hardness,
movement and stagnation.
I looked to the domestic space as a place of reference, not only as a place of women’s work, but also to
understand domesticity through a different lens. The use of cutlery and household items points to and references
servitude in a different way: most of the items are turned-up side down, placed sidewards and not within its
traditional ‘table setting’.”

Zama Cebsile Mwandla
Paradise: Forest of deceit (2022)
Oil and Acrylic on Canvas
149.7 x 149.7 cm
ZAR 11,000 / USD 660

Zama Mwandla (South Africa)
Man Obsolete: Untitled
2021
Oil and Acrylic on canvas
151 x 246 x 4.3cm
ZAR 15,000 / USD 900

Man Obsolete: Untitled (detail)

Man Obsolete: Untitled (installation view)

Excerpts from In Conversation with Zama Mwandla (see end of catalogue)
“I focus on female rape victims' revenge fantasies and their desire to kill their perpetrators.
The narrative in the Man Obsolete series focuses on the Pink figure being persuaded into devious deeds by
the Peacock, in this case, fantasizing about pleasurable acts of male annihilation. The Peacock (purple
peacock) represents a lustful man-hater.
I used to be obsessed with anime when I was younger. I liked how the creators depicted graphic content
while remaining playful. Their use of vibrant colors piqued my interest. I wouldn't say I was influenced directly
by any surrealist artists, but rather by my love of anime, particularly Perfect Blue, Mononoke, and Japanese
erotic and horror anime series. The whole point of anime, I suppose, is similar to mine: it's essentially not
real, just a depiction and fantasy of the creator's idea to attract and deceive the viewer. To point out the ugly
side of life.
The milk carton and cereal box have a relationship that is similar to that of the hybrid characters. They are at
odds with one another, locked in a never-ending battle of trauma and fantasy.
I want to make the characters more relatable to all women, regardless of language or race. I've found that
adding certain features or details to them might embody a rape victim's rage or grievance about the incident.”

Zenaeca Singh
Re-Presentation I (2020)
Oil on canvas
20.5 x 25.5 cm
ZAR 4000 / USD 240

Zenaeca Singh
Re-Presentation II
2020
Oil on canvas
25.5 x 35.6 cm
ZAR 4000 / USD 240

Aneesah Girie
Lay
2022
Hijab (scarf) and fabric hardener
111 x 57 x 8 cm
ZAR 7500 / USD 450

Aneesah Girie
Spoon II
2022
Hijab (scarf) and fabric hardener
59 x 36 cm
ZAR 4200 / USD 250

Zama Cebsile Mwandla
Man obsolete: Seamen milk
2021
Mixed media
50.5 x 13.9 x 9.8 cm
ZAR 4500 / USD 270

Man Obsolete: Seamen’s milk (detail)

Hannah Macfarlane (South Africa)
Comforting discomfort 3
2021
Felted wool, canvas
80 x 51 cm

Zenaeca Singh
Sweet, sweet sayings
2022
Sugar and plaster of paris
14 x 11 x 7cm each (each sugar bag variable)
21 x 40 x 18cm (installation dimensions variable)
ZAR 4500 / USD 270

Sweet, sweet sayings (detail)

Zenaéca Singh
Transcending
2022
Oil on canvas
59.9 x 84 cm (diptych)
ZAR 6500 / USD 390

Zenaeca Singh
Re-Presentation III
2022
Oil on canvas
25.5 x 36 cm
ZAR 4000 / USD 240

Zenaeca Singh
Re-Presentation IV
2022
Oil on canvas
29.5 x 42 cm
ZAR 4000 / USD 240

Aneesah Girie
Soft like concrete
2022
Hijab (scarf), fabric hardener and clear lacquer on canvas
46 x 7 x2 cm
ZAR 7500 / USD 450

Aneesah Girie
Touch
2022
Hijab (scarf), fabric hardener and clear lacquer on
canvas
70.5 x 52x 5 cm
ZAR 7500 / USD 450

Detail from Spillage and Soft like Concrete

Zama Cebsile Mwandla
Man Obsolete: Virgin balls
2021
Mixed media
59 x 33 x 27 cm
ZAR 4500 / USD 270

Man Obsolete: Virgin balls (detail)

Zama Cebsile Mwandla
Man Obsolete: Indulge in shame
2022
Oil and Acrylic on canvas
80.3 x 120 x 4.5cm
ZAR 9,000 / USD 550

Man Obsolete: Indulge in shame (detail)

Aneesah Girie
Spillage
2022
Hijab (scarf), fabric hardener and clear lacquer on canvas
75 x 40 x 11 cm
ZAR 7500 / USD 450

Guns & Rain in Conversation with Aneesah Girie, August 2022
What are your interests in the subject matter you have chosen to present?
AG: My interests lie in looking at representations of Muslim women in a manner that that isn’t literal and depictive, but also at
how the material starts to connotate and point towards alternative ways of thinking about real life experiences, a livelihood and
personhood that is also a part of Muslim women’s identities together with the wearing of the scarf.
What does the use of the hijab mean for you in relation to your identity, history and the religion of Muslim women?
AG: The headscarf or the ‘Hijab’ is the primary material component within my art practice. These scarfs were given to me, passed
down through familial linages and collected over the years. I am most interested in their material quality, not only through their
worn and worn(ness) but also how they become symbols of identiﬁcation, representation and womanhood. What I have come to
understand through engaging with not only the material of the scarf but also the history that it carries, is that at times it is quite
heavy and complex. But also, parts of it remind me of my own upbringing that should be celebrated. I think that there are many
misconceptions and misunderstandings that I would like to tackle and challenge within my own making. And therefore it’s not
only a part of my practice as an artist but also becomes and is a important part of the way in which I lead my life and decisions I
make as a Muslim woman.
How did you come about the materials you use? AG: I started engaging with the scarf while I was in my 3 rd year of studies. I had
a lot of my mother’s old scarves which she no longer used, which I thought I could make use of, although I didn’t start off straight
away by hardening the materials in the ways that I do presently do. I developed this through processes, time, patience and
learning about the material in different ways that ultimately guided my artistic practice.
Why do you harden your material? AG: The hardening of the scarves is a very important part of my process, and is achieved
using a mixture of wood glue and water. I see this a means of re-presentation but also addressing the materiality of the scarf in a
different way. I look to the way in which the scarf is seen as this really feminine, ﬂimsy and soft object and how these attributes
are then placed onto Muslim woman. The shift in the hardening of the fabric making it less sheer, hard, stagnant and reﬂective; it
offers and suggests a different approach into how it could be perceived both literally and metaphorically.
Is there a reason for the material (the Hijab) being painted the colours you use? And what does that represent?
AG: Rather than color being of signiﬁcance, the lacquer/ spray paint is used to heighten the material’s signiﬁcance. From close
observation, it almost looks as if the material has been preserved in some sense, in that every little scratch, thread and fold is
now sealed. Not only does this function as a form of preservation but also starts to shift the overall look of the material; the
material now adopts a different kind of life and look. It has a shiny, glossy and almost glass-like attribute. I read this as a form of
manipulation that starts to hinder the ideas of fragility and stability, softness and hardness, movement and stagnation.

What social issues is your work addressing?
AG: I hope that within my work I am able to convey a different means to Muslim women’s representation. Through my own
research I have come to understand that there are many ambiguities in the manner which Muslim women are inscribed within
communities, domestic spaces and public spaces. I hope to offer a representation that is relatable and honest. It is of
importance that topics pertaining to the representation of Muslim women are brought to the forefront, speciﬁcally by them, but
also for them. The need to reclaim the representation of Muslim women is an active and important gesture. I hope to use my
platform to challenge, confront and speak back to the stereotypes and social issues that come along with religious and cultural
choices: in this case, making speciﬁc reference to the wearing of the hijab (Islamic veil). Because I identify as a Muslim woman, I
do believe that it is of importance that I am too able to identify with a representation that is not outdated, regressive and
reductive.
What message do you expect your work to convey to the public?
AG: Toying within the ideas of fragility and stability, what is seen and unseen, veliling and unveiling. But also the shift in the
present physical look of the scarf. I am interested in how this would then challenge viewers to look and re-look to reconsider the
scarf’s present materiality and within that, looking differently to how this could offer a different means of knowing, seeing and
understanding what we know/what we think we know about the scarf.
How have Muslim family and friends responded to your work? We imagine it might have created some interesting
conversations?
AG: It has fostered some interesting questions and debates, but funnily enough has also started raising interesting questions for
myself and my own research. A lot of my research takes place through having conversations with Muslim women within my
communities and within my own household, so it is interesting to hear the many voices that willing and open to speaking about
their life and upbringing as Muslim women.
Can you comment on the use of cutlery and crockery? What led you to this? What do those items mean to you?
AG: I looked to the domestic space as a place of reference, not only as a place of women’s work, but also to understand
domesticity through a different lens. The use of cutlery and household items points to and references servitude in a different
way: most of the items are turned-up side down, placed sidewards and not within its traditional ‘table setting’. The domestic
space also holds its own politics of the woman’s space within the kitchen, but my work also looks at the mundanity of these
objects - again playing with the absent presence, because the objects are not physically present, but rather only present through
imprints made in the scarf. I was also interested in conversations that would take place in spaces such as the kitchen and dining
room, while women are preparing food and laying the table. There is almost a sense of sacredness and secrecy fostered among
women.

You speak frequently about being Muslim, but not so much about what it means to be a South African Muslim. Is this a factor
for you?
AG: I think that being a Muslim woman within the South African context deﬁnitely does inﬂuence my practice, even though I
might not make it completely clear. Within this body of work speciﬁcally I looked at my own space growing up as Muslim in South
Africa, and I would commonly have conversations with Muslim women within my communities about being a Muslim and the
wearing of the hijab within in these contexts, but also recognising that there is a lot that lies beneath and beyond the wearing of
the scarf too, such as a livelihood that often gets overlooked.
What comes next for you?
AG: I hope to continue being an artist and make moving, thought-provoking and honest work. I hope to further my own artistic
research and grow my practice within the years to come, and I have hopes that my work reaches audiences both locally and
abroad.

Guns & Rain in Conversation with Zama Mwandla, August 2022
What is your focus in this body of work and what conversations are being depicted?
ZM: I focus on female rape victims' revenge fantasies and their desire to kill their perpetrators. This body of work in particular
bridges the gap between the Man Obsolete and the Paradise series. A new character, the Black Peacock, is introduced (either
wise known as Zimzim, the man-eater). The narrative in the Man Obsolete series focuses on the Pink ﬁgure being persuaded into
devious deeds by the peacock, in search of heinous means to heal from a traumatic past. In this case, fantasizing about
pleasurable acts of male annihilation.
In the Paradise series, the Black Peacock tempts the other characters to carry out the actual deed rather than just yearn for it.
However, the presence of bees and green ﬁgures throughout the series serves as a reminder to the characters that no matter
how much they hope and pray for this heinous nightmare to come true, the unavoidable reality of women is that they are fragile,
determined, and independent beings who, like bees, die by the ﬂick of man's hands.
How do you unpack the themes of violence, trauma, and rape culture in your paintings and sculptures?
ZM: The use of playful seductive, rich colors allows me to trick the audience into looking at the works while staring deeply at it’s
gruesome nature. The use of unusual characters makes the narrative of rape, violence, and trauma easier to understand and
discuss.
Why do you create surreal paintings? And what drew you to this mode of creating? Are there any Surrealist artists you
particularly relate to?
ZM: I used to be obsessed with anime when I was younger. I liked how the creators depicted graphic content while remaining
playful. Their use of vibrant colors piqued my interest. I wouldn't say I was inﬂuenced directly by any surrealist artists, but rather
by my love of anime, particularly Perfect Blue, Mononoke, and Japanese erotic and horror anime series.
I've found that by making my work surreal and hyper-seductive, I'm able to target a speciﬁc audience, which is men. Exactly the
people I want to look at my work. I want them to see how their desire for an innocent girl's ﬂesh has ruined a young girl's dream.
The whole point of anime, I suppose, is similar to mine: it's essentially not real, just a depiction and fantasy of the creator's idea
to attract and deceive the viewer. To point out the ugly side of life.

Why do you create the sculptures and what are you trying to convey through the materials and presentations of the sculptures?
ZM:As an artist, you discover that certain concepts do not work well in certain mediums. As a result, ﬁnding alternative ways to convey
that message becomes necessary. In this instance, I decided to create a cereal and milk carton sculpture. I could have easily painted
or printed the same images, but it just wasn't working for me. The sculptures gave off an unpleasant and graphic vibe, which was
needed. The milk carton and cereal box have a relationship that is similar to that of the hybrid characters. They are at odds with one
another, locked in a never-ending battle of trauma and fantasy. The cereal box symbolizes rape victims' desire to exterminate men, with
cereal offered as a sacriﬁce for victims to consume. The milk carton represents the bees and green ﬁgures. It puts an end to the idea
of man's obsolescence, bringing us back to reality and emphasizing the patriarchal society we live in.
What are your thoughts around the morphed female ﬁgure in the paintings?
ZM:I want to make the characters more relatable to all women, regardless of language or race. I've found that adding certain features
or details to them might embody a rape victim's rage or grievance about the incident. The morphed ﬁgures are there to make victims
know that their emotions are understandable and relatable. And that they should not be embarrassed or ashamed of how they feel.
What do the animal-like creatures represent in the paintings?
ZM: Let's begin with the bees. The bees represent a woman's vulnerability and perseverance in life. But, sometimes it's better to leave
the audience to guess.
The Pink ﬁgure symbolizes a young innocent me, an innocent girl with hopes and dreams. Naive and vulnerable to man's intoxicating
world.
The Peacock (purple peacock) represents a lustful man-hater. A sick person who derives sexual pleasure from killing men.
The Black Peacock (Zimzim) is a peacock that has been transformed by hatred. A woman who truly believes that men are nothing
more than reproductive tools. A man-eater, a lost soul trapped in its delusions.
Finally, we have The Green ﬁgures. Green ﬁgures are typically decapitated male heads, rats, leaves, or nature in green. The colour itself
represents disgust or disease to me. The green ﬁgures, which closely mimic bees, remind the audience of the cruelty of the society we
live in.
What comes next for you?
ZM: Expanding on the Paradise series and delving into the persona of the Black Peacock. And, hopefully, ﬁnding myself in the midst of
it all.

Guns & Rain in Conversation with Zenaéca Singh, August 2022
Why have you created this work and can you tell us about the history it refers to?
ZS: Integral to my practice is the power of the archive, with a focused interest on the history and futurity of South African Indians.I have been
interrogating the politics of my identity and ancestry of the indentureship of Indians in South Africa. I have found that archives of South
African Indians are largely state-produced and are subject to misrepresentations or a lack thereof. Stereotypes emerge and subsequently
homogenise the diversity of the community across culture, religion and class. Research also shows that state produced texts deploys the
‘model minority’ trope that implies the upward mobility of Indians in South Africa based upon their supposed ‘opportunity’ of indentureship. I
found that this trope would be used in contradictory ways. It would be used to invigorate racialised fears of white superiority and thereby
motivate repatriation programs and racialised segregation of South African Indians. During the fall of apartheid, this narrative would also be
instrumentalised in undermining the growing international antagonisms against the state. In claiming the ‘prosperity’ of Indians the state
could avert claims of it being unjust and discriminative. Additionally, the post-apartheid state also reiterates the trope for instilling its
Rainbow Nation narrative. As a result, it erases the realities of the working-class and poor. It further calls into question their sense of
belonging across generations. I am therefore interested to subvert these implications while working through my positionality as a ‘born-free’
South African.
Why the use of sugar? And what about the inclusion of black and white paintings in this body of work?
ZS: Within the past year I have been exploring different ways of using sugar in my practice. I am really interested in the deeper meaning and
cultural economy of sugar, using it as a means to voice the lost history of indentured labourers in South Africa during the mid-nineteenth
century. There are a lot of misconceptions around the phenomenon of indentureship and, together with that, about the demographic of South
African ‘Indians.’ With sugar having a deeply rooted history of slavery, I have within my work the intent to engage a nuanced discussion of
these historic events.
The paintings were developed prior to my sugar works and were derived through my initial research into archival imagery and documentation
of indentured Indians in South Africa. At the time it was very important to me to expose this lost history and pay homage to the hardships
embedded within our present landscape. In honing in on this work, I further ﬁnd it necessary to reconcile this landscape.
What makes the colour of the ships different? Is it the type of sugar you use, or do you include colourant in the process when creating
them?
ZS: I use white sugar and brown sugar, and according to the different temperatures the sugar changes colour. The higher the temperature,
the darker the sugar ship.

What is the process of creating the sugar ships (and, are they entirely made of sugar or do they have any internal base/mould)? How does
that speak to your subject matter? ZS: The sugar ships are produced through the sugar glass technique, whereby sugar and water are
heated to a point of crystallisation. I created my own silicone moulds of two different ships I modelled. I created a simpliﬁed version of the
very ﬁrst (The SS Truro) and last ships (The SS Umlazi) that set sail during the oﬃcial years of indentureship (1860-19110). It plays off the
idea of the ‘Ship in a Glass Bottle’ and it’s romanticised vision of the colonial discovery of the New World. I wanted to subvert this and see the
ship as a symbol marking the birth and ﬂuidity of transnational identities and culture, be it South African Indians or many others. With this, I
purposefully heat the sugar at “incorrect” temperatures; while it causes the ships to crystallize, it may not set and therefore start to melt and
take on new forms.
Has your work led to any interesting conversations with family/friends from your community? ZS: Personally, it has led to interesting
discoveries for myself, although with limitations. There is a general silence within the Indian community about Indentured workers, due to
stereotypes and derogatory terms like “Coolie” that attaches a stigma to this history, and therefore shame. Not a lot of my older family
members can recall much about our ancestry since they were not told of their history. However, it has been empowering for me to hear
recalled memories of what my grandparents and great-grandparents would do, looking into their sense of home-making and self-making. I
have found them to be creative practices too like carpentry, block-making, gardening, sewing and such. These acts of home-making and
self-making resonate quite strongly with my current artistic practice.
What is the most unexpected thing you have learned about sugar?! ZS: It’s been interesting to see how it never gets fully absorbed, unless
mixed with glue which hardens it. I’ve been experimenting a lot more with sugar and putting it into different mediums like cement and onto
different surfaces like canvas and wood. So, with the weather [in Cape Town], it has made the works semi-solid-liquid. Constantly in ﬂux.
What comes next for you? ZS: Given the history of indentureship I want to take to forms of creative speculation to imagine possibilities of
agency that recognises the potential of healing. I thereby want to make use of my artistic practice as a possible mode of ‘creative
speculation.’ The landscape also offers myself possibilities in imagining and speculating my past, present and futurity. This perspective
contemplates the entanglements between bodies and space/place. I thereby consider my relations with space and compare my relations to
those of my elders and ancestors. This will inform my methodology of art-making. In my comparisons I ﬁnd that creative practices of
self-making, home-making and pleasure emerge amongst my maternal family: with my mothers’ pleasure of garden-work, my grandmother’s
pleasure of knitting clothes for her family and friends, and my grandfathers’ means of block-making. I want to work with my matrilineage
against the ways in which women have been erased in ‘oﬃcial’ archives and dominant knowledge structures. In this engagement with the
landscape it shifts the land away from sites of exploitation and extraction towards self-determination, knowledge and recovery.

