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As has been tradition for many years, the conference
theme follows ICOM’s theme for the 2019 International
Museums Day: Museums as cultural hubs, the future of
tradition.

actively. As institutions in the heart of society, museums
have the power to establish dialogue between cultures,
to build bridges for a peaceful world and to define a
sustainable future.

The ICOM message related to the theme reads
as follows:

As museums increasingly grow into their roles as
cultural hubs, they are also finding new ways to honour
their collections, their histories and their legacies,
creating traditions that will have new meaning for
future generations and relevance for an increasingly
diverse contemporary audience at a global level. This
transformation, which will have a profound impact on
museum theory and practice, also forces us to rethink
the value of museums and to question the ethical
boundaries that define the very nature of our work as
museums professionals…’

		

Today they look for innovative ways to tackle
contemporary social issues and conflict. By acting locally,
museums can also advocate and mitigate global problems,
striving to meet the challenges of today’s society pro-
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Culture and tradition are difficult terms to define and
during my three decades in the museum world I have
come across hundreds of different suggestions. Much of
the difficulty stems from the different and often
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interchangeable use of these terms. The use of the
term ‘culture’ by early anthropologists seems to have
permeated into various other disciplines. Yet, as Keesing1
points out, a paradox arises through the simplistic notion
of culture being too ‘blunt to carve out the essential
elements of human behavior’. He further states that
some have all but abandoned the concept, while others
have sharpened and narrowed the definition to make
it more precise.
I will start this discussion with a short history of the
term and some definitions which I find useful to our
discussion. The problematic issues become clear, notably
that culture is somehow a common denominator of what
a particular group knows.

CULTURE AND TRADITION
ARE DIFFICULT TERMS TO DEFINE

History shows that anthropologists used the term
‘culture’ in three ways. Matthew Arnold’s2 definition of
culture in the nineteenth century describes culture as
special intellectual or artistic endeavours or products and
make a distinction between ‘high culture’ and ‘popular
culture’. In opposition to Arnold, Edwards Tylor (1871)3
defined culture as a quality possessed by all people in
social groups and stages of civilisation of development
from ‘savagery’ to ‘barbarism’ and by which they can
be identified. He wrote that culture is ‘that complex
whole which includes knowledge, belief, art, morals, law,
customs and other capabilities and habits acquired by
man as a member of society’.
Tyler’s definition was accepted in anthropology until
the early twentieth century when it was challenged by
Franz Boas.4 In contrast to the evolutionists like Tyler,
who stressed the universal character of a single culture,
Boas emphasised the uniqueness of many and varied
cultures of different societies. He also dismissed the value
judgments of his former colleagues.
And so, through the twentieth century the definition
was sharpened, to the point where the anthropologist
Goodenough5 argued that the more complex definitions
blurred the lines between patterns of life and patterns
for life, i.e. knowledge systems as well as behavioural
reaction to those systems.
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Clearly my ten minutes here are insufficient to enter
into that debate, so let us proceed to Cole’s6 definition,
published in the twentieth century. She clearly has
no issue with blurring lines. The twenty-first century
definition, published by the socialist Nicki Lisa Cole
reads as follows:
...culture consists of the values, beliefs,
systems of language, communication,
and practices that people share in
common and that can be used to define
them as a collective.
Expanding on these categories, culture is
made up of our knowledge, common sense,
assumptions, and expectations. It is also the
rules, norms, laws, and morals that govern
society; the words we use as well as how we
speak and write them; and the symbols we
use to express meaning, ideas, and concepts
(like traffic signs and emojis, for example).
Culture is also what we do and how we
behave and perform (for example, theatre
and dance). It informs and is encapsulated
in how we walk, sit, carry our bodies, and
interact with others; how we behave
depending on the place, time, and ‘audience’;
and how we express identities of race, class,
gender, and sexuality, among others.
Culture also includes the collective
practices we participate in, such as religious
ceremonies, the celebration of secular
holidays, and attending sporting events.
Culture also includes the material objects
that are common to that group or society.
Material culture (cultural products) is
composed of the things that humans make
and use. This aspect of culture includes
a wide variety of things, from buildings,
technological gadgets, and clothing, to film,
music, literature, and art, among others.
Culture is distinct from social structures
and economic aspects of society, but it is
connected to them — both continuously
informing them and being informed by them.
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Dr Natie de Swardt,7 in a paper at the Heritage
Symposium 2019 at the George Museum, compares
culture to water in which the fishes are swimming.
We are living in it, but we are not always aware of it
or know about it.
And then we have the tissue cultures in medicine.
Its naming clearly rests on dynamism and growth.
According to the Oxford Dictionary, tradition is defined
as ‘a belief principle, or way of acting that people in a
particular society or group have continued to follow for
a long time, or all of these beliefs, etc. in a particular
society or group’. Goodenough would argue that this is
a pattern for life.
I believe that culture is the paradigm in which we
exist and operate, and that tradition is both a tangible
and intangible manifestation of that paradigm. Using
Cole’s definition, no distinction is made between the
paradigm and its manifestation.
Culture and traditions are not static but are changing
continuously, subject to a massive unconscious collective
effort, influenced by political factors, the environment
and technology. They are in flux and cannot be fixed
to one specific date in time. Some of the internal factors
which can influence change of cultures could be fashion,
discoveries, living standards and life style changes. External
factors such as colonisation and globalisation (wars of
religion, the impact of voyages of explorers such as Vasco
da Gama and Columbus, etc.) contributed to major
clashes and disruptions of cultures and influenced major
interactions and adaptions, to the extent that rapid
cultural revision occurred.
Culture and tradition have varied and sometimes
have controversial meanings, especially in our South
African context. Both concepts are often used to
divide and compartmentalise us into different groups
of people, sometimes giving more importance to one
culture over another.
The concept of a rainbow nation is an attempt at
political level to create a South African culture with
embedded diverse traditions. Is this possible, or are the
contributors to the concept of diversity going to attempt
to advance their own interest at the expense of others?
Is it possible for us all to feel like South Africans?
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Evidence from Europe suggests creating a community
out of diverse peoples is challenging and that many
communities simply retreat, for various reasons, into
their own isolated geographical suburbs, ghettos or the
like. It seems that successful communities have found
a way to recognise diversity, allowing people from
different histories, space to live and create their own
micro-cultures and traditions.

CULTURE IS THE PARADIGM IN
WHICH WE EXIST AND OPERATE,
AND THAT TRADITION IS BOTH
A TANGIBLE AND INTANGIBLE 		
MANIFESTATION OF THAT PARADIGM

Museums must play an important role by being places
that inform about these cultures and their resultant
traditions. They need to be safe places where people
from various cultures, of various beliefs and world views
can learn from each other and discuss their differences
and opinions freely and honestly. In line with the ICOM
challenge, this will help to create a society where people
get to know and understand each other much better.
Here in South Africa museums should be places
where people who follow one set of traditions can
proudly participate within an environment of greater
cultural diversity, free from value judgement and
prejudice. By doing so they will contribute to one
of the cornerstone goals of our National Growth and
Development strategy – uniting the people of
South Africa.
This discussion appears particularly biased and
our colleagues engaged in curation of scientific
collections, natural history or otherwise, may at first
glance be justified in feeling somewhat alienated. But
please remember, even scientific methodologies are
a manifestation of culture. The impact of culture on
scientific endeavour is clear, and this link has most
recently been challenged in the decolonisation debate,
which seeks to remove bias from academic methods.
The impact of culture on scientific thinking is well
described by Craig Rusbult:8
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During all activities of science, including theory
evaluation, scientists are influenced by culturalpersonal factors.
These factors include psychological motives and
practical concerns (such as intellectual curiosity,
and desires for self-esteem, respect from others,
financial security, and power), metaphysical
worldviews (that form the foundation for some
criteria used in conceptual evaluation), ideological
principles (about ‘the way things should be’ in
society), and opinions of authorities (who are
acknowledged due to expertise, personality, and/
or power).

Finally, as SAMA President, I would like to
welcome all delegates and wish you a wonderful
conference and stay here in Pietermaritzburg. I’d like
to thank all those who have worked hard to get us to
this opening, notably Stephen Kotze and his team.
As the outgoing President I would like to thank
the members of the SAMA Executive and Council for
their support during the last two years and I wish the
new President the best for her two-year stint. Though
I am now semi-retired, I hope to be of assistance to
the South African museum profession and will remain
on the SAMA executive as Past President for the next
two years.

These five factors interact with each other and
operate in a complex social context that involves
individuals, the scientific community, and society
as a whole.
Displays and discussions in our science museums should
alert their visitors to these influences and teach them to
think critically and understand these underlying issues. It
is no longer acceptable to hide behind a cloak of scientific
empirical invincibility. Museums can demonstrate how people
in the past have dealt with difficult problems. They can be
instrumental in making people feel empowered – especially
our younger generation. Exhibits and programmes could
help people to realise that there are actions they can take to
deal with future challenges such as climate change, pollution,
change of beliefs and ideologies, the technical environment
and its challenges.
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MUSEUMS AS
CREATIVE HUBS
The tradition
of the future

Helen Joannides
Winner of the FitzSimmons Award
for the best paper by a SAMA member

In this paper I explore the concept of creativity in museums
and ask: How do museums become creative hubs? How do we
make creativity a core practice, part of our museum culture? So
that it becomes one of the things we are known for – one of
our traditions.
To unpack this we are going to look at creativity in
museums in concentric circles – on an individual, organisational,
field-wide and community level. In the interests of time my
focus is going to be on the individual level as we all have the
power to do something here that can affect the other spheres.
The big idea – the why we should want to have creativity at all
these levels – is to develop creativity in our audiences; to be
the creative hubs in communities.
This structure, rationale and challenge come from a book
I came across recently, called Creativity in Museum Practice by
Linda Norris and Rainey Tisdale (Routledge, 2016). I felt myself
saying ‘Yes!’ throughout this book as it affirmed and made
coherent ideas I have been ruminating on for a while, expanded
other ideas and sparked new ones. I thought if I am saying ‘yes’
to this book, maybe a brief tour through some its ideas will see
others saying ‘yes’ too. Who knows where that might lead?
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Helen Joannides has a Masters degree in Heritage Studies
(Wits 2003). Her expertise is in museum education and
archiving. She has worked as a museum educator both
in South Africa and Canada developing education policies
and creating curriculum-based, interactive programmes
for school groups. In the archival area her experience
extends from conventional archival functions to research,
the development of online databases and the digitisation
of archival records. In response to her own need for
professional development Helen established the Western
Cape Museum Educator Group in 2010, which she still
chairs. This informal, free group meets regularly to provide
professional development and networking for educators
in museums and other experiential learning environments.
Helen also chaired the South African Museums Association
(SAMA) Western Cape Region. Currently she offers
consulting services in museum education, research and
archiving and offers practical museum education training
workshops. Helen is passionate about creating a vibrant,
professional, skilled museum and heritage sector.

According to Norris and Tisdale (2016:10): ‘creative
museums – and creative museum workers – produce NEW
ideas and NEW ways of seeing things that add VALUE either
internally (to the staff and to operations behind the scenes)
or externally (to a public audience)’ (my emphasis). Creativity
means generating ideas, trying to solve problems or see things
differently as well as making an aesthetically creative space. It
doesn’t necessarily mean mind-blowingly new and different and
awesome all the time. Sometimes it means a little bit new or
applying something differently or combining things differently.
But it needs both the NEW bit (even a little bit) and the adding
VALUE bit (be that adding value by solving a problem or adding
aesthetic, intellectual or social value). And it doesn’t let anyone
off the hook.You can be creative whether you are front or back
of house staff; creative professional or not; professional or not;
holding influence or not. Also, creativity encompasses the public
– creativity FOR the public but also requires it OF the public.
So we know what creativity is. We could pick out examples
of human creativity as we are often privileged to be surrounded
by it in our museums. Let’s now dwell a little more on the need
for creativity. Why do we want to practice creativity? Why does
creativity matter?

MUSEUMS AS CREATIVE HUBS

“MUSEUMS ARE UNIQUELY POSITIONED
TO HELP MEMBERS OF THE PUBLIC …
NURTURE THEIR CREATIVITY BY…
FEED[ING] CURIOSITY… AND BY
MODELLING ACTIVE ENGAGEMENT –
WITH ONE’S ENVIRONMENT,
WITH OTHER PEOPLE,WITH KNOWLEDGE,
AND WITH IDEAS”. Norris and Tisdale (2016:178)
We have already mentioned the big idea – the end-goal –
helping our publics become creative lifelong learners and thus
museums becoming creative hubs. But why go in that direction?
In a nutshell, because creativity is one of the defining trends of
the twenty-first century and museums have an ‘in’ there. And
because creative museums don’t close.
The world has changed from an industrial economy based
on manufacturing and production to a fast-changing knowledge
economy based on harnessing information; where change
and innovation is the order of the day and obsolescence is
accelerated. People always talk about not being able to predict
what jobs our children will have and what they will need to
know for the future but what we can predict is that they will
need to be comfortable with change, with choice, with curating
knowledge and that they will need to be creative to do keep up.
What we also know is that formal education – school – as an
eighteenth-century creation designed to meet the needs of the
Industrial Revolution – is not very successful at these skills. It
encourages and rewards conformity and standards. Children get,
in the words of leading educationist Sir Ken Robinson ‘educated
out of creativity’ (see 2006 TED talk Do Schools Kill Creativity?).
Creativity in Museum Practice argues museums are
already part way there. We are already free choice learning
environments, originating from ‘cabinets of curiosity’,
storehouses preserving human creativity. But that we could and
need to go further. It challenges museums to ensure our own
relevance (what could be a greater incentive than that) by filling
this gap in formal education for children and adults. We could
not only be a showcase of creativity but also a platform for and
a teacher of creative learning that, increasingly, society needs.

“FOCUSING ON YOUR COMMUNITY’S
CREATIVITY WHILE IGNORING
YOUR OWN CREATIVE PRACTICE
IS PLACING SOMEONE ELSE
AIRPLANE OXYGEN MASK ON THEM
BEFORE YOU ATTEND TO YOUR OWN”
Norris and Tisdale (2016: 202–3)
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OK, so here it comes… the challenge! We can’t teach
and nurture creativity in our communities and audiences until
we learn to be creative ourselves – individually – personally
and professionally, in our organisations and in our field.
So back we go to our first circle – the individual level.
As mentioned, it is here I am going to spend the most time
in this talk as it is here that we can affect most change. So,
the book makes four main points on individual creativity.
One, all have it in us. The authors have looked at research
on creativity in a range of disciplines – research by social
scientists, psychologists, educators, neuroscientists and it seems
the consensus is anyone is capable of doing creative work.
In museums this means it should not just be the domain
of the ‘creative types’ (the exhibition designer, the artists, the
educators). To have a creative organisation everyone should
be seeking ways to make something better, generate new
ideas and problem-solve. If the security procedures aren’t
working to safeguard your collection, there is an opportunity
to be creative. If you are only getting one visitor on a Tuesday,
there is an opportunity to be creative. If your intern is a lump,
there is an opportunity to be creative. If you have no money,
there is an opportunity to be creative.
The second point is that creativity is a practice that
can be cultivated. The authors provide their own detailed
prescription for developing your personal creativity that,
in essence, is about finding and pursing your own creative
outlet – cooking, dancing, writing, pottery – and regularly,
habitually practicing it to build your confidence and expertise.
Creativity is a muscle that needs to be used to be strong.
The point is that being personally creative in something you
are interested in makes it more likely for other forms of
creativity to seep into and inform your professional life.
The third element of individual creativity, linked to practice,
is that you can’t be creative without expertise in the field.You
need depth of knowledge.You must understand the domain
to see what can be tampered with and you must intentionally
reflect on what you are doing – what is working, what can be
changed. Professionally this means you must be comfortable
with the theory and practice related to your position – be
that the collections manager, tour guide, director.You cannot
creatively address the challenges and see what can be changed
and what are the fundamentals that should not be tampered
with if you don’t know the domain. If you don’t feel skilled
enough, recognise that and go and find what you need to know.

MUSEUMS AS CREATIVE HUBS

THE CREATIVE PROCESS:
This leads nicely into the fourth point on creative
people – they are curious, lifelong learners. The more
you learn and the more you are interested to learn across
disciplines. The more breadth of knowledge you acquire,
the easier it is to spark your own ideas and also shift one
set of ideas into another context. To remix it. To build on
existing ideas. To make something a little bit new to add
value. What this means for museum workers is that you
can’t expect to foster curiosity and the desire for lifelong
learning and repeat visits if you aren’t learning and curious
about your museum and your museum practice too.

– learn everything you can about the topic, document
your ideas. For me, this means research the topic for
the programme, gather resources (photos, documents,
activity ideas), look at the curriculum, talk to people,
go to places, fiddle on the internet, Pinterest… go wide
and go quite broad… I keep an ‘ideas dump’ document
open where I record ideas and where I got them. Do
this till saturation point.

INCUBATION

But how? And this is why I like this book as it gives
you broad strategies for the how. One very doable thing
they talk about is seeking out stuff to read that is just
outside your field – on the edges. So if you deal with
collections read an online article on museum education.
If you know a lot about South Africa in the 1800s, read
about Australia in the 1800s. Ask a friend with widely
different interests to recommended something to read.
Seek out and talk to people outside your field, network
widely. Maybe attend a talk or e-learning event on
psychology, on marketing. Sign up for a blog on natural
science. The key is to try and apply what you are learning
to your context, to your challenges. So there is still the focus.

– where all info settles and associative thinking kicks in.
Often this step is missed and often doesn’t conform to
deadlines. This for me happens in the spaces between the
information gathering – on a walk, in the shower, while
talking to people. Sometimes I try and write something.

Also share what you have learnt. Go back home after
this conference and do a ten-minute slot at the next staff
meeting or over lunch about the most interesting idea you
came across here and how you will be trying to bring that
into your work. Share your learning with your visitors in
some way or with SAMA.

– what is the ideas value. What is worth further effort,
what is practical. For me that happens at the insight stage
too. But here you might decide the exact activities for
your programme depending on practicalities.

Norris and Tisdale breakdown the creative process into
stages which individuals can practice but which also holds
water in the other concentric circles.
The model they use is adapted from Hungarian
American psychologist Mihaly Csikszentmihalyi’s ‘Creativity:
Flow and the Psychology of Discovery and Invention’.
Let’s look at it briefly, using an example I am familiar
with of creating a museum education programme, but I
am sure you can relate to it through something in your
museum experience.
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INSIGHT

– most visible and what people think of a creativity – the
light bulb, the new connection. Actually, this is just one
stage. This is where I think the best fit is to do Grade 4
local history programme with the concept of a time
travel adventure.

EVALUATION

ELABORATION

– implementation of the idea. The book talks about this
being where a lot of museums get stuck. The idea is there
but they don’t try anything. The authors advocate just
trying it – it doesn’t have to be perfect; it can be small
scale. They say to be creative you must take action. You
must prototype and try something. And you may fail.
The original idea may change. Change and failure is part
of being creative. But the point about failure is then you
observe what happened, reflect, articulate what went
wrong and try something else so it doesn’t stop with the
failure. In our programme development example, you get
in a few groups (for free), mock-up supplies and test the
programme. You are honest with the public that this is a
test, you get feedback and then refine it.

MUSEUMS AS CREATIVE HUBS

Of course these steps don’t usually happen in a neat little
stepped line, right? You diverge and converge in your thinking
and in the steps. But I think it is useful if we are being intentional
about creativity to reflect on these stages.
TO DEVELOP A CREATIVE PRACTICE AT WORK YOU NEED:

EXPERTISE
and if you don’t have it, seek it out

INTRINSIC MOTIVATION
everyone CAN do it but you need to be
interested enough to be motived to do it

has the passion to learn about eighteenth century furniture while
bringing creative skills to the table? Museums, and particularly
our museums, are no longer, for better or worse, bastions of
academia. We need to provide staff who are practitioners curious
to ignite and feed visitors’ curiosity. The front desk attendant or
the security person needs to be curious about where they are
and what is in front of them. Maybe you don’t have the power
to hire but maybe you can choose the volunteers or interns you
work with? Maybe you can be part of firing up the curiosity in the
support staff?
The main take-away on an organisational level is that
institutional change does not require a major overhaul. But
to take the small moments that have worked, reflect on them
and replicate them. As we saw in the last step of the creative
process… Elaboration… Take action, fail/succeed, reflect and try
again. Replicate the successes.

CREATIVE THINKING
The gauntlet has been laid down to us as individuals and us
as organisations. But since we are at a SAMA Conference, what
about being more creative as a field?

nurture it, practice it

TOGETHER GIVING YOU
CREATIVE SUCCESS AT WORK
(Norris and Tisdale 2016:211)
Imagine if everyone in your organisation was trying to
be more creative individually… You can see we are creeping from
the individual circle outwards to the organisation.
The book looks in detail at how boards, directors or
decision-makers of museums and staff (paid or volunteer) all
contribute to a creative organisation – a rewarding place to work
with a creative culture. In the interests of time I am touching on
only one idea; on building a creative organisation.

“THE MORE YOU WALK THE WALK OF
CREATIVE PRACTICE,THE MORE YOUR
MUSEUM BECOMES A MAGNET FOR THE
FIELD’S BRIGHTEST CREATIVE LIGHT”
Norris and Tisdale (2016:99)
Who gets hired or who is on your Board? If you want a
creative organisation, hire creative people. Look for the traits we
talked about cultivating on an individual level. Look for people
who are lifelong learners, with passion, who can demonstrate
intrinsic motivation, with depth and breadth of knowledge
(T-shaped). Do you want someone with depth of knowledge
about eighteenth century furniture or do you want someone who

11

“ULTIMATELY, CREATIVITY NEEDS TO SHIFT
FROM INDIVIDUAL PRACTICE TO
INSTITUTIONAL CULTURE TO FIELD-WIDE
VALUE TO DO THE MOST GOOD
FOR THE PUBLIC…”, Norris and Tisdale (2016:15)
One way for an association like SAMA to support the
development of creative museum professionals is by providing
opportunities for learning – ensuring we cater for the need for
specialised knowledge (depth) but also for the need for broader
learning (breadth). This will enable museum workers to access
experts that are outside the field or learn about topics that are
on the edge of their area of expertise.
Another way of learning to develop a more creative field
is by connecting people to people and thus connecting people
to ideas. Norris and Tisdale talk about the importance of small,
local informal networks – a museum book club, an Association of
Young and Emerging Museum Professionals, your SAMA regional
committee. These are ways to connect people locally and deeply.
And, about creating platforms or hubs, if you like, that support the
flow of information and ideas. This is not hard to do in the age of
the internet and social media.
Now conferences are also a useful way of doing this.
But perhaps we need to be a bit more creative in their format to
enable not just informal networking or presentations but sessions
that encourage deeper interactions and a professional dialogue.

MUSEUMS AS CREATIVE HUBS

Norris and Tisdale detail a list of session ideas that encourage:
•
•
•
•
•
•
•
•

•
•

•

•

Unconference – sessions created at start of meeting
by participants
Museums in conversation – sessions as conversations
not presentations
Workshops – practical sessions
Small group discussions
Speed networking
Simulations
Pecha kucha presentations (‘chit chat’ in Japanese.
20 slides, 20 seconds per slide – 7 minutes)
What happened after the conference.
Slot to show what you did after the last conference
with the ideas generated.
Museums show-off
Ideas hackathon – generate issue that affects many
museums in small group brainstorm. Each pitches issue
to entire room. The room votes with feet and walks to
the best idea. The whole meeting works on solutions to
that issue for the rest of day. Goes away and does more
work on it. Shares and keeps in touch afterwards.
Ignite: a to-the-point, five-minute presentation followed
by a long discussion period. This session helps to create
dialogue, foster learning, and is fun for all.
Our best failure… and how we tried again.

l want to draw your attention to the last one… ‘Our failure…
and how we tried again’. We have seen some presentation
on this at the conference so far – let’s do more of that!

“MUSEUMS ARE UNIQUELY POSITIONED
TO HELP MEMBERS OF THE PUBLIC –
CHILDREN AND ADULTS – NURTURE
THEIR CREATIVITY BY PROVIDING THE
RAW MATERIAL THAT FEEDS CURIOSITY,
BY SWITCHING PEOPLE’S BRAINS – AND
THEIR MOTIVATION TO USE THEM
– FROM SUBSISTENCE LEVEL TO
OVERDRIVE, AND BY MODELLING
ACTIVE ENGAGEMENT – WITH ONE’S
ENVIRONMENT, WITH OTHER PEOPLE,
WITH KNOWLEDGE, AND WITH IDEAS.”
Norris and Tisdale (2016:178)
So, in terms of making a more creative field, I don’t want you
to think ‘I’ll leave it to SAMA’.You are SAMA,You are ‘the field’.
What will your contribution be?? We have briefly looked at ways
of being more creative as museum workers, as museums, as the
museum field in order to foster and nurture creativity and the
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desire to learn in our audiences, our visitors, our communities.
The next circle.We have talked about the rationale behind this –
self-preservation and filling a void in society.
One of the most interesting ideas in Creativity in Museum
Practice related to communities is that museums can showcase
the values of curiosity and creativity to the public but also
require it of them. This is not a new idea and some of us are
doing it, I know, but let’s do it more! Let’s embrace the idea
of free-choice learning by enabling visitors to browse and
find what interests them – to explore in a deliberate nonlinear fashion. Let’s open up spaces for unexpected creative
community projects (Think: school reading programme?).
Let’s involve audiences as curators, content-generators
(Think: ever-changing labels, think collaborative website
content?). Let’s provide people with the opportunity to crosspollinate their interests with others (think: a talk on postage
stamps and pop music?) Let’s guide people to look deeply
and make connections and explicitly engage with the creative
process (Think: a slow look at an exhibition, think: a creative
component to it not just for kids?)
I hope you are seeing a pattern here. How the principles
that relate to creativity and individuals hold true and are
scalable as you talk about organisations, the field and what
you give to and expect from your community.
So, we have been challenged to start somewhere, to start
cultivating creativity as museums’ core tradition of the future.
Some of us have started flexing our creative muscles already
here today by building with construction, with drawing and
colouring in, with playdough…
But let’s all undertake to get involved in a tangible way.
Creativity in Museum Practice bills itself as ‘one-part manifesto
and two parts toolkit’ (Norris and Tisdale 2016:15). And so,
as we end, I will pass round the box and I challenge you to
pull an idea and make it happen! Try it, try anything we have
talked about today. Just try. Then try something else. Write to
me or to Samantics or your regional committee and tell us
what you did and what happened.

“YOU CAN’T REMAKE THE WORLD
WITHOUT REMAKING YOURSELF.
EACH NEW ERA BEGINS WITHIN.”
Ben Okri
Whether you are the director, the educator, the
administrator or the volunteer Jack of all trades in your
museum – it starts with you!

‘NOTHING ABOUT US,
WITHOUT US!’
André Croucamp
Totem Media

We’ve all heard the slogan, ‘Nothing about us, without us!’
during #FeesMustFall which followed close on the heels
of #RhodesMustFall. It is a motto that goes all the way back
to 1505 in Poland when power was transferred from the
monarch to the parliament. It became a rallying cry for
participative democracy. It was popularised again in the
1990s by James Charlton’s work in disability activism.
‘Nothing about us, without us!’ captures the experience
of communities, an experience that we would like to affirm
when working together on heritage projects.
At Totem Media we try to find new ways to listen to and
work with communities to help them create spaces where
they can tell their stories and have meaningful, on-going
conversations – especially about the difficult issues of identity,
gender, race, language, land, power and justice.
This approach resonates with ICOM’s proposed new
definition of museums, debated at the 2019 General Assembly
in Kyoto, which includes: ‘Museums are democratising, inclusive
and polyphonic spaces for critical dialogue … Acknowledging
and addressing the conflicts and challenges of the present …
participatory and transparent, and working in active partnership
with and for diverse communities … enhancing understandings
of the world, aiming to contribute to human dignity and social
justice, global equality and planetary wellbeing’.
One of the concerns many shared about this definition is
that it framed museums as active political agents committed
to empowering citizens to be critical independent thinkers,
which could be perceived as presenting a threat to autocratic
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leaders and undemocratic governments. We ourselves
have experienced how creating spaces for courageous
conversations can challenge the privileged positions of
funders, political factions, traditional authorities and
religious groups. There is no telling of history that is
neutral and consists only of uncontested facts.
Although a single story may succeed in the competition
for prominence, there are always multiple stories, often
linked to political factions or economic interest groups
or practitioners of knowledge systems, all trying to harness
history to their advantage.We have not always been aware
of the factions and as a result have sometimes inadvertently
allowed a space to represent one vested interest over
another. This has taught us not to only listen to the groups
that the client assures us are representatives of the
community, but to get feet and eyes on the ground and
interact spontaneously with the people we meet.
There are also the neglected and marginalised voices,
whose silence hides the presence of diversity and dissent
in communities. Inclusion is not just about creating spaces
for voices that are normally excluded. It is also about all
members of a community benefiting from a greater
diversity of identities, experiences and points of view.
When any knowledge (whether traditional or scientific)
is framed as unquestionable, curiosity, critical thinking,
dynamic collaboration and creative innovation are lost.
The silences constrain the potential of a community’s
collective intelligence and the possibilities of more
dynamic processes of knowledge production.

NOTHING ABOUT US, WITHOUT US

When we commit to a single story we make the same
mistake that colonial authorities made when they represented
communities as having singular identities and sharing essential
characteristics that could be easily identified and categorised.
They did this for the purposes of a ‘divide and rule’ type of
control, whose constructed categories supported systems
of social, political and economic discrimination. This kind of
essentialist thinking has never been true.
Colonial perspectives also reduced any thinking that did not
fit their rational paradigms, to superstition and primitivism.
We need to move away from representing indigenous
knowledge systems as the quaint beliefs that distinguish a
particular group. Instead we should work
with wisdom keepers to understand why those beliefs
and practices are valued, whether we are exploring the
centrality of dreams, the technology of divination,
knowledge of plant medicines, the role of ritual and rites
of passage, or the principles of restorative justice (as
opposed to the retributive justice so often promoted
by a culture of human rights).

Images that accomapny this article show the Moruleng
Cultural Precinct developed by Totem Media
in consultation with the Bakgatla-ba-Kgafela
Traditional Authority. © Totem Media
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KNOWLEDGE IS
NEVER COMPLETE,
UNIVERSAL
AND OBJECTIVE,
BUT IS ALWAYS
PARTIAL, LOCAL,
AND SUBJECTIVE
I like Donna Haraway’s idea in her essay The Persistence
of Vision (1997) that knowledge is never complete, universal
and objective, but is always partial, local, and subjective.
Haraway talks about the ‘God trick’ – the myth that there
is an absolute and objective point of view, or the ability to
see everything from nowhere. Instead of objectivity she
speaks of ‘modest objectivity’ as something that can only
ever be collaborative – emerging out of a conversation
between partial, located and subjective viewpoints.

NOTHING ABOUT US, WITHOUT US

CREATING THE NARRATIVE OF AN EXHIBITION IS ALWAYS A
DELICATE DANCE BETWEEN:
•

Helping a community tell their multiple
stories (including the urgent collection of
oral histories and the valuing of indigenous
knowledge systems)

•

Complementing their stories with archival
evidence and the research of academics
(juxtaposing diverse sources, encouraging
communities to grapple with evidence,
engaging the tension between identity politics
and knowledge production, and enabling
communities to participate in larger, sectorwide discourses and communities of practice)

•

Linking their stories to relevant contemporary
themes that can stimulate meaningful
conversations (like patriarchy, economic
inequality, unemployment, the role of
hereditary leadership in a nationaldemocracy,
social and environmental justice, the effects of
climate change, etc.)

The idea of museums as spaces to think in and spaces for
conversations challenges colonial methodologies. It is not so
much artefacts in glass cases that are the problem. The problem is
thinking that the labels, the generalisations, the fixed categories, the
singular identities, the simplistic linear stories, the hierarchies, the
aesthetics and the ‘order of things’ are accurate representations of
reality – and can be used to justify inclusions and exclusions. We are
not trying to arrive at a final truth. We are we trying to maintain
a conversation that doesn’t necessarily resolve anything but
keeps opening up the possibilities for grappling with the evidence,
for a deeper understanding of the contexts, connections and
consequences of things, so that we can help each other live with
dignity, equity and freedom.
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IN THE PROCESS OF TRYING TO DECOLONISE
OUR OWN MUSEUM PRACTICE WE HAVE TO
ASK OURSELVES:

Who is this knowledge for?

Knowing whom it is for, what kinds
of knowledge should be valued?

How will that knowledge be
produced and represented?

Who will participate in the
production of that knowledge?

We want to keep interrogating how
human beings tell their stories, and,
in the process keep troubling our own
practices of representing those stories.

NOTHING ABOUT US, WITHOUT US

The challenge for contemporary postcolonial museum
production is to open up the process of knowledge production
(beyond knowledge consumption and reproduction) to include
the audience. To this end we try to:
•

Recognise that knowledge is never complete,
universal and objective, but is always partial,
local, and subjective

•

Avoid abstract decontextualised authoritative
voices, and always give context

•

Include marginalised and neglected voices
(both from the peripheries of power and from
within peripheries)

•

•
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Engage local languages, not just in translation,
but by integrating them into the main body
of the text, valuing the cultural knowledge
they contain and actively teaching concepts
to visitors
Present artefacts not as objects acquired by a
museum collection to capture the essence of
a people, but as knowledge and practices with
social and environmental contexts

•

Present evidence as something that can
still be grappled with, shifting the weight of
probability, but never providing final proof

•

Juxtapose different sources, and affirm
multiple ways of knowing, doing and being
(not just texts and images that are ‘frozen
in time’)

•

Interrogate all generalisations,
assumptions, moral binaries, singular
identities, fixed categories, simple
linear relationships of cause and effect,
single stories and final theories

•

Ask open-ended questions without
necessarily resolving them

•

Help the audience to question the museum
production process itself, to uncover the
contexts, connections and consequences
of it all

We want to keep interrogating how human beings tell their
stories, and, in the process keep troubling our own practices of
representing those stories.

THE REINTEGRATION
OF MUSEUM ACTIVITIES
AS A FORUM
FOR DEBATE
FOR CONTEMPORARY
SOCIAL ISSUES
Thabelo Mbedzi
Nelson Mandela Museum

The definition of a museum and its activities has changed
and evolved over years mostly in line with developments
in society. The International Council of Museums (ICOM),
created in 1946, has been keeping the definition of a museum
up to date with the realities of the global museum community.
According to the ICOM Statutes, adopted during the 21st
General Conference in Vienna, Austria, 2007: ‘A museum is
a non-profit, permanent institution in the service of society
and its development, open to the public, which acquires,
conserves, researches, communicates and exhibits the tangible
and intangible heritage of humanity and its environment for
the purpose of education, study and enjoyment’. In 1998 the
Museum Association (MA) defined museums as ‘enabling
people to explore collections for inspirational, learning and
enjoyment’. They are institutions that collect, safeguard and
make accessible artefacts and specimens, which they hold
in trust for society. This definition includes art galleries with
collections of art works, as well as museums with historical
collections of objects. However, the origin of museums dates
back to classical times, if not beyond. It was a study collection
with library attached, a repository of knowledge, a place of
scholars and philosophers and historians.
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Before museums were recognised as educational
institutions even in Europe the powerful looked beyond their
city and continent boundaries in the quest for dominion over
nature and their fellow man. An essential part of that quest
was to attain a more complete understanding of both man
and the world. The collections they amassed – art, artefacts,
antiquities, scientific instruments, minerals, fossil, human
remains, objects – served not merely as the baser function of
display of wealth or power or privilege, but also as places of
study. Maybe one can point at human remains on display at
European museums, for example in France. There is a notion of
collections as places of study and places of display. This notion
was met with both justification and dilemma. The justification
is that museums should not merely display their treasures to
the curious and make their collections accessible to those who
seek knowledge, but also actively engage in mass education.
The dilemma is complicated even today by the entrepreneurial
notion of museum as a place of public diversion. Subject to
further study is the notion that museums are far more than
just a place of study or education or entertainment. The very
act of collecting has a political or ideological or aesthetic
dimension which cannot be overlooked.

REINTEGRATION

Historically the first function of a museum to be
recognised was that of collecting. Collecting remains the
predominant reason for many museums existing today.
Collecting is considered an instinctive drive for most human
beings as well as for various beasts, birds, and insects. Dogs
bury bones, ants store grain, bees honey and some birds
collect bright objects in their nests. One can support the
notion that physical security has been an underlying purpose
of collectors. However, collecting still offers some physical
security today, for example art objects provide a hedge against
inflation and, in times of war, may be portable and command
a ready market. Collections also give their possessors social
distinction – power, prestige and status. The positive impact of
collectors is that their service not only benefits the museum
but also society as a whole. They preserve objects of artistic,
historical, and scientific importance for the enlightenment of
and enjoyment of present and future generations.
The introduction of education-focused discussion was
intentionally ignored even though it is the main focus of this
paper and also the whole purpose of all museum activities.
However, it is important to note that education was being
discussed all along. Generally, museum people speak of
their ‘education staff’, ‘education department’ and ‘curator
of education’. What is being referred to here is their work
with visiting school classes, loan exhibits to schools or other
museums and guided tours. The restricted usage of the word
‘education’ in museum settings is the old view that education
is when a formal school teacher stands in front of kids in
uniforms and teaches using a chalk and a board.
Museums have experienced continuous change and
have adjusted well to these changes to meet the needs and
requirements of the communities, especially those they are
located in. Museum growth and development can be credited
with the desire to meet greater expectations from museum
users. As such museums are now positioned as a unique
place for teaching. Organised activities and open-ended
questions help encourage creative observation and thoughtful
interactions. Modern museums are a laboratory for teaching
by tour guides and learning by the public. It is upon museums
to create an environment where everyone can learn at a level
and pace appropriate to their needs. Museums can provide
the most effective educational programmes through planning
and systematic design. They can and should learn from each
other and should view school teachers as their allies in the
education process without copying them.
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Those who question museum education argue that this
is confusing because who then should conduct museum
lessons – the school’s own teacher or museum staff members
who are qualified for tour guiding? More controversial in
this is the question of where to conduct the lesson within
the museum setting – in the exhibition area or in a special
classroom setting to create classroom experience? However,
these questions ignore the fact that museum education includes
all activities offered and services to the general public beyond
the maintenance of collections and exhibits. Some of the most
common are publications, guided tours, field trips, lectures,
art classes, hobby clubs, concerts and other special events and
membership services. These activities are derived from the
museum’s desire to give communities as much as it can.

MUSEUMS HAVE
THE ADVANTAGE OF
BEING ADAPTIVE
The success of educational programming within museums
also requires a statement of purpose. When clearly explaining
the reason for its (education) existence, just like collection
management, it is more likely to succeed. This statement will
allow museums to explain more, such as the concepts to be
covered and aligning education with the general statement
of the museum so as not to isolate education from the
other elements of the entire museum. In this way education
is provided to the target audience with the same level of
vocabulary and social manner of the target. It will also help
museums identify or design educational programmes that are
self-guided tours or guided tours.
Every experience in the museum setting is an opportunity
for viewers to gain new insights into the cultural and scientific
environment in which they exist. This, however, does not mean
that taking a tour in the museum automatically results in the
transfer of information. Information presented in a humanistic
and interdisciplinary manner is more likely to invite the viewer
to explore, participate in and gain a deeper understanding
from the human experience.

REINTEGRATION

Richard Sandell (2007) argued that in recent decades
museums have seen a radical reassessment of their roles,
purposes and responsibilities. For Sandell, museums are
no longer primarily inwardly focused on stewardship of
their collections – museums are increasingly expected to
direct their attention towards the needs of their visitors
and communities through the provision of a range of
educational and other services. There is a noticeable
trend of a growing interest in the potential of museums to
function as agents of social change. They are expected to
deploy their collections and other resources to contribute
towards a more just and equitable society. They are then
required to develop new goals that respond to local and
global social concerns, to articulate and justify their value in
social terms, to demonstrate and measure their impact and
to develop new working practices to reflect the trends.
Examples of museums using education and responding
to local issues include the Migration Museum in Adelaide,
Australia, which reoriented its function and purpose to
address racism faced by local communities. The Lower East
Side Tenement Museum in New York designed programmes
to give support to newly arrived immigrants to the city,
including the provision of English classes. Nottingham
Museums in England sought to tackle health inequalities
in the region, including projects concerned with HIV and
Aids and high rates of teenage pregnancy. Bloomington,
Indiana museums explored the therapeutic use of museums
through collaborative initiatives with a range of social
services client groups.
Museum education and its activities within the society
must be seen as a revolution underway. Initially museum
relations with the communities was that of superiority
– particularly in Europe and in the Americas. Weil (2007)
argued that museums were established to raise the level
of public understanding, to elevate the spirits of its visitors
and to refine and uplift the common taste of societies. This
has not changed. Weil made the point that museums were
created and maintained by the high for the low, by the
washed for the unwashed and by those who knew for those
who didn’t but needed to know and who would come and
learn. Museums are established to do what must be done –
the public. The museum was a place of inculcation.
Things changed in the early twenty-first century, which
witnessed the relationship between museums and the
public take a 180 degree turn. The public would emerge in
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a superior position and not the museum. Has the public
become more knowledgeable? Were there other sources
of inspiration that played part in replacing the museum? Has
the public became a living museum outside the traditional
museum? Who should learn from who? Was it a crisis to be
worried about? Museums, however, transformed their role
from that of master to one of service. The public – the new
master – will determine what service is to be offered and
the how and when part of it. Museums have the advantage
of being adaptive and in a position of offering, which means
they are forever to be needed for what they offer. The key
to understand the future of tradition in museums is within
the acknowledgment that museums’ earliest manifestations
is that of celebration: both art and history museums.
Considering the above, modern museums can be
celebratory or not. But what is important to them is what
decision is to be made and how it will be made. Relevant
modern museums will be identified by making decisions
concerning the public – the public’s wellbeing and knowledge
and using museums staff who are experts. In this instance
museums will in themselves be an ideologically neutral
organisation, an organisation readily available to be used
in attaining communal goals. Museums are to operate as
an instrument of communication and for the purpose
of community inculcation and development. Different
communities may choose to use museums differently and
museums will always and must always be in position to
deliver because they are flexible institutions. As Professor
Appleby once said, museums can also be compensatory
and serve beyond the celebratory. Compensatory museums
seek to sooth the pain, or at least recognise, memorialise
and try to understand the losses, for example the
Apartheid Museum.
It is up to museums to contribute strongly in building
a healthy human community. If museums accept and
acknowledge this role they must then be ready to be
more than encapsulating education, stewardship and
public engagement services, and be a place of safety as
learning and development cannot be offered in unhealthy
human communities. There’s one important service
modern communities expect from museums – museums
concentrated on modern issues, family friendly, museums
where parents can take their children and learn valuable
lessons not taught in schools. Modern strong museums are
able and prepared to mount exhibitions dealing with HIV/Aids,
the Cold War, racism, alcohol, apartheid, and/or drugs.

Clockwise from top left Regina van Vuuren delivering the SAMA
Presidential Address, Dr Mike Bruton - the keynote speaker
and SAMA delegates © SAMA
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RESEARCH SUBSIDIES
IN MUSEUMS

NATURAL SCIENCE
COLLECTIONS FACILITY

Luthando Maphasa
KwaZulu-Natal Museum

Allison Ruiters
Durban Natural Science Museum

Museum research is conducted with a view to providing
verification of the accuracy of ideas as they relate to all
functions of the museums. There are two ways to conduct
research in the museum environment; independent internal
work and external work where museums cooperate and
collaborate with other research institutions. Museum research
is critical in addressing the challenges that South Africa
faces in terms of heritage promotion and nation building.
However, museums have to apply at different institutions and
departments for research funding that in many instances does
not succeed. The disjuncture in terms of research funding
constitutes a threat to the museum sector a whole.

The Natural Science Collections Facility (NSCF) is
one of the Department of Science and Technology’s South
African Research Infrastructure Roadmap (SARIR) projects
that was initiated in 2016 and formally launched in October
2017. The NSCF is a network of institutions that hold
major natural science collections, with a co-ordinating Hub
hosted by the South African National Biodiversity Institute
(SANBI). There are currently sixteen institutions participating
in the NSCF, including national, provincial and municipal
museums, three science councils and three universities. In
the first three years of the NSCF implementation the focus
was on the establishment of the structures and initiating their
functioning and on strengthening the network to ensure true
collaborative planning, implementation and reporting. There
have been investments in upgrading research equipment,
storage environments, orphan collections and digitisation of
specimens at institutions, as well as developing guidelines,
standards and procedures.

Lack of ‘adequate’ funding has threatened the future
viability of museum-based research. This has resulted in the
loss of expertise and deteriorating collections. Compounding
the challenges that the loss of expertise poses to the
museums, is the inability to comply with GRAP103, the
Accounting Standard for Heritage Assets, by many museums.
Most museums have resorted to forming collaborations with
higher education institutions in order for staff to receive a
minor portion of their publications at these institutions.
At a meeting held between the Departments of Arts
and Culture and Science and Technology and the natural
sciences museums on 28 August 2013 it was resolved that the
parties involved should explore the possibilities of research
subsidies for museums. This would be along the same system
that is applicable to research subsidies at higher education
institutions. A presentation made to the Heritage Sector
Forum of the DAC showed that museums could substantially
increase their income if they were to receive research
subsidies paid directly as part of their allocation. While the
presentation focused mostly on natural sciences museums,
benefits from research subsidies should be similar for cultural
sciences research in museums.

21

A change management process was implemented to
address the challenge of transforming the institutions from
their practice of working in a fragmented, isolated way, with
a range of challenges, to working as a dynamic and effective
network with real collaboration and innovative ways of
addressing challenges. This intervention has highlighted the
need for a longer-term process which also contributes to
the overall development of the NSCF. In the next three years
several of the activities initiated will be continued but the
investment is more focused on ensuring that collections are
secured, that they and their data are accessible and that there
is a good understanding of the value of the collections to
science and to society and that this is widely promoted.

ABSTRACTS
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INTEGRATING INDIGENOUS
KNOWLEDGE IN LIFE SCIENCES
AND CONSUMER STUDIES

HOW MUSEUM-BASED
EARTHWORM RESEARCH CAN
BENEFIT SOCIETY

Phumlani Viwe Cimi
Albany Museum

Thembeka C. Nxele
KwaZulu-Natal Museum

People have always used plants for food. Some of the
plants used are alien, for example Opuntia ficus-indica,
commonly known as the prickly pear. The fruit of this
plant plays an important role in the lives of many South
Africans, especially in the Eastern Cape. This makes the
prickly pear an iconic symbol of the Eastern Cape. It is
therefore important to expand on concepts and to design
and organise learning experiences for pupils according to
their local circumstances and availability of resources. This
includes implementing programmes that enable community
members and young people in particular to recapture
their cultural knowledge and revive their indigenous selfimage so that they can take leadership in the use of plants.
Learners in the Eastern Cape need to be responsible
and engaged and participate in programmes that seek
to sustain the environment, because the Eastern Cape
contributes only 7% to South Africa’s GDP despite making
up approximately 13.5% of its population.

Ecosystems provide many benefits to humans. In South
Africa indigenous earthworms are somewhat restricted to
natural habitats with less destruction which includes forests,
grassland and agricultural soils that practice conservation
agriculture. Introduced earthworms are found in almost all
our soils and their importance have been recognised mostly
in vermiculture. Functions performed by earthworms do not
directly benefit humans but rather provide indirect services
to society. They are ecosystem engineers and they improve
soil fertility and quality. Earthworms are involved in nutrient
cycling, make chemicals such as nitrogen and phosphates
available in accessible form for plants and other organisms,
and allow aeration and drainage to take place in the soil. It is
therefore important for soils to remain healthy to provide for
earthworm species which indirectly support human activities.

ABSTRACTS

FACILITATING THE EXPANSION
OF UNIVERSITY CURRICULA
THROUGH THE MUSEUM
An Amazwi Case Study

CLOSED
BECAUSE OF
THE FLOOD
A Documentary Film

Beth Wyrill
Amazwi South African Museum of Literature

Bryony Clarke
Tatham Art Gallery

In 2018 a group of Rhodes University English Honours
students were set an archival research project based at Amazwi
South African Museum of Literature (formerly the National
English Literary Museum). In the place of their usual lectures
and assignments the students undertook research on a topic of
their choosing, using the museum’s primary collections as
source material. A number of problems ensued, ranging from
expectations management between the affiliated partners (how
much additional support was expected from the registrars,
for example) to a lack of understanding on the students’ part
regarding the basic precepts of how to use and differentiate
between primary and secondary resources in literary research.

On 26 May 2017 the Tatham Art Gallery in Pietermaritzburg
experienced a devastating flood which damaged a substantial
number of paintings in their collection. Many Friends of the
Gallery came forward to help turn around this tragedy, and
today the institution can look back on a remarkable rescue and
recovery operation. Brothers Gabriel and Thomas Bullen, who
happened to be in Pietermaritzburg at that time, documented
the events and created a film titled Closed because of the flood.
The cameras caught the action of the moment but the filmmakers
also returned to capture elements of the restoration process.
This 24-minute film was selected as the opening film for the
2019 Milkbusch International Short Film Festival earlier this year.

At the same time the Journalism and Media Studies
Department at Rhodes University began experimenting with
setting an assignment based on the interpretation of the
museum’s exhibitions.They wished to use the creative medium
of the museum exhibition to foreground the variety of ‘voices’
at work in South Africa’s historical print cultures.The ensuing
problems were more academic than logistical; the course
coordinators were concerned with encouraging more critical
and independent thought in their students.

Gabriel Bullen is a twenty-year old Canadian filmmaker
from Yellowknife in northern Canada. He is currently based
in Whitehorse YT, Canada. His filmography consists of short
narrative, documentary and animation. His fields of interest
also include experimental film, storyboarding and animation.
Gabriel began working as a part-time production assistant
at The Film House in Doha, Qatar, when he was sixteen.
His first Super 8 film, Monolith, was one of only eight films
selected internationally by Straight 8 to premiere at the
Cannes Film Festival in May 2018.

These days it is common that, in addition to the traditional
precepts of ‘close reading’, literary degrees also facilitate and
encourage contextual and theoretical thinking. Additionally, in
Journalism and Media Studies, the course conveners are hoping
to push students to question the parameters of the historical
discipline altogether, therefore the courses were recalibrated
in 2019 to run again with a more structured approach so that
such a valuable opportunity for fostering different kinds of
student experiences was not dismissed too soon.What lessons
might be learned from the early stumbling blocks experienced
in both of these educational engagements? How can museums
and university departments work together to expand graduate
students’ field of vision when it comes to critical and creative
modes of thought? This paper seeks to explore how Amazwi
might forge a new significance as a community and educational
centre in a rapidly changing museological environment.
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Thomas Bullen is a seventeen-year old born in Yellowknife
in northern Canada who spent many of his formative years in
Africa. He is currently based in Whitehorse YT. His filmography
includes narrative and documentary shorts with his specific
fields of interest being writing, directing, cinematography and
sound editing. Tom began working as a part-time production
assistant at The Film House in Doha, Qatar, when he was
thirteen. In 2018 he worked as a sound engineer for Gabriel’s
Super 8 film Monolith.
The documentary film was introduced by Bryony Clarke,
currently the Acting Manager of the Tatham Art Gallery, who
has been at the Gallery as the Assistant Manager for the past
thirty-one years.
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MEANS TO ACCESS AND
PROMOTE MUSEUMS AS
CULTURAL HUBS

CHANGING THE FACE OF OUR
CORPORATE MUSEUM TO SERVE
AS A CULTURAL HUB

Cuan Hanhdiek and
Leomile Mofutsanyana
South African Heritage Resource Agency

Catherine Snel,
Sanlam Archives and Museum

The role of a museum in society is to be the custodian
of objects and intangible information. Through this they
generate knowledge and represent our history, culture,
tradition and natural environment that informs our identity.
Traditionally this has been done by the curation of the
physical object and its story within the confines of a climatecontrolled environment, enticing visitors to the museum to
engage with its collections. The future of tradition can be
seen not only as the manner in which traditional objects will
be displayed in the future, but also in how museums portray
their collections through new digital mediums, reaching a
wider audience than traditionally possible and encouraging
active engagement. Currently there is a perception that
inventorisation and digitisation are separate activities. The
South African Heritage Resources Agency (SAHRA) wishes
to emphasise that these should be integrated and aligned as
one process. With the use of practical examples we aim to
showcase the South African Heritage Resources Information
System (SAHRIS) as a tool that can be used to integrate
the digitisation and inventorisation of museum collections.
This can ensure that international standards are upheld,
collections are secured and protected and that the reach of
museums is broadened for a wider audience.

24

As a corporate company Sanlam is fortunate to have
a museum and an archive which safeguard and display its
corporate history and memory spanning more than hundred
years. Although this museum contains important information
of the company’s history, its heritage, culture, structures
and functions, we were faced with the dilemma that it is
not known to the community the company is serving. With
community I am referring to the Sanlam employees, former
employees, clients and the public. We realised that this was
due to the following factors: an outdated museum display
which did not give a true reflection of Sanlam’s history
and the role the company has played over the years, and a
lack of visitors as the exhibition was seen as uninteresting,
with the community experiencing a disconnect with the
exhibition. In order for the museum to create a hub, it was
important to encapsulate the Sanlam story in such a way
as to evoke critical thinking, increasing the knowledge of
our audiences and promoting a better understanding and
appreciation of the history of the Sanlam Group. Change
and a new exhibition were thus vital, especially as the role of
museums has gradually changed over the last twenty years,
with museums redefining themselves in order to provide
better services to their audiences. In this paper I would like
to reflect on the processes we undertook to transform our
museum so that it can create widespread respect, admiration
and form a hub which allows for engaging with our audiences
so that they can take ownership of the Sanlam story and
see it as part of their DNA. I further would like to highlight
the outcomes and results of this remarkable transformation.
Although the museum and archives are not core business
but supporting structures, they play an important role as the
custodian of the corporate memory, not only for the past
and present but also for generations to come.

ABSTRACTS

DIGITAL TECHNOLOGY
The Future of Tradition
Nosipho Mbuthuma
Durban Local History Museums
Our museums are constantly flooded by young scholars
who are brought there for recreational reasons and
sometimes educational reasons. As an employee and visitor
of museums in and around Durban I am often surprised by
the lack of interactive digital content delivery to aid learning,
exploration and interest. An occasional static touchscreen in
a corner containing dry information about historical figures
and artefacts, perhaps accompanied by a couple of images,
is hardly inspiring, particularly in the eyes of individuals
who belong to the millennial and Z generations for whom
technology has become the very centre of their daily lives.
Whilst it appears that most South African museums have
a lot to catch up on in this regard, a few museums stand
out as pioneers of integrating learning with modern digital
culture in South Africa. The saying ‘Tell me and I forget. Show
me and I may remember. Involve me and I learn.’ really does
hit home and is especially important for the most recent
generations. Immersive learning will fundamentally change
the way young South Africans absorb information, and forms
an integral part of the Fourth Industrial Revolution the
country needs to embark on. The chief goal of immersive
learning is to build an environment that gets people so
involved that it makes them care. It’s a tool that takes the
audiences to the most practical learning situations without
having any constraints of reality. Incorporating digital
technology within physical museum spaces is one way to
cultivate and retain the interest of younger generations,
providing more interactive and engaging platforms from
which museum visitors of all ages can learn. Over time
smaller organisations will need to garner best practice
as affordably as they can to try to maximise audiences
and value. Nevertheless, by using the immersive learning
experience, museums can be inspired by technology and
become more successful as cultural hubs.
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INTERNATIONAL MUSEUM
DAY 2019
The Education Museum as the ‘Hub’
Sigi Howes
Education Museum,
Western Cape Education Department
ICOM’s themes for International Museum Day (IMD)
are not always easy to interpret. This year was no exception:
what to do with ‘Museums as Cultural Hubs: The Future
of Tradition’?
We decided to place ourselves at the centre (the ‘hub’)
doing the co-ordinating and to look for ‘spokes’ that were
within a 10 km radius that we could connect with to roll
this wheel along. No other museums other than those at
some of our neighbouring schools. Many schools have rich,
proud histories and traditions, famous past pupils, stories
and photographs to share. However, their displays are not
generally accessible to the public. But what if we could
arrange that they could be open on IMD?
One of the ‘spokes’ that we are connected to is the
Forum for Schools with Museums and Archives (FSMA).
Using a combination of their database and ours, we invited
about ten schools in the southern suburbs of Cape Town to
open their museums to the public, school community and/or
for other schools to visit on Saturday 18 May. Straight away
we hit some snags:
•
•
•
•
•

Only four schools responded
They were all boys’ schools
Not all of them could be open on 18 May
The local ‘knock and drop’ did not advertise the event
There were very few visitors on the open day(s).
And yet it was a success. Let me tell you how and why.

ABSTRACTS

CURATORSHIP OF
HUMAN REMAINS
AND SACRED OBJECTS
Difficult Discussions, Limited Outcomes
Wendy Black
Iziko Museums of South Africa
There has been a slow shift in the ideals of many
towards the recognition that source communities have an
equal, if not greater, right over the disposition or use of
socially related human remains and grave goods or sacred
objects held in museum collections. The responses to
this paradigm shift have been numerous and varied from
a number of stakeholders across academic, museum and
community groups. Community members have voiced
anger and bitterness related to government and museum
inertia related to returns and restitution, while researchers
fear loss of access to important scientific collections.
Recently researchers and students have been discouraged
or stopped from human remains studies either through
direct museum intervention or by the general feeling of
sensitivity surrounding human remains study that renders
researchers hesitant to conduct any work. Museum
professionals are often perceived as having dedicated and
inclusive ways forward when dealing with such collections
while, in fact, many are nested within politically complex
and uncomfortable discussions that highlight the lack of
ethical and scientific union, as related to these collections.
African human remains and sacred objects have immense
cultural and spiritual value to descendant communities.
They also have great scientific importance. Museums walk
a difficult tightrope: responsibly managing and finding ways
to ensure the successful custodianship and protection of
these important collections for future generations, while
simultaneously conscientiously engaging with all stakeholders
for meaningful and all-encompassing outcomes.
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KWAZULU-NATAL MUSEUM’S
ARCHAEOLOGICAL ARCHIVE
CONTRIBUTED BY
AMATEUR ARCHAEOLOGIST,
MICHAEL A. MOON
Mudzunga F. Munzhedz
KwaZulu-Natal Museum
Museums are defined as institutions where treasures of
humankind are stored. These treasures include memories of
people of the world, their cultures, dreams and hopes, most
commonly as represented by material culture. This paper
considers one aspect of the archaeological archive at the
KwaZulu-Natal Museum, the contribution made by amateur
archaeologist Michael A. Moon. Most of his collection comes
from sites exposed by and then lost to development beyond
the view of professional archaeologists. The collection covers
much of the vast range of human endeavour in south-eastern
Africa and constitutes a valuable addition to our knowledge
base of the past in KwaZulu-Natal. The archaeological
usefulness of the collection relates to its ‘co-production’
through Moon’s dialogue with professional archaeologists
over many years.

ABSTRACTS

IZINKAMBA AND MARRIAGE
Dimakatso Tlhoaele
KwaZulu-Natal Museum
There are three main colours in the Zulu cosmology:
black (mnyama/umnyama), red (bomvu) and white (mhlophe).
The colour red has various symbolic associations. In
medicine, red is the ‘in between’ colour. It is associated
with heat, transformation and fertility. In certain contexts
(e.g. novice diviners) red pigment on a woman refers to
her paternal ancestors. By contrast, applying black to the
pots is a sign of respect for the ancestors as they prefer
cool and dark places. The same notion is possibly applied
to the archaeological context of Mgoduyanuka, a Late Iron
Age site in the upper uThukela Basin. If so, then the black
burnished sherds might have come from pots that were
manufactured in the homestead. Similarly, plain sherds
might have come from brewing and other cooking vessels
produced at home. Red-coloured pots, on the other hand,
might have been brought in – through marriage exchange
– by young wives. The aim of this project is to identify the
clay fabric of the Mgoduyanuka ceramics to determine
whether the different coloured pots are made from one
source of clay or from two or more sources. In so doing
I explore the relationship between coloured pots and
marriage alliances in the Late Iron Age. This work relies
on portable XRF and other analyses.

PHOTOGRAPHING
COLLECTIONS IN MUSEUMS
Which, Why, When, Who and How?
Igor V. Muratov
KwaZulu-Natal Museum
Due to the progression of digital photography there is
a temptation to photograph every object in all collections.
As the safety, integrity and preservation of objects has
priority, even over inventories, collection objects must not
be photographed routinely. Only those objects that are
requested to be photographed for a specific reason should
be photographed. Reasons can include publicity (internet
pages, posters and brochures), inventory (monitoring
condition of an object, insurance) and research (substitute
for a loan, scientific publication). Every object in a
collection can be photographed (but should not necessarily
be photographed) and there are significantly different
photographic standards for different types of photos and
objects. For example, properly made exhibition photos,
made for publicity reasons, should not be used for inventory
purposes and in most cases cannot be used for research
purposes. Photos for research purposes require exact
positioning of three-dimensional objects and thus cannot be
taken by a non-specialist.

SCIENCE CENTRES
AND MUSEUMS
Learning From Each Other
Mike Bruton
Based on his experience of developing science centres and
museums in South Africa and the Middle East (Dubai, Bahrain,
Abu Dhabi and Saudi Arabia), and his international involvement
in science centre world congresses, Mike will review the
similarities and differences between museums and science
centres and discuss ways in which they can work together.
Although science centres and museums have different primary
roles in society, they are both involved in engaging the public
with the outcomes of scientific research and can learn from
one another’s best practice in demystifying science and making
it more accessible to the visiting public. The importance of
people-centred activities in science centres, and increasingly
in museums, and the role of ‘hands-on, minds-on, hearts-on’
interactive displays, will also be discussed.
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ABSTRACTS

THE TRANSFORMATION
OF MUSEUMS FROM PLACES OF
CURIOSITIES TO CULTURAL
HUBS FOR COMMUNITIES
Elrica Henning
uMsunduzi Museum
The vast array of opinions about museums, ranging
from being boring old places to vibrant social spaces,
reflects the situation of museums in South Africa today.
Throughout history, museums across the world have been
forced to reinvent themselves. From cabinets of curiosities
to institutions of social change, museums had to adapt to
a fast-changing environment and society. Political changes,
advancement of technology, etc. have left museums with
various challenges and guided decision-making processes
which have had a major impact on how history and culture
have been preserved and presented. The role of museums
over the past few years has been extended to support
government social policies, especially those museums who
receive public funding. One of the focus areas is the role of
museums in social cohesion and nation building. Museums
have greater public accountability and are increasingly put
under pressure to indicate how communities benefit from
museum programmes and activities. Thus, there is more
emphasis on service delivery in relation to community needs
and expectations and greater focus on access, redress and
national development. The social and developmental role
of museums is not unique to South Africa. Internationally
there is a move towards museums embracing their role as
agents of social change. One such role is the promotion and
development of sustainable communities. It is a reality in
South Africa that many communities in the past did not have
access to museums as part of the racial policies of apartheid,
however, many communities today still don’t have access
to museums because of economic and other challenges.
Museums had to start thinking creatively and now more
museums are taking a more hands-on approach by taking
museums to the people. Today more museums in South
Africa are determined to create opportunities for learning,
becoming cultural hubs, centres of knowledge and spaces for
dialogues realising their role within the current education
system. Museums’ focus has shifted from just collecting
objects to actively engaging with communities. Museums are
also moving away from only focusing on the past to engage
with current issues and to talk about the future.
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HOW CAN WE CHANGE THE
WAY THAT WE INTERPRET
AND UTILISE OUR MUSEUMS?
Reinhardt Hartzenberg
KwaZulu-Natal Department of
Arts and Culture
Key questions arise when one attempts to analyse the
current state of museums in South Africa. We urgently need
to change the method in which we engage and communicate
with our audiences in museums if we wish to remain relevant
in the modern information age. Technology facilitates and
improves the way we communicate a large volume of
information with visitors in an enhanced and well-structured
manner. This outcome is often attained at a significant cost,
but this is not always the case. The incorporation of new ideas
can be achieved within a modest budget. This presentation
addresses these questions by drawing on a recent field trip to
Europe as well as other case studies to look at ways that we
can perhaps modify and enhance our museums to be more
responsive and engaging. The demand for museums to be more
inclusive has not abated, nor has the demand for them to be
more responsive to contemporary needs. In this paper I wish
to reflect on some ideas that I have observed in international
museums that can possibly contribute to building stronger and
healthier museums in South Africa. Firstly, museums must be
a place of conversations and dialogues. A museum also needs
to be a place of learning and education. I will attempt to look
at new methods of actively gathering information content
for museums and how the visitors experience can be made
more engaging. What was truth yesterday may be a lie today.
Preservation and better understanding of the past and present
must be one of the key focus areas if we wish to build thriving
‘cultural hubs’. We will also need to strengthen our networks
in term of working together as museums and abolishing the
‘silo mentality’ that remains so prominent in museums today.

PRESIDENT’S REPORT
to the Annual General Meeting
24 October 2019
Regina Janse van Vuuren

STRATEGY AND POLICIES

•

The final version of the Strategic Plan and Annual
Performance Plan has been circulated. As suggested by
members the plan has been aligned with the National
Development Plan.

•

No progress can be reported regarding GRAP 103.

•

The President drafted a Media Policy for SAMA and
submitted it to Council. The aim with the policy is
to prevent members from making inappropriate and
unauthorised statements on behalf of the SAMA
Council. In addition, the policy aims to establish
authorised channels of communication and to assign a
spokesperson for SAMA.

•
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In order to be able to apply and receive funding from
Government Departments and Institutions SAMA
has to register as an NPO or NPC. As the process
to register as a NPO will require extensive revisions
to the SAMA constitution, SAMA has registered as a
NPC. SAMA is continuing to pursue registration as
an NPC and a first draft of the revised constitution
has been prepared and submitted by Ms Gertenbach
and submitted to Council for input. We would like to
acknowledge the many hours Ms Gertenbach put into
the revision of the constitution and Mr Mbhokodo for
his efforts to organise the NPC registration.

LIAISON AND COMMUNICATION

•

Mr Mbhokodo and the SAMA President met with
officials of the national Department of Sports,
Recreation, Arts and Culture in November 2018
to discuss possible collaborations between SAMA
and DSCRAC. SAMA agreed to collaborate on a
survey of museums soon to be undertaken by DSRAC.
SAMA and DSCRAC signed a Terms of Reference in
this regard. SAMA also submitted a funding proposal
to DSRAC. It is expected that funding to the amount
of R150 000 will be received from DSRAC.
Mr Mbhokodo played a key role in building the
relationship between SAMA and DSRAC.

•

The following conferences and workshops were
attended by the SAMA President or Councillors:
•

WORKSHOP ON THE NATIONAL
POLICY ON REPATRIATION AND
RESTITUTION OF HUMAN REMAINS,
OCTOBER 2019

•

HERITAGE SYMPOSIUM AT THE
GEORGE MUSEUM

•

HERITAGE WESTERN CAPE
WORKSHOP, PRINCE ALBERT MUSEUM

•

ICOM 2019, KYOTO, JAPAN

PRESIDENT’S REPORT

•
TRAINING AND PROFESSIONALISM
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•

The Training Committee met in July 2019 in Cape
Town where they discussed a draft proposal for a
standardised SAMA training programme drafted by
Ms Snel and Dr Vollgraaff. The programme will be
introduced over the next three years and is geared
to both entry level and more experienced museum
employees. The proposal was approved by Council.

•

The need for SAMA to become an accredited
professional body was identified by Council. With
this purpose in mind the President attended a SAQA
Introductory Workshop in November 2019. As a first
step SAMA has to register as an NPO. Thereafter a
process to establish designated museum professions
will follow. The next step would be for all SAMA
members to register on the SAQA database. The
whole process can take up to seven years to complete.
The Council approved the establishment of a subcommittee to manage this process and I will continue
to chair this sub-committee.

•

Train the trainer workshops: Ms Snel reported on
this three-year programme, a collaboration between
SAMA, the Dutch Embassy, the Dutch Cultural
Heritage Agency, the Rijksmuseum and the University
of Amsterdam. The purposes ofthese workshops is
to train experienced museum professionals to become
trainers in their respective conservation fields.
The participants of this programme will roll out a
SAMA training programme in future.

•

I would like to thank Ms Snel, the chairperson of the
SAMA training committee, who spent many hours and
much dedication to organise this programme and to keep
the relationship between the Dutch and SAMA alive.  

COMCOL-SAMA  workshop proposal:
Council approved a proposal by Dr Vollgraaff for a
joint workshop with ICOM COMCOL on decolonising
collections in Cape Town in 2020. SAMA and ICOM
COMCOL will submit a joint funding proposal to
the ICOM Special Project Fund in December 2019.
SAMA committed additional funding to the project
if the funding application is successful. I would like
to thank Dr Vollgraaff for initiating this workshop
and drafting the proposal.

MARKETING AND BRANDING

•

Council agreed that the completion of the website
should be a priority. To minimise costs it was decided
to upgrade the existing website and a meeting with
the existing web designer, Janey Cramer, was held to
discuss a proposal in this regard. Ms Joannides will
take the process forward.

•

Samantics:
Since the last AGM in 2019, two issues of Samantics
were published. I would like to encourage SAMA
members to use this tool to advertise their projects
and museums, and at the same time to practice their
publication skills. I would like to thank Dr Vollgraaff
who manages the newsletter, Dr Rall for her language
editing and proofreading and Sam Horowitz and her
team at Totem Media for their in-kind sponsorship
ensuring a professionally designed newsletter.

•

Council identified the need for a new sub-committee
dealing with branding and promotion to improve
SAMA’s profile and image.

TRAIN THE TRAINER
WORKSHOPS

Textiles, fur, mixed materials
November 2019

Basic preventative conservation
July 2018

Wood, organic materials, natural
history collections February 2020

Paper, photos, maps, etc.
February 2019

Metal, ceramic glass
November 2020.

PRESIDENT’S REPORT

PUBLICATIONS

SAMAB: Professor Benson tabled her report in which
she acknowledged the support of her co-editor
Dr Tiley-Nel. A new editorial board has been
appointed and one of the members, Alexander
Andreou, has offered his services for language editing
free of charge. The editorial team has come to the
conclusion that SAMAB must reposition itself to be in
line with the new definition of museums and to reflect
transformation in this country. Professor Benson
welcomed plans to rebrand SAMA as SAMAB needs
to get a new look and maybe even a new name.
Professor Benson mentioned cost-saving measures
that had been introduced, for example using a
volunteer for language editing, printing only fifteen
hard copies of the journal and getting postage done
through the University of Pretoria. I would like to
thank Professor Benson and Dr Tiley-Nel and the
SAMA team consisting of editorial board members,
proof-readers and peer reviewers for many hours
spent on this journal.

•

INDIVIDUAL

INSTITUTIONAL
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INDIVIDUAL MEMBERSHIP WHO CAN
BE ELECTED AS OFFICE BEARERS ON
REGIONAL COMMITTEES AND/OR
NATIONAL COUNCIL. THEY RECEIVE
REDUCED FEES FOR CONFERENCES
AND WORKSHOPS AND MAY APPLY
FOR SPECIAL GRANTS. THEY HAVE
FULL VOTING RIGHTS.

•

REPRESENTATIVES OF INSTITUTIONAL
MEMBERS CANNOT BE ELECTED
AS OFFICE-BEARERS.
A LIMITED NUMBER OF STAFF MEMBERS
OF AN INSTITUTIONAL MEMBER
QUALIFY FOR REDUCED CONFERENCE
AND WORKSHOP RATES, AS FOLLOWS:

CATAGORY

An increase of membership fees from 2020 has been
approved by Council. The new fees are:

SPECIAL
CONCESSION

•

A
< 20 staff

MEMBERSHIP

•

SAMA members requested an explanation of
membership categories, including voting rights and
eligibility for elected positions. The categories are:

Volunteers, students
and retired persons
etc. on special request

R 100

Earning
< R10 000 / month

R 200

Earning
> R10 000 / month

R 300

A < 20 staff

R 400
R 1 000

C 51–80 staff

R 2 000

D > 80 staff

R 3 000

C
51–80 staff
D
> 80 staff

•

B 21–50 staff

B
21–50 staff

NUMBER OF
STAFF MEMBERS

•

1
2
3
4

Regional levies: The Council received a resolution
from SAMA Western Cape, requesting that the
levy that the regions receive from membership
fees should be increased as an incentive to be
more active. After a lengthy discussion, Council
decided against increasing the levy. However,
depending on funding available, funds can be
made available for regional projects. Regions will
have to apply for these funds. Ms Joannides,
SAMA Western Cape Chairperson, was satisfied
with this decision.

PRESIDENT’S REPORT

•

•

Membership statistics:  A comparison of membership
figures over the past few years was tabled.  Although
the figures have passed the 300 mark they were just
short of last year’s record.

Regional levies: The Council received a resolution
from SAMA Western Cape, requesting that the levy
that the regions receive from membership fees
should be increased as an incentive to be more
active.  After a lengthy discussion, Council decided
against increasing the levy. However, depending
on funding available, funds can be made available
for regional projects. Regions will have to apply
for these funds. Ms Joannides, SAMA Western Cape
Chairperson, was satisfied with this decision.

SAMA MEMBERSHIP 2015-2019
80

60

40

2019

2018
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INTERNATIONAL

LIFE

KWAZULU NATAL

SAMA NORTH

WESTERN CAPE

NORTHERN CAPE

EASTERN CAPE

285 302 304

FREE STATE

251 280

2017

2016

2015

20

PRESIDENT’S REPORT
SAMA REGIONS IN SOUTH AFRICA
PORTFOLIOS AND SUB-COMMITTEES

EXCO identified the need for sub-committees in July 2019
to ensure continuity and accountability for projects. The
following committees/portfolios were identified:
PORTFOLIOS AND
PROJECTS FOR 2019/20

PERSON / POSITION

Governance: Strategy,
Policies, Constitution, etc.

SAMA President and
Exco

Finances

Treasurer:
Chris de Klerk

Liaison and
NPC Registration

Ishmael Mbhokodo

NPO Registration

Chair to be identified

SAQA Registration

Regina van Vuuren

Training

Catherine Snel

Research and SAMAB

Professor Bernadine
Benson

SAMANTICS

Dr Helene Vollgraaff

Website

Helen Joannides

Facebook

Catherine Snel
and Tom Jeffery

Marketing, Branding and
Social Media

Chair to be identified

FINANCIALS

The audit report made available indicates that SAMA’s
finances are in a healthy state. We thank the Treasurer,
Chris de Klerk, for steering our finances in the right
direction and thus enabling us to undertake new projects
in line with the strategic plan. I’d also like to acknowledge
the support of the Executive Committee.
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NORTHERN CAPE
SAMA NORTH

FREE STATE

KWAZULU NATAL
EASTERN CAPE

WESTERN CAPE
The regions are the pillars of the organisation and I’d like
to thank the regional chairpersons and their committees
for their achievements during the year: Steve Kotze (KZN),
Victor Clarke (EC), Helen Joannides (WC), Lebohang Nyenye
(FS), and Isabelle McGinn (SAMA North).
I also would like to thank Marianne Gertenbach who keeps
our office running in her efficient way. She is the backbone of
SAMA and our institutional memory and plays an important
role in supporting the Presidents.Last but not least I’d like to
thank the Director of the Msunduzi Museum for making this
beautiful venue available to us free of charge and the entire
organising committee for an excellent SAMA Conference 2019.

INAUGURATION
SAMA PRESIDENT
2019-2021
Helene Vollgraaff
24 October 2019
I have been a member of SAMA since 1993. I remember my
first conference in what is now Mpumalanga – then still the Eastern
Transvaal. A new world opened for me. Through my involvement with
SAMA, and later ICOM, I had a lot of interesting discussions, learned
a lot and made many friends. And solutions to problems are always
just a phone call away. I like Stephen Weil’s description of museums
as: ‘Safe places for unsafe ideas’. We create new knowledge, new
interpretations and new solutions through interactions with people.
My dream for SAMA is that it will become that ‘safe space’ where
museum workers discuss new ideas, find solutions together and
support each other.

PUBLICATION AWARDS
BEST PUBLICATION
LESS THAN 4 PAGES
Afrikaans Taalmonument en
Museum, Paarl
PROJECT:
Creative writing completion
poster and Youth Day poster

I am grateful to Regina who put a sound institutional foundation
in place. She paid attention to organisational problems and with the
help of Ishmail, Chris, Marianne and the rest of the Council addressed
these issues. Under the leadership of Catherine we revived the
training programmes, Bernadine and Sian built SAMAB to become a
respectable academic journal, and we revived Samantics.
My first aim is to build on these foundations. That is, maintain the
good work and strengthen Samantics to become more representative
of events in the sector and, with Catherine, to introduce standardised
courses for museum workers. This forms part of the process towards
professionalisation, a process driven by Regina. My second aim is to
develop the depth of museological practice. We need to talk more
about what we do, why we do it and how we can do it differently.
Thirdly, although the South African museum sector is very small, we
have produced excellent museologists over the years who have made
contributions on an international level. However, we need a new
generation to take over. We have to recruit the movers and shakers
of the museum sector, to mobilise more members to become
involved in the activities of SAMA, and to create more opportunities
for participation.
I am looking forward to my term as President and working with
you all.
- Helene Vollgraaff
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BEST PUBLICATION
MORE THAN 4 PAGES
Totem Media
PROJECT:
‘Top Secret: Investigating the Past’
- Liliesleaf educational outreach
resource 2018

4571 Covers FRONT
Paper Stock: Cocoon Offset Extra White 100% recycled - 300g
No. pages: 2 (4 sides) No. of colours: 4 - cymk (both sides)
Size: 148 x 210mm (A5) Print Finish: Trimmed to size
Print Run: 300 (to be confirmed)

SAMA Delegates 2019

SAMA National Office
Marianne Gertenbach
021 461 2315
samuseums@gmail.com
www.samuseums.co.za
SAMA Eastern Cape
Victor Clarke
v.clarke@amazwi.museum

SAMA North
Talita Fourie
Talita.Fourie@postoffice.co.za

SAMA Free State
Lebohang Nyenye
nyenye.lm@sacr.fs.gov.za

SAMA Western Cape
Francois Fouché
samawc.chair@gmail.com

SAMA KwaZulu-Natal
Steven Kotze
Steven.kotze@durban.gov.za

Samantics Editorial Committee
Helene Vollgraaff & Medeé Rall
samasamantics@gmail.com

Samantics is a platform on which
to share ideas and keep up to date
about what is happening in museums
in South Africa. Please send us short
articles and news about our museums.
The deadline for the next issue is:
31 May 2020.

