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This is The fifTh exhibiTion of arTworks from 
Southern Africa at the Pucker Gallery but the first since 2001. 
The relationship between Bernie and Sue Pucker and Mynhardt 
Bester started in 1992, resulting in the first Boston exhibition 
in 1994, coinciding with a momentous year in the history of 
modern South Africa. The following 18 years have witnessed 
dramatic changes in our understanding of Southern African 
material culture, and in the appreciation of African art more 
widely. The clay pots, woven baskets, and wooden milk pails, 
meat trays, stools and relish bowls included in this exhibition 
have aged gracefully during this period, whilst comprehension 
of them has shifted from curiosity to ethnographic concern to 
(art)historical attention and aesthetic celebration.
 Nonetheless, objects from Southern Africa (typically 
understood to encompass an enormous area south of the 
Zambezi River) remain underrepresented in museum collections 
and arguably undervalued by global art markets too. Karel Nel 
isolates two reasons for this relative obscurity vis-à-vis the more 
widely admired traditions of Central and West African art. The 
first is the especially complex migratory histories of the diverse 
peoples in this region compared to more settled kingdoms found 
elsewhere in Africa. The tendency until recently to label all 
works from this area “Zulu” is pertinent in this respect, as is an 

understanding that subsequent ethic identities employed by 
historians – Xhosa, Swazi, Tsonga, Sotho – are neither discrete 
nor fixed. The second reason is that the artworks are, “by 
nature, small, domestic and personal rather than large, public 
and institutional, and so, were almost invisible as legitimate 
expression of artistic impulse. They were consequently relegated 
to the status of craft artefact and the region was understood to 
have had no art production whatsoever”.i This relegation was 
compounded because women made many of the pieces. The use 
of masking traditions and power figures famous in other areas of 
the continent are less prevalent in this region, but Nel makes 
the tantalizing observation that it is precisely because of this 
that “seemingly everyday objects are saturated with symbolic 
and social resonances”.ii These domestic objects share the 
aesthetic integrity and material dignity borne of practical use 
made manifest in the patina of their surfaces; they also share a 
communal relevance which is the product of an active social 
life in which the relations, themes and beliefs which constitute 
a culture can be affirmed through multi-sensory allusions carried 
by pattern, form and texture. 
 Roy Sieber’s 1980 exhibition African Furniture and Household 
Decoration at the Indianapolis Museum was groundbreaking 
in its focus upon the aesthetic decisions in the production of 

Zulu Beerpot
clay 
6 x 9 x 9”
SA517
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Uphiso, Zulu Beerpot, Amasumpa Design
clay 
14 x 11 ½ x 11 ½"
SA459

Zulu Beerpot, Amasumpa design
clay 
8 ½ x 8 ¼ x 7½"
SA82 

Uphiso, Zulu Beerpot
clay 
12 ¼ x 14 ½ x 14 ½"
SA484
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domestic objects, whilst the monumental 1995 show Africa: The 
Art of a Continent at the Royal Academy of Arts in London was 
one of the first occasions when the achievements of Southern 
Africa were appropriately recognized alongside those of the rest 
of the Continent. The 1991 exhibition Art and Ambiguity at the 
Johannesburg Art Gallery was a landmark event in the public 
rehabilitation of traditional South African art in the country 
itself, and a number of South African institutions established 
“repatriation policies” and “heritage” collections in the wake 
of Liberation.iii  In the decade since the last Pucker Gallery 
exhibition in 2001 this increased recognition for Southern 
African art has continued, registered in publications such as 
Tracing the Rainbow: Art and Life in Southern Africa (2001), 
The Art of Southeast Africa (2002), The Art of Southern Africa 
(2007), and in exhibitions including The Art of Daily Life: 
Portable Objects from Southeast Africa at the Cleveland Museum 
of Art in 2011. Sandra Klopper has surveyed the key issues 
facing the collecting of South African art in the last ten years 
or so, and emphasized the importance of Jonathan Lowen, Udo 
Horstmann and Kevin Conru in establishing the parameters 
preceding a worldwide market for Southern African art and for 
encouraging others to appreciate its beauty and value.iv  
 Yet this period has also witnessed the acceleration of 
trends that threaten the integrity of Southern African artistic 
traditions. Environmental factors such as deforestation have 
colluded with economic pressures including urbanization to put 
the rural areas where most of these objects were produced under 
increasing pressure with the sourcing of raw materials and the 
learning of traditional techniques at risk. Global appreciation 
for Southern African art has also had detrimental effects; whilst 
the naming of specific artists is something to be celebrated, the 
desire for recognition has led to innovations driven as much 
by what Susan Vogel calls “the pressure of idiosyncrasy” as by 
intuitive creativity.v In traditions premised on citations of an 
established formal and stylistic vocabulary forged through use 
and function and where as Nel asserts, “the subtle variations and 
unexpected nuances are what distinguish the remarkable pieces 
from their more standard counterparts”, such a pressure can 
undermine as much as extend the integrity of certain media.vi 
The challenge of managing innovations in form and decoration 
alongside the maintenance of traditional aesthetic vocabularies 
faces many cultures across the globe of course.
 One set of objects in the exhibition which these 
developments are particularly relevant for are Zulu beer pots. 
The ceramic arts of Africa were the subject of a special edition 
of African Arts in Spring 2007, and were showcased in the Art 

Institute of Chicago’s 2005 exhibition For Hearth and Altar: 
African Ceramics from the Keith Archepohl Collections curated 
by Kathleen Bickford Berzock, which devoted a whole section 
to beer vessels. The distinctive black color, burnished sheen, 
surface decoration and restricted series of shapes have become 
increasingly celebrated. Indeed, they have been made literally 
iconic since 2003, when King Zwelithini unveiled Spirit of 
Emakhosini, a giant bronze Imbiza (beer pot) on a lookout hill 
in the eMakhosini Ophathe Heritage Park as a symbol of Zulu 
cultural identity and an expression of people coming together 
in friendship. A number of Zulu ceramicists have become very 
successful, notably Nesta Nala (and her extended family) and 
Clive Sithole, whilst the sleek abstract shapes of the genre 
as a whole that balance geometric design and organic form 
are particularly in keeping with trends in Anglo-American 
sculpture and prevalent tastes in interior design. 
 Archeological research indicates that ceramics have been 
made in the region of KwaZulu-Natal since the second century 
B.C.E, but the rise of the distinctive blackened beer vessel is 
probably a nineteenth century development.vii The main types 
of contemporary Zulu pottery – imbiza, uphiso, iphangela, ukhamba 
and amancishane – are designed with the brewing, transportation 
or drinking of utshwala (sorgum beer) in mind. Utshwala is a 
crucial part of the Zulu diet. The milky pink liquid has a modest 
alcohol content and is very nutritious, containing Vitamins B 
and C as well as carbohydrates and minerals. The nineteenth 
century traveler Adulphe Delegorque said of sorgum beer that, 
“it quenches the thirst, it strengthens a man when he is weak, 
and it takes away fatigue; much more than this, it gives rise to 
a gentle gaiety and…makes a better man”.viii Both men and 
women consume utshwala (but normally in separate groups), and 
it is served at many ritual events and social gatherings. The beer 
pot helps instill a sense of community as it is passed around, and 
many drinkers maintain that utshwala also tastes better from the 
ukhamba compared to any other vessel. Women brew the beer 
in large, wide-mouthed pots called izimbiza that are also used 
to store water. These vessels normally contain approximately 
50 liters and although they are unblackened it is customary to 
coat the surface with a slip of fine clay mixed with cattle dung. 
Despite their size (up to 39” high and 28” wide) and function, 
the walls of izimbiza remain very thin (less than one third of an 
inch thick) which is a trait of all Zulu pottery and testament to 
their skillful manufacture.
 SA459A is a good example of an uphiso, traditionally used 
for transporting liquids, and defined by the neck extending 
from the body of the vessel to prevent spilling. Increasingly 
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Zulu Beerpot, Amasumpa Design
clay 
13 x 15 ¾ x 15 ¾"
SA92

“Chiuno” Sitting Stool, Tonga 
wood  
8 x 23 x 5½"

 SA63 

Milk Pail 
wood 
15 x 9 ½ x 9 ½"
SA793
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displaced by plastic or metal containers to carry beer or water 
long distances, the elegant proportions (the neck is typically 
one third to one quarter the diameter of the body) and 
technical sophistication make the uphiso desirable in the global 
marketplace. Typically placed in the center of the room, an 
Iphangela is used for decanting beer into smaller pots via the 
use of a dried gourd (inkhezo). Like much Zulu pottery they are 
slightly porous (a result of the relatively lower temperatures of 
pit-firing compared to kilns), allowing them to ‘sweat’. This 
helps to keep the liquid contents cool and fresh, as well as 
adding to the sensation of animation in the vessel. Zambian 
water vessels such as SA816 function in a similar manner and 
have been labeled “African refrigerators” because of their clever 
management of slow evaporation.ix 
 The most widely used type of Zulu pottery is Izinkamba. 
They can vary in size as the examples in this exhibition reflect, 
but the form is dictated by their function as communal 
drinking vessels passed around in a circle. Attractively 
round with an unornamented lip and evenly worked walls, 
Izinkamba are always fired twice, transforming the color 
from pale buff or red into lustrous black.x Whilst clearly an 
aesthetic decision (second firing does not really strengthen 
the vessel), this blackening also has spiritual significance since 
the color is associated with the ancestors (amadlozi). Believed 
to be involved with all aspects of beer consumption, amadlozi 
are thought to be attracted to cool, dark places. This spiritual 
function also informs the manufacture of amancishane, which are 
small beer pots. Often translated as “little” or “stingy”, they may 
have been used for guests who were not particularly welcome, 
but may also have been used to offer beer to the ancestors on 
the umsamo or family altar at the back of the hut, marked by a 
low semicircular wall (ubundu).xi Whether or not they facilitate 
the participation of amadlozi during a beer feast, the blackened 
surfaces certainly evoke the significance of ancestral presence. 
Whilst the design of traditional beer pots is normally restricted 
to these main types, there are variations such as SA82 a small 
pot with an unusual foot that could be an allusion to European 
chalice designs or derived from Sotho pedestal cups, and SA517 
that is something of a cross between a ukhamba and a bowl for 
serving food.  One thing all Zulu ceramics share is a resounding 
ring when tapped with the knuckles. Those that are literally 
unsound are considered dead (ifile).
 Zulu beer pots are also categorized by techniques used in 
decoration. When a number of them are seen together the 
complex variety of scratches, protrusions, gouges, impressions, 
shapes, angles, and depths of incision or heights of relief 

becomes clear. Within the restricted range of the rounded 
blackened surface, the gestural multiplicity is very potent. 
There are a variety of techniques used including adding 
nodules of clay to the outside and applying pressure from 
the inside, but all are done when the pots are leather-hard. 
The textured decoration is partly functional, improving 
grip on the otherwise slippery surface of the pot when full 
with liquid, but it also wonderfully offsets the glossy sheen 
produced by burnishing (the compacting of the clay surface 
through laborious rubbing normally with a smooth stone). 
The bands, chevrons, diamonds, triangles, circles, arcs and 
floral motifs would be less resonant on a duller surface. Most 
designs are ordered by geometry and symmetry that becomes 
more vivid when viewed from above. The radial symmetry 
of SA484 can be experienced through touch when handled 
from the side; but the manner in which the differently incised 
quadrants emphasize the elegant swelling of the uphiso and 
the balanced proportions of mouth, neck and belly is clearer 
to our eyes from overhead. Similarly, the carefully handled 
zigzag design of SA536 accentuates the wonderfully realized 
spherical shape of the vessel at the same time as generating a 
meandering horizontal axis along which the raised and bumpy 
amasumpa design is carried. Amasumpa is a widespread Zulu 
motif. Often translated as “warts” this laborious process of 
applying pellets of clay to the surface may originally have been 
a symbol of wealth and a royal prerogative, alluding to great 
herds of cattle. The design is also prevalent on izingxotha, brass 
armbands given to subjects by Zulu kings, and the same term is 
used for the notches on counting sticks, used to determine the 
heads of cattle in a powerful individual’s herd.xiii Amasumpa is 
also found on headrests, meat trays and milk pails, conveying 
a message of prestige before becoming a more general 
symbol of Zulu identity. Other patterns, such as X-shaped 
arrangement of Amasumpa on SA92 could have derived from 
the design of Zulu shields, and originally many of the surface 
embellishments might have served as geographical markers 
or regional stylistic coordinates.xiv  
 The objects in this exhibition vary in medium and 
encompass a number of different peoples (Zulu, Lozi, Makonde, 
Luvale, Tonga, Chokwe) widely dispersed across South Africa, 
Zambia, Angola and Mozambique. This diversity is a product of 
Mynhardt Bester’s traveling history and Bernie Pucker’s aesthetic 
preferences. But there are also powerful points of reference here, 
uniting the objects as a collection, and illuminating each piece 
through comparison and juxtaposition. There is a coherence, 
a “family resemblance” discernible in the arts of Southern 
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“Chituru” Sitting Stool, Tonga/Chokwe
 wood 
 9 ½ x 6 ¾ x 7" 
 SA168

“Chituru” Sitting Stool, Tonga/Chokwe
 wood 
 10 x 9 x 8 ¾"
 SA167

Sitting Stool
wood 
10 ½ x 15 ½ x 15"
SA318

“Chituru” Sitting Stool, Tonga/Chokwe
 wood 
 12 ½ x 13 ½ x 13 ¼"
 SA161
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Africa, founded upon the beauty of the useful object, and 
forged through the fusion of form and function.xv Nel sees this 
coherence as the product of a shared sensibility derived from 
the echo of a semi-nomadic pastoral existence in the past, and 
Isidoe Okpewhu writes of an ‘ecology of art’ in Africa, rooted 
in the experience of the landscape.xvi It is tempting to see the 
attention paid to the worn surfaces in a spectrum of earthy tones 
on display in the exhibition as in some way homologous to the 
strikingly poetic terminology traditionally used in the region to 
describe the patterns and colors of the hides of cattle.xvii There 
is an intense, observed quality to this vocabulary, merging the 
practical with the aesthetic, attesting to the historic centrality 
of cattle to the cultures of southern and eastern Africa.
 The objects on display speak a language of physical 
nourishment: meat, beer, milk, water, relish, grain. Many are 
also rooted in acts of communality and hospitality. Relish 
bowls, meat trays, beer pots, cooking vessels and milk pails 
were not private things; they are resonant of social life and 
of sharing, with the size, shape and decoration determined 
in part by the customs and networks of social and familial 
interdependence. They were conceived with conveyance in 
mind: moving, containing, presenting or supporting liquids, 
food, flesh, bodies. As a result, a powerful sensation of balance 
pervades many of the works, exemplified in the Tonga Sitting 
Stool SA63. When one holds the stool by the handles that 
terminate the dramatic arc evocative of cow horns, the striking 
distribution of weight is experienced. This masterful resolution 
of forces is perhaps surprising given the rough hewn nature of 
the carving, but the sticky resin underneath the handles marks 
their significance, the residue evocative of its use, design and 
handling. Traces of bodily contact are also prevalent in these 
artworks. The rich patina that dignifies the surfaces is not just 
the result of the human hand; it is a product of the mouth raised 
to the unornamented lip of the beer pot, the grip of the thighs 
on the sides of the milk pail, the wear of the buttocks on the 
sitting stool, the impress of the crown of the head supporting 
the water vessel, the residue of hair and sweat on the headrest. 
These corporeal signs do not just authenticate these artworks, 
they personalize and enliven them too, even in the sanitized 
quarantine of the gallery environment. 
 Bodily proportions and bodily metaphors also unite these 
objects. To our eyes, the size of SA318 may seem excessively 
modest, but in fact the sitting stool is remarkably comfortable; 
the economical blending of concave and convex surfaces 
in the design reveals a developed appreciation not only of 
wood but also of human contours. The symbolism of human 

bodies is pronounced in the case of caryatid stools such as 
SA168, where the seat is carried on the head, back or hands 
of carved figures.xviii Even in abstract designs such as SA167, 
the support for the seat has anthropomorphic qualities; the 
radiating wooden armatures seem to move like legs and bend 
like knee joints. We could even see the latticed support of 
SA161 in human terms; a visual echo of a seated, embracing 
couple remains discernible. The form of the double-handled 
meat tray SA217 is determined by the width of an adult torso 
as well as the thickness of fingers. The raised design on the 
base of the tray accentuates the convex side, and offsets the 
evocative smoothness of the serving surface, but these objects 
may have functioned as lids as well as trays, fitting together 
on one another to create an enclosure for the cow or goat 
meat between them. The four short legs raise the tray off 
the ground but also allude to the legs of a cow, generating a 
fusion of the figurative and the abstract that we can discern 
in the sitting stools, the bird-design of the handle in the Lozi 
relish bowl SA336, and the imputation of breasts, torso and 
stomach in the sensuous lugs and sides of the milk pail SA793. 
Bodily proportions also determine the size of the opening of 
Izinkamba, premised on the span of an adult woman’s hand. 
This proportion ensures that beer can be drunk without the 
nose or eyes striking the rim of the ukhamba. The parallels we 
draw between ceramics and the human body are embedded 
in the language we use for their components parts of course, 
they are modeled in our own image: foot, belly, shoulder, lip, 
mouth. The symbolic potential in the interior space of pottery 
and in the notion of containment is particularly pronounced 
in Africa, with allusions to pregnancy widespread. These 
connections to the human body are magnified by the surface 
embellishments, with burnishing enhancing an allusion to 
the glow of skin and the patterns incised into or raised up off 
the clay or wooden surface evoking memories of cicatrization, 
even if these are half-forgotten and rarely practiced now. 
 A fundamental sense of earthiness and immediacy is often 
celebrated in African art, and proximity to the land literally 
and symbolically grounds the works on display. Clay is of the 
earth of course, an alluvial medium ideally suited to expressing 
the riverbanks and hillsides from which it is dug. Zulu pottery 
is also made when sitting on the ground (a position that in-
forms how the coiling is performed), but even once fired and 
finished beer pots remain proximate to the earth since, as Per-
rill explains, “the rules of Zulu politeness, ukuhlonipha, dictate 
that one pass an ukhamba by placing it on the ground before 
or beside the next drinker”.xix It is disrespectful to stand when 
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Mikeke, Lozi Relish bowl
wood 
7 ½ x 11 x 6 ½"
SA336

Zulu Meat Tray
wood 
3 ¼ x 18 ½ x 9 ¾"
SA217
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notes
i Karel Nel, ‘Consonant with cattle-culture: the art of the portable’, Klopper & Nel, The Art of Southeast Africa, Milan, 2002, 13. 
ii Nel, ‘Cattle-culture’, 20. Other causes for the neglect include the preponderance of organic materials used, the conception that beadwork was the primary means of visual expres-

sion in Southern Africa, and the paucity of scholarly sources necessary for dating, attribution and contextualization.
iii The impact of Apartheid on traditional South African material traditions has been the subject of much recent debate. The Bantu Education Act of 1953 that denied equal educa-

tion rights and sought to create differential syllabi prohibited sculpture, painting and other ‘fine art’ activities in the rural ‘homelands’, but ‘artisanal’ activities including basket 
weaving, carving and pottery were actively encouraged. Whilst this fostering of indigenous crafts undoubtedly constituted a pernicious reinforcement of stereotypes and a limita-
tion on black South African’s acquisition of ‘western’ culture and ideas, it also advanced production, technical expertise and, arguably, local pride. See Marion Arnold and Brenda 
Schmahmann eds., Between Union and Liberation: Women Artists in South Africa 1910-1994  Aldershot and Burlington, 2005.

iv Sandra Klopper, ‘South Africa’s Culture of Collecting: The Unofficial History’, African Arts, Winter 2004, 18-24. 
v Susan Vogel, Baule: African Art Western Eyes, New Haven and London, 1997, 70.
vi Nel, ‘Cattle-culture’, 27. Tendencies in the production of recent Zulu pottery and basketry that have aroused controversy include narrative decoration, the expansion of size or 

shape beyond practical usefulness, the external application of beadwork, and experiments with radically different colors and finishes.
vii See Frank Jolles, ‘The Origins of the Twentieth-Century Zulu Beer Vessel Styles, Southern African Humanities, vol. 17, December 2005, 101-151. Jolles believes it was between the 

reign of Shaka (c.1787-1828) and the Anglo-Zulu War of 1879 that twice-fired clay pots replaced baskets as the most common drinking vessel. He also identifies five regional styles 
based on form and surface decoration, even if these have been blurred by increased mobility and urbanization in the past 40 years.

viii Quoted in Juliet Armstrong, Gavin Whitelaw and Dieter Reusch, ‘Pots That Talk’, Southern African Humanities, vol. 20, December 2008, 516. 
ix Kathleen Bickford Berzock, For Hearth and Altar: African Ceramics from the Keith Archepohl Collection, New Haven and London, 2005, 186. 
x The blackening is a combination of reduction (lack of oxygen blackens the clay) and carbonization (soot is deposited on the surface of the pot). Potters prefer to use aloe and 

euphorbia as fuel since the leaves provide a more consistent firing temperature than other materials. See Elizabeth Perrill, Zulu Pottery, Noordhoek, 2012, 40.
xi Imbiza are stored in this area, and the ancestors are thought to find the umsamo particularly inviting since they like “emathuzini” or “place of shadows”. Even broken pots can serve 

a role as surfaces for burning incense on, as an additional offering to the ancestors. See Perrill, Zulu Pottery, 9.  
xii See Mynhardt Bester’s comments in the catalogue accompanying Works of Art by the People of Southern Africa IV, 16. 
xiii Anitra Nettleton, ‘Personal Objects and the Desire for Individuation: The Pethica Collection’, The Art of Southern Africa, Milan, 2007, 15.
xiv For an extensive if speculative interpretation of the symbolism inherent in the motifs used in Zulu pottery embellishment and the connections to Zulu cosmology, see Armstrong, 

Whitelaw and Reusch, ‘Pots That Talk’, 527-542. The scratching in of words and letters has also become common, just as it has in Lozi water vessels like SA417 (P10). The use of 
graphite enhances the clarity of linguistic communication in these pieces, with the words in English markers of geographical origin and the impact of modernity.

xv The interrelationship between Zulu pottery and Zulu basketry is especially marked since they were interchangeable for a long period, both serving as containers for food and liquid. 
Both are made using a similar coiling technique, and their interaction is vividly expressed through the use of small woven rings of ilala palm called inkatha to cushion and support 
the transportation of beer pots on the head, and the use of izimbenge, saucer-shaped baskets used as lids for beer pots when men are served beer, and as repositories for foam when it 
is skimmed from the top of utshwala. Beer skimmers and strainers are also often made of woven ilala leaves. See Jannine van Heerden, Zulu Basketry, Noordhoek, 2009, 21-29.

xvi See W. D. Hammond-Tooke, ‘Cattle Symbolism in Zulu Culture’, in Carton, Laband and Sithole (eds), Zulu Identities: Being Zulu, Past and Present, New York, 2009, 68.
xvii See Hammond-Tooke, ‘Cattle Symbolism’, 62-66, and Nel, ‘Cattle-culture’, 18.
xviii Marie-Louise Bastin claims that the Chokwe only started producing caryatid stools after contact with the Luba or Pende in the nineteenth century. The Chokwe are famous for the 

production of elaborate thrones and prestige chairs as a result of their encounters with Portuguese traders from the 17th century onwards. The meaning of caryatid figures has been 
much debated, but they probably refer more to ancestors and to the notion of bearing the weight and authority of the nation than to the imputation of (gendered) servile status. 
See Sandra Boccola (ed), African Seats, New York, 1995, 109, 183. 

xix Perrill, Zulu Pottery, 14. 
xx Juliet Armstrong, ‘Ceremonial Beer Pots and their uses’ in Carton, Laband and Sithole (eds), Zulu Identities: Being Zulu, Past and Present, New York, 2009, 416.
xxi Sandra Boccola (ed), African Seats, New York, 1995, 19.

drinking. Even on the umsamo pots remain close to the ground 
since the sacred space is often only slightly elevated; Arm-
strong claims that, “custom dictates that the drinking and stor-
ing vessels are always kept on the floor or at ground level and 
never stored on tables. This is to ensure that the amadlozi have 
constant access to the vessels”.xx The significance of viewing 
the decoration of beer pots from above is confirmed in this 
way. Milk pails are used by squatting close to the ground, but 
the height of southern African stools is the clearest iteration of 
earthy proximity: “African seats typically vary between 8 and 
30 centimeters, European chairs between 48 and 50 centime-
ters. The former range corresponds to the squatting position 
widely adopted in Africa thereby evoking a way of life that has 
its natural resting and working place on the ground”.xxi 
 The Zambian cooking pot SA266 is a modest, domestic, 
portable object. It also has an austere beauty borne of aesthetic 

integrity premised on serving a human need. The very 
constraints of purpose and material provided the inspiration 
to resolve a refinement of form. It has a unique patina through 
personal use and communal hospitality and is a vivid example of 
dignified balance, and of a visual language of nourishment and 
conveyance. As a result, it a fitting emblem for this exhibition 
of works of art by the people of Southern Africa.

— JonAthAn ShirlAnd, August 2012
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Transformed.



12

Cooking Pot, Zambia
clay 
6 x 8 x 8"
SA267

Cooking Pot, Zambia
clay 
4 ¼ x 6 ¼ x 6 ¼"
SA266

Cooking Pot
clay 
5 x 7 x 7"
SA471

“Nkoya,” Lunda Sitting Stool
 wood 
 8 x 10 ½ x 10 ½"
 SA69 

Zulu Beerpot
clay 
9 x 7 ½ x 7 ½"
SA769

Zulu Beerpot
clay 
11 x 12 ¼ x 12 ¼"
SA880
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Zulu Beerpot, Amasumpa Design
clay 
11 ¼ x 12 x 12"
SA831

Zulu Beerpot
clay 
11 x 12 x 12"
SA24

Mulondo, Zambian Water Pot
clay 
11 ½ x 8 ¼ x 8 ¼"
SA263

Mulondo, Luvale Water Pot
clay 
10 x 9 ½ x 9 ½"
SA261
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Ugqoko, Zulu Meat Tray
wood 
1 ¾ x 24 ½ x 10"
SA618



15

Zulu Beerpot
clay 
10 ½ x 12 ¼ x 12 ¼"
SA201

Zulu Beerpot
clay 
10 x 12 x 12"
SA221

Mulondo Luvale Water Vessel 
clay 
13 x 10 x 10"
SA457

Zulu Beerpot, Amasumpa Design
clay 
10 x 11 x 11"
SA685
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Mulondo Chokwe Water Pot
clay 
13 x 10 ½ x 10 ½"
SA442

“Chituru” Sitting Stool, Tonga/Chokwe
 wood 
 11 ¾ x 13 x 13 ¼"
 SA159

“Chituru” Sitting Stool, Tonga/Chokwe
 wood 
 10 ½ x 10 ¼ x 10 ½"
 SA171

Zulu Beerpot
clay 
10 ½ x 12 ¾ x 12 ¾"
SA962
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Ugkoko, Zulu Meat Tray
wood 
3 ¾ x 21 ½ x 13 ¼"
SA412



18

Ugqoko, Zulu Meat Tray
wood 
3 ¾ x 24 ½ x 11 ¾"
SA74
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Zulu Beerpot
clay 
8 x 12 x 12"
SA516

Uphiso, Zulu Beerpot
clay 
13 ¼ x 14 x 14"
SA451

Zulu Beerpot
clay 
12 x 11 ½ x 11 ½"
SA546

Zulu Beerpot, Amasumpa Design
clay 
12 x 12 x 12"
SA946
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Zulu Beerpot, Amasumpa Design
clay 
11 ½ x 11 ¾ x 11 ¾"
SA821

Zulu Beerpot, Amasumpa Design
clay 
8 ¼ x 10 x 10"
SA633

Zulu Beerpot
clay 
8 ½ x 10 ½ x 10 ½"
SA557 

Mulondo Water Vessel
clay 
10 ¼ x 10 x 10"
SA154
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Meat Tray
wood 
3 ½ x 26 ½ x 11"
SA954
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Zulu Beerpot
clay 
9 x 11 x 11"
SA506

Likwana, Lozi Water Vessel
clay 
12 x 13 ¾ x 13 ¾"
SA491

Zulu Beerpot
clay 
10 x 11 ½ x 11 ½"
SA437

Zulu Beerpot, Amasumpa Design
clay 
8 ¾ x 9 ½ x 9 ½"
SA851
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Likwana, Lozi Water Vessel
clay 
9 ¾ x 8 ¼ x 8 ¼"
SA501

Zulu Beerpot, Amasumpa design
clay 
11 ½ x 11 x 11"
SA536

Zulu Beerpot
clay 
11 ½ x 14 x 14"
SA544
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Maselo, Lozi Basket
Chikenge root 
6 x 17 x 17"
SA327

Mbiya, Tonga Pot
clay 
13 ¾ x 16 x 16"
SA306
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Zulu Beerpot
clay 
12 x 16 x 16"
SA912 

Zulu Grain Basket
straw
17 x 15 x 12"
SA717

Mbiya, Tonga Beerpot
clay 
7 ½ x 10 x 10”
SA391

BELOW:
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Likwana, Lozi Water Vessel
clay 
10 x 14 ¼ x 14 ¼"
SA488

Mulondo Water Vessel
clay 
13 x 11 x 11"
SA147

Likwana, Lozi Water Vessel
clay 
14 x 12 ½ x 12 ½"
SA417
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Ugqoko, Zulu Meat Tray
wood 
3 ½ x 27 x 10 ½"
SA612
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Maselo, Lozi Basket
Chikenge root 
10 ½ x 24 ¾ x 24 ¾"
SA326

Zulu Beerpot
clay 
13 x 16 x 16"
SA45
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Zulu Beerpot, Amasumpa Design
clay 
7 x 9 x 9"
SA973

Mikeke, Lozi Relish bowl
wood 
8 ¾ x 9 x 9"
SA562

Zulu Beerpot
clay 
7 ¾ x 9 ½ x 9 ½"
SA429

Zulu Beerpot
clay 
10 ½ x 10 x 10"
SA630
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Zulu Grain Basket
straw
16 ½ x 14 x 10"
SA718 

“Chituru” Sitting Stool, Tonga/Chokwe
 wood 
 8 x 7 ¾ x 7"
 SA170

Zulu Beerpot
clay 
7 x 9 x 9"
SA490
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Zulu Basket
woven grass 
20 x 19 x 19"
SA117
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Mikeke, Lozi Relish bowl
wood 
7 ½ x 8 ½ x 8 ½"
SA317


