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Abstract 

Where does the future of traditional arts and crafts practices, Botswana’s culture, 

lay in the country’s development? With influences from the western world affecting 

Botswana’s cultural heritage, how can these fields be developed and appropriately 

sustained? Tackling identity loss and what it means to be African, the journey to 

reclaiming Africanness* and the heritage of our ancestors, so we cannot only thrive but 

succeed in a world that pushes their ideals far away from our true worth. Interwoven into 

culture and traditions are various outlets that allow for expression and creativity to flow 

and be handed on to the next generation. The ability to care, nurture, and enrich the culture 

and traditions rooted in who we are and how we came into being is vital in this process. 

Oral traditions and visual representation are essential elements of heritage and culture 

within the African continent. How can these be preserved, harmonise, and adapted to 

withstand changes in the ever-fluctuating world while maintaining the essence of 

Botswana’s heritage and culture amid relentless pressure to conform to the western 

ideology of design, art, and craft?   
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1.   Introduction 

Throughout this thesis, I will be exploring and discussing Botswana’s arts and 

crafts and the influence of the western world upon it. Furthermore, looking at cultural 

appropriation, heritage, identity, and identity loss in the context of Botswana and Africa. 

The impact of how colonisers have affected the image and lifestyle of Africans. What 

comes to mind when we think about cultural heritage? Do we think about where we are 

from? Do we still cling to it? The world is changing, evolving, and becoming a melting pot 

where everything is slowly merging because of globalisation. How does globalisation 

affect the future of culture? Where does it stand now? 

This thesis aims to focus on the history and techniques of art and crafts that need to 

be protected. Oral traditions and visual representation are a vital element of heritage and 

culture in Botswana. Stories are recited orally about different aspects of the people’s 

heritage and cultural background, and through the aid of visual representation, we can 

capture narratives physically. To bring them forward in a way that can still be built upon 

and sustain their value. To explore these practices further in a way that pushes the concept 

of how they operate and could be perceived. How can these be preserved and adapted to 

changes of the ever-fluctuating world while keeping hold of the core of heritage and 

culture, amid relentless pressure to conform to the western ideology of design, art, and 

craft? 

1.2 Botswana 

Botswana is a country located in the heart of Southern Africa. It is a land-locked 

country that borders Namibia to the west and north, South Africa to the south and 

southeast, Zimbabwe to the northeast, and meets Zambia at a single north-northeast point. 

Formally known as Bechuanaland Protectorate, Botswana was under British rule until 

September 30th, 1966, when the country declared independence. The national language of 

Botswana is Setswana, while the official language is English. Other notable languages 

spoken include iKalanga, Seherero, Sesarwa, sheKgalagadi. Spanning over 566 730km2, 

Botswana is slightly larger than France. Botswana is mainly a semi-desert, as the 

Kgalagadi Desert covers roughly 80% of the country. As a result, most of the 2,351,627 

population is scattered along the southeast through to the northeast of the country (image 

two). With a relatively small population compared to most other African countries, 
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Botswana only contributes to 0.03% of the world’s population.1 Botswana is divided into 

ten districts, with Gaborone as the capital city of the country. 

 

Image 1: District Map of Botswana.              Image 2: Population density. 

 

Tsodilo Hills and The Okavango Delta have been the only two places thus far to be 

declared world heritage sites in Botswana.2 Both nationally and internationally, Tsodilo 

Hills is considered a cultural heritage site. Several other areas have been petitioned to be 

included on the international list for Botswana. These are Toutswemogala Hill Iron Age 

Settlement, Gcwihaba Caves, Tswapong Hills Cultural Landscape, Makgadikgadi Pans 

Landscape, Mapungubwe Cultural Landscape, Chobe Linyanti System, and Central 

Kalahari Game reserve.3  

Fifty-four years is still relatively young for a country compared to the western 

world; however, the heritage of the land and the people who occupy it date back 40,000 

years.4 It is essential to acknowledge all the different types of people that make up the 

nation’s traditions and lifestyles. These traditions have continued to evolve and continue to 

do so, burgeoning as the country does. To perceive how it makes us a country, with our 

 

1 Worldometer, “Countries in the world by population (2020),” Population by country, Worldometer, July 30, 2020, 

https://www.worldometers.info/world-population/population-by-country/. 
2 UNESCO, “Botswana,” About World Heritage, UNESCO, UNESCO World Heritage Centre 1992-2020, July 31, 2020, 

https://whc.unesco.org/en/statesparties/bw. 
3 UNESCO, “Botswana.” 
4 James, Denbow. Phenyo, C Thebe. Culture and Customs of Botswana. Greenwood Press (Westport, Connecticut July 

2009), XV. 
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culture and traditions, in the Tswana language, we espouse the concept of Botho,* a person 

is a person through other people. Both Ubuntu* and Hunhu* carry the same meaning. They 

are rooted in Southern African philosophy from the Bantu languages, coming from Xhosa, 

Shona, Zulu, Ndebele, and Sesotho.5 It is centred around the notion that community spirit 

is one of the building blocks of society, i.e., I am, because you are, a view of common 

humanity, togetherness; you and me both, compassion and personhood.6 Community spirit, 

most known through Ubuntu in many regions of Africa. 

There are international cities with a significantly larger population than the entire 

country of Botswana. With other African countries struggling with their cultural heritage 

concerning the influences of the western world, one needs to question: How easy is it to 

sustain a cultural heritage when countries with not only larger populations but with several 

ethnicities and cultures struggle with it? The diversity of Botswana is not as varied as some 

of the other African countries are. The lack of wide variety could prove harder for us to 

preserve and upkeep; consequently, there are fewer people who have the knowledge and 

can pass it on, and the lack of diversity provides a higher chance of loss. Furthermore, 

urbanisation is increasing in Africa; thus, there are fewer people left in rural settings.7 

Having provided background into some of Botswana’s challenges to cultural 

heritage, this thesis moves forward to look into the arts and crafts in Botswana specifically. 

1.3 Arts, traditional trades (crafts), and traditions 

Arts and traditional trades of Botswana have grown and evolved over the years just 

as the people have. Traditions and folklore tales have been passed down orally and have 

continued to be significant. Traditional trades have been learnt from parents and 

grandparents within communities and in modern-day fall under crafts. Ranging from 

basket weaving to wood carvings, pottery to ostrich shell beads. This was handed down 

through everyday skills from within the various ethnic groups before the onset of 

colonisation, which noticeably changed the lives of Batswana.* 

 
5 Fainos Mangena, “Hunhu/Ubuntu in the Traditional Thought of Southern Africa,” 

Internet Encyclopaedia of Philosophy, November 8, 2020, https://iep.utm.edu/hunhu/.  
6 Nkem Ifejika, “What does Ubuntu really mean?” The Guardian, Guardian News & Media Limited, September 29, 2006, 

November 4, 2020, 

https://www.theguardian.com/theguardian/2006/sep/29/features11.g2#:~:text=According%20to%20his%20explanation%

2C%20ubuntu,a%20person%20through%20other%20people.&text=Ubuntu%20is%20that%20nebulous%20concept,hum

anity%2C%20you%20and%20me%20both. 
7 Joseph Teye, “Urbanization and migration in Africa,” un.org, (October 31, 2018): 2, 

https://www.un.org/en/development/desa/population/events/pdf/expert/28/EGM_Joseph_Teye.pdf. 
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Before the arrival of the Dutch, Germans, and British on Southern Africa’s shores, 

the traditional clothing of the people that occupied the land was elegantly processed animal 

skin hides. History shows that the Dutch East Indian Company was established in the Cape 

of Good Hope in 1652 as a refreshment outpost for settlers.8 The 1800s was the beginning 

of the introduction of what is known as the German print cloth. Introduced to the people of 

the area now referred to as Lesotho, as a gift to King Moshoeshoe I.9 Following this 

presentation, the print became popular amongst the BaSotho* people, spreading throughout 

the region into what is known as Botswana today and other Southern African countries. 

Known in Setswana as leteisi,* the colours of these patterned cloths have grown 

from the original blues and browns and introduce a wide variety of colours, which can be 

seen in image three below. These fabrics differ from other African countries’ fabrics 

because of a distinctive feature of the designs and repetitive, small, and geometric patterns 

in design printed on cotton. While other cloths, for example, West Africa’s Ankara* cloth 

have large patterns created with roller waxing technique;10 of the traditional fabrics in 

Africa, cloth from West Africa is the most widely known in the western world. Leteisi is 

known throughout Southern Africa by different names. One of many commonalities which 

are shared between the countries in the southern region of Africa. 

 

 

 

 

 

 

 

 

 

8 South African History Online. “The Dutch Settlement,” South African History Online, June 30, 2011, updated on 13th 

February 2018, July 21, 2020, https://www.sahistory.org.za/article/dutch-settlement. 
9 Taste of Southern Africa, “The origins of leteise (shweshwe/ ujamani) fabric,” Taste of 

Southern Africa (blog), Taste of Southern Africa, September 22, 2017, 

https://www.tasteofsouthernafrica.com/blog/2018/2/27/what-are-the-origins-of-letoitse-

leteise-geremane-ujamane-german-print-of-botswana-south-africa-lesotho-fabric. 
10 Dionne Searcey, “When West African Dress, the Fabric is the Message,” What in the world (blog), The New York 

Times, June 3, 2016, https://www.nytimes.com/2016/06/04/world/what-in-the-world/when-west-africans-dress-the-

fabric-is-the-message.html. 

http://www.nytimes.com/by/dionne-searcey
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Image 3: Various colours and patterns of leteisi that are now available. 

The use of this fabric can be seen clearly throughout the history of Botswana. From 

a gift being worn only on special occasions to being intertwined into everyday use and 

made our own over time. Leteisi has become a part of who we are as Batswana and a 

symbol of pride for the people. With the expansion of colours and prints, the fabric grows 

and adapts to the people. This evolution has expanded into different aspects of everyday 

life, from pillow covers to placemats, bags, and general integration into the fashion 

industry. Through the growth and progression, the fabric has become infused into many 

different areas of use in today’s world and continues to be worn in traditional ceremonies. 

In fashion, textiles and prints have managed to be brought forward with great success. 

Basket weaving in Botswana has been around for decades. Initially, baskets were 

weaved for practical, functional purposes such as storing grain, carrying goods, and 

winnowing grain. Palm leaves or Mokolwane* are used to produce the baskets combined 

with river reeds used for the coiling, and natural pigments are used to dye the palm 

leaves.11 As early as the 1960s, with the introduction of plastics and metals as containers 

and carriers were being introduced, changes began to occur, which as time went on, 

rendering basket weaving obsolete. It was only when the commercial aspect presented as a 

livelihood that the art of basket weaving began to revive.12 Between the mid-1980s and the 

present, the number of weavers in rural areas of north-western Botswana where most 

baskets are produced has increased by about 500%, through the women making a living by 

basket weaving.13 Allowing for an income source through basket productions allows the 

women to provide for their family, which would not occur otherwise. The intricate designs 

of the weavers all depict in different ways tales of their surroundings. Weavers draw 

inspiration from their environment that surrounds them, producing designs based on stories 

or images such as “roof of the rondavel,*” “tears of the giraffe,” “flora geometry,” “urine 

trail of the bull,” and “abstract geometry.”14 

   

 

11 Rachel B. DeMotts, “Weaving a living: gender, craft, and sustainable resource use in Botswana,” Journal of Political 

Ecology, Vol. 24, (2017): 374. 

12 Elizabeth M. Terry, "The History of Craft Development in Botswana," Botswana Notes and Records 32 (2000): 193-

195. 

13 Botswanacraft Marketing, “Information, Basket Weavers,” Botswanacraft 2018, July 24, 2020, 

https://botswanacraft.com/basket-weavers. 
14 Botswanacraft Marketing, “Botswana Basketry Information,” Botswanancraft 2018, 

July 24, 2020, https://botswanacraft.com/botswana-baskets.  



 

6 

 

 

 

 

 

 

 

 

 

 

Image 4: Baskets featuring Ribs of the Giraffe on the left and an Abstract Geometry pattern on the right which is used for 

storing grains. 

Loom weaving is a social activity done predominantly by women in Botswana. 

Lentswe la Oodi,* established by a foreigner, was built to be owned and operated by those 

who worked there.15 It is not necessarily considered a traditional craft. It has been around 

long enough to become a form of expression in which the depiction of Botswana’s life and 

its activities are shown in the final artwork, as seen in image five. The women and men 

who work there produce luxury products such as tapestries, carpets, wall hangings, 

handbags, bedspreads. With some of their products exported to foreign countries such as 

the United Kingdom, Sweden, the United States, Canada, and countries in South America, 

most of the sales are held by expatriates living in Botswana.16 

 

15 B.L.B Mushonga, “Lentswe la Oodi Weavers: Bold Steps in Rural Development,” Botswana Notes & Records, Volume 

9 (1997): 211. 
16 Mushonga, “Lemtswe la Oodi Weavers: Bold Steps in Rural Development.” 120-1. 
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Image 6: A worker of Oodi weavers working on a tapestry. 

 

 

 

Image 5: Tapestry depicting village life 1979.  

Paintings by the San/Bushmen have evolved from the cave and rock paintings that 

were done in the past. They have since gained popularity and are still done though mostly 

in the west in the Gantsi, Kgalagadi area. The Kuru art project is where the artists are 

based in D’Kar, which is located approximately 40 km outside of Gantsi. The San view 

things in a different way than others. It can be appreciated in the way they create their 

paintings, curiously though these are categorised as naive and childish, even primitive by 

the western world.17 Having been sheltered from western influence longer than the rest of 

the country and fought against western pressures once in contact with it, they have kept 

traditional practices alive. Their art is their history; it is a part of who they are, an 

expression of their existence. After being established in 1990, the Kuru art project has 

exhibited works in over fifteen countries worldwide.18 Their works are brought forth using 

using contemporary materials. They continue to work in their expression, with the 

traditions of their ancestors who began cave paintings. Their art is a form of storytelling 

 

17 Guenther, Mathias, “Contemporary Bushman art, identity politics and the primitivism discourse,” Anthropological, 

Waterloo Vol.45, Iss.1, (2003): 95. 

18 Kuru Art – Contemporary San Art,” About Us,” Kuru Art – Contemporary San Art, August 13, 2020, 

http://kuruart.com/about.php. 
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using canvas, oil, and other modern-day material instead of the canvas of rock and plant 

pigments used centuries ago.   

Image 7: Contemporary San paintings done by artists at the Kuru art project. 

Lekgapho* graphics are done on the rondavel housing to enhance the exterior of the 

home. Mostly done by women, they are often said to be how they could express 

themselves. A translation can be seen painted in government-funded public secondary 

school (high school) walls as a new way for the practice.  

A few more arts and crafts are practised in Botswana, such as beadwork, 

woodworking, and animal hide products. Building traditional rondavels could also be 

considered an art form that is also slowly being faded out even amongst Botswana’s rural 

areas as modern building materials become cheaper and more readily available. Oral 

history has largely now become a part of heritage and culture. There are a few books 

published on some of the oral accounts recorded. 

The remaining places still practising these arts and crafts are heavily dependent on 

the seasonal income of tourists. The ways to hold on to and express the heritage, traditions 

of culture have become scarce and dependent on outside forces to keep them alive. The 

modern western world’s influence has enticed the people and led them in a different 

direction leaving behind their essence. The goal is to focus on the history and techniques of 

art and crafts and how they can be preserved. The visual representation and oral traditions 

are a vital element of heritage and culture in Botswana. Through the introduction of them 

positively, which can be built upon, furthering the practices and how they are and most 

likely be preserved for future generations.  
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2. Professionals and community 

This chapter explores different industries operating today that are involved in one 

way or another with Botswana’s arts and crafts. Throughout this thesis’s exploration, a 

series of interviews and questionnaires were conducted with active members within the 

various fields of art and crafts, design, and related fields. Basket weaving, loom weaving, 

San paintings, ethnic fabric development, leather and woodworks, pottery, lekgapho and 

architectural design. Though not all individuals contacted were responsive, below I 

introduce those who were. 

Sitha Mathe is the director of Moralo Designs, an architectural firm in Gaborone 

who has a diverse background with work in various countries worldwide.19 Her firm is 

located in Gaborone. Working within an industry that crosses over various other industries 

allows for a well-rounded experience regarding diversity within the various art and craft 

forms. Pointing out the vernacular of traditional design is predominantly seen contained to 

the hospitality sector of design, while the traditional way and material are even rarer to 

find.20 She emphasised the need to keep cultural and traditional heritage alive and known 

to hold true to the work produced by emerging artists and craft makers. In addition to the 

support of exploration into fine arts needs to be developed and grown.21 

Ann Gollifer is an expatriate artist who settled in Botswana in 1985 and has 

incorporated Botswana’s culture in her works of art. Her workshop is situated in Gaborone. 

Ann has worked along with several museums in Botswana, participated in workshops, 

residencies and has exhibited work in Southern Africa as well as Europe and the United 

States of America.22 As an artist immersed within Botswana’s artistic scene, it enables her 

to witness first-hand the movements or lack thereof within the creative industry of 

Botswana. Involved in establishing an Art Residency Centre (ARCBotswana) to support 

and promote all arts within Botswana; video, film, screenwriting, and writing in general, 

theatre, poetry, dance, music, and visual art.23 

Oliver Groth, who is the CEO at Botswanacraft, a leading craft shop in Gaborone, 

sells products made by local Batswana throughout various parts of Botswana. 

 
19 Moralo Designs, "Our Team," Moralo Designs, Moralo Designs Ltd 2020, July 26, 2020, 

https://moralodesigns.com/team/. 
20 Sitha Mathe (architect), questionnaire with author, August 3, 2020. 
21 Mathe. 
22 Ann Gollifer, “about,” anngollifer.org, Ann Gollifer, 26th July 2020, https://www.anngollifer.org/about. 
23 Gollifer. 
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Botswanacraft is responsible for creating an extensive network for basket weaving in the 

north of the country, providing income for many people and families who otherwise would 

have difficulty supporting themselves due to remoteness and lack of resources.24 Not only 

as something that can be decorative but is made with a practical purpose in mind. Having a 

use does not denote an object to be art as well. The heritage and culture found and 

expressed through Botswana’s arts and crafts need a traditional orientated outlet. 

Botswanacraft is one such establishment that provides a way to keep the production of 

traditional arts and crafts alive. 

 Through written communication with these individuals, and further research was 

conducted, exploring the questions and solutions began to take form. There can already be 

seen the change of incorporation and bringing forward into a contemporary context. The 

author hoped to communicate with arts and crafts producers to understand better the skills 

and techniques involved, though unsuccessful. Each of the individuals who were open for 

dialogue offered a different insight into the arts and crafts state within Botswana. While all 

agreed on some level, it became clear that there is a need to create a way of sustaining the 

knowledge of skill and technique and the value of knowledge these arts and crafts hold, 

alongside the expansion and inclusivity into varied educational programs levels. 

3.       Identity loss and how to reclaim it 

In this chapter on identity loss, this thesis will explore the journey it takes to 

reclaim what has been lost. Cultural appropriation, colonisation, and its effects on people, 

identity, and cultures will also be discussed concerning identity loss within the African 

context. 

As more people migrate towards urbanised areas, which are continuously 

expanding in developing countries, fewer people are left in the rural areas who know how 

to produce the traditional arts and crafts that hold the country’s identity. The push and pull 

factors of migration come into play. Factors that push people to migrate to new areas can 

be environmental issues such as consistent harvest failure, unemployment, lack of basic 

education, and health.25 Pull factors can be anticipated by economic opportunities that have 

 
24 Botswnancraft Marketing, “general info,” Botswanacraft Marketing “sharing Culture,” Botswanancraft 2018, 24th July 

2020, https://botswanacraft.com/general-info. 
25 House of Commons, International Development Committee, Migration and Development: How to make migration 

work for poverty reduction, (London: The Stationary Office Limited, June 2004), Vol 1: 18. 
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been broadcast by globalisation. The technique and craft are lost as more people acquire 

the technical skills of higher-paying jobs, higher education, and onwards.26  

People begin to move on from what they have known. One can focus on two ways 

of viewing identity loss. The migration to urban areas leaving behind cultural and 

traditional practices for the promise of better lifestyles is often looked at from what is 

publicised globality. Secondly, being repeatedly told who we are is less important because 

our culture and traditions are different.27 Traditions are matters of the past and cannot be 

brought forward into the modern world of technological, social advances. 

Western influences entice people away from their cultural heritage, leading to a 

loss of interest in it, which can then be a gateway to a loss of identity to African heritage 

individuals. By the acclaim of what they should be, what should be strived for is 

determined by colonisers. As Africans, our representation on the world map culturally has 

been small in the past. We have been viewed as primitive because our culture and 

traditions differ from what western culture knows, what they are accustomed to. We are 

slowly being stripped of our heritage just as we have been denied from our lands in the 

past. Only over time have the identity and the diversity of what it means to be African been 

highlighted and celebrated by the upcoming generations. Years after independence from 

colonisers, the struggle to define who we are on the world map is still something we are 

working towards. To be presented to the world without shame attached to it. Looking over 

the continent of Africa can show how various countries have begun to reclaim their 

identity of what it means to be African to them and showcase their Africanness. It is not 

only in traditional ways but also by bringing their heritage and culture to the forefront and 

incorporating it into today’s world. Merging the old with the new will not only bring about 

new styles and designs but keep it alive, vibrant, and enticing to the new and upcoming 

generations. For individuals who may feel a disconnect to their heritage and identity 

because of the western world’s pressures to adapt and become like they are. The following 

quote can best express this:  

The principal reason for studying African art, however, is the reason we study any art: 

because it is one of the highest expressions of human culture, which can bring us 

 
26 House of Commons, International Development Committee, Migration and Development: How to make migration 

work for poverty reduction, 18-19. 
27 Jayna Clemens, “Impact of Colonialism on Contemporary African Art,” Africana Studies Student Research 

Conference, 4, December (2015): 2-3, 

https://scholarworks.bgsu.edu/cgi/viewcontent.cgi?article=1055&context=africana_studies_conf.  
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continual refreshment – re-creation in its strictest sense. The fact … shows its 

importance as part of the artistic heritage of the whole of mankind.28 

As the globe becomes a smaller place for us to live in, we find it is easier to obtain 

information and communicate with each other around the world. Being able to connect has 

provided a means to bring us together in various ways. Through this ever-expanding 

connection, people are beginning to rethink what it means to be who they are. There is an 

increase in relocation numbers of multi-cultural, multi-ethnic, multi-racial families living 

in, and from Africa, as living abroad continues to expand.29 

We have become kaleidoscopic as people in our expansion and inclusion of those 

who venture to our lands. Though different, together, we are unique, all-encompassing, and 

extraordinary. This allows us to adapt and include the ever-changing face of how we 

identify with ourselves and our surroundings. Who we are can never be stagnant. It is ever 

flowing and moving, creating new expansions for our development. We could not be 

where we are today without the inclusion and connection from other tribes and 

communities over the land.  We are because of them.  We question what is around us when 

it is pushed upon us. For we no longer blindly accept what is said simply because it comes 

from western culture. The world, through its size, has not changed: it has become smaller 

because of globalisation. 

3.1 Cultural appropriation and colonisers 

Africanness is slowly becoming a forefront in the design world, thanks to platforms 

such as Afro Punk music and the major film Black Panther, making it acceptable to and 

identify as African. The film gave a glimpse into a speculative perspective of what Africa 

could have been if it were not for colonisers’ invasion.30 Embracing our heritage and 

culture, and not made to feel like African ways of life were primitive simply because it was 

different from what colonisers knew. We find through the exposure of something we 

identify with is thrown into the spotlight, highlighted, praised by the media, and therefore 

others, we begin to embrace what has always been ours.31 While in the past, this has been 

 

28 Frank Willet, African Art: An Introduction, (London, Great Britain: Jarrold & Sons ltd Norwich, (1971): 157. 

29  Chielozona. Eze, “ReThinking African culture and identity: The Afropolitian model,” Journal of African Culture 

Studie,. Vol 26, No 2, (2014): 235. 
30 Renée T. White, I Dream a World: Black Panther and the Re-Making of Blackness, New Political Science, 40:2, (April 

2018): 421-427. 
31 Ruth Carter, “Abstract: The Art of Design, Ruth Carter: Costume Design,” September 25, 2019, Netflix documentary, 

46:00, 

https://www.netflix.com/watch/80237095?trackId=13752289&tctx=0%2C0%2Ca6a827228608da76cf0780e1501e6c41ab
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shunned. Within this shift of accepting our Africaness, with the fortified backing of having 

representation on such a vast stage is there is an awakening among Africans of being 

worthy. Of taking back being proud of what is ours from the people who disregard us but 

do not have the right to do so.  

We look outwards because we have been made to feel what we have, who we are is 

not worthy of celebration; after all, it is not their normal, what they are used to. As a 

minority in their world, it is perceived to have less worth. The focus should be placed 

within. Within our world, and what a big world Africa is. A boastful fifty-four countries. A 

world that should be self-sufficient within its right but has been crippled by the west 

through colonisation. Africa now walks in need of aid. We have become clouded with self-

doubt about who we are, what we can achieve, and have accomplished in the past. Unable 

to build the future we would have had for ourselves  

African art was a product of expressive value, attitude, thought, culture, religion, 

and people before colonisation began.32 The true appreciation of masks, sculptures, totems, 

and symbolism has been abandoned within contemporary African art due to colonisation 

and the lack of understanding of the authentic meaning of objects created in the past.33 The 

absence of knowledge and the significance carried by art within the African context, 

coupled with the view of African art being primitive and “tribal” by colonisers, have 

removed in a sense a part of the soul of African art. Creations based on meaning and 

significance within tribes no longer carry the same weight in contemporary African art. 

The outcome of today’s contemporary African art is infused with colonial influence; how 

can it not be? Institutions of “fine arts” were established and brought to communities; the 

ideology of western art during colonisation.34 In contemporary African art, what we have 

now is a mixed result of the ideology of the west of art and Africans compliance to 

surrender authenticity of cultural holds for acknowledgement on the world stage. Having a 

dual purpose, another way the arts and crafts of Africa are different from the western 

world’s views on art.35 What was made served a purpose within the community. For 

 
9d515e%3A2ceb5ec10e6eca53b3cf68f0e61af74260718442%2Ca6a827228608da76cf0780e1501e6c41ab9d515e%3A2ce

b5ec10e6eca53b3cf68f0e61af74260718442%2Cunknown%2C. 
32 Jayna Clemens, “Impact of Colonialism on Contemporary African Art,” 3. 
33 Jayna Clemens, “Impact of Colonialism on Contemporary African Art,” 7,8. 
34 Jayna Clemens, “Impact of Colonialism on Contemporary African Art,” 6,7. 

35 Anna Kouhia, “Categorizing the meanings of craft: A multi-perspectival framework for eight interrelated meaning 

categories,” Techne Series: Research in Sloyd Education and Craft Science A, vol. 19, no. 1, (2012): 31. 
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everyday use tools, for spiritual practises and ceremonies, traditional trades were made not 

only to be something of beauty to be admired but of use for the community.  

Africa can bring its culture and heritage to the forefront of the world and continue 

to challenge the views based on coloniser’s culture. Through globalisation, we can see the 

broadening of ideas and opinions with newly found exposure, which is spreading across 

the globe.36 With growing numbers of individuals beginning to discover the rest of the 

world and how locations differ and blend into one another through globalisation this has 

brought others’ opinions, then those of western culture. “…People seek to protect their 

cultural heritage that is at risk of being destroyed by external influences.”37 There is 

something else other than what the western culture bases such focus on. It gives 

individuals and people the capability to have better-informed choices. Designers such as 

Ami Doshi Shah from Kenya (image eight)  her jewellery design is inspired by tribal 

talisman.38 Katungulu Mwendwa is another such clothing designer (image nine) who 

weaves traditional methods into her designs’ modern techniques.39 As with most anything, 

negatives can be given way through gaining access to; there is the possibility to exploit 

culture and traditions, causing cultural appropriation. The unrecognised or insensitive 

adopting of practices, customs, ideas, etc., of a culture or people by other members of a 

different culture or society without regard for the other culture. It has been repeatedly 

proved how people have begun to speak out against cultural appropriation on social media 

at those that take without recognition of what they do, with no regard.40
 

 

 

 

 

 

 

 

 
36 Husni Y. Wahidah, Sukma N. Ardini, Faiza Hawa “Black Panther movie: Cultural Relations Analysis,” Journal of 

English Language Learning (JELL), Vol.4, No.1: 1-2. 

37 Chielozona.Eze, “ReThinking African culture and identity: The Afropolitian model.”: 237. 
38  Verena Neumayr-Howes, “Top 10 African Fashion Designers Right Now,” Top 10s, Timbuktu Travel Ltd, 

https://www.timbuktutravel.com/blog/top-10-african-fashion-online. 
39 Verena Neumayr-Howes, “Top 10 African Fashion Designers Right Now.” 

40 Michael Onyebuchi Eze, “Cultural Appropriation and the Limits of Identity: A case for Multiple Humanity (ies),” 

Journal of Arrupe Jesuit University, Vol 20, No. 1, (May 2018): 8. 
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Image 8: Salt of the Earth 

collection 2019 by Ami Doshi 

Shah. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Image 9: Katush, Everyday Superheroes 

Collection by Katungulu Mwendwa 

. 

Africa is a large, varied continent with an undifferentiated identity, although 

colonisers and western culture have sought to impose on the continent themselves. It has 

become increasingly favourable to embrace your own culture in all its unimpposed western 

culture magnificence through globalisation. It can be hard to remember the core value of 
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something when they have been taken and abused and made to be less than what another 

deems simply because they are the ones in power.41 With cultures riddled with complexity 

and beauty, simplicity, and elegance, Africa is an intricate mosaic of cultures that 

intertwine and create a varied continent vibrant with so much to offer the world. There is 

still much left unexplored and untranslated within the African context, and the narrative 

can be brought forward through heritage and culture in a modern context.  

 As a Motswana who has studied in the mid-west of the United States and is 

currently studying in Iceland, there has been far and few between those at all when it 

comes to any kind of representation of Botswana even from within the Southern African 

region. From observation and experience, African portrayal has been mostly West African 

exposure, showing only one façade of Africa. Coming from such a vastly diverse 

continent, wanting to see a more varied representation of who we are as people has become 

a craving. 

4.       Development 

This chapter will discuss how change can be brought into the realm of art, culture, 

design, and traditions within Botswana. What is already being implemented and carried out 

by designers and creators throughout Africa. Steps should be taken to ensure the future of 

the arts, crafts, and traditions of Botswana will last the test of time in the changing modern 

world. 

Botswana and its people need to realise the dependence on our arts and crafts’ 

commercial sales, considerably keeping our traditions alive and in the world. We need to 

take control of our cultural future. Drive the direction in which the crafts of our heritage, of 

our ancestors, takes. It needs to evolve just as we do. It cannot stay stagnant because it will 

start to deteriorate and fade into the background as something that once was. To be able to 

keep the cultural heritage of Botswana vivacious, there needs to be integration and 

crossover of the arts and crafts to breathe new life into them and bring them forward into 

the modern-day while still holding to the roots of traditions and culture. We can already 

see examples of this in the Naledi* (image ten) collection of furniture designer Peter 

Mabeo. The integration of weaving patterns into the furniture design brings about a new 

and unique way of the tradition of basket weaving into a fresh perspective and design area.  

 
41 Michael Onyebuchi Eze, “Cultural Appropriation and the Limits of Identity: A case for Multiple Humanity (ies),” 24 
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Through such innovations of the mixture of diverse cultural heritage with the 

modern world, influences can highlight the future of design and cultural heritage. Through 

the interest and capturing of cultural essence with the modern-day, the survival of heritage 

will be kept alive by generations to come who will be looking ahead to the new. To keep 

up with the evolving and changing while maintaining the origins creates new but keeps 

alive the heritage of the past, the identity of a culture, people, and civilisations by allowing 

individuals to engage and interact with it within their now normal way of living. 

A step forward is to bring contemporary art and craft centres into metropolitan 

areas to promote crafts production. Without this step, the production will remain primarily 

informal and in rural areas within Botswana.42 There needs to be a change in arts, craft, 

and design, changing the way it is eschewed as a lesser career path to pursue. A society 

without art, craft, and design are dull and poor in life.  It can be seen below in the words of 

Ann Gollifer, an artist in Botswana who has gained broad exposure and worked 

internationally. 

The arts are still not taken seriously as a career option by most Batswana parents. There is 

no fine arts department at UB (University of Botswana) or any serious tertiary education 

involving the arts except for applied arts like advertising or graphic design. Creativity is 

consistently tied to the word industry and is viewed through the narrow door of economic 

opportunity. The missing link that might enable students to study and create inspired art and 

design is a truly committed creative education program that emphasises research, discovery 

and practice for its own sake. Industry comes after that when we have more creatives who 

can compete on international platforms and become entrepreneurs or successful 

international contemporary artists.43 

She speaks about the need to introduce a fine arts educational program within the 

university system. The stigma of a lifetime career within the creative sector is not viable. It 

seems to be an overlooked education program. Fine art programs are lacking within the 

country. The fields of sculpture, metalworking, photography is some of the fine arts not 

offered in Botswana’s educational systems at the current time. 

Creativity is consistently tied to the word industry and is viewed through the narrow 

door of economic opportunity. The missing link that might enable students to study and 

 
42 Elizabeth M. Terry, “An overview of the Botswana handicraft sector,” Botswana Notes and Records, Vol 33, 1  (2001): 

129. 
43 Gollifer. 
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create inspired art and design is a truly committed creative education program that 

emphasises research, discovery and practice for its own sake.44 

It indicates there needs to be a change of mentality towards the art and craft world. 

It is not given the respect it deserves for something that carries such importance within our 

culture and traditions. We started our creativity on caves’ walls; now, we struggle to 

continue our expressions because it does not seem to add enough value in today’s world. 

4.1   Moving Forward 

How can Batswana modernise the traditional culture of arts and crafts while still 

paying homage to traditional roots and modern enough to have a presence in today’s 

world? How would the new generations of young Batswana find it interesting enough to 

want or buy? Keeping them interested in their heritage and making it so as a result, rural 

areas can still produce these new translations along with traditional techniques and styles. 

My conviction through the merging and integration of the past with the future is where arts 

and crafts can go and design, where the future of Botswana’s cultural heritage rests, 

finding the right mixture to bring about something new with its roots in what we already 

identify with. Moving the traditional style into a contemporary translation. The emergence 

of work that incorporates the 21st century in translations of culture and heritage is seen in 

New Moon’s work “The Cosmic Egg,” a short “virtual reality traditional dance theatre sci-

fi musical film.”45 Through virtual reality, Group members from Botswana, Zimbabwe, 

and South Africa create new translations of cultural heritage. In dance, song, and virtual 

reality, the mixing of old and new creates a unique experience and narration style. 

There seems to be a disconnect when it comes to developing countries’ growth and 

the progress of their cultural heritage. An emphasis is lost on the arts and crafts of their 

cultural heritage, being left behind as old, out of date, while the way is made for western 

world developments to take place. As the whole country does not develop at the same rate 

and pace, there is a disconnect between people who live in rural areas and those who live 

or migrated into the expanding urban areas looking for better employment and lifeways. 

The burden of carrying on cultural heritage knowledge through arts and crafts falls on 

those in rural areas. Becoming a means of income through tourism which can be a seasonal 

source of income. As more individuals migrate towards urban areas to improve livelihood, 

 
44 Gollifer. 
45 National Arts Festival, “The Cosmic Egg,” Virtual National Arts Festival, National Arts Festival, 2020, November 2, 

2020 https://nationalartsfestival.co.za/show/the-cosmic-

egg/?fbclid=IwAR3e1t1TQ_PiKY60QB50YfOVdWKV_C42UTLmrXOyl--HirXlI9mHTD4m-_Y. 
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which is not always the case, there are fewer left to learn the knowledge and skill of the 

country’s cultural heritage of arts and crafts. In theory, the arts and crafts are always 

encouraged to be pursued, but it is a different narrative in practice. The pursuit of the arts 

and crafts is often disregarded and seen as not a practical income source.46 

Looking at the rest of Africa and how it has begun to manoeuvre through 

difficulties faced by artists and designers and their resilience to tackle and challenge the 

way African arts and crafts have been perceived. Companies and individuals such as Floor 

One 9 (image twelve) based in Nigeria bring together various artists and designers under 

one roof to collaborate for their ever-evolving space on what is “African” art and design.47 

54kibo, though based in the USA, is built on contemporary African design.48 Afrominia 

(image eleven) is another company that is crossing borders and infusing Scandinavian 

functionality influence but Japanese minimalism into their designs of rich African 

heritage.49  

 

 

 

 

 

 

 

 

 

 

 

Image 10: Naledi side tables, 

from Peter Mabeo collection. 

 

 

 

 
46 Gollifer. 
47 Caline Chagoury, “About,” Floorone9, Floorone9 2020, October 10, 2020, https://www.floorone9.com/about. 

48 54kibo, Contemporary African Design, 2020, October 13, 2020, https://54kibo.com/. 

49 Olubunmi Adeyemi, October 14, 2020, https://afrominima.wixsite.com/design. 
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Image 11: Print from the OJÚ collection of Afrominima. 

 

 

 

 

 

 

Image 12: Work of Studio Lani through Floor One 9. 

 

With over 50 countries in Africa, it is not challenging to find examples of designers 

and creators who have begun to incorporate modern and contemporary styles together with 

their traditions and cultures. Various individuals have been named already in this thesis. As 

Batswana, we do not need to look far to find the inspiration to do the same thing. There 

will continuously be a flux of people coming and searching for an identity as the world is 

ever-changing. As there needs to be a system that can keep up with the changes in the 

world. Designers and creators can be the start of methods that can keep the crafts alive and 

evolving. The communication between them must be kept open. Intriguing and exciting to 

the people, keeping them in touch with their heritage and culture. Cross collaborations 

should be encouraged among the crafts to maintain Botswana’s relevance and to entice the 

world. The development has begun, and it is upon designers and Batswana to start to carry 

it forward concerning our crafts and interpretations. 
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5.     Development of new practices  

As Batswana, the author has noticed, we have a habit of copying what we see. If a 

multi-residence is established, within no time, several more have been established in the 

area. If this is to be the mentality, then why not put it to good use and recreate our cultural 

heritage by bringing it forward into the 21st century and continue to take it forward as time 

progresses. 

These crafting skills are taught; they can be learned and perfected. It is not 

something solely based on talent to be able to achieve the result. Consequently, it is not 

something based on the talent that is limited to a small percentage of people. It is 

something that can be achieved by many. The first step to keeping the arts and crafts 

culture alive is establishing and showing respect to these things. These are not things that 

are to be looked down upon or considered female work. There is always room to bring 

these arts and crafts into the modern world and sustain the cultural ties to our heritage and 

home.  The technique of the craft can be studied and modified to become more adaptable 

to the changing world.  

There are only so many ways a story can be told. Through the medium of 

interpretation is where the creativity is brought forth from choice and style of translation. 

Rich importance should be placed on the connection of how the individual receives it. To 

reach, connect understanding, and finding a relationship to what and how is being 

translated. Oral traditions of passing down knowledge and stories can be found all over 

Africa.50 Folktales, proverbs, songs, poems, fables all carry with them an insight into the 

culture, history, and traditions of a culture. Botswana baskets contain the stories of wildlife 

and traditional authorities, “…passing on wisdom about the peaceful nature of the giraffe 

in a design called ‘The tears of the giraffe.’”51 Therefore, why not change the medium in 

which this information is being received to preserve it. Keep it alive and exciting in a 

world that is growing and shrinking at the same time. Globalisation allows for the 

expansion of creativity and understanding of individuals, permits the cultivation and 

mixture of connection for development. To bring forth a new evolution in holding on but 

propelling a community’s culture, tradition, and heritage.   

 
50 Thomas Spear, “Oral traditions: Whose history?” The Journal of Pacific History, vol 16:3,  (1981): 133-

148, DOI: 10.1080/00223348108572420. 
51 DeMotts, “Weaving a living: gender, craft and sustainable resource use in Botswana,” 369. 

https://doi.org/10.1080/00223348108572420
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The translation of parables aimed at children and about narratives past can be 

translated into what sparks their interest. A graphic novel styled translation of a fable still 

delivers the knowledge, tradition, and culture but is transported into the interest of a 

modern-day child, is an example. Elevation of crafts produced to entice the aesthetics of 

contemporary styles. Change of material, delivery of narration, allows for greater 

adaptation and translation of culture and heritage to be seen and heard by those living. The 

introduction of the crafts’ skills and techniques into the design and technology syllabus 

that some secondary schools currently have with extensions to include fashion and fabrics 

as well. It is bringing traditional craft into different education levels to add and expand the 

art education that is received. Bringing the culture and heritage to the people early and in 

an educational forum allows for a greater possibility of adaption and bringing forward as 

more individuals are reached and supported. 

Even though we are now more connected with others because of globalisation, we 

must not forget where we come from. Remembering the pillars, we stand on allows us to 

be able to connect. How we grow from those connections reveals our ability to survive in 

what seems a world of never-ending discovery of where we all come from. We connect, 

learn, and develop to create something new, which is incorporated into the individuals we 

have become. Under the vast umbrella that encapsulates Africa, so much more connects us, 

growing in a world that has been unexpectedly expanded towards us. Or consequently, be 

gobbled up in the consumption of the new. In many African languages, if not all, there is a 

word or meaning that embodies connection and becoming because of others who surround 

us. Ubuntu is one word; I am, because you are. This notion is an African belief that there is 

a connection of sharing that unites all humanity. As Africans, we are rooted in our belief 

that we are all the same family even though we may look and speak differently. I firmly 

believe that it is core to our Africanness. 

5.1 Conclusion 

This thesis set out to find a way of bringing the cultural heritage of Botswana’s arts 

and crafts into the modern-day while keeping the essence of its heritage, tackling cultural 

appropriation, identity loss, and how to reclaim it along with globalisation. Describing 

different facets that make up Botswana’s culture and exploring how other people and 

organisations work to preserve the essence of the country’s heritage. 



 

23 

 

As globalisation expands, definitions are no longer stagnant. People begin to re-

examine themselves, what they previously have been immersed in, uncertain of how they 

have arrived at this point in life. It becomes a subtle reminder; the differences are what 

makes things interesting. People and communities develop through learning and adapting 

to what is around them.52 Building from something one finds increasingly introspective 

and new to oneself and then reworking it into your appreciation of culture. Our respect for 

the new insight holds value, and thus, our praise though different, should not degrade value 

within its original cultural context. This development could not have been made if not for 

the fusion of the other.53 Cultures mix and grow through interaction. Why should it not 

continue to do so? Our connections now reach further than those of our ancestors who 

ventured as far as the sea. Taking a fortnight to get to the convergence of the vast salt 

waters. We can connect with places halfway around the world without leaving our homes. 

The ability to be immersed in a culture within a day or two is a vastly different speed than 

our ancestors. Ways of being able to connect, communicate, and build with others 

continuously changes. Endless combinations of growth have yet to be explored and built 

together. We are made upon connection. How else would we survive? That is what Botho 

is. However complex we may be internal; having connection is a significant component to 

our survival of who we are.  

 To bring interest back into our identity while keeping up with the evolving world 

around us, we cannot hold on to which we do not know. New generations grow and begin 

to question the world around them; they should not be questioning their identity, of both 

culture and heritage. Knowing where you come from gives a sense of depth to be able to 

go forward. African identity has progressed and continues to do so. We can only move on 

to bring about the new and wonders that have yet to be visualised. Through our connection 

with each other across the continent, we can contribute to our continent’s history with its 

ability for grit, fortitude, intuition, and determination. We are not standalone entities that 

can thrive on their own. We are a part of a large community now separated by borders; we 

can connect and build who we are. 

In the words of Xgaiga Qhomatcã, an artist a part of the Kuru Art Project, 

 
52 Husni Y. Wahidah, Sukma N. Ardini, Faiza Hawa. “Black Panther movie: Cultural Relations Analysis,” Journal of 

English Language Learning (JELL), Vol.4, No.1: 2. 

53 James Denbow, Phenyo C. Thebe, Culture and Customs of Botswana (Westport, Connecticut. Greenwood Press. July 

2009) 123,127. 



 

24 

 

Art starts with creation and will always be part of being human. As long as we live, our art 

will be there. It is like when you come upon a dried up plant that you know contains an 

edible tuber… you have to dig really deep to see where it started its life. That is where you 

will find the food to eat. Art is like that. You have to dig deep to find its life (meaning).54 

Creation is in our essence of being it is who we are; we cannot deny ourselves of 

that. We must root ourselves in the heritage which brought us to our current point in life. 

Celebrate it, grow it so it can evolve with us as it did our ancestors. 

Craft and humans are tightly interwoven. History can be seen littered with 

evidence, where humans have been located, crafts have been made. To continue, 

individuals need to initiate ways and bring forth ideas that carry traditions and heritage 

forward. Being able to carry onward the history of our narratives and techniques that make 

up our cultural development and history is inevitable. Validation from the western world is 

not where Africans should look. While we cannot erase the past of colonisation from our 

history, we can build upon and grow from it. We can take back what we lost and construct 

a new narrative for ourselves within our context and translation. 

 

 

 

 

 

 

 

 

 

 

 

 

 
54 The Artists’ Press, “Kuru Art Project, Contemporary San Art (Booklet 2007),” The Artists’ Press. September 24, 2020, 

https://www.artprintsa.com/Kuru-Art-Project-Booklet-3.html. 
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Definition of words and abbreviations used 

Africanness  

The quality or condition of being African; African character.  

Ankara  

The name of West African traditional cloths. 

Batswana  

The people of Botswana, singular use is Motswana. 

BaSotho  

The people of Lesotho. 

Botho  

From the Tswana language, the possession of the good attributes correlated with a good 

human being, in other words, qualifying one to be called a human being. A person is a 

person through other people. 

Hunhu  

From the Shona language of Zimbabwe, the belief in a universal bond of sharing that 

connects all humanity. I am, because you are. Common humanity. 

Lekgapho  

The graphics and designs are put on the traditional rondavel huts of Botswana. 

Lentswe la Oodi  

It can be translated as “Voice of Oodi” about the villagers’ works giving them a voice to 

showcase their heritage through their weaving or “hills of Oodi” about the hills 

surrounding the village. 

Leteisi  

Ethnic print fabric, what is considered German Print. 

Mokolwane  

Hyphaene petersiana is a fan palm tree native to the low lying, subtropical regions of 

south-central Africa. And can also grow in the savannah or in secondary vegetation. 
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Naledi  

The Setswana word for Star.  

Rondavel  

An African style hut, in the shape of a cylinder, often with a thatched roof. Cone on drum 

or cone on the cylinder as it is known in literature. 

Shweshwe  

Commonly used in South Africa in refernce to leteisi, German print cloth. 

Ubuntu  

From the Zulu/Xhosa language of South Africa, the belief in a universal bond of sharing 

connects all humanity. I am because you are. 

 


