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ABSTRACT .
' i

. Place is an elosive but"ﬁbrant'geugraphical enfity. ' It compri#és the human facet of the

environiment that is textured by subjective impulées and.oollcctive' ideologies. The meaning

Dfp]aoes is symbolically expressed in art: geographical myths are generated perpetuated md o

annmpatedmhtermyandmwal cmatwe:mages In South Africa, the opportunities for using
art to understand place have mely been explored. Local geographers are more comforiable
in. the sterile Iandscapes borm of theoretical and quantitative analysis than with their emotionl
and imaginative reconstitution as art. Yet, an Ebé&danéé of indigemi;; quahtatwe -material
awaits sensiive investigation. Tracing ihe fingerprints of social and personal imagery in
Iﬂ.nd.scape pamtmg ﬂlummates the sans,;af place in southern Africa. The local en*monment
has been interpreted vanoasly thmugh the lenses of colonialism, nationalism an& a
aontemporary resistances movement as a formgn, alien, silent and violent la:m]smpe
A;m:ulanng the myths in visual tenm, painters uffer fhe geograp]m a bridge into southern
Afm:a as it is confronted by the people who live hete. Art is:a celebration of the human
environment; landscape pamtlngs are portraits of place. &
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" PREFACE

Portraits of Place is the germmatmn of a personal § faze.ast in the visual arts, whose seeds are

to be found in the academic world of Art History, aué* pamcuia:dy in the soils of mspnahan
filled by Dr Michael Godby Later, nounshment provxdedby geographxcal writings led me to |

* an appreciation of landscape painting i‘or 1ts cultural and sub]ectlve meanmg as a commentary

on place, as well dS for its formal and aestheno oontent The words of humanistic snd wltural

.Jgeogaphers, pzrhculatiy from Canada and England, oﬁ'ered guidance and msplratmn where

Suuth Africa’s academlc terrain is d:sappomtmgly and overwhelmmgly bare. This d:lsseﬁatlon .

L 1s the first tnut from a deep* en]oyment in the subject and a testlmony to the rich mm've of

llocalammcmsomces._ Itembodxesaﬁrmbehd‘mthevalueofau artofgcogmphytbatm

sensitive to pemept.ﬂnrnand feelings that condense around pla.ce and that exprasses thesc
mpu]sesmapoetlc and sympathehclanguage

A special difficulty confronted in compiling a dissertation including painted images relates
to the reproduction of visual material. In the interers of quality, ease of excoution and
financial mnside:ations, i opted fo include colour photoeopies made from reproductions of '

~ artworks found during a thorough study of publications on South African art. Photographs

from books offer an accessible and wide range of visual i mgery and their rapSroductlons are

* wususlly of a superior quality than coﬂdbeobtmnedbyanﬁmateurphotographetand

commercial printers. Permission was obtained from Gavin Younge, Skotaville Publishers, the -
Standard Bank Centre Art Gallery, A.A. Balkema, Struikhof and David Philip to copy their

images for the purposes of private study and cntma] comment. Their 'moperaﬁén is greaily

appreciated. Fort Hare University Press Was also contacted, but no résmnse has as yet be ‘;-'...'."\‘
received. K they contact me in the future, I shall willingly comply with any requirements that
they may have regarding the reproduction of their images. [t should be noted that portions
of thy dissertalién have been published, in a different form, in GeoJowrnal and in a volume
entitled Geography in a Changing South Africa: Progress and P%aspec&s', edited by Chns
Rogerson and Jeff McCarthy. | ) |
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I owe a debt ofgnmtudeto savaralpeoplcv.hohmcontﬁbuted, eachmthmamway '
1o the completion of this dissertation. First, the task of formulating and exsouting the rosearch,
a3 well as the writing process have hgaA eased by contmuous a:nd gencmus encouragemmt |
'fmm my snpmsor, Dt Gordon Piiie ‘Gordon’s eﬂthus,asm Aad energem interest in my work
haVe always been an mspxraﬂon, but have been particularly u:gpurtam dunng the course qf :
- my Masters degree Perhaps the l...ast of- I:u; coniribntions invoived proof reading the

dzssertatmn, but 1 thank him for underiaking this - somewhat tedmus chore too. Seonnd

pa:ﬁcularmenhonmmt be made of the photographic work undertaken by the Centeal

Graphics Uit under thc careful supervision of helpful ]ibranaus from the University's Afncana

h'brary md by Phil Stu:kler in the Wits Cartographic Unit. On thei:ersonal front, Fhave
’ beneﬁted from other important forms of support: my father has always sabtly, but pe:sistmtly

urged me to greateﬂ’,mghts ofachzevemen:thanlmtﬂdothermsehave:eached oy mother’s
enthusizsm is contagious; and in- Mark, ¥ havs an und'tﬁ‘standing and sympamehc parier.

F’mally, grateful thanks go to the Univetsity of the Witwatersrand, the Centre for Seu:nce _

Bevelopment, and the Standard Bank Group whose ﬁnancmi assistance was imperative &, aiy

reaearch It should be noted that opmmm expressed in the dlssertat-on are those of the authox’ '

and are not necessaniy to be attributed to any of these msﬁttutmns . . »
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- INTRODUCTION

Ringing out fom our biue heavens,
From our deep seas breaking round;

- Dver everlasting motntains, LT Ty
Where the echoing crags resound; . Y
From ourplains where creaking wagons 2
€ui their trafls into the carth - R
Calls the spirit of our countzy, .
Of the land that gave us bixth,

At thy cail we shqll not falter,
Firm and steadfast we shall stand;
At thy will #3 live or perish,

“Oh, Suuil} Afgiea, dear fand.

ik

.'r{""

The Zandscape is fundamental to éouth African idénﬁty Seripted in the country’s national

_ anthemmaloveforandmmmunnmmhtheland raﬁherthmmthamonamhyormhgwus
ﬁgme ageagaphmaldesmpﬁon.asupposadm adadmatmntothepeeple thelrh:storyand-"’ ;
traditions. Formostofztsmhabﬁants,ltlsasacenmofmmmgandabamsforfeehng '

patriotism, sxclusion, despatr, elation, alienation - that tke country exists. In their minds, it
is home - place ofreﬁlg andpmspect orahazardousma'ae ofdangerandthmt Thelmman
sgmﬁmmeofﬁchadwapesofthemuﬁhempaﬂofAﬁammasdxstﬁMasthmph}md
morphalogy, in the public mind, the sub-confment is a unique place, quite different from other
plam whmh have their own myt.hologxcal and syicbolic form. Typically, southern Africa ig
the Iancl of wild animals, mud huts, bead-clad black indigenes, deserts, proteas and bﬂﬂlant
sunlight. Beyund these broad defining feaunes, however, is a tich world textured by_the
huma imagination, T:nr fantasies, values, memories and ofher -aﬁsn'a.ct and fransient unpulses

As such, southern Africa exists inawayt.hatmb_dem cartographic systems ignore: 'itisa.
vibrant and dynamic terrsin of humen meaning and sigaificance. Jts mantle is shaped by the

- tectonics of invention, decision ard iniention, and i} covered by a crust of emotion. The

indigenous landscape is a place.

Pilice is ome of the keracls of geographical research and fundamental to the autonomous
identity of the discipline. Dver the years, it hasaccumulaied a complex residue of meaning,
Since the early 1970s, in consequence of the gradual dismantiing of the rigid objective-scientific
dogma that blinkered the vision of many sociat scientlsts during the so-called quantitative

3
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~ INTRODUCTION

Ringing out from our blue heavens, o :
From our deep seas breaking rou:nd° D
Over everlasting mountains, . o _ .
i, Where the echoing crags fesound; -
¥ From our plains where crcalnng wagons

Cut their trails info the garth - '
Calls the spirit of our country,'
Of the land that gave us birth.
Af thy call we shall not falter, _
Firm and steadfast we shall stand; g :

* At thy will to live or perish, ' SR o
Ch, South Africa, dear land. :

o

The legdséape is fondamental {o South African identity. Sc.:ripted. in the ¢zantry’s national |
asthem is a love for and communion with the land, rather than with & monarctly or religious
figure; a geegraphcal description, as opposed to a dedication to the peopze, then' gistory and
traditions. Formost of its inhabitants, it is as a centre of meaning and a bas:s for fecling -
patriotism, excluston, despair, elation, alienation - that the coupiry exists. In their miuds, it
‘i home - place of refugs and prospect, or a hazardous maze of danger and threat. The human
. significarice of the landscapes of the southern part of Africa is as distinct as their physical
}orphology, in the public mind, the sub-continent is a umque place, qmie different from other
places w]uch have their own mythological and symbolic form. '& 'pmally, southern Africs is
the land of wild anircals, mud huts, bead-clad black indigenes, deserts, proteas and brilliant
‘sunlight. Beyond these broad defining features, however, is a rich world textured by the
human imagination, by fantasies, values, memories and other abstract and transient impulscs.
As such, southom Africa cxists in a way that modemn cartographic systems igaore: it is a
v:brantmddynam:rten'am of human’ meaning and s:gmﬁcmce Its mantle is shapedbythc
tectonics of invention, decision and intention, and is covered by a crust of emctiv " ‘I'he
indigenous landscape is a place. |

Place is one of the kernels of geographical research and fundamental to the autonomous
identity of the discipline. Over the years, it has accumulated a complex residue of meaning.
Since the carly 1970s, in consequence of the gradual dismantling of the figid objective-scientific
dogma that blinkered the vision of many social scientists during the so-called quantitative
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revolutmn, the humanistic dimension of place has emerged hesﬁanﬂy mumphant Thc
international commumty has tegun to myeshgaxe and cetebraie the iniricacies of subj&ctiv:
expenenoe, choreogra;ahed by socw.l deologies and pnmal geographmal uzges;-and the myf.hs

‘and symbols of place that em.ergc from these. In absorbmg the m#anglbie d1memnons of pla.oc B

into their discipiine, geogmphers haw had to relax their reqmremcnts for pzec:mpw
methcdologesmdaccurate, testable conclusions. Indeed, truth 1tse1f hashadtobereéaﬂned.

' now,xtlsahgnedmtbartratherthanw:thmence Theformenscompanblethhunagmauon

- and emotion; these s the foumdazmﬁs of artistic expréssion and meaning wh:tch are often

N

i amblguous and ﬂl-deﬁned Posts - .Md painters trust instinctive mtﬁ'pretanonp of

subjeu'f.-matten‘jncludmg the landspg.pe Hlunamstlc-culmral A pgraphers too have adopted

_ thuamnsmhwty bothmﬁ;;. mtofthmdesmpﬁonsofphceand sometnnes mths

: < style of Qleu‘ GXPfﬁsswn : o L

R R

By mmpariéon with initiatives in the discip]ine abroad, Soﬁth Afyican geographers provide

: mcage commentaty on the local env:ronment as place Mmor excursions into townships as

expmmimlplaceuanglﬂerawmuxcesdohﬁlejusmetothﬂwmlth ofmdlgenous quakﬁaitve

_ matenal and the symphony of myth am} mwmnk that has been composed, over two centuries,

arounx,l the landscapes of southern Adtica. ['hn natmal envxmnmant 1s one of the pnmary
lganres of artlstu. eﬂdeavonr locally, with landscape oct:upymg at Iea.st a small niche in the
oeuvre of mast arhsfs ﬁbm thr. colonial era onward, The names Pzemeef Wenning, Baines,
Jentsch, Volschenk, Bowler ‘Oerdéx and, more recently, Baitiss, Sekoto, Kentridgs, Arnold
and Ngatane, are intimately connected to the local landscape.. Many lesser-known artists have
similarly explored the country’s profiles and its moods. So far, the vast and heterogensous
world of images expressed in South African landscape painting have been traversed mainly by
art bistorians who sort them according to historical transitions and interpret them on the basis
of stylistic-formalist principles. Engaging the content of landscape painting on a. purely
aesthetic, descriptive level, and rotelling familiar biographics and events without intrpreting
them, drowns the often subtle geographical messages of art. It is up to the gmgraphcr to
carefully and senmtwely coax out the voices and visions of place.



Thehﬁﬁscapembeapptoagh&lonmmalieve}s,maﬁasw:llasbygcosraphcrs Thc

analogy with pnr‘u\\:\re is h:ghl} suggystive. Roskin {1856, cited in Beeton, 1970, p.-15)
cbscrvaathat depmhonsofnatm'e likeportraﬁsofpeople canbemldmiakcnonthmelevds

she has 2 body and 2 soul like man; ... It is possible to represent the hody without the spitit;
and this shall be like, fo those whose sensez are only cognizant of the bodf) It is possible to
represent the spirit in ifs ordinary and inferior manifestations; and this shall be like, to those
who bave not watcked for its moments of power. It is possible fo represent the spirit in its seeret
" gud ‘high operations; andtlusshallbelike,czﬂytothosa to' whose watching they have heen
revealed. All these are truth; but accurding to the dignity of fruths he can Tepresent or fee!, is
the power of the pamter ' : _ o

Many local amsis anh.eve oniy a supmﬁma.l likeness of the landscape by accurately record.mg

its surface: feamres 'I’he imperial v:}'& in parhmﬂar m:poses 2 predetezmmed i‘ormula onthe
subject rather than empathmng with 1% frue character CoId p;:emsmn and lack of passion are _

. sxgnsofpaumtymfapmsentatmnratherthanaccuracy- anlmpmssmnthatzsmtexﬁmdmth
the tich presegwe ofhzdden meanmgs‘andmpu]sesm atmerportrmt ofp]aoe qutunngthe
clusive, complex splrrt of southern Afiica dmands an mmnate understanding of the cougtry
and an .uxthenuc, mﬂzgenous Iangw.ge with whu:h to communicate its identity. Incmsmg\'
emphas:s on the “feeting’ of the local énvironment - the pulse of ifs enst,.ﬂdé !'ather than the

features on its f%/,(:e - has allowed South African artists to adnz&vn supenornommtsofthc

ooum:xy Evolvmg relat:onshps with pla::e in %hz visual arts are npc with mpheatzons for the

geographer pursuing the sense of p]amm soutﬁm Aﬁ-ma.

i

The current study is a preliminary effort to remove the mask 63 the briliance and variety.
of southern Afiica as place; to paint an impressionistic porirait of the local landscape. At

provides a fertile resource for achieving this end as the spirit of place emerges clearly here;
genius Inci permeates local literary and visual images, Of course, the brea(d)th of geographical

potential in artistic resources cannot be édequate}y caught Within a single volume of research;
the mesning allocated: m m expanmve area by an enormous, varied and shifting society
demands an extensive, mult:-faoe.:eﬁ and -dmplj(féxyl research effort, . An introductory
excursion is necessarily bmad. “The horizontal scope demands a smgle approach to the
material. Geographical analysis of landscape painting must pay tribute to the nmances of
itagined comntry, perceived"eﬁviromneni, sense of place, for it n as a mcprd of these that art

A
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* makes its umque contribution to the disqipl_ine. Conversely, by interpreting paintings in terms

of place, gaograph::rs offer 2 novel ﬁnde_rsianding of art.

i .a -
{ .-\\.
. 4

If the dissertation underplays the aesthetic value and socio-historical background to
partioular painﬁngs and therefore frum':es the art crtic, it offers & chart of the human-

' cautom of a country that m&y be moze valuable to the geographer. Moreover, in that it

harbours an unphed ‘geography ofart’ 1t may be useful to future msearchm who will benefit |
from knowmg the reguma! focus of particular actsts as m]l as the degree of creative interest |
that a specific regmn has att.racted Perhaps the most zmportant contnbuhon of the ﬁ

dissertation will be its mtmduchon of the "art of geography’ to a local geographcal commumtjf
that is still deeply antmnched in theorencal-quanmmve studiea. Not only are the sensitive and

artistic initiatives of the miemational hteratum remwed but an effort is made to invest the :

dissertation 'w1th ihe poetic-imaginative sensibilities of tbe author, such that art is e madium,
~ and not s:mply the ob]ect, of discussion. o _ ’

- Reconnaissance of the volatile texrain between gzography and the arts, the canvas for

specific empirical focus, forms the first part of this dissertation. " In the opening chapter, a

philosophical web i3 woven from threads extracted from pertinent literature In particular, the -
concept of place is ¢ ;ﬁed as elaborated by various hummstxc geographers, art historians,
lmguists,‘ archﬂects, and phﬂosophars The broad intellectual stlige erected, Chapter 2 ncripts

the existing iteraction between glwgraphy and the humenities, Literary and painted
landscapes have been weddsd to geography - success_ﬁﬂl_y, legitimately, and otherwis: - by
various match-mskers in the discipling and non-geographers too. - Three major couriing

grounds have been established: art as an ‘objective’ document of geographicat features; E
particularly from the past; art as an impression of universal subjective impulses in relation to

plaae, and art as a format for the gensration and perpetuation of sodio-cilturs! myths about

* * the environmert. A brief perambulation around the hndscape as p}ane in southern Afnca

{Chapter 3) seflects both the meagre academic commentary and, paradoncally, the wealth of

arlistic expression, on t}.e human meaning of the local euwronment
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a

Chapters 4 through 6 knit a detaile¢: pictune of the Mcalw\envuonment a3 place thmughl_

vatious lsndscape paintings. The aim is to demonstrate the tel.‘f,m:ps and nnam:es of meaning

that have been woyen around the unique Iandscapes of suut}mm Africa. A d:alogue is sought |

 with the distintj *g indigenous spiit of place. The appmac.% to the landscape paintings

. themselves i is thematic. Althoqgh pamtmgs awe arranged apprommately in chronologieal Brder '
' this relates to the evolution of place perception and interpretation, rather than fo strict

historical considerstions. The personality and intentions of individual arists and the

socio-historical matrix surrounding their works are discussed where these fadilitate a decper
appreciation of geographical messages. Likewise, the visual tapestry of colour, compositioﬁ,

. ]J-;nemdbmxhﬂmkeé:gmﬁﬁd&ﬁdwhwb’theymsiglﬁﬁcmtmthﬂmdmmmgofphce.

Even the selection of artworks is geograﬁbica]_iy coniained: images are chosen according to

their Hlusteative value in relation to the focus on the sense of 'j;lace echoing through them,

Most are repredentational images, with the landscepe their primary subject, as these pmwde |

the most appropriate stte for geographical investigation. Slgns of ‘geographicity” are embedded
'm titles, with those makmg direct referenm. to the outside world - rather than to the

own inventive POWEIS - oﬁ‘ermg ‘accessible routes into the creative mnmm of plwe. '

A;t isnot m&rely a transuz‘lptlon of a scene; it reads out and articulates tbe meaning Qf the
landscape, porteayiog its mbchc-abstract associations as well as its external morphology. It
commentates the shifting Idxalogue between people and_ place. Consequently, it offers the
matesial for tuikling a bridge from the arid terrain of scieatific sosearch, which embraces the

environsment in it cfinieal but supesfiial guise, to the coloveful world vegetated by imagination
and emotion with their blossoms of myth, 5ymbol and meamng Using art to span the nft
betveen these markeé]y dissimilar regions of fesed"c:h in South Afxica will hopefully alert local

researchers to the heaut‘.ﬁ.ll land that they have previously neglected and to the strength of

artistic imagery for supporting atternpts to traverse the gap. More than this, it may inspire
sometormnforcethebndgemtothmdynmandeverehangmgmﬂdsotp 1tw.rilbemore
accessible for geographers in the foture. l‘

%,_
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CHAPTER1
PHILOSOPHICAL FOUNDATIONS: PLACE, ART AND EXPERIENCE

FaIse‘ False' Boring lines s squiggle, '
g empty roads, hedges and wet tyrw
'y lation of damp railway fines
gguhae no-one encgunters a red larp danger.
But there’s my of a kind,
Why else do official cartographers
condemn the wﬁ:&e l?ndughbehmd :
a strict cage emptied of noughts and crosses
. 'Where no happy latitude is given?

And this, oo, ancther lis; . ' :
this measurement of a lifetime’s journey ' . v
in inches, these little, exact circles ’
- for names of places where untemed peopie _ .
pnvateiy hide and love and cry, )
. (from Laokmg at a map, Abse, 1970 cited in Caater, 1977, p. 105)

Place expzoraﬁon and interpretation is the rason detre of geogeaphy. Yet, the discipline |
. i

circumscribes this process with tight conventions and perspocuwes. For too long, geographers . -

have imposed theoretical and mathematical systems upon the world as the sole basis for

examining its variegated and dypamic chaszcfer. - Behavioural geographers, applied
geographers, rad:cal geog_raphers,_ economic, transport, population and hou;f.ing 'g_cographets,
all are cast in different moulds, but they adopt similarly static and rigid {. -mulze for addressii
- the world, Invanably, they fail to confront ike nnvsrcnmenz as ama]mofmeamng, as &

.landscapeoftheheart Themmdhasbeengrantedsupmenghtsbyplaoedﬂtecnveagenmes, |

the appeiite of reason has starved the soul and the imagination (see IB.mkse, 1990).
"Description” - a mirror, rather than a translation of the world - was paraded to the guil!otme

years ago. Saint-Exupery’s (1971, p. 65) Little Prince questions the very foundations of his )

condition;

*1 also have a flower.”

“We do not record flowers,” said the geographer,

“Why is that? The flower is the most bentifil thing on my planet!' _ )
*We do nut record I]hem, sgaid the geog. spher, "because they are - B
epher al.” e . . .

- The geographer cannot hope to fully appreciate place without giving primary obncem to

human priorities.. In the equation of fact and relevance with measurabﬂty and objechvxty,
place is cropped irto a superficial scl.enuﬁc entity.
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Aggravating the ideological cramping in ga.ogtaphy isa letha.rgy ambng practitioners who
raxely walk beyoud the confines of their offices io exercise and tone the tight, shm::kiugmuscles
of their limbs ofthedlsmphne Fromthe:racademmp:geonholes geographers analyse the
world as it is re-pmsenteﬂ in weathered literature and on maps man_;le by other ,people hands,
Wﬁfse, they rarely evolve new insights ﬁnm these, as they reapply establ_i__shed approaches,
bofroived or stolen during excursmm overl' naﬁdnal.hor disciplinary boundaries. Porteous’
(1986a p- 230) biting comment is wonderfully desetiptive:

As geographers, we no longer confront the world, It's no Ionger our oyster, « Indeed, we
geographers have become oysters - immobile, thick-skinned, heads down, shut tighe, diﬁ'wl
to prise open and, ‘once inside, amorphous and ﬂabby, playing with our bit of focalised
Pearls are fow, and of ne great price.

Re]uvenatmn wﬂl dem.and the ﬂushmg of exgess and dated matenal to llghten thf. burden of :
tradition that weighs onﬂ]e discipline at present: - At offers patgnﬁaﬂynchmwmgms and
pmpecuves to fertilise the ground once it has been cleared. Buttimer (1990 p- 2) characterises
| ~ ihe imminent paraﬂ:gmahc rearientation towards the humamt:es as a phoenix in the-
| developmcnt of contemporary geography, an emancipatury moment when “zew life emerges
i‘_‘mm the ashes [of former :d:eam_s],' with’ prospects for & fresh staxt'. Cermnly place, the
_epicentre of nm:ﬁcroq; waves of geographical zﬁaearch, demands and deserves to be unleashed
from the heavy shackles of 4 arid academic discotse. | | |

In the humanistic definition, place is a. ﬁcore of meaning, value and significance.
Consequently, it can paly be fully understood by releasmg the hutnamty latent wlthm it (see
Tuan, 1974a; 1975; Relph, 1976). This rrrqum both conducting studies of humarity in place,
end reinstalling humanity inte academic reﬂdctmns on the wosld by expomng the sub]ectm:
. and emotive features of researchers (Cloke et af., 1991). Iieally, scholars ought to abundon
\ their articles, armehairs and apathy in a concerted effort o éxplore the world for themsels.
: ~ More importantly, before they venture outside, they need to remove their blinkers, muiflers,
and muzzles. They must begin to trust and give’ expression to their awn responses to the
dnvironment, cast off their lenses of detachment, cultivate an empathy with subjects in their

ﬁéprld, and learn to listen 1o the voices of plase. In short, the meta-theories aﬁd gen&rahsmg
spictacles prosceibed by science must be replaced by the kaleidoscope of vision pursued in the
humanities. Place must be reconciled with axt, | S



Ay

Piace as the locas of spirlt

A catholic tteﬁmt:on of placc embraces - indeed it eulogxscs - the intangible qualitative
character of sites’ 'as well as then' concrete geographical featu:es. Consequently, the term has
enjoyed preferenuax treatment in the house of humamsnc geography compared with its close
relatwas ’iucatlon ‘IOcahty’ ; ezmronment‘ and {space’, which have found mches in altematm:
sub-disciplines. Location is, arguably, a mild and sa]ldw version of place; sltc. ot “spot’ are
adequate synonyms. It unphes mene pOsmons in a system of abstract-extensmns, rela:ted in

space and identil :d according to geometnc and nb]ecl;lve criteria. Walter (1988, p. 117) creates -

a evocative impression: -

When each dart strikes the map, it gwﬁ vs simple locaﬂon. dedipced from the geometrical
rationn” :tion of the earth ... We identify where each dart lands by reading 4ff its latitade and
longjtude, ... its relation to established places, and we say it is in the Sahara Desert, or in the
~ middle of the Atlantic, or near Istanbul, _

By conirast, place is an c:é!msion of Jcation i the sense of pure positioi:t it & more complex
ent:ty tinted by the hlmmn palette It implies more than is comprehenmble using cerebral tools
and ca:tegones

21

Upon the ébservable external morphoiﬁgy of location are juxtaposed the residue of |

meanitig, myth and intentionality that contribute to the experiential dimeﬁsien of place. To

'eontinuq_lwith Walter's (1988, p. 117) examples:

The Sahara makes us think of trackless wastes, sandstorms, nomads, camels. The Atlantic
suggests Vikings and supestankers, voyages, storms, shipping lanes. Istanbul évokes a sense of
teeming urban life and the slow movement of civilizations reaching back to Consian‘unople and
Byzantium ... the quality of a place depends on human context shaped by mernories and
expectations, by stories of real and imagined events ... _ _

The two entities; locality and place, can be approached wusing distinct 1deolog1¢al and
‘Uescriptive tocls. Walter (1988), following Piolemy, distinguishes betwesn jeography and
chomgraphy The former focuses on the wotld as a whole, adopts a perspecuve of unity ind
continuity, and uses mathematics to echieve generalised descxmtmns aod explanations of
nature’s objective features This is the dumam of gsometnc ratzonalm,twn and prec:se
determination. By contrast chomgraphy separates patts of the world and records minute
details of the quality of place - including its subjective meaning - usmg ariistic modes of

" reptesentation, Fmagery, myth, magic, religion; and artistic imagination are the indeterminate



expressive oriergies that shaps and must be used fo interpeet this reakm. s chorographic
exploration: that reveals place. Walter calls for 4 separate field of § mqmry mpishcs ~ that will
~adopt appropna:e conceptual categories to mvestlgaie place ”Wlthout mterfermg wﬂ;h the work |
: of geographers, soczologsts or any of the othnr specmhzed disciplines” (Walter, 1980 PP, ..

163-64). A more safisfactory solution to the malady of place naglect' is that geographers'

rewrite chomgraphy into their job specifications. -

Peeii.ng back stilf more layers beyond the oBieétive, rational, functional mﬁmot ?f in
_environment, there is a character of place that can only e experienced, yet exists beynn;i the
cosmos ‘of human perception. I Walter's (1988, p. 142) words, overy place has "en
mdependenlﬁaﬁw.giswe energy which evokes fee]ingé. an& fépmﬁe.ntations”. It is composed of
and is conﬁmjm.am a set of material phenomena, but dan only be comprehended through the
essence of their totafity: “Fach place has its nomos, its charactmsuc rule of action, or
customary way of making itself felt, or specific way of being in the world” (Wa]ter 1988, p.
7. Po!]ow:ng extensive travellmg D.H. Lawrence (1933, cited in Cook, 1981, p. 71) was
moved to make a similar observation;

Different places on the fuce of the sarth have different vital effluence, different vibration,
different cheiriical exhalation, different polarity with dilferent scars: call it what you like, But

spirit of place is a great reality.
It is this spirit af p!ace that has been seeded out of much geographmal hteratute finds no
representation in its cartography, and has been dxsﬁgured after pariodic torture in the mmcer
of acadexmc debate. According to Tuan (1975, p. 153), oontemporary society in genernd is

gui]ty of ignoring place'

Place may be said to have “spiril” or “personality”, but only human beings can have a sease
of place. People demonstrate their sense of place when they apply their moral and aesthetic
discernment to sites and Jocations. Modern man, it is often claimed, has lost this sensitivity.
Hpe transgresses against the genius loci because he fails to recognise it; and he fails to recognise
it because ithe blandness of much modern environment combined with the sthos of human
dominance has stunted the ¢ultivation of place awareness,

Only recently has the spirit of place begun to re-emerge hesitantly trivmphant in some sensitive

regional geographies,



Genius lpci is & phmse;that. has started to enioy curnency among geogmi:-hers, landscape
architects, town planners and other place—consmous academms It has become a standard.
' abbseviation for the dense conceptual cementing around the artistic and phenomenofogical
appreciation of place. Architectural theorists, the most-cited of Whom is Norberg-Schulz (see
~ his 1979 Genfm Loci: Towards a Phemmenalogy af A rcﬁ!tectw‘e) are devoted fans. Motivated
‘by the desire to situate design inspimation; _]ust!ficatmn__ and direction in building mm_
themselves and thereby to create meaningful man-made environments, they seck theoretical
avenues for discovering and expl&iﬁng the ‘genius of place. Norberg-Schulz’s philosophical
| wanderings traverse some ground of relevance to the geographer: he too undcrstands genm loci
to be the essence of place. The sense of place refers to theit Idcntlxy or gcneral comprchenmve
atmosphe:e, 2 home is prc,necme a restaurant or a baIl-room is ‘festive’, a church ‘solemn’,
| Natural anmnmﬂnts too have a pamaula.r and distinctive character that is fundamental 10
place experience. An emstent:a]ly relevant understandmg of Iandscape must incorporate this
“spiritual’ identity of place as it is communicated 1o the very soul of the individual, |

Placelessness and nonplaee in fite modern era
| Cities, dwellings, neighbourhoods, mmmtamscapes and countrymde are manunate, mere
assemblages of brick, concrete, asphalt, foliage t rock. However they come alive’ throngh
dxrect conﬁontat;on Their personality emerges from the commmmy of noises and smelis,
drarsa, colour andmrpnsethata;gmmdentmthmthemandatthabaseofhumanmtemchon
with place, It is these qualities that geographers must tease out if they are to. successfully
examine place as a “bumanised’ entity. The exercisé wﬂl be an esSenﬁal part of the project of
human geography to understand humanity, for it is in people’s inﬁmaxe'as;sociétions with
various enﬁmnﬁlcﬁts that broader geographical behaviours are conceived. As mu,#h as social |
and historical factors shape ﬁndscape, the meanings, senses, feelings and expet;itmces that
texture the subjective world are written externally, translated into crude symbols that combine
to form distinctive places (Eliot-Fiusst, 1975; Cosgrove, 1989%a). People express themsselves
through landscape and place, albeit in thick brushstrokes. Erotion, culture, and identity stain
the very fouﬁdations of place, -C&nvetscly, existential cntena ate drawn from place; a sense of
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_ beibnging_, cdrﬁmunity,: gven national identity, or altema&i_vely, uprootedness and outéidmess

- in short, -a sense of place - are extractad from the environment, Place is, thersfore,

simultaneously the repository of meaning, and the nourishrnent for meaningful existence; at

" once the root and the seedling of tuman identity.

Tt may mvoke sceptlmsm, but the sxgmﬁcance of the gemus of place should not be

: undercst:mated Its mpormnce tings clearly thmugh the landscapes whm it fias been
destroyed. Inmany cities, the spmt of place” is now more cnn'ectly mterpm“u 23 the phantom -

of & deceasad tmtzty, than as the positive energy and identity that it was coznnd 10 express,
' Indeed, the absence of place in the ghost-towns of the modern era is asunnmgas_:t‘the
people were remmrad In view of the magnitude of the effects of this condition on humanity

(see Relph, 19’?6‘ 1939; Walter 1980), there is 2 growing concern among planners to. reinvest

human envn'ouments with meanmg, 10 re-create landscapes with soul. Homogenous suburban
neighbourhoods, mass produced tourist- scapes and" standa:'dlsad mdustnal or commerc:al
Iandscapes are woven in a fapestry of ‘placelessness’ (Relph, 1976) that is a remnant of an era
in which place was subordinated to funcuonahsm and modernism. ~ Other-directed
pseudo-places reflect the logic and requirements of cap:tahsm tourism, pofitics, and other
tyrants of the conternporary world system, whilst squashing the identity of people and place,
The complex Ms of plaf.:c__lessness.must now be unravelled and reassembled usmg a more
human pattern. Natural materials must reptace the synthetic fibres that modernism introduced
to the cultivation of environments; place must be reinvested w:th human meaning.

South Afncan history is interlaced Wlth superb examples of the consequences of destroying
meatingful rhythms between prople and place. Time and again, African communities have

been severed from their homes and dumped into distant, custom-built townships. The entire

country has heard the intimidating thunder of apartheid’s destructive march through freshold

black suburbs. Annihilating place by bull-dozing residences amplifies the horors of

community eviction. Perbaps it also indirectly voices authorities’ fears of the powers that are
generated by mtlmate re.laﬁunshxps with piace. Matthews’ District Six (Cape Times, 1 Auguost
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1979) locates the major tragedy of the govemmant’s“removal scheme in the Toss of the soul
of & place; '

Mechanical monsters
with vapacious Iust have ravished
the beauty of district six +

. meven steps
where gladiators provide circus - o
and flowers flourished : o o b
in fields of fiith S S ' - 9
famitiar landscapes effaced =
now grey ghosts
in once hallowed places

" exiled pilgtims worship _

at desecrated shrines . . g . o
solitary seagull awheeling : _ B
its melancholy mnew S . = o
last rites chanted
at the death
of a spirit
that was d{smct six

For resxdezns demolition forewarned the replacement of the hum of local life, the emberance .

of peopie, a colourful amb:.ence, and a vibrant community Spnlt with the screaming -
inadequacies of a unﬂ'ogm, stmle cmumnmmt.‘ Hart {1988) provides an emdlmt-sumauon
. of the sense of place and its destruction in District Six.

Place is a bnstlmg theme in the fitesary ouevre .'of residents of former townships, Mattera
(1983, p. 5) roconds the emotional tranma and resignation associated with the destruction of
place: " o |

We gﬁe way

there was nothing we could do o

although the bitterness stung in us -

in the place_Weknewto be a part of us
The flatscapes of townships into which the victims were mlocated could only reinforce their
fbe]mgs of uprootedness and despalr How apt is then‘ co]loqmal label: LOCATIDT‘\L Thﬁy
are certainly not PLACEs! A locafion cannot beforgg to’ anyone Huddleston (1956, p. 126)
tells us, “except the people who control i, the European officials who live far away . And
for those who must suffer it, nonplace is a serivns .and draining imposition on life:

Meadowlands {a zone in Sowelo ] is soul-destroying, a depressing monotony. The houses look
like thousands of mushroorns on a hillside, Small unit detached houses despatched without love
or propriety, monolithic monsters from the architeua boards of the National Buiiding Research
Institute {Modisane, 1963, p. 105).

12
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Themessageforpla:mgrs is blatant: placemdhumanuyatetlghﬂymeshed To lweman
envuonmentwhmhhasto bcignorcdorcnduredmthnrthanen;oy:dmtohedlmshndasa
-.human being. Ranonallsed solutions mmply serve to perpetuate the evil. Empathy and
experience are important criteriz for'understanding and making place.

" Here too is 2 lesson for geographers. Excludihg the rhetoric of experience, emotion, and
the passion of place fiom the process of representing ihe v‘qud isas pmblemaus as ovedooking

_ it in the production and destruction of the phymcal landscape The dominant (and defective)

" way of thinking sbout places through sciemtific rationalism is an ‘epistemological sturmbling
block’ on the way 15 creatlng and maintaining significant places (see Walter, 1980), Relph
(1989 p. 149) ridicules precondmoned systematised viewing of placa

D e o e mae o e .‘ﬁ";’ﬁi“m’:‘&%
-content - the information may be aconrate but it seriously misrepresents the subject matter,
The academy must adopt an alternative pe.rspective in order to interpret placs'éé a human

“entity. It must introduce artistic s:ansxtmty into 115 observation, interpretation and recording
of the world, '

_ Retipe for the sensitive exploration of place

Submerged in extant literature on place is a fluid boundary .hetweén_pecl)ple and the genius

"locl. Vaious currents have washed i:esaa.rchers either toward humanity as the most important
actor in the relationship, or into the dangerous waters of eavironmental determiniem.
Afternative ways of understanding the symbiotic interaction has precipitated different
approaches to environmental appreciation and divergent mterpmtauoff of the term ‘landscape’
itself. The variety is represented in the triad of activities in acadetm;:resmrch observing,
thinking, and recording (Relph, 1989) - that have been moulded in a number of forms. The
sternest and most rigorous teacher, science dictates that its students obsérve precisely,
preferably through cxperimentation using he latest equipment and techniques. The tosults
are systematically categorised and churned through the rigid objective machinery of intellectual

| or computer-generated formulae to prodube an explanatory theoty that can be applied
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generally and';wen facilitates I;Mcﬁon. Standing far above their material, i‘or a v:e.w from
nowhere, .. [scientists] hope that they will thereby be able to plunge well bélow the surfaces
of reality” (Tuan, 1989, p. 240). ";'he robotics are impressive but they cannot even begin 1o
| capture. the spirit of plase,whlch tesides between the appearance of surface phenomenaanﬁ
the viewer. To uncover this quality, a more sensitive process is mqm-onethéxmes
bumanity ratker than circumventing or incinerating it. “

Philosophy ard art provide superior 't.ole models than science fdg- landscape researchers.
Ruskin, 2 nineteenth-century art critic and author of Modern Painters, muét be the suprems
example of these (e Cosgrove, 1979; Cosgrove and Thomcs, 198%; Rclph, 1989). Fzrst*
terms of a mode of observaimn, Ruskin advocates acute ever'scientific’ - vision, but as a
met{wd that prcch;des neither pleasure in experiencing the. landscape nor the mmqmplstlon
of decper hidden truths and unities in nature, Indesd, Ruskin befieved that accurate
obsewvation of its literal forms fevealed a symbohc, moral and aesthet:cosderin the

mwronment It was here, be maintained, that the tuth, the esserce of a scene dWe]Ied In bis

notes about sketching a tree (Ruskin, 18835, cited in Cosgrove, 1979, p. 54)' is to be found -

Ruskin's formula for observing nature:

Languidly, bat not idly, I began to draw it; and as I drew, the Ianguor passed away: the
beautiful lines insisted on being traced, - without weariness. More and more besutifil they
becamne, as each rose out of the rest ... they "composed” themselves, by finer taws than any
known of men. At last, the tree was there, and everything that I had thought before about trees,
newhere. ?

Rushnaﬂows?hemagnaﬁveﬁactﬂtymmspondmmdhamumsemihnatm,theemmncal

truth provided by the eye 13 ampplcmanted by an apprecmtlon for the spmt of the subject that

exists beyond, as well as through the viewer. Sauer (1967} and other gecgmphets g/.om.sh

1928; 1943; Cosgmve 1979) have assomated this ‘maive awareness’ of a scene thé aesthetic

appretnahon. with the morphploglc eye: a spontangous and eritical attention to form and

pattesn (Sauar, 1967). Sensory awareness and imagination is the routs into the soul of place.

Within the quotation from Ruskiﬁ lies the crux of an art of geography. It is laden not only
with lessons on observation, but extends into the area of thinking and recording too.
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Ruskin's insistence that truth depends on observation without theoretical presupposition

echoes the teachmgs of phenomenology. This philosophical tradition is characterised by ity
réfusal 1o ﬂnpose methodological systems in an attempt to explain the enm‘onment, instead,

direct ‘naive’ ‘response {0 subjects through expmeuce is encouraged. Moreover, the uniqu., is

the fountainhead of landscape study. For geograph:rs itisin th;s style of eontemplanon thiat
| the autonomeous spmt of place will be found, just as it ailowed Ruskin to identify the cssenual
character of a tree. Phenomenology also emphasises the importance of subtlc qumtxons

regarding meaning and reSponmblhiy,m_the process of thmkmg about the Iandscape.-lt'

therefore offers a .pcwerﬁﬂ tool for humanising geography. Finally,'_pmging ‘research
¢ methodologies of their scientific toxins will fésult in a visible chiange in associated iterary
pmductsthat compnsethelaststepmrescamh recording. Tnuungonceagmn*o Ruskin, it

is dmthathewasanawdbehewmmmate description of direct sensory appreclaﬁonasa -
route t/-i lmderstamlmg tl'.le enw:mmeut Allowing thc subject to reveal its own traits and .

expreasulg theseaseﬁ'ecuvely as possible, he made no attemptmana]yseandexplamthemm
aimmewcrkafgen&rahsedmualandvm-baimdwes Themcmmthomugh,untheonsed
andtxuetothedﬁogucbetwmexpenmandnatum rather than to unpasadmtel}mhml
scieatific ‘realities’.

The humamtles offer ample examples of the virtues of description (which is clossly
connected to intexpretation), as opposad to explanation, as the aﬁ‘spnng of the Academy. Art.
historians, anthropt’iagists,l hﬁgmsts, and their Tike mgaga in descriptive studies as will as
seeking underlying causes f;:r obrervable phénowena. Oddly, contemporary geographers are
inclined to apologise for ‘mere description” which has been stigmatised ag"supmﬁcial, trivial and
frivolous (see Jeams, 1979; Cbsgrovc and Jacksoﬁ. 1987y. Yet, the 't;énhnique of a

cultural-humanist (descriptive) geographer is busically that of a storyteller”, which implies that
his or her description wmexpunglblymedvmhexegems andmtemteiahnn for ordinary |
language not only contains interpretative con]uncnons that invite use, .. but is also very rich -

in words that reverberate - that hint at relaﬁonéhips :'ﬂeyond their literal meanings” {Tuan,
1989, p. 240). The power of descriptive Janguage yieis an even more sigoificant benefit for

the exploration of place: it allows the researcher to transcend the barrier between cbserver and.
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subject to penetrate and express the existential qualities wnbmced ni gemm loci. Indeed, the
mgwﬂﬁﬁmﬁwappmpm:mﬁrmemmhm&rnmmsadhmmwm
dense-textured facts of experience and doe&xaot attempt to "reduce and dominate the’ complex,
unstable character of human reality - imcifiag feefings and emofions and the assthetic impulse
that are so much a pirt of that reality - tnti;edagrecthathypothcms—pgmgmmagm
does” (Tuan, 1989, P- 240) - ' S

Fm&é*o? place shou]d aim to unlock its silent qu.ahhes to bear witness to the variety,

signtificance, beauties and mnamng embedded in it Jti 13 these that*tharactense thc compiex
and nchly-textured relationship between humans and their environment, and that defy the cold
chise! of inteliectual craftsmanship t_ha.t aims tp} levei all sucface undulations to ‘expose’
structures and pi'p;‘:esses beneath. The texture is important. Touching the grooves and ﬁnnts
adds the flavour of place and humarity to geograghical research. Senfitive observation,

7

>
1 LE
Lt

o .

meditative pk:ilnsophicat contemplation, and artistic description are the récipe for sueoasaﬁ.llly =

combam.ng these ingredients in academic research. They make room for & sensst:v;ty to ths
depth and hﬂterogenexty of directly apprehenm‘ble geographwal phenomena and sensory

impressions of these which are fundarmental to the human condition and to the essence of |
place. ) .

Expenence, a.rt and the truth of piace

Geographers require a means of penetrating the complex people»place relatmnshxp without
divorcing the partners int their intecpretation. Expemnce is the key. It enshrines humanity as
tho medium for interpreting place, yet respects the individuality end powee of place. Perhaps
‘experience’ is the name of Webb’s (1961, cited in Paterson and Patérson, 1981, p. 219) ’thv:d
entity” which adds nuance to the place-person interaction:

the personality of @ man reacting upon the spirit of a place produoes sotnething which is neither
the man nor the placs, but ﬁercer and more beautif] than elther. ‘This third eatity, born of the
* union, becomes a power and a2 haunting presence - non-human, non-material. For the mind
that helped to create it once, it dominates the place of its birth forever. . =

Walter (1988) takes a more direct tack on the winds of expsrience. Among the rusings
contained within his gospel on place, Placewaps, that provides so much inspiration and



direction, Walter suggests that expedence finds coherence through a number of “strands of
unity’. Individuals, society, ﬁzﬁm, and place, ail are important, but the greatest of these i _
- place: _ '
the first and greatest unity of experience is Place, the nature of which is grasped intuitively on
the fringes of reason and perception ... The totality of what people do, think, and feel in &
spemﬁc location gives identity to a place, and through its physique and morale it shapes a reality
which i unique to places - different from the reality of an object or a person. Human
experience makes place, but a plaae Lives in its own way. Its form of experience occupies
persons - the p_laoe tocates experjence in people (Walter, 1988, pp. 130-31). .
People and place are engaged in an intimate dance through the obacure, intangible landscapes
that emerge out of experience. The best way fo understand the shythms and steps of their
spontaneous ballet is 10 take a partner from the many regions that await a sensitive companion
and to slowly and meaningfully harmonise with it i movements that express both humanity
and place. Yet, direct involvement in the absolute sense, is not a prerequisite. Art is master and
choreographer of the movements between humanity and place, and therefore offers many

windows on the spirit of place.

Emotion and experience - at the interstices of humanity and place - secp to the surface
from the wells of subjectivity and achieve graphic expression in visual and verbal creaiive
imagery, '-_Perceptions of the environment rooted in sensory responses, moral and acsthetic
judgemenﬁs, passions and ideas are vividly portrayed in art. ‘They evaporaie under the
scorching critical observation of science. They may also never be atisulated in everyday
discourse, for they lie decp within the inner being and am difficult to coex intc conscious
awareness. and visible expression. *Langoages differ in their capacity to atticulate areas of
experience”, Tuan {1977, p. 148) observes. “Pictorial art and ritual supplement langusge by
depicting areas of experience that words fail to framse; .. Ast makes images of feeling so that
feeling is accessible to contemplation and thought* (sec also Lowenthal and Pdmé, 1975\,
This is appropeiats, since in the domain of place: |

we talk about the condiuon of our inner energy and vitality, about intellectual energies and
pychelogical effects, as wdl} as refigious energy, the energy of language, of ritual, the dance,
works of art, and so forth, This notion of energy is swollén with ambiguity, unlike the scientific
concept of physical energy, which is lean end precise. Ambiguity, the breath of poetry, leaves
a stink in the nostrils of scignce ... [vet it} is not just a deficiency of language b’ is essential
to its power of expression. It shows that ilie limits of language - like reality itself - are fluid ...
human experience flows over the rims of Wwords (Walter 1988 p. 128) :
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--Themmmﬁegemmdnmdmpmmsesthatunderhepmmd graphwmagexymake .

posmble the crystallising of elusive ‘experiences that words - let alone the m::ns:twe language

of academia - are inept at describing. Thefundamentalfunchonofartmiogaihc:the‘
 contradictions and oomplmtms of tlhe Me-wodd And it s thrcugh muahamgthe intricate

" Jace of humian cxpencnce that plat:e CIETRES. N

i

The clusive and faint spirit of place thrives under imigation by subjectivity. Damming

experience with the best artistic mateﬂals w‘ill prdduce an excellent appré:ﬁation of place,
Poetry and other creative lterature, painting, etchmg, even architecture, make mamfest the

‘“transcendental features oi'thr.enwmnment thatamthekemelofexpennnﬁal place -
(hwenthal and Prince, 1975). Nature is replete with scenes that m]e.ct alternative {mtlonal _
' .- scientific) expio;at:on. Ruskin (1858, cited in Becton, 1970, p. 20) humbly acknowledged that

the pow& and beauty of the envirorment out-weighed even the capabilities of art: -

. The whole sky from zenith to the horizon becomes one molten mantling sea of colour and ﬁre.
every black bar turns into massy gold, every rglpia apd wave into unsullied shadowless crimion,
and purple, and scarlet, and colours for which there are no words in langusage, and no iﬁeas
in the mind, - things which can only be conceived while they are visibie.

I

S
Nouetheless, Ruskm remained oonﬁdent that landscape painters could effectively comnihmcate

the essentlal charac:er of plaoe Turmer, a nmeteenth—nentmy English pamter was, in ﬁrushn (]

view, the master of the truth of impression, able te capiure nnt merely the facts of a scéne, but '

topenetratethnmulofplacemththetmthofhscwnmsxghiandthepas&onneededtqlmeord
it (see Beeton, 1970; Rees, 19822). Exactitude and mpresmomsm are ccupled|'m the

harmonious rendering of the beauty and mystery that infuse the awareness of place; 1‘z:msr’a '

work embraces the signal martiage ofmte.necmai insight and axtistic grasp that Ruskin 1>elzmd
to be crucial to the seasitive mteqaretanon and description of place. Certau:ly thc maddquamcs
of art as 2 tichnique are minor in comparison to the violation of natums ic represd;tahons
made by gedgraphers suffering the imprisonment of their imaginations during the feiga of

science, | ' L . L

Compou-ndmg the appropriateness of artistic vocabulary for evoking a:xpenenﬁal qualrhes
of place is 1td dlshm.tive vantage point in the audience of the human-mvzrdmmaut pantumnne.

As a comml_;lmon between people and place, art is closer to place than is conventional
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geography, yet it is éi:ﬁultsi:_imusly hurtan responss incamﬁe. - Mereover, it has the capamty
_ tooommunicate-direct_lytotheheartandsnulofitaviewers,toinduceanawarenessofﬁ}g}cc |
' .by. holding up mirrors 1o memories and fantasics resldcnt in its own 'é.uéience (Tuén 29‘.-10),
- thereby oxmtl;ng the basta:rdmanon of place expenence through mtellecluahsatlon. Axt is the
spmtofplaoefmzenratherthanmlate& Itisthereforethepathto atruththat dwelis
beyond the limits of smmmﬁc vision and anal}'sxs, a reahty that speaks th:rough the senses and
' the imagination, Evemden’s (1983, p. ) pmclamahon that the American prairie "
expenence, not anobject a sensahon,notavxew awayafbemgmdnot aihmgatali"
.undersoores the fundamental significance of the transcendental realm 1o the geogmpher.
Indeed, reality itself has had to bs redefined by geographers willing to listen to the voices of
 placeinatt, L . o | P ’

“The truth drifting through the landscapes of art is not only an alternative to the facts of
traditiona] geography, it is érguably more real... Imagination and erotion texture the hﬁman '
environment as they colour the styles and language of painted and poetic images. Realism
depends on a truth to thsse base feaiures of experience, not on the objective rendering of
nature. Picasso (cited in 'I‘uan. 1990, p. 438), an amst renowred for his stylistic abstractions -
_ thit distort the objective accwy of his subjects is mdagnant at the suggestion that he does
nqrt paint reality:

: 'ﬁﬁﬁ;ﬁ?ﬁﬂﬁ&ﬁ'Q‘;zé’fé’n”ﬁ“ge’ﬁiéi'?,ﬂ“ofpﬁ?oﬂﬂi&?i taore rou then the
Grography too should re-evaluate truth. According to Tuan (1990, the discip]im is in danger
of becoming ‘hyperreal’ and ‘unreal’ in striving to capture the environment by adhermg to
fa@:tuai minutiae and producing a snrfeit of place-names and Staﬁs“ﬁcal' information. 'Iis
_]iteratuzé may be trus as far a3 it goe#, butis misleading in the omissinﬁ of hurein experiential
truths. 7t also becomes deceptive as the discipline disguises the mventwe character oi‘ 1ts

nbservauons as fact,

Optical fidelity is insufficient for truthfully capturing the identity of an object, for its
qualitative character, “the warmth of & wool blanket, the light over a distant ake, the doadness
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of a carcass - is also to be portrayed” (Tuan, 1990, p, 441). The corament could not be more
significant than it ie for place. Reality exists, paradoxically, in the fantasies and fiction of art.
“Thus: - : o ' _ ﬂ*
In the name of reality fiseif, geographers must pay close attention to the indubitable fact;
powerfully revealed to us by Hterature and the arls, that humans are emotional as well as
rational. beings, that they have imagination which soars from fime to time into self-deluding
_ fantasy, and that these traits direct human energies which have transformed .., the face of the
earth (Tuam, 1990, p. 4’44).

Inthcﬁnalanalym phﬁosophyﬁﬁérsamadforoontemplaungthemessagesofpm andart

_an appropriate language formoordmgthem. Botk: cast off the unyildy expectaimns ofexact
objective explanation and tight, precise, provable condlusions that expel the human spirit from
science. Neither has been adequately absorbed by geography, but a tentafive moverent
towards producing an ‘art of gecg;aphy’ 48 a prommng avenue towqu evibracing the s;mt E
of place, | | | h

The art of geography oy

Porteous is probably the strongest advocate for geographers’ direct sensory and artistic

engagement with place. His pregnant term, ‘intimate sensing” {Porieous, . 1986a) captures the

importance of landscape appraisal on a personal level, throngh its sounds, smelis, taste and

touch, as well as its visual featrres (see also Porteous, 1990). Tuan (1990) adds fantssy asa

further veriabl in the relationship. In comparison with the ‘remote sensing’ of social seience,

which is cleas, cold and detached, intimate sensing involves direct contaot with the

environment which encourages the purity of vision and experience .that are qmntessentxal to

place, Intuitive readings evolve out of sensual mnmersmn in the landscape; places emerge from

the qﬁaﬁtaﬁve dimension where responses such as.§helleﬁng, togetherness, tranquillity, rhy‘tl:lm _
or openness mingle between geographi&al sites and experience. To be 'suceas;sflﬂ, intimate
sensin;; or ‘respomsive seeing’ (Relph, 1989) relies on the enthusiastic and cpndentr;ited
involvement of the rescarcher. In addition, the researcher must be receptive to the subtle,
gentle nuaﬁces of place that often suggest themselves, rather than imposing their presence

arroganily upon the viewer, and that are not amenable to wstmg ;ss with the in.terpretmion-.
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- of painted or poetic landscapes, creativity and empathy w:lth the landscape subject are more
valuable routes 10 understanding than is Jogical descriptive analysis of its paris.

The connectivity between experience, place and art is manifest in the best tegional
dcmpt:on., These provide a \{’ormat for geographers to tap the deep roots of their hteraxy and
artistic nnagmaimns in searching for the spirit oflandscapes From his seat in the planning
profession, Grady Clay (1987, p. 3) advises: - | N

v 1t's up to each of us to explore and possibly record our fedings within this place, our responses
to it, a5 well as the emanations and currents from the place itself. Once we are open to tha place,
then we can recognize its promises, excitements, repose, inspiration, or even that indefinable
something cafled “challenge” or magic that comes from some plaoes :

Fo]ldwing the formula, Clay creates & ﬂ:a.gmented description (which he comers off decisively
from ‘preseription’ that suffers thé ixgtetfemnce of a presumad course-of-action) of places in the -
real world that he has visited. A mosaic of geographical scenes - including Alleys, the
Dangerous City, Holdout Zones, Kodachrome Town, Lassithi, Remembered Landscapes,
Baltimore, the Scruburbs and Urban Fronts - is punctu&ied with. ‘theoretical” ruminations oh_
objectivity, sense of place, tercitorial defence, place marketing, and mare. Fact zigzags through
the swarming subjective details of his travel experiences. The effect is intrigoing, verging on.
fictional. As geography, the fext swerves daringly between the modern but slow electric cars
of contemporary geographers, the donkey carts of traditionalists, and the fantusy-. and
wind-powered vehicles borrowed from the humanities, The tnp is unnerving, perhaps risky,
,“out unusually exciting, Surely art is present here.

In a similady emotive piece, Banham (1989) - another planner - dares o share an
expressive geography fathered by first-hand experiences in the Amedcan desert. He makes no
attempt fd filter prejudice, value, and judgement; rather, he allows them unadultérated
expression. In an unselfconscions manner, Bagham describes views deflected through the
lenses of elation and bewilderment, confusion and enthusiasm, Attempts at self-cxplanation
are interwoven into the depiction of the splendours and delights of a snecific territory. The
result is a glimpse into the interpretative world stemming from direct experience and sensory
perception. Banham got only describes a vegion; he also imparts meaning to the landscape,
imbuing it with the glow lit in the dawn(ing) of experience. He breathes humenity into the
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desert. ‘This is surely an example bf Jeans’ (1979) ‘hiimanistjc description’ which extends
beyond 2 simple vzsualﬁmrbalplctum of the lands_cape 1o “an afltempt to shpw forth its nature
as deriving from absorpﬁon into mind” (Jeans, 1979, p. 200). Geographers are implored to
immerse themseives in. the atmosphete of place and, 0" produce an evocative, paintery
impression of landscape meamng. Both the comtent and the language of expresmon are
mPoﬁmt to this process

In becoming aware ofthepoetms of places asthesere!ateto their uwnbemgs geographﬂrs '
' may be content {0 engagcmsﬂent place appreciation. Beyondthls they will probably find it
necessary to adopt non-traditional forms of expression and thereby to contribute to a more
‘explicit art of geography. Opportunity. seeps outside the somewhat limited framework of
subjective regional porﬁmture into the realr. of ‘pure’ artistry. Porteous (1984, p. 372)
comments: “1 have been unable to express what the world means to me in nearly twenty years
of research, four books, and perhaps sixty articks. - Poems make it easier, and a
geoautomography . may be better still.” Meinig (1983, p 321) s:milarly unites art cmatmn
with geographical description through the medium of placc experience, but waras;

- One does not become an arfist by umta&ion. Ly fearping a crafl; one only becomes truly an artist
by inner fecling, by conviction, by a compelfing need to share those feelings and hy developing
the ability to translate them to others. The artist must draw upon his feelings and insights and
Iiterally imagine them into such forms as to make efective connection with the lives of others,
He muost find his own voice and make it understood; style must arise from purpose and
personality.
Place should inspire artistic responss if researchers are sufficiently open to the complexity and
depth of its textures; certainly the dull prose of academia will be blunt and inadeéquate tools

for etching the vibrations it inspires in the soul.

Reflecting perhapé'their nofmiliarity with the vocabulary of the humanisies - let alone the
fine arts - geographers have been unfortheoming with bold sta:temeﬁts emanating directly from
individual confrontation with place, They are more comfortable raiding the landscapes of
other people’s imaginations to harvest the geographical orchards flourishing there. Ouly
Porteous has really become invoived in practising the art of geography, although there are
numerous mmnams spreading word about the benefits of this path. Many are assembled
under the banner of umanistic geography. Meinig (1983, p. 325), for example, distrusts the
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. capa{:lty ofmnvennonaigeographcal regahatocapmthespmtofp!ace andtnestg nudge

geographers mto bacome creatoss of hterature

We shall not have a humanistic geography warthy of the clmm until we have some of our most
tatented and sensifive scholars deeply engaged in the creation of the literaiure of the humanities,
Geography will dmme to be called an art only when a substantial number of geographm have
become artists.

Bunkse (1990, p. 98) sieilady calls for the incorporation of lierary-artistic bumanism fnfo
 geography, “not merely a3 an embellishment or source of data for scientific research, but as @
parh of truth and wisdom in its own right” (ongmal emphasisy. The vision of an carlier set of .
| regional geographers is crystallised in this challenge. Younghusband (1920, p. 8) enmuraged

the geographer 10 develop the capacity “for expressing either in words or in a painting what
ke has seen, so that he can cdmmnnicate it 1 us”; in order te do this, “he should have in him
something of the poet and the painter”.

" Of course, rot all geographers need to {or could) be artists in the strict sense. However,
one of Porteons” (1984, p. 373) ‘poems of place and fime” illustrates the tipe potential in this

form of expression:

RANGOON, 1976

Here men in irousers merit stares :

From movie queues, and Scotch, blackmarketed
Will keep yon for a whole week af, The Strand

If you can stand the broken windows, flies,

The Pecples Beer, and the chils for tea and toast. -

" Sewage jugs up from mains, still unmaintained
Since liberation, while :
Eleven workmen gild a Buddha’s toes,
Risking the stupefaction of his smile,
The Chindit bus is tess safe than
Your own feet, and the station’s exsily seen, :
Being built like a pagoda. Cross the wire, ' i

Make sure you take a zold box-lunch away, : i
And board the riddled tram to Mandalay. : : :

Here is a superior portrait of the Burmese city than the dry schema of traditional regionat
geography offer. The description is written using the vocabulary of experience, and an
impression of the spirit of place is moulded from morsels of the everyday life-world. Denying

the superiority of latitude-ioﬁgifude coordinates and population statistics or Jand-use patterns, -
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on-traditionsl styles of writing are likely to be extremely valuable to the author
attempting to capture the sense of place. They may, however, be problematic for the

gatckeepers of academic pubhﬁatlon to - scientists, they will be mmplete.ly unaweptable
' Unfcmumtely, graphy in general is ill-prepared and -adjusted for remtrodlmng ephemeral

andtranscendentalreahummtoztsmpcofreseamh Theadd:ﬁonalpmssureofaowphngan‘ |

enmel}’newlanguage apoetryafplace . may be unbearable. Anmtcrmedmxystagethat

respects the status of data collection and ana!ym involves the use of artistic naterial prodlmcd '

by prufessmnal poets, novelms pamim and musicians 1o penetraxe the personality of place
wvia creations of the human agency The approach has already attained a considerable Tfollowing
overseas. A]ﬂmugh Porteous {1984) and Mg (1983) shun the sieving of other people’s
* artistic imagery in favour of the creation of art by geographers, the acknowledgement that art
resopates with the spirit of place is Janus-headed B:.r virtue of its high pomstty to the sap of
cxperience, art is a valuable means of drawing information about sub]ecnve ‘environmente, as
well as a lang.lage for portmymg them. After all, it is not only geographers who are capable
of recordmg/,bxpenenﬁal environments in art. On the contrary, notmthstandmg some valiant
attenypts to create an art of geography in the fu]l sense of highly individual, e:qahczﬂy emotional

" and inventive pieces, poets, novchsts, painters and philosophers make more compe.tent

geographers than geographers do artlats In add:hon, sceptics may a.ccord the researchers’ own

interpretations of place a 1ower value thag the ‘“nsider’s view’ presumad o mhab:t 1,

pmfcamonal arfist’s observanons

y

_ Porteous‘poem tesmns msteadmth SENsory and emotive details that velay the personality of



CHAPTERZ = = o
MUTUAL TERRITORY: LANDSCAPES OF ART AND GEOGRAPHY

Human geography is narrator of the tale abput people in their environment. Neeessarﬂ;
versatle in chataster and familiar with the' myriad of languages through which homanity

expresses its relationship with the world, the dxsmphne has adequaiely accomphshed this
enonnoustask Keenasademmsleu!hmgandmthuaasﬁcemlecmhavebmwomm.

an impressive and expanmve volume on the geographical dm_lenaon of hamay existence.

Often, however, the story is batknd‘in an -acid, é.trident voice. 'Extemal mﬁc:sm and a-
floundering zdentrty have msplred; both pungent t(’\;fenoes of the discipline from sorne of its
bersandanmsm;dhumblﬂnessmtheworkofothm Altemaﬁvcly the pompousness

- . and drab monotony of pseudo-smence and sterile empiricism smudgc the pages. 'Ifl::: lytical
and quietly contemplative qualities that constitute the humane_side of the discipfine’s character

_are. now rarely expressed. Almost everywhere, the @t of human géography has bwn. lost.-

" Place, more than any other geographical concept, has borne the brunt of this loss, suffering
waves of misrepmsentahon, quannﬁcahon and out-right negiect. The routs of the tragedy are
securaly bedded in the mid-~ centuzyfanatmam about science,

The “quantitative revolutwn swept over academis in the 19505 'Objectivism was emlted
- mathematics was adopted as the mother-tongue of intellectnal discourse, and posmvxsm was
promoted as the appropriate philosophical foundation for empirical resea:'ch The dommanoe
of science over the artistic side of many disciplines was imminent. Ov'erwhelmingly thcre vas

mmormsmtanccﬁ'omapamﬁstandﬁagﬂahummtmopponent. Geography surrendered

willingly. Px-ponents of the scientific-mathematical creed easily ushered the discipline tcwards
an overly-objective and deferministic view of the human-environment relstionship.
Theoretical generalisation, model-building, quantification, and law-seeking were the tools
adopted internally to carve a niche far grography in the academic precinct of the social sciences
(for an overview, see Cloke et al., 1991; Johnston, 1991)”. 'fhus began the heyday of spatial
 science, andplace as geometric pﬁttem in Christaller’s central place theory, Von Thunen's

A



0

land-use modsl, a:udthelrhkc. Smmcecculdb;ampmudlyomthcfeteofd:gnsandthmms _

that it had m_gamsed Pmdmtably, art was ewcted ﬁ-om the party

' The ebb of attistic and qualitative studies in geography marks a decline in the
undﬁrs_faudingofplaneandaseﬁnuslos_sferthedis_cipﬁneasa'whole. 'I?Jﬂarhsﬂcsensibihty

inspites nutficrous significant and uﬁique insights into the human-environment relationship
that are ignored or distorted from other perspextives. Rees (1980) points out that fmportant
branches of geography - such as cartography - were actually nxrtured in the sarne honise ag &rt, -

Not only .wene maps historically a form of décorative art, but the abstra.ct impressions of reality
in both cases reflect prevailing notions of space, environment, and cosmos (Yee Harley, 198%;
- 1992; Pickles, 1992). In a superficial sense, cartographers continne to apply aesthetic principles

il
in order to communicate in a pleasing and effective manner. Yet, tht modetn map is a clearer

mamfestataonofthenﬁbetwaenthetwo fields than their connectivity, and epitomisesthé
silences that the geographical discipline has incurred by neglecting art. The history of maps
tracks a path of progressive rationalisation, proceeding according to accepted laws of

objectivity and subjective exclusion (ses also Walter, 1988). Expressive features which served

a5 cartographic records of the contribution of imagination and memory to place identity
gradually retreated to the margins of maps. Today, they have been evioted completely. On
official maps, there is fittle to diStinguish{ilone country from other biue line-tivered and green
symbol-treed continents. Meaning, the cr:zx of everyday reslity as it is experienced by oxdinary
people, has 1o syoibol in thir keys. |

A surrogate for the entire geographical discipline, the contemporary map fails to capture
the intangible,"emotive dimensions of experiential place and space, There is no indication of

how it feels 1¢ be in a place, about the type of expetience to expect there, or the perils of the .

saul on the journey between places. Genius Joci is buried under the rubble of human sensitivity
and imagination in ruin. These subtle human dimensions of geograpixl experience ate
 sensitively evoked in art. The spirit of place is compatible with - indeed it demands - artistic
expressicd. The elements which define and embroider buman landscapes - unique experiences
and:iperceniions of space, personalised senses of place, moral and symbolic associations, and
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somalandspmmaiphﬂosophmsaxecryst“a}hsedonthecanvasmdmpoeucwnhng The

created world of the artist is thel landscape of the n:aa;g’nanoza_ {Lowenthal, 1961; Cgsgrove,
1979), it is a concrete expression of what can be seen with “the soul of the eye’ (Relph, 1979).

' Thearﬁstiéimageisametaphoﬁcalenla:ge:nentbftheextmaﬁﬁesofascmethat'.enendsto

the landscape imbued with mood (Agar, 1986), textured by memoy+4Chmaj, 1976; Pocock,
1982), vibrating with subjective fantasy (Ress, 1977, oonmn..i‘ -ty collective ideology
(Williams, 1973; Barreil, 1980; Bermingham, 1986; Cosgrove, 1985; 1989b), and harmonised
with myth (Zanng, 1977; Cosgrove, 1982a; Fuller, 1989). It is thus a road into 'imag}l

ccamtqr’ {Short, 19%1), a bndge o the ‘insider’s view” of the world fhat leads gaographers
: ~ the essence of place

Smcnnecouldnever hope to replicate the traths ha:bomeﬂ along: the exotic coasts of
_ artistic islands in the geographical literature. Norcanltd:spelthemusmgxtsuwnxdeahstlb
: fantasyoffactastestablehypothesm Theremc]carlyareaiztybeyondtheob;ecﬁve,mdﬂs
relative inaccessibility does not negate its academwandcommonvahdﬁy

This Life’s ¢im Window of the Soul
Distoris the Heavens from Pole to Pole
And leads you to Befieve 2 Lie :
When you see with, not thro’ the Eye '

(from The Eveﬂmtmg Goxpe! Blake, cl 818, cited in Lowenthal, 1961 P 253}.

i
£

It is unsurpnmg that a discipline that became obsessed thh plotung gcneral pattems of
mxgratmn transport, and information flows, or the Iucaho:z of vegetatmn, Iand—use, and

housing types tended to overlook the specificity and uniqueness of people and place, and

ignored the value of art. Humar beings were caricatured as ruiforil economic actors, with
little attentios) gwen to tieir nuanced individual and emononat responses to thc _world.
Tangentially, places were redlmed to latitude-longitude mordmates and popuiaﬁon—landfonn

agglomerations that obhierated their human meaning, value dnd significance. In effect, '

through thejr desperation to erect a sturdy tower of empmcal-ob;ectwa studles from which to
truropet their discipline’s scientific status, geographers destroyed its identity as an arf; they

traded its soul for numerical precision and ratmnal explana?bn (see Powell, 1980; Hart, 1982}. -

./

The tragedy resounds int the present.
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" Echoes of humanity beyond quantitative geography -
~ There have always been f:uman geographers who find the quarters allocated to them in the
* scientific hostel ancomfortable, the intellectual and moral reat too high, and the house rules

overly testrictive (Powe]l, 1980). Eneoumgmgijr, an interest in the subjective, cngnrtwe side
of place- remained, even during the initial - and most cnpplmg assault of science. The 19303
and 1970s witnessed a number of human geographers, in mllabemﬁon w:th other social
scientists, oonsczously-pumnng pemonal environmental images on the mde:standmgthai ‘man

:eactstohsenwmnmmtashepmmvcsandmte;pmwnthmughpmwomexpenenceand :

knowledge” (Bunting and Guelke, 1979, p. 449). The attempt to uncover elerents of the
geography in people’s minds was rooted in an anthropacentric apprcciaﬁon of the environment

~ that expelled the deterministic explanations of humm-wbrld- relations that devil more

objectlve, sciextific studies. The emphas:s fell an individuat people as geog:raphmai sub]ect
Notwithstanding its admirable stand in the human rhmcnemn ofgaography ata t:me when

science was bombardm,g that workl, this strain of the discipline was a wﬂmg,f/pst:hatefor'
science. Thehumanevoiceechoingtbmughbehaﬁgpralandpmepﬁonmudieswmmuﬂ]ed R

by a thick cloak_\of graphs, mathematics, and rigid survey teéhniques.

Mlwstratively, the mtal map, rinion of the new school and fathered by Lynch (1960},
msamwgamOﬂthatdzﬁerentpeophexpenmethesameplaeemd:ﬂ‘erentmys, but it
redueedtheapprmmwdmmmntoamehamwlpmemmemlﬁcphraseohgy
Subjective environmental response was masked behind a veneer of ob]ectvmy Respoadents
wer required to summarise their images, sheep-like, a.ccurdmg 10 a set of predetem:nmed
criteriz and the results were herded into restrained theories of place 11!:Lageal:ulrl;3_,P and overt
human behaviouralism (see Downs and Stea, 1977). Human beings were narrowly conceived
and us_ue]ly homogenised by practitioners in the behavioural-cognitive braneh of geography.
Individual sensory awarencss was, pamadoxically, a rm’.lte to generalised chﬁve schemata that

summarised interrelationships between socio-psychelogical criteria and the cognition of, and |
&

behaviour in space (see Pocock and Hudson, 1978). - For example, geographicat preference
surfaces were statistically derived as composite images ﬁ-om subjects” : en]nng,\of places {eg.

Gould, 1973), or normative models of cogritive distance were. mem:ed;nw*b' - " -
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create ‘universal” thecries of pqmep‘hon (see Bnggs 1973) Cognition studles 111 thts mﬁuld

- were deatly a parasite on the quanngguve~thaoreucal side: of geography Sub;achvxty was

stuppressed and place was forced comp ,ter-wani /, - el

Arthase@em.{ncedammila:fate at the hapds of various ingjusitive schglars, it has been

reducﬁd to an ob;ectlve’ record -of geographical extmakt:cs The most supsrﬁmal_

geographtcal f.éntent of landscapc art is its descnptmn of the extemai featuses of place. It
relates to a functional attnbl.}‘te of pictorial and ]:terar). teprescntauon their capamty to record

and present an immediate v‘ﬁual impression of the environment. Heathcote (1872 labq‘; thc |

- facti ‘i cootent of creative magery the exphmt’ mformation of art. Pamnngs anclpocn;g. of

' gmgapi,mal sub]ects 'tha&‘. predate the photographic era or that porteay scenes om:t‘e&!l cxf"iu{‘ 3

\r
" records serve as valuable documem“s of past environments. I.n consequence, they am

_ commonly incorporated into history fext books (Osborne 1992). Hlstoncai geographers use

o them 1o ro-create the natural and human cnmronmen;s ennountered by ea:ly setﬂers in
. ﬁ:ﬁ'emutlands {Rees, Rees, 197? 1982b; Arreola, 1982). Lronically, even physmal gaographcr.s

- who usua]ly fo]low an orthadox scientism - have at times exploited pamtmgs asa w:mm
‘of envxmnmeutal gharacter and fluxes. Ilustratively, Johannesseu et al. (1971) used hms::ape
art as a record of changing vegeiation patierns to supplement evidence drawn froo game

convenﬂonal sources.  Geliatly (1985) gmﬂaﬂy used paintings to traoe the hutorzcal :
flu ..umtmns ofa glmm' in New Zealand Unfortunate!y, these examples of the manipulation

of art as ‘scientific’ mcordaresnspectmthmrnmvcteaudwastethe:esomcemthmsupm-ﬁml

conclusions,

Stadies using art as ob]ectwe evidence pnpu!;aie the human side of geography too,
especially with reference to vernacular landscapes a.ud shifting culthxe In a.mode of research
spanning three decades, Price (1968), Lowis (1972), Ohman (1982) and Lawrence (1988)
emnloyed hthographs and othar artworks to examine shlftmg architecturai syles and 1and~use
patterns in Ammcan\tnstory These human geographers award pictorigl imagery little more

sympathetic interpretation than do their scientifically-bound piyysical nounterparts. Ohmar, N
{1982, p. 185) states dryly: "Factual and visual evidence provides a comprehenmvc record 6, '
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nmeteenrfh-cen"ury foursquare courthouses in Missousi. me the sectvnd decade of the century L
natil the 1870s M:ssounans favored the fom'square design. Illustrataons for tl:urty-ﬁve buildings
exist ..%, ", Raiding artworks for their factual content and decoramre valee i3 an ingult to the
enormoi,la potantxal that they hold as a record of truths on a higher human plane that elude
detache?i observation. Morsover, seeking ebjective references to place ot only diminishes the

.mxponanoe of the suume, it is also dangerous. It is ba.sed on the assumptmn that artists are
able amf_i intend to view place abjecitvely and that they fmthﬁslly record it.
_ k _ :

i

qu’chﬂ’e and Simpson-Housley (1992, PP '2-3) highlight the hazards of usmg ant to
pmpomt factual phenomena in the landscape _

s ot . o prosnted st el o s e, of bk e

or author's particular sense of a place, I some instances, they capture the essence of a place,

hnt' in other instances they may prmnt a consciously cl:sr.orr.ed or even A contrived uuage
The d,.stomons may al]evxate the domm:entary value of many images. The fact that “astists
portmy not what they see but the art in what they see” (Woods, 1978, p. 341) fusther
aggraq_atss the inadeguacies of thejr work as accurate objective geographical evidencs.
Consaquently, the assumption of imitation may lead geographets to incorrect conclusions (see
Ress, fpm; Prince, 1984). The key to ascertaining the objective value of particular works lies
in the "patterns of intention” (Baxandall, 1985) surrounding their production, Where the artist’s
motmi. is located squarely in the realm of accurate repmsentaﬁnil'l rather than self-expression
and fﬁi:ﬁcaﬁon, the created landscape may correspond closely to__t.\he real world (Bzyﬁou, 1983;

' Ha:m{ien, 1985). The objective must be te-creative rather than creative, Rees (1976a)
X distingtuishes topographers whko re-create the external truth of the environment - such as

surveyors, engineers, journalists, and artists producing sketches for scientific and military
purpoges - from landscape painters who create works of art. The former are engaged in what

Pocock {1981a) calls ‘word painting’, an eshaustive deseription of place. .

Rtlskin was a strong advocafe of a cultivated humbleness within artists coﬁfronted by a
scene. They were encouraged to “go to Natum\1n all singleness of heart, ... having no other
thoughts but how best to penetrate her meaning.” Astists were to be faithful to her instruction,

re;mg nonthing, sehsiting rivthing, and scoming nothing; believing all things to be right and

\I .
! . A .
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good” (xé .skm 1885, cited in Beeton, 1970, p. 16). Some modern art takes this instruction to

the extreme: gﬂant collages_ are pmduoad using items picked up d:recﬂy at sites in an.don.
. The ‘slice-of-ife” art simulates reality by recording the skin of placs in minute detail, Rwhard |
Long’s (1979) 4 siraight northward walk across Dartmoor sitmilarly records naked perceptions
in a brief account ofunmndmtcsensory expenenca Thaproblemmthth:skmdofart isthat
it cannot grasp the feelings and meanings that make a place, and themfore, ai'guably, dt:las nat.
properly tepresent them (see Walter, 1988). Lowenthal and Pr‘ncc (1975, p. 126) put it
sucmnctly “art fails when it only 1m1ta$es life, Aesthetic mpresentanons sift out and thspose '
of empty spaces and trivial events”. And most att does transcend mere imitation:

Generaﬂy speaking, what motivates and drives artistic endeavour is an imagination, bold at
times to the point of waywardness, that strives to embody the ‘felt power’ in l.hmgs rather than
their acturate portrayal (I'uan. 1998, p. 439). .

Art and geography, when they aim to provide accurate ‘naked’ views of realny rather

meant - lmman mterpretauans overlook the power of place, _ .‘,_;_—_-:_'_;"
Fﬁ?

Regionalism:’ portraymg the personality of place

Place and ari have been more sensitively incorporated into geography at various points in the
hustory of thi discipline. Thematicually, the results range from an over-eraphasis on place in
environments] determinism to its difuted inclnsion in radical studies as the background 1o
socio-politic.iiu'i events, In the gallery of human geography, various atfempts to explore place
hang as colourfial testimony to individuals who have blended their own shades and created
unique geographical impressions of place in styles that reflect their era, different schools and
personalitis. The best examples are impressionist vorks that capture the flavour of the
environment -and contemporary life through direct observation of pature and, techni:r;ally,
through the juxtapositioning of small yet concentrated datedls io Build an impression of the
transitory latdscape scene. Like impressionist painters, their minute descriptions of the myriad
of local colours mry be unintelligible at close range, but the character of places emerge when
the eye fuses:these at a distance. Expressing the importance of sensation in the process of
aporehending the world, unpmssmmst painters and geogtaphers alike offer vivid a.ccounts of
unique pla.ces and times as human entities, '

[



For regional geographérs, the quest to uncover the features eonstimtiﬁg the unique |
character of an area and to present these as a coberent and comprehensive reg:onal description
aligns their work with artistic ‘impressions of place. Early scholars in the ﬁeld were iu fact
~ encouraged to cultivate an ‘artistic vision”

Gl ige :z:‘?&n::sm‘mm;mfm s:n“;::‘;‘m‘?‘:;:ﬁ;";s:m
discoveries (Younghusband, 1920, p. 8).
The mechanics of interpretation based on generalisation and Simplfﬁéé.tiqn through the
:selectioh of typtcal elements, and the evocation of the'charécter of = region through the |
synthesis of disparate elements are common to art and geography. In both cases, & mmia!
shorthand is written using regional signatures fo provide a recogﬁisable image of the region
- (Rees, 1973). A treasure chest of yibrant, colonrful depictions of place stands open; plucking
a few pieces to enliven and embellish their often drab apparel will make regional geographm
Jess conspiouous when they join the festivitios held by the hurnanities in the name of place.

The realismm of artworks thé.t adopt an ﬁﬁjective statice jn rel#tion 1o nature extends beyond
surface naturalism to embraoe a richer appreciation of landscape morphology; they encompass
understanding, as well as imitative description, Layers of exploratory strokes amassed to
embrace the essential character of a scene distinguish art from the hastily-taken snapshot. In
attempting to adequately conjure the Jikeness of a scene, artists are in fact compelled to purm
knowledge about the relations between phenomena (see Ress, 1976a), to use Seuer's (1967)
‘morphologic eye’. Photographic realism may distort landscapes beyond recognition by
ignoring their thythmic coherence that is sometimes “felt’ rather than cbserved. Art conveys
the more abstract visual qualities of lendscape - the assemblage and interactive poses of |
geographical elements that contribute to the ’persoqa]ity’ or ‘atmosphere’ of place.

In order to capture the total i :mpressxon of a reglon, the pccuhax arrangement of its parts
that contributes to 1ts distinetive flavour must be understood. Regxonal novels are a
particularly rich resource in this respect (Pocock, i981a). Mexmg (1977, p. 4) asserts that “the
skilful novelist ofien seems to come closest of all in capturing the full flavour of the
environment”. Hardy's Wessex (Barrell, 1982), Jane Austen’s England (Herbert, 1991), Brett
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' and in detail find unimpeded expression in art,

\

A

Young’s Black Country (Jay, 1975) and Larkin’s Hull (Spooner, 1992) are testimony to the

tich regional porteaiis in art. Though their images of place that may be thinly developed, they
are. certainly more inclusive than cartbgraphic records. One of the deeper truths that the novel

* expresses is the sesthetic quality of place. Cornish (1926; 1943) was a firm believer in the
geograph:cal importance cf beauty in the landscape. Bunkse (!9&1) too recommended an

aesthﬁtw tradition in geography Once more, art is & ‘valuable resource:  "Att is something
mthmanaﬂmtmspondmgmthecallofhfeandbeauty A love of one’s env:ronmentzs a
requxsﬂe (lasmcr 1932, cited in Rees, 1976b, p. 269) The visual tapestry of the envmmmmt,
the textures, colours and mompos:hon of geographical elements, the aesthetic qualities mproﬁie |

"\,] ) - Jf

As a descrxptlve tool, art offers the geosrapher more than a mirror of phymtial fum'\:s oz;
thefaceofthecountxy 1tmagmﬁes1.heseto:&ummatetheﬁnergrams ’fmﬂlfmeathatcmvi 88
its skin. Focusing still closer, it 4 puasxble to detect the energy rushing baneath th F sud'ace
of place - the subjective meaning and symbohc mphcauons that are i*s hfeblood { At is 2
route into the human realm vegetated by the shrubs of reason and mtemmna.'lrty, the. t}nery |
of emotional blooms, and the sprawling trees of social aetworks. Inevxtably, collective and
individual world views - even when they are consciously denied in the e%\&m process -

| constantly infose art to the extent that “the history of landscape pam_tmg [and writing] is the

history of conceptions of nature” (Rees, 1982a, p. 253).

1\'

Humanistic geog:wphy' reconciling bumsnity with place

Humanistic geography represents one of the most conscious and organised atterpts to relsase
the clench of the scientific-mathematical tradition around the discipline (see especi.ally Entrikin,
1976; also Cloke et al., 1991). A disparate group of researchers adopted vadous peml;ectives
and philosophies from the humanities that enabled them to embrace the Subjective, emotive,
and intangible dimensions of the environment that had. been tabooad in the positivist canon.

., An important foundation of the movement is that people and their environment are

inextricably linked and that they participate in ons another’s nature. “Places and peaple are
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inseparable ..” says Viotich (1985, p. 113), “Places exist only with reference to people; and the
meaning of place can be revealed only in terms of..human responses to the particular
environment used as a framework for daﬂy fiving®, Thus, human be:ngs‘wc;&sesrmected at
the core of geography. A major ramification was the rethinking of place as a human eatity, |
| Though dow to infilirate and heavily. criticised, the humsnist injection has sensitised
mainstream international geography 1o the importance of human agency and the limitations
of conventional scientific vision, Tt has vet to gtasptherems ofthedzsmphneandto determine '

its eoursemameanmgﬂﬂway

Hurmnanistic géography does not have a single focus nor cleandenmy Contributors have
| scouted broadiy over an array of sometimes .incompatible intellectual i;ositions. philosophical
 frameworks, methodologies, and materials. Indeed, some would reject the umbrella heading
e;ected qvei' theu' work., Moreover, the pastel shades of humanism have begun to wash the
entire discipline; historical geographers, cultural geographers, transport geographers, ead |
others, have at times adopted the sensifivifies to place and' humen agency that are the
trademark of the humanistic movement. Inasmuch as there is & distinguishable humanistic
tradition in the discipline, it is a child of the 1960s. As emotion and humanitarianism were
cartied to the forefront of the social arena by the flower children, sctoomacadenua,afew'
' nrotestors against the posﬂ.mst regime could be heard promotmg the cause of subjective
experience and private geograph:es as topics worthy of consideration, Leading the rummatmns )
was Lowenthal (1961, p. 260):

‘The surface of the earth is shaped for each person by refraction through cultural and personal

lenses of custom and fancy. We are all artists and landscape architects, creating ‘order and

organizing space, time, and causality in accordance with our apperceptions and predilections,
Rtis geog:ﬁphy’s goal, he argued, to travel, dozument, and explain individnal and consensual
worlds that transcend objective reality, just as it traverses more easily-observable landscapes.
Place was to be plotted as an inhei‘entl_y humsn phenomenon, not as ‘;'a collection of
empirically observable objects and events, but rather [as] .. a repository of mcaﬁing”
 (Entrikin, 1976, p. 626). | | |
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‘Reconnaissance of the subjective, experiential facet of place has been: enthusiastically
undertaken by humm_isﬁs geographers. They engage the constellation of experiences that are
typical to human qintgracti.pn with place; the universal existential gqu}apmcal impulses; *the
prcfeﬂectiw, takén—for-gréhted dimensidps of experience, fhe uné}uemoned; mnamngs, and
routinized detérminants of [geographical] behaviour” (Buttimer, 1976, p. 281). Humanistic
" geographers have pioneered routes for geugr&phy in.the mh of experience (Lowenthalmd
" Prince, 1975; Tuan, 1975; 1977; Buttimer and Seamon, 1980), in landscapes of affection (Tuan,
1974b; 1979; Relph, 1976), and symbolic envisonments of the imagination (Lowenthal and
Bowden, 1975; Porteous, 1990). The results are imaginative and colourful, Teritoriality,
rooteduess, secricty, outsideness, and rofage have boen coagalated into theories of
“being-in-the-world’ (Buttimer, 1976; Relph, 1985), topophobia and topophilia (Tuan, 1974b;
Relph, 1976), and place baliets (Seamon, 1980). Whole volumes have been devoted to teasing -

- out the intricacies of people’s (pomtwe and negative) emotional attachments to place and the

texture of their experiences of space. Their exclte.d ramblmg about deathscapes (Porteous,
1987), sick places (Walter, 1988), and landscapes nf fear (Tui_an. x979) forms a riddle of paths
fingering haphazardly arcund the human globe. = Space 160 has. been tﬂétamorphosed to
hiaémonise with the geography of experience. u'bega_:ed' from its (frigid shell of numerical
precision and objective measurement, it emerges as a colourful, dynamic, and egocentric vision
~ of neatness, farness, at-homeness, and back- and ﬁ:ontjregions (Tuan, 1974b; Buttimer, 1980;
Buttimer and Seamon, 1980).

Everywhere, the subjective landscape has inspired emotive and imaginative desggpﬁaﬁs
of place that speak to the soul and enliven the grey garb af'traditianai geography. Rélph’s
(1976 Pface and Placelessness 13 a supreme example of the humanistic current in geography,
Place is conceptualised as a profound and complex aspect of the human expenence of the
world thal encompasses both functional and existential features, Around this key conoept
Relph weaves an interesting, if at times problematic, humanistic comp_endmm using the
threads of perceptual space and place, place identity, meaning, and image. In:sideness and
outsideness, selfconscious and unselfconscious sense of plaee and placelessness, mr.lmdual and
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'massimagesofthelandscape&fﬁaﬂmumWoisedinasomewhatawkwuddance around the |

phenomenological basis of human geography.

Tuan is another humanistic geographer who hias long pursued the phantom of geographical - ,

experience, listeming intently to #s music and trying to organise it into chords of harmonious
- groups of feelings and existential/phenomenological t.:oncepts.. A well-known attempt to
 systematise the complex range of human-environment intexactions is his (1977) Space dr_:d
Place: The Perspective of Experience. "I'hg_r common, bases of .geographical' impulses are
identified in biological-psychological and soclo-cultural systems, as well as individual fmages

of the world. Humanity is the core. Starting withl the child’s instinctive sensory responses to
and modes of confronting the environment, and plowing randomly through the religions a!}.g-

perceptions of distant and primitive civilisations, Tuan develops a vague typology of broad
human relationships with é]ace'anlcl space. Sﬁaciousnsss and crowding, mythical place a.ud
space, intimate experiences of homeland, and the juxtapositioning of time and space are
expiumd as fundamental themes in the human enﬁroﬁmant: they are the preconscious,
organic foundations which precede intellectual knowledge aud constitute the taken-for-granted
background to human relationships with place. o

The cloak that the humanists draped tenderly over fhe wizen body of geography rivals
Joseph’s in its colourful splendour. Yet the material of which it is woven is tao ethereal to
ward oﬁ‘ the punishing effects of the seemmgly endless summey of science and the ctiticism of

sceptics (see Jackson, 1989; Pocock, 1983). The question of substance is 2 persxstent fiend

with which humanistic geograghy has had to contend. In particular, the Iack of a
comprehensive itinesary and the failure to produce a suitable map of the subjective world have
exasperated many scholars (see Gregory, 1981; Silk, 1984). In their critique of the poverty of
existing research, humanistic .geographers sung out in hermeony, vet their stiempts 1o quell the
onslanght of theories and numbers have never condensed into a format academic endeavour
“with a coherent methodological 4nd theoretical framework. On the contrary, their recarving
of the comerstones of geographicat foquiry has been a camival of intriguing proposals and
inteﬂectuél ecclectinism. Like pioneers in other landscapes, Relph, Tuan, Buttimer, and their
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colleagues pushed back existing frontiers and opened up rew temitories for exploration. The -
mtroducnon of oonscwusness and expenence, percept:on and mterpretaﬁcn has en]m'ged the
.,{F db]ecmre wotld of geography into a field of places with human ider‘ities and meamng.
] Pcrhaps their most szgnﬂcant contribution was the digestion of artistic matena] as an

| appmpnat_e and leg;mx_na_:e resource for geography.

Artistie commentar}' on ﬂle places of experience

‘Sense of place’ - a cruciat \hotion in humanistic geography - 15, fundamentaliy, a homan
construct. I;_ relates i'b the Ynanner in whmh people view then- enwmnment as subjective
beings, according to umversai human impulses and personal idiosyncratic ‘and learned -
geographical responses. Experience, in a broad universal sense, and place as-the Jocation of
 that experience are the pinnacle of the resiarch initiative. | Of prizaary importarice 1o
umazisic geographers is the luskee of susaning and value that coat the coarse toxtute of
geographical envimnsi' transfdrming them into places of lived expeﬁenc_e, Tmagination is an |
important medium for this process: fantasy, memories and dreams. help to polish the
externalities of place into a human environment (bﬁmthal and Bowden, 1975; Lowenthal
and Prince, 1975; T:uan, 1990), as do emotion and mood. Creativity too is inherent to t_he' |
process of transforming the geographical environment into a meaning-ful place. All find &
home in the landscapes of ast. |

As it touches on subconseéous, transient, indeterminate realms of e:dstehce., the humamstic
dimension of place is extremely diffioult 1o describe, let alone interpret and understand.
Lowentbl and Prince (1975, p. 125) observe: "We have ocly the sktchiest nofion of feelings
and preoccupations about landscape and milisu, even for those we kuow best. Largely
inarticulate about such matters, most people express reactions only in unusual ciccumstaices.”
Lowenthal too recognised that becanse personal and even shared geographies are complex
milieus making places “flexible, plastic, and somewhat amorphous® $1961, p. 250), they are

_ difﬁcult to penetrate and understand; Although he vaguely skeiched its morphology,

i
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Lowenthal oﬂ'ereti_no map to ré.sea:chers hoping to find their way around - or even into - this

world. Yet e was sure that:

Because all knowledge is necessarily subjecti 'as well as objeciive, delineations of the world
that are purely matter-of-fact ordinarify seem too arid and lfeless to assimilate; only color and
feeling convey verisimilitude. Besides unvarnished facts, we require fresh firsthand expmenoe.‘
individual opinjons and pregndxms (Lowenthal, 1961, p. 258).
In preparing for the journey through the world of feeling, .meaning, and symbol, it was
_ recommended that scholars rejeet the maps provided by the scientific community and instead
pack their own. subjective emotional and imaginative equipment. It was anticipated that these
' would be far fnore uscfut for expeditions on the ﬁotcntially rugged and unexplored terrain of
human places. - '

o
.

As “painting and litsrature overtly disclose a wealth of response; apprehensions of

environment, tacit and acknowledged, suffuse the canvas and the page” (Lowenthal and Prince,
1975, p. 125), they too are valuable for the exploration of place. JIndeed, humanistic

geography’s reconceptualisation of the landscape as a subjective imperative was coupled with

the recognition that artistic material is an abundant geographical resource (Heathcote, 1972; -

 Rees, 1973; 1978; Cosgrove, 1982b). Art is's sensitive medium for conveying the realitiés that

tesult from the coincidence of external features of the landscape with the imaginative and

emotional faculties that distort objective perception. It absorbs place as parf, of the energy
flowing out of (and also mto) experience and life-world. As the creative act is an intensely
personai process, its fruits are charged with the opinions and idiosyﬁérﬁsies of their producer
a3 mdmdual and social being, An artist necessarily mediates between the scene produced in
paint or fiction and the real landscape from which it is extracted. Burgess and Gold (1982, p.
1) observe: *To create i3 to give of oneself and to éndow the world which we inhabit with
personal meaning®. Depictions of _geographicél localities embrace unigue perceptions and
responses to the environment; they are tz;ngible and accessible concretisations of private
geographies of the mind and the heart. | |

Through the artistic medium, environment becomes place, imbued with the nuances of
sensual expetiences and moral judgements, the favour of individeal reflection that are inspired

by, but clsborate upon the objective character of that environment. The acute segses,
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unbridied subjeetivity and expressive skills of artists allow them to capture the smbivalent,
camplax, sensual flavour o’f different cnvzroﬂmfmts (see Pocock, 198la), the landscape of
hpresmon as well as tangible locatlon oy soaal mythology Passion and tdw . are indelibly
stamped on artworks such that thay bave been characterised as “maps of states of mind’. Art
critic, Knapp (1985, p. 1). notes: | |

Any artist who takes in hand brush or pen, and uses i for creahve pmposu - 1o ohpct:ﬁ! and

. portray some private vision - thereby transforms what previously lay embedded in the

. subliminal sphere into a deliberate act. The painter or writer thus concrefises the amorphous

and endows with an independent life and order that whick was heretofore inchoate, and, in so
deing, the artist brings into existerice a mirror image of his or her inward climate,

In images of the landscape, the artist therefore offers an “insider’s perspective’ on geographical

reality. Watson (1983, p. 392) is convinced that this allows the artist to penstrate “to the real
msues,becausehzlsqfthem. He voices them as prime expenence In art, placeismierianed

- with the delicate thread of emotion and imaginatively transformed into a realm of amphaucaﬂy i

hmnanmeanmg

by . S
Arthmormnsareawazeoft}lemgmp "'mtentbfart andareparticu!arlyconcemed

with its subjective manifestations. Handy's ( 9/89) mterpretatmn of Rankin’s se:m-»abstra.ct
paintings is a lyncal declaration of the personal geography resident w1thm art.” The artist’s
richly toxtured works, based primarily on landscape motify are examined as a record of “the

play of light across the landscapes of the mind”, involving “the delicate interlacing of paint and

idea” (p. 51). Rankin’s work is felf to have “everything to do with the specificity of place in
the geographical sense, and with his own place in the world, a personal situation.” (p, 51).
His “determinedly specific e\_rocations of Australian landscape®, Handy explains, "are at once
full of the emptiness, the slowness of the Australian terrain ... [while, at the same time]
experientizl reality saturates these abstrﬁcﬁons" {p. 52). Inalessimpassioned and creative véin,
Appleton (1975) catalogues the types of human regponse to place that are etched symbolically

in art. His prospect and refige theory compliments homanistic geography’s copcept of

topophilia. Poauve and negative envmnme:mﬁl reactions are related chrectly to unay_f,s in the
painted landscape roads offer the spectator amrospect while mﬁag&snm a potential refuge
or ‘home’; an empty scene overhung by a stormy sky may be ahma:tmg and provoke feelings
of rootlessness during confrontation with the artistic landscape 1ust a3 it does ia the real world.

o
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At is the symbohc projection of primal phenomenologmal xmpulsm which a:&ftmdmuental
1o human mtutacnon wlth placeL\

Literature is an important route into individual perceptions of place. Porteous (1986b;

1987} uses Malco]m Lowry's novels to explore personal i nnprcssmns of the city. The urban

t:nwronment xs transformed into a placeless arena for sensory overload, into a deathscape a
symbol of evil and a predator. The symbolic reconstruction of geographical reality is fome_ﬁzlly
portrayed by the novelist. Pocock’s (1981b) edited collection is a further tribute to the value
of lterature for exploring the experience of place Contributors to his book celebrite the
subjective content of art; portraits of landsc&ipe iny hzmture are seen to extend beyond the

. 4

realm of wers facts to the moral (Cosgrove and Thomss, 1921), existential (see especially

Seamon, 1981; Middleton, 1981), symbolic (Paterson and Paterson, 1981) truthyaf place,
Important trails continue to be followed in the landscapes of experience, pérticulaﬁy through
the medium of creative literature. Such research Ieads circuitously to the spirit of place and

prowdcs an ideological ske!eton for place—sensrhve research, The centrality it gives to

humamty iz fundamentally m‘tportam So too is the acknowledgement that places have an
idenﬁty'mowdinthaexpm'ienﬁal existential, human realm, asWt’:llasbeingpoin:sonamap_

with spemﬁc physical features and patterns of land use and population density, The reseamh

has implications for the study of teal ’valuad environments’ 100 {Burgess and Gold, 1982)

.. |

It

. A
17
Moods and memories of culture in plaee g L

Cultural geography offers a more sober analysis of place as an enmonment of perception and
meaning that leads through (ami 10) somc-pohncal rather than, abstmct-umversal geographical

impulses. Its sucm-mstoncal approach has redefined landscape as '+ ‘vay of sesing’ (Berger, E
1972; sce also Cosgrove, 1985) that extends to the moral meanmg and social slglﬁeauce.
embedded in it. In this guise, iandscape oozes social bias, class ideology and eonnomlc'

relations:

 the landscape concept is itself a sophjsﬁca,ted ;:ulwral mnstrucﬂon a particular way of .
- comiposing, structuring and giving nheaning i external world whose history has to be
understood in relation to the material appra, Abn of land (Cosgrove and Jackson, 1987, p.

96}
<

]




o
Importartly, the perception of p]ace invalves the processing of sensory stimuli through the
i‘iIter cfa culzmally-structured value system. “The mwef is a "tuned’ orpanism, condiuon::d far

' seeing by rules for appxmﬂmon learned within a pamcular somal mfliet (see Baxmdall 1985).

The myths, symbols abd metaphors of space andg:lace ameﬂamﬁmupmﬂﬂu confext

v constitute a landscape ideology and to SOme degrec dlctate the mdmdual‘s gmgraﬁhml sight -

i

Pl

haveforlﬁngbeenentrenchcdwnhlnmm‘ctctwes and”contmueto adhere to ifs

)
_ (Shnrt 1991). Artistic vision is not exempt from the raiyersity of collective meoloj, artists™

b
‘“-.

Ry

Cuhural geogtaphy points 10 a more m@nmgful ﬁ'a.tnework for interpreting Iandscalw
pamtmg than humamstm geographers have developed. Not only is art examined for subjective

B

pémepﬁons of place, but these are explamed as 1d:eulaglca1 constracts. Most artlsttc texts of

place not only reveaf the consciousness of mdmduals the structures of feehng and magnatmn
‘whereby the world i is mrtamarphosed into mtxmate piaccs, thcy simultanepusly {though often

only implicitly} record the broader 1deologlcal climates that precipitaie the pec:ﬂ;&'ues of

personal geographies. Art hmtonans and literary critics; such as Williams (19‘?3), Bauell {1972,
1980), Paulson 1982) and Bemm\gham (1986}, provide meortant inmghts for.yographers

probing the cultural content of the landscape genra “Their critical mvesﬁganons of the B

ideological significance underpinning e“rtaw formal and aesthetic movements wnhm
environmental representation constitute a detajled and ahmﬂatmg map to scholars hoping to
weave the political, social énd economic into landscape studies. ‘They underlne the fact that
the socially-constructed filters that artisis usemmmyth:wuﬁdarenot {ransparent (sec

Psince, 1984 for an averview). Rather these belp to shape the formal and thsm-.mg clements -

that constitute thc symb_ohc langnage of creative techniques. At is therefore a ‘marifestation

( _pf the preferences and prejudices of an entire society; the receiver and crier of cultural

information. Social relationships, the fashions, trends and philosophies of a culture, are etched
deeply in alt its cultural products. ' .

-Arfists may be nnaware of Ehc latumt po]iﬁcs in their vision, Howw:"ér, according to the
consensus of academic literature, they cannot escape writing culture into their work, The

ideological allocation of meaning to the environment s hatboured both in the content of gt
. "L ) o o Ll @
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‘and in its _ode of sepresentation (see especially Cosgrove and Danicls, 1988 Burnes and

Dtmcan, 1992} Cosgrove (1%8 19890), for example, interprets the mme;tncal style adopted

by Venctian landscape am!” i ;i expression of monography and constructs an aecounx of
power rc.lanons ﬁmn their mﬂgﬁ Unfortunately, the symptoms of socialised vxemg need
‘qtot surface in such obvmus or direct terms. Be:mmgham (1986, p. 4) g:m some mﬂ:tcat;:.xn

ofthescnpeandoomplentyofsocialcommenta:yman' Y
The dizcrepancies, blindnesses and silences that the work of art mainiains in the faee of
ideotogy are themselves ideclogical positions, Because art registers these positious, it is, instead
of a one-dirnensional “example” of ideclogy, as sauch a dynamic framer of ideology as politics
itself, For this reasou it is important rot to overiook the work of art’s contradictory charagter
en route to |arger social categories, for though art produces ideology and exists within it, it also
registers inconsistencies within ideologies and pmpomts the places where their totalizing

' worldview threstens to unravel,

Martins {1981, p. 30) translates this obscrvation on the messages hidden behind absences in

landscape art for the South African geograplier:

for the ariist to refrain from mentioning the freedom of the black prass, dmmmnbemient of the
homeland into fragmented reserves, malnutrition, hunger and starvation that go hand in gloVe
wn‘.h l‘orced removals of communities, is In itseff a pofiicaract.

Leow

Cleazly, it is impoctant t0 scout beyond the obvicus conteit of landscape images to penetrate :

thci:‘hiddanaéendasandmeaaings. Propagandalu:ksintheshadowsofmyseemingty

* innocent artworks; racism crquchcs____.in_ the midst of buildings and ﬁeldsdepop\ﬂamd of their

biack occupants; the scream of. poverty neglecﬁec"' and ignomd reverberates through the
landscapes of wealth; and power ang status bind the physical elements of iany m—creatcd
envmmmants ina declamuon of social stratiﬁcatmn (sea also Barrell, 1972; 198{}] “

The very process of produung pure iandscape paiating is mfused with socio-political
mphnahons. The ﬂeulog:cal possession of land through iammg in the pmﬁted image is g
blatant statement of power (Paudson, 1982; Bermingham, 198(). Among a huge family of

landscape myths and symbols (see Short, 1991), the pastoral is & pasticululy obvious

declaration of ideology. It involves the denial nut only of indus&:%]isaﬁcn, but also of the
exploatauon of labour power under capatahmn Most landscape art perpetuates and proclaims

bourgs !Stastes and values, Painting anrl hteranue are not blind to social forees or ighorant )
of power differences. They are dynam and complax sozjo-cultural dissourse persomﬁad his..
' Frankensicin of deeply-bedded pchﬂcal, 3001&1, ecor*trpc and spmtual forces

. I
J
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Socio-culfural reflections in art )
Art expmsses a “way of seeing’ (Cosgrove, 1985) tha‘t characterises a pamculax somety ina
specific era. Cﬂsgrove and Daniel’s (1988) The Icomgrm‘ly of Landscape; E:ws on tkei
Symbolic Representation, Design and Use of Past Emi}*onments and Barnes and Duncan’s
(1992) Writing Worlds: D;scowse, Texf and Metapkor in t)@ Representation of Landscape are
manﬂ‘astos on the sumo-hmtonual assomamns and mphcatmﬂs of art. Rces (1976a) qucstlons
| .the m!: htyofthe artist’s vision as a surrogalefox generalattitudes butthemlatmnshlpm a
prernnse to his mvest:gauon of various landscape, pamtmgs by Constable and Tumer as
repreaentaﬁve of opposmg yet contemporary wm of nature in nx?etaenth-cegtllfy England'
(Rees 1982a}. Hmmsen (1985, p. 292) verbalises the basis for the nsﬁppﬁon:
No artist is an island. He is a member of 2 gomumunity with a tradition, cushoms and attitudes

~ whith affect him, His ideas ... are formed by his historical heritage and his present environment.
The reliability of art as social witness is magnified in that artists are not only an “antenna’ of
s dummunity and an ers, they are also teaf:hets within a given social milieu. It is widely
acknowledged (Heatheote, 1972; Rees, 1973; 1978; Cosgrove, 19824} that crestive works play -
an imperbanf role in influencing public perception of the exvironment: theyuadvocais & specific
geographical perspective and so tesch people to view nature in a particular way until “the
public ends by seeing and feeling what artists have taught it to see” (Rees, 1973, p. 154;. So,
in their reciprocal relationship with society, artworks form an important part of the scaffolding
for a general framework for approaching and interpreting reality. -

Analysis of artistic re-creations ﬁf the world discloses the myths and symbols of plaée
embedded in prevaitiag cultural value systeras; they are an ideological seismograph, The pulses
deteoted originate in the very heart of commmunal life and » 3 accurately recorded, although it
may take an expert to eliminate background noise in the‘ fe n of subjective waves. Ley (1987)
shov  Low architecture reflects the political, social and‘ ,déologiu # cumplexities { 3 period;
! ustéls (1982) develops  related theme with reference to Jandscape gardening; Roche (1991)
disentangles social commentaty from comics; while Petérson (1991) dissects music to listen to
| 1ts cuftural thythms, More popular among gaograpbém are pairted and literary mprcmtaﬂans
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of place that cradle the offsprings of popular mood and thought specifically in selation to the
landscape, | ' - '

_M'utationa of geographical perception over time and. acmﬁa space ate pursued by
geographers in distinctive représeniations of the physicsl enviconmen? in poetry, novels and

pamtmg Vecillating landscape tastes in the United States and England !:lave been charted by

I_.owcnthal and Priiice (1965), Lowenthal (1968), Rees (1975), and Hug:ll {1986), amnng
others. Analysis _extends to *_the geographical origins and moverpents of thematm associations
.. with landscape, such as the picturesque, romantic, pastoral, bucolic, anuamanamam, facadism,

formléssness, refuge. The dominance of particular places in the profile of social activityf';nd o

habit is a further ramification of the culture-tainted eye. Fluctuations in ‘valued environments’
' are caslly detected using the arts (sse Brandon, 1984; Howard, 1985); they are denoted by the
selection or neglnct of poteniial landscape subjects. Arrecla (1984) detects the fingerprints of

ethmc conscxoumess in Mexican American mural paintings that hﬁw%\_eoome a vehicle for

"'expreas:ng (and promoting) proup identity, cultural pride and dxstmctweness, as well as>

~ political positions. “People’s art” also serves tv document regional landiﬂyaxka and pe.rsonahty, _

and is thus a format for voicing growing and shifting place consciousness.

Hlstoncally research has noncenhated on pioneer societies. Rees (19?6b 1977; 1983b)
| has been particulazly active in thls area.  He identifies shifts in environmental perception as
these permeate early paintings of thebCanadimi’-"prajrie. Insight into colonist’s thonghts and
feelings iluminates the very processes of settlement. The fact that “the mind and spirit must
also make their accommodation in the new land” (Rees, 1976b, p. 259) I;:Laans that art is often

- ¢} . ;
an expression of the turmoil and contlicts, and finally the acceptance, that accompany

immigrants in their move. Winsor (I987) scoured immigrant guidebooks to detail the
stereotype of east central Winois as a wet prairie. Using pictorial as well as cartographic and
verbal imagery, ks found fhat in assessing the landscape, nineteenth-century travellers

“observed (and recorded) what they considered “typical”, and stereotyped areas regardless of

what actually was represeﬁtative".(Winsnr, 1987, p. 375). Arcola’s (_;982}- discussibn of




nineteenth-century townsoapes of sastera Mesico and Zaring's (1977) exploration of the
Romantic face of Wales lend geographical breadth to this assertion.

Thepri:ﬁaryrolepiayed'bya:tinthearﬁculaﬁonofasensebfplaoemeansthatisa]sf
jmportant in the search for a national identity {see Osbome 1988; 1992; Short, 1991) Artis”
an tmportant medivm for exploring and lomting meanmg in place. By mo]anng the essentxal_

| features of the enwronment and giving thcn:l comprehensible form, artmts have been

iy

 artisty they help desrgn, edit, and distribute the textbook of their society around the world,

instrumental in. the creauon of a regtonal consciousness among infant nations. In this, they
ad:hess a profound spmtual need. Paintings, poems, noyels and fplk tales are mirrors that

~ reflect the world of the vmwcr, reader or listener, Without them, according to Rees (19821) p
7). & country has no means of knowing what it looks like

Msps and surveys nrienn and inforns but, unless unusua]ly expressive, Ihey do not identify the
fine character of a placeyor elicit its spirit. i art and litesature raflect other worlds, ... the result
. can be disquieling. People physically in one world remdin spiritually in another.
Artists re-create the landscape, not only on the canvas or paper, but in the imaginations of an
entire society. The myths they perpetuate are insteuctive not only for insiders, but for outsiders

mﬁdingbeyondtheiegiantoo Theannﬂsofamﬂtmemﬂlusﬁmedbythemofﬂgmﬁm
Gcographersshotﬂdibadampyﬁnmﬂmmmtheyhopem understand, Y

. Artworks are in tuuk‘:h with the transient moods and vat'iable tempemment of society as
these relate to place, ﬂnev absorb transient emotional and imaginative landscapes, and thﬂy
reglster the aesthetic colours of aoencry ‘The softer ihbnc ofa region’s personality are just as
m:lpoﬁant for desm‘bmg and unde.rstandmg ity identity as are the great wheeling movements
of its mal OFgans - - the demographu.s of population, climate changes and political atmosphere.
As a result, art commenﬂs ma\lfas an mvaluable medium for exploring the spmt of place
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{ - CHAPTER 3 | |
VOICES AND VISIONS OF PLACE IN SGUTHERN AFRICA_ _

She took me to vantage polnts where I could see the city as it invaded the undulatmg country
to all the horizons. I stared to the niorth, where the promontory-like buildings of Killarney,
Rosebank, Sandton, Randburg juited from the sea of trees, From the top end of Yeoville,

- looking south, the entire. city cenire ... was spread out, a forest of 1all and rigi structures with
not & softening curve among them .. These sights did present an overview, ... but of a purely
geographic nature. On a deeper lewl however, our tour brought the city no dloser to my grasp
{from. Wm‘refmd, Robbins, 1987, p. 8, emphasis added).

.‘\

objective, geometric or theorct.’mi porspectives, 'I‘he:r subjective, emotive, qualitative detai
haz been granted dxsappomtmgly little commcntazy by academms particularly those
indocirinated into the scientific v&on, such as geogtaphers o 1947, Wright erected a signpost

in the world of the iroagination, declanng it terrae fncognitae for geographers. Intendedtolure =

curious resga::chers nto an uuexpiored landscape where they might discover and colonise virgin

territory, it has instead fonctioned as a caution to many geographers, who are more
comfortable on well-travessed quantitative-theoretical terrain, ~The warning has perhaps _

sounded clearest in relation to the painted Iandscape which not oniy defies the comforhng
approachofmeammmentandmappmg,butmdescnbedmalangua.gemthwhmhthn
geographer has traditionally had little contact.: Certalnly, South Afncan geographers have for
long cowered from the challenge of explonng Jocal art as a va]uable resource for mvest:gatmg
place.

Unfamiliarity may be the biggest deterrent for indigenous geographers wishing to gxpldz::

qualitative material. A hiatbry of overly scientific-empirival yesearch has deprived them -
possibly more than geographers in other countres - of a comprehensive methodological

apparatus to assist their travels in the world of art. Travensing disciplinary boundaries is
warthwhils hers, as elsewhere: the humanities have engendered studies that arte useful maps -
for unseasoned travellers in artistic landscapes {eg. -Barrell, 1972 1980; Wﬂhams, 1973;

Paulson, 1982 Rosenthal, 1982; Bermingham, 1986; Tindall, 1991). Moreover, the
intemational geographical community has develoiied au impressive rangs of conceptual
equipment to assist journeys into the perceptual-artistic dimension of place. Humanistic 4ud
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Souther Aﬁ-ica’s landscapes have largely bccn viewed from a distance, through the lens of
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. cultural geographets in particular offer phenomennlogical interpretations of landscape and art

according to topophobia-t=pophilia categories (Tuan, 1974b; 1979; Relph, 1976; Porteous,

., 1987) and a voluminous literature around consciousaess and ideology as c.rucial componenia

of the experience and representation of landsicape (eg. Cosgrove arii "’Bamr.ls, 1988; Bamcsand
Duncan, 1992), Though the martiage between humanism and geography bas been an

awkward one, the relationship has bred numerous tantalising ave_m;é for local research,

Bsiablished rosearch agendas and pesspectives provide beacons in the local lendseape,
marking festures that are significant to a reading of place (bot from reality and io art). They
point the way for local researchers, but should mot simply bo imitated; it is not enough fo
bon'ow-forcignideasandto apply them in the South African context. Lol circmnstances-

: _bmcd unique challenges for 2 country’s inhabitants, who expross their relationship with the

land in a geographicaﬂyuspemﬁc idiom, These tequire independent consideration and analysis.
South Afritan geographers hzure made tentative steps towards interpreting the local landscape

- 8 place. Reconnaissance of the landscapes of experience has besn & significant move towards

diluting the dominance of sterfle geographicel explaations of the country; local humanistic
scholars have begun to paint the colours of experience over the previously pallid image of the
coustry. Against a backdrop of factual material relating to colorial exploitations of the
country and the apartheid project of racial segregation and it geogmph:cal manifestations, the
experiences of black people in partzcul,ar add a human dunenmon ¢ ;he gaographmal tale of
South Africa. However, researchers. have yet to introduce the lcveﬁ of sophxstmation -
associated espemally with socio-political contoxtualisation - that cha:acimmes intetnational
analyses of p]ace ’I‘he foens is mvambly upon the physical featu:es of townshxps md the
human activities located within them, and the emphasis usnally falls upon the abvmug &ce of
black trban places rather than their deeper parsanahues Moreover, visual material has been )
largely absent from the picture and has neverbedn emiyraced as anesscmtml actor in the theatre
of South African landscape ideology. '

Beyond th; pamhad terrain of geography, there is aome relief: local hlstonans, Iinguists,

" att historians and other megmbers of the humanitics have conmderedthehumantexturesof
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p]ace Unfortunately, many of them are entrenched in a socm-hmtoncal m:lndﬁ'ame Place i is
surrendered to conﬁtderanons of society aud individuals: - loca]:’aﬁr is teduoed to €ontext;
geography is relegated to the title, rather than permeating the content of analysis. Despite their
meagre commentary on place, certain studies are ripe with implications for the geographer.
They provide an introductory cartography of southern Africaas 2 cultural and symbolic entity,
rather than an economic or & scientific subject. The humanists’ sensitive and evocative
treatment of local artistic material is perbaps a more significant example for the geographer.,
Although critical analysis of the painted landseape is severely lacking in South Africa, even the
oecasional atterapts at synchronising visyal images with attitudss to zatire predicated by
sacial , political and religious ideclogics, are an inspiration. 'I'he.reservuir fed by the uibutam

of geograplr; and art is, however, depressingly empty. Excursions mto South Affica as place -

r&:tnecessarﬂyon ecclectmsm and the ingenuity of the researcher in squeemng droplets from
diverse-secondary matenal wamng tq’/ drink from existing mterpretatlve pools could lead to a

' There is a'rhapsady of symbol and meaning around the lanéscapes_‘of so.uthem Africa that
- is captured in an sbundance-of qualitative material. It awaits msitive investigation for its
geographical contant Place has been pmgnanﬂ*r re-created in the lyrics of poets, musicians
and novelists; the imagery of painters, travellers and fﬂm makcrs offers profound mmght into
the dreams and mofives that #re fandsmental to the authoring of the i¥ndscape; myths around

the environment are continually updated in the mass media; while cartoons and graffiti provide :

satirical 't;ommentary on the hursan meaning and significance of geographical phenomena.
The bro((d spectrum of qualitative expression embodies a sense of place. Art both rezﬂects and

influences ﬂterpretauon of the environment, it tecords tdeologtes of the past, iliummates

geographical meaning in the present, 4nd feeds the ideals that will underha places of the future,

Consequently, it offers an invaluable resource for the geographer, T they take up the challenge

of investigating place at this junciure, South Aftican scholars will have to heed the ctiticisms

of intemational scholacship (eg. Gregoty, 1981; Silk, 1984): Notwithstanding the dangers

involved, there i3 ample space for sensitive studies of southem Africa ag plaﬂe a review of-

cxisting research hlghhghts the breadth of the: gap to be ﬁlled. '

48




@

P

plaee Unfottunately, many of them are entrenched in a socio-historical mindframe. Place is

surrendered to consxdaratmns of soeiety and individuals: locality is reduced te context; _h"

geography is relegated to the title, rather than permeating the content nfanalyms Deepite theiy © -

g meagre commentary on place, certam studies are fipe with implications for the geographe™. : |
They provide an introductory ee:tography of southern Africa as a cultural and symbolic entity, .

ratherthananecenomicarasdenﬁﬁe subject, The humanists” sensitive and evocative
ttcatment of!ocalarhsﬁcmatenalzeperhapsamore significant example for the geographer

_ Althoughcrmcal analysis ofthe painted Jandscape m}a emlylm:kmngouthAﬁ-ma ‘even the i
occasional attempts at synchronising visual images with aihu;des ‘to nature predicated by B

*social, polifical and seligious ideologies, are an .- fation. The reservoi fed by the tributaties

 of geography and art is, howeveuf, depressingly empty. Excursions into South Africa as place

rest necessarily on ecclecticism and the-ingenuity of the researcher in squeezing droplets from

diverse seeondarymatmal wmtmgtd dnnkfmm emtmg mterpretauve pools could leadto &

thirsty death,

There is a rhapsody of symbol and meaning mvard the landscapes of southern Africa that
is captured in an abundance of qualitative inaterial. It-a._wéjts sencitive investigation for its
geographical comient. Place has been poignantly re-created in the Iyrics of poets, musicians
and novelists; the imagery of painters, travellets and film-mokess offers profound insight into
the dreams and motives that are fundamental to the authoring qf the landscape; mythsgg_)und
the environment are continually updated in the mass medza, while cartoons and graﬁiti;mvide
satirical commentary on the human meanmg and significance Gf geogtap_hieal phenomena.
The broad spectrum of qualitative expression embodies a sense of place. Art botﬁ reflects and
influences interpretation of the envirdnment, it records ideologies of the éast, iltuminates
geographical meaning mthz present, and feeds the ideals that will undertie places of the future,
Consequently, it offers an invaluable resource for the geographer. If they take up the challenge
of investigating place!at this juncture, South African scholars will have t0 heed the criticisms
of intemnational scholarship (g Gregory, 1981; Silk, 1984). Notwithstanding the dangers
mvolved 1hete ks ample sparv fox um -w' é."";-l-;iieS of southem Africa as placs; a review of

elustmgresea:chhlg‘lﬂlghtsthebmﬂthofthcgaptobeﬁlled.
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South African geographers tour artistic landscapes
The heyday of the Dblecnve-smentrﬁc regime in mography has undﬁubtedly p@ssed Yet,
ptoms of the epidemic it mmated remain strongly evident in the major centres of

-dzsmphna.ryresearch Outpostsofthedmmphneonthﬂpenphery suchasSouthAﬁma are

still heavily infected. _ Notwithstanding flickering potentials for a ’‘peopled’ i;ld:genous
geography, an enorh;oﬁs rift dﬁMes tiue discipline locally ﬁnm the spa:sely-oolonise&, yet
evocative terrain of an international humanistic initiative. Even more remote are the
geographical insights offered directly by the humanities. To dats, South Aftican geographers
have made tmly a minor contribution to the studies lying at the confluence of their discipline
. with the sub]ectwe world. Few scholars have ventured onto the terrain of experiential
geography, a:_nd the approach to qualitative material has invadably been shallow and
dascnptwe At worst, :esearch has.remaincd securely tethered to the apron strings of the
 quantitative movement. Not omly have astistic landscapes been forced into awkward
co-habitation with positivist/empirieal sescarch, but they have been subjugated as passive
decoration (see Christopher, 1979; Rogerson, 1986; Smith, 1992).

An unwillingness (or inability) to Jaunch out from the s(t)olid positivist-empirical basis of
conventional research has been the heaviest shackle on the humanistic kmb of South African
geography. Subjectivé'anslysis and arfistic material have boen marginalised 1o the periphery _.

of established - and safer - research fields. Here, shadowed by alterative agendas, the
humanistic pussuit has developed excruciatingly slowly. Invariably, lterary and verbal
landscapes are barely acknowledged if they appear at all, Forced into silent humility, they wait
Cinder¢ wlike for an opportunity io demonstrate their abundant beauty, insights and
complexity. Yet, in the South African context, with its proliferation of ‘hidden’ landscapes,
the value of qualifative resource: ooﬁld not be greater. Local art critic, Younge (1988, p. 17)
poinis to the éhormous and ineplac_eable contribution made by cultural products to ths
investigation of black urban places: | s

-

The closed book of township life is seldom penetrated by the casual visitor [or the acadernic
geographer]. Terms such as ‘squalor’, ‘hardship’, or even ‘housing’, ‘recreation’ and
“‘sthoofing’, tend to fragment our understanding of one of the modein world’s most caleulated
atternpts at social engineering. These terms may be able to give us endless statistics but they
cannot measure subjective experience and a people’s resolve to change.
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Ttisin quahtaﬂve material that these expenenual and cultural facets of the environmoent ﬁnd

expr:smcn. Artisa pammﬂarly usefuf resource in a country where parhmpant observation has

been curtailed both by early pu*ohibltlons and by the cm'mnt danm mvolved in entering the

oﬂm wiolent township mmmns

The importance of amsﬁc material has been tentatively underlined by some South Afiican

geographets. Pickles (1978) advocated the use of ereative literature, newspapers, etchmgs, and
landsmpepainﬁngstoaidauappmciaﬁoﬁ ofpersonalénduoﬂecﬁve atﬁtudestowa:dplace. -
More pa:hnulaﬂy. he felt them appropriate tools for producing an “artistic geography’, "a more

aesthetically literate geography (Pickdes, 1978, p 37). Western s:milarly {1978; 1981)

advertisernents and, importantly, his own expericnces. Essaying the experiential world of Cape
Town‘s ‘coloured’ populatioi: using these quahtatwe resources, Western nosed out the

 ubiquitous scent of foar, disadvantage, insecurity and tribulation that perrusate the scnse of
place. Paying aitention to the perceptions of people living in particular environments, and |

relying on subjective material, Pickles and Western made their way independently to the
borders of humamsttc research. Unfortunately, restrained subjectivity and continued reliance

on ‘hard’ data, anchoredtheirstudiesatthsshoreofthemmstic swell, Add._i__tiona]ly,a _

limited appreciation of the subjective content of artistic material denied significant conclusions
relating to the mdlgenous sense of place as it is articulated in Iandscape,: via complex cultural
and personsl channels. South African art would have to wait for  mose determined beration
movement to release gquﬂiphy from thé jail of the scientific regime and to align it more closely
with place. | T

Perception studies were another potuntial springboard to a fully-fledged local humanistic - -
- geography in the late 1970s. Despite a few inquisitive dabblers (Clark, 1978; Patricios, 1978),
.~ the movement failed to attract disciples in South Africa. Moreover, the nature of research into

~ environmental cognition made it a minor irritation to the tyranmical hold that science retained

on the disciplive. Highly reminiscent of the mental map movement averseas (Gould 1973, _
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- supplemented time-honoured geographical resources such as questionnaires, censuses, maps :
‘and archival data with unorthodox material ke poetry, photographs, newspaper



Downs and Stea, 1977), local investigations: of subjective eﬁvimﬁmenta! imagery had a strong
behavioural flavour, were u:;cemveiy decorated with numbers and scientific-regalia, and were

 fundamentally grounded in a mechamcal view of the mdmdual that prechuded humamsne

mslghts Art, where it feature¢ was manipulated as evidence for broad geographxeal pattm _
iis nuanced character was submerged under the wexght of pre-established hypotheses (see. |
Clark, 1978). ‘The tendsncy persists o the present. Cultural geographers like Haswell (19825

1986) include paintings to roconstruct bistorical vernacular landscapes and fo compare
geographical occurrences of, for example, architsctural and town planring styles. Kritting the

Hiterary record with pictoria! landscapes, Wedderburn (1991) weaves this kind of analysis

through her historico-cultural geography of Pigiermaritzburg. Perhaps the most sustained use

of artistic material comes from humanistic geography.

In the South African milien, humamsnc geography has been sieglected, misunderstood and
abused, but it was not sti]l—_bom.- A handful of researchers have consciously repressed the
gémish, detached and clinical descriptions q{piaccpmmotedby science in order to explore the
softer fues that colour the humane face of the country. Place has begun o surface through
the crusty vencer of locality, and art has quictly kurwmed the opening rotes of its symphony
on the enviraament. ‘Tracking the footprints of experiznce in the Hterary landscape, various
local researchers have begun to map subjective cormmentaries about the Iandscape as neglected
geographical natratives. Black townships, whick were for long terra incog;d_ta for South
Afiican geographers (Beavon, 1982), have attracted the most intense and consistent humanistic
research effort. Butler-Adam (1981) uncloalks the sirmultaneous exuberance and violencs of e
hidden and avoided “white’ night-time ity using poetic imagery, but the albinism of his udy
is rave. The humanists prefer to relay the story of black urban places which invite the use of

| the distinctive language of hﬁi‘dship, sorrow, rebellion, .and conquest that textures black

fiteratuse. At tintes research is in danger of being flooded by sentimentalise, exaggeration and
romanticism, but local humanistic geography arguably offers the most legitimate deseription
of the population evictions and removals, the bull-dozing of homes, community rolocations,
and temtnnal conlicts that are prominent features of Iife for many black South Africans; they
ate written in the words of the township inhabitants, - : ' ! |
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Dmhnctmdmﬂrelahngwtheumqumessofmdmdualplamsan&mﬁ'arentpmpkm .
southcmAfma the experiences of the black victims ofaparthmd have become a familiar and
repetitive story in the academic world and beyond. Pirie (1982} crestes a oollage of their
lifestyle from the abundant indigenous literary record. | Mar;j:aastad, Alexandra, Soweto,
Sophiatown, Oﬂ_andc}% Prospect township, as well as the pockets of mixed-race areaa in ‘white’
cities are described i:{:he fine detail that characterises humanistio geography but escapes
coarser resedich siéiifés. The exubem:we of activities, the visual contrasts, the extraordinary
‘publicness of lfe - gl}-,ééﬁmbute to an impressionistic image of South Afican black towmships.
| Pitie noses out and summarises the meamngand dramabfplaceumgpassages from English
literature, writtén bybbthmmders and outsiders to township existence. ‘Ihehterazyrecord:s'
approached as wo;ww)e uommenﬁuy that reveals the soloutfal world of human existence
hidden from conventmnal data - both its negauve a_ﬂ pozitive dm:ummons This task is taken
to its climax in 'I?ze sight and soul of Sophmtawn (Ha:t and Pm.e, 1984}, The study isa pasuche
of emotive townécﬁpas written by the sensitt pens oi‘pnets and novehsts

| In a provocative and unique enaeamur, Puie (1984) diverts the humanistic sleuthing for
environtusatal meening in the South African milieu to the histories of place ngines, ‘The fist
of proposed labels for Soweto is read as an encyclopasdiz of mental associations with the
location; the naming process is excavated as subjective geographical interprétation madc
public. Ee hes also (Pirie, 1992) bumanised transport geography by spotlighting passengers’
encounters w. 2 the mcchamcal iustrunjents of apartheid in the words of local writers, The -
most vigorous effort to explore South :’Afﬁca's townships from a humaistic perspective,
however, has come from Hart (eg. 19“*‘, £986; 1988). She has enargem:ally explored the
imaginative worlds written by Afvicas poets and novehsts using them to tease out the spixit
of place. She confronts the imagery bom of personal imteraction with the environigent: the
magic and smbohsm of legendary Sophiatown and Distriet Six are juxtagosed againat the
alienation and inconvenience of the blandscapes of Soweto and other dumping grounds of .I
apartheid. The psychological distress, fear, bitterness, humiliation, anger and reseniment that
Hart untangles from the literary record demand subjective resourees and are best presented in
sensitive geograpbical commentaries, Likewise, the personal dynamics of the South Afsican.
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mfonnal sector may escape conventional research methods Imt can be succeasfully mvestigamd
through. the literary lens (see Hart, 1991) Casting the net ufthe expen;’ hlpa:admaull

further, Pirie and Hart (1989) have also distilled insiders’ perspectives on P role of the state

as maker, breaker and regulator of tolimship Jife fom local poetry and prose. .

-2

~ Altérnative perspectives on place
Though they have woven a vibrancy into the otherwise dull tapestry of Xuual gengraphical

. . iy _ .
research, initial forays into' the humanistic 1ealm in South Africa are fra\ght with several
problems. In particular, they mirror the shallow treatment of context that has plagued
humanistic studies i in general (Silk, 1984; Jackson, 1989) The mtem.t.;onal commumty will

L}

1o longer tolerate:

The casual ransackmg of [ariistié matenaf } 2 eady meaus of M»_Lming the most obvious

images of intentonality prised from e mduﬁdal strucfL¥s which help give them their
- affectivity, and divorced from any serious recoguition of ... the sovioldgy of context ... [nor]
. the exasperailvg i mterrogaﬂm of tha raundane and transparenﬂy trivial (Gregory, 1981 p 2)

Simplistic, non-cumtﬂam'e case smdass ﬂpmclsm bouad by the parl:wula:r and

non-theoreticat pzece-mea! discussions of someone else’s imagination have been cﬂndemned

to the acadernic dungeaﬁ. 'Sense of placiy landscapes of experience, and personal geographies

are now firmly cemented in socio-historical matrices. South Afican geographers have yet. 0

- contextuslise experiences of place within a broader socio-political framework. Seduced by the

immediate satisfactions of evoking place imagery through fertile humanistic material, they
raely provide more than a collage of borrowed visions and verses that are displayed in
questionable combinations and presented *yith-a minimum of intellectual glue. More insightful

<}

place commentaries come from beyond the geographical discipline. o

B

Logal art historians and literary critics are far more familiar and comfortable with creative

imagery than are geographers, yet their interpretations are often place-blin? . 'History%ules their

vision. Chronologies are profuse: artistic styles e “srranged betweei’ /'transitions, artists’
biographies become evolutionary calendars, themahc shifts are recorded in a spgn-polﬂmal
fram swork. For the most part, landscape pamtmgs are embedded regardless of theu' content,
within catalogues or ’d:ctlon-.anes arranged dicording fo artists and dates (Gordon-Brows,
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' 1952. Bennan, 1983, Qgilvie, 1988) thmmary infroductions to thmms of artistic endeavour

are available (eg. Be:l:man 1975. Hammsen, 1985 Nettleton and Hannnend-’l‘ooke 1989,

| Alexander and Cohen, 1990), but thetnatic conmdw}tmns tend “to bb mbnmtged withia 2
descriptive-formalist approach 1o the artworks themselves, A book dea]mg excluszvcly w:th‘

thelandscapegenremSouthAfncanaztlsscmhriankmg ‘Mureover, there is by
wayofmhcalanalymmthelargermlumesofSumhAﬁ:mnm Iftheydxsmsthchndscap&
at 4, Eocalmhistonmstendmaddrﬁfﬁmpamhngsmdepmdmﬂyofﬁmrﬂeewhumm

meaning. Here,rtlsnemsarytomutmmeubwumsoumessuchasconfm*encepapmmd |

ffl.les

. i
= ﬁ i - B

Direct contextuahst and cnt;lcal mterpretanon of pamnnga portraymg southern Afncas __

landscrapes is rare. Amold {19?9) documnnts and discusses Bm romaatic reconstrucnons

of Victoria Falls, while Klgpper (1989) compares thc romantic w1th the colomai vision of

Afiica. Thnu'studaesmakemads mtatm hlstonmiﬂcoicgms aflandscapetha: were
imported tn South Aihca in its eaﬂy ycam Coetme (1991) provxdeg_an cvocatwc mte:pretauon
of Piemeef’s landscape pamtmgs as an expmskion of Aftikaner natm\nahmn The pwoe is ripe
with suggestions for the possibility of applying the growrug mtemanonal dcmythxmng of the

silences of iandscape represmﬂahﬂn {eg. Bane]é 4980 Bermmgham 1986) it the South African .

context. Dmcussmn of the tawnship a5 an envmnment for artistie endearmm has been more

cons;stenﬂy located within aq apprw:atlon of the somn-pbhtl}a.l and -economic overtones of

place experience (sse Younge 1988: Netﬂcton and Hammopd-'[‘ooke 1939, de Jagn:', 1992).
Resistance art in particulsr {Wﬂ]iamson, 1‘989) cannot be dnromad ﬁ-om its social context but
rthasyetto beconch:swelynedto anappztmzuun ofthe expenencc ofpmneular geograpineal

- locations. The emphasis tends to fall ‘on the artists and thelr commgunities ﬁ ‘social entities, =

ratherthanmterms of their reldtionships thh place. Fma]ly Farber (1985) pmadeaauseflﬂ

commentary ou popular art, in which the landscape i sa single suhjact, as th@\mmfestahon _

oa‘*acommermahsedand escapist modemamtudetopl'.::e

T
L)

By far the most significant local cbhtribntinn 40 an interpretation of --'?Quth Afnca asplace Al
comes from bevond art l:ustnry, from Coetzee (1988). His White Wmmg On the Chlivre of

8]
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Letters in South Afflea is a provocative and fasightful conversation with. the broad

. interhgelaﬂve schemes that society has imposed on the indigenous landsbape "I‘he pmemm,
pastoral\\andmmﬂnhcmodelsandthe mythsofthcwildamessandthemhmlandscapeasthsse
mmufest in Afnca are an mspmng platform  from . vlg;mh 1o begm a geographical
exammzmun of landscape pam’t:ng Although Coetzee “refers pnmatﬂy to literary
reconstructions of place, his comments apply equa]l_y.\_\to visual images. Likewise, Chapman 3
(1981) introduction o his compendium of South African poetry points to significant changes

111 landscope perception in genersl. The mportancc of his work to the geugr&pher axtends o

a cnucal mterpretahon of ‘stylistic formulan for amsucally‘ rcpresenting place :eahsm

abstraction and exprssionism are shown to ba mportant mechanisms for expressing .

ideologicgl stances to place as well as just a means of conveying the subject.

Historians from vatious disciplines have contribuied to an uoderstanding of colonial
interpretations of the landscapes and inhabitants of southermn Afnna (see Crush, 1992 for an
ovcrmw) Brathnger f1985), Coo:nbes} (1985), Comaroff and Comaroff (1988 1992) and _

Pratt (1985; 1989) have wover. a dense web of mjncal commentary on Victc:nan and’

subsequent attiriades to Africa. Colonial stereotypes of people and place provide ample - .
material for “tuming teglcn into nmnve (Hoﬁneyr, 1989). Althml‘_,a ac'tdennc soraments [/ !

do not relate directly to pamtad mages, the often clear biases evoked thmngh nnpenal lenses
| are tasy to translate into wsual tem:ls The ccntemporary critical apprecaancn of historicat
representations of place as romanhc reconstmcnons m.sp:red by arogance, nosta]ga and
alienation is an mspuatmn for the geopiapher seeking to penetrate a provailing sense of place.
Their application to the local environsient are particularly usefif for the interpretation of early
landscape paintings of southern Afvica, |

e

-

o - Counter-balancirg the faiture of most academics io provide insight i:_ltn the ideoldgical and
 psychological significance of landscape paintings, there cxists a large volume of material thit
| relates mtwmks directly to. place interpretation. Numerous biographielé and gutobiographies
(eg. Danicll, 1805; Angas, 1849; Bradlow and Bradlow, 1955; Heusriks, 1960; Scoft 1964;
Scholtz, 1970; Walli, 1976; Nel, 1990) afford insights into persanal perceptions of the
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- Jandscape, while mmultaneuusly xllununatmg the cultural and ideological backgrmmd@mzhm
which works were produwd. Muough they often do not dum? refer to place, the persistent
researcher will be rewarded mm A malm qy‘/ geographical description decorated by the
unbridled expression of persma} ymage-y i’actzy and other creative literature can similarly

beus:dtoennchtheappmauonofnmqne senses ofplace InSouthAﬁ'ma,there:sanng.

tradition of expressing the landscaps in word-paintings as well as visual images. Townships,

" the neglected places of local geographical experience, are parhcu]arly well represented here (sec -
Abrahams, 1950; Mtshali, 1971; Dikobe, 1973). Ultimately, the researcher hes o rely also on

the messages of place that emerge from direct confrontation with the painted landscape, for it
'ishmihatthediadoguébetweenpenplemwmimmmtimt'icuiatedinaclm often
imgpassioned manner. 'I'hc geugrapher must leamn to listen mdepandently for the voices and
visions of place. An appmmanon for the shiftivg dialects within whlch thcy have been
expressed in South Africa wﬁl ease this task ' i

iy

Souﬂ'l ‘-ﬁ\'zcan Iandscape painting: an overview
The evolution-of South African landscape painting runs a paralte] course to the development
of the geure i other colonies, particularly Australia and Nosth America (see Reos, 1976b;
1982b; Tyler, 1983; Bonyhady, 1985; Short, 1991). An imported colonial vision flourished in
| the nmetaenthemtury arnong an early alienated and homesick setder society, to be replaced
by ditempts af creating a nanonai language that was more closely attuned to the native
cavironment. Ideally, & history of locsl art would begin before the arrival of white settlers,
© with representations producéd by indigenous African groups (such as the San) in rock sheltexs
of southern Aftica’s mountainous regions. Traditional art forms that persist in the present, tike
mural painting on houses and walls, and basketry and sculpture, have recently been
acknowledged by Jocal art historians (such as Younge, 1988; Nettletos and Hammond-Tooke,
1989). At last, they have begu::t to enjoy liberation from thmr inferior status as “arfefact’ on
the Evrocentric hietarchy that clovated ‘art” above crafts. Yet, the literature on carly African
art continues to be sparse and is furished with little interpretative éo:tary, parhcularly
as to how the human—environﬁaent. relatlonshlp pervades African . a3 any other - zmagery

-




 Predominantly enthropological and stbnofraphic studies suggest that eady Afdesn
puintings and engravings were deeply embedded in social practice, playing a fonctional and
oﬁen religions mle, for example by mvokmg power over animal prey to ensure the survival of

hunters or by famlztanng communication with ancesf.tal spznts (sce Manaka, 1987; Alexander L

and Cohen, 1990). Although stylised, elonga,ted_‘a.nimals and figures predominate in imsges
that echo ancient myths and Lifestyles, owsch Afiican act is fundamentally related to the
environment. As in Canada, the art produced by indigenous peopls may seers. primitive’ and
* ‘archaic’, but it is “a sophisticated statement of an integral relationship with their spiritual and =
. material worlds”, demonstrating “assthetic as well as worldly and spiritual coricems* (Osbormes,
1988, p. 163) The geugraphmal exploration of these artworks may reveal mgmﬁcant insights
into oommunﬁy -responses to place, however they are not 1mmedxately accessible as
envirormental commentary. On]y once the black artists of sovthern Africa had absotbed and
manipulated westorn art practices, conventions and matericls, a0d emulaisd the major
European themes, did thei'r art begin td capiure experiences o.t.'.blace in direct geographical
statements. Landscape isa fcatme of the twentieth century in thefr art, and Aftican arhsts
Yetain an individual perception of this subject: ﬁgmatwe and expressive naturalism are
common to eatly urban township art, bla&-k consciousness art and later resistance nnagery,

a modern allusion to traditional roots. - |

" Despite their independent identity and vocabulary, even black artists have been susceptible
to the broad tidey of artistic convention, development :and vogue that contimie to ﬂood the
local creative scene. That said, a notable feature of South African art is the lack of |
.co ordinating movements that bind individual artists in Europe, America and other guarters
of the ‘western world into schools with a coihmon purpose or mode of expression. Here,
painting is “a medley of ;lissociated parts® (Berman, 1975, p. xii). The linking thread for the
narrator of place is the degree of affinity to the spizit__ of the environment. The suppression or
elevaﬁon of gunius loci in relation to alternative frameworks of vision relating to socio-political,
personal-emotional or formal-artistic criteria, distingnishes and melds vatious .groups of
landscape paintings for the geographer. The connections may conflict with those identified -
by the art historian, but often do not. Environmental ideologies shift over time, are therefore

5



- approximately chronologically orderédd, and are expressed both in the content and the styls of
andscape painting, Where séciety is gonerally confidert of, or concemed with defining
_ hxpress:ve formulae, Meolugy will ﬁnd a louder voice in cultural products than will place;
colonial i mpmsmnns of southern Afma age pnme axamples of a lemdscape manipulated to
conform wrth lmpm‘ted conventions for viewing. At the other extreme, artists may become
so concemed w;th explonng and familiarising themselves and their audience with the local
- environment thattheydwellonemmahhesandfaﬂto evokéthedeepermcamngoflandscape,. |
in the quest for a national identity, many artists of nvenueth century South Afiica painted -
silent, empty places, Between the two is a continuum of greater and Iesser emphasz‘s on place. -
: Implicit _glsn is a geography of the art of southern Afm.a.

o g
R S : Sl

|  Tides of place: ebb e
| - Landscape is the most consistent 1heme in South Africen art, both' wsual and verbal (Bcrman
1974; 1975, Harmgen, 1985). In this genve are to be found images sigued by aﬂ?hepromment
local artists, representingthe major trends and shifts in expressive language, and é@hﬁﬂg most
regions in the country. The nineteenth contury is witaess 10 the earliest toconstructions of the
country in the form of colonial romantic landscapes. Acquamted thh the naturafistic styles
of contemporary European painting, a community taads up lacgely of British settlers focused
their artistic activities on the Cape. Thomas Bowler (1813-1869) and Thomas Baines
(1820-1875) are most noted among the early ‘Africana’ artlsta, rwordmg, historical subjects and
the Jandscape, The moister climate of the coasta] region submztted_ to the idealised picturesque
vision that they had imported, whereas the interior ﬁﬁ'ered only a barren and hostile wilderness,
Francois Le Vaillant (1753-1824), Williamn Burchell (1781-1863), Samuel Daxiells (1775-1811),
George French Angas (1822-1886)-and William Comnwallis Haxris (1807-1846), among other
explorer-artists i]iustratéd their travel accounts of tlm mtenur with images sxaggerated to
convey the exoticism of the native peoples and scenerﬁffof southern Africa. Barly professional -
artists, such as Edward Roworth (1880-1964), Frederick I'ons (I802-1887) and Gwelo
Goodman (1871-1939), many of whom were immigrants trained overseas, were similsrly
conditionsd by conveations leamed there and portrayed the local environment in naturalistc,

' ' |

i
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yetromamzc]mages TheDutchinﬂuencewovcavaﬁationintotheemnrgiﬁgimpoﬁed
cultural fabric of southern Africa. Frans Oerder (1867-1944) ami Picter Wemmg {1873-1921)
applied the more sober raa]mm and sombre if warm, tona]mes of the Duich tradmw to the
| Transvaal and Cape landscapes. The geographml shift to the Transvaal echoes the movement:
of Afiikaner farmers - with a direct Dutchhentag-a' tmmtl' CapetotheBoer Republics -

_ centred around Pretcma during the Great Tre.k wh:.ch bx gan m "ha 18303

Yy
B

“Whatover their lineags, early painters of southem Afiica relied upon imported artistic

. methodsm dcalmth an environment that was very #ifferent from the landscapes forwhmh)thc
h

'conmﬁonshanbeendeveloped. MWnsequmce.thmwumﬂerefermcetothemdigmous o

spiit of placs. Even artists bom and bred in the tnvuonment tended to comply with thmr
) maﬂ:et‘é conservative (Ecropeanised) tastes, and pmduéed sentimental descriptions of the -
natural scenery. 1.B.A. Volschesl (1853-1936) clebrated the mountains of Riykrsdale an
outl}'mg district of the Cape) Usually washed with the golden glow of early motning or dnsk, )
the images are romantic in spirit. Hugo Naude (1869-1941) r;ceived formal trmmngm Furope
and, as with many young products of international schools he apphed mtamatlonal techmqm :
to the_lai_zdscapcs of southern Afm:a: Agam the subject was the Cape, but this time the
perimeter of the region burdeﬁngtha sen:u-and Karoo. Naude’s mature work exhibits a greter
aﬂinﬁy with the physicel chatacteristics of the lo;al eﬁ\'ironment, and as a result, he has been
heralded as “the first local artist to adapt his style to the distinctive sunlit ﬁtz;:osphere of the
South African landscape® (Becman, 1975, p. 14). ‘The shift roflects a genoral release, in the
1920s and 1930s, of the country’s artists from the carly 'picm-pos:éard spell’ (Berman, 1975).
Agromngconcemtoitamlaiethedimuchvequﬂﬁwa ofhghtandspacemtopamtieda
younger generauun of South Afvican: bm:n artists onto new tegritory - both ammc and

R

geographical. I
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e And Jlow

An era of restzmned expenmmtahon initiated various umquc mterpretatmns ‘of the extemal_
.feauuescfthelmdscar&sm muthernAmnamﬂm‘kemndqumerofthetwenuethcmhny. .

Many artists studied in Europe and the developmmt of local art continugd to be generated and
sustained by imported energy. Most landscapes were still approached: in desmptwe recordings
of visual sensations which were sometimes synthsmedto gtveanoverallmpmssmnofthg
scene, but new approaches spllntered the natuce of &mst.tc expression used t9 capture the
" appearance of the subject. Impressionism offered a doctrine - particnlarly suggestive for
conveying the bn]]zant hght of southern Africa - for representing ths visual experience .of
landscape through ﬁ-agnienté..-of pure colour that spoke of light and :shadbw' rather than
volume; with definite ;Jutﬁnw (see Gardrnier, 1980 for a detailed explanation). Strat Caldecott
(1886-1929) adjust:ci the typiral Impressionist palette to better align bis colours with the heat
' of the local environment, and applied their method to evok its suo-scorched tormain. If

¥mpressionism was a revolutionary departure for South African painting that shocked s

conservative viewiny public, the subjective images of Expressionitt- and Fauvist-inspired
Jandscapes were even more unorthodox and horified the critics. Trma Stern (1894-1966),
. Maggie Laubser (1886-1973) and later the Bverad group - including Bertha Everard

(1873-1965), Ruth Everard. Haden (1904-) and Rosamund Everard-Steenkamp (1907-1945) -

" who translated Transvaal landscapes into pcrsona]wetti symbolic staternents compiled in bold
planes of pure colour that lean toward abstract_iqn,] felt the full force of an unaccepting
andience.

Equally original buot far less contentious is the intellectual stylisation that J.H. Pierneef

(1886-1957) app]md to the landscape to convey his impression of a " numsnta‘l architectural”

order js nature, His geometrical compositions of the Highveld, South West Africa and the
Orange Free State, akin to Cubism, are tinted with pale pastel hues that successfolly convey
the light and scale of the couatry’s environment. ‘The fact that the artist was the first to invent
a style that was ‘entirely conditioned by the character of' the indipenous environment”
(Berman, 1975, p. 44) commendet_?, his images for use in the definition of a national identity.

Nationalist ar. was promoted in public commissions, and W.H, Coetzer (1900-1983) joined

W
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Pioraeef in producing large rausals of historical and landscape subjects in a simplified realismy.

that comm}}mcated vxsual features of the enviropment in detached descriptive - if formally

 compstitive - studies: The mndscapes of southcm Africa wene pmmved and portrayed as
having dxstmctwe charactensucs as Iong as the vast emptiness, mountain massifs, scrub.

vegetation and bright Tight wetc fm}hﬁﬂiy recorded and effectively commudicated, it was felt
that the art was Aﬁlcan Umqueness of topography was equated Wlth truthfulness to
Imdscapr Handhng continued to be xmponad howevm, the vmon reahsed was "that of a -

_-_Wcsf.cmer looking in* (Berman, 1975, p. 125). Waves of immigration and pﬂgnmages to
Eumpean art schools reinforced ths trend through the 19305 and 19405 Gregoire Boonzaler .'

(1909-), Maud Sumner (1902-1935), Pranas Domsaitis (1880-1965) and Adolph Jentsch

(1888-19‘?7), {0 name 2 faw “introduced specific reginnal strands of Western astistic hem.ag£

into the localfabnc" (Berman, 1975. p. 103). .

W

* Contemporary black Afican art was a further manifestati- 3 of the local p:eoocupatmn

- with the visnal and the particular in the mid-twentieth centucy. It mtmduoad the largely
ignored urbari scene and the rurat’ African homelands to the repertoire of southern Aﬁ:can o

landseape si:bjects: artists portrayed everyday activities in the townships using natralistic
images that amounted 1o a form of social realism. In spite of its Aftican subject matter, eérly
blackurbanmtmnﬁormndw:ththegencraltrendtopamttha famalm:’mthelandscape and

'adhmdtothedmtatesofawi:ﬂemmketmdamnmnonalmstmamsmm
environments wracked by poverty and bleak testimony to somo-pohhsal injustices were -

sentimentalised in much the same maner as the rest of the couniry had been. Gerard Sekoto

' (1913-) studied in Paris, John Mohl (1903-1985) in Gcrmany Gerard Bhengu (1910-) was

influeniced by British naturalism, and George Pemba {1912-) explorted a conservative style to
produce aesthetically pleasing impressions of township life. The sub]ect was differsat, the
ideology was not. Township artists of the 1960s and 1370s, among Whose ranks are felmd

Epk im Ngatane (1938-1971), Mslaba Dumile (1942-), Durant Sihlali (1935-) and James'
Salang (1941-) peipetuated the vogue for simplified and comfortable naturalism. Along with
white artists painting Cape Dutch houses and cosmos as convenient symbols for the local

envisonment, township artists develaped a cliche for the md:genuus landscape and prcwxded '
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thebamsfnrapepulamedmterprctatmnofplme Manyarhststothepresenthavewped

their mannerisms to appealto apcrs:stentlylazyau&ence
LA

Spring- fi.ie mademi.m evokes the spirit of place _ P s
"e- decond half of the 1went1eth centu.ty South African art has' mdergone substantml

¥ ..aagcs on the route (¥ mamniy “The most exciting devalopments are associated wﬁh the
' absorptxon and md:genous explorauon and mampmatmn of the modem internationat art

styles. *Rehnqmshmg its long aﬂachm:nt to the past, Jocal painting plunged - into f.hﬁ

' maelstrom ofthemodematy]esandpﬂotedapassagethmughthewends ofalmosthalfa :
. ccpturv in an energetic bid to swim abreast of the contemporary m_tarnatmnal tide” (Be:man,
1975, p. 151). For the art historian, the most sigaificant results relate to the formel charactar”

of the artworks {gee Berman, 1975; I-Ia_rmsan, 1985).. One 91' the most congpiéuoug_ f;ansmons
involves the use of colow as a pure and independent clement in pajating, rather thim 25,4
means of describing the appearance of an object. In.deed, the subject of painting itself has
shifted from the obaervable to mtanglbles such as actions, processes, emotiosis, concepts and
other abstract conditions, these being more prevalent in the mudem expenenne n the spmt
of abstractinn, factual ties have gradus]ly dissolved altogether at the hands of some members
of a swelling local artistic cosumunity. Pmevmus decades had lmd the foundations for these
innovations in artistic expression, particularly through the persistent pleas of the 1930s ‘New
Group’ for médem alternatives to ‘amateurium’ and Jong-outmoded patterns of aesthetic
thought prevmlmg in South Afncan art, and through the example of individualists such as

I.aubsar, Stern and the Everard Group {Berman, 1970, Douglas Portway (1922-), Chrix _ "’ .:’
Coeizee (1929 ), Andrew Verster (1937-), Lionel Ab.tja.r.l::s (1931~), Bl]l Amshc {1534-1985),
Nel Erasmus (1928-), and black astists David Kolane (1938), Philip Malumise (1958-) and
Ducsisane Mabaso (1955-), among others, bring them fo a cfimax in a truly modern vision,

progressively turning away from the recognisable in the environment in search of & highly

personal view, . 1"
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szir-wtion does not necessanly requir? that the subject matter be stripped entirsly of
- goncyele mferences and associations (Bennan, 1975). On the contrary, it is a patticularly
strong vehmle for conveying deep, meaning-ful interpretations of sub;ects soch as the _

landscape, and-it embodies a medern outiook on the world, Impormnﬂy for artists portraymg
sonthern Afrxmn landseapes, it offers opportunities for conveying the chaos, uncertamty and
ftagmentatlon that are a distinct and pervasive f&ature nfthe local o (vxrqummt Rctam.mg
obli 16 references to thephymcallandscape albeit that the durm’assamammls somehmes
ovidont only in the title - Gordon Vorsier (1924-1988), Erik Laubicher (;92%), Larry Scully

{1922}, Anna Vorster (1929-) Kivin Atkinson (1939-), and their peess explored new and more

direct ways of captumgg transient emmal featu:tes of the environment - unchsitered
spamousness. heat, the ésama of shadows and rigid awessmn of Iandshapes a:r the subjects,
and they are elogquently oonvayed using colour and Jine. In addman, through abstracmn. the
artists are able to penetrate the muface to expose the raw material of personal interaction with

~ the country and external procésses that structure thai experience. At times, therefors,

modermnism has'provided a route i‘or. r.':xploring‘ the spirit o;' place. “Tmpressionism aud its
contemporary models, Jike the earlwar desmptlve naturalism had fead t0'a cul-de-sac: they were

too ob]ectzve too ephemeral and too connemed w1th surfices (Berman, 1975). Pn:tmmg a

place involves more than caphmng its pl!.jmx::aI n’kmess, more importantly, the personality

needs to be expressed. In the modern era, personal encounters with southern Aﬁlcfa arg
fundamentally relaved to emetion - fear, anxiety, insecurity, paranoia, deﬁahze, tension, protest
- and deeply etched with the influence of politics. - §

| i

 Experiencing a “crisis of identity’ in the 1960s, local artists became aware of the paradox
in trying fo express the indigenous 'envii;tinment by adopting European 1d.10ms which, at the,
same time, were feit 10 be essential to ensuring the international status of South African art
bydeclaxinganawamﬁess of the modem age. The guestioning temper led to a new awareness
of Affican traditions antiarﬁsﬁcforms as'amuteintutheintﬁnsiccharacferofthelaud a
devalopmen: thax owed its impetus to the mnnvanons of Walter Batuss (19206-1982) and Alnms
Pre]ler {(1911-1975) who, as early as the 1940s, sought symbohc t.tans]atmns for the mystigue -

ofthnuo?ntryusmgAﬁ:wanmoufs. T‘hamoanuvewasperpetuatedthmughthcAmadloa
W . ’

]
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| _ dealmththe}andscapcmmmeduectandmmvauvetm
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Gmupwmchservedasafo:umfnrcxhbmngamstswhﬁdcmpnmtedademenf '
’Afnq'ja-mss in their work: Among the~egular contribitors were Cecib Skotaes (1926),

Giuseppe Cattaneo (1929-) and Ceclly 8ash (1925-). Armando Baldinelli £1508-), Glmther van
der Reis (1927-) and Mman Am(}id {194’?-) similarly create metaphors for place usmg mohfs

' (somedrawnfmm:hn!andscape)zhatmpmvndtabwtheunptmtqfthespemﬁc&mh
' African experience. More significant in the context of the current climate of somo-polmcal
pmtmandconﬂmtmauamptsbyamstsalhad{mtemperament:fnotphymcany)mththe :
'modemmstancemovemmtmthecounhy Nnton]ytheﬁerymeenuvetemeatean

indigenous art {an aspxraﬁnnthatfatom waghsthe mtﬁercomplacem callforanmdcpendmt
“pational’ a.rt), but also the growing pemstenee ofan mdl,genous reality, has spumad artists to

L

by ) o

_The Soweto riot of 1976 are & watershed in arfistic representations of the tocal

environment and, more gmera]ly, in the local ideclogy of landscape. Working Bzgely ﬁ'am

anu:hanbase andpmctmngahmgbtenedhumamsm,arﬁstsofthelasttwodmadeshaw

e mmmentated the reahtles of towmhp violence, mﬁ‘snmg and hardship that inspire either

anger, bitterness, 'wilt or fear within their viewers. The subject i is a new one, as artists
preﬂously shielded their market from the negative facets of their world, masking them with

- sentimr.galism or removing the people from the landscape to ai%;vxam sacio-political

implications. Contemporary artists, for example William Kentridge (1958-), Robert Hodgins
(19327, Sam Nhlengethwa (1955-), and Tommy Motswai (1963, have begin to expose &
mutant society and the mythe infusing convent:onal landscape interpretation, and o to rewrite
the country’s history in forms of exploitation, subordination and conflict. Black artists in
pastioular have stuated 13 transition in the landscape: David Hlongwane (1963-) Tocates

scenes of civilian and polme battles on township stages, and Sydney Holo (1952-) and his

brother Patrick (c.1855-) expose political corruption by recording the destruction of

meaningful places and the consequent suffering inflicted on black communities. Others, like' -~
‘Sfiso Mkame (1963-) and Paul Sibisi (1948-) establish new motifs for the South African reaiity

in burning cars, necklacing, and angry masses. The landscapes of southern Afiica are now
defined in terms of the tension and conflict that accompany social change, How different they
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U am fmm ﬂ:le oolomat—romantzc reconstﬂ;ucfiom of the environment or iatu' descnphuns oftts

extemalform hmxsthcspmtofplace

0

Nolongensstonl}thembjeaoflucalartthaxm(ﬁstmcﬂySouthAﬁJcan,thcmyﬁbrcs
oftheexpmsmveformshavebmmbuedmththcﬂavouro,tbmcounhy The lsndscapeis
210 longer defined by Earopsan standards aad ideals. Ithasbemm-wnmnmad:smm'
" Janguags, uszngthe mdmgenaus wncabulary of Africa: metaphors, symbols wordsandvmns

amhome-grownandﬁna}“ :efertothespmtoi‘plaae Certainly, realities will change, both

N ont.hesurfaceandmthcmdsofsomcty,thespmtofn!a:cmﬂmﬂ,&agﬂleandalwa}'smbtbr
deﬁned. Indmd,onlyahandﬁﬂofamstshmmanagedtodembcn andmhpmvesam”

describes it differently. What:s:mportant howev‘ecb mthaiiucaia:ﬂstshavebecumpawate

-of and cut through the cocoon of imporied conventions and their market s convcnuonaﬁsm

in abzd to escape its dark confinement. The'ﬁmme promises 2 colourful celebration of the

tm&ofphscasmdigmousmtopmsasmngsandtakesﬂ:ghtamuthelandmapesof-

sauthamAﬁ'ica S, S i
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CHAPT ER 4
LTI'I"E WHITE LIES. COLONIAL VISIO\IQ OF AFRICA

The history of art pmduced by white u;habﬁants of southera Afnca is densely populated by

amhngmthelandscapegenre Unrﬂthstwentxethcmtu:y manx--:.mmcrepresemahonso‘_

ﬂlecountrymmthertheworkoftmve]]m ortomaﬂtw recunstmetlons ﬁ'omthel:stoncs,

Vi
usually produced for a European market. Casual visitors, scamen, mmtonanes, ‘explorers; an{f __

mﬂxteryanduvﬂﬁgmesdccumzntedthmex;mmwsmthe “strange arid wiki land, fucusm}}_
on the pad}\z]e,i «‘ﬂama.'ts and plants that coloured then' uives and § journeys on thﬂ southern part
of the A;Eﬂcan coutmsnt Longer-term sefulers mnunued the tradition. Al came from western
_ E.uope‘ : -?s}Dunans, the majority fmm Britain. Curiosity and toposl'aPlnwl interest m
emmd ¥, ?mr amdcmw recordmgs of the local snvironment.

Often, the first artists were amatenirs who paiated in their spare time, sclecting subjeits that
had ‘news velue’ ¢r an alternative basis for public appeal. “They did riot seek to interpret the
conhh’y", Sneed ;(.1946, p- 6) notes, "but to indicate its more unusual features®. To this end,
many of the carliest improssions of the country were ‘reprosentitional” in style (as opposed to
abstract or exeressinnfsii?:, for example), which imé]iee fidelity to appeamnce This did not
automatically result in a truth to nature, however, for naturalism was often less important than
historical and anthropological interests, and was usually submerged under broad Fugopean

s . schemas for viewing and representing nature (see Coetzee, 1988).

Paradoxically, pioneer artists of southern Africa were expected and strove to be ‘human

cameray’, slaves fo science. In fact, the aceuracy of their works did not often extend beamih

the formal exterior of their compositions - their objeﬁctivity,.r was purely superficial, a tron;p

Foeil. Recognising the imaginative spokes holding together the wheels of artistic endeavour in

., cighteenth- and vineteenth-century South Aftica, Battiss (1960, p. 5) made the following
observation: ' - '

Coming with the express purpose of aocutatel recording scenes and events, these early artists
thought they were expressing the truth, but today we see mich of it as romantic exaggeration,
If they could not be on the spot, they were up to all the old tricks of making pictures of animals
and scenes, especially battle scenes and incidents, from verbal descriptions, and for good
measure, making pictures of a few pureiy fictitious birds, animals or landscapes to embellish
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a sensitive record of carly percepnons of the enmmnment

I - ll: . - . L1 . h . 'I.I
T : . F = N ¥ :
o E O

mm ..i‘c:eatmn 'I‘!mrworkhasa piquantﬂavamwlﬁchgmtoshowthatarﬁﬂsm .
gV wﬁadcameras but very imporzantreourdm ofhow people feel about what!heym

\Q - 'xnaeed m-m !andscape pmnhngs of sbuthem Afiica. can boast fittle resemblanceto
physical reahty Comparing them with modemn colour photographs reveals the extmt of .

geographical distortions (see Amold, 1975). Selecuon of details, exaggeration, ,ﬂ_heramn, and
othﬁmmpﬂamdfamdemyedtherehhonshipmﬂlemm trtrth in its

'smmt:ﬁc equation with ob]em;zvnty An imposition of foreign attitudes, values* 1deologtes a,t;d 'I
.amsupconvenmﬂsmmfomd the rift mtermseffarﬂ:ﬁxlncss to place.

bl

i

I

naﬂy *epmsentahonsofsouﬂmmAﬁlcamhes wlute hes, about aplacethatinsp:.tcd_ _

S

' dmed, eutmz.\nasm mgance, hat:eu, sorrow, awe and hnmemcknexs among people who A "

mmed'oittﬂdars to:t,evenoncetheyhadseﬁ.edmthemuntry “White’, buthbecausethc

untruths wIF:e crs‘ated mhar tmknawmgly or thbgm explicit mtenhon to ham:l, and because .

thmmﬁmtmwhda«m&heﬂaaconﬁngtoﬁfepmqmm cfasoaetythat:gnoredand
undmmnedthereal—c:y of black habﬁahonm, an.dunde:rstambagofthcland{":omamﬁ‘md

Comaroﬁ; a991) The sole onalty of such art hes thh the percepiiony and en-é"&fans ofihc'
m&vmahandthemmtythatnurtumdzt l’qrope andetonantradmonsﬁormngand

recording nature. For historians, socmiogm\ a"i hiztonans, and the:r gmgraphmal
counierparts, the images hasbour mvaluahle iruths Thelandscape art of p:onedr societies is

AT

Rees is convinoed of the validity. of art providing “maps of states of mind’: “The chie®

source .for construing past attitudes toward the environment are literature and pictorial ar_t",

realities of a new land, andthaiillﬁmaie!?aimstu conquerbynammgand dominating native

o 'neople and places; an eye that sees tﬂmvgh Imperiat glasses. In the courthouse of Huranistic

Geogmphyandundnrthejddgcmmt of Plaee hawevc:r,thgemﬁestnnagesof SouthAfmaand
rtsmedxa_ten.nghbomsmustbe declared false, The vision crystallised and the techniques
expressed are imported; the iraages do not uncaver the essence of the local landscape - they
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e concludes (Rees, 1976b, p. 259). Indeed, evidence of shifting irsages of a country could not *
be richer. In the colonial context, a exposes the perspective of an eye that depics the harsh
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* are not a document of genius loci. Deeplyefchndwiththespi;'itofacultumandanefa,the |
soul of place tends to be absent in woks produged by the first artists on the sub-continent, |

Ploneer travellers set the stage for colonial artists _
The s'nuthel;n African landscﬁpe did not suffer alone the injustice of mimmtaﬁou by its
earliest arti_sts; many outposts of European discovery and colox_:isation. were similadly distorted |
| ﬁxtheﬁzstﬁainﬁngs undmaken'onm shores (see Rees, 197:'s; Tyler, 1983; Bonyhady, 1985;
Shoxt, 1991). In fact, the story of local art in its pioneer pha5¢ is more than a pa to the
hwtory of visual representation of other pre-colonial cou.ntms, it is a mirror. Not tmly did the _'
- same person often paint dl:ﬂ“erent plases (for example, Dame!l recorded and ﬂlustrated his
travels around Afiica-in 1805 and around Ceylon in 1806, and Angas published The Kafirs
Mhustrated and The New Zealanders [lustrated *‘.Jllowng two of lus many tnps), but most -
travellers and artists originated from Eusope, esﬁmany Britain, and hence frore the same
intellectual, philosophical and artistic womb, Mother England prowded an ideological and
psychological reinforcement to sustain her astists in foreign fands, as well as a market for thir
works. Certain angli, sed tastes and expectations with regards pext:eptioﬁs of place were
 therefore perpetvated outside Burope. Canséquenﬂy, at;gmpts to portray vaﬁqus alien
environments, and the actistic models employed, have so rnuch in common that many of the
carliest paintings of southern Afica, New Zealand, Australia, Canada, the Pacific ilands asd
the United States are difficult o distinguish: geographically. |

| That the umbilical cord binding carly traveller artists to their home country was unbroken
is aburdantly evident in their landscape art which rarely captuces the character of the
indigenous landscape, but clearly reflects trends in Buropean attitudes to nature, Bady-
impressions of the local environment are laden with moral and aesthetic distortions. Indeed, |
the early artstio record of southern Afrca ia a far mor sensitive baromter o shifts in the
European social and intellectuat climate than to the character ofplaéa. Pmnser art is tree to
& Victorian romantic view of nature and foreign people that culminated in an overt imperial
- propaganda. By contrast with the cynical expansionism that underlé.y the colonial approach



to iandscape. p:nneer percepﬁ\‘;ns elevated, admired and respected a gentle accephng nature,

Typieal of the Enlightenment pranod this attitude fostered idealised images of foreign lands as
dyllic arcadias untouched by European settlement and occupied by noble savages and noble
- Dasts (see also Short 199]). Not for the Frst time, Geogmphy shrank into the shadow of :

i History, Place must bave cringed at the prospect of havmg to aitend yet another celebration

" of Time.

The first European explorer artisis in southem Aﬁ:wa wers ‘cultural refugees’ who -
imported and spread their own perspectives and reprasentahonal comventions to many fomgn
environments, Certaml)r, chamctmsuc land- scapes and -shapes 'bmd the art produced duzmg
the pioneering era 1o different countries of origin, Yet, similarities in style -and content
migrated freely across the international boundaries that might be expected to have contained
ariistic activity. A romantic vision was blatantly expressed in art; this common convention for
sesing the landsonpe infused imagery from all countries. Ilustratively, Angas (1849, pp. 12), -
one of southern Africa’s traveller-artists, sentimentalises landscapes from various geographical

" Jocalitics, undermining the differences that he recogaises between them with a generally sugary
g(lyaze: |

In the dewy silence of an autumn night I have looked upon the pialns ol' old Troy .., 1 have
roamed with delight amongst the blue monntains of South America, and been chacmed with
the loveliniess of the humming-birds ... Exch spot, each varied region, possesses an interest of
its own, - an individual charm or terror .

" The word pictures, like painted images, are informed by the search for the picturesque, by “an
ardelt admiration of whatever is beautiful throughout nature” (Angas, 1849, p. 2). The result
is a visual festival cenired around nature, but not an exploration of the essence of piace.

‘y
b

The emerging ‘global culture” prescribed vasious approaches to lendscape by carly
traveles, all cireumacsibed by the Victorien idsologicl doctrine with its romantic view of
nature. In the empmcal approach, an appal:ﬂt dxm@terest in geographical features meant that
physmalte:rmnscarcelyfeaturedaiailmu'avelhlumrauons Thelandwapewasoﬁmraduced
to a stage on which to ground (rather than contexmthse) figures and svents. It was popular
practice for the artists to fill the 1mmed1ate foreground of compositions with human, plant or
animal subjects (see Fig. 4.1), ostensibly to ax.‘curaﬁely record them, -‘bﬁt pdssibiy also to



allevxate problems of recording an ahen landscape 'I‘hn emphasis was smant:ﬁc images were |
made for the explicit purpose of recurdmg novel zoologlcal and botamcai species. The ‘paming
ga.ms spurred scientific artists (orweretheyamshcsczenhsta’)to d:scover’aamanyplanisand

a:mmals as possible, Burchell, for examplc 'was aventable Nozh, oq]lectmg innumerable fauna
unslerthe ’arc’ of]:us name; the modern scientific record is ﬂoodad with Burcheil’s coucal,

N Buichell’s zebra, Bumht:ll s starling, and so on. Indigenous pwple were mmﬂatly recorded and
'labelled Where the hudscape appears at all, it locates the subjects somewhere, anywhm in

a type of place; in 2 spacious foreign envirofdment, but not in a particular geographical 1ccat:on.

Fd

 Tlustrated travellngtms were the most popular format for presenting thctmasu;es of

exploranon {eg. Paterson, 1789, i1e Valllant, 1796; " Barrow, 1806 Burchell, 1822), These
' manusmpts emarged ooncurrently with the voguae for adven’turous expadmons {and big-game

W
hunting) that led many travellérs into the Ierra incognita of the Afncan interior that had for

~ centuries frustrated European cartographers and amused their c_ntlcs_:

So geographers in Afiic” maps,
With savage pictures flll the gaps,
.. And o’st uninhabitable downs,.
. Place elephants for want of towns.
(smn. cited in Rm. :380, p. 62)

The traveller-artists helped to fll the gaps in the European jmagination, They populated Africa

with roasses of vnldhfe. plants and iqﬂigenous ‘people. .Bui theu: images were uﬂenfancxful

ma:ﬁpulationﬁ of reality, throwing inmto question the artists’ expressed interest in being useful

to science. Distortions in animal subjocts are often obvious to the point of rendering the

images unbelievable, even comical (sce Fig. A1), The focus is somantic; Harris's hippo is &

dainty cresture whose round body and pleasant face sugyst 2 genﬂcht_cinpm-am:nt The -
fonntat manamlgfrom a submerged mmpamon helies the i nmpomn of European aesthetics '

on the m'hnnmant. as do the weeping willuws adorning the river banks,

A



Figure 4.2 Danicll: The Pullah, ¢.1804
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anantlc renonstrucuons of place
Where early artists Were more concerned with producing works of artistic value, the landscape -
was sometimes mtroduced asa formal background within whmh 1o locate animal or human
subjects Although there may be great attentxon fo botanical det:il, and delpm.- the fact that
the Jandscape may haw been recorded in gitu, Damell Paliah (Fig. 4.2), standmg beside a
bubbling brook illummatcs the pervamvmss of the romantic percepuon. The p:chm: is a
peaceful, quiet, pmturesque scens, presentlnggﬂmle hm:dcreaturcsmacharmngandfmﬂe
setting, ngle (1789-1834) provﬂes & poetic descnpuon of Africa’s ammals Written in the -
same era, thcpoemunde:rhnasthcsenhmentahtyofthecommon Buropean:&amefor viewing
and representing foreign wﬂdhfe

Away - away from the dwellings ofmen. . . . J .

By the wild deer’s haunt, by the buffaio’s glen; | " )

By valleys remote where the oribi plays, =

Where the gmu, the gazelte, and the hartebeest graze, '

And the kudu and eland unhunted recline

By the skirts of grey forests o’erhung with wild-vine;

Where the elephant browses at peace i his wood,

And the river-horse gambols unscared in the flood,

And the mighty rhinoceros wallows at will

In the fen where the wild-ass is drinking his fill. :

(from Afar in the desert, cited in Chapman, 1981, pp. 35-37)

Like the animsls, the landscape is polished with fomantic expectations into & warmly glowing
place. Interestingly, the local anvimnment is often shorn of its 1ugged 'fegetatioh and yocky
terrain and smoothed into a gzean«lawned, moderaiely hﬂl}r, sunny and mystical place, tinted
with the pastel shades that chavacterise a moister and softer chmate than southern Africa’s,
Daniell’s images are saturatedmth such rormantic sllusions. Thlgmythxnalhnd, this Garden

of Eden, is surely not Afyical

The idealism of early visions of southem Afica satisfied a dominant contemporary
romantic impulse in Eurcpe. The untamed wildsrness was seen a8 a remnant from a golden
age, and ‘uncivilised’, ‘simple’ comamunities ropreserted a purer, spiritaally iches and fresr life
that highlighted the paradoxical dealmr "\\.of “westemn hummﬁf.y through ‘progress’ and
indnstrialisation (Short, 1991). In fact, the romantics bsed foreign countries and their
inhabitants as 2 ‘vehicle to criticise their own. su&iety;. they becawe “a counterpoint to the
industrial order, the tyranny of the clock and the age of consumption with its uncerteinties of
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continued choice and excesses of mater’ [lism® (Skiort, 1991, p. 23). Angas epitomnises the

romantic sgmt

It is now seven years since 1 hroke Toose from the. traﬁlnmels that bound me fo the artificial’

“world: I was but one amongst the two millions of mighty London ... I lenged for the naturat
world; and with a glad and thrilling heart, I shook off ... from my feet the dust of the city, and
went forth alonie to the uttermost ends of the earth.

There is a charm, a freedom about such a [travefler’s] Iife, which thoss who live and die
surrounded by all the astificial refinements of an cver-civilised country can never know ... I -
have had more real enjoyment of existence, more of natvre, and less of care, during the

_ months 1 have passed amongst Kafirs and New Zealanders, than I have ever had amidst the

anxieties and comrmuonaﬁtm of more refined lifs (Angas, 1849, p. 1 and p. 2 respeulively)

¥ “wild and sublime’ Wales "prbvi&ed' all the ingredients.of romantic Iandscape in abundance”

(Zaring, 1977, p. 403), the potentials were amplified to encrmous proportions in the lands that -

Europe touched only with the very fingertips of her emplm in the cxghteenth and mneteemh

centuries.

 Human beings were partioularly amensble to romantic distortion. Deill presented
indigenous people in their traditional drsss and in everyday sottings as cthnography Would have
required, bt transformed them in accordarice with the romantio idsology that dictated that the
subjects be in contentsd harmony with an abundant and mysterious nature (sce Figs 43 and
4.4), Elfin figures roam freeiy over rolling ficlds and hills vegetated by short green grass and
broad-leafed tress. - Alternatively, they adopt curious, classical poses, renfiniscent of Greek
statuettes. Daniell (1805, p. 39) marvels at the “tall elegant figures” of the African paople that
"were it not fox; the:r eolour, which is from black to bronze, even Futopeans might pronounce
- & very handsome race of men”. Although his aftitude torewarns the racism of colonialism,

theamstwnstlﬂadmuethemdlgenouspoptﬂauonofsomhemAﬁ:ca. The calm and peacefol

character of its mhabﬁants echoes in the landscapes that surround zhem Predzctably,
agreeable and positive aspect of Africa and other colonies presented in the romantic vision was
hupgrily sapped and exploited for imperial purposes: both art and hterature were ised io
promote immigration (Woolford, 1983). '

In the final enalysis, the message of art poured in the romantic mould is less a commentary

on the reality of Africa, Australia, North America or the Pacific islands than about European
ideologies, There can bs little doubt that ploneer art denies the spirit of place. Yet, the
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Figure 4.4 Daniell: 4 Kaffer Village, c.1804
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romantic vision cannot rival the arrogant d:smmal of anythmg foreign as inferior anqumnng

of European mpmvement that motivated a ﬁrtura generanon to subvert the landscape (both .
hymca]lyandmpamtmg) emxrelyto its own iareresis andneeds The colonial ideology is a

| complex socio-political stax_emmt about the inherent superiority of.the Butopean and,. '

conversely, the social, moral and physical immatucty and barbatism of anything

' non-Buropesn, The flourishing of an imperial attitude 1o southern Afiica during the

' mncteenth century is forcefully cxpressed v,} paItlclﬂar conventions for represantlng subject

 people (Cowlmg, 1983). 'The Iandscape b0 is subjected to the colouial obsession with

conquest and subjugation; it is S}mbohraﬂy domesticated and controlled in landscape paisting

évm'before it has been phys:cally conquered.

Colonialism paints shades of conquest in the land

The myth of the garden appealed to the Buropean public for as long as it did not need to
]us‘hfy its own imposing presence m southern Africa. By the nineteenth century, howevnf, _
MS of a gentle, mystical landséape and friendly black people conﬂlcted with the need to
legifimise the subjugation and exploitation that the Empire was inficting on them both,
Sympathy was inappropriate; it unsettled the intellectual and moral foundations of colonialism.
The dominant ideology of landscape had to be altered, Landscape painting quickly swerved
from its previous cmﬁ-seto p;;rsuathis more pressing and modern task. In fact, colonial artists
were concemned o dissociate fhemselves from their predécessom. Introducing Bowler’s
Iandscape paintings in a collection entitled The Kafir Wars and the British Settlers in South
Africa: 4 Series of Piciuresque Views, Thomson (1865, preface) claimed that the illusteated
books of travel “mever prémnded to be anything more than rough sketches of more than
ordinarily interesting or thrilfing ehoounters with man or beast”, and that they were “often.
drawn by artists who on]y betrayed their utter ignorance of the countiy and everything in it”.
The comment smbodies a re;ect:on of the previous romantic ideology of landscape that
suffused ﬂlustrated travellogues.
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Broadly, the essonice of artistic endeavour shiffed in the mineteenth century fiom a
celebration of nature to embrace a polmcal motive: art partook i the pmms of deﬂnmg o
 space within which the colonial project of conquest could be legitimised. Specifically, sotthern
Africa’s lapdscapes and its indigenous inhebitants were deplcted as hostile, dangerous and
primitive. 'T'ﬁumythofaninhospﬂahlegxﬂna‘?ﬁcandbmrencmuy satisied eptics tha the
Eurapean prescacs thcre was not destroying a perfect state 23 the romantics would have had
it. Betteryehﬁprmnotedwashemmﬂuenceasaposmveandmvﬂmngfommmtherﬂby
- awarding colonialism a positive mural statuss Contrasting mtages of the colony and its
colommmrepresentedtotheoverseaspubhcthus . i ._

Afiica ... [was] & land of darkness, the white man’s burden, peopled with savages of an.

inherently inferior order (intellectually and morally) to the white coloniser. It was this

ot s el revress o e ooy e s Ao i‘i‘“‘*"?ﬁ‘c‘;’éﬁi‘é’?mﬁé’m?;
potential wealth for themselves (Coombes 1985, p. 453). _
The carthly paadise of the cighteenth centusy was transformed info the ‘dark contineat” of the
nineteenth. | | |

Duahsm played a cmmalrole in coloniat artzshc impressions of southern Africa; contrast
was a srong weapon of imperial propaganda Indigenous people were compared with the
European idesl and tﬁemby predictably cha:actmiséd as printitive, slothful or barbaric (see
Said, 19785‘ Facial features in parhcu]ar were adjusted, exapgerated or down-played to
contribute to a stereotypical and deeply racist image of Africans a3 degenerate, brutal, lecherous
and infedor sa&a_ges {Cowling, 1983). In an apparent contradictiou,. they could also be
porirayed as handsome, charming people, in the spirit of romanticism; some were
“Buropeanised! in art. There was a condition, however, Only ‘good natives’ who conformed
with Eutopean requirements and accepted the superiority of the colonists received fhe gits’
of progress, domesﬁaity,';gentﬂity and .Ch:istianity (eiihsr in art or, by imp]icai_:ion, in réality)
- the marks of civilisation as Victorians defined it (Bell, 1982). In the process, they were
stripped of their African identities; |

Rather than appearing as representafives of dynamic and autonomous culiures, tﬁey were
represented as cutiosities, ‘things’ upon which to hang *dress’ - that is, ideas and hehaviour not
of thelr own making (Bell, 1982, p. 84).

. 76

o



Positive images of Africans in colonial art relatefo obedionce, dosility, passivity; conversely,

oppasition to sub;ugat:on (and implicitly also to acculturation) is implicit in portrauts of

ruthless nnnd]ess, evil brutes (see Bell, 1982) : A

There is a strong pasalle] mm- smany of the blatans dissortions found in portraits of
Aﬁicanpeopleandthoseinthepomaﬂs ofiisiandscape. Inthelatter the'Bumpeantype
was once agmelevaimasthnﬂealagmnst or rather, under - whcha]lothertypeswem
| raniked. Lowenthal and Prince (1965, p. 192) note that what was. considered “essentially

 English" at this time was "2 calm and peaceful deer park, with slow-moving strearihs and wide

expanses of meadt»wland studded wnh fine trees. The scene shouid mclude free-ranging
domesh.cammals - a.rablelm.d,hedgemwsandsma]lﬁcids . The unfamiliar wﬂdemess of
_ southern Aﬁ:ca was the antithesis of the green s:é‘ety of Eumpc - the fmthest possible deviation

from = desirably domesticated state of nature,

. A common foa:ﬁ:mla for deahng with nature’s deviant character in the colonics was to

underline its difference from Europe. Therefore, whether positive nr negative, camahzr&sc?

indigenous people were unified through their common function to hxghhght the ‘otherness” of

non-Europeans (see Said, 1978). Human subjects were usvally semi-nude or clad in their

traditional gear, and often portra}'td along?-ide their “primitive’ buts or engaged in “uncivilised’
activities, Daniell's (1805, p. 27) corament about the Bushmen is an early dsclaration of the
inherent difference perceived between black inhabitants of southern Africa and the Emopean
- ideal: |

Bushmen Hottentots may he justly classed among the lowest and most miserable of human
beings. They neither il the ground nor breed cattle, but live from day to day on the precarious
spoils of the chace, the stolen catile of the colonists, or on lizards, snakes, \hite ants ... So littls
notion have they of the vaine of property, that whenever they are sc succeuaﬁ.ll w1 49 carry off
a whole herd of cattle frem the colonists, they kil them all at once, and W= qu:ttmg the
place of siaughter, feast together, ill the whole is ... consumed. '

0

Barker (1886, p. 76) makes & similar assertion:

Certahﬂy the Zulus are a strange race; I cannot say I saw anything to admire in them,
physleally or mentally; as servants, I was assured they were good, but the dreadfl odour that
clings to them, makes them o my mind oo obnoxious o be admitted into the same room with
one ... They are very idle, and make their women, do all the work.
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Thc theme is the ‘exotic’ and it betrays gross nusunderstandmgs of the African sub}ect. It
'mlmtopmmgsofmelanampem _

o

Southern Aﬁ'lca as empty and chaotic Wll:lﬂ‘ilm
Throvgh art, thcAﬁicmmnwas,mthemlonmlera, poplﬂatedbystrangecmai&:esand
odd plants, iheir differenice accentuated through mutat:ons in the European imagination. At
. seflected éxoticism, visually expressing the “self-defeating process of naming Afica by defining
it as non-Burope - self-defeating becanse in ¢ach particular in which Africa is identified 5o be
non-Eumpean it remains Europe, not Africa, that is namsd’ (Coatzee 1988, p. 164). - Yat,'
with hmdmghi the process served a colonial purpose: it Iegmmlsed the Ewupean prﬁence in
Africa as a civilising mﬁuence Portralts of souﬁ:em Aﬁ:u.a uudertakm at the time contributed
totheoolomalthemeofthe “wildemess’, aparhcula:lystrongthreadofnnpmallandscape
perception. It embraces a strict rejection of natnral foreign environments, and was common
to”Canada (see Rees, 19765; 1977, 19620), North America (Knox ef af., 1988), Austrslia
(Short, 1991}, southern Afiica, and elsewhere. In each instance, it had stark negatxve
connctations: the mldemess was “the alien and uncontrolled chaos of Nature” {(Kuox, et al.,
1988, p. 54). Moréov#r, the emptiness of the landscape in wilderness paintings embraoes.a
" colonial assumbtion that Africa was an empty stage awaiting European “discovety’ and
historical interpretation (see Crush, 1992). Pre-existing meamng wrft:en by indigenous people
waseﬂ‘ecnvely erased. _ o 1

In the minds of Europeans - settlersa.swe]lasthosewho1'emainedathome-wﬂdeme;8'
was a negative and evil condition of native southem Africa. The Karoo landscape piiitonﬁsed
the barren, infinite, dangercus character of the untamed paris of the country for Scotland-born
Pringle

Away - away - in the Wilderness vast, :
‘Where the White Man's foot hath never passed, ...
A region of empliness, howling and drear,
Which Man hath abandoned from famine and fear;
Which the snake and the lizard inhabit alone,
With the twilight bat from the yawning stone;
Where grass, nor herb, nor shrub takes root,
Save poisonous thorns that pierce the fool; ...
A region of drought, where no river glides,
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. Nor rippling brook with cisered sides .. _
- Appuars, to refredh the aching eye: - )
But the barren earth, and the burning s ' R oy
And the biank hm'izon round and round, =~ . 2

" Spread - void of living sight or scund,
(from Afar in the de.rert, cited in Chapman, 1981, pp 36-37).

'I'hnemptmcss of the Iandscape is broken onlybythnmescapabicpresance of da:ng:f’ Afuca
mhernam:algu.isewasashosﬁ]aasnszmmmksedmd.knouspeoplcmwﬂyomumn 'ﬁw
country was seen o reject the “White Man’, when in fact the’ opposﬁez wasptr,_)_bably true:
Ecopeans rejected the natural character of Afica in their minds and their hearts )

Locaﬂy'éﬂﬁlarsfearedthat.Afniﬂ;amight”béthewﬂdmssiise]f “an anti-Garden, 3 garden
ruledoverbytheserpcnt,whemthewﬁdmesstakesmotomeagammmensheaﬂs (Coetzee,

1988, p. 3). Bowler's (Fig. 4.5} pamtmg of iMacomo's den caplres the negahve assocmtzona“'

mth wild Tands and relates them directly to a “redoubtable s wamor' who constantly “Cefied
?.he Bntxsh and coiomal forces” and caused the m.!htary angd Settlm trouble and annayance

{T'nomson, 1865). Oun first impression, i‘he landscape representation. is not overtly negatwe, .

yet Thomson’s inferpretation gives significant insight into the contemporary reading of th:

peinting and of the type of place it depicts: | 3,

The picture requires few words of comment. Everyone will ses for himseif that it is the very spot
fikely to be chosen by a wily savage enemy from which to issue znawares, and into whick to
retreat again ... The artist ... has painted the wild chasm in the mountains, the gloom of which

- is increased by the dense forest which skirts the rugged cliffs, under the effect of one of those
thunderstorms so prevalent in this part of the country ... a vulture sits solitary on the crag,
where mayhap jis mates had more thar ance gorged on, the corpses of Enpfish soldiers, .,

& .
Gone is the romantic admiration for nature; now the landscape is witness to and collaborator
in a devious crime against -civilised man. Daniell’s pastoral-pastel gm'ironhmnt is now

b

transformed into a negative force that nueds 1o be overcome.

The colonist’s solution %o the wilderness was to fight against it - for physical 2s well as
spiritual survival, The remedy ic counier southern Afmas ‘ingidious corruptions’ mvk\!varl

labounng in the land (Coetzee, 1988) and carving mﬂlsed Wed@s into the Iahdsca)ge }g‘a\xm '

and city were the opponents of disorder. On Bowler's Chumie (Fig. -+6], Thomson
commented that it encompasses one of the “finest landscapes on the frontiers:
& scene of rich pastoral beauty and pienty, with sleek catile grazmg on the green slopes and
" cascades of water leaping from all the wood-ftinged ¢rags and peaks.
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Not only was the Iandscape tamed and obedient, harking back 130 the mmanuc uleal, but black
Aﬁcwswms:mﬂaﬂvdacﬂeandqmet Oﬁen,theywmnotonlymlentompanm:afan
equally hished nature. they were excluded completely

Townscapes: “wedgss mr  daring greeo’ n tholand e
Monvated posmb};y as much by fear as by the oolomal preoccupahon with conquering the land,
Jocal settlors aamed up introduce Europaan landscape features wherever they mu.ld be
‘encouraged to grow; "lf the garden did not pre-exist, then it would hiave to be forcibly &ﬁape.d :
out of the mlderness whmh was 13 antithesis” (Knox ef al., 1988 p. 53). Like its black
'.mhahtanis. the country would be “dressed’ acoordmg to E‘uropm standards, and the chang:s
~would be deemed indicative of the cmhsmg impact of European} presence and _expanmn info
the interior, Mythogised, the frontier was viewed as a line of advancing white settlement whero
economic and social progress are de;iosited in the landscape {Qsborne and Rogerson, 19‘?8§
Crush, 1992), The realities 'of confrontation - the defiance of African peaple and landscapes’
to subjugation - wers ignored, asid etesed from art. Indigerious inhabitants of the land were
rarely depicted “inhibiting the advance of the frontier” and never shown ‘inhabiting the
landscapes of white settlement” (Crush, 1992, p. 12; see also Pratt, 1985; / maroff and
Comaroff, 1988; 1991), Likewise, the wilderness could not be shown as a deterrent 1o

Buropean settlement.
' Ey

Where colonial art admitted the existence of the wilderness at alf, it used the ‘veld as a
contrast to the domesticating impact that colpnial farmsteads and towns were inscribing on the
very iandscape and as a justification for fajure coﬁ.quasts over the reigning chaos that needed
to be overthrown Angas’ paipting of Paarl, a town in the, ‘Caps Province (Fig. 4.7),
inferestingly juxtaposes the two landscape types, “In a charmmg and fertr.le valley, through
which the Klmn Berg Riviere, or “little m'er of the mountains”, winds its meandering courss,
sarrounded on all sides by grand and glorious mountains®, he telli, "lies the picturcsque wlla.g,e
of the Paatl. The scene of a pastor:! haven is framed by, and plosified against the wildness _
of nature in the forsground of the painting. Vultures, cacti and_.other indigenous flora are 2
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Figure 4.8 Bowler: King William's Town, ¢.1864
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gualed contrast to the pleasant scene that they look down upcm, the wilderness intrudes only
a§ a cumparisbn for civilised existence in southatn Africa. The interior of the sub-continent -
is denied Hs imposing and theeater'sg bold over the settlers, and instead awaits hke
improvement. vnder their hoe and habit. In the meantime, the vast moustainous fermain
art;und Paarl and the unkempt girdles around other gezmmahng urban centres were perceived
as axn empty; barren, ‘dreary waste’ that. travellers to tl_1e ﬁnmmn were fogqed to traverse vatil _
they reached the ‘rnore pleasing’ environs of romantic gorgesm the refief of a town (Thomson,
1865). Even “civilised’ African villages were viowed as an improvement on nature’s indigenots
complexion. Writing about a missionary station in Genadendsl in the Cape, Angas (1849, p.
39) was imapressed by the “peace and quietness, order and repém“‘_’ that seemed to preside over
the ‘happy village. Tho perceived reason bekind the pisturesque quality of the village ies in
Angay’ following comment: “fhe btet]:n:m in attending to the spiritual wants of the people
‘have, in the true spirit of wisdom afid charity, roade Chnst:amty and edviisation 20 hand m
' hand* (original emphasis). |

A core motif of the frontier myth in South Africa is the ox wagon. Jt is conspicuous in
many scenes depicting hazardous journeys into the interior (see Coetzee, 1988; Klopper, 1989),
- Transporting the weapons of colonial progress, its presence implies that the travellers will -
of have already - overcome various obstacles that the wilderness throws so mercilessly into
their paths {and whereby nature indirectly legitimises the settler’s need to conquer the
landscape). Ofien, the vehicle is shown moving away from the viewer (and implicitly from
civilisation), confronting the rebellious landscape.. just as soldiers are depicted boldly facing
their coemy in battle. The ox wagon indicates that virgia country has already been clatmed
for occﬁpation. In Bowler’s (Fig. 4.8) impression of King William’s Town, the wagon is
coupled with & townscape: ihe battle with nature has already been won, Significantly, the
townscape in Africa was perceived by seftlers as inherently “unAfrican”; Fuller (n.d., p. 176)
described Johanmesburg in its ealy years as a “Little England beyond sea and plain”.
Pictormaritzburg was similarly likened to the Old World: |

All eould see something of old England in the picturesque litte town. Yorkshiremen could
think of Thoraton-le da%e; Norfolk men of the streets of Long Stratton; southerners of the water
channels of Salisbury, Inevitably, there were features which seemed exolic - the tall rank grass,
the unk.em%t Avstrallan gum, and above all the fierce intensity of the: sub-tropical sun. But
weeplng wilow and shady seringds softened and familiarized the aspect of the streets; among
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gnaried contrast to the pleasaﬁt scene that they look down upon, the wilderness intrudes only”
asa cdmpaﬁs@n for civilised existence in southern Afsica. The interior of the sub-continent
is denied its imposing and threatening hold over the settlers, and instead awaits Tike
: imparovemeﬁt under their hoe é.nd' habit. In the meantime, the vast mountmnous tesrain
azound Paarl and the unkempt girdles around other germinating urban centres were perceived
as an exmpty, barren, ‘dreary Waste” that travellers to the rontiers were forced to traverse wntil
they reached the ‘more pleasing’ ent:irons of romantic gorges _dr;éhe relief of a town (Thomson,
1865). Byen ‘civilised Afrizan villages were viewed as an improvernent on nature’s indigenous
complexion. Writing ab:{.;;t a missionary station in Genadendal in the Cape, Angas {1849, p.
39) was improssed by the “peace and quietness, order and repose” that seemed to proside bver
the 'izappy village”. The peromvedreason behind the pictm’esﬁue quality of the village lies in
Angas’ following comment: “The brethren, in attending 1o the spiritual wants of the peaple ...
have, in tho true spisi of wisdom and charity, made hristianity and chviisation go haod in
hand” (originzl emphasis). h -

::A core métif of the frontier myth in Soﬁh Africa is the ox wagon. It is conspicuous in
MANY SCONES depi;ﬁng hazardous journeys into the interior (see Coetzec, 1988; Klopper, 1989),
Transporting the weapons of colonial progress, its pmence_'impiies that the travellers will -
or have already - overcome vaﬁous ;ob.stacles that the wﬂ;!f;mcss throws so mercilessly iato
their paths (and whereby nature indirectly legitimises the settler’s need fo conguer the
landscipe). Often, the vehicle is shown moving away from the viewer (and implicitly from
civilisation), confronting the rebellious laﬁdscape, just as soldiers are depicied boldly facing
their enemy in battle. The ox wagon indicates that virgin country has already been claimed
for occupation. In Bowler’s (Fig. 4.8) impression of King William’s Town, the wagon is
 couplsd with a townscape: the battle with nature ha.a]mady been won. Significantly, the
townscape i Africa was perceived by settlers as inher;nﬂy ’mLA-ﬁ-ican’; Fuller (ﬁ.d., p. 176)
described Johannesburg in its ewrly years as a “Little England beyond sea and plain®.
Pictermaritzburg was similarly iikémd to the O1d World: '

All eould see something of old England in the picturesqus litfle town, Yorkshiremen could
think of Thornton-le dale; Norfolk men of the streets of Long Stratton; southerners of the water
channels of Salighury. inevitably; there wers features which seemed exotic - the 1all rank grass,
the unkempt Australian jutn, and above zll the flerce intensity of the sub-tropical sun. But
weepitip willow and shady seringas softened and familiarized the aspect of the streets; among
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the brilliant flowers growing in wild profusion were verbepa and hybisms which emigrants
knew as cultivated planm at home; the wild rose grew in overy hedge (Hattarsley, 1940, p. S6).

'I'hc town was home fo European e!cmoe. sophisticaﬁon; modemity and progress; the spirit

of mzpmvement was rapidly changlngthtz}face of the dark continent. Little pieces of Europe -
werebeingh‘anspiﬂztedintotheAﬁicarisbil, andtheEmpcanseiﬂersgdmircdinarttbeir

authorship of the towns being etched on the sub-continent.

In his Myt}w {cited in Chapman 1931 p. 191), Butier po:i ! the eolomalﬁngerpnnts left

on place;

multifarious ahapes t,'nat breed

About the homestead, below the dam, along the canal,

Or any place where a European,

Making the most of a fistful of water, split :

The brown and grey with wedges of daring gresn - .

Known as invaders now, alien ..

Leaving tentative footprinis on the the sand between

The aloe and the rock, uncertain if this

Were part of their prope.r destmy '
Tndesd, the coloaists were compulsive tree plasters, for besides their prastical utiliy rees
clothed the naked landscape, making it more acceptable to British perceptions (see Lowsnthal
and Prince, 1965). Churches too were part o the stereotypical vision of the civilised landscape.
As Butler implies, however, the colonial nnpact on the 1ands'ca§es of southx?:n Africa was
hesitant and slow. It was also geographically restricted 1o the coastal margin, Paintings of the
interior could not focus on enclaves of European improvement, for there were none. Insiead,
 they had to deal with raw natwre. A complementary vision to the frontier - that of the

pmlmesque pmﬂded a means for conquenng the land ideologically where it had not besny

phys:cally manicared. 'I‘he pmcess of Eumpmismg the landscape was symbgolically - and
. more effectively - ach:leVad in art through this idiom; the pictutesqus provided ‘wedges of

daricg green’ mthe.nnnds of the settle_-s,evenwherethry&dnottanglblyenst
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gorge:

Conventions of vision {a place

‘Positive impressions of southemn Africa were more common in solonial pictorial art than were

visual aﬂirmuomofthedangersthatthreatenedand challenged the settlers. The latter were |
more often prefent in fiterature (see Coeﬁ:ee, 1988). Where paintings could not_hxghl:ght the
SUCCHSS dfeblonialendeavoursto harness nature, purelandscapesccneswere usually framed
amcrdmg to familiar artistic oonvenuons, indigenous landscapes were sub]ugated under
Empemculture wharetheyhadnnt suffered the impact of the setﬂet’sphys:calpresence In

~ fact, the artists rarely saw southern Afiica at all; they imposed their own visions onto the

exterior of subject landscapes, just as they had “Europeanised’ subject people - with little

coﬂmderauon of the true identities that lay beneath the web of appearances they hastily spun: |
Importantly, the landscape could not be granted an autonomous peISOnalny beyond the needs
of colonislism, 5o in art the true character of place was subdued. Here (Fig. 49) was Afica,

' if not tamed, passive and obedient, at least adorned with qualities of beauty that were famifiar
to Europeans and therefors made the country less threatening. | '

.. The pictoresque entails a deep contemplation and unbridled admiration for 2 compoﬁed
and ‘aesthetically-defined quality of beauty in the landscape. The ideally picturesqus view
(both in nature and art) contains:

distant, mountains, 2 lake in the middle distance, and a foraground of rocks, woods, broken
~ ground, cascades or ruins, this foreground to. be characterised by “force and richness,” hy

‘roughness” of texture, in conirast to the "tenderness” of the middle and t‘oregrolmd (Coetzee,
1988, pp. 39-40),

In formal t:rms, it involves composing the landscape “in recedmg planes amordmg to the
Claudian scheme: a dark coufirse on one side shadovmng the foreground; a middle planie of
lummousdxstance, haps an intermediate plane too between middle and far distance”

(Coetzee, 1988, p. 39). Angax’ (Fig. 49) painting is a'typica;} version of the theme. His
description of Baviaars Kloof eveals the extent of its picturesque conception. He sees in the

S

scenery of the wildest and most romantic charaster: steep, broken cliffs, leading upwards to

grey and jagged mountains, wheré the eagles are hovering ... and then, far beyond, pearly

paiches of snow, shining above the wreaths of vapour that linger over the glen. Darkdy the

. tl'oammg ;gn;rent rushes along its pebbled bed ... il it terminates in a bla.ck. still pool (Angas,
849, p.
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Here, the taming of the landscape relates not to e physical transfsemation, but to the
domesticating impulse of the colopial eye. Although they sought scenes that would make
comfortable companions bath to t]:leu' traditional artistic methods and to the ideas ﬂf their
| market, the metamorphosis uf indigenous landscapes envisaged by early artists was frequently
. imagined vather than real. Undarlymgthe zmpoauonafthepmturesqua was the persistent
(colomal) assumphon that European reality was the only reahty
(
The settlers were not always consciously declanng their own superiotity by assummg the
universal applicability of their visions of nature. Indeed, for many, the éonmﬁons' for sceing
and representing the environment provided by the English Jandscape tradition were ingrained
in their minds and hearts as reality, Furthezmore, the scepes depicted by Gainsborough,
Tucner and Constable had beent naturatised for the European public through repetition. The
fact that ‘the landscapes of southern Afvica did not conform to the formulae develoPed for
representing moist and misty England might have been problematic for many artlsts Instead
of creating new artistic tools, however, many apted to continue painting in thear mhemad.
traditions, and using anglicised colours, tints and tones on their paleites. The picturesque was
a favourite device. It was not applicable to southern Africa, yet it was used time and aj;a:’n .by
colonial artists. The book on southern Aftica campiled using Bowler's paintings (Thomson,
1365), aptly sub-titled “Picturesque views®, is dedicated to the "many picturesque beauties of
South African scenery”, the artist’s task being to “picture for others the beauties and grandeur
~of nature” such that “foreigners who have never visited the cotmtry will, upon looking at them
[the paintings}, confess that the natural beauties of the country, and the enterprise and courage
of those who colonised it, are worthy of genuine admiration” (Thomson, 1865, preface). River
valley, gorge, mountain pool anc_i_mwn are celebrated as rich testimony fo the truth of this
dedication,

The picturesque not only admires the calm moods of nature, it revels also in its powerful
side; it embraces the ‘stemly grand’ as well as the ‘exquisitely beantiful’ (Thomson, 1865).
Baines’ impression of the Victoria Falls (Fig. 4.10) highlights the dramatic beauty of nature.
The painting seems to defy Coetzes’s (1988, p. 55) assertion that the subhme, A certam way
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of feehng about the landscape in which 'awe weighs heavily did not become the norm {in South
Afnca]" Baines’ wonderment at the scene and his picturesque interpretation of it saturate
both verbal and visual impressions. The following passage (Baines, 1862, cited in Arnold,
1979, p. 34) illuminates the emorion behind his‘representation of the Falls:
A light easterly wind just swayed their soft vapoury tops; the sun, still low, shed its softened light
over the sides exposed to it, The warm grey hills beyond faded gradually into the distance, and
the deep valley ... showed every form of rough brown rock and every tint of green or autumnal
-- foliage, presenting to the eye, long wearied of ... dry vocks and bumnt grass, and desolated
country, the most Iavely and reﬁ'eehing cnup ¥oeil the scul of the artist could imagine.
This admiration for naiure is clearly voiced through the idiom of the peictm'esque. The scene
is a celebration of the beauty of nature in its European conception. Once agam, the scene is
not Aﬁ'wif indeed, typical African scener:r is rejected as “desolated country”, Baines” focus turns
instead to.an aspect of the country that invites the ﬁictm*esque. Like most colontal artists, he
disguises the true spirit of an indigenous landscape behind pleasantly acceptable scenery.

The pictoresne landscape as rostaigia
Colonial art was not solely a slave to socio-political motives. At the same time, it expressed
experiences of individuals in the landscape. Setilers often felt alienated, uncomfortable,
abandoned and desperate, and art of the period is a testimony to their inability to divectly
confront place - it is a record of nostalgia and frustration. Simpler sill, it speaks of the
technical inadequacies of artists in a foreign land. The nineteenth-century settler was no more
prepared to deal with foreign environments encountered through colonial expansion than was
the explorer of the previous century. Guided by domineering motives and attitudes prescribed
in the colonial kandbook, the early settler nonethzless faced an awkward and inevitable duality
in approachmg the lndscape:.
At one moment he Is 2 European with Greek states and Roman poets inhabiting the shades
of hig intellectual landscape; at ancther moment he is a white man, surcounded by forests of -
African witcheraft, girdied by unending savannas where roam elephan!s and giraffes. The inner
classical world of his education is one of a familiar security - it is a world of civilised men with
predictable situations, predictable ethics and pr&dmbie solutions ... But on the cutside,
hugging him like a rough uncomfortable goatskin, s Unusual Affica; insecure. tlogieal, black
and red i colour; voleanoes, lakes, tropical diseases, locusts, droughlx, fioods, flares, man in

confllet, violence. And so it happens that the modera man holding Gis Vergi is throwm from
hiz European chariot on to the thorns of Africa (Battiss, 1960, p. 7).
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The « Hscontmmty between inner and outer worlds was the basis for 2 \;opeless mabthj:y 1o
f--'..—-? .

come to terms with southern Affica’s landscape; both emntmna]ly and mag]nahvel_y, {7
settler fioundered in the local environment. In art, the diajuncmmwas_enendedinto'amnﬂict |
bétwaen European agsthetics and an African, sﬁbject. 1t was rwordedm pamhngs w1th local
content but an imported Javour. Stated simply, the arfists often found the slien lsndscape
unpaintable,” With their Enropean heritage and attendant concepts of att and nature, they were
ﬂl—equpedtotackleAﬁwaandmheadtrﬂnsformedltmthelmageofEumpe
| | fo

Colonial artists i souther Adica expericnced numerous fechuical difficulties in trying to
| representanenwronmentthat was ent:relyd:ﬂ'eten fromthosemﬂnwhnhthaymrefamxhar
'I'hetypmaliymlmmseaﬂ\ddesolatelandsc&pesofthecoun&ymﬂkeamm&yofthﬁr
European siblings. 'I‘he]rformsammmematum thehomonsmuchwider eventheskysams
higher: everywhere, space les paked and 1mposmg,_ overwheluung in its homuntalﬂy. The
land is burren: Nature secms to have ncgtected Her toilet in southern IAﬁ'ica, a]lnwmg Her
crustaceous interior to jut above the cosmetics of grass and forest that She usually wears. The
. extensive grasslands of thé countty’s interior are Spﬁmly populated Sy humans, trecs and |
" animals. These would at loast offer features to lend dapth and detail to the scene reproduced
in paint. The unsympathetic light of Africa and #s clear, dry simosphere aguravate the severity
of the local aspect of Natare’s face still forther:
ﬁi _ : : .

Findloos wyd strek doods en kaal
Verskroeide viakies waar die stofion siraal

{Endlessly wide, deathly and bare, stretch
Scorched flatlands where the dusi-sun glares)
. (from Mocke: Die Vrystaat (I'he Free state), cited and u'aﬂslated in Coetzee,
1988, p. 51), _

The brilliance of the sun draws colour from the country, leaving it with & pallid hue broken
only by the uncomplimentary wrinkles of sharply-defined shadows; the softly graded colours
entertained by European arfists are nowhere to be found. Burchell was prompted by the |
sterility of yellow and brown tdis:,;« that suffuse the local terrain to comment; “In Afiita we
look in vain for those mellow beautiful tints with which the sun of autumn dyes the forests
of England” (1822, vol. 2, p. 9). He was disappointed that even dawn failed to produce “those
rosy and golden tints ... which decorate the morning sky of European counries® (1822, vol.
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2; p- 231). Unfoﬁun#tc‘iy, the Eutopean artist's palette was best prepared to reproduce the '
. : T N
pretty, rich colovrs of home. Moreover, these were what the market wanted to sce, o

Forawholesetofmlomaiartms thea]zsniandscapesofAﬁ:caweremorethandImSteﬁﬂ,
* they presented a major chah, ‘c to thl:n' axtxstzc mcabulaxy and inhesited conceptions of p!ace
- & challenge that the arﬁsts at tmmas acknowledged and undetstood, but never overcame.
.Dlsplaymg an unusual sensitivity to the need to appreciate the aesthetlc characzer of the
lndlgenmls landscape, Burchell (1822 vol. 2, P 194 Teoogmsad a unique and admirable quamy
in southem African scenery which, he mmntainecl, “if put to canvas, would . prove"
European painters that there exists .. a species of beauty with which, possibly; they may not
yet be sufficiently acquamted" The mé.jority' chose, however, to find, or more oftent to
" imagine, a familiar species of beauty: the picturesque, Paralicls with other colonies are evident |
once 4gain (sce Rees, 1976b; Shokt, 1991), Ofm scenes were chosen according to their
relative capacities to sun‘enderta the lmpomd artistic traditions that had been demgnedfor
use on British subjects. The resulis were usually more evacatrve of England or France than
of local lgndscapes f see also Rees, 1976b, 1977). In South Afl:lca, the Cape region mm'endﬁed
willingly to the picturesque and soon became one of the paintel’s preferred places.

The plctuteSQuewasnnt only atrustedaxtlsuctool 1twasalsoihmﬂ1arandoomfomngto
colonial patrons of the arts A major, if subtle undercurrent in the. incentive for blatant
unizuths mgarding the Jocal landscape lay in the hearts of the sctilers. Unprepared for the
physical environment with #ts harsh, wild and dangerous nature, the seitlers '::Hered the
emotional trauma of an uprooted and alienated community, Arrogance and hope often shaded
inty disillusionment and homesiciness. Bain (1797-1864), poetically described the despair of -
The British settler i in Souﬂ:t Afvica: -

“I1s four and twmty years, my ﬁ'nends, smce
first ont Afiric’s shore we landed! - :
And retrospections crowd my mind of that great
day;
Fear and doubt shut hope all out, foron a
deseért wa sesmed stranded,
And dreary was our prospect then in Algoa Bay!
{cited in Chapman, 1981, p. 49)



Similarly niegative tones shade Dugmore's 4 reminiscence of 1820 which i'ef“},\g the emotional “
| msponsestosouthem mcathathemtnessedasnneofthcearhestsettlmmths@pa ®

In the lone wilderness behold them stsnd,

Gazing with new strange feclings on the scenes
Now spread around them i a foreign clime,
Far from the sea-girt home that gave them birih.

They had been landed on a cheerless shore,
Ereary and solitary; and the hope

" That erst had brighten'd all their visions, when,

O'er the blue waterz looming afar, - FEUT 1
«:{ had seen Afiic’s moumtains risé into view, Ty
Had nigh been quench’d again ... : : o Cobke
{clted in Chapman, 1981. B. 53) T :

Africa casly smashed the fiagile hopes of the travel-weary group agaiast her stark, pitless,
nakedframe At the same time, shemadvzrtentlyprowded*.ha:mpawsforahabtt of vision
to frame artworks: nostalg;a ' '

Y
"

‘|‘) i ~“.'.7\.?__.... N .
The easiest solution for colonists facing a dreaded, hostile environment was to ignore its
realities and to make it over in the imag'of "home*; Rees (1976b, . pp. 267-68) observes:

One of the acknowledged properties of art, and one which has particutar value in a pioner
society, is its capacily to serve as a soporific. Tu ignoring the opet. prairie, and in imposing a
European style and sensibility upon their envivomunent, the zarly resident painters provided a...
cultural link with the old country which softened the distress of homesick pioneer viewers. The -
anglicized versions of the landscape satisfied a pressing nostalgic need so that they were
accepted as true statements about the new land, There Was no demand for paintings depicting

the often harsh realities of the new enwronment.

L

f”'"

o .
The reference could easily be to southern Africa. Far from attempting to come to terms with,
accept and even harmonise with their new env:ronment southern Afvica’s settlers often wished
to escape it; Pringle desmbes how they clung to the past:

the eye is anffused with with regretful tears,
From the fond recollections of former years;
Bright visions of glory - that vanished too soon;
Day-dreams - that departed ere manhood’s noon; ...
And my Native Land - whose magical narne
Thriils to the heart like elsctric flame;
The home of my childhood; the haunts of my prime; .. y
Alt - a!l now forsaken - - forgotten - - foregone!

N {fromy Afar in the desert, crbed it Chapmm 1981, pp 35-37).

24

Rather than opening themselves to the spirit of the land, the settlers denied ifs existence, shut .

down their responses to the outsids world and focused on their internal strife. Inasmuch as

they approached the southern. &ﬁ:can landscape at all 1t was su dlsmrted thmugh tears, fears

and jeers to be almost umeeogmsahle, S "="f;,-'ﬁ .ae‘tar mbre xcaﬁly “to awept the
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iﬂusionspmsentedinmastruththmid"dealvﬁthth&mﬂhnftheenmnmemitsclf(@alsd" '
- Watson, 1969), Theuneedstherefomservadwpmpetuatethcpmumsqueﬂpmompmmd
by colonial amsts, and to d’scouragc exploration of the truéchara.ctn of the landscapgs of

southem Aﬁ:wa.

A summary of untruths
in the early years of white habifation in solrthm Aﬁma the- landscapx. was mierpreted
according to conventions that seemed natuxal; were poht:cally viable snd px)’chulog:ca]ly

comforting to a colonial society. It is thiry undg.rlwpg cxpeuenhaf and ldeolog:cal frameivork, |
~ cotamon 1o most ssitler societies, that ex;l.‘vu thg marked snmilarrtms be:tWeen imzges

BAC
producad in different colonies, Settler artworks are not simply dummildr&’ h_‘m}ﬁupean art

due to their “discegard or utawareness of thc sammal art movefuants occumng
contempomneously’ there, as Berman (1974 P 167) suggests Rather, pioneer itﬂ.d cnlumﬁl

artists answered the tustes, ideas and values ofthelrcummumty tosuztits needs (andto appeal-
. to;tsmarkct) Inthcpromss themaht:esnfplaceweredcmad. o

E :‘Irf L\'

~ The emotmnal matrix of uncertamty and nas.mgla hat surroundnd seitlex a;z, coupled thh
the inevitable conquering spirit of coloniatise: divoreed art fom the Ia Lndscape. BGtOI’G lo::ax

.ant could come 1o terms w1th the environment and thereby make an, ..mpoﬂ.ant contribution
1o the creation of a national consc:ousness, it wonld have to address the cha]lenge of the land - _
by imag(in}ing humanity mto the reality of the mdxgenous la.ndscape (Coetzce, 1988). The o

people of South Afuca needed to feel they belonged 1a this place; they needed to know whare
they ﬁtted m the landsc-:tpe, they had 1o know what it meant to bc hvmg in southern Africa,
to be Sa.-.ﬁ& ‘Africans. Ultimat:ly, the couatry had to be con:&cnted dzrectly, by pamters and

poets who stood alone in quiet contemplation of the essences of plaoe. In the early years, -

howwersetﬂer ard land remained separate by mutual agreement
The tradmom of the romantic and the pwturesqur w-e map;n‘bpn&h. the paleite of greens

' and rich earthy shades heightened with whlte could; evolm t!_le ye]low-washed dryness of

s | o )
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: cap»\lgng the spa:khng, trans:tory offects of sunlight on
"-‘ immigrant pamters te reach into the soul ofsmrthem Aﬁ'ica
~ heart thau to the eyas and mind of the settier society:

=

v

%Aﬁicanveld, while the static, heatstruck platean negated [the European atist's goal of
s Yet, the failm'e of the
ted more lmpcofnanﬂ y to the
Iands_dape remains “abien,
ak it, represent it* (Coetzee,

mpenetrable, vntil a language is fou.mi in whﬂ:h to wm lt,

1988, p. 7), and it is only once people are ‘ai home in’ or [fin harmony with’ it that the

landscape ‘speaks to them’ and is understood by them (Coetzap, 1988; p. 10). Undoubtedly,
South Africa found fhe feet of its identity dming these early|years and the images used to

;omay it paxually deterxmned the course of s natiopal cha;racte.r Nonetheless, the true
flavour of southern Afnca ‘would have to wart ﬂ:}r a later geneqptxon to discover and reflect it
Whether they avmded the vastiess of the landscape by 1gnomng it and selectmg untypical
scen.cs, or by mampulahng it to conform with iheir own aestlﬁ}:ttc conventions, the country’s
_ early artists chd not capnn'e the essence of i ﬂs character. ]
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| CHAPTER5
 NATIONAL ART EXPLORES THE SURFACE OF SOUTHERN AFRICA

In thf: spnng-txme of the twentieth century, the landscape genre blossomed in South Afncan

“art. It not only grew into the primary subject-matter amonig professional painters in the
couniry (Berman, 1974; 1975), but became more closely associated with the local environment
and gradually aﬁained an ‘indigenous identity, New regions bﬁmi:ig new geographical
_ experiences - other than the Cape, haven of the picturesque - wege plf)tted on the artistic map
" ofthe country. The singularity of the colonial vision was replaced with a diversity in landscape
percgbtion. Greater magnitude in geographical content and iconogiréphy was coqple& with -
increased latitude in artistic appma&en to the landscape. The fragmerdation reflects a
mgmflcant change in prevailing attitudes to the local environment: southern Africa was no
longer rejected, tamed or stigmatised as exono~ “distead, it was approachﬁd enargetwally as a
subject requiring honest representation in ari; as the home - for. better or for worse - of
Engiish-speakmg settlers, their Afiikaner cousins and a growing blagk urban populace, that
_ teqmmd the medium of human imagination to make it whole Itis naexaggemﬁonto say that
E thcﬁrsthaﬂ‘ofthe twentwthcenhny saw most local artists - both visyal and verbal - engaged
in a serious effort to uaderstand the landscapes of southern Africa, . |

During the ea:;-ly years, In & climate of improving human interactio;it with the country, the
entire youthful somety on the Aftican sub-continent was struggling to ’ind its identity. Part
of the battle was ip forge a distinetive sense of place - distinct especiaﬂ}v f:om Europe. This
is the goal that ﬂﬁges the ines and composes the brushstrokes of runy' landscape paintings
produced in this context: arlists were concerned to develop an indigenos landscape flavour,
in art (by shedding the confiriing skin of received conventions) and, through i, in place. The
tones are explnmtoiy, yet fariliar in their unsentimental expression; they reject the nostalgic
tone and exotic tint of colonialism. Clarity was crysial to the landscaps impression: 1o be
meorporated into the national imagination, portraits"i:f place needed not ohly to meet with the
approval of the cognoscenti and the artistic cammumty, ‘but also to appeal to the countrxr’s
citizens at large (Osborne, 1988). As elsewhere thme.fore, the landscape found appropiiate

,._r_.
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expression i the ordinary, the comuaanplace, in seenes of daily routines ia the land; the arfists
contributed to an icomography of southern Afica’s “wid and viei, comparable to the
Australian ‘outback’ (Short, 1991, the American ‘West” (Tyler, 1983) or the Canadian ‘North’
(Osborne, 1988). Moreover, the fandseape was usually voiced through a sober realism, a
precise and clear artistic vocabulary that embodied 2 resonant, sometimes inventive, but always
comprehensible use of astural Imagety (Cha.pman_, 1981). o

The requisite of empathy with the natural environment and fidelity tc natose hnﬂs-a unity
to the artistic exémise in the'*.aoumry’s natmnal phase, but it also led arlists to a va:iei:v of
conclusions. Cohseq;tently,. the national voice i rich and varied: often southern Aﬁ'icai:'Was '
 represented i ber charming and deficate aspoct, but at times the lyricism gave way to a mors
severe exprossion of ingvitability and harshness in the landscape (Harmsen, 1958). Ina4db i,
while many artists adopted a dcmcrii:tive-romantic handling of their subject, others conjuved
abstract or expressionistic pieces from the local geography. Wenning, Neude, Goodmen,
' Roworth, Piseneef, Volschenk, Jentsch, and black anists Mohl and Bengh, as well as
improssionists fie Boorzasier and Caldecott, can be broadly grouped under the Iabel of

‘seni-tealism’; Stern, Laubser, Preller, the Bverard Group and township artists such as
Ngatane, Siklali and Pemba painted what they felt<in & mors individualistic comment on
" personal geographies (Battiss, 1960). There is & fusther diversity in the regional affinities of the
work produced: the Transvaal landacapc is best captured by Pierneef, while Jentach evokes the
empty vastness of Namibia, the Everard women explore the essence of the Bastern Transvaal,
black artists focus on the urban scene country-wide, and Naude and Boonzaier lure the spirit
of the Cape from behind #ts picturesque vencer. No single iconography ten embrace the
diversity of southern Africa. : '
 Local landscape aﬂ;ia_ta were hecesserily divided in th_éir unigue respoﬁses to place, yet the
| nmfdri_ty were unite.d in the spirit of nationalism. Using various techniqu&s to ‘evoke their
parsons] impressions of their own "bit’ of th: environtnent, each was aﬁemptﬁg to ‘strike root’.
in southern Afiica’s soil, to 'dan'lythicisc the landscape or, better yet, to m-myﬂcise it using
authentic, African jmagery. The patriotic goal conjured 2 myth relating 1o the absence of the
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artist in the re-created landscape; an artwork was admired and absorbed into fhe nationalisy |
enclave f it appeared to standinaﬂirectdonmaaﬁonvvizhthemﬂhofpiace. The ‘best’ artists
were those who least imposed their own perspectives and astistic foranlas on, £4¢ landscape;
- style was to be subservient to nature. Thus, Pierneefs sestrained absiractions were accepted
only inasmuch as they wers conceived to reach into the heart of the landscape; thoss who saw

themn as a technical devics rejected the work as ‘synthetic’, “imported", a ‘cliched mannerism’
| (see Berman, 1975). A conservative publi;: and bﬂﬁés sought {transparency in the creative
process. Apart from this, they locked to the é’rrtists to teach them about their country, to
provide thern with national symbols eﬂréct_r.d ﬁ'om the land.

9 .
i

More than in other dcvelopm:g nutions, perh\ﬁps, southern Africa was equated inthe minds
of its mhai‘ntams with a pure, :mptv "'?.‘ﬁscdpe ‘The pnmaty ta.sk ofarhsts was 1o allaviate
the negative. assamanons with vﬁ.&amess that had ’Ealen mm’bed in the public memory inthe
nineteenth century, and to teach their audlepc*; i ses beanuty in the nakedness of nature. Love
of indigenous scenery is the crux of the nahqna_i_ Iuds.,ap? ethos. Through their own respect |
and admiration of the local biend of 'i;ndscape features, artists hoped to feach theis
communities to feel at home in southern Afea. Tn order t0 achieve this successfully, they had |
to devise appropriate techmques for cap{\prmg the unique qualities of light and surface that
even immlgrants recognised as the essence of the distinctive flavour of the country Greaxer
exposure to a broader range of Europesan artistic styles supplied local artists with supenor
modes and methods for doing so. The French Impressionists and German_ Expressionists were
particulasly useful role models. From them, Sputh Afvican artists bomrowed the necessary
conventions for translating the hard outlines of the local terrain, the draining light emitted by -
its vicious sun, and the limited colour range painted in its arid su:face All were gtadually ‘
evoked with incressing competence, sincerity and honesty. Foreign assthetic languages,
stylistic traditions and ideological impulses persisted; mdaed they flourished, Even through
imported lenses, however, the “best’ artists signed an Afncan alliance, and their work is a
spontazieous and honest depiction of the *African truth’, expressing the country’s hardness, its
relentlassnesé, its lai'geﬁess, but also indicating the charm, the delicacy and - most importantly
» the lovableness of the land (Harmsen, 1958). o B |
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" Pastoralism denies the reality of place ..

The conservative mind conceives the pastoral as an ideal relationship between people and the

land. Simpﬁdty peace, health, freeddmaﬁdmoralityamoonsideredtheviﬂues of the country
-thegarden thatcontrastmththev:cesofthemty themndemmldm-nrss. ‘The pastoral

often embra.ees a retrospective gaze, in the spirit of nostalgia, that ‘holds up thetlme of the
forefathers as an exemplary age when the garden of myth became actuahzod_m history” .
(Coetzes, 1988, p. 4); it is a romantic 'conoeption bf an era lost under industrialisation. The
N Wﬂson-Moom bmthm, writing in the early twenueth century, lamented the Changes brought

about in nural souihnm Afma by progress and capitalism:
. 1 passed the Rand; saw scarce z fhnman face:
Two years roil hy, the cld scene with it rolls;
Where once the Boer’s humbla cottage stood,
Stands now a town, with twice tén thousand souls ...
I meét 3 maid, once, in the days gone by; '
* A quiet country lass, was little Liz;
The timid glance is now a brazen’d eye, :
The once sweet voice, a constant croak, (for Fiz")
- (cited in Chapman, 1981 p. Q).
Shunning iiegative aﬁ'ecta of progress on people and landscape has iﬁlpﬁcatiom for the
' representation of a present, as well as for the romantic view of the past, The farm s conceived
as an ideal place in thn' modern world, where humanity and natute are eugaged in a pleasant,
harmonious i mtata.ctlon. Predzctabiy, it was adopted in natlonal art to suggest 2 claan, healthy

relationship between a new nation and their land (see Rees, 1976b).

The pastoral sentiment and its artistic idiom will be recognised the world over, for the
- agrarian myth is an international one (Knox ef l, 1988; Zering, 1977). It is a particulady

strong component of the English landscape taste:

. N
there are few things lu England for which a rural setting is not generally preferred. Windsor
and Hampton Court are monuments to the notion that rpyalty belongs to the country. -
Whatever the reality, universities are imagined as green havens:of peace. Cathedrals ire found
in many large cities, ... but the popular image of themn conforms to the genre of painting th. .

shows Salisbury Cathedral bohind lush meadows. The coun e is the proper frame for the

profane as well as for the sacred (Lowenthal and Prince, 1965, p. 189).

‘The idealised rural landscape in art is “tamed and inhabited, warm, comfortable and
hucnsnised” (Lowentbal and Prince, 1965, p. 190), and it always harbours a pure and moral
lifestyle. The pastoral myth ignores the possibility that the retreat from cities, industry and
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 saciety might be nothing thoke than an escape into sensual sloth and idleness: In South Africa,
it must also deny the reality of the exploitation of black labour that is so desply ingrained into

the face of the rural Jandscape,
. 'it

Laubser is South Africa’s most prominent pastoral artist. True to her backgmund ina

| consen'anve and deeply relipions farmmg community, and her uverwhelmmg love of nature
and a sincere aﬂbcuqn for the (;oloured peasants” (Berman, 1975, p. 59), she produced 3 dream
topography of southern Africa as a folktale nn'al h_av'en. Animals graze safely in a peaceful,

colourful meadow (Fig. 5.1) overhuné with marshmallow clouds and 2 turquoise sky. The

picture is bright and happy; Afvica is a land o‘t\s\bmlﬁne and harmony.. Indeed, Laubser’s sun

brushes the scene with an inviting warmth aud’gentle hue, rather than scalding its bare skin

with the severc light that other artists have recorded. Every aépest of nature - the clay-moulded
‘hills, the comfortable climste, the Tush grass and peacefully grazmg sheep - is quiet and gentle.
Fairjes tmght feel comfortable here, for innocence abnunds in the fields; certainly peaceful rural

folk are at home. Indeed, where people popujate Laubser’s Iandscapes, they too are simplified

into poetic, sentlmental figures of a h;}mble and morzl order., They are childlike symbols of
an idyllic rural world. The harvesters in Figure 5.2, for instance, are in cheerful harmony with
the landscape, anonymous witnesses to the virtues of a simple life of honest labour.

Beyond the superficial innocence df the pastoral scene in South Afnca lie several very
unromartic, eveﬂ itnmoral reafities: the exploitaﬁdn of black Jabour and the appropriation of
land for exclusively white occupation, These truths dis:upt the myth of the rural arcadia of
Arperica and other comers of the western world. where toil in the land equates agriculturists

with ‘the chosen people of God’, denotes their private ownershlp of land, and implies -
“individual freedom in an equalitarian society’ -(Knox et al,, 1988). In applying the pastoral i
idiom to South Africa, Laubser and others by necessity ignore socin-economic and pohtuml '

realities for if “the work ofhands on a pa:rtzmﬂar patch of earth ... is whatmscnbesﬁ asthe
property of its occuplers by right, then the hands of black serfs doing the work had better not
| be seen” (Coetzee, 1988, p. 5). A&temauvely, they can symbuhse labour as an abstract
condition, as a colouful and universal human enterpnse
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Figure 5.2 Laubsgr: Oestyd, ¢, 1938
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The anonyxwity of black figres in many local rural paintings is obliquely comforting to the
eonscieilce of a white employer. So too is their docile and cheerful appearance: they are often
includod merely as decorative detsd in the fields of peinted,"andscapes. More ofted, Iocsl
pastoral art portrays white labaur and occludes black, Coetzoe (1988 p. 5) reasons that the

' blacklaboumr’stoxl threatensto dzpnvethewhltamanofthclabomsthaths as Africa’s new

heir, mustnotonlyp&formbui mnrezmponant beseentoperform Inacloserrelatlonshlp'

 with the truth, artists ivariably erase work, and thercfore humanity, from the landscape
. altogether. hdeqd,'themralaeeneisameguiseofthesomhemAﬂicanmvhonmentinm-

(Coctzes, 1988). Reinforcing problems of sepresentation associated with the blatantly
exploitative and racial character of work, is the fact that the Jocal environment itself is not
typically submissive to human labouts Africa is “a land of rock and sun, not of soil and water”
{Coetzee, 1988 p . Captunng its ¢ssence can thmfore be more effectively achleved by
focumngunxtsmtural andres:stantpersona}rtythanontheemiaves ofhumanwctorv Thc._ :

" latter were, momover, ‘the suo;ects that early settless had adopted, Scenes of rural bliss, "
 civitised - townqpapes and picturesque retreats smackedl of colonialism 4nd were hardly

conducive to cultwatmg an indigenous flavour in art. Laubser’s painted rural Eden bluered the
indigenous environment behind the myth of the garden - an obvmusly colomal construct. For
artists shunnmg the mparzed attitude to place, southem Africa would have to be approached
for what it was {or rather, what it was perceived to be): “a vast, mnpty silent space, olderthan
man, older than the dinosaurs ... and destined to be vast, empty, and unchanged 101:!3 after
man hias passed from its face” (Coetzze, 1988, p. 7). o

The silent artist contemplates Africa | |

The quest for an aﬁfhanﬁc lapguage with which tb poriray the African iandscape led 10 an
overwhelming denial of the human medium in landscape painting in an effors to convey
objectivity in its conception. Secking authratic portrayals of place, many artists assumed a

" silent position in the Jandscapes they created. The foundation for the notion js understandable;
-the artists aimedto_expressthevoiceéandvisions of place, and did not want to drown them

i
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out with personal conversations. Visualartwastdbethemaideﬁofpiace,notaﬂaveio
 human agency. The poet was similarly captivated by the drive towardsatruthﬂ:luesstoplace:

In 6, ,‘'words he throws out to the Izndscape, in the echoes he listens for, he is seeking a dialoguc
with Africa, a reciprocily with Aftica, that wilt allow him an identity better than that of a visitor,
stranger, fransient (Coetzes, 1988, p 8) _ _
The goal of the transpavent medium was, of course, ideslistic: art necessatily embraces and
expresses the 1d.losyncrasxes of its maker as mdmdual and social being, lf only in its siiences

| (see Wﬂhams 1973). The very act of pamtmg the Iandscapc is jtself an wonogmphm statemcnt '

Moremportanﬂy,theeﬂ‘ortto coax the spirit ofplaoeﬁvomalandscapeempﬁedevenofthe '

artast was foredoomed, for its essence emerges through & country’s mhabltants and their
peroeptmns as much as through external geographical features. Coetzee’s comment (1988 P-

9} is particularly insightful in this regard: “What response do rocks and stones make to the poet

{or painter] who urgeé them to niter thmrmxe names? As we might expect, it is silence”.

The apprehension and representation of the blank landscape is the dominant approach io
southem Afics. Nature has been presented in all her (predominantly splendid) nakedness by
a long tradition of local artists, Starting in the 1920s, the ficst South African-bom artists of
smerit, Volschenk and Naude, portrayed Cape landscspes in their uniobabited glory (Figs. 5.3

~and 5.4). Their carly treatment of the sub]ect,hkethelrchome of scenery, is a direct extens_ion
-of the colonial landscape ideclogy: place ; a picturesque conpéption. Indged, the effect is so

sentimental that Berman (1975) labels this style of painfing - common in the carly part of the .

century - the “picture postcard’ approach. I,ikethelrmodem counterpammthemmcma
and the:r predecessors the traveller-artists, the first. pmfesénoml mdxgcnous painters selected

appealmg compositions frora the landscape and gcnmted equally attractive images of them. ”

Of Volschenk’s painting, Berman (1975, p. 8) comments that *although the work does not in |

any way expand thio viewer's vision, it provides a pleasant souvenir of the unspoiled beauty
of the coﬁutzyside“' Mature was celebrated for its charming and\‘\ubrant features: Naude is
famous for his numerous views of Namaqualand carpeted with the ﬂowars of apnng, whilst
Volschenl;s dawn-dappled monntains gained him remown. Cape Dutch homesteads, the
Malay Quaster and District Six were popular artificial subjects - subjects that would degenerate
jnto the cliches of popular art. Boonzaier’s art, a dedication to the Cape Dutch: \mlthial
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~ landscape, was similarly celebrated for its sincere prais(gof beauty: "It catchesthe"poeﬁc

enwmnmanz 50 as to make it more acceptable to their public,

atmosphereofomplatteland. ﬂwvewmﬁofaﬂthehtﬂcdorpsmommuntxymcaptumd

“here” (Tnnnpe]mann, 1939, p. 74), Documenting aesthetic qualities of the emaronment re!axed.

to a contemporaty, patnoucurge amstswamcnnmedtopmntthebeauuesofthem -

The external emphasis retained its grip on logal artin the 1930s, 1940s and 1950s, despite

. ita producers’ growing confiderice with artistic media asd familiarity with the indigenous

landscape, In fact, stark honesty about the subject became even more entrenched as the proper
aytistic method. Gnly the techniques adopted and the competence with which the landscape_

. was conveyed edged forward in the footpnms of time; the expressed mo'uve behind the

mmnmemnofhndscapemcucledendlmslymundﬂmfulcmmofnahmhsm The voices
of critics emphamsed the nnportance of art as a format for recordufg the truth of the southem
African landscape; k

How long shall we walk blindly

In a land flooded with sunshine?

How long shall we insult the vast veld _ )

With our mean thoughts? _

- (om Slater, Dmugm, cited in Chapman, 1981, pp. 113-19).

Trutbﬁ:]nessto place was equated with an acceptance c:fthc country’s unique character, Aad

thc casiest mute to acceptance was to porizay the beauty preferably the mdigenaur beauty

of even the most desolate local landscape. In the Cape, attractiveness was automatically
‘related to the pzcturesquz. Ammetypzcaﬂy *African’ beautyrc]ated mtheuntamed timeless,
sohta:y landscape o!: ;ﬂc interior.

Aesthetlc apprwatlon of the los4f landscape R

Namibia epitomises the spaciousness of the local environment. Its bcauty is mexincably

bound to the vastnmsandthcsﬂenoenfthedesmlandscape [to the] sublimity of space
« [that is] here a tangible reality (Betnan, 1974, p. 150). “The dry fringe of South Africa, and

phymca]ly beyund the country’s national boundary it has nonetheless beer. absorbed into the

natmn# ,mge as a distinctly Afncan environment. Sister of the Kamo, Mamibia prowdes
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_feﬂﬂegmunﬂ :t’nottohamanagm:ultmalgromh atIeasttotheseedsofltsmgma:twe

consiructions, Expanmve horizons, rocky topography, hard angular outlines and harsh 1.‘1ght

the defining then:m of national landscape art, are abundam;. Moreover, the atpa has bem

successfully composed into an ‘image segion” tbrcugh the efforis of one of the couniry’s most..

.. celebrated aﬂists. Jentsch has carved a position for Namibiz in the public sense of placeyhe
‘has “opened theu' eyes to the greamess of their wimtry"{Hendnks 1960 on Jentsch, p. 34).
Jentsch’s worﬁx ol ‘.’:)5) provides abbreviated descriptions 1o suggest the minimal detail and -

gentle contouts of the Namibian landscape; zones of de]zcatc »olour broken w:th subtie

mfexenoas to rock and scrub capture the brittle beauty of the desert. Even the medium - water - _
oolow: ‘a&\ possessed of a kindred spirit to {he land in its mheren:t tendency toward soft_

colour and loosely deﬁned form, It apt];r captures the endless mstanec of the African landscapc

-
\./

Rep:zhng the. mnt:f of the empty, barren landscape, Vorster expresses the Winter ves'd (Fxg.

"~ 5.6) as a Yemi-abstract oonglomerate of bmwn, nchre and steely blup plates that summarise

the dusi;v arid iandscape of the South African mtt.mor An offsheot of “his single cvemdmg
passion for the veld”, the nnageis'bu* one manifestation of Vorster's “per~sotion of the poetry
in the sun-bleached expanses of the land”; of his “sensitive appreciation of the miu;mable
subtle variations in the pmk—grey—oclne colouring of earth and stone” (Berman, 1974, p. 318).

Vorser pbsonifies the £ountry, seeks an intimate relatinship With it, zad aims to be faithful
%:

_to the spirit of place (m:ed in Alexander and Cohen, 1890, p. 117): ' %

‘The dunes are the ﬂeﬁh and lirnestone rocks, the bonﬂ Thesethm,gs combit:: to form a whole,
Jwith its own personallty. mystique and eternity ... the personality of an environment. [ am’
pictoriaily trying to c{!eate. : ' , .

i - %‘.\

Asvnth]e:rtschandsumanyotherlandscapepmnm theart:stwasenmmagedbyhmpubhs

- {0 cultivate his “joyful umierstandmg and loving tmatment of the subject”; that interhe wi

and the deep, positive accaptanoe of hﬁ countz)rmns richness aiid exotic exuberance, aswell
asmthegmdmmdma:mofmstonyandmastpm {Schroder, 1959, p. 34).

| 1
Y .

e ' 2
Bxplmng mt:ma:ta associations with place and pctsonal emotional aad- imaginative
reachons fo southem Africa invited sub;ecuve, mdmdual statements that were, in an appavent

contradiction, evicted ftom the mational paradigm. Expmssmm.m, post-impressionism,”

A

104

w0



A

Ta Al

%

BN

-
o



' fau\nsm, nntestrained abstraction and other overt re!%:ren.ccs to the sub]ecuve vision were .
xgnored or severely cutlclsed. Lanbser and Stem felt the full force of a conservanve South '
Afmanpubhcandﬂsmabﬂityto aoceptthelandscape visions of the inner eye': -

To a public condittoned to believe that the sole aim of art wys the faithful and atiractive
representation [of nature] ..., {their] vibrant colowrs, the distoctions, the liberties taken in the
rendering of natural objects ... all confiicted with the reigning schime of thiyls. Either the artisis
concerned were hopelesaly incompetmf. and therefore had no sight to sh& Their works at all,
or else théy were engaged in perpetuating an eiaborate ioke, designed to razke fools of the
viewing pu hc (Berman. 1978, p. 53) §
The Everard Gx‘cup a family Offemalc artists - similarly translated the local i, adscape mto
simplified fomls. stark colous and undulating rhyﬁlms 1o create boldly ebstracted refcrences

1o their personal mprcsszons of the Eastern Transvaal nghveld.

. Maiy of the ﬁ*ﬁm:d_mlscgpas gre symbolically defined and decoratively conceived
through flat planes”_pf vibrant colour. They too were a nightmarish deviation ﬁﬁm the
naturafistic fmitation 1hat currently underlay much art in South Africa. Everard-Steenkamp’s
Komati Pool (Efig. 57}, for example, is a violent contrast to the desct:"ip.i:ive realism, of a
contch:lporary piece (Fié S B) produced by Oerder of a dust)' landscape in aP' equaﬂy dusty
style. Everard- Steenkamp s image penetrates the details of surface, looks thr5u3h sand and
heat, toreachmto the s”inwtme often'mn and into the humanmeamngofpiaceé\"{'hepmnter
has used the 'asual expeneme to inspire 2 mmd—p:cture, colour and form are woven in an
imnge that is derived from uatu:e but that reaches beyond descriptive realism. Indeed her
work only moderately expressas the character of place, techmque and compoatxc;; are mofe 'I

- outspokenly the basiz of her picto::al arrangement of forms such that the 191a_ge "is 10 be
understood s a formal pattern imposed upor nature” (Stein-Lessing, 1961, p. 32). The final
impression has more i common: mth post-Impressionist Iandsca;es from Europe than with
the unique identity of the Eastern Transvaal; thc re~created envmmﬁ&nt has a higher. sraius '
thanthe al one. In fact, EverardSteenkampsunagemfnot be dwﬂyidentﬁabh thh
the scan that inspired it; the view has been heavily clad with subjective garments and is
wrapn' +in the «.uak of formal co.mdemtions : . | v

_{.'i'l:'né subject of Everard-Steenkamp’s painting revolves around the urrangement of line,
Shﬂpe and colour, and the composition selies upon the formal relationship of these elements
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Figure 5,8 Oerder: Landscape Near Pretorie, ;.1933

107



s

T AR L e e WY S Rt e e

PR

Figure 5.8 Qerder: Landscape Near Pretoria, c.1933
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within the picture frame. The imago therefore invites interpretation on & formal level. The

verucalbmwntounsofrockandtreetotheﬁdas andthepyrmdalmou:nmnabovemvelop

“the blue vibrating pnul and sinuous vegetation, They serve as stable boundanes to the

undulatmg forms spanning the distance between them Form 15 cradle& ina rhythn:uc dance

inside the pmture Balance oontrols the movement: the blue sky echoes the colour of the pooi
) .and red-brown-ochre penneates ‘*hroughout Remfnrcmgthe stable arrangement of colour, the

shapes are 105!03]1}' composed. A malor ve;hcal axis bisects the painting into two equs] halves

through the tongue of a bar protruding inte the water that marks the middle of the i nnage
- 'I'heapaxofthemountamxsthcoentretop,theueemmkfollowstheamdnwn,andﬁexﬁe:nds

thmughtheceuﬁeoftheshadowtothefohageatthe base ufthepwture Inthehonaontal
an axis is lees defined, but follows the broad band of darker colour that runs from the socks
on the left, overthe shadow:nthepool to thefa:cbank Thepamungmayrelate tonatlire,
but Is ccncewed more for its own, decoranva pOSSl.bllltlBS Strongly delineated shapes, and

. especially the intensely defined reflections mthe pool, deny space and flatten the painting into

a Post-Impressionist isage. The painting in fact borders on ‘art for ant’s sake’, which

+ overtakes future Iandscapes of subjective fanmﬁyy\‘ and techmcal abstraction.
Ever -Steenkamp loved the medium as well as the s’gbjeci\that inspired her work. I‘h:.s ig

art in the face of enjoyment in pursnit of atiractive aﬁ‘ects, under the guise of personal

. symbaltsm, it is not art in the name of place.

. _ o
~ ] .
H expressionistic compositions of subjective birth deny the spigit of the envircoment by

~ submerging it under the artist's personality snd the temper of paint, objective perceptions may
. dilute it to such a degres as to make it even less recognisable. At least the fauvist colours and

individualised designs of Laubser and the Everard Group offer some interprefqﬁve commentary
on thé landacape which, even if they ate not universally shared, may Be recognisablg to some,
Indeed, they may even teach people to more senmtwe to the acsthetic-decorative qualities of
the mdlgenm:ls en!.lmnment a8 Stem-l..esmng [1961) suggests. Alternatives to their deeply felt
evocations of the local env:mmnent are a bland, insipid, and pitifully humble tribute to nature
Photographers might acoomplish the satne task in a wuperior manner. Perhaps the major
achieveﬁieut for place in the early twentieth ceotury was that artists were becommg adept at
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| fa:ifhﬁllly and convinci;gly evoking regional portraits, The deyness and bﬁghtn%s of the
Aftican summer - the troll under the British landscapist’s bridge - WasaparticularlyimPDﬂ@t
conquest In“act artbecamethr.podmmforannounmngthe wctoryofart over d.ry bheat:
reams of pwntxﬁjgs capmrcd the arid winter veld, and the Karoo and Namibian s;_'ﬁ T s
repIacedt];cCapeasthepamte;‘sprafenedscencs. Theypmﬂ.dedthecorreqt overall = .
itnptession' Aftica as an empt;}, dry, inhuman place. Curiously, thm pot vm-y. positive
impression of the country ls the image that was encouraged and perpetuated by the South
Afdicans state. _ .

- National art maniptdntes the spirit of place ' : ’
: Pxemeefhas been descnbed (Harmsen, 1958, p. 118) as *3 true South Afvican pamter’* Mote
' than any othe.r mdmdual he has been endlessly celebrated as a national artist. Hendnks (1959
P l) commends lmn as atrue propagandist of art and of his country, which he faught even
his ownt countrymen to see and appreciate”. The artist hmlsalfml]mgly carried the patriotic
- barger: “Art has to walk with the ngtion, and to grow with it” (citéd in Grosskopf, 1947, p.
~23); "You must travel with your own pe.ople on. the ox-wagon”; “Truly national art has to
bormn of your 6w surmlmdmgs and your obm sonl’ (mted in Be:mlan, 1974, p. 223). Indeed
the artist i said to have “deliberately checked his personal feaning towards abstract expression”
- (Grosskopf, 1947, p. 23) so as not to ride too far ahead of his public’s taste and capabilities in
art. Instedd, he limited his conceptions to “easily-appealing deoors._tiire form* (Berman, .19'?4,
p. 224) that were capable of communicating the indigenous landscape ﬂavoﬁ to a mde
audience.
His empathy wnh the local enwrment and his love of nature are the basis fur the lau:els !
] bestowed upon Pierneef: : . :53 '

During the fifty years of his caraer as a pamtar he undertook an endfiss quest, always
“éxperimenting, in an effort to reach the authentic soul of the South African landscape and,
especially, to undérstand the Transvaal veld from the inside and to express its own colours and
Bnes with love and sincerity (Henddks. 1959, p. 1).

As crusader of a growing national identity, Piemeefnacessarily sung the praises of the African

. environment, His personal view of beauty was condensed into a rationalised and architectural
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Figure 5.9 Pierneef: Th- "loaf, Rustenburg, ¢.1930

vision of #n ordersd system in the local environment (Fig. 5.5). The beauties he reconded
reside below the distinctive colour and the shapes to which artists before him had alerted and
sensitised indigenous eyes; Pierncef drew attention té th.c country’s unique structural chra:acter
to the vast geometry of space. To communicate the impression in paint, Pierneef adopted a
semi-abstract style.
Although they challenged the descriptive naturalism of the common vision of southern -
Afrmaslandsca.pes Picrneef's images were not rejected. It was generally feltthattheamsthad
not sacrificed tha essential character of the landscape to his artistic lmplﬂses (Berman, 1975).
Just the opposite: his stylistic deviation from naturalism was seen to be a culmination of his
elforts to portray the 'asencé’ of southern {&ﬁica wherebj! "he_givés the most-true, the most:
permanent represcatation &f his land” (Harmsen, 1958, p. 122). Consequently: |
in the Forties and early Fifties, viewers found reassurance in "'ﬁe.fami]i'arlty of kLis forms:
Moreover, bz subject-matter and his viewpoint were essentially South Afilcan, and his
paintings were welcomed by many of his counlrymen s evidence of the growing spirit of

national independence which was freeing their culture fromn its long subservience to the
inﬂuence of Eurape (Berman, 1974, p. 226). ' '
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Iudwd, Pierneef’s landscapés came to dominste South Afifcan’s images of their tountry: ‘Fof'
many, his formalized porirayals became the only truthful description of the landscape”; they
.could never agam look at the regions the aﬁzst had portrayed “without seeing them subtly
transformed into the stylized shapes of Plemeﬁ“s pm'sonal images” (Berman, 1974, p. 225)

Acceptedbythema]onty as atruenxpresaonofthe sphrit oftheeounfty Pierneef's art
embodies the major facets of the iconography of South Aftican Iamlscape that permeated -
E soc;b.y at the time. -As is to beexpected,thamualstereatypemoneofahard, angular, even
-upometncal country reigned over by the mientless sun and equally persistent and severe
_ughveld storms. More importantly, Plemaef's work embods.es the inevitable myth of the
emptylandscape “there i8 no sign of human activity in his detached pmpechves , Berman )
{1974, p. 223) observes, “the symbols of life in his silent, ordered world of nature are
established in the stylized, isolated forms of trees and other verdure”, Coetzee {1991) provides
an ingightful reading of Piémeef’s silent country that can be applied broadly to the output of

.7 of his contemporaries: the empty landscape is interpreted according to its socio-political
deceptions and distortions. Particularly under the nationalist government, the empty landseape
was used fo "establish the Afrikaners’ claim to the land, on the basis of the strength of
historical justification anid divine ordination” (Coetzee, 1991, p. 4). While another local artist,
Coetzer, provided the historical foundations for national identity mlus epic scenes of the Great
Trek and other events which'were seen as “proof of the elect status and the pre-ordain:d.
exclogivity of the Boerenasie” (Caetz;:ae, 1991, p. 5), Pierneef’s painted images of the vacant

Ly

spaciousness of the country sanitised the Afrikaner claim to the land. Ny

Whether or not the political implications of the empty landscape were articulated at the
time, Coetzee argues that the connection is “too direct and too permstent to demy” {(p. 6).
Empty, virgin territory is: '

an invitation, a reassurance and a promise: an invitation to take owrership because landscaps

~ . is empty and therefore dors not belong to anyone; reassuring because its aestheticizing distance
means that it is frozen in time - eternally present as an Utopian ideal; a promise because, in its
unexplored condition, it is the expectation of riches and potential - the sign of divine elecﬁon
{Coetzee, 1991, p. 6} _



Pierncof gave Afiikaners a visual evoeatibn of the illusion they wanted to believe of the land
and themselves. The fact that he was comxmssmned by the state to produce la:rge murals of
the southem African landscape of eourse, the ¢ empty landscape reinforces the assertion.

The empty landscape embraces a political, and essentially colonial need to conquer the laad

| for exclusively white oecupatidn: black habitation in and understanding of the land is ignored
in att, and therefore also absent in the public mind (seo Pratt, 1985; 1989; Comaroff and

Comaroff, 1988). The deafening silence with regards to the reality of place for black people
~-in South Africa speaks Ioudly in Piemeef’s landscapes and those of his white peers.  Buf it

poattively screamns in the equally empty landscapes of black ploneer artists.

'Black art mirrors the ‘white” landscape

The struggle between humamty and nature that transformed the somhem Afncan Jandscape
into the batt]eground of culture and ideology was not fought by all the country’s inhabitants,
' Whezeas the white settler society struggled to cultivate a native vision and a national
eonsclousuess on the ynfamiliar soils and using the h:mted resources that the country offered
them, black m:hgenons people had long since come to terms with their enwronment Their
traditional” axt is an expression of their spigitual connection and cultural affinity with the
landscape; a uniquely Afncan art form that has evolved over decades of envirofonental
interaction. Of course, African int;rpretaﬁons gf place could not be pmmoted as the authentic
’language" for approaching the country by a white society; oz the contrary, it had to claim its
own impressions 10 be the legitimate vision of Africa (see Coetzee 1988). Immca.lly white
artists - such as Battlss and Prefler - adopted traditional motifs in order to achieve a genuinely
Afican staternent about place. Although some artists acknowledged black art as a truthful and
important repmsentatwn of the country's character, however, society at large could not (seie
Alexander and Cohen, 1990). It waul& accept the symbolic _incorpotation of African-inspired
images into the work of white arnsts, bu’:‘gnored black art; the latter was not - indeed it could
not « be part of their heritage and their character as a nation. On the contrary, it threatened
 to expose and therefors to erode the foundations of the emerging national identity.
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In accordance with South Africa’s segregationist policies, black communities were
cotnpletely excluded from the prooass of nation—blﬁding: ‘they weré-and would remain a

separate culture; an autonomous nation. Nationalist art which aimed at “giving shape to the )

.mythsb)rw}uch worshlp ofthenahoﬂ-stamzssustamedmthcnundsofthecmm

_indeed, it relates to an 1doologlcal system of wealth through possession (Bermingham, 1986)

(Woodcock 1979, cited in Alexander and Cohen, 1990 p 17), was des:gned fora whlte puhhc

and by a white art fraternity, :ecotﬂmgthc(exaggerated)hstoryoﬁhewhttepeoplcandthelr _
' hm:tedmdorstaodmgofplace. Wﬁhmhzenshlpandpohhcs,artandthelandmpcm.

considered the exclusive domain of the settler community that had conquered or reconstituted

them all. The limited output of landscape art from a growing blck urban populace in the

mjd-twentieth century was in fact nothing more than a reinforcement of the power of white
mterpretaﬁons of placc Pure Iandscape painting itself is not a tradmonal thomﬁ in Africa;

1o which iribal lif has no links. Moreover, the leisurely oontemplauon of aesthetics and the
recording of beanty in the picturesque image is an inherently colonial and elitest conception.
It had no natoral home in Africa until the wlite settlers imposed it on the landscape though

their own art and taught black artists to do the same.

Initially, blaok artists were encouraged by their (white) patrons to malke images of African

traditional life and to steer away from the landscape (Alexander and Cohen, 1990). Some, such

the southern African environment. Bhengu's {Fig. 5.11) rural idyll reinforces the image of

as Mokl who insisted that “when God made Africa, He also created beantitul landscapes for

Adticans to admire and paint* {cited in Alexander and Cohen, 1990, p. 15), disregarded the

advice. His Magaliesberg in mid winter (Fig. 5.10) is comparable fo the work of Oerder and
Jentsch in its naturalistic handling of the landscape subject. If the detached rendering of an
empty landscape is technicafly competent, in view of the u:onogmphzc tinks discussed above,
it is an ideological enigma. Africa is presented as the parched, dusty, but pretty country that
the white settlers wished to see - that they had o sce - but the author of the vision is not a
member of that society, Indeed, it would have better served black interests to expose the myth
behind and overtun the colomial interpretation of landscape. Yet, Mokl image is not an
exception: all the early black avtists adc:pte.d similarly mute and “white” stances in relation o
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Figure 5.11 Benghv: Homeward Bound, 1941

i
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Figure 5.12 Salang: Township Scene, 1972

‘contented and aronymous black labour in a pastoral haven. Salany’s Township scene {Fig.

5.12) introduces a new urban sui:ject' and hurean occipauts t0 the South African Jandscape
genre (a.nti_c:ipating the township art movement), but the sunny colour and quiet, almost sleepy

character of the sceme washes this image with the same sentimentsl attractiveness and
comfortable familiarity that are found in other paintings, Theﬂi;égesamaprodmnaﬁog_nf
i N :

the ideological lmpenahsm under which they were produced. Many artists were exposed to a
Furocentric art education - either at home or abroad - and they swayed to the tastes f a
éxedominanﬂy white audience and market,

. .é‘ B .
The social background and current positior of black artists was extremely influential to
their landscape imagery. Many of the eatly practising Iandscape painters weze a direct product

of the colonial age - as much so as the white artists. Educated in missionary schools, they wers

taught to admire the romantic reconstructions of the British landscape school and to formulate

images according to picturesque formuiae. In much the same way, black literary artists

conformed to, and later had to struggle to free themselves from the ‘mission-school idiom’, .
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~ “derived variously from the Bible and from 4 diet of Engfish literary stiudies - particularly the

Romentic posts” (Chapey, 1981, p. 17). In both instances, their artistic talents separated the

 black fandsoapists from 4t communitics as an elite class of professionals. "Their privileged

* potition may have aligned therm. more losely vith. whits society than with their stroggfing,
black comrqunities. OF early attempts at writing place fromthe black perspect:ve Rive (1982,

p. lZ)‘l:onmients that it was: ' o S TNY
imitative of writing by whites ... stilted and banal. The chl.-.f tﬁoﬁve behind its creatiof: seemed
to have been to impress on a patronising Whlte readership the measure of snph:sucauon :
achicved by the Biack author‘ _ :

. a . ) /
Tb.e observation apphes aqi' iy to visual art, Although they addressed so Ze ahsences

neutral interpretation of place.

. i
{n\ ..E'I O © . l a‘
ALY . ) Yoo

3]
)" ;“ N [,4

611::&"3&33 wné—enumched colour prejudice in South Africa was rgidified, codifid and
nnplamented by the Afrikaner natmnahst govmment m 1948 a pew generation of black art:lsts
starfed to expose the damage wmught in place by a discriminatory and oppresswe political
systemundarwhlchthayhve&and wotked. The slum andthemhumantowmhlpwete
documented using journalistic references to their pove::ty and dirtridden exteriors. Art
adoptedthedlhltedpohtmalchoreofexpomngthemessthat apartheid had sweptundarthe
carpet of ‘objective’ recordings of vegetation, geomorphology and culture in the Iandsca})e
A blemish was hxghhghied on the previcusly perfect face of southern Africa in pamt‘ ‘towushp
artpmkedandsqueezed at it until the nation could no Tonger ignore the eyesoremthemddlc
of thmr‘beauhful silent country. The move tay have disrupted the aesthrhc eye, but it dld
little to challenge socio-political resl 3(" * the toot of the township boil. §

¢y

it
J..l

Although the task of township art was ostensibly infused with polifical implications
{Verstraete, 1989), few ea:ly contrdbutions to the genfe actively embraced a protest stance.

Towmshxp art precede "1 is thematicaliy related to resistance ait, but it failed to reach the_

harghts of emotional expmssmn that transformed the landscape into a site of stmggle for.
freedom and humsan dignity a:l'i a49'?6 (de Jager 1992}, Instead, the arlisis adopted a liberal

orientation, compatible Wwith a gmmng awareness in white somety of the socio-economic
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" disadvantaged position of black nzban irihabitants in S“outh Africa, Black urban existence was

mﬁmamdmeof&emmwbmmhmd%mhm In

' ptmouslylnddendnnenszon ofplacemﬂsd:stmchva South African guise.

- |
posiiion of blacks (see Hast, 1984; Vessiraste, 1939}& Yager, 1992). Bxposing the cffects of
aparthmd was the basis of a search for passive political changes, paruculatiy by appealing ta
the mnsmmcc of the wI:nte community. For whites, however, Tiberal expression facilitated an:

apparent alignment mf.h black wcﬁmy apartheld without thrcadenmgthclr own sccur:ty and - o
superority. 'I'hcy {:ould pass moral mdgemem on the condition of the towusths, sympathise I
mththmromupaﬂs,evmﬁelshocﬁeﬂanﬂdwgustedbythmsnuanonmthu\ rclamung I
rcswns:bxhty for the hmtory, pressnf or future of the biack, sxtuaimn in the Iocal landwape.
Tha attitude was sympathem. but paxefpahstm ' : ) " ) |

‘h e

I

PopularartandAﬁ‘olnﬂchmmmemaiisethelmdsmpe g o o J
Township art emerged after the 1950s as the maué'estahon of an acute awa-zness of the R

docwnanwdmaccessiblesocmlcommmtanes Ofteneﬁchedmha:ﬂlmwanddarkmymldmg'
tfmss brd .n windows, unkaempt corrugated mnbﬁﬁdmgs raofshelddnwu with stones, the
fack ;«f sev.mgé&garbage electnmt‘; ard other facﬂxhcs are o grim testsmony to the hard
work—a—dxy reality mbiack townships. The emaordmaxy pubhcx Bss of life is plso reconded:
mi‘cmalstteettradmg the mﬂunalmsumnonofthesheheen muswanddance,andallvauaty 3

oo

LS
[

K of urban acmnhes are mresented Though 11 oay fail on som-poht;cal gmunds, townshxp

fact, 1t may be celebraied as “one of the few genuinely original «ad indigenous art m&wem}mts
to have evolved from the South African soil” (de Jager, 1992, p. 46). Cﬁ “"/nly it ..xposes a

'Ihavxsualmrtnandéﬂemaifocus ofnauonaiarthcuthA&wawas*ﬁendedm
township art to mcorporate mdmdual and commnity responses to the mv:romﬁent, through
its mnsmtent etnphasis upon i A human sﬁuanon . [4) broke grouad which had prevmusiy
been Ielatwely barren in South Aﬁ‘man art” (Barman, 1975, p. 213; see also de Jager 1992)

Equally new wers the negative huc.s mderlymg place perceplion. " Resting stylistically on a
ﬁguratwe somo ~realisty. Jn.=;;rat:tﬁr1$ﬁ1:l by cxpn:ssmmsnc execution, township a:rt evolvud an

17




“hy the bm:mng rea]xty of poverty and soc:al d:;mvauon

Y

ampﬁﬁtic and often pessimistic ‘art of place’ - a clear and coordinated humanistic account of

landscape. Dominant themes are the overburdened mother; the exhausted worker and the

“. starving child abandoned in a desolate urban Iandscape (Versirasts, 1989). Esperience i

eiched into each. facet of the enwmnment faces are usually sef in the mould of labour, often
enduring rathcr than enjoying their sumnndmgs' h’ous:ng provides ihelter, but net the safety
and the azsthetm pleasm of ‘home’. S.hl&h s (Fig. 5.13) .S‘treet scene, for example, extends.
beyondthereoordofacuvmas andsunmmdmgsto spoﬂ:ghtpersnnalreacnontothc

: 'enm-onmmt the i Jmpremon 18 one of dismal monotony, of visual and emotlondl dzutige.ry

‘hz\dull tones and &mudged profiles: of the painting encapsulate 1h:e dreariness of ].lfe, and the
snbdued rmgnauon and weariness of its obse'rver Acmss the naturahshc icipression (}f & dirty,
everyday saene sweeps the despondent mgh ofa spectator accustomed to, yet still mournfut of
the wretchedness ofpovm:ty -and nsfamdmntym townsmp dwellers. Withmthcvuy
ordinariness of the image echoes the cruei mescapable reality of a lifestyle to which §1hlahs
painting bears witness. As with Jentsch, the water coloir medium is appropriate for recording
the subdusrl {pnes of the :Afnc:m scene, but now the. «ooknur'= e drained not by nature, M

o RSt ' i

Not all impressions of tnwnshp Iife are shaded with mgat va tones.” * Tadeed, dn la;;e:
(1992, p. 45) asserts that there “is no mood o aspect of mwnshp life not reflevted”. Some
artists explored the joyful suia of urbd.u emstanse the wbrancy and exuberance of thnvmg
ﬁqmmuuﬁm tade up of colou:ﬁ.ﬂ personalities in happy places. Pemba's portrast of 2
“coloured” (categorically and literally) township in Port Eh_zabeth (Fig. 5.14) is 4 case in point. .
The meticulous record of individuals eﬁjoying a sm, free existence are a stark contrast
to Sihlali‘s township portrait. The disjuncture tel&'.és less to physmal differences between the
townscapes than to the way these were perceived by the artists. Pemba records his "mw‘ble
nege to express visually his compassion for 1% and his feliow beings” (de Jager, 1992, p. 10),
his images are a celebration of humznity and of life. Despite disparities i in emphas:s each of
the two artists in his own way shows a particular senmuwt)r for the township enviroument and
prov:des an invaluable ‘insider’s view” of the townscape as place, Township art represents the

perspective of an eye deeply acquainted with, and a spirit sharply responsive to the nuances
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Figure 5.14 Pemba: New Brighton, Port Elizabeth, 1977




behind the concrete facads of the urbal scerie. However, like those created by omiomhm
atists, Pemba and Siblali's scenes remained characteristically navvativer ad deseriptive.
Moreuver, the images do not confront the white conscience: povarty, like the figures in
Pemba’a image, is cxpok but oot asan ugly feature of place, and its eyes are diverted away
. from the viewer., The style too is conseryative and compositions are often formal exeitise that
IszraI into the abyss ofcommmal artthat undczmmes the spmt oiplane

Whete thesouses for towushiﬁ.images is the existential enooum:ér between the fnner and
outer worlds and where they are conceifed on thq back streets of poverty township art is 2 -
umque and valuable r*xpenenhai resource for the humanistie gwgrapher Too often, however,

“She idiom lost its initizl vitality and, thmm styhsuc ands thematic repetmon. was degmded_
- into decorative anid stereotyped mannerism, empty of real meaning (Verstraete, 1989). Indeed,
- many late pmducm i the townamp movement have been dismissed by local art historians as -
“mawkish figuration coup].nd with hasty and superficial execution ... [whoss] aim was to miake -
money by winning the sympathies of a white libexal andience and its patronage” (Stadiet, 1990,

p- 125), Manaka (1987, p. 15) labelled it ’.;eli'-pity art’. Insincere motives and poor execution -
have undoubfedly sevetely diminished the importance of township an‘. Verstraete {1989 goes' '

so far as to say that the movement is dead, that it was a pemcl.llar and Jmpermanenz historical
momen: in the developrent of South African ast. Perhaps too, it was a tranmtm}' recognition
of the reahty of place - that ever-changing entity that reflects not oniy geography but socisty

and time. - P

To be fair, township art was no .more innceently attuned to place. than were the slent
landscapes of white art The libetal: spirit dictated the content, and wesiern aesthetic values '
influenced the s'iyle ut_‘l expression. Catering for their whlte buyer’s prefermqe for a naive vision
wﬁit:h was equated with an authenti§ Afncau perspective on place (Younge, 19885, black axtisfs
s:mpl;; remforced and further legitimised the power relatmns uhmmg censtantly through Whtte
Iandscape att. Apart from the moral compromise am? 1cui‘.tural infidelity mvolvad in tmlonng
art for a white market, commercialism generated an msmoenty to place. T_he aim was not 1o
‘speal’ place, but to self it. And the most successful .ididm for scllmg it was a .nan-m:itical,'
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' non-snalyicl imimediate and ‘popular’ vision of the township that avoided, rather than
 challengs socisl realities, Farber (1985) a]lgns township agt directly with popular att, thet
mode of representation _{adopted by the mass ‘tmodiy, as well 28 the "finé arts’) that cultivates'a

farniliar and' accessible irn;ageof e environment which appeals to a lazy audience owering
_from hﬁmﬂtrwkuessuchasthosewnttmmthelmdmpe Imtsevasmnofconﬁ'ontauonal

' msues suchartpmservesthesenseoffalseaecumynfabuuxgwmmmket,eamngﬁscomcisme

and rts fea.rs. Pbpular__a:t is decepfive; as a “vehicle ofescapzsm and dm‘tractmn, it rgﬂectsrtbe
self-deception of ity audience, "

=
s

4

thsch isa provocatwe Iabel for imagery producbd in p'ai-smt of matenai g#in and

consumed for pleasure or escape. In the erg between theu' cmg(try 8 minmal ‘begionings and

- resistance art of the late 19703 various m-hsts pom'aymg southern Africa’s landscapes layed the
foundations for the modem mdustry of ‘Afrokitsch’. The sent:lmentai scenes of Cape Dutch

houses, Jacaranda trees, cosmos and empty landscapes (Plg. 3. 15) as well as busy towush:p'

seenss (P,g 5.16} are zombics ‘of their predecessors, mmfed wrthout spuls, llke so many

traditional arts which are now cuvios for the tousist trade. Both b!a._»k and white artistspmduoe- '

easy likenssses of place using predetermined thernes and styles - ‘casy’ forthe producer who
merely imitates and for the consumner who can enjoy them without becoming involved in the
landscape (either real or re-created). The dumiﬁaﬁ&_:e of realism in popular art itself speaks of
the lethargy undeﬂymg the creation and aﬁpﬁdﬁiﬁn of art m&ge.ry that operates on apﬁiely
visual evel invites unreflective enjomt as it predigests the subject and spares both artist and

patron the effort of interpretation. Place becomes a habit of vzewmg, reinforced thmugh )
socio-cultural networks (Farber, 1985). In South Africa, the fact that the state has for Jong’

controlied the major mass communications mexia, thq education systems and artistic creativity

~ meany that the ideology of landscape was tagr;rbd not only by real needs and desires to avoid
the realifies connscted 10 place, but also in an active effort to hide them.
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Figure 5,16 Local artist's market: typical township scene, 1993
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Stirting the spirit of place | _,

Impnrt:ng amslzc techmques, emPt)nng the landscape to ]ustsfy natmna]m or beaut:fmng it
to Iude bl.em:shes aﬂ:‘ t0 ‘sell 1t toa la.zy fearful pubhc all lead away from the- spirit of ptaoe
Botmmng from Europe :; catermg 10 2 market chd nnt amomahca]ly exclude artlsts f:om the

matunngandgmwmgfamﬂythatAﬁ:cahe]dtoherbosom Yet herchﬂdrenshcaitshadto

be involved in the land or they would remain “estranged from the: coun_tty. Wmm;;.g, for

example “refosed 10 surronder himself fo Africa. He tepoatedly -protested that he was a

Hollander and remsined a painter of the M_Schooim the '_em? (Battiss, 1960, p. 8). Sekoto

peinted Afican lie om Paris whers, inevitably, his work “acquired. an idealized quality ..
mﬂuenced andmod:ﬁed .... by his Parisian envi:oﬁm:nt, and a less than precise niemow Of

Aftica” (de Jager, 1992 p. 6) .Modem popular artists are callous about their i:noﬁves for

painting place: T usedto do art”, oae ofthempondered “but it doesn’t sell, yow know”. Su,

they take orders from patrons who decide winch signs (as distinct fnom symbols‘) of Africa

they want painted in which colours and anmgement Now, the southern African landscape

| takes onthefon:nwhich bestﬁtsmmththe size of a dining room and the shade of upholstery.
It is merely the subjict matter that distinguishes art as South African. And the distincticn is
insufficient. Place is raped By those who appreciate only its.superﬁcial features withoui

concem for what lies beneath, mthnut conmderatmn of the spint of the land,
iJ

3} - | o)

In the first half of the t\wntwth ceritury, South Aﬁlcan artists Iear:zed to etch a close

likeness of the aumltry’sface Hnwuver,theyfailedto expressth&spmtofsoutbemAfmathat
telates to more dynamic realities gushing beneath its- surface. Indeed, one of the greateat
recognised values of the garly works les with their artwhc anmevement they oonmbuted
significantly to the develc)pment of South, African art” (Bc*f". i, 1974, p. 4) In add:t:on, they
helped to define a relationship betwesn a people and their land - not a marriage of equality and
smutu inter-conaectivity, but a courtship that bred nderstanding. Embedded deep within the
nationalist tradition, howav#r, are blatant untruths - lies about the nature of South African
people, distortions of placé In the silences of the pictotial texts, there are realities that relate
fundamentally to the dnsbnctwe character of aout};tm Africa - the truth of labour exploitation,
racial segcegahon, expropnauun of land, eﬂwon’mmtal degradation, u:rban shoms and
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o pa}luﬁon, poht.tcal violence, By igdo Ig the scaxs that such menacing socio-imlitical malmes :
_ h;ﬂve lft on the face of the cothitry, South African artists simultaneously averlook the rifts that
they bave torn futo its. soul. The spirit of plaoe not only embraces the couniry of tlfe

magmauon,_ Jhe ﬁeahsﬁc__laqﬂscapta that 9} tion would like to inhabit and fecls safe 10 hang

. . . e . ) 4, .. _
| _onitswgns;iais_alsoinﬂ)mmbythetgrféaﬁﬁes:hamemiganmdm&fommd
© that it tries'to mask in its art. | B ” |

- Ast produced ‘under and arovnd the spixit of n#ti_ona]ism in South Aftica embraces an
important didactic task: it, tﬁes to teach the couatry’s inhabitants to love their coun’X' I

builds 2 hibme for 2 penple b}r 1deni|fymg 8 umque and predommanﬂy pos:tm identily for

-.southern Aﬁma. as placa To achieve this, hawever, the artists found 1t neoessarj to focus

exclusm:ly tm the external features of the envmonniant The result has geopraphical vaiue as
a record of cultural and physmal features and transmons and it offera a cnlouxful reguona]:sm
of southern Africa But it does not embmwthefullﬂavourafthe plaoe Whemmtha

,,,,,

- wretchad poverty that blocks the veins of the South Aﬁ-u:an townsh:p like cholestemt the

umomfortable cramps of pvercrowdmg that uontort :ts body, the filth that stnms its face and
cmshesztssoul whatofthethelaughmg exuberance ofachjldhke First Worldmtytmkled

P
Uy
)

by the celebrﬂmns wmdmg across its strests, the uncertainty of impending riots that stop its -

breath in a quist hesitation, the panic that quickens to match the tempo of racing police
vehlclesandgathcnngcrowdat]mithreatentctearopenztsmhean? Thesearethequahtm

- that make southern Africa unique - they are probably its most significant traits, forz,they
- coniribute to jts personality. They are therefore fundamental to the spirit of this place.
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e CHAP'I'ER 6
EISOWI SILENT TO VIOLENT LANDSCAPES

i&- )

[

Whatlie&at rhe o-ntre of this dazﬂmgandummusp!ace? Piles ofconcrete, canyon streets,
a pever-snling chacge of traffic, & sense of energy which too often tums gut to be nothing more
than a sour znd feverish restlessness, And beneath these things? Perhaps only money and fear
ffrom Wasrelm, Rotlins, 1987, p. 83) s 3

_Inthecourseﬁfhmdctemnncdsearchfortbeesmceofbhannasburg, Rohbmsbecon:m e

increasingly ¢onvinced that the spirit of the city lies beyond its physical exterior. The ‘chaos
of straight tines’ in the city ‘centre {o. 224), the ‘grey-yellow mine dumps, beneath a fierce

conglomeration of pylons and wires’ (p 3, ’hundmds of suburbs and satellite towus . and
.mtesnnalﬂ‘lmlang interchanges’ (p. 3) are only the bare framework of the plaoe. St:etched ovr_:r

andpacked between the skeleten ﬁnhysicalfeéturesisadensebdﬂyofhuman impre&sions_ -
and experiences, illusions and dreams. Itmthepulseofemoﬁon,themmdeofmmnuon,that '

glvehfetothemty, wﬂhoutthem Johannesbusg would be a corpse lylngumaitendedonthe
Aﬁ:tcanhighveld. Suitiswuhalllandscapes msouthnmAfncaandm’sewhem Humamty
caanotbeigmrcdmevokmgthespmt of place. Peoplearcﬁmdamentaltogenms lack; planc
enststh:oughthm ' '

- Qualitative material harbours humahistic insights into the world framed aceording to

atfitudes, circumstant.s and motives. Through direct confrontation with Johannesburg ahd -

some of its people, Robbins uncovered “the problem of mobility, the possibility of theft, and

aboveaﬂthepotanhaldangerofth: Blacktownshlps’(p S)aspmnaryfeehngstemnmgthc

white resident’s expenenoe of the city. Western (1982) zdentiﬁzd a simpiler fear at the human
roots of anothier of South Afnca 8 major urban centres, Cape Town. Like the geogﬁrher,

autiss works from ssthand interaction with 42, environment and may record the Jiostions

infusing personahsr:d visions of place. Ngwenyz's Black, biue and broke (Fzg. 6.1), for ample,

' pmvides.a picture of the urban centre from the pex‘apacﬂve of an African ‘outsider’ to the place.

Physical sigas of urbasism, such as telephone poles, smoke stacks, and an horizon that serapes

the sk“ with a thick brush of hard buildings, are interlaced with mdw:dualwed symbcls of
experiential place Alcohol, d:garettes an emaciated hand, and an empty p]ate, speak of

i
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Figure 6.1 Ngwenya: Biack, Blue and Broke, 1980

u

Figure 6.2 Catherine: Animal Instinets, ¢.1985 &
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emotional a{tnd socizl depnvatlon “The sombre ton and hanh lire of the dravnngecho the
<, mood of sohtude and melascholyk‘ﬂt,thd in the heavy, drawn fase of the subiect. The-
| topophobic vision of an alienating, dapressmg city extends beyond the ob]ectave woﬂd o
document the thoughts and emotions that mbue permnai geograph;es.

1
[\

Emotions, symbois and personsl mterptetauon dye the very fibres oi‘ place tﬁ\ay ars its
" hesrt, the care of its being. Statistics, graphs and tablas, and the monotonous drane .
| ofaca.dmcfonnahty cannothoﬁeto unoovarand adcquately commmn.vatethxshuman
content r:f the landscape Likewise, pauntmgs that s:mpl%c?:oxﬂ sufioe appearances ar more :
useful to the scientist than to the scholar of place; perhaps the phymcal geographer :tmght stiff
scantheﬁ:forevidencébfvegetaﬁonﬁ;zm or cli'maiic change, if photographt did dot dﬁ'ef_ N
“supmmﬂswdence of these. Ast (nchuding the’ art of geography) should be “the expression of
adeeppersonal commitment to one’s own private msmn, of a total serse of identification with
the actual experience of one’s own Jfe”, Verstr (1979, cited in Alemder and Cohen, 120,
p. 22) oonchldedmlnsmtereshngqumonmg of whether there was aSomhAﬁicanart or if
this was still to happen Dmymg mb]ectrve 1PIponse mevrtably negates truthfulness to the
subject, az el as to the self; when applied to the landscape by both geographers and artists,
objecﬁvitf and pmconcelved formulae for viewing overwhelm the personaiity of place.

By imposing intellectual purpose and destached perception in pursuit of a general

imipression of a. sub]eci that craates an easy, comfortable likeness, national art and popular art

teads to overlook: ifhe internal and essential character of the environment. Lagidscape images

are mug-shots d‘tlsey are taken for the singular and narrow purpose of recording exterior detait;

they cannot be sqqsmve poriraits of place, Both geography and art bave the potential for a

-'more mmﬁcant rclatmnshnp with landscape: at their best, they illuminate the
human-environment interface in an evocative, inspiring and direct manner. - Catherine’s

impression of the city envitons (Fig. 6.2) is a colourful declaration of the human enet wder

with place as it is experienced on a personal Jevel. The visual onslaught of a mas _z::é”' u:ban

images - tin cans, wire fencing, faces, buildings - is very different in formal terms fom

| Ngwenya's melancholic piece, yet boih .re.fer 1o the human meaning of place. Catherine
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Figure 6.3 Motswai: The Tea Partp, 1987
. . , " o B

o

- vecords a tightly-packed urban jungle; he nsés' *visual clutter to: infuse raw encrgy into his '
composition, to amplify his ideas m a cacophony of visual noise® (Alexander and Cohen, 1996,

p. 159). Andthemzesmeamsﬂsmmge dﬁ&cﬂyatthcspectator:thereisno escaping the

noisy, busy disorder of the city ﬁ-,he Here is the metmpo]ztan experience incarnate, This is
- the art of place. | " '

LH

The pcssxbﬂxty for recording the human sxgmﬁcanee of plaﬁ through art is particularly

re.leganz for modern artists who no longer deny socio-political reafities and their human

consequences, but seek instead the most appropriate. means of recording them. Moreover,
spurred by an apprehension of new realities and neﬁ'nu&nati?as that has grown rapidly since
the 1960s, artists have marked (and simultancously heiped bring about) the end of an cra
dominated by confident assumptions about the civilising role of English society and cultuss in
southern Afficy. A ﬁlﬁdamentai element in the transition has been the rewriting of the
ideclogy of landscape., Place has been re-’thought; to coordinate it with the diajomted
worldview and discontentment of the masses ratbér than with the summary equation of

128 o




- ” o - - _ \'-".
3
landscape with possession and conqu\.st proposed by an ehr,e ‘The empty bmuhﬁ:l !andscape ;};
mavmdedas abomgeozsconccphnnmﬁmedmthwa:pedboumomvalm and - ﬁpema!lyrxi =
South Aﬁ'lca - blatant racist connotauons Motswai’y, mlusmn of a conventional Iandwa.pe
painting in his sauxe on middle-class white existence (Fig. 6.3) blatantiy ndmxles the vogue fqr”
naturahshcimag@s ofthamvmnment ’I‘hcmecﬁonmakcswayforamompnkmedand
evocahvemdﬂstandmgofthespmtofpl&oe o S T e
2 f,f C
. ! i
l/

Pty

‘Beyom, wiperflcality, towards a symbol of Afi7a A
Themxddleafthehvmﬂethcmtmymaﬂmammgmpmepuonamongmmymhabmmsm& ;

(ﬁ"""--\_,._

: £ erpreters of southem Aﬁ:,..a. Spemﬁcally, the post-cciomal mﬁa'{ of the country Jed to n
mg ﬂ;ggmg of prewoualy-wcepted dominant white ideologies relating to the landscape - botié
. real andaxmhc. _The spifik ofquestlomngpreﬁglm the revnlutlonery:mge that.!'!a!i t:me;:ged

suo&:qxenﬂy through the impetus of the black consmousness movement gntI a general -
res:stance inftiative. Chapman (1981, pp. 23-24) identifies a modern ‘sense of new alleznatives”

whmh is connected tor an “altered apprehension of reality” and which asserts itself as ‘a desply
felt awareness of begmmngs and endings’. The tensiors of re-adjustment textuse local art in
all its furms, n.fusmg not only the content, bu: also the style of artistic impressions of place,

Theneadtore-nnagmahfeandthalandscapemsouthsmAfncaares}'mbohcaﬁymamfest
macnsxsofrepteseatahon. Horn, alocalpoet,explorasthemadequamssofanmhmtcd
a;txstacmedmmwhmhmasn‘vmtto.mherthanmucofsometyandﬂsxdwlogies.

in purple shirt and orange tle

I the accredited clown
_fo this afling society

am altowed to tellyouafewtmths
and similar aonsenise

so Hsten you christened dung-heaps!
1 will kie for you

everything: I can invent: everything ...

Don't 1ell me-
We live in
particutarly bad times” _
the poset always was a pimp
providing alibis for those
that seduce: '
eyes perstaded to be blind.
(from The poet us o clever invention, cited in Chapman, 1981, pp. 281-82}.
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Not ghiy h;s words, but the v:ry style of Hom s poem zmplzes 3 !exacuon of mwentmnal

fonnulaeforappmashmgmdepmnngreallty Hom'dehbexataiydenmszhsvahdﬂ) of .

' jmaghiative richness and insists mstead on a...uss of p]am la.ngllage as the only effestive maans_-

of confronting social mjusnces. Metaphor amd mask are felt to be bcqrpom-mspmed ew:smns _
of the true economig-and political realities of Sotth Afiica” (Ch#pmnnsz 1981, p. 25). Visual

. artists, similarly concemed to penetrate beneath supcxﬂml realities to eﬁﬁore southern Africa
L as a tealm._pfmhhzﬁng, bave also adopted new modes oi'izmdst:apg_rel:vx_mat::_:ltai,is:m:._q -

e o " - Ll
e [ " L [

‘;\\

. Atep!ﬂ vamon ofthe sggrchfor more 1egmmate nsualcxpresaous ofsouihernAfmais
.-tmmd in the wo;k of th~ syrnbohsts’ Pahtwa]ly nrate, the arg prodyoed by this mnnvatwb"
-grc.,.‘, of local amsts (1ed bv Batuss Preller and nggs) represents an earlyrecogmt);onthat the
_tmeqpmz ofAﬁwahasbeyondthemmihentawsuﬂmmmandthatﬁtherefmcmmbe o

kN
,\/4"

pmtoqaﬂycapmmdusmgdescnpu?ereahsm Ratherthandweﬂmgonthe poetic beanties

-{grandeur sub]:m::y wilderness, empftme&s) of the hndscape and describing the southem )
¢ Afrwan scene in descnp‘lwe, largely tomantxc scenes thatsat:sfy the camai and senumental €y, \

thdse a:msm sought 2 more mniversal, meaving-ful i mtm-pmtnucn of landbcapa They strove to
capture ‘African-ness’ in summaries - or symbols - of the indigenous tcrram ami its people
Iz 1958, Harmsen (p. 178) was unpressed by the inclusive nature of their work.

They attempt to re-create the individuality of the entire problem which is South Africa. They
attempt to incorporate both the landscape and the varied slements found in it into a symbol
[or symbols] for thek smoiional attitude to Africa - an attitude which is reflected by such terms
as cofourfil, harsh, flamboyant, shigmatic, haughty, pnmsﬁve, savage ...

Mativated by the persisient desinn o captire & distinct identity for southern Afica, fhe atists
turned to pre-colonial African societies and appropriated traditionat motifs into- their own

| work; Battiss studied and rsided San culture, for ei:éﬁ:np‘.ﬁ‘, while Preller foctsed on the

Ndebele. A more decorative and modern extension. of thelr initiatives is found in Amclds
(Fig. 6.4) Mountains. The heat and harshness of the locai environment are implicitly vxpressed
through colour and lie, instead of through direct evidence in the landscape. Moreover, the
artist incnrporatgs symbols of Afica to locare her landscape .gaugrap_l.]it;a]ly, tather than.
ext‘gmal references to a specific place.
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Figure 6.4 Amold: Mountains, 1986

The white artist’s adoption. of elements of tzibal deslgn have been criticised a5 a means of
establishing their ovn African identity and thereb}' denying their colonial ongms (Ozynsln
1979, mted.m_Alexander and Cohen, 1990, p. 21). The argument is that such art serves to
a]levmte the burden of historical baggage and to quell a Lde uf white conscience by i lgnonng
exploitation and repression and appeahng mstead 1o a common root for whites and blacks in
the land. MNonetheless, primitivism was - and continues to be - a route to something uniquely
Aftican, both in art and in the subjects represented, and it has provided many people in
“sputhern Africa wnh a basis for a unified national jdentity. Whereas Pierneef and Lis
comtemporasies possibly provide the most typical visual experiences of southemn Afnca the
symbolists convey africaneity; they. penetrate the surface to uncover the roots of the country’s
identity, |

Whereas descriptive realism is bpunded by locality and perhaps requires previous
knowledge of the landscape presented before paintings can be adequately understood,

symbolism is & universal lgnage (Harmsen, 1958), Applied to portraits of plans, it may be
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able o vommunicate o a broader audience, Altematively, as Alexander and Cohen (1990)

suggest, the universglity of what amounts to primitivism in many works may in fact negate the )

very Aftican-ness of the images, aligning them with erfistic traditions in Furope rather than

with the reaﬁty of the local environment. As an intellectual solution to the probiem of

repmanung the country, furthermors, symbolism may be more expresswe of personal and
artistic mterests than of the spirit of plam In the final analysis, Preller, Battlss Amold and

other symbolists undoubtedly capture an essence of Africa, but they nardb convey what it fecls

liks to be living here, Perhaps the greatest failure of Symbo]ic répresantations of southern

Aﬁicanlandscapesforthe:eéearcherufplaceliesiutheirmmmoninabiﬁtytocapture'the _

socio-political chmate that is sc fundamental to the experience of the country, and therefore

to:tspm'sonaLty Thelrmagrsarecancamres, mwrestmgsummaneaofplace butnomore '

‘realistic’ in terms of experience than are descriptive portraﬂs in the national made,

: ,—ﬂ I/l/‘:\ -
Ahstracting mutm'mbtles to view the spirit of place

If symbolism ermbraces 2 gencral view of Africa’s personallty mphc:ﬂy in its content, modem
stylistic idioms - particularly abstraction - - present the ﬁagtnanted and d.lsrupted spirit of the
country thet is surely its most prominent ﬁa:t at present. Aware of the mo-pohtlcal content
of the southern Aftican environment, artists in the modem era have mfused their landscapes
with the potent and undeniable flavour of pmcanous emtence that Immts both its black and
1t§ white inhabitants. Rwonccptuahsmg place in ﬂ;us context, Kentridge portrays varinus
man-made *andscapes around Johannesburg as a discongerting stage for an uncertain and
unstable e:nstence {eg. Fig. 6.5). The absencc of people in a landscape that has obviously been

constructed- by and for them immediately unnerves the viewer; it recalls ‘thcomfortable

experiences of being locked in an empty shoppmg centre, workmg in an office after-hours or
perhaps walkmg aronnd a university at mght. lThe aesponse is psychological; the pamting

speaks directly to the preconscious gcogﬁph:cal jmpulses that humamst:c geography emloms. |

Uneasiness tilts towards fear; the iemptation \ o look over ones shonlder although,
unfortunaﬁely. in confronting the painyed image, 1hare is no hope of finding out what Lies
behind. The only hope is escape, but Kentridge has deserted the spectator in a sesmingly
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¢ndless space - perhaps he even: enjoyed it. There is 10 refuge here, and certainly no comfort
mtlmemptmessof]andscape. Thea.rhstha.smvemdthe:deology oftlw vacant Fden and
presents msteadau ann-gardm This is the uxban wﬂdemess ' -

By refusing spectators their usual corofortable relatxonship with the scens, ¥ atridge
unde;mms_ the common foundations of placs awareness. Many brdmary viewers ,_»pf his work

may simply refuse to acknowledge it, for the disoﬂentaxion and sense of alienation, with '
regards both the re-created and the real Iandscape, clestmy inherited tastes for the pzctu:%sque .

(m Y genml sense) scene. In fact, Kentndge denies the tranqui]matlon of viewing that
Plemeet' Volschenk, Jentsch and the township artists promoted the removal of any need for
mterpre'tat.we, critical involveiment with place as subject of art and, implicitly, as environment
for existendh, The same end is achieved, usmg different mﬁans,hby abstract art. Here, it is the

accessibility of descriptive realisms that js overthrown. Atkinson’s (Fig. 6.6) Wihite Affican .

landstape exemplifies the work of this school in South Afiica. Highly textured ol brightly
mlomed the canvas is energised into a dynamic scene of luminosity and contrast that play
. over & multltude of brush strokes. Instead of ply describing the physical features of

i

Iandscape, such as trees, grass, ﬂowers, path ami sky, Atkinson suggests these as a vague

if
backdrop to 2 picture about the meaning and the mood of place. : : L

- It may appear that Atkinson's work, as with any abstract image, is pnm:\.ﬂly a formal

' ‘pmnterl) exercise V‘h&‘ﬁn thv‘ Iandscapen 18 used merely as a foundation for etpldriﬁg expression

througt\\the médivin (see Alnxander a:nd Cohen. 1990). Yet, the very style of reptesentatlon

conveys a message about the Iandscape Chapman (1981 p. 26) comments on the applwablhty

of the modernist .vocabu]ary of lucaj artisis to theu' sitvation, He refers specifically to

contemporary Jiterary a:rt:sts who » Iike. absfmct painter; - build ambiguity and mdetermmacy
'mtotheverystructumufthmrpustryurpmse ' )

This in ﬂxelf says something about conlemporary South African social reality: here we have a
white man, caught in a Iandscape in transition, aware of the inevitable movement of change
yet feartul of an uacertain future. -

Atkinson is the epitome of the ‘white pan’, and his painting is a testimony to his uneasy
* relationship with the land. | |
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Intellectua]}y,':abstraction bod1es ‘the recoguition by artists tnat the conventions

favoured by a previous smexailon are inadequate t0 portray a seemingly indeterminate and

' xra.manted wnrld. Art Las become a medium for questioning the legitimacy, and mocking the
continued use of out-dated artistic traditions. Mure importantly, it is a forom 'for. the
expression of mount-ng social unease and a crisis of culture assoaaxed with this quastionmg
- of interpretative norms. Contextualising absttaction in the current soc_xo-pohhcal environment

exposes a deeper meaning in landscapes written in modernist vocabulary: abstraction is not

merely adopted by artists as an aesthetic theory with partiouter formalist principles, rather it
s "a necessary means of coping with their own disturbing perceptions of psychological and
cultural crisis” {Chapman, 1981, p. 25). Chuos in the medmm echives a chantic world# urgency
of viston roflects an anxicty in the spirit. Retuming to Atkinson’s landsoape (Fig. 6.6) in the
Bight of South Afiica’s socio-politicel zealitis, the viewer must be struck immediately by the
unsetiled, and unseitling character of the image. |
“ ' . . | f;ﬁ

A turbulent sky presses down on a tormenied field: The heat of Afiica mdmated in the
vibrant. yellows and teds now refers as much to the seazingtensionthatbumsits social terrain
as it does to the country’s physzcal chmat:c mmmsxon. The imposing blue mass may suggest
a.nnnpendmgdoom,butthethreat stems asmnchﬁ'omhumamt}'asﬁ'omnzmre Thereti

“pathway throngh the oentre of Atkinson’s world offers his audience a route into the pamtmg;,

but does not suggest tefuge in the lan&scape to comfort the traveller (see Appleton, 1975). .

Rather, the mangled bush might hide dangers, a promise that is raiterated by the sky that warns
of a storm 1o come. There isa prospect, however, that might entice a traveller to traverse the
landseape despite its ominous character. Is it hope that shimmers in a yellow mass on. the

horizon, or merely a mirage suspended above the heat t?f battle and racial tension? Itisupto

the white African to decide whether to persevere of 10 abandon the journey through a country

with so much danger and so uncertsin a futwre.  Atkinson’s landscape is bomofa;l_

imagination in touch with the mood of sbuthern Africe and the rising insecurity and paranoia

of a white populace. The painting dramatises the growing anxiety experiznced by an alienated

individual irapped in a turbulent world. Indeed, it is a “White African landscape’.
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Alexander and Cohen's (1990, p. ™) asterfign that absiract art tends to bé “safely ahd

ostensiblyfrec of any historical or social issues beyond the artist’s own seismic brush strokes”

is clearly based on a superficial reading of the abstract imags. In fact, the issue of legitimacy

for absh’actartwﬁhmth&spectﬁclocal somalconlext:smtoneofcontent hutratherof
accessibmw It is not the artist’s i 1gnoranoe of socio- pohtmal realities in the mndscape that

- mmtcscntwmm bmthefactthatthepopﬂarwewermﬂpmbabbrbeunabmtoundmtandthe

mphcatzons embedded ina complex and’ amb:guous artistic medium, At times, formal amstw
considerations seem to surpass geographical implications, both in the manufacturc and the

Merpretatmnofamvorks The resuit, mfact,zstheoppomeegmmeofnnagezythatdem_

ofthelandscape Here,pmonalmvolvemmt:smtmse yettheamsts personality and the

'-extemalfeaturesoftheart asaxtwork’tenﬂtodwarfthecharamerofplace the image is

reduced (or elevated) to & personal and inaccessible fautasy.

L
i -_" 4

In their retreat from appearaimcs absl:ract arusts are m danger of mmultansously hldmg the -
autonomnua truth of the envmonmexﬁ ma.sk:ng genius loci with a vencer of illegibility that-

uragesaudlencestomterpretthalandscapeby andalsofor themselves. Althoughxt

invites intellediual involvement from the spectator, the fluidity of meaning mherent to.

abstraction often fails to challenge predetermined visions of place resxdent within its audianoe
Escapism is encoura@d by the very ambiguity of the images: vutua]ly any interpretation is
valid.” Moreover, in the interests of public mderstandmg, tmgmsable subjects are a.rguably

-3 more satisfactory means of commucicating the truth of place even though abatract -

expressions may be a superior means of exploring them alone. Red blobs and swirs of blue
and green may refer to an external sitvation, but for the masses, they bardly convey it in a

coherent and persuasive manner, By contrast with'the ambiguity of abstraction, béth in terms

of content and method, the immediacy of muth oontemporary blac.k arf duecﬂy conftonts its

audience mth the shocking and blatant ::eahty of a landscape tamtad by poverty and suffering, “
and wracked with violence and protest, Realism has been adopted as an approptiate a:nd .

authentic style of representauon for recordmg the truth of the local situation for black people,
both as sub;ects and, more recently, as viewers of art. It extends, in the mntext of mzd»cummy
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‘protest ari and post-1976 black consciovsness a&, beyond exposing the sucio-'wnnomic .
realities of apartheid that township art exposed, to the cultural purpose of conscientising and
politicising 2 popular audience. - B

'Soﬂo—pnlltiwl fuel kindles an ari of resistance
IContcmporaxysouthemAmsa:sshghtwrthanhmpmonandhope Yet, theﬁreofhatred
angmandconﬂmtmstmnmandhasbumtfor!ongn ManySouthAﬁmanmueshavefelt

_ th¢seaungheat ofpoht:calunrﬂandpohce bmtahty andtheapathyofthmmhab:tantshas

‘\;’)

melted in the blaze. The flames thet left Soweto smomciemg in 1976 tmust be seen especially
3 a tuming point (Chapman, 1981; Williamson, 1989; Sole, 1991): runoing battles fef
hundreds dead or wounded and,more unportantly, shocked a generation of black and white
South Adricans out ofum-lew The bloody red glow in the background of Thoba's (Fig.
6.7 }976 Riots communicates this heat, aind his ﬁgums recall the pain and suffering that was -
ioflicted, mainly on students engagad in peaceful protest This work, representative of’ a
: pmmment theme of protest in tﬂwn.'.'-h.ip art and indicative of ity escalating association wuh the
black consciousness movement, implicitly marks a trausition in all South African thmli:mg:
their own way, every citizen renponded to the reality of socio-political tensions that could no
lonmbelgnqudaﬂerthe Soweto mts. The year 1976 is a watershed in artistic activity too.
Wﬂhamson (1989 PD. 8-9) comments on the shift:

S ——

5 he years o o, hero would o a growing esibarion amongat ani aparth Force

{and artists] that cultoral resistance was & tool of immense power ... [a tool for] bringing
about change.” ' _ .

From this time onward, the southsmha]foi‘AﬁicéwouidbehdmctoanMofresisﬁmé.

Central to the modern phase of southern Africa’s art history is its relationship with
progressive organisations, trade ugions and anti-apartheid forces in general (Younge, 1988;
Williamson, 1989). The link underscores the pivotal role of art o protest and, oonverseiy, of
protest to contémporary local art. T-shirts, posters, murals, baoners, plays, songs, and other
forms of cultural expression are mtegralwthe contemporaty mass struggle mﬂ political
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Figure 6.7 Thoba: 1976 Riots, 1917

circumstances in the country. Painting, sculpture, prose audpoa;yhave somilaly raised the
banner of resistance; the fine arts have united with popular culturs. Indeed, conventional

aestheﬁc'aims have besn submerged under the new indigenous incentive for producing art: |

the promise of art as & form of human communication which is visually, emoﬁﬁnauy and, at’

Fob i e e e G, et ot 228 e bt e

, s 10). :

Formal compositional and aesthetic considérﬁtions are now less important to much artistic
endeavour than are the expression of human experience and the declaration of a cultm'e of
resistance and violence, Mzamane (1978, p. 42}, recognising the pervasiveness of politics in
daily life .and the need to convey this in art, comimented that the local artist is "unimporiant,
irrelevant and probably alienated unless he is political. Art and politics in South Aftica ... have
become insepa:abie’. Answering the .demands of socizal relevance, artists have increasingly
thrtist evidence of socio-political forces io the forefront of painted and poetic landscapes, as
awkward and conspicuous, but inevitable features of place, where before they 1&1@ in the
shadows - in the silences - of re-treated geographical space.
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" Artistic representatwns of the pmva:lmg atmosphcrc of inszcurity, fear, dxsxﬂumonment,
and violence in southern Africa vary congiderably, bothmthmrtechmwlstyleandmthqar
approach to the subject. Some are realistic, others border on expressionism; while many
sitnply expose 2 warped social structure, some attack it Teale (1'988). allies the latter
dmtmchonmSouthAﬁmanartmthmqe she suggests that white artisis are cutrenﬂy:nmgcd
in active social criticism, butthatthmmé)ompamtxvelyhtﬂebywaycfapatcntanddimct

 polemical biack art in the country. Indeed, much black Aftican art embraces the relatively )
' unsophisticated task of documenting ths 1mpact of explmtatlon and supprcssnon rather than

criticising these in a parody pf theu- makers Limited and westernised art education that
constituted a ‘cultural viiuum’ (Scle, 1991), coupled with an Aﬁmnuadincn in naturalistic
imagery may be at the 1oots of the sbsence. State censorship, ivﬁich ‘occasioned the banning
of work and the mpnsanment and exile of artists (see Gordimer, 1963), has probably been
even mose eﬁ‘ecuve in destroying an artistic expression of protest:

gohﬁefrﬂﬁ %“h&“&ig'ms

and Wopko Jensma's poems
and Breyten Brey!mhach’s poems

and Wally Serote’s

and Sipno Sepamla’s poems

and my own poems

They hate music and poems

and pictures and statues

they have cleaged out the country

there is silence between itz bare walls

deaned by the vultures

. (Brom Horn, Silence in Jail, cited in Srczﬁ?'fdz 1979, 2 (13, p. 5).

Yet, even realistic recordings of the deprivation, hardships and emotional burdens imposed on
many Africans represent a form of protest. prrotestixpart of the spixit of place, it will find
a home in the art produced by a country’s inhabitants. To find the reference, it may he
necessary to look beyond obvious symbols of resistance, however. Particularly for black
artists, often the very style of expression is an act of defiance agninst traditional conceptions

ofa:taﬁdlandscape. .

Intense and concentrated expressive atfistic language in the form of reaBistic-descriptive
imagery can be a route towards naturalising ideologically charged and warped interpretations
of place. Forblack a:ﬁsts, however, the siyle is felt to be consistent with the message of protest
they carry - a message that demands a ‘language of urgency’ to convey it: “we have got an
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urgent message to deliver”, Mishai (1976, p. 121), tells bis fellow artists, “We have not got the
time fo embcmsh this urgent message with unnecessary an& cumbersome omaments ... and
_loﬁy styi:' 'Ihe message’ revolves around black eonamousne: Jaroand "the need for biack
'umtymfhefaceofaparkhmd theneedfﬂrpohucalandpsychologlcalﬁberatmnand
self-reliance among black people, ... fand a] rediscovery of history: and culture, so long
denigrated by donnnant white zdeologtes [Sole, 1991, p. 179)

" We will have to dorty [smash] mnmﬁona] Siterature, old fashioned critic and reader ahke.
“We are going 1o {ucypit and shit on literary convention before we are through; we are going -
to exparimment and probe and not give a damnn what the critics have got to say. Because we are
i_n search of our true selves - undgrgoing seif-discovery as a people (Mutioatse, 1981, p. 53

_Realtamdocsnotprecludeanaﬁafremstance,onthemntmry,ztlsthemednmandthe-
foundatlons for an effective expression of pmtest Apazt from consczennmng & black audiencs,
the blatant recording of i m]ustmes nuunshed_by apartheid forces 2 white public to acknowledge
and take (or place) responsibility for theharshreahnm they expose so_cmiy as the result of
socio-political factors, In southern Afyica, nontemporary black art is inherently an art of
resistance, aud realisr is an appropriate medium for portraying a landscape of protest, an
environment in mn, & place raﬁidly being inundate& by the avalanclie of a cuiture of

violence..

Alternative histories and innovative readirgs of place

Adjustments to the local Jandscape brought about by a cha:rged pohtmal atmosphm itself
inspired by the struggle for freedom, are taking place all over the visible enwmnment.waﬂed

and electric-fenced white suburbs rub shoulders with burnt-out shacks of informal settlements

and bullet-pitted hostels. The change is perhaps more marked in the public mind: pmcpuons '
of South Africa have shiftesd considerably, and local art matches the move. The painted

landscape is no longer idealised to cater to conventional acsthetic dembnds for peaceful beauty,

Instead, it is used as a means of quwtiaﬁing accepted understandings ,‘. ;.iiace. in a direct

challenge to the conscience of a white society that for long submerged s alities corlicting with
its own needs. Indeed, an important component in revisnalising the landscape involves
subverting these pmmous interpretations; the pol:[tlcs of representation” - the politics of art

itseif - must be exposad dominant white pafriarchic accounts of hzstory evicted, and

140

e M A AL o) PR T o | i et T bt



Figure 6.8 Grendon: Ons Vir Jou, Suid Afvika, 1985

aliernatives proposed. History is a rich resource for the artist {and the geographer - see Crush,
1992) in southern Aﬁ:ica for past interpretations of the iandscape are so obviously biased and
eurocentric that they invite mockery and disbeliaf. Cunsaquenﬂy, caolomahsm, nationalism and
all their artendant myths and revered heroes and events have become a common sub]ec: fo\r
contemporary artists.

&

f:-

The violent upheaval of bistory in Grendon's twelve-metre long pa.mtmg (Fxg 6.8) that_

questions the roots of South African identity, has assumdms statug ag aresastanne artist (ses

Williamson, 1989). The country’s national anthem and flag offer a2 broad umfjnng thewme,
mﬁsmgtheworkmthacymcalﬂavouraspahmﬁsmmcleaﬁycnﬁmsa&fm 1tsb1:mdnasst0
exploitation. Grendon claims to document “the real eﬁ'ects of the arrival of the varicus
colonising forces” (cited in' Williamson, 1989, p. 12), and the picture is grim. A foreign ship

4
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is Jaden with weapons of all descsiption, including the chains of shavery, These all but
submerge the influence of European culture and edzmhon, an:i dde high on the szas of
tradm:malAfnca anoceanofshmlda Skcletalﬁgmesamfomadmtosermuﬂemtheseﬂlers
houses and gardens in the left of the composition, and in the mines to the right. Capr&‘»hsm
' hmmoﬁrﬁggﬁe%ﬁOﬁWﬂJMhMMﬁMits mxmralmsoumes aswellasthe
people of South Africa, and m:htaxy force is used to sub]ugate them bmh Even religion is

showntobeaweaponofoppmssmn, ThehxstoncGreatTrekurevxsnahsedasapewerted-
nnpamnonofAﬁ'ikanersgmbo!s CapeDutnhhnusesandmgnument onthelandscapeby

"amechamcalsomal system,thclandmrapeﬂbyadommmmgwhate Jmpgater Thcﬁgm-cm

the centre atop a phallic canon, is an nnpasmg symbol of this szmatwn ;
Ra.clal intolerance is conceived explicitly m Grendon's mgmmoth work. Like o%her

muovattve pictorial and poetic narratives of histonnal events, the amst has rewritten accuuﬁ'ts-

| of the eolonizl frontier, white conquests and subsequent exploitative activities in terms of the
diapossessioﬁ and exclusion of indigencus peopls. The result is 2 complete subversion of '
South African bistory as written in colonial and neo-calonial catalogues, It makesa s skery -

nf white patriotism and 2 aham of the colonist’s supposed civilising influepes on the
sub-continent. Criticism is not the only route fowards a new understandmg of southern Afnca
 unveiling the deified “truths’ nfhstoncalannals fo expose thel:mythnlogtcalfwas is buta
springboard 1o more meamngfral plane mtcrpretatton Ex:pandmg the mmmve the artist and
the gmgraphm' art able to explore the reality of local landscapes textured by human experience
-legmmate and uncensored humanlandscapas Indeed, themxsamazeuf’hxdden places and
spaces 1o be explored and documented. Mar.y are geographies of black African existence, since

these are the ones that were so forcefuﬂy repressed from the late eighteenth- to the

mid-tweptieth centuty, Where art previously served to perpetuate and justify white i orance +-

of black reality, its primary role is pressitly to explore the terra incognita {Beavon, 1942 of
blaci;landscapes It is in literary and visual ¢reations that Aﬁicanshavcﬁna]ly Jé;igiman
active poﬂunnmthe history of southern Afnca mtharthanbemg erased or suffocated nnder
a blanket of wlnte propaganda.
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Thcre—laymgofmodmnhlsmrymrdmgtoblackexpmcchas becomeaputcm

o temedyto theprevmusexcluswttye\fwmﬁehwtormlmunts The 21 March 1960, 16June
1976 - ‘-pse ars thc dates - Sharpeville Soweto, Alexandra, Orando and maiy other

Ak

_tmmsh(ﬁs that have been scenes of violent cunﬁuntatwn are the geographwal nodes in thc new

Ry

- aceount of lmtory Funemls, m-tpnsonm; iits, the madequac:es of Bantu education, exdes the

state of smergeticy, Mandelasxeleaseandmlentremstarcearema]ormgredmnmmths

I .modemunderstanrhngofplacm Thab!ackcommumtymgmami andstudentsmpamcular
~are the heroes of battles in the name of freedom. Mzamane {1384, pp. 158-—59) empba&aes the

significance and Isgitimacy oitheAﬁman mterpa'etatmnofhmtory

Iuy toconvey.mawnythatseveral accounts by whiterepoﬂers do aot, what:tfeltliketobc
one of those luvolved, and to convey how life in the townships was transformidd in its response -

" to the call of the students ... My story thecefore, is another effori fo “teil more of the truth than
the historiaics truth’. o

Thnba (Fig. 6.7) gehicves t]:le same. thmg pmtox:ally His rexn'esnmaﬁon of the Soweto nots
is jnfused wuh the despaxr suffered by fannhes who lost childre=- youngsters who play games,

but who also die at the mercy of army weapons. Perhap& the wirl mth her amputaied Jeg

' represents the mutilation of the entire black comsiynity and :iot just one of its mmnbers

Julture nc longer provides South Afncan communities w1th a a‘:neld from sociat m]usticc
and attcnq protests against it, nor suppom the ideology that legitimises 'them, they are
presented for_allto see. An important ramification of the shift visible in artistic content is that
southern Africa has been filled with figares - literally and symbolically. A bourgeois aesthetic
that generated ’pure'.landscape ‘painting - the';:__gxpz'eséion of au-ideologinal"_possession a:ad
conquest of fand (Bermningham, 1986) - has boen toplaced by gn emergent tradition of

“peopled’ landscapes that echo with the voices of its communpities. Pigores msh through ™

contemporary szenes, screaming, jeering, t:rymg More importantly, subjects now cnnfront the
spectator where before - evmzmtomsh:p art - theyhadhumbly avem:dthmr cytssn a3 not
to waken the conscience and cause discomfort. Landscape is no Ionger the: exclusive realm. of
theloncaxustseehngacommumonmththcemnmnmmt nmthedomamofthcmasses

the often angry masses, It is charged with human emotion and intention). a.,volxen with
meaning, with pride, anger, hatred, irony, and with hope. The shift is appropriate, for now

mors than ever, it is mthe - actions of its people that the essence afsouthemAfncahes, threngh

\ /
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them, the racial tensions, confrontatiotts, fears and prejudices that give: the indigenous
landscape its distinetive flavour are expased. The people embody - indeed, they are - the

 personelity of this place.

Art points the way to achmmg a new appzrematxon of the Iandscape that is not. tailored 10
cater 1o bourgems tastes and expectatmtm, but that embraces the outwash p]a:m‘. f social -
mjllstlce and Iandscapes fertilised by the manure of suffering and outrage Pubhcasmg the often
ugly charzcter of axmtentia] environments in southern Africa locates the project of examining
place securely in the present. The modern challenge is to confront socio- pohucal realities in "
an effort to reafise a more harmomous “ieraction between people and plaee: Mm‘eover, the
cutrerit spirit of the country is infused with suffering and violence. Postraits of ti.e country
d:splay a meagre understanding of its personality if they pamt silent landscapes. The cotntry -
ra:ely hag jts mouth shut Spectators would surely fhil to recognise southern Africa if 1ts face

~ was not o:mtorted with the scream, of anger or the wail of mourning, and Jf its bmiy was not

pmsed to ﬁght, in flight, or bent with gnei Moreever, a truthful hkeness of the mmutrywould :

. have to show jts cmaciated features: the mul of this place is wizen with drought, both that

mposed by nature and the more permangnt dearth of peace and harmony among 11ts people.

Suﬂ'mng landscapes

The most conspmuous and familiar aspect of the South Afiicen landscape relates to its
governmsnt’s policy of residential segmg;atxon according to tacial classification. The racist
polifical legacy not only lends a peculiar physical geography to the landsmpls that has
out-lasted the legislation that created it, but it conditions every aspect of daily life}or alarge
black urbn pepulsce and iv therefors central to the humn dimensiny. of place as well. Local
art has leamed to be a sensitive scribe of the distinctive South African socio-politica
circumstance, White artists express their anger at the apathy and absurdly dastfu&tive nature
of their own comnusity in portraits of a mutant sosiety. Unkempt, fat, deformed caticatures
of ugiiness symbolise a country cousting disaster, Black artists, by comparison, ecord the
consequentes of apartheid. They document events in a country aiwar (Téﬂm 1988).
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"Although it w:,’a previously hl—lackeﬂ by the vogue for desmptwe somo-reahsm. bla.nk art
provides a part:cularly rich record of the wavye of misety that aparﬂzmd has caused. Espcmally '

with reference to the township scene, experience is expressed in blatant z2nd emotive t«am:s
documenting llfe is the ralson a?’etre of much black urban art (Vaﬂb:aete, 1989; de Jager, 1992)
“In my pamung” South Afncan black astis: sekoto notes, 7T was trying to give a picture of lifs*
(cited in Versiraste, 1989, p. 154). To be realistic, the picture must extend bey<id externafities, .
however. Sydney Hola affirms. the centrality of expenence “] draw from the heart, I fraw

what T see happemng he says. "Drawmg is not the same as taking a photograph: one can

put feeling and experemou into a work of art that cannot -be- shown in a photograph” (cw:d in
Wilismson, 1989, p. 134). And it {s the reality of emotion that is a significant component in
the spiit of place. '

‘The human situation is usually presented in resistance axt within the sociological context
of enforced racial separation and jts attendart deprivation. In an intimate conversation with
socio-political realities, emotion interjects numerous loud remarks about the landscape

- through art. Discomfort and :'nsu-hvenience are major conseguences of the pdlir'y of racial

segregation, but even they are dwa:fed by the giant emotional ram:ﬁcahons, pf severing people
from their homes and their fannhe.s The summary demolition of black homes by apazlhezd
forcea, particularly behmd the shleld of the dreaded bull-dozer, is understandably a promment

theme among black Sowth Aﬁ'mali artists, many of whom have w:tnessed the destruction

|
first-hand. Bitterness is often accompamed even submerged, bv despair. Patnck Holo’s (Fig.

6 9) Desperate captures this emoucn inn the sontext oi' a sezne portraying the demolrnoz!s of

Modderdam and Unibell, where _evgen the Shildren were bulldozed. It depicts 2 limp, forloin -

.ﬁgmestandingbesidethemmna.nt%ofaoofrugatedimnshackthatomewasahomeina

squatter camp, The thin body hang:s with the burden of despair, and the face is wide-eyed and
frowmng in helpless resignation. There is no anger here, only sorrow and pam 100 severe to
relisve vnth tears.  Sometimes th;: angrmh pours forth, howevér; it echoes moumfully,

‘helplessly around Hlongwane's (Fig. 6.10) subject who, ix “he midst of destruction, Jifts her

arms to reinforce her desperate plea: Where to go?.
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Figure 6,10 Hlongwane: Where To Go?, 1986
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sympathy for an audience that ari‘had ally

“The harsh black and vikite nes of the finoout images portray the experience of suffering

* in poignant andpowed'ultmns Thadestructlonofhomes is a significant and inescapable

element ofthelocallandscapeforxtsblackmhabxtants. Death too hasbecomeafmmflﬂpart '
of the expenence of townsths, if is: '

the istress

with whom we .

brazenly carry,

an jlticit love a@aﬂ -
that ends only o ._I‘Ifr' :

, in the grave T :
' (Erom Mitshali, Death - the tart, clted in Mta‘:ali, 1971, p. 80).

-&f

EX

In Holo's (Fig. 6.9) image, the round cyes ofdm&chﬂdmnstarchfelesslyat the viewer, echomg |
the circles that thelr lips trace a;em;d silenced screams, Distortions of bodies and the selection g
of detail contcibute to the expresm} wer of this disturbing work. The artist shows Ettle
helped to shelter from the crueler side of life. __
3 Hlongwg?_f@ too presents the naked tmth. of

Socio-realism charges forcefully at the audﬁ
destruction, the truth as experience kncws it - the truth that society would rather deny.

: ) Anot}{ér emotional reality that permeates black tives in South Afiica, but that hardly
touches whites, is the persistent danger that plagues them, both from the pohce and from
vigilante terrorigts. Sydoey Holo ingiudes both (Fig. 6.11) as a combined force against the

 innocent township dvweller who can only rim from theis assaults, 'Qhath scatters evidenos of the

attacks across the landscap& The presence of the police and thmr vehitles, in particular, has
become as prediotable a feature of the township scene as the irees and flowers in English
landseapes, They are a premonition of the further fmgmeqtam_ of tqwnsmp communities
thmugl;detention of family members. This situation, typical in the state of emErgency, angers |
Sydney Holo: “The govem;\pent has get no fgeling sbout the pé;ople, no feeling about our:'
fathers and mothers. They just take them fike dogs”, he says (cited jn Williamson, 1989, p.
134). For many, :t is also a source ofwﬁeﬁng, an émotion that m captﬁred in Sydney Holos

No Ife (Fig, 6.12). The anguish of tho young mas in the forcground, who presumsbly i the

recipient of ‘'no Iife’ - the fate that awaits him in a prison cell - is a stark contrast to the

smirking confidence of the policeman who is arresting him. He too shows 'im life’, howevyer,
a5 a gold, detached instrament ‘of the state. The intensity of the boy’s emotion stretches s
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1986

Figure 6.11 S. Holo: Crossrvads,

e 1986 -

Figure 6.12 S. Holo: No Life,
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face into a skullike form aid clenches his hand info a dosperate fist. Once agsin, the strong

imagepmdumdusingthe linocut"technimle confronts theviewarvﬁth a harsh reality; a reality
towhchevcrymothcrandeverysonmustmelybeabletorelate Theeymafa}ltheﬁglm '
look outward, makmgthe work even motre éxscnnoemng Sorrow flushes the scens as the

mother grips her child.

South Africa’s black urben artists do iiot simply document the township scere, they
'lughhght the meaning that deprivation and d:scnmmauon have inscribed mto the very:
landscape. More importantly, they point to the socm-pohtmal parentage of the:r condition.
In the spmt of mmstance,_ they usually condemn this relationship and dehnegte the process of
mobilisation snd violent resistance that are a combative cha]lenge to the dominant ideclogy.
To return to Holo's image (Fig, 6.12), there is an anger that dilutes the despair on the mother's
face, orperﬁaps it is the gel of determination that séss her lips in a fim crease on her fae and
her arms m a sirong hold around ithe boy. Moreover, she dominates the compasition; her
Jargeness providing & protective shisld for her son, but simultancously contesting the
superiusity of the policeman. She cannot rival the armour that adorns him, but ber clenched
fist seems 10 award her with a greator physical strength, The fourth figure in the scene -
onlocker - similarly appears less shocked than disgrustled, l.mwﬂhng to help, yet u.mmpressed
by the situation. The roots of defiance are smely simmering here. They are often more directly
expressed. Resistance is conveyed not only by exposing the xeahncs.uf political oppression,
but in fiery scenes of riots and battles that captare the frustration and smger of its wcﬁmsaud
their resolve to change their fate, | |

Landscapes of violence _ __
Adopting an active stance against the imposition of a life of fear andextemalcantroldnSOﬁth N
Afiica’s township residents sually means becoming involved in their ongoing battle with
police. The culture of violence is sowhere more forcsfully filustrated than in pictorisl ast,

Hlongweni poetically records the political reality of police brutality that scars the social -
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memory ana inxpires the defiance to metivate the common resistance from black urban
dwellers: - | |

Mama let me go
- 1o the battle
on, 21st March
They've killed our haroes
animals

in their land of Afica '
they have been killed by the boers ' :
Mama let me go .

to the battle '

on the 16th of June

They have kilied our students

Recent South African lustmy is nddlcd with the wounds obtained in such battln. Thzy lmve
their impact on the landscape. Moloto personifies Alexandra township as 2 hero of war,

symbolising the endiess suffering and struggle of its inhabitents:

I rememiber your flesh, bullet-riddied.
Reddish sozking clothies
Dripping like a blanket on a line

Drops shrinking soil below.
. (from Alexandra {trudged on), cited in Staffvider, 1980, 5 (3), p. 20).

Art is ag emotive testimony to the violencs that has wounded the lasidscage, both physically

* and in terms of its character too,

Hlongwane's poem (abdve) isa comi;anion piece to his (Fig 6?13) pictorial repﬁsantaﬁén
of a townshp at war with the SouthAﬂisanstaxe Thefam:'.har scene of families being tom
apartlsrelteratedhere Intheﬁrstunageofthemptych a mother fries to restrain her son
within the safety of their home, Concers on the woman's face contrasts with the hostility,
determmatmnand a{gressmn in the man’s, His reason for leaving is obvious: a police van is
visible through a wmdnw behind ‘the fignres, In the second i image, wniformed policemen are
poised behing the strong, rigid shield of their vehicle, brandishing weapons and cameras. Their
opponent is ot yet visible, but the unmistakable corrugated iron shacks set the stage 23 &

townshlp environment, The haphazard and fragile forms of these homes are a vivid contrast '

to the stable and menacing power of the siate. I-Ilnﬁ;gwanaﬁnallydepwtsthemmmt
conﬁ'outanon i a dynam;c almost confusing mteractmn of bodies, flaroes and weapons.

'Tyrasnum.thennmob&la.orpseoi‘amhmhmd:scarded,astonemhnﬂedatthea:momd

police vehicle, and a crowd of protestors masses on .tl-_xe periphery .of the composition, in
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Figure 6.13 Hlongwane: Mama Let Me Go, ¢,1986 -
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anticipation offurt.haruolence Theframetath:sseencmashouhngface and an ami raised

~ in a sign of defiance. Themwkmmomthanadacumentofa(mmmon)wentonthe
socm-polmsal calendar, it is a powerful image of resistance. Photo-journalism is submerged

under active political éomﬂentary; narration gives Way te an expression of ideology.

Although images of resistance are often framed as individualised experiential impressions,

_ theyobtamthm:authenttmtybyexpomngthephghtofaﬂblackwcﬂmsofoppresmon,the

artists are expected to be the voice of the entirs community (Sole, 1991). Consaquently, they
often produce generatised pictures of common suffering or collective uprising. Atonyimnous

'ﬁ@msmdu?deﬁnodfaoesdancethmughstmotymcal]mdscapm Qrthnyaltcndtheﬁmmls T

of victims of war. In Figure 6.14, the township is no longer simply & landscape of poverty,
testimony 16 the apartheid order and its thscnmmatory mterpr’ewnun and moulding of place,
it is an environment of death. The coffins echo the thythm of the dwellings and will probably
remain & feature of the landscape in the minds of township inhabitants. Although Phamibo "

. moums daathasawaste,heportraysitasamadleadingsymboﬁcaﬂytothehoﬁzon,impﬁdﬂy

to the futdre - a brighter future. 'Ihecandlesﬂwkm‘mhopcasmﬂasmmmemurattm In
comraon with many artists - both visual andverbar Phambo pmsents his urtcrpmnon of
theenvimnmcntasagen&mlstatementaboutthetmthufplace Like white artists in the
national phass, hamaymfactbemeaﬁngors:mplyperpehmnnganewldndscapemﬁhfor
different, but equally pohtlcalends

The violent landscape is not the only face of southern Africa. Moreover, it too harbours
exclusions and generaliﬁations: Sole _.(1991) points to the tendt:ncy among Soweto novelists to
ignore social cleavages and contradictions within black society, and particularly to erase White
mdavﬂualsandworlqngclassblackxﬁ:om ihe image. The result is a reversal of the colonial
myth of the superiority,, mewtabihty and correctaass of the white interpretation of place in the
pmtu:esquelmdscape. ItnaturahsesanunderstandmgofsouthemAﬁ'tcabasedonasense oi' '
‘nonplace’ ~ a negative, alienating environment that is the site of confrontation and suffeting.

- Its limited perspective, as with other ideologies, cannot fully embrace the true ‘spirit of the

country. Yet, in exposing the negative facets of plai':é, it provides an isaporiant
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Figure 6.15 Sibanda: Thiv is My Life, 1988.
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oc;:nter-balaz-ice to vhe idealistic stance adopted in the silent landscape. Consequently, it offers
a platform for exploring the contemporary personality of southern Adtica to which the h1$tory
of apastheid has leat the most distinctive feature. Sibanda’s This is my Ife (Fig 4.15), for
instance, is  collection of symbols that are now mﬂmatcly associated thh South Africa and

: thatfoundnoplanemem‘he:“*‘*psentaﬂonsofthecmw'

'\. -
t -j |
e '\':_s.. il

Theremnants of a nacklam:g scartheforegmzmd ufS‘bandaslandscapc,]ustasthgym

_s:tuatedmthefnreﬁnntofthesnmlmmoryofsémhz%&m Another typical image is that
' ofabummgcar,ewdenceoﬁhemlmcethatmgesk ple and place atike, andametaphor’
for the spirit of protest. Predictable too are the group of angry protcstors. 'I?hsy march‘ -

towards the spectator who is presan:ed 10 means of escape through the pamted fandseape: to
theic&xsthaﬁerywreck tothenghtafence Ifthevzewarvnahestojdmtheappmachmg
mass, safety may be assured, but the fate of an outsider trapped in the inbvitable path of fury

will cérta;in}y not be pleasant. Sibanda threatens the secyrity of 2 white audience by over-riding
its ignorance; he appeals to 4 black audience to take up a political ethic and fight for Seedom. -

By referring implicitly to both sides of the socio-political expe.nence the artist presents an

evocative impression of the meaning of the Iocal landscape. In ﬁxe current angered and |
politxcmed ahnmphere that often precipitates violence, the voices of pmtest cannot be ignored

mattemptstocapmtheessmceofthemunt:y Thespiritofsumheméﬁmarumbleswnh
thefaetaf‘the toyi-toyi and reverbe::atas with ‘the ma.c:y ot‘a.nauonmtumult, a.nah(m

seeking a nevr identity, £

154

P



R B

R

" CONCLUSION . | AN

Places exist not only as environments for objective study and impassive interaction, they are
‘also locations of intimate human experience and intangible response. They are approached

and understood via the heart and imagination as well as via naked eyesa.ndtheiﬁtionalmind'

In. the public sphere too, geagraphcal realities are textured by values, mxenhons, myths aod -
) eollecmre uieoiogtes The resultant hugamistic identity of pIace as a ventrc o umg is

poorly recognised and explored by local gaographers who continue to mvestag. ,,1:!:, !. emal
character of southern Africa through a dense screen of theory and quanhtatwe methodologtea

There:smeagrecommentaryonthespmtofthemunhy 'I"neekunnofartﬁ'omthe"

indigenous disciplinary fiterature aggravates the satuauon for the echoes of piace resound
through painted and poetic Izmdscapes more than they do in other geographical languages.
The insmmé;:ts of art afe superbly tuned to the melodies of place. “Y.ocal artists orchestrate
the vaded and shl.ﬁmg interpretations of sout.hem Aftica into a colowrful snd moving opeza
about the umque pemona]xty of the eountry Geographers must attend the show in order to

{,_.
(o

fully appreciate the indigenous voices and visions oi plax:e '

The paradox of Zwman geography failing o capture the full repertoire of people’s
environmental interactions is compounded 100&]114:’63:{ the fact that the territory confronted as
subject is heavily laden with human experience. From their hesitant yet arrogant colonial

beginnings, to their wanderings as a nafion seeking a legitimate placs in the country, to their

contemporary socio-political tensions which precipitate fear, paranoia, anger and hatred, South,
Africans have coated the face of their country with a thick layer of meaning. Apartheid in

particular has scripted its tragic drama in the environment, and the opinions of varions actors |

involved reverberates across the modern landscape. Contemporary maps of southern Africa
fail 10 represen‘ ‘he wealth of myth and meaning that have condensed around the co.mtzy in
over two centuries of human interaction with place. Cartographers can no longer be ndlculed

for inchuding “savage pictures” and ‘elephants for want of towns’, as Swift accused them of

doing (s¢e Chapter 4}, Yet, modem cartography is arguably less vealistic, for it overlooks the
truth of experience. Swift's observauons Lﬂgb.t be up- dataf‘ Ay 3“; e S
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* So geographers in Afric’ maps, S ' S N

With boring symbols 6ll the gaps, R : o .
And o‘er the couniry’s smpty fgee, -~ : o o o /
Etch objective tmth, but,, E,z.!‘e':xe place. _ o ' L

Aﬂpomtsthewaytowardmmdumngthe personality ufsonthcmA&catothegeogaphmal

disciplipe: it expmssas thj} aasthetm hmnamstzc, cultural, humaitz d:mensmn of p]ap;‘ 3B othct

appmaches underplay, Appreciation for pmnted and other artistic laudscapea may mb&*fore

ailow academics to achieve pommts of place

Southern Africa has endured a varied and oﬂm abumve mlaﬁonslup w:th the people who

'mhab:tﬂslanﬂscapcs Initially, themcha;agernfplacewassmmhmdundsrthe
_dsmmmmgmdﬂnpmzpersonahtyc}f m‘@\*:-t:iety Theyduthﬁ:lpmncercommumtj

at times appreciated the t}hazm afnatmes mdlgencus face, but s mor. - bled with
asserting ity own anﬂwnty’*and supetiority, and w1th unpressmg its mﬂuenhe o:hhe Iand The
imperial grize sought a mirror ofitselfmpiaoe and scorned uniamﬂd wilderness as 2 mbeﬂwn
agrinst its domesticating efforts. I.atar, southern Aﬁica fotmd & humbler partuer inashyand
vnsettled community attemphng to dew:lop a more matyre gnd mﬁnmgful interaction w;.th
plam I\at:onal artists searched in vain for the sr,-,nt of a country that seemed 10 gmw ever
ha:deraseﬂbrtswmmadeteengagmt Yet, theaiiantlan&&capestheypamwdalsomedw
masktbehumanfmtpnnts that were scarring place. Anadolescmt sometywas struek by guile,
unq'zﬁamtyandtheneed to legitimise its own presence mthelandscape, a]ltrt‘wh:chtamted

© its appreciation of place. Perhaps South African society may finafly indulge § ina sincere and

moutually rewarding marriage with the country, Cm:;mly, contemporaty :.mages of the
landseape ares more bonest reflections of the local mtuaunn and aie eump:led using md;genous
expressive fabrics. The cotutry is no longst dxfined by Euxopean stannards and ideals. ‘I‘he
future pmvsmscs a vibrant celebration of place, as imdigenous i . takes ﬂxght amoss the
landscapes ui"muthem Africs, Hop&ﬁﬂly, South African gecgtaph; may eventually experience
a sirilar metaraorphosis. |

By vn-tue of the tichness of logal qualitative resources, ﬁns dxssertanvn pmﬁdes a broad
impressicn of the spirit of southern Adiica. Sensozy awz,, ss end zmagmanon both those

of professional _art,tm and those of the author - are adog,__ _ras appmpr_mﬁ:_ tools _for achieving _
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an intuitive reading of the meaning of place. The final pictare is uztheorised and gannot be

proven; it is true 1o the  dialogue Betwecn experience and nature rather than to
mtellectual-esmeﬂtxﬁc schemas Proof for the validity of i mtcrpretmons of att and plaq e lie with

the reader: if the conclusions harmonise with expenence, then they encapsulate the Pub;ective _
truth of the lamiscape In terms of the usefulness of the study, it is unpaﬂant to lindetstamd
the broader implicationi of uncovering the spirit of a place, The exercise is not Lm&ym
artistic and therefora pl:asurable excursion.  In addltmn, reseamh mto place q:lay teach
geographf.rs and, their andiences 1o view the environment in a mote sensm\re way; mih,sngatmg

human meanings and aesthetic value may improve peoplc-place relations that hmrc fortoo

10n.g be mrmd by rigidity, - detachraent and severity that characterise thd modern
(predommanﬂy scientific) approach o the eﬂwmnmmt By looking for' the az‘l in place,
people may develop # more intimate and meaoingfil appremat:on of their couutry . This has

Jmphcatmns not only for anwmnmental conservation, but for planning too.
1

An understanding of the meaning of place and placelessness better equips builders of new
enviranments 10 stirzulate positive human relations with place, n the dawring of & sew South
Adrica, the implications of reuniting people in a comfortable and harmonious marsage with
their Iand could not be greater. Architects of the new order must pursue the ideal of a place -
that satisfies the souls and the hearts of its inhabitants. Following the course pluttec:ﬁ__in the
mtemaﬁonal hteratme from geography and beyond, local scholars may embark on thi; maore

., tourageous jouimey into the human landscape. At the same time, they must beware theu trap
of imitating  established, forezgn approaches- to place - a danger that local artists have
highlighted, There is ample material for exploring the spirit of southern Africa, I locm
scholars can coifimue to resist their humane instincts in light of the appommity,-thaii

Y

! academically frigid. They must caress their artistic tendcncles into an ecstasy of meani\*;gs
pass:on and sensetion to reach to the spmt of the southern Afvican Iandscape

4
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