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philusui"hic' expresgsionist poem - Drocgte in die Karoo,

philosophic, expressionist poem - Drou”te in die Fnroo

The pvet has xttcmpted to express a very biy subject. He
achieves a certain grandeur by the slow, heavy rhythm and
with severe metaphors. He has maintained this grandeur by
omitting any refer® ncu to the small human being. Yet it is
int>restin'; to note that the almost surrealist image of the
minute ants adue a gruesome horror to the otherwise majes-

tic whole:

Our hierdie rde hot ale son sc greet
vergulue tourts met w:lm van roct gewaai,
en illes 1is in die verwronge dood

so greep verutil cn vusgcdra.l.

Windduiwels d ms spiralend in die gloed
wat bo die verste flikker-r.nte tril;

hoe dun vloei in did land die sap cn bleed
wvir die lewe so onacker beur cn ril.

Die dc(rnis is hitr uitgck Iwe tot

diep longas van golatenheid cn pyn;

die grys-geraamtes dour di' dors gtknot,
woel micro in die ing vai. br in.

Ver strek dl vlakt soos 'n skitter-see

wat in sy houwclgolwinrt vordof;
hoc stemloos reap dii br nding in sy we. ,
hoc sin,., di dor ball d van die stof.

Die dag is eind xik mo isa.m loggcbloci
ngt*r In vnrre doringstruik s v r;

on to n di, uitg.br mde mum v rvloei

'n windelose skemering tot nag.

(included in Afrik vmse
NatUurpoSsie.)

Van He;ru n h
used it as a i
drought. And

to express or
it to express
the Karroo an
and a more pc

It would s )
. . epe it must b< used as a symbol.
in a significant manner,
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Chapter 6:

SYVMBOL OF AFRICA:

In the first chapter it was pointed out that the
development in painting and literature has been more
or less identical. In the course of the essay the work
of Venning - D.F. Malherbe; Leipoldt - Nnudd has been
classified us representative of the first realistic
or impressionistic group; and that of Pierneef -

C.M. van den Hecver as representative of the second
"nemi-realistic" group. In the third group - accept-
ed by the critics as the most important from the aes-
thetic point of view - we find two artists who again
show noteworthy parallels in their work. Both of these
artists - N.P. van ttyk Louw and Alexis Preller -

have fre aently b< :n regarded as the most important
in Sout’ Africa in their resp’Ctive fields. (1).

In Digters van Dertig Oppcrman enrrumcrates the
tendencies and characteristics of that particular
period. Although this work is exclusively concerned
with ioetry, the charqct ristics which Opjerman dis-
cusses generally apply to the work of the painters who
are contemporary with the poets, although their best
work may have been produced after the 193"'s.

Opperman focus.es the attention on the following
points:

There is an inclination towards freedom from the
patriotic and the local although th sc asp.cts ire not
entirely excluaed. But whereas the earlier work was
inspired almost entirely by the imur'diu’c rurroundJngs,
conditions and events, the work of "Thirty strives
towards a more universal expression. Many of the
artists are city dwellers and so hive loon direct
contact with the rural. Simultaneously the Held of
interest widens. The artists now consider oriental,
exotic, philosophic and religious irgumvnvs, ml
present their own personal views which miy h in

absolute conflict with the accepted opinions of the
community /

EEHELEErE3-E::..

important in South Africa,
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community in such matters. Yet the artists now dare to
defy public opinion far more boldly than their "eccen-
tric” forerunner - C. Louis L(ipoldt. The artists be-
come strongly aware of their artistic mission, calling
or compulsion. They feel that they are apart from the
general jopulace, and that they (particularly the
poets) arc dutybound to bo the spiritual leaders of their
people. Yet they often feel that they are misunderstood
and consequently ignored. The lonely wandering artist
has replaced the popular artist; the self-conscious
prophet has taken the place of the simple peoples'
mouth piece: "Ons is die geeste wat dwaal" writes

N.F. van Wk Louw (2) and one is very frequently con-
scious of an uver emphasis of this isolation. The theme
is used repeatedly, but often unconvincingly in the
early poetry of the period. Sometimes this conviction
of being an all-important, prophesying, ego centric
individual threatens to become an invaluable cult or
pose.

One of the most important aspects of "Thirty"
is the greatly improved craftsmanship. Whereas inferior
techniques were excused before because the country s
culture was so young and negligible, art is now pro-
duced for art's sake and it had to be able to hold its
own outside th national bord- ra.

Consequently the artistic activity as such is of
prime importance. To writ or to p'int is no longer
hobby or a pastime to fill a faw idle hours. Now it is
e. vocation or a profession. These professional artists
are very conscious of their work, sumo m-y hiv no
other work besides, while oth rs me+ ii oriat d
Universities or schools where they expound uion their
chosen field of study (3)- ver il Aiit-. critic
essays in an endeavour to enlighten th, jublic

art in genoral and about th work of their contcmpor-

arics in particular. (4). Duri /
uring

Low; N.P.
Wvk Louw: Wliter Battisu#



During this period mild individualism makes way

for a much stronger j rsonal expression and revelation.
The artists experience the d.sire to break away from
traditional forms and expressions which were in common
use in the arts in South Africa. They wish to express
an individual emotional life. As a result of this
sometimes ov r conscious hyper individualism, national-
ism - or more accurately chauvinism - in art is banned
from the work by these men. The poetry becomes more
intimate and revealing of the poet's most personal

and deepest sensations and experiences. The poets be-
gin to doubt the traditional forms of the Calvin!stic
religion and arc in conflict with God (5). In paint-
ing one may sec a parallel to this in what may be
called an exploration of the subconscious (6).

As "a corrective for the interference with the
spiritual”" (7) the visual sensations and impressions
are expressed more strongly and vividly. Colours are
strong' r (8), physical strength is admired (9) and -
particularly in poetry - there is generally a glorifi-
cation of earthly beauty, Ithough depicted from a
personal and original point of view.

According to Cpperman the most important aspect of
the renewal brought about by "Thirty" is "'n strewe na
suiwerheid van vorm." (10). This r suits in a corapl-te
self-rr.volation in a technically very compel, nt form
which is a general charact' ristic in th word 11 this
phase. The artist as a | rson, an individual now dares
to reveal his innlrmost s.li*e Ho i no long* ¢ in lu
background describing a visual reality or an event. He

is now part of it, experiencing it acut ly and compelling
the /

tuiglik , heidenac en 'L;
van Decrtig; pg 54.
8) . E.g . Walter Battles.
9). E.g. W.E.G. Louw: Adam.
10). Oppierman: op. cit. pg . -



thR receiver to experience the emotion too. The art of

"Thirty" has a distinct psychological impact and an

intellectual quality which was absent in the earlier work.
Because these artists frequently wish to express

a reality other than the visual they often create symbols

to express an abstract concc]tion. Many of these sym-

bols are universal and contemporary which can be found

again in Euroj an poetry and painting. But a few are

indigenous. Deane Anderson (11) and Y.Iter Batties (12)

point out that although European painters were needed

to show the local men the aesthetic and symbolic

value of irimitive art foi is, the South Africans have

since approximately the 194C's incorporated tt esu

forms into their art and so have introduced a slight,

yet distinct African character to their work which may

in future be sufficiently strong to distinguish South

African art from its Europ an model.

In the work of both N.I. v n Ayk Louw and Alexis
Preller then is ; definite, apparently conscious,
even determined intfllectual development towards the
peak expressions found in the ej;ic loem 6 17"
painting Frimay ra. It would 8-em that both use their
earlier work as a model for the later (13:>and in
order to appreciate fully th symbolic depiction that
they hav, given of Africa in tt vac works, it is necessary
to trace in brief the i velopment which led up to this

culmination.

In van Wk Louw's fir.at volume Alleonajr w hrrg,
number of poems still have r .lism < = ichat of
departure an was noted in . aal*"-'za ( e IMA*

openbaar horn in die bundel ook as nituardigt

objektiewe bosinging van div natuar no* t oru

tal character of the volume is p<raonal-subj ctive -

expressing an individual human *motion or

mind which may hove bein inspired initially by vinua
impressions. /

3). Cf*Merwc”SchoitZJ"lbclude tot Irolaer. otand

purte, vol. 7, no. 4.
4). a o al’)ove; etoptep 3. $<* 6W pg 631.



impressions. There is constantly and obviously a

distinct inclination towards personal meditation which
was noted in Denncbosso and which is again to be observ-
ed in Grcnso. In his first volume it is already
api irent that "Louw geen stemmingsdigter is nie; dat hy
ecrder die kreatiewe ontdvkker is as die sensiti”f-
ontvanklikc." (16). This is important because this
characteristic - this creative discovery in his work -
becomes all the more obvious, more powerful and more
complete in his subsequent poetry. This attains a \eak
in Ruka in a symbolic expression of a land and people,
which, although essentially African, is free from
time and place and has a significant universality

There appears to be a struggle in his early work
to be released from the local, earth-bound expression
which is common to all. The struggle is expressed
impetuously, almost frantically as in Skreeu (IT,'.
One is, however, aware of a haughty, isolated attitude,,
of a self-assur ncc which Is typical of the ttitudec
of this group of poets. In this poem one senses the
lonely, misur.d ratood jroph-t of the people, rut sim-
ultaneously there appears to be an uncertainty and
consequently there is a searching - a surrealist
seeking? - for that which i thidden from com .onvivv,:

Fk hot die r rde nie g ’oien,

h. r litfllkheid h t ek verbeur
want starend oi die yle vlug

van be Id (n Kkit. ui*

met of- wat blind-*, Lasif was

en wyd van vre R en w an,

wou ek oien wat go( n mens :nag en,
en watg' n mensbegryj , v rot van.

Itseems to be i land of th<Intellect unusiirlt which
the pout of the twentlcth century seeks (!? /v. nta » )
Van Wk Louw creates a strange, drram-llke -surr. i.i,
atmosphere in Ges. rek van dit doolj_iij__b_ '1 th'

"landscape" is space, where there is ne teunuai},
time, no tangible object., no latiorwt

worldly actuality.

16). A.P. Qrovd: Op. cit. pg bjl.
I11'.  Cf*"0th *iOotry'of A. Poland Holst.
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Dio Hulwe Kring, Van Wk Louw's second volume,
Illustrates a logical development of Allc*nspraak. He
himself realises that he has reached a greater maturity
and that youth is past. This is apparent in Ordrar. The
work is more concise, shows greater clarity and more
certainty and self-assurance. There is less frantic
seeking, but rather a confident search (19). "In steeds
aterker mate voel hy horn by magte om elke emosie onder
woo”ae te bring, om sodoende die vormlose tot tydloos-
heid te verhef." (20). Therefore one finds a less
excitable expression? it is more sober, more calm than
some of the passionate poems of the previous volume,
e.g. Horfsnamiddag ( 21). Vier Gebede by Jaargetye in
die Bol>nd (22) are other examples of symbolic land-
scape expression found in this volume. Antonissen sees
these poems as the clima: of the poet's development in
youth, and they appear to close the ha.f-circle.

"Die Skoonarid, die 'b< -Id- en naamlosel selfverwesen-
liking van (X i, voltooi die 'halwe kring' van sy vita-
listiese, cutonocm-lewensdriftige jeug, ontsluit vir
horn lets van die sin van lowe en dood, en begin eindelik
die misteri» van die ewi a spanning tus.-ien ontluittar-
ing en opbo; vir horn te openbaar. Die 'Vier Gebode by
.TatiTim+v> 'n lin Bolandl. 1n apotheose van ( ¢ ¢ ¢ ¢ /

This volume, although it is not so essentially an express-

ion of Africa as Raka, is important bee 1UH*.

Le tterkunde. pg 20°.
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"Met Raka het die eerate groot-opgcsG tte en vol-
waordige <pea in Afrikaans ’Jerekyn" (25)

and it is of great importance that Koki ard Ruka aa well
as the setting in which they move are symbolic of the
African landscape with all its variety, contests and
conflicts.

Raka is a logical development from Van Wk Louw's
previous work, but also an

"oorgang tot 'm nuwe faoe. Die psigiooe inhoud bly

essenaieel dieselfde, sy profcetskap on die gevolglike
tank, wat horn opl@ om die moesterekap te beveg tot die
onderbewuste bronne van ons 7leinthike menalikheidl, tot
die primfire kieme waaruit die lewonsorganiamo evolueer

tot die Sgnsgronde self. En in oore nstemining daarmee
word ook bepauldo vormaapekte van sy pofe'aie meer gerele-
veer." (26).

Roka is an epic in five parts. It opens with a
description of a typical African scene, yet concentra-
ting in particular on the human element in the landscape
(27). In vision these lines are similar to descriptions
by Francis Brett Young in The City of aold, to the
painting of Irma Stern, and to the ballade by
Eugene Marais. Th-ru are oth r passages which give
similar pastoral visual pictures (28). But the pastoral
which is upp most in Young’s passage (29) ani /..rain'
tale is obliterated in Raka by the immediate suggestion
of a mysterious, ominous presence which is far more
powerful and effective than the simple warning given in

¢ ballade. '"Die vroue het horn die e<rst- gewuar which

later presented more fullyi

'n lenige boog, on enkcld die. .

(pg °->
In previous work Van »yk Louw had m-sontvd thr
=onfll=t botwoer good and evil; b-tween the orlrltual

Raka is - as Is orrorent fron th
25). Grovd: Op. cjt. M ' gpl
263. Antonlssgnt JOp.c1t. pg sp!

27). Appendix 2. no. 5b.
28). Appendix 2.no. (-
29). Appendix 2, no. 66.
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and its aim ia uttvr chaos. This strange foreign creature -

nHy was geen booriing van did ruim g-.bied / van oerwoud
en groot riviere" - has, however, a strange, powerful and
dnagerous fascination. It his a hypnotic power over
almost everybody it m mts. There is only one who recog-
nises the danger and who realises that Raka must be ex-
terminated if his tribe is to survive: Koki. He is
depicted as an ins]ired leader, but also as somebody who
stands slightly apart from the main group (pg 13). He
even appears to be a holy man for he does not fear to
swim in "'n hcilige poel, wnarvan sy st un / sku wegge-
sluip hot in dit klam / vertroude bosse." (pg 13).
Koki is the antithesis to Raka. He is the symbol of the
good and the spiritual which will make a complete
sacrifice to combat an over-powering evil.

rVhen Koki m ets Raka for the first time the con-
trast between the two figures is clearly felt. Koki
upright, proud and confident; R ka besmudged with the
blood of inim Is which he has needlessly slaughtered,
swift, but crin ing, cowardly, currying favour when it
is conscious of a greater power, sly, for it attempts
to attack when the more noble character is unprepared.

Koki attempts to win support from his tribe against
Raka in a ceremonial dance, but Rika's powci is too
great, the fascination too strong, and finally Koki
dance a the lonely dance of d ath.

The poem reaches a pow.Tlul, rxtr m > < c.liau
when, after a search through vtried, hut eeuentially
African landecajc, Koki meets Raka a second time ,"

9

This time Raka does not cringe, bui < err a hoiil .e,

resumed the tension has disajiv r t " biuly wour.i ,

Infuriated Raka is near to the kraal »>r ¢tI'l in 1
tants arc panlc-stricken, but passive. Ken net oui

search for Koki and they find hl,i

n % a:r% :.% :<Isw . rky
van sy atukkende spies g * (pg 29).

An /

30). Appendix 2. no. '
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An old woman keeps watch over Kokl's body and sings a song
of his life, character and leadership. But the drunken,
fickle, unthinking herd celebrates Raka's victory. At
that moment the infuriated Raka storms into the kraal
utterly destroying the strongest and creating complete
confusion and chaos in the little com..unity. And, fearful
and subdued, the tribe admits Raka's destructive rule.

When Koki and Raka are comi -ed and contrasted, the
poet introduces a subtle change in style. This is very
well illustrated in the passages where the pools where
each goes to drink and bathe, are described. It is inter-
esting too, that the poet was able to express the two
main characters which are symbolic of a great universal
strife through the medium of an expression of the African
landscape. (31). In tte passage where kokl's pool is
described the sounds are clear, open and pure. Therefore
the rhythm is easily flowing and it suggests elegance of
movement. The image of the pool itself symbolises pro-
fundity by its bottomless depth. There is a suggestion
of purity and uprightness as well as depth: "skaduloos,
mae.r kocl / van cie tiiepte" which also is an implication
of Kokl's character. The pool is likf a holy shrine for
it is practically unapproachable and it is the abode of
spirits which sometimes disturb the smooth, serene waters.
The holy pool is unpolluted and clear. When toki - aiJ
verwate enkeling" - svims, he ex, riencos a sens* o1
elevation and exhaltatior. - "verlcre / in die glansland
van lug on wolk." There is oven a suggestion of a close
association with the spirit world where the reader is
told of Koki'a dive into the black vortex and his sub-
sequent thrill of joy.

> .
This is su.ltinstid mainly hy the dr t .
cumbersome sounds. The im"Cls urt ste . iJt tuio
sultry, sluggish, disease-ridden Junglf marshl -n.i.
is by no moons an associate of the spirits, but he is
essentially an animal which has no sense of purity. He
is filthy, clumsy, uncouth.

One frequently finds magnificent landscape descrip-
tions throughout Rika. But on can nfv..r ex.ctly A
mine where the action takes place. It 1°‘8 b‘‘n
cd that the poem found form after the poet had read a
book about the Congo. But although the jungle descr p

tions ma}' indicate Central Airicn i gri it n of
other /

31). Appendix 2. no. ™ and 60
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other aspects of the country art included and set along-
side one another so or.ating a complex image of Africa
as a whole. For example, the jungle and cultivated fields

are side by side. After suggestions of the forest this
image follows:

In die silwer oggend toe die wCreld nog koel
en winderig was en net die kra:;l reeds 'n poel
vm wurm son, het Kokj uitgega n;

ver o1 die 1linde hot hy dir vroue sien stnan
soop kru i< in die groem, wvirtussen blink
die nag ae waters.

(pg 10).

There is a river of ttv open spaces where one- finds
"stekerige gras'" and "seekoegate" (pg 5) and where the
"goudblom-mimosa" (pg 11) grows, as opposed to the sluggish
jungle river where no sunlight can penetrate (pg 14).
The thickest jungle appears to be in walking distance
from the open grasslands, and it even appears to fringe
on the desert (32). Animals from entirely different
parts of the country are brought together in one great,
boundary-less setting (33 ¢ Th< po* t adds greater lotco
to the images by their striking accuracy. He will focus
sharply oiz various aspects, giving the:, i remarkable
intensity md richness of colour:

toe die blou visvangcer stil was na sy jag

Part four is almost entirely a vast, luxuriant,
colourful and exciting depiction of landscape. In t! is
section particularly Van Ayk Louv apiears to gather the
entire Africa together and re-pros nts it in one .nagni
ficecnt whole. In it one finds Raka's torpid, stagnant
pool, colourful insects, exotic flowers, fruits, an::. .Is
of the jungle - '"'m vaal apie" - and th plains - " e
eland en die giraf en die wildoboes" - the lakes, the
oppressive damp forest, the sky with itn afUrnoon”
the jungle itself (34). Finally i ay rnfTrrnt A

picture is given which incorporitea i 1
reader /

32). Appendix 2. no. hi.
33). Appendix 2. no.*
34). Appendix 2. no.o
35). Appendix 2. no. * -
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reader cannot recognise the people in the poem aa be-
longing specifically to any one i articular tribe. They
are symbolic of all the people of Africa - including,

the reader ferls, the White Man. Raka cannot be recognised
as a particular kind of animal. Although superficially he
may look like a splendid giant ape, he is also half human.
This strange, e rio creature stands for the bestial, the
darkness, the chaotic, the destructive power which is in-
herent in all communities. "Lie simboliek het hior met die
inhoud en vorm van die godig saamgegroei en bevat 'n
dringende boodakap aan diu moderne wGreld wat dreig oid in
chaos onder to g.an." (36).

Alexis Preller his created a symbol of Africa too,
Maybe not so imbued with pessimism as Van Wyk' Louw's
symbol, but nevertheless Preller's figure in Irimaycra
(fig. 31) belongs to no race nor tribe, nor is she bound
by time or place. Like Koki md Raka she can wander in
any part of Africa and she may be regarded as expressive
of Africa .s a whole.

"Preller has always been interested in painting
Africans. Pr -war trips to Swaziland and the Congo
provided the material for some of his beat early work."
(37). Hit? Swaziland paintings are simile in design -md
expression, although even in these the onlooker is
aware of a tense, nervous feeling which }eiv idvs the
early works and which will develop in th< Litti ».ork.

In the Congo he made a discovery which was important
because it is indicative oi the surrealist inclination
which is to characterise Preller's subsequent work.
Preller wrote: "Whatever I am after is contained bj in
African shape" (38) and in the Congo he found that shape
which, for a cert tin length of time, could "contain his

mood."

'Urn nTL'i found the basic ,h*pe in "children'a

I
38). do Wet. OP. cit.
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shaven heads distorted from birth. To him, this form
hnd a purity and was the ideal vehicle into which for
many years later he was to pour his mood. In his paint-
ing ’Remembrance of things past', four years later, he
used the same form to hold the flowers of his nostalgia.
Until then, he had said that this form could contain not
only his mood, but would accomodate the mood of anyone
else in genuine reaction to the painting. But three
years later his outlook had veered, and it was he, him-
self who decided to find out what this obsessing form
contained. In the painting 'The Grotto', he opens the
head and finds a quiet pool with glowing flowers
floating on the surface." (39).

The paintings of the urn head illustrate Preller's
and the contemporary poets' - seeking for hidden concepts.
It appears that if the painter is to find what he seeks
he must break an existing form to find the more perfect
revelation - possibly self-revelation - within.

It is significant that Preller's first picture of
the Ndebele was painted in 1935 (40) and it is among
his earliest works (41). So, although the paint r's

final symbol of Africa was produced fifteen years after

the publication of Raka, his early work does correlate

in time with the work of the poets in his group. It
appears to be a usual phenomenon that the literature

of this country has always gained maturity before the
painting. In general literature had achieved a consider-
able standard before pminting on the whole - 'xcludlng
a few notable exceptions - had even begun to free itself
from an exhausted romantic imiressionlsm. And in the
case of individuals such as C.K. van den Hcever ann
Plerneef, and N.B. van *yk louw and Alexis ,r,licr -i'-
poet appears to have develo; od more rapidly than the

aa a direct development from tb, feinting of t .c

Ndebelo. Mcrwa dcholtz notes tint inlKr con

states /
39) numbera

10).

Pretoria, 1935.
2). Mrawe Scholtz: Op. cH e
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states that "he often begins with an idea" (43) and

then goes on to explain that the idea may disappear in
the course of the painting:

"Students might require to know what those ideas
were. It will bn difficult to know, because somewhere
along the way to expression, th idea became transmuted -
the tangible and concrete result in no way resembling or
expressing that initial impulse, the idea.

That is something to grasp, something to understand
When an idea is taken along under the impulse of
uiint and brushes, important things hipicn to it. If any
magic has worked under the nervous tension of the hand

impelling the brush, so many accidental things have
occured, so many quick, almost automatic flashes have
brilt a pire which possesses its own radiation, tnat the
transmuted idea liles because of itself, whether or not
it resembles its genesis - and not because it lives in
the brain of the originator.

When his brushes are against the canvas and colour
select-d, the idea, being the germ of all this incentive
to seek in painting, is tucked somewhere behind his eyes,
held no longer in such solemn respect, because it is recog-
nized what ability it possesses to change itself with
innumerable disguises, to emerge eventually quite differ-

Put let me admit its function. - It is the germ
form froi which he starts."

This rtatemont accounts for the constant, steady
development in his work as ouosed to th< erratic e
development which is found in th( v.oik oi 30°EV 1 -inter-.

The Ndebele theme appears to be uppermost in the
work of 1950 onwards. Th: Irc. x of 19V 19
painting in the subsequent development of th, symbolic
African figure. The Kraal is a comjaritively unambiguous
painting in which figures, objects (th v.-t r jar, tm.
wall) and patterns are repeated which hui bom ot.m
in many paintings. But almost imv.xdi Aely ift-iw
maybe even simultaneously, the figures reveal
mysterious change, once again illui.trting th -
and the surrealist inclination of th i -tnt
The Pyramid one of the figures in the Kra'ii i3 ' !
alone. Her heavy, cumbersome shape in somewhat e

to the shape of a pyramid - hence it.-, none
The /

" significant

44). Srtiue”reT xplaincd by the l«int=r when he

................ iott Veedn-H riiT in  >7,J»
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The important characteristic of this work is that the
figure apioars to reveal an intense, glowing inner life.
This is achieved mainly by the luminous, yet eerie colour
which seems to radiate from the little figure. The
Vibrating Figure is based on the same model, vut now there
seems to be an attempt to break the existing actual shell.
The figure- is painted repeatedly, overlapping itself and
the lines of the one flow into the lines of the other.
The general design is still based on the limp pyramidal
form of the previous picture, but the figure gains in
stajure and dignity. The colour in this case vibrates

too because it is applied in the "broken" manner. Fine
strokes of subtle colour arc laid thinly over a varied
undcrpainting which gives a r<markable luminosity to the
entire composition. Frellcr now appears to discard this
particular model temporarily and he now concentrates on
the figure in the kraal which is seen from front view.
The Red Figure (fig. 29) - painted several years after
the Kraal - reveals how the little Mapogga figure is
breaking and is loosing her tribal idntity, but she
still maintains the dignity which was revealed in the
stately painting The Last of the /l.aJogga» lhe title- of
this painting is signific .nt. It seems to imply that a
stage in the p,int r's curler is over, and that in future
he will be able to proceed beyond the boundaries ot an}
particular tribe if he wishes to do so. At this time
(approx. 1955 —6) Freller's work underwent i great
change as a result of a visit to Egypt and -as a r\suit o.
a government commission for three murals (1”- which

demanded work on a far 1 rger scale than t: paintei had

of work donme in th4a new phase, md ilthough it is based
upon an old model the expression has gained considerably
in power. In the Rod Figure the rumen shell is di in-
tegrating and purely pictorial forms arc b ginning to
appear. Now, in other pictures, an cntir- Lv nsw fi*uie
is introduced. It is a str ng- ibstmctiun of the human
figure, but with her distorted length and tenuit.v md
the rather disturbing "hammer head" she is tyjloal”*of

the twentieth century symbol of the human figur
carries /

- for
45)> 2 % % Ao ‘990 U K



carries a very decorative musical instrument - at first
bearing resemblance to a lyre - but later looking more
like an astrolabe, and as such it was labled by the
painter. This figure is usually accompanied by other
figures, and although one can hardly and should not
make poetic-philosophic implications when looking at a
painting, the figures which ire introduced in these
compositions could be interpreted us the figure of the
city, the figure of the land who are joined by the
figure of the country as i whole. In Hieratic Women
(fig. 30) and Aomen in the Nighc these three figures
appear. The blanketed figure su, gcsting the city with
its tall buildings; the next figure suggesting the
primitive with its love for colourful, linear pattern;
and the third figure being the symbol of the complex-
ity and mystery of Africa. It m-y be a far fetched
interpretation, but iroller's work will almost inevit-
ably challenge- the onlooker to interpret verbally.

In irlrauvi.ru (fig. 31) the now familiar figure
hus become u compi te symbol o2 the African landscape
and the *f:lean people. Van Wk Louw wrote a verso
about seventeen y ars before lrim;v ra's appearance
which accurate]y describes the sensation she leaves

with the onlooker:

Fk sal van hicrdl- reis nie k«or
cn julLL ken, want gee/ en stil
riviere, vreotado Kongo's, cn
ocrwoudc wat wit draderig tril

dour giftigc mis, net ei' gckruis

nd bale skoft , en tusson my

en julle 16 jagvure cn volke

en my owe r dink cn smart % Sj1 e
vVersos nd 4:
Dle Hart op die Fees.
Gestalt'S cn Dicre.)

Indued oh., hue travelled a Ion* way -nd ..he will continue
to winder for she belongs to no one "jagvuur" of any
particular tribe, but she stands apart as representa-
tivo of them all.

In the painting one sees the co.plex, high y

decorative figure standing aj rt fro.i th
Within her one sees elements of the landscape, grass,

loaves and berries are hold in her nv..4.. and wim.n

her own design there arc the ay,abols
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mountains, plants and stars in the curv d tenuous

Vnes and exotic pattern found In the robes and
additional decoration. Separating her from another
African figure is a powerful, narrow, rectangular
abstract palt rn which may be interpreted as "stil
riviere, vrcemdu iongo's en oorwoude" for the linear,
elaborate design is strongly suggestive of tall trees,
deep chasms and the oomorc, cool cclour of the misty
dampness of the jungle forest. Within the other elegant,
slightly curved "primitive sculpture" figure the design
is again suggestive of the African landscape. In it is
introduced a decorative symbol of the African animals.

Although it is on a deep emotional level which
defies conscious definition that one ft els most
strongly the similarity of the work of Prellcr and Van
Wk Louw, there are in addition more easily demonstrable
points of contact.

Besides being able to apply the t,rm '"creative
discoverer" to both artists, th« following points made
by Opir.rman in connection with a KU can be used to
evaluate Preller's work too.

The final conception of Raka found its form in the
Congo, although Van Wyk Louw'P experience of the Congo
was indirect. As 1
"discoveries" in the Congo which hnv« found expression
in his work. This seems to bo i..;rttcularly clear in
Primav ra, although the influence of other parts of the
country is apparent in the accomp" nying i ir.t"ngs
In a similar manner the poet expresses otiui i.rts
country together with th Congo ex;’ esion.

Raka mist necessarily break and destroy, ireiacr -
led by surrealism - must break his figures, but hero
the implication the painter wishes tu n.ke io
ent to that made by the poet. Th painter it.eui
to find the essential, living form within an outer
shell or mask. The pcct wishes to emphasise the dos-
tructive, mutilating power ol evil. Th pain 1
breaking builds up and sets iree; the I01t

damages and kills, setting free not lei ) ,
revelation /

46). That is the paintings exhibited at the h,nri
Lidchi Gallery in 1) ab.



revelation, but evil. This characteristic indicates

the different characters of the two artists, and which
is probably resonsibio for the greatest difference in
their work. Van Wyk Louw has a distinct sense of tragedy
and that probably caused him to find expression through
poetry. In Preller's work there is a sense of optimism
and a love of colour which made "painting his language."
(47).

Van Wk Louw creates new, original, personal
Images; Preller does the same. The now contribution made
by Van Wk Louw was '"die ibatrakte wat s$ konkreet
voorgostol word" '748). This is characteristic of
Preller's work, for the abstract in his ] ilntings
presumes a startling emphatic reality.

Oppcman says that it is particularly in the
detail that om can see "hoe 'm groot on fync mecster
Van Wk Louw is." (49). In Preller's work the detail is
of the greatest importance. If on* pattern - however
small - is removed from his pointing th entire compo-
sition will suffer. It is perhaps in his detail that
Preller manages to eonv y that strange, intense, myster-
ious quality that | rvads his jictures.

Frequently the two artists use the sane aspects
of the African theme:

The kraal, a fovourlt subj ct with in Her, is
important nucleus in th 1liv o ol th people in
Preller has painted a numb r of ceremonial bulis md
dances to the bull. Incidental.'y, the figuio so s“mco”ic
of Africa in Primav ra somctim s mokes h r my: t riouo
appearance at these, rituals. One lik n to bciliwe fti. .t
she watched while i-oki danced to th* d bull, i.ill' -
has painted the African spirits - o.g. LilHI' v'r Vyk
Louw suggests the African spirits too whin h . ;
of their holy pool. Preller paints the exotic fire bird
in all its extravagant, plumes and glowing ioloni ,

Van WYk Louw sees '"'nm klein atcr wat vH," win -h lu

"die flits van 'm rooi papegnni."
& The /

47;. Christi Truter: Op. r,
48). Opjormnn: Digters van Bertig. pg

49). TIbid: pg 218.

/\g,
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The pattern Preller creates in his work is -
as has been noted - alwaya significant and intense.
Note how the stars in women in tho Ni“ht seem to
glow in their dark setting, md then note how vitally

important the star-shaped flowers arc in the following
lines:

en dan atom,
begriploos gostaar na *n tros wit on auur
wasblonune, groot soos hande en puur
ster-vormig td<Sn die donkor glim
van die v, rate liane wat hicr klim
nan die voorste borne -

(Raka: pg 22).

Thf flowers aj Joar to have a hypnotic power over Raka.
Van Wk Louw's sun which fills horizon to horizon with
white fire can be seen in many of 1roller's more
surrealist works, e.g. the -Shell. the Puchi.oo oi
Amalfi, the murals of the Receiver of Revenue Building,
but also in the ,or:.an witi. % Lyrt. where the landscape
appears to be flattened ana scourged by the overwhelm-
ing white light. The "blou gange" of the tropical
woods mentioned by the io t ap]'/-r to rccur in the
centre piece of Prinu.vera, particularly in colour and

in the tall, "deep" design.

Although one may chooa to con:/1d( v
frimavcru as the “roaent peak ol th artists
contributions, their work md d v:lojmcnt has by <o
means ended. And in their subsoqu nt works one Cfn
again trace similarities in the fund ntal rx]

A year after th publication of Raka Van Wk Louw
produced ataltu/ rn Pi volume of a. ; rate
poems. Although these joeras do not form nn African
epic, the fundamental emotion iu th sm. aa th-t
found in Raka. Some of the poems were written at tt
same timelT 1" a, oth,ra before. Die Strundjutw”If
illustrates the foot's obsension of th si”iltn
conflict which found concrete expression in

The expression in Gestaltes

instances even be more powerful, murr oyntca.und
more embittered than in iiiiili*—— ;-¥— r

Preller.
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is there, but now her companions have assumed the
game shapes, and they are indoors. So, as in Gestnltes
en Dii rc, the same theme is repeated, but in a more
complicated form, which, however, is more fragmentary
and it has lost some of its concentration and impetus.

One can also mention Nuwe V-r.ae (1954 ), Van Wk
Louw's latest volume in which ho concentrates on meta-
physical expression ([50). In Klipwerk he appears to
break reality into tiny s;linters which each has its
own glowing intensity, but it aipears, superficially,
to be unrelated to its neighbours. Maybe the comiari-
son is again a personal reaction but Preller's painting
of the Grand Canal. Venice and r composition to which
he wishes to give no title can be seen a parallels to
Klipwerk. Preller even terms the little units in the
composition with no title as '"chips'* forming a very
complex but interesting unity in their grouping.
"Culps" and "Klipwerk" seem to indicate that both
artists were striving towards similar conclusion.
The tiny patterns in tilt | tintings are intense, import-
ant, imbued with individual life, and yet they are
bound by a larger, more universal shape. *he little
splinters of '"rock" in Klip/e rk are struck from one
big parent rock, md the splinters’ identity cannot
be denied.

- Aaterion - the libretto for an Afrikaans opera
by Van Wyk Louw (51) - and in the pictures exhibited
at Preller*s latest exhibition (52) both artists apiear
to revert to old models and develop n familiar there.
In nstorion a philosophy similar -¢ -h t in [ThilL
expounded, yet now the evil which was lo.n .nd
free as a result of a community's boi* do.u,
ond is, obliterated.

Hodcla which had contributed to the find form

which Preller'a symbolic figure would toko in iriiU X i -
such /

Sne Antonlsoen: Afrlkuonsc Icttorkundo.

2!S?i55dn-tP*pH *“ri,Udchl Gallery, May, 1958.
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such as the f.irls in the Kraal, the Vibrating Figure
and the iyranid - are seenm again in practically
their original shapes, while the symbolic figure
itself still features in several paintings. One
composition in i trticular is of interest, viz: the
Tower. In this Ireller appears to have gathered the
various African tribes which hid inspired him to
paint together in one decorative column, but rising
out above them all is the symbolic "hammer head" of
the Primavora-figure.

Whereas it is possibly Piernecf and C.M. van den
Hoover who give us the most typica, visual experience
of South Africa, it is Van Wk Louw and Ireller -
and other members of their group - who have given
South African art a great;r universality, a greater
depth, a greater technical competence and a more
advanced form of expression, enabling it to make a
contribution out.ide the borders of this country.



CONCLUSION:

Upon reconsidering the fifty years of true art
expression in South Africa it becomes clear that there
has been n rapid development from an exhausted romantic
realism through impressionism to the decorative and
semi-symbolic or semi-realistic, to culminate in a
symbolic expression which is in many instances similar,
and may in some c.ses be equal in quality, to contem-
per iry art in Europe, maintaining, however, a distinct
South African character.

In the various periods - enumerated in the first
chapter - in the development of South African art certain
figures stand out in bold relief, and may 1-ter come to
be considered as important contributors to the conti-
nuity of art in this country, -nong the realists and
impressionists - which ;iay be considered as one group
because realism in the twentieth century is largely
coloured by impressionism - lieter -Vanning and Hugo
Naudv stand out as the lending p inters, and they would
undoubtedly h"ve b (;Gn accom] ini&d by Clement Seneque 'ind
Harry Stratford Caldecott had they been able to produce
more work. In standard th* piintin,; ot the 1-st two
artists stands on an equil 11:n to that of Winning ind
cert iinly to th it of Naudd. C. Louis Lvipoldt ¢ m bu
considered as the leading poet of this group, although

of great importance in the history of Afrikaans jovliy,
mainly because they wero so instrumental in <stabliohing
the Afrikauns language. The realist writers who also
did valuable work in giving Afrikaans 'i ititun uw
language are D.F. Malherbi and Sangirec.

All these artists not only initiated a serious

which is typical of the "m.rage South African, viz:

a love and interest of thlor countrysida# in tni

early work it is already quite apparent that the

landscape holds a peculiar fascination foi tlu. *top
The artists of the, second group ire still

bound to a lirge extent to the landscape theme, .hrsc

people, hov':2-ror, now introduce a distinct twenti
century /
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century mode of expression which w-;s lacking in the
work of their predecessors who were working in the style
of the nineteenth century. They also find a more essen-
tially African truth which they express through their
painting and writing. In other words: the European
influence which was uppermost In the work of the realists,
is receding in the work of this group, and, in fact, it
is difficult to appreciate their work fully if one is
not acquainted with their subject matter. Again a number
of artists Stand out, and they were considered the
leading artists of th- country for a long time. Pierneef
and CM. van den Hcever must b> consigned in particular
in this grouf. They can probably b_ considered the
first to give an absolutely indigenous expression of
and for their people. Other j .inters of this group who
have made valuable contributions - jarticul rly because
they introduced a contemporary trend - are Maggie Laubf r
and Irma Stern. Roy Campbell is an important poet in
this group, for he revealed unusual aspects of familiar
subjects, and he gave great impetus to a somewhat timid
ture. In one instance (in
Op Ver /I ale) P.J. Schoeman gave a refreshing additional
quality to a hunting tale whici could be developed in
xfrlk ana prose writing.

Anong the "Symbolists" who }laced South African art
in a position to compar with contemporary art in Europe,
Cecil Higgs, Jalter Battiss and alexia Freller are the
important paint rs. N.1. van WYk Louw is the leading
poet of the "Thirties", who is followed in importance
by D.J. Oppennan. These artists have undoubtedly con-
tributed the most valuable work, tnd it is largely through
their endeavour that South African art became known

beyond its borders.

Although the various artists have been grouped
together in time and style, it is jartleu! trly (.otic.,..Me
when reviewing art in this country, that in most cases
the development in literature precedes that of painting.
E.g. Pierneef'a development was much >iow<i than
of his parallel, C.M. van den Hoover who is a generation
younger., And yet, as has boon not< d, th' work
two artists is remarkably similar and in many cises
produced at exactly the same time. Th* signifi

painting of Alexis Freller and Walter Battifo w
produced /
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producod in thi lit forties find t*"~ir most important
work has been done in the fifties, whereas their contem-
poraries had published their best por+yy in the thirties.
There are possible reasons for this. There was an antago-
nism -ginst Afrikaans ts a language which challenged and
compelled Afrikaners to write in order to prove a right
of existence of Afrikaans. (It is noticeable that.where
there was no dangerous antagonism against English, liter-
ature by the English-speaking South Africans was slow to
develop.) The small Afrik ens readinf community was
eager to receive work in their own apoken language which
was a strong incentive for the Afrikaners to write. They
were confident that their work would be appreciated.

Secondly the Afrikaners were moved as th”y had never
been moved before in their short history by the South
African War. Consequently th* Ir poets expressed sincere,
deep emotions which wore the emotions of the people too,
and as a result poetry became more widely read and poets
wore encourage i to write more. Tainting do> o not express
the emotions of the people in quite the scme way. It may
not express a general .motion so directly, for the pictor-
ial sensation must b< converted into words for many members
of the community before tluy will accept it as valuable
for themselves. The few individual pointings which might
have been mide at the time could notreach the jeople in
such great numbers as the pooas. nrd they could not bo
carried ibout, wheroas everyone could learn and recit: the
poems.

Cont ict vjth other literature - e.g. the Dutch,
Flemish, German, English - nd lat'r Fronc and opanieh
was relatively simple. One could tb<refore i>irn fro.,
conteapor.iry literature, and set a critical at .adni. But

there wqge very little direct contact with European painting.

Therefore there wis no Incentive to achieve i orld
standard in this form of irt. It was only eifti r the
Second World War that direct contact with European tit
became more general, and it made both puint.i ra rd
public demand a higher standard, la addition, is mresul
of the direct European influence, the .»outh nfr icanr
last discovered the aesthetic value, nart from
picturesque and exotic value, of their country * i*ri
and his art. This invigourating influence they incorpor

ated into their own art expression.

At present it would appear that painting is making
the /
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the greater contribution to art in gemneral. The work of
Walter Battles and Alexis Preller maintains a high
standard - although josaibly not achieving the same heights
r.g before - whereas th> work of the contemporary poets

has certainly not surpass- d the peak achieved by Van

WYk Louw in Kaka and by Oppurman in Journa.l vanJorik.
Prose wr'"ting is at present at avery low level.

0o been noted above, the African landscape has
usually been the South African's subject matter. It has
had a remarkable influence upon th people, and this in-
fluence seems to be stronger h”re than in other countries.
The probable reason for this is that the very small popu-
lation in a vast and varied country has only recently
introduced a true urban ispcct to its way of life. The
rural Las always - until v- ry recently - been primary
in this country, whereas in European countries with an
urban tradition the rural is relatively small nd un-
known. All South Africans, however, ire in close contact
with n.ture, ¢ .ay find it n-.tural to 1x!rcsa th* ir
emotions througr. :h<ir surroundings. In the iioncering
d.ys it was curiosity and interest which was expressed
in simjlc naive recordings of the scene. Later a lyrical
quality w'"s introduced through rcaintic realism and
impressionism, presenting th- nost Igia which was such a
famill r chariot- ristic of the South African exp’ ssion
of the first ", nty to thirty y* irs of this cent iry.

This nostalgia may also reflect the S'uth African's un-
certainty wh*n h* realised that th imvititl* wurbirisa
tion must take place - however small md insignificant
this urb nination ay :pp*ar alongside the Earopi

"The new city dwell r is still influenced by the
landscape - for although he is urbanised, the city's
impact is yet too small nd insignificant within
setting of a vast and overpowtring L .dac 1>1-
is as yet too to overcome the power and fiscin tion
of the endless and ruthless veld, deoi rt and ..eunLixii

The city dwell r, therefore, wh<n giving iorm to i

experiences, often makes use of v Id «ywbv.1s - i ora,
fauna, the elements governing the v- la. iM oly
symbols imbued with 4 new meaning. Moot o u§

have this one unifying characteristic: they otig

Z Z o k cr and the reader these symbols are
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not merely an expression of the artists' experiences and
emotior b. They are not merely a possible expression of
his own sensations. These symbols are expressive of
Afiicn as a whole. The "symbolists" appear to have
discovered that Africa is too vast, too varied and too
harsh to express in unambiguous, descriptive terms. The
romantic realists and the impressionists gave only one
aspect of Africa - and that seen through "foreign" eyes.
They described the enchanting, the delicate, the softly
melancholy Africa. It is always necessarily one locality
- one scene - which can be presented, therefore limiting
the experience to a very large extent.

The semi-realists, the expressionists and the
decorative iaintcrs appeared to recognize the limitations
of the work done by the previous group of artists, and
they attempted to givt a more universal expression.
They abandoned the charming and delicate aspect of the
country; the lyrical beauty is replaced by a more
flamboy nt md severs bciu'jy. There is a sense of
tragedy (only vaguely sensed in the- work of the realist-
impressionist poets and pricticaily absent in the paint-
ing), inevitability md harshness in this work. Aith the
exception of the painting by Maggie Laubser and Irma
Stern who used South African subject matter in a Euro-
pean idiom, the literature and ptinting of this period
his more- of th< essential African character - a primitive
freshn.ss and daring, a wild spontaneity, a somewhat
haughty quality. This work is lea: foreign, but still
bound to a locality, although that loc lity has a bigger
African range than the impressions. Therefore thv ringe
for appreciation is still limited. In other words, one
must know South Africa - the "bom structure'" of Africa,
one must have actually exp ricnc d it dir« ct1> if on is
to appreciate fully the work of li-.rno f or C.M. van den
Hoever. But once one has experienced :Pouth Africa then
Piernct'f’s and Van don Hccver's contributions nc laon
valuable than that of their predecossois btc tust
ally they are closer to the African truth thin
earlier work. It is clearly defined, less equivocal and
ephemeral. It expresses its hardness, its i 1 *.-1
ness, its fanmaticism, its largeness, but it ilso in
cutes in short intomodi te passag* s, in coloi ,
occasional accents the charm, the < lie icy md t

lovoablcness of the land. The limitation of the work is -
as /



aa noted above - its bounded locality. Although it may
be a very adequate -nd true expression of Africa, it
lacks a greater univere ility and will probably find
few admirers outside its borders.

The "symbolists" at last realised that the emotion
evoked by their country could not be expressed fully by
descriptive means. They no longer make .nv attempt to
depict the scenery and the customs (to a large extent
influenced and formed by the environment) of their country
and people with visual accuracy for their more universal
aim cannot be achieved by such means. They attempt to
recreate the individuality of the entire problem which
is South Africa. They attempt to incorporate both the
landscape and the viried elements found in it into a
symbol ( or symbols) for their emotional attitude to
Africa - an attitude which is reflected by such terms
as colourful, harsh, flamboyant, enigmatic, haughty,
primitive, savage, etc. which haw been used to describe
the land. It has become clear through the contribution
made by the poets and painters of '"Dertig" that Africa can
best be depicted through symbols - even though they
have ry probably found their origin in visual reality -
if its complex n.tun is to bear any eignific mce out-
side its borders. Th< visual r<presentations based upon
visu 1 realism can only syoak to those who h-ve seen and

who have ' memory in go of a similar scene or event.

When South African art is seen as a whole, it be-
comes quite clear that i"intirg and lit r:ture foin
complete expn ssion of Africa which muut be s n as one
unit made up of different elements .nd going through
various stages of dev* lopm nt. Although tl m 11k *(
development has not been directly con”istint oi I 1li
in the various art forms, the pattern is n'v"1¢'"1 1"
coherent, and when soon as a whole md in gem i

forms a perfect and logical unity.



Appendix 1:

The farm labourer and animal:

Although, when considering the farm labourer and
animal, one leaves the field of landscape depiction, and
an entirely new problem is created, both the labourer and
and the animal form a distinct part of their environment
and give it character and colour. In addition, some of
tne must interesting ana valuable work has been inspired
by this subject matter. It is therefore worthwhile to
include reference to this work as a completion to the
discussion on the depiction of landscape.

The typical white farm labourer and his native
a sistant have b, n deylctod adequately in the work by
Olive Schreiner, Jonker, V;n Miulie, C.M. van den Heever
to name only a few. It is self-evident that the farm
folk will play an important part in all novels in which
the farm is used as a theme. But a few char cters have
left a distinct impression on South African culture. In
particular the poor-white Ample - created by Jochem van
Brug on, the coloured Toiings - Mikro's (1) well-known
and much loved character, and Moeder Poulin - G.H. Franz's
idealised but loveable native woman. It is inttreating,
but nevertheless typical of South African art, that each
character is a farm figure. Although Ample and Toiings do
sometines leave the farm in search of hap]iness ani
progress in the towns, the >riglnal environment inevit-
ably calls them back. These characters have been form*, i
by their rural surroundingsj they have become part of
it.

Although Jochom van Druggtn's style is inferior
to that of his contemporaries - P.P. Malherbe, Sangiru,
Langenhoven - his trilogy about Ample is considered to
be one of the important contributions to Afrikaans 11t"*
enature, because in it one finds on' of th< moot uilivv
characters in all Afrikaans prose. Another reason for
its importance lies in the fact thut Vm Bruggen
duced a new subject - that of the poor-whitL

was /

1). Pseudonym for C.H. Kuhn.
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was to be ex}lotted lat'r by other writers.

Ample and his faithful companion - Ou-Jakob the
grey donkey - are part of the drab, dusty Transvaal
landscape. Ample, +h: offspring of an entirely degener-
ate household, frequently reveals the characteristics of
a ild v Id animal that will only be at ease when free.
It is this wildness of the boy which is expressed in his
actions and his appearance that makes him an inherent
,art of his environment. The reader is fully conscious
of the surroundings although very littlo direct descrip-
tion of the landscape is given.

Ample is uncontrollably savage and cruel wh n ho
realises that his strength is the greater as is illus-
trated in the encounter at the slaughtering place, but
he whimpers and cring< s when a superior threatens
punishment. He has no sense of rightful ownership, and
anything that he may find unguarded belongs to him.

Throughout the book Van Bruggen illustrates and
emphasises the naturalness of this young degenerate
by episodes such as those mentioned. Van Bruggen is an
extreme realist, and the figure Ample is actually
based on a poor neglected child who came to work on
the writ r's farm. But that was the starting off point,
and eventually Ample became a significant, individual
character, independent of the original model.

The simile, realistic, entirely unpretentious
style emphasises the simple character. There is a lack
of original, striking imagery, but there is the mere re-
cording of the most obvious surrounding elements. This
again accentuates the dull-witt d Ample. Thioughvut ILL
writer has brou, ht his language to the mental level of
his characters and with that enlarges the simplicity.

The Ample trilogy - especially 11> Natuurkind
has a charming appeal, a gentle humour - * . time f
writing new in Afrikaans literature - »nd a »thy

and a note of hope which explains its popularity tu
a large extent.

The Tolln,«i trilogy by Mikro ie similar tv the
Amvile trilogy in its realistic conception, and its
focus on the poorer members of the community. *s
is accepted us Van Bruggon's moat important nor , so
la Tolings Mikro'a host known and moot significant con-
tribution. Mikro will ho remember, d for his tiiiUM.

The landscape, however, is only noted in passing -
again /



again a cunfurmity with Aripjp, but nevertheless Toiings,
his friends and associates form an inherent part of the
environment.

Immediately the style and language of the book
suggest the simple, sincere character of the main figure,
and the naivet-5 is maintained throughout, so frequently
introducing delightful humour, but sometimes creating a
rather ridiculous "puppet theatre" atmosphere.

It is characteristic that Toiings should fundamentally
love the farm and shun the locations, and it becomes
obvious that life in th* towns can only be derogatory -
a rather unpleasant and to some extent unfounded didac-
ticism found in many of the earlier Afrikaans prose works.
On the farm Toiings wishes to cultivate a piece of land,
visualising great prosperity and gain, and he carefully
selects his piece of ground. The ploughing and the sow-
ing episode and the ultimate consequences well illustrate
Mikro's method of utilising the elements in the landscape
as additional and temporary extras: mentioned, important
for a moment and then dismissed. Yet these '"flashes"
enable the reader to visualise the setting. The conver-
sations and thoughts of the characters as well as their
actions more or less describe the environment.

"Skaars 'nm voet hoog 16 die wal draai—draai in die lecgte
is practically the only description given directly by the
writer of Toiing's cornland; his fantasy adds to it:

IVir Toiings is dit Bonmur 'n bul van In wal, mot sy
uitloop on al." (pg. 18). Toiings watches the corn grow,
and his remarks indicate its progress; the writer giv«.s
no description.

Some times Mikro does give a slightly longer descrip-
tion. Tn the example quoted below it is introduced by
a philosophical remark foreign to the general simple
character, but almost immediately the writtr i v .ts
to the artless* unsophisticated otyl< - cxiic solve

Toiings and his pcupl< :
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vuraple Koroola ao buard.Hee laat dink het. Kort-kort
brum diG v-ec-r on plots eu 'nm kettjngtitraal af grond tue.
Daai'dio nag hot die grout woo” eera gckonu (pg 20).

humotinif a nati rj is made to react to the occasion.
A d vice 1roquently used successfully by several writers.
But Mikro makes the accidental too obvious and too
theatrical so that it becomes rhetoric ana leaves The
impression of insincerity. For example, he prays, asking
his dead Siena whether she agrees that he marries again.
He does not wish to do it for hie own sake, but he is
powerless to look after their baby son. Then:

Ip dicselfde oomblik trek 'nm sttr 'm vuurstreep deur
die lug on toe weet Toiinga dat Siena horn gehoor en
verstaan het. (pg 40).

More successful are the numerous phrases in which
the coloureds see a situation in relation to or in
comparison with nature; e.g. '"Lewid meet nou grootword
nel. ’n weesbobbe jaantjle." (pg 67) and '"Criet laat 'n
mens van dii regte spoor afdwual nes 'n matr, moeds-
willige ou ooi in mistig: weer.” (pg 6j).

Examples such as these illustrate thi colour..ds close
affinity to r.iture, and they suggest how thise simple
people will er.di avour tv explain any situation in rela-
tion to the immediate and familiar surroundings. There-
fore it is not surprising that natural phenomena

will lead to sup- rstition. Although th< landscape may not
be noticed in many cases because th< occu] ir.t is not
directly concerned with it, in other casta it ia suen in
an over emphasised light and consequently has a strong

thunder storm in whcih Tolingo is caught.

The story is realistic in its development, and
poignant in its depletion oi Toiings etrug# It. tv
find peace and hapiiness. But the nnlvttd, typifying
of the hero, amusing and touching ?" b"fin "'~ ' 1
maintained too consistently. 1?1 > a i aliv - 1
character 1s not created, but rat!.,, r a cari-atuiv
cannot be taken altogether seriously. However, T.Ungs
has become part of the South African scene, and Kikro
has made a valuable contribution in introducing
coloured into Africans literature in a sympathetic

manner.
In /



In Mccder.Puulin by GAf. Franz the main character
is revealed in more or lean the acme manner as in
Teiin*a. Just as Mikro uses the coloureds’ idiom :n his
endeavour to make hie character as alive as possible,
so I"'runz uses the Bv-ntu idiom with the picturesque
figures of sieoch, observations and comparisons through-
out the story. But whoroan in T,lings the style Becomes
forced and evontually unconvincing, in Moeder Poulin it
maintains itn charming fascination to the end, possibly
because Moeder Poulin tells the story herself. There la
no back ;rourd writing that will suggest an author who
is forein., his 1 mguage into the idiom of a lese sophis-
ticate 1, ie-s educated individual as there is 1/. Toiings.
Although th book in not without humour, there is never
a suggestion of th ridiculous in .Yocrh r Poulin. The
reader expediences a strung emotion of respect, love
and understanding which is th*. basis of th' old relation-
ship between Ahlte Man and Agrican. The author ap:ears
really to uroorstand th oU time respectful and respect-
ed s rvant, and the most iuf /rtant contribution cf this
book is " . . . die selfo] n/.r.ng, tot dusver in /.fri-
kaans die uw< s or. .idc. ilik>: t 1ling van *n naturslle-
slel." (2).

Meed6r Poulin as a member of a priuiitive c¢” ..unity
will not sc¢ her nvlrurm nt as eejarat frum th wua'iy
life and expcriunc = of th i>o08$1lc. Th lani.cup is
there-for', never isolate i. But very :i qucntly act.inu,
occurenozaf people art a* n in ¢/ . r la-i n to ntturc,

may even ko eynonomous with it, *rxplained by i ¢

Maar mei sloe! Daar hum die mrl g ®» ken & .Dit k“m

vrouono Kken hic rdi*' onv, or, (pg <4 ~ *se

and:
Din gotlo vrou is soos die °oftlcringhl m h
Those a't merely two examples ci the- ..an,. " *-eh

often rn.et unu.ua! and rofroahlnf ooajarleonatl.ai tl»
old native woman malt'a botwe n I °’I' wltb t.. li

emotion3 and reactions, and nitur* .
another charming charact rlatlc of the book » thr

Bantula apjarent lack of vocabulary. I- remedy hla, h,

will construct now exfreBulone with a r'w 1 "< I*
words /

2). antonlsnon: Afr.kaanee letterkunde. pg ..,
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words which he usus frequently. One often finds the
phrase: "Kura kykl" when a situation or scene defies
description. In similar instances where words are inade-

quate to describe the situation, nature is called to
the rescue:

Dio kumbuis was (lad t kloin, on ona het buite gekook.
Bit was nie kinders nie, dit was soaimer sprinkane. (pg 16)

In other words, the crowd of children was like a swarm of

locusts.

Sometimes a natural phenomenon needs a word; the

horizon, for example, and ¢!\ setting sun:

Die son daal, die son daal, net ,oc hy gaan sit op die
rand van 4i kom-t rug, hicr kem twe vrouena aan. (pg 5).

Note how the repetition also aads to th< description of
the action, how it adds a ¢ rtain t nsion which well
introduces thi important arrival uf the two wurnen.

In order to explain the rainbow and lightning,
Mueder luulin does not hesitate to tell a fairy tale ec
convincingly that her two young charges sot out to find
the lightning-birdla egg. (3). The passage well illus-
trates the style, the landscape depiction, the limitation
of sounds, the unusual description of actions found
throughout the book.

The book has a fr<sh, unsophisticated quality, an
unusual idyllic charm. Yet there is no sentimentality,
and it lacks the bitter cynicism which on< finds in so
many contemporary works. Through its dvai .-i.A .it» it
is indeed "een van dit toppreotaeir s van die hodcnd iugse

Afrikaanse prosa." (4).

Ample and Ou-Jakoh, Tallngs and Mmapoulin an to be

little gouache d, plctlng ragged buys and shaggy donkeys -
one a grey - which forms an exceptionally good Illus-
tration to Am,10. But It is no mor. than m Illustration,
and therefore one cannot really Hpuik of a j

because the book Is far more powerful that the Minting.
Cu Klaao /

3). App<ndix . no. 65-
4). idintunissdni Up cit. pg« r '™ e
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Ou AA Naudd ig a scnaltlve, yet strong
painting in which the observer may wish to see Toiir.”s.

But Naudd has treated his subject more seriously than
Mik.ro. Naudd has dcpictod a strong personality which
cannot possibly be as naive and simple hearted as Toiings.
The character depleted in the painting has a noble,
slightly aloof attitude which is absent in the book,

and which give the tainting a certain impressiveness.

In the book one meets OQompie Dissel who has an impor-
tant influence on Toiings. He is a loveable character,
but described in th. humorous-mocking manner that Mikro
makes use of constantly. This old man is definitely to
be found in Gr. guire Boonzai ir's Hottentot. It v-ould
appear that tin. painter - like the writer - was rather
amust d by the simple old Hottentot who takes himself so
seriously. Th painting is somewhat caricature - again
similar to the book. In the picture the worthy little old
man is seatei, v ry erect and full of "dignity", hands on
a crookod stick which is planted firmly b<for- him. The
nntire picture is controll d by a severe yet freakish
patt .-rn, s suggesting th stif.fuecs of th 'Lid .nn.
Harmonious, low-tone colour unifits the entire composi-
tion. But although Boonzaitr's picture may be a more
imuudiate parallel to IL.ikr *'s chartct.T, it is more illus-
trative than Naudd'a picture of Ou Flaas and th refore
sooner forgotton. From an artistic ].dnt of view the
parallel is th refor to b~ found in Ou rlaa;; md . inK*
because both mak 1a lauting if4act, vcn though their
characters may differ. Of tI so two uu K- is is post iMy
the greater work of art bccaus in its expression and
execution it is more universal, but unfortunat ly >I't
painting - which is in a private coll. etion - is not as
well known as tho book.

Maggie Laubaer's Cld ,"wi»n (5) and Mmapoulin arr
certainly the most striking parallels in this frouj .
Maggie Laubser has painted thu old, concerned, loving
character whom tho reader visualises whun 11 ading
work. Possibly Maggie Laubaer's woman is i:iur' '
more weighed down by life's bur<j‘ns thm tin. eld
in the story, but the dcej sensitivity oi v.lieh

reader is so strongly aware in the book in t f<una
the /

5). Illustrated In Bvumnn: R-inters vf South Africa
Pg. 83.



the painting too. The fundamental difference in the two
works is to be found in the different characters of the
two artists: Franz, the idyllic realist who will never-
theless allow fantasy - inspired by Bantu lore - to
enter his wurk; and haggle Luubser, the expressionist who
will endeavour to dv]let huiuan emotions and the deepest
expiriincc in tlik most intense and must direct manner.

In p;si inting the farm labourer has possibly been
expressed most sympathetically by Kagfic Laubser. In all
her work one finds a child-likc innocnt love for the
simple folk. This characteristic is another similarity
which relates the painter's work so closely to Moeder
Peulin. Many vf Magfde Laubser's pictures can be j.-laced
alongside ioems “nd ]Jrose passages and show remarkable
resemblances, e.g. The Old Bushman (6) with the feather
in his hat and his weather beaten face may be D.F. Mal-
herbe's Jakob Onton/". The H rdboy (7) could be W.E.G.
Louw's Cu-?I r.t'. rkuti- ri. Th many pictures of Harvesters
have their parallel not only In C.K. van den Keever's
>0[...r and D.F. Malherbe's Die MiulcnH.tr, but also in
G.A. tiat-meyer's ]Joems Oestyd, Mi -ary and Lu:ornnr..y
(S:.kel r. Simb*al.)

Mag,, io L ubs<r's work gives mor than the mere visual
reality, and that nay possibly bo an explanation for
the many similar!ties with literature. Maggie Laubser
will always attempt to express the dc yer qualities of
her subject. That may b- th* r isen why she seldom works
direct from tI mod<l, but from a n¥'iory 1"ige. The
visual model can only rive her th superficial, vhereas
she wishes tv “ive thu inntr personality.

"As ek van 'n model af skilder, bedcrf lit byna altyd
die sklldery. Ek kan alletmn 'm wo.ac1 gebruik wannee.
die sklldery reeds klaar is; iii< liodci “uggei tt 1
some letB nuuts aon my." (8

Maggie Laubser'e work boars a resemblance tv Ger-

man Expressionism in its emotional dcji tu n of tlt
people - particularly peasantn md labourci;' - in it.?
expressive, emotional colour and in its ippar.nt
primitive delineation and bold massing of shapes and

forms. But although Maggie Laubser y ntylc 1¢ r:0
reminiscent /

noot, 18 Augustus, 1939*
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reminiscent of German Expressionism, she nevertheless

has sued i in depicting the typical African sc”ne

Bv'r ran”- Of subject matter is small. She is happy,
appears to b< content to paint the same subject repeatedly,
So un< finds numerous pictures of harvesters, of the herd-
boy, of native trls frequently set among decorative
oouth Africcu4 liowers, of ducks and geese, of cats and
flowers, oi cranes or tlamingoe s, and later of fishermen,
their cottages and boats and the sea birds.

In most of hor *ork '"there is astern simplicity of
a new country ... and the angularity of form she so
often uses emphasises the. elemental subject-matter of her

mrn and strong colour
of so many of her intcrpr tations, there is a'union of
the artist with her motive, harmonising the expression
into a concrete unity of subject andfeeling.

There is an inwui nse 1 ve ofpeaceful nature inher
work." (10).

This sensation of pi usefulness is usually achieved
by regular closed patterns in the composition, heavy
bold shapes and gradually curving lints. Tht bold, bright
colour usually aads the contrast and the tension. In the
Harvests, rs (fig. 33) each boy forms his own enclosed
shape. The two in the i:m. diatc foreground combine to
form a larger oval pattern. Finally the three figures
form one overall large flat circle through the position
of the feet, leading the ye along i line that moves up-
wards through the figure on tlu right while the line of
a distant cornfield leads th< eye back to the figure on
the left, moves gradually down tht curved back and re-
sumes its circular passage again at tht fttt. monotony
is prevented by the jnggtd ingular shapes in th boys
and cornsheavos within the main Jattorn. The oval
composition is accentuated by the cloud formation in thi
far background which iistinctly echoes the unobtrusive
regular shape in the foreground. The colour of th picture
adds an emotional intensity. The contrast between glowing
yellow and groy-green is violent, introducing a oubjev
note of apprehension. This emotion of expectant fear

so strung that it dominates the entire picture.
It /

9). G. Dekkcer: Skone Kunstc. pl% 8.
10). May Hillhouse: The art of kaggie Laubser.

Trek, May 5» 1944.
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It io mtcroBtin*-; tc compare Maggie 1/iubscr'a
interpretations of the African and the Huttontot who
form such an integral part of the South African land-
scape with the interpretations by the other South
African expressionist, lL.rm :t rn. Their point of
departure, viz: Gvr,tan Expressionism, was initially the
same. but whil kaggi, L ubncr concentrates on the
humble, the deep human qualities and the simplicity of
h r subj ct, Irma St rn concentrates on th exotic, the
sensual and the colourful splendour. Maggie Laubser's
work appears to be tur- naSvo and artless, while Iraa
Stern's Is fir .uor- sophisticated, and she expresses the
pride and arrogance of the aborigines who once used
"to rule e uires " (11) whereas Maggie Luubser depicts
the submissive, humble servant. While Maggie laubser's
work is quiet, calm and controlled, Irma Ste.rn's
pictures are violently . lotional. Irma Stern's work
is bifc and startling, it de.L”nds attention. Mag, ie
Laubser'§ work io usually d.:iallur ana it docs not make
such a direct im; ict. Boui-"n feels that in spite of the
ag,.;ressiv- quality in Irma Stern'u wurk, it will not
have such ¢t lasting appeal as the mor" subtle work by
Matjgie Laubaer:

"Sy (Ir:.ia Stern) wuoek lit. grillige, selfs in 'n stillvwe-
En daarc ur bly dit dikwels te veel aan di< oji rvltiktyv,

t

benadcring van die cmgcwing, di: uitsoekmutodvs v”n
die gegewens, vloei voort uit uiv tcmj rr. nt, en hierin
verskil di twee vrouv &mmerklik. Irma St, rn «vil m e >

stuk *n verrassin,., g- ' ¢ maar die v mooing 'alur Ml ‘K

is ,indor o; ;etlik, die vjrrasoing by haar subti.lcr,

(12).

It is easier to find paralles in literature to
Maggie Laubser's work than to Iroa St rn s. ihi-
probably because Maggie Laubaer chiicto th. iecal,
humblu, assiduous servant who, through hid laithf

ness, has become an almost paonivi t *
household. Such a servant is feequontly dci.ctod in

novels. Irma Stern depicts the unt «d im>iJ* 0
primaeval /

11). Joseph Oachn: Irma Stern mnd tht opirit

12). Bouman: Vuns”en kunswaardtring. IK- 9%



primaeval land. She exproaaeu their pride, their

arrogance, their senauuuanoea. Irua Stern's native
modelscould not b. servants. They must be free to

movr asthey wish in theircolourful land. Francis

Brett Young does, however, depict the regal, free native.
One of his descriptions in The City of Gold is a remark-
able parallel to the. painting of Irma Stern of Swazi
Girls (fig. 34) (13). The richness, the warmth, the
glowing colour, thu di;nity of which one is conscious

in the painting has bo n expressed, even clearly stated
by the writer, Must of Irma Stern's paintings of the
primitive native have an element of the pastoral. They
appear to depict a "world untouched by time." ,s a result
of Irma St rn's sophisticated long, flowing line in her
drawing her native figures arc usually "superbly erect"
and they appear to neve "slowly, silently." And it 1is a
characteristic of the majority of Irmi Stern's pictures
that th.y art Itransfus d with war. lifht."

Vinnig langs die j .adjie tripp.el MabalCl;
Vrolik klink die licdjie

Such would be th. cl tract r of Irma Stern's rativt girls
if the painter had not had the more sombre outlook of
the expressionist. Fug'n Mantis' well-known charactur
has an innoC' nt, child-1ik ua Lity which io not alto-
gether ex;re*s. iV' of tht African tribi s. Irma *tt rn
figures have mure of th mirid n charact i1, but si.mu

Irma Sturn it appeared that the White Man's civilization
had lur d th' native away from his accustomed care-
free life and had imposed the burden of .Invery upon

him which he could not bear. " ¢ ¢ ¢ 1- Vi " jt

inner conflict." (15). /

13;. Appendix 2. no.66 .
14). Joseph Sachs: Op cit. pg* 46.

15). Ibid. pg. 48 - 49.
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But thiy i:j probably the painter's own aubcuna-
cioUB ivaitl, this iorlorn nostalgia, for ahe naintaina
that she Ivvoo a wild untaaed setting which civilization
has not touched, oho loves the exotic, the unusual,
the pri .itivo. it is therefore not surprising that in
her painting "Ir;.ia Stern speaks in a language which is
oore impulsive than rational." (16). All her laintings
have an emotional intensity tnd a sensuousnesa which
is sometimes overpowering and even repellent. The can-
vasses arc ilmost invariety large. The colours arc
always very strong - one can speak of blazing colour -
orange, rid and gr. n usually predominating. The lines
in the drawing arc auo. thly flowing, suggesting over-

times 1
smooth and transj ir- nt. Sometimes it is applied in a
thick imj isto.

Although a iefinite expressionist emotion is
revealod in theat }dntings which is foreign to the
essential African char ccter, Irma Stern has c¢ rtainly
and iphatically expressed td, 1 W rful ahd glowing
presence of the indiginous peoples in such an individual
manner that her work cannot be ignored. In spite of
Bauman *s conviction that MagHit Laubscr's work is mbrc
profound, Irma Stern's painting is undoubtedly more

powerful.

An entirely differ, nt Hn . of 1 intlng is the deco-

rative-illustrative work by ihrlr..; : nd, whio also
frequently uses th picturesque African ae cutj ct. H,.r
water colours of Baouto rif<rs are wecli kr.'... Ti.Coe

reveal a romfintic-impreau .donlst aSlion .. =
reprosentatlon of iridescent light revealing ionics md
riders in a hazy setting. Her more recent work moves
away from the equivocal W rosnion and a firmer outline
and flat areas of colour introduce a distinct kcorctivs
quality. But almost inevitably om will tlnd 1 fiW
objects that reveal weak drawing, weak a: ‘pen .a

in an otherwise pleasing 1 °‘tt rn. )
In

16). Joseph Sachs. Op. cit. pg. 40.
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In both pictures Ncrine Desmond presents the
native and the farm animal together, and the union
is pleasing. In the Gout Girl there art still truces
of realism. There is a suggestion of modelling in the
body of the girl. There is a suggestion of recession
in the goats and therefore there is a feeling of sjuce.
But strong decorative qualities are apparent in the
humorous spotted goat and in the essentially decora-
tive modelling in the white- goat in the right fore-
ground. In the G-.it , itches the decorative is much
bolder. The girls are seen as pattern rather than as
human b ings. Tht goats are flat, decorative shape3, and
are all muro or less on the same plane. Bold outlines
emphasise, the pattern and accentuate the "primitive"
design.

although both pictures have a ocitain chtv
neither is profound. For a deeper expression of the
farmyard animal onv must again turn to thv work by
Mug- ie Laubsor who so loved to paint the geese and
ducks (fig. 36.) She can express their aggressive-
ness, the clumsiness, their comicalness in a most

mined dark brushstrokes representing decorative others
so convincingly d pict detrained aggressiveness;

the juxtaposition of webbed feet express the clumsiness,
while the attitude of the head or wings add the humour.
The heavy, primitive shapes, and bright, pure colour
add an innocent, child-like quaxity, possibly cxprcss-
ing a childhood memory of the v nlngs when the painter
would go to the dam to watch the snow-white ducks am

geese. (17).

In novels one fr,qucntly finds descriptions of
the farm animals incorporated intv tU in
These passage usually reveal an accurat- agnation
of th animals' hiblts and wtics, and ircquen. i "
introduce a light-tvart. d touch: e.g. —t,
dog about which Langenhovecn writ s, I.--

encounter with an angiy turkey c-"ek.
The /

e Kontroi!" Pi’2. b~ . W 5 « -



The donkey is a familiar feature in the Transvaal
landscape, and he had already been introduced to
Afrikaans literature by Van Bruggen in ampie. Ample
would bo incomplete without the old grey donkey. In
jaffio, 1n Eaelrot.annet.lie by Eltuwal (18) two donkies
carry the entire story. This enchanting, simple little
book tells the talc of two donkies - Com Vaaltyn and
Jaffie - and the part donkies in the iast have played
in Biblical history. The book opens with a description
of a typical Transvaal scene presented with unusual
and original figures of speech which add to the child-
like quality and freshness of the whole.

The reader is immediately conscious of the writer's
deep knowledge md love not only of the- little donKkies,
but also of all the other little Inhabitants of the
Transvaal veld.

In order to do full justice to the creatures of
the veld and to add on unusual aspect to the d scrip-
tions Eitonal f;tquently forms new words, particularly
verbs. This to a certain extent betrays the joet. E.g.

Gelukkig hot die pitryse toe uit al die rigtings begin
pdc-t' rsi( lit , on di- tar- ntulc het hullo wieletjies-
klank vinnig- r r draai, aodat die aand aoos 1In dam vol-
geatroom hft act g luid. (pg 36 - 39)

Oom Vaaltyn hot lank ing dagtc g at+taan on kyk na die ou
kar<.eboom wat sy bosaikop nee-ja, net-ja sku-l in aie

wind, (p.; 39)

T

@)

o + Q <

5w A

gctrap hot"™ (19) la doubtful.

: Boekbeapreking. Tydakrif vir
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A] pendix 2:

eRxtracts from literature:

1:

Meeeter was in ern van sy droomstemminge en het op
die stoep ait en kyk na die breS, vyftien voet hog
brandera wat na die rotskant to digterby sierlik inbuig
met geweldgo owaartr van blou-groen lyf maar dieper in
die baai-boeaem net effe hul kopje akud dat die haarlokke
sneeuwit bewe in die namiddagaon hoog bo die akommel-
ende waterdieptea, en wat met raaende snelheid voort-
akuiwe, breed en hoog, en eindelik ver teen die eand-
bodem met dreungeweld neerslaan en die duinlyn Room
met 'n skuimvald van bruisende prag. Sooa magtige lang
rye van oorlogruiters in aanval-vasrt, swierig in
vooroorbuiging van slagvaardige lywe, gly hulle in die
dwarate verby, onophoudelik voortgeatoot uit die mate-
loae heirkrag van donkerblou dieptes agter.

(Hana-die-Skipperi pg 47.)

Hans-die-Skipjer het geworatel om bo te bly. Bit
wag «n atryd van 'n verlate hart met homaelf, met die
wSreld. Want die wSreld verataan horn nie, sy eie vrou
ook nie: God he* horn geroep en geanker - hier waar Sy
stem in die branders donder, hier waar Sy liefde lag
in die seekleur se skoonheid. En hier het hy oud geword
en gewerk met die ganse vurige liefde van sy siel
maar hier ook is ay verlange en hoop verydel. En op

By kniee het hy * or8t” ; Han8. die. sklpper. pg 233.)

ou duiwelakind?” » brul johan met cnbe-
"Jy is laag ... ija 8*

euelde drif. die-Skipper, pg 64 -



Die volgende oomblik kiim atormwolke oor die berge
terwyl agter uit die weste aen groot wolkdonkerte oor
°'n blou-grys aeerumoerigheid omhooggroei. Die vaurt van
JOHAN het toogencem; effe draal hy op die wiegelende
hoogtea, ongelyk aoos 'n ploegland, om vinnig af ie
skiet aooa 1In valk in grysige laugtea van waterwoeling.

Dit sou 1In vaart geweea het om jou aiel aan op te
haal, aa die gevaar me voorgel@ het nie, dink Hans-die-
Skipper.

(Hans-dle-Skipper; pg. 158 - 159)-

Dan voel dit vir die vier mense of hul woppe die hemel
aal raak en dan sink hulle weer onmeetlik diep weg -
weg daarondrr, vanwaar die watcrvalle oneindig bokant
hulle skuim en die boot bewe of elke vesel hout van homn
tot die uiterBte getoeta word. Die twee volk help uit al
hul mag ora die boot landwuarta te etuur, maar of hy mot
'n stukkie kurk apeclf so alingor-skomrael die see hom

(Simeon: pg 128.)

Ska ira het die skuit gedana oj 'n hoogte of hulle word
skielik gebSre ondor op die kokende bodem van 'n
waterkloof, en no% voordat 'm roeier kan werk, klim
die ahuit t.1 weei oor skuimalote en langs broKkelngp

kranererk boontoe. M 160).

Na/atorm oor die see:

Het die onruatige oee hom verwag,
die groot grya vo??1 van di bvrge
sku uit die nag?

3y ailwerigo vlerke het trillend verbrce.
kryaend ay nartjie-rooi snawel
gesteek in die see.

Toe styg hy op aruipende vlerke en vlug
met heoe geaang
na die berge terug. AN A Ninevf.)
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bo die kopbeen on die gebarste klok

van iratrose on ryke lankal vergaar;

inm r die aoe is 1n cwige eiorstok

en ryke groei met die grooiende maan.
(Joernaal van Jorik. pg 3 - 4)

Moeg sink hul dour die waters, en by vaar
waar engelviase om bom been met fyn

vinvlerkies roei, en onder op die vloer

slympiikke slaap. Lig aan 'n hegsei hang

*n moerminboursie wat oop en toe bly roer -

sluit, en met In haai se eier vasgevang.
(Joernaal van Jorik. pg 29).

10:

Ja, so is die ongerepte bolope van die kloof ...
koud en sti1 te middo van die gedonder van groen”blou
waters; vreemd vol onhell is die gedempte vermilJoen-
kleurige lig, skrikwekkend vir dieenkeling wat op die
grintige rotsbedding langs die stroom meet loopen af
en toe die veraf gedonder van vallende rotee boor - en
dan weer, as alles stil is, sy eie voetutappe, klanklose
klanke uit ’n ancer, half vergete wsreld.

(Die Wolkemaker. pg. 34%

Alles is verward en kan dit nie rangakik nie.
Srena loci die wind, s¢rens raas die waters, skcp 'n
kabaal op en raak deurmekaar tussen die hemelhog engtes.
Alles is onwerklik en vreemd in die vrcemde, oranjekleur-

166 116 - © (Ibid. pg.43.)

En die wSreld veiderop geen regie wsreld nie. Net 'n
skimwS$reld, In pick waar bose magte in die ekemct ing

dwaal, ’ . %o \
(Ibid. pg. 48.)

11:
Maur in die Boland is dit nou Oktobermaandi
Die aarde dddr is stil en kocl, en oor die ylei

00p.

0 ek meet frug. . j .>0> Louw: oktobor.
included In Greet Vereebook.



Denneboaae:

Blou see van denno teen die hang -
tot, op die blanke horiaon

die vrrste toppe yl word in

opaal van ho# lug en son.

'n Blou nabye heiligheid
wat tuasen see en hemel ataan.
wauroor die groot, mistieke dans
van vreemde stille wolke gaan.
(N.P. van Wk louw.
Alleenspraak.)

Die jaar word ryp in goue akkerblare,

in wingerd wat verbruin, en witter lug

wat daglank van die nuwe wind en klare

son deurspoel word; elke blom word vrug,

tot selfs die traagstes} en die eerste blare val

so stilweg in die rook-vaal bos en laan,

dat die takke van die lang populiere al

teen elke ligte m%re witter staan.
(N.P. van Ayk Louw.
Vroegherfs: Halwe Kring.)

Nou 18 die aarde nagteiang en week

in die donker stil genade van die rcGn,

en skemer huise en takke daeliks ble<*k

deur die wit mistigheid en suising been.

Die alles ryk en rustlg van uie swaar

geheime waadorn wat sy iaaie vind

deur warm aarde na elke skeut on blaar,

en ver en naby alles duister bind

in vog en vrugbaarheid en groot vef lange;

tot ons 'm helder mlddag skielik sien

die gras blink, en die jong gruan teen dio hange,

en weet dat ille rus die lewe dien:

hoe kon ek dink dat somer ryker is

as hierdie groei se stil geheimenis.
N.P. van Wk Louw.
Winter. Halwe Kring.

Ifi van to word. (D.F. Malhorbo:
P Moulenaar. pg. <dem



die voetpaadji'' langeg die pieaangbos begin kruip. En
die herfskwaa het die eikeblare geel geverwe boos hul
wcemoedig bewe in flou windgeeuia, en verfapatael gemors
op die wingerdblare wat witgecl lag in aonstreling of
bloos met bloedrooi wange of treur met bruin gesigte oor
vroefe’ verwelking - donker en lig oor heuwelplantasie en
dryfgrond-terreine, oneindige rykdom van aagte skoon-
heid naas brutaalate triomfe van kleureskepping.

(D.F. Malherbe:

Op. cit. pg. 77.)

So het dan na maande van swelling en kommer, en na
*n week van aenuapanning en aiclelyding, die verskrikking
ingetrek in die ou woonhuia en die harte met droefheid
en rou omnag. Dear halfnaaktc eike met hul laaate tooi-
ael van purpergeol en diepbruin blare wat die wind kort-
kort loeakud met oordadige tcrglua, het die refe'n geval
dag en nag dat die poppies dans op die werf en die water
afstrnom drif toe en fn wye plas die kweekgraa versuip
tot teen die tuinmuur aan. En was toe rondom dat jy die
dennereus daaronder op die wingerdskeiding akaars kon
token deur die bewende dieptes van reSngordyne.

(Ibid. pg. 152W

17 Right in front of him, running parallel to the

u s r v s il

red and orange mark. Krige: A

The Dream and the Desert,
eg. 47 - 438.)

Nuraery-kloof en KirstenboB A ,in (pe baai in die
oor die nek, af na die bleu

Koedlborg en Kaap HangkliJ ° di0 wemmerohoek-
koepel van die Somerset-one

ber* en toe
en golwende heuwels onig»



Daar is ou wynplasc, ryk aan tradisie. Daar
is Groot-Constantia en Tokai en Alphen.

Maat daar is ook net woonhuige.
Ondcrkant die Houtbaai-pad eiun 'n mens hulle -
ruim, sierlike wonings met groot en iragtige tuine.
So 'm huis is De Liefde.
(W.A. de Klerk.
Die Grenslose. pg 1.)

19:

Diepwater was so diep dat geen riem dit kon
meet nie, so holder dat Pa ons kon wysmaak dat dit
»«n gat deur die wSreld" is. Met die vroeb* herfs
het daar die allerlieflikste disas, beaar en vlam-
rooi, teen die nat sykranse van die waterval gebloei.

Soms is ons die skurwe rante en die groot bcrge
in, te perd op na beminde plekke - Sterrebosbank,
Die Sluis waar die groot ]oplierbos staan, Duiwels-
gat en Koernsievlei. Dan ook soms die vleie en die
klipgate, die groot aandvL'Xk by Logement, waar ons
losteuels met die perdc kon laat skeer oor die
sonnete aarde,

(WA. de Klerk.
Die uur van veilange: pg 35.!

20 ¢
"Nefie," drcun die groot stem, "jy moet mooi
kyk waar sit die semester:"
"Hoe gee Oom dan nou sulke raaisels op.
"Raaisels? Wat vir In booreseun is jy dan*
"Oom," droom ek, 'so ken ek ook maar die land,
ja - grawe kambro, soek baroe, vind die vinkels, ja
die jakkalkoa ..."
"Raptol ...:" s¢ Faan.
"Diokiedaais en duikerhoring, bossiesuroop en
4 "
bOkbe'§1§/i‘1;erh°é;, nefie! ' So dawer die slotakkord.
(Ibid. pg 106 - 107.)

BtOfl’ad- (Ibid: pg. 112.)

(13 t
groot wal ... Die kania” oen en bewerk ... Hoe het

die borgplek word te klein yr A
uitbrei. ... A



23:

Op agtien rayl van die dorp het ona weggeswaai van
die groot pad en op tuaoen Veniand ae pragtige.
uitgestrekte boorde. Die lemoenboniG, wat nog hier en
daar 'm gleiende vrug getoon het, was wit in die blom.
Die hele lugruim was wond rlik bewierook. Op die land
was trekkers. Tussen die borne het volk met meganiese
pompe gcspuit. 'm Groot reeevoir was in aanbou.

(Dio uur van verlange. pg. 218).

24:

Dele van Viertoringkloof is onbetrede aarde. Dele
is so diep dat die rotsmure tot 'm paar voet van mekaar
sluit en duisende voete opwaarts duisel. Dis plekke
waar die lug ooos *n smal stukkie hoop vertoon, wbar-
in daai selfs bedags sterre in die bloute skyn, waar
die son nooit kom en geen voBls sing nie.

(WA. de Klerk:
Die Wolkemaker. pg. 33 - 34.)

Drfdr 18 dit voor hulle - een geweldige stutmuur
en bastion n” die ander, geanker aan die aarde deur
dun stut op dun stut, bowe-sinlik skoon. Tussen-in
is daar diep en ontoeganklike klowe waaruit die water
wit en tuimelend bars. Op die ontelbare hellings en
lyste 18 die vara snecu glinsterend wit teen die
waaige pers. Onder is die bodem wyd en byna gelyk -
dig begroei met oorbos, behalwe daar waar die rivier
diur die loop van ontelbare jare 'm bleek en rotsige
baan gespool het.

an die heel verste ent skiet 'n purper suil uit
die bodem van die kloof op. Hob'r, steeds hob'r dwaal
hul bilk, totdat die kruin verlore raak in die dreig-

ende newels. .
(Ibid. pg. 321.)

25:
Flossies, jul bewe en bibber:
Is dan die aandlug so koud?
Moet jullo so teen die westewind koes?
Sal hy vir julle die blou en die goud,
Allf s verwoes?

Flossies jul bewe en bibber;
Drink m’ur die eon on wees bly.

Goud, blou en rooi is die lewe; en sag
Waal ons ou westewind koel oor die vK

Nog is dit daE. . .
(C. Louis Lcipoldt.
nnm fiert vertel.)

en Fluitjiesriet-omnoomde P001° z*
Van swart-bruin staando water, lowrndiA
Met paddavissiee, swarter as die swart

Van sandveld”tjinkerintjees, wat wecldcrig

Hul wit blomvlerke uitopmi om dit E
Van die ondergaande son to vang,
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Laat®uitbrei6honferdvoud” 80Ud 36 gour
En die water, roerloos soos 'n paal
Wat daar al jare ataan,
'n Bruin-rooi reiervoGl wat met ay bek
Die laaate sonatraal opvang, en die maan
Nog halfpad dour die berg ae rand bedek
En nog nie vol nie, op ay vere voel.
(C.Louia Leipoldt.
Die Moormanagat

27:

Aa die auring verlep en die tulp nie meer bloei nie;
Aa die aomer ae groen met die droogte vergrya;

As die panwater oak dat jy nie meer kan roei nie,
En die koning-flamink na die noorde verreia;

Aa die Piet-my-vrou-atern, wat die boa het laat lewe,
Voratom in die atilte van najaar ae krag,

En die bergawael ae bont vir die laaate maal awewe
Oor *n veld wat voratik na die wintervog amag,

Is dit grondig bewya dat die groen en die geure
Wat aomer gegce het, vir ewig vergaan?

Dat die kou nie kan skilder met net aoveei kleure
Sooa die voorjaar gebruik het oor weiland en laan?

Daar ia aaj in die atamme, en krag in die blare,
Nog diep in die hart van die hout opgevou;

En nog bloed vir die lewe bewaar in die are
Van die bol van die blom wat ay lewe behou.

Aa die jarr verby apoed on die akemering nader,
Die donkergroen awart van die uiterste nag -
En die akimmc van giater-voor-gieter vergader,
En die mieatap van vroeGr ay vergelding verwag;
Aa die goue akaal breek en die venatera gealuit word
En die donker daarbuite tot binne-in dring;
Aa die lied wat ao lief deur die winde gefluit word
Geen aalmoea van trooa tot die martelaar bring -
la dit die geldige getuii nie dat wat in die veilede
Geakonk het. tot nika in die duiater vergaan.
Of nog vurdef @Wyg van kraggewende vrede
Vir die alol wat cy eie beproewing verataan?
Die foute van giatcr, die duur ondorvinding,
Die nainiddag-awakheid - dit tel by die sum
Van lewe wat loop tot ay eind'lik' yorslind ng
Aleer hy tot kragtiger lewe ontblonw
( Louie Leipoldt.
Op. cit.)

28
Ek kom om 'n kransie van rou to breng,
op kindergraffiea *n traun te pleng.

UcndfdLr*dJ”*v'in“rae’maat;

i” ¢ iisui k* Ji pahu;

om blomplos®*ontnome”*wat 'cforhad'*gclocn?



30:

201.

kom kyk, uit elkcen en elk bittore traan
is In huldcre blompie weer opgestaan.

Bis net of die Vader es "VertroulJ
"My blommo sal groei oor die kransc van rou,

"Ek get wevr torug wat gegee is aan :
"waar blommo gcsiai is, sal blommo gody."
(Jan F.E. Colliers.
Die Vlakte en ander gedigte.)

Bis blommo langs die paadjies
En blommo by die wal,

Bis bLommc net waar ek kan kyk,
Bis bontheid oweral.

Die rooies wenk die luidstc,
Viooltjics knik gedwce,

Die wind ontlok die aoetste geur
En wieg die blommcace.

En waarom wenk die blomme so,
En waarom aprei hul geure wyd?
Die by kom oor die tuin gesoem,
Hy suig hul heuning uit.

Bit ritsel langs die gangc,
Bit trippel oor die pad.

Nou waarom was die sy gespin,
Die kant en 'k wcet nie wat?

Die of* kyk brutaal uit
En anders luik gedwce -
Cupido swoef van blom tot blom

En bring ey Pyl=(™ee. Hoever. A

Eugene en ander gedigte)

V. rbittei af wlec tot horn nadertrce,

AN r!n - afied-va, die land.)
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31:
Antonie skuif sy hood ao 'm bietjie agteroor on gaan
ataan m di( skrviul koelte van in doringboompie, waarin
dit gaan asof daar 'n duiacnd sonbeaies tegelyk begin
sing het. Selfa tot in ay trekkcrsiel drin® die gruotae
kontras dour: om hon, vir oover aa wat ay oog kan aien
ia die rooi aandaar*def on hior die ou doringboompie wat
wie weet hocvecl ticntalle van jere al hier aukkelgroei;
(Abraham Jonker:
Trekboer. pg 11 - 12.)

32:

A, ona ou oeaewa, wat waa jy nie vir ona ou naaie
in dje dae van trek on vlug en awerwe nie! Die kraam-
kamer, die aickknmer, die ste“fkamer, die alaapkamer
en voorhula, di»; krygaveating, die bodekamer, die
heilige dor heilige van die huisaltaar om *n volk akoon
te houl

(C.J. Langenhoven:
Veraamelde v/erkc, deel 4.
pg. 263 - 264.)

33:
Once more the kingfisher
Admires the gleam
Of his rainbow-rcfleetion
In the gay stream;
The crow, sooty-coated,
With never a pause
Scratches up the sown-mealies
And raspily caws;
The dazzling aunbird,
Wee flower-like fellow,
Sips honey from blossoms
To make his voice mellow;
And the wild green canary,
Without stay or stop,
Drops shining song-bubbles

From the troetop.
P (Francis Carey Slater.

Drought. pg 60).

The sun descends and trails his clouds of glory,
The evening shadows flock on hill and ilain;
The sun descends and ends day s little e y,
Rules off the blotted compt of loss or gain,

(Ibid. pg 6s.)

igGra A~ T™ Wschfliner: Story of an African Farm. Pgl4)
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36:

j)i' aon bak ne r op vlakteg, vlaktes gras,

n windmeul, stasie en drie poperbome:
op vlaktoa grag, klipkoppiea, vlaktes gras,
ii windmeul, stasio on twuc peperbome.

(D.J. Oppcrman.

Joernaal van Jorik. pg 17.)

37:
Hy >et opgekyk na die atralende stcrre bokant horn,
en 1ie bescf van sy eensaamheid hot wecr die groot
w.ejioed in horn wakkt rgemaak. Og, die lewu .a vir hom
'n eensaamheid, *n kaal droG vlakte met 'n donker
afgrond wat iewers wag.

(C.M. van den Heever.

Op die plaas. pg. 32.)

38:
Oom Oort en Tant Bessie ae gesigte loer by die agter-
deur uit, hullo kyk na die vcrwyderende figuur, kyk
toe na mekaar en verdwyn in die bedompige huisie om
°'n kleurlose natv.urbcstaan soos twee uitgcderde
alwynbomo hier dp die ntonige, moradood-geskroei-
de vlakte-oneindigheid te verslyt.

(C.M. van den Heever.

Droogte. pg 95.)

39:
Sy is soos 'nm veldblom self wat uit hierdie nederige

aardo opgebloei hot en in aandagtige verband staan
igte wat haar voortgebring en gevorm hot.

(C.M. van den Heever.

Laat Vrugte. pg 159.)

Die aomer was dood.

Die goudgeel blare hot fladderend van die borne
oval en in 'n goudgeel laag op die kou, nat grond gaan
§. Daar het hulle vermuf, on die tuin was vol van

ie gour van die sterwendc lewe.
ie borne hot met hullo kaal takke teen die dlep-

Die
.ou herfalug geataan, on die voGls het nog saans laat

i hulle met kwettcrondo stemmo gcraaa.
Oral in die. natuur het lets gosterwe, en in die
was lets verlate, dIt het oor dir velde gelo, ooi

tuin. in die aonakyn, in alles. )
i onmerkbaar in die najuar vergly,

S i i a i i S E S
me hot agtergebly.
En By viaweg. van den Hoover.

I # # # # # " '
i Wilkerbome



42:

Die akemcriny het om die borne kom woon en

hullo etammo was in a aduwe -a; net op die heuv/el-
ronding hot 'n klompie bloekombome mot hul donker
blare t>.en die aandlug geataun. En agter hulle het
die at. rrc vcrakyn, ruin en blink aooa epatseltjiea
silwer. Die stemme van die votila waa atil en die vure
het ecn vir een by die atrooiae begin brand - eenaaam
ondtr die rantjiea.

(C.M. van den Hcever.

Op die plaaa. pg 44.)

43:
Oneindig ver, doer anderkant dit kaal vlaktea, aink
die son aooa 'n moedeloae wandelaar agter die wSreld-
kant in, en noulika het die laaate aonrooi weggekywn
cp die veratc koppiea in dit weate, of 'm koel windjie
ontwaak uit die kaal lu.gtca on aooa 'm bly boodakap
dat die retin kom, soil hy klam-fria oor die uitgetrapte,
doodgeblakerde vlakte-oneindighcid heen, die wSreld
word vroliker en opgewek wieg die blouboaae op die
twee klip-oortrekte rantjiea hulle atywerige taai
takkt, in die wind.

(C.M. van den Heever:

Droogte: pg. 42 - 43.)

in Weemoed groti in oom Sooia ae binneste oor ciio
refe'n wat val noudat die droogte hulle “ebreck hot.
Wonderlik tog, noudat die retfn kom, die reb'm wat
die laaate winterkoue sal verdrywe, nou voel hy hoe

on buitekant.™... Die’groot atryd bidne horn la b§na’

V2 ¥
(C.M. van den Heever.
Droogts. pg 205 - 206.,
jock of the Buahveld. pg
Toe die aerate oor jlo*.ese”takle”cn A

die lower onbewenglik aie



het die ou leier, wat by so 1n trop altyd aarwesig is,
gy eerate growwe basnote uitgostoot - "oa-drrr
oa-drrr ..." - of dosyne ander val uit verakillende
rigtings in en laat die hele boo lowe, Uit die laagste
gutturalc note sag beginnend, styg die koor van stemme
ritmiea, al meer trillcnd en mot toenemende krag op tot
’n hoogtepunt, om dun woor ewe gelykmatig aagter en
sagter te daal en weg to eterwe. Tuaaenin klink die
skerp "Kkjoua kjouJ" van awart-ape, wat hullo graag in
die hoogste goaelokap van die aapwSreld meng - en did
word inderdc. id deur die twee pragtige kolobusae van
Kilimandjaro verteenwoordig.

(Sangiro.

Uit oerwoud en vlakte. pg. 153.)

47:

Op die oerwoud bo-op die berg le nog dik newel-
banke, maar die retin is vcrby; 'm laaate paar wolkiea
dryf haastig verby na die westekant, in hul vlug die
lug hier en daar nmit groot blink druppela deurrafolend,
en lv.it die wye uitgoatrektheid van hemel-blou sonder
'n vlekkie aan die eonekyn oor.

Aangenaum vorwarmend v”l die mfireeon op die klein
rotsko” iies, :'n ccn waarvan ons twee swerwertjics in
die nag herberg gekry het; en weldra kom talryke dasoies
uit die splcte Vn gate te voorakyn om hulle in die
strale to koester. Dik, vet ouca, met gl maende bruin
velle, soek hulle gewone aitplekkies uit en skyn na
niks beter to verlang as om heeldag so doodetil te kan
16 on kyk na die son nie. Maar die kleintjies. ronde,
molligi goodjics, swell.nd van lowe onder hul koester-
unde woljassiem, begin speclluotlg to plcp en gly op en

langa en vlak voor ay *111"NJg
m S m m

4uln die tor biy

van raekaar staan, m cm oo It< hom luidrugtig

kandidaat-houding aan cn _aar minute voort, n
verkleabaa. otel. So daur dit n p



oorvecrdowcende gcraas wat bcelaglik sou gcklink het, aa
dit nic met so 1n v rwoedo gedreig gepaard gegaan het
nie.

Bit lyk naderhand of die mannetjie wat horn die
eerste verkiesbaar gestel het, tevrede is dat hy behoor-
lik amepraak op die kommandantakap gemaak het; want
met sy rug cn at rt terdcG gekrom begin hy styf-styf
rendstap, so etyf dat selfa ay voorpote nie die minste
buig nie, n op c.lkc stap volg daur 'n gecf-¢f en 'n
tandcgekners van die ander wSreldJ

(Hobsons.
Fees. pg. 21 - 22.)

49:

in Twee honderd tree anderkant die volstruiswyfie
kom 'n trop wildehonde oor die duinnek aangestorm. Nog
'n oomblik, en dis met haar geduan; maar toe die honde
so te s¢ op ha'ir is, klaj sy awak met die vlerke en
vlug val-val dti laagte af, struikel, strompel, slaan
jammerlik voor die honde ncer - waag enigiets om hul
besig te hou en die mannetjie kuns te gee om met die
kuikens weg te kom.

Ver onder .
kuikens af, val-v: 1 die wyfie langs 'n duinstraat af
met die grusame honde gevaarlik kort op haar hakke; maar
toe sy eers die oop vlaktes anderkant die duinreeks
haal, word haar bene ekiolik reg. 'm Tree of twee voor
ha ir wredc vevvolgcre awink sy inc.ens onge" loflik
vinnig cn hardloop akoon onder die gefopte x.jnde wuitl

(Ibid. pg 118 - 119.)

*

Toe hy lingo Hlabiaa st'ian, hot die ou met die punt van
sy aagaal m 1<te links voor hullo ult gewys. Panie

fluitjiesriet met wit pluimrade. "

panic ao veldskooldao.

perd) die baas at woordc op om te praat nie,
En toe ok soromer nika Tus t d wat die baas
het Knlirtbo maar amgogaan. bolip' hot op cn af

gepraat hot, die ou stinkbul ae ou 'y



gegaan. Miskien hy hei geprobeer cm te lag, my baas.
Miskicn ook hy wou seblief st vir die baas."
"Waarom, Kalimbo?"

* 11 groot dankle is, ny baas.
Dio ba is hot mooi met horn %epraat. Dio wilde'goeto is
(Y

bale tilim, my baas, Hy voel hior by ay otort wanneer
die mens hy het nie lellke plannc nio ..."

(P.J. SchOGinan.

Op ver paaie. pg 128.)

52:
Dio dicre.

By water en rivior kan ons wecr voel

ons diop verwantskap met die arme diere,

two( olifantc wat hulle lywc spool,

die womtling van insokte c¢r micro,

die bentbok on onnutsige bobbejaan,

'n haastige vlakvark stent hoog in die lug

en sobratrop wat aarsolond stroom too gaan,

met vorweg tropji. wild verskrik op vlug.

Die diepote vreodeaamheid droom in die kuil

waar bale monde eaam die lewe deol,

gedurig maar op loer na wat daur okuil

waar olke skaduwec sy angst tcel.

Want binne hi rdie 1 we, warm en vry,

vng steeds di- klou wat on loot igterfcly.
(C.t/. van don Hecy r.
Hondord aonotto.)

53:

From the Lrk”~wcods that breathe of fallen showers,

Htrnessed with level rays in gold( n reins,
Tho zebras draw the dawn across the plains

Like wind along th gold strings of a ly

(Hoy Campbell.

54:
Gana tot voreonnaming
tusoon die ataronde
stiltes van vreemde
gesternte en aarde,

het my my trotoo
verlqngo gebring;

maar met die oorkroet
van alle dingo

in,

Totr/llT /["nteilten



209.

maar daglank was die water onverstoor

onder die warm lug, en stil,

cn ongerep van giftige rial of krokodil

- 'm heilige poel, waarvan sy stam

sku weggealuip hot in die Kklara

vertroude bosse en oewera dik

van geurige palmiv-t en warm alik;

maar daar het hy, verwate enkcling,

die hute middae jaaruit deurgebring

en uitgcawem dour die swart water

of roerloos godryf met die koel geklater

sooa van groot atroomvcrsnellings uurlank in sy ore,
ruglingo g strek, ay d* verblind, verlore

in die glanaland van lug en wolk;

of soma het hy goluidloos in die donker kolk
geduik, af, if, deur kouer akaduweca

I.mgs stronger waterkr .nae, en met vrec-s

gekeer, maar siddercnd van vreug, ult daardie nag
wat soos 'n week swart blom na die holder dag

en suiwer son bier acldsaam rank -

ka: pg 13 - 14.

Oor ’n groen poel wat ati1 en dik

was van die bronalaai en die warm alik

het Raka op die lou voormiddag geleun

om soos In bees te drink, en lui gcoteun
van genot, die swart hande diep ingegly

in die meel-angte wortels en die pappery *

Z\™ r wLVwral!ebau” 'h:t'hyoinh* rioel

se dik room break. Bit wn ay 1

verby

wat horison tot hoiison
m:t wit brand vul ? 14e)



62:

63:

54.

210.

. . sy werk
mors ait geweea het as die swart buffelbul

wat die hosgange on grasruigtes vul

met hees geonuiwe en bulk, smfirens styf

in die voetpad gelo het waur die swaar lyf
in die knieb goknak hetj as die krokodil
hoog op die sand uit gelS het en ril

soos 1n klein akkedissie wat die kinders met

'n stok

A-in het; - of die ou spiesvegter, die gensbok

oordwars, grbroek, stil tussen die polle wan;
- fia die vlukvark gel? het in die gras

met sy wit leme, en sy os soos 'm vis

se oS styf.

(Raka: pg. s.)

En nou
het Koki strak dcur die klam tonnels gehou
van die stilste bosse waar die takke bo,
verward gestrengel, in die digte, hof
wisdom aaumklou, en die holder dag
skemerig en vol drup is; nair sy wag
en luister het go* n geluid gevmg
as net die drup-drup en die lang
klae-skreeu van 'n sku bosvoBl erens ver;

wit val, die flits Vanl *n rooi papegaai
tussen stum on stam;
(Raki: pg. 25.)

En nou 1t hy oor die oper It gtes gogaun

en blare , wu' r die borne enkelder staan,

en kleurige klimop tot die kruinc rank ....

tot die rand van di< vlakte waar hy lank

oor die wye niddugwfrt Id uitgt tuur 11:

of die Swarte to sien w'"is; ma.ar die stil uur
I

met die terete opdamp van di< namiddagmis

en die o<rwoud ret?n; en n?rene het hy hier

Rnka gtwaar nie - die vial vlaktcdiere

dour dlt oewerbosse na die groot rivicr,
en Raka, Rnka, di< nkelm dicr
v/at uitloer dgtcr dlt grotn Kkuil
of onhoorbaur ugttr di rankt skull,
het In hom gemaal, in sy ort goklop,
en tolkona wou hy dlt swart koj

'n stru
geti blorame <n bossies .... tot hy indulik
uit die borne g woretel, die uilwer boog
van die bret? water uit voor sy oog
sien strck hot; en hier 1t hy die nat spoor
gekry in die madder on govolg en M r.luor
in die poele on wear gekry - die swaar ding
se sloepsel waar hy brook en plus on drilng
dour die hoogsto ricte - en Koki iiet gctrap
in die baan van die spore oor die wit kiap
on die visoies wat pal in die 10u water hou
van die vlak plasse; die snygras t geklou
aan sy knioU, en die bent kloose afgeskeur

waur hy dcur die verbuigde skuins rietc bou
t Rn.ka: 26.)
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65:
"Benda# het ona sommer bale awanr gekry. Die hele
nag hot dit gerot;n on die hele oggend het lie water ge-
stort. Selfa die bulte was riviere. Toe dj.e son na
aononder se kant toe begin val, too laat hy die wolke
hier na sonop se kant agtcr, en die strale verbxlnd jou
sommer hier van die water af.
" 'Mmapoulin, Mnapoulin, wat is daardie mooi ding> 1
" 'Nee, Vadertjie, dit is die nek van die weerllg-
voMl (reb'nboog). '
" 'Wat is die woerligvoSl, Mmapoulin? *
" °Nee, Grootmoeder, dit is die voBl wat daar in
die wolka woon. Het julle dan nie gesien nie? Nee, julle
het ook gehoor.Dit was net taekc-tauke, toe is hy verby,
en toe was dit wrrrrrr aoos hy verbyvlieg, en toe was
dit : gaan ait,en daar 16 hy sy eior.'
" 'Min'tpoulin, ok gaan die eier haal.'
'Wear sal jy die eier kry?'
" 'Ek het horn gcsien. Hy het daar by Toumaberg
gaan sit.'
" iJs-je-je, my kind, daardie vot'l se eier word
., 1 jy sal horn hier
in di‘ huis bring. As hy kwiad is, dan slaan hy sommer
vuur uit die klippe. Jy sal vir one dinge in die huis
roep. 1

"

* Pappie se geweer.
rootman, jy ken ni»
Hy sluk sommer die vuur en die kooPl yin diardie geweer
in en spoeg horn dan weer op jou uit. «aar snl j> dan
hcengaan> 1 ".

" '

(G.H. Franz. Mceder Poulin.
pg 4 - 5.)

After the savagery of the Borg there was something
subtly moving to him in this sunset pastoral; the

spirit of Eden pervaded the amber "ir; he felt as
though by 30,n. miracle he had been transported back-

The City of Gold, pg 10t.»)
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Hoog in die oilwering
van die koel sonlig
flikker 1In oonblik
die vlerke vin duiwo,
aanr alley 1o roerloos
en yl aoos die inCre
hokant die denno

en wit herison;

allcs word kouor,
en die vdr water
drywe nou glanalooa
iiict enkcle bootjies.

Die vroue het horn die eerste gewaar

in die loon naniddag toe die arbeid klaar

was - aan die stanpblok, in die jong-grcen landerye

en hulle godrie, gcvicre, in dun rye

net kruik en gc.l, wind-ligte kalbas

op heup en skouor deur die stekerige gray

rustig gestap het na die koel seekoegate

om daar te drentel tot die brujn en laat

akenering en dif eerste sterre, net klar.i sand

en aagter nodder on die enkels, in die hand,

on veel to lag en ure te praat,

of skugterig sono c¢ n-een uit te waad

deur die ta.i watcrblonne, nark en uiink
(Raka: pg 5.

Toe het die vroue goakcnke la.it If

en deur die skcnerte die ;a.djie na die kra.”
gevat, die kruike oP die kop, tra g en ekraal,
en linger in die dun akencrlig,

goAleg op heup en voet, in lenige ewvyv,
Rakas re =+.1

on die elik opgeetwm en feleg. _27>)
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1957.

Nerine Desnond: Gainsborough Gallery, 1955.
Greenwhich Gallery, Rosebank,
Johannesburg. 1956.
Cecil Higgs: Henri Lidchi Gallery. Johannesburg. 1956.
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Jack Pieters. Technical College, Pretoria. 1957.
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Town. 1953.
Henri Lidchi Gallery. 1956; 1958.
Nita Spilhaus: Gallery Tcrbeek, Johannesburg. 1955.
Maurice van Essche: Henri Lidchi Galllry. 19?6; 1957.
Jean Welz: Green Clog.;a Gallery, Pretoria. 1957.

Notes on the photographs:
Figs. 2 and 3. Jansje Wissema, Cape Town.
................................... . 10’ Johannesburg.
Figs. 8, 22, 23, 24, 30, 36 - Johannesburg Art
Gallery. Wesselo.
Figs. 5, 18, 19, 34. - National Gallery, Cape Town.
Le Portrait.

Fig. 32. - Ooethuysen, Johannesburg.
Firr 35, - Perfect Photos, Johannesburg.

21, 26, 27, 28, 33- - the writer.
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