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ABSTRACT
Current art critical practice in South Africa has not been inves-
tigated prgvimusly. Statements have been made with regard to the
low standard of art criticism in this country (see the Introduction
to this dissertation). Hawever, such stetements have not been
mativated by an analysis of examples of work contributed by South
African art critics. This fact partly determined the decision to
investigate current art critical practice in this country.

Possible podia for South African art critics are investigated
in Chapter 1.2. From this investigation it is evident that podia
for South African art critics are limited and inadequate. News-
papers emerge as the only podia for the regular contsribution of
art criticism in this country. .Hamever, an analysis of work by
critics who currently contribute regularly to South African news-
papers (see Appendix I), and replies tu‘questinnnaires contained in
Bppendices B and H, underline the inadeguacy of the newuspaper as a
podium for the art critic. Conclusions reached in Chapter 1.3
with regard to tyrical examples of work by writers who currently
cnntribute regularly %o South African newspapers, bear out previous
statements with regard to the low standard ef South African art
criticism.

An investigation of critical contributions by Esm& Berman,

Director of the Art Institute South Africa, member of the Interne-

tional Associaticn of Art Critics and the South African critic whno

has contributed most regularly and consistently to the various
possible podia for the art critic in South Africa, is contained
within Chapter 1.4. From this investigation and from replies by

Berman to a gquestionnaire (see Appendix E), it is evident that the

South African critic who attempts a serious criticel investigation
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and assessment of works of art, is hampered by the necessity of

adapting to the ill-informed art public in South Africa. This

possibly explains to some extent, the eclectic nature and educa-
tional function of art criticism, as practised by Berman.

An investigation of work by writers who have contributed
sporadically to the possible podia for South African art critics,
is contained within Chapter 1.5. Aspects considered most import-
ant with regard to the work of six chosen critics, are isolated
and illustrated by reference to specific sources. This investi-
gation makes it evident that, on the whole, those charactsristics
of newspaper criticism which are isolated in Chapter 1.3, are also
characteristic of criticism contributed on a sporadic basis in

South Africa. The conclusion can thus be arrived at that current

art critical contributions, whether of a regular or sporadic nature,

are indeed of a very low standard in South Africa. The common
characteristics of South African art criticism which can be isola-
ted, are contsined within Chapter 1.6. The negative evaluation
of South African art criticism is deduced from these characteris-
tics.

Theoretical aspects of art criticism which can be considered
as relevant to art critical practice in South Africa, are discussed
in Chapter 2. The nature of, and relationships between aesthe-
tics, art history and art criticism are discussed. The origins,
components and validity of critical term., critical method, the
possible functions of art rriticism and the status of art criticism
are discussed. These theoretical aspects are of necessity dis-
cussed very briefly in the relevant chapter. The assessment of
purrent art critical practice in South Africa, rests on an ideal of
art criticism as postulated in Chapter 2. From Chapters 1 and 2

in conjunction, it is evident that South African art criticism
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does not conform to this ideal of art criticism.

Those factors which can be considered as possible determinants
of the low standaro of current art critical practice in South
Africa, are discussed in Chapter 3. Views on South African art
criticism which are included in the Appendices to this disserta-
tion, are taken into account. It is postulated that the paodia
available tu South Avfrican art critics; lack of adequate educa-
tional facilities for South African art critics (see Appendix A);
the ill-informed art public in Scouth Africa; and, the derivative
and eclectic nature of South African art, possibly give rise to an
art criticism which cannot conform to the nature and possihle

functions of art criticism as postulated in Chapter 2.
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TNTRODUCTION

e of the dissertabion

Aim and scop

g attempt at an inves

Most of the Sputh

tation contains n tigation of the

ism in ggukh Africa.

This disser

history of art critic
AFrican SOUrces referred tO, have been published or broadcast
during the previous fifteen years- n study of art criticasl con-
tributions publishad :n Sguth African newspapers, has Dbeen confinad
bylished since February, 197Lk .

jhutions in issues pu

ta those cantT
ation is to jnvestigat

g and asses’ the

The aim of this dissert

nature and conditions of current arb critical practice in South
pAfrica. Other SOUTCES 1isted in the gibliography, have been
gtudied in order to arrive at a necessarily prief and gimplified
ideal of criticism, @8 ppstulated in Chapter 2. On the basis of
this ideal, the dissertation constitutes &n attempt at contribu-
ting to the establishment of art criticism as an appreciated field
of inguiry in gguith Africa. This aim alsgd motivated the attempt
at substantiated agsessment of current art critical practice in

this country.
gurrent art critical practice ip South Africa is snvestigated
and agsessed in the dissertation with regard to: prganisatipn;
contexts estapblished; terms used; metnod adhered ©0; and, possible
functions fFulfilled. Mo aroument 18 advanced with regard to @
specific aesthetlsc philpspphy gr critical criteria. This is due
sthetic philpspphy and critical criteria are

to the fact that an ae
geldom recognisable in art critical gontributions in this coun-
tpy. 1he nature of gouth African avt criticlsm thus does nob war-
rant comparisan with specific apsthetic philDSDphiES or critical
criteria which have emerged from art griticism produced plseuwhere.
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INTRODUCT ION

Aim and scope of the dissertation

This dissertation contains no attempt at an investigation of the

history of art criticism in South Africa. Most of the South

African sources referred to, have been published or broadcast

during the previous fifteen years. A study of art critical con-

tributions published in South African newspapers, has heen confined

to those contributions in issues published since February, 1974.
The aim of this dissertation is to investigate and assess the

nature and conditions of current art critical practice in South

Africa. Other sources listed in the Bibliography, have been

studied in order to arrive at a necessarily brief and simplified

ideal of criticism, as postulated in Chaptes 2. On the basis of

this ideal, the dissertation constitutes an attempt at contribu-

ting to the establishment of art criticism as an appreciated field

of inguiry in South Africa. This aim also motivated the attempt

at substantiated assessmernt of current art critical practice in

this country.

Current art critical practice in South Africa is investigated
and assessed in the dissertation with regard to: organisation;

contexts established; terms used; method adhered to; and, possible

functions fulfilled. No argument is advanced with regard to a

specific aesthetic philosaphy or critical criteria. This is due

to the fact that an aesthetic philosophy and critical criteria are
seldom recognisable in art critical contributicns in this coun-

try. The nature of South African art criticism thus does not war-

rant comparison wibth specific aesthetic philosophies or critical

criteria which have emerged rrom art criticism produced elsewhere.
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Furthermore, a discussion with regard to aesthetic assumptions and
critical criterle would presuppose an investigation of South
African art. Such an investigation falls outside the scope of
this dissertatiun. South Af ican art criticism is thus assessed
in terms of general standards which can be advanced as being Funda-
menval to a systematic, balanced and substantiated contribution to
the field.

Many writers have contributed to South African art criticism.
While fegular contributions have been mainly confined to those
contributed vo Sourh African newspapers, a great number of contri-
butions have been published on a sporadic basis. Investigatiaon
has made it evident that a number of common characteristics can be
isplated with regard to these contributions. It can be noted
that, on the whole, current art criticism in South Africa does not
illuscrate a variety of attitudes, neither with regard to theore-
tical essumptions manifested, nor with regard to terms, method and
possible functions. On these grounds rests the decision to dis-
cuss only: typical examples of work by critics who currently con-
tribute regularly to South African newspapers; the art critical
conbtribution by Esmé Berman, who has céntrihuted most consistently
and regularly; and, typical contributions by six critics who have
cantributed sporadically. The work of these six critics has heen
chogen for discussion, as their contributions are considered to be
either of importance or as typical of criticism published in South
Africa (see Chapter 1.5).

Analysis of critical contributions by all the critics who have
contributed to art criticism in South Africa, is too lengthy and
repetitive to be included in the dissertation. Furthermore, th:
analysis and discussion included, are considered to be adeguate in

order to illustrate the nature of current art critical practice in
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South Africa. This is due to the generally homogeneous nature of
this criticism. It should also be kept in mind that only the
critic who contributes regularly is in a position to estahlish an
aesthetic philosophy, critical criteria, a frame of reference and
an art critical terminology. This also determined the decision
to limit discussion on criticism contributed on a sporadic basis.
While Chapter 1 is devoted to the investigation and assessment

of current art critical practice in South Africa, Chapter 2 con-
sists of discussion with regard to theoretical aspects of criti-
cism which are considered to be relevant to art critical practice
in this country. The nature and possible functions of art criti-
cism are of necessity discussed very briefly. An ideal with
regard to art criticism is postulated. This faorms the theoretical
basis for the assessment of Snuth African art criticism. In Chap-
ter 3, possible determinant factors of current art critical prac-
tice in South Africa, are discussed. The guestion is raised
whether South African art critisism can in fact, conform to those
standards advanced in Chapter 2. It shnuld be noted here, that
empirically verifiable statements with regard to possible determi-
nant factors of South African art criticism, can seldom be
advanced.

A number of appendices are included in the dissertation.
Analyuis of typical examples of work by critics who currently caon-
tribute regularly to Soubth African newspapers, is contained within
Appendix I. This detailed analysis is not included in the text
as it would interrupt the course of argument in the relevant sec-
tion. Conclusions reached in Chapter 1.3 are, however, deduced

from this analysis.

Appendix II contains abstracts from broadcasts by Esmé Berman,

which are considered to be relevant to the discussion in Chapter

e 1 g R
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1.4, These agstracts are included as the transcribed broadeasts
are not readily available.

Appendices A to H contain: replies to letters aof inguiry sent
to art departments at South African universities; replies to a
guestionnaire sent to newspaper critics; replies to a guestion-
naire sent to the SABC; replies to a questionnaire sent tao Christo
Coetzee, who destroyed some of his work, partly in protest against
South African art criticism; replies to a guestionnaire sent to
Esmé Berman; reactions to the recent (June/duly, 1975) vislt of the
American art critic, Clement Greenberg, to South Africa; a trans-
cribed interview with Praf. Walter Battiss on the subject of art
criticism; and, replies to a guestionnaire sent to the editors of
nineteen major South African newspapers. Views expressed in these

appendices are referred to in the text of the dissertation.

Previous research on South African apt criticism

Previous publications on South African art criticism have two
characteristics in common. Firastly, adverse criticism is voiced
on art critical practice in this country; secondly, no analysis of
examples of work by South African art critics, substantiate these
opinions. The following are notable examples:

a) "Kunskritiek in Suid-Afrika in ans tyd,"1 was published by
A.J. Werth in 1969. Werth stetes: "Geen land se kuns kan gesond
groei sonder dat grondige kunskritiek openbaar op daardie kuns
uitgeoefen word nie. Dit is hoog tyd dat Dné in Buid-Afrika virp
onsself rekenskap gee varn hoe dit met ons kunskritiek gesteld is."2
Werth inserts collated replies from a group of RCA*students who

were questioned on aspects of art criticism. (These replies were

* "Royal College of Art, London®
' b

et 1 e
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originally callated by the editors of Studio International).

Werth also inserts the reactions of the South African art critic,
F.L. Alexander, to the views advanced by the group of students.
Werth concludes his article by stating: "Dat dasr in Suid-Afrika
soms 'n Babelse verwarring in die kunskritie!., soos dit in die
daaglikse pers tot uiting kom, heers, is sckerlik algemeen
bekend...Ek haal hieronder enkele sinne aan uit kunskritieke wat
onlangs in die pers versiyn het...ek meen dat die ansinnigheid,
swak taalgebruik en verwardheid van hierdie aanhalings duidelik

uit hulself straal"3 (underlining wy own). No attemot is made to

substantiate adverse criticism. Alexander's view on criticism
and Werth's adverse criticism on South African art criticism,

remailn arbitrary because it is unsubstantiated.

L
b) HKunskritiek is the publication of an inaugural lecture delivered

by F.G.E. Nilant during 1971. Nilant states: "Ons kom tot die
gevolgtrekking dat die opmerking wat mens so dikwels hoor, nl.-dat
kunskritiek in Suid-Afrika op ' lae peil sou staan, beskou moet
word as onjuis. Die feit 1s dat, behoudens n @antal gunstige uit-
sonderings...daar geen kunskritiek in Suid-Afrika bectaan nie."5

No attempt is made to substantiate this statement by an analysis of

art oritical contributions in South Africa.

c) Criticism was one of the themes for a series of cursory semi-

nars delivered at the annual meeting of the Suid-Afrikaanse Akade-

mie vir KMuns en Wetenskap, held in Bloemfontein during 1972. Six

seminarg on criticism form the contents of the publication,
ﬁEiﬁiEE°6 Rlthough these seminars deal with criilcism on differ-
ent forms of art, with the critical disposition of the Afrikaner

and with censorship, they have the plea for an investigation of

e S A, G 7
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-of the few exceptions."

SGouth African criticism on the arts, in common. The seminar,

"Die kritiek van die beeldende kunste in Suid—AFrika",7 delivered
by Werth, contains a plea for the investigation of criticism on
the visual arts in South Africa. Unsubstantiated evaluation of
South African art criticism is also contained within the seminar.
Werth states: "Dit wil vir my voorkom asof die meeste kunskritici
wat vir ons Suld-Afrikaanse pers skryf mense is wat Of voorheen
studente in die beeldende kunste was en sodoende die terminologie
van kunskritiek luk-raak 'opgetel' het, of op die een of ander

wyse deur gereelde kontak met kunsteraars en kunssake hulle geroepe
gevoel het tot die taak van kritiekhmunfening.”a No further

investigation substantiates this statement.

d) Sitatements on South African art criticism are contained «within
a number of publications aon South African art and its environment.
Only a few of these statements will he guoted here. During 1949,
L.B. Kreitner stated: "Here the art critics are to be hlamed...
These 'oritics' conceal their lack of knowledge and proper under-
standing behind a veil of catch phrases and technical terms...
Real and sound criticism, based on knowledge and understanding, is
what the South African artist needs must."9

The South African artist, Armando Baldinelli, states: YHere,
critics are too kind, so every time anyone buys a canvas and
splashes some paint an it, his friends advise him to have an exhi-
bitiaon. So, he dues."qu Another artist, Larry Scully, states:
"In South Africa there is hardly a critic of standing..."11

Esmé Berman adds: "The trouble with local art criticism is
that it is almost exclusively complimentary. The Fatucusness of

such reviews serves merely tao intensify the apparent maliciousness
12

P T T



[P e e B

None of these statements quoted is substantiated by analyses
of art critical contributions in South Africa. It is evident
from these sources referred to, that no systematic investigation
of South African art criticism has previously been attempted.
This partly motivated the decision to investigate current art cri-
tical practice in South Africa. It is believed that a substan-

tiated assessment of currermt art critical practice in South Africa,

may contribute to improvement with regard to Future art criticism

in this country.

System of reference

References are listed after the Introduction to the dissertatinﬁ,
after each chapter and after Appendix I.

Those perviodicvals of which all issues have been studied and
those newspapers of which all issues, which appeared during the
period, February, 1974 to February, 1976, have been studied, are
merely listed in the Bibliography. Therefore, specific refer-
ences to articles contained within these periodicals and news-
papers, are not abbreviated.

In Chapter 1.2, references are included in brackets within the
text. This is due to the Fact that the various podia for publi-
cation, themselves form the object of the discussion in this
section.

Asterisks contained within Chapter 1.4, designate statements

made by Berman during interview.
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CHAPTER 1

Current art critical pract ce in South Africa

Introduction

A distinctiaon, in part determined by available podia for South

African art critics, can be made between the following:

a)
b)

c)

o)

e)

)

)
i)

3

k)

D)

a)

Reports on exhibitions;

art criticism published in newspapers by writers who have
contributed irregularly;

art criticism published in newspapers by writers who contri-
bute regularly;

art criticism published in periodicals by writers who have
contributed irrecularly;

art criticism published in periodicals by writers who have
contributed regularly,

art critical broadcasts;

art critical statements contained within public lectures;

art critical statements contained within exhibition catalogues;
art critical statements contained within unpublished theses
and dissertations;

art critical statemeats contained within anthologies on South
Rfrican art;

art critical statements contained within individual publica-
tions on South Afiican art, and

putilications on the nature of South African art oriticism.

This chapter is devoted to:

Discussion on podia currently available to South African art

critics;
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b)

c)

d)

conclusions reached with regard to current art criticism by
writers who contribute regularly tm‘Suuth African newspapers
(analysis of articles is contained within Appendix I);
discussion and cocnclusions with regard to art eritical contri-
butions by Esmé Berman (transcribéd ahbstracts From art criti-
cal broadcasts considered relevant to this discussion, are
cortained within Appendix II);

discussion and conclusions reached with regard to art criti-

cism published in South Africa by some writers who have con-

tributed sporadically.

Podia for South African art critics

South African newuspapers

A study of a cross-section over the period February, 1974 to

Februw—y, 1976, of all issues of the nineteen South African news-

papers with the largest circulation, over the period January to

June, 1975 (arcording to the Audit Bureau of Circulations of South

Africa Ltd.), forms the hasis for the tahle on the following page.

(Average circulation numbers For Saturday issues are given within

brackets). Freguency of contribution has heen established on the

following basis:

a)
b
)
d)

regularly - ance a week
fairly regularly - once a Fortnight
sporadically - less than twice a manth

seldom - less than four contributions a year.

10
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1.2.2

Based on replies to guestionnaires (see Appendices B and H)
and a study of these nineteen newspapers since February 1974, the
following can‘be noted with regard to South African newspapers as
podia for art critics:

a) No full-time critic of the visuwal ¢ _ is employed by any
Suqth African newspaper (critics contributing regularly do so
on a part-time basis);

h) availahle space is limited (the average printed length of cri-
tical articles, published during the period studied, is thirty-
six centimetres), and

c) more printed space is available to criticism on entertainment,
films, theatre, books and music.

The art critic contributing to a South African newspaper is
limited further by the following:

a) Inadequate financial remuneration of an average of R10 for an
artici shirty-six centimetres;

b) 1lack of financial support with regard to travelling;

c) a heterogeneous and indefinable sudience; and

d) the news-orientated nature of the n=wspaper.

A discussion on other podia for the art critic in South Africa
will, however, make it clear that South African newspapers provide
the only podia for critics who wish to contribute regularly.

(Regular contributions to News/Check and Trek and regular SABC

broadcasts by Esmé Berman (see Appendix E) formed exceptions to

this rule).

South African art periodicals

South African art periodicals devoted in their entirety to the

visual arts are: De Arte (published by the University of South

‘Africa), Artlook (published commercially) and the Bulletin of the

12
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PFretoria Art Museum. Three issues of Fontein were published
during 1960 but the periodical did not survive beyond these three
issues. |

Eighteen bi-annual issues of De Arte have been published since

1967. Contributions to De Arte are mainly of an art historical
nature. "Die hout- en linosneg van J.H. Pierneef" by F.G.E.
Nilanmt, is an example (De_Arte, 14 : 19 - 25, Sept. 1973).

"Walter Whall Battiss", by D.R. Beeton, is an example of a tribute
to an artist published in the periodical (De Arte, 14 : 3 - 7,
Sept. 1973). "Fantasy fixed in form", by Margaret Hitge (De Arte,
18 : 55 - 62, Sept. 1975), is an example of art critical work
which is seldom published in the periodical. Apart from "Die
kritiek van die beeldende kunste in Suid-Afrika", by A.J. MErbh
(De_Arte, 13 : 33 - LO, Apr. 1973), no discussion on the theoreti-
cal nature of art criticism or the nature of South African art
criticism, has been published in De Arte.

The infrequent publication of De Arte and the few examples of
writing which can be considered as art critical, make it clear
that the periodical does not provide a podium for the art critic
who wishes to write regularly about the art presented to the South
African public.

Ninety-eight issues of Artlook have appeared‘since 1966.

The contents of these issues consist of the following:

a) Advertisements;

b) reports on art news and exhibitions;

c) interviews with artists (e.g. "Interview between Christo

Coetzee and Linda Goodman", Artlook, 27 : 11, Feb. 1969);

d) tributes to artists (e.g. "Bettie Celliers-Barnard, hy

Jenny Basson, Artlook, 92 : 2 - , Oct/Nov. 1974);

Y
W
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e) statements by artists (e.g. "Painting by John Bratby", Artlook,
88 : 13, Mar. 1974);

f) biographies of artists (e.g. "What kind of a man is Guiseppe
Cattaneo?%, by Natalie Knight, Artlook, 67 : 14, Jan. 1972);

g) reviews of books, entertainment, films, theatre and the

applied arts (e.g. "Art and artists of South Africa", hy

C. Eglington, Artlook, 49 : 38, Dec. 1970);
h) general articles on aspects of the visual arts (e.qg. ”The.nem
clichés", by Jack Lewsen, Artlook, 12 : 10 - 11, Oct. 1967) ;
i)  brief reviews of exhibitions (e.g. "Anna Varster", hy Eldred
Green, Artlook, 81 : 12, Aug. 1973 and "Berenice Michelow" by
Natalie HKnight, Artlook, 82 : 2, Sept. 1973);
j) a critical viewpoint by Anton Hansen in three issues (Artlook,
11 : 19, Sept. 1967; Artlook, 12 : 16, Oct. 1967; Artlook,
13 : 17, Nov. 1967); :
k) ispolated articles on art criticism (e.g. "What is in a work of
art today?", by Lola Watter, Artlook, 24 : 6 - 7, fct. 1968
and "Are critics useful?", by Jcan Stock, Artlook, 73 : 21,

Dec. 1972) and

1) editorial statements of policy (e.g. Artlock, 80 : &4, Jul.

1973).

Since the beginning of 1973 Artlook has reported on a wide
range of subjects such as entertainment, films, books, theatre and
the applied arts. Its coverage of the visual arts has heen
depleted by this change.

The following editorial statement was published : "We are on
dangerous ground. ARTLOCK is being critical and this is a luxury
we can seldom afford. The last time we were critimal it lost us

certain adverts and adverts are our livelihood..... ARTLOOK's

-function is to observe and to shouw. (he readers can themselves

1
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decide what is good, bad or worse" (Artlook, 80 : b, Jul. 1973).

From a study of the contents of Artlook and From the above-

guoted editorial statement the following can be deduced:

a)
h)

c)

Artlook is the only existing South African art periodical
which is «ished freqguently;

due to its dependence an advertisements, Artlook is limited
in its art critical activities; and that

the only South African art periodical published freguently
Banhut provide a podium for a reqular contribution to art
criticism.

Thirty-six quarterly issues of the Bulletin of the Pretoria

Art Museum have been published since 1967. The Bulletin is the

official publication of the museum and the contents of its issues

consist aof the following:

a)
b
c)
d)

e)

)

Miscellaneous art news;

reports on exhibitions in Séuth Africa and elseuhere;
editorial statements on art activities in South Africa;
historical interpretations of works from the municipal col-

lection (e.g. "Kremetarthoom, Tshipis~ deur Erich Mayer", by

Riena van Graan, Bulletin, 6 no. 1 : 7, Jan. 1972);
critical interpretations of works from the municipal collec-

tion (e.g. "The D=legates" of Cecil Skotnes, by Riena van

Graan, Bulletin, 6 no. 2 : 1 - 2, Mrt. 1972) and

articles of general or theoretical interest which conclude
each issue (e.g. "Die kritiek van die heeldende kunste in
Suid-Afrika", by A.J. Werth, Bulletin, 6 no. 3 : 33 - 34
Sept. 1972).

Members of the museum staff contribute to the Bulletin. Twa

exceptions to this rule can be noted: "Art T don't like", by

Frieda Harmsen (Bulletin, 9 no. 1 : 25 - , Jdan. 1975) and "Kuns @
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waarvan ek nie hou nie", by N.O. Roos (Bulletin, 8 no. & :
27 - 34, Okt. 1974).

From the above the Fulldwing can hbe deduced:

a) Only works from the municipal collection form the ohjects aof
critical Interpretations published in the Bulletin; and

b) due to its infreguent publication and almost exclusive contri-
bution by museum staff, the Bulletin does not provide a podium
For South African art critics.

Three issues of Fontein were published during 1960. The fol-
lowing editorial statement was published : "'Fontein' aims to shouw
how art has grown up in Southern Africa; to demanstrate by meéns
of good colour and monoehrome reproductions and authoritative
articles what our artists have done and what they are doing; and
to assess critically their vision of the world in which they live"
(Fantein, 1 : 3, Winter 1960).

The contents of the three issues of Fontein consisted of:

a) Editorial statements on art life in South Africa (e.g. in
Fontein, 2 : 3, Spring 1960);

b) discussions between South African artists (e.g. "Dilemmas of
the artist in South Africa ~ a discussion between Edoardo
Villa and Guiseppe Cattaneo", Faontein, 1 : 41 - 43, Winter
1960) ;

c) historical articles an movements in South African art (e.q.
"Abstrakte rigtings in die Suid-Afrikaanse skilderkuns", by
Anna Vorster, Fonteln, 1 : 37 - 39, Winter 1960);

d) reviews of exhibitions (e.g. "Bettie Celliers-Barnard", by
AR.W., Fontein, 3 : 53, Somer 1960) and

e) critical articles on the vaork of South African artists (e.g.

"Georgina Ormiston", by Charles Eglington, Fontein, 3 : 53,
Summer 1960).

16
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Despite its infreguent publication the th.ee issues of Fontein

provided a short-lived podium for South African art critics during
1960. However, no further issues appeared.

From the foregoing it is apparent that while art critics in
Britain, Europe anﬁ the United States of America can contribute
regularly to periodicals devoted in their entirety to the visual

arts (e.g. Studio International, London 1964 —; Art International,

Lugano 1968 —; Avant Garde, New York 1969 — ), this is not the case

in South Africa.

Other South African academic periodicals

Articles on South African art have been published in academic
periodicals devoted to the human sciences. These articles are
mainly of an art historical nature. The following are examples:
a) "Die kums van n kwart ..a", by M. Bokhorst (Standpunte,

9 no. 3 : 37 - 51, 1956);

b) "Painting in South Africa — 1954", by M. Hillhouse (Standpunte,

S no. 2 : 22 - 26, 1956);

c) "HKunsbewegings in Suid-Afrika vandag", by Walter Battiss
(S8tandpunte, 18 no. 6 : 18 - 27, 1965) and
d) "Hédendaagse skilderkuns in Suid-Afrika", by H.M. van der

Westhuysen (Historia, 9 no. 1 : 34 - 43, 1964).

Art critical work is rarely published in such periodicals.
"Round the Galleries", published regularly by L.B. Kreitner, is an
example of an exception to this rule (e.g. Trek, 1 no. 3 : 39,
1950).

A study of the contents of South African academic periodicals
makes it clear that these periodicals do not provide a podium faor

the critic of the visusl arts.

Under the editorship of Joyee Ozynski, art critic for the

17
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Sunday Express, four issues of Sparl have been published.

This

pericdical provides a critical review of the arts. No critic of

the visual arts contributed regularly to the four issues aof Snarl

and articles included are hrief. At this stage no evaluation of

Snarl as a podium for South African art critics can he attempted.

South African popular periodicals

Fopular periodicals entertain and inform the South African reader.

Such periodicals are of a journalist nature and as such do not

provide a podium for the critic of the visual arts. The fairly

regular contribution of criticism tg Nems/Check formed an excep-

tion to this rule.

South African radio and television

Esme’ Berman was regular art critic and adviser for the SABC

programmes Arts Review, Connoisseurs' Evening and Comment, from

1962 to 1967. She broadcasted weekly. Since 1967, when she

began work on a book (Art and Artists of South Africa. Cape Town :

Balkema, 1970.) she has not bhroadcast as regularly. However, she

has contributed a fair number of talks, both critical reviews and

brief lectures, since that date. During the period when Esmé

Berman was regular art critic for the SABC, no other contributions

of an art critical nature were broadcast. Furthermore, she is

the only South African art critic who has broadcast consistently

over an extended period of time.

The nature of a radio and television broadcast is ephemeral.

No intensive study can be made of the broadoast which is heard only

once. Only when the broadeast is published can it have a lasting

influence on art attitudes.  When unpublished,the broaccast is

studied intensively only from a transcription, by the student oy

18
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1.2.6

art criticism and does not reach a wide public. Very few art
critical broadcasts have been published in South Africa. An
example ¢7 a published broadcast is "Tribute to Maggie Laubser",
published in Artlook, (6 no. 6 : 5, Jun. 1973) from the broadcast

by Esmé& Berman for the SABC's programme, Comment (23rd May, 1973).

Goncerning the policy of the SABC with regard to art criticism,

Dr. J.H.T. Schutte, Vice-Director-General of programmes at the
SABC in Jdohannesburg, has stated: "Die kunstoneel word so volledig
moontlik weerspieil. Dit sluit in nuus ten opsigte van die
beeldende kunste en kritiek...Bydraers is hoofsaaklik deskundiges
van buite...Besprekings ten opsigte van die beeldende kunste word
periodiek geregl. Polemiek as sodarig word nie doelbewus nage-
streef nie...Die SAUK beskou dit as deel van sy taak om mee te
help om die standaard van kunskritiek so hoog as moontlik te ont-
wikkel...Om 'n podium te skep is nooit 'n doel op sigself .ie - om
die beste mnmnt]ike‘kritiek te lewer, wel...Daar sal vaste tele-
visierubrieke wees waarin die beeldende kunste gehuisves sal word®
(see Appendix C, pp,égllégga.

At this stage no comment can be made on television as a podium
for art critics in South Africa. Despite its ephemeral nature
television can, however, hecome a Functional podium for South
African art critics, due to its combination of verbal and visual

media and the wide audience which it resches.

South African public lectures

As is the case with radio and television, public lectures of an
art critical nature are ephemeral, being limited to the space and
time of their delivering. Lectures can have a lasting influence

on art attitudes and can reach a wide aurience only wien pub-

lished. Few South African lectures of an entirely art critical

19
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nature are published. Art critical statements are, however,
conbained within some public lectures delivered and published in
South Africa. Art critical statements are contained within
lectures of a predominantly art historical nature or within lec-
tures on South African art abtitudes. "Whither the fine arts?",
an introductory lecture delivered by Esmé Berman to the National
Art Congress, held in Pretoria during 1972 and published in

De Arte (12 : 51 - 55, DOct. 1972), is an example.

The following art critical statement is contained within this
lecture on South African art attitudes: "And whom does the
Akademie see fit to honour as the current laureate of South African
painting? None other than Ermslin du Piessis - a man aged 78, who
had never painted before he left this country 50 years ago to
settle permanently in England; who has had little contact with
South Afriﬁa since then; who paints in a derivative Impressionist
style and who has been artistically inert for almost 20 years.
This gesture crowns all gestures of contempt for current local

art..." ("Whither the fine arts?", De Arte, 17 : 5L, Oct. 1972).

1.2.7 South African exhibition catalogues

Texts included uithin‘exhibitiun catalogues are generally in the
form of a tribute or introduction to the work of the artist. As
such, these texts are of an art historical and biographical nature.
It must be kept in mind that it is usually not the intention of
the writer conbtributing to an exhibition catalogue to investigate
work critically. Although art critical statements are included
in some cases, the exhibition catalogue does not provide a podium
for art critics in South Africa.

The Following is an art critical statement written by A.J.

‘Werth and contained within the exhibition catalogue of the Pretoria

20
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1.2.8

Art Museum for an exhibition of work by Cecil Skotnes, held during
March and April, 1972 : "Van al die Suld-Afrikaanse kunstenaars is
Cecil Skotnes die een wie se werk seker die duidelikste spreek van
die gees van Afrika. Natuurlik het hy die inspirasie van die
klassice kuns van Afrika ondergaan..... maar daarby moet ons ook
dadelik besef in hoe 'n mate hy hierdie inspirasie verwerk het.....
Soos alle meesters van die kuns, boeil Skotnes ons deur sy kragtig-
heid en helderheid, en tegelyk sy subtiliteit en fynheid van kon-
sepsie." This statement is in part critically interpfetive and
in part a tribute to the artist. This dual nature is character-

igtic of critical statements cuntained within the texts of exhibi-

tion catalogues in South Africa.

South African unpublished theses and dissertations

No art criticel thesis or dissertation bas been published in Saouth
Africa. Unpublished theses and dissertations are available only
in university libraries and are used solely for academic purposes.
Thus such theses and dissertations do not reach the general public
and fulfil ne function other than the academic. Theses and dis-
sertations on aspects of the visual arts, submitted to South
African universities, are gencrally of an art historical nature.
The turriculae of university art departments may account For this
(see Appendix A).

Art critical statements are, however, in some cases included
within the text of theses and dissertations. The following
statement iz an example: "Battiss bt deur die jare sy styl so
behou dat hoewel dit deur baie fases gegaan het en verander het,
dit nogtans eg AfFrika-gebonde gehbly het..... Die grafiese kuns

wat Walter Battiss gelewer het is deurgaans van vitmuntende

-gehalte" (Schoonraad, M. "Die lewe en werk van Walter Battiss

27

e

- T v
A s e

o e

-

B e —



Ry VUSPROTSIVS

PO

e e i

P TOPS A,

o St s g

T et Aen 4 S

o B TG B

1.2.9

1.2.10

met besondere veruwysing na sy grafiese kuns". M.A. Univ. Pret.,

1974. p. 212).

Due to its purely academic function, the unpublished thesis or

dissertation does not create a podium for the art critic.

South African anthclogies on the visual arts

Antholeogies, containing essays on the work of South African

artists, have been compiled (e.g. Nienaber, P.J. (ked.) Skune

Hunste in Suid-Afrika. De=l I. Johanneshurg : Afrikaance Pers-
Boekhandel, 1951 and Ons Kuns. Deel I en II. Pretoria : Lantern en
SAUK, 1959 en 1961). Essays contained within these anthologies
are generally of an art historical or biographical nature. Art
critical statements are, however, included in some cases. These
statements appear isolated, sporadically and unrelated to an art
critical context. Anthologies containing art critical essays

have not been published in South Africa.

Individual publications on aspects of South African art

The individual publicastion is the only choice amvailahle to the
South African art critic who wishes to inQestigate the work of an
artist or artists without journalist pressures, and without 1imi-
tations with regard to available printed space.

Individual publications on the work of South African artists
have appeared. Such publications have been devoted to an investi-

gation of the work of n single artist (e.g. Eglington, C. Maud

Sumner. Cape Town and Johannesburg : Purnell, s.8.) or to an inves-

tigation and documentation of South African art in general (e.g.

Herman, E. Art and Artists of South Africa. Cape Town : Balkema,

1970).

Individual publications on the work of South African artists

22
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are generally of an art historical and biographical nature.

Critical statements are, however, included within the text of such

publications. The following is an example:

"FLYNN Alma (horn Haarhof)
1917 —. b Germiston

STUDIED. 1933-36 : P E Tech Art School under

W el N @ o et e e o ok

F. Pickford Marriott, James Gardner and John Muff Ford %
3 (NATE). %
5 SUMMARY BIOGRAPHY. Moved to P E as a child; while a %
3 studert won numerous awards and prizes; taught for a while ;
! then entered advertising. 1940 : married Ken Will; par- %
2 ticipated on numerous group exhibs; prepared illuminated %
addresses, commissioned portraits. No one-man exhihb :
before 1970. ;

EXHIBITIONS. 1939/40 : S A Acad Exhibs 1953 : Royal
Soc of Br Artists, London. 1966 : Rep Fest Exhih, Pia. '

PUBLIC COLLECTIONS. King George VI Gal, P E; Hester
Rupert Mus, G.R.

Alma Flynn has proved her competence in several artis-

tic media, but with the passing years her interest began
to focus on the field of portraiture. Her eye and hand

received their practice in innumerahle pastel-vignettes

8 b o AT o

of a conventional, descriptive order before she acnouired ?

the spontaneous assurance evident in the large-scale pil

commissions of the Sixtieq.

She works in a conservative, impressionistic style !

and aims at capturing the spirit of her sitters. 'Peter 1

Wilson - Master of the Rand Hunt Club!' is a colourful and !

i lively painting, which effectively portrays the man,
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without becominpn tedigus in its descriptive features."

(Berman, E. Art and Artists of South Africa. Cape Town

Balkema, 1970, : 120. Urderlining inserted to indicate

art critical statzments as opposed to art historical and

biographical informatiaon).

Newspapers provide the art critic in South Africa with the
opportunity to comment regularly on exhibitions open to the public.
The individual publication is, however, incompatible with regular
critical comment on avallable works of art. In tﬁe case of the
individual publication, critical investigation is either limited
to the work of a single artist or to a superficial critical survey
of South African art in general. Current exhibitions are not

commented on by the author of an individual publication.

1.2.17 Publicaticns on the nature af South African art

criticism
Previous research on South African art criticism has been published

as sporadic manifestatione of such research in De Arte, Bulletin of

the Pretoria Art Musaum, Tyoskrif vir Geesteswetenskappe and in one

instance as a publication aof the University of Pretoria (see Intro-
duction to this dissertation). Sporadic statements on South
African art criticism have appeared in newspapers (e.g. "Art survey

critical to the critic", by Joyce Ozynski, Sunday Express : 22,

Feb. 15, 1976). Sporadic statements on art criticism as a field
of inguiry have been published in Artlook (e.g. "Are critics
useful?", by Joan Stack, Artlook, 73 : 21, Dec. 1972).

However, there exists no podium For regular discussion on the

theory of art criticism nor for regular discussion on the nature

of South African art criticism.
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1.2.12 Conclusiaon

1.3

1.3.1

A.survey of possible podia for art critics in South Africa proves

that critics have been, and are, currently dependent on newspapers

for the publication of regular critical comment on the art avail-

able to the South African puhlic. This factor partly determines

the nature of South African art criticism. Lack of available

podia for discussion the theory of art criticism and investi-
gation of South African art criticism, is another factor which

determines art critical practice in this country (see Chapter

3.2).

‘Conclusions reached with regard to critical cnntributinns

by writers who currently contribute regularly to Sguth

African newspapers

Introduction

Only by publishing reqgularly can the critic esfablish a critical
philosophy and subseguently, critical criteria, recognisable to his
reader. R distinction can thus be made between the possible

functions attributable to regular contributions as against sporadic

contributions by critics. This distinction has prompted the

decision to analyse the work of critics who contribute regularly
and fairly regularly to South African newspapers and to omit an
analysis of work published in Nnewspapers on a sporadic basis.

Articles chosen for analysis are typical of the work contri-

buted by:

N
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a)

b)

c)

d)

e)

Richard Cheales,

I.1);

H.E. Winder, critic for The Rand Daily Mail (see analysis in

Appendix I.2);

Elza Miles, critic for Die Rapport (see analysis in Appendix

I.3);

Joyce Ozynski, critic for The Sunday Express (see analysis in

Appendix I.4);

E. Mesman, critic for Die Burger (see analysis in Appendix
I.5);

f) Johan Bruwer, critic for Die Beeld (see analysis in Appendix
I.6); and
g) Jill Gowans, critic for The Daily News (see analysis in
RAppendix I.7).
The work of these critics has been analysed with regard ta the
following:
a) Organisation;
b) contexts established;
c) critical terminology;
d) critical method; and
e) possible critical functiuns (see Chapter 2).
Conclusions reached with regard to the critical contributions
by t

he above-listed critics are included in this chapter (1.3).

The analysis of typical examples of work by these critics is

contained within Appendix I.

26
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Conclusions reached with regard to critical contri-

butions by Richard Cheales, critic for "Tha Star" *

Conclusions

Organisation :ja) Unstructured in all cases

| b) No progression from analysis to
synthesis

c) Irrelevant informatior

d) Wastage of printed space

Context :ja) No discussion of artist's oeuvre and
development

b) No art historical context established

c) No art critical context estahlished

d) No aesthetic philosophy recognisable

e) No art oritical criteria forthcoming

Terminclogy :la) Emotive terms used

b) Arbitrary terms used

c) Unspecified terms used

d) Unsubstantiated evaluative terms
used

e) No explanation and establishment of

terms

Method :1a) No progression from analysis to
synthesis

b) No substantiation for evaluative
statements

Possihle functions:|a) Jourmalist reporting
b) Tribute to artists
¢) Biographical

d) Autobiographical

e) Promotion of avoidance of critical

analysis

*See Appendix A, pp. 141-151 for analyses.
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3

Conclusions reached with regard to critical contri-

butions by H.E. Winder, critic for "The Rand Daily

P./I_Ei_i__];" *
= Conclusions
Organisation :l @) Unstructured in all cases
b) No progression from analysis ta
synthesis
©) An arbitrary list of works mentioned
and praised
d) Wastage of printod space
Context :{a) No discussion of artist's oeuvre and
davelopment
b) Nu art historical context established
c) No art critical context established
d) No aesthetic philosophy reconnisahle
e) No art critical criteria forthocoming
Terminalogy :|8) Emotive terms used
b) Arbitrary terms used
c) Unspecified terms used
d) Unsubstantiated evaluative terms
used
e) No explanation and establishment of
terms
Method :la) No progression from analysis to
synthesis
b) No substantiation for evaluative
| gtatements
Possible functions:|a) Journalist reporting
b) Tributes to artists
c) Autobiographical
d) Promotion of avoidance of critical
analysis

*See Appendix A, pp. 151-155 for analyses.
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1.3.4

Conclusions reached with regard to critical contri-

butions by Elza Miles, critic for "Die Rapport" *

Conclusions

Organisatiaon

:| a) Some articles are structured

b) Progression from analysis tao

synthesis in some articles

Context

!l @) Mention but no investigation of

artist's oeuvre and development in
most articles
b) Reference to but no investigation of
art historical context in mast
articles
c) No art critical context established
d) No aesthetic philosophy recognisable
g) Formalist criteria forthcoming in

some articles

Terminolagy

:| @) Contradictory terms of reference

used in some articles

b) Unsubstantiated evaluative terms
used sporadically

c) No explanation and establishment of

terms

Method

:{ @) Progression from analysis to

synthesis in some articles

tv) Sporadic arbitrary interpretive
statements

©) Sporadic unsubstantiated evaluative
statements

d) Inconsistent investigatory procedure

Possible functions:

a) Descriptive in some articles

b) Substantiated interpretation and
evaluation in some articles

c) Informative with regard to art histo-

rival references in some articles

d) Autobioyraphical in some articles

*See Appendix A, pp. 155-165 for analyses.
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1.3.5 Lonclusions reached with regard to critical contri-

butions by Jovece Nzynski, critic for "The Sunday

Express" *
Conclusions
(rganisation :la) Some articles are structured with

regard to conbext

b) No progression from analysis to

synthesis

Context

:}a) Art historical references but no

systematic investigation
b) Mention but no systematic investiga-
tion of artist's oeuvre
c) No art critical context established
d) No aesthetic philosophy recognisable

e) No art critical criteria forthcoming

Terminology

11 a) Unsubstantieted . .luative terms

used

b) No explanation and establishment of

terms

Method

;@) No progression from analysis to

synthesis
b) Unsubstantiated evaluations
c) Nature of works condemned, not

sufficiently estahlished

FPossible functions:

a) Attack on Soubh African art atti-
tudes
b) Informative with regard to art histo-

rical references in saome articles

c) Journalist report

*See Appendix A, pp. 166-174 for analyses.
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1.3.6

Conclusicns reached with regard to critical crnntri-

butions by E. Mesman, critic for "Die Burger" *

Conclusions

Organisation

11 a)

b)

c)
d)

Differentiation between aspects
discussed
No progression from aralysis to
synthesis
Secandary aspects discussed at length
Wastage of printed space

Context

ila)

b)
c)
d)
g)

No investigation of artist's oeuvre
and development

No art historical context established
No art critical context estahlished
No aesthetic philosophy recognimahle

No art critical criteria forthcaming |

Terminology

dla)

k)

Unsubstantiated evaluative terms
used

No explanation and establishment of
terms

Method

b

No progression from analysis to
synthesis
No substantiation for evaluative
statoments

Possibhle functions:

@)
)

c)

Journalist report
Isoluted description

Autobiographical

*See Appendix A, pp. 174-185 for analyses.
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1.3.7

Conclusions reached with regard to critical contri-

butions by Jghan Bruwer, critic for "Die Beeld" *

Conclusions

Organisation

:{ a) Correlation hetween analysis and

synthesis
b) Distinctions are made between differ-

ent aspects and different works
discussed

Context

i a) Reference to but no systematic

investigation of © *ist's ogeuvre and
development in most articles
b) No art historical context established
c) No art critical context established
d) No aesthetic philosophy recognisable
e) Formalist criteria forthooming in
some articles
f) Emotional identification with wark

stressed in some articles

Terminology

: @) Use of substantiated eﬁaluative

terms

b) Attempts to explain and establish
terms

Method

il @) Progression from analysis to

synthesis
b) Evaluation substantiated by descrip-
tinn

Possible functions:

a) Journalist reporting in some
articles

b) Aulobiographical in come articles

¢) Informative Anr educational

*See Appendix A, ] a8

185-197 for analyses.
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Conclusions reached with regard to critical contri-

butions by Jill Gowans, critic for "The Daily News" *

Conclusions
Organisation a) Art critical articles unstructred
in all cases
h) No progression from analysis to
| synthesis
Context a) Mentioning but no discussion of
artist's oeuvre and development
b) No art historical context established
¢) Na art critical context established
d) No aesthetic phileosophy recognisable
e) Idiosynecratic criteria forthcoming
in some cases
Terminology a Emmtiﬁe terms used
b) Arbitrary terms used
c) Unspecified terms used
d) Unsubstantiated evaluative terms
used
e) No explanation and establishment of
terms
Methaod !l @) No progression from analysis to
synthesis
b) No substantiation for evaluative
gtatements
Pogsible functions:l a) Journalist reporting
b) Tribute to artist
i) Descrintive in sone cases
d) Autobiographical
©) Promotion of avolidance of critical

analysis

*See Appendix A, pp. 197-202 for analyses.
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1.4.1

Conclusion
With regard to current art critical conmtributions %o South African
newspapers, it can be deduced that no systematic body of exegetical
or educational (see Chapter 2.5) art criticism is emergent.
Determinant factors of the low standard of art critical contri-

butions to South African newspapers will be discussed in Chapter 3

(see alsu Appendices B and H).

Conclusions reached with regard to critical contributians

by Esmé Berman

Introductian

The decision to devote a separate section of this chapter to dis-

cussion on art criticism as practised by Esmé Berman, was prompted

by the following:

a) After 1961, Berman contributed consistently to various possihle
podia for South African art critics;

b) Berman is Director of the Art Institute South Africa, which was

founded by her in June, 1972. GContribution to art critical
practice in South Africa, forms part of the services which the

Art Institute South Africa provides, insofar as art criticism

is incorpaorated in:

Fublication of informative material on art; educetional exhi-
bitions; liason between national and international art educa-
tional bodies and personalities; international cultural
exchange; lectures, demonstratiors and conducted taurs; and
competition and experimentation relating to art;

c) Berman is one of the only twa South African members of the

3L
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International Association of Art Critics (N. Dubnw is the

other member - ses Chapter 1.5);

d) Berman is at present consultant art adviser tc the Rembrandt
Foundation and was honorary adviser to other bodies such as
the Department of Infarmavion;

e) Berman was the non-acvademic delegate for South Africa at the
International Art Congress held during 1971; and

f) Berman has served on ries and selection panels of many
national exhibitions and competitions.

Art critical contributions by Berman which will he referred to
.fi the Tollowing section, consist of the following:

a) Contributions to South African newspapers;

b) contributions to South African periodicals;

c) contributions to SABC broadcasting programmes;

d) contributions contained within exhibition catalogues; and

é) contributions containzd within individual publications hy
Herman.

Due to their ephemeral nature and the fact that they do not
exist in transcribed form, public lectures by Berman cannot be
referred to. Transcribed abstracts from broadcasts, which aré
considered relevant to the discussion in the following section,
are contained in Appendix II, as these transcriptions are not
readily available. Some s atements by Berman on the subject of
art criticism are contained in Appendix E, which consists of
replies to a guestionnaire sent to Berman during 1975. Rsterisks
within the following section designate statements made by Berman
during interview.

Due to the widespread and varied nature of art critical con-

tributions by Berman, a detailed analysis of typical contributions

,and a tabulation of conclusions (as in Appendix I and Chapter 1.3),
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are not feasible. Thus, only those aspects considered mast

important with regerd to art criticism as practised by Berman, are

isolated in the following section, illustrated by reference %o

specific examples and correlated with statements on criticism by

Berman.

Discussion and conclusions

a) Berman follous the development of artists' work. While Sauth
African newspaper critics seldaom refer to previous exhibitions hy
artists discussed (see Chapter 1.3 and Appendix I), Berman refers
to previous work, traces development, discusses work within the
context of the artist's oeuvre, and attempts to trace influences
on the artist's work. The following guotation can be advanced as
an example: "Then he made the acquaintance of Egon Guenther...
Guenther was...knowledgeable ahout contemporary art...and signifi-
cantly something of an expert on the tribal art of Africa. Behind
the semi-ahstract forms and earthy colouring of Skotnes! early
paintings, Guenther was convinced he could detect the latent pro-
mise of a graphic ariist. He persuaded the young man to try his
hand at woodcuts...It was enlightening to viewers unfamiliar with
his phases to observe Skotnes' transition in his woodcuts from a
painterly approach toward a linear interpretation of his subjects.
His initial analytical projections gave way fairly rapidly to
rhythmical formations, abstracted from the contours and accenting
Features of the Dbject“"1 Also in the following guotation,
Berman's concern with discuasing work within the context of the
artist's development and ceuvre, is apparent: "The show is an
impfessive history af a sculptor's*development over 18 years.

Beginning with traditional portrait-busts in bronze, he moved

Oradually into the abstract idiom, during a long period of wood-

*Solly Disner
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carving, and has now returned to bronze - this time with total
abstraction." The followirg can he guoted as a final example:
"But sensitivity and lyricism skate on thin ice above the well of
sentimentality; confident handling of paint can so easily become
sterile virtuosity, and knowledge of animal habit can be transla-
ted into academic description. During the past Couple of years,
all these pitfalls have operied up before Gordon Vorster, and he
has not always avoided falling into them...For me, this show indi-

. 3
ca.:i:s a welcome return to Fopm."

b) Berman attempts to discuss work within the context of the his-
tory of art in South Africa and elsewhere. She states with regard
to the possible functions of ar: criticism, that the critic
attempts to "...relate the works to their aesthetic context and to
present them within the continuum of cultural activity...to detect
relatinnshipé and to draw parallels between styles, concepts and
prucedures."a The following can he advanced as examples aof
Berman's attempt to discuss wark within the context of the histary
of art: "Essentially, hefis a 20th century painter, who uses a
15th century convention, for making statements that are timeless.

In Quattrocento tradition, he takes meticulous care to define the
conceptual identity of hig subjects..."s "During the very garly
yvears hi#*compositions bore affinity with the more formal Paost-

Impressionist styles..,"G; and  "They were the enfants terrihles***
B

of the 20s, when they returned from abroad and exploded EXOTres-
sionistic images before the startled eyes of g public only just
beginning to awaken from a calendar-designer's dream of sugar-

Coated purple mountains...This was a turningpaint in the develop-

ment of this country's art n’

When discussing aspects of South African art, Berman alsg

*Alexis Preller **Alexis Preller
‘ 37 ‘
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freguently refers to contemporary art being produced elsewhere.

She states for example: "Coming to this shouw fresh from the gal-

leries of Paris and London, Italy and Greece...ane aspect which

came home forcibly...was the almost total ahsence among our arhists

of the morbid and lonely pessimism which permeates the current

painting of Europe and Rmerica...”8

c)

Berman isolates broad tendencies with regard to Sauth African

art. She states for example that "With regard to style, it is

clear that the bulk of South African artists are today fully in

tune with the rest of the world in their acceptance of the more

abstract appruacﬁ."g In her individual publications, Berman also

attempts to discuss Sout- African art in terms of broad tendencies

which can he rECWgnised.qn Fram Chapter 1.3 and Appendix I it is

clear that South African newspaper critics do not attempt to iso-

late tendencies in Snouth African art. These critics normally

discuss the waork of an artist in isolation.

d) In contrast with ather South African art critics, Berman

attempts to isolate those Critical criteria which are fundamental

to her evaluation of works of arth. For instance, before discuss-

ing an exhibition of contemparary French painting, held in Johan-

nesburg during 1963, Beriman states: o7 should perhaps first

clarify the criteria upon which 1 hase my Jjudgment of a work of

art."11 Emerging from her clarification of critical criteria is

cgmmunication as a criterion for evaluation. She states: "1t

is when design is used to reflect man's knowledge, emotiaons and

experience as man, and to communicate these through this visual

vehicle, that it acquires significance as art...fine decoration

.demands great skill, it is nevertheless considered to he 8 minor
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art because it lacks this vital ingredient - cnmmunicatimn."12
Berman's negative criticism on manifestat .Aa of twentieth-century
formalist attitudes with regard to art, bears out her adherence to
communication as a standard for critical valuation. She states
for example: "...included in this esoteric trend is another, hut‘
far less sensitive, group nF work...I think more particularly of a
panel entitled 'Song of the Earth', by the celebrated artist, Jean
Dubuffet. This is textured all-over with sand, and is of similar
colouring. No attempt has been made to render shapes upon the
surface, and there is no variation in the texture. OF course I
can fabricate an impressive-sounding justification for this wcrk...

but when I look around the exhibition and ask myself, 'How many

paintings here communicate anything of lasting value?' I find that

13
I am lost for an answer® (underlining my own). It can be noted
here that “communication" as an art critical criterion is a subiec-
ot

tive and unspecified property. Berman, however, admits to the
subjective nature of criticism when stating: "...in attempting to
arrive at some kind of Judgment I must rely upan my training and
experience, on the intuitive responses which result from years of
earnest looking and on the canons of taste which have heen acquired
in the course of cultural conditioning."qq Unlike South African art
eritics who advarce evaluations without substantiation, but who
nevertheless never admit to subjectivity and bewllderment, Berman

is aware of these conditions of art criticisn and states: L

'admire' people who believe that they can speak with full authority

on works of art." *

e) Unlike most South African art critics, Berman writes exten-

sively on secondary aspects related to art. GConcerning art criti-

cism in Scuth Africa, she states: "The trouble with local art
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eriticism is that it is almost exclusively complimentary...The
reason for this situation lies partly in the smallness of the
Sguth African art community. Where everyone knows everyone elss,
it is extremely difficult to dissociate the work or commente on
it, from the personality cuncerned."15 This problem is also
suggested in the following statement by Berman concerning ner own
contribution to art criticism in South Africa: "I myself have
spoken up for Smuth'AFrican art and have not been highly critical.
Sguth African art is too fragile to withstand destructive criti-
cism...There is no excuse to be offered for vicious and destruc-
tive criticism. The critic need not applaud but should also not
destroy. As there is always a human Lwlng behind a work of art
who should be considered, the critic should rather ignore than

destroy maliciously."* A tclerant attitude is manifest in the

following guotation: "...van Essche's greatest problem is the

danger of repeating himself, but he is aware of the tendency, and
in the present show he provides many variations on his personal

theme..."16 (underlining my own). Also implied by the above guo-

tation is familiarity with the artist himself. This may be funda-

mental to the tolerant attitude discernible in Berman's art criti-

cal wark. In only very few cases is Berman's evaluation condemn-

-
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atory. The following is an example: "As verkopings die bewys is,
is die publiek volkome tevrede met Gordon Vorster se Jongste werke.
Die koerante juig ook daaroor. Ek wou dat ek die geesdrif kon
deel...S5y welige dik verf, met die paletmes soos botter aangesmeer,
is opgevolg deur dun deurskynende glasure : maar met die terugsak-
king van die forsheid het soetigheid ingevloel om die plek te vul.
Die strakke hoekigheid van sy vroeBre vorrs is vervang deur gema-
niereerde stilerings en daardie effens banale inboorlingfigure op

hierdie uitstalling herinner nouliks aan die rake waarneming van

40
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f) Berman also makes statements with regard to the gap between
artists and the public in South Africa. She states for example:
"ith regard to style it is clear that the bulk of South AFrican
artists are today fully in tune with the rest of the world in their
acceptance of the more abstract approach. I am not sure whether
the public can be said to share their enthusiasm, however. The
biggest sales this year, in Johannesburg at any rate, were still
made by strictly conservative descriptive painters, and very few

abstractionists held successful selling exhibitions in South Africa

18

in 1963..." With regard to the gap between artists and public,

Herman also states: "The third class is the neneral or cesual

public, which is usually ill-informed and relies upon the critic
for explanation and opinions. The critic can assist in informing
and possibly directing this class of audience toward more gporecia-
tive viewing. Howsver, so much neads to be spelt out that the
critic may either be forced into didacticism or reduced tao mere
reportage. In either case, he will not fulfil a strictly critical
functicn.  The last-mentioned problem is a cogent issue in a
society such as nurs. Circumstances here...almost dictate that
the critic should perform a wider Function. There is some justi-
Fication in these circumstances For art criticism assuming a pre-
dominantly educational mharacter."19 Berman also states: "I
orientate myself with regard to arecs of confusion amidst the pub-
liec. I consider myself as a missionary of art and try to communi-
cate something of my own joy, enthusiasm and commitment with regard
to art.n*

With regard to the above-quoted statements, it can be noted

that in practice, Berman does consistently attempt to explain
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aspects of contemporary art which tend to confuse the general pub-
lie. The following can be advarced as examples of educational

criticism as practised by Berman: 'Let me begin by stating that I

stand four-sguare hehind the abstract idiom, as the 20th century
convention for expressing 20th century artistic ideas. I know of

nNo rule which proclaims that a painting is required to be anything

more than an arrangement of colours and shapes Upon a surface.

But these colours and shapes have to he consciously organised, and

this orpanisation we refer to as design”ig; and "There have heen
many occasions when I have wished that this were a request pro-
gramme, that I might answer your gueries...Maost of all, I have

wanted to add a little to your understanding of art. Understand-

ing is the principle thing..."21 The art critic's audience in

South Africa can possibly be said to dictate the Predominantly

educational nature of criticism as practised by Berman (see Chap-

ters 2.5 and 3.4).

g) Berman alsoc makes statements with regard to art competitions

in South Africa; problems of the artist in Sauth Africa; and on

the conditions of ar% in this country. These statements possibiy

contribute to measures of refarm as far as compe . tions are con-

cerned; to clarifications Fop artists as far as their own problems

are concerned; and to a wider understanding among the public as

far as the circumsbances of art in South Africa are concernead.

Berman states fFor example: "It is common cause that neither the
soclological nor the cultural climate of South Africa coincide on

all counts with circumstances elsewhers in the warld. Despite

aur recent, rapid artistic strides, the local avant-garde still

trails hehind the international innavators; the environment in

alitatively different from that
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of, say, America or France.M

Berman isolates choices with which South African artists are
confronted. She states for example: "Now, mindful of paotential
audiences beyond the borders of South Africa, the much more sophis-~

ticated and informed generation of the space-age was firmly con-
vinced that if local artists were to identify themselves with the
international scene it must be with the immediate current of the
day...The alternative - to pursue their own pace of development
regardless of external events - smacked of provincialism...However,
a third possibility was gaining adherer\ts...”z3

Berman attempts to supply reasons for the prevalence of
mediocre works on exhibition in South Africa. She states: "Theare
are in South Africa no more than 400 professional artists - this
statistic has important implications, for it means that, in direct
contrast with the situation elsewhere in the world - where artists
are more numerous, and competition fierce, practically any painter,
ana almost certainly any sculptor, of reasonable skill and imagina-
tion can achieve recagnition on the strength of a couple of exhibi-
tions. This is finez for the artists, but it also means that a

great deal of work which is no maore than mediocre wins undeserved

acclaim..."za Statements such as the above-quoted help create a

context within which Berman can discuss works of art being produced

in Bouth Africa. Rs part of this context, Berman keeps the art
market in Suuth Africa io mind. She states for example: "I has,
however, long been common practice among South African artists to

exhibit too “reguently and tao unselectively. The recent boom on

the art market has done nothing to discourage this tendenmy."zs

h) Unlike critics contributing to South African newspapers,

+Berman's decision tno discuss certain exhibitions seems to be not
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of, say, America or France.!

Berman isolates choices with which South African artists are

confronted. She states for example: "Now, mindful of potential

audiences beyond the borders of South Africa, the much more sophis-
ticated and informed generation of the space-age was firmly con-
vinced that if local artists were %o identify themselves with the
international scene it must be with the immediate current of the
day...The alternative - to pursue their own pace of development
regardless of external events - smacked of provincialism...However,
a third possibility was gaining adherents..."23

Berman attempts to supply reasons for the prevalence of

mediocre works on exhibition in South Africa. She states: "There

are in South Arrica no more than 400 professional art sts - this
statistic has important implications, Tor it means that, in direct
contrast with the situation elsewhere in the world - where artists
are more numerous, and competition fierce, practically any jainter,
ana almost certainly any sculptor, of reasaonable skill and imagina-
tion can achieve recagnition on the strength of a couple of exhibi-
tiuns.‘ This is fine for the artists, but it also means that a

great deal of work which is no more than mediocre wins undeserved

ar:t:laim..."ZL+ Statements such as the above-guoted help create a

context within which Berman can discuss warks of art being produced
in Houth Africe. As part of bthis context, Berman keeps the art
market 1in South Africa in mind. She states for example: "It has,
however, long been cammon practice among South African artists in
exhibit too frequently and too unselectively. The recent boom on

the art market has done nothing to discourage this tendency."25

h) nlike critics cantributing to Sonth African newspapers,

+Berman's decision to discuss cer.ain exhibitions seems to be not
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+needs of the medium.

an arhitrary decisiaon. She states for instance: "The two exhi-

bitions which attracted my attention this week differ considerably

in character, but are linked by a common denominator : in both

cases, the artists concerned are outstanding figures in the field

of applied design."ZG

1) Berman also differentiates between hobbyists and professianal

artists. This differentiation is manifest in the following state-

ment: "There are any number of Sunday painters in Sauth Africa...

If, however, there comes a time when the hobbyist achieves a pro-

fessional level of performance, he enters ints a neuw relationship

with the critics...Mrs. Cohen clearly indicated her arrival as s

professional artist and if I treat her current wark wore sternly

than before, it is really a salute to this achievement."27 This

differentiation is not always made hy South African art critics

contributing to Newspapers. From work by Richard Cheales and
H.E. Winder the reader cannot farm an idea as to the professional

status of artists discussed (see Rppendix I).

J)  Berman sometimes announces an exhibition and discusses it

later. By doing su she gives her readers or listeners a chance

to visitl the exhibition before a more detailed discossion is devoe

ted to works on exhihbition. With regard to the exhibition of

contemporary French painting, held in Joharnesburg during 1963,

Berman announced the exhibition a week hefore herp actual discus-

. 28 .
sion was hbroadcast. HBerman also broadcagt reviews of art events

during a specific month on the programme, Connoisseur's 23

Evening.

k) Berman modifies her critical contribution...according to the

For instance, work contributed to News/Check
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ig slightly satirical, while broadcasts are more straightforward.
"The.purposes of different media are different, although different
people are not necessarily reached." * Adaptation to medium pos-
sibly explains the congratulatory aature of introductions to exhi-
bition catalogues, written by Berman. She states with regard to
these: "The emphasis is on presenting the work of the artist.
This does not necessarily mean that the value of the work is fFal-
sified. It does mean & step forward towards the critical selec-
tivity of the audience or reader. Criticism in this case would

mean that the courtesy of the role would not be fulfilled." *

1) Yiuh redard to critical terms the Following can be notad con-
cerning Lerman's art critical contributions: She uses emotive and
affrctive terms in an attempt to suggest the meaning of a work of
art by means of evocative language. Berman believes "...that a
critic can communicate subliminally as words give rise to a ser-
tain reactiaon. The cholce of words and the rhythm which can be
created by the use of words make subliminal communication possible"*
Berman also states: "The live voice makes a crucial differcnce
with regard to broadecasts. The charisma surrounding an indivi-
dual is communicated by voice. Enthusiasm is communicated and
generated by the live voige." *

The following is an example of the evocative use of language
by Berman: "Her paintings carry one, on a wave of fantasy, from

subterranes -, caves where centaurs sport, to cool green depths

where coral gruus."jm Emotive and affective terms are contained
within the following: "This was a sparikling exhibition, alive with

sensuously-appealing paintwork and charged with radiant excite-

ment..."31 (underlining my own). These terms remain unsubstan-

tiated. Berman does, however, convey enthusiasm to her audience
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by the use of evocativz language.

With regard to art critical language, Berman states: "The
subtleties of language place an enormous and frightening respon-
sibility on the critic's shoulda-s. A word can be construed
differently by differeni readers. For instance, lack of condem-
nation can be construed as approval."* The lack of substantia-
tion for terms used by Berman, du2s not coincide with her aware-
ness of this responsibility. She takes little care to define and
explain the exact meaning of an evocative word or phrase within
its context. Insofar as Berman uses emotive and affective terms,
her criticism can be considered autobiocgraphical (see Chapter 2.3

and 2.5).

m) The preceding can be related to critical method as adhered to

by Berman. She states that "All a critic can do is to inter-

pret."* She also states that she prefers to regard herself "...as

an interpreter, rather than as an evaluative critic."32 However,
in an article published during 1971, Berman accepts the evaluating
role of the critic. She discusses the critical process as fol-
lows: "This usually entails a process of sequential thoughts,

commencing with initial identification...This is followed by con-

sideration of the work's validity...For purely personal require-
ments, the process of assessment coften stops short at this point.
But, in my professional capacity, I am usually expected to take

the sequence further and to produce some sort of judgment on the

value of the work..."”” (author's underlining)

Berman interprets hy relating works to the kistory of art, to
contemporary works produced elsewhere and to the artist's oeuvre.

and development. She attempts to interpret the meaning of works

«of art and often attempts to suggest this meaning by the use of

L6

R

v

5
3

R . B e

e b e, U e WA Sl A N 3K 4 YT U

v e o e

. by e W)




evocative language. Implicit in Berman's interpretations are,
aimost always, also evaluations of the work in guestion. How-
ever, a balance between description, interpretation and evaluation
is seldom maintained. The reason for this lies in the fact that
drrman often disregards critical description. Herman states that
“The critic is compelled to describe a work of art in order to
create a visual image for the listener."* Berman accepts critical
description as necessary with regard to broadcasts. She does naot,
hnwever, recognise the general necessity for reference to descrih-
able prmperfies of a work of art, in order to substantiate inter-
pretation and evaluation. Thus, Berman often does not refer to
the describable properties of a work at all. The following can be
advanced as an example: "Since his last exhibition here in 1962,
Portway has matured immeasurably. Some of his earlier liveliness
of style has been lost in the process, but the mystical, intro-
spective guality has deepened."Bh Interpretation and evaluation
are not related to specific describable properties of Portway's
waork (see Chapter 2.4). Berman also states that "Kibel's hand was
governed by his intellect and feelings, not only by the factual
information of his eyes. He did not simply describe his subject-

matter, he identified himself with it."-2

She does not, however,
relate this statement to specific works by Kihel, nmor to describ-

able preoperties of his work.

n) Critical terms used and method as adhered to by Berman, result
in lack of meticulous care with regard to the suhstantiation of

interpretation and evaluation. Statements by Berman tend to be

- general, unspecified and Qnsubstantiated. The following can he

advanced as a finpal example: "Much of her painting style was still

+tentative - line and solid vying with each other for importance in
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evocative language. Implicit in Berman's interpretations are,
almost always, also evaluations of the work in guestion. - How-
ever, a balance between description, interpretation and evaluation
is seldom maintained. The reason for this lies in the fact that
Herman often disregards =ritical description. Berman states that
"The critic is compelled to describe a work of art in order to
create a visual image for the listener."* Berman accepts critical
description as necessary with regard to broadcasts. She does not,
however, recognise the general necessity for reference to descrih-
able properties of a work of art, in order to substantiate inter-
pretation and evaluation. Thus, Berman oftan does not refer to
the describable properties of a wark at all. The following can hbe
advanced as an example: "Since his last exhibition here in 1962,
Portway has matured immeasurably. Some of his earlier liveliness
of style has been lost in the process, but the mystical, intro-

spt stive guality has deepened."ju Interpretation and evaluation
are not related to specific describable properties of Portway's
work (see Chapter 2.4). Berman also states that "Kibel's hand was
governed by his intellect and feelings, not only by the factual
information of his eyes. He did not simply describe his subject-
matter, he identified himself with it."35 She does not, however,
relate this statement to specific works by Kibel, nor to describ-

able properties of his work.

n) Critical terms used and method as adhered tao by Bermar, result
in lack of meticulous care with regard to the substantiation of

interpretation and =svaluation. Statements by Berman tend to be

- general, unspecified and unsubstantiated. The following can be

advanced as a final example: "Much of her painting style was still

~tentative - line and solid vying with each other for importance in

47
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the composition;

her vision was frankly youthful and naive. But

her approach to visual expression was individual and her colpoured

graphic~-studies well-resolved...Her paintings and graphics exhi-

bited in 1968 were still distinctively hers in style, but there

were subtle adjustments in orientation - primarily a more synoptic

humanism and a less lighthearted view of life. There were also

indications of a development toward greater clarity of formal

treatment - g simplifying of images and increased use of straight

lines and flat planes

: all of which suggested that if herp progress

continued it would he accompanied by marked developments in style

in the years tn Fulluw"BO (underlining my own). The critical

description underlined is inadequate substantiation for interpre-

tive and evaluative statements contained within the above-guaoted

statement. The statements remain general and unspecified.

o) Berman's critical approach is eclectic. She writes and broad-

casts on the work of many different artists and on many secondary

aspects related to art. This eclectic approach also results in

general, unspecified and unsubstantiated statements. Due to her

eclectic approach, Berman does not concentrate on the critical

interpretation and elucidation of specific tendencies with regard

to South African art, nor on the interpretation and elucidation of

the work of specific South African artists. Her eclectic approach

results in an art critical contribution of superficial character.

P) Related ta her eclectic approach, is Berman's tendency to pver-

simplify. The following can be advanced as examples: "'Pnp~Art',
that mongrel of fspring

of the descriptive style..."37, and "Thig

exhibition is somewhat erratic in quality, but it is not a show tg

disturh psychologically, and it Provides frequent visual delight."38
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No attempt is made to explain or substantiate the above-guoted
statemrnts. Berman's oversimplification is related to a lack of
critical description, lack of reference to specific works or lack

of substantiating argument.

g) Berman tends to inmsert irrelevant information on the artist

and his intentions into her critical discussion of his work.

The interest in the srtist himself, which is characteristic of
South African art criticism, thus also manifests itself in Berman's
criticism. She states for example: "It is often difficult tao
reconcile the lyrical painter® of romantic harbour-scenes with the

expressionistic exponent of Forms-in-space, but both exist behind

the dreamy eves and wispy heard of this unassuming and mast un-

Hohemian artist"39 (underlining my own). The underlined statemert

serves no art critical purpose. It merely serves to camouflage
avoidance of critical investigation. No attempt is made to inves-

tigate and reconcile the different approaches which are mentioned.

Conclusion

Berman contributed more consistently to various possible podia for
South African art critics, than any other cribtic in this countoy.
Due to her respected position as leading art critic in South
Africa, she was able tao make regular use of podia (i.e. radin)
which are no% normally available For the regular contribution of
art criticism in this countoy.

With regard to Berman's art critical contributions, the follow-
ing can be advanced as conclusion:
a) Unlike most South African critics, Berman often discusses work

within an art historical context; within the context of contem-

porary art being produced elsewhere; and within the comtext of

*Sidney Goldblatt
L9
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b)

c)

d)

e)

1)

g)

h)

1)

3

k)

1)

the artist's development and oeuvre.

‘Unlike most South African critics, Berman attempts to isolate
broad tendencies with regard to South African art.

Unlike other South African critics, Berman attempts to isolate
the critical criteria fundamental to her evaluation of works
of art.

Unlike most South African critics, Berman writes extensively
on secondary aspects with regard to art, thus contributing to
clarification of the problems of art in this country.

Berman's criticism fulfils an educational function and in same
cases an autobiographical function (see Chapter 2.5). Unlike '
the work of most South African critics, her work does not ful-
fil a predominantly autoblographical function.

Unlike other South African critics, Berman often supplies rea-
sons For her decision to discuss a particular exhibition ar
exhibitions.

Unlike other South African critics, Berman distinguishes be-
tween hobbyists and professional artists.

Unlike other South African critics, Berman sometimes announces
and later discusses an exhibition.

HBerman uses evocative language in order to communicate subli-
minally. Unlike other South African critics, Berman uses

such languace consciously.

Berman modifies her approach according to the needs DF>the
medium.

Like most South African critics, Berman often does not explain
or motivate the terms which she uses.

Like most South African critics, Berman often does not substan-
timte interpretation and evaluation hy reference to describable

properties of works of art.
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'With regard to those‘mriters who have c

m) An eclectic approach is manifest in Berman's critical contri-

butions. This approach results in oversimplification, lack

of substantiation and superficial investigation of works of

art.

n) Like gther South African critics, Berman inserty irrelevant

information on the artist himself intp her critical work.

Berman thereby adheres to the characteristic South African

toncern with the artist himself.
Unlike most South African art critics, Berman can he said to

contribute to the understanding of art among the South African

public. This is Partly due to her consistent contributiaon to art

criticism in this country and partly due to the educational nature

of her criticism. The educational nature of hep criticism isg

Possibly largely determined by her reader/listener in South

Africa. This may also account for the eclectic approach manifest

in her eriticism. Her criticism seems to be directed towards the

general public, rather than towards the informed reader/listener.

Therefore she attempts to explain superficially and Cursorily,

rather than to investigate specific works or tendencies in depth.

It may be noted here that a purely exegetical criticism (see Chap-

ter 2.5), will reach g very small aur. nce in South Africa (see

Chapter 3.4).

Conclusions reached with regard to critical contributions
by

some writers whao have contributed sporadically

Introduction

ontributed Sporadically tg
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the various possible podia for South African art critics, the

following can be noted:

a) @& great many writers have contributed sporadically;

b) none of these writers has established an aesthetic philosophy,
critical criteria or an art critical frame of reference;

£) some of these writers have only contributed a few articles;

o) others have contributed many articles although these articles
are of little art critical value;

e) in the wark of many of these writers, the emphasis is on pre-
senting the work of artists rather tham on a critical assess-
ment of their work; and

f) many of these writers have written tributes to artists rather
than attempting a critical assessment of the artisis' work.

A detailed discussion on art critical work by all South African
writers, is too lengthy and repetitive to be included in this
dissertation. The contributions of six writers will br discussed
cursorily in the following sections. These writers have been
chosen on the following grounds:

a) In his book, Art in South AFrica since 1900, F.L. Alexander

attempts to isolate broad tendencies with regard to South
African art and to assess these tendencies and the work of
individual artists critically;

b) A.J. Werth has written on art critical practice in South
Africa. His own art critical contributions illustrate empha-
sis on the oresentation of the artist's work rather than an
attempt ¢t critical analysis and assessment. Like Alexander's

Arf in fouth Africa sirce 1900, Werth's publication, Armando

Baldinrlli, can be considered as a major publication with

regarc to South African art, due to the many included repro-

ductions of work by the artist.
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c) N. Dubow is one of the only two South African members of the

Internstional Association of Art Critics. Dubow has published

a monograph on Trma Stern and has contributed many articles.
d) C. Eglington consistently contributed to Fontein and to other

periocdicals. He has also published a book on Maud Sumnev.

e) M. Hitge has only written on the work of ane artist, Judith
Masaon. Soputh African critics normally do not concentrate on
the work of one or a few artists. Due to Hitge's concentra-
tion of attention on the work of one artist, she avoids the
eclectic superficiallty characteristic of South African criti-
cism on the whole.

f) N. Knight has contributed consistently to Artlook and The Star.
Despite her consistent contribution, Mnight's critical work is
of little value. Her work will be discussed as being typical
of work contributed by a great many minor critical writers in
South Africa.

Due * o the widespread and varied nature of critical writings by
the writers mentioned above, detailed analysis and tabulation of
conclusions (as in Appendix I and Chapter 1.3) are not feasihle.
Only those aspects considered most important, will be isolated and

illustrated by reference to specific sources.

1.5.2 F.L. Alexander

a) Alexander attempts to isolate broed tendencies with regard to

South African art. He differentiates petween different styles,

. o C L
such as Reallsm, Impressionism and pDBt~ImpTEBSlUﬂ18m.+D

+b)  Alexander's attenpt to give a survey of South African art
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results in an eclectic and thus superficial discussion on the work
of many artists. He states that "Art in South Africa is of =

surprising diversity. If we compare the wark of the more than one

hundred artists illustrated in this volume, it seems that they
speak in different tongues, though all of them belong to the same
countr\/."M Alexander does little more in his book then ta point

to this diversity and to group these artists into broad tendencies

which are recognisable.

c) It can be noted that Alexander does not accept the validity and
dynamism of twentieth century movements in art. He states for
example: "At a time when in Europe the numerous movements of
modern art were superseding representational art, South African
lantscape painting hegan to develop a character of its own. This
development, however, was stunted by the influence of modern art"hz
(underlining my own). He mlso states: "Modern art truly reflects
our own times. The spirit of play, or record sport, dominates
public life to a much higher degree than we dare admit to our-
selves. It is, for instance, not religious Faith hut the guestion
of national prestige and lust for sensational records rather than
sheer necessity which dominates international campetition in the
conguest of space - to mention just one impartant instance...Our
art still shows weaknesses and that for three reasons: the weak -

ness of contemporary art all aver the world; the structure of our

art education; and the weakness of our art criticismnh} (under-
lining my ouwn). Rlexander provides no subs .antiating argument fFar
his negative opinion of contemporary art. R prejudice against
contemporary art and an adherence to naturalist ideals ape manifest

in statements such as those guoted ahove. This leads to Alexan-

-der's oversimplification of issues and to a prejudiced avoidance
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of analysis. The following are examples: "The dehumanisation of

modern art cannot be better illustrated than by contrasting Maud

Sumner's threadlike road from this picture with the Road to Middel-

harnis by Hubl:lema..."L}LF (underlining my own); "...the non-figura-
tive painters ... try to describe invisible forces by visible
means and are thus invading the realm of other arts. Whether
coming generaticns will regard this invasion as unjustified or hail
45,
’

it as an essential development in the arts, we do not know." and

"This technique replaces the human bady by linear forms and corres-
ponds well to the dehumanisation of all visual art."ue It can be
noted that Alexander conforms to the position of the art histaorian

when referring to the decision of coming generations in aone of the

statements guoted abovs.

d) Despite the points advanced above, it can be noted that Alexan-
der does attempt to relate South African art to the history of art
and to contemporary art being produced elsewhere. He states for
example: "The early cubists have had no following in South Africa.
It is the watered-down cubism of Liwonel Feininger (b. 1871) which
we can trace in the work of J.H. Pierneef and lesser South African

paintera."h7

e) It can furthermure be noted that in those cases that Alexander
analyses a gpecific painting, he maintains a halance between des-
cription, interpretation and evaluation. An example of this
balance can be seen in Alexander's discussion of Jean Welz's

Earthenware '‘and cuphoard dumr.ha This balance results in motiva-

ted interpretation and evaluation. As such, Alexander's critical

analysis of gpesific works of art cen be said to fulfil an exegeti-

cal and educational furction.
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.3 A.J. Werth

a) lWerth presents rather than analyses. For example, his book,

Armando Baldinelli, consists of reproductions of work by the

artist; poems and statements by the artist; a biographical portrait

of the artist and a short introduction to Baldinelli's work by
Werth himself. Due to the unusual number and quality of the

reproductions, this book can be considered to be a major publica-

tion with regard ta South African art. Discussion on Baldinelli's

work consists of only Five pages, in which Werth presents the work.
In the course of presentation, Werth avoids critical analysis.
However, evaluative stabements abound. This 15 true of mast con-
tributions by Werth. The following can be noted as examples:
"This complex artist has expressed himself in warks whict were
often of a very complex nature. Ue follow him with interest on
his path towards developing a mode of expression which has great
clarity, which combines the emotions and the intellect in a manner
which can only be that of the mature and experienced artist,
Rrmando Baldinelli.”qg Werth attempts no analysis. The presen-
tation of the artist's work conteins evaluations which remain un-

motivated. The following, (ot fram the hook on Baldinelli) is

another example: "Lie samevattende ultstalling van seker ons

bekendste Suid-Afrikaanse heeldhourr, Coert Steynherg, was een van
die belangrikste gebeure op kurzgebied wat Pretoria vanjaar te
beurt geval het...Vir n k natenaar van naam om su eerlik sy onte-
wikkelingsgang bloot te 18, verg moed, want gewoonlik wil hy nie
sy vroeére, meer onbeholpe pogings tem toon gtel nie. In Btaeyn-
bern se geval hoef hy egter nie hiervoor te vrees nie want van ay
vrnegste werk toon reeds ' vaardigheid en m waardering van die

materiaal waarmee hy werk wat hyself nie maklik sal kan oortref

‘fie...Dan is daar seker ook min Suld-Afrikaanse heeldhouers wat 'n
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portret so direk en spontaan kan boetsier as wat hy kan." Nao

description of formal aspects substantiates the evaluative state-

ments made. Steynherg is merely praised and no justification for

this praise is forthcoming.

h) Werth w:ites tributes to artists instead of attempting critical
analysis and assessment of works of art.. He writes for example:
"A passion for life, a passion for art, pouring forth with tremen-
dous vigour - a sensitivity which sometimes leads to melancholy and
withdrawal - a fine wit and great gaiety - a sombre introspection
and an awareness of the dark forces of life, of the macabre : these
are some of the contrasting factors which make up the complex
character of Armando Baldinelli. Perhaps one coula - 3111 him a

rumantic."51

c) UWerth attempts to provide a brief survey of Baldinelli's geuvr-
and development. In the course of this brief survey, work is
lated to movements in art and to the history of art. This is done
in a cursory and superficial manner. The following is an example:
"When Armando Baldinelli arrived in South Africa in 1953 his art
was sober and inclining towards the conuervative. His stylised
compositions were clearly post-Cubist, inclining towards the deco-
rative...His experience in the field of mosaics and of 'stone
painting' led the artist naturally intoc experiments in 'informal

art'. Tn this he showed remarkable ingenuity, niving everyday

ohijects a startingly" (sic) "new meaning by skilful manipulation

and juxtapositioning. His first exhibition of assemblages was

h id in Johannesburg in 1964. By 1967 these assemblages had

reached a stage of refinement and maturity which was most satis-

;Fying."52 (underlining my own). Even in a hrief survey of an
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artist's development, Werth inserts unmotivated evaluations such

as those underlined above.

d) Due to the above, Werth's critical contributions cannot be
sald to fulfil an exegetical or educational function. Statements
remain arbitrary as they are unmotivated. Werth's contributions
can also nﬁt be considered to be autobiographical as they do not
constitute an attempt to verbalise the aesthetic experience of the
writer. The anly function which these contributions can be said
to fulfil is that of the introduction to an exhibition catalogue.
Werth merely presents and praises. The reader is provided with &
cmngrétulatmry introduction to the work of the artist and %o the

persanality of the artist.

e) It can be noted here that Werth has attacked art critical prac-
tice in South Africa (see the Introduction to this dissertaticn).
He states for example: "Dit wil my voorkom asof die meeste kuns-
kritici wet vir ons Suid-Afrikaanse pers skryf mense is wat of
voorheer studente in die beeldende kunste was...dof op die een of
ander wyse deur gereelde kontak met kunstenaars en kunssake hulle
geroepe gevoel het tot die taak van kritiekbeoefening. Hierteen-
oor wil ek beweer dat kunskritiek, veral vandag, een van die mees
veeleisende en moeilikste gebiede is...Nou moet ars egter toesien
dat die ware kunstenaars van ons tyd reqg geinterpreiteer word deur
kunskriticl wat moeilike kunshbegrippe op eenvoudige wyse en in
verstaanbare taal aan die publiek kan oordra. In hierdie opsig...
is die kunskritikus eintlik Dndermyser."53 Critical contribu-
tions by Werth himself do not, however, conform to that high stan-

dard of ar! criticism in South Africa for which he pleads.
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1.5.4

N. Dubouw

a) In Dubow's monograph, Irms Stern, a characteristically South

African preoccupation with the artist, rather than with the artist's

work, can be discerned. Dubow discusses Irma Stern's journal in
an attempt to explain the personality and expefiences of the
artist. Dubow states that "The importance of the journal lies in
the light ié sheds on the young Irma's aspirations as an artist;
and, more specifically, on the rile which she saw for herself after
making the decision to return to Africa to follow her s’car."SL+
Discussing the jeurnal, Dubow states that the drawings "...reveal
Irma at her most passionate and most ingenuous...It also contains
clear evidence of that other aspect which is not so well known -
that vein of melancholy and, at times, self-pity that ran bensath
the combative exterior she usually presented to the umrld."ss
In the foreword to the monograph, Dubow states: "A fair degree of
prominence has been given to her aspirations in her formative
years as revealed by her own private illustrated journal. This
decision has heen taken partly because of the inherant int.rest of

the material itself and also because of the extraordinarily inter-

esting light it sheds on her own visian of hErselF"SE (underlining

my own). What emerges from the monograph is a portrait of the

artist rather than a critical analysis and assessment of her work.

b) Dubow attaches great importance to the reactions to Stern's
work. He states for example: '"Her first Cape Town exhibition at
Ashbev's Ballery in 1920 was reportedly dismissed as 'an attempt
to startle the susceptibility of Cape Town art lovers', and was
marked at one point by a police investigation of alleged charges

of immorality. But in the next few years her own persistence and
5

-cgurage were to induce change..." 7 (underlining my own). In
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Dubow's discussion of reactions 1o Stern's work, emphasis is also

placed on the artist's personality.

c) Dubow's discussion of Stern's work is of a congratulatory
character. He states for example: "The drawings are exguisitely
Dnluured..."58; "Her abllity to draw rapidly, shrewdly and some-
tihes exquiéitely, is evidenced by the literally thousands of pen
and ballpoint sketches that she employed as preparatory notes faor
paintings..."Sg; "...a closer lork reveals a sure grasp of struc-
ture and, more significantly, an immediacy of expressive force that
will distinguish the later mork"BD; and "...its mood is compelling
and the level of painterly intuition it reveals is extraordinarily
high."61 No detailed analyses of works are supplied as substan-

tiation for these evaluative statements. An imbalance betwesen

analysis and synthesis thus gives rise to unmotivated statements.

d) Dubow attempts an evaluation of Stern's work in terms of twen-
tieth century painting. He states for example: "Viewed purely
on their painting merits, in terms of their vigour, the richness
of their imagery and the Cmnfidence of their execution, Irma's
Zululand and Swaziland studies of the 1920's compare well with com-
parable work executed anywhere at the time"EZ; "And in fact her
pictures were attractive as well as being emotiomally and intel-
lectually acmessible"GB; and "...in the period between the First
and Second World Wars, Ivma Stern's waork achieved a peak of excel-
lence that could stand comparison with representational paintings
anyuhere else in the West. Ubviously one is not trying to place
her on a level with the great masters of the modern mavement; her

work never attained the intellectual and innovative gualities that

‘that would imply. None the less, judged purely by the vardstick
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of dynamic painting - perceptual and sensual rather than conceptual
and intellectual, sheer picture-making in fact - one could claim
interpational stature for her work of the 'l%[l's."el+ Vague and
general statements are Dantaiﬁed within the abﬁve guotations.

No attempt is made to point out the specific works with which
Stern's work can be compared. Contradictory statements are con-
tained within the last guotation. While praising Stern's work as
being of international stature, Dubow does not put her work on a
level with that of the modern masters. This contradiction remains
unexplained. The "yardstick of dynamic painting" remains a vague
and meaningless criterion. A tribute to the artist emerges from
these statements. However, Dubow's attempt tc assess her wark in
terms of tuwentieth century painting, is unsuccessful as no anulysis
supports this attempt; no motiveted critical criteria are forth-
coming and no clear statement is made with regard to those works to

which Stern's work is compared.

e) Dubow attempts to relate work to art produced elsewhere. How-
ever, these attempts remain of a general and unmotivated character.
He states for example: "Pechstein's drawings, very much fresher

and more direct, &«.  quite clearly the models for a style which one

can recagni = in the early works...of Irma. It is not that Irma's

work imites.: Pechstein, it is the spirit animating them which is

essentially the same. It is this affinity of stylistic spirit, or

the potential for it, to which Pechstein surely responded."ss The

reader remains uncertain as to the meaning of this general state-
ment with regard to style. With regard to the work of another
artist, Dubow also states: "...two undigested pop collages illus-
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trating the pitfalls of this medium." No further clarification

,accompanies this statement. The reader remains unsure as to the
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meaning of "undigested"; as to the pitfalls of the collage medium;

and as to the manner in which the works under discussion illustrate

these pitfalls.

f) Dubow also attempts to relate work to the history of South
African art. ARlso due to the general and unspecified nature of
statements, this attempt does not succeed. He states for example:
"The comparative vigour of the topographical traveller's art of the
18th and 19th Century had generally declined into a polite and dull
pictorialism...The bland impressionism of Wenning and Naudé was one
*ning. Irma Stern's overt emotionalism, her expressionist 'dis-
67

tortion' was another." These statements are themselves bland

and meaningless due to their unspecified and unsupported nature.

g) General and unmotivated statements abound in Dubow's other cri-
tical contributions. He states for example: "Tougher than these
is a series of wash compositions, loosely laid brown stains with
sepla calligraphic notations, plus frottage, plus collage, reminis-
cent of America's sharp-penned Saul Steinberg."68 No attempt is
made to explain the meaning of "tougher" nor the link with Stein-
berg's work. The reader is merely told and not led to understand

statements by direct reference to describable properties of works

discussed.

h) Dubow's writings on art being produced elsewhare, are also of
a general nature. He states for examule: "The London art scene

is not unlike a re-run of Waiting for Godotb. But In what form is

 the Great Joker likely to materialise? As Art as Language? Art

as Performance? Art as Non-Event? Certainly as far as the

-avant-garde is concerned it will not he in visually seductive
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terms, and scarcely in visual terms at all. ile are witpessing a
curious phenomenon here : a visual art tradition stripping itself
bare, divesting itself of the use of its primary organ of sense
perception - the eye, no less."69 In a satirical tone, Dubaw
points to developments with regard to the internaticnal avant-
garde. However, no detailed analysis supports these statements.
General tendencies are pointed to by Dubow, without reference to
gpecific works and without an attempt at tracing the origins and
development of these general tendencies. Furthermore, vague and
general suggestions are made by Dubouw. He states for example:
"UHY ART? Because the artist must continue to ask 'WHY?! And
bayaond asking he must try to show HOW. Not necessarily by
coming up with solutions, but by raising levels of rconsclousness,
by expanding dimensions of visual, tactile and conceptual exper-
ience, he must play his unigue r8le in leading society through the

w70

trauma of change. This statement fulfils no art critical func-

tion as it rems.ns a vague, general and rhetorical utterance.

i) Dubow's contribution to art criticism in Scouth Africa is of a
vague and superficial nature. His work does not constitute a
serious attempt st art critical anmalysis and assessment, but
rather an attempt at presenting the work of artists and at writing

tributes to the artists themselves.

L. Eglingtun

a) In Eglington's critical contributions, a preponderance of
general and unmotivated statements can be discerned. Statements

.are made which remain superficial through lack of supporting
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analysis and through lack of reference to describable properties of
works of art. The following can be guoted as examples: "Nothing
in any of the paintings exhibited denoted the beginner; none of
them showed hesitancy or uncertainty. Their technigue was as mas-
terly as their subject-matter and treatment were griginal. More-
over, they showed no trace of any direct influence; and yet they
spoke not in terms cf hermetic eccentricity, but clearly in the

language of contemporary painting."71

No analysis supports this
statement. The evaluations contained in the guotation are not
deduced from investigation of the works under discuésimn but remain
arbitrary and unsubstantiated. Eglington goes on to say: '"What,
precisely, gives Georgina Ormiston's painting their singular dis-
tinction and originality?  Principally her technigue, in which are
combined nuiet strength, great delicecy, and passionate intensity
of imagination; asuetic evocation; and the subtle complexity of her

symbolism."72

Here again, no analysis supports synthesis (see
Chapter 2.4). Also in connection with Ormiston's work, Eglington
states: "For all that, it is Africa that provides her with her
strongest emotional and imaginative impulses; her most original
themes and her most subtle symbolism. The colours, forms, legends
and immemorial associations of Africa are growing more and more to
find a place in her work. In the finest of her paintings, she has
treated them with an imaginative subtlety and complexity that are

quite neu."73

OUnce again, these evaluabive statements are not
related to describable properties of specific works of art. The
reader is left to wonder about the meaning of "imaginative subtlety"
and "complexity that are quite new."

With regard to the work of George Boys, Eglington states:

" “In
"...he has given them | the flat planesJ' a conceptual signifi-

.cance, in that they direct the attention to more complex and more
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significant Fmrms."7u No further elucidation for this statement
is offered and no reference is made to specific works of art.
Eglington states furthermore: "To bring such. big generalisations
down to precise detajl, one should also say that George Boys is

painting with a remarkable refinement. His sense of texture is

excellent, whether he is dealing with strong masses or the most
nebulous detail"75 (underlining my own). No analysis supports
the evaluative statements underlined. Eglington does not brirn
his generalisations down to precise detall but merely makes more
general statements.

General, unspéciFied and unsubstantiated statements abound in

Eglington's monograph, Maud Sumner. He states for example:

"The paintings that just precede her first one-man show, at

Druet's in 1932, show a break-through and 'Cassandra'...is a good
example of her position. The paintinos that follow that exhibi-
tion show where the‘advice of good teachers and friends, and her
own unremitting determination, led her from the achievement of
'Cassandra’. To advice and determination must be added her
selective response to the forces of a rich tradition. The advance
is exemplified by a number of paintings reproduced here: 'La
poupée rose' (Plate 6), 'La poupge jaune', (Flate 7), 'Muse, 72 rue
Notre Dame des Champs' (Plate 8) and 'The bathroom' (Plate 9)."76
Eglington does not explain the manner in which Cassandra designates
a break-through. He does not investigate the manifestationg of
advice, determinatinn and selective response in the other Qorks
listed. His statement therefore remains general and unsubstan-
tiated by analysis of the works themselves. Eglington also
states: "The two large Venice paintings may seem an emphatic
acknowledgement that Maud Sumner had Cfeated from her revolt

'against the past as much as she could hope to Dreate,"7/
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No Justification Tor this statement is supplied either.
Unmotivated and general statements =zbound in Eglington's work.
The examples gquoted are but a few of the many which can be dis-

cerned.

b) Eglington attempts to relate work to the histary of art and to
trace influences on the artist's work. These attempts are unsuc-
cessful as Eglington merely mentions names and maovements without
investigating influences on specific works of art. He states for
.example: "But it is guite clear from her early paintings, in
water-colour but chiefly in oils, and indeed from all the best wark
in oils she did between 1932 and 1940, that her affinity for the
values and approach of painters like Bonnar ©  d Vuillard, shaped
and helped to bring to full flowering her development as a pain-
ter."78 Eglington makes no attempt to point to the specific in-
fluences of Bonnard and Vuillard. The reader is merely tpld of
this influence without being led to understand the nature and im-

portance of this influence with regard to specific works of art by

Sumner.

c) Eglington's attempt to trace the development of Sumner's work,
remains vague and general. He stetes: for example: "IF 'Still
life with strawberries' stands as the key painting to her early
development, it is because it shows so clearly the painterly atti-
tude which has remained with her."7g The "painterly attitude" is
not investigated sufficiently. The reader thus remains unsure as

to the nature of Still life with strawberries as being a key pain-

ting in Sumner's oeuvre.

+d) Eglington does not investigate form and content and the manner
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in which they are muetually determinant. He concentrases an a
discussion of subject-matter with regard to Sumner's wark. He
states for example: "The particular interest of the Four paintings
mentioned earlier lies in a number of elements. They are all
interiors...They are gaintings in which the focus shifts : some-
times it is a narrow focus, as in 'La poupfe jaune', so that the

work has something of the character of a formal still liFa."ED

e) Eglington makes general and unmotivated statements with regard
to twentieth century art. He states for example: "Today tech-
nigue has become an end in 1tself, and to achieve novelty most
painters feel obliged to avoid any form of the representational.
Thue painting has become more abstract and more dehumanised."a1

No investigation of tendencies, nor analysis of specific works of

art, substantiate this statement.

f) Eglington presents the work of an artist and writes a tribute
to the artist. He dogs not attempt a serious critical investiga-
tion and assessment of the work itself. He states for example:
"They are the work of acute sensitivity, and of the experienced,
wise mind of an artist and a human being who looks at man and his
world sub species aeternitatis, and finds csuse for serenity and

peace and harmony"az; and "Firstly there are the conceptual guali-

ties : a guick, observanb and sensitive way of seeing an actual
scene, or of reshaplng it imaginatively from memory; the freshneas
and clarity of her imaginative response to the emotions engendered
by a scene; and her ability to transform a visual experience into

a painter's imaginative Lerma."83 No detailed analysis of descri-

bable propertis= and no substantiated interpretations of specific

rworks of art, support these statements. They function rather as
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tributes to the artist herself than as deduced evaluations of her

wark.

g) The characteristic South African concern with the artist’'s
personality and experiences, rather than with the works of art
themselves, can be discerned in Eglington's writings. He insewtr
irrelevant biographical information into the text. No attempt is
made to correlate this biographical information with the character
of specific works of art. He states for example: "She liked her
teachers and made many new friends among her school companions.
She liked school work and games, at both of which she was gumd"Bh;
and "It was not that in South Africa she lived a life of isolation,
or repinec : she had her family and many Friends..."as In a few
instances, Eglington attempts a correlation between biographical
information and the works of Sumner. He states for example:
"France and England, in both of which countries she painted a great
deal in water-colour before t'« war, produced guite different
emotional effects on her wark...The responses to the English scene
are strong and almost fierce...In the French water-colours she
leaps free from the bords of a complex emotion..."as However,
Eglington's evaluation of Sumner's work done in Cngland and France,
remaing, once again, unsubstantisted and arhitrary. He states:

"I ean only say that the greatest water-colour by her that I knouw
ig one done in England, in 1941...7% is alsa, I think, one of the
fine water~-colours ol ils Lime."87 Here mgain, no analysis

supports this evaluative statement.

h) With regard to criticism, Eglington states: "The writer on

painting should not put up a screem between writer and vieuer.

‘The kind of writing into which a critic so casily falls (and for
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1.5.6

which the painter is likely to fall for) is an utter waste of time.
So the point I want to make about George Boys is simply this: that
every failure has been a sign of progress."88 Eglington's statc-
ment on criticism remains obscure. It is possibly implied in his
statement that critical exegesis is a waste of time. He thus
proceeds to make general and arbitrary stateﬁents which cannaot be
said to contribute positively to art crificism in South Africa.
The above-gquoted statement on Boys is another example of a si

ment which is unsupported by analysis and reference to specific

works.

M. Hitge

a) Unlike other South African critics, Hitge concentrates on an
investigation of the work of one artist. She thereby escapes a
superficial and eclectic appraoach. She attempts to describe,
interpret and evaluate Judith Mason's work. She discusses specil-
Fic examples of work by Mason and does not merely make general and
unmotivated statements. The following can be guoted as an
example: "She conceived it as a 'melodic lion', and the transfor-
ming power of her imagination‘has indeed imbued it with a resonance
like that of sound waves. This is partly achieved by the simple
formal structure, and the animal's apparent movement, as it seems
to leap in a thythmic diagonal out of a background divided into two
areas, one light, and one dark. What is remarkable about this
ahstracted image is the tremendous psychic energy. which 'seems tn
have flowed inte it from the artist's brush, to be captured and

compressed in the forms and rhythms of the lines. This is evident

in the cursive outline from head to back and extended tail, which
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leads the eye out into the background space; in the delicate ver-
tical theusting lines of the flowers which burst as spots of
colour breaking the surface, and in the soft curves of the mane

which rise and fall vertically against the main diat 11."89

The first sentence of this guotation points to the artist's inten-

tion. Hitge, however, attempts to explain the manner in which

this intention has been realised. By referring to describable

pfnperties of the work of art, she motivates the evaluation desig-

nated by "remarkable".

b) Hitge attempts to isolate "...several special faculties pos-
sessed by this artist in highly developed fmrm...“gu After iso-
lating these faculties, she discusses examples of work by Mason,

fhereby motivating her isoclation of these Faculties possessed by

the artist.

c) Hitge inserts guotations from the artist in her discussion of
Mason's work. These guotations are, however, not merely given,
but incorporated into Hitge's own discussion. She states for
example: "'The closed door reinforces the closet-like quality of
all revelations'. It also acts as a kind of punctuation mark
which indicates the limit of the private disclosures, even top the

shape of the door knob, which can he read as a full stnp."91

d) Hitge discusses work by Mason within the artist's oeuvre.
She states for example: "Those who are familiar with the artist's

work will recall that she used barbed wire as a crown of thorns in

her Crucifixion in the National Gallery in Cape Town. It recalls

the suffering of the crucifixion in this painting alsm..."92
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1.5.7

e) Hitge compares different works with each other. She states

for example: "The vulnerable, buffeted guality of Scarecrow II,

has become a rich, playfully aggressive vitality in this painting,'

and the scarecrow's reversed role demunstrates the artist's power
' A

aof making the image bend to her specific purpnse."g) By means of

comparison, Hitge points to development and change in the artist's

OoBUVTIE.

) Despitevthe above, it can be noted that Hitge sometimes does
not motivate statements. She states for example: "The painting,
which can be hung at any angle, has a pop flavour, and a strong
'self-transcending quality'."gu

g) Furthermore, it can he noted that Hitge makes no attempt to
relate Mason's work to the history of art or to art being produced
elseuwhere. No frame of reference is established for the henefit

of the reader.

h) It can be concluded that Hitge mostly maintains a balance he-
tween critical description, interpretation and evaluation.
Furthermore, it can be noted that she does not merely present work

and write a tribute to the artist, but attempts a serious critical

investigation of Mason's waork. Although limited, Hitge's writings

on Mason can be considered to be a limited contribution to art

critical practice in this countroy.

N. Knight

a) Wnight's articles are characterised by emphasis on the artist's
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personality, experiences and intentions. These aspects are not
incorporated into and correlated with a critical investigation of
the works of art themselves. Wnight states for instance: "0Olivia
Watson is an earthy, hardworking, dedicated artist. Her work
reflects her personality and ranges from the ethereal to the

35

earthy."” No attempt is made to correlate information on the

artist's personality with information on her work.

b) General and unsubstantiated interpvetive and evaluative state-
ments are made by Knight. No attempt is made to motivate these
statements by reference to the describable properties of works of
art. She states for example: "This is not a surrealist night-
mare d la Dali but an emotional statement which may be a fear ar a
presentiment of a future state."96 No further discussion suhb-
stantiates this statement. The following constitutes another
example: "Her struggle and her lonelinzss and her joy are reflec-

, . . 97
ted in the eerie, dreamlike canvases."

c) It pan be concluded that Knight's critical comtributions are
characterised by cancern wuith the artist, rather than by critical
investigation and assessment of works of art. Furthermore, an
imbalance between description, interpretation and evaluation,
gives rise to unmotivated statements which abound in her work.
These gualities alsu characterise the critical Guntributions of a
great many writezs who have contributed sporadically to South

African newspapers and periodicals.

Conclusion

It is clear that no body of systematic and balanced criticism emer-

-ges from sporadic contributions to art criticism in S5 5h Africa.
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1.6

Conclusion
With regard to current art critical practice in South Africa, the
following can be deduced:
a) Podia for South African ~ritics are limited and insuffi-
cient. Newspapers emerge as wne only podia for the regular con-
tribution of art criticism. A few exceptions can be noted (see
Chapter 1.4). Appendices B and H make it evident that South
African newspapers function only as limited podia for South African

critics of the visual arts.

b) The standard of current art critical practice in South Africa
is low. This evaluation is deduced from the following:

i) An imbalance between the three stages of the critical
act (see Chaptervz.&) is characteristic of criticism in
this country. Critical contributions are thus un-
structured as no progression from analysis to synthesis
can be noted.

ii) Critics fall to relate works of art to the history of
art and to contemporary art being produced elsewhere

(see Chapter 2.2). Critics also generally fall to re-

late works to the artist's oceuvre and to discuss work
in terms of the artist's development. Thus no art his-
torical or art critical context is established.

iii) Emotive, affective and unspecified terms abound in South
African art criticism. No attempt is, furthermore,
made to establish an art critical terminology.

iv) Critical criteria generally do not emerge from contribu-
tions by South African art critics (see Chapter 2.2).

To a limited extent, Berman's contribution can be noted

as an exception (see Chapter 1.4).




v) An aesthetic philosophy thus also does not emerge from

contributions by South African critics (see Chapter 2.2).
vi) South African art critics rather present works of art

and write tributes to artists, than attempt a critical
investigation and assessment of works of art. An
interest in the artist, rather than in works of art, can
bhe noted. Misunderstanding as to the nature of art
criticism as a field of inguiry, is thus manifested (see
Chapter 2).

vii) Irrelevant and uncorrelated biographical information
also manifests misunderstanding as to the nature of art
criticism.

viii) On the whole, Scuth African art critics report rather
than investigate. The characteristics of the journa-
list report (see Appendix 1.5.2) are combined with the
characteristics of an unmotivated autobiographical
criticism (see Chapter 2.5).

ix) Only in a few cases can South African art criticism be
gaid to fulfil a limited educational function (see

Chapter 1.3.4; 1.3.5; 1.3.7; 1.L and 1.5.6).

c) In view of the above, it can be noted that no systematic body

of art criticism is emergent, as a balanced criticism with regard

to critical terms, method and possible functions (see Chapter 2),

does not exist in this country. (Those factors which may be DDH;
sidered as determinant of the lack of a systematic and balanced

body of art criticism in South Africa, are discussed in Chapter 3).
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10.

of South African Painting.
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2.2.1

CHAPTER 2

Theoretical aspects of art criticism relevant to current art

critical practice in South Africa

Introdurtion

Aspects will be discussed in this chapter which are theuretiﬁal
bases for analysis and evaluation of current art critical practice
in South Africa. Because they are interrelated, the disciplines
of aesthetics and art history must be discussed as well as that of
art criticism. The field is necessarily very wide and as evident
in Chapters 1 and 3, the generalities of this cvhapter can he
applied oaly in detail and not in entirety to art criticism in
South Africa, whether considered in actual practice or considered

in potentiality and possibility.

Resthetics, art history and art criticism

It cannot be sufficiently emphasised that aesthetics, art history
and art criticism are interrelated disciplines. Furthermore, the
demarcation between these disciplines is not absolute. The fol-
lowing constitute attempts at defining these disciplines, forllowed

by an attempt to point out the relationships and possible common

dernominators between *hen.

Resthetics
Francis Coleman attempts to isolate the main guestions with which
the aesthetician is concerned. Coleman arrives at th following
useful categories into which the main questions can he grouped:

"1, What is an ohject of art?...

2.  lWhat is an aesthetic experience?...
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3. What are the branczhes of the fine artg?

L. In what sense is art expressi 'e?

5. ...Can the aesthetic and the cognitive he clearly

distinguisherd?...

6. Is an object of art simply given, or must it be interpreted

before it can be appreciated?...

7. What does it mean to say that an object has or does not have

aesthetic value?...

8. What are aesthetic judgments? How are they %o hbe
verified?...

9. What is the purpose of art?...

1. What sort of inguiry is aesthetics itself?...n ]

From these categories it can be noted that the aesthetician
strives to answer these guestions by a seriws of postulates with
regard to the nature of art and aesthetic experience, which would
be, ideally, ahsolutes. It follows as a corollary that he also
strives towards formulation of the philosophical bases for an art
critical investigation of art.

The philosophical nature of aesthetic discussion excludes
empirical deduction : the aesthetician does not investigate histo-
rical fact nor the work of individual =srtists or specific works of
art. Resthetic argument within a given period may, however, be
determined by and partly determinant of the nature of art within a
given periad Some late ninetaenthz and early twentieth century3
aestheticians for instance, discuss the autonomy of the work of
art. This discussion was related ta and possibly determinant of
the rise of abstract art during this period. AResthetic argument
and warks of art can both be considered as embodimerts of the

Zeitgeist of a given period in history.
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Rrt history

As against the genmeral (i.e. non-particularised) investigations of
aesthetics, art history is a field of inguiry aiming at reconstruc-
ting an historical situation in its totality, in order to investi-
gate the work of art within, and also as an emhodiment of, a
spatial and temporal context.

The art historian concerns himself with the works of the past
and embarks on an hermeneutic and scientific investigation. 1t
follows that, as the lack of historical perspective on the contem-
porary situation excludes the possibility of an hermeneutic
approach, the art historian evades investigation of the contempo~
rary work of art.

Interpretation of the aesthetic nature of the historical work
of art forms, however, part of the art historian's investigation.
Through this interpretation the aesthetic potential of the work of
art is realised anew and creatively by the art historian and made
accessible and meaningful to his contemporaries. This functicn
of the art historian is, however, only part of his toﬁal function
of investigating the work of art as an embodiment of the spatial
and temporal context within which it was created. The total func-
tion of the art historian incorporates also the invastigatian of
the non-aesthetic (i.e. the functional) and the Fictorical determi-
nants of the work of art.

Insofar as the historian decides what is valid for discussion
and insofar as evaluation is implicit in his interpretation, an art
historical investigation is determiner, as well as by the accumula-
tior and assessment of facht, by philosophical assumptions as to the
nature of art and aesthetic experience. With regard to the incor-

poration of such assumptions, art history cannot be considered as
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a purely scientific field of inquiry.

Art criticism

Art criticism, as against aesthetics and art history, is less
defined as to material, function and purpose. While the art
critic is mainly concerned with contemporary art, he may be com-
pelled to examine art of other epochs, in for example, the exami-
ning of exhibitions of such art or in the examinatian of books on
such art. He is, unlike the historian or the aesthetician, thus
compelled somewhat to be a reviewer. However, the distinctian
between the reviewer and the critic is that the critic relates the
work of art which he examines to both some general aesthetic can-
sideration and to the history of art. Thus he may attempt to, ar
succeed in, contrihuting to hoth aesthetics and the history of
art.

The art critic aims mainly at recognition, identification,
description, interpretation and evaluation of the contemporary
work of art, seen as an embodiment of the context within which it
is created.

The art critic points out relevant connections and divergences
between past and present works of art. The contemporary work of
art forms the primary object of an art critical investigation.
Past works of art are thus discussed by the art critic insofar as
such discussion illuminates aspects concerning the contemporary
work of art.

ihe art critic's concern with the present excludes the paossi-
bility of a scientific and hermeneutic investigatiun. More
emphasis is placed on an investigation of the aesthetic value of

the work of art and less on an investigation of the historical

-determinants of the work. Exceptions can be noted. The
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critiecal work of, Tor instqnce, Harold Rosenberg, manifests a
historio-sociological determinism (see Bibliographyj.

Critical description is of an empirical nature and can be cor-
related by recourse to the work of art itself. Critical inter-
pretation needs to be compatible with the describable properties
of the work interpreted. Contradictory interpretations of the
same work result from divergent assumptions as to the nature of
art and aesthetic experien. Critical evaluation is a manifes-~
tation of critical criteria sometimes rooted in philosophical
assumptions as to the nature of art and aesthetic experience.

The critic's decisions as to the history of art and particularly
as to aesthetics may lead him to interpret new work in the light
of these. However, these decisions are fundamentally based on
his personal and emotional biases with regard to the nature nf art
and aesthetic experience.

Critical interpretation and evaluation remain tentative,
although supported by empirical analysis of the work of art.

This tentative nature is determined by the subjective assumptions
giving rise to critical criteria. Furthermare, critical criteria
cannot he scientifically formulated as "...art...has no set of
necessary and sufficient properties..."h (see Chapter 2.4).

DPue to its tentative and non-scientific nature, art criticism
as a field of inguiry has hbeen attacked. Albert Setola, a con-
tributor to the Flemish periodical, Vlaanderen, distills attacks
on art criticism to the guestion: "...waarom doen zij "[Dritich"
net eigenlijk?"5 (Engl. trans.: ...why do they [critics] really
do it?)

The critic brings his personality to bear in his investigation
of the work of art. The concept of critical objectivity excludes

-critical creativity, with regard to the realisation of the
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potential of the work of art. While the art historian cannot
reasanably deny an element of subjectivity inherent in his inves-
tigation, the critic in fact, relies on his own perception and
taste when dealing with the new and sometimes, inexplicable waork
of art. In defence of his alleged wrbitrariness the critic
endeavours to explain and substantiate his subjective statements.
Art critical statements can be considered as manifestations
of an initial response to the work of art. The critic acts as
catalyst, initiating the continuous process through which the
potential of a given work of art is continuously being realised hy
its viewers. In this dynamic process, art critical statements
finally "...become in their expression themselves 'things' subject
to evaluation and explanation, and they are not exempt from the

relativity of art objects and evaluations." &

Relationships between aesthetics, art history and art

crificism

In an attempt to reconstruct the aesthetic context within which a
given work of art was created and thus the possible philpsophical
determinants of the work, the art historian undertakes an histori-
cal study of aesthetics. Resthetic problems, discussion and
formulation within a given period, are regarded as existing and
historical facts by the art historian. The hermeneutic nature of
an historical study of aesthetics excludes the critical investiga-
tion and evaluation of aesthetic statements.

Resthetics draws on the results of an historical study of art
insofar as such a study illuminates past assumptions as to the
nature of art and assthetic experience. The aesthetivian may

also reconstruct such assumptions by recourse to past works of art

The study of past works of art thus forms a common denominatar
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between aesthetics and the history of art. However, while the
arsthetician is concerned with the past work of art as a manifesta-

tion of past philosophical attitudes, in order to determine his

" own position with regard to aesthetics as a field of inguiry, the

art historian is cancerned with the work as an embodiment of the
total context within which it was created.

Lionello Venturi points out that "...the relation between
aesthetics and art...is art criticism." 7 Resthetics formulates
the philosophical bases for art critical practice. Harold Osbaorne
maintains that it "...does not lie within the province of criti-
cism, which is a practical craft, to justify the assumptions which
it takes over from aesthetics; but to the extent to which these
assumptions are false, irrelevant or contradictory, criticism will
result profitless and vain.! 8 From the statements guoted from
Venturi and Osborne it becomes obvious that there is a constant
interplay betwesn aesthetics and art criticism. From assthetic
discussion and formulation the critic takes over assumptions as to
the nature of art and aesthetic experience. Partly on these
assumptions are based his interpretation and evaluation of the
contemporary work of art. From the categories, isolated by
Coleman as the main concerns of the aesthetician, it can alsoc be
noted that the aesthetician concerns himself with the theoretical
formulation of art critical method and functions (see categories
6, 7 and 8 on page B80). Rossario Assunto states that "Every
esthetic theory presupprses a body of criticism, and is expected
to be applied practically in criticism, just as every criticism
puts an esthetic “heory into practice, and in doing so, reinvigo-
rates and modifies it...Art criticism, on the -one side, and

esthetics and the philosophy of art, on tne other, form a unified
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. to art criticism as a Field of inguiry.

body, and it is, therefore, very difficult to find a criticism, an
esthetic, or a philosophy of art in isolation" 2 (It should be
noted here that the function of the philosopher of art, as defined
by Assunto in his article, coincides with the combined functions

of both the aesthetician and the art historian).

Art criticism can be considered as an inguiry which precedes

an historical investigation of works of art. In order to point

to relevant connections and divergences hbetween past and contem-

porary works of art, the critic relies on the historical study af

art. The contemporary work of art is approached as heing part of

the continuous process of artistic creatiaon. Art criticism is

thus never divorced from the history of art. Rs novel art often

constitutes an attempt by artists to contradict past art, the cri-

tic relies on his knowledge of the history of art in order to

recognise these contradictions. While contemporary art sometimes

expands on earlier movements and sometimes constitutes an attempt
at contradiction of earlier movements, this may tend to confuse
the art historian and the aesthetician, as their decisicns are

founded un the works of the past. The tenmtative and experimental

nature of art criticism as a non-scientific field of inguiry
enables the critic to irvestigate expansion or contradiction of
earlier movements in art. (It may be noted here that the South
African critic is rarely confronted with art which constitutes an
attempt to contradict earlier movements. The South African
artist tends to build on, rather than contradict, earlier South
African art. See Chapter 3.5).

In the process af defining and redefining critical terms,
methods and aims,the critic takes into account the historical
study of art, in order to determine his own position with regaxrd

An historical study of
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aesthetics points to past assumptions as to the nature of art and
aesthetic experience and thus clarifies for the critic, his ouwn
position with regard to such. assumptions. The results of an his-
torical study of art and aesthetics are thus relevant to the art
critic.

Consciously or unconsciously, the art historian takes into
account the investigation of the critic, which precedes his own
investigatiaon. Mainly those works of art valued hy the critic,
become the ohjects for an art historical investigation. The art
historian also undertakes an historical study of art criticism in
order to illuminate the art critical context within which a given
work of art was created. Such a study, like an historical study
of aesthetics, is of an hermeneutic nature and excludes critical
investigetion and evaluation of critical statements.

It is clear that aesthetics, art history and art criticism are
distinct but interrelated disciplines. AResthetics, art history
and art criticism take into account all other fields of inguiry of
which the results may illuminate aspects concerning the nature of
art, aesthetic experience, the context within which works of art
were and are created and the various determinants of visuasl works

of art.

Art critical terms

A lack of literary education may hamper the critic in expressing
his vieuws. The critic wishes to communicate information to his
readers and to reach this aim he has only conventional language at
his disposal. Max Kozloff states that "One among its limitless
problems has always haunted me about art criticism - namely, that

its formulation of issues can be announced and resolved only in

verhal terms...In literary criticism, judgment and the work Judged
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operate on the same plane of thought, partaking roughly of a com-
pareble structure in language. But language and visual image do
nut coexist in a mutual market of meanings. There can be no natural
exchange or objective eguivalence between our perceptions in these
twa media...for the art critic, since he 1s dealing initially with
appearances and sensory effect, cognates, if imaginable at all,
can be nothing more than invocations, allusians. Agreement on
them, therefore, is more tenuous, dependent on a kind of empathy
or, at least, good mill."10
Other critics have pointed to the inadeguacy of the terminolo-
gical apparatus of the art critic. Barbara Rose mentions that
", ..we do need new terms, and they have to be given definitions
and we have to give them the definitions. That there isn't a
wide currency of understanding of terms that deal with abstract
art is one of the crucial problems of art criticism tmday."11
Harcld Osborne maintains that "In the presence of waorks of art we
can talk anecdotally about the artists, we car: discuss technigue
and subject-matter and details of iconography, we can find means
of indicating superficial resemblances of style and we can express
our own feelings in exclamatlon marks. But when we wish to com-
municate something about the work of art itself and the gualities
which make it a work of art we can only point and grunt...We need
to clarify and elaborate our own aesthetic vocabulary while over-
hauling our language of criticism. For without words in which to
clo”nhe them our ideas lack coherence and our thinking and appre-

12

hension are muddled." Osborne suggests that a "...study of the

background of our ideas and assumptions will help to pinpoint what

13 For his reinvestigation of the criti-.

it is we are lacking..."
cal terminology with regard to origins, components and validity,

the art critic is dependent on the history of art, an historical
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2.3.1

study of aesthetics and an historical study of art criticism.
Also in this respect,an interrelationship between art history,

aesthetics and art criticism can be pointed to.

The nrigin of critical terms

The relationship between art history and art criticism (see Chap-
ter 2.2.4) determines the use of art historical terms by the art
critic. The terms "linear" and "painterly" are examp_es. The
linear / painterly polarity was recognised in the battle between
the Poussinists and Rubenists during the seventeenth century.

The struggle was taken up by the exponents of Neo-Classicism and
Romanticism at the end of the eighteenth century. Heinrich

Walfflin discusses this polarity in his Principles of Art History

(1932). These terms are ag.in used by Clement Greenberg, dis-
cussing the alternation between the linear and the painterly in
twentieth century painting.14

While descriptive and interpretive terms uued by the art critic
may be rooted in the history of art, evaluative terms are rooted in
aesthetics. When etating that a work of art is "good" the critic
relies on philosophical assumptions as to the nature of "good" with
regard to works of art. While the aesthetician fFormulates the
general and unspecified nature of "good", the art critic uses such
terms with direct reference to specific works of art. The critic
will also correlate his use of such evaluative terms with previous
usage of these terms. In this respect the art eritic takes into
account the history of, art, aesthetics and criticism.

The art critic may draw terms from other fields of inguiry.

Kozloff states that "...Picasso escapes two of the outstanding

clichés of twentieth century sculpture: the archetypal gestalt and

,the timeless reference..."15 (underlining my own). Kozloff here,
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uses terms formulated respectively by psychology and philosophy
Une of the problems peculiar to art criticism is that the cri-
tic is required to go beyond description of the work of art intno
description of its effect on the spectator, even if that effect is
on the sole spectator, the critic himself. Both emptive and
affective terms used by art critics originate in the endeavour tno
explain this experience rather than the work of art itself.
Emotive and affective terms are not rooted in the history of art,
aesthetics and criticism. These terms cannot he ohjectively cor-
velated as they designate aspects of personal &t -4 not fully com-
municable experience. In an attempt to describe the emotional
experience engendered by the work of art, emotive terms are used.
Examples of such terms are: "Much of the work has that delightful

chaim...the most delicate, sensitive use of lavely rich colnurs“16

(underlining my own). Affective terms are used in an attempt to
describe the way in which the work of art affects the viewer.

In: "Cynthia Ball has some striking, near-silhouette scenes..." !’
(underlining my own), an axample of an aFFectivg term is contained.
These examples of emotive and affective terms are taken from criti-~
cal work contributed by South African art critics. Such terms
abound in South African art criticism (see Chapter 1 and Appendix
1.

Cliché expressions often farm part of the critic's vocabulary.
Such expressions originate in an inability to explain the nature
and meaning of a work o art. Mozloff points out that "The termi-
nology is constantly in flux and what you i~e in this field, as
well as in others, is a vogue far certain gxpressions. The vogue
passes and others come into effect. What I'm concerned about is

to try to avold as much as possible cliché expressions and words

that sum up the experience too easily. For instance, one thing
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that concerns me right now as a word to avoid is the word
'ambiguity'. It'e something that applies to maybe ninety percent
of the works of art that are displayed in the galleries. If you
say of a work of art that it is ambiguous, you are simply saying
that which everyone knows, but wnat you really want to know is in

what way it is ambigumus."18

The components of the critical terminology

Critical terms which communicete aspects concerning the work of
art itself are either descriptive, interpretive or evaluative (see
Chapter 2.4). These terms coincide with the different stages of
the cri+ical act.

Descriptive terms are used to designate the describable proper-
ties of the work of art. Examples of such terms are contained

within the following: "...consists of an inverted obelisk balanced

on_the point of a pyramid, its top edge a ragged silhouette..."19

(underlining my own) and "in his last period he bunched value

intervals together at the light end of the color scale, to show how

the eky's light or any brilliant illumination tended to obliterate

half tomes ard guarter tones of shading and shadom"zD (underlining

my own).

Interpretive terms are those used by the critic in an attenpt
to interpret or explain that which is embodied in the describable
properties of the work of art. Examples of such terms are con-

tained within the following: "It is doubtless as a comment on the

way we receive news of the outer world, on how we have automated

all communications as mechanised after-images...that Rauschenberqg
presents these works. .. ne] (underlining my own), "It is, predomi-

nantly, the colours in this remarkable painting which evoke so

significantly the passionate synholism of fire: the fire of autumn
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2

venetation or of combustinn: guintessential fire" 2 (underlining

my own) and "The bird's head is given sharp definition while its

body and feathers are merely suggested. The beautiful predatory

123

bird becomes a symbol of terror.. (underlining my own).

Evaluative terms are those used by the critic to express
praise or condemnation. Examples of such terms are caontainad
within the following: "Rauschenberg takes advantage of this
comfort but re: reshes and vivifies it...this Rauschenberg exhibi-

tion is a tribute to the insights of all the great movements of

twentieth century art, but it is alsc a remarkable extension of

them"24 (underlining my own), "...the artist's precise and
individual way of viewing and selecting an image..."25 (under-

lining my own) and "A fine balance is struck between what is sym-
26 ‘
"

bolically implicit and what is explicit... (underlining my own).

Interpretive terms may contain evaluation implicitly (see Chapter
2.4). In such instances these terms may be regarded as both

interpretive and evaluative. The following is an example: "The

27

cruciform figure is invested with symbolical power..." (under-

lining my own.

The validity of critical terms

Descriptive terms are valid irnsofer as they describe the formal
nature of the work of art (see Chapter 2.4). The validity of such
terms can be correlated by recourse to the work of art itself.
Descriptive terms rooted in the history of art are valid insofar as
they conform to traditional usage or insofar as their usage within
a novel context are elucidated and redefined.

The validity of interpretive terms are dependent on the valid-
ity of the interpretation itself. Valid critical interpretation

can be correlated with the describable properties of the work of
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art itself (see Chapter 2.4). The validity of interpretive terms
are thus also dependent on this correlation. Terms such as
"expressive" or "decorative" may be used descriptively or inter-
pretively. The use of these t.r~ms has precedence in the history
of art. They are valid insofar as thelr specific meanings within
a given context are elucidated.

Evaluative terms are sometimes rooted in aesthetics, as criti-
cal evaluation is partly a manifestation of philosophical assump-
tions as to the nature of art and aesthetic experience (see Chapter
2.4). Evaluative terms are thus valid insofar as evaluation it-
self is substantiated by analysis of the work of. art (see Chaptier
2.4).

Descriptive and interpretive terms are not valid if ambiguous,

if left unexplained when used within a novel context or if irrecon-

ciliable with the describable properties of the work of art it-
self. Evaluative terms are not valid if the praise or condemna-
tion which they designate is left unsubstantiated. Emotive and
affective terms are not valid as components of the critical termi-
nology as their meanings cannot be objectively accounted for.

The personal cornotations inherent in such terms exclude correla-
tion by recourse to the work of art itself. Clich& expressions
are not valid as components of the critical terminology as they
function to disguise an avoidance of r.~itical analysis (see the
examples quoted in 2.3.1).

Art critical terms drawn from fields of incouiry other than art
history or aesthetics, e2e incorporated within the critical termi-
nology as interpretive terms (aee the examples guoted in 2.3.1).
Such terms depend for their validity on correlation with the des-

vribable properties of the work of act itself and on explanation

"of, or concensus as to, their meaning.
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The guestion arises whether art critical terms are only valid
insofar as the reader understands their meaning and thué, whether
the critic has to explain his use of terms to his reader. Sidney
Tillim maintains that "...when you say a picture is obscure spa-
tially, thore is an emotional corollary or a meaning corollary to
that formal obscurity. The problem is that the anti-intellectual
audj ence...fails to understand it because they lack the knowledge.
It's not our fault if we know this and they do nmt."28 Lucy
Lippard states that "...Art Education and criticism geared...to
the formation of its audience's taste, rarely meets the intellac-
tual standards necessary to stimulate ideas of any profundity and
endurance..."zg Edward Lucie~Smith states that "To a large ex-
tent the reviewer has to rely on a kind of consensus among the
readership; not so much a consensus as to what art is about, as
one at what language is abuut."BD

The critic's views concerning the elucidation of terms, are
dependent on his readership, his views as to the possible func-
tions of criticism and on his attempt to fulfil one or more of
these functions. However, Thomas Hess points out that criticism
is "...compelled to resort to metaphors and symbols in order to
translate visual data into murds."31 Verbal metaphors z-d sym-
bols used by the critic are of an interpretive nature. As such,
these terms cannot be elucidated any further. Other than analy-
sis of the formal nature of the work itself, no other elucidation

for critical interpretations and evaluations, which are of a sub-

jective nature, can be given by the critic (see Chapter 2.4).

Art critical methad

The literary theorist, Frank C. Maatje defines scientific method

a8 follows: "Wetenschap bedrijven is het op systematische wijze
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doen van verifieerbare uitspraken over de werkeli jkheid. EEN
wetenschap bedrijven is het op systematische wijze doen van veri-
fieerhare uitspraken over EEN DEEL van de werkelijkheid. Dat
deel van de werkeli jkheid wordt het OBJECT van de betreffende
wetenschap genoemd. Het doel van een wetenschap is te geraken
tot een geordend geheel van kennis ombtrent het object...Om op
systematische wijze verifiegerbare ultspraken te kunnen doen is het
nodig dat een wetenschap...beskikt over een THEDRIE."32
WLngl. trans.: Scientific inguiry results in statements which

© be proven empirically. A specific scientific ingquiry results
in empirical statements concerning ONE PART of reality. That
part of reality forms the OBJECT of the specific scientific
inguiry. A scientific inguiry aims at an integrated body of
knowledge concerning the ohject. In order to arrive at empirical
statements in a systematic manner a scientific inguiry needs to be
bhased on a THEORY). According to Maatje,scientific method will
have as its result, statements which are: constant; communicable;
exactly formulated; conscious; simple; predictivejand logical.
A lack of scientific method will give rise to statements which are:
variable; incommunicable; inexactly formulated; unconscious; com-
plicated; unpredictive;and not purely lngical.33 The guestion
arises whether it is possible for the critic of the visual urts to
work according to a sciéntific method and tu produce the empirical
results as formulated by Maat je.

While critical description can be verified empirically by re-
course to the work of art, this is not the case with critical
interpretation and evaluation. According ta Roman Ingarden, the
work of art, or artistic object, possesses the potential to give

rise to the concretion of numerous aasthetic DbjECtS.BA Margolis

draws attention to the point that in the plastic arts, there exists

95

e e ¢ DT Va5 1




- s A e

Pl S, e 2D SR kit et

no clear agreement about what is actually in a painting and what
is only plausibly imputed to it.35 Concretion of the aesthetic
object is variable as it is dependent on the viewer. More than
one interpretation of the same artistic object may he defended,
although differences may be resolved to some extent by recourse to
the work of art and thus to eﬁﬁirically describable properties.
However, despite clear agreement as to describable properties,
these properties may embody contradictory contents for different
viewers. Viewer-variables with regard to: experience; charac-
ter; knouledge; environment; and philosophical assumptions as to
the ﬁature of art and aesthetic experience, result irn variable
concretions of the artistic object and thus in various aesthetic
objects.

As critice: evaluations are based on philosophical assumptions
these evaluatinns cznnot be proven right er wrong. Critical eva-
luation can be supported by analysis but variables with regard to
this analysis exclude the empirical support of evaluative state-
ments. A1l critical statements are not empirical and thus art
criticism does not conform to the first reguirement for scientific
inguiry as defined by Maat je.

Denis Dutton states that"...implicit in any method are always
rules for what is to count as relevant to the end in questinn."jB
That which is relevant to criticism cannot be isolated from that
which forms the objects uf other Fields of inguiry. Determinant
factors of the work of art are: variable; incommunicable; inex-
actly formulated; unconscious; complicated; unpredictive and not
purely lpogical. Moreover, the results of any other field of
inguiry may be relevant to art criticism. No ONE PART of reality
can be isolated as that part with which art criticism deals. Art

criticism thus does not conform to the second requirement advanced
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by Maat je. With regard to this Margolis states: "...the ohject
is initially 'there', produced, but we annot say with hrecisiun
what its boundaries are...“37

Concerning the third part of Mas je's definition it can he
stated that "Art criticism, not being an objective hranch of know-
ledge, cannot rely aon collective learning - on techniques for
harnessing many minds to deal with information, and even with con-
cepts which are too large for Dne."38 Visual experience of warks
aof art cannot be transferred from one individual to arother. Due
to the variables with regard to interpretation of a work of art,
criticism is not an objective branch of knowledge. While differ-
ent attitudes and interpretations complement each other, criticism
cannot be considered as aiming at the compilation of an integrated
body of objective knowledge and fact.

Art criticism as a field of inquiry is not based an a theory.
As mentioned, Morris Weitz points aut that "...art...has no set of

necessary and sufficient pruperties."Bg

Art is constantly in the
making and the formulation of a theory may already be antiquated at
its conception. Differing critical attitudes complement ane
another, but no one theory as to the nature of art can he isolated.
Discussing the position of the literary critic, Maatje points out
that "...dit gezag, dat berust op professionaliteit, ﬂ:is]" een
zeer betrekkelijke zaak, want dit veronderstelt, dat deze opiaiaon
leaders en-makers zouden beschikken aover een objectieve theorie, of
op zijn minst over een algemeen aanvaardbare meatstaf, en dat is
Juis niet zo."hD (Engl. trans.: ...the authority which relies on
a profrssional attitude is a very relevant matter as it implies
that these opinion leaders and makers possess an ohjective themrQ

or at least a generally acceptable standard, while this is exactly

what they do not have). T.A. van Dijk states that "...ten aanzien
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van de 'praktijk' is een teorie geen handleiding voor de zg.
'interpratie' van individuele literaire teksten. De teaorie
beperkt zich in prinsipe tot een ondubbelzinnige en systematiese
formulering van de relevante eigenschappen die meerdere literaire
teksten gemeen hebben.”M (Engl. trams.: in practice, theory
does not function as a guide for the so-called 'interpretation' of
individual literary texts. Theory limits i.self in principle tao
an unambiguous and systematic formulation of the relevant charac-
teristics which most literary texts have in common). These guo-
tations from Maatje and van Dijk are alsc applicable to criticism
of the visual arts. The formulation of the characteristics of
art in general, falls within the area of zesthetics and does not
constitute a theory on which an objective interpretation of works
of art can be based in pvactice.

Art criticism is thus nut a scientific field of inguiry.
Attempts to render criticism scientific will remain at odds with
the complexity and variability of art and with the nature and pos-
sible functions of criticism itself. However, valid criticism on
the visual arts results from systematic procedure. Systematic
procedure with regard to art criticism is constituted of the
halance maintained between three stages in the act of criticism
(see the following paragraph).

When maintaining this balance the critic communicates and For-
mulates consciously and logically in spite of a lack of scientific
method as defined by Maat je. Interpretive and evaluative state-
ments remaln, however, variable and unpredictive. Concerning the
above; the following can be advanced as elucidation.

James S§. Ackermann distinguiches between an empirical, analyti-

L3

cal and aynthetic stage in the act of criticism. Description,

interpretation and eveluation constitute these three stages.
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When interpretation can be correlated with empirical description
and when evaluation is substantiated by description and analysis,
critical procedure results in statements which are logical, can-
scious, formulated and communicahble. When the balance between
the thve~ stages of criticism is disturbed the following may
result from this imbalance:

a) Avoidance of, or insufficient, empirical description: The
critic and his reader lose sight of the wqu of art itself and
transfer attention to secondary aspects surrounding the work of
art. No clear idea as to the physical appearance of the work is
formed and idiosyncratic or arbitrary interpretations are advanced
as a result.

h) Avoidance of, or arbitrary, analytical interpretatiaon:
Although the critic and his reader may have formed a clear idea as
to the physical appearance of the artistic object, insight into
the content and meaning of the work is deficient. The work of

art remains unrelated to other works of art. No conscious or com-
municable aesthetic object is thus created.

c) Avoidance of, or arbitrary, synthetic evaluation: The critic
avoids his function as arbitrator and fails to recognise that ana-
lytical interpretation implies evaluation of the validity of that
which is embodied in the work of art and the success with which it
is embodied in the work. Furthermore, unsuhbstantisted evaluations
are advanced.

The subjectivity of critical interpretation and evaluation does

not invalidate these stages in the act of criticism. dohn Dewey
maintains that while rules are general, objects of art are indivi-

dual and ",..reliance upon rules is a weakened, a mitigated version

. . . . L . .
of & prior, more direct, admiration...® Despite the existence

of more than one interpretation of a given work of art, diverging
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interpretations are valid if supported by analytical argument as
to the meaning of empirically describable pfuperties. Bernard
C. Heyl accepts thalt "...opposed approhations will remain since
they are founded upon basicaelly differant attitudes toward art
which are seldom changed merely by increased understandingo"h5
Dewey hlames the "Desire for authoritative stending "[as the cause
why]" the critic "Lspeaksj" as if he were the attorney for esta-
blished principles having unguestionahble saveraign'i:\,/."L’6 Jules
Lemaltre maintains that criticism "...whatever he its preten-
sions, can never go beyond defining the impression which, at a
given moment, is made on us by a work of art wherein the artist
has himself recorded the impression he received from the world at
a certain huur."u7 These guotes from Dewey, Heyl and Lemaltre
represent an argument for and acceptance of the subjectivity,
variability and limitations of art criticism as a non-sciertiiic
field of inguiry.

Art changes continuously as it is an embodiment of a spatial
and temporal environment which itself does not remaiﬁ constant.
This change is illustrated in a statement made by the American Pap
artist, Robert Indiana: "Fop is everything art hasn't heen f-r
the last two decades...It springs newborn out f a boredom with
the finality and oversaturation of Abstract-Expressionism which,
by its own azsthetic loglc, is the END of art, the glorious pin-
nacle of the long pyramidal creative process. Stifled by this
rarefied atmosphere, some young painbters turn back to some less
exalted ’l:h:'Lrlg.ls..,"L*B No art critic can predict the spatial and
temporal environment and determinant factors of future art.

Thus no critic can predict the future course, nature, aim or mean-

ing of art. (Perhaps even very few critics can react to the con-

tinual development of thne environment which gives rise to new
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works of art).

In view of the preceding the following can he reiterated:
The art critic may communicate and formulate consciously and logi-
cally although criticism as a field of inguiry remains variahle
and unpredictive.

Art critical practice may be correlated with the choice
between two fundamental and divergent attitudes with regard to
critical method. Leo Steinberg points out that "One way to COpB...
is to rest firm and maintain solid standards. The standards are
set by the critic's long-practised taste and by his conviction
that only those innovations will be significant which promote the
established direction of advanced art. "[wurks'are judged]" far
'guality' and for an 'advancedness' measurahle by given criteriaﬂhg
This is the choice made by formalist criticism. This attitude
results in the negation of those works of art which do not confsrm
to given criteria and which do not promote the established direc-
tion of advanczd art. On the basis of formalist criteria alone,
Clement Gréenberg criticises Pop art because "...not one of these
artists has taken a chance with color ar design that the Cubists
or the Abstract Expressionists did not take hefore them."sD
Concerning the attitude pointed out hy Steinberg, Lucie-Smith
draws attention to the phenumenon that "...even the most gifted
critic, in some cranny of the subconscious becomes tired and even
perhapes frightened, of being constantly at risk in the way that
his profession demands and involuntarily takes measures to protect
himself.”S1 Defence meusures taken by the critic are in part
constituted of a solidiflication of critical attitudes and criteria.

Steinberg points to another attitude with regard to critical

method: "A second way is more yielding. The critic interested

"in & novel manifestation holds his criteria and taste in reserve.
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Since they were formed upon yesterday's art, he does not assume
that they are ready-made for today. While he seeks to comprehend
the objectives behind the new art produced, nothing is a priori
excluded or judged irrelevant. Bince he is not passing out
grades, he suspends judgment until the work's intention has come
into focus and his response to it is - in the literal sense of the
word - sym-pathetic; not necessarily to approve, but to feel alang

with it as a thing that is like no Dther."SZ This attitude may

result in:

a) The eguation of the art critical act with personal and incom-
municable response to the work of art;

h) the inability to establish criteria, even if experimental;
and

c) an avoidance of critical evaluation. However, adherence to
this attitude will result in svoidance of set and stagnant cri-
teria.

Discussion on aesthetic assumptions which are embodied in twen-
tieth century Driticism, o the various modes and techniques of
criticism and on those subconscious expectations of art, which
determine adherence to certain aesthetic Assumptions and critical
modes, lies outside the aim and scope of this dissertation. A
summarised division of these aspects is provided by Osborne.

(Osborne attempts to "recapitulate the main aesthetic assuinp -
tions which are embodied in modern criticism."53 He makes a
distinction between the following:

"1.  The Realist assumption "[mhiuh]" makes the excellence

of any work of art dependent upon the veracity with which

it coples or symbolises something not itaoelf...

2.  The Emotional assumption "[mhimh]" makes the excel-

lence of any work of art wepend upon the intensity aor the
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pleasantness of the emotion which it arouses in an

ohserver...

3. The Expressionist assumption "[whimh]" makes the
excellence of a work of art dependent upon the exactness
with which it causes to be reproduced in the ohserver an
experience which previously occurred in the mind of the
artist...

it
4, Transcendentalism..."[as] a special type of Emo-

tional assumption, which makes the excellence of any work
of art dependent on the intensity with which it evokes
the special type of mystical emotion which we have called
Revelatary...

n "
5. The Configurational assumption [uhich} makes the

excellenne of any work of art dependent upon the compact-
ness with which it is organised into an organic unity..."sa
Osborne also makes a distinction between different personality-
types, for whom art serves diFFerént functions. These functions
determine art critical practice to some extent, as critical cri-
teria are consciously or unconsciously based on them. Oshorne
distinguishes between personality—typea for whom art functions as

follows:

1. Art as substitute-gratification...

2. Art as Compensation...

1] i1
3. Art as Cathartic... [and]
55

[ Art as Raaliﬁi..."

Usborne also distinguishes between:
a) Psychological Criticism;
b)  Historical Criticism;
£) Exegetical Criticism; and

d)  Impressionist Criticism.>?
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Osbaorne éttempts to correlate his distincticns between aesthe-
tic assumptions, persaonality-types and the various modes and
technigues of criticism),

One other aspect concerning criticgl method remains io be men-
tioned here. Tillim forestalls understanding of the work of art
by assuming "...that you don't want to do justice to this painting,
but you want to build a logical destructive argument."57 Kozloff
differs in approach as he never wants to "...establish an a pricri
destructive argument lmgicall\j.."58 Tillim's viewpoint excludes
analysis of the work of art. If a critic's valuation of a work
of art results from a need or from ocutside pressure to praice
rrew, dlessly, the same exclusion of analysis is a result. Praise
or condemnation arrived at in such a manner is pnot valid as un-
supported hy analysis and as it is the result of non-critical
motivations. Harl Aschenbrenner maintains that the critic can
only "...give reasons for his decisiorns commensurate with his
experience. This is all that any judge can UD."59 However, the
attitude manifested in the statement by Tillim, negates aesthetic

experience itself.

Posaible functions of art criticism

Osborne states that "...critics are in dispute not only about the
methods which are legitimate to the conduct of their craft but
about the very functions which criticism exists to Ffulfil; and

amidsy the confusion of purposes by which they are variously moved

- one can detect no sign or symptom of ultimate cencurrence in a

. . , 60
coherent system of cumulative and progrussive knowledge.®

Osborne furthermore, points to the problems generabted by confusion
as to the functions of criticism: "...criticism is differentia-

ted from a number of kindred studies which it partially
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incorporates into itself not by a difference of subject-matter
but, if at all, by a difference of interest and purpose...Ws can
only agree about a definition which would discriminate criticism
from, say, the history of art when we can agree asbout the true

.. s s 61
pnature and funcilon of criticism."

Three possible main functions of art criticism may be isolated
tentatively. A distinction between these three functions rests
on the distinction between criticism as revolving around the work
of .art itself, as directed towards a public and as extension of
the critic himself. Criticism adhering to any of these pufpuses
cannot be isolated from criticism adhering to the other twno pur-

poses in any watertight separation.

Exegetical criticism

Criticism revolving mainly around the work of art itself, may be

tentatively defined as exegetical criticism. The function af

exegetical criticism is to investigate the work of art empirically
and analytically. This investigation may be followed by judgment
as to the value of the work of art. However, some critics main-
tain that Jjudgment does not form a principal part of the critic's
function. Lippard maintains that "On a Fundamenfal level, the
critic's right to set himself up as judge should be guestioned...
For he records rather than reforms, discusses rather than dis-
poses...EategDrisatiun, placemnt, attribution, and the stabiiisa~
tion of universal criteris are secondary to constant adjustment,
immediate recognition of change within the art itself."az

Exegetical criticism concerns itself with the explication of
the nature and meaning of a work of art and is not directed to

specific readers. With regard to the public, exegetical criti-

cism possibly only performs a function in relation to those
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individuals whu possess a specialised knowledge of aesthetics, the
history of art, the criticism of art and a visual experience of
warks of art.

Exegetical criticism rests on the assumption that "...a work
of art requires an agent existing outside itself, that is an
observer, in order...to render it cuncrete."63 Ingarden main-
tains that "Through his co-creative activity in appreciation, the
observer sets himself as is commonly said to 'interpret' the waork
or, as I prefer to say, to reconstruct it in its effective charac-
teristics, and in doing this as it were under the influence of
suggestions coming from the work itself, he fills out its schematic
structure, plenishing at least in part the areas of indeterminacy
and actualising various elements which are as yet in a state of
r.unterﬁ:iality."GLF H.D. Aiken points out that "Great criticism may
not be judicial but creative...can raise a work to new levels of
significance and value which then become inherent in it."GS
Furthermore, exegetical criticism rests on the assumption that the
work of art has no static and clearly definable boundaries. As
menticned, Joseph Margolis points out that, "In the plastic arts -
there is no clear agreement =shout what is actually in a painting
and what is only plausibly imputed to it...The object is there but
we cannot say with precision what its boundaries are...Criticism
then is methodologically treated as interpretive - always with
caution that the work may be construed in alternative maya."ea

With regard to the above-guoted statoments by Ingarden, Aiken
and Margolis, the function of exegetical criticism of the visual.
arts maj be tentatively defined as: the explication of and the

concretisation of the potentialities inherent in the work of art

itself. Exegetical criticism is not adapted to the level of

understanding of any specific public and is, furthermore, not an
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2.5.

attempt to reconstruct or verbalise aesthetic experience. It
revolves primarily around the work of art itself. Exegetical
criticism may, however, serve an educational Functibn, and wsesthe-
tic experience may direct the exegetical critic with regard to his

choice of those works of art isolated for investigation.

Educational criticism

Criticism directed towards a specific type or class of audience or

readership may be defined as informative and educational. Such

criticism will be adapted to the level of expectable understanding

of the audience or readership. Robert D. Hume maintains that

‘1A11 methods of criticism are ultimately concerned with effect -

that is with making the subject comprehensible to the sudience.
The difference lies in the way this is done. Basically the critic

may talk about canstruction - the way in which a work is put to-

gether and what is in it - or he may consider its genesis, the
particulars of time and viewpoint which made it come out as 1t
did.n87

Educational criticism is in part exegetical, as it investigates
the nature and meaning of the work of art. It is, however, less
directed towards explication and concretisation than towards eluci-
dation and the supplying of information. Peter M. Bode sees the
art critic as follows: "Der Kunstkritiker nimmt also immer noch
eine Schllisselstellung im magischen Dreieck der Beziehung 'Bunst-
werk - Interpretation - Publikum' ein. Er ist ein Makler, ein
Vermittler. Versteht er sich so, dann hat er meistens eher das
Publikum auf seiner Seite als den Kinstler...Die Leute sind...

unsicher geworden. Sie wissen nicht mehr, ob sie elnem Hetrug

oder dem'wahren Schinen' aufsitzen. Alle diese Vorgdnge lassen eine

isolierte Kunskritik nicht mehr zu, die sich allein mit Bildformen
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und Bildinhalten beschéftigt. Das Ambiente, die Umgebung, die
Umwelt, der soziologische Standart kommen hinzu...Und der Kunskri-
tiker versieht sein Amt nicht mehr als ein Wanderer durch die Sile
der Kunsthallen, sondern als der Rezensent van Belegexemplaren"ea
(Engl. trams.: The art critic occuples a key position in the
magical, relational triangle constituted by work of art - inter-
pretation - public. He is a broker, a mediator. If understood
as such, the critic usually has the public rather than the artist

on his side...People have...become insecure and do ot know any

longer whether they are confronted with fraud or with 'true beauty.

This does not allow for an isolationist criticism, which occupies
itself solely with the form and content of works of art, any more.
The ambience, the environment, the background, the sociological
condition becomes important...And the art critic considers his
position no langer as that of a wanderer through art museums but
as that of reviewer for documentary issues). Albert Dresdner
maintaina that "Alles Kunstleben baut sich auf zwei Grundfaktoren
und ikrer Wechselwirkung auf: Kinstler und Publikum, und die
Kritik entsteht als das Organ eines dieser beiden Faktoren, als
Organ des Publikums. Die Verh#dltnisse bringen es mit sich, das
sie sich zu einer Zwischeninstanz zwischen Kinstler und Publikum
ausbildet...sie reguliert das Verh#ltnes zwischen ihnen...sie ist
also nicht nur ein #sthetisches, sondern auch ein kunstpolitis-

. . " &9
ches, ein soziales Phénomen.”

(Engl. trans.: All art life is

built on two fundamental factors and the reletionship between them:
artists and the public; and the critic arises as the organ for one
of these factors, as organ for the public...he regulates the rela-

tion between them...and is thus not only an aesthetic, but also an

art-political, a social phenaomenon). Edward Lucie-Smith sees the.

+art critic "...as a kind of filter...in fact a ;:u:xpulariser.“‘7':l
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Arnold Isenberg maintains that "If communication is a process by
which a mental content is transmitted by symbols From one person
to another, then it is the function of criticism to bring about
communication at the level of the senses, that is to induce same-
ness af visimn."71 R.P. Blackmur agrees when maintaining that
criticism makes "...bridges between the society and the arts...
u[as]“ the sudience needs instruction in the lost skill of symbo-
lic thinking."72

In contrast with the above-guoted statements, other writers
disagree with the educational function of criticism or even with
the possibility of criticism being educational. Karl Aschenbren-
ner points out that "It has been a commonplace of aesthetics to
agree with the view of Kant, Wordsworth, and many others that it
js idle to try to Teason or argue a person into approbation or,

73 l.ippard states that "How

disapprobation of a work of art.w
much the non-professional art sudience gains from the most tho-
roughly considered discussion of specialised issues is another
story. For, like the making of art, criticism is basically self-
indulgent...The responsibility aof even the most casual art obser-~
ver and reader of criticism to think, to look thoughtfully, is
practically unacknowledged. The burden is left on the critic's
shoulders, and if the critic shrugs it off in order to settle down
to serious work, he cannot be blamed."r7u

Pessibly the strongest argument against the informative and
educational functions of art criticism is put forward by Albert
Setola. Concerning the informative function of criticism, Setola
writes of criticism: "...dit is het verstrekken ven een inzicht
in de feitelijke toestand. De feitelijkheid van een toestand

verschilt van individu tot individu omdat in de kunst geen proef

op die som gemaakt kan worden. Bi jgevolg heperkt zich de‘echte
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informatie tot het aanuwijzen van de verschillende Stijlen en
evenementen.75 (Engl. trans.: ...it is the supplying of insighec
into a factual condition. The factualness of a condition varies
from individual to individual as, in art, nu proof [in the sense
aof empirically verifiable data] is forthcoming. Thus real infor-
mation is limited to the drawing of attention to difference in
style and events). Concerning the educational function of criti-
cism, Setola states: "Hijk, en dat is nu juist wat hij "[the
critic]" NIET hoeft te doen en wel om de volgende redenen a) De
kunstenaars zelf kan men met geen smoesjes om de tuin leiden.

Men kan ze alleen vleien en dat is niet edukatief. h) Door kunst-
werken en bijogevolg kunstenaars de voorrang te geven als zijnde
gigenti jds, maken zij zich schuldig san diskriminatie tqﬂgenover
die zij persoonlijk niet waarderen noch begrijpen. Dit is even-
min edukatief. c©) Zij beinvlceden daardoor op een dirigistische
manier verschillerde kategorie8n mensen: eventuele kopers, offi-
cigle aankooporganismen, kunsthandelaars en ook de Jjeugd. Dit is
tendentieuze edukatie. d) WKunskritische waardeschatting die
gebeurt zonder een stevige vakkennis ig steeds gesteund op welbe-
paalde belangen. Dus kapitmlistische edukatie...De edukatieuwe
kunstkritiek bestaat voorlopig nog in kunstscholen en onder vak-
mensen die in gtaat zijn fouten aan te wijzen en te assisteren bij
de evolutie van menses die daartoe vrijwillig de wens hebben uit-

76 (Engl. trans.: Look, that [educating] is just what

gedrukt.”
he '[the critic] “dues not have to do and for the Follmming

reasons a) Artists themselves cannot be fooled. They can only he
flattered and this is not educational. b) By pointing out certain

works of art and thus artists as being truly contemporary, the

critic is guilty of discrimination against those whom he cannot

‘value or understand. This is also not educational. ¢) By the
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above-mentioned, the critic influences, in a directional manner,
various categories of people: prospective buyers, official buying
committees, art dealers and also the young. This is promotional
education. d) Art critical evaluation which is not based on
sound knowledge of the subject is based on definite interests.
This is capitalist education...Educational criticism exists at
present only in art schools and amongst professional people who
are capahle of indicating faults and who can assist in the educa-
tion of people who voluntarily wish to be educated). Setola's
complaint against informative and educational criticism, centres
around the subjectivity of art criticism.

An objective criticism is impossible and even undesirable as
it negates the critic's crestive concretisation of the work of
art's inherent potential (see Chapter 2.4). Subhjective views, if
reasonahly argued can, however, be informative and educational.
Argument concerning the validity of critical statements as being
subjective, may be founded on the false assumption that people
seeking information, read the work of one critic only and read one
article only. In practice personal subjective bias is mitigated
by: a) The fact that reading one critic's work soon reveals his
strengths, weaknesses, blind ~sses and acuities to the reader; and
b) reading one critic's work in conjunction with other critics!
work is what inflates or extends the reader's experience of works
of art.

If the educational and informative functions of criticism are
accepted as pussible and valid, it is implied that the critic is
aware of the class of audience or readership, towards whom his
criticism is directed. The South African art critic, Esmé Berman,

makes a distinction between three classes of audience. She
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states that "In the case of the first class, the artist, it

" n
[criticism] l1s possibly a valueless exercise. The critic, in

his very nature, is no more than a commentator: he can only oh-
serve that which has been produced; he cannot dictate, nor even

predict the future course of art.“77 HBerman isolates a "...second

"~ 1t
class of audience Las] the informed and interested publiec to

whom the critic can effectively address his observations and reac-
ny~
tions... LIn this case exegetical and educational criticism may
"
possibly be considered as one. Berman also isolates a] «..third

" it
classg [uF audience as] the general or casual public, which is

usually ill-informed and " which]" relies upon the critic for
explanation and Dpinions."78 Berman points out that "The critic
can assist in informing and possibly directing this class of
audience toward more appreciative viewing. However, sa much

needs to br spelt out that the critic may either be forced into
didacticism or reduced to mere reportage. In either case, he will

not fulfil a strictly critical Function®’> (see Chapter 3.4).

Autobiographical criticism

With regard to function, a third type of criticism may be defined

as heing autobiographical, or functioning as an expression of the
critic's aesthetic experience. In this case, criticism is neither
exegetical nor educational. The critic attempts to verbalise his
oun, personal experlience of the work of art. His criticism thus
revolves around aesthetic experience itself, rather than around the
work of art. This type of criticism depends for its value on such
factors as the width of the critic's experience of art, his ability

to see relationships and his ability to perform accurate analysis

and assessment of his own reactions.
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The use of emotlve and affective terms characterise the attempt

at verbalising personal experience. ARutobiographical criticism
abounds in South African newspapers. With regard to this, the
following articles can be isolated as characteristic examples:

a) "Simpson : a master show", by Richard Cheales, published in The
Star, Sept. 25, 1975 : 7, and b) "Delightful work in Unusual
Medium", by H.E. UWinder, published in The Rand Daily Mail, Dec. 18,

4l + 151
1975 : 19 (see Appendix I, pp. $43—+—453),

Partial and passionate cilticism is not necessarily autobio-
graphical, but may be exegetical or educational. Harold Rosenherg
points to "...Baudelaire's conception of the artist and critic as
'discoverers of the present'...in opposition to the kind of oriti-
cism that deals with art objects as belonging to a realm sealed
of f from the space-time of the human cmnditinn."BD Rosenberg
also refers to "...Baudelaire's notion of the obligation of the
critic in regard to the present, which compels him to gamble his
Juogments of works of art on & general intuition of his time, a
factor about which it is impossible to be certain...He is thrown
into the arena of conflicting interests and philosophies, and in
order to make its way, his criticlism will have to becnme...'par—
tial, passionate and pmlitimal'."81

Pleading for an impassioned criticiem, Barnett Newman, an
artist and not a practicing critic, states: "I wish to plead for
passionate criticism...because a bond between artist and critic
is created by the passionate in each...To write passionately, the
oritic must invent, or, to use a more accurate word, he must
create his criticism so that it reveals a work of art, through
the critic himself. In that sense, art criticism becomes a

82

parallel waork of art." Hoth Baudelaire and Newman allow for

the creativity and subjectivity of criticism. However, in order
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to reveudl the work of art, the passionate critic has to supply
reasans for his statements. Critical reasoning distinguishes
partial and passionate criticism from autobiographical criticism.
Partial and passionate criticism can thus he exegetical or educa-
tional, while sutobiographical cribticism merely informs the reader

of the critic's unreasoned response to the work of art.

Conclusion
A balanced view of the possibilities with regard to critical func-
tions is imhzrent in the following statement by Lippard: "Pro-
babtly the best criticism for 'everybody' would be a well-informed
and well-informing criticism which provides new and unigue infor-
mation for both the specialist and the general audiense; which is
provocative, at leest occasionally enthusiastic, and readshle, as
well as intelligent. Ideally this would not be too lengthy and
would apnear dally in mass media. «..ocriticism should be, as I
think it should, not an arcane discipline for a few specialists...
but a mine of insights and guestions raised that move the vieuwer
back into the work of art from other sngles than those he/she
might have conceived of alone. Criticism shouldn't be ©/10 value
Judgment from on high and 1/10 suggestion that you might just want
to go look et the art in flesh...Criticism that is mainly theory
and Jjudgment exists aside From the work of art and lends itself
perfectly to the current situatlion, where a very small percentage
of the readers have sesn the work discussed. While it might as
well exist, as dessert or something, it won't make the bridgas be-
tueen audience, art and artist that is criticism's real function.
Best, of muufse, would be a beautifully written, beautifully read-
able mixture of all this, which would capture the imagination of

everybody who ever read it, whether they 'liked' it, ov agreed,

114




e bob o e AR Sttt it e g e A

A b B e e

83 pasimilated within this statement by Lippard is the

or not."
plea for a balanced exegetical, educational and reasoned autobio-

graphical criticiam.

Art critical status

Attacks on the validity of criticism arise due to the confusion as
to the nature and possible functions of art criticism. Arguments
against the validity of criticism mainly centre around the follow-
ing:

a) The non-scientific nature of criticism;

bh) the lack of a clearly defined critical method;

) the lack of a wiide understanding of art critical terms; and

d) confusion as to the possible Functions of art criticiasm.

T. §, Eliot condamng professional criticism as a "...Sunday
park of contending and contentious orators, who have not even
arrived at the articulation of their differmnces."ah Criticism is,
however, not a group enterprise, due to its subjective nature and
the fact that visual experience of works of wrt cannol be trans-
ferred from one individual to another. Herbart Read lodges the
complaint agalinst criticiem that it has "...reached no agreed defi-
nition of its boundaries, and until it does it has no serious claim
to be considered as a scienca."as No agreed definition of the
bounderies of criticism will probably ever be forthcoming as no
agreed definitlion of the bounderies of art will probably ever he

forthouming. Criticism can thus never be consldered as a science.

The statement quoted From Read manifests a misunderstanding as to

the nmature of art oriticism (see Chapter 2.4).
Philip Leider expressea his contempt for the critic "...with
his bagyage of lunatic distinctions, Judgments, significant and

insignificant forms, 'second guesses', killing doubts, museum
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mentality.“86

Leider's view manifests misunderstanding as to the
tentative nature of ari critical statements and a negation of the
complexity and inexhaustibility of works of art.

South African writers also attack the validity DF‘criticism.
Lola Watter, a sporadic writer on art and contributer to Artlook,
exprescos the view that critics of the visual arts, being practi-
tioners of n pseudo-science, Feed like lice on the life-blood of
art. She juxtaposes an image of contemporary art as alive,
exuberant, exciting and experimental with an image of art criti-
cism as stagnant, mechanical, boring and predatury.87 The mis-
understandings manifested in the guoted statements from Read and
Leider, are also manifested in Watter's view. However, Watter is
possibly referring to South African art criticism only, whiqh is
indeed often stagnant, mechanical, boring and predatory (see Chep-
ter 1 and Appendix I).

Lionel Abrahams, another sporadic writer un art and contribu-
tor to Artlook, despalrs "...of all those terrifyingly fruitless
efforts to say the unsayable! ALL that obbtrusive insistence on
interpreting what can unly speak for itself."aa An obscurantist
attitude is manifested by this statement. It is implied that the
work of art can only be responded to intuitively and that any
attempt at communication between indivicduals, with regard to
aspects of the work of art, is fruitless and redundant. Thisg
attitude furthermore, implies that ro-one may even Fruitfully talk
about art. Confuslon belween atiempts to communicate aspects of
the work of art and aspects of the aesthetic experience, lies at
the heart of Abrahams' viewpoint. While inoights into the nature
of the work of art are communicable, aesthelic experience remains
partly incommunicuble as it is never fully knowable on a cerebral

level. Being South Afrlican, Abrahams is pussibly referring to
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those attempts at verbalising aesthetic experience, which abound

in South African art criticism (see Chapter 1 and Appendix I).

Conclusion
Id=ally, the art critical terminolegy will constantly be in a pro-
cess of expansion and redefinition. Ideally, art criticism should
manifest systematic procedure i.e. a balance between description,
interpretation and evaluation. Furthermore, the ideal criticism
should perform an exegetical, sducational as well as an autobio-
graphical function. To restate Lippard's viewpoint: "...criti-
cism should be...hat an arcane discipline for a few specialists...
but a mine of insights and guestions raised that move the viewer
back into the work of art from other angles than those he/she might
have conceived of alune¢"89 Ideally, critiecism should create
bridges betuween art, the artist and the ohserver. Chapter 1 con-

stitutes an attempt at investigation of the degree to which current

South African art criticism conforms to this concept of an ideal

criticism.
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CHAPTER 3

Determinant factors of current art critical practice in

South Africa

Introduction

As postulated in Chapter 2.7, an ideal art Criticism is not purely

self-indulgent. It Fulfils an exegetical, educatiumal and autg-

biographical function. Chapter 1.6 makes it clear that a body of

such art criticism does not exist in South Africa. The guestian

arises whether it is possible for Soukh African art critics to

produce criticism which would cunform, even in part, to tae idesl

of criticism as postulated in Chapter 2. In order to advance a

tentative answer to this question, the possible determinant factors

of current art critical practice in South Africa have to he taken

into account.

Art criticism cannot be seen as being divorced from its en-

vironment. It is dependent upon a number of factors. The fol-

lowing can be advanced as main determinant factors of arvt criticism

preduced in any part of the world:

a) Art criticism is dependent upon the podia available to the art

critic.
b) Art criticiem is dependent upon the knuwledge, experience and

inmsight of art critics. Therefore, educational facilities For

the art critic influence, in part, the standard of criticism

produced.
c) Art criticism which is, in part, educational, is dependent

upan the level of knowledge, experience and understanding of

its audience.

d) Art criticism is secondary to and dependent on the art around

122

N | A e

sot g w2




AT . S it s

T R i i AR it

3.2

which it revolves. The art produced within a specitic en-
vironment thus determines, in part, the nature of its criti-~
cilsm. N.P. van Wyk Louw stales: "Wanneer 'n mens redelik na-
dink oor enige gebied van die natuur of van die menslike lewe,
word jou metode in -~ekere mate deur die geaardheid van die
staf bepaal..."1 He also goes on to make the point, which is
relevant to this dissertetion (see INTRODUCTION, para. 3),
that: "Dus word ook die metode van die kritiek oor kritiek
bepaal deur die geaardheid van die kritiek selF."Z

The following constitutes an attempt to discuss the above-

mentioned Factors with regard to the South African situation.

Podia for South African art critics

Podia for South African art critics have been discussed in Chapter
1. 2. It need only be reiterated here that newspapers provide the
only podia in South Africe, for the teoular contribution of art
criticism.

The following statements emphesise the inadequacy of the South
African newspaper as podium For the art critic. Christo Coetzee
states: "DLt is ommoontlik vir een persoon om vir m koerant alle
kunsuitstallings te dek. Munsredakteurs behonort te hesef dat die
gehalte van sulke werk bra swak moet wees en ook dat Jan Publiek
vas glo wat hy daar lees. Die koerant melf is eintlik onverant-

: 3 . - A
woordelik." Berman states: "There are no prestigious oritical

-

" n
Journals | in South AFricm] and persons who write under the desig-

nation 'art critic' in the daily or periodical press are grossly

: . . L .
underpaid For their services."® W.E.G. Louw adds: "Ong stedelike
bevolking, behalwe miskien in die groot kompleks Johannesburg -

die Rand - Pretoria, is so klein dat koerante dit bhlykbaar nie kan

bekostig om spesialiste teaen mededingende salarisse aan te stel
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nie. Bowenal is die ingeligte publiek, d.w.s. diegere wat werk-
lik prys stcl op goed geinforneerds leiding oor dié sake "[kuns—
sake}" en in staat is tet intelligente debat, as dit nodig is,
oral so klein dat selfs die hes versorgde kunshlad as sg. 'sirku-
lasiebouer' blykbaar hoegenaamd nie met die beriggewing ocor moord
en doodsleg, diefstal en verkragting kan meeding nie."S This
statement is borme out by most of those replies by editers, con-
tained within Appendix H.

Some South African newspaper critics replied to guestions with
regard to available space in newspapers, both for art criticism
and for pictorial matter related to it. Cheales answered:
"Cropped?  Chopped?  OF COURSE! What is sent in is certainly
not what comes out...The Ster starts a new page as from Monday for
thoatre, art etc. It is not wuch : anly incidental"6 (see Chap-
ter 1.3.2 and Appendix I.1). doan Stuck answered: "I can use &
six inch double column, twice a week...Photographs are usually
printed with & germeral art editorial. Sometimes a photograph of
the artist is imcluded witn a criticism on his uurk"7 (underlining
my own). E. Forster states: "As much as there is to spare hut
seldom more than cne picture."a M. O'Connor replied: "Space is
Frequentlv limited. Three hundred words is the absolube maxi-
mum. . .Photographs are oucasionally Je.esible, but are a great con-
cession on the part of the nemspmper.”g

These statements emphasise tha incompatibility of a balarced
art ocriticism with the Jjournalist neture of the newspaper. Inso-
far as the journalist nature of the nemspaper‘FDrDes the newspaper
writic to merely report or announce, or to provide popular and
suvisational reading-matter, the critic cannot produce a halanced

criicism. Dependence upon editorial policy also excludes the

possibility of sush a criticism. During 1949, Errol Wilmot,
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erstwhile eritic for The Rand Daily Mail, stated: "...the neus-

papers print far more news of sport, murder, stock exchange and the
fatuous platitudes of politicians than they do of the arts. Over
that I have no control...I have eliminated the 'worst! by going to

my editor and asking his permission to ignnre exhibits of the maost

blatant incompetence and charlatanism" 0 (underlining my own).

The journalistic demands of the neuspaper and the low statusof
art criticism in South Africa, which gives rise to inadequate
financial remuneration to art critics, at present partly determine
the impossibility of improvement with regard %o neuspaper criti-
cism in South Africa. H.M. van der Westhuysen sums up the situa-
tion as follows: "Wat aons wel intereéseer, is om te soek na fak-
tore verantwoordelik desarvoor, dat die kunskritiek van ons tyd in
mear as een opsig soveel te wense laat...dit is duidelik dat die
meeste beceferaars van die 'hedendaagse' kuns nie daarin slaag om
die publiek van -ie waarde, insonder estetiese betekenis, van hulle
werke te oortuig nie. Dit is net so duidelik dat die meeste
beoefenaars van die populfre kunskritiek in ons tyd nie kan onder-
skel tussen eerlike hedendaagse kuns en oneerlike modieuse namaak--
sel nie...Albei (daghleaie en gewone tydskrif) is bedoel vir die
breg publiek; hoe meer lesers hoe groter is die sirkulasiesyfer;
hore groter sirkulasie hoe meer advertensies van hesigheidskant; hoe
meer advertensies hoe groter die winste wit die hele onderneming.
En waar die winsmotief die diensmotief eers verdring het, is daar
min kans vir 'n gesonde kunskritiek. Ongelukking is dit byna die

enigste soort kunskritiek waarmee die bred volkslae in Suid-Afrika

kennismaak..."11

It is believed that art criticism is influenced to such an
extent by the nature of available podia for art oritics, that no

systematic body of balanced art criticism can emerge in South
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Africa, before an adequate podium For art critics is established
here.  The adeguacy of a podium for art critics can be said to he

dependent upon the following:

a) a reasonable amount of availlable space for individual articles:

Y provision for the insertion of colour reproductions;

c) freedom from prescure due to the policies of the editor ar the
advertising manager;

d) reasonable financial remuneration for contributions published;

e’ freguent and regular publication; and

f) a wide circulation ensouraged by a low price.

It is clear that such a podium ecan currently only be made possible

in South AfFrica if initially spansored, preferably by critics,

artists, art lovers and educational hodies.

With regard to n2wspepers, at present unfortunately tie only
alternative to an adequate podium for the regular contribution of
art criticism, Berman states: "Until newspaper editors appreciate
that no single critic can responsibly review on deadline Fifteen to
twenty exhibitions a week; nor provide intelligent evaluations in
two paragraphs...Until it is acknowledged that top guality critical
writing cannot conform with mess readership objectives...Until it
is mcrepted that merely to wield a brush oneself, or even to he a
first-rate journalist, is by no means qualification enough to prac-
tise as a professional art critic...Until then, the best qualified
individuals will contirnue to be lost to the field, the public will
continue to be confused by timid, ignorant op arrogant, reviews and

artists will continue to collect the complimentary clippings and

condemn the rest."qz

Education of South African art critics

Visual experience of works of art can he considered to be of vital
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importance with regard to the formation of the art critic's aesthe-
tic assumptions, critical criteria and intuitive responses.
Mnowledge of aesthetics, art history and art criticiem can likeuwise
be considered to be of vital importance (see Chapter 2.2). Chapter
1.6 makes it clear that South African criticism manifests a mis-
understanding as te the nature and possible functions of art criti-
cism. Experience of works of art and education with regard to
aesthetics, art history and art criticism can be said to determine,
in part, the svandard of art criticism produced. The visual
gxperience and the education, witih regard to aesthetics and art
criticism, of Spush African art critics can be said to be inade-
guate on the following grounds:
a) Nilant states: "Ons studente het 'm agterstand by hul kollegas
in Europa. Hulle groei nie op tussen Gotiese katedrale en Barok-
paleise nie, hulle het geen uitgebreide museums van ou en moderne
kuns tot hul beskikking nie. By 'n besoek aan Europa moet hulle in
n kort tyd die meeste probeer inneem : daar i1s altyd haastigheid en
nouliks geleentheld tot dieper ondersoek of t:u=351irminr_:;."/]3 Con-
cerning availlable works in South African art galleries, Heather
Martienssen states that these galleries abound "...in collections
of the nineteenth century, most of them hypocritical or ignorant
nostaelgias of our grandparents, from which it is impossible to
learn gstandards of judgment.“1h

The South African critic lives within an environment in which
historical and contemporary works of art, of international stature,
do not abound. Therefora, hia visual experience of works of art
cannot develop to the same extent as that of critics in the major
art centres of the world. It »arm aisn be noted that even the
history of art has by force of circumstance to be taught by way of

colour reproductions in South Africa.
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With regard to visual experience, Cecily Sash makes another
vital point: "Visual education is the training and development of
the faculty of seeing\~ sight - a faculty that up to the nresent
time has been stunted through lack of use and ar almost complete
neglect of its development in aur educational histury."15 She
goes on to say that "When we first start to learn, in any formal

sense, we are taught the three r's..* As to cur visual education -

what have we been taught that in any way corresjonds to the careful

grounding and slow progiession we have had in the verbal fielg?"1®

Insofar as these statements are relevant to visual educatinon in the
community, they are also relevant to the Formal visual training of

the art critic.

b) No adequate educatinnal facilities for South African art cri-

tics are available with regard to education in aesthetics and art

criticism. Letters of inquiry sent to university . ~t departments
have elicited replies which make this clear (see Appendix A).

G.M. Ballobt (University of Fotchefstroom) states: "Kunmskritiek

word tot hede egter nog nie as afgonderlike rlssiplinBre kursus

binne ons curriculum wlhier aangebied nie...n Teoretiese handleid-

ing vir vormtaalontleding soos deur my opgestel (sien eksemplaar
hierby aangeheg) dien...as n vertrekpunt vir sover dit kunshistor-
iese en krities-praktiesse toepassing mel behulp van ligbeelde, af-
drukke en oorspronklike kunswerke uitl ong Permanente Kunsversame-
ling kry. Soos . sal merk, speel die ontwerp, handhawing en uit-
bou van 'n kunsterminologie in hiprdie opsig 'n bale belangrike

rol..."ﬂ7

(underlining my own).
R.A.F. Teurlinckx (Univergity of the Orange Free State) slakes:
"Ons beleid is in elk geval om kunshistorici - en nie kunskritini

‘nie - op te lei. I'm die algemeen gesproke kan gest word dat die

*i.e. reading, wrlting and ag%ghmetic
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sentrale probleemkader van ons leergange nie deur kunskritiek
gestel word nie, maar deur die hermeneutiek, d.w.s. die interpre-
tasie van kunsverskynsels...en die wetenskaplike interpretasie wat
ons by die studente wil aankweek is 'n historiese interpretasie."18
R. Streuber (University of Stellenbosch) replied: "In die
vierde jaar sentreer die studie om die analiseer van verskeie
kunsestetici...maar inhoeverre dit prakties toegepas word, bestaan
nie. Dit word hier eerder as 'n bewusmaking/wording van bg. twee

-—

konsepte ":kritiek en estetikaJ" in die kunsgeskiedenis hanteenﬂ."‘19
At the Rand Afrikaans University an histurical interpretatian
of works of art is required from the pre-graduate student (see
Appendix A.L.7). Furthermore, no post-graduate course in aesthe-
tics and criticism can be followed by the student. A study of
aesthetics as part of the BA Honours course is limited to the cur-

sory study of writings by Herbert Read.

From the above it can be deduced that the fundamentals of aes-

thetics and art criticism are not studied, at the universities men
tioned, as being distinct from those of art history. Although
these three disciplines are interdependent, important differences
between them necessitate directed attention to each of these, with
regard to the educatilon of the potential art critic.

B. Bradshaw (Rhodes University) states: "I% is difficult to
see how a case can be made for the sducation of art critics...Cri-
ticism would involve personal philosophy...and this may only be
achieved through personal research, personal experience, personal
achievement...It is beyond the capacity of departments to educate
art critics. Since it is beyond the capacity of departments to
truly educate anyone except in academic terms."zD Despite accep-

tance of this statement by Bradshaw, it can, however, be stated

-that due to those characteristics of Spouth Africanm art criticism
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isolated in Chapter 1.6, an academic and formal education as to

the nature and possible functions of art criticism, is exactly what
is necessary in South Africa. The characteristics of South
African art criticism manifest a fundamental misunderstanding as

to the nature and possihle funchtions of art criticism.

At the University of the Witwatersrand and at the University of
South Africa (see Appendix A.4.5 and A.4.6), pre-graduate students
study the writings of a Few major twentieth century art critics.
However, R. Hodgins states: "The function of the course is not, as
might appear, the producing of critics. The calibre of critical
thinking and writing that we expect from stud:ants has, as we well
know, simply no platform in South Africa... with the exception of a
handful of Honours students, the students who take Practical Criti-
cism in this Department are all students practising an art, most of
them being paintérs. If my outline seems to indicate too little
w2ight towards aesthetics and the philosophies of arr = s is
intended : I aim to have students find this course as relevant as

possible tao their main wnrk."21

No basic course with regard to the nature and possible func-
tions of art criticism can be followed in South Africa. The same
applies to a basic course with regard to assthetics. As those
characteristics of South African art criticism isolated in Chapter

1.6, manifest lack of education wiih regard to the fundamental

nature and possible functions of art criticism, it is believed that
a Qggig and academic education in aesthetics and art criticism is
necessitated. Such an education would centre around the distinc-
tions and relationships between aesthetics, art history and art
criticism; art critical terms; art critical method; and the pos-
sible functions of art criticism. Such an education would follow

an education in art history and would be aimed at correlabion in
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art critical practice betueen aesthetics, art history and art cri-
ticism. The lack of educational Facilities adequate to precede the
balanced contribution of art criticism, can be advanced as being

partly determinant of the low standard of current arpt critical s

practice in South Africa. The guestion arises whether a study of

art criticism produced elsewhere, can he Fruitful with regard to

art critical practice here, if not preceded by academic training

with regard to the nature and possible functions of art criticism

and aesthetics in general. Furthermore, the notion can be ad-

vanced that training in aesthetics and art criticism would imply

..o

that the specific environment within which criticism is to he

practised, be taken into account.

The art critic's audience in South Africa

In order to attain a balance between the exegetical, educational

and autobiographical functions of art criticism, the art critic

keeps his audience in mind. The question arises to what extent

the critics' audience in South Africa can be said to determine the

low standard of South African criticism.

R few points can be advanced with regérd to the above-menticned

guestion: . . %
a) With regerd to visual education in the community, Sash states:
"Have we heen taught what the alphabet of a visual language is?

What is the underlying farm behind the plot or story in a painting

or piece of sculpture? Have we been taught what we are doing when ‘

we draw or paint? Are we taught what it is all about - this acti-
vity of making copies of seen images or the making of new images? |

Have we been taught the different kinds of structure - made aware

of the intention, argument, polemic, philosophy behind the seen

. 2 . C s .
image?" 2 Rs far as South African art critics are cuncerned, it
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can be noted that their failure to describe and interpret works of
art adeguately or at all, implies a negative answer to Sash's
guestions quoted. By implication, the South African art public,
7, om which the art critic emerges as a "specialist" with regard to

o description, interpretation and evaluation of works of art,
al n lacks insight as to "the alphabet of a visual language".

Sash goes on to say that at "...school we have dabbled with

paint...depending only upon our manipulative skill...We have also
been shown some great works of art of the past and been told that
they are beautiful...We are told...We are given no yardsticks, no

standards, no education in fact. We are not taught to look and
23

even less what to look for." It is stated in Chapter 1 and
Appendix I that South African art critics merely tell their readers
that a work of art has merit. They do not lead their readers to
understand why the work of art is valued. This may be correlated
with visual education at South African schools, as explained by
Sash.

As is the case with South African art critics, the critics!
audience is not in a position where it can become conversant with
historical and contemporary works of art of international stature.
Lack of visual education in the community end lack of experience

of works of art of international stature, imply that the critics'

audience in South Africe is generally "...the general or casual

public, which is vsually ill-informed and relies upon the critic
for explanations and opinions. The critic can assist in inform-
ing and possibly directing this class of audience toward mure
appreciative viewing. However, so much needs to be spelt out that
the critic may either be forced into didacticism or reduced to mere

reportage. In either case, he will not fulfil a strictly critical

Functimn."zu By merely announcing an exhibition; by inserting
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information which remains uncorrelated with aspects of works of art
mentioned; and by merely telling the reader that a work is valu-
able, the South African critic produces a didactic criticism or

merely reports.

h) Werth states: "Die waarnemer van n kunswerk is egter nie’n
gelsoleerde individu nie, maar vorm deel van’n gemeenskap van'waar*
nemers : en by elke waarnemer en waarneming speel kondisionering
deur sosiale en kulturele agtergrond en ondervinding 'n ral."25
A number of social and cultural factors can be said to 1nfluence
art attitudes within a given environment. In the following state-
ments some of these factors with regard to the South African pub-
lic, are iscolated.

W.E.G. Louw ites: "Een van die ernstige belemmeringe vir die
ontplooiing van n weriklik vrye, openhartige en kritiese gedagte-
wisseling in ons land is m.i. ...dat ons so 'n heterogene bevolking
is, met soveel bntéende, onderling verskillende afkomste en tradi-
sies, dat 'n werklike 'onder-onsie' onmoontlik is."z6

L.B. Kreitner isolates "The racial division of the campéra—
tively small number of whites..."[as]" a handicap on a sound cultu-
ral development "[and the:r distribution of the white population
"[as:r an additional cause of the unheaithy art Dlimate."27

Bruce Arnott states that "Throughout its histaory the art "[and
by implication the total culture:f of South Africa has been greatly
affected by the various migrations of its peoples...The English
severed any direct contact with the development of British art...
the emergent Afrikaner nation was reactiomary and introspect, was
intolerant of forelgn cultural influence...When the group finally

Felt the need of a cultural and artistic identity of its own, 1t

ccould barely draw from the atrophied cultural resources it had
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preserved...The migrations of the Bantu speaking group...reduced
contact between the migrants and other stable cultures..."za

The above-quoted statements isolate some of the possible cul-
tural and social factors which can be said to have atrophied cul-

tural resources in South Africa.

©) The conclusion may be advanced that lack of visual education;
lack of experience of works of art of international stature; and
atrophied cultural resources may account for the South African
public's apparent meek acceptance of an art criticism of low stan-
dard. On the other hand, limited reaction from its audience (see
the last guestion in Appendix B); lack of knowledge and insight of
its audience; and interest of its audience in the artist himself,

may account in part for common characteristics of South African art

criticism (see Chapter 1.6).

Sguth African art

An investigabtion of Spouth African art falls outside the scope of
this dissertation. However, as criticism is secondary to, and
therefore determined by, the art which it revolves around, a few
tentative points need to be advanced here:

a) Arnott isolates essentials For the effective production of art
in any soociety. The following essentials isolated, pertain to
the South African situation to a limited extent or not at all:
"That there is an historical artistic tradition from which it can
draw, but which it can also positively reject; that the society ié

in contact with, and receptive to, external cultural influences;

that there is social unity."29

‘b)  With regard to South African art, Sash states: "It seems that
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in South Africa the artist has become something of a grocer : he

is making works to sell and this is the thing uppermost in his

mind."BD Berman states: "Sputh Africa, despite her small popu-

lation, can take pride in her high percentage of fine artists,

artists who, at their best, can hold their own in the world arena.

However, I must emphasise that phrase, 'at their best', because

far more fregquently than is excusable are we confronted in public

exhibitions with less than best..."31 It can be noted here that

there are forty art galleries in Johannesburg alone. An average

of plus-minus seven hundred exhibitions are mounted each year.

Taking into account the size of our population, the number of pro-

fessiunal artists and

this number is‘disprmpmrtiunately high. The argument may be

advanced that too many mediocre waorks are exhibited; that critics

are mostly confronted with mediocre works; and that the six critics

currently contributing regularly to Johannesburg newspapers (see

Chapter 1.2) cannot cover all these exhibitions.

c) With regard to the derivative nature of South African art,

Sash states: "...from the galleries, I think it is pretty evident

that the artists are still not conversant with the great major

changes in art. They haven't really got the great mutual heri-

tage. In fact, many of the voung artists still believe that they

are producing something new, whereas in fact it has heen old hat

far thirty years."32
Martienssen asks the question whether it is "...possible with

the size of our professional artistic coammunity, our small group of

artists, that work can he produced, is being produced, that is of

any kind of international standapd? By which I don't mean work

that necessarily hits the international headlines, but work which
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is equal to the guality of work goin on in the best centres?"33
The argument can be advanced that, due to its different
environment and isolation from the major art centres of the world,
South African art cannot possibly attain internatinnal status.
Furtherwore, it may be suggested that South African art is still ‘
groping towards a national identity. The art critic in South
Africa is not called upon to identify new movements as att in this

country tends to build on, rather than react to, past art.

Fossibly due to its attempt at international affiliation and gene-
ral lack of a recognisabie South African character, South African

i
art illustrates an eclectic approach by its artists. : i

d) If the sbove-stated can be accepted, it might explain the 5
phenomencn noted by May Hillhouse on her return From Europe in 1954 !
and still recognisable today. She states: "Perhaps the most dis-
turbing factor I found on my return was the very evident deep- + é
rooted belief taken by the art critics that this is a 'second-rate’

country, in that the reviews were carefully tempered to suit a

lower level of production and taste and that frankly bad exbibi-

tions were treated with gquite serious attention out of all propor-
3k

i, e e

tion to their merpit."

Conclusian
Some of the arguments advanced in this chapter, are of a tentative
and unverifiable nature. It can thus also only be concluded ten-
tatively that the following factnrs determine the nature and pos-
sible functions of South African art criticism: !
a) Inadequate visual experience of critics and their audience;
b) inadequate visual education of critics and their audience;

c) social and cultural factors which have determined art attitudes
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in South Africa; and
d) the current nature and possibly limited possibilities of South

Rfrican art.

These factors may in turn be advanced as being determinant of
art critical status in South Africa (see Chapter 2.6). The low
status of art criticism in South Africa may be considered as deter-
minant of the lack of an adeguatez podia for Scouth African art
critics and the lack of adeguate, académic educational facilities
for art critics in this country. The standard of current art
critical practice may thus. be considered as being partly determi-
nant of the factors which influence it.

While it is stated in Chapter 1 that current art critical prac-
tice in South Africa does not conform to an ideal of criticism as
postulated in Chapter 2, it may be suggested here that it cannot
conform to such an ideal. Irenically, the nature of South African

criticism may be suid to contribute te this situation.

References

1. N.P. van Wyk Louw, Lojale Verset, p. 79.

2. Ibid.

3. C. Coebtzee, Appendix D, p. 296+« 293,

L. E. Berman, Appendix E, p. 304, 30].

5. MW.E.G. Louw, "Die kritiese ingesteldheid van die

Afrikaner". Hritiek, p. k.

137

i
:
"
!
i

e A

i

£ Som—e A r——— L E




e P

T P N e s S 354

6. R. Cheales, Appendix B.2.1.
7. J. Stock, Appendix B.2.3.
8. E. Forster, Appendix H.2.7.
9. M. 0'Connor, Appendix B.2.8.
10. E. Wilmot, In : M. Schoonraad, "Die lewe en werk
van Walter Battiss met besondere verwysing na sy grafiese
kuns", p. 118. |
11. H.M. van der Westhuysen, In : M. Schoonraad, op. cit.,
pp. 118-120.
12. Berman, In : J. Keill, "Artists vs critics in word

battle". The Rand Daily Mail, Nov. 21, 1975, p. 23.

43. F.G.E. Nilant, Kunskritiek, p. 8.

14. H. Martienssen,et al, "Civiec Art and You". South

African Architectural Record, p. 27.

15. 0. Sash, "Visual education in the community". Artlook,
Jan. 1970, p. 14,

16. Ihid., p. 15.

17. G.M. Ballot, Appendix A.kL.1.

18. A.A.F. Teurlinckx, Appendix A.L.2.

19. R. Streuber, Appendix A.4.3.

20. B. Bradshaw, Appendix A.L.L.

21. R. Hodgins, Appendix A.4.5.

22. Sash, op. cit., p. 16.

23. Ihid.

24. Berman, Appendix E, p. 382 249.

25. A.Jd. Werth, "Die kritiek van die beeldende kunste in
Suid-Afrika". Hritiek, p. 40.

26. UW.E.G. Loww, op. cit., p. 10.

27. L.B. Kreitner, "Round the Gmlleries". Trek, Jan. 1951,

p. hLO.

138

i




A A T

A ek P .5

28. B. Arnott, "Art and Society in South Africa".

Groote Schuur, pp. 32-33.

29. Ibid., p. 32.

30. 8ash, In : R. Hodgins (Interviewer), "Southafrican

Art : Has It Made It?" News/Check, p. 13.
31. Berman, Appendix II.12.
32. Sash, In : R. Hodgins, loc. cit.
33. Martienssen, In : R. Hodgins, loc. cit.

34. M. Hillhouse, "Painting in South Africa

Standpunte, p. 23.

139

- 1964".

e A W S e e R



CONCLUSTON
From the preceding, the following can thus he concluded:
a) Art criticism published regularly in South African newspapers
and contributed sporadically to other possible podia for South
African critics, can be said to be of low standard. From a num-
ber of common characteristics (as isolated in Chapter 1.6), this
negative evalugtion can be deduced.
b) Art criticism as practised by Berman (see Chapter 1.4) mani-
fests an attempt at critical investigation and assessment. How-
ever, Bermar's critiral contribution shares a number of those
characteristics isolated in Chapter 1.6. Furthermore, it can hbe
noted that Berman's criticism fulfils at bhest, an educational and
not an exegetical function (see Chapter 2.5).
c) Current art critical practice in South Africa thus does nat
conform to an ideal of criticism, as postulated in Chapter 2.
d) Pravious adverse criticism on South African art criticism (see
the Introduction to this dissertation) is thus horne out by an
investigation of typicel examples of work contributed by South
African art critics.
e) A number of factors can be advanced as being determinant of the
standard of current art critical practice in South Africa. It
follows that it is currently impossible for South African art cri-
tics to produce criticism which conforms Lo an ideal of balanced
and reasoned criticism.
f) It may therefore be supgested, that the standard of South
African art criticism can only improve if determinant Factors of

its current nature and Functions, are changed or eliminated.
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APPENDIX I

An analysis of articles by critics who currently contribute

regularly to South African newspapers

This analysis functions as motivation for caonclusions reached in

Chapter 1.3.

I.1 Arn analysis of typical examples of work by Richard Cheales,

critic Fpr "The Star"

I.1.1 qSimpsmh : a master show", The Star, Sept. 15, 1975 : 7.

"THE EXHIBITION: John Churchill Simpson - oils and

watercolours (Pieter Wenning Gallery, Fox Street and

Loveday Street).

Because the exhibition is so pleasant it would be éasy
merely to use such words as 'delightful' and 'charming' to
sum it up.

Yet the complexity of draughtsmanship that Fufms the
basis of A1l the peintings - many of which will obviously
be, or are, Africana - constantly make one pause, realising

how much really has gone into Jobn Churchill Simpson's

work. A word like 'delightful' could never aptly descrihbe -

his work.

The oils, of course, are much more ambitious.  Views
of the Carlton Hotel when it was being built (some superhb
brushwork here), a large study of St. Paul's (witn flats
going up in the foreground) and a dramatic panorama of the
Verwoerd Dam give an idea of fthe drawing ease this truly
talentad artist shows in highly tricky subjects.

It is only 10 years ago that the 60-year-old architect
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decided (about the time he was elected president-in-chief

of the Institute of South African Architects) to make

painting a major activity in his life.

His delightful watercolours, a‘nemer facet of his
still-young art career, allow his more poetic nature to
agsert itself. When an architect is talented one finds
that rare blend of superlative drawing and freedom in the
use of paint.

This is a faultless show where John Churchill Simpson
Guhcentrates either on sorting out the most complicated
architectural detail or goes tﬁ an almost opposite

(simple) extreme.

In the latter style (that is characteristic of his
gracious, tasteful watercolours), he seeks more evocative
atmosphere - a breaking down of the detailed work, at

which he is a mastuer."

The following comments can be made concerning this article:

a)

b)

The article is not structured. Paragraphs are not devoted to
the discussion of distinct aspects of the exhibition (this may,
however, be due to sub-editing). Biographical information
is inserted within the body of the discussion. There is no
progression from description to interpretation and deduced
evaluation.  Evaluations appear at random throughout the
text. These eualuatioas are not substantiated by description
and interpretation (see Chapter 2.4).

The reader cannot form a visual image of the works under dis—
cussion as no empirical description is attempted (see Chépter

9.4). Cheales informs the reader that a "...complexity of

draughtsmanship... forms the basis of all the paintings"
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(paragraph 2). However, he does not explain what he means hy
this "complexity", how this forms the basis of all the paint-'
ings and what the functions of this draughtsmanship are.
Cheales mentions subject-matter : "...Views of the Carlton
Hotel when it més being built ... a large study of 5t Paul's
(with Flats going up in the foreground) and a dramatic pano-
rama of the Verwserd Dam..." (paragraph 3). However, no
attempt is made to describe the handling .r the subject-matter

in the works themselveas. The reader is informed that the

study of 5t Paul's is "large". The meaning of this term is
not explained. Within the South African context a painting
of six feet sguare may be large while this is a small format

within the context of twentieth century American painting.

e sl e S e Rl s Wtk

The function of tne format is not explained by Cheales.

Cheales states that the artist “...concentrates either on

g e

sorting out the most complicated architectural detail or goes
to an almost opposite (simple) extreme" {paragraph 6). This
statement is not explained further. The reader is thus left
with no idea as to the fcomal nature of the works on exhibi-
tion.

The artist's Qse of different media is not discussed. The
reader is inFarﬁed that oils and watercolours are on exhibi-
tion. Cheales states that in the oils, Simpson concentrates
"...on sorting out the most Domplicgted architectural detall...
(paragraph 6) and that "...he seeks more evocative atmos-
phere - a breaking down of the detailed work..." (paragraph 75
in the watercolours. The réader is merely infarmed about thé
subject-matter of the oils and watercolours. The artist's

handling of these media and possible reasons for his choice of

media are not discussed. The reader learnc that the water-
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colour medium is " ... a newer facet of his [the artist's]

still-young art career..." (paragraph 5). Cheales does,
however, not inform the reader whether the use of the new
medium has led to a development in the work of the artist.

No attempt at critical interpretation is made. Cheales can-
not interpret the work of Simpson as he does not establish an
empirical basis for interpretation (see Chapter 2.4).

The article is autobiographical. Emotive terms such as
"delightful" (paragraph 5) connote aspects of the writer's
personal experience. Such a term cannot be accounted for
objectively as its meaning is variable and personal.
"Delightful" may be praising or pejorative (see Chapter 2.3).
The autobiographical critic utters persanal impressions with-
out analysing these impressions. Such utterances have no art
critical function (see Chapter 2.5).

Meaningless terms are used by Cheales. Without further
explanation,words and phrases such as "pleasant" (paragraph 1),
"ambitious" (paragraph 3), "superb", "dramatic" (paragraph 3),
"superlative drawing", "freedom in the use of paint” (para-
graph 5), "faultless" (paragraph 6), "gracious", "tasteful"
and "evocative" (paragraph 7), cannot be objectively accounted
for. These adjectives connote praise but no reasons are
given for this praise (see Chapter 2.3). Cheales states:
"Because the exhibition is so pleasant it would be easy merely
to use such words as 'delightful' and 'charming' to sum it up"
(paragraph 1) and "A word like 'delightful' could never aptly |
describe his work" (paragraph 2). Nevertheless, Cheales uses 5
"delightful" to sum up the nature of the watercolours on exhi-

bition (paragrapn 5). Cheales uses "delightful" and

"amb?tious" as antonyms. He states: "The vils, of course,
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are much more ambitious" (paragraph 3). The quéstion afises
whether a painting can bhe ambitious and what Cheales means by
this term. The artist is said to seek "evocative atmosphere"
in his watercolours (paragraph 7). The reader is left to
wonder of what this atmosphere is evocative.

Cheales evaluates the artist as being "truly talented" (para-
graph 3) and in command of "drawing ease" (paragraph 5).
Manifestations of these attributes in the works themselves,
are not discussed. These statements, as well as the whole of
paragraph four, are of a biegraphical nature and do not fulfil
an art critical function.

Chzales avoids intefpretation by stating fhat much has gone
into the work of Simpson (paragraph 2). Emotive terms are
suhstituted for empirical description. The reader is thus
left with no idea of form and content and the mannsr in which
these are mutually determinant.

The above-mentioned lack of analysis render the recurring
evaluations meaningless as they remain unsubstantiated (see
Chapter 2.4). |

The exhilbition is not discussed within a context. The reader
ig informed that "It is only 10 years ago that the 60-year-old
archi’ act decided ...to make painting a major activity in his
life" (paragraph 4). No reference is made to work done
previous to these ten years or Huring these ten years. The
reader is not informed whether previous exhibitions have been
held. No development in the work of the artist is traced.

A distinction is made between oils and watercolours without
tracing such a development. The exhibition is not discussed

within the context of South AFrican art or art produced else-

where. The reader is thus left without a field of reference
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within which to place the work on exhibition.

The article can be sald to report in the joufnalist sense of
the word as it merely infarmé the reader of the venue of an
exhibhition ; that Simpson uses oil paint and watercolour
paint ; of the subject-matter of a few works on the exhibi-
tion ; of biographical information on the artist ; and of the

personal and arbitrary reactions of one member of the artist's

public (Cheales).

"What of the future?", The Star, Aug. &, 1975 : 15.

"There were no fanfares hefore Paul Busman's first saolo
show - held about two years ago - of animal studies in
pastels.

By the time the 10-day exhibition closed, Eosman was
one of the most sought-after exponents of animal life in
South Africa.

His delightful and beautiful handling of pastels had
an appeal to o far wider circle than normally pays atten-
tion to wildlife depictions.

He says he held the show with fear and apprehension.
Yet it established him as one of the finer realistic
interpreters of wildlife in South Africa today, with some
studies of world class.

In an age when learning is made to seem of prime
importance, Bosman perhaps foolishly admits he knows
nothing about art.

There are people who cannot conceive it possible that
anyone can paint well without studying art or reading the

vast amount of literature devoted to it. Microscopic

analysis on art often seems more important than the art
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itself.

Bosman is one of those natural artists that makes a
hodge-podge of the idea that all good art must automati-
cally go hand in hand with knowledge of art.

For at least 20 years it has been made to seem that
without studying art, there can be no art. A few natural
artists, such as Bosman, have agaln and again disproved

’ E this theory; vet it dies hard in a country with a new
‘ ' culture that is obsessed with knowledge.
When you meet Bosman, he has that cautious faceless-

ness so typical of South Africans when they think they

o= aiwReRE A WS

might make fools of themselves.

-y

Talk to him about his pastels, his ideas for simpli-

Ead ot 4

! é fying (to please himself), yet retaining enough realism
(to satisfy his admirers), and you see another being. : i
i : You sense immense sensitivity beneath the South African

§ : t conservatism. Sensitivity is a characteristic that we

South Africans, with our boisterous, rughy-playing natures

e b A

(when we are at ease), foolishly think should be sliced

right out of the national character. } :

¥
i
:
:
'
;

knowing Bosman's work and bis at times exquisite toucii, : ) g
and realising that his basic sensitivity hasn't been ‘ §
trampled flat, leaves you feeling this is a man with a
great Future - if the censitivity is not orushed either by
intellectuals or the predilection for lousy work (just as
long as the subject matter is right) that much of the
public shouws. ; ,
§till young, Bosman has exhibited in the USA and will

hold a show in Germany next year.

"But T have a wife and three children to support,” he
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murmured. The implication was that, to keep the pot
boiling (and to continue working full-time at his art, as
he has done only for a few months) who could say what the
future would hold - to exploit fully the talent, or to
pander slightly to the sertion of the public that knows
(and cares) nothing about technigue.

Whatever Bosman's decision, you feel it will come

after much thought and rumination.”

following comments can be made concerning this article:
Concerning the work of Paul Bméman the reader is informed that
he does animal studies in pastels; that he simplifies form
while retaining a degree of "realism" (paragraph 10) ; that he
held his first show two years agu ; that he has exhibited in
the United States of America and will exhibit in Germany; -1
that his work is popular with the public (paragraph 2). This
is the only information provided about the artist's work e
Suhject-matter is mentioned without further discussion of the
manner in which it is given form by the artist. Bosman's use
of pastels is not discussed. Chéales does not explain the
manner in which the artist simplifies his work nor what he
means by "realism", nor the menner in which this is retained
in the work of the artist. Although reference is made to a
previous exhibition and to a forthcoming exhibition, Bosman's
work is not discussed within the context of his oeuvre, nor
within the context of South African art or art produced else-
where. Bheales’does not specifv a reference public when
mentiﬁning the popularity of Bosman's work.

A number of unsubstantiated evaluative statements are to be

found in the article. The reader learns that some of Bosman's
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ctudies are of "world class" (paragraph 4). No specification
of this "class" is attempted. Cheales informs the reader of
Bosman's "...delightful and beautiful handling..." (paracraph
3), of his "...exquisite touch..." (paragraph 12) and that

Bosman is "...orme of the finmer realistic interpreters of wild-

life in South Africa today..." (paragraph &4). No explanatior:

for these statements are offered and these evaluations appear
at random throughout the unstructured text. Cheales further-
more supports one evalustion with another in stating: "His

delightful and beautiful handling of pastels had an appeal to

a far wider circle..." (paragraph 3) (underlining my own).

Synthesis is thus not supported by analysis (see Chapter 2.b).
The reader is informed of Cheales' personal pleasure in the
works of Bosman. As such the article is autobiographical.
Superlative terms such as "exquisite" (paragraph 12) are used
to attempt the communication of personal experience. ‘These
terms cannot be objectively accounted for. No reasons are
provided for Cheales' emotional response (see Chapter 2.5).
Evaluative statements are made concerring the artist's persao-
nality. The reader is informed that Bosman is "...one of
those natural artists..." (paragraphs 7 and 8), that he has
"...immense sensitivity..." {paragraph 11) and that he has
"talent" (paragraph 14). Manifestabions of these personal
attributes are not investigated in the works themselves.
Biographical information on the artist is provided (paragraphs
5 and 14). This information does not serve to illuminate
Hosman's choice of themes, nor his limitations. It dpes not
serve to illuminate any aspect of the work on exhibition.

Such information merely serves as a tribute to the artist him-

self.
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Irrelevant discussion on the unimportance of knowledge (para-
graphs 5 to 8) and the disposition of the South African public
(paragraphs 8, 9, 11, 12 .nd 14) is included in the article.
This discussion does not contribute to an understanding of the
artist's work. The unsubstantiated and generalised nature of
this discussion also prevents it from illuminating the environ-
ment within which the artist works. The artist's financial
dilemma is mznhioned and hopes are expressed for his future.
Hopes are not expressed with regard to his future work but w''h
regard to his future financial pusition.  The relevant para-
graphs are thus not of an art critical nature.

Cheales unwittingly unmasks a tacit agreement between artist
and public (paragraph 10).  Furthermore, the artist's willing-
ness to cmmprnmise with popular demand by retaining a degree

of "realism", while "...simplifying (to please himself)..." is
condoned and even praised by Cheales (paragraph 10).

This article also merely reports in the journalist sense of the

- word. Irrelevant information and unsubstantiated and arbi-

The
the

a)

b)

trary personal opinion are ipcluded within the journalist

report.

following comments can be made concerning Cheales' replies to
guestionnaire in Anpenalx B.2.7:

Cheales states that "Space counts more than method" when can-
tributing to a newspaper. In the articles discussed e
typical of work contributed by Cheales, space has been wasted
by repetitive evaluation, irrelevant argument, autobiogra-
phical information.

Cheales states that the critics walks "...a tightrope (on a

newspaper) attempting a kind of critical tact".  Repeated
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praise in articles by Cheales may be attributed to an attempt
at pleasing hy being tactful.

Cheales regards a brief appraisal of a show to be the main aim
of criticism published in newspapers. His appraisals are,
however, not substantiated by analysis of the works on exhibi-
tion.

The following statement is made by Cheales: "...hecause I
paint I always seem (perhaps wrongly) aware of the feelings of
the artist concerned". This awareness may account for the
repeated wvaluatione nnd irrelevant biographical information
included in articles written by Cheales.

Cheales maintains that it is “...essential to have as balanced
as possible comment on work". On analysis of his work it is
claar'that Cheales toes not achieve a balance between analysis

and synthesis.

An analysis of typical examples of work by H.E. Winder,

critic for "The Fand Daily Mail'

"Delightful work in unusual . medium", The Rand Daily Mail,

18, 1975 ¢ 19.

"The fascinating papier machk sculpture which her fer-
tile wmind and her skilful fingers have produced once again
shows Nina Campbell-Quine employing a somewhat unusual
medium.in a most delightful fashion.

Her 'Mother and Child' basn't the religious signifi-

cance that the title might suggest, but is nevertheless a

charming piece of work and the family of cats is guite
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intriguing.

Apart from this gquite enchanting work, the artist is
showing a number of small paintings in an enamel-like
medium.

'Late Summer' and especially 'The Babe' are really
attractive studies.

In addition there are a number of works by other
artists. Cynthia Ball's 'Salt pans, Bloemhof,' a very
good composition in line and wash, has been very well
observed and executed.

Shirley Robertson's painting of 'White Roses' is very
pleasant, even though the flowers seem a little swkwardly
arranged, but her study of donkeys along a dusty road is
excellent.

Her appreciation of movement, particularly in the
drawing of the donkeys, is most commendable.

There are two very sound landscapes by Maisie Waite,
that entitled 'Suvlight and Shadows' being especially
strong and confident.

Hanson's simple 'Coastal scene with rocks' is also
very satisfying.

In the inner gallery there are several very good
etchings by Amos Langdown, a Cape Town artist who seems to
have a flair for this particular medium, and Nick
Garwood's 'Cape Valley' is the best of several paintings.

His work has the suggestion of painting by formula,

but that should be corrected guite easily."

following comments can be made concerning this article:

Eighteen words and phrases are used to praise work on the
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exhibition. These are the following:

a.1) "Fascinating" (paragraph 1);

a.2) "fertile" (paragraph 1);

a.3) Wgkilful" (paragraph 1);

a.l) "delightful® (paragraph 1);

a.5s) "charming" (paragraph 2);

a.6) tquite intriguing® (paragraph 2);

a.7) "enchanting" (paragraph 3);

a.8) treally attractive" (paragraph L)

a.9) "ver good composition" (paragraph 5);

a.10) "very well ohserved and executed" (paragraph 5);
a.11) ‘"very pleasant" (paragraph 6);

a.12) "excellent® (paragraph B6);

a.13) "commendable" (paragraph 7);

a.14) "sery sound" (paragranh 8);

a.15) ‘'especially strong and confident" (paragraph 8);
» 16) "very satisfying" (paragraph 9);

a.17% "very good" (paragraph 10); and

a.18) "the best" (paragraph 10).

Three instances of adverse criticism can be isolated. These

are the following:

b.1) "Her 'Mother and Child'hasn't the religious sigrificance

that the title wight suggest..." (see paragraph 2).

b.2) v,..the flowers seem a little awkwardly érranged..."
(paragraph 6); and

b.3) "His work has the suggestion of painting by formula..."
(paragraph 11).

No description and interpretation and thus no analysis of the

works on exhibition substantiate praise or adverse criticism

in this article. Words such as "delightful" and "charming"
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are emotive and cannot be accounted for objectively. Praising

terms such as "commendable", "good", "best" and "sound" are
meaningless as the criteria by which the critic arrives at
these conclusions are not forthcoming. Reasons for adverse

criticism are not supplied. Winder does not explain why

Mother and Child has no religious significance, why %2 flowers

seem awkwardly arranged and what he means by "painting by
formula”. Winder merely goes on to say that this last defect
", ..should he corrected guite easily" (paragraph 11).

d) The artists mentioned in this article are not generally known
to the South African public. However, Winder does not esta-
blish a context within which the reader can place the artists.
No mention is made of previous work aor exhibitiansiby these
artists. Relationships between the work of these artists and
South African art in general are not pointed out. No refer-
ence is made to art produced slseuwhere either. The reader is
left without a frame of reference within which to place the
work on exhibitiaon.

e) The article is a report in the journalist sense of the word.
It informs the reader of an exhibitiaon and of the names of
artists exhibiting. The remainder of the statements fulfil
no art critical function as the statements are mere personal
opinions unaccounted for by lack of substantiating ergument

(see Bhaptef 2.4 and 2.5).

I1.2.2 Winder has contributed no reply to the guestionnaire (see Appen-
dix 8).
Only one exarpile of wock by Winder is amalysed here as no

variation between his different articles can bhe noted. Informa-

“tion with regard to venue and names of artists differ from aone
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instance to another. However, despite this difference, nn

alteration in the formula which Winder follows can be noted.
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I.3 An_analysis of typical examples of work by Elza Miles,

critic for "Die Rapport"

"Dis ’n Wit Kaap v¢ " ana Vorster", Die Rapport, Apr. 25, 1974 : 18.

("DIS die .. waap van die sewentigerjare wat Anna
Vorster in haar jongste werke onder die titel'}SKilderVE
van die Suide 1973—7h:in Pretoria aan die publiek ten toon
stel.

Sy toon in van dié werke onder meer dat die klassis-
tiese vormmiddele haar as skilder geensins inperk nie.
Inteendeel, sy wend juis dié middele aan om dinamiese
komposisies in werking te stel. |

56 skryf ons kunskritikus ELZA MILES, in hierdie
resensie oor die pas afgelope Vorster-tentoonstelling in
die Galery van die S5.A. Kunsvereniging in die Ou Neder-
landse Bank—GebDu'aan die Kerkplein in Pretoria.

Die werke kan nog 'm ruk lank in die voorraad-lokaal

in dieselfde gebou besigtig word.")

"Henm - 2nd van Anna Vorster se huidige versameling is
die tweeledige karakter van die nnderwerpkeuse: die land
en die see.

Die land vind verteenwoordiging in die volkse huisies

van die Kaapse platteland, turksvy, kruindenne en duine.

Die see bied hom as 'skelet' (nr. 11) en as ruimte vir
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seiljagte en bote.

Die leser van so n inventaris kan natuurlik nie help
om onmiddellik Maggie Laubser se hulsies en vissershoot-
jies op te roep nie. Maar dié ovoreenmkoms is net onder-
werp~diep. -En Anna Vorster wys ons die Wit Kaap van die
sewentigerjare.

Die mooi, argitektoniese vorms word Wit monumente in n
ontvolkte gebied. Op dié werwe is geen lewende wese te
bespeur nie en die skoorstene wat in Maggie Laubser se
stukke altyd m rooksuil uitstoot, is nou rockloos en veral
n mool vorm.

Die seilbootjies van vroeér, tekens van die leeftog op
see, is nou die duur seiljagte van die Kaap-Rio-vaarders.

Dit is wat my die eerste opval van hierdie veréameling
'Skilderye van die Suide 1973-74.°

Ten tweede is daar die boelende ratwerk van die skil-
derye. Hoekom het die huisies so gou die koper se hart
gewen? Sekerlik nie omdat hulle vandag deur n ander
volksgroep bewoon word nie.

Al is die omgewing UnbEMDun, het die huisies élkeen n
kwaliteit wat hulle menslik maak. Telkens soek n ogpval-
lend eensame element iswers aanklank. Sao kry 'n hekpilaar,
T sygewel of n skoorsteen 'n maat aan die oorkant van die
werfpad of verderaan in die ruimte. Of twee vlerke vah 1

plattegrond kruis (Hyise van vroegr) of twee halwe palm-

kruine vorm 'n wizl (Perspektief in die Kiein Karoo).

Hierteenoor staan die bril jante waterskappe, waaraan
die koper nie so geredelik wou byt nie. In dié stukke

word 'n koel, blougroen palet deurpaans geﬁandhaaf. Waar

die huisies in hul soeke 'n intimiseit stel, word die
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waterskappe gekenmerk deur 'n klassistiese presiseri- van
ruimte deur middel van beuweging.

In Sunlight and reflections, Tafelbaaihawe en rfestward

first word hoogte bepaal deur middel van vertikale maste
en weerkaatsings. Illusionére diepte word pewerk deur
die bootvorms self en die ofnskynlik terloopse verspreiding

daarvan.

Onder die waterskappe is Op die lang blou pad, opties n

kragtoer. Met die eerste kennismaking flous die vaartryk-
heid van die stuk jou. Eers by 'n ontleding besef jy dat
al die beweging deur 'n vernuftige aanwending van die
statiese driehoek geskied.

Die basiese struktuur is driehoekig. Verder is elke
boot wesenlik 'n driehoek en die seile bewegende variasies
daarvan. Sodra die reguit lyne van 'n driehoek gebo® raak,
kom die vlak in beweging. Uiteraard geheur daar visueel
iets, met 'n geometriese vlak wat beweeg, ' verwringing van
die vorm is onvermydelik.

Saam met hierdie tegniese aspek van 'n bewegande, geome-
triese vlak word ook die tradisionele tekens van beweging
aangewend, naamlik diagonale en goluwende lyne (vgl. die
touwerk en maste, en land- en berggloeiinge).

Die duidelike kontraswerking tussen die wit seile en
die blougroen mméewing laat die oog weer van vlak tot vlak
spring.

Benewens al dif tegniese elemente is daar ook nog ™
subtiele drie-slag-ritmisering wet deur die verspreiding
en groepering van die seile hewerk word.

fl wil dit voorkom of elke pikturale element in Op die

lang blou pad oorwog is, boet die werk niks aan vitaliteit

157

3




Al e e e i Wy

A e s v

b W A 4 iz oy o b

The

a)

h)

c)

in nie. Inteendeel, dit word 'n korrektief op werke soos

Die duine kronkel, Ritme kronkel, Ritme van die duine en

Come unto these yellow sands. Vergelyk in dié verhand

die sekelvormige ligspeling op die seile met die blaou
winkelhaak~-skaduwees in die duine-tonele. In laasge-
voemdes is die blou winkelhake leB stopvarms en verloor
hulle die visuele seggingskrag van die dinamiese sekel-
VOTmS.

Anna Vorster demonstreer in hierdie waterskappe dat
die klassistiese vormmiddeles haar as skilder geensins in-
perk nie. Inteendeel, sy wend juis dié middele aan om

dinamiese komposisies in werking te stel."

following comments can be made concerning this article:

The article is structured insofar as the mentioning of subject-
matter is followed by an investigation of the two themes in
Anna Vorster’s work. |

Reference to the work of Maggie Laubser draws attention to the
history of South African art (paragraph 3). An attempt is
thus made to establish an art historical context. However,
Miles merely mentions Maggie Laubser and does not attempt to
discuss the work of Anna Vorster within an art historical con-
text. |
Description and interpretation are attempted. The landscapes
are described (paragraph 8). The first two serternces of this
paragraph are interpretive and followed by description. The
interpretations are thus substantiated.  Paragraphs nine to
seventeen contain description and interpretation of the water-

gcapes. Miles states that the waterscapes "...word...geken-

merk deur 'n klassistiese presisering..." (paragraph 9). The
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remainder of the article is devoted to substantiation and
explanation of this characterization. Illusionary depth is
discussed and the manner in which this depth is created (para-
graph 10). Mogvement ¢ :d the means by which it is supggested
are discussed (paragraphs 11, 12 and 13). Contrast is dis-
cussed (paragraph 14). Rhythm in Anna Vorster's work is
discussed (paragraph 15). Miles points out fthese aspects and
investigates the manner in which they are created.

The article thus contains an investigation of the formal and
classicist nature of the work on exhibitian. Emphasis on
formal aspects suggests that Miles considers these as the only
material for analysis.

In view of the above-mentioned emphasis on formal aspects it
can be considered as a defect that Miles does not establish a
relationship between the work of Anna Vorster and formalist
“endencies in twentieth century art.

The meaning of "...n klassistiese presisering van ruimte deur
middel van beweging" (paragraph 9) is ohscure. Space cannot
be explicated by movement,as movement is suggested as a result
of relationships between line, plane and space. Movement and
classicist explication are not synmnymnus as the sentence,
guoted above, seems to suggest.

Some evaluations remain unsuhstantiated. The word "mubi" is
used twice in paragraph four. No reasons for the use of this
term are offered. Other evaluations are, however, substan-
tiated by empirical description. Miles explains why she
calls these waterscapes "...briljante waterskappe" (paragraph
9); why she maintains that "...al die beweging deur 'n vernuf-

tige aanwending van die statiese driehoek geskied" (paragraph

11); how & "...subtiele drie-slag-ritmisering" is created
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(paragraph 15) and why "...klassistiese vormmiddele
“[Anna Umrster]" as skilder geensins inperk nie" (paragraph 17
with reference to paragraphs 9 to 16).

h) Reference made to the buyers of the paintings (paragrabh 7) is
irrelevant to an investigation of the works.

i) Miles describes empirically, attempts interpretation (para-.
graph 8) and substantiates her final evaluation (paragraph 17)
by empirical analysis. Formalist criteria are recognisahle
from the emghasis on formal aspects of Anna Vorster's work.

However, this approach is not developed to its full conse-

quence (see e).
) The report announcing the exhibition (the heading to the
article) was contributed by the art editor of the newspaper

and remains separate from the critic's contribution. The ; .

functions of the report and the art critical contribution are

thus not confused in this case.

I.3.2 "Dit is wat hierdie Picasso vertel", Die Rapport, Jan. 27,

1974 ¢ 21..
"Wan 1900 af kan 'n mens praat van die nar as 'n Kon-

stant terugkerende motief in Picasso se werk. Die karak-

oo D i, i, 0 10, e e

ters Harlekyn en Pierrot uit die Commedia dell' Arte word
telkens opnuut deur die meester bekyk en dit wil voorkom
asof hy veral nedurende sy laaste werkjare na hulle kyk as
gekuweldes. Dit is nie slegs die uiterlike kw=lling van

twee vir mekaar soms lastige figure op die verhoog nie,

maar gekweldes self. ‘ ; ;

Uit hierdie tyd degteken Johanneshburg se Téte d' Harle-

quin IT, 10.1.71, 'n kop wui noue aansluiting vind in vorm

en seggingskrag by die Gellerie Louise de Leiris se
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(paragraph 15) and why "...klassistiese vormmiddele

"[Anna Uurster]" as skilder geensins inpark nie" (paragraph 17
with reference to paragraphs 9 to 16).

Reference made to the buyers of the paintings (paragraph 7) is
irrelevant to an investigation of the works.

Miles describes empirically, attempts interpretation (para-.
graph 8) and substantiates her final evaluation (paragraph 17)
by empirical analysis. Formalist criteria are reccgnisable
from the emphasis on formal aspects of Anna Vorster's waork.
However, this approach is not developed to its full conse-
quence (see e).

The report announcing the exhibition (the heading to the
article) was contributed by the art editor of the nguwspaper
and remains separate from the critic's contribution. | The
functions of the report and the art critical contribution are

thus rniot canfused in this case.

"Dit is wat hierdie Picasso vertel", Die Rapport, Jdan. 27,

1974

: 21..

"Wan 1900 af kan 'n mens praat van die nar as N kon-
stant terugkerende motief in Picasso se werk. Die karak-
ters Harlekyn en Pierrot uit die Commedia dell! Arte word
telkens opnuut deur die meester bekyk en dit wil voorkom
asof hy veral gedurendé ay laaste werkjare na hulle kyk as
gekweldes. Dit is nie slegs die uiterlike kwelling van
twee vir mekaar soms lastige figure op die verhoog nie,
maar gekuweldes self.

Uit hierdie tyd dagteken Johannesburg se Téte d' Harle-

guin IT, 10.1.71, 'm kop wat noue aansluiting vind in vorm

en seggingskrag by die Gellerie Lcuise de Leiris se
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Pierrot en Haslekyn III, 7.1.71, waarin die twee in juksta-

posisie gestelde karskters optree, die een nalef en soms
tragies dommerig (Pierzot), die ander skerpsinnig en rats.

Wat dié kop ikonologies so uniek in Picasso se oeuvre
maak, is dat die aanbod ook hiér inderdaad 'n dubbelportret
ie. |

Hier word die skerpsinniée, rats Harlekyn afgetakel
deur die nalewe onskuldige by (Pierrot) vlak teen sy
linkeroor. '

Vernietigend is die kurktrekkerspore wat hierdie by
(n tradisiaonele vrupgbaarheidsteken) laat.

Dies by se aanslag op die kop, sentrum van die waar-
nemingsmeganisme, word baie helder bewerk.

Die narrekraag isoleer die kop as't ware van die lyf
sodat geen ekstremiteit op 'n impuls kan reageer en die kop
in hierdie moment van finale aanslag verweer nie.

Die gehoor, die gesig, reuk, smaak en geveel is weer-
loos oopgevlek en diz By kan enige oomblik finaal indring.

Dit is opvallend dat roos en groen, wat Gertrude Stein
die ’gelukkige kleure' uit Picasso se jeug noem, ook in

hierdie portret voorkom. Maar wat het daar nie intussen

- plaasgevind nie!l Die konvergerende spiraalgange wis die

rustige groen agtergrond uit. Die roos word bekrap tot 'n
beseerde perserige opgehewendheid.

Die stryd wa:t hier verbeeld word, is ontsenuend.

Die verwronga mond kan nie die roep om hulp formuleer
nie.

Deur dig donker masker, gewaande waarborg vir anonimi-

telt, peul die ontgogelde o& wat in hierdie moment voor

die finale ineenstorting die betekenis van dié Orfiese
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F)

gezoem met ontsteltenis herken.

Hiermee word die kop ook die portrettering van die
kunstenaar in sy stryd tussen die Apolliniese en die‘
Orfiese, " kragmeting wat Picasso altyd bly boei het.

Picasso bewys hiermee dat hy tot in sy laaste jare, en
dit n&a bykans 'n driekwart eeu se werk, met 'n jeugdige vars-

heid 'n teenwoordigheld op die skildertoneel bly."

following comments can be made concerning this article:
Reference is made to the harlequin as motif in Picasso's work
since 1900 (paragraph 1). However, the importance of the
motif in Picasso's oeuvre is not investigahed.

Two works are mentioned (paragraph 2), T8te d' Harlequin IT

and Pierrot and the Harleguin III. Reference is made to one
of these works in paragraph three but the reader‘canﬁjt esta-
blish the identity of the work discussed.

The writer maintains that there is a similarity between the
two works with regard to "...vorm en segpingskrag..." (para-
graph 2). The nature of this similarity is not investigated
in the article.

The writer maintains that a double portrait is presenfed.
This assumption is not substantiated. Tension generated by
the corkscr- . lines, contrasting colours and the presence of
an insect (type unidentifiable) suggest conflict. There are,
however, no Fformal grounds on which to assume that the insect
s a bee, that a double portrait is presented or that the
insect designates the presence of the Pierrot-figure.

There are no formal indications that the harlegquin presented

is the figure from the Commedia dell’ Arte.1

A contradiction can be noted in paragraph four. How can the
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agile and clever harlequin be destroyed by the naive and innc-
cent Pierrot?  UWhy would the innocent attempt such a destruc-
tion? Miles leaves these guestions unansweved.

In paragraph five, reference is made to the corkscrew lines
visible in the painting. A destructive function is attri-
buted to these lines. No further investigation is attempted.
Another contradiction can be noted. While Miles points to
the destructive function of the Pierrotv as designated hy the
"hee", she also refers to the "bee" as a symbol of fertility.
These two contradictory interpretations remain irreconci-
liable through lack of further investigation.

Paragraph six ooowains an evaluation: "Die by se aanslag op

die kop, sentrum van die waarnemingsmeganisme, word baie helder

bewerk." {(underlinirg my own) . This evaluation is supported

by paragraph seven. Miles points out that the harlequin's
gollar isolates the head from the limbs which might protect it
when attacked. As the attack itself was not established (see
d to g) these paragraphs remain, however, meaningless.

In paragraph eight the notion that the harleguin is attacked by
the Pierrot is repeated. Here again, no support for this
assumption is provided.

The laeg" tuwo sentances of paragraph nine are attempts to answer
the rhetorical guestion : "Maar wat het daar nie intussen
plaasgevind nie!" The reader is told that the peaceful green
background is destroyed and that the rose is transfurmed to a
"...beseerde perseriée opgehewendheid.” The original nature
of rose and greon as "gelukkige kleure" f.om Picasso's youth is
ney ¢ ablished. An attack is again implied oy the verbs used

in paragraph nine. However, the existence and nature of the

attacker was not established previcusly (see d to g).
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Paragraphs ten and eleven are repetitive. The writer merely

stresses the effect of tension without investigating its

causes.

Arbitrary interpretation is contained in paragraph twelve.

The "ontgogelde o&" are mentioned. No attempt is made %o
investigate the formal Factors which determine the nature of
the eyes. Knowledge and persanality are arbitrarily attri-
buted to the portrait. The activity of the insect is arhi-
trarily called "Orfiese gezoem" in contradiction with the
information concerning the bee as a symbaol of fertility and
the information on Pierrot as being naive and innocent.

In paragraph thirteen "Orfiese" and "Apolliniese" are suggested
to be opposites. The tension generated in the painting is
attributed to the tension hetween the Orphic and the Apol-
1ine; While there are no formal grounds for this assumption
(the existence of an attacker, (uhether hee or Pierrot) was not
established) the Orphic and Apolline can, furthermore, not be
considered as clear opposites. "The character of Drpheﬁs,
particularly his 1yre—playing and song, makes him an Apolline
figure, a missionary of the Hellenic spirit...The Urphics worshipped
Dionysus, but modified the concept of divine possessiaon by |
Apolline notions of purification (katharsis) and regimen. The
combination of Dionysiac and Apolline connections, therefore,
may account for his adoption hy the sectariansa"2
Paragraph thirteen contains a shift from intevpretation of the
work itself to an interpretation of the artist's conflicts.
While the "...stryd tussen die Apolliniese en die Orfiese..."is
arbitrarily attributed to the painting it is also arbitrarily

accepted as a conflict of the artist. Miles furthermore
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maintains that this conflict fascinated Picasso all his life.
No support for this statement is provided. |
o) The co':.ding paragraph is a tribute to the artist. He is
praise:t ¢ his "...jeugdige varsheid...". No support for
this statement can he found in the article. The statement
itself is arbitrary as it is not related to a norm accesrding
to which it can be measured. Furthermore, no reference is
made to the nature of the "skildertoneel' which is mentioned

and the T8te d' Harlequin II is not discussed within Picassa's

oeuvre nor within the context of the "skildertoneel".

p) The describable properties of the painting by Ficasso do not
support the interpretations advanced by Miles. While the
article on the waork of Anna Vorster contains empirical des-
cription, the Tormal nature of Picasso's work is not suffi-
cieﬁtly investigated. The formalist criteria recngnisahle in
the article on work by Anna Vorster are not recognisable in
this article. However, no other critical criteria are sub-

stituted.

I.3.3 1In Appendix B.2.4 Miles states: "Elke kunswerk bied sy eie bes-

prekingsmoontlikhede. Ek kan net nie by 'n vaste metode bly nie...
Ek probeer slegs die enkele implikasies van 'n kunswerk wat ek
raaksien, toelig. My doelstelling is dus baie persoonlik.?

This attitude may account for the difference in critical procedure
maﬁifested in the twc articles analysed. The seemingly Tlexible
approach suggested by the statement gquoted above is, houwever, nﬁt

manifested in a systematic investigation of the Téte d' Harlequin

II. While formal analysis serves to illuminate the essentially

Formalist nature of Anna Vorster's work, the avoidarnce of formal

~analysis leads to an arbitrary interpretation of the T8te d! Harle.
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An analysis of typical examples of work by Joyce Ozynski,

critic for "The Sunday Express"

"Still life landscapes", The Sunday Express, Feb. 22, 1976 : 22.

"L ANDSCAPE painting has always been prominent in the
brief history of South African art.

It has been left to the photographers to register the
existence of the city and urban life. The reason for
this is easy to see - the city by its very nature, resists
the kind of romantic lyricism that has always been dominant
in our art.

The American development from the realism of the ash-
can school to the sophisticated irony of pop art, indicates
the kind of radical development needed for the artist in
order to assimilate and express the harsh complexities of
urban life.

Kenneth Clark notes: 'We may also count landscape
painting as a sympton of guietism,' and indeed the concen-
tration of our painters on landscape is certainly indica-
tive of an unwillingness to involve themselves in the
social issues that burn beneath their feet.

The Akis Gallery exhibition, entitled 'A Summary of
South African Landscape Artists' demonstrates what a cul-
de-sac this area is in South Africa.

The examples chosen are random and of poor guality,

and some necessary names are absent, like Pierneef.
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Mr. BRkis commented: - 'We haven't had a revolutionary
evolution in landscape painting. ' This sums up the
situation very well.

The lessons of Impressionism have been taken over
superficially, while the underlying radical new world view
that precipitated the Impressionist movement has scarcely
been absorbed.

Similarly, Cubism has been degraded into a method of
decorative patterning, as in the Van Essche.

To a large extent, our landscape artists paint like
European tourists. In their confrontation with the
reality of Africa they retreat into decorative solutiaons
based on European-formal conventions.

The simplicity of the little Jentsch watercolour stands
out for its austerity of colour and eoriginality of composi-
tion among the mauve mountains and fruity colours.

The exhibition unsuccessfully attempts to give an his-
torical view of landscape painting.

Essentially this is the kind of exhibition that should
be mounted by a naticnal gallery. To gather examples of
landscape painting which would indicate the stylistic deve-
lopment through the best works is a task guite heyond the

resources of a private gallery."

following comments can be made concerning this article:

The article is structured. At the outset reference is made
to the history of South African art. Ozynski mentions the
prominence of landscape painting in the bistory of South Afri-

can art and the reticence of South African artists in regis-

tering urban life. Romantic lyricism in South African art is
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mentioned as being dominant. The rural character of South
Africa is implied in the statements. In contrast, American
art with regard to the urban situation 1s mentioned. The
guotation From Kenneth Clark (paragraph 4) serves to indicate
the nature of landscape painting in general for the benefit of
the reader. Relevant points of reference are thus established
by Ozynski.

Stringent criticism on South African artists is contained in
paragraph Four. Ozynski points to "...an unwillingness to in-
volve themselves in the social issues that burn beneath their
feet." The assumption that the artist has an obligation with
regard to social issues is, however, not investigated and moti-
valed.

After paragraph four, Ozynski discusses an exhibition of Sauth
African landscépe painting. By this stage the reader is
orientated towards this discussion by the preceding paragraphs.
Adverse criticism is contained in paragraph five. The remaln-
der of the article is an attempt to substantiate this evalua-
tion.

Dzynski states that landscape painting is a cul de sac in South
Africa and that the examples on exhibition are of poor quality
(paragraphs 5 and ). She agrees with the statement quoted
from Mr. Akig: "We haven't had a revolutionary evolution in
landscape painting." (paragraph 7).

Paragraphs eight to ten contain further adverse evaluations of
the work on exhibition. Paragraph eleven consists of praise
with regard to the work by Jentsch.

Ozynski criticises the exhibition with regard to its aim. She

mentions that the exhibition attempts to give "...an histori-

cal view of landscape painting", (paragraph 12).  She points
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out that the "...examples chosen are random" and that "e.o.some

necessary names are ahsent, like Pierneef." (paragraph 6).

In the concluding paragraph Ozynski criticises the undertaking
of such an exhibition By a private gallery. Preceding evalua-
tions of the works on exhibition and the arganisation of the
exhibition substantiate the concluding paragraph.

Ozynski points to broad tendencies in South African landscape
painting and refers to tendencies with regard to art produced
elsewhere. The reader is confronted with a number of evalua-
tions. Ozynski mentions derivative Impressionist and Cubist
tendencies in South African landscape painting and she points
to "...decorative solutions based on European-formal conven-
tions." (paragraph 10). She iémlates the watercolour by
Jentsch for praise. Evaluations are implicit in these state-
ments. However, specific works related to broad tendencies
are not discussed as exanples. Furthermore, no formal analy-
sis of specific works are attempted, with the exception aof
paranraph eleven. Available printed space is thus used hy
Ozynski to discuss South African landscape painting cursorily
within its context. The exhibition at the Akis Gallery is
merely utilised as a point of departure.
The article is limited insofar as Formal analysis of specific
works does not substantiate the isolation of broad tendencies.
The article functions as a generalised statement with regard
to tendencies in South African painting. As such it provides
the layman with a tentative frame of reference from which to
approach the work on exbibition. Its generalised nature
prohibits the article from functioning as an investigation in-

formative to the informed reader (see Chapter 2.5).
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"Middle clas~ a-t for the middle classes", The Sunday Express,

Feb. 22, 1976 : 22.

"LIDCHI gallery is currently showing an exhibition of
36 artists who have studied with George Boys.

Most were students at the Visual Arts Centre, which
Boys started some years aga. He is now planning to open
a new studio in Parktown, where he will promote the work
of some of the artists on show. |

His teaching theory, he told me, was not to impose any
style of thinking or painting on the student, but to allow
them to develop their own attitudes. Personally, he
feels 'more aligned with the more adverturous artists'
amang them. Boys selected all the works himself;

However, a lack of adventurousness is perhaps the one
comman factor in this very varied exhibition. Styles
range from Louls le Sueur's surreaslism to Hennie Potgieter's
op-art paintings, from abstraction to flower studies, bear-
ing out Boys' emphasis on allowing his students to develop
according to their own needs.

There is an overall bent for butterflies, 1. ints and
flowers - perhaps one might call it the Johannesburg Pollen

School of Painting.

The discretion in the cholce of subject-matter is
matehed by a tasteful competence of technigue. These

paintings typify the elegance of South African painting - a i

matter of concern rather than satisfaction. Pablo Neruda i

wrote: 'To be afraid of bad taste is to be Frosthitten.!

This doesn't mean that bad taste is a guarantee of aes-

thetic quality, just that the artist should feel free to try i

anything and explore.
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An example of the power to be derived from going be-
yvond contemporary 'good' taste can be seen in Geoffrey
Armstrong's work. .

It has energy and excitement guite absent from most
of the works on display. Unfortunately the three of his
paintings shown give no more than a hint of his origin-
ality and power.

Some of the exhibitors are professional artists,
others not. However this bears no relation to the stan-
dard of work.

Rhona Gorvy, a veteran of several one-person exhibi-
tions, is showing a suave, sentimenteal, stylistically
enervated sculpture called Family ; Someone should give
her R.D. Laing to read. Or maybe David Cooper.

THere's a peretrating portrait by Ann Sassoon, and
Btephanie Watson's works have a good deal of verve.

But basically, these are paintings by the comfortable

middle-class for the comfortable middle-class.!

following comments can be made Cmncernihg this article:

The work on exhibition is discussed as a unit. Dzynskl puihts
to a common denominator between the artists exhibiting: "...an
exhibition of 365 artists who have studied with George Boys."
(paragraph 1). Some of these artists are mentioned in the
remainder uf the article.

The unit of work discussed is not placed within the context of
South African art or art produced elsewhere. No art histori-
cal or art critical context ‘o establiszhed.

Venue, names of artists and subject-matter are mentioned.

The functions of the report are thus Fulfilled. However, no
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attempt is made %o discuss the artisgts' handling of subject-
matter.

Ozynski mentions surrealism, op-art and abstraction (paragraph
L. No explanation for these stylistic characterisations is
supplied.

Evaluative statements are contained within the article. The
readrr is told that the paintings are "elegantﬁ (paragraph 6);
that the works on exhibition lack "...energy and excitement"
(paragraph 9); that Geoffrey Armstrong's work shows a "..hint
of origimality and power " (paragraph 9); thaﬁ Rhona Gorvy's

work is "...suave, sentimental, stylistically enervated

. sculpture" (paragraph 11); that Anne Sasscon's portrait is

"penetrating” (paragraph 12); and that Stephanie Watsaon's
warks "...have a good deal of verve " (paragraph 12). Nune
of these statements are substantiated (see Chapter 2.4).
Ozynski uses terms such as “elegant", "tasteful" and "compe-
ternce" (paragraph 6). These terms normally connote praise.
However, within the context of the article, these terms are
used pejoratively.  The shift in meaning, from praise to con-
demnation, is not explained or motivated by Ozynski.

A sarcastic statement is conteined in paragraph five. The
pun on the Polly Street Arct Centre ("Pallen Smhnmi of Paint-
ing") serves no art critical function within the context of
the crticle. Needlessly sarcastic and vicious are also the
last two sentences of paragraph eleven.

The article consists of an attwck on "...s lack of adventu-
rousnesz” (paragraph &) with regard to the work on exhibition.
The attack is also launched against the South African art -
public (paragraph 13).  Ozynski reiterates this attack hy
gquoting from Pablo Neruda (paragraph 6). 0Ozynski qualifies
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this gquatation: "This doesn't mean that bad taste is a guaran-
tee of aesthetic guality, Just that the artist should feel free
to try anything and explore." (paragraph 7). While nat
guaranteeing the aesthetic gquality of bad taste Ozynski never-
theless implies its possible aesthetié quality. Good taste
and bad taste are not qualified by Ozynski and bad taste and
artistic Freedom are eguated arbitrarily.

i) Dzynski's attack on artists and the public remains arbitrary
and meaningless as no attempt is made to motivate this attaock
by reference to the formal nature of works on exhibition, hy
systematic analysis of the works, hy establishing the oriteria
on which the attack is based, nor by clarifying the terms

which are used in the article.

I.4.3 1In Appendix B.2.6 Ozynski ststes her aims: To give the reader

background information and a context into which he can fit the
work; to stimulate the reader...; to protect the art-buyer...; to
break down the precious, snobbish attitudes aggociated with art
appreciation...". With regard to the standord of art criticism
in South Africa Ozynski maintaine that it is: "Shookingly, unbe-
lievably low. Art critics here (in Johannesburg, on the English
Papers and in Artlook) arve ignorant, stupid, smug, lazy, dishon-
eat, servile and insensitive (and terribly conservative)."

From an analysis of contvibubions by Ozynski it can be noted
that this critic attempts to abiaock malpractices in South African
art and art criticism. fhese attacks may Function to disturb the
complacency of South African artists, gallery-owners and the pub-
lic. Ozynski's attacks are, however, unsubstantiated by systema-

tic analysis of works condemned.

It oan be noted that Dzynski sims at the establishment of a
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context within which the reader can place the works discussed.
Reference is made to South African art and art produced elsewhere.
No art critical context is, however, established. It may be
noted that Ozynski and Miles (see I.3 and I.4) are the only ecri-
tiecs contributing regularly bo South African newspapers, whao
attempt to establish a context within which to discuss works on
exhibition. Awareness of the importance of such a context (see
Chapter 2.2) is nut manifested in the work contrihuted by other

critics, who contribute regularly or fatrly regularly to South

African newspapers.

An _analysis of typical exsmples of work by E. Mesman,

critic for "Die Burger"

I.5.1 "Treffende werk van Skotnes", Die Hurger, Mrt. 2, 1974 : 6.

"DIE S.A. Nasionale Kunsmuseum in Die Laan het onder
dig lelding van sy nuwe direkteur, mnr. C. du Ry, taamlike
veranderinge ondergaan. Die huidige verdeling van sale
1s besonder bevredigend en stimuleer ' mens om weer eens
die rondie van die sale te doen. 'n Mens hoop dat met die
reilmatige verwisseling van werk, en met die tentnaonstel-
ling von geleende werke, soos nou die geval is, die pub-
liek meer hegerig sal wees om die Museum te besoek, selfs
wanneer daar geen spesifieke tentoonstelling te sien is
nie.

Op die pomhlik is dear egter wel 'n baie speslale rede
vir 'n besoek aan die Museum en dit is Cecil Skotnes se

Tajaka-reeks, wat ten toon gestel word. Die reeks van
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werke, wat in ’'n houer bewaar kan word, is een van die
nuutute aanwinste van die Museum.

Die reeks is gemaak om in ’n houer te pas, maar om dit
ten toon te kan stel, is die werke, tesame met die Leks
van Tsjaka se geskiedenis, geraam. Eintlik moet n mens
die werke in die houer sien om dit werklik tot hul reg te
laat kom, want die rame neig om n beklemmende atmosfeer
daarsan te verlean. Myns insiens is dit noodsaaklik om
die tekstuur van die papi=r en die kwaliteit van die af-
drukke te sien, maar soos die werke ten toon gestel word,
is dit uiterasrd die enigste manier waarop dit san die pub-
liek gewys kan word.

Die tentoonatelling is goed saamgestel. Die hongte-~
punt vir my is die triptiek - die drie houtpanele, wat die
beste is wat ek in 'n lang tyd van Skotnes gesien het. Op
die ultstaltafels ig onder meer enkele voorstudies, met
verskillende oplossinge hiervoor, te sien. Na aanleiding
hiervan kan n mena M goele indruk kry van hoeveel werk die
eindprnduk voorafgegaan het en dit dra grotendeels by btot
die sukses van die teiptiek.

Die drie figure is in die komposisie goed teen mekaar
gestel: die ftwee hande met spiese aan die bultekant trek
die werk saam; die figuur links, wat nae die middelste
paneel gekeer is, en die uwitgestrekie arm van die eksplo-
slewe middelfiguur, bind die panele onderling. Dan is
daar verder n goele bolans in feller kleurdele en in die
meer getinte liggame.

Onder die voorstudies is enkele interessante punte

waar te rneem. ' Mens kry daar % asndulding van hoe

Skotnes tot sy stilering van vorm kom, wat dan in die
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panele en afdrukke tot dekoratiewe en gelyksprekende op-
lossinge lei.

St Ean n mens bv. in die tekeninge van die skouer en
torso die latere oplossing van gebuigde lyn in die skouer-
arm sien. Uit die tekeninge blyk ook hoe die tweeledig-
heid in sy werk tot stand kom. ‘Hyk byvoorbeeld na die
hand met die spies, wat 'n duidelike voorbeeld is van die
gesofistikeerde ten opsigte van die Afrika-motiewe, waarin
hy dikwels probeer om rou te bly.

Vergelyk dié tekening met die triptiek. Dit lei tot
n visuele ambivalensie wat in verskillende werke in die
reeks nie altyd die juiste halans bereik nie. Vir my is
byvoorbeeld die oplossing van die seilskip beslis nie in
styl met die res nie en buitendien swak illustrasiemate-
riaal. Verder is die afgebreekte arms en bene in 'n min-
dere of meerdere mate steurend. Dok is daar soms oorge-
kompliseerde kriskras lynwerk.

Onder die beste werke wil ek enkeles nosm: Shaka's

regiment in horn formation (perspektiwiese Formasie van

swart figure in ’n rooi horingvorm teen 'n dosker agter-

grond) ; Shaka defeats Zuide (die swart en wit arsering en

swart skilde maak 'n interessante komposisie); Dingisuwayn

o

dies (blou afstraling var die liggende figuur op halfmaan-

vormige lyne en stil figure); Shaka defeats Shoshangane en

Shaka kills an heir.

| Rs 'n goeie voorbeeld van druk en teks wil ek Shaka the
king noem. Hier is 'n dekoratiewe werk van 'n maskeragtige
kop waaruit geel lyne straal. Die kop en lyn= is in die
komposisie verwe ¥ met 'nm boomvorm. Jle kleure is geel,

oranje en geelbruin en donker waar dit oor mekaar gedruk
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is. Die teks daarhy 1lui:
Like a great fig tree
i stand over the earth
my roots are calcium
there is more hlood in my stem
than an elephants's
my branches caover the sky
I carry protection and my
head is in the sun.

Die tekste is nie vir my om te beoordeel nie, maar dit
wil vir my voorkom asof dit besonder goed by die styl van
Skotnes pas. Die woardkeuse het vir my dieselfde atmaos-
feer as Skotnes se werk. Rlbei 1s gestileer en gee este-
ties uiting aan heldeverering, wat deel is van die Afrika-
nhgeming. Die magiese onsterflikheid woed dikwels uit-
stekend deur woord en beeld uitgedruk.

Die enkele swakhede wat ek genoem het, is onvermyd=1lik
in 'n groot reeks soos dié en is myns insiens betreklik on-
belangrik in verhouding tot die hele prestasie, wat n
groot verskeidenheid van oplossings en mooi kleursamestel-
lings laat sien.

56 wil 'n mens hierdie reeks vir eers as M geheel
beskou, soos dit bedoel is, en as sodanig wil ek lof uit-
spreek oor hierdie belangrike bydrae wat Cecil Skotnes
saam met Stephen Gray gelewer het. Die algehele gemoeid-
heid en inlewing met die onderwerp, maak dit 'n intellek-

tuele en visuele gebeurtenis."

following comments can be .ade concerning this article:

An attempt at structuring is noticeable. The exhibition is

'
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announced (paragraph 2). The environment within which the
works are exhibited is mentioned (paragraph 1). The accom-
panying text is discussed last as beir.3 secondary to the

graphic work (paragraph 11). An evaluation and tribute con-

- clude the article. However, despite this attempt at struc-

turing there is no art critical structuring noticeable (see d
to 1).

Discussion on the Bouth African National Gallery and announce-
ment of Skotnes' work as a recent acguisition of the museum
(paragraphs 1 and 2), function to establish a context.
Decisions made by curators of museums carry the seal of offi-
cial approval. The reader may transfer this official apprn—
val to statements made by Mesman. Despite the cultural con-
text thus established, no art critical or art historical frame
of reference is established.

Discussion on the framing and exhibiting of Skotnes' work

(paragraph 3) is relevant to art criticism, as the manner in

which works are presented influences the visual impact on the

viewer.

Mesman evaluates the triptych : "Die hoogtepunt vir my is die
triptiek...wat die beste is wat ek in 'n lang tyd van Skotnes
gesien het" (paragraph 4). The Fnllmwing'statements are
offered as justification for this initial evaluation:

i) "eounn mens,”[kry]mn goeie indruk...van hoeveel werk
die eindproduk voorafgegaan het en dit dra grotendeels by tot
die sukses van die tviptiek..." (paragraph 4). An impression
of the amount of preliminary work cannct enhance the success
of the completed work. It can merely provide the viewer with

insight into the process aof creation. Thus the statement

guoted above cannot function as substantiation for evaluation.
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ii) "Die drie figure is in die komposisie goed teen
mekaar gestel..." (paragraph 5). This statement Forms another
evaluation and as such it cannot substantiate the initial eva-
luation. The reader merely learns that there are three
figures in the compositiaon. This description does not serve
to explain the meaning of the evaluative term, "goed" (para-
graph 5).

iii) "...die twee hande met spiese aan die buitekant trek
die werk saam; die figure links, wat na die middelste paneel
gekeer is, en die uitgestrekte arm wvan die eksplosiewe middel-
figuur, bind die panele onderling" (paragraph 5). The reader
is told that the work is compositionally integrated.' The
effec{s of this integration are not discussed. The term,
"eksplosief" is used to describe the visual impact of the cen-
tral figure. This term cannot be accounted for objectively.
"Explosiveness" is a gquality which the writer imputes to the
central figure of the triptych. As no attempt is made to ex-

plain the formal origin of this guality, it remains an arbi-
trary statement.

The attempt at correlation between preliminary work and the
triptych is not successful as the reader is merely told that,
"'n Mens kry daar 'n aanduiding van hoe Skotnes tot sy stilering
van vorm kom..." (paragraph 6). Progression from preliminary
drawings to the final work is not investigated by Mesman.
Paragraph eight conteins four instances of adverse criticism.
These are the follouwing:

i) "Dit lei tot 'n visuele ambivalensie wat in verskil-
lende werke in die reeks nie altyd die juiste balans hereik
nie." The meaning of visual ambivalence is not explained.

Works in whizch this ambivalence can be noted are not pointed

179

1 it i

e U v PRI S URELI RN SIL L p g




B T s

T

P e o6t

i K i T e

s e o ¥ e s e e

g)

out. Lack of balance and the reasons for this lack are not
discussed but merely mentioned.

ii) "Wir my is byvoorbeeld die oplossing van die seilskip
beslis nie in styl met die Tes nie en buitendien swak illustra-
siemateriaal." This sentence is meant as illustration for the
preceding statement. It does not succeed as such because the
reader is again merely told and not provided with an explana-
tion. The writer does not explain why the "...seilskip"[is]"
beslis nie in styl met die res nie...”" nor why it can be consi-
dered as "swak illustrasiemateriaal."

iii) "Werder is die afgebreekte arms en bene in 'n mindere
of meerdere mate steurend." No explanation is offered for
this statement. The reader is informed that the degree to
which the arms and legs are disturbing, differs. The follow-
ing question arises: Whern and to whom is it more or less
disturbing? Mesman discusses the effect of the work on the
viewer and not the work itself. Such discussion is only valid
if justified by analysis of the work itself (see Chapter 2.4).

iv) "Opok is daar soms oorgekompliseerde kriskras lyn-
werk." Reasons why Mesman fincs line too complicated are not
provided. The works in which 1 ne is considered to be too
complicated are not menti mod. The vagueness of this state-
ment centres around the word, "soms".

Paragraph nine contains a list of works considered by the
writer to be the best on exhibition. Short descaiptions of
these works are provided within brackets. No correlation be-
tween these descriptions and an evaluation, with which the
paragraph commences, is attempted. The descriptions within

brackets supply the reader with a fragmented impression of

subject-matter hut do not function as descriptive or
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interpretive substantiation for evaluation. A further eva-

luation is contasined in the following description: "...die
swart en wit arsering maak 'n interessante komposisie." Praise

is connoted by the term, "interessant". However, no explana-
tion for the use of this term is offered.
Lack of correlation between description and evaluation charac-

terises paragraph ten. Shaka the king is evaluated as heing

"...n goeie voorbeeld van druk en teks..." This evaluation is
followed by description of the work and a copy of the text
accempanying the work. Evaluation, description and text re-
main isolated. Description is not utilised to justify evalua-
tion. The relationship between text and graphib wark is not
discussed with reference to the specific work in question.

In paragraph eleven the relationship between text and grapbic
work is mentioned. However, no reasons for the supposed inte-
gration between them are supplied. The reader is merely told
that the text "...besonder goed by die styl van Skotnes pas."
Mesman maintains that both text and graphic work are styliged
in the service of hero-worship and embodiments of magic immor-
tality. These attempts at interpretation are not ?nuted in
empirical description.

in paragraph twelve the importance of those aspects criticised
adversely in paragraph eight, is diminished by the following
statement: "Die enkele swakhede wat ek gencem het, is onver-
mydelik in m groot reeks soos dié..." The rest of the para-
graph contains praise to the whole series on exhibition:

"...n groot varskeidernheid van oplossings en mooi klueursame-
stellings..." No justification for praise nor any explana-

tlon for the diminished importance attached to criticised

aspects, is offered. Furthermore, critical tolerance and a
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I.5.2 "Goeie werke in kunskamer", Die HQurger, Mrt. &4, 1974 : g

complimentary attitude are implied in "Die enkele swakhede wat
ek genocem het is onvermydelik in 'n groot reeks soos dif..."
Paragraph thirteen is a tribute to the artists. The conclu-
ding sentence conteins praise to the entire exhibition as
being an "...intellektuele en visuele gebeurtenis." Lack of
Justifying argument throughout the article renders this final
tribute and evaluation meaningless. As meaningful synthesis
relies on analysis, such a final paragraph can only he valid
1f preceded by description and interpretation (see Chapter
2.b).

Fragmented description, interpretation and evaluatimn are
contained within the article. No currelafiunvbetmeen these
aspects of criticism is attempted. Terms remain unexplained
and thus meaningless. No progression between the different
stages of the art critical act can be noted (see Chapter 2.4).
The article functions as a report and as a statement of per-

sonal and arbitrary opinion (see Chapter 2.5).

"DIE KUNSKAMER in Kerkstraat streef altyd na m hoB
kwalitelt in sy groepstentoonstellings, en soos voorheen,
is die huldige tentoonstelling vir die gereelde besoeker
die moeite werd om te sien.

m Aantal werke ult vorige tentuunstellings is te
sien, maar ook heelwat nuwe werke.

Die vroeg Maggie Laubser-werk - blomme in M gemmer-
pot - is interessant gesien vanuit die oogpunt van haar
ontwikkeling. ’n Verdere interessantheid is die terug-
keer van Andrew Murray. Menigeen sal nog sy werke ont-

hou, want hy was slegs 'n paar jear in Engeland.
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In die tuee werke van hom wat op die tentuonstelling
te sien is, toon hy nog 'n humorsin in sy primitiewe styl
waarmee hy vertzllende, ligverteerbare, plesierige kung
lewer. In sy vlakke gebruik hy n goed gebalanseerde
kleurtoonaarde. Die eenmanstentoonstelling wat hy vir
later vanjaar beplan, sal n beter indruk van sy huidige
werk gee.

Die Kunskamer toun voorts 'n werk van Frits Krampe,

wat in sy subtiele skets ven die hawetoneel miskien nie

in die geselskap van Uranovsky, Domsaitis en Preller heel-

temal tot sy reg kom nie.
Verder is daar ook 'n groot verskeidenheid van werke
van onder andere Domsaltis, Stern, Coetzee, Buys, Welz,

Skotnes, Vorster, Du Toit en Sumner."

following comments can be made concerning this article:

The arbicle Fulfils the function of a report. The venue of

the exhibition 1: announced and the names of exhibiting artists

are listed.

Not characteristic of the journalist report is the fact that

the reader is informed that the exhibition is worthwhile seeing

(paragraph 1) and the inclusion of a number of evaluative words

and phrases{ These ara the following:
i) "Interessant" (paragraph 3);

ii)  "Plesierige" (peragraph 4);

1i1) "Gped gebalanseerde Kleurtoonaarde" (paragraph 4); and

iv)  "Subtiele" (paragraph 5).

Ne description or interpretation of the works is offered.

evaluations thus remain arbitrary hecause unsubstantiated (see

Chapter 2.4).
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d) No art criticel or art historical context is established.

e) The following statement by Prof. A.A.F. Teurlinckx, of the
University of the Orange Free State, can be guoted as being
relevant to the article by Mesmi.n: "Munsbesprekings van die
soort wat in koerante voorkom, beskou ons nie as kunskritiek
nie, maar as kunsresensies wat nie aan kunshistories - weten-
skaplike vereistes hoef te voldoen nie, maar volgens die norme
van die joernalistiek beoefen moet word" (Appendix A.4.2).
Concerning the report G.J. Joubert states: "Na regte hehoort
dit dan 'n herlg te wees wat die noodsaaklikste inligting
bevat...Indien die herig pretensieloos aangebied word, het dit
wel 'n funksie, naamlik die van inligting aan die lesers. Die
rmeeste joernaliste cortree in die npsig...ﬂngénuanseerde
'kritiek' is die gevoly ~ met ander woorde dis die opinie wat
elke gewone lid van die gehoor het..." 3 Joubert discusses
theatre-criticism. The above guotation is, however, alsao

apnlicable to the article by Mesman.

I.5.3 In Appendix B.Z2.5 Mesman (Mrs. E. Davis) states that "...berede-

neerde kritiek, ’n gebalanseerde iree omtrent die kunswerke en

objektiwiteit..." characterises good art criticism. She maintains -

that the critic must have "...die kriticee vermeoB om te analiseer."
Concerning her critical method, Mesman states: "Die goeie en/of
swak punte in die werke word uitgelig op so 'n beredeneerde wyse as

moontlik."  Fraom the preceding analysis of typical contributions

by Mesman the following can be noted:

1) Favourable and adverse criticism are not substantiated by

analysis; and

1i) Analysis and synthesis remain uncorrelated.
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Mesman also states that art criticism is valuahle as it serves
as "...voorligting cor die ontwikkeling van verskillende kunste-
naars." Analysis of typical contributions by Mesman points to an
inability with regard to the establishment of an art critical or
art histc ical context. Works are not discussed in relation to
the artist's oeuvre and development.

Concerning the limitation of available space in Die Burger,
Mesman states that all the arts need "...op die oomblik meer spa-
sie." Mesman, however, uses space for discussion on the National
Gallery and the Framing and exhibiting of the work. The length
of discussion on these secondary aspects is out of proportion to
the length of discussion on the actual works themselves. Dispro-
portion in space with regard to evaluation and supporting analysis
can also be noted. Repetitive evaluation, unrelated and fragmen-
ted description and tlie meaningless final evaluation and tribute
to artists, waste space which could be utilised functionslly for
systematic analysis. The reader is offered an arbitrary and un-
substantiated personal appraisal of the work on exhibition.

Adherence to critical method cannot be noted in contributions by
Mesman. Terms are employed without explanation of their meaning

or justification for their use within the context.

An_analysis of typical examples of work by Johan Bruwer,

critic for "Die Heeld"

I.6.1 "Alles in Wording", Die Beeld, Mrt. 21, 1975 : 12.

"n HAASTIGE besoekie aan Thijs Nel se huidige tentoon-

stelling in die Gallery 101, Jeppestraat, sal ndg die
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moeite van die busoekers, ndg die moeite van die skilder
loon. As visuele ervaring is hierdie skilderye hetreklik
fragiel. Hulle tref nie onmiddellik nie, maar lewer eers
néd rustige kontemplasie 'n vertraamgde impak.

Hoewel ek sekere voorbehoude oor die kwaliteit van die
ulteindelike impak het, is dit nietemin die moeite werd om
daarvoor te wag.

Met die éerste nogopslag doen die werke ligtelik deko-
ratief, oppervlakkig en uniform aan. Teen n ligte blou
aptergrond is eenvoudige vorms geplaas wat solied aandoen
en die effek van rots- of Jjuweelsegmente skep.

Hierdie segmente kontrastreer met die ligte agtergrond
omdat hulle met donkerder kleure soos olyfgroen, donker-
blou en soms oker geskilder is.

n Mens se aanvanklike teleurstelling is daaraan te
wyte dat Jjy eers slegs die eenvoudige rangskikking van
groot vorms raaksien en dat die komposisionele ofset dan
simplisties lyk. Dit is omdat ’n mens van nature n sinte-
tiese geheelbeeld sien voordst jy anslities ondersoek.

Maar as jy langer kyk, ontdek jy dat die segaente
opgebou is uit talle lae deursigtige verf. Elke laag dul
vaagwey verskillende vorms aan, wat soms abstrak en dubbel-
ginnig is en soms realisties soos gesigte of duiwe.

Die oarheenliggende vorms vorm n wolkerige visuele leg-
kaart waarult m mens Jjou ele, en telkens nuwe, vormpatrone
kan opbou. Dit herinner nogal aan die ervaring van die
kind wat op sy Pug 18 en gesigte en diere in die wolke sien.

Die vorms wat 'n mens ontdek, wisuel gedurig en Thijs

Nel s& cat hy daarmee wil uwitbeeld dat niks staties is nie,

maar dat alles gedurig in wosding is.
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Dis m aangename visuele spel, maar sen waarhby ek nie
sterk betrokke kon raak nie. 'n Mens mis 'n bietjie vonk
en krag in die kleurgebruik.

Die kleure is beperk tot keel kleure, wat min emosio-
nele trefkrag besit en neig om die dekoratiewe aspek van
die werk ten koste van die inhoudelike te beklemtoon.

Die kontraste is ook so subtiel dat dit soms oarmatig
verfyn aandoen.

Ek meen ook dat dit die gevoel van ruimtelike vlakheid
in die meeste van die werke is wat die aanvanklike indruk
van appervlakkigheid van inhoud wek.

n Mens ervaar wel die ruimtelike in die spel van onr-
heenliggende vorms in die groot segmente, maar die plat,
effekleurige blou agtergrond lok ' mens nie ruimbtelik na .
binne nie sodat die tweedimensionele patroonagtigheid van
die segmente na vore trea. Dit 1lyk giteindelik nie asof
die groot vorms in die ruimte swewe nie, waar asof hulle
teen 'n soliede hlou egtergrond gemonteer is.

Die heel beste werke is dus myns insiens die enkeles
waarin die agtergrond met stmosferiese skakering en diepte
geskilder is en skerper kleurperspektief gebruik is soos
no. 75/183, no. 75/176 en die groot skildery na. 757147,
waarin die wit breuk in die blou 'n aanloklike effek van

dieper ruimte na agter skep.”

following comments can be made concerning this article:

Paragraph one conteins an attempt to persuade the reader to

look more closely at the works on exhibition than what he might

otherwise have done.  An approach to the works is suggested.

Rese.vations concerning the quality of the virual impact
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initiated by the works are given in paragraph two. While

an approach to the works is suggested in paragraph one, reser-
vations with regard to the rewards for such an approach are
thus contained in the following paragraph. The first two
paragraphs suggest that the critic has arrived at these réser—
vations through prolonged confrontation with the works.
However, while making reservations Bruwer maintains that it

is "...nietemin die moeite werd om daarvoor te wag." Contra-
dictory evaluations are thus contained within paragraph twao.
This contradiction is, however, resolved in the remainder of
the article (see o).

Paragraph three commences with adverse criticism: "Mat die
eerste oogopslag doen die werke ligtelik dekoratief, opper-
vlakkig en uniform aan." This evaluation is followed hy sub-
stantiating description: "Teen 'n ligte blou agtergrond is
eenvoudige vorms geplaas wat solied aandoen en die effek van
rots- of juweelsegmente skep."

Further sﬁbstantiating description is contained in paragraph
four.

The viewer's initial visual experience is described in para-
graph five. This description is at the same time adverse
criticism on the works themselves. The last sentence of
paragraph five is an attempt to explain the viewer's response
in terms of his unconscious assimilation of visual stimuli.
This is a field which lies beyond the boundaries of art cri-
ticism. As such the statement remains isuiated and meaning-
less.
In paragraph six Bruwer attempts a description of those ele-

ments which are only noticed after prolonged confrontation

with the works of Nel (see a).
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a)

h)

i)

kD]

k)

Two art historical terms are used in paragraph sSix. Bruwer
attempts to explain the_meaning of "realisties" by adding "soaos
gesigte of duiwe." Hereby the meaning of the term is vaguely
suggested. No explanation for its specific meaning within
the context of Nel's work is attempted. By treating "realis-
ties" and "abstrak" as opposites,"abstrak” is also dnly BX-
plained vaguely.

Further description is contained in paragraph seven. The
viewer's contribution to the creation of an aesthetic ohject
is mentioned implicitly.

The artist's intention is mentioned in paragraph eight-and
correlated with the describable properties of the warks an
exhibition (see Chapter 2.4).

The first sentence of paragraph nine ccotains praise ("Dis n
aangename visuele spel...") followed by & ig criticism
("...maar een waarby ek nie sterk betrokke .un raak nie. n
Mens mis 'n bietjie venk en krag in die kleurgebruik."). These
gvaluations are substantiated by preceding description of
formal aspects (see paragraphs 3, 4, 7 and B8).

Paragraph ten commencas mith a description of colour, followed
by an investigatinn of thé effects reached by the use of this
colour. Reference is made to the viewer's emotional response
to colour. This reference is arbitrary as this response is
arbitrary and cannpot be correlated objectively. Paragraph ten
also contains adverse evaluation ("...neig om die dekoratiewe
aspek van die werk ten koste van die inhoudelike te beklemtoon.
Die kontraste is ook so subtiel dat dit soms oormatig verfynd
aandoen."). This evaluation concerning decorativity and con-
tent remains meaningless as it is not supported. The arbi-

trary statement concerning the viewer's emotional response to
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colour does not serve as supporting argument. The last sen-
tence, guoted in brackets ahove, functicns as substantiated
evaluation as the meaning of the term, "subtiel, within the
cantext of Nel's work is explained by "udrmatig verfynd."

In paragraph eleven, reference is made to the use of "opper-
vlakkig" in paragraph three. "Ruimtelike vlakheid" as des-
cribable property is offered as justification for "oppervlak-
kigheid" as adverse evaluatiaon. Suggested space and illusibn~
ary depth as describable properties emerge as formal criteria
for evaluation in paragraphs eleven and twelve.

Lack of suggested space and illusionary depth is offered as
Jjustification for adverse evaluation in paragraph twelve.
Bruwer thus establishes formal criteria and does not merely
evaluate arhitrarily. ®

Favourable evesluation in paragraph tﬁirteen ("Die heel beste
werke..."), is justified by description related to the formal
criteria mentioned above. Bruwer states: "...waarin die
agtergrond met atmosferiese skakering en diepte geskilder is:
en skerper kleurperspektief gebruik is...” The justification
for evaluation is at the same time formal description of the
works. However, Bruwer confuses "atmosferiese skakering",
“skerper kleurperspektief" and "diepte". He does not point
out that the first two create and determine the third. Never-
theless, no isolated and uncorrelated description is contained
within the article.

Specific works are mentioned as examples of work considered
successful by Bruwer (paragraph 13). The reader can thus
correlate Bruwer's statements while confronted with the works

themselves. The contradictory evaluations contained in para-

graph two (see b) are resolved by Bruwer's differentiation
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p)

q)

T)

5)

between works in which space and depth are suggested and those
in which they are not (paragraphs 12 and 13).

The article is structured insofar as description and evaluation
are correlated.

Although the aesthetic experience is described, it is correlated
by description of the formal properties of the works on exhibi-
tion (see Chapter 2.4).

No art histarical or art critical context is established. The
reader is thus not supplied with a frame of reference within
which to place the work on exhibition.

No reference is made to the artist's oceuvre or development.

The reader can thus not place the work of Nel within the con-

text of his previous work and paossible development.

"Klimaks vir Skotnes", Die Beeld, Mrt. 17, 1975 : 11.

"SKILDERYE oor n Besoek azan 'n Slagveld, 'n reeks nlie-
verfskilderye op Cecil Skotnes se huidige tentndnstelling
in die Goodman-Kunssaal, boei nie net onmiddellik nie,
maar laat 'n mens ook met n gevoel van aangename verrassing.
In hierdie tien skilderye bereik dié kunstenaar, wat met sy
houtsne® en gekleurde houtpanele bekend geword het, waar-
skynlik vir die eerste keer 'n hoogtepunt in die skilder-
kuns.

Die grootste lof wat 'n mens di2 skilderye kan toeswaai,

is dat hulle geen geskilderde houtsne# is nie, maar skil-

_ derye in hul eie, skilderkunsiige reg. En dat nie almal

van hulle dit is nie, is bloot 'n bewys van die ontsaglike
stiligtiese stryd wat die kunstenaar in die oliemediumn moes

voer, asocok van die verdienstelikheid van sy uiteindelike

oplossings.
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Die drie skilderye wat - as skilderye - nie heeltemal
wil slaag nie hang ook in ’n afsonderlike vertrek. Hulle
is waarskynlik die vroegste geskilder, want hier vind die
kunstenaar dit nog duidelik moeilik om die gr ne stili-
sering van sy houtpanele aan te pas by die meer ruimtelike
atmosferiese medium van die skilderkuns.

Die doek van die skildery is in nommers 9 en 7 nog
berader soos die tweedimensionele oppervlak van 'n hout-
panzel. Ruimtelike diepte ontbreek en die stormagtige,
gejaagde kleurgebruik verraal Skotnes se onsekere soektog
om dimensie langs dié weg te hereik. Die poging tot eks-
pressiewe diepte in die wolkerige kleur word egter gefruik
deur die houterige liniére strakheid van die figure wat
almal *n een statiese vliak langs mekaar ingeskets is.

nes maak self 'n byna wanhopige verwysing na die
dominering van die houtsneestyl in hierdie werke wanneer
hier en daar hy 'n figuur uit hout gekerf tussen die ge-
skilderdes monteer. Dit verteenuwoordig ’n onsuksesvolle
poging om deur middel van fisieke reli&f en kontras 'n
eFFek‘van ruimtelike diepte te bereik.

In no. 8, wat in die groot lokaal hang, is dit asof
Skotnes 'n keerpunt bereik en die stilistiese oplossing in
sig het. Die oplossing is grootliks gebaseer op 'n meer
oortuigende gebruik van ruimtelike en kleurperspektief.

Die figure is nie meer in 'n enkele vlak vasgeknel nie.
Kleintjies staan agter en groteres voor om ruimtelike

diepte aan te dui. Hulle is nou ook nie meer net linifre

 raamwerke nie, masar meer bevredigend opgebou deur middel

van kleurkontraste.

Hier is ook nog ' uit hout gekerfde figuur gemonteer,
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maar hier werk die beter perspektiefgebruik mes om die
skerpheid daarvan meer aanvaarbaar te maak, aangesien die
figuur illusion8r nader aan die aanskouer staan as die
ander. |

Daar is nog n mate van ruimtelike en kumﬁasisionela
onsekerheid in hierdie werk, maar dit verdwyn in die res
wat in dié groot lokaal hang. Kleurvlakke word by hul
omlynings subtiel vervaag om die indruk van lini8riteit op
die agtergrond te stoot. Die omgewing waarin die figure
staan is nou met 'n gesofistikeerde aanvoeling vir geskil-
derde ruimte aangetoon.

Die invloed van die houtsnee is nog merkbaar in die
abstrakte vereenvoudiging van die figure en die landskap,
maar dit het nou 'n positiewe uitwerking. Die vereenvou-
diging laat nie die soliditeit van die figure verlore gaan
nie, maar gee aan hulle ’n gevoel van indrukwekkende monu-
mentaliteit en terselfdertyd ook, soms, stille bewoBnheid.

Op dieselfde tentoonstelling is die kunstenaar se nuwe
reeks houtsneg anr die heldedaad van Wolraad Woltemade,
met bypassende verse deur Stephen Gray, ook te sien.

Dit is 'n mangename reeks, maar vertoon myns insiens n
tweespalt tussen die drang tot ekspressiewe illustrasie en
die drang tot dekoratiswe ontwerp. Dit lei tot wisselval-
lige kwaliteit.

Vreemd genoeg is van die kragtigste houtsned dié wat
Woltemade se alledaagse lewenspabroon uitbeeld (nommers 2
en 3), terwyl die dramatiese gebeurde van die skipbreuk en
die reddingspoging soms oppervlakkig en komposisioneel

slordig uitgebeeld word (nommers 6 en 9)."
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i)

ii)

iii)

iv)

v)
vi)
vii)
viii)
ix)

x)

The following remarks can be made concerning this article:
a) Paintings by Cecil Skotnes are discussed in paragraphs one to

nine while woodcuts are discussed in paragraphs ten to twelve.

sense the article is structured.

b) Bruwer traces Skntnes' attempt to break away from the engraved
panel as medium towards the medium of oil-painting (paragraphs
1 to 9).

c) In order te trace the above-mentioned development, Bruwer iso-

lates characteristics of the wood-engraving and woodcut hy the

following:

"stilisering" (paragraph 3);

"die tweedimensionele oppervlak van houtpaneel”
(paragraph 4); .

"houterige linifre strakheid van die figure" {para-
graph 5);

"figure wat almal in een shatiese vlak langs mekaar
ingeskets is" (paragraph 5);

"figuur uit hout gekerf" (paragraph 6);

"fFisieke relief" (paragraph 6);

"figure in ' enkele vlak vasgeknel" (paragraph 7);
"lini@re raamwerke" (paragraph 7);

"indruk van liniriteit" (paragraph 8); and

"abstrakte vereenvoudiging® (paragraph 9).

d) Characteristics of the painting are also isolated by Bruwer:

i)

ii)

iii)
iv)

vi

"skilderkunstige" (paragraph 2);

"die meer ruimtelike atmosferiese medium van die
skilderkuns" (paragraph 3);

"Ruimtelike diepte" (paragraphs 4 and 5);
"kleurperspektief" (paragraph 6); and

"die indruk van linifriteit op die agtergrond"
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(paragraph 8)

Although the above-mentioned characteristics (see o and d) are

not always maintained with regard to these different media

(e.g. painting may be linear or painterly), Bruwer points to

the possibilities inherent in each medium. He thus establi-

shes the nature, within the context of Skotnes' wark, of the
two contraries and traces a development from the one to the
other in his article.
Brumér discusses works in which adherence to the characteris-
tics of the wood-panel is markedly noticeable (paragraphs 3
and 4) and cfscusses works in which Skatpes has achieved a
painterliness indicative of a breaking away from the wood-
panel. Hruwer thus differentiates between two éategmries
with regard to the work on exhibition.
A critical criterion emerges in paragraph twa. Adherence to
the nature of the medium is suggested as a standard for eva-
luation in: "Die grootste lof wat n mens die skilderye kan
toeswasi, is dat hulle geen geskilderde houtsne® is nie, maar
skilderye in hul eie, skilderkunstige reg."
Bruwer attehpta to trace the process of creation. He men-
tions those paintings which partly adhere to characteristics
of the wood-panel as "...n bewys van die ontsaglike stilis-
tiese stryd wat die kunstenaar in die oliemedium moes voer..."
(paragraph 2).
Description is contained in paragraphs four to nine. This
description substantiates evaluations based on formal criteria
(see g).  The fagt that some of the works adhere ta the
nature of painting serves as vélidatiun for HBruwer to main-

tain: "Die pplossing is grootliks gebaseer..." (paragraph 6,

underlining my own) and "Hulle is nou ook nie meer net liniére
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raamwerke nie, maar meer bevredigend opgebou..." (paragraph 6,

underlining my own).

The article is structured insofar as description and evalua-
tion are correlated and insufar as a development in the work
of the artist is traced.

Reference is made to previous work by Skotnes (paragraph 1).
Furthermore, the development traced from wood-panel to paint-
ing implies the importance of the Qnud—panel in the artist's
oeuvre prior to the exhibition discussed. Readers are thus
supplied with a frame of reference with regard to the artist's
work. .

No art historical or art critical context is, however, esta-
blished.

The last three paragraphs of the article contain discussion on

a series of woodeouts by Skotnes. Bruwer evaluates the wood-

cuts favourably as being "...'n aangename reeks" (paragraph 11).

However, he points to a duality between "ekspressiewe illus-
trasie" and "dekoratiewe ontwerp" (paragraph 11). He points
out that this duality results in "wisselvallige Kwaliteit!
(paragraph 11). No supporting description is offered for
these instances of favourable and adverse criticism. The
statements thus remain arbitrary and meaningless.

In paragraph twelve a distinction is made betwseen "kragtigste
houtsnei" and those woodocuts which are "...oppervlakkig en
kompasisioneel slordig..." Bruwer mentions the specific works
to which he refers. However, no analysis of the works is
offered in order to substantiate these evaluations. The dis-

tinction between woodcuts 2,3 and 6,9 thus remain arbitrary

and meaningless.

While description and evaluation are correlated in Bruwer's
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discussion on Skotnes' pil-paintings, this correlation is
absent with regard to discussion on the woodecuts. The last
tliree paragraphs thus merely fulfil the functions of the Jour-
nalist report and that of autdbimgraphioal criticism. The
first nine paragraphs are, however, an attempt at exegetical

and educational critical writing (see Chapter 2.5).

I.6.3 Bruwer did not reply to the questionnaire (see Appendix B) sent to

critics contributing to major South African hewspapers.

I.7 An _analysis of typical examples of work by Jill Gowans,

critic for "The Daily News"

I.7.1 "A sensitive search for new expression", The Daily News, Feb. 13,

1976 : 15.

"DURBAN artist Andrew Verster's latest exhibition at
the Walsh Marais Gallery confirms his continuous, sensi-
tive search for new expression in various media.

Here, he has studied Durban's beachds at different sun
stages and in some large panels has captured the loneli-
ness of its wide open spaces as empty, and the flurry and
bustle of human paraphernalia ihen occupied.

In the foregrounds, heaps of colourful bundles suggest
the shapes of their recent occupants and this suspended
movement, so to speak, is contrasted with the shimmering,
undulating sand and the mystery of the sea beyond.

Verster has always seemed to use images in lonely iso-

lation. This and his superb drawing ability are combined
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in ink drawings of palms, searingly beautiful in their
solitariness, standing as visual statements to be purely
enjoyed.

But three drawings of personal doodles and graffiti
are too undeliberate to have any ertistic validity.

In.-Beach Situation, images like a chair, a dog,

several men are used in isolation within an obviously
limited framework to suggest the make-up of beach scenes,
normally seen as a profusicn of shapes.

The appeal of Verster's subtle understatement and

sheer technical skill makes this exhibition a delight."

following comments can be made concerning this article:

In paragraph one,Gnwans maintains that the exhibition confirms
Verster's "...sensitive search for new expression iﬁ various
media." No attempt is made.in the article to substantiate
this evaluative statement.

The reader is informed of Verster's subject-matter (paragraphs
2 to 6). This information does not substantiate paragraph
ane (see Chapter 2.4).

Concerning the content of the work, interpretive statements
are made with regard to "loneliness" (paragraﬁh 2); "human
paraphernalia" (paragraph 2); "suspended movement® (paragraph
3); "mystery of the sea beyond" (paragraph 3); "lonely isola-
tion" (paragraph 4); and "solitariness" (paragraph 4). No
formal desuription of the works substentiate these intevpre-
tive statements.

Doodles and graffiti are dismissed as too "undeliberate"

(paragraph 5) to be artistically valid. No justification for

"deliberateness" as a critical standard is offered by Gowans.
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Unsubstantiated evaluations are to be found in the wrticle.
Gowans points to "superb drawing ability" (paragraph 4) with-
out investigating the manifestations of this ability in the
works themselves. The palms are noted to be "searingly
beautiful" (paragraph 4). These emotive and evaluative terms
remain meaningless because they are unexplained.
In paragraph six, subject-matter is mentioned but not correla-
ted with description, interpretatipn or evaluatiaon.
The concluding paragraph contains a reiteration of the initial
evaluation in paragraph one. The written matter between
paragraphs one and seven neither serves to Jjustify "sensitive
search" nor the final evaluation in paragraph seven.
No justification for the fellowing evaluations can be found in
the text:

i) "sensitive" (paragraph 1);

ii)  "eaptured" (paragraph 2);

iii) “"superb drawing ability" (paragraph 4);

fv)  "beautiful" (paragraph 4);

v) "visual statements to be enjoyed" (paragraph 4);

vi)  "too deliberate" (paragraph 5);

vii) T"appeal" (paragraph 7);

viii) "subtle" (paragraph 7);

ix)  "technical skill" (paragraph 7); and

x) "...this exhibition a delight! (paragraph 7).
These evaluations thus remain arbitrary and meaningless.
The article is not structured as no progression from analysis
to synthesis is recognisable. No differentiation between the
works is made, except the distinction in paragraph five. No

development in the work of the artist is traced.

No art historical or art critical context is established. No
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reference to previous work by Verster is made, apart from the
Following two instances:

i) "...his continuous, sensitive search for new expres-
sion in various media..." (paragraph 1); and

ii) "Werster has always seemed to use images in lonely
isolation" (paragraph 4).
The first statement quoted above is not substantiated and the
second statement merely refers to subject-matter and not to
describable properties or content embodied in these properties.
The article by Gowans merely states an arbitrary, persanal
opinion with regard to the work on exhibition. No critical
exegesis is attempted and no justification for "new" (para-
graph 1) and “"undeliberate" (paragraph 5) as critical criteria
is offered. The article is thus merely autobiographical and

fulfils only this function and those of the journalist report.

"Durban artist on show", The Daily News, Feh. 16, 1976 : 18.

"DURBAN artist Andrew Verster is exhibiting his latest
works, which include drawings, etchings snd paintings, at
the Walsh llarais Gallery, Fenton Road. It deals mainly
with his impressions of Durban heaches, and closes on Fri-
day. Verster is also exhibiting in Cape Town after which
he will be touring South America and the United States,
returning at the end of April.

Tom Phillips, the British artist who first visited
South Africa two years ago, has recorded his impressions
of the country in an exhibition now at the Durban Art
Gallery. He says: "Almost all the works in this exhi-

bition deal with South African themes and show my reaction

to the beauties of its landscape, climate and peoples as
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well as to the bewildering paradoxes of its leitiDs.?
NSA members will be taking part in an exhibition of
landscape painting which opens tomerrow at 5.30 p.m.
| Some members recently visited the Umgeni'Ualley Ranch at
the invitation of the Wild Life Society and the exhibition
includes paintings done there. John Frost will open it.
'"Our Floral Wealth' is the theme of this year's Santam
Exhibition of Child Art which is open to schoolchildren of
all races in South Africa, South West Africa and Rhodesia.
Selection of works to be included on the exhibition will
take place in Pretoria in June. The 1974 exhibition
entitled "Wildlife in our National Parks' is at present on
a tour of Europe organised by the South African Department

of Information."

The following comments can be made concerning this article:

a) The article is a proper journalist report. It merely reports
the names of exhibiting artists, venu2s and subject-matter.

As such it conforms to the nature of the journaiist report as
put forward by Joubert (see I.5.2). The article can thus not
be considered as an art critical contribution.

b)Y It way be noted that Gowans refers to an exhibition by Andreuw
Verster. Gowans attempted an art critical contribution with
regard to the work of this artist (see I.7.1).

c) UWhile some articles by Gowans can be considered as proper
Jjournalist reports, some articles illustrate an attempt at the

contribution of art criticism.

Gowans did nnt reply to the questivnnaire (see Appendix B), sent to

- critics contributing to major South African newspapers.
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IT.1

IT.2

II.3

I1.4

APPENDIX II

Abstracts from broadcasts by Esmé Berman

"What is the criterion for acclaim in the world of art?...we do
not ask for competence alone, we also seek creativeness...He has
traversed new territory and tried an unfamiliar palette, but the
main statement was previously expressed in his earlier South

African themes." ("Walter Battiss". Arts Review, Apr. 8, 1962.)

"...van Essche's greatest problem is the danger of repeating him-
self, but he is aware of the tendency, and in the present show he .
provides many variations on his persanal theme, both in colour and
composition...in only one, a smaller sketch, daes the paint match
the conception...For the rest, some fine still-lifes and a well-
conceived composition of fishermen drinking, round out an excel-
lent display of good design, sound paintwork and very pleasing

colour." ("Maurice van Essche". Arts Review, Apr. 239, 1962.).

"It is not easy to penetrate the intricacies of painting of this
kind. No mere pattern-making, it does not derive - or abstract -
from actual visual experience either. It begins with a certain
state of mind, which I can, perhaps, best describe by guoting a
fragment of ancient Chinese philosophy that I am sure Douglas
Portway would endorse...Portway's brush-work is masterly, énd his

colour has superb refinement ; the results are impressive.!

("Douglas Portway". Arts Review, Jul. 29, 1962.)

"...the most significant function of art is to communicate, to

'crystallise in visual form the experience and understanding which
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their heightened sensitivity provides...Georgina Ormiston is at

her best when she retains a certain ambiguity of image, promising
that further revelations lie beyond the first impression. She has
a rare and resourceful talent, and her unashamedly romantic vision
infuses a necessary touch of poetry into the brittle stylisation
and frequently esoteric intellectualism of present-day South
African art...Her paintings carry one, on a wave of phantasy, from
subterranean caves where centaurs sport, to ouol green depths where

coral grows..." ("Georgina Ormiston". Arts Review, Oct. 21,

1962.)

"The show is an impressive history of a sculptor's development over
18 years. Beginning with traditional portrait-busts in bronze, he
moved gradusally into thé abstract idiom, during a long period of
wood-carving, and has now returned to branze - this time with total
abstraction...fAmong the carvings are his most powerful and import-
ant works. Alangside theswe, his recent bronzes appear heavy-
handed, almost clumsy. They too, are concerned with movement, but
they lack the organic guality of tie earlier carvings, and the
tensions which make the yellow-wood sculpture he calls 'Wave' a
continuously moving thing, are nowhere to be seen..." (Solly

Disrar". Arts Review, Oct. 28, 1962.)

"The two exhibitions which attracted my attention this week differ
considerably in character, but are linked by a common wenominator :
in both cases, the artists concerned are outstanding figures in the
field of applied design, and the two shows share the immaculate
craftmanship which makes such achievement possible...it is in the

" "
few examples where he | Ernst de Jmngh] avolds virtuosity, and

takiﬂg his skill for granted, draws upon his deeper self for
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I1.7

I1.8

II.9

~than the often repeated

inspiration, that his work is enriched with a communicative
quality that far exceeds its obvious decorative appeal. For this
reason it is to be hoped that his successful career in advertising
art, with its fregquent demands for slick solutions to visual prob-
lems, will not eclipse the promise of his private work." ("Jo

and Ernst Ullmann/Ernst de Jongh". Arts Review, Nov. 18, 1962.)

"Preller is not interested in originating new technigues, nor in
the current scramble for novelties and gimmicks. For him, style
is not an end in itself; only a language, through which tn say the
things he has to say. Essentially, he is a 20th century painter
who uses a 15th century convention for making statements that =zre
timeless. In Quattrocente tradition, he takes meticulous care to
define the conceptual identity of his subizcts : no shadow falls
to blur the tight-edged precision of his forms : they are crisply
moulded in brilliant, luminous colour, anu bathed in all-pervasive
light. However, though his images are figurative, the relation-

ship between them is highly abstract, and the effect of unreality

is heightened by the absence of landscape or any common physical

surroundings. " ("Alexis Preller". Arts Review, Nov.. 25, 1962.)

"If one has to judge fFrom art alone, it is often difficult to

believe that the Transvaal and the Cape are but arbitrary divi-

gions of one and the same country...Viewed From Jdohanneshurg, the

Cape has appeared to dwell with Few exceptions, on die-hard impres-

sionism and figurative painting." ("May Hillhouse". Arts Revieuw,

Dec. 2, 1962.)

"There can surely be no more devastating a comnent on modern art

'Good Heavens, a child can do hetter than
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