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INTRODUCTION:

"For the right understanding of the South
African people and their problem, the first re~
quip te is a clear comprehension of their land"

A " “Ve¢ Schreiner in 1891 (1), b'>t to a large
c. nt this statement may still be accepted as
valxd today. The South African landscape has hud
and still has a profound influence on tha people.
This is well illustrated in Die Stem by C.J.
Lungunhovtn. The poem is almost entirely a des-
cription of the landscape, and a d dication not
primarily to the people, the history or the traditions
or ideal a of the land, but to the land itself.

It is the J .nu-icape which has formed the p.-ople and
their history, their traditions and customs, and
to a consi i r hi extent their language. The voca-
bulary, rh;» a, and idiom in bothEnglish and

Af. ikn.ns may in several Inst nc* s be s vn as a
reflection of the mnvironm.nt.

The varied South nfric »n landscape in which
"there is nothing m asur. i, small nor petty" (. )
seems to have an almost hypnotic influence ver its
inhabitai . and will almist invariably bring them
buck if ev r they should Ic-ivc. Tnvy can hardly
explain their return other than: "There is no room
there (Europe), you know. It’s so fro- hr ." (j).
Olive Schrein r tri. s to form an an-logy to give
some explanation for this str mge fascination the
country has for it.; people: "South Afric-. is like

° =
first time wond r it th pow rxmraises, and
those who cone close to her fall und r it :nd =<v r
leave her for anything smaller, b ceuei ata lib r-
atcs them." (4).

It 1s no wondlr then, th it th Uouth Af:leans
should oxpre-su the-m8v.lves in tomi of the ir land-
scape, and thi t for a long time landiicaj m ind rural
life should be practically the only subject matter
for the painter, the po t md the novelist. If an
experience was expressed through landscape it ’/as

likely /
1). Olive Schreiner: Thoughts on South Africa: pg 30.
2). Ibid. pg 60.
3). Ibid. pg hO.
4).

Ibid. pg 50 - 51-



iv.
likely to be understood by all for it would then become

a definition of o common exj't.rj nee.

It would .ipjutr, however, that no scholarly study
has been made concerning the influence of the landscape
on the emotional and artistic exjression of the South
Africans. Mention h s be n mode of it frequently in
essays and belles lott "os such as the usoty by Olive
hchrciner from which has bo n quoted above, the essay
by Willem van dor Berg: Die asya .1 ou laroo and the
"letter" describing the North west by Elisabeth Ver-
meulen. Laurence Gre.n in his nuin rouo informative
books on Africa indicate ’ in hla anocdotos about the
people 1.0 has met tl at ho is aware of the grasp that
the landscajo his on these people, but he dots not go
further to investigate if this may have been reflected
in their artistic expr solon.

Practically all parts of th land have been used
as sufcj ct matter to conv y a ..ood, to express an
emotion, to leditatf or to id alise. Some parts have
inapir d ,ior. work th in others. The Karroo, fur (xa..pit,
has a quite inexplicable power to m.ke artists produce
their most moving work, nd so any hav ttcmptod to
depict it that one might v nture to s:y th .t .11 have

has insp ir d almost no work <f ny :nific nc . The
following chapters each d& .1 with : ¢ rt in asjvet of
th-: subj- ¢t mattrr, viz: th< .uuth African l.nuac .p, ,
and an attv ipt is ie to show how th v.riuus 1 .rts
of the country h-ve bt n iailoyi d by rtists of the
various jariods in th- irtlstic chv lopm nt in South
Africa.

V.ithin th ch .ptors th<no< Ivas an att, .apt is
made, wherev r p-osaiblo, to p-r<on nt th n>cond nd
more import mt divi.iion, viz: tin thr distinct stag s
of development in .rt in this country from th- be-
ginning of the c.ntury up to upvroxii ut-ly 1940 - r0. (')
This division is more or less repetitive throughout the

essay /

5). Reference is made to the most recent work of
veil-known artists -1.o0. work published or
exhibited after 1959 - but th< sc xrtists had
already taken a leading position in either liter-
ature or |minting before 1950. (In the case of the
poets most had contribut :d valuable work in the
thirties). Only in . f-w cas s has the work of
younger artists, whose work was introduced during
the forties, been r ferred to in order to compare or
to comp-1 t( msection.
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essay, but the pattern is r<vualod as one unit in the

/'hole or final ircsentution. It will be seen that the

re alists and impressionists worked mainly in the Cape -
and are therefore considered near the beginning of the
essay; the semi-realists - or a mbor.j of the group of the
so-called "middle period" - concentrated largely on the
mfarm and void theme, and the "symbolists" give the all-
embracing expression of Africa us a whole.

It was necessary to select severely throughout. The
choiC' of rtists and work was determined mainly by the
divisions into chapters; in oth r words by the subject
matt* r. Therefore in some cases the work discussed may
be of inferior quality, ,nd some 1 .ser rtists may be
included while sone bettor known names ar omitt d. This
was very often necessary tv illustrate a joint, to form
a parallel or to giva a continuity and som form of com-
llctr ness tc the whole.

More ti.-v. and sj tc hfi3 been d votvd to the Afrikaans
contribution to Jcath African lit r ture than th Eng-
lish, m.inly b c¢ ust. it is th< Afrikaner in particular
who has that strong nostilgic longing fur th- open spaces
which drives him to express hlms* If in t nns of the land-
scape and the .lea nt.i within it. B aides, th* Afrik .ns
community larg ly has t ruril b.ckground » ojjos d to
the. g«ncrally aor <city-brcd English South African, nd
therefore th Afrikaner in mmy c¢ ses has a more intimate
knowledge of the countrys Id* . S condly th r* 1- aor
literature h re* in Afrik . ms than in English. Th. English
speaking memb rs of tr* community did not ,xg ri nee such
a strong incentive to writ . They had no victory to win.
Their language was firmly ust iblished with a hi; tory nd a
v-st lit* r turo to support it (6). Th* Afrik n*t had to
v/riters have, however, ccntri but i v¥ry v suabl* work

and hold an important position in thi d* M lopr:. nt of

literature 1in South Africa «ither aa jion rs - *, g.
Olive Schreiner, Francis C'.rry Slater and cv*n i-rcy
Fitzpatrick - or o conoid* r ble influence.s nd ixaaplcs -

Roy Campbell, who h d mark d influence ujon the most
inter* sting /

6). Scv G.M. Miller nd H. 3 rgeanti Critical Survey
uf South African hoctry in English - ch pter 1
for :n interesting interpr .t tion of the "South
Afric in Problem" r g rding English poetry in
South Africa.
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interesting nnd vit;1 group of Afrikanns poets,
viz: the poets of the thirties (7), and those
who euccn otied them.

It is an evident and an encouraging factor
that in the relatively short period of fifty
years the South African artists - painters,
poets and writers of both English and Afrikaans
have made valuable contributions to form an

interesting and indigenous South African art.

7). D.J. Oppsmnn: Roy Campbell on die Suid-
Afrikaano potfsio: Standpunto, vol 8. no j.
March, 1954.



Ch'ipt-r 1
LINDS'PE 1lu AND IIT'.h.wU."

Tht ptintvr, povt or writer cm make use of landscape
in his work in different wiys, and the manner in which he
uses it will be largely determined by the ;vriod in which

I -
y
unknown and the open country win regirded an hont i.ie and

frightening, wry little reference wis made to landscape

of landscape was the pan r 1 rvlia.ious attitude of the time,
viz: a negation of ill earthly ,nd sensual pie mures and a
living only for the life hereafter. In the painting and
litnature of th>. ,riod one certainly doer find a certain

amount of landseapc-repr.aicntation, but it was depicted

necessarily a reli. ious one, for there are many p tunes

and stories (poems) which deal with the everyday life of

a contrast as can be Swn in *he symbol of the p: ¢ sant,

luxuriant, protected g rden and withcut itr walls the barren,

cruel, ilinoet deeperat. ro'ey 1 . in wa 'h t Goi-f ar ng
Mediaeval man can live, «Ven though many may have trie 1 or
1
decor ative setting to a story. in it* rutun on*, wili -ften
t
the characters something to mov .n, A fort rt, for ex inp, o,
actually play th part of ham mb> .. Th< soc “n.would
become characters with » »r humn likes, its) ikes and
arguments and the entir« wari | - whi :h ; sh » a «
v

natural objects are sugge ted which 1< tic efua na of land-
scape - Wwill rejoice nd suffer is a result of th, ir

decisi ons.
During the Renaios new when man win tht centre of all

things and sclentif ic mysteries wort, bt ing solved .nd could

therefore be controll'd, governed nd uad by man, nd-
gcape vas no longer u ed s a symbol, but as a subordinate
background to man - to hi tactivitiv a, his portrait and his

imnginr tive world as is doj i.c i in iiis Legend; ,

L t<r man net ded an m for ! . tactions,

release/
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rvleasu his emotions hu would project them into the 1-ind-

was still ally the ntr around whi ‘h uv rything revolv,d,
but not is in the Run issnnco controlling the surroundings
calmly and forcibly, but now voluntarily permitting the

"control" him.

power and everything in it waa intensely :iivv and h d to

be accepted in its own ri, r.c. Thi ? emotional representation

developing through the B.roiUe, forming in cart'iin schools

an idealised realism and in others an idv eliscd. classicism

eition of 2 mdscapv may be t kvmn .s tht beginning of true

landscape express, on for th, very - ason that landso e is

to be found for de-pi ting 1 ndscape; it still had to form
a Setting to a historical, biblical, mythologiail or
personal story both in painting and i; literature, and its

function was to intvhs fy tn dr-. of the story.

Gradually, however, man began to tire of this artifi , .l
attitude. He no longer w .hea tc Irt im, to 2 ve in such

in intensely emotion .1 wor1li, but ne nov wanted to del

things is he imagined h reilly nw them. Ti < illusion

of reality was therefore uppermost, t. beneit) the surface

the emotion which had Insair. d or comm ndvl th* artist to

fleant difference io the difference >f *m< * .., emotion.

It is now not a love of man which it wup] vriaost, but sincere
love of nature for its own sake, :.rl iud3 riy for tin un-
spoilt nature of fields ind h:.l1i and v .i fior :nd for

the simple folk who form n i?V gr | rt f tuch
landscape.
This realism develop I towards its fin ! culm;nation

in impressionism in painting ,nd natur Jism in painting

istic representation of lunducnpi for its own s kv re chid

its peak both in literature and painting and -ould go no

today. Almost simultaneously, thou/;h, a reaction ag sinst
realism in whatever form it might tak- - th

realism of the seventeenth century Holland, academism of
the middle nineteenth -cntury, impr. .mion:cm, naturalism,-
Set in md this result d in abstraction which possibly
reached a peak during t.ie Second di i.adu of the twentieth

century/
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centary. But abstraction did not aatiofy verybody and

many pUntrrs and writ rs turned bick to the symbol. In

art of thin kind 'h'uc.i of otuai thirty -ir oft n distorted
to crc.te a significant pittorn of colour or tone and
shape, or round which em xi.;t individually and isolated
:to own right and call forth an at nth lie .motion fron
(1.0. thi .ject'ttor, r<icier or hearer) without

in

tet. jv<i
any famili.ir literary meaning nec .naarily being attached
to it.

Although all art is fundamentally th< came in that it
is a human <xj r«, sion which w atever it,- m dium, will
reveal the chiract-ri. tic.s of it. %riod, th* s. will b

differently revealed by diff rent art formn (painting,

poetry and prose) becaus, of the difj .rent vehicle used,

but also because th xrti. t'a individual | rron-ility

one may regard the primary aim of th martist as the -symbol-
izing or representation of a universal human cxpr< j.-ion, then
the attainment of this aim will be achieved in a manner

1
aim oj the j lir.tc r, poet and the writ r will differ as a

centrate on a certain focal joint which b .t .uits his

is th second grc t diff.- > nee betwe n th three forms of
art under discussion.

If landscape is to bt -raploy*. d in painting or literature
the difference will lit first in the mat* rial (m<dium) used
to depict the cen , #hcth« r r<ilistic 1r .jy.nbolic, nd in
the second jiace in th diff- rent a] jreach to t- .ub,i ct
once again d termin d by the n iiur.,, ¢ i finally in the
function that the land:.cape has to fulfil in th- compi
work.

t d

Th. mein aim in painting is to fill a two—dim* nsional
are®i with shaj <s and colour brought inte b<if, by iv ans of
paint which ha; a & finite individu- 1 ¢l net, r. Thi;s-
composition must bt built s] in .uch a way thst thi

spectator'. /
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spectator's interest will be stimulate 1 throuphoat by such

things as the intricate interplay of lines, subtle changes

In modern landscape pa:nt:ng the starting point is
often the landscape itself, and it is usually not treat ,d
as merely a decoration or background to i human activity.
The painter is not so much concerned with the human being
who may find himself within this landscape, nor with the
human philosophy or the solving of human jrobloms which it

m.

partioul ir landsca,* in his work, do« not interest the
painter. He is merely con ern d = th the visual aspects
of the lands"ape. The painter is conscious of the forms,
the shapes, the colours md the general itturn which the
i —tHrc landscape pr .sen*s t hi... He will r ike use of

in reality is far too vast and too chad - peprusent
exactly. The painter .u t r *ro;tv t to form m concen-
trated composition which s carable, thanks to its controlled
organization, of evoking from trie s cot itor an aesthetic
.motion possibly akin to the original emotion or inspiration

experienced by the painter.

Thus the painter must di .tort or :m .cct. Tht degree
to which he distorts will reveal the perio 1 in which he
works, and within that his own ;or. > il vi.ion will determine
the final form that his work will *ake. Today ti r« is ¢
distinct range of tre- tment from impressioni st-realisir,
through simj lifted realism - i.e. the iecorutive - to a

symbolic or abstract vision and xprcsr.on.

The impressionist Alll attempt to give in illusion of
reality, but, although the actual 1indue ip. fram w: ¢ih the
painting is taken may u miily be rocogni od, h< wi 11 not
give a mere recording. Son. thin X t tin' rle person-
ality will strike through to tno u ectutor to r.akv hit:
realise that he has not to do with a mere topographical
document, but with a significant recreation of rvality
which now, apart from the real landscape, demands individual

recognition.

In a decorative picture the shag.s will t e simplified and
often rearranged, some exaggerated and ofcber.scompletely

ignored to form a controlled wunity. Huch a simplification

can/



can often be recognised as one certain part of the country
because the peculiar characturisties of the particular

landscape have been exploited in order to emphasise its

really seem in the ictual lanis* *a: 0 >y the observer in any

, is omitted,

as familiar, there is in thir d<cor itiv. work with its

simplific .*ion ml often draati - 3' lection a definite move

will paint his picture fro:.. ; memory i:.a. « cr iting an

entirely new landscape from a combination oi many and bui.it

is an individual yet universal «xpre.”sion created bj means
of visual symbol:; for whicn it is often difficult to ‘ini
any word—-symbols * ani therefor- *h m exprtr;Si .r.s m, be

found difficul' to "unierstan i.M

In all painting the :.w:n em “isis shoul 1 b» on the

nor a channel for any “ubje *;vt 'umin a ¢’ ivi
function of landscape in a . tinting ts tm. rufore to present

an interesting, even excitir.g, vi iaL iv«a . |

the human emotion is s ?ondar>. Thi , i - i “ably
most significant, if not th most o>v;ou. , diffvr. n « -
tween painting and literal .r* . In ee'ee )’ «re ’ht m 1e
aspect - human thought, human activity - i of :ii.ey
im ortance whileth i >ma -shi ", n

be perfect as iti; only tht ough th> 1lorm ‘hi, a

development is possible - .. o onlary.

Poetry can b* called the "biid<e" be'w n iml o f"
and prose for, in Lin- various kinds of }o 1rv wMim at*
prevalent today,t lint can b dr twn & ginninf s
poetry which by means of words can "paint" » re isonah Ly

accurate visual image > ' contmuyin”,

1 1 ~""'"V -
of tl r ° vi%i r 11 "r a,litic" . a 'ill rveMlI
the origin iJ seen- 1: . , nor on ti j re tl inter;r -
tation of thi i' ) r md th r for on car inly oak of

"reasonably “ccuriti " Lr ,>.
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continuing ti.rough to a verso with a realistic setting which

forms a background to an individual philosophy and culmin-

ating in the abstract symbolism which is almost completely
h

In tne "painterly" poem i vision oi tin real is re-
presented or ex]reased for the cake oi the thing (or land-
n.
the whole is easy to comprehend because i imiliar objects
and situations ire iencr:ben in famili rr woi is and word-
that the original observer w,s so moved by the scene's b uty,
its uniqueness or even .ts uglinesa, its character or its

individuality that he felt .t mv.t n is be exprossed in =
other words, it needed more intensity in orlJtir to recreate

in particular tne sonnet - is a meam towards the desired
#
recreati >n t a visual experience ana will contain a- th* ughts
suggested by ti.e seen reality, no bs ;ure jnilorophy and
n . t be 2

b

thing seen will to same extort b< .10a 1 *i by the personal-

copy or record; he re r .tv.. H 1r }r a* .or *n., no -
tne painter as 1 rean 11 of the vy .t.,r aner.t . -,
tne see.ng of his rtce.ver to .u hian x11:,.1 ti.at tne
tator /.ill eventually s el. act.ua; 1ir. . *a tn-
painter represented 1it, but ne re ; , « * ee «nly
suggest an image .vhi-n hi r VK 1 tirn h « tv a-rv *.
from word symbols to mvi A S t i ? h *in "
A development irom to r aiiit , .nimt Ipuvur ;0 - .'
tne more jhilosojhica!, m W :n1v.!- 11 n >r1 <t 0%».1
poem. Now, il thou h the ae-n r- :: .ty .. b«ithr , 'a*
starting point, nd t.-.e s *env -an 11° . 0 . , r* -

meaning which eitrnr expresses tut mood oi ti m >0« , or
which may even express tnmood of humar.;ty. th ¢ * ibj m-t-
ing to a mood or to a thought can bt token so i>r th.t tne

landscape/
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landscape finally reacts J; the poet wiener: tht f:elds
will be barren when the poet in depressed and when he wishes

will be sparkling with flowers when he in happy ind full of
hope for the futum of his people. Butt in this tyj e of
verse the landscape is still ¢t faiti.liir one, s1though t is

modified by i lit* i try :mil;cit;on.

This cannot be ea:n of N.u symbol. » 1indscape which,

a permanent real 1ty made up from indivi iu.1 forms, but wni "h
cannot be tied down to wmiu ‘¢ .ity or *ime: it :3 ni-em-

-n
to offer a setting for the 'hiracters (or poet) in which to
move, but it will ictuully assist in tht devdopment of the

characters and the plot by moving and a.anging either in

Landscape in po- try *.n tne.a have tw>imet: na: to
paint a word-picture for the s mt of tht lanircape itself
i

or emotion whi h will be either iirmit (in the ;arsenal

As a result of the m: .m . i.:* funct: a. ' r Very

seldom succeed entirely for word syzb .r w..1 always suggest
t, and if

which they cannot play f..:y, r.u.y, to ;¥ a

really be sure of has picture whoa inly a is %ip.t.* -t to

and has far more value in that ¢t he., *> ntt nsify

human expjrien e.

in some rises the 1 *ter - r t r i
in painting and poetry, na; ely, the reu 1, the rt
to form i setting and final y the untire y . it.e 11iw-

symbolu.

Sometimes sketches are mrely re *wo! i-,:’ *irv. ,
describing in minute det ul -veryth ng thit tht w .’er .-eee .|
There is nothing else to a sket -h oi tn. mk.nl1 - it i

n
page of description. It tend to b :0ii,* tt diouc, ior tht
reader wishus the landscape to have , function. A]i this

description must s“rve aom* jurpo . Bu notnir. hap, vnr,
and/



and the reader finally loues interest through sheer

fatigue, for, is has be n notvd pi -vLously, the r-. "d«r

must constantly convert the "iven words into 1 visual image
which cin Loom be entir iy ..'it si m*tory or iccurute. (2)
Even thou”n the wr.ter may be ve -y ‘omjetent ind write prose
of an outstmdin”® qu lity revealing an unusual power of
observation, the f odu wurlt li* ,ve.: th rt .ler jissat:. .if; ed
and h-. wiehvs th-.” The writer had rutner j ilnted his picture

in paint.

Yet this ty>- oi “ro.-e can ifcrta niy bt JSed very
satisfactorily when it forms a ba -kground to a series of
events. Many writer will describe the setting to their
story so that it w. 11 be s true to tz.e visual real.ty as
possible, but they will revive the interest oi the reader

every now and agai.- by .ntroduc:n a ition which will take

there is a reason for nim to visualise the i . as

it will then help him to understand the various movements

of the characters.

It seldom hap! r.d, thou h, that tht P-'enery in a story

is the mood of natura, anala r }idly ts the m 1 it the

are inclined tv aj ;e tr beaut . when oin.= >onten * ind
hard and relentless or ev«n . fel a w-vncat :. anr. nj.

The writer exploit;- thi. hJH a. ‘haraate:la. <o tn« extreme

and 1is therefore capable ; ere t.ng » gre it :ntv.ni-: ty whia.

is familiar to all, and yet new. Ytt, . ,a in mrdvr

to emphasise the r.ood 1 a*har.-t r, r,:**n 1. in i o n-

tr ting mood. Th s .rr =« . mty t *ai1h na tuivt,
suggesting a continuous an ; t¢ erou.j t:t -vth wi. 1 the
character may, at that ;a© ;;ient, t {j-erieh X 1 :-

itllusionment.

Today th. writer will often or* it- m ibs tra.*t land-
scape as in the other art forms with nv,tmr j 1tat DM time.
In prose this type oi symbolic Itndocar often ug< -ts i
dream-landscape probably bec-iuti t is . » ms trurmir 11 in
intensifying the action. In this tyj mtht land; "ipe
often takes on overwhelming dimensions which curiiplt tely

control /

t) See Hammachur: Amsterd ims -h* Imi r« ssionist.. n; chap. 2.
re the prose and painting of J icobus
van Looy.



control the hum n be-in* who, although lie my have a definite

desire to act according io hi.: own Judgement and wish, is

of supernatural elements nnd fate over which man has no

Tower.

The function of 1 .n-:t.c e in jrose is then Infinitely
to form a settin# , a b ck, round to a seriei of events and
it may or mly not be instrr mt 1 in the development oi
character and situation. In }no. a landacaje cannot nt-.nl
alone as in almost essential in paint in* (..Ux.ost essential
for in some painting the landocaje is also used to intensify

the subject or action in the foreground) and possible in

na . in itself,

South African Kerit .#e:

although South Africa's geographical position is such
that contac4 with its p rent countries may appear to *ev t
almost impossible - particularly before the twentieth cen-
tury - all the spiritual .nd cultural expressions wi.ich are
today to be found in ‘he southern continent are closely
related to the mode oi expre. sion in the huroj can countries -

although me11:led iccorain® to it own character i dev-

is the continuation of the European, ini tue long line of
development which h r forme i con'emi ary aurota ;n art ha.
also been reaponsib e for the p rticular form that irt has
taken in South Afric. . I* .. th» rot ®e nectar: ry to ¥ .use
for a moment in order to examine the European cultur 1
heritage which his formed n almo. unt:Oker. line oi icvel-
opiment to the ir* of to .ay.

In Europe it el) an Intel ( t rig "infl s.mct circle" |
can be traced and this influ-nee :$ oi #n ' v..uv to th<
South African, the thre- coantrit-z w.a.c} | .rlicul rly

influenced each other in painting nd lit- r turt ira the

three from which the South Afric n n tior ia; .;rung:

Holland, England, France. Germany in thi ca t i: u
Out aider/

>) Matthya Bokhorst: Die kuns v.n 'nkw irtcou: Standpunte.

A) The influence circle is su, #stud by Colmjon: Oorsjrongen
van tie Renaissance dur literutuur in Nederland.



outsider that do> 3 not to any gr. at xtent contribute to
European art in gene ral b fore th twentieth century,
although during the past ¢ ntury Grmar philosophy and
expresslonint i1ainting hav had a conoid-ruble influence
on literature and i1ainting in the countries of the Western
culture. In addition, many Eouth African - hav gone to
Germany to study and | ivi brought bek to th country the
contemporary,or imm diatc-ly jv ~cont mporary, German mode
of v>pr ssion. (5).

"Influence" is a dang our word and ndn to be more
clearly defined before U <'influ- nee circl 1 mentioned
tbow ¢ n b di.icus. v-d. It do< not only mn that a e r-
tain pe,son or style has mori or 1- .a '"forced" another

ptrson consider d to be "influenced" must air ady h ve an
outlook on life which 1. to some extent the same as that of
his '"for- runn r," and h will ti for be «c-i, bl jfap,r -
dating the forerunner's work com; lit. ly bfore h can poo: i-
bly b- influenc d. will i3 .iy .a -and notic- certain
subject.- more clearly than others *nd th< subjects will be
similar to thos s: r by ti for. run- r.awill r pr: nt or
express these subjects in a particular way w ich will again
be reminiscent to th t of th forerunner. Th-r fore, the
work of th-. origin 1 rti.it - whcth'r hr. is paint r, poet or
writer - w?11 be incapable of influencing anybody unless an-
other is air ady pr * r<d through hi: own emotional make-up
to rccr ive thi. work. .'h r th youru - £ n cor. in cnt .ct
with th* work of the Id r, ti in- r will find r.my of

his problems already solved no h is ti. n abL to develop

the form which the expr- union of m indivilual - f-ing to
take is inh(?2 nt inthat individual, mu ti.i value of n
influence is that it direct." ;nmotion towards -.n s pro-
priato concrt ti form.

Gom times an artist is .-aid to b. influ need by nvth r,
but on closer study it is often i1rov 1 ti.it tin "iz flu, sc. d"
knew none of the works by th olihr man (¢ ). In tl i. ¢ so
it is frequently the spirit of th- pehiod which brii.s.
forth work by differ, nt, ev n 1sol t<d indivi iu is, which
may be no alike that it 1 istor dat« 1ll th. so works iiay b

groupt 1 /

van Wk Louw.
6). A South African exampi. ofsuch ¢t c-as.e is quoted by
Cvan dsn B wr Skrywrs , n Ui wo.md. 1g.181I.



grouped together as one whole. They all reveal the same
characteristics, the same problems, the same solutions
in many cases and even a simii .r, if not identical, sub-

jective "feeling".

Very often work will be passed by unnoticed for many

years because the particular period in which it was pro-

dividuals will begin to seek - work - in the very sam.

direction as the forerunners md subsequ ntly discover the
work in which their own problems are treated. It is true
that very often their own work then be, ins to resembl. the
older work moiv closely, but usually ti.it 1 - a transitory
stage which will eventually bring them t< vxpresa them-

selves more fully and sincerely, and which enable.- th m to
make their own particular contribution. Often it is they

who introduce the ol ter work to th m” n rt conaunity who ¢

then ucc jt tnd adi ire it.
It is significant that a period should b> ripe to re-

It explains why sudd nly a group or isolat d individuals
will 111 begin to work in the sa.\, way at rcor* or 1 th
same time, and why th y all admire the work of a c<rtair,

previous period which is not nee- irily lir ctly previous

opment of art consists mainly of r- «ctior. again: t an im-

mediately previous sty 1 which has r- ich- 1 its \. .k and

be created and the seed for thi t i leal must bv found in

an already existing form.

i

b

in an individual (that is, pr vi 1l ti. e in iivi iL :s a
creative artist and not mroly a f.; 1> r-r *)ji1 t~ r
in time, rather than a following aft r. An infl e ne. ¢ n
be seen as an impregnation into th it > -nt form wi;Lch

art is to take.

Sometimes it is st.tod that trio 1 u L cij. »j linting

found its origin in th* auvent nth c¢ nt <y ]and. ci;

queried, but it is likely that th.'se Dutch landsvap-'
which gave a more or loss realistic rcpr*. lent ition of a
familiar scone made others re illso that a landscape may
be beautiful in itself and need not be reminiscent of the
setting of classical legends and architecture. For a

long time only Holland could produce suchlanded te

pointings , but they, too, wen to JUJK
At nt /
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ettent influenced by the mythological, unreviintic
conceptions ol the Italians, and the humble, unspoilt

country made way lor the ,randeui conjured uj by the

all be distorted to oraph.sine the majotty. of naturt

whereas the intimatt would u ually te ignored*

Approximately one hundia d yv .rs 1 ter the logical
development in 1 indscape painting took ,luce in England.
Tiic seventeenth Century Dutchm. n ha i shown the world that
landscape for its iwu :uke rDuld b* a si nilic ..nt art form

had shown the world that the scene painted need not be
imaginary but actually based on a pie ¢ of countryside

a:d
Dutch pictures were known :nd admired, and encouragea in
particular two of Dip land's most important painters to
look at th*
most ardent admirer of the latch, (7 ) but Constable, after
having le rnt his lesson from them, turn a to loon at

naturt more closely and discovered thv intimate aspects

sketches, which today ;re cor., tiered his im; ort..nt con-
tribution to art, reveal hit. deli ht in sj arkling lirht
which also brings oat . gay, lively colour which my be
termed more 're .Untie" than the Ir tb #reyi; a: d crownt; of
the Dutch, but which may only be more in i ti*. in more

his love for intimacy: a snug Dr.glish cottage hidden among
the tree3, a small flock of sheep wanderin# ho.ni through
a tree-lined lane, an I in his big,ar pi eturn th< little
things i a dog trotting home, boy dri :kir# at ; brook, a
little bout being poled <way from tHno 1 . Then fore,
although Const, bit. s picture.: till haw to p >a. a
certain Romantic grandeur to a-i1i ;1y tht demands cf t>
period, he finds beauty in .;inp Itcity. His two na
contributions are then the discovery of op irklin#

and subsequently of fresh gay colour, and hi. lovt
intimatt/

7) Turner is said to have stated that ateinf a fine
Van de Velde in ,a shop window had made hin : sea
painter. He is also known to have studied tht old
masters closely, among whom woa Rembrandt. Stu
C. Lewis Hindt Turner's Golden Visions, pg 4s:
Kenneth Clark; Landscape into Art, pg 98* R.H.
V/ileneki 1 English Painting, pg igu.
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intimate simplicity.
The influencc line continues with the exhibition of

Constable's h:y <uln in laris where it war; r by painters

who founded the Barbizon School did hot se. th Hay . :in. but
through th- .xriinple of their in.. diitt forerun! r ¢ - among
others Ielacroix - who had o n tin English picture, they
too, wi; hod for a implor and more- sine, r- ly natural represen-
tation of the world around them.

It appear, that the j tint re of th Barbizon School
mworked mo... dir ctly ft om nature, Ithou* h th- ir final pictures
were no. t lik, ly atill com]i- t .u in th etudio. Th .e paint r.
began to represent the lane caj.eina mor, photo# raphic
manner. Their choice of ubj ct war usually . impL..: lonely
trees, a neglected skiff on a beach, a few small harbour

Tie j einters attorn] f d to r pr a nt t> sc ncs as natur-

simple vision, unhm|&r d by ny omantic ounce]tion. each

picture is an ittcmpt to re,r nt the inple, visual iuag.
only.

The French Impr- ssiunists who followed on .fter the
Barbizon grouj firr.ly initi t : and c Itd the "v volution"
of outdoor painting. Th-y ilv y. j int a dir ctly from the
subject, and com]:1 * i tlir *ur with th model be n
them. They r ,r a nti only ti vi.-u .1 ns -tiun of light.

This method of j tinting ,ir,ctly from the subject nd not
from a m mory image or th int- 11-ctvr .a- in tion v-s the
first and until v ry i ¢ ntly th- mot imjort nt . thod vf

ion i. to b reon ir. the -rlysouth African j inting, part-
icularly in the work of Fri.. o- ru, r.

Impre tonism and natural ism - first brought t. r it
heights by th French - was to aj;j r almost simult n. .u ly
in iritctic .lly nil th. Wat. r countri. . Unioubt sly th
social and economic cireurnst met a ofth . cond h if of th
nineteenth ¢ ntury in ti cauntri . cormn r s mad th
period ripe to accent imjrc:a ,ur.ism (s ), but th two distinct

forms /

of art, and would ( v.nt tally) aj - oiito th rt which
used th- ir own f.mi liar subject a ft- r. Secondly,
urbanisation drov- th- ,-0jJ. t- viras nostalgia for
the countryside , and th rvfore th- simj i1,, natural
landscape d jAction of tlx impr, ..ionists could be
accepted.
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forms which it took in the Nettv.rl mds had i direct influence
on ouuth Ati'ican ;-tinting, and with these two schools the
"influence circle" closes.

IThe two distinct groups in Hoi:J nd which wore i rectly
influenced by the Hnrbizon School .no to i lesser de, roe by
the impression] sts wre th H«guc School - whici n.y be
t’ meci 1In true impressionist school - nd the Amst- rdum

IThe Hague j :inters (from Ihsi onwards) usually expressed
their poetic mood in pur- landscape r jr .-nt tionma. They
aould introduc- a building or a hum n figure now and ifain
to enliven the luncucipe, nd th y tr ated c;ttlc s if they
were an integral jart of th< countryside. In centrist to
the siurkling, li“ht ik irt- d Fr nch pictures, th- Dutch
pictures ar sombre, greyxna u. obile. Alittl 1 ¢t ?r (Approx-
imately irom lhsC) the Amst* ream School. v lojed, using
the same m ms m- technique, but cone ntr ting mure on the
human aspect nd suboruin ting landscape - .hich in the
Amsterdam pictures is usually i town or street scene - to the
hue. n Activity.

The n w ..mprcs. lonist methods mo te-chniuUt. were finally

therefore, not r-.. rk o/ idit t t h African ; int r. whpr>*
received th ir tr in ng in Eure; it ti . .of t nineteenth
century or at the b« inr in. c¢ ' ti fv n*itd ¢ ntury, or

who saw thr p intin in Europe itti. t time .hould ¢ rry or

indeed could not n .utii nfrical: rough uth Afrcan vy ,
but r tain d tl - vi. ,*n !ti. ir t r.. Fi aa ¢ o, r.fr
example, always wasa Dutch ro. ntic r LA t, Ithvu, t t

the end of hi. Ilift, th pur- Dutch c¢i ret r . >t <Kc . to
son xter.t. Hugo Laua' - [Itiiougi i ¢tr : 1 ii hr; .r\
and Engl, nd - h d irofuund d .ii- tlor. ¢\ » th 1:ti nin -
tconth ce ntury Frenchnv n mu hcor. UuJ- fitly j int I Prime)
g iety in r South African s- tt mg. , - r . mring Ltovu d
has own strong j int.r*| .onality to t an it!, ti

Dutch and the Frenchto ;roduc a typic il, .nr in* p Inting,
but not a typlc 1 South Afrlc n on. .

Th, /
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The development in literature ",nd painting runs
parallel. But in literature a style parallel to the
exhausted academism which immediately preceded impression-
ism, finds a significant echo and renmewal in the early
Afi ikaans poetry, while the n?.tur ;.liatic-romantic poetry
of 1880 in Holland only Later found its South African
exj oncnte.

heat,'.,, u! eiley, v/ordswortt xr.d Tennyson turned to nature

deCursors to inquire of nature why their lot was :0 diffi-
cult to bear, nor ”"Kkin, nature Imn uympathi“e- with them

lovingly . Little ¢t f

ilc*"ture had never been seen like this before and the poets

never tired of reve-.ling this beauty to any one who A-S

beginaiag to see n' turu nd life as it rv illy vis without
mviy romantic (which by this time had become Sentimental)

insincere attitude oi the ujp.r cia jes of the early and
]

subjects and their .jetting s in the grue o, .d, r.id

writers wished to teach the public to ve re lity and to
throw dead tr ;lit tor overbor.ri.

At the beginning of the nineteenth century poets and
writers in Holland tried to be romantic and failed jathet-

which was later known as "Prt.di| at ,n ] if/.ie". ini turs

of religion usually wrote thi.i tyj of work - hence it;;

name - and it usually took thv form oJ ;imj le, t 1ve

littie Sermon ia vrse. Orl i.nal i} ths a poemo wre sincere ,
but gradually they degenerated to .jentimtntal, unfelt .j c¢ 3
of rhyme which were easy for the man in the street to under-
N me ihey ieyuirud no elJort to read ?ad they gave no
cxhiliration or any emotion whatsoever to the reader. They
left the reader rorniort My passive. There w .i no attempt



to make uny innovations in t chnique, no uttcni, t to ore ito

, these littl* joctic sermon;: w re merely . following

real aims of art ml -i» i r<suit th-y h w no int nsity nor
road by th' original irotaguni;;ts uf th nfrik mm 1 nguage
and subs qu ntly .-ccojtod .o th< conteu, ur ,ry form of ,oetry
which could bo studied md taken an exawj le for their

o€
has b .n written in this style is in; v.rior, but one of South
Africa's most b loved poets, Totius (9), made this ,.;tyl his
own, and ho c¢r t d ; (try, jimplc -nd sincere, vhich is

true reflection o1 th South Afric m ox, rivnce and em-
otion of that larticul r period.

In iiuliund in etjroxit ly 1380 a younger generation
of writers and po. ts r,acted vioi ntly :inst this un-
ffclt, rh- torical, :nt im nt t1 rhyming. They were driven to
relentless critlcisc nd cond- mnation of 11 lit< ature

produced in their country durin th” oighti rth and nin, teenth
po-. to such as Vondc:1 «nd P.C. ft h d mecr vritt<n nything
young men Y re a bit olu r n; mor tol r nt, th y aid imit
that the re had be, n 1 few fi, ur during thv nin t cnth
century who had contri but, d v lu ble work, but by that time

the renovation was -'Imoot cor.; 1-t d and th jubl ;¢ it.iclf

Besides criticism, the youne men of 1860 thvim. Ivee

wro ., VWor of outslandir t, but 1though th y claimed
to be quit- origin J in 1j-- nd t chrii u ., tiny
were great admirers of th, /nfL . ts, . rticul rly
uhGllrjr 4nd 1 ets, 4d t M * nmi.t., j ortjeui ri)
INlau> ft, De ironcoui f und Zo1 ;, . i ir di. t r.etlv

shows an influence froai Engl md nd Fr .nc¢c . i;uv v r, th
1880 ports nd writ rs r ;.iuscitat( 1 lit, r lure ,n iiol* .nd
and contribut d work which may be cl 1 rom. tin most

They began to und rat .nd th iac minf of rt a,d lit- r-turr
ind /

9). }aeudorym foi J.D. du Toit.
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c.and they ro'ilio' d th it they w re not to toll / g ntimontal
little tstory, nor to glv: i little sermon with a traditional
moral ai1i1chvd to it, but th y h d to writ< in order to five:
dec tilt r-individufc. Istc eks”-Tcgsio voor de allcr-individueelute
vt (10 ), -net th 11 ti1i.; emotion hid tc be converted into

uoundv, words ind im y*.s which would intensify th t individual

fi i« ndti, thi Amet.ruam Inijr- . mioni.ts, did ind they j.ut their
vieual sensations into concise, cl ;r language, quite often
neglecting the tr id:ition' 1+ ruls of grammar tltogeth( r in
order to n kc their image more distinct .nd exjreusing their
individual emotion, which v g such n intogril part of their

vision, more clearly. Th y pap red *hr w.y for a revival

the men who were to follow to d”volo;. th ir art to t ike on a
very signific nt form.

as in i inting, th- ¢ impressionist-naturalist men of
letters had a great maiy followers, among th-m South Africans
who took from the Dutch work t! t which th'y could a, ly to
their own individual vision. ith ¢\, t<chniqu , frc-vdom
and boldness which w.s typleal of the 1380-m n, the South
Africansiamtod & ny .u,;nific nt word ;ictur of th ¢ty ;c .1
South African 1 nd.c.pe.

In many -tudi on Afrir r lit nature, th- vork h s
bean divided into thr main group a, prectuca by an introdue-
f°ry group. Tin 1 st wu rt r ofth Lr vicuo e rtury c.n be

regarded as a pioneering p riod when enthusiastic Afrikaners
Yet they strove m.inly to scibliah Afrlka mo is m indepen-
dent 1 inguagc r ther than to ;roduc w rk of rtirtic merit,

and they attempted to break down the ;r judicc that Afrikr ns

the beginning oi the tv. ntieth ¢ ntury saw th birth of

genuine - though by no me ns gr. at - art forms in Afrik ms

the visual reality in a rather simile .nd impr< asionistic

manner /

1o0). This was said origin illy by Willem Kloos.



manner. Thu country md its ;ural popul :tion, its flora
and fauna wuiu described as thuy appu rud to bu to the
spectator.

still based their work on the visual, but they introduced

an additional element, sometim referred to as i mild,
ation is apparent in this work su, Austin# a more mdivid-

In the third period - the so-called "Tydperk van Dcrtig"
the artist is conscious - sometimes too conscious - of his
individual calling and of his isolation, even elevation,

from the g(z

His work becomes more symbolic to ex;res. the deeper
emotional problems which arise as o result of the more
intricate and complicate i 30c: . condition:' nd obligations
which confront the city man. Now, too, the artist is
strongly aware of contemporary movements in Europe- and he
is consciously striving to ere te an art which can compare
and compote with European work. There fore he i far more
critical of the aesthetic s .lards of hi own work than
his predecessors were of their *$ who so earne tiy attempted
to enlarge the South African and so assist in estab-
lishing what was felt to be an urgent need - a national
culture.

to by some critics us '"Die Veortigers" - is moving towards

finitely attained in D.J. QOjy .rmaa 13 daer.aa :1 van “orik. )
This group is following the healthy exumile set by the
Men of Thirty, is influenced by th.em, and thuy attempt -
though apparently not always race*, ssj ally - to maintain
the high standard net by their lirod forerunners. (11).

Although the critics of ; .inting do not up; . r to ha/'v

divided painting into .aimi i .r pha.ies or j-riodu (V ),

but rather into styles (realism, impressioni ecoru-

tive painting, expressionism, surrealicm (11 styles

which nevertheless characterise the periods), the dot 1-

opmunt in painting in directly parallel to that in
literature/

11) CI R. Antonisaen; Afrik-a-nse lutterkun le van a.anvang
22 tot hede. Pg 261.
) See Matthijs Bokhorst: Die kuna van 'n kwarteeu.

13) A.C. Bouraans Painters of South Africa, katthije Bokhorst.
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literature and the same djvi ionn in time can be made.

So the quaint historically interesting work done during
the nineteenth century by Baine Bowler and Angus may
be seen as the equivalent to the work done by the Genoot-
skap van Regte Afrikaners. Zarly Sou h African painting
of the beginning of the twentieth century was concerned
with the visual reality only. Work by Hugo Naudd and
Pieter "enning can be regarded as the pictorial parallels
to work by the descriptive C. Louis Leipoldt and D.F.
Malherbe respectively. 0.Ll. van dun Heever 19 referred
to in the histories of literature either as a transitory
figure between groip one and groui throe - thus a repre-
sentative of group two (14) - or ir an io&ediate fore-
runner - even the first exponent of the third group (25).

The parallel in paint:ng i ' found in Pierneef'h work

Irma Stern and Maggie Lair er may be included in this
group, too, and their work oar. be placed alongside the
poetry depicting the coloured by I.D. 1iu Pier iR who ip

The third grour has :een -eor.ridere i to be the most
important yet from a rurely art: itic roint of view. This
can be applied to painting as well as to literature.
Opperman ( I® draws the student's attention to the fact
that all the most significant Afrikaans roe1 were born

within the same period - 1902 to 1914 '"..I. van den Heever
1902: N.P. van Wyk Louw - 1906: W. .G. Louw - 1913: Uye
Krige - 1910: Eli zabeth Syber.- - 1 14). Therefore time
groups the.m

esting to not hat a number of Sou*h Africa’ 1 most .im

portant painters join the group by time <00, e.g. Walter

n ' o

b.

work which are equivalent in standard, ut.-o' xit‘or,
lorm et expression and emotional impact to . contem-
poraries’ poetry. As in poetry the ntanduri ;n thi

painting is the highest yet attained in Sou* Afr.ewn, but

also strongly influenced by the contemporary Juropeai: art

>nns, In painting,

and compete with the European contribution to art which

is illustrated by the membership of the International Art
Club/

14 ) G. Dekker: Afrikaanae literatuurgeskiedenis. A.J.

15 ‘oetzee, S.C, Hattingh: Die Afrikaanse letterkunde.
) D.J. Opperman: Digters van Dertig*.

16 ) Digters van Dertig.



Club, and the International Association of Artists,

vic (M. o
Exhibitions, and by individual exhibitions overseas - e.g.
V/alter Batties exhibition in London, 1957.

The development of painting and literature reveal a
distinct similarity. Although one docs frequently find
work done in different periods which compares well with

each oi. , the work done by direct contemporaries or

during t same period reveals a deeper relationship. It
is, then, A only a similarity of subject matter, but of
vision, mode ,f expression and emotion. The period will

insist on a certain form of expression which no emotionally
alive artist can ignore and all will more or less express
the same aspect of true human experience. The develop-
ment of art in South Africa is a reflection of the devel-
opment and maturing of a young Aa ion's spiritual inheri-

tance and its history.

- Matthijo Bokhorot: Kuns vin 'nm kware eu.
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CHAPTER 2.

THJ

On the whol- the South African artists have neglect-
ed the sea as subject matter. P.J. Nionaber (1) suggests
that possibly the "trekgees" so typical of the Afrikaner
has drawn him away from the sea and into the hinterland.
Nevertheless the sea has inspired some work, and some of
this may be considered with the best yet produced in both
painting (Cecil Higgs, Maggie laubser) and literature
(D.F. Malherbe, D.J. Opperman).

Usually the sea affects the human being emotionally.
He will be conscious of an overwhelming power and an
eternal movement. He may feel that this power and move-
ment should have some reason or significance beside the
geographical, but he cannot find it:

3eg, hat jij *n doel
watvrwieg,
skuim-gospool?

Of jou kome en gaan
maar bedrog,

skijnbestaan ............. ?

[.F. Malherbe: 1. .
Die strand-brander
Karroo Blommetjies.

The sea is a powerful background. One can con-
stantly hear it, smell it, and fu.l it. It even appears
to determine and control everything nearby. In reality,
therefore, the seca air ady appears as a symbol - of power,
of greatness, of movement. Everyone will react in his
own personal w?y, and each indiviiial will aid a ; rsonal
element in his vision or memory of the sea. In realis-

tic representations the emotional element which is rem-
iniscent of the sea may be present. But in tueh cases
(e.g. the paintings by W.G. Wiles) the paint.ng recede 7
into the background, and it is a memory of the :ca that
delights or moves the receiver.

A view of the sea on a sunny day by 'Vh. W,Imm can

definitely be termed realistic, Nwrthelc it doe i
not suggest a snapshot. It has a distinct, Lnt 11 ct-
ually built up composition. The spectator's interest

is focused on a moment when the water is churned into a
white foam while a backward and forward movement compete
to/

1) Afrikaanse roman tematologie, pg. 186.
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to determine the final direction of the water's course
and it results in a circular whirlpool. This centre
of interest is emphasised by a "frame". At the base of
the picture rocks and silhouettes of birds are painted
in a heavier tone and a warmer, darker colour. A
diagonal line of breakers is in the middle distance, not
demanding very much attention in themselves but termin-
ating the important part of the composition and forcing
the eye to concentrate on the chaotic, circular movement
in the bay - formed by the rocks and breakers. This
movement is suggested by an intellectual use of colour,
varying from a yellow-white to a pale grey, the white
predominating while the narrow curves of grey suggest
movement - even to some exte nt suggesting a deeper tur-
moil. It is colour only that represents the movement.
The brush stroke plays mno part in the picture at all, nor
is there any obviously visible paint texture. It almost
seems as if the painter is ashamed of the materials he
has to use and therefore tries to "hide" them. The
colour is smoothed on to appear on the surface like a
lustreless, yet clean enamel glaze. It is possible that
this lack of "paint" and "brush", as well as the thorough
knowledge the painter obviously had of t it sea, immed-
iately calls forth the term "realistic". For this pic-
ture does not impress the onlook r as a painting where
the texture of the paint or the criss-cross of th* brush
stroke cause a visual excitement, but as an intensified
moment of the sea. The oniooker 1 ; forcibly reminded
of the sea, because a moment of which he i ; qui 4. cons-
cious but has never analysed i m"frozen" in the ;icture
and his memory completes or continues the vicious move-
o<
breeze. It is very lik ly that the picture could be quite
meaningless to a person who knows nothing of the sea.
The sea has to be experienced before n Wilon luoture can
be appreciated. The picture certainly hm cow-r - a
characteristic one finds in several of WileA* pictures -
thanks to a very intimate knowledge of the sea and
achieved by a conscious, deliberate composition concen-
trating a large, eternally moving world on a relatively
small canvas. But it is thv power of the iew which is
responsible for mak'ng Wiles "one of thin country's

finest and most popular painters of the sea" (2), It
la/

2) Jverard Read: The Collectors' Guide to South African
artists: pg. 24.



is not the power of a pr.Intinp; that impresses the on-
looker. One is inclined to question whether Wiles is
one of the country's finest painters, although undoubtedly

he is one of the most popular.

In order to appreciate Wiles’ pictures it is necess-
ary to study his aim in painting. This he explains at
length in the booklet:: Art - its spiritual meaning: an
antidote to "floion.: ~ " wh eh he was "requested to write
fifteen or sixteen years ago" (3). The title immed-
iately suggests the argument expounded, viz: art has a

religious duty to fulfil, a religious reason for its

all, but rather the aim of a moralist. The painting
has to assist in an attempt at social reform or improve-
ment. Therefore these pictures should not really be

rugs' ied as paintings at all if the onlooker wishes to

gain any emotion from them, for there is little that

arouses an aesthetic emotion. Nevertheless the pictures
have a power thatdemands attention, but 1 1is the power
of the subject - in this particular case t e sea - that

demands attention.

Or analysing his pictures it is evident, that al-
though the mediumand the application of paint may no*
exist in their own right, the compositions are built up
in such a way to suggest large, sometimes violent,
usually grandiose, movement. *he compositions are in-
tellectual, [

Collection well illustrate s Wiles’ ability to coilpose.
The spectator is pres ntcd with 1 view on 1 dark, tur-
bulent sea with a dark grey, heav ly clou It i sky above.

A large wave has just broken on rock and « :* uj high,

at that exciting moment when it just begins to curl over,
a few wisps of spray already fl, eking off the crest. In
the background another wave has broken and it t chum:rw

white 1s in full view.

The picture is built up mainly with diagonals and
triangles. The curving wave forms a diagonal, the
biuken wave another, and a slight " well" b tw. r the two
is a third All these lines lead to the focal point.,
viz: the triangular spray. From the apex of this tri-
angle the eye will draw new imaginary diagonals. So a

backward/
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backward-forward movement is created. The actual diag-
onals lead the eye inwards from the front and side,
vhile the imaginary lines load the eye back to the less
important rock in the immediate foreground, the highest
tip of the curling wave in the foreground and to the

sides. The triangular shape of the spray is repeated
i2i he clouds and the birds. Yet the shapes are no long-
er so acute, but more lowing, The broken line made by

the seagulls immediately above the spray is almost a

pei cot curve with a slight irregularity suggesting a

s vooping upward movement, But the curve is sufficiently
stron-" to br:ng 'he direction of the spray downwards
a m *JU cloud—triangle —although curved —continues

tite l.ne 01 the spray, causing the eye to move towards
the left of the picture, and this Continued line subtly

cloud lover down repeats the curve.

Superimposed on the strong diagonals in the water
are crossing curved lines representing the foam-pattern,
making the eye move in an undulating movement from left
to iv cr* . The composition has contrasts: +he acute
diagonals, abruptly :roktin by the triangle, the curves,
all j-orm'ng a pattern oi conflicts that brusquely halts
the eye before it can continue to follow the intricate

a very dark grey sky. A "cave" of grey in within the

The breaker in th,. distance is in full light, although
the ligc‘ : tnot ;o0 intense an on the main -pray. On the
left the area representing the calm flow-out of the

water is in full, yet subdued and cold 1ig;.t.

Ol he ..'hole the colour is realistic: a brown—green

water, a very dark purple-black strip representing the
hoii70n, dark brown in the rocks lit by touches of a heavy

painter towards the romantic. On the left, directly

behird the startllngly white spray it is a very dark,
deer grey, but on the right the two masses of cloud are

identi/iodby variation in colour. The upper mass reveals
ever so slightly a tone of heavy pink, the lower mass a

blue.
The/
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The picturd revuala no brush stroke, in fact no
indication of how the medium was applied at all. There
1s no variation 1in texture. [t is only after very
close inspection that the onlooker can sec - in the birds,
the flicks oi orange on the rocks and in some of the

lines in the foam-pattern - that the picture is executed

He only wishes to recreate
art, therefore, 1t fails because the material with which

it is made, :s no allowed to make a definite contribution

to the final expression.

—'M ; “er>on the other hand, does not suggest
"sea" so strongly in his large painting of a storm, but
he has attempted to represent the tumbling, agitated
turmoil with a vigorous palette knife application, and a
conglomeration of dark blues, n is, purples, gr.ons.

:he result is not convincing, probably because there ap-
pears to be no control, nor organization, in the com-
position +c em

the paint may exist and play an important part. Unfort-

unately, Toetzer atterr, ted to intensify the drama with

the dark composition is an intense white, repeated asxa

together with the conglomeration of clashing colour and
the large sir.e, result in an over-iramatised cloture.
Coetzer is more successful when he too, subordinates his

paint to the subject matter although the essential quality

of a painting i; then Ion*.

The sea with ships is a favourite subject with Nils
Andersen, e.g. Halaanha :ay. The picture iepieta two

orange and white rowing boats beached on the sand in a

Pianos of warm grey applied in short, fat brush strokes

cover the larger area of the upper half of the canvas.

In contrast, the left upper corner is a slight pink-
yellow, also applied with short, regular strokes. This
method o/ application certainly adds a sparkle. The
pale yellow is repeated in the beach, but hem it is
stronger, bringing the plane forward. Harsh contrasting
shadows of the beats intensify and cheapen the effect of
sunset, A metallic emerald green forms tin next band

oi colour representing lethargic, oily water. The

regular/
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regulai* parallel vertical stroken of paint cancel out
any suggestion oi movement. rhis 1 tck of movement where
constant, powerful motion im expected, together with

the exaggerated colour and the artificial, obvious light
are, perhaps, the major faults of the picture. Further
back where the acid green of the water merges into a
heavy blue-grey, the representation of ’“he sea is more
convincing. The cliffs on t e horizon continue in the
same colour. The simple pattern formed by their shape
eand the smooth, rich application of paint is restful and
pleasing. A band oi thin, soft grey representing mist,
adds a feasible and 1i,*ceptable romantic note. But,
unfortunately, the distant sea, horizon, mist and cliffs

f lera "ay 1s a picture in rh same style ts
the iormer with the same hard colour and exaggerated
light creating a sickly drama, rhe view is from a very
motionless emerald green bay with a most unusual water-
line, making the water appear like a mass of stiff
gelatine. On the beach m orange and white fishing
boat lies awry on the sands, blatantly forced onto the
spectator as the most important "figure" in the compos-
ition through a harsh contrast between light and shade.
A skiff - orange and white - lies in thewater in the
shadows tothe right of tr picture, moored to a dfift
wood pole planted on the be i *h. This crooked pole -ists
a long, clearly defined shadow. Higher up on the beach,
between the two boats, lies a third, but this is so oad-
ly drawn and so blurred that it is hardly noticed.
Beyond the beach are tho *1shO'inon’s wmott tee ;, orchards
and hills, everything showing up by tou 'he." if light.
The flicks of light paint in the background create an
untidy, restless effect that detracts from the 'motion
of magnificent quiet the painter attempts to express in
the fishing boat. The picture gives the impression
that the painter was overawed by the glory of the sun—

waa moved by other emotions than the painterly
and he could not translate those emotions into terms of
paint, shape and line. There is an intensified realism
in this picture which has an immediate, though brief,
appeal to those aquainted with the beach at a similar
time. But the appe il is the r suit of an association,
a memory, and has very little to do with an emotion

called forth by pure painting.
Andersen/



Anderson is frequently interested in dramatic light,
and - as scon in the two painting; discussed - cne so0o0s
how he attempts to express it In rn-my of his pictures of
the sea, e.g. Durbin Bay -it Nirht; D-iwn, Durban Bay: A
Ghi o at >eca. But in each c¢ :30 the- light ; « th atrical,
too forced and over dramatic. Consequently the picture
looses its subtlety and therefore *> loosesits aesthetic

value.

The painter i-! far more successful when he does not
use dramatic, romantic light as such an Important element

in his picture. The water-colour of a ship at sea is

The lines in the rolling ship, in the agitat. 1 water, in

the smoke form a convincing citterr. of condraxts, suggest-
wards the right of th composition adds to thv irregular-

ity and emphasises the une ual battle between a stormy

final, largest contrast, and unifies and controls the
whole #

his father, who wai a sea captain. Later, when hv tunivj
to painting professionally, he sailed in whaler?, trawl ."r,

the sea which was his favourite subject matter. (4).

But Andersen does not create a un vvrsal, nor a penr.anent,

nor an aesthetic expression of the aa. Me ;t of hi t
pictures are anecdotal .nd rath-.r superficial. His
pictures - like those by Wil - ar in+ r ttir.g, hov. ver,

as visual notes or incidental illu-trations to the liter-
ary work by D.F. Malherbe, (t).

Pictures of the sea in a more Im;r onist stylo
have boen painted by Terence Me aw and Harry Stratford
Caldecott.

Caldecott was perhaps mo t sucre is* ;1 wh-n he j tinted
in the style of the French Impr ssionists, whom he intim-

ately understood and appreciated (6). On cf his sea-

scapes - r'li ("ton - is a charming, sensii ve little paint-

ing. [t is important to consider and oxami < for thin
small/

4) Letter by Nils Anderson.
5) See below: pg, )) -40
6) See below: chapter 3,
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small picture has a definite artistic, painterly appeal
which is stronger than the appeal of the sea. It is
worked out almost entirely in a varying grey-blue and
given a misty unity by its dark support. Through the
fine, thin, transparent handling of the paint in the

upper part of the picture a haziness is suggested - so

movement, thanks to tie irregular brush atrokus sweeping
over the middle area, while the rocks with the boldly
applied paint, deeper tone and stronger colour add stabil-

ity to the foreground.

Maggie Lauoser's expressive paintings of sea birds,
fishing boats and fisher folk are an important contribu-
tion to South African painting. "Her many fisher cot-

0
often used for exciting decorative effects of colour and
shape. The cottage dwellers an wusually assembled

round their door with a panorama of sea and fishing boats

paintings of the scs. are excellent pictorial parallels
to D.F. Maiberotia well-known novel, Hana-die-3k;pper.
But the painter herself feels that the farm with its
labourers ari animals is her sub.eot: " (Ch meet u vertel
dat ek op 'n plaas woon on net die dingo skilder wat ok
elke dag om my siun............. Sk hot die plan lief: die
volk wat met hul werk busig .s 6* en om die w rf on op
die lande, die diere, die guns , tie emi - di ‘ alius
het ok hior op ons plaas." (B) There fori a more de-
tailed discussion of her work will be found in a later
chapter. (9), Her pictures of the sea and the fisher
folk are merely mentioned to indicate M.eir importance,
and they will be referred to again later to point out
the similarity between her work and that of D.F. Malh-roe.

In her most recent work Quell Higgs is successful
in her paintings of the sea, Yt it appear: that he
felt attracted to its overlrvting movement and mystery
long ago» and that this movement, this "spin t of thv sea"
has been suggested in still lifes and int riorst "
while painting the interior of a house near h sea, as

in/
7) May Hillhouae: The art of Maggie Laubser. Trek.
Vol. VIII. no. 23. May 5, 1944.
8) Maggie Laubser * Waarom en hoe ok skizdur. Hui sgenoct.

Deel XXIII. no. 908. IB aug. 1939.
9) See below: Appendix 1. pg.1$6.
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in Or.runt, ...... she will introduce the rhythm of thu
waves into the room, booauaj this movement has become,

by perpetual vision, the rhythm of her own being.

The lamp on the table will incline like bo its on the sea;
the lines of an armchair and the sitting figure will sug-
gest the curves of the breakers; and the colours will be
imbued with some salty fragrance, like the sea-gre,n
fruit and the light sea-blue lampshade." (10). The still

life, Ztom (11) - a group in which the main object is
a freakish piece of driftwood - creates a similar atmos-
phere. This picture appears to be rather surrealist in

character as a re mit of the strange distorted, dream-
like object and the atmospheric, mysterious area surround-
ing the central group.

Cecil Higgs' work is often recognizable by this
slight surrealist element, but in some pictures it is more

noticeable than in other -. <Su erfici il reality plays a

'

small part in the painter's work: "Cecil Higgr is 'n

boei haar." (12).

Thu painter absorbs all the subject lias to offer and
she expresses it in term:- of sensitive, varied paint sur-

faces, harmonious colour, and lines an.l sha, ;s very fra-

Some pictures ar vaguely re:..ini."tc of the scene,
a.g. Rook:; wd J;r-t.v: Hanrklip, venin, . tli*nhf /Vest).
The last picture is a relatively realistic representation
of waves breaking violently over hig- piles of rock.
The picture is powerful through i :-weer ng linos and
p base of hoax
ing to the spectator a f ar of n ntim ntality. (tig.

-m - . 111

Strange primeval shapes representing rocks form an in-
teresting, all-embracing pattern, causing the ey to move
in a repeated circle. Sharp contrasts in ligh* ir1 iark
colour suggest glittering wut surfaces, ini th smooth
vertical streaks o” paint r presenting treaming, drip-
ping water, intensifies the surreali t emotion. The rich
application of paint together with th- cool colour and
the smooth curves within the circli suggest a retarded
movemont that completes the surrealist sensation. o 3/'
ea

10) A.C. Bouman: Painters of South Africa, pg.109. illus.
: pg no

11) Reproduced in Skone Kunste: pg. 206.

12) V/.ti. Serton. Skone Kunste: og. 200.



Sc'it Movement is entirely abstract and suggests
movement more than sea. The colours used - bright
orange and green - are not the traditional, cool colours
associated with the sea, md an this is a complete ab-
straction this unusual warm colour detracts from the
emotion of sea that the movement in the linear compos-
ition docs su
bands of colour that inter-weave and yet follow a dis-
tinct design so that the eye appears to penetrate deeper
and deeper into a fathomless depth. The Vortex is a
similar composition of paint revolving round a central
focal point. The paint is applied as an impasto, streaked
and scraped with a palette knife. So the varied
tures in the paint surface assist in the suggestion of
depth. The general colour is dark - blues and greans-
with subtle, slight accents of complementary colours
and light. The picture, with its spiraling, receding
paint and colour creates a strange, mysterious effect

Rising_ . gests a romantic

element which /3 stronger than the surrealist.

Cecil Higgs' pictures suggest in turn i ifluence of
the nabis, the expressioniste, of sur-> VIism uni roman-
ticism. The painter appears to be t: orough77 fomi-t ar
with the various contemporary styl a end trends and she

b

is able to combine all element.- to ’or:, u s yle that is
typical of the painter, her country -mi her period.
Sea Hiri- is an exam: V of sucha typ col paint ng. -" 4
is a "memory" picture - porhap -wen - composite picture -
of her much loved spot, Hangklip, ape. An :ri'ugulnv,
hard flat area of black-brown pain rupresenting a rock
forms the centre of interest. Arrund 1 a dry, white
uubl&
rock, and sweeping brush strok rcome awn the r g** r dc,
curve around below and terminatein a vigorously uppliel
impasto in the left bottom of the pictur . Go an ir-
regular oval is formed that; is omphat cally sugg itivo of
violent movement. Within the curved stroke of the water
in the wupper right of the curve,a conglomeration of
short diagonals ofan intenser white alternated here and
there by very dark but very short strok s represent
the excited birds. The centre of interest, namely, rock,
spray and birds, is similar to the Vort.-x in its spiral-
ing movement, but more powerful and less romantic and
mysterious. It forms a circularly moving entirety

against/



against a relatively calm blue-grey and subdued white
background. The spiral ends with a lighter stroke

within a dark area of rock, but is picked up again by

a darker stroke to lead the uye back into the main sweep
of the water. The paint application in vigorous and
robust, the shapes formed by tile water, rock and spray

arc jagged, the lines in the birds acute no that the whole
creates a strong impression of ternpentuoue power. Al-
though this is far removed from a realistic representation
of the sea such as those painted by Wiles, it is a far
more forcible, a far more personal and a far more paint-
erly reminder of the sea. Indeed, its cold colour -
predominantly grey-blu.. and white with a cold black-brown -
the contrasts in paint texture, the irregular, sharp-
lined shapes, all contribute to suggest to the spectator
that he fuels the icy atmosphere, and hears the rushing
water with the shrieks of toe birds shrilly intermingling.

This is an expression of the sea that has more than a

local meaning. It is an individual, deeply sincera ex-
pression of the sea, anda poem by one of the painter’s
contemporaries, van den Heever, gives a similar
emotion:

Die sue ae skuim spat kokend langs die rots
wat bruin geskuovan skulpe is: ek hoor
die dondering waur golwe sneeuwit bots

Die see dring swaardvr om die skoongewasse

en gladgerolde klip ot skuli. on gruis,
waaragter roerloos glnnn die he 1dvr plasse
wat straks sal wegstroom n di . swaar g bruis,
Lk vlug -al vender voor lie water uit,

met elke golfslag spoel dit nader aan;

die kolking wat hivr siddv-rend waai en spruit
laat my alienig bo die waters si sun,

maar straks verguan die kans om nog te vlug
on is daar nt xns m or 'n pad torug,

Die Rots:
(Hondord Sonnette)

The pout ,makes use of similar subject matter. The
sonnet suggests a similar strength, excitement and wild-
ness as is suggested by the painting. Th< Juintt r’s
visual representation suggests the sound which in actually
recreated by the pout who, in turn, nugg ;tn 1 visa L
image which emphatically reminds th reader of the painting.

The emotion the sea arousen in Q person is difficult
to recreate in descriptive words, and frequ ;ntly the poet,
who writes a straight forward, unambiguous poem will
merely summarize his impressions. Hu may use- words that

stand for powerful sounds and huge size, but their use
will/
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will not bo convincing of the aoa's granduur. Rocks

and eaves may be compared to greit architectural edi-
fices, but the comparison will bu unacceptable. Thu
movement may bu expressed in terms of senseless des-
truction. But nevertheless, such a poum (.,.g. Op Knysna-
Strand by H.A. Fagan) do» s not rucruatu the emotion that
the sea calls forth from the onlooker. Sometimes such
an unambiguous poem may attempt to express thu sentimental
longing for the sea. The weak, regular rhythm will lose

the movement of the Sva completely in the dreamy, slow
tempo that irrevocably bans any emotion of the power of
the sea. (e.g. My hart is siek van heimwuu - by J.R.L.

van Bruggen).

In painting, pure re ilism may still be accented to
some extent because the visual reminder can bring back
the emotion of sea to the spectator, but a successful
poem needs more than descriptive words. As han been
discussed above, a word symbol must be converted before

nresunts the spectator's visual memory and no further
effort is required from the onlooker. Paradoxically,
however, the good poet has an advantage over the realistic
painter in some respects buc tus. be. des presenting a
visual image - although inevitably not as iccuratv 1is the
painter's - ho can also ruprur,.nt movement by means of

rhythm, and to a considerable extent h, can represent

Rots . The first ight line can bu regarlel ar
against thu shell-encrusted rock. He sues the violently
breaking waves and the resulting foam-topped pools. He
sees the smooth rocks, th shells, the rav 1 md thv civ vr
water, All this the realistic paint r ¢,n »» wmmt, too.
But the oout gives more. Hu ruer ate the boi I ng of the
sea with hard sounds and gutt-rals: Diu so skuim

srpat kokend langs dxe rotc / wit bruin >-kub van skulpe im
in sa&to s oppif.heid verloor; etc. He recreates the sei's
magnificent but ruthless violence by means o’ rhythm. The
irregularity of the rhythm emphasises the r .:-11 ss power

of the sea. A '.Vilus-picturu with its meticulously oon-
sidured composition cannot recreate thnt violent pow r to
such an extent, while De-i Hird:; by Cue/1 Higgs vith its
spontaneous composition, its varied paint texture and its

intensifying contrasts can.
Hoe/
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Hoc die golfrup hiir bard,
o'er die rots
dreunend knars,

nos 'nm blind-hollend ros
onbetou'el
wild on los

Maanharv swaai
in die wind
rondgesaai -
ski tte-rendu skuim
opgoskiet
in die ruimj

(D.F. Malherbe:

Die strand-brnnder)

Although thoso two verses ar not as powerful, noi‘ as
expressive, as the first eight lines of the sonnet they

too, assist the reader in forming his visual image by means

of the sounds and the rhythm. "Met 'n maklike, swierige

bdwuging van die Vvrs word die ritme van die brander getekon"

writes C.M. van den Hoover. (13). The rhythm is irregular,
but strong and it emphatically suggests the rise and fall
of the water. The sounds are a convincing recreation of
the sea's sound, and the images although somewhat hack-
neyed, nevertheless have a nparkl-- and fr ahness that en-
ables the reader to form an accurate visual conception of
the scene the pout describes.

D.j. .1 o
from Germany where he had made an advene d study of Img-
0

and hv particularly rooro ted the scenes in natur.. that
had made a deep impre, -ion on h (I4).His 1ove for
the sc is already apparent /n *m mbov-.-munt.on a poem
which appeared in nis first v a , and which air, vdy in-

dicates the more mature work of th much Jv r Jm re , (IS).

His work is predominantly lyrical, bu* often in , pit

feelings he is at his best, and his vor.uas th n have a
momentum that carries them on w th an impr v iv vigour.
Yet sometimes hu is Lnclirv t to moralinv or to r*a on.

Thun all fueling, all intuitive moveinaa" di aupper ¢ and

the result is an empty, rhetoric nummary of impressions or
thoughts. (17)

The/
13 Uitge
14 Ibid: Pe. 9.
15) Ibid: Pg. 16.
16 1Ibid: 1

17) Ibid:

(16)
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The rhythm which is jjical ui the  vut's v/urk and
which is later to he characteristic of his prose, too,
is slow, dignified and sweeping. tie has a prelerence
Coe ng sounds.
Undoubtedly this rhythm and sound strongly assist in the

suggestion of tae mighty movemeni of the sea. It adds,
too, to the suggestion of larg,ness. aven in his early
work this character:; ;tic tee 1ii is >irunti

Die see is vol ven eeuwighe;a,
van golwedeining op en neer

tot wiegelwerelde uitgeSj-.reid

Of maat van eincteloo.. aom en keer.

(klokgrassies.)
In the voluwe ho;.idr i.pm many oi h;s best goe.us are

presented (18) and several have the sea ae subject matter.

\Y s. ;g na d.e sau!,gekor. te ro sc- reveals the poet’s
heart-felt longing for the sea. The i*.ges in this poem
are concise and accurate, convincing 'ae reader of the
poet's intimate &no" ehe of he .“ea, Similar poems are
the peaceful, lilt: ~ o s,r “r van a.e br.inper .uid the

descriptive poem telling the reader ol the poet's love

In Verby the colour of the sea, the .nooning Id.8h.ng
bent, the plunderinf, sea :l1r.n;, the .u,;ge.sr .on of 1 north

implication is made, no symbol .. put forward, the images,
the rhythm, the entire atmosphere of the poem suggests

a greater ending than merely th end n. ol Lyearly season:
it suggests a completion and the passin. of a period that
can never return again. in til,a. 1 the rc ii stgui-
flcanoe that the sea has for the poet is .aai. itva:

"My siel is oorvol van die see, van sy dreui.in ;, ........ "
The sea, with its rhyttim and til my ter., has becomt
part of the poet's being, ho ia .rabued witc the :*u

All these poems ol the sea - wori pictures, ex]ses-
sions of devotion to the sea, symbolism su, ,vst-ai tthe
sea - merge into one in Malherbe's beat known novel;
Uano-dle-tiKi puer, and the quoted 1me fvon mmst, cun
be accepted as a complete character!ration ol Vue book,
lor the reader is constantly aware ol the ov i, own though
the actual descriptions of it are relatively scarce and
very snort and concise. The life ol the main character -

Hans/

Ald) C.M. van den Hoover: Op cit. pg .7.
Qoetzee en tia



Hans - is determined by the sen: it may even he said

that he is enslaved by it. Johan, who hates the sea,

is nevertheless bound by it. Meenter - in whom some

critics wish to see Malherbe hinnelf - allows his thoughts
and philosophy to be expressed in terms of the sea. But,
like rhythm which runs its steady course throughout the

book that makes the rear er sc very co t ‘ious of the sea, (1 7).

The long sentences with the many syllabled words,

iples all add to the sir e.it.ion of a swell in* and then
a breaking movement. T.iu regular recurrence of the
long words which van only be .~ oken lowly <creates the
impression that the movement will never e; I. The same
rhythm is found where the sea is not denariied directly,
and because the writer has vlear:y .tated the importance
of the sea very near the te- inning of the took (chapter
two) the reader is strongly aware of the tea in the
back 'round. (20).

Because the tempo changes only slightly in the entire
k. '
place and hampers the action and development, e. . when
the fight between Johan and Rooi-Koo i ies -r:bed. .71).

Certainly the rhythm fains some speed through the
shorter words, but the long sentence as wc.l as the long
deliberation cancel out any en. e o*ex - te -at cr a#
ation. Swift reading - whi -h es> * acre - !¢
impossible and the anger expre. ei -an r.axi.y icnvin %
the reader of the “onbetou- 1 irhf" f *%*m-wo aic.e -

cent boys.

AH in his poetry, Mulderbe h. ex-***or." o *r >
over his language. He i: reju'ei to be * e 7 re* Afri-
kaans writer to recognise thv i ‘rlns * re % - -u’

emotional value of Language itself ( ), a:d * hi gen-
erally recognised that Malherbels pro e 1 X 1s a
milestone in Afrikaans Literature j). L ,o r >'yy
the character of his prone is predomlnan"y :yr 'si -
consider, d by some to be too lyri m1l .4) - ani 1lh per-
sonal lyrical quality 1is expreased by n vigour uni a

rhythmic momentum emphasising the inner per on .l though *s

19) Appendix 2t No. 1:

20) Appendix 2: No. ?:

21) Appendix 21 No. 3s

22/ A" Dnkkeri Literatuurgesk iedenir: pg. 16' .
23) P.J. Nienaber: Mylpale: pg. 148.

24) Dekker: Literatuurgeskiedenin: {g. 166.



an inherent expression of the writer’s attitude ¢to life

and philosophy.

His vision 1is broad- fchal

hamper the aloof dignity o1 the whole. All the characters
to | c A

must emphasise and assist in putting -.cross Malherbel

message to his people, vis: th- not Il ty of labour.

The background to his story and the inanimate ob-
jects usually act as symbols, and are used in j irablts
and as personifications to assist in cmph .sising the author's
main point.In Han-—dlc-iklpper the sea and its contents
issynonomous to Hans' life:

Hy was nie meer Hans-die-.l'kii p-r nie, nie mecr-

op die see nie, maar die deiningself, 'nstuk van
die see self! ( pg. 156 - 157)

and:

IEk is net soos dio skulpe, vroa, w,t ver op die
rotse te lande kom en daar v n setrek aan see-
water doodgaan. Zzr. 1S sobs d e v:s «, vrou, wit

(pg. %l)

The new fishing boat is the symbo. of Han. ' future
hope:

nawinter sal jy 'n lew si.n hi r ty d:e vissory
as die nuv/< skuit - laat die er. ste r<’Sns net

nie, dan haul onr du 1 « k » n van ite
"sgtydl" (PR, i4 1)

Meester frequently us s t e ;e as a ralLgiou: sym
bol when he tries to comfort the pie, but -eensitivc
folk who are puzzled by the apparent Lacs of consi der ition

they have to encounter in life:

"3ien jy, Hans," sft Mec ter, toe iall wuit. <..v

b

sou gaan, "daar is 'n Stuurman wit die skuit in
hande hot - jou skuit en mynv, elkwn .yn en Hy
voer ons wa.r hy wil, somtyds op gludde, pit ;i.-igt
see, somtyds in die storm, somty op 'n vitry a

hank ... " (pg. 192)

The rhythm, the language, ti.t idealised reall im and

symbolism all combine to form a sincere, sen. it.iva whole

with a considerable power. / C.M. van don Heever

25) F.H.J. Malherbe. Aspekte van Afrikaansc- lit uratuur: pg 34.
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P.M. vfin den He>vPr has u. eu the .ui aa u symbol-
ical tnckground too, e.,% in the .'hort ;?torio:”: Ttr”":

na dje act anc BrocHU;rtwis, both to be found in :!iiny.or..

It is particularly inter- tin# to compare - Krtv.!'. m
with Han»-die-Skipper. The characters in both art fisher-
men, but while Hans f vis th it t . his holy calling

and he wishes for no material reward, the brothers in

Van den Heever*s story destroy themselves through avarice

and a desire for mastership. V/h<n the characters are

1
trusting Hans - “uite convincing and .cctpttble in his
own setting - is an impossible # non—exis i;ar*t figure when

placed alongside the hard-bitten, disillusioned Adolf

opposite®* extreme to express the ugly m human nat <t« when

it is out for material ~ .in.

In Broedertwis the storm at sea and the emotional
storm of the two brothers merge Into ont. 'Tic storm
nader" refers to both. The storm is described, while

emphasis is shifted subtly from on, ispect to the other -

'

nag kan baie dinge gebeur, en g n mens sal

nag moet die afrekening kom. Lon van hul.-
moet die baas word.
(pg. 176)

This interchanging pattern recurs throughout, build-
ing up the tension, .
ing hatred in the brother rac( tov.\ rd. th- ¢ -X.
When the storm re iches ts i'll , i 11-ie. tract, v- f'sry thi
brothers are insane with tht 1- .r ol dath tnd irvi‘al.y
hold each other rt:)ponsillt for th< Ir .r* d c -ment. The
next moment the broth*, rs set |y th( light of - flush ot
lightning that a bn iker carrier off two co oured .s. st.jmts.
Then darkness envelops everything . Th- bro* «ars re tsi
the futility of their mat* riml di «r* |, but 1 1is too eee*<,
A final mightily swelling wav< en(all’s the Is !pi«s.- 11'tie
boat.

The tension is built ip largely by soc ation and
images. Before the storm 1 rd: fly rrac"t'u 1ly overhe ad,
stars twinkle in the iky, the boat move.' smoothly. Theu

the birds fly home swiftly and directly, the clouds, cover
the/
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the stars ar.d cincel out all light, the ;swell becomes

or
knocks the boat out of its con *e. The plume-top]ed wave.s
grow darker and darker. Th ni,:ht become, t. aik.-r.
gradually but relentlessly the sea incre ..ses in its des-
tructive power and grand<ur until it is liki a night-mare
sea swollen to ovt rwhi Irning size. The little boat is

described 1is a crazily bobbing cork ..ad the climax is

The next imago - pro anted ..iter ncore iderat: Ie and com-
plete pause - 1is one of perfect peci .n uiet: the mother

of the two boys is waiting at home and thinking of their

gives it more dramatic force, and ii forms a good finish

to the story.

A comparison with H.lherbo’s description of a storm

fidence of the fisherman i wuppermost, and he even appears

to have the .torm under his control. Van den Heever' i
Van den Heever*3 s. tis dark, o;nous, :u.. of < a intic
movement, Malherbe's r< ia mcr ly thru <¢e . ng: .6

In Van den Heever's story the ten ion almost rt iches

form, keeping the anxiety of th, rc .dor on th, s .me level.
Neither do the Ir .ges in ‘uih*rbe's d«scr::t: on contribute
so .convincingly to th< drama as those uad by Van den
Heever;

Die ekuit het so nietlg gelyk son. 'n Kkerdop

in die skuimende en skuiwendu, milundo »r, roil on ,
gupende en oluitende waterwoe. tyn, en die honderd
seearms het begeerlik gegry. ni hull( om hullc in
te trek in die dieptu.

(Hans-di o-1kl] .>r; | 1.’
Here the present participles do L tr ct from the
chaotic violence that 1is characteri :1c of a tor: , ani

suggest rather the calm, pow< rful, dignified movement of

a peaceful sea. Comp; re Van den Heovirle le crij;tion.

Die mas kraak of dit soo; In jot Iood sail tfbreu k,
Hullc klou aanmckaar soos tot hullc twee .euntjies
was en 'n nare droom gohad hot .... Dan swol 'n

golf guweldig omhoog, dit is of 'n reus die lootjie

op ny vingers laat tril, dit sak met In dowwe gekr aik
in/

26) Appendix 2: no. 4:
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in die diepte wcg en as die golf met sy om-
krullende akuimstre* p weer op. tyr,kom die
AN

bootjle nie weer tugu™f nie ... . u
The rhythm is short, abrul]t. The aoundn ire hard ,
its softer sounds - dowwc- - /md its present participle-
- the p

ening movement roundin,- off th« e.imax <-ompletv.l,/.

Van den Heevt r use- startl\n, vxtreme. md contrasts,
moving with dizz.yinr rapidity from one nd to the other,
giving the realer the imprt.-.sion ot being recklessly thrown
about: (27).

Malherbe's description is more eleg .nt. The move-
ments ire not so "acrohtt c¢c". The re ler ¢ ;n follow
II,ins' little boat in his mini's eye far more . ;sLly, but

The "slinger-skcinme:" in Van d-r \4 r*description

is far more chaotic in its suggest:c.. M *n thttleg mt

A short story demands more concentration md nore-
rapid movement than th* f 11- <ength rove . and this ma;,
it 1s more likely that each writer wished the st i to form
a background to his charxcter® « - 1 :ei.ck'io\md th it would
reflect the nature and persona.ity of hij-'ople.

Hans’ eye; the ea cou.d do no wrong; ° v afr or 1

the storm at sea is like t* bi« , mignifj .r.- echo.

The powe ful com; os tion. :n W .es 1 | 'cl gt come )
mind when one re.ds the de cri.‘lon of i >;onr by Vin le:

In the seascape illustrated (.--9) on- a @i th< lark 'ea,

birds which the reader visualis.es when h« rt .eis
'Sy

sea can be placed alongside the Wlcs' picture* , }irtLo~

ularly those representing the sen dsrir./ 1) day.

from an artistic point of view the writers havt made tht

more valuable contributions, mainly bee iase they rested

their medium and so have ere vted a piece of work with a
more/

2.7) Appendix & no. 5:
28) Appendix 2: no. 6:
29) Fig. 1.
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more lasting valu' than the pictures by Wiles which merely

give a superficial recording of a seen-.Nils Andersen':

fishing boats in ”"ald”iitha Bay and er» :’t I
te" D "

demand far more attention than thtpain" ing.a

Laubser's Fishermanls Cottage (JO] aecentu tt,s and mten-

M . K d >

Malherbe’s description takes on a deeper me n M when

placed alongside the painting, for the a;mpiic;ty and

poverty stated by the writer but defeated by 'he digni-

fied style, is fully expressed in the picture by smp.e,

apparently primitive me;ir.s.

In comparison with the descriptions of storms ac sen
by Malherbe and Van den Heever, the poem

see by D.J.
in attitude towards the- same subject matt r. Mal herbe,

three different periods in Afrikaans literature art of

the three fundamental styles and approaches discussed

*
|

and appreciated realism with a cert .in amount of idealism

realistic settin s and images but m in liv .dual vision,

works almost entirely with synbo lurrcalit

symbols
that sup rficially have wui uncanny rt. :st;c appearance,
but throll a- relationship to other symbols and objects
take on a T-..ter intensity md often t psychologlea:

merely an , .re uc, introducing iction, ass' t..ng in

character development and offering a 1L . r«asot. to;

Johan's subsequent behaviour an 1 Hans' ti si .us orrrtn*.

'

a way that the reader forms t n ilistic mmt picture,

'
a symbol - a strange, grotesque, gigantic nd ent rely
fantastic bird - to express the rtorm th t s now not
"described" at all*

g./ . Oiq. IS - 1
one of the most important present day Afrikaans poets.
With his very first volume - HKilmg Is'sh ,

he/

30) Johannes Meintjes: Maggie Laubsir: il lus, P8
31) Appendix 2: no. 7:
32) Chapter 1.



a maturity, a new, per.-on <! vi Lon, an enrichneat .id t

renewal of subject matter, and an out.-it .nd:' technical
(33),

South African things; of histor.: o ev nt.i tr I character/

that everybody knows about; of -n'ma' , flowers, farms

with their labourers and .nimals tha everyone has seen

typical South African elements nto hi. ty:Lol:;m >veal-

ing them in a new, more :nte-nse .:#"ht, ,ivir. then: in
entirely new meaning th.it r* fleet; t / r«)\ im.'notion-
al situation md problems of his I1lin',. ML 'thele. ', th«

South African elements h wuses are o d'"cot, 10 c]ear-
cut and so stripped of any rre.eva c:e * t at hi. wor-:
forms a complete South African reality a fact, Kls

symbols are so pure and accu:--t< that re cr tic felt

compelled to say: Ma ke konkrete beel in .'.a ons Afri-
idee, hot niemand nog by ons ber. >n.ie." 3:0.
This "concrete imager, " F.h.J." .. . "te te <to

a reaction a, ilnst the somewhat vig'i-, or m-tr ;0 -% lilo-

sophical work taut inuned: .te.y r ce = d O: w.r*s sig-
nificant poetry, but, on udyin m'n *rran’ contribution
closely and comparing it w:tr t o th% arcia .a T-
realists, it would appear th; « th c r t; v, 1
strong inclir. it ior, toward su Tea. * \ < WO'*k "in
its entirity is not purely surre . ." , . t) rov :h if
acute focusing on part ou r Ot - ,d ’¢  vert al i

Although om almost imm d'at* * ;t'n
with surre ilism "its aims lav fo md rur<r e B o
expression in poetry." ().

that surrealist elements have found their "/a 1 .to 1 >t.

South African poetry md j ;' nt:r.g.

Briefly, the characteristics of wurre .1 o «>t

are revealed in both art forms mayre enu .v:ated.

The surrealist expression was -m alnc.' d 1lct rt.ir:-

of social unrest and 1in Europe its firrt pi. . \ z: 1 1,

"arose as a reaction to th* futi lity of t ;.rstWorld

War". (37) The dadaists ".oieeiiieeens dv -ide i < irj y every-
thing/

. m Di( Afrik.ivin <
34) P.E.T . Malherbe: Ons Eie Bovk. [j/0.
35) Ibid.
36) Alfred Schimeller: Surrealism: pg.
37) Schmeller: Surrealism: pg. 6.
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s s o« s W o . , CO t,
and our symbol was the null and. void, thu vacuum, the
hole." (38). One of the Ams was to destroy all accepted
stand i-rds of patriotism, honour, religion, wunbition,
human greatness. So the movement bcf.m by making a
colossal caricature of human socle ty, and surrealism
proper developed from this leaving a world visible and
famili tr to members of the herd and penetrating the sub—
truotion was encouraged so that the individual, inner*

ty and so to expr<
the subconscious the surre .lists made use oi the dream
"with its absurd encounters and transformations, its
time, no defined space, no boundary - except in th< un-
related objects thems Ives which are civ ir-cut, stand out
in stark relief and which re represented wito utmost
realism, having i 'Wr. ssy rigidity" and "cold gem-ike

»

shadow - for the shadows themselves irt imbued w>th a

that surrealism arouses in the rvctLver is one of stark

a surrealist work has o fascinating pow, r th t hods the

t, and
dalvado'* D ali. That tht two irtists - . vp. rm -n
and Alexis Preller - reputed to be among the 1c¢ iding pOvts
and painters in fouth Al’rica today, a, oujd show symbolic
expression in their work that is rtmin ¢ nt oi b —

realists is an interesting phenomenon, but on. that cou>d

use the term surrealism, although they do do cr !* trie

emotion it creates.

"Ons kry by die losing van hiordio pofsii (v .n
Opperman) tog die sondorl ingv g vo*.1 d>t b, ur-
telings die meos gewone on die vta cmdste, d e
natuurlikste on die meos verrannende arm ons
voorgostel word, of v. elei.r: ons onderg an 'n
v/onderlike deurmekaarnpoling van gevot.leris

van uirokte vertroudheid on van absolute verlore-

wees t.o.v. dieselfdo dins. Ons .cel vrt«mdo/

38) Goorge G*z , quoted by hchmi 11<  pg» h.
39) Schmeller: pg. 9,
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vreemde vertroudhcid met hierdie lewc, aod A

ons verwonderd at.vm d;t ona die vanaulfa,rekende
daarvan voorhuen nooit ad ervt.ar heir nie: w,t
ons diep-in vermoed of geweet hvt, maar wat vir
°na gewone denke nooit eintlik /< otw.n hot nie,

1

ons steeds daarvan tewus iat hierdie V.,erheid
min of meer tot 'nander, die;er wé&reld a.- on.:
s'n hehoorA, tot 'n w8reld mderkant di« ,/rense

A favourite re ,lm of the surrealists appears to he
water, the sea and its contents, the leach (or desert)
important epic - the sea, fish, tci weed ind ghost ships
play a large part. A "wave rhythm" runs almost un-
disturbed throughout the entire work. Where it is halted
by astartling st tement or a nervous action, or eclipsed

by a recurrent, regul ir n .rr tive rhyt-.n., the contrast
always begins to flow slowly, gradually it swells, reaches
This torpid, yet powerful rhythm inmud itely crt .tea a

surrealism, and it inten ;fits to ere ,tec 1 sense of

unreality. (41).

Opperman combines re .lity with the supernatural,
high-lighting the une mthly:

Wanneer die maun opkom, u.t u.ke*rsk

diep onder uit die lodem v .n die -°-e

styg wit spookskepe na die o ,ervlak
en sell wear op verbeelde wlnde mve:

(pg. 61

He combines the real with ti m unreal by means of

words in place of is.ages:
Spookskepe sny snags elke golf kam
terug langs die kwaai klip met sy wind en skuirr,

na Li sabon, London, en Amst* rdam
met skatte van die Oosto !. die ruim:

(pg. T

Notice how sober and tang bl« tht name of the cities
are in the rhythm; how they form n Imo 1 laiicro.s

contrast to "die kwaai klip."
The poet sees familiar objects in an entirely new
way, although such 1is the.u ire a p<r. ona.l vision of
is/
40) Antonissen: Lie Afrikaans, Lc-tteykunde, pg. 267*
41) Appendix 2: no. 8.
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1S seen as:

Die horingdier van berg wt "tan. en bak;
wit bosluisvoSls bly daeliks deur die lug
uit verre streke kom en klouterig sak
met vlerkgeklap or kruine van sy rug;

sy kwaai klein ogles loer ... en elke skip
wat horn in hierdie modderstiltes steur,
skep hy op neushoring v n skerp klip

dat ouidoofSwinde waters skult;: en skeur

(pg# 9)

In this extract one notices how Opperman uses a

Klouterig sak is a complete picture oi the nation,

Like the surrealist, Ujperman focuses h s attention

on one certain object and dvpi t it ;n t e most oon-

inner light. It has a hypoti in, power:
die goue viasle swem hog 6m en 6m,
en dunsteel reik rap iWers uit hul pot.
pg. 28: with slight
viri .t .orr: pg. 23: 34!
The reader is as hypnotise; by the little goldfish
swimming senselessly in its eternal circle is Aldous

Huxley was v/hen, under the influence o" "icscalin, hi

and as puzzled by the little fish as he is when he sees
Grotto.
ioularly the third image in the poem bears a resembl mce
to the padnting).
the fish is there in either case, and yet it is import-
ant and hold.-- the interest md ttention. Cppvrman
manages to cast the spell over his renter through a
very subtle change of po."ition of the Image within the
rhythm. The verse in which one meets th* little !irh
for the first time cm be ree 1 visuil Ly; it i1s it th<
beginning of the "wave". The second time the "fish-

line" occurs just after an emotionally I ulen ) lus* -

use of the goldfish-image a horrifying, underwater sur-
realist dream is presented and this influences the fish-

image to a very large extent: (4.3)

42) ice Aldous Huxley: The Doors of Perception, pg? 15 - 16.

43) Appendix 2: no. 9-

ri
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The silence, suggested in these lin-,. , the float-
ing novement, the retarded, sluggish, dripping .en 'it,on,
the equipoised oVjects strung together - quite unn 1 ;ted
to one another except that they are w ter objects -all

this is surrealist.

There ire other imag< a in the poem th it .re remin-

Finally the Joe rnaa. van Jor-ik is reminl 'Cent to

into being as a result of war; w.tr is us*d as the reason
l.

Therefore, he wishes to destroy the machine and to Lib-

betrays his own ideals.

Yet in many ways Oppermun' 9 ..pic ioem is f > removed

from pure surrealism for there is a strong sanse oi

tude towards these social traditions, md some readers
emy find this attitude disturbing. Put it is powerful
as a resuit of its '"newness" .nd emph ; . «es the main
point of the work, vie: an Inherent Clavi.nlsl se-nsc of
inherited guilt th .t will ine-vit 4’y cause ran to betr iy
his ideals.

There are several int* r« it5nr j iral Leis in the work

fish ".nd thc .Tot'o - has .1r* idy 'm n mer.” iont de An-
other is that of th. larger fi ah. Oppe rman frt luent iy

mysteriously, sil-ntiy and seems to havt no n ison for

.xistence in the poem. But 2a a r~ mlt of Its r«guiar
re-appearance this image intens,ifits the strangeness and
the unearthly quality of the whole. Th* nam<-eng* Ivis -

immediately suggests, too, in unusual b< mtiful iuality.
But the picture has a surrealist intensity becaus* the

fish fills the entire panel, e* i.rging ind emphasising

notic effect but hore it is through its size in relation
to/
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to the size of the pine'l. Th< co.our.” r.di.tc from
the fish md suffuse the background with the s .rav

compositions - Wor u L'ish, th« Cr .:hx - * they
appear in Oppenr.:in*s poem: is a d- cor .t >v¢ element, yet
adding a note of myste"y, an unrt : ted, fossibly avmbci-

opening and often broker, ip] e ..vinct is i perfect symbol

pinet3 his over-sized shell sing.y or. . dc e“ted, never-
ending be ich so miking use of another wunv . t element,
viz: the onlit us spact ir. which there is no atmosphere;
where the objeers nt .ryy -re as clear and distinct

those far away. Prelltr's work has been mentioned here
feerely to point out i few wr. arit es th t occur in the
work of the two artist? . His worn wi.. re i cu- ei

in more detail in a later charter. 44).

[t is difficult to find other parallel-- in painting
to Opperman's work unless on*, wish*. *o0 see a resemblance
in Cecil Higg's Rising Tide in: th< -ising of th-. sab-

realist element ir. both which for a moment ¢ 1 ; forth i
similar emotion*

44) See te> ow Chapter 6,
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CHAPTER 3:
THL 'kIEi

One of the moat importart painters of the Cape
landscape is also one of the first sincere articto to
work in South Africa. But, in spite of hir- So;th
African subject matter, PLeter Wenn.t.fr always remained
essentially Dutch in his work. When he arrived in
South Africa at the age of th: rty-tw* his .style was al-
ready formed by the Hague School. He knew the work 0'0
several of the leading painters of that s-hool, and for
a very short while was trained to paint in their style.

9
artist, but he continued to paint when he had time to
spare. (1). Although Wearing's style was always essen-

tially Dutch, le was also interested in French Impression

a CS$sanne ir fl ier, 'e. Phis can he seen eir.y :t
Wanning *a A, .roa *hin». Storm 1is compared with name's
Jut in tie Roai (P . It ?an be seen in tne surfa :e pat-

tern of almost all Wenning's pictures which is always
heavy and bold; in the single si lho .vfen of rount.i ns
and trees; in the rugged 11. surf xes oi wh ‘e-washed

to make a drastic selection and how to simplfy as well
as create an interesting surface pattern by mean * of
'

colour and iaint textire. .verr.-ind, X¢'..n "

a good example to illustrate this 36.arne infl.en'O.

Upon his arrival in Southa ri -n Wenning went to
work in a eookcnop in Predor tand * e« n ¢ na-r.t 1.ee.
Consequently he found little tme fo ;aintin. . Y'*, to
in Holland, he would paint and draw whe: *wWr zt hai a
npare moment. Nevertheless, h;>w tk a iv-r-"' n*:
an amateurish quality, but v-th a strong in:. « tior. Of th
creative artist shimmering through the soi.ewha‘ c.unsy
handling. "His technique jossesses ‘h- hir i the
naTve and the inventive combined. NaTve it r-main.-i
because of a certain lack of training; inve: t ve It s

because of his spontaneous discoveries." (4

Eventually friends enabled Wen:.:ng to go t the
Cape to paint for several monthn. It was in th s (art

of the country he found his own particular subject matter
The/

1) Boonzaier and Lipshitz: Wenning: pg. 1 - .

2) Illustrated in Phaidon edition: Cezannel pi. l«.
3) Illustrated in Boonzaier and Lipsh.itz, pi. 37.
4) Bouman: Painters of South Africa, pg. 3.
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The Cape landscape with ifc frejuent grey winter skies
and rain, its heavy colours, | o Du’.vh style farm houses
appeared familiar and paintahle 'o the painter of the
Hague School tradition. "Venning's work is often im-
bued with the moist atmosphere of wM, Cape winters, the
feeling for which was most akin *o hie Jutch na'ure.

was a true sign of genius and self-knowledge that he put
most of his subjects into this win'ry setting, and that
he chose them according to a true instinct of what he

could e<p* achieve.* (:

he would introduce figures into his painting., hut us-

The few figure studies he made are Inferior ;n style and
technique to his still-lifes and lands apes. Although
he painted several still-lifes o* a -ors -rnble standard,
the landscapes far outnumber these. His aubje t matter
in connection with the .andsrapes was limi'ei. Wilie

he was in the ape he would frequently pain' old mn#..ei-
down, white-washe), tha*ched-ro'sc: farm -outages wh -h
are very similar to the farm houses in Holland. he

Yet he would seldom pniz t popular sub.'e **s wn. *h would
sell, an1 it is believed tha* the ever-porulLar gabled
old-Dutch homesteads was the sue, e * or i y one

ITher wou in-
touched mountains, but if he dii in r :.ge a mountain
into the composition it is a simple grey s 'lhouet *¢ add-
ing tothe simple, detora*iveedc gn. A favour!'e ub,p *
besides the old cottages is *reesi "A &+ e ' <dv
subject matter reveal: his extraordinary talent in e<—
picting houses and tree , anl thee ra;z' ngs arc undoub-

tedly his most successful works,." (7

Wenning in noted fo- hit; sensitive ute of colour
which would often hide Inferior drnughttnnnsh p. he
pictures painted in the Transvaa have n warm, predom-
inantly yellow-brown $lour with, on Ivon ng * .mm
bright oranges and yellows. But in the <'ape lanis apes
Wenning reverts to the typical Hague > 'hool '0 lour rang*
controlled by a unifying grey.

"An a colourist, Wenning excels. HiH pain'ingo

from the earliest studies to his maturint works,

are distinguished by his use of 'ertain 'O.lours

which are peculiar to him. He was a master of
greeno/

6) Illustrated in Boonzaier and Lipshitz. 11. 31.
7, Boonzaier and Lipshitz. pg. ».

B>oumSLTi: 0-p. ext. 9.



greens, and handl'd with complete control ind
Hensitlvity the vast range of gretnn which
confront the landscape ;aintcr. H, w mille

‘1 ]

tender green of a Cipe spring, the- golden tints
of autumn, tkv hie. tched grasses of the Ti*msv.ial
highveld, or the deep, rich olive greens of the

therefore, that the t<fm 'Wennin® “rtens * is often
applied in South Afr.can .rt criticism to define
certair greens.

Other colours peculiar to his palette are
his rich browns, his effective use of h ick and
white (derived from his stud es of Japan* a art)

favourite and most expreasiv'n colour, w) oh Ik
employed with the “re.t-st ;ubti*ty md taste in

Although the Care Flats (fig. S) does not have the
typical cottage and trees, it is neve rthelt *s represent-

character and compos t on wth :ts ow horizon, high,
heavily clouded grey-h:ue sky nd . ck ¢f sunlight.

mini scent of Cezanne, too, in the ; .ttcri.vd t ne at

colour is introduced, but this ra;idly merg. ! into e
coMer tone xs the stroke recod- tov the > ;ckground.
The composition is peaceful ni calm as . -c t of

its dominating horizontals ni1 the ,u;vt, control . 1
triangle.

its apex - village dw .inge* nd '"c¢ : :r.g COA - wh ¢

group is a small centre jiec* w el r- ¢ v..y

in an impressioni stic nann* r - sm i Ishes of ; n*
merely suggesting tree, hous* 2.deo.'. . T-»+ * 0 e
(a very Dutch and Hague School wmI-. nt n tit ct are
are rather too big in compar'son w th th« r«* of *he
scene, but they art , how*v r, only rucogni * h. 'own
after close inspection. From d tanoe rhky n two
light-points firmly anchor: n, tthe ¢x»i i,,ae. h*
irregular patterned foreground .ends an <ni've: c' -

trast to the otherwise st it Lo eom; os11.10on, and th
accentuated by the contrasting warm or in,a, < ofpos. d *o
the over-all heavy grey-blue. T>s entire 'on. o .1 on
is painted over a dark underpainti iv which was a tyjde.;
procedure used by Wenning. Fre, , thick strokt . trt
applied/

8) Boonzaier xnd-Lipah”tz. O . cit. -
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ipplied in the pittern d for, round. he paint

strokes become smoother md pul- ter in th middle distance
nink-orange in approximate!; the ¢ ntr mof th are nbefore

The CatiQ Plata in mvd- up injinly of v ryxntaxtur”n
of paint and the only clearly d'terrain dshape in the
simple silhouett of 7 diet ...t ,oxmtain rm o. *h
Vineyard (fig. h) illu. tr.tt , a mer* ir . t.c impli.fic ition
in the shapes on th< horinon, but thl| tint r i.i still
more interest a in the paintin,- of ,:r on fi Id,Lth rich
and varied i tint t xturns than in th formd asp cts of
I 1 LE .
reveals a greater inter, st in a .imi: ified formal patt ;rn.

This somewhat geometric d sign is basoa u;on the visual
data of fields, bush, s, trees, di/tirt f .rm buildings ani

a massive mount:,in. The mc m is ..s ; is a fur-
ther development of this severely pattern work which
is another typical aspect of .'enning's painting. he

landscape is seen as a series of simple, instr -ct shares.
The dominating tone is grey, again ichieved through a
dark grey underpainting which .Iso s--rv.s to outline the
individual shapes, so contributing" an additional heavy

cumbersome quality to the picture.

This heaviness md lack of movem r.t ne w 11 is the

subject matter of Cape farms m.k ° r s . ' work
similar to that of D.F. Malherbe. i' rss in
Malherbe* s lis Mi a.as ca . rs t.. > 5 .cri

alongside Venning’a j;ictur m a: i tor. th- r tzmy f irn. a
perfect unity. (10).

*Venning exerted a gr at influ-T.cc in tav ’ ;o,
and to this day ho has many follow er , itho ¢ s it is

doubtful if any have surpassed him. it ii star <*;ng
to note that in several ci os(p .rticularly in tla c.s.
of Gregoi.r-: Poorg/.aii r ani : .ot vs. 4 .si 11 i

Wormingis surface pattern which is miiat i mi rt
paint application. . ack n h:s rly ,s>K
did, however, use a techr.iquc similrto that of
Venning. His early picture, do wmr -:xs i th*®
older man's work, and the.a miintins may be . -i t’

bo the best Pieters ever male. They have a
sensitivity/

9) Illustrated in Boonzaicr end Lipshitzs pi. *9-
10) See below: pg. (65 - 66;.
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.mnsitivity which his later work lacks entirely. They
reveal the experience! and sensitive -eraftsman, and they
have a colour scheme which was an original and new con-
tribution to South African painting.

o loodman for a while simplified his shapes and
used mountain silhouettes in the ba*kground in the Wenning

(AR L " - 1i

angular trees into his pictures in the manner of Wenning

fioial illustrations in o:1 which have an imtiedi ate, but

Irego: re ¢" understands the ’“r.aune influe.. ;e

b

other words, :* would appe -r that Boonzaier ur. ierst ands

_ -
'>T%' “carter ai.d Poonsaier's > r> *"g, 7' show

ramshackle houses, the foreground an i*he sky s a

Cdi-anne simplification wh: *h is a b:e*moredeveloped and

ever is more interested in linear pattern in paint
~ f g

toe Yellow House in part ..®r as we., a°*w, *u the :'m

"w rmhoasf and 3'a -/yar ;, iiai ‘. rr Vi, 11

It is clear the* Wenning made excess'vr .rr of ri -h, heavy
paint, while Boonzaier’s pa.rZ 1 =thin, and “r.trolled
mainly by the drawn design. A v "y ng rhara ter ir ecmn

some, quietly attract:vc. Boonza r's work n mo -e
illustrative and anecdotal, and 1° h a a nK<re surer: <al

quali ty than work by the more u-er:ou mWenn;zr .

Nita Bpilhaus lea:Tit a great deal from V-rving, b.'
nevertheless contributed a personal and or: g'nal qrll'y
as well. In other words, she was no* uvh a :. av sh
follower of Wenning, but rather an adm'rer who could .-elcy
certain qualities and assimilate these into h«r own ex-
pressj.on. The dark sort re colour is-d by 4a pi lleu=
is reminiscent of Wenning, although Nita Spi l.haus is n-
cline t to use a heavy blue rather than a grey, and she
frequently contrasts this with a harsh bright yellow. Her

landscapes

11) Illustrated in Boonznier and Lipshitzs pi. 72, "7, 76.



52

landscapes of the Cape trees with a mountain silhouette
mbackground ire usually small. The spac” is wusunlly
well filled, and often the painter rn*k" in Interesting
and plaasinj colour composition of varying M e-grry
tonese Anoth

is the painter's interest in n cdinr plants which de-

finitely adds 1 chirm to some of tht mount :in scenes.

A charming contribution thr.t Nita pilhaus has
made, is a series of fourut en vtchin/'mof Trees« All
these prints reveal the romantic, fant sv- ovlng charac-

ter of the artist. The myriads of linos are delic.te
ing movement. Th» patterns formed by the *'¢( ¢ mthem-

the patterns formed by the trunk,’, br .nche ' aid leaves
are grotesque, but ;s . result of th> fine, d* Lic.tte
handling as well as the small sc :" on which they are
executed, this irregular, grotesque r .ttvrn becomes

lace-like.

The grouping of the trees further idd- to the

quivering, hesitant movement. F nt. sy i.m ven f"eo
actors, each demanding invi;v dua. ttent on, y t fosr ng
trees - appear® to be in V Ty coSs ur t oo.-9%i.

relationship of t individu 1 r,ember' o thr '.ntire
group is so intense that th* J.Ogy *i the the .tre

may be taken further, =xnd *h- tr- e grou;. ¢ .n be com-
pared to highly strung, yet gracefa ; t<rs-, yet oegant;
heaincint, yet rapidly me 'nr 'h « d °r

The "d”cor" - when there 1 .ny - In d rect

contrast to the airy, spider's v.b ,u .ity of t}.< trf<1i

fled hills whioﬁ%eminiecent to the fami; r “<an nf
silhouettes, often form a background. Otherw -m s
simple flat field, a simply patt« rn d 'ky, or iow 1y,
solid little farm hous* form.' the s* it Ing.

ment in the backgr mni different to t .1 it. Us. tret.
Instead of the tangle of fine back lines, thv art 1

are filled in with one flat ton* which ' usital.y a . ght
gi'ey. In most ca®MS the mount ins r d iintd by a

sensitive but calm continuous black outline, once aga;.n

suggesting Wunnina:, This/



This charming series which involuntarily leads
the spectator into a world of chi .d-like. fantasy his

work is a r* acefu.i expor'.once, for nth l.v ¢ her | dlutings
9

are merely a delicate and charm:ng ' ere ition of the
Cape scene.

In contrast to the Dutch 'AnnLag 1 Im -lord
Hi; ddcci1 m s happiest, when paint'eg n the tyle of

in his heart" writer John Par's in tlv “mtreduction
to the catalogue of a memorial exhibition of Caldecottia

work, and indeed several of hi.- painiInga in distinctly
if Caldecott’s V: : i *‘h. Fr':c- ol 1 * 1i., compared

(13 . An  ever, morestr.'k’r elm ..V tv can>* corn

If Tree, Vcnlaru’ iscorna:'-d w;th Monet *s 1rintcm; .
;Johannesburg Art da. ery , Ca d-cot*,”’

light breezy picture bullt up w.th colour and change of

linear perspective, but mre y cong omo *t on of ight,
fresh colours - almost toe many co our - brushed lightly
and spontaneously onto a whit c¢.mva. so th 1 the ent re

land'QUrf, hr iboaw ’s'mpr- sr 'or.: ' n too,
but perhaps not so strikii r.ly oim r to p,:n’ ng by

posed workrepresent Lng . wunny, ba* one s ey W elv
day. The techni yuein this paint:'ng - n'tr® et an.
The support is a sized bus4 ut primed tuff woo an ; uw«
The sky is spontaneously brushed iny;n 'nte: = b a
In the left corner, becomesthinn- r and vigiv 'ow.rl -
thecentre until only a ,ig} t trok* ht r* n: th' .« g-

pears in the right corner. Th» 1 present t on of the
sky,

12) All the pictures by Cnldeot, tt di: cussed hi ¥ w re on
are illustrated 1in the Cataiogue, and in oum,n

It wis not possible to obtain photogra; hs of the
paintings,

13) Illustrated in Basil Taylor: The Impressionists and
their world: pi. 1s5*%
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sky in the right of the composition is therefore the

support itself. The distant hills which form the next

horizontal band are brushed in with a bolder stroke and
nt

band of trees introduces the palettt knife, and fin illy

the broad horizontal field is worked out in considerably

area are so applied that th< paint itself iris to the

paint-texture perspective is ere ted. A.though the
composition with its .Imo. t sever® horizontals is
decidedly calm, the whole m verthe a s.- suggests wand
and this is undoubtedly achieved by i1he varying textures
of paint.

'

is in this aspect that the picture diffe »? from those

the hot light - a problem peculi r 10 th- 'outh Afr.can
landscape painter - Caldecott h.s pre lominxntly made

use of orange and yellow ('n the f - d
brown, a warm blue and vari itions of these over the

greater part of the com:os!t.on.

, tn autumn

Nevertheless the picture ¢ nnot be descrLbt i : "i. >t",
probably as a result of the lack of itrorn , contv.;s Li:
shadow, and because tbs co our -5b . ;3 to th«

It is interesting to note ha* .though 1 *outh

African artist may paint l!a ; r iom.nant.:;; is; 1< 01-
istio style, the 'nfiu ncu Of c¢’'; .ant i Ida >1 " ;len *
influence of the use of d: 'tinct : w ', - wh;@ w s
such a powerful character! ’tic >='nicbh. of tw< n-
tieth century painting - will frcuntly c. .a m 1o
influence, the South African scene with .ts v , 01 '>n

hard landscape and strong light, th< many tnrul:r o:J*
such as grotesque trees md rock. w1 harden# 1 an -

which all cast such distinct, elsirly d<fired riixdow
responsible for this use Of t mor. gvomttrie a;d ) t-

manner and simultaneously to represent the essuni:al
character of the land i. too h rsl md too iuv n ¢tf ;v

expressed adequately through impr< 1 on:;, sm.
Caldecott/
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Caldecott would frequently paint in a mort formal
manner. This is not a development from the "true"
impressionist pictures discussed above, because several
of the more formal pattern pictures were painttdat an
earlier date or in the <amt ye a- as;r-.toaw  andthe

True (1917s.

Possibly these pictures have the most immediate

treet cenet Malay—.}—

, VoY L
together with Old House. Long Street (1974) as well

as
the little drawing Com-c.':”:o0a w''h ar# sir )ng.y
f Jdzanne. But su ’
The Street Scene and the © '* re *m 1 ¢ '-lly
tive, . ;eful.
coarse, buff canvas which givel vu "vx' 1"
result of the rather obvious colouring - howev< ” I 'ssar.t
-1 may be superfic ally - the ev .dent, uiv 't *r-t,v e
play of light and the dark, black oat, Liu.
More subtle md more pointer;./ r Lcture. - of e
formal ;kind are : The lost, 1 1.s, masto; 'l'- ' and
' C S~ ' -
appeal. Particularly the goat with It. .u- <r e'ecom; s.y-
1
cart achwlth Its distinct, gay .h.dow cr, a"i
is sunny, hot with n Light ;ah tt. 00 our re.
¢ 1.

applied dry and thin so that the text <re of th C'mv is

oan strike through, and the over- + -fee*
of fine crumb which cr* s a ;7< s n* s .rt e
This peculiar dry textur- -.so undoubtt 1.y -

suggestion of arid south Afric-n h- .t - wh'ch,

this technique has been applied in s<v<r .1 c¢c" 'ht

e.g. The Goat md the 0-d 'oa. -.

on the whole, there are some faults in seve 1li ot

chosen/
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Caldecott would frequently paint in a :nor® form .l
manner. This la not = development from the "true"
impressionl!at pictures discussed ibove, bec-unv several
of the more formal pattern picture- were painted it an
earlier date or in the same ye .r as ir'lro iv .nd tne
Tree (1927).

Possibly these pictures hnv- the most ’.mmedinto
appeal, particularly itr-et .c rs, hai-ay Quirte:- irrl

EL) T s

together with Old rion a,. “o:n: It.:>-<t .1124) us we.;,

1s
the little drawing Com: c.-;::on M ivosf-;. art strongly
Rut t, wh
The Street ocunc ani the * u_ mx ("1~
attractive, suni jeful.

coarse, buff canvas which give t i < u x’ure ;.r.n

result of the rather obvious colouring - however ¢ em.sar.t
it may be superfici illy - the et dent, -nru: i-t . er-
play of light and the lark, bl'-.ok outline.

More subtle nd more ; tinterly rlcturcs o7 thv

formal kind are : The Goat, Milay Quarter -7 nd
uuat .
ing shadow no the henr, th< ‘:r- m » ° two-.vh- 1

cart each with ts distinct, gay h.dow c- -- u'-

is sunny, hot with r light V< co o w" ng.

applied dry and thin so tha4 th- tex'u o 0: tae e -u.

can strike through, .nd th- over- S Y
This peculiar dry texture also undoubte; y Ids 'o 'ne
been noted, was missing in th- Iribouw lar4,c:; - sd
this technlique has been appli'd In sev rh. of 'hi ; r' .-ar,

e.g. The loul nd the 0-s 7'U, .
Although Cadc-oott'f. work 1 ' or ,rmln, «Rd ] * "m

b

, tajj.
N chosen/
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chosen a high view po'nt wo that the picture con.;e-

._
presentation of ground with three tiny figures of Malay

children intently and excitedly concentr .tin on their

rone. The panel in covered with crude, agitated, broad,
crins-crons bru.’h .“trokt -. Th* colour.'. - brown, white,
a file red, a slight Mu( - intermingle nd result in an

..rently over-powere 1 the paintei for there is no

co.cur perspective md no faint p*rspective with the

result that t e entire setting btocont. / vertlcn , lind in
an impressionistic picture th:' is ineffective and sense-
pattern based ipon viz ia: d 'a - such as h.u bet.n accom-

plished successfully by Vu: lard and Bonn .rd for ex-
ample, and later lev* loped further by -tiuse - the
:let ire mij h”v- sue

clear th t the painter’ * iim w.s to catch and to repre-

sent a moment of action as accurately ai possible in the

Only in the area directly surrounding the little playing

Sometimes this we ikness only occurs in one part of

the riintlng, eg rta Roof

but \m. tunately the iowground fojer, + “ U irt one th”rd
of the entire com] o. t on -u ior.lw*\, mudd;,, ..ns«n-
sitive and seems rfluous 11 th( r alr.t* 3n ' 10 e
The red roofs them.-» .V¢ re verj attr* '* w -a eo.<d
and in the way the paint hat been aj .. *i»

ground witi its m "ty grey-Y ue *ky md mv't* " ousl..
looming h: 11 ia suVt;< an1 sens H ive - *wa po«t.c =

on the bright red roofs, but when tin S$ore, round
literated it becomes clear that thesi sparkl ng o11°¢
atop their crisp white walls form an tasentral contra -t

to the soft, ephem* rm background-

Caldecott is essentially a paint* r of sma.., Ul-
timate scenes, and therefore whin he tack:* 1 N eeae
such as Under Lion'r ad he fails. The miin lau:t a.

thin picture is the inability to se'Ject ml

The result is a confused conglomeration of :iregul iv
shapes/
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shapes in contrantjng tones. It does give an impression

of the actual view, hut it lacks the
cenitration which 1is

intensity and con-

so essential to a significant painting.

Possibly all painters in South Africa nave at some

*s light,
Caldecott appears to have tried to so ve the pTo?1l*m n
his own peculiar way, illustrated in tsr , Wore:-

and Early Morning Lmdscnp-, Wore* it.r.

ed on sized, plywood panels with a strong warm-orange

mid dull In spit, of tin us, of comp
and neither heat 1or

try co. ours,
1 ght are convincingly represented

doubt the perm; m ncy of n unprimed /.r ¢ ver

b

damage the painted parts and which spoil th« eflect of

the unpainted arem.s.

Caldecott has made a pleasant contribution to South

two painters is considered tog, tbs r, the onlooker will

have found a very representative vlarJ] expression of
the Cape landscape in <ow<r - of it moods.

A third paintur of the Cape who Is of considerable
importance 1s Jear. A% s.
followers and Caldecott who s., rea lstcal y i ; "1
the Western Province n cert n moo *
work the spectator .s left w.*h no lout a. to

of the subject matter, Jean Wrlr uses thi

:mdscse ar

landscapes are difficult o recogniM*

'

portraits - are primarily formal !>-'mi1 4

The landscape theme is ust-d as a rnr . o.

upon which he can work oftt the yrot vmol '
through the medium of the chosen 1 it' v

matter in itself is relatively of lift t irnioM vt.
This/
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THS intense interest in tht material may be a Reflection
of hie early training as an architect 14). The
architect’s problem is to create an essentially abstract
composi ti or. with solid « fo

entirely plastic -material which wil cose part of its
fundamental character if it ir to bv us.d to represent
to keep this architectural experience in mind, for it is
this moist essentially 'abstract' of the visu .1 .rts
which has given Weir his extraordinary sure sense of
balance and the firm geometric framework upon which even
the most atmospheric and poetic of his L.ter painting

1a based." (15.)

Welz does still to some extent represent sculptural

b

of the landscapes -.ny sugg- '"tioa of sculptural form is

severe intellectual contro . H 's a met culous worker,

often painting out and over pari « wh: ch wre al.”ead,.

Sometimes it m.y be month. , even years, b-iorm» he el

finally pronounce a ; iini .n# com]

"He takes great pains to n ich hi ' go-i,
often wiping out rnrts of , : ..ai .ng whicr. co
not uatiefy him. Works do not com. from h s

them reach a stag” of maturity 'im

demands a strong discipline; h s '°f£ ALUT

to let his impetus carry h m awny. *0 3

might become st< U and ov« don- , but A. t
Welz this is not the case."

As a result of this constant rework ng ar,.i viatu .g

of one i
change in Welz’s work. But t)u r* !
opment and a gradual change. il. -ot *'1 'm*

in/

14) A short survey of Jean Welz's 1..¢ o

17 Bournan: Painters of I'outh At~ oa. ,#e
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in the various subject matter or themes which recur

constantly, not so much in th> paint application which
has only shown a slight and a very gradual change and
which is only distinctly observable if the ear .y work

ia compared with the 1 vtent. Pu* there are two distinct

Welz’s colour has practical:y alway been sombre, heavy,
tonal with a predominance of grey-'inted ye :,ow ochres
and varied coloured greys. Yet there s a definite
development from a lighter palette through to a very
green and culminating at present in a combination of
grey with a brighter blue, green md red. The second
distinct development s more clearly illustrated in the
still lifes than in the landscapes. The drawn object
changes in appearance. The earlier work reveals an-
gular, crude, even primitively drawn objects. In tho
lines are regular, smooth, flowing md they have a
dangerous soph:at:cation which nearly goes over to in-

sincerity. A less obvious dev- Lopment is to be seen

paint is applied with a brush in a trad t'on; . loose

alia prima manner reminiscent of the technique oi the

mpr<

tone shimmering through the oth»
trasts this method by painting a piciur- w!'h *he u-e
of transparent glazes. But the thicker p-:lette kn”fe

technique seems to be preferred by ihe jv n* o -

more vigorously md spontaneou Y.

ular and varied surface mad®* by th*p* n' nv kr.l t<
merged into the other paint by the t nril -

quently all distinct outline is otin usi. | te
and any objects which may be rerresente i ar* iggoe

by colour alonee-

is not entir®* y neglected by the pa;ntes. s* V¢

reverts to it.

In 1943 Weis painted a picture of trees which appears

Welz*
be remembered that it is a very early picture in Wt-is's

career as a professional painter. 14
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appears
trat the French painting with which he was bo familiar
wa;, uppermost in his mind. The colour in rart' ouiar
is strange from a Welz palette. The forest of straight
tree trunks is brushed in lightly, freely
colour, a manner reminiscent

the beginning of hir painter'n career, and it

in broken
of the French Impressionists,
st bright carmines and vl.oi.et~b.. w» s. *he rath harsh

pattern of foliage is a orlsi green; th* background

Trees
complete, and it appears to be a del :ghifu Y

°

b

Anderson writes Welz's art i1s "er ent n. > a tragic art,

ary channels of sentimental allusion, r.i -v : 1rom

some distant and sc¢ emn, oraoular * 'irod." "

Bra

There Is no suggest’on here yet of the ia‘*r somrre

ing river flowing across a v .Lley toward 1i'.stan* noan-

romantic and lyrical painter, but Is soo becomes evl-
The composition of colours and a fow ¢ *¢’ ' oareially

calculated; the ; Hnt applied mrticulou/.y s.d sms "ivc.y

ogic - ment i L X
that this :andsc.'p, ws r :::'ed by tb src ft ‘'ac
country, for in it one sw- , s rl: "ANrT:,,r.drr ng

grey-white foreground r- l:evri of r ice riy
lines of darker paint to 1irsiicate vt f1s ' !
la the chaotic oonglomorntion of W ct 1 o

in irregular oxoad dashes oi the 1 1.1 ¢~

violent contrast between fore,ground and d " rr- . is

b

'

distinct shape which can bt reco”ai.' 1 ..11°¢
immediately as "mountain", the 1 1 ...

suggests n range of storm-cloud vm-v:m'« -’V

r- adlng e Wi la " by WA & K'
in many instances of this p: ctui’e. . Kltr k/

~17). De ne And rsoi,: ij;le ''
13) Appendix 2: no. 0
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De Klerk knows the Cape mountains Intimately, hut on

seeing the painting which probably was inspired by the
very mountains I)e Klerk know, so well, it wouxd appear
that Welz has understood their impact a.; thoroughly
HS the writer. Although Dp Kle-k'” images in the
descriptions are more dist: notly delineated, are sharpor
and stand out in more cle,.r-cut relief and are more
matter of fact than the vn ue, iormles suggestion given
Welz, both create a sensation of the powerf d and the

mysterious, and of grandeur.

and progressively the suggestion of concrete form -

which even in the earlier pictures was vague - merges into

these picture . rtorr, r. ' dh .1 , IU-x- vfr- L= ar. ex-
ample of a composition built up of layers ol paint ap-
plied in t. circular de 1,n. Th# mvir. part of the picture

position in the upper r ght cornmer, while m undefined
area of a heavy ochre anchor ; the move'": '"»nt which would

otherwise be chaot c. The . A .1 hor. )r
practically described by i4s title. It is romantic md
"Tumerescue" in its vision (t w.i the previous picture
described . Now ( Q0 W .z t/ 1 > i o’ *¥ 1«
knife paint app-ic-.ton wvr. y. A : '3 A
no represent it or. of any oX,t'V> ( 'mer<ta v , il.ere
is a vague suggestion of trtie ! 1 1%t rock: 6 .o

b
but these accents in the paini have bevr -n'"roiiuce: p*'i-

is using paint 4o its itnost 4 the “ ;1 c* w< «

b

and as with the over-soph: «1.cat' 1, over-' 'm " 1AIn<
in the still lifes of this period, the r."U.od of paint ng

seems to he on the point Of 1 a.te/ v on.

A few years later (19M) Welz reverts to more for-M ,

Bridge. By 'ntroduc ng an arch tee' iral '
heavy stone bridge - a drav.Ti, icu pture j . 1&e y
immediately apparent. Yet w tMi. tl.f | R *

typical sensitive paint application has levn employed and

the bridge vibrates with varying ton-

characteristics which will evoke an emotional r,act on

from the onlooker. The/
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rV onlooker sees them as part of the landscape and not

the rock on the rl“ht of the composition that it takes

considerable time to find it.

At the time that the orrvious pictur

was painted,
V’lr, vi;as working or the Bathers.

"h> in an entirely
r
obliterated distinct, soalptnrj.ine form, and "he three

clothed female figures arc merely su v>-r tod by whisks of

refore hi. begins to reen.-n. -0 the change in
:r:our as hurm figure/. A relatively

"'arge area of
, IV; 5 in grey-white form/ b .ckg *ou. d

so the figures

p-OR of intense cold blue, again applied freely and

e re-r. This -".ctur- ,. ; ar, r/ah' o s %/ tion of
cold and wind- a sen* rAon which is similar to that
exper.? whr..-k:.- hr v o
Th u m - '.or 1 =t — % — 'm
rredom'.nantly co: 1 colour - ev r. -.v : ¢ "
It i edifficult to believe t'.at iuv*o -" 53 16 1
Ar-ea over this picture / r nl . ' toachievetk,
cnlcokcr is the confiction tiv -
r-d pcvto: oa '

Molz has presented a very rorif: u M Af¢ '3A°
en.: has simultaneously ir.troduc 1 1 lyrlcu': quality

1
T

Afr ¢ r p.ir .1:

20) See above, chapte re V* v o 7~
21) It is likely that this picture ,s repMntrd,
is dated 1953 - I’ »



evoking a complex ”“e”aence of ideas ly

means of the greatest restraint, and

the constant experiment and development

which in the sign of a sincere creative

artist, have gained him a high place in

th* country where for nearly twenty years

lie has made his home."

It would appear from a casual observation that the
Western Province nas been used more frequently as
subject matter for painting than for literature. But
if Wenning and his school are considered as represent-
ative of one style the balance becomes more or less
equal, and in fact, it is then apparent that the Cape
has more poets than painters of merit although they do

not not always use the Western Province as subject

parallels in time, style and in one case in subject

IT -
It is more difficult to find a parallel in literature to
Plesdis' poems about the Malays may be compared - but
in subject matte" only - with Cai.deceit's ta:nting.- o*
the same subject. Welz's work reveals a s m'larity
to descriptions by W.A. de Ki.erk when both use the Cape
mountains as their theme, and in the fundamenta. char-
acter of the work their contribution is also alike

,

the poets and writers do not appear to have made so

!

although - as has been noted above - many were rssn a..s
would sometimes use the Cape Co oar* 1 is ¢
The later poets - the so—eulled pee <ot .< 1 <
most important contribution to Cc .ta 11 - *!

the;>6 poets did turn to nature occ it-:or.a;.y to, tis: I

longingly of Spring in the Cape whil 1 a A
U

22) Deane Andersen: Jean Wei.z. Laniline

25) Appendix 2. no. 11.
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van y/ylc Louw B till retains a certain realism or
impressionism, yet suggesting a strong individual
vision which will eventually develop to become symbolism.
Benneboflse (26) is such an impressionist poem, and the
f'>-"t verse bears a resemblance to Nita I'pilhaus' land-
scape of pine trees set against a delicate blue sil-

houette of the mountain. It is noticeable, however,

that the second verse of the poem introduces a mystic
pur.llty, clearly irlicat ng th- poet's inclination
wards the abstract and the symbolic.

volume iHalwo Krinr : one finds V>r-

to-
In his second
1": *1- bv /aargetye
are seen for a moment an I subsequent .y act as symVo s
for the poet's mood:
Lie blydstca; het oornag soos nuwe sneeu
die laagste™* helpings van my vroet?smart

tot skoonheid omge kep waar e.ke skreeu
soos 'm sweep in die blink 1:1g van die klowe hard

convey a philosophic thought, and therefore give more

covered landscape is do c: -bes.

......................... Lie ronde aarde staan
wit oopgekelk en au wer oos mlcrr.

(Eerste Sneeu)

Yet Van Wk Louv w  soon to ignore local im-

pressionism and he recreated lana-u”pe tr.-it tecam.e

.F. Malherbe' '
has its aettliwt 'n the Oapa. m tk. m'
that nature playn an important i-notv. .t '
there are many direct .and-icape 1. 'or* i'ttene written

in
» ombre, yet direct ty.<

uitgesette/

26) Appendix 2: no.

27) Appendix 2: no, e

28) Appendix 2: no. 14. .
29y See Chapter 6: Symbol of Afr ca,
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uiteesette deining van die Rtyl word die
rrei'iide van die natuur en die ritme van

ipwe en arbeid opgevang (heel dikwels ook
verawelg).

dagewe .d worn ervaar

n< inkarnaaievan In ew.ge wetmatigheia;
t Malherbe se¢ visioonQr-:vvmbol : erende

ond'er die noolste id aoBBlge van die

r f£ 1E JE iH r> "E E iE 2d T
musikale volsinnc."

a >

>

The descriptions of nature may even be termed

original and magnificent image.-. The romantic tend-

ency - character-.ntic of Malherbe's work - is obv;oi»

typical Cape landscape the ror.ant.c di

nl'y of
is well illustrated

in the slow-movinr language, tn

The autumn and the winter are described in the same

sombre, dignified sty i.

Although Malherbe mentions colours - and even

however, in the following sentence:

The diminutive for a brief moment .<-e N

cumbersome tempo and the """iLediataly the

Antoni sen. Ai '
Appendix 2; no. le
Appendix 2: no. 16.
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wieHy sentence. On the whole Malhe”he'n descrip-

conjure up an overcast landscape,
IQW in key and heavy in form. This
;j / of the writer's style.

a picture which
is the result

.rie very long sentences't
“resent participles, many-syllabled words,

the emphasis
additional vowels all

force the reader to read
t ,
quently add a small detail,

to the overall large simplicity and grandeur of the

scene. Therefore, the general characteristics of the
landscape descriptions

that detail must contribute

in Die M ”“enaar may be compared

Both artists express dignity and
attempt to express the v.st,

of small detail or accents

'im.m - /e
although they may make use

of colour to emphasize it.

And in the work of both there 1' a distinct lack of

rh

and the unifying
low-tone under painting together with the

forms prevent it in the painting.
in which both artists worked,

sentences prevents this in the book,

simple, heavy
Flna“y, hi I'"™ "

and the northern ini.uence
which ioth experienced will undoubtedly add to the

SIT-
ilarity in their work.

A contrast may be seen when wenn.ng m .-t her

BUB Tree 1
com in South Africa - [« very conscious of tr.e
and he sees the iridescent atmospheric colour oi
tree as if it seemed to be mnde of pure ight. n
shimmer, and it flashes ,parks of pur. oo.our. ~-nn. ..
brought up in the Hague richcc. tradition - -ee, su

u

golds and browns, and he suggests a nnrr.cn.........
minded Mediterranean peoples t a
Klitterinf and swaying wm-fh" JL u - Ho;
phasize form and not glitt,r -or shimme
trate it nor become part ot i*. trees/

33) Appendix 2: no. 7.



trees could not even sway lightly, let alone the trees
themselves. And yet the suggestion of misty light on
the right side of the picture which gives it depth,

aino adds a note of mystery, reminding the onlooker of
the fantasy in Krige‘s passage. Th< romantic mystery
of the foreFt appeared to have moved both painter and

writer to express It.

w.A. de Klerk
novels are nevertheless important, particularly as they
were written during a period when very few considerable
Afrikaans novels were produced. But: even De Klerk
does not reach the greatest heights in Afrikaans prose
writing, although hJ¢ work may be amonf t ie most import-
ant of the 1040 period:

"Sons Ir hy geneig om meer te beskryf as van

binne af uit te beeld, ma.ir wanneer dit horn

werklik emr 1is, skrik hy nie dairvoor om
moeilike uitbeeldings aan te durf nie. Sy
taal en vertelstyl is onegalig. Partykeer

laat hy horn verlei tot oordrywing en die
herhaaldelike gebruik van spesifieke woorde, *

waarvoor hy venr.oedeiik 'n voorlielIde ontaiKi.ex
hat; en in sy wrhaalstyl, wat gewoonlik v-ot

is, verval hy sons in die gewoorte om d.e gang
van die verhaal vooruit te .oop op 1 .vyst

wat by 'm beter ordening van die stof onnodig
sou gewees het.

Wanneer hy horn n a le ern= aan n f. yin# -
rike skepping wy, .ew*r hy hoogstaande 4 ik.

(34)

Die Grenslosv may be accepted as his first mature
no-. . : . "
driehoekstema (moeder - at in - dogti 1) °
setting is in the outer garden suburb' of Cape Town.
Ai is apparent from th< opening pa; ’-ige, '
simple and unambiguous. Th( land”ca)* d. =
realistic and it is easy to v.sunj; e BX!A
the landscape, although JL forms a pit i'ant background
to the characters, is not very import an o tht i*
opment of the story. It wunua.iiy does t.o

the development, nor does it intensifyth- Ita..i

sometimes does it echo a character's '..ot,v. c.

mind. e.g. nature is compared to the motin r’fl ovei Alt
ing pride in her son and her overpow r-;ng joy m

34) M.P.O. Burgers: Perspektlef em Profie]. pg. Vrl.
35) Antonissen: Afrikaanse letterkunde. ,7¢-°

36) Appendix 2: no. 18.
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return:

pie natuur in oorweldj gend. Anna kry 'n
indruk van klare t>erpatrome, reune berg-
rante v,at opreik na die 3on, die hedwel-
nende lied van singbusiea.

(pg. 27)

Occasionally the ot.nervation may indicate a future
development:

JJe ]ig in akerp un verblindend. Maar agter
teen die hot? bergv akep dit 'n onaardae effek.
Pie lug ia In vreemde ylhlou, die ryaige pieke

van eteriese voorkoma. Maar daar ia ieta on-
heila;ellenda in die hi. 1 aameatelling.
(pg. 34)

This paragraph la definitely a prophecy of the
eventual climax*

On the whole, however, there ia not a complete
unity between the character.;

the landscape background.

and the development and

The land.!cape deacriptiona
could probably have been omitted without detriment to

the story. The luxurious house and the garden are far
more important for the. have become part of the motner
and they emphasize her haughty yemraona.u ..

Die Uur van Verlange 1ia entirely different in

character from 1:es It is less inpres:

K1 ther fantaat ,

landscape 1 erected, and this i -slated mountain sotting

'
of years the district is developed to become a flour..h-
ing economic farming area which ia very different from
the earlier isolated, under-developedland when  th>
farma were worked in a traditional, ""a ¢

a ‘v n
primitive manner. Necessarily the .ani*ca.e r.u

go a change. In the beginning of the atory, a student
tells the tale, and he sees hL surroundings with 1"
care-free, “ay vision of a yOxn. ";a..
unrelated tabulations of the seen ob.i'.f

A
giving them all a rather unearth! p ui- ‘
they combine to form an unapproachat ie, Olv _
this landscape which may be augg' or I L

tive stubbornness of the farmers. (37).rht pt'"r

are in close touch with nature, for a simple aiund”

remind them of the veld: Dlt:/

37) Appendix 2: no. 19*
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Die gemaal klink nou harder op. *n Weldadige
geur het deur die hele hula getrek. Ek
muiwe diep. Dis nou maar van ona lekker-
ruik-kontrei - berghoegoe, en donuerbuie,
balseminietuin.
(pg. 3.01)

In this extract the enumeration - typical of the
first part of the book - ia well illustrated. This
suggesta the casual attitude of the young storyteller.
It ia also equivocal, giving the mere data which the
reader m&wt use to build up a mental image of the

magnificent, over-luxuriant setting.

Sometimea the writer makes use of an amusing -
though maybe exaggerated - image, again suggesting the
student storyteller, but also making his comparison in
relation to nature:

Tienuur, as ons aankom, sit die groot kersie-

boom vcl kinders. Hulie hang soos vinke van

die takke, atop maar in van die heerlike,
gloeiende vrugte.

(pg. Ils5)

The isolation of the district is constantly em-
phasized by subtle means. For example, use is made
of the inhabitants' curious speech - one may even ven-
ture to call it dialect ('"Boomdruiwe" for example, re
cherries) - and customs which may be foreign to the

reader, but which hoh:

In the first part of the book one now and again
finds a passage which is less frtgrnxr -ety,
recreates the deep, soft colour of hu Cs.pt and i

melodious sounds. (39)e

The change of style is gradual and almost
unottrj/i,
more experience; as a fellow-atudent v.ork.

about the change in the landscape, so the style becomes

less flippant, less fragmentary.
merely suggested as before, but prosenie

But occasional
the tabulating method in order to guisp
was apparently too vast to present in h t til.
theless the later tabulations are rnon. co

than the earlier, unrelated lists. (40» AR

38) Appendix2: no. 20.
39) Appendixz : no. 21.
40) Appendix2: no. 2:2.
41) Appendix2 : no. 23.
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%1 Pic Uur van Verlunrsu Be Klerk attempted a
very tig and valuable subject, and the book certainly
la3 a dignity and an unusual approach. But much of
its power la lost by sensational writing, e.g. the
hunting down of Ou Oom Giel, and by the inclusion of
irrelevant and temporary anecdotes which are very
detrimental to the uni.y of the book. It is doubt-
ful whether this vast problem set out in the work has
been solved adequately,

It is generally known that Be Klerk is .an avid
mountaineer. This is well illustrated in the docu-
mentary Berge van die Boland which he wrote in
conjunction with Marthinus Versfeld. In PFis- Wolke-
maker Be Klerk makes exclusive use of his intimate
knowledge of the Gape mountains, Lie Wojk. rr.Ktr has
been considered by some critics to be an important
contribution to South African literature, and in the
study by Oetzee and Hattingh one finds the following
significant reason:

". . . Ble Wolkt-ir. -k, r is betekenisvol
deels om die nuwe sin vir die Afrika inse natuur = -t
daarin openbaar word: die gewaarwordin”; v.n die
aarde, nie soos die Hoer dit sien nie, hie is vrug-
baarheid nie, maar in sy oerkr:ig as skoonheid. (4c Y#
In other words, the writer is not now expcricncin
the environment as an essential component oi his evciw-
day existence, but as a thing apart from him vr.ick
may be enjoyed and experienced at will. It is, in
fact, the citizen's view of the landscape, md not chat
of the rural man. This is a recent development in
Afrikaans literature. One does, however, atil. ..s.* a
typical characteristic of the Afrikaans ittit icv n £i£
Wolkemaker. viz: a conviction that iarm liie 1 1,2 0V~
sincere, the fulle. t and the most viluable. (i « '**

The setting - a high wasteland where no human V.-ing
had ever set foot before - is not altogether convlwciiw
as a background to the problem. A grout) oi pto. t*
all actively living, thinking individuals - are involved
in an aeroplane crash and survive for a foA d <" on 1
deserted mountain. A lone mountaineer manages to reach
them. This is an incongruity which is almost unaccept-

able, and it illustrates Be Klerk's inc.lin itio., to
intrigue/

42) Coetzee en Hattingh: Afrikaanae Letterkunde. pg. HY9.
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intrigue and sensational writing. It is interesting
to note, too, that while the writers of Ber”“e van die
Bdand maintain that mountaineering need not be
dangerous, that the experienced climber will rarely
meet with an accident, Abraham Koch as the experienced
mountaineer in Die Wolkemake?' frequently just escapes
death, he makes silly mistakes, and net one of the four
final survivors cun reach the security of civilization;
two of these people meet their death as a result of a
climbing accident. The critics maintain that if
Abraham Koch's character is to reach its ultimate dev-
elopment, it is necessary that he should return from
the mountains alone. But De Klerk does not manage to
dispose of his characters very successfully. The reader
is not convinced of the necessity of their death.
Another - although lesser - incongruity is the phi'c-
sophic thinking of the individual survivors. fuose
histories, thoughts and arguments are strongly remin-
iscent of similar problems posed in Ruiulgurs na

NSrens and Tomas on Varlusirs by Willem van der Berg.
That these discussions should take place in a drawing
r 'om is more acceptable than that they should take
place in an e”rie cave to the accompaniment of a
violent winter storm, and while the speakers are awaiving
death. Yet De Klerk may have wished to avoid a sug-
gestion of insincerity and conceit which certainly

does arise in the drawing room setting. The cruel,
destructive, omnipotent mountains and the rroxjmjty ui
Inevitable death will reveal the inner-most, the most
true character. But will it b# openly discussed?

The reader is therefore constantly aware o; he moun-
tains and the elements, although in fact there is little
direct description. The majesty oi the mountains Is
often depicted (43) while the human being is entirely
insignificant (page 319)* Man is overawed ty th,
magnificence of land untouched by human lad out. F.-
even accepts it as a symbol - of hope oi ,11<

the writer mean of death?

bo hulle. Daar 16 dit en lonk hulle toe,

ataan“vry en * V SKk-nuw e -‘ard,.
(pg. -76)

43) Appendix 2: no. 24
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A getting auch aa this and in this atrange semi-

gurrealiet spirit, haa apparently not yet been ex-

has been noted above - haa expressed it occasionally
ting,

however, that De Klerk should introduce a paint* r into
his story. One would like to suppose that this sur-

realist painter whose description of his proposed final
masterpiece (pg. 172 - 174) which reminds his hearers

te
landscape.

FLOWERS ?N THE LANDSCATE.

It is not surprising that the brillint colours
and often fantastic, freikish shapes of the South
African flora - for which the Cape Province in part-

icular is well-known —should have teen rewouding

colour have in particular inspired two Oi our oest-

known and most lov. i artists, viz: Hugo Naude, the
had more or less the same thing to say, the same

parallels may be found n the word of both,
the work of both artists 1s known, the contrii one
of each will be thou,ht of as one comilete visual
expression made up of various elements, tht one siiinr

to the other and together forming a remark'd h Soutn

his own field. The painter is seven Lys,led we,
controlling the composition by thor' # , .Y in(

various paint textures and usln; coiw<to m=m

more fully, the colours, tht 11 owe:s, *oy

b

i

a meagage to fellow human being' - 'ven thus], he
maintained in his poetry that hv sang onlyto 1ii1<imv

himself, Often a question may occur to
Hugo Naudf was the first South, At .ic s. , 1
have the "courage™* (44) to devote nil h'3 t

': 1!

44) Marﬁ Packer: Hugo Ntud”; the aift *
enshrined in flowers.
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known work'j arc his pictures of the South African

eld in "happy mood", an interesting development can

that the earliest landscapes reveal a more sombre
character, while the latest are quiet, mature and
tonal in style.

The earliest landscapes are in most vases mountain
scenes revealing the artist's con-clous effort to
represent the view in a traditional academic manner,
the initial sketches having been painted before the
actual scene and later repainted on a larger scale in

D
to as "Maude's large t pictures" (e.g. fig. '

b

emphasizing the fact that his better known works are

while heavy mountain and rock overburden the painting
to such an extent that all suggestion of grandeur is
lost. Scintillating light and s] irklln, co our

which is so typical of the more mature Naudi, Ir en-
tirely lacking in these picture a k\ pa ’e:.i ly 1 -ght
was soon to be a problem with which N ud/ grap;1-d, for
in subsequent pictures light begins to play an important
part. Often the subject chosen a mountain t’ e tr.
painted directly from the scene. "he rurg.:ng, sp.tash-
ing water catches the Lght and con ri. «e t sp . Kit

to the dark,

Yet these pictures still reveai the :ni:. e. /-he

though there is an attempt to bre k rw 1

from the earliest style of painting it :.i1.....
European schools is not complete.

never dated his work and therefore t i- d.o *
determine when he finally broke awa) «m >

French Impressionist palette. A jat
(46) may be a "bridge" between the * i -/ v

re presents/

45) This development is presented In the .M ¢ hha -andt



represents a landscape suffused with oft sunlight,

a landscape revealing patones of delicate colour

qtretching away into the far distance. I'oi although
painting is small, a characteristic which is later

to be so typical of Naudd is apparent, vis: the ability

of the painter to rt present a vast, endless scene on a
like that of the later work. Here the brush strokes

entire surface is the same throughout; long, rather dry
strokes moving in varied directions, adding undoubtedly
to t

picture is a direct forerunner of the paintings by which
Naudd is so well-known ind in which he shows such a
striking similar outlook - on the flowering Karroo scene
in particular - as hie contemporary, Leipoldt. In the

picture Kimetes Nauddls apparent favour;‘v statement :s

of his joy and delight in the flowering fields of South
Africa which he will repeat man} times w th const ,nt

This little composition wa. painted entirely out oi doers,
and it has the sparkle arid freshness of a scene v.evt i
for the first tim< with tt nder joy ani iclight,

painting suggests an early morning whin the s”a mis's haVt
not yet dispersed and together w th the w®'O* run... at

they envelop everything w;th del .cr* colour, m-m-

all outline, erasing any harrh contour.

attern, their ton' add ng to the de..cn\, ’m't " 1N
p g

In the fa- distance 'he sea 1is barely mg. *+ded:y a

colour is it

over-powering grandeur md n -at vc <s«

picture suggests a European paint in# ' 1
South African interpretat ior oi th* rs*-u . a—

Naudd makes uee of paint $-ryiod 1v¥

textures of paint, grading from 1Pl '* r° 1In

work to a
characteristic which will he not* 1 .n <

o** paint ng*



75
Nappeared. The sombre northern European character
given way to a spontaneous brilliance which will

cr, more intense as the painter continuea his search

to fina the ideal means of representing the real South

African scene. No longer are the landscapes remembered
and forced into an intellectual composition in the close
atmosphere of the studio, but the picture, are completed

spontaneously and instinctively while the painter was

One can speak of Naudd’s "spontaneous surrender" (47)

mo the South African landscape which immediately suggests

and even describes to some extent the trittie, *>wilt,

even sketchy application of paint, and the painter is
described as "a true impressioni. t in that he follow.;

Nature in her moods, he submits himself humbly to them."

Such a statement straight away calls forth the immediate

impression that a Nauid <Letare makes on the spect tor,

a gay, spontaneous, happy,

an apparently care-free picture long remains ”“n the mem-

ory of the onlooker, and on c.oser s*udy a .aud4 pa;;.° r*

reveals a sincere depth of feeling - although it may not

be very profound - a true and ever new emotion o: <> m
that the painter doultles. :y experienced when

confronted by a new aspect of the a .reidy nr "= lat.

comes a;:

mature iaud4.
stretching fields overgrown with "wvi .d i:-. <1/ edd
Namaqualand daisies tf -minated by d; -tant

It represents a vast, for '"i"er, "orii when

- 1

ir,,ny hand-, i-

3

of miles diminish sh!nr» where *he ' 'i; m
tens form and cren I ¥ 11 ' co™o r
tillate and intensify, to o1 A v' !
ultaneously cancelling o. ‘'w "

gested is so large that tl.c hui n :' 1 d
sented - would be absorbed en! re.y

is typical of Naudd's work i« act <V | by
the immediate foreground almost e m p h as that co.ou: A

Is! Bouman?CFalntern of”outh Africa: pg. 41.
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does not contribute to the suggestion of depth, hut that
nlne = cha dominating factor. The sire of these plants
places them in the foreground, and the diminishing height
, their neighbours diagonally behind them draws the in-

viard line which is repeated by the orange, spark! 'ng

Pattern formed by the dat:' Ler. This diagonal plane

r'O'idens in the middle distance ap|.\ren'ly refuting the

Now it is colour perspective wh'.ch lends depth to the

composition. Subtly pale yellow/ and greens inte-mingle

t00, Is smoother in centrist to the heavy impasto in the
foreground. The Vne of daisies doubles back on itself

by a severe low r.dge, which is a too direct ond harsh
continuation of th ¢ shadow line of t,he foremost n:l11.
Beyond the hills the sig-zag of daisies has lost al *

brushed yellow line picks up here and there, leading tne

eye fur+”A- and further into the les - br rh% less col---
m
colour of the sky caught ¢t first a »f;ni -t \'%

plane of flat yMe-1 -nd “eforr oi'n”, - out n- o the fee,

emphatically contrast nr t/.e .-eveie../ ra

mountain range. The use of cor’ en.ent « < «

this picture is noticeable and is undoviledly *°’t

fo® that feellnr of r'i:rty t } v oA
foreground which cancels out trie x &> * )
tween light and shade svggestr M* '

tains with their heavy colour and * v v A
tween light and dark dominate and vr >-y “I

There appears to be in this piolurt 1 1'lm
life which is, incidentally, noted as char,o:y'yt

Leipoldtis attitude towards 1 1i e > 111

«

' possibly/

T r”~e Van Bru,gen )
pg. 17.
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possibly be an additional contributing factor to the
similarities found in the work of both artists.

A more intimate flower picture by Naudf is a close-

up view of a cluster of "wild larkspur". The entire

ft,
appears as 1f the colour of the blooms suffuses the dull,
pale ochre field around them. The picture suggests a

coo], breezy, pleasant atmosphere, ird Leipoldt unwit-

tingly describes it:

Taar is *n blommetjle wat groei
Teen elki krans, in elkv kloof;

Sy blompivs hemel”“blou di- blot’L
Tunsen verlate grysgroen Loof.

Son-vrindj.ie, as die ou govreet
Van wSreld-n“arheid om my swig,
Dan kyk ek na jou blou en weet
(31lampemperliedjie IV.
Uit Prie Werelddele.)

This 1"ttle poem more or lens describes the paint-.Tig,

But when both verse and painting are analytically com-

pared the difference : v.rikin,'. Naud«5 c- rt .inly a;ci
not paint Jk(a)lossien" -xia - a li*"xe ti.y-1-k*
flower - in this case, nor do th< Mu( spike - »e
painting appear to be H 1:3;'r~.re% - tr.e , le M

"friend of the sun" Lelyo: dt addresse.” n ‘he poem

seme period must inevitab y giv¥ ' 1 . .T

As contemporie-3 the work and at. ‘itad* Owu

ject matter is the same - the *h A rtn ¢ ma“
the South African colour end to ;i :r->" 'xI'
African atmosphere. South Africa ¢ vri- M

appears that Naudd and Leipoldt werk , Ll

Africa In a way which is slightly le,s nf :uc.-icc i/ O'

Naudi as a result of the poet's medium, -

language. The approach of both uti 1 mtowmi “subject/

50) Appendix 2: no. 25.
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subject matter ia loving and tender. The poet usea
33-ninativea, soft aounda, givea a suggestion of delicate
colour”, which all add to contribute to a tender emotion.
Tp the painting the soft colours, the lack of distinct
outline and the absence of darknesa convince the spectator
of pa::/.' '

blooms quiver

there ia sunlight, there is jo), and all that is to be
found in the painting too. Th.se arc the words in the
roems which remind one of the painting, which may be said

to "describe" the painting.

Sometimes the two artists art in an abundantly joy-
ous mood. NaudtS expresses this clamorous joy with
brilliant colour and with vigorous paint aprllcat ton.
Leipcldt can hardly arrange or organise the myriad of
glorious impressions that h< wishes to share with every-
body. He does not know what excites h'.ra most and,

therefore, he tries to embrace it all, and exultantly

I
well-known Oktoberr.-tar.i. Not for orn moment does Leipoldt

; the sky,

poldt prevents utter bre ithlc ssnf . 4 -1 wlC
slightly curbed by the longer, more 1° ° -

youthful, care-free joy.

The Naudd picture of r*prlru-time In sam-iqualmvl *

Het nou vi
and the delightful: "30 tioir“nvj_ v-: KL !

' ".I <'

ilm
work of the

painter respecting his medium, mu t at.ec*

the chaotic multitude of impressions, an-i Ul 'roVre
aspect must be simplified, obliterating ir:" e
in order t

Poet, can gather the myriad of il '1 Alote re, irrange/
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rt-arrange them and present them all at one . >saving
the reader material with which to form as complete and
satisfying a picture a< a Naude painting. Yet a flower-
ing field, by Naudf, although it in joyful and spontaneous,
is more sedate, calm and mature than the poem. OKtober-
»aand is by a very young man who finds complete happiness
when he is in the open. But even in his later work

Leipoldt gathers a mass of varying dt tail in one poem,

tl . h' creating possitly a pie isant met iil picture, but
n0t -cessarily a good unity. If all the details mentioned
t. "lui.fliesrie t- oommomde pot . .51) w, re to be rrerented

simulta. ously in one painting, the picture would definitely
be chaotic and unsatisfactory. Tht it.ages called forth
in the poem suggest an entire exhibition of impressionist

paintings. The poem can the rtfore be termed impressionist

reading this poem: " 'wtrt-bruin * n.du water" reminds one

of the early, dark picture a, and even tb late works of

s

intjees, wat weelderig / Hul wit blomvlerkt uitsprcl”

may be illustrated by Civink rir.ch' / (°3) where, incid-

picture and atmosphere: tb & «rt- i nv t, ‘-a w ter in-- '«s,

the faded fern, the gold and yellow of 'he wun et and thoin

b

achieved by the long vnd <oft sounds, *he r.vy iy -

b

and dragging

all to be depicted or one canvas :* fra rli. o .re-
sume that all pe icefuln< = wou 1 :- lo ’'.

The poem is a word p'ctur- . ~ ¢ ful: "'h o !
been suggested by technical m an ', fu‘ no.vh- - ha.

poet stated an additional thought -pr v ¢- to 1 1< o

human beings which might have occurred to him wh b wat

'

is nearer to painting than: As 1H oY

tulp nie rnec- blOe 1 nle (54), which, n: >r "ulf '
A philosophical/

)4) Appendix 2: no. 2f,
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philosophical implication, is a less successful poem.
The first verse is still unambiguous and painterly,

although almost immediately there is a hint of a hidden

thought going deeper than the surface: '"Daar is sap in
die gtamme, en krag in die blare, / Nog diep in die
hart van die hout opgevou:" The second verse is entirely

subjective-philosophical, almost ignoring the previous

Often Leipoldt is described as the '"lonely one",

But to the early, relatively small Afrikaans community so
bound to the strictest of Calvinist tradition and even
inclined to chauvinism, to state blatantly: "Ek is
natuurlik «n Boeddhis" (Y;), and to announce fervently

in his poetry that the past must be forgotten and for-

lost intellectual contact with his fellowmen and conse-

ficant remark just for th< sake ol making it:

Soos ’n borrelendt vink v/st y hart ver.io.'
Van die sang wat opbruis en uit :ng r-oe v.n .
As hy swaai o] die tak van d e w;-tho *;Os,
Gestree1 deur die s ir-ko . rm" enu,

Soos lie seemct.u sing as hy oo wa -rts- »

O sy sterkt w».-kv d < braira r ¢
Z iH 1l¢c :mu Hkoor -

(SkoonhAidstroos: XIX

He had to express the emotion he tc. "o LI *
and sometimes rather difficult to ur.-u

these casual little songs are acctitail t>
reading people today an their own leca im >% > K

56) E.g. Vandag in Uit Dri o Wen_"hlij.q»
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either concentrating on one aspect of a whole, or
“Uernatively grouping a number of elements together to

form a unity*

In his early poems Leipoldt reveals an intense joy

in nature. He joyously sings about all the beauty

others are possibly more interested in material things

wealth.

somewhat disillusioned by his follow:en - he turna 4%

taiity and robustness is missing which was characteristic

tat a certain stubbornness is revealed by the persistent:

"Somer en son en saffier vir my:" Eventually the reader

feels that the poet stands entirely apart 'S ' , and there-

is there utter reai.sm, but thoughts in . Lred or suggested

9

liar object, and therefore these reflective poems sti.*.r

suggest a visual image which is easily formed m th,
But one characteristic remains throughout in Leipoldt'*

in a simple - though sometimes careless - language

A mass of flowers is thankful "ubj,ct matt.r ior tb,

and expr”®lng the poet's joy at th, r-awuk,:.Inh o, n, -
may be found in Afrikuanr snt.ho. u ' « "o«
found moving beauty in a flUd of autumn "

he visited a concentration camp j '
cosmos ('y

simple rhythm in this po<m all contniaie '
t<

skoenheidstroos is a volume by the

Leipoldt.
AR (M4

ind ;v.du.i1,.st
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jy-¢ picture painted in the reader's mind is delicate.
Ike images emphasize the lightness and the aerial quality
ofich ia so typical of these flowers. How crude in
contrast 1S the recent painting by Terence McCaw of the
subject. The little patch of harshly coloured
?0sraos in the foreground looks dead, hard and wooden.

No breeze could flutter through that immobile mass. The

severely patterned hills in the background do anything

Q van . u

tree (59)» which may b< compared with msra. mf 's  Flowering
r*uth Everard Haden’a .

large, decorative painting rcvr- .eats a tree triumphantly

soaring upwards, the upward movement being strongly assist-

ed by the distinct oval pattern forming the composition

handling which suggests the delicacy of spring rath<r tm-.n
the bursting forth of life, the treatment in Ruth Everard
Haden's picture is bold md broad, m king the sp.ev i or

feel the strong vitally of the new euson.

Toon van den H*'-Vvr is a poet and writ- r of < .o-
called "middle period" in Afrikaans literature vivn
makes way for work which, while it retie' wv- n
outlook on life, manages it tht sam* -t ' 0
more general conception - with anclen mny h ’
this:

(iie ket.eltjle cn die dor toon. Apparently/

59) Amandelboom - o lentet ruldt i:1° !1¢w,J.,°necf la din-

m'koppcn.ibo s. pf. )e



Apparently the young poet did not follow the est-
b] i?hed poet's advice, for in the light-hearted, part

,*gt, part imaginative poem Die Blomme little Cupid ia
Toon van den Heever ia possibly the only one who has

It ~ a little fairy tale told to a five-year old girl who
demanded a story about the convolvulus. The story-teller
proceeds to relate n mock seriousness how the morning

glOry came into being as a re. alt of the jealousy of the

trumpeter 1S flung out of the Eastern Kingdom - the land
where it nevei grows du’k. He landed deap in our Earth,
and now he struggles every morning to go back to his home-
land, but he cannot get any further than the hedge. (63).
[t may he a traditional little fantasy with nothing of the
real philosophic-art:: 'ic val «c, t -t *f has s icL le. .cate
pieces of description and such fine, suttie humour that it
certainly is a valuable contribution to the Afrikaans
collection of sketche s

The flower or mass of flowers in their own right are

such an important contribution to poetry, it "“<rather
'

times, though, flowers ire desorlV;d in pa- ;-ru r

9

1

It is strange that whereas the South African :.OAt..-

panels based on these <hares 'i< vt"Y ra-’ ** °

Naud4 - with the exception of a few still I=fes and 1 :a.k-
ground of large sunflowers to on* oi t;a vf a

man gardener - Ignored the d, t, 11M shaper- of the Howcr ; an-
depicrf:

Steenkami used a decorative .iti;.. Xl '

landscape Gravelotte, hut the flowers form a v. ry uhor,

ate part of the entin ) :et,ure.

distinctly suggests the iuiet, tempo! ey 11"

and as such it in expressed by the y 1 ’
nv
; ~ .a "no. 40.29
C.M. van den HeeviF: L—r -

D. P. Malh- rbe: Hans-die-. K-11
" @ Appendix ?; no. 30.



It is interesting th-.t Natal has inspired so
little signalictnt painting. Several possible reasons
iray be put forward, although th( * must all be considered
cautiously. It is extremely difficult, If not impos-
sible to find a definite n won for this lack that can
be accepted as wholly valid. The part of Natal qis-
cussed here is the coastal region and the Valley of a

characteristics Of a warm coastal area and is similar

to the Bushvvld and grasslands of the 1'outh African

it completely under hi * control. The country with its
endless and for evir waving cane f ¢Ids ha. submitted

may be opposed to Natal to illustrate this point of
passiveness, of tamer h: the Karroo and Bushveld

man and animal are involved in an everlasting struggle

which to live comfortat.y - even .azi.y - and to cult:-
contrast to the active, : ert .ife :r. oti or parts,

bare veld offer-* a challi to conquer, and onei .* has
been brought to he< ?2ti demands th t " owr char-
acter 1s “eapected. Thepredor. aant colour oi @ a-
a harsh, bril .iant green - i : no* us *h- ane

varied it, or ;ul %a i it to n r y ov* r" on* .
iridescent 1 “ht is too :1 « V*.

quately represented 'wmca severe or decor t v, Jnt t«ri
which is possible on the high v. .1, nd vet ° c-'-nnot

be solved through Lmpr* 's; on' t ¢ mho -

Several painter; who work in Nals e |
reasons for the lack of good picture" t; :'ed on the >,ta.

aoene- (D- Patricia/

paintings - many of them NntalL Lands, i}«
weak.



Patricia 'Vile3 sairtt

t the 1< “e
of Natal is one can, for instance, 'he Sape
where an umbrella pine, a blue mountain and
n cottage seems to describe the whole of the
peninsula.

1 feel that the picture buying put lie

in this country buys a picture primarily
for its subject mutter whic. ttry like to

understand. This tendency car, be divided into
two groups:

a) Subj-ct mu'tor which ia universally ittractive
e.r. streams, the r.en, :.v :r.’alar,, f)r< tr, etc.,
etc.

b) Subjects whtch include an easily recognizable

N tal does no’ .end itself to the group .have
called (b) tu4 r turaily features whichl have

does*not mean thae Natal is unpain table in my

The last at ite nent may be “rue, but nevertheles

several pictures that are atalogued as having

been painted in r ita.. are a; *en o: in in.ey
arti stic quality. Patr c’a iie”' 'a.:
of \ut uwr. .r, 1... f, alt,, -rh . 1' £ casm ¢

unassuming picture is not as sucessi-u tu the
more Imoor m me'e L |
raint-d in the rr v no of 'mtti, > o<er l-r..y
not in the con 'to. re nn r in ' ok o K
Storm Clouds therefore dies illus‘r .‘e he
painter’s point of a Natal rain’ n. ot
revealing the essence of :a‘al.bo*' LB I
enjoys paintin in Notal, an' 1 * s 'h !
intrigued by the "flee tin : 11 *h*® 'o/'-
the city of T)urban." 'he '“i el ‘
tnis on" day.” (V.

Nils Xndersen also enjoys piit.ir m If
particularly "the rolling hi :11'm1 ...
i

But, except perhaps for his r Ie- Durban/

?) Letter from Patricia Wiles, bitei
3) Ibid. i
4) Letter from Nils Andersen$ 1
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ennrhan Duck:; (Durban Municipal Collection), Ander-

sen's bettor paintings arc not painted in Natal.

jack Pieters simply states (5) that Natal is not
paintable unless one is a 'genre painter" and uses the
colourful Indians and eir customs as subject matter.
Pieters is not happy painting in Natal, and usually
the pictures ho paints there reveal this lack of feel-
ing. Only a few does ho consider to be good, sincere
pictur s. They are of scenes which really roused him
when hv a.w them for the first time and in the paint-
ing he could re-express this emotion. An example of
this is: Native Reserve beyond Estcourt (6). It is
an academic-impressionist picture, well balanced in
composition and colour, and soundly painted. But it
is not an impressive picture which the onlooker will
remember.

However, Natal haa many painters: e.g. L.A.
Francois, Alfred Martin, Clement Sen-que, Wallace Patun,
Perla Siedlc, John Fergueson. Alfred Martin has painted
a charming picture of two young girls lazing on grass-
covered dunes protected from th sun by large, colour-
ful parasols. The sen is in the background. It is
a delightful, sunny picture with pleasant, glow.mg sun-
shine with a European softness rather than the couth
African glare. The two largo discs of the '"Japanese"
parasols - one red, the other yellow - fora an amusing
coquettish pxittern in the little picture accentuating
the pleasant warmth I the wind-still day. ihe
picture is in the style of that directly before im-
pressionism and with a strong English flavour:
charming, innocent and rather sentin ntui. The paint-
ing is not a typical South African picture at all, fvi
it lacks the brilliant light and it is almost too
cultured and too civilized to be a convincing i< {®>
sentation of the robust South African scene - even if

that scene is found in the tame Natal.
A/

Interview w
The picture
discussed h
the Natal S
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A painter who has solved the problem of the irides-

cent light so typical of the Natal coast is Zakkie Eloff,
A coloured
gvgy sky and an jntvn.-er .ie.t m”* brilLxi ntly contrasted
the yellow beach. The rondo girl.i depicted in
striking]y brilliant colour and in v 61.nt action add
to the suggestion of he .t and complete the hot and wild
atmosphere.

A few if the better-known j .inters a;pear to have
worked in Natal: Pieter Wenning, Frans QOerder and his

. . ts

Although I eters mainta,ns th .t '.Yenning painted
only one dock scent i.nKat 1, (7 ,two drawing- ,nd one
oil reputed to be by Wen,In, h ve:evn found. The
drawings ire of the typica gnarled, distorted

coastal free, ferring v ry '’.tor- ting, fre”ki“h
and decorative, and t! < ketchem could have teen
forerunners of si. ’:c mt; .jnt ngs.

The painting is a view of but it is

certainly net one ofth< a'.nter: #e/t p ctures al-
though it nay be interesting from an historical point
of view. It is very Dutch in character, the conpos-

"Venning excelled in painting rre , !t they re
practically always subjected topredotnin nt grey
tone. Thin does no* * ;1zy th h r h N ta gre :is
which are bright and wh oh seem to contain . yellow
overtone.

A typical "Wem.tng gr*n" meadow - surgeiting
a very rainy day - ends at a low horizon upon which

Ing forms a somewhat awkw .ra, do id centra; fooal
b

point. The sky i mhigh :nd <y, ni tie #reynus
Oe the sky dominates md . . fus . 'h 'r1 V¥ m ;n6e

Gerda Pitlo's paint in, of th* Co. —
1 6% 16) is ponsibly one of the rnor sue '

paintings of Natal. The conception s very n- ;. .
t—° - even photographic - hut th" hazy ds.1 nc’ :*ni

-ufigestion of a slight, warm/

71 Possibly the picture of Boats in thr ir, tori;,
Municipal Col lection is th- picture to which
tieters ref *rs.
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wimi breeze achieved >y misty, delicate colour and a
relatively loose 'tHv iC" ion of paint is convincing
0f that part of the country. Frans Oerder definitely
painted in lacal too, but It s not known vhere the
pictures are today,

Irma Stern expressed Natal in her own vigorous

manner strongly su vegtin the exotic of the hot,

’
and Indians often inspired her to represent them

dancing, drirkinr be*‘r, makin- .uric, or merely

grouping together. Sometimes she iepi ted them

expressing the warmth, the cdo ir, e\'en the lethargy

The most interesting painter cf Natal is
Clement Son” ;ue . Due to ‘he earl) 'datr of 1Ims
architect-painter his work has not receded such attention
In his drawing ill) and pair, tin.- the architect's

interest in form is very apparent,and In 4/ a pain'.ngs

)
conception is that of n irchit The picture in
at work on the dam wall. ""he pn.mt n» has a very
controlled and sab <ed, t - u . tr sc: . vi

flashes of light catch.ng twr rei -¢:» -V narrow si les

on the extreme left of "h cop si* in.

on the trees has far ess inter. ';V than th i* on tha
wall. "he distr.b n

from a realistic point of view as thera *r 11

Bt all on the mountain side on th vxtremo i1-u' c*

composition which sho .I t 4 ;vOo beer. n 'ill 1- & *:
the painting had been entirely realis-<;c.

is therefore subtly placed on the ac' .vity of builu.ng
and/

8) According to Mrs. Oerier.

In most cases the locality' of the mw ni1‘m

Town: and Oliver Walker, Joliannesburg,



and the small workmen on the wall between the two
rectangles of intense light. The workmen and building
gear are also brilliantly 111 by small strokes of contrast-
ing light and shade. Seneque's application of paint is
characteristic. The bold, medium stroke is suffic-
iently loose to prevent the picture from appearing dull
and immobile, yet it is so regular and controlled that

it adds to the suggestion of powerful form. The colour*®
In all Seneque's pictures are subordinated to one general
deep-dull tone, and in const-iuence the use of intense
light is dramatic.

It is noticeable that Seneque has in the case of
Shongwonl Dam painted In architectural struct which
has become a feature of Natal, but which does .iot rsflect
the essential Natal landscape. Seneque has, however,
painted successfully a view over the Valley of a Thousand
Hills. (fig. 17) which is in many instances reminiscent
to passages in Roy Campbell’s L1"ht on a Dark Horse
describing similar scents. Not only is this picture
successful as a result of Seneque's outstanding control
over his painting - the composition, the paint and the
colour all reveal the characteristic restraint - but the
painter has chosen to depict an overcast day when the
brilliant Natal green has a generally subaued tone and
when the iridescent light is absent. Yet in contrast to
Wenning Seneque introduces a dramatic flash ol -ight in a
strip of sky between the horizon and thv h<avy blanket of
cloud so suggesting the sultry heat of thu region. iV
entire picture - considerably smaller than tho pictures c.
the Shongweni Dam - represents an endles. , imposing v * ,
and Seneque has accentuated Its grandeur,
picture the spectator senses the vast,ness of the m.v ..c
scene which the painter has achle'ed by the undulating line’
in the hills and by placing a smul, banana palm Irm.di ;ie,y
in front of the wave-like pattern of ii.it .tv hi..<.
illusivoness of the scene is suggested :y thv
tone and colour which appears to imply that 1- e¢ed
contains far more than the eye can svr. if 1b< ilo.i1
were to disperse, and if the surroundings were to n «x-

Plored it would appear that a landscape such as Alan baton

describes would be discovered:

miat*yoiT*look* down 0* 0?2 ~, valleys
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of Africa, About you there is grass and
bracken and you uay hear the arlorh

crying of the titihuy.one f the birds
jf thu veld.

(Cry, the Beloved Country,
Pg. H)

and:

If there is mist he”e, you will see
nothing of the great valley. The mist will
swirl about and below you, and the train and
the people make a small world of their own.
Seme people do not like it, and find it cold
and gloomy. But others like it, and find in
it mystery and fascination, and prelude to
adventure, and an intimation of the unknown.
The train passes through a world of fancy,
and you can look through the misty panes at
gret-n shadowy tanks of grass and bracken.
Here in their season grow the blue agapanthus,
the wild watsonia, and the red-hot poker, and
now and then it happens that one may glimpse
an arum in a dell. And always behind them
the din wall of the wattles, like ghosts in

the mist. (pg. 17 - 1d)

It is a land of fertility, but also a wasteland.
Animals and people live there and are dependant upon it.
Yet man has destroyed it and has made it uninhabitable,
but this cannot be seen when viewed from ufar. The
fertile valleys of the land are comfortable, safe, pro-
tected by the vast mountains by which they are surrounded.
They even seem to be unapproachable until the appearance
of the "toy train" proves that man from the outer world

has penetrated.

The valleys are seen in greater detail in an extract
from the lengthy poem: '"'"-y ~ " Thousand Hills by the
"Zulu dramatist and poet, H.i1°L. Dhlono. (13

Silent, a bird floats past, and far away

A dumb but busy ant has loot its ’ (- ¢

. i 1 1 1 1 L "
SLlatena,1 hoars nought, -d %earful, A

pg. 40)

13)0.M Miller: H. Sergeant: A Critical “r\cy of
South African poetry in Lnglieh* pg»



Further inland the Natal mountainu - the Drakensberg -
haVe offert-d a challenge to both painter and writer. For
example in a delightful, gay, carefree manner typical of
the particular writer, Uys Krigo records a trip on horse-

back into these mountains in : Hitha er. die rcBn and
< 'Rerge in ... two sketches, both included in the vol-
uaw Ver in die wCrell. In the company of his brother and

sister, Francois and Mizzi, and Terence McCaw and Walter
Battiss, Uys Krige enjoyed the carefree ride. He is the
interested collector O story-material when he urges Setha
to tell the tale of the jackal and the hyena (pg. 65 - 656).
His poetic interest is whetted when Francois mentions a
few names of villages and farms nearby. He enjoys the
sounds of the words, and a picture is conjured up before him*.

Die lang klinkers wauroor Francois talm, gee

aan die woord 'n soetvloeiendheid wat in my

verbeelding die prent ophang van 'm groen

statjie van nutjiese Basoetohutte, perskebomu

en oielielappe lowers teen ’n helling aan,
waardeur *n bergstroom rustig vloel.

(pg. 46)

But - maybe because in constant company of active

painters - these sketches reveal the painter in ys .rige.
Accurately, but lightly, he describes the vast moun ain
scene (pg. s¢ and s o9 1> the nerinas (py. nma ™ 1«

" ’n rooi stier op In groen voetstuk teen 1n blou agte:gronu

(pg. 60), a herd of buck (pg. 67). He merv.y ment.on”

the native stores in the hills: "Mnr. Rust so Ainkt it j.e

met sy groep Basoeto's voor die stoop" (pg* 47), 11

seems to be precisely this scene which rrancoin Has tecoideci.
(14). In subdued earth colours and with a loose Bppli-
cation of paint Francois depicts the casual, =

phere of tne country store (fig. 1s).

It seems unlikely that the other two painters have
recorded this expedition in pictures: Battiss app*sis
have been hunting Bushman paintings at thit t
toe hy van die Boesmanskllderye beg;n )-" 1'»
'lie enc belangstelling." (pg» s7) and WeChw Ims tc havt
heen more interested in the city therm
"

, . die wolk is vir horm bysaak, : Mdlg
belangriker, want die berg skep > ' meer/

made from sSketches drawn on the



mter soon ’n fabriek wat ay rook die lug
inatuur

Ek wou nog aan Terence vra: waarom het hy,
as hy die roos dan ao minag, nie liewer in
Johannesburg gebly nie ora aldaar fabrieke en hul
r.koorstene te akilder, in plaaa van hier hom
aan kranse v.n klowe te kora vergaap,"

(pg. 43)
and he finds the acine too vast to paint
(pg. ¢G-61)

However, in literature, too, very little reference
is made to the coastal regions of Natal, and no reason
appears to be valid which can explain this lack of work.

Uys Krige maintains (15) that Roy Campbell w*a "obsessed
with Natal" and ht quotes The Sisters to prove his point.
But, although the colour, the images, even the rhythm of
Roy Campbell’s work may be attributed to his early ex-
periences in Natal, his poutry very seldom directly expresses
the Natal landscape. As has been noted above, inhis
autobiography, Lirht on a Dark Horse, several fine descrip-
tions of the countryside are given, but it is doubtful if
this can be considered to be ol Campbell 13 best aork.

P. J. Schoeman sets his strry about Fanie in Natal, ut

this is that part of the province which is very sinlar

to the Bushveld, and therefore does not lorm part of tht

present discussion.

Only one four-lined verse in a long epic poem
Jocrnaal van Jorik - by .J. Oppenr.nn nc'x* iily :Lv '3
reader definite ey in hatel:

Umbilo, uit ’n me,rb< iboom se Kkruin,
het s. i v.It torir s v.n 1n moskw
en giftig pers 1n ou wat ;n die tuir.

’

It is interesting to note that Natal s syn.~c¢lJ¢ ¢
here by me inn of the Indians. Phi s i liust i,ite.
Pieters * argument that Natal can te express'd or.1)
the colourful Indians. Two otht r 1101 !+ I ¢
religious ritual of the Indian, and ttn r.lore one i-

inclined to presume that the original inspiration or thoug:

came from Natal:

15) Lecture on Roy Campbell: University
Witwatersrand, April, 10" i*



wierook begin die kalbasfluite eentonig teem
us die goreinigdes met klam kaulvoeto

die paadjiea kies uit dio rivier - raaar bang
dusk mt die oopgeharkte vierkant glov.d
terugstuit, soos nut bruin vullcna vasgevuing.
Die bok en die p“unpovn IS oopgebreek,

die priester aprinkel met sy takkie blare
wywatera oor die vure en kocl kv/eek

en voorste ry van besvvete skare,

Dan in vervocring trap diu kaal voetsole
lig-lig na Brahma oor tapyte kole.

(D.J. Oppennan:
Vuurlopcrs: Engel uit
die klip)

Hibuskusvlanmu in die blouswurt hart,

En oor haar heupe span geMomde ay.
Die bloed van vorate vloei nog deur haar are:
Met hob borate stap ay in dit ry.

(I.D. du Pltisaia:
Tempel-optog.
included in Groot
Veraeboek)

These wo poem°® c¢cm very well be pi:ced alongside
Irma Stem pointing.' of the Indians, for they give a
similar sensation of strong colour, of heat and ol the
exotic, in the pointings and the- poems thv heat, colour,
and mystery of the East is strongly exphasized, and it
is this atmosphere which one certainly does experience
in Natal more than in the other parts of the country,
but there is nothing to place the reader with oertijnty
in Natal. The poems
of the Europe-m regarding the unknown Easterner.



VELD ANPJFARM

Until comparitivcly recently the greater part of South
African art was centered around the farm: its life, its
fruitfulness, its hardships. The wide expanse of veld was the
farmer's kingdom. Rural life was at one time practically the
only conceivable life, the only righteous life. A large number,
if not all, of the established South African artists grew up
as farmers' children, and in many cases their youthful back*-,
ground was similar. (1). Therefore it is not surprising
that in much of the work produced by these one-time farmers
there is a similarity, particularly in the case of subject
matter. In the work of many of the poets and writers there
is often another characteristic, viz: a deep longing for
the wide, lonely freedom of the veld, introducing a melan-
choly and idealized tone in the whole, e.g. In die Hogveld
by Toon van den Keever, and Helmwece by J.R.L. van Bruggen.
Many of the writers have attempted to point out in their
work that the farmers, their families and labourers are
formed by the soil they cultivate, and that they gain a -r'"p,
intangible, inexplicable wisdom through close association
with nature and through contemplation of the qui™t, y<t
overwhelming creation that they know. Many of the writers
have depicted the ideal patriarch of old who has become
part of the land and a God-fearing ruler of his small kingdom.

In literature particularly there are innumerable
widely read works of a considerable stano as thtt hnv* 1ound
their inspiration and subject on the void or 1im« o. van
Melle attempts to explain why a writ* r )a at true t<.1 u

subject, and it may speah also for the othei ..tti.t.

Rand, was dit atil en landelik. U N ot /

"rhe' radio ta "M ~ T U 9 5 6 ), and the book,

p-j. pg- 200 - 20L



Not long ago it was probably safe- to say that all
Afrikaans and a few English poets and writers worthy of the
title had based their work on the rural theme, and to a large
extent this may be said of the painters too. Severe selection
is therefore even more essential in this chapter than in the
others. Only representative work can be discussed and it
must serve as an example of the entire contribution of
South African artists in this field. Possibly a few examples
given will not be the best of their kind, not the best
produced by their authors, but such extracts and reproductions
or descriptions of paintings are given to illustrate a
typical or specific point of the bulk of work based on the
farm theme, or to illustrate t similarity present in painting,
poetry and prose writing. That th, work of only a few
artists 1s discussed does therefore not imjly that work by
others 1s considered inferior, but it is impossible to include

reference to them all within the scope of this essay.

In 1905 the first poem of merit to be inspired by the
loneliness and endless dist incc of the barren veld made its
appearance. Wnternag is possibly Eu;'m karals' best-known
poem, and at its original publication it caused a sti'" among
the cultural leaders of the time because there had been very
little, if any, Afrikaans pot try before which was so sincere
and moving.

In the following year Jan I.E. Cyll!err' well-known
poem Die Vlaktr was printed in De Volk”*tcrr. Although its form
and rhythm were not new, it nevertheless oxpr(nsed in > good
Afrikaans idiom the well-known and much-loved South African
scene. The poem tmn« 1lately brought Cell! rs forward aa a
significant poet* It
establish Afrikaans an a Jangugge in giving thorn a o,cond
example of sensitive use of Afrikaans, it is v 1 11 *all
of the calm majesty of the seemingly endless country undis-
turbed in its centuries old peace. Ev ryhing is 1 (-
broadly and boldly. The conception is too big ' -dal 1
detail, unless that detail can contribute to th 1miMS.-Un
of vastness - e.g. the streams of water after the storm only
form part of the all-enveloping night. -L' T L(iu
man is not present in this dmerted, yet noble world, iin
would only be umall and insignificant her:- in thti’ u'
of God's majestic temple. But, although th, poem was a wel-
come contribution to the embryonic lit raturr, it ia no
great piece of artistic expression, and v,ry littx, c
Celllers' work is of a really high standard: "Colliers s



96.

in hewig liriese natuur nie, ay ritme bcur nie fel in

die medium van ay v. ra nie. 3y pofisie laat ona nie huiw-
rend skou in die dramatieae worsteling van 'n wroegcnde siel
ie Hy meer verwant aan die Ncderlandae voor-Tagtigers,
het'geen affinite it met die indiwidualiatieae, opstandige
N(>derlandera nie, hot ouk goon invlocd van hullb ondergaan nie.
Me Vlakte is, by al ay )rag van plaotiek, nie vecl meor as
TTTT"THng nie, mis die univr roele, die simbolick van

(Shelley’s) The Cloud . . . (3)°

Colliers’ importance lies in the fact that he was able
to express the emotions of an awakening nation in a young
language that was still batteling for recognition.

In liensaamhcid a similar atmosphere to that in Die Vlaktc-
is created but here the immediate environment is seen more
intimately. The luman being is part of the loneliness, and
the veld is seen from his joint of view. No longer is there
that suggestion of greatness, but rather "f a melancholy
longing - an emotion typical of much early Afrikaans poetry.
It is particularly through the rhythm md to some extent by
the choice of words that the suggestion of melancholy is
created. But although this po m has an appeal, it is far less
impressive than the paint rly Vlakte. Yet neither Pi, Vlakte
nor Een.'-iaahi id reach such rtistic heights to Pis Al.

In this miniature verse Colliers surpasses himself, although
Dekker maintains that B ousting - a poem si lilar in form to
Pis Al - is of an equal standard. (4). In the very sensitive
Pis Al Colliers mokes no conscious effort to be a poet.

words are spontaneously brought forth tnd arranged in such t
way that an atmosphere of dejection, of a stunned atm of
mind and of utter desertion is superbly exir< ased:

Die die blond,
dis die blou:
dis die void,
din die lug;
on ’n vo%l draai bowo in vcnuamt vlug
dis al.

The variouselements in thesurrounding placii ineach um<~It
ted positions in the context, as if th< poet does nol roallj
recognize them, contribute to that strong rm.'tiun m iw Mi
tion, and then the sudden irregularity in tlI mvt..
a whiplash - intensifies the fo<ling ol <<si li., tt f
immediately to the hopeless, put.aivi sigh

This poem may be place d alongside hug a ~1°1" -
Pug and the two together will form a unity -ni i
emotional quality which many people <xp' TI°noi
Africsn veld. This is an emotion which in difficult tc vX|reBB
in words, but which is strongly sensed. The <motion thit

creates a feeling of the incomprehensible wonder of t ¢
universe /

«2* Dekker. Jan Colliers ens volkadigtor. od. jr.J.Men Pt
Ibid: pg. 108.



universe, which mukea the human being feel inferior and

»inallf and which calls forth a restless longing for an in-
definable experience, a nostalgic longing. Much of the popu-
larity that these early poi ts enjoyed is probably because

thcy wore able to express this g ncrally accepted emotion

in words understood by all. That the early poets should have
expressed this emotion and should have chosen as subject matter
the ever-irapressivo veld illustrates that int. resting and
strange fascination the veld has always had for the South
African poets and writers. Throughout th development of
Afrikaans literature the same subject and the same emotion
recurs again and again. The powerful force of the veld which
compels the artists to write has probably produced a character-
istic element and even a char ict<riotic kind of work in

South African art which at a later date may possibly be looked
upon as one distinct type.

The veld becomes symbolical to the South African poet -
of majesty, of vastness, of loneliness, of longing - but with-
in that veld other objects at first attract attention and
eventually become symbols too. It is notably the thorn truef
the ox and the ox waggon that :re imbued with a symbolical
quality. One already finds this in Dio Vlaktf where the thorn
tree is depicted in a striking way:

In sy skddetjie rondom sy stum op die grond
eta it ’n eensame doringboom,

soos die Stilte op haar troon, met dorings gckroon,
wat roerlova die e ue vcrdroom.

Totius frequently sues South African things In a symbolic
light, and he often uses the thorn trc« image: c¢.f in Li——
maal gesien Totius addresses th< tr« <, a;king *
tion of the funeral processions that const rtiy -1 A Aye
In Vcrgewe en V.rgec ct the thorn tr<e i. svtn as o a1 <

that rolled right over it (the ox waggon is a symbol too, it
will recover and grow again* And in oi' —t-Li
aincerely and deeply pious Totius sees th< n 16

aa a symbol of God's will.

Even an impressionist-descriptive po»m aboit
- e.g. Lciroldt'a Pie Dorlnghoom - h'lo »n ol> m.'nt .. ray. teiy.
a symbolical quality in it. In a prose passage the tr. o is
frequently considered in closer detail and almost invar <u y

calls forth a philosophical remark from either a character

the story or direct from the writer. ( 44-un v
In painting thettorn tree has been depicted realistically,
P. XU 7

5). Appendix 2: no. 31.



g. by Adolph Jentech in Dordabin - which, incidentally, ia
an outstanding viauul parallel to the setting in Abraham
jonker’s Trekbocr discussed below it has been depicted in
a decorative manner, e.g. by Rosamund Everard-Stecnkamp in
Grnvelotte, and symbolically in the rather surrealist Fu“uc
"A7 Fotish in Thrall by Alexis Preller (s).

The ox waggon forms a pjcturc squc clement in the landscape
an(j it reminds one of the pioneer's stubborn bid for freedom.
Through the years it has become more- than a mere ox waggon (7).
The waggon is well-known in Afrikaans poetry through Colliers'
DleOaaewa. This is a simple, descriptive poem, depending
intirely for its effect on its rhythm and alliteration. If
these elements of alliteration aad conscious rhythm were to be
removed there would be no visual image at all. But the rhythm
is strongly remiscont of the: real, slow tumping movement of
the oxen and waggon, and the soundr recr ate the sensation of
heat and dust. So it is the memory brought to mind by an audi-
tory and sensory sensation that cr. atef the visual image, and
not the images in the 'oem itself. Y t ae dragging tempo, the
rocking rhythm, the } wd, h<avy un a isUggeot the exhausting
heat of a trek.

Totius also depicts the ox, but her; there is no attempt
at creating the imago by cuans of over-consciously applied
rhythm and alliteration. The imago :s mrre visual than auditory,
tut nevertheless an a. ay-moving rhythm . g sts the casual gait
of the ox just as well av in Cellier*' poem:

Koe rustig stap hy aan.
die edel jukgediert’J
Hoe w”ggel hy die kop
met horings swaar gesierd

en stt wig “ngestrop.
(Uit Donk'.r Afrika. )

In painting the ox and waggon probably has a gr-vatvi dc.coi-
ative value than a symbolic value. Yet # @ata;! a. tc
give a symbolic character to his very realistic reconstruct ions
°f incidents in the Voortrek. In his book: My Kwas Vortel he

"rites detailed explanations to the Pictures, - A *

wat /

. . illustrated in
The tww gaintings by Adexis Breller ai 17

7 Christ! Truter; Alexin jrelier; pl» "
Yo Appendix 2: no
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nt regs voor oor In god”elte van die aknpe on die nooie-ntlie
Jegin kruip, rn dlen qs fn yooro;el tot die ramp by Blcukrane-
dn Boesmanoi iviui ¢c# n w wt;.luig( ytomi wood op die- Bgtor“rond
en op die regt( r-horison kan Rctief on ay manakappe, Vat na
ring’an gega m het, gosion woi*d, maar* In blikaemotraal wja hullp
uit. Lit is aimbolica van die vcerraad tn moord op hulle deur
Dingaan ae Kaffera. Hwl rcg:: aimbollaeer die ecrate reSmboog

die verloaaing v n die Engi 1. < juk in Kaapland. Die tweede refen—
boog aimboliaeer wecr die uiteindclike oorwinning oor die awart
barbanr met die slag van Bloedrivier." (8).

9

Also pictured which are not entirely "symbolical" aa the one
described above, are given a symbolic explanation, e.g. in the
description to Natal-toe one reads: "Simbolieae wolkakaduwoea
begin al 'nm rol te ape.1 . . ." (9) and Ttvk oor die Grootrivier
"Die beeate swem oor en die pont word wecr teruggetrek oor die
rooibruin water om die under waena te gaan haal wat nog dour

die donker simboliese wolkakaduwees dourvleg." (10).

If the. paintings were to be seen without the accompanying
descriptions, the onlooker would not be aware of this wished-
for symbolism. Coetier's symbolism is therefore literary: it is
not a plastic symbolism that can stand alone. Co tzor's pictures
do not give the icj ict of ® ; tintcrly symbolism, an impact
that one does find in pictures by Cecil Higgs and Alexis Prel'tcr
to name the work of only two painters. One has to know the hisj
tory of the mommt depicted, or one n eda Coctaer'a annotations
before hie Voortrekker pictures can possibly be appreciated.

Coetier+s pictur'd would form good illustrations to the
historical novela by Francio Brett Young: Ti-y S.-k a Country
and its aequel The City of Gold. It can probably be claimed
that +he booka make a greater aeathetic contribution to South

Africr than th< pointings. The booka are remarkable for

their cope covering an astonishing number of aspects of
hlstori Lopnont; having a confuting wide range of time
ind pin ,ui( a inay well deg< nerate into sens* less and fantas-

tic chaos; and introducing innumerable charact vs of import mrr,
A& on the whole the work in its tntirity mlintiins 1 powerful
unity, g steady development, and mo. t oi the charact rs Hhe
vividly portrayed. Some, however, art not so '"alive". These are
usually historical figures - e.g. Cecil Rhodes and Paul Kruger -
and the reader suspects that this is i r suit ot a /mck of frov,-
dim °n the part of the writer who can best create his own ficti-
tious characters.

These books are truly South African in subject in that the

Writer presents almost the entire living drama of th> country
in /



In kaleidoscopic form from in unbiased point of view. The
history of the trek, native wars, Boer family customs, farmihg,
diamond discoveries, politics, gold mining, petty squabbles
disrupting unity, transport riding, landscape of the Cape,
jhtal, the High Veld and Low Veld, the rapid development of
a city all pass before the reader's imagination. A stage of
development Of a difficult, complex country and of an obstinate
and self-willed people is recreated to live for the reader.
The writer contributes a living, permanent impressiveness to
this work which is missing in Coets ris documents. No doubt
the painter has as compL te a knowledge of the period of
history as the writer, but whereas a foreknowledge of history
is an absolute necessity to apjreciat the paintings, it is
not an essential when reading the books. Knowledge of the
country and its history may glv an additional interest, but
the fundamental, universal quality of the books does not
require it. The main fault of the paintings is that they lack
this fundamental unlv sality.

A striking expressionist painting is Frits hraropels
picture entitled Cows . Here oro can speak of strong, imjress-
ive and plintcrly symbolism. The picture with its angular
shapes, its dry, heavy paint texture and its very suggestive
emotional colour, clearly expresses the misery of drought.
shape of the animals is exploited successfully to give the
onlooker not onlyaninteresting composition ¢l lints, but
also to add to the emotion the jainter wishe 1 to express. A
written note such as Coetz r gives would be suievtlous.

Theox has b cnexploited jccesefully in a decorative
manner in painting by Bottle Celliors-Barnard sr jh —ft: '
and by Lorna G. Kell in Oxen. In both thes. pic arcs the
angular, decorative ah tpes of the unim eeIs ml 'im curved
sweep of the characteristic horns have been irringed in a
convincing design. In Lorna Kell's picture the heeds and
horns are so pronounced that it can be jluc* x ilouf
last three lines of the quoti d Vi.rao by Totius and it ie-mw-
a striking parallel. The warm, strong rich coloui
gene?*al bold conception of both panels, and in the second
Picture in particular there is a distinct migg<-e A
power of the animal in the fearless marsing ( form

centre of the composition.

Drought is ever-threatening to the .>outh African
Consequently its people are much irflu>nc<.d by it, m

13 subsequently reflected in several of their cuo oms an
J precautions /
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precautions, and it is used expressively in their language and
idiom. The artists of the country, particularly those who have
experienced drought directly, have depicted ana expressed it
frequently, usually in symbolic form, or otherwise expressing
it directly as a great omnipotent influence subjecting every-
thing to its incomprehensible and destruct:v will.

The work of Francio Carey Slater is relatively little
known, yet his meditative work Drought has been described as
"an almost flawless South African classic, as new today as
when Slater first wrote his 'simple recitative, / Monotonous
and austerel." (11). This miy bv too highly appreciative,
for Slater - like so many of South Africa's English-speaking
poets - is too deriv tive to bt so great. However, in Drought
one does find fine images of interesting originality and with
a distinct South African flavour which (excepting for the work
of Roy Campbell) raises his poetry above that produced by many
of the other older English-speaking ”“outh African poets.

Slater is of importance too, because - as Roy Campbell has
indicated - he was a '"forerunn®* r -nd pioneer" (12) of all the
English South African po<ta.

Drought is in four parts, with a prelude and '-n epilogue*
In the prelude the poet indicates that Drought and Hate art. one:
Brought shrivels the country's agricultural productivity and
strangles its natural life. H-te - a result of political sL ife
hampers the country's development ar”. kills it spiritually. In
Part One the poet presents a scries of disconnected meditations
upon the drought—stricken land. This disconnect,cdn<. I, uugg*..t.*
the helplessness, the partly delirious state oi mind. TIk
descriptions are constantly emphasizing the ruthlessness and
harshness of drought. There is a const ;nt repetition in the
descriptions depicting the monotonous dry veld. The poet is
always aware of the glaring sky which has such an influence
over the entire landscape. With each description, howcvtr, the
poot names another aspect and gives an add!ti“nal thought. In
this way he depicts the monotony of the Vv.Id 1m well

varied vastness.

Part Two introduces a narrative. It reveals the result o
bought on the life of the white human being. It inevitably
18 to tho state of Poor White. The result of drought o, the
tives of the Dark People is revealed: thirst, famine, bcwi er

aeat, despair and ultimately toll i1n the mines on the "«"ge-o -
White-Waters." /

11'"* John Bond: The Collected Foemm of Fr:'m”*1-€ 11y

12) Z
Francis Carey Slater.



102.

Bite-Waters." The third section of part two is symbolic. The
poet speaks of the dryness of the spirit of South Africa's
peoplei particularly its leaders.
Part Three gives a revue ofthe political strife, and
deludes a  scng of Hate (pg. 46) referred to in the prelude.
In Part Four comes relief through rain:

Softly and quietly across the waiting mountains,
Softly and quietly and while we slept in sorrow,
Sure of its way even in the heart of darkness,
Came the redeeming rain:

Came even as sleep to strained and weary eyeballs,
Came even as rest to toil-racked limbs and tired,
Came even as love to souls in desolation,

So came the rain.

(pg. 55.)

It is interesting to compare this lyric to Eugtne Marais'
Dans v-n die re:hr.:
0 die dans van one SusterJ
Eers oor die bergtop loer sy skelm,
en haar ob* is skaam;
en sy lag oaggies.
En van ver af wink sy met die eon hand;
haar armbande blink en haar krale skitter;
saggies roep sy.
Sy vertel die winde van die dans
en sy nooi hullo uit, want die werf is wyd <n die bru-iloi
groot.
Although in its entirity Marala' poem has a far grea.e:
element of fantasy, note how in several instances the same t>pe
of images - the image of delicate, timid arrival to. Instanct
are used in both poems, and how the form and uncertain
reveal resemblances.

There is a distinct change in the technique in Pirt Fouj
of Drought. There is no longer such a r verc, fre verse, nor
the slow,dragging rhythm which was characteristic of the .ist
three parts. Now the poet makes use of rhyme, th> i A e
short, the tempo quick. This introduces a gaiety, a light,
airy touch which is symbolic of relief and hope. The atmosphere
of the poem in part four begins by being hesitant and timid,
but it works up to a crescendo, and finally tin 1.1 ”*
oong-like, almost trivial, but remain charming (10.

The Epilogue is reflective, to this new-found

hope permanent? Is it sincere? The light-headed ib nd n

Wiy for pensiveness, expressed by the long J /I] 1 . N
“ower tempo. The poet ends by giving a sombre warning. I,
Roy Campbell mnetions '"The almost equally line I - *# /

Arthur Shearly Cripps /

HJ]' Appendix 2: no 33.
1« Appendix 27 no 34.



Arthur Shearly Cripis (15). Therefore it 13 valuable to

compare hie Spring with parts in Sluter's Brought, particularly
part Four:
ii. After Rains.

Where the fire scathed, the greem grass grows,
Our black bowls bring of milk no dearth,
The hard hearts of a hundred hoes
Beat at the melted heart of EarthJ
Their nightly lauds for drunkards' fill,
Cricket and frog sing hoarse and shrill.

New births ire ripening in the womb;
Our furrowed gardens, big with seed,
Grow jocund at the thunder-gloom,
And lap and suck for mothers' need.
To hoeJ To hot ! Ere mounts the sunJ
The wine is poured, the feast begun:(16)

It is interesting to notice how different Cripps' technique is
to that employed by Slater and Murals; how Cripps' poem
appears to be far more "English" than SouthAfrican. One
wonders whether he had a direct experienceof theiirst ruins
in South Africa or whether he is ratr.ly repeating another's
experience. The images and the fore. are more in the nine-
teenth century tradition of English poetry than Slat.r's

more original verse. Although Slater is also derivative

in many ways, one does fc ?1 that he has experienced the sen-
sations he describes mor* fully than Cripps in this particular
instance.

A ttriking symbolic painting of heat and drought which
intensifies Slater 's description of '"the veld, at.rk and
lonely, - " is Lc Roux Smith !> remuruble and unusual
picture Heat Haze, (fig. 19). Right in the foreground with
its hooves actually "resting" on th< frame is a little mte-
lope with its head turned sideways and bick 1+ t uch a li-t
hindfoot with its snout. Behind the animal is a strange,
clumsy, "primitive" cactus bush cat ting 1 strong di>g
shadow. Diagonally ;
shadow, and in the far distance three more ur< 1 ilntly
cufgGsted through the heat haze. Excepting the
antelope the entire painted surface is a gialed,
earth red; intense in the foreground, yet broken .ma drv v
by light dashes of yellow ochre and green. The intense .-mi
is terminated rather abrubtly by a lightei tone vshi

A )» Hoy Campbell. Op. cit.
Included in Thudding Druinn.
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and merges to become a green-tinted yellow ochre at the top

of the picture which vi ry convincingly suggests the haze
cnuaed by smouldering heat. The cacti are painted in a heavy
earth green, light being sharply defined from dark. The little
antelope is a grey yellow ochre. Although there is an almost
drastic use of linear perspective in this picture, the colour
suggests no depth or distance whatsoever which intensifies
the sensation of a muggy, throttling heat. The application of
the paint is loose and simple. There appears to be a strong
yellow ochre underpainting ov.r the entire canvas giving u
hot unity to the whole. The painting is u most expressive
depiction of a thirstland.

It is interesting to noto that before Afrikaans was
generally recognized as an independent language the wide
open wasteland of the Karroo had already bcun used as back-
ground to ' novel: Thy atory uf :r African Farm by Olive
Schreiner first publish d in 1983. Therefore thlv book has
historical int rest, although judg d ts a novel today it has
many faults (17). It is written in the romantic manner: an
absolute tvro who h.n no faults - the German? an absolute
villi*n who has no scruples - Bontp rte Tlenkins; - sentimen-
tal, passive char ctor who has to bear ill Bonaparte a cruel-
ty - Waldo; and a figure which Olive Schreiner, the socialist
fighter for women's rights must tvve in* vit 1Ly a i toe:
her campaign - the haughty Lynciille None ofthese . - .cterd
are convincingly portray d as individuals . y '>X i o
ori the reader is very conscious of fh* mmipuletor.

But, although thf book may fail as- a novel, it his
poetic qualities which will haV' i pirnm* ft eii! * * iV
Krige explained (18) that Oliv Bahrein, r was not detached

enough to be a i

9

the characters and events are* unconvincing, thi -a1
surrounds the characters 1 ; d-*ply moving. Th>

Of the lonelli.ess of an African Farm which Is expressed in
slow moving prose - '"prose that comes out ko hoi N
This mood is so permeating t} at the 'lam g*ts hoi

(19)* It then gradually becomes clear that it is the oic
sakon Karroo farm which is th* main charaot. r, im

human beings who incidentally inhabit it. When th. ci.i¥.
and /

AcobsInT?c Story approach.

oave s. in.r,

sity of the Witwatcrsrand, It
Uys Krige.



jnd events can be ignored Ttu Story uf \n African Farm gives

NU reader passages or' beautiful, sensitive and even humatous
writing revealing u keen observer, but whose vision is neverthe-
less romantically coloured. It is interesting to note the
depiction of the landscape. And it is interesting that the
Karroo should have made that impact and had that fascination
that it still has today (20).The bock depicts several typical
characteristics of the Afric in scene, e.g. drought (21); the
monotony of the wide expanse of semi-desert; the Karroo night;
the barrenness of the Karroo. Thi writer's keen eye has noticed
how any little human endeavour - for example a little building -
will usually be absorbed by its setting, while another may

just add a note of interest in the landscape, although not as
definitely as u natural irregularity.

It is indeed '"for the sake of the fragments" -(Vys Krige
would probably say *the poetic fragments'") - '"that one reads
The Story of an African Farm." (22) Through these- fragments
one may be given a more complete picture ot the African land—

scape.

Jan van Melle's Duvjd Booyncn and Abraham Jonkvr s
Die Plu svcrdeling and its oequel IK Tivkbo. r are three of the
many realistic Afrikaans novels based on farm lile. Van Melxe o
book has been described as one of the most successful farm
novels because it appears to have the most convincing expression
of sincere human qualities. (23) But, although the surroundings
sometimes react according to the character's state oi mind,
there is little actual description of the landscape, and the
environment does not play an obviously important part in the
whole. Attention is focussed r ther on th pyschologdical
development of the ch ract<re in tne story, and in patic.ulax
on the development of the muin figure.

In Die Plaanverdoling and Pic Trckboc2z_on tm othtr

the writer does not only concentrate on the development
or downfall /



or downfall - of hia main characters, but he gives an accurate
impression of the life and environment of a Karroo farmer. The
rtory develops as a result of the environment. Although the
writer attempts to emphasize a social problem - that of the
Impoverishment of the rural Afrikaner (24) - passages are
given whish -re entirely descriptive, have no other function
and consequently they have t; very strong visual quality. The
reader is frequently reminded of other impressionistic depict-
ions - in poetry, prose or painting - while reading thrpugh
these books. This may be a result of Jonker's extreme, photo-
graphic realism, presenting in his work the visual material
that others have mad wuse of, too, possibly in a more personal
manner (e.g. FEug&ne Marais) or - like Jonker - in a hyper-

r alistlc manner (e.g. Jan F.E. Colliers), line following
passage, for example, presents a visual image which is similar
to that cr ited by Eug&ne Marais in Winternag and Jan F.E.
Celliers in Eenar. imhcld:

Net maar so nou on dan nadat die son al goed onder is,
kom daar so 'm skielike vlagie yskoue wind wut klaend deur
die blaarlose borne voer. En dan is dit we r doodstil en dit
sma.k of dit nog 'm slaggit- kouer is as voorheen.

Daar is geon mam nie, en die paar oterretjies wat nou
en dan te sien is, verdwyn maar wetr gou agter die deur
akuiwende wolkevlies, sodut 'n mens in die stikdonKir gevn
drie tree voor jou uit kan sien nie.

’n Gunse plaat van dros kumc Idoringbome ataan o1
roerloos in die donker bf ritsel vinnig in die skiel- ¢
windvlatg wat so onvorwags op hulle necrdail asuf
het uit die w§reld daarbo waar die storme *oed.

'n Endjlc weg tussen die kameuldorlngs in n klein
langa - die
gystaltes van mense. o \

(>1,~averdeling: pg. 331 - ne )

The lengthy description of a lon< ly karroo station
(pg. 1S1 - 182) is certainly complete, no complete and iccur ite
that any suggestive atmosphere which would possibly gV.
passage a more permanent artistic value is ibm.nt.
D.J. Opperman's concise, concentrated quatrain In 'o n*
y*n_Jorlk is far morn striking and leaves a far deeper Im-
pression in its clear cut, original, personal Imagery md
extremely sparing use of words. (2Db).

The genial, kindlv description of Antonio dreamily

jogging over the dry expanoe on hie shabby old tony 16,
is /

j~4). Antonissen. Op. cit: pg. 246.
Appendix 2: no. 36.



ia its entire conception, md expressed emotion - one
of drowsiness — reminiscent of ¢ number of paintings: e.g.
Irading a donkey by Alfred Krenz, Barutu Ridcrc
by Ncrine Desmond and the pictures of native horsemen by
Rich-I'd Chealeo. Yet this p assage is ono of the more sensi-
tive descriptions in the book. It is not merely descriptive,
but performs another duty besides. It is expressive, and it
is this entire subjective quality which relates it most
olnMely to Krenz's picture. The passage is a very subtle
introduction of the main char ict > in the story. The reader
immediately senses that Antonie is a naive, child-like,
dull personality, as drab and as dry as tnc veld where he
ridos. He is somebody who will quite trustingly allow himself
to be led astray - the pony even takes no notice of his
master's directions - and yet quite convinced that all his
actions are carefully considered and be nd to lead him to
success. When Antonie is eventually cheated out of all hie
possessions by a cr tfty, scheming brother, he cannot under-
stand how this misfortune could have befallen him. A pathetic
note is struck in this introductory passage which will deve-

lop later into a sincerely expressed tragedy.

In CM. van den Heev r's work one finds the setting

a symbolic background to the dcvelopm nt of the ch ract r
There is often a complete fusion of the char.etcr with the
environment. The human being and his feelings, hi- t* ’
his reactions even become synononous to th i,-.a..n.»,

land, the plants, the animals. The farm novels and stoics
usually, if not alway.., are set in the South, rn 1"
Van den Heeveris childhood home. *n iniu'?* tar

preference for the farm theme in the t. I
swaur daaroorheen geskuiwe. Lit h- 1 ok In #
van »n stof of 'nm tema kins wat In ,0 g00d moontlik

By my was dit renvoudig n P(" t daardie soort
uitdrukking te gee aan my vArbondenhui A dlec agtergrond
lewe nadat ek ntedcling geword net. v, fn rlviore waarmee
van eie lewe slen mens die vlakujs, - - "r00t gebeurtenis

jy daagliks kennis ftema k het. JJ om /
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dag vir dag 30 met die natuur om to gaan. En dan, na.s

nicrdie vryhtid in die nutuur, die somber, temporende krag
van die godadiens: Bit waa asof 'n mrna tusnen vryheid en
tug bly beweegi

Die plaaalowe brjng”vanselfsprekend mee dut mens dag
vir dag die omringende wo6reld baio noukeurig betrag - laat
dit dan mair met praktieae doel wees. Bit hot ek gedaan, en
dit cpreek vanself dat hierdie liefde vir beoond rhc”a mens,
wann r jy akrywe, maklik v, rlok na beakrywinga wat dour*
uitvorrigheid gckenmerk word. Luiater maar na die wyse waar-
op boere ’n orv ring boakrywe. Ook kon ek dnatyde nie help
or byna aooa 1In skilder kenm* rkende tipea in ao 'nm plaia-
omgewing wtv-r te neem nie . . . EKk noem dit omdat 'n akrywer
veral ay of, net sooe 1In skilder, good moot gebruik. Vir die
proaaskrywer is dit ultatek'.nde oefoning as hy ook akilder,

So kom hy dour di w rklikheid, en nie dear boeke nie,
by die kuna." (26)

In his first novx1l, (X) die pla-.a, Van den Heever
already acts out a pattern that will develop and change in
detail, but that will rt cu” in almost all his farm novels.
In his poetry, too, the same thought and philosophy ia the
main stimulus. In Or die plaaa one already meets the lonely,

isolated dreamer, Fre k, who will recur in oth r works

Hither as a main char acter - <.g. Haneie ( groctpac
Wynand (Som.r); Daiel (Krin/'lovp van die >mr.de or as an
additional character - e.g. Mnr. Hendriks .L'roogt-.. '.

In Or di, placs the human being is seen in clcoe relat-
ionship to the natural aetting (*7) ¢ and in I'lter work the
human being is even synonomous v.ith nature (<Y ¢ In he
sonnet Die Gras (Hond r" Horn tto) the close affinity of the
human being with nature ia again exprt sreri.

Frequently nature ”reacts" according to the character’s
mood, again emphasizing the cloa< unity of th< human b( ing
with his environment, and simultaneously iliU' tr iting th
humfin characteristic of seeing-.nd interpreting oo di..-C
world according to hit etat< of mind at - particular monont.
When Johanna in La.t Vrugte experiences a short period of
freedom from her strict parents' constant vigil 0- « " *°
ah* feels entirely happy and she seen the farm in a now light:

en vervloeionde Vtildklcure. Die dag -

log, In kostelike blom om to plul<. (pg. 15?.>\
Tho oeaeona develop together witi; th, /
A). Skrywera aan die woord; pg* - '

z[l)> Appendix 2: no. 37.
- * Appendix 2: no.38 and 39
Appendix 2: no. 40.
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r-tintion of the oeiaona with the development of the story

a very typical characteristic in Van den Heever's work, and
18 Uges it tv illustrate the spiritual philosophy in his
writing of which the reader is strongly aware, viz; all life
19 2 never-ending yet ever-now cycle:

Ncg altyd was die lewe sooo ?n droom,
'n droom waarin die dingo dof vorskyn,
vc-el dieper 16 di' woae, klaar omlyn,
veel dieper skull di kringloop en die stroom.

(Die wasige beeld
Hundvrd oonetto.)

Die aarde is uud cn tog ook ewig jonk,
in al wat sterwe, tril nog God se vonk.
ilinte; Hond. rd -n ttc.)

There arc many small cycles within the big one. One cycle may
vanish - in death, or in derirturi - but another will reappear
and as likely as not follow a course similar to thefirst. One
cycle influences the other, and all have points of similarity,
apparently accentuating their uniform origin. The cycles are
inter-related, one can only exist through contact with

another. (30). All life is det rained by the cycle whose
course in its main movement is jreviouely fixed. This is
possibly best illustrated in ttc novelette - Paid

(Kringloop van die WlInde) - in which a wandering she p shearer
finds temporary peace and prosperity as an independent farmer,
but who must at last inevitably return to his former wandering
life.

As has been illustrated previously Van den r ever very
frequently meditates on the cycle, theme in his I r m
particularly in his later work, this concept - tLo cyel<
berimes vrry clear. In the volume hond' r i— Mi-
many examples: Die droc v- Id-; Qnp - Grootjio; hl, .I*" hi.
elndc to quote a few.

This philosophic, yet dreamer's preoccupation with the
eternal cycle is one of the most typical clemmtr in Vm
Heever's work, and together with a romantic bins, it ml-' e
quiet, deep, slow moving quality to the wholt vdiich
associates with Van dun Heever's contribution to Afri
Aitem vure.

In the majority of Van den Heevor'a workn one finds a

Lratert/ .

Appendix 2; no. 41.
-1-* Appendix 2: no. 42.
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Later the idyllic makes way for a more severely outlined,
harchor atmosphere, but through thv. style - the rhythm of
the sentences, the choice of words - <tnd through the deeper
key note - the philosophy of the entire work - the romantic
bias is still strunly felt. (32).

It is typical that one so v ry frequently finds a
description of sunset, a moment which often calls forth a
romantic thought or philosophy, and simultaneously descri-
bing an important and even decisive moment in farm life:

En so gnan die lang eomernamiggag om, en die son ver-
dwyn weer in rosuige wolkespelonke en 'n fyn ligstrook lewe
nog n't as die e rste sterre rrods deur die aandonkering van
die aand hul ligte laat ophvlder.

(Somer: pg. 96.)

This love of the suns-t hour is found in Van den Hoever’s
po try too, e.g. In die sk“mt-ruur (Sternainjure.)

Besides the dominant thought of the etermal cycle, and
besides the romantic vision, Van den Hcever very strongly
and completely expresses the African rural sceme. Possibly
his symbolic realism adds a greater concentration, focusses
a sharper light on the familiar landscape and gives it a
greater intensity and even a greater reality. Van den
Heever’s concentration on various aspects of the scene makes
the reader acutely aware of these aspects, 1nnd consequently
he is likely to see them with the artist's vision. Van den
Heever does indeed benefit from a painter's observation,
for he can "paint" a scenme very vividly, selecting - like
a painter - certain characteristic e-lenienta and grouping
them so that as a new whole th”y form a powerful unity. Put
contrary to the av rage landscape painter, and contrary to
Pierneef whose work in so man} ways is strikingly similar
to that of Van den H.ever, the latter as a writer also intro-
duces a very important human <lement in hin work v.i“oh
unites thw human being with the surroundings - and even
nature sometimes assumes human char ictt risticj. Ph atit i
can - and must - concentrate on more than merely thi visual
in order to give his image a gi >ater completeness. The
following passage is typical of Van d n Hocvt r -1 wi 1 in<.

32). Appendix 2: no. 43.
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alansende, rltmlcae oworme van die donker-groen tuin af

r die land, en kort-kort skrceu 'm snyor "Oe-a!" om hulle
°r te ja, want selfa die fladderige votJlverskrikkers oral op

Jand boeaem goon vrees mo*r in by die gulsige korrelver-
qlinders nie. Hulle vlie met 1In rui.eende gedreun op en sak
oD 'n ander plek neer waar luidru”tige kaffortjies hulle dan
Jeer verwilder met kleilatto.

" En so groei die ooraerdag "n geweld. Ver in die Wests
verekyn donderwolke. Eero io die donserige punte net sigbaar
nd-rkant die trillonde misigh id, mn-ir dan groei die wit
rrniinge ult, kolom na kolom, tot die wSrcldeinde omtroon is
dour die spierwit bikens wat ruatig hcero oor die ruimtc van
die veld. En die anyera swocg voort’ Die hmde, wat nog on-
gewdnd is aan die bai, vat, word ruu-rooi, maar daar is goen
kano om lank met jou hande in die moe6 rug te druk nie. Die
of meet net vlugtig die .nd koring vorcntoe, die broek word
ingedagte opgetrek “n dan span di- hemp weer glad Ovr die
warm blaeic, die aekel blits in die son er 'ie sweet rol
onder die hoed ult en drup oor die vuurwai geoig. Oom Tom
lyk of hy krom geborc is. Taai soos s ning is die dro8 lyf,
en die lang bobbejaan-arms rkiut so afgemete-juio uit, werk
so otelselmatig dat dit die ander anyers raocdcloos maak; net
die vat van die gooroide man, sy rustig-sokere gang, maak
onervare snyers, wat on<gallg bontv .1, onbowus boosa-idig
oor hul eievonhandigheid. kort-kort veU hulle die sweet van
hul g-sigte en ski t dit weg oor di stoppels, dan volg 'n

ip opgeneem, gukyk
of daar nog g en koffie v n div huis af kom nie en um xe
dit we-r wegval it 1In tr - r lyfis n :tnou, war.t .1 ong«nidig-
er word di son* As. die wolke* mm r gou hoc" wil klini, . Jg
nicer as ee-r. maar otadig it die g ng van die natuurdingo,
* 'n wil om die sw ' dien.
(Sonar: pp. 28 - 30.)

In this past

larly in the description of the gathering clouds %hich
typical South A" c¢-n image and strongly reminiscent --
paintings by F rn- f. There arc soundsuggestions and d,
orlptiono of human labour and movement which assist in com}do-
ting the me:

of view - "die bewendc landukuj" - accur it 1> - ih n/
directly - emphasizing the hot workers' cenditi

natural phenomena rove tl "human" oh ract e¢i- <‘m
ongcnadifrer word die son". Finally *hk tx I

can bo expressed in lit -nature, butc< st iir.d.vru t... 1

dinge, sender 'n wil om die nwoogonde menso hi-a t< dmn.
Even an expressionist },al.itlng like. Maggi* Laui

Harvesti.ru (fig. j ) which does to acertain- xt- r.t su(>
this thought, cannot really convoy it adequately. This
thought which must be expressed in wordi . Tk- \o. t

although he can frequently remain more "paint*rly

prose writer, will usually add an additional th

element to his '"picture" if the poem is to be complct-a i.

18 llluet+ratea in Van d.n Hcov. r's 0 chur di:..,” ud *
v .nr land /



jAinfrUnd which uses the same subject matter as in the

prOse extract, but the following subjective verses are added:

0 dour die goudgcl koringland
van my vcrbe Iding, met die han
die arc van di>. voile gees
met tvre liefde uitgelcesi

En watter mooier work as maur
die gerwe ryklik in tt. gaar,
al toon die dorsvloer dat so skraal
die korrvls uit die kafwolk da tl.
(Die 1l'uvv Bword.)

almost 1ll aspects of farm life have been expressed by
Van den Heever. Its luxuriant fruitfulness (Op die Haas);
its contrasts (SoLi*r, pge 36; 41); drought (jarticularly
in Droogte, pg. 75); thunderstorms (Daiel so Afskcid; krirg-
innp van die v.inde, pg. 23 - 24); blazing white heat (Diiel
ae afskcid. pg 82); the -nimals and laboures who are so
lovingly depicted (e.g. Laat Vrugt., pg 10 - 11).

All this prisents the reader with an accurate, sensitive
and loving expression of Afric ., possibly the most vivil
image - though paradoxically, idealized by a romantic vision
_of the harsher parts of tht country that has yet been giv n.
But it is particularly in the depiction oi the farmer PQa -e
that all the landscape expression culminates. Although the
landscape with all its aspects forms an integral part of the

human beings in 1t, it n.verth less remains a background to

the human being, his activities and t : ,iotion. ¢ »>hilc
country stand:: as a symbol ol the t '1-' » 1 At Ix
bolize the country that brought 1 m mrth. « a °
hardened, unmoveable (Oomn G rt - IU.—il—

Droogtc). relentless like th- seasons with which they i *.¢e
cope. Others ar slow moving, incompr h n. ible cv n to th m-
selves in their dr aming (Hansi - hangs am- °>mootj.it,

their dreams are as distant, y>t '+ cicai a. th

horizons#

(Oom Sybrand - Last Vrugte) an the sudden contrasts; an,
several have a deep, but unobtrusive tenderness tTart

Langs die Grootpsd; Stienie - 2 tirl !)C A ¢
Droogto) like the deep, glowing colour one finds M

echoed by a similar development in mturv,. t dy



«llustratcd in Droo”te wnere the futile family atrife is as

reproductive, a0 throttling to progress as drought is to a
fam (33;*

Almost all the characters, however, have a unifying
characteristic which, incidentally, was typical of the early
f eikaano rural population, viz: a severe, relentless Calvi-
nism which gave the people faith and courage, but which
frowned upon weakness of any kind. Even this hard staunchness
jriy also be seen in the setting in which the small things are

overwhelmed by the big, in which there is an unrelenting

sternness.
Van den Heever1ls style largely contributes to the general
impression of staunchness, of vaatness - even of his particular

part of Africa. The prose is slow moving. Long sentences add
a meditative note. And a very typical farmers' idiom, descrip-
tive and often refreshingly striking not only reveals the

writer's accurate observation, but also adds a typical, rural

atmosphere to the whole.

Already refer nee has be n made to a similarity m the
work by Van den // ver and Pierne f, but when the work of
both is seen as a whole the resemblance is remarkable. Pierneef
completes the visual setting by which Van den Heever'o ch rac-
ters are formed and in which they move. The painting of the
one is the complement to the prose in particular of the other,
and for those who areacquainted with the a.tk >i bet.., th

the following passage from Laat—/ruLlii with i
Farm near Pretoria (34):

die winter na die oomer soli.
(pg. 90).

:=c¢= 3111

MI! AK * t=d in'Gronnkopfs Pierneef. the nnn »nd hia
work: pi. 61.



composition, relieved by an occasional well-placed, quiet
curve in the severely controlled drawing of the trees, and
finally in the large, dignified and again severely controlled
onl sweep in the sky. Piomeef's picture suggests Sunday,
for there is no activity on the farm other than the conversa-
tion just outside the farmhouse door. The regular lines in
the painted homeate ad are as peaceful as the writer's image,
and the tall, closed, simplified pattern in the trees empha-
sizes, even increases the peaceful rising that describes the
building. The lack of shadow in the painting is the pictorial
equivalent of motionless light - "roerloos" so well expressing
that typical glaring light of the Orange Free State and the
Transvaal veld - which suffuses the fields and hills, and the
equivalent, too, of that fine imge "uitbloeiende dag" so
expressive of the gradual maturing of a hot day. Although
the photograph is not in colour, one can Iresume from looking
at other works by Pierncef that the blue hotizons are thf .e,
while the thin wisps of cloud are distinct in thi picture,
it t e » rus so breed on kalm" is the main emotion thit
ensues from the picture and this is achieved - as has been
determined previously - mainly by tL. int llcctuall} an .nged
lines in the composition and by the wide canvas.

Pierneef's rangf in subject matter is as wide as that cf

quently not and

strikingly lit thunder heads is a notable example On is
already quoted in the long extract t-v, %

are further examples:

Die wolke wat netnuu nog o0ooo spir A 1 t ‘Jot"1”n on-

'n bewegende skoonheid our die land, met die
dan opgluns as 'n strook sonlig dit vs .g. )
Sum'-i'i pg. jy*'

Plcrnnof’a painting of Juhnnnnnburg In LjSn_ i-' unly ¥¢l1
the aany examplon which reveal the anow-white domen and the

35). See above, pg. 110 - HI*



ilecd ui masses with choir dramatic light that the writer
describes*

The strong contrasts between light and shade - e.g.
piernetff8§ Louis Trichardt - and bef,)r-n violence and peace -

0 ntap die twee broero terug in die holder son wat nou

r vol oor die blink< nde aarde skyn aoof die donderbui nooit
sv*hetrsliappy verntcur het nic
ay (Soukr: pg. 41) -
is another characteristic of the countryside that both artists
often exploit.

"2n die son, in ’n blouwit trilling daarbo, gloci roerloos
cP hullo neer" (Paid so Afskeid; pg. 82) is such an accurate
description of Piernoefs almost colourless pictures of
approximately 1946 - 1948 that one is tempted to believe that
Van den Huevcer saw the paintings before presenting this
terse sentence. It is interesting to note that Kringl»op, Tin
dle winde was published in 1945, "'md in it the descriptions
are altogether far less colourful - although some have a
suggestion of deep colour - than the earlier descriptions
in On die place, Droorte and Lv-t vrugtv. Maybe Van den
Heever's suggestion enabled Pierneef to see the peculiar white
light which he then used to an extreme in his painting. Would
there have been any mutual influence at that ti , o1 i- th<
practically simultaneous similarity co-incidental (36) <

K little /

:0Ue”a=rnoOetybe“ fVh, Jn”hia “miration

[UTrilZZttTtir a:y*»t,1lnh” r =ond vI1* t*
Europe he (Pierneef) came biok a ,0id Masters'

9



littl- further in the story a mere detailed doBcription
Of ti'G mercilessly hot day is given which again is the exact

P&r”*llel to almost all Pierneef's pictures of that period:

p oor die a-irde. va'.l skroei on vol afgevrete, dor polio,
rril dit liggion op, en na die koplies toe is dit of wasem-
V e goiwe ’‘ogdein teen 'n horison wa r die lig witblou op-
als non r*" link die oog gevoelig laat terugskrik. Oor

illes in .t svn, gloeiend en gcweldig in die hcmeldiepte.

Bit voe] - die h<.le lug so ver .. wat dit uitstrek, van die
noordende con deervlam is on nou n* orskroeiend op die aarde
necrsyg in 'n roerlone, onontkombare verskroeiing wat alien

ulteindelik snl oorwcldig.** # dle wlnde, pg. 82.)

With his strange white-pinks and white-blues Pierneef
manages to suggest the vibrating heat Van den Heever mentions
and also the haziness of the horizon, "witblou" is exactly
the colour Pierne« f uses. Those particular pictures are
inde d "fel-bllnk", «nu the glare which is represented is
too strong for the sensitive eye. The ..motion that the on-
looker experiencer when looking at one of those j linting;. .s

accurately render . :n the last sentence of the given extract.

Verweg kan hulle die rcentoue nou '-1 —-i»n, 1ivI wr-
yl uitgestrek, maar oj ander plekke word dit donkerdor, n
vaal-blou geriffelde kolon wat die uitsig op die y.rto htelte-
mal vernewel. 'm Bliksemlig ckn verbiindend oor die 1 .ndo en
soos 'm verdoemenio val 'n donderslag, g v;,1g aur r
akeurende gekra k, en dan is dit stii, r t :ue ry eecee ¢ ¢
koring, soos *r root skare wat bid vourdat die gewt .. v
'n veldslag lobv. un.

(3ur. r: pg. 36.

This passage is an accurate word-p rallc 1 i £rr———i-itc~

the composition the sky is so dark ¢ t t*u 1

with it. In th< paint

oally lit giving

mention of the flash of lightning that Minding... ¢ ‘1¢
the veld,

between light and dark, and th< short, v '1wsF1¥

to the suggestion of apprehensive agitition. Va i e *' y ¢ A

creates his drama, not by pictorial means, but by nn an. "

tlon with human religious belief - "3001
'n donderslag" - while the cornm io seen as a (huuarr m
tude bowed in prayer. A literary, but n"' *i

contrast between onslaught and humilit}.
There /

37). Illustrated in Qroenkopf$ (ie A
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There are other pansageo by Van den Hoover which do not
G closely resemble Picrnuef'a paintings in content and
detail as these already discus, cd, but in these passages the
general sensation md the deeper truth expressed i., that which
is experienced when looking at a Piernvof uc.inting. The
following passage, for example, forms a par llel to Pierneef's
Cornfields n Cti LI nbc. oh (38).

As Diiel dorptoe. ry, dan .-i n hy hullo, allenige mense,
op die groon, uitgvstrekt v Ide besig on to plooU. Bit is
svvart cn bruin cn vaal lapie bewcrkte aardo wat van die plaas-
pad af wfgstrek, on die ges aid' d hvt nog ukaars ylgroen oor
die gvlykte verskyn, of die ruSn hot al weer gokom, swa.r
baie wat maklik val tn byn% daagliks in die verte uitsak,
wanr hulle blouig m ordamp om vinnig n ;dcr te kom, 'n wye
raising oor die a%rde, tot dio grvnd diep deurweek is on
lang kuile oral tc sion Id, omsoom van hoU gran, bruin in
die saad.

(krin.'luci v .n die Wlndc: pg. 70).
The wide view, thi pale patchwork of fields, the pale green
of the young crops arc the actual similarities one can find
in tht two paintings and tn pro. o passage, but besides that
there is no more that one can %ctu :l1ly point out as th< same
except th- broad conception of both pointings and writing.

The glowing picture uf the undulating 1 .ndscape
PiesarghoeK with its d p, rich colour, nd softly painted
grey, heavy clouds strongly sugg- stung a late Summer's after-
noon after a r freshing storm is in it.; ror.-ntic entirity
an outstanding pictorial expression uf the atmosphere Van
den H.ever or at s in D:iel sc Afnkcid when th w.ndervT 1.
caught in a ntorm on his way to a country town (Fl- - -
Yet here there is almost nothing concret which ont can t ikv
from the painting and from the story to jl .ee ilengv-l : .
another in order to point out where th- r .'«mbl .net lies, but
both painter and writer have managed to convey convincingly
an intense, typical experience of Airict.

Finally one mure comparison may be n .de. Van den :Uov Vs
delight in describing the South African sunset has already
been mentioned. In the quotation from sorur (39 ' onv
notices the suggested grandeur in "ros: ig< A Ik . ! -
in the heavy, elow ;

Other passages from Or di< 11 and ,19%
that Van den Heever expresses a peaceful, y t

experience in a wide, apparently deserted, setting. Van
den He. rver's /

337 7
private collection, Johannesburg.
m9). See above pg. 110.



den Heeverla descriptions md images arc nevertheless pre-

dominantly realistic. Yet PierneGf's "cubist", nuthcn .tical
ond geometric Composition (fig. 21 ) - far removed from,
realism - is an excellent parallel to the writer's poetic
descriptions. The painting is built up «ntirely of regular
squares, forming a wry regular paving over the entire panel.
Within this j iving a landscape is built up with diagonals
crossing the squires, and the colour or tunu within the
squares changing so that the representation can be discovered.
In the centre of the picture is a very bright sunlit mountain
and sky. Lore attention is drawn to this light area through a
large, super imposed diamond shape. This diamond gives two
additional focal joints (the first being tne intense area of
light) above and below. Tin- lower joint corresponds to the
light focal point. It is from the two diamond points that the
main diagonals radiate. Th* refore a great deal of movement is
introduced into th' pictur by icans of lln a. The movement
is up and down md cornerwards. Th n there is movement which
appears to be from the pictur' plane inwards. This is achieved
by colour. The tree in th for ground is painted in a single,
intense dark tone. The chrk orang rocks, in th for ground
have ale bo n brought forward by pure colour and possibly with
the addition of black. The central mount ins md sun lit sky
are in the background in .pite of Ving v ry light in contrast
to the perimeter of th painting. This consistent dark surround-
ing is probably th main r ason for th r cession ui the
mountains, and in addition tne mountains md sky near to
have been painted with a mixed colour v r an un amp inting.
The piinting's dark "fra..e" and grotto-lik< central p tt rn
does indeed remind th onlooker of Van dim H sv. r's "ro.a igc
wolkesaelonkc". But it is mainly the "breathing" quality -
created by lines and rt ceding colour -, th- s> vor ie. -.1-n,
drastic patterning and the otyalization allowing only the
essential to remain which creates the atmosphere of vastnms

and desolation that one f- *Is when r ading the v rd picture

by Van den Hecver.

Jacob Hmdrik hierne f is a true South African p inter in
contrast to KFrans Oerdur, the Hollander of the romantic real-
ist tradition, and Erich Mayor, the German r 111-:it Ahu,i WIk
in su many instances resembles that by Ii in of in .uij
mtter md colour (e.g. the Baobab Tro ; Biistmburg laoof; etc)
Although Mayor's work is always delicate and mild in contrast

to Plerncof'n stark, powerful expressions.
n. i'di.rla /



Oerder'CS work ilwayo remained ennentially Dutch in
character, even though he frequently made uae of the South
African landscape an subject matter. :;r lil.toria illus-
trateo Oerderle strong rcocmblanco in style to work by
Mauve, Weis; cnbruch, Joseph Israels. The composition is
horizontal, suggesting a restful calm. To prevent monotony
the painter ha. introduced a row of tall trees which,
although th*y too are placed in a horizontal band, nover-
th less contrast the severity of thi horizontal. Cows and
n h-rdboy introduce an additional int.. n at, and, incidont-
allv, a typical Dutch clement. The ptint has been upilied
in a controlled icademic manner. The colour is subdued and
predominantly grey - another foremost characteristic of
Butch nineteenth century p'intlng. In fact the |ieturv is

30 Dutch in its general character that the rich yellow
c*hre field is almost startling, for th rapidly summarizing
onlooker expects it to be a luxuriant green.

For a short while Pivrne f studied in Rotterdam -t thi.
same school where OQOerder receiv d his tr ining. Upon his
return to Pretoria Plcrncef work, d with Oer or for a ..hort
period. Therefore it is hardly surprizing to find a strong
Duthh-Oerder influence in Piern ef's early work. It
fact remarkable that Pi rncf was bli

i, m
to develop so quickly
and independently to become an essentially Uouth Alricm
painter. No other painter befor- him k d .ans,} ... .

Yet cv- n Piern. f's airly work is more architectural,
more formal, more controlled and more inps. st.v, thm
romantic-realist jc ir.iprrssiono.

Oerder'Q influ nee can be seen if his Iaintmg ilLa

ti. : -ain t
Pierneef's First Riins, Llcht.nburg (fig.
picture is an unambiguous r- prutu nt tin . Ir
data: a atono cattle kraal in the lult 1sr. gi ur.d,
middle distance an irregular horizontal band of trees, walis
and farm dwellings; finally a horizon of undulating hil.
with a faint suggestion of the smoking 4in‘ h. s. .
composition is again oeverlly control ha b> < hvT?" An
design. The technique in tradition illy -L.1

final coat of varmnish. The brush work i- si.oat i,
to realism. The colours gradually m.-rg. 1101:1

another without a distinct divirion unleJ* 11'V /
r present /
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r.present a solid object. The colour in general is subdued,
heaVy* predominantly dark and grey. There is no suggestion of
uniight -1though thi strip of ;>ky which is visible appears to
be cloudless.
iiern. efls ] -intin® re;resenting 1 primitive hut set

gainst trees in s lonely void under a storm threatening sky,

-lao based upon a s v.re horizontal design. Yet immediately
pierneef’s more formal, more selected tnd more intellectual
co-ipocition is obvious, Th- horizontal it: very severe with no
suggestion <f undulation. The line is ;ccr ntuatvd by the rigid
line of the hut’s roof, the continued straight line of the
tree tops which is avr- ly a fraction above the com L tely
straight horizon of thv Vvld. The cloudy .ky cov r.i vproxi-
mately two—thirds of thv "Ictur. area. Thi' 1L char f'teristic
of the Dutch school, but incidentally, it 1/ not ruminijeent
of the particular O<rder painting dv”crib,d above. It probably
illustrates not so much a Dutch influ nee as Pi rnv <f's intense
interest in 1-rge, cloud-filled, Granitic .kiv I' thio
instance the sky is inpres. ive is result of large, bold,
curv- d lines which acc ntuate thv y/ cid flit land below and
which contrast it. lack of ,-ov ;i nt. The application of jc.int
la rich, thick and r- mind, th onlook r of Cerdcr'. 1 chniqa”.

The colour is heavy and predominantly grey, -gtin rer.ini r.t

lances to the older nan'.'" work, he hori/. r." .1 strok
alternating rrea:: uf red-yullow-brown with i Y% gil'
alike in colour to that in Vi'w wf th. :L-ILi‘ 1 I« ~

not subject hia

but the powerful brush stroke is qu:* el«alv 'vvv ]
painterly technique iu | irticularly m Il ml'n in t
of the sky. It is essentially in arm of jowerful, txir,n;ivo
paint. In Oerderlo plctur
indistinct glazed tint.

Oerder’s picture may b. mor< r»ali. tu , t- 1m "
a clever craftsmanship, but Pierre, f’s ianting - ¢\ @ > ua
influenced by the Dutch tradition and 0- rfl<r, i1 1V
not quite so conc< rncd with the accurate r'ile> L
surface texture - is mor- impressive a well - 'X
has a far greater permanent nd univei .viJ] MMIli j

Picrneof, in hi; < ttempt to fxpr,ss tie e;.. en. -
Africa, wan soon to Ivve the more onbre paKat'", '

paint d a number of"French I.apro. ioni.t ‘U
colour /
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“olJur la light, nhadowleas, oundrenohed and the paint io
%plied in nmall, broken strokes. But apparently he ooon
found impreaBioniom inadequate to express his land, and
consequently his style became more severe in pattern, less
naturalistic in colour, and the paint texture became thr.nner
and flatter.

Pierneof realiz d that the essential character of his
cvuntry is hard, angular .nd oven geometrical. This led him

to semi-abstract painting in the early 19?0 's - apparently

oven before he becam acquainted with the work of the Dutch
cubist p.inter, Konijn-nburg (40). Piernecf did not continue
to paint in this manner for long. He is reputed to nave

jaidt "Art has to walk with thi nation, *nd to grow with

it" (41) probably implying that the South African people

were not ready to accept or ible to understand expr<soions

which were so far removed from the familiar visual reality.
Grosskopf continues to say: "lierneef him;elf, had he so
chosen, could have bravely ridden far ahead. He did net

wish to. And probably that is th, mrin reason why he dcliber-
ately checked his personal I .ming toward:1 ab::tract
expression. " (42:.

This abstract interlude, however, strongly influenced
nil his subsequent work up tv the very last. All oor,posi-
tions are utyalized, severely controlled -n inttlILCtui
architectural basis. Everything i'itu into
work, very often dominated by an oval. The hnpes of trees,
cluuds and rocks are drastically simplified so

b

% severe frame-

introducing
a magnificent monumental calm which is -i. -iat.t

all his work.

Pierncef'D drastic selection and simpl'fiO'tien o
most obviour in the drawing# r -"""* 1* 1" 1
appears tv be secondary in importance. Yet in hi;, av

search for thu mout characteristic 1 1 || t.

the colour Is simplified md Intensified. In

nmn

S S
van verskillendc kmti

dour kennismaking met
tot hiurdie kunsvom g

170.

41). Qiidterby GronskSpf' Op.cit. pg.
42). Ibid: pg. 23,



.rd sensitively revealing an equivocal glow. Later the

colour becomeo deep and rich and glowing - e.g. Pieuanghoek -

y£t controlled by the peculiar red-tinted blue. Eventually
distinct divisions between light and shade form an in-
pcpwt,m' part of the colour composition - e.g. Louis Trichardt
r(vealing Piurnv.utfla apparent attempt to express the harsh
light of the country. In thin he was ultimately moot

successful when he omitted the darko and painted canvases

of glowing white light. The- colour i.. mow subjected to this

white, chalk-like glare and it looses all its

deep intensity.
Then© pictures most successfully suggest heat, aridity and
relentless, cruel sunlight which no many painters have
attempted to express before and since Pierneef'a contribu-

tion, but u ually unouccessfully.

In hio mature work, when lierncef no longer completed

a picture entirely from nature, but when he had by devoted
study absorbed the essential quality of Af- ica, he gives

the most true, the most }eraanent representation cf his
land* in this h< r o o e v e {t 1" tL"
general conception of both vrtists, together wlth *n itil
ity to grasp th essential nd the characteristic atmosphere

of South Africa that causes their work to be so closely

have been apparent in their early wo
cast to become almost unrecognizable
"typical" South African art, n ft
of the country and its p>opl<» t,n'
of CM. van den H ever and Piimeet.

must turn to the work

Tk.! Animals /
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ijualS_ili the langycaj&ei

An inttreating and picturesque element in the iiouth

African lanuocape is its wild life. Until comparatively

recently game was so plentiful that it formed part of the
daily experience of the majority of oouth Africans. The
early settlers were enthusiastic in recording their adven-

tures with the animals in incredible hunters' tales (e.g.

by J.j'. Uilli£) ana in paintings (e.g. pictures
and bowler). The waj of life

by f lines
of the various groups of
natives was to a large ertent determined by the animals and

they figured in the creative activity of these peoples (e.g.

in roCK art, in Bushman, Hottentot and Bantu folktales).
At the beginning of this century man> of the indigenous
folktales were retold in mnglish and Afrikaans (by Bleek

and Lloyd. Gustav Breller ana aug&ne Laraifl;, cock paint-

ings were studied ana copied (by Bleek and Lloyd) it may
be presumed that through this interest that the Ahite man

began to show in the art of the native, a certain influence

crept into the European's own expression. Yet the pioneer,
transport rider ana farmer also came into direct contact

with the wild animals. They playeu a very large part indeed

xn the everyday life of the Voortrexxer, and up to t as
a large proportion of bouth Orleans have a deep roots i,
traditional love lor an adventurous hunting expedition.
Simultaneously a aargc number of bcuth xih'icano - partieu-
larly the arrikaans speaking people - admire and uove tae

animals and have a considerable Knowledge about them. *
Therefore tt is not

day

surprising to find a true Europ”i s

art expression devoid ol native 1iiiU. -

animal plays a large part,

w'""/"Taventurou. llie in
oY T IT—
o 0000 ®

work/.
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worp en toon -iat ritzpatrick: horn by vooikuur in sy ge-
dagtea buaigguhou hot mvt die paar jaar wat by in die
wilde wereld rondom Parberton deurgebring he-t." (43).

Roy Campbell refers to Fitzpatrick aa a "Kiplingiaed
Anpiiahman" (44), and although a sneer is
Campbell sentence, the reader of Jock is

minded of Kiplingla work. The types oi
description,

sensed in the
certainly re-
adventure, the
the character development ana to some extent
style may be compared to that of Kipling. The

story's great attraction is probably its
a dog its

even the

great huro -

easy reading and the many exciting adventures

it recounts. Another attraction is undoubtedly the accur-

ate visual descriptions of the Bushvela and its
esting inhabitants - the animals.

ever-inter-

Almost all aspects oi
the wild tiushveld are described: the veld

deceptive distances, its weird bush, its

of animals; drought, storm,

itself with its
innumerable kinds
the blazing heat, sunset;

the dangerous routes from the low-veld up to the plateau,

the hardships endured by thu transport riders and their

oxen and finally tn_rewarding, overwuelming view over a

vast expanec of country. All the dvscripttona are
and colourful, and many parallels
of later bouth African artists,

den Heever, lotius, Hatties,

visual
can be fvund in the worn

e.y. iiornecf, C.'-- van
isvvrard-Stotrutui;.p, etc. -!18
may be because iitzpatrlck'a cork is descriptive only,

certainly vividly descriptive and carried forward by a

certain momentum , out lacking a personal element other

than the idealized memory. Therefore it 1is ti.
the scene which is more powerful than the actual writing,

and it is this visual reality that has be,a eatress,

other artists

would not have noticed, he writes oi the” im ~ 2

/trick!"' Lantern, August, 1949



125.

camouflage, and the reader is reminded of similar passages

in animal stories by bangiro and Suhoeman. (45)e

It is interesting to compare Fitzpatrick's description
of impala with that bj Koy Campbell:

Tli*re is no more beautiful and fascinating sight than that
nfCR troop of impala or springbuck really on the move and
lumping in earnest. The height and distance that they clear
is simply incredible. The impala's greater size and its

d licate spiral horns give it a special distinction, the
springbuck's brilliant white and red, and the divided crest
which'fans out along the spine when it is excited, are uni-
uue But who can say which of the many beautiful antelopes

they
mind just as he saw them in some supreme- unforgettable
moment, and each at that moment has seemed quite the most

beautiful animal in(* ¢”0"tputrick: Jnnk of th, Bushuqd
pg. 111.)

eaters compare «ith the t*"h”~oi1i ~ "~V arK horse.:
pg. 87.)

Fitzpatrick's description is exact, almost scientific,

stating only the bare visual facts, w. i-* temin

nothing when he sees the antelopes except the springbuc

and the hunter, and those are directly concerned with the

animals described. Fitzpatrick does not allow his

imagina
tion to wanner lor one instant. He describes

the action as
beautiful and fascinating winch ooes i.ot t -Ui

it. Campbell on the other hand immediately ad s a poetic,

an artistic quality to a passage that was to be merely™"

immediately reminns him of birds in graceful fllg -
Fitzpatrick a /

45). appendix 2. no.45*%



MitzpatricK.* 8 acuuunt ia accurate, but the reader
muat know the animal before he can viauulize, or rather
complete, the given image. The reader muut know the animal
too if he is to appreciate Campbell's huscription to the
full, but nevertheless, Campbell does give a more complete
and a more satisfying image through the choice of words
and of comparison that certainly aug”sts the movement of
the impala. Campbell's actual writing contributes a great-
er unity to the picture, the worus themselves add to it,

whereas Fitzpatrick's words carry little descriptive
force in themselves.

ritzpatrick's "classic" is popular. It gives an
accurate idea of the wilds and the game of South Africa.
It relates adventure that has a certain appeal and which
encourages further reading. But dock ef J:he Bushve-id . xs
not of a hiOh artistic standard, mainly through its

documentary character in both story and language.

Miton Aschenborn was another forerunner in .he
field of animal ex”reouioxi m writing ana also m xaiming.
He was a German who settled as a farmer in South West
Africa in 191c. He is remembered now as a painter, writer
and book illustrator. In W 1 his little Gemsbuck book -
The Life of a demsbuck - appeared both in Afrikaans and
English. The booklet is immediately attractive th:ough
its many charming, delicate drawings surrounding the text
on every ,agc. The full page illustrations vary m stan-
dard. The pen drawing of the flight from the veld fire
possibly one of the* most successful in the book. But
nevertheless, the picture is no more than an ii,a..tia, in.
Although the elements of a good '"dramatic" compos”ionare

many irrelevant details and insignificant strokes

form a picture with an individual character, uome o
illustrations from paintings are unsatisfactory because

hours /
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hours in ambush studying the animals from close quarters.

A ttle tictu.ru has little artistic value. It is a record-

ing by an animal lover of a species of buck. Bouman - who
thinks highly of Aachenborn's work -
contribution when he writes. "Bit ia

reisjoornaal in beeld. Die dagboek vaii

typilies the painter's
'n uitvoerige

'n verudelde natuur-

mens. jagter, boor on kunstenaar." (46). Other paintings

reveal an inclination towards romantic-realism. unjuuon-

nights the,/ could always be found is, as are the
other pictures, a recording, but through the use of green-
blues and cold yellowa and the relation to one another, the
little fliCKs oi

white here and there and the very dark
shadows,

the recording is wrapped up in an unpleasant
sentimentality. Iln- cove.y of.ijuinea.lowl has a similar

romantic quality, but is on u higher artistic plane. The

tree ana birds u an interesting silhouette pattern

against a mid-tone background. The heavy, Hat shapes of

the birds are a good contrast to the spiaary lines m the

tree. The simple silhouette, of bush is a stable base to the
somewhat

had been omitted, the picture may probably have bee..

for the h,If-tonc background would have been more pleasing.

it woulu have suggested a .prcater calm if it had been

continuous.

Aschenbom's writing I~ 1i*A

i” ..
hiu jointing, ir.lurma x ¢,
descriptive, somewhat sentimental and i

real artistic power. His writing is go0o¢ when nc can ues-

his contribution is thercxoie v n /
n

4u). ... bouman: Kune In'tivida-afrito. W
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In the sam3 year aa Aschenborn’o Gemabuok book

Sanfiro'a (47)well-known Uit Oerwpud en Vlakte was published.
nie lotgevalle van 'm lecufimilie - the main story in the
book - was written by a homesick Stellenbosch student, and
this will undoubtedly contribute to the idealized charac-
ter of the story. Nevertheless, the writer maintains in

the foreword that the imagination plays no part, but that

he has attempted to describe accurately the life and

habits of the animals that he heas learnt to know intimate-
ly during his youthful years in Central Africa. P.J.Nie-

naber qualifies this statement: " ... wat hy bedoel, is
dat hy by sy noukeurige waarneming niks bygefantaseer het
nie. In die wurklikheid le die bekoring van sy dierverhale
iuis daarin dat sy groot verbeeldingskrag horn in staat ge-
stel het om die diere na die innerlike uit te beeld. Die

werklikheid het in sy siel 'm nuwu kleur aangeneem en toe
hy dit in sy bosk weergegee het, was dit soos 'n skildery
en nie 'n foto nie." (48).

In Simba Sangiro tells the reader directly: " . . . 'n
mens (kon) jou selfs so 'n bietjie in die rol van roofdier
indink terwyl jy die gedagtes teuelloos oor die wye land
laat sweef." (pg. 2).) so explaining to some extent the
sensitive and sympathetic animal description. In I it—oer%
woud en vlakte Sangiro idealizes the animals and the coun ix
where they live. The reader is convinced of the magnificent,
awe-inspiring beauty of the country in the very *jl-- :ana-
graphs of the book, and later he is convinced, too, of -he
nobility, honour and intelligence of the animals.

Sangiro'a etyl<
He reyeals the romantic vision oi the ileali. t, and alth ugh
he often "paintsl a traditionally "beautiful picture, he
far moru frequently creates the mysterious, -tu rally
laden atmosphere by suggesting sounds. In ...i- *
work is similar to that of Malherbe: =« - x11¢
begin oorkant teen die berg sy welkomsliedjie, hei
trill end soos die doudruppels waartuesen hy sit, aun die
eerste l:r “erwoud en vlakte. pg.

Notice how an intense feeling is “ded to the picture by
the word trillend and by the comparison ot the — -
trillend with doudrunels. This immdiately U@{dP n 1
quality to the description of an every iny >c

Examples such as these ere plentiful in .ouT.gir
Like /



Like Malherbe, Sangiro too makes use of long, rhythmic
entences and present participles, but unlike Malherbe he
doeg break the monotonous regularity by sudden speeding up or
by an abrupt stop.

The sketch - In die ourwoud - is entirely descriptive,

it is "een van die skoonste stukkies prosa in Afrikaans,
Sangiro se styl op sy beste tot uiting kom,
ral die inleidende gedeelte is in sy geheel ene sangerig-
koid waardeur dit verhef word tot een van ons suiwerste
voorbeelde van kunsprosa wat ontdaan is van alle opsetlike
mooiakrywery." (49).

Die eerste lig word deur byna elke dier met sy eienaardige

Note how accurately the sounds of the uarly morning have been

observed and expressed. Note how .lLr-n.i > anu vven

beauty is given to the whole by the heavy, slow moving prose,

sees near the drinking place, e.g. an accurate »«* fullle

a

m 1 While the hunter 1S is emphasized,

about the lion family the nobil vy but /

Lutterkundd. pg 101#
49}. Goetzeu en Hattingh: Afrikaunr-v

50>). Appundix 2: no 46.
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but thu tragedy develops becaueo Man - who is physically

thu weaker - can exterminate the lion through his sly
cunning. It is this point of view, this admiration of the
animals that mainly creates the idealized character of the
work. Also the- to some extent human qualities in the animals
add to the idealisation. The writer often reveals his love
for the animals in humdTuus or tender passages proving,
once again, a very accurate observation. (51).

Both Aschenborn's Gemstuck book and Sangiro's Uit oer-
woud en vlakte have the same aim, viz: to reveal the beauty,
the charm, the harshness of the animal world ’.of Africa to
others. The two writers even make use of the same theme: the
adventures of young animals that have lost the protection
of their elders. But while Aschenborn's book is merely brief-
ly informative, giving barely an outline in a simple, docu-
mentary manner, Sangiro is the artist who can recreate his
experiences in such a way that his work forms a valuable,
individual whole which gives a far fuller and tar more
accurate image of the African wild lif. , because .langiio
het heel besondvr hoedanighede as mens, waardeur sy verhale
uitstyg bokant die guwonu jagverhaal, waurdour hy dj.o geb-vd
van die volkskuns vurlaat on ryp kultuurkunslewei. .

In striking contrast to Sangiro's idealistvision and
lyrical style is the harsh, objective recording and abrupt,
quick moving prose of C.G. and w.-y—Hoboo:" . uung. ro
animal lover and hunter who in particular focusses attention
on the big and the noble; on the lion, the rhinoceros; who

sets his tale in thu grotesque, luxur.un butu y

watcning the smaller species oi animals - # . 1

dog, baboon - in the arid land of the Kalahari. The :her,
of the Hobsons' books is the never-ending, crvel,

war in the animal world. One has 'o kill

and he in turn must be sly, cunning md - '

survive anotl
sympathy for another in this world, fhu oLly

that of the mother for her young. She will ns.
save /

W : Coutzutfen‘Hattingh. Op.oit. ,g. 100.



gave it, but even that is temporary as Adoonsii, the little

baboon, found out .vhen the older baboon drove him away from
anourishing desert plant (Keus)« While in Sangiro's story
war is waged mainly against, man, in the Hobsonsl work man
sdldom makes an appearance at all. Sangiro himself is part of
the story, tne Hobsons are behind tne scenes. But in the
Hobsons' as well as in Gangiro's work tne reader is always
conscious of the writers' sound knowledge of the animals
habits.

The Hobsons often describe an animal ritual in detail in
a language that enables quick reading, that describes accurate-
ly and precisely with the minimum of conscious effort. In
addition a touch of humour is often added causing the reade,
to take a more personal interest in the characters (53).
at other times the cunning of the animals, desperate to pro-
tect their young, is described (54). In such instances the
amused observation is no longer apparent, and this more serious
atmosphere is achieved by a subtle- change in sentence construc-
tion. There is less caricature and more swift action. In the
humorous passages one may find, for example: "So 'm more dan
spog en pronk un steun kommandant K-es gewoonlik day dit n

" (Kre-s. pg. 19). Here- the amusing seriousness

aardigheid is.
is expressed particularly in the choice of verbs and their
relative position in the sentence. a laugh at the serious ola
baboon kommandant is definitely there.

The Hobsons' books are full of adventure, of interesting
facts bout minnl life, written in an entertaining style.
Through this they are a valuable contribution to the Afrikaans
animal literature. But artistically the Hobsons' work does no"
surpass that by Sangiro. The language, though typical, pictur-
esque Afrikaans, does not have the same intensity as that of
Sangiro. There are mannerisms that eventually become dis uil—
ing. The general vision and conception is inclined towai Is
the scientific, and is rath r impersonal a: oppose 1 to

Sangiro's deeply sensitive and personal approach.

Op Safari by Sangiro is considered the first At
huntingtale that can claim to be literature 1

written in the same lyrical style as IJit**wou?”

Several fine, romantic "paintings" of the vast, powerful
Central 7

S3: Appendix 2: no. 48.
MLoog o « Xp?j.nH L ~ r, Di- Afrikaaneu diorvurhaal. pg. 26



Central Affican scene are presented which are reminiscent

to similar passages in Ult (krwoud on Vlaktc. The great differ-
euce in the two works lies in the change of aspect. In 0%
Safari Sangiro is on the side of tho hunters, and ho now cc--
Aiders the action from the human beings' point of view.

Apart from Sangiro I'.J. Schoomsn is "ons nimpatiekste on
beste jagverhaalskrywer." (56). In his books there are only
flashes of animal description as the animals are quickly
noted by the hunter. There is one exception - Strepies, die
aebrat.iie - wi ere- the "life story" of a young zebra in told
with delightful humour and detail which is typical of Schoe-
man's style. But usually Schoeman sees the animals in passing
while they are hidden in the bushes (57).

An interesting aspect of Schoeman's work is hie use of
the animal in the Zulu's language and superstition. Zulu
folklore and customs were Schoeman'a special field of study,
and whenever he went out on a hunting expedition he would
note down whatever n<w expression, story or custom h> heard.
In his books he makes use of this knowledge . He speaks to the
native servants in their idiom:

"Jy alaan die slang op oy kop, Lewies. Sulkes sorLs ek en
jy en one court brul <t wanno r ons die vy*nd oe hart op In

tjies nie ..." (i’anic oe wldskouldne. pg 23)

He allows his own form of cxpr salon to be influenci d by thio
native idiom, even when there i.mno conv rat tion with the
Zulu:

Di6 keer wan dit Jekkie wat mo s bontata n, rauar ny v.a n
bokkie wat nie dour c-en hond vaogekoer word nil. (? r.. se

veldakooldae. pg 50).

Hero human br ingo are $ynonymous to aniimal.-: ! , a.g giii

compared to a quickly reacting little buck, and h v
Punie - and his father, who arc at that moment touting lar,

compared to hunting dogs.
The Zulu soldiers honour th-.ir rules' thus .

"Leeu; kalf van die olifant; vuMl wat al <jio m
cpvreet; . . . buffolbul op wie sc ytl n . ie
aogaaie g'm morkie last nie;" ( Oroot Sior . ig

and when Schoeman is brought before the king ho grotts him

by adroaoing him an:

N .
"uwartma'inhtiFirloeu wat brul dat 'n Pole imp! so oklide bewe.

vdroot Spore. pg 30). He/
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Ht joins tho Zulus in a great hunting expedition tu kill

animals fur the witch doctor's medicine and an induna
ennuinoratoo the aninv. Is required:

Hy hot begin dour vir uy op sy vingvrs f te tel matter ditr-
wi reptielsourte t1 r ingc.samel moos word vir die koning om
Oy grovt medisyni te m ak. N.ias die reeds gunuemde drie slang-
soorte, die rvnostt rbul on die buffels, h.t hy nog die vol-
gende genoom: 'm owartma nh.ir-lveu, 'm luip.rd, 'n olifant-
bul en 'm sockoei, 'm uitgegroclde bobb jaanmannetjie on 'n
hicna en 'm iny .n”elr %anv. (Gruut Spore. pg. 57.)

In cases lik< theiie, Scho.man is oftun norc scientific than
artistic, presenting th reader with interesting facos about
indigenous beliefs, but adding little to th development of
the story. Sometin y th scientific attitude gains the upper
hand and definitely haap vs the pace and br» *ks the unity, but
at other times his scientific observation f-rmo part of the
whole. For example, in another hunting trip he records the
natives' b li%f in thv nimal's intelligence (58).

Bvontu lly Scho man himself appears tv be imbued with
the mysterious beliefs of the African tribes. In 0} ver
p-.aie he is a believer in a legendary horse which very
frequently figures in Bushmen stories. This horsv is a mighty
leader of a 1 rgv herd of zebras, and Schoenan is determined
to find him. For him this horsv stands -is the symbol of free-
dom, and h- exjrey. es in prose that which sv m-ny Afrikaners
have express d before - psrticul rly in “oetry: the longing
for the wide open spaces, away from the cities and industry,
free to move at will.

Legend is a strong fore, in this s‘cry, an! in the be k
a strange, symbolic mystery is constantly alongside jb. r1. 1
fact. This adds an intensity and a deeper meaning te the
book that is lacking in Schoeman's other work. The '* n
Qi ... a" of the eagle is heard again snd again like '"'n
stukkxe van groot Afrika ae eiel" (pg ”) intensifying tl

strangeness, reminding the reader of the quest vf .~v 7
ous little scenes ag'iin revealing Schot. i<km » I % r L* r

to complete the picture.
When at last the horse is found, he is only son“ed m

heard; not seen nor touched, so again emphasizing th .ymbo
ism of the entire quest. Qj’ ver t 'i Arih i
"animal-hunting'" book which is not entirely rc.li.tie,

which - influenced by Bushman folklore - introduces an
imaginative /

58). Appendix 2. no. S51%



imaginative quality which ia very refreshing. It might be
developed in other works so that the South African animal
Ptorieo will not bo descriptive and informative only, but
will have a now, individual character and an additional

inter st.

The animal s not feature so often in poetry as it
does in prose. C.M. van den Hoover has written a few impress-
ions of animals, each nding with die inevitable death of
the animal (Dio springbok, Die muorkat) or the threat of
death - DU diore. The last poem has | lint:rly qualities,
and it forms a good complement to Sangiro's prose sketch,

In die c¢ rv.'oud. (59).

Opp man writeo a concentrated, yet descriptive verse
in which an idea similar to that expressed by Van den
Hcever is present, viz: death ia always near the animal, but
with an implication that it is near to human beings too:

Ons uien In el md stadig mder kon
mar woi as trop rustig met hum;
dan trcf *n pyl cn wect ons we r

die duod wei tusuen ons veriaom.
(Engel uit die klip.
Dlorerieu.)

In the poetry oi' Roy Campbell the wild animal takes m
important place. C.J.D. Harvey notes that with animals as
symbols md lunges Campbell is "always at ease." (60<.

Campbell is probably one of South Africa's most powvi-
ful poets, and possibly the most significant -aagliil pvot
from South Africa. But "he is . . ¢ one cl those wri tvia.

G . .
grounds without including a gr< it deal about his pcrsoin -

irrelevant matters, until th< poems themselves are amost
lost sight of." (61).
Indeed, his unusual vision, his individual, tut’t ,.in,

view and bin sarcastic statements are startling wlU n one
first reads the poems. Yet a poem like A Veld Eclof£iHL.jlif
Pioneers docs "shock" a general image into u« <ntir ly
light, into an extreme light that is ¢ 1 avv I~11

lor tradition. Campbell'n poems cause th ¢t '
the /

11]. V !'I T K rvoyi'Tho”poutry ,f Roy Campbell. Standpunte.
vol. 5, no. 1. October, 1950.
61). Ibid.
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t3e popular conception of South African people, anLnalo and
landscape. Campbell often prosenta the logo heroic aspect
of his sv.bjlct, and go unablea the reader who is conversant
with the more stately, noble expressions of that same subject
% recadjust a p " mibxy one-sided idea into omne which is
more complete. But Campbell ic frequently on dangerous
ground. His ambition to make a different, an unconventional,
a startling statement sometimes gives the impression of
childishness, of a remark made by '"the spoilt boy." (62).
Th To A Pet Cobra one finds the following lines which
suggest the "spoilt boy" attitude:

Sired by st rvation, suckled by neglect,
Hate was the surly tutor of our youth:

I too can hioe the hair of men erect
Because my lips arc venomous with truth.

If the reader is xblu to ignore the "unpootic" quali-
ties in Campbellla work, md if he concentrates on the
form of expression, the powerful technique and the artistic
originality of visim - untouched by the satirical "origi-
nality" - the importance of th poems is clearly felt:

"The outstanding quality if hi.- poetry is its force and
vigour, the brilliance of its images and the soreness of
its rhythms. Hiu verse forms and metrical patterns are in-
variably traditional and cne im ginos his contvizi] t xor
verso llbrc or the more experimental forms of modern poetry
is as profound as.fur oth< r forms of 'intellectual pro-
gress'." (63).

Campbell hi...self admits that he has been influuncvd

considerably by otl r poets: "To thus-: inter in the
chronological development of th so fO' Gs I would s.y
the surest indt x would be the lossfning influone< L *
which was everywhere pros nt in The Flaming jurr *Pin» ,
impressionisi 8f that peum 1rrndu.:'l*¥ .gives piaco _to ' hard-
n so and ¢l arnes.a of - denv*'d chiefly from B udo-
laire in the Zulu Cirl T T —

rfi t 1 r iphrases, not bly

'lifted' from the

Critics remark on those strung in! Im net.o eeu. id i th ,

m
it can be found in hiu strong, accurate, typical expression

of Africa: " ... It is obvious that the rich”luxurlant 2

62). E. Davis: Thu Spoilt Boy in Roy Campbell. Truk,

March, 1951.
63). C.J.D. Harvey. O) oil.
64). Profuc to Ad .m ator: dun *

9



sub-tropical coautnl belt of Nitil and Zululand, the higher
rugged and more auotorc hintorlmd of South Africa, in "
short all the oh pea, forma, Cvluura, aight i, auundo and
even ocuiita of our magnificent southern land made a tr'men-
dous and lasting impact on the sensitive mind and imagina-
tion of Campb, 11 as n child.............. Without then he would
not have written auno of hie fine at poems...............

Here I du not merely wish to emph oise the thematic
origin of such poems. There is something - fundamental
power, elemental energy, fierce almost primitive surge and
strength, call it what you will - in the in.tost fibre and
very essence of these poems, that it can only be of this
land." (65).

The following lines from the Pot Cobra illustrate
this ch met risation:

Where tbs hard roc. is barren, scorched the spring,
Shrivelled the grass, and hot the wind of death
Hornets the crag with whirred metallic wing -

W drew tlu fatal secret of our breaths

By whirlwinds bulged forth, whose* funnelled suction
Scrolls the spun sand into ; golden spire,

Our spirits leaped, husannis of destruction.

Like dt sort lilies forked with tongues of fire.

Campbell frequently concentrates an the hard, clear
cut and r md$ , so, incidentally,
another typical wuipect of Afiicav Hf . uks of the wind's
metallic wing, of tht cobra's cvils which 're v- It';a with
electric r*wer (To n Det C.bra), md th striking pot;:
Th. Zulu Girl is a, cl(.ar cut and dcvaic 1 a.iy evft
"noth rly" qu lltle. th-t tI tvrshneiof tie ftrie. relent-
less Afric . i; su] rbly expressed.

In contrast to hi; uj;ual crude, t-rk nu at rtling
poems, Ttie Zebr' s h.c r, .ntle t «ty nd . .aft lyric.l
quality not It"g thtr unilie tl e vi. tv L 1. ;gv.i ere t.d

by the romanti
a clear visual iuugo, and eIthough it ! < an i iyllic te ecatv,

it is not so striking, so powerful nor . symbolic vi
Africa as the Zulu Girl with its L rvh n lentlcsonisr. The
Zulu Girl makes a 1 stin, 1i:j 'Ct on th< r- r; jhl—m

fades .way quickly, like the mei.- nt th. 1m t uoscribus.

Campbell's %hr.s - particul .rly th- 1 ¢t linev - 'ru
reminiscent of c.a. Aatorme.yer'a powerful poem I L— iiliia
which Antonisaen describes as: '"n prag-vdc aan di< gthc aic

vuur v :n div a rv
wildness /

65). Uyn Krlgei Boy Cuipbelli Profiles. Tr.k. October 1951.
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wildncou vf the. ini.ills or* ao atrun”ly cxjroouGd hure that

any sutfgetition vf the conquered t.eatic "minul is uliiuimtecl.
The homes vf this puen tiro governed by nature and not by
nan.

In Prill .lo y.-n uj,, bh>:.hi r. ti,- J ,5t r and in Duvd van
,nr Wild'-K n/. Vi'attrnicyor rev, ulu the cruelty vf the hu'oan

hunter. With the exception of S ngiru's Lut”“evalle van '

n
Ljiuf ilit Wr-tcnaoyer in possibly one <f the few South
Af leans who has written rtistic Ily valuable work in
which the hai.v n hunter in reg.rded with cunt apt. In fact
tht feeling uf contempt is stronger in Watermeyer's wvrk
than in Sangiro’s. This is p rticul- rly app rent in Ballade
van die Elecddore.tl*v Ja,;t.r, while in i\ ..d v n dl /,'lldo-
fi-ns vne finds thv r..ore descriptive pocn with a suggestion
of the h artlesoness of the hunt-r.

In the ballade realisu is lift i:Ju diat.ly in the first

lines:

Die geelkapdl se krenkcls 1%
drie sirkels on die . n.

and Sw a suggestivn f the supern%tur%l at one,, creates a
dream - vr nightmare - world in which wounded animals accuse
the hunter vf wilful slaught r. In thin pvem th re is nu
sign uf the accustomed realistic ni;.el description, but
attention is focusucd sharply on en certain characteristic
of th. enimil, so intensifying the unreal tnuoph,re und
adding a surrealist eleu nt: "Ek kelk die . nlig in ay kvcl /

"

en rym die rvndebe....ie ryp" describes thv wild canary; ie
spcerpunt vn di. wind was ek,/ gu 1 etr wit in die daglig
skl.et" the hawk. The eland bul is described: "My okoner en
my skof rund b6 / die trots van elk horingdier" and the
diu drink r van di bl. d, / 1-

wat donker loop". While the reader iu nv-ue aware of the per-

"

loop rd is:

fection of the animals, attention Is sharply Jjcme , 1
un th Wounded, mutilated and kil /idin.' ot tie l.virt
whu kills vnly for pleasure and avt out of necessity. So a
contrast is presented between the perfect and tt.. broken;
between the necessary nnd the unnecessary. But 'Ithou”h
there arc many striking images, a really lowcrful whole is
not achieved. The tension - strongly suggest* . t th
beginning uf the poem - does not increase and does not build
up to thv desired and essential cliuax. There is no develop
ment. There is hardly ¢ change of rhythm which could assist

in a development of tension (as is well illustrated in
Opterman's /
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Oppem -n'e J. rn J v n J”rik). and which could assiat
in tho intonuifyin”® of the ;loaning of tlu; pue.a. The
reader ia nut aooured of the ulti nte conviction of the
hunter. The poem app. are to b inc..,.plotc.

"Dnar ontbreck iota in ui. uitb-elding van die spanning
tusson di: dicrc on die j’gter. Ily rcag-er nic voldoende
op die di re sc beto g waar hullo as klaor on hy ue .ango-
klaagde t enuer mckaar stem nie. Dio Qlgenicen-raenalike
wnrhcid dat hy wt goweld g.bruik dour goweld sal ondor-
gaan, word nic ovrtuig md geauggei ;er nie." (68).

Watemeyor's way of depicting the miaila is a perso-
nal one. His clear cut symbols that represent the ani rla
are vivid and powerful, and ¢ rt*inly ;dd a new visual
element to Afrik ans pv try which could possibly be express-

ed in painting too.

Although the ani.ail has b on used so successfully and
frequently in literature, the ] inters apparently have
not fully realised the iossibilitiea of this .iajostle,
decorative and cxpr.osivo subject .wttcr. Jack Pietvrs
has ttc.-ptcd tv j int a picture of a group of rhinoceros
in an impressionistic manner. The painting is technically
cjnpot nt; the Colour pleasingly controlled and the p inter
has am.gsd tv represent th* prut ctlve unity of the
surrounaings and the mi;.. Is. But impressionism cannot
suggest the grmdiur and feroci usncss of this bid-temper-
ed ani v1. The picture consequently lacks p,wer md int r-
est.

Si .on Hodge h s : jict, : the -nt.lopes of the Nat-
ional parks in a charming, if.c.-rativr .inner. Yet the
ni r.ls depicted arc t., t vie, t v gentle, too well-fed,
too protected t / Cunvinco tt - “nl kvr uf any exciteni>.nt,
or uf ny thrill that wild bt .uty can give and viiich is
so uft n mtioned by thf writ rs who havedescribed simi-
lar animals. Hodge's ]Jicturc s can be apprcci’t*u for tlc’r
delicate charti, and far the skill d uia u. Lf v *culoui .
The application of i int, thf colour, tin ctOwr.tive
realion. all indicate an idmirer of Bussell Flint. This
fine, atrial English quality 1is supi rficially attractiv

, cruel,

and it is not expressive of tin country's animals which

echo that toughness and ri LontL ssneso.
The /

68). C,etzce on Hattlngh! Afrik .nnoc Lvttcrkunde. tK81.



The painter who has come the closest to representing
the animal population of South Africa, aid whose work
frequently reminds one of the poetic beauty of a descrip-
tion by Sangiro, Schooman or Roy Campbell, is Walter Battiss.

"The importance of Battisn does not lie only in the
fact that h is one of the foremost pioneers of modern art
in this country, that as an artiat his research in the field
of prehistoric art is of countless value, but also that by
hi8 own work, his paintings and woodcuts, he penetrates the
soul of Africa with grip]ing intensity." (69).

Battiss was brought up in the tradition of the English
Royal Academy. The old English culture in general and in
particular paintings in the Royal Academy style were
appreciated and admired in his home. Consequently he grew
up to believe that to represent the superficial visual world
in an academic or impr,ssionijtic manner was the only
necessity in painting. He believed then that nothing more
was required of art, that a recording of the visual was the
only essential. When he accidentally discovered a prehistor-
ic implement in the Karroo - the beauty of which delighted
him - he came to realize that there is an art other than
the impressionistic and realistic. After this accidental
discovery of an ancient tool, he began his research into
primitive African art. In contrast to the archaeologists
who had studied cave art previously anc who had set a
scientific standard of realism to evaluate thd paintings,
Battisj studied the work from an aesthetic point of vi v,
He realized that realism is unimportant in this work, but
that an essential spiritual quality, which penetrates a
people’s being is that peculiar living power expressed in
the rock shelters. He realized then too, that it was the
deeperspiritual symbolism which was absent in the realistic
work of South Africa. To be a South African artist - accord-
ing to Walter Battiss (70) - one must advance beyond the
visual, and attempt to express a "Spirit of Afiica." Thi*
ia difficult for a South African with a European background
and tradition. Battiss explained further that a South
African painter cannot be a Bushman or a meubi. 11 ir®
indigenous tribe. The painter must recogniz t.M.',
therefore he should not attempt to produce I r>!M.Udl irt*
But he should learn from the indigenous primitive; he should
try to understand the essential symbolism of th. /ft

primitive and build his own from that. Thin development is
still /

7oi: f & r , 1958.



gtill in ita early stages because South Africans have been

glow to reulj-ze thit hie descriptive realism was inadequate
to express the character oi tlcir country. But now, Battles
believes, a characteristic clem nt is beginning to appear in
South African painting which distinguishes it from contempor-
ary work elsewhere.

Battiso has explained his own '"self-dicovery" in the
following manner:

"When I came down from the mountain of initiation I
was articulate and free. For I had conversed with the white
rooks and lilac tre s, the coucal and thu rhcbuck. I had
conversed too with the an.cient men of Africa who spoke to
me through their picture writings on the walls of their
crumbling rock-sh Iters.

The twisted rivers and the endless veld spoke of ani-
mate and inanimate space.

At night the waters and flats reflected the macrocosmic
spheres above my head. So the planets and their moons and
star suns, twin comets and nebulae shone hesitatingly upon
the river fish and upon th< long ti.bookie grass.

The hollow of th< mountain held a white man's farm.
When I looked on the clear contours of the new white boy
in Africa who had boon born there in the Mopani tre. s, who
loved his father's cattle, who kn w win re to find under the
ground the rare sweat homy of thu small wild bo- , who knew
what red wood made the lasting fire, who know ill the African
boy know, then I unuvrstoud thi whit, buy belonged to the
ancient men and was thus, with me, a modern man.

Finding thuso things ind s. Ifishly pos.easing them had

chang-d me.
All this was my peculiar discovery but I had nu desire

to paint an anecdote 'bout thu.a but ruth r tu m;ke pictures
of them in such a way that I exposed the happy change they

Yes, I made .nd want to mk< pictures which are a colour

These pictures 1 call fragments ef Africa but they are
also fragments of myself." (7D ¢

Battiss was "articulate* and free." Released from a
meaningless tradition which had caused him to paint mili,
charming, delicately coloured iopri suions of the landsc:io$
He was now free to paint with vivid colours, intensifying
an emotional reality. He novd no longer be bound to the
rules of visual perspective and accurate realistic h*¥iwlnte
Perspective and drawing Would in future be submitted to ind
employed for decorative and intricate pntt* rn, which in his
most recent work has no suggestion of depth or di..t mu

Yet /

71). Walter Battiss: Introduction to vragr.n.nts of af ici.



141.

yet In earlier pictures - e.g. the Red Grotto - he creates
u mysterious depth which appears to be unending. Possibly
this type of picture was inspired by the caves themselves:
Hcy own research in the field of ancient African arts has
revealed itself in paintings of ancient walls, cavernous
rocks and elongated figures and animals." (72).

In the preface to Fragments of nfrica Huhndiek goes
on to characterize Battiss' work in a poetic manner:

"He who dwells only on its (Africa's) peaceful charm,
its poetic beauty, its delectable i ttch a of Eden; he who
idealises the South african scene in romantic pictures
that satisfy the casual and sentimental eye, is like the
man who notes the song of the bird but ignores the roar
of the lion.

Walter Battisu is aware of the bird, but he seeks the
lion first. His work is inspired by and charged with the
force., the majesty, the biz irre beauty, the ruthless priml-
tiv laws which are the j -culiar qualities of that vast
and impressive theatre which is South Africa.

And yet, though consequently his colouring is >ften
vivid his conception bold and powerful, the. ch.ract ris-
tics of a fierce primitivism of Africa, there is always
the suggestion of the song of the bird, the delicate
rustling of the- grass, there is always the evidence in
his work of a subtle loviliness, of a strange enchan ing
poetry."

Although th< break with uilicato impressionism was
definite, the m”st jbvleus change which typifies the
earlier work, is an intensification of colour. (/3)»

The landscapes, of this period may bv described as
expressionist. They are bold, determined, vividly OCv*,ar
ed, essentially summaries of the visual African Imdscajo.
The riot of strong conplemontary colours is expr ssive

of the African heat; the bold brushwork of primitive
harshness. These pictures still r tain >visual p”“rsp
tive, the colours still have a fundamental base of real-
ism - i.e. sklco are still to b; recognized as ana
are still blue, grass is green or ye llow oclne, u

basic colours are strongly intensified. Th« sh*j“o too,
can be recognized to represent fields, mountains, clouds,

intricate pattern b«gins to cuntr,! the entire compos -

tion and realism recedes. jn /

TFK' W a 1 t e r i n South Africa.
appeared to bo wiry of ~- _ bv Uys Krige, the
writerSrcAoordS l6ronee McCaW tv

n, lour.



In the Etorn.l (fig. 24) "Bushman" symbols of

the human figure and African animals are superimposed upon
» N indefinite landscape. In this picture one cun distinctly
recognize rucks, a pool and a distant horizon. Linear and
aerial perspective still play a part in this composition.
But these rc inIndore of realism art unimportant in the pic-
ture. The mystery of tin unusual indigenous figures attract
the attention, and the sp* ctator s nses that inexplicable
"Aaii Qi e 1" °f which Schoeman was aware as he
travelled through a It nd imbued with 1 gond and superstition.
Both Battiss and Schoeman were able to assimilate that
"Spirit" and very frequently re-create it in their work.
In the tainting the clearly deline .t d little figures
appear to be scattered arbitrarily nd with no preconceived
design over the area rcl\resenting rock and pool. It is
interesting to note, however, that in uost cases the little
symbols arc slightly transparent, carrying within their
outlines the Colour of the surface upon which they are
superimposed, although they are accentuated by flashes of
brighter colour. It wvuld seom a 11 the lin s md
patterns in the real rock had cuggcsted thus* little figures
to the painter. This intangible quality of th- figures eoes
suggest a country which is densely populated with an in-
comprehensible people-, who arc everywhere- and make their
presence felt constantly, while they cannot, howev r, K
seen. In many instances Schoeman records similar sensations.
He is conscious of people, >f ani . Is, of mythological
spirits, but he cannot set them, and - as in the c¢ sc
the majestic Bushmen horse - he cannot catch

The pattern of rock plays a large jait in th<
Eternal Ialace . The suggestion of a rock surface is
stronger in Red Hartoboeat, and a numb r a otl.(i I-1=
using African mimals as subject matter. ->
is the boundary of the landscape. In othvi O “”
no suggestion of distance, of a horizon, of w Id, of
The animals are arranged as a two dirnonnlon il pattern 1
this flat area. The paint surface is rough and slightly
granular, emphasising thesuggestion of a rock
The colour is consciously arranged in u distincti ltt' M*
Red and yellow framing bands and diagonals
leads in the picture. The shapes of tin. <nim-1.
superimposed upon these areas of colour v.ith a '

regularity. In Yellow Aft.rnoon thereis no sum 3 un
rock /




rock surface as in the rrrvious picture, but angular
patterns suggest a complete rocky Imascape and primitive
buck. It would apiear that in order to create this symbol
of a landscape, his '"rock surf co" pictures v.ere a necessary
preliminary. The colour in l.iiow Afternoon is brilliant
nnd warm, yet there is a strong overall unity. Although
most of the animals in this picture are i tinted in a con-
trasting bright yellow, both the unity in the colour and
the similarity of the shapes cause the animals to appear
camouflaged. On would like to imagine that if the pointer
had not noted them the casual observer would have i.assad
them by. In a similar manner Sangiro makes the reader
aware of the well prot cted rock rabbits which form such a
complete unity with the rock.

In theso carli r pictures the colovr, although bright,
is nevertheless matt and shallow. In the 1.tor work the
colour intensifies in its brilliance and a deep glow suffuses
the ntire picture. It even t]joara to be luminous. A pre-
decessor to thee glowin* pictures, and possibly a bridge
betwe n th v.rla. r and the lat r work, is ficlurvs wn the
Rocks. (74). Maybt the focal point in this composition
is the "Africanll wall design in startling, contrasting white
on a dark, luminous ground. hut th< spectator j. f r more
interested in a "h ri" of glowing r--d cattle - roirvsent by
indetermined ari as of colour within which rich fclick out-
lines deline ;ti toy-lik, animals - and two m.ida h.rclng

which forces th*; eye to move constantly ov r t!. er.tire

rvst on on. central joint. Usually i 1¥ Kui lin
a band or i scries of circular shapes th -t b tie “ye.
Lint 1 Indioatiz
suprrfici.il and often appear to bx capricious.

Together with th introduction of the gi 1Ja c.au.a
usually intensified to an unusual degree ot lumiru

a very dark perimeter - Battles temper',rily mxgl
load /

74)- =1 bl;i'cVin l

certainty.



I(-,a lino vomposition and Wvrka v th a central motif.

But nut V ry much later th- painter extends the central
motif to form a flowing all vver pattern upon a dark,
nitfht-like ground. It Wvuld now appear that at this stage
Battiss has entirely <abs trbed the lessen rock art had to
t ach him, and that henceforth he is able to or ate his
wwn African symbolism with his own personal colour which
is of primary import .ncu in his work, md with the new
"primitive" shapes and patt rnr inspired .nd suggested by
the African people, plants, animals, birds, pebbles and
racks.

Although it is frequently possible to analyse a Battiss
composition by picking out diagonal, angullr, square and
straight bands or areas of colourl or by seeing a circu-
lar-diagonal movement in th< robust application of paint,
the Battiss pictures usually leave th 1impress!-n that
tht jainter has intuitively 1 It his wry. A numb t of hj.s
most r cent pictures (75' ef animals, figures, birds,
African wall 1:signs louvv th« impr. i ion that wvnce the

first figure .r shape w.s il.c; d th' -thi rs would gr-w

A summary of Battiss' work c¢

painted for Pretoria on occ .so ion of its 'c ntenur¥ cvle
brations (fig. 2" IS. Syr.nbohc of
the capital's nc d‘flt'““tsf'maily
. oil! ntsf' nt.
of which bear th Cre Hart be w
9 < u

Elandsfontein, B

- * Jg illustrated by a group
are some of the

. Although th« colour in
animals suggest )
ivv md controlled by a

<utral /

this composition

75). Eathibit d in 1956 and 1957.
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neutral tunc which reminds one of the earlier work, there
are brilli mt accents: e.g. thv yellow fruit hold by the

grecy n.unkoy in the top loft corner, the brilliant red of
flowering aluea down towards the lower left of the picture.
nhu surface pattern is once more su””cstive of rock and within
each area an miaul “roup io piicod. The v-ye is led acroso
tho iicture a subtle and intricate interplay ,f diagonals
of changing tone and points ire emphasized by small areas of
brilliant, luminous prim ty colour. The majority of animals
ore large and slightly reminiscent of the large eninr.ls de-
picted in rock shelters. Most of them suggest an aloof dig-
nity contrasted, though, by a little group of buck - "Bustunan
buck'" - which a”- |r to r« present no district or village, but
which assist th- composition and idd a d lightful touch of

humour.

In many ways Battios' work is similar in subj .ct matter
ttnd feeling to that by s veral writers. It is int resting to
know that CM. v-n u n Hv ver dmittfd to Dattiss that iho
latterls researches into South Afric;xn rock art were directly
AM?r a chapter in JoUf (76). Here an old Bantu herdboy tells
his very young European companion an mciont Bushman legend
after th two had looked at the p.intings on the c wv Aall.

Battiss' interest in the primitive culture of Airica
ia patent in his Wvrk in which primitive symbolism frequently

mbit € that by P.J. Sche
who, as has been noted, almost inevitably includes a primitive
element in his writing. But - with the exception oi O—V*"
Paale - Schoeman's interest in the primitive .ppcarn to be
primarily scientific and the reader is -ware of the n tcb -k
in which Schooman conwoiously and meticulously recordj i .iviriv ,
stories, customs, etc. In Battiss 1l origin .l i.intio
those apart from the scientific copies ef ri/ck n't tla
note book is put aside. The spectator is indeed conscious

"

1952, but even here it is fully absorbed and incorporated
into a spontaneous expression.

A characteristic which Battiss has in
Sangiro, Schoeman, the Hobsons and Hoy ( -“‘1*1
accurate observation md the intimate knv'wli igc

animals and their movements, their attitude u, th”.tr 'I*K
with /

76), JeuK Chapter 1, p”rt 6



with the surrounding®. Compare the painting Animal Medley
with any description by Sang:ro, Schoeman and even Fitz-
patrick of animals jn camouflage. Compare Yellow Afternoon
with Sangiro's description of rock rabbits in their natur-
al environment, and a more direct parallel in subject, but
not in feeling is found if Sangiro's passage is compared
with part of thi Fr toria mural. Compare Baboons with
Hobsons1 Kics to see that Battiss knows the serious antics
of the baboon as well as the Hobsons.

<h reas it is known that Sangiro, Schoeman and Cimptell
gain d their knowl:dge from direct contact with tne animals
during hunting trips, and *he Hobsons through dai&y con-
tact that life on a remote farm offers, it seems probable
that Battiss gained his knowledge indirectly from the
cave p-intings. This dues not imply, however, that Battiss
has never directly observed his models, but he sc-ms to have
discovered them Inter.

The animals the writers so frequently describe -
the kudu, the imp 'la, rock rabbits, birds, elephants,
baboons - can all bo found in the i .int-.r's work. It is
interesting, however, that whereas the felines are some-
times found in rock art, md the lion in particular plays
such an important part in the work of the writers, Battiss
appears to have ignored those ninvils. Yet, considering
the various aims of literature nd f inting, this peculiar-
ity can bo understood. In a story a conllict with n lion
or leopard can introduce an element of tension -no oi
a literary contrast: strength opposed to weakness;
cunning op,used to stupidity; experience opposed to ignor-
ance, In pilntin tension and contrast is built uj with
shapes, lines, colours, tones, and the fulines with their
regular flowing lines do not offer such good material
fur the decorative and vigorous piinter as the mort
angular buck. Yet the danger of a nearby lion ¢+ ¥ n.ed
to build up tension in a story, while the intclopes
seldom can be used to on ate an itmosphc ri. -J r 3

Although the aspect upon which the writers n.
painter concentrate may differ in Bonv n sj-.cts, tl.
when seen as a whole forms an idequuti .nd int.

revelation of the African animal.



The Krirrou:

This large, untamed area of lind holds a strange
fascination. It definitely inflivineea people; one may even
venture to say that it haa a hypnotic influence. Those who
livetiere will usually not wiah to depart; visitors are
c&.t under ita a;oil while they are there; and a gre .c
number of artiata have attempted to express thw emotion
they have cxj ricnced in this semi-d sort, /'hen Maurice
van Ess“he waa aakvd if he could explain why so many artists
were almost inevitably drawn, challenged to attempt to
depict the Karroo, he answered tiumcwh-t hesitantly that
it wia the "spirit of the Karroo" - tu be found nowhere
else - that cumpt.11 d one to j .int it. Thia may not appear
to be a fully explanatory statement, and yet it doca ex-
plain. Man does nut really unc. rstand the Karroo, '.nd
above all hv cannot control it. In contrast to the passive
and aubmisuivo coastal r. giun of Natal the aj.pearande of
which is almost entirely det rminvi by mn's labour, any
human endeavour in the Karroo is completely insignificant.
The vastness vf the Karr ov rwholms the human being's
effort to rn-ke 'n inir ssi-n. The grc t sil nee of the
Karroo is another aaj ct that irair s.; s the humnn b, ing;
it is rather fright ning, unc.my, again vv rwl li.;ing and
it makes man '.ware uf his insi, nific nee and of his power-
lessness. Elia both V rmeul n d acrib s this in h*r line
"letter" bout thv North West:

Ek staan hier n leister n% - nik.f. in hitrdle Jlitr uur lv
n HI m

wat uaar he rs in die gruot, swert ruimt- s tusuon Ji*

buitenste at rre. Bio emgskrwt v n 'n st<rw nde ui> rt, i'.e

die gtblfir van *n verdw .ldu I'nuoietjie r .»k 'ImcL 1ik gv-

demp en v rlore in so 'n grout ledif,heid. .
(Van Mens tot Mins.)

Here nature will n ver be a partner t, man. In i.ne
year th re will bu drought with duet storms, death and
poverty; the next there will be violent thunder storms,
accompanied by hail, floods and shortly after swe< t-scvnti d
niosaic-fields of flowers and a wealth of exotic birulife;
and then again year after year of dust,barn n ti * s mi

death. (77) . Yet:

77T: -h followll
“me': south Africa)

)



jv voel nso-f Jy betov or ia on jy la hcimolik beings . .
Nog' nuwit In jeu lewe het jy so Klein gowveoel as hier op die
indclose KarvO-vlakte nio. (Willem van dor Borg.

Die Aavial Ou Karou.)

This sensation of being small and overpowered, of being
unable to bring bout any significant change is a sensation
againet which man will rebel. Ho wishes to conquer and to
control. As long us he has not made his conquest he will
remain interest,a in his idversury. Primitive man would
endeavour to explain the sensation and would probably
incorporate it into a religious belief and would perform

a rite to express it. Civilised man, md particularly the
highly keyed, sensitive artist, will endeavour to express
the sensation by depicting the scene which has made him
feel enchanted, secretly afraid, small. II he can express
the Karroo, he will have conquered it, he will fool that

he his it undvr his control, he will no longer be '"ufraid"
of thi inexplicable and th unknown. Everybody reacts to
the Karroo in a personal minner. It is a v.ry subjective
reaction which cannot be reera.at d adequately in a realis-
tic manner, for th r is far mon In th % rroo than the
visual only. It is therefore easy to understand that most
artists who have bo n challenged by the Karroo, will depict
it subjectively nd nationally. The better artists will
realize th.t the arrow with its gre.t wy.t,rious personal-
ity can only be cxirossed symb tally; nd the expression
can only truely r fleet ,n as, f the wholi p rsn llty,
All expressions differ widely, ):ticularly in the n.ru
porsonal-subjctlvo arts - oilntlng nd po,try. Kt it is
interesting tv note that . iumber of the nw, Is discussed
above have their setting in the K-.rrov, no the Setting
a very importmt i..lact in each case. (78). Slis-.b.

Vermeulen-s Tenuaora vnn diejjow ~ * Ind Ita 81 8
has been quoted ie a more direct .n ="' ril)tl0n /
78K

Mlkro: Toiingo.



description of the Karroo.

An exceptionilly fino ossuy in Llo Awy:i 1 Qu Karo"
by Willem v in der Berg in which the writer attempts to ana-
lyoe hio reaction to the Karroo, in order to do that he
quietly contemplates the land, tl. clinutc, the people -
white :nd coloured - the 'nimils, tl. plants, the night.
Ha gives .n iccui ;te, sympathetic description, but he also
manages to recreate the '".tmospht re he experienced. The
giuw contemplative style ao<a a t'r,at deal to create this
atmosphere, but .Iso the writer’s calm, accurate, apprecia-
tive observation me; philosophy contribute to a very sensi-
tive remembrance:

Jy staan sv mymerend on kyk na die cr issies wit tussen die
leiklippt wa- rmec die graf beskerm is, ingedring het, dan
ni die struik-oorgroi ide voctj djies cn die h If verwiar-
loosde omheining. En dan, verder en nou grootser in die
skemering, die eindeluosheid van die vlaktes wat oor al die
jare, deur al die e..ue eedert die 1- ate bcsoek van die

laastc bedrywi/ heid van ait: dag op on on die wrf, cn r”nu-
om aic kl in vestin&ie v.n ait, iu nslik, bvBoekers die groct
stil yelde, en op die west rkim die smeulende vuur van

die svn. 2n jy glo vas dat niemind o”it hiur kan leef
sender Jiu self, lew rs in syweee, groot on st-rk in vrj

te we s svos hi rdie wSreld nie. W.nt wat myself betref:

Ek Let bale undervindings in my lewe gchad wat onvvrgec.tlik
sal bly. Mvr die mooist hi rvan w s mykennism'-k-ng nxt
die asva 1 uu raroo.

It is -Imost impossible to 1lind parallels in p.ii.tin#-,
po,try nd prose writing which ¢ n b compared with one
another. Yet there r a few, e.g.
above of th s tting in Jon, r's Trekbyer with >r-.

b
Elisabeth VuitovUlen may r emind the reader soractr.os vf
painting, but the frail 1 is never complete; ther- is
merely a similarity. Cn th * .ole all the works inspired
by the Karroo arc highly indivdual, and ilthuurh ilu.sing
in th,n,, lv. .,

the Karroo. ’
Jan Volaohonck hue depicted t'.e Karroo r aliatic .lly

and the pictares have no emotional value at ill.
Karroo cannot be depicted satisfactorily in a pho o”ra

phic manner on a small canvas. Nor d th 1
p'linti.d /
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painted twigs of Karroo bushes assist in recreating that
nil-enveloping spiritual quality of the Karroo; and the
soft grey-pink-mauve colour does not suggest the Karrooes
arid power. VolschenUtls pictures re too small in vision
and conception to express this vast land. (fig. 26).

Piernetf has expressed the flat decorativeness of the
Karroo in his usual atyalized manner which has a certain
impact and grandeur. He represents the mysterious glowing
colour of the sunset, suggesting in his pictures the deso-
lateness and the heat. (iig. 27).

The South Aest Af lean p-inter Adolph Jcntsch - although
his ]Jicturea have a topographic quality - depicts the
aridity with flat, pale, almost toneless culour suggestive
of the sun- scorched Karroo, and one may say that he depicts
that sensation of helplessness the onlovker experiences
by his strange composition. The scraggy Karroo bushes -re
arbitrarily scattered over almost the entire c.nvas. iLe
brush strokes appear to be timid, tentative as if put d wn
by a nervous hand. There is no aerial perspective in his
work, there is hardly ny change in ton. value. It is all
in a light key. This suggests the endless distance and an

n senseless struggle f

Maurice van Essche expresses the decorative -nc the
emotional aspect of the semi-desert by bold, crude pattern-
ing with heavy black lines and dark, sombre, hot colours -
a green ochre, orang , yello* °chre - brushed in with bold
strukcs and thick paint, (fig* % o

Joan Welz expresses th Karroo in - 1vri otic m
In the picture Kar *pad no form is cl arly woiin. d. Th_ *
are mroly changes in colour, tone and taint toxture. Tus
very successfully suggests a heat haze, -v . th-m h k
colours - a (n- pies) yellow, orangc-rcd, blue, . uve-
grcy - arc cool. Dirk irregul r areaj of |aint just h n
that there are bushes and ditches. The streaksui th.
painting knife in the thick yellow paint indie tc he
direction of the road. Thin, transput pain tn !
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indefinite wisp of darker paint representing smoke emphasizes
the composition, and also adds < o romantic human touch. The
gpectntor is inter jtcd in that smoke: does it come from

travelling train? If so, where is th< train ”"oing? Is She
gm0kS frum a human settlement? a farm? a village?

Walter Battles has painted a few decorative panels of
the Karroo in blazing colour, but he has .Iso } ilntod the
symbols of the desert. In these pictures he makes use of
primitive African } ittorns and shapes irub.bly suggested by
pebbles and succulents. The colour, contrary to the painter's
familiar glowing colour, is controlled and subdued with a
unifying tone of grey - suggesting ridity?

Gwelo Goodman, Ncrine Desmond, Richard Cheales are the
names of merely a few of the many more who have attempted
to i int the invincible Karroo.

In poetry one possibly finds as many ana as v tried
attempts to exir ss the desert ..s in ptint mg.

Leipoldt att mptu to give a visual image of the many-
sided Karroo in i .roo-winter (Id‘® Mormans at', but he
fails for / merely lists his impressions which hiv * no
intensity nd lack any emotional quality.

I.D. du Plessis depicts the Karroo in a gentler mood
which is not so Characteristic of the inhoapit bae uistrict,
but rather ;n occasional rift. h'nte— a—dj e— -—
ons Vadcre) reminds one strongly of Loipoldt s >tk
in its joyous description of fields of colour and inits
expression of happy abandon. But it ish rily t ,t
of the essential karroo.

Uys krilge, South Africa's wandering poet, whos. pu
may not bo complete from v technical joint of vxcw, nevart.c-
lese has a parso M! vision and u dect uinc rity - -v.n thoug
that may b« light-hearted. He does not : tt, <mMmr *
the Karroo in its entirety, but he sug< -td 111 * '
its many-sidedncon, but ne does not endeavour to explain
it. With the "flashes" of 1m:gos and comparleuns he A
suggests that he ponders for a moment mi th r .l
pro&lem away. The rhythm of the train in Mu hi r*"
Buqrovruu) does not r-ailly give him ti.u to I ’ t_
therrrTsufflclecnt time for the karroo to mak “s 1 st

ing impression. This casualnoso is typlcel o many
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