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HE ~new year
~s. commences

faclng the
-challenge to
ore new ground.
; ical this ' year, ac-

ftlonal anti-apartheid
$itions to an explora-
n faesthetlcs

IO
i

n tha past, the focus |§

struggle art. The ex-
ration now has to ex-

to exploratlons of :

yis Nkosi and painter |
iDavid Koloane discuss_
how the changed circum- ;

“stances affect their !
-spheres of activity.

§ negative

Nkosi looks at the so-"
i cio-political
B which South African liter-,
i ature developed and then
i lays solid critical - stan-
i dards that have to influ- &
| ence new developments. . |

Koloane Identifies ;/the
critical * iap-
| proaches that distorted
| art in the past to identify |
i the pitfalls that artists
should avoid. The salient’
| message Is that sociolog-
i ical criticism has under- °
i mined the work of black
I artists. Obviously, thql fu-

climate ' in

ture ought to shift to a

discussion of the stlyle;

used by black artists. |
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THE policy of racial dis-

crimination practised by the

government since 1984 has

virtually created two separ-

ate and distinct worlds for

art practice and criticism in
- South Africa.

The black artist found that
his product was judged by
white academics whose
standards were dcvcloped
in white institutions outside
of his social milieu in both
setting and outlook. i
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_newspaper
- views on white artists' work

The situation that devel-
oped was one in which dis-

- cussion of the work of
- black artists was engaged in

a condescending and pa-
tronising manner.

This practice and its im-
pact can be gleaned from
reviews. Re-

arc gencrally more compre-
hensive and dctailed, while

reviews on black artists' -

work churn out precon-
ceived and stereotypical no-
tions. Such an approach
promotes the creative su-
periority of white artists, as
their work is inadvertenuy
held up as appropriatc acs-
thctic models.

The work of black artists
has been cast in a romantic
aura of a spurious African
mystique.

The cliche-ridden way of
defining work donc by
black artists has a long his-
tory. In the fiftics and carly
sixtics, the work of Polly
Street artists was.  "raw",
"naturalistic” and "naive".

This was followed by the
"expressionist”,  !'African-
ist" and "distorted™ work of
the late sixties and scven-
ties. ,

The late scventies and
eightics saw the aldvcm of

~ "protest”, "committed” and

"resistance” art.

Reeenty, the work of
black artists became "transi-
tional" and "ethnic".

In this context, specific
characteristics such as a
crude technique, bold ico-
nography and unrcstrained
colour are identified as em-
bodying "primitive" quali-
tics. .

That black artists have
becen won over is demon-
stratcd by the prizes and
other honours they have re-
ccived for producing work
identifiable  with  current
definitions.

The double standards uscd
and their tendency to pro-
mote infcrior work was re-
cently demonstratcd when
the inferior work by a white
artist was accepted for a
competition because he had
entered it as a black artist.
His far superior work - for
the same competition was
turned down.

Another example is Bon-
nic Nishalintshali.  While
conspicuously lacking in
formal training, she is morc
hailed since the tradition in

which she is working al-
lows a certain "ethnic li-
cence that tends to cover for .

our (blacks) difference or
"otherness”.
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