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W g ArtTalk is back with a new 'clean’ look and full
W colour. But.imore importantly, we're celebrating a
\’; miraculous decade of democracy. The art world
3 can give itself a pat on the back here. It's well-
N known that artists from across the racial divide
{ worked and cxhibited together when South
i b African soclety was segregaled artists who
i remained defiant in the face of harassment.
: . Creative cammunication did not wait for election
* iy year 1994. Nor did it wait for cellular
r_:ommunic:tions!,%ﬂ MTN has taken the lead
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business of expression with its Flagship
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st who did not live to see democracy in
our country.
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Images of

Life and I}eam

prmtmakln
Rorke’s Dmft

an Arts and Culture u-\uuer fm learncrs
produccd by the MTN Fo#ndatmn

without language we are powerless

Waailt 1%/9 Jin ‘H‘m

“
The content aw qu(—“,tl()ﬂ‘.‘ln this rcsource
are intended to provide lear m:u s and teachers
with idcas for Arts and Cultpre activities. For
morce information on the hi:}atury and artists
of Rorke’s Drift, you can use{ithe book Rorke’'s
Drift: Empowering Prints, by Elizabeth Rankin
and Philippa Hobbs (2003, Cape Town: Double
Storey Books, 1ISBN 1919930132), which was
the major reference for th|$ resource. it has
taken 40 ycars for a bool to|be written about
this vital and alimost legendary source of art
training in South Afl"ica.le‘e book, and this
educational supplement, challenge the
stereotyped notion of a Rorlke’s Drift style
which is supposcd to consistjof naive religious
illustrations and decorative black and white
linocuts.

M N Aurhor: Andre Croucamyg

Layout and design: Lunchiue

el Y Consultants; Philippa Hobbs angl Elizabeth Rankin
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Many of the Rorke’s Drift images deal with suffering, loss and death. Some are violent,
portraying murder and rape, Others see death as an agent of change and liberation. Here
| is an opportunity to explore some of the ways we deal with the changes that come through

| teath and change

Plirsiweyivivwala Tabare Unoded 19462 tinooal

It was the murals of the Zulu inyanga and
prophet Laduma Madcla that inspired Tabete
to crcate abbdln this untitled work Madela is
represented f a special relationship with the
Great Creator uMvelinggangi. They moect in
the world of the living at the avc-like Tree of
Revelation.We atso see uMvcelinggang in the
world of the abaphansi, or ancestor spirits,
betow. For many Africans, a belief in the
ancestors provides a dynarmic linle between
the living and the dead. Make a list of the

| suffering, loass and death.

abioppy Faouty ¢ 1975

things different people belicve will happen to
thirn after death (including becoming an
ar#‘p_\gtur), Loolk at each belief and discuss how
believing it could change the way you live,

Vdyiswa Soadie’s Unhappy Family offers a
curious double-headed image of a husband
a L wife, Why are the two faces linked to each
ather! Why is the wile’s face, rather than the
hti:bund':‘\. upside down? What might be the

| .
5(‘#:"«: = of the wife's tcars?

portraying images of change

v

P

Thami Mnyele Come Any Day 1973 linocut

Think about Thami Mnysla's linocut. It seems
to speak of “deprivation and oppression in the
stunted proportlons of figures with enlarged
heads and expressions of anguish ...
undernourished children .., seem filled with
tarror as a forbidding entourage bearing a coffin
pasies by"” (Hobbs & Rankin). Mnyele later
became more politicised and critical of this
styls, which he saw as further reinforcing
disempowerment and loss of identity. He said,
“My belief is that we need to partake actively
in our struggles, to ba able to paint, sing and
write with sincerity and conviction.”

Think of a tims In your life when you were
faced with a radical change. Parhaps it included
a great sense of loss zlong with new possibliities.
How were you feeling? Create a portralt of
yourself, represanting what you were like during
this time of change.To heip you conceptualise
the image take your time to sketch out a few
idens. How will your body be posed? WIl it be
reallstic or manipulated for symbolic effect?
Whiat will you be wearing? What is the context
(place, objects, people, an event) that surrounds
you? What is the relationship between your
bocly and the rest of the scane? What medium
would be the most appropriate to implernent
your ideas? Now create the portrait.

JHB ART GALLERY

Cyprian Shilackae T Wiine 1969 ccching

Cyprian Shilakoe’s image is a differcnt vision
of sadness. What do you think the artist is
trying to communicate by making the widow's
outsretched arms mimic the shape of the
gable: of the building behind her? Why did the
artist place the widow and her child so far
apart? Why docs the child’s shadow reach
beyaend the boundary of our view? How do
you think the widow's feelings differ from the
cmotions of the wife in Sondlo’s waork.

1Yt eoching

Yanunk.osl ZML!

Vasiting {0 Mother’s Guon

Look atViminkosi Zulu's Visiting Qur Mother's
Grove. What is the effect of the blue tonces?
Why do you think the artist chose to
introduce blue to the black and ne further

calours?
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There are a number of major archives of South African political posters made between 1975 and 1995. They reveal a varied

and fascinating epic of graphic statement In South Africa. One of these is the 156-piece

MTN Resistance Poster Collection,

which forms part of the MTN Art Collection.' Why would an art collection, and a corporate one at that, want to purchase a
political poster collection? For one thing, corporates can help secure historical archives intact, where they might otharwlse
be broken up and sold piecemeal. And for another, collectors should continuously reassess what we mean when we talk

about an "art coliection.' Collecting should be a fluld process of acknowledging fresh criti

The acquisition of this poster collection was an opportunity to do
just that. A number of artists and art historians, notably Judy
Seidman, believe that the resistance poster movement that
accompanied the years of South African activism has not yet
received the critical acclaim that is due. Seidman has pointed this
outIn her recent essay 'Drawn Lines: Belief, Emotion and Aesthetic
in the South African
Poster Movement', where
she states: 'Until recently,
these works had not been
preservaed as art within art
collections; they had not
beean critically analysed...
Art historians, critics and
sometimes the poster
makers themselves have
downplayed the
importance of this visual
experience.”

The reason for this
oversight? South Africa's
representation of its visual
art up until about the
1970s was governed by
colonizl, then apartheid,
ideologies which
promoted western
Europ=an styles and
ideas almost exclusively.
Much of the significant
visual culture of our
subcontinent, such as
rock art, wood carving and ceramlcs, was ignored.

INTERNRIIERAL vidd OF  ERE BRILD

Albio Gonzalez and Medu
artists Liberate the Child
(1979) Screenprint

Anthropologists, critics and art historians mosily encouraged this -

status quo, which was upheld by Institutions such as museums,
technikons, universities and schools. Moreover, black artists were
expected to make either 'traditional’ or ‘township’ art, in
unchanging modes that appealed to tourists or (white) buyers.

What were some of the factors that led to resistance against the
forces that kept artists subdued? Seidman seas the birth of Black
Consciousness in South Africa in the late 1960s as an important
factor, in part because of its principle of self-expression. But thi;
ideology also encouraged artists to develop and define their
imagery in the context of their own communities and actual
experience. The 'second force' that dismantled passivity amongst
many artists, was no doubt accelerated political insurgency in the
1970s.

Though the oldest items in the MTN Resistance Poster Collection
date back to 1942, the largest number of pasters was made at the
Medu Art Ensemble in Gaborone, Botswana. Initiated by Wally
Serote and Tim Williams in 1978, this culturst group was formed

“The MTN Art Callection halds what may be the modt complete set of Madu Art Ensemble posters in
South Africa. Acquired from the Bowmint Coflection in warty 2005, this sat was ofiginally assambied by
Judy Seidman. Many of the poslera came from her own colleetion, which in turn Included pestars given to
her by Thami Mnyele bafore he diedin 1985. MTN's rasearch on this collection Is ongoing, and we are

rateful for the asslstance of Judy Seldman and Alblo Gonzilez.

Al guotes by Judy Seidman are drawn from her saaay ‘Drawn Lines: Bellet, Emotion and Aomh’c.th: in the
Svu?h Ahlc:r): Pos{er Movement' in Hobhs, P. (ed.) Megaages and Meaning: The MTN Ant Colloction,
Johanneebiirg: David Krul Publishing, pp. 117-34, AntTalk is indehted ta Judy Seldnian for many of the

concapts and recallactions in our essay haré,

‘Albio Gonzale>'s diary for 1879 notes a firal Medu Graphic Linit megting at his realdence on May 2.

| reflections on visual culture.

largely by South African agtivist exiles. One of their most effective
projects was the Graphie Unit, initiated by Albio Gonzales in early
1979.° It attracted artists $uch as Judy Seidman, Thami Mnyele,
Gordon Metz and Miles P¢lo. Together with others, they praduced
soma fifty posters over themnext five years.

From the outset, Medu was a locus of debate, and it was here that
many of the ideas that characterise discussion of South African
resistance art were bred. Pne important concept was the rejection
of the term ‘artist.' Medu agtivist artists came to refer fo themselves
instead as 'cultural waorkers', thereby distancing themselves from
any association of their practice with elite ideas and lifestyle. They
also discussed the nature pf'realism' and what an artist cught to be
portraying during a perod of struggle. Medu artists prided
themselves on the quality of the imagery they produced, fesling
that people in South Africa's townships would benefit from these
versions of fine art preclsely because they were exhibited outside
gallerles and institutions. $eidman recalls how it was expecied that
these political 'messages| would be noticed and valued by many
peaple, even though polige would tear the posters down within a
short time of their having breen putup.

Posters were not only considered functional carriers of
information: they also hplped to build a cohesive community.
Tham! Mnyele wrote that the different acts of making art, providing
shelter for one's family| or liberating the country should be
complementary activities} This, he believed, was what ‘cufture’
was. At Medu, Wastern |academic Realism and Impressionism
were not necessarily regarded as viable styles for forming imagery.

Thami Mnyele O yanise, Unite for People’s
Power (1983) Screenprint
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Anrtists took their inspiration from events arbund them: from
soldiers resting, to musicians at work, to women leading marches.

Neither were the time-honoured dimensions of originality,
permanence and vaiue significant in this genre of graphic
statement. The artists rejected any thought of making art that
would aggrandise individuals or promote notions of 'genlus.’
Participants at Medu believed that the lifespan of an image
depanded on its re-use, rather than on its conservation. Far from
seeing the copying of an image as a mindiess process, Medu
printmakers regarded this as buliding a new visual language. Of
course, the strident images would also enjoy longevity in the
memories of those who saw them. This alternative practice, that
challenged any orthodox ideas of connoirseurship, assumed that
artwas a 'process,’ as poster artist Dikobe Martins has pointad out.
images were indeed not 'owned' by an artist but belonged to the
collective andto viewers.

S ater artists were cautious about distortion of forms in their

I v But Mnyele, who developed strong ideas on this subject,

that such images could speak clearly and memarably.

aver, he condemned meaningless distortlon that 'mystified’ a

o made it lose its means of communication with the viewer.

irtists also explored collage, photographic, screenprinted,

brushed or offset-lithographic techniques, often in combination.

This range helped to develop what they hoped would be a new

visual language in South African culture. Perhaps the diversity of

visual approaches in the Medu posters testify to the relative

freedom that artists in Gaborone enjoyed - for a time — away
from the immediate threat of raids and harassment.

By the early 1980s many other groups in southern Africa printed
their own material, Some, such as Cape Arts Project (CAP) and
Silkscreen Training Project (STP), printed for smaller groups,
including churches or trade organisations. This collaborative
process was boosted by the sharing of ideas between 1,500
delegates at the Culture and Resistance Festival in Gararone In
1982, hosted by Medu. But as the struggle accelerated, demand
for printed materlal became acute. The art-as-a-weapon-of-
struggle concept, which had been initiated by a high-principled and
dedicated generation of artists, was tested by the relentless
demand for visual material, as well as by other disruptive
pressures, such as bannings, jailings and evasion of authorities.
Pressures came from within the art world too. One was the
astablishment of the popularThupelo workshops from 1985, which
aimed to introduce 'disadvantaged' black South African artists to

005/005
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Judy Seldman/Ailblo Gonzalez/MEDU Now You have
Touched the Women You Have Struck a Rock (1981)
Screenprint

the fine art realm of international abstraction. And what of Medu?
Tragically, a raid in 1985 by the South African forces on a house
where Medu members livad in Gaborone killed Thami Mnyele and
others who were with hifn. After this shattering setback Medu
effactively ceased to exist
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ArtTalk remembersn artist who did not live longreriough to ex : i i
Africa. We owe our ten years af freedowﬁﬂﬁkpr%%?on igo pem:nl';elz.l':::en :iemr-nakmg il v
W SN

Early in the morning'of 14 June, {1985, South African forces c w ' '

they killeg?éll twelve occupants gf a house. During the et ol e bR I e T

 attack, artist Thami Mnye#e rushed towards;the fence of : ot 0 sl
the property, but was shot.dead ps he clambered over it.
Afterwards, when the soldiés foligldMnyele's-artworks,
they put bullets through eachipigce. Some works were:
salvaged and taken to Europe‘far sﬁ[fekeepihg, aw,t his

16t recent works are said to'hadv&®een seized |

by the

b

Sughiis the potency of the
.« Visyal image; and the more s0
whet inbyele’s hands. He

B was notjeist an drtist, but a
+ campaigner for freedom from
A oppression. Mnyef&'s studies
SRR bedan in a fairly conventional
Thami Mnyele and his wife Rhona V\;a ’38 he st J’cﬁe d at the Art
and Craft Centre at Rorké's Driftin 1973, But soon he
- bacame more politicised. He described hig'acute dilemma
in the art catalogue, A New Day, when hé participated in a
group exhibition during the Soweto wpising in 1976:

The exhibition happened at a ctucialtime, when we had to

make a decision and take a staphd [t /: were we RIS Y .
involved in the struggle and lifejaround us or were we Tham! Mnele's Brotharhood down $th Ave (1874), a pen, wash
me rely pmducmg 'picture Ve and graphite plece that Judy Seldman was given by the artist.

Because of their convictions Mnyele and the other exhibitors courageously decided
~of to hold their exhibitions in the lucrative 'white galleries’ of Johannesburg. Their
hemes, they felt, had to do with the lives of people in Soweto. This new strategy *
Bolding an exhibition was felt to be 'a new day,’ and tha exhibition was given this tilis
Y
“ThamilMnysle was not afraid to criticise artists in the resistance movement. As he put
itin Steffrider in October 1980: 'Our work has ot developed beyond the mere stage
pf pro f we're still moaning and pleading.’ Mnysle's writings are filled with
discussian of difficult decisions about the kind of artwork that would be relevant d
a‘period of struggle. His painting also moved away from the mysticism of his earlier
“.work guch as Come, come to my house and join us on our journey (at left), towards 2
tleargocially-conscious message. And like many artists at this time, he came to speak
“of himself not as an 'artist’ but as a 'cultural worker.' This avoided the implication that®
“art was an elite practice. It also sugges ad that the artist would devote time to the
strugdle, designing or printing campaign material.

In "to78-Mnyele 16ft South Afri¢a to go into exile in Botswana. Here he join&d the ANC and co<founded the
Medu Arts Emsemble, an.org nisation of artists, musicians, writers and actors who ran workshgﬁs in
printmaking, phiotography; film, theatre, music and literature. This group also hosted the importdht Botswana
. Arts Festival in'Gabarong in 1p82. Mayele devoted the rest of his short fife to political and educatignal work.
- His remains were repatristed fo South Africa this year, and on Heritage Day (September 24) the nister of
% Arts and Culture Dr Pallg:Jordan, faraily and fellow artists attended his re-burial at Thembisa.

: i3 e ; e ol

Tl ; O S i

¥4 €8.L0 o

goo/sLool@




A

20/11 2008 Q7:14 FAX

Mnyele,
Thamsanga
(Thami) Harry

Moema, Sydney
Patrick

=

Monyepao, Silas
Mothomogolo
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receiving his certificate at the end of 1972, he
taught artists such as Vincent Baloyi and
Dumisani Mabaso at the ywea in Dube, Soweto,
and it is probably at this time that he and Hugh
Nolutshungu collaborated with Jahn Clarke. In
1974, Mbatha was a visiting artist at Rorke’s
Drift, and in 1975 began part-time employment
as a teacher there, He was included in the New
York exhibition Black South Africa: Graphic Art
at the Brooklyn Museum in 1976, In the second
half of 1976, he was a visiting artist at Augsburg
College in Minneapolis in the Usa, proposed by
Carroll Ellertson and sponsored by the
American Lutheran Church Division of World
Missions. From 1977 he had a full-time ap-
pointment teaching various studio subjects at
the Fine Art School at Rorke's Drift and was act-
ing principal for a bricf period in 1978 but left
in 1979, Mbatha lives inn Soweto. Vincent Baloyi
recounts that Mbatha has been working chiefly
on mixed media works and drawings of late, but
that he recently wotked at Mabaso’s Squzu
Studio in Bertratns.

Mbatha, Gordon

Born 1948, Rorke’s Drift

Gordon Mbatha i3 first recorded at Rorke’s Drift
as a worker in the weaving studio, but he was
recruited to the ceramic workshop in 1968 and
also made prints with Joel Sibisi in 1970-71,
Later he became the manager of the ceramic
section and continued to run it untl 2000, He
has exhibited his ceramics on many exhibitions
of the Centre’s work, such as Sculpture and
Ceramics from Rorke’s Drift at the Durban Art
Gallery in 1970,

Mchunu, Bongi

The cvidence for Bongi Mchunu’s studies at
Rorke’s Drift rests on her inclusion in a photo-
graph of Bongi Chlomo’s class in 1979, Dhlomo
recalls that her numesake did not stay long at the
Centre.

Mchunw, Paulos E.

Born 1932

Paulos Mchunu is said to have come to Rorke's
Drift as one of the first group of fine art stu-
dents in 1968, after he had lost a leg. He com-
pleted his certificate in 1969. Mchunu was rep-
resented in exhibitions, including a number at
the Durban Art Gallery, at the time he was a stu-
dent and for a short period thercafter, but we
could not find any record of his name after the
1973 exhibition The Erc Art and Craft Centre,
Rorke’s Drift at the Arts Hall, Port Elizabeth.

Mnyele, Thamsasige (
Born 1948, Alexandra,
Gaborone, Botswana
Mnyele studied at Ror
ing at the time on Ar
The BLC Art and Cra
Arts Hall, Port Elizab
illustrator at SACHED 1
he relocated to Bo
found the Medu Arts
the Culture and Resis
in 1982. He was a sti
artists to take up a rol

0

{) Harry
channesburg. Died 1985,

g Drift in 1973, exhibit-

South Africa Today and
Centre, Rorke’s Drift at
. Mnyele worked as an
Johannesburg, In 1975
ana where he helped
emble and worked on
ce Pestival in Gaborone
ing writer, urging black
in the Struggle. On 14

June 1985, Mnyele was ki

Mnyele Foundation,

ablished in his honour

in Amsterdam, has hosted African artists in its
guest studio since 1992, including Rorke’s 1Irift
artist-weaver Allina Ndebele.

Moema, Sydney Pntrle
Born 1954, Pretoria | -
Moema cnrolled at Rorke's Drift in 1976 and
completed his certificatg it 1977. Grania Ogilvie
records that he worked as an iflustrator in the
eatly 1980s, then received an Italian scholarship
to study from 1983 to 1984 at the Accademia du
Belle Arti, Perugia, under Bruno Orfei. I{e has

participated in group exhibitions in South -

Africa and abroad, inelpding solo exhibitions in
London and Stockholn] in 1982,

Monyepao, Sllas
Born 1945, Pietersburg

We know that Mo a0 studied at Rorke’s

Drift because of his en
of 1981. There he ment|
interested in art whil
pumulo Theological Cq
ed in 1975, He had the
art in the parishes, bu

try in the Jabula Journal
jons that he first became
¢ studying at the Um-
llege, where he graduat-
ambition to foster fine
t financial reasons pre-

vented him from going
Rorke's Drift until 198
ing completed a qualifi
NOt COME ACTOSS any

Mosenye, Alpheus Mo
Born 1948, Alexandra

. He is not listed as hav-
tion there, and we have

Mosenye matriculated at Orlando High School
in Soweto in 1968, then worked as an accounts
clerk for a number of ygars, drawing and sculpt-
ing in his free time. One of the company direc-
tors, Mr Combe, reqognised his skill and
arranged tuition fees through the Rotary Club

for him to study at Ro

JHE ‘ART GALLERY

rke’s Drift from 1978 to
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¥ Righe Dunﬁsani_h% Tae But cvef1 scenes of children at play or music making in the townships can
o Toung Oner. 1975, Brching, 20 all too casily take on a note of melancholy when chey are associated with con-
= A % P

x 411 Charles Nkosi ditions of deprivation and poverty, and 2 sense of sadness tinges many of
; collection lhcst thcmcs‘. Seme genre works are more overtly despondent, as reflected
et 0 cthe cvocative, even scatimencal ttles that many studenrs favoured, A
b Redow: Voui Kubheha, aumber of works that have already been discussed fall inco this CaICBueY,
x 1, ; q o 0 1 ~ :
= Departore. 1981, Linocut 350 2 such as Mbatha's Lost {p. 123}, Sondio’s e Regree (p. 183}, Nkosi's Solbrwde (p
= 250,810 collersion 117y and Lowani's Fhe Last Sp of Life (p. 123) : '
2 p of Life (p. 123). Ronald Mahlubi Radebe, who Thami Mayele, Come Asy Day. 1973

; signs his work with the acronym Romara, creaed a series of fortorn figures in

Linocu. 684 1 415, Makin Lundbobm collection

drypoint prines entitied (s {Serrom). A choice of blue ink, a thin veil of
which was lcft as tone over the plate, sufluses che result with a matching
mood. A similar dejection fills the foreground figure of Vissi Lucas Kubheka’s
limnocue Depersuse. Such works may not represent specific instances of oppres-
siom, bur do scem w express a sense of an oppressed sockety

What role arr should play in a time of social change was an issue which

black arpsts were sharply cnidicised by Thami Mnvele. Yer Moveke's own
works, made at Rocke’s Drift before his politicisatuon deepened, offer simi-
lar themes. His linocwts at the time speak of depovaton and oppression in
the stunted proportons of Feures with enlarged heads and expressions of

inerEasingly concerned South Afticans in the 1970s, culmitnating for white
artists in the conference The Szate of Arv in South Africa ac the Universiey of
Cape Town in 1979, which acknowledged that cultural workers too had 2 part
1o play in the Seruggle. For black artists the issue was far lesy academic: after
all, they had been experiencing political repression ae fisst hand &)l their
lives. But ongoing oppression could be as dangerously demotivaring as a sub-
Ject for art as it was in fife. The outcome enuld be works thar were self-
referential and self-pirying, seemingly lacking in agency — the kind of am dhat
Peder Gowcnius despised. A language of social neglece can becorne colpared
by a malaisc of acceprance.
Disempowerment and the loss of identicy implied by some works made by

anguish. The spacial dislocations and distorion of the forms are reminiscent
of Dumile’s dark works. In Gomee Amp Dy, undemourished children wich 2
hoop in the upper pare of the print seem filled with terror as a forbidding
entourage bearing a coffin passes by, Paul Sibisi. who knew Moyele well,
explains the sombre message of the work: 'Consider the comrades who have
died. It's a pourney we have o go through, Death is the next move.”

The '‘white’ art market of the 1970s secrued o Maovele to pose the permi-
ciouws emptations of aestheticising and stereotypical senttmencalicy rather
than an art that was socialiy effecdve. “Our work as black South Afvican
painters has not, in my opinion, developed above the mere phase of procest
and apathy . .. My belief 15 that we need to partake actvely in our struggles,
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Cypdinn Shilakoe, Tir Wik,
1969. Ecching, 314 x 303, ows
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to he able to paint, sing and write with sincerity and comviction” { Steewments 3
in Spring 1980}, In this, Mnyele cchoes Pedes Gowenius’s no! [¥
i Ny nly e 0O Years 31

language of duldprdé t§a1 he had formulated some een y ' i
thing similar to Gowenius’s concept of a “v o8| art that appesscd whibe o4
3

cxpectations through way-of-life images of the wwnships was dismisse
Mnvele as limp-necked poignaney. Mavele condemned work that “lacked
upright posture, an clevated head, 2 firm neck and a t
subject macter was mysrified and o this extent

Teal thRinps 0 our Hie; the work sa
(1986 26)
An artist who s readily idennfied with this crincism is

PR 3T
CF 4 heavy veul

whose t
Motk

Survsiors; Lets Disappear; Deprerture instance only a few. All

alone are poignant in the exmreme:
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marginal lives nf individuals who lack the securdcy of Bele nging, as do cheir
ghostly pre

wes amid the cvocative zquaniars of his erch

Mirroning Gowenius’s wden
Ola Grapach, recalls that he
broshed acid technique' w

rical stance, Shilakoe's teacher at Rorke's

dtat the ome of

s manyfacoure that the "new
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. with ics informal fluidicy a
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_brush drawing, Suc]

wnal gradations, sometimes afforded a worying sense of aesthetic case. Bue
he recalls thar he pereeived its value as an ‘authentic and individual devel-
opment in Shilakoe's weorks:

For Cyprian with etching and aquatint came an atmospheric approach. I
feft chis was his thing. It felt genuine and ¥ wss reluctant to intervene.
even though I Felt a little shocked about the sentimencality. [e was quite
different compared with the other scudents. I'd never seen things like
this made by an African arrist hefore,

Mosr of Shilakor’s images are redolent of social dysfunction, which is
embedded in the style and technique as much as the subject matter. Even
the couple in T3¢ Lovery (p. 97), who might have been cxpected w provide a
happier theme, are burdened with forebeding, The Widber stands with our-
stretched arms that echo the fragile gable of the building behind her, per-
haps suggesting her solitary life confined within chis eovironment, beyond
which her tiny child is alrcady moving, his shadow reaching beyond the
boundary of our view. Such wasted and diaphanous forms create 2 visual
cxpenendce as wrenching as her sense of Joss.

‘hile Shilakoe’s art offers very personal, dreamlike visions, other artisry
drew on more specific references o social conditions chat might prorupt such
sorrow and affliction. The disability of che our-ofwork male subject in
Sondlo’s A Brter Discharge (p. 183) is 2 telling example. Ngwenya, wo,
depics abject poverry in a pitiful, emaciared figure huddled in front of 2 bra-
zien in Owr Wisster Time, the darkness of the linocut print emphasising the

despondent mood. The style of cutting added to the expressive content of
works such as Joseph Ndlovi's 7o Be, with the wretchedness of the figures
enhanced by the summary 24 foc curcting, simulating the marks of expressive

ks e reminiscent of Genman Expressionist prints-
And like the Expressionists, Rorke’s Iifc arrises also occazionally depiceed
exveme social viclence, as in Jacob Matsoscs Rape.

Secial dysfuncdon is implied in anecdoeal fonn in prines such as Selby
Zeneele Kuneae’s linocur Fav Séip Lk, apparently depicting the victimisa-
tion of an old man — but it can also be suggested by more allusive mzges. An
example is Mzwakhe Nhiabac's bardground erching which depics a series of
three figures dimnishing in scale as they recede into the background, each
fiolding 2 human head, the foremost enigmatically inseribed 1wich the face of a
clock. The work has a surrcalist qualicy reminiscent of the works of
and the grotesque vistz seems 1o threaten the norms of eivil society,

The disintegmtion of family life seems o be the subject of Sondla's

le,

Winser Tise. Linibaredl. Linocur,
250k x 150, ¥LT collocrion

E‘tku:]mcph Ndlowy,
To He. 1976, Linocur,

435 x 3110z




The Johannesburg Art Gallery cordially invites you to the

THAMI MNYELE

ART ENSEMBLE RETROSPECTIVE

EXHIBITION:

Opening: Sunday 30 November at 6:30pm
Exhibition closes: 31 March 2009

CONFERENCE:

Hector Pieterson Museum
8287 Khumalo Street, Orando West Sowsto

Johannesburg Art Galiery
King George Street, batween Wolmarans & |
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Keynote: | 15:00 02.12.08
Sessions: 10:00 - 18:20 03.12.08
10:00 -~ 16:30 04.12.08
Exhibition enquiries: Khwezi Gule
{011) 725 3130
khwezig@jchurg.org.za
Conference enquiries:  Tshidiso Makhetha
{011) 7253130 .
tshidisom@joburg.org.za
Modia enquiries: Buz Publicity
{011) 673 4995/9272

info@buz.co.za

Noord Streets, Joubert Park

Constitutional Court Conference Centra
cnr Queen & Sam Hancock/Hospital Streets
Constitutional Hilf, Braamifontein
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