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1.2. TRIBUTARIES: PLURALISM, GENRE AND APPROPRIATION

In 1984, BMW commissioned Burnett to curate an exhibition of South African art.
It was titled Tributaries. 1t was an exhibition which, as stated by Rankin, "initiated
a new direction and had a considerable influence on the South African art scene"

(Rankin 1990:83). Burnett, in his introduction to the Triburaries catalogue said:

This exhibition is not about traditional, aesthetic absolutes. It
addresses itself to variety and it unashamedly acknowledges social
and contextual references. To find some texture of truth, it was
important to adopt a broad perspective -- in South Africa this is not
only highly desirable but it is also unavoidable. In a post-colonial
third/first world conglomerate such as this, assumptions about the
supremacy of the western tradition and its value system are not
appropriate. Neither are they entirely irrelevant (Burnett 1985).

The conceptual framework that Burnett fashioned in early discussions about
Triburaries with me, became the catalyst for my contribution to the show, Proro
rhino [fig.5]. This framework offered me the opportunity, in a single work, to risk
structuring the intuitive openly. It provoked a tangential shift enabling me to juggle

prevailing notions of relevance regarding art production at that time.
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in the next section), which points to a previously encoded portion of the
encyclopedia, and characterises a symbolic/iconic model, where the perception of
the form determines the epistemology of the image. Proto rhino was the key
painting that motivated the production of the Sracked reliefs discussed in Section
2.1. The Sracked reliefs extend fully the formal proposals nascent in Proto rhino.
Although strictly speaking not part of this group, its context in relation to the

future development of these works is crucially important.
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(Jameson 1981), have been copied into the areas denoting mine dumps. These
features contribute to the visual texture of the painting, interrupting spatial

illusionism and creating a dialogue between form and iconography.

Preziosi, in discussing Jeremy Bentham's panopticon, reminds us of Michel
Foucault's suggestion, of the "powerful epistemological connection between the
architectonic logic of the panopticon and the formats of modern disciplinary

knowledge" (Preziosi 1989:62).

The realism of the Albertian Window, the perspectivalism of artistic
practice inaugurated during the Renaissance and constituting the
mainframe of aesthetic praxis up into the modern era, was perforce
an ideological fabrication. It was a powerful format of
representation that a society gave to itself, fixing the relationships by
which individuals would represent themselves in their world of
objects, their signifying universe. As an ideology, it functioned by
putting the individual at the center of structures, making this subject
the place where ideological meanings were revealed (Preziosi
1989:62).

My intention has been to destabilise the accord between representation and

ideology through the promotion of harmonic dis-equilibrium or "aggressive
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Fig 11 Malclhemy. 1985/1986.

Nitrocellulose lacquer on BFK Rives.
1120x810.

Fig. 12. Malchemy. 1985/1986.

Nitrocellulose lacquer on BFK Rives.
1120x810.
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Plate 5. Tunnel vision 1. 1989.

Water colour, gouache and Indian ink on Fabriano Artistico 760x560
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Plate 6. Oppenheimer seduces Foucaudr 111, 1990,

Water colour, gouache and Indian ink on Fabriano Artistico

T6OX560)
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Plate 9. Fredric Jameson in Withank 11. 1990,
Water colour, gouache and Indian ink on FFabriano Artistico

760x560
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Plate 10. Plaro’s crucible 1. 1991,

Water colour, gouache and Indian ink on Fabriano Artistico

760x560
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Plate 12. Traces 1. 1991.

Water colour, gouache and Indian ink on FFabriano Artistico

760x560























