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"Art can only develop in a favourable climate of
social amenities and cultural aspirations; but
art is not something which can be imposed on a

culture like a certificate of respectability.”

Herbert Read - Art and Society
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A year after Lipshitz's return to South Africa,
Elza Dziomba arrived in the country. Exhibitions of
African sculpture in the 1920's are said to have
influenced her in coming to South Africa. Dziomba,
like Lipshitz, exploits the abundant wood, stone and
marble. Her Woman (fig.76), an early carving of an
archaic stylized nude, shows positively the influence
of Maillol. TUnfortunately the base of the figure is
carved in an unrelated Cubistic style.

Twenty-five years have elapsed since the creation
of these works by Lipshitz and Dziomba, and a
divergent conception is to be found in Richard Wake's
Nude (fig.78). He has used the nude as an end in
itself, purely as a means of creating "significant
form", and in this way the sculpture becomes abstract.
Simply one form juxtaposed, counterbalanced and related
to another. The approach to the modelling is not
without some relationship to carving. Instead of being
entirely modelled, each piece being added until the
desired forms have been achieved, large masses are
built up and then cut away to achieve the final
solution. This neo-classical nude has its archaic
affinity emphasized by the lack of any contraposta.

This is evident in the Etruscan~like treatment of the
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figure and particularly in the head which is less
stylized and more sensitive than that of Dziomba's.
There is an awareness of surrounding space
harmoniously generated by each form according to its
size, shape and volume, subscribing to Sucker's
definition of sculptured space that "is aesthetically
as impenetrable and unambiguous as the solid that
gives rise to.it. There can be no vafiety in the
possible shape and size of the space envelope of a
sculpture. There is only one - that clearly defined
by the figure".4)

While Wake's Nude has a Northern directness, Bill
Davis' compassionate humanism is stimulated by action.
His sculpture has a heightened emotional and
expressionistic quality. In Dancer (fig.77), this
emotional element is heightened by the imploring
gesture of the clasped hands above the head well thrust
back. In Runner (fig.152) this is achieved by the
amputated limbs, which could have upset the well-
defined equilibrium. In the Dancer there exists a
greater degree of refinement of form than appears in
the earlier work so that the growing sensual rhythm

of these pieces develop a certain angularity as in his

4) Paul Sucker - Aesthetics of Space. The Journal of
Aesthetics and Art Criticism. Vol.IV, No.l.
September, 1945
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recent sculpture, Prisoner (fig.1l57).

It is only since the war that creative sculpture
has received a further impetus. Previously it was
considered superfluous as a necessary component of
our culture. Sculpture for art's sake was cultivated
in France in the 1830's. Approximately a hundred years
later its reverberations are to be found reaching
South Africa and germinating in the free experimental
sculpture of Lippy Lipshitz.

A life time devoted to the creation of sculpture
has elapsed between Lipshitz's ebony Lock (fig.8l1),

carved in 1931 in Paris, and the marble Two in One

(fig.83), carved in Cape Town during 1962. A
pertinent observation about Lipshitz was expressed by
Professor Rupert Shepherd. He states :~ "Lipshitz is
by temperament too interested in humans and in nature
to choose abstraction as a form of expression".S)

The romantic realism of the Lock utilizes some
abstraction in the tentative use of planes, although
hands, breasts and heads predominate. The fusion of
the figurative element reaches a higher degree of

intimacy and refinement in the abstract Two in One.

"The conception expresses the indissoluble unity of

5) Prof. Rupert Shepherd - Studio






two contrasting figures - seen from every aspect".6>

Lippy Lipshitz has defined the overall mass in
octagonal planes and by interlocking the arms has
increased the rhythmic convolution and strengthened
the feeling of energy flowing from one figure to the
other and upon which they appear to be mutually |
dependent.

Lipshitz's influence can be traced in ILouis
Maurice's pre-occupation with elongated forms, as in
his abstract carving Couple (fig.82). He, too, is
primarily a carver working in stinkwood, red hard
jarah, and ivory. He is concerned with abstract
design, relating masses and interpenetrating planes.

In his well-known Figure in Counterbalance (fig.87),

he preserves the basic shape of the ivory and in doing
s0, emphasizes the verticality of the composition. He
also shows a great pre-occupation with "slotted
openings" through the tree trunk and ivory tusk, a
device which has almost become a mannerism in
contemporary sculpture. This device which, unless it
really contributes to the elucidation of locked or

interpenetrating planes, is inclined to become a

6) Lippy Lipshitz - Introduction, Groote Schuur, 1963
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cliché. Similarly, in Lipshitz's Qasis (fig.105),

the vertical form is accentuated. In Maurice's one
is still aware of the human element abstracted and

intertwined.

Among the younger sculptors, Merle Freund's
vigorous and lusty carving shows her understanding of
her medium in wood, stone or travertine marble and
aiming at harmonizing material and conception. One
can follow her developﬁent from the figurative
Gymnasts (fig.84), with its vibrating sensuous forms
and juxtaposed masses arriving occasionally at a
simplification, and greater abstraction in her
monumental Ganymede (fig.88).

At her best, Merle Freund attains purity and a

sensuous refinement, especially in her Female Form

(fig.85). This pepperwood carving, with its internal
and external form, although reminiscent of Henry Moore,
has a decided African atmosphere. The two
complementary, yet independent, forms seem well related.
This could be considered as a variation of Lipshitz's
"two in one" theme.

Elza Dziomba's Teutonic romanticism can never
suppress the human form on which she relies
exclusively, even in her most abstract-expressionistic

effort Composition (fig.90). This carving is
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delicately balanced and the flowing rhythm of the
forms carry the eye easily over the polished surface
of the maroon coloured marble.

By contrast the freedom found in Lipshitz's

Landscape in the Nude (fig.ll) becomes more coupact

and conventional in Kottler's Reclining Nude (fig.156).

One of the qualities which always makes Lippy
Lipshitz's sculpture palpitate with an inner vibrancy,
is his retention of the chisel marks on the wood or
stone. Unlike Kottler, he refrains from filing and
sandpapering his carvings to give them a heightened
polished finish. Perhaps his breaking up of the
surface could be called impressionistic, giving the
sculpture a sensuous appeal.

This tactile quality the Chinese have incorporated
in their sculpture for centuries. Francis Herring
refers to this tactile enjoyment of art - rare in most
European sculpture :- "The importance of touch in
creating and appreciating plastic art can be seen in
the responses of primitive people and even in the
medieval period, where one can still see sculpture
of the Babe with the face almost entirely worn away

by the caressing hands which have passed across it".5)

5) Francis Herring - Touch, The Neglected Sense, Journal
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In Lippy Lipshitz's Sea Nude (fig.91) the limbs
have been exaggerated, their heaviness and inertness
suggesting a slumbering female strength expréssed in
the sleeping face. "His hands have done the work of
the wind and sea enclosing in their perfect forms the
dazzling expression of their mysteries. I know of
nothing more self-evident than these sculptures which
beg for our caress which perpetuates in the beholder
the thousand similar gestures which the sculptor had
to perform in order to attain perfection".6)

What has been written about Brancusi could be aptly
applied to Lippy Lipshitz's Sea Nude.

A similar theme occurs in his later Sea Nymph,
except that it has been more abstractly treated. Both

Sea Nude and Sea Nymph, when compared to Dziomba's

of Aesthetics and Art Criticism, Vol.VII, No.3,
March 1949. 1In addition, Herring quotes W.R.
Valentiner in reference to tactilism in sculpture :-
"A piece of sculpture like the Human Concretion by
the Swiss, Hans Arp ..... affects us, as
beautifully shaped pebbles on some beaches do, but
it has an additional aesthetic value given it by a
conscious artists mind, a symbolism expressed in a
carefully thought out composition; while the
pebbles have only accidental forms" - Origins of
Modern Sculpture.

6) Roger Vitrac - Catalogue of Brancusi Exhibition,
Brumner Gallery, New York, 1936, in Brancusi -
Jianou. ‘
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Woman (fig.92), are far more successful. Dziomba is
fascinated by the found shapes of the wood and stone
and utilizes them by forming a conception suitable to
their characteristics. This obsession with the
superficial possibilities of the material seems to
assert itself in her Woman.

Sydney Kumalo's sculpture is more distinctive and
organic. From his African heritage he has extrécted
the characteristic elongated body, the stunted legs,
the rigid symmetry and to this he has combined
numerous influences of Henry Moore - the refinement of
a small head, the use of "clothes" to stress form the
grooved breasts and an emotional content stimulated
by German expressionism. All these, he has adapted
successfully to his own vision. One might suggest
that Kumalo's three sculptures symbolize Aggression,
Peace and Distress. ILucas Sithole is a follower of
Kumalo, as is evident in his Labour, Work of Nature

(fig.93).

The influence of Giacometti is apparent in Rhona

Stern's Mother and Child (fig.95). Depending on the

same source is Patricia lcAllister's more

competently handled Two Girls on a Step (fig.96).

Rhona Stern believes that one does not have to enclose
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form for it to exist, and sets out to qualify her

theory in Hollow Dancing Torso (fig.97). The concave

frontal side of the sculpture is not nearly so
convincing as the convex view with its curved spiral
back and wing-like shoulders. Shevcannot solve the
problem of relating negative to positive forms with
which one is confronted in a sculpture of this nature.

This also applies to her African Group (fig.74) and

Mother and Child.

A great deal of Borboreki's and Steynberg's
sculpture, despite the varying degrees of abstraction
in a variety of materials, persists in being decorative.
This is mainly due to the predominance of a rhythmical
element and the lack of a definite sculptural direction.

Borboreki's Seated Woman (fig.100), produced in

Budapest in 1937, illustrates dominant baroque
elements in the exaggerated contraposta movement, and
in the strained arrangement of the figurative forms
tending to enforce the attitude and, at the same tinme,
resulting in inevitable holes. The massive forms seem

distended to bursting point; Woman on Ladder (1947) is

similar in conception, except that it has a stronger

impact. In Composition (1953) (fig.99), the forms seem
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deliberately scooped out, all the sculptural elements
being subjugated to a restless rhythm.

Boccioni (1882~1916), writing in the Futurist
Manifesto, expresses dynamism as "the typical
sensation of our time", and later, making a distinction
between the Futurists and Cubists, he states that
primitivism "should have nothing in common with that
of antiquity". He feels that our primitivism "is the

extreme climax of complexity; whereas the primitivism

of antiquity is the babbling of simplicity".

Superficially, Borboreki's work is derived from
Futurism. Consequently, he describes it in his own
terms as Borboreki's new Baroque. He seems oblivious
to the fact that there are certainly no decorative
elements in the dynamism of the Futurists.

In Three Natives (fig.158), which only represents

a frontal view, he has created an effective formal
pattern by frantically slicing the form with sharp
black lines separating the different areas - geometry
being a means to this end, in a synthetic Cubist

manner. His Woman Playing the Harp is concocted of

recurring and disjointed bulbous forms. In the

horizontal Queue (fig.16) and vertical Totem (fig.108),
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he has strived to render, in plastic terms, a
feeling of ambience which relates the sculpture
atmospherically to its environment.

Of these terazzo sculptures, Queue is more
successful, while Totem consists of a number of
sections stuck one upon another. They are devoid
of any inner organic moumentum.

Like Steynberg, Borboreki has experimented
extensively in bronze, fibre-glass and in wood, and
like Kottler he relies upon a lustrous surface finish.

The sculpture of George Jaholkowski, one of the
two notable sculptors working skilfully in metal in
South Africa, create a farmyard world all of their
own. dJaholkowski studied architecture, but after the
intervention of the war, found himself destitute in
London. He was obliged to take up an art craft which
would enable him to express himself as inexpensively
as possible. He employs sheet metal for his purpose.
Having made a small model in cardboard, he transfers
it to the sheet metal, generally copper. Fortunately
Jaholkowski comprehends the nature of his material, its
tensile strength and elasticity, otherwise it would be

superfluous for him to assemble them in endurable
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metal. This commendable sympathy with his material,
combined with a technical skill, is revealed in all
his metal sculpture.

His most successful works are undoubtedly his
vivacious animal sculptures. Whether he creates a '
volumetric shape, as in Hen, or uses the metal in a
flat rhythmic composition, he succeeds. Whenever he
attempts figuration, his sculpture seems to lack
volume, one of the essentials of free-standing

sculpture, as in the early Boy with a Flute (fig.1l03).

His neo-Gothic Abbey, Cathederal and Fountain
(fig.47) are reminiscent of his architectural
training. It is to his credit that in sheet metal, a
comparatively cold medium, he has the capacity to
convey such a strong feeling of religious aspiration.
They would be seen to greater advantage in an
architectural setting.

Jaholkowski's recent work is intriguing. He is
concerned with giving a utilitarian function as well as

aesthetic significance to his metal sculpture.
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NON~-FIGURATIVE EXPERIMENTAL SCULPTURE

IN SOUTH AFRICA

Before the Modern Movement artists subscribed to
the uniform style of the epoch. The Modern
Movement, however, has introduced innumerable
conflicting styles. To-day it is permissable for
sculptors to work in unrelated styles in accordance
with their individual needs and preferences.

In the 20th Century the function of the artist as
a recorder has been usurped by the camera, freeing
him from the shackles of naturalistic representation.
This, as well as the fact that the devotees of
naturalism, were considered old-fashioned or decadent,
has aided the breakaway from traditional subject matter.
This has inspired the modern artists to search further
afield for new art forms, leading to a considerable
amount of artistic introversion.

The philosophical justification of abstract art

may be found in Plato's often-quoted Philebus := "I
do not now intend by beauty of shapes what most people
would expect, such as that of living creatures or
pictures, but ..... straight lines and curves and the -.

surfaces or solid forms produced out of those by lathes,
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rules and squares ..... These things are not
beautiful relatively, like other things, but always
and naturally and absolutely".l)

With Cubism, artists no longer explored the
external form of an object, but were concerned with
its inner components. This Non-Representational
sculpture has given rise to the pursuit of form for
its own sake.

To convey the numerous ends of abstraction, there
are also numerous means :-

(a) abstraction has its purists - none in
South Africaj;

(b) its Baroques - Steynberg and Borboreki;

(¢) those who limit themselves to the monolithic
block - Arnott, Nolte, Freund;

(d) those who assemble - Bolus;

(e) those who juxtapose and solder metal rods -
early Villa;

(f) or work with sheets of metal - Jaholkowski
and Villa;

(g) those who use steel for linear construction -

Jaholkowski and Villa;

1) Herbert Read - Art Now p.72
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(h) those who co-ordinate bits of carpentry -
none in South Africa;

(i) those who engrave surfaces - Wake and Arnott;

(j) or work with burned material - none in
South Africaj;

(k) and those who have made scﬁlpture a kinetic
experience, using movement either through the natural
displacement of forms in space - none in South Africa;

(1) or through the action of electrical energy -
none in South Africa.

Another movement which had profound influence on
the lodern lMovement as we know if to-day, was Futurism
with its insistence on dynamism. Boccioni declared :-
"We break open the figure and enclose it in

environment“,z) as in his revolutionary Development of

a Bottle in Space (1912). Holes appeared in

Archipenko's Boxing lMatch of 1914, and later Ossip

Zadkine also experimented with concavities. This was
a prelude to the actual piercing of the mass, of
creating open space within the space determined by the
material. This was accomplished by Jacques Lipchitz

who, still under the influence of cubist and primitive

2) Herbert Read -~ Concise History of lodern Sculpture
P.129
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art, created compositions composed of inter-
penetrating volumes and planes. Finally he
lightened the weight by piercing the mass as in his

Reclining Woman with Guitar (1928) (fig.13).

In Lippy Lipshitz's Qasis (fig.105) or Van
Heerden's Carving (fig.106), the figurative element
is suppressed, hence the vagueness of representative
imagery. The formal content predominates,
conveying the essence of the idea, establishing that
reality could be present in pure sculpture
unassociated with external values.

An awareness of this New Reality can be found, to

a certain degree, in Richard Wake's Form in Flight

(fig.125) and Michael Bolus' Two Percent (fig.113),

Moonbloom (fig.ll2) and Fiddlesticks (fig.l1l1l1).

Certain forms of abstraction owe its origin to the
human figure or natural forms as in Edoardo Villa's

FPour Seasons.

Michael Bolus makes his sculptural statements by
cutting and welding iron sheets and rods. They stand
on the ground, free of bases. Colour is an integral
part of these spatial constructions. The vertical

stripes in Two Percent make one conscious of the
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aggressive space. One is instrinctively impelled to
bridge the gap between the forms which, in effect,
only seems to give the negative and positive equal
value. Here texture no longer plays an important
part in arousing a tactile response. Instead colour
defines form creating a stark and startling impact.

The horizontal forms of Fiddlesticks explore space

which becomes the "connecting tissue of the work".
These are essentially open air sculptures where the
cast shadows add a complexity to the basically
simplified forms and the sunlight enhances the strong
colour, both of which change continually as one walks
around them.

Michael Bolus' exciting statements relate only
indirectly to our everyday experience. It has been
proclaimed that we live in an artistically introverted
age, resulting in a fantastic personality cult in
which the artist unconsciously revealé himself. This
is particularly true of Bolus' sculpture which is not
yet pure abstraction. In fact, none of our
contemporary sculpture can be considered to be Non-
Representational. Regarding pure form, the erudite

modern art historian, Alfred Barr, proclaims :- "Since
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resemblance to nature is, at best, superfluous, and
at worst distracting, it might as well be eliminated".B)

All abstraction is credited to derive its inspiration
from the objective. Sculptors and their patrons in
South Africa are still clinging to the romantic
nostalgic association of literary descriptive tifles.
Even Bolus does not break away completely but relies
on an associative image conveyed by MHoonbloom, no
matter how far-fetched it may be. Such titles evoke a
personal image in the mind of the spectator, which
usually differs considerably from the artist's
interpretation. The representational content, as we
know it, is no longer there, so that the sculpture
might simply be called Composition, Assemblage or
Construction.

Bolus places equal value on form and colour. One
might go so far as to suggest that form in this case
is colour or vice versa. This makes one suspect a
more painterly approach, rather than the creation of a
three-dimensional sculpture with the addition of colour.
By comparison, Marini's use of colour &lways remains

subserviant to the form.

%) Kenneth Clarke - Landscape in Art p.148
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A totally different approach in the use of metal
and colour is found in the sculpture of Edoardo Villa.
His development can be traced from his early
Rodinesque heads, to the formal curvilinear realism
and the neo-abstract sculpture of 1950, and finally
to the sharp and uncompromising abstraction which is
typical of his recent sculpture.

In African Rhythm there is, for the first time, a

complete abandonment of the representational content
apparent in his earlier work. It shows his pre-
occupation with arrangements of steel rods of various

lengths in an organized manner. In Construction (1958)

he deals with a similar problem in a more simplified
and restrained manner. The spikiness of this work
suggests a conscious awareness of his surroundings,
with the accent remaining on the vertical, and the
horizontal offshoots serving to organize the space. 1In
Africa, executed in the same year, Villa no longer uses
tubes but two-dimensional geometrical shapes.

Growing Form (fig.l07) displays a greater understanding

of volume due to the fact that the work was originsglly
conceived in clay. A greater feeling for organic form
is achieved as one form merges subtly into the next.

Steynberg's marble Kanteelfiguur (fig.l09) or bronze
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Jacob's Ladder (fig.l04), seem stiff and rigid by

comparison. Basically they differ from Villa's
because the various media require different techniques.
Steynberg's sculpture suffers generally from a
monotony of repetitive shapes placed at regular
intervals and devoid of any inner organic relationship.
The forms have been arbitrarily placed upon each other,
and he does not seem to appreciate the negative spaces
in relation to the positive solids. This is a perfect
example of piercing solids merely for the sake of
creating holes. Holes in sculpture are not dead and
empty intervals between the material parts of the
composition, but become a vital part of the mass,
allowing one to see through the sculpture. These
change their shapes continuously with the light and
one's movement. It is necessary for negatives to be
related to positives so that a mutual and vital
relationship is achieved.

In his Four Seasons, executed in 1961, Villa uses

different metals, such as copper, brass or bronze, with
various patinas to create the relative moods as
required by the various times of the year. He
assimilates forms and shapes from his local environmeﬂf

and blends them with those of his native Italy to
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prbduce seasonal atmosphere.

Spring (fig.119) retains some of the spiky bleak
atmosphere found in Winter. The oval-shaped bud-form
seems to be unfolding itself. Villa understands the
elasticity of his material, and so is able to create
a feeling of tension in the unfurled shapes. Towards
the top they poke out tentatively into space,
anticipating the explosion of Summer (fig.120), where
the shapes are larger and more powerful. The entire
composition in brass expands and is more freely
organized than Spring with greater emphasis on open
spaces, suggesting the stifling heat of summer. In
Autumn (fig.121) echoes of Summer linger on in the
shapes, but the advent of Winter is more assertive.
The sculptor is more independent of vertical rhythm
and the spiky shapes of Winter make their appearance.
Pinally in Winter (fig.11l4) the bleak black
horizontal shapes contract and the pieces of metal are
thin and menacing. The black patina that Villa uses
intensifies the mood of winter.

Following his vast African-inspired sculpture,
Villa returns to the human element rather than to the
natural, and does a series of five Heraldic figures |

inspired by lledieval times. Instead of confining
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himself to creating two-dimensional shapes, he now
looks for bits and pieces of machinery for odd
accldental shapes. These he tastefully adapts or
re-shapes by re-forging them according to his
requirements.

Between 1962 and 1963 Villa executed a series of
reliefs in copper and brass, averaging six to seven
feet in height. They include a Harlequin, a
Crusader and a Shield, all belonging to his lMedieval
period. These were followed by a further series of
reliefs which he enthusiastically describes as his
crescendo. He incorporates the wooden panel, column
and base, giving the reliefs an independent presence
in space, so that they no longer need be attached to

the wall. This series includes African Masque (fig.55),

in which the colour of the sculpture is complementary
to the wood.

Villa has achieved a certain success in converting
the traditional relief into three-dimensional
sculpture. He has arrived at a happy synthesis between
his steel construction and his modelling, culminating

in his African Totem (fig.42). It is divided into

eight penels representing a warrior, a chief, a king and

queen, and various family groups of men, women and
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children. All are integrated on the column and
linked by cubistically treated planes in varying
degrees of high and low relief. It is to be cast in
yellow stone, and the colour and the general surface
texture will provide an additional uniformity.

Among the younger generation of artists, three
are concerned with non-figurative sculpture. Richard

Wake's Form in Flight (fig.125) is concerned with the

problem of conveying flight. The convoluted form has
a rippling quality and a dynamic inner tension which
makes it appear to hurtle through space. The sculpture
has been designed so that it is able to revolve on its
base, but this kind of mechanically contrived movement
only seems to detract from the inherent feeling of
flight. Such sculpture comes to life in the open,
where the dynamism of the winglike forms is increased
by the surrounding space. Wake seems inveterately
shape~-conscious and in striving to attain his ideal,
everything which he considers redundant is axed.

This is explicit in his variation on a theme, in

Tree Forms (fig.l116). Each separate form is

fascinating but exists logically without being wholly

dependent on the other. In his Tree Forms he is faced

with the same problem as Albert Newall - to relate
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spatially three forms which need to be harmonized,
despite their basic similarity. First he has
confined them to the limitations of a small base,

turned at right angles to one another. Iree Forus

shows that this is partially successful in the
accidental relationship of the two right-hand shapes.
In certain respects the second attempt (fig.38) to
solve this problem is more significant. Here they
grow out of the ground resembling some ancient runes.
The triangular composition depends on each independent
form for an overall unity and balance.

By comparison, Bruce Arnott's Tree (fig.115) in
bronze, is more organic and less symbolical than
Wake's. Occasionally Arnott allows himself the
luxury of a curve; more often his sculpture is

mathematically constructed as in Composition (fig.l122),

where the stress lies on the conceptual purity of the
structure. Arnott's precision is intellectually
controlled, whereas Wake's abstractions have a more
romantic element.

Characteristic of Zelda Nolte's carving is her

many-faceted Crystalline Form (fig.l1l26), arresting in

its sensitivity and femininity. She occupies the

middle path between Freund and Arnott. Her abstract-
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Bird, in crinoidal limestone, possesses a warm
rhythm within its simplified masses, although the
fascinating surface pattern of the stone is inclined
to detract from the work as a whole.

The abstract Female Form (fig.123) by Elza Dziomba,

relies on the fascination of colour and texture and
also retains a strong female sensuousness despite its

abstraction.
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PORTRAITURE

One of the most revolutionary sculptures of the

Modern Movement was Picasso's Head of a Woman (fig.22)

of 1909. 1In it he expressed the transition of
cubism from painting, as applied to a three-
dimensional object.

As far as the development of portraiture or the
creation of a head for its own sake, within the
lrodern South African lovement, is concerned, kichard
Wake's heads are exciting developments, beginning with

his Head of an American. The tentative planes become

well definea, with the stylized linear guality giving
rise to a graphic clarity as in Head (fig.128). The
proud and powerful visage is framed by a "cap" of

hair. In Head of a Young Woman (fig.127) there is a

similar treatment with somewhat softer transtitons:
the features and the prominent brow are well defined,
leaving the eyes haunting and disturbing. In his
bulky cement head, Prophet (fig.1l30), he has used
large stylized features and a stubble-like texture
which has inspired the engraved surface. This
stimulates}one's desire to touch it, to rock it back .
and forth - evidently intentional. This laughter-

provoking self-portrait imparts a curious feeling of
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fantasy, a latent sense of humour, and a dream-like
lunar guality.

Some coumparison can be made between Wake's heads
and Arnott's Napoleanic Head (fig.137) on purely
technical terms.

Lippy Lipshitz has produced a number of heads,
among which is the impressionistically treated
sensitive head of Elan (fig.l42), his grandson. The
delicate modelling shows the undefined features of the
child, but at the same time he has also conveyed the
rugged determination of a Sabra.l)

Steynberg's head of his two-year old baby
daughter, Isa (fig.l43), is sentimentally treated,
with the shell-like ears and the fullness one finds
in a baby's face. The expression conveys a mixture
of laughter and tears so characteristic at that age.
In the later carving of Isa one finds a demure young
girl of nine - very sensitively carved in wild olive
wood and with just a hint of womanhood in the ever so

slightly formed breasts.

Head of a Native Girl shows a most skilfull and

attractive use of the wood by Kottler. Here again

1) ©Sabra - hardy cactus found in the desert. The
modern connotation is applied t0 a person born and
bred in Israel.
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the sculptor's understanding of humanity is
dominated by the material.
Lippy Lipshitz's heads have a carefree spontaneity

which the others often lack. This is evident in his

polychrome Happy Prophet (fig.129) in various metal
strips of copper and brass, as well as plastic putty.

In Head of a Poet (fig.133), carved from colourful

petrified wood, there is a blending of baroque
restlessness in the treatment of the mass of hair and
beard with an 0l1d Testament air. These mystical
heads, with their far-seeing eyes, convey a feeling
of inner exultation.

"An inherent dualism as a creative principle"z)
often characterizes the work of Dziomba. In the
carving of Two Heads (fig.l31l), one senses the split
personality of the stone and the subject constantly
reiterates her concern for the complexity of human
nature. It also contains a direct cubistic influence
where an object, in this instance a head, is
represented in such a way that it gives the
impression of being seen simultaneously from

different angles. In her earlier expressionistic

2) HMaria Steyn-Lessing - Dziomba. Our Art Vol.II, p.35
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Male Head (fig.l%4), which already shows traces of
Cubism in the conical shape of the neck and oval

head, there is a hint of tragedy as it turns away
with parted lips and half-closed eyes. The carved

aAlabaster Head shows once again her stylized archaic

treatment. Her obssession with colour in the various
stones, manifests itself in the simple oval piece of
green malachite, she has inserted, somewhat
disturbingly, for an eye. The mass of the hair is
conveyed by the natural character of the marble,
contrasted by the finely chiselled classical features
with brow and nose in one. PFinglly the head has been
mounted on a stone of an entirely different nature.
The sculptural contribution of Fanie Eloff is

limited to his Portrait of Kruger, Love's Sorrow

(fig.1%6) and the stylized double portrait for his
parents' tomb. Since Eloff had & private income, he
could afford to be an amateur sculptor. Consequently
he was never drawn into the NModern Lovement, despite
the fact that he was in contact with the great
revolutionary artists in Paris. To be within the
turmoil and to persist in remaining dogmatically
conservative, seems curious. Hence, Eloff in relatioh‘

to the lkodern Movement in South African Sculpture,
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remains a dull and minor sculptor.

In all his figures he is shut off and committed
to the representation of rhythm sedulously copying
the nude. In adulation of Eloff, Dr. F.C. Bosman
says :~ "We can see his work as realistically
romantic, or as impressionist art".g) Bosman persists
in discovering influences of Rodin and Degas in his
sculpture. This seems trite and fails to convince us
of Eloff's sculptural contribution to the South African
tradition.

A number of official portraits have recently been
completed for the Provincial Administration Buildings

in Pretoria, including portraits of Paul Kruger (fig.138)

by J.B. van der lierwe; J.G. Strydom (fig.139) by Laurika

Postma; J.C. Smuts (fig.141) by E.L. Bouffa; and

C.R. Swart (fig.1l40) complete with spectacles, by

Johanna Wassenaar. Sucker comments on the inclusion of
realistic details in sculpture :- "The realistic
treatment of the detailed spectacles immediately
destroys the unity, as they appear as a more or less
deceptive feature from a waxwork figure. Spectacles

are part of our daily reality and therefore of our

3) Dr. F.C.L. Bosmen - Fanie Eloff. Our Art Vol.II,.
p.115
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personal space extension. Since they seem 'life-like’',
their deceptive realism penetrates the continuity of
the autonomous space of the sculpture".4)
The sculptural contribution of Nell Kaye and
Rhona Stern, who was a pupil of Kottler's for some
time, lies in their innumerable realistic heads.
Kottler, like Steynberg, has perpetuated the
pqysiapomy of some prominent South Africens. Amongst
their noteworthy portraits are those of General de Wet
and Sir George Gray by Kottler, and Jan Cilliers and

General Hertzog by Steynberg.

There is not much in the way of religious art in
south Africa, since the first settlers were against
any figurative art in their Churches, except that of
purely decorative and ornamental nature.

Recently the Dutch Keformed Church introduced
pictorial religioﬁs themes into the precincts of the
Church by commissioning a number of young sculptors.

Fany contemporary South African artists have

attempted, and have been inspired by, religious themes.

4) Sucker - Journal of Aesthetics and Art Crltlclsm,
Vol.IV, No.l, beptember 1945. .
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An exhibition to encourage religious art in South
Africa was held in which the theme was "Art and
Religion". Among those who participated were Zoltan
Borboreki, Nina Campbell-Quine, George Jaholkowski,
Lily Sachs and Rhona Stern. The interpretation of the
theme was extremely varied.

While Lily Sachs produced a modernistic Magdalene
(fig.148), modelled in curves and planes, Nina Campbell-

Quine's A Son is Given (fig.1l49) was simply another

rehash of Mother and Child - the Child in the form of
a cross with a head stuck on it. The formless stick-
like figures and the halo of thorns were superficial

and devoid of spiritual feeling.

Borboreki's Crucifixion (fig.l47) was carved in

fibreglass with a transluscent cardaverous body of
Christ whose limbs were stunted and shrunken. All this
was meant to increase the emotional content of the
sculpture at the expense of sculptural values.

Merle Freund's subtle Crucifixion, carved for a

church in Somerset West, combines conception and
naterial. Instead of the conventional representation
of the crucified figure, she has used the wood in such
a way that the figure is the form and symbol of the

Cross.






-113-

Bible themes are preferred by Herman Wald. His
melodramatic Moses (fig.1l44) displays the anger and
crushing disappointment of the prophet descending
from Mount Sinai and his vehement horror of their
worship of the Golden Calf. Wald's Kria (fig.145)
is a lamentation of the suffering and the anguiéhed.
The prophet still holds his head high in noble
defiance and the expression is one of inextinguishable
pride.”)

Lippy Lipshitz's sculpture of a gaunt lMoses
(fig.146) shows him striking the rock to bring forth
water in the desert.6) There is much in Lipshitz's

sculpture that has been inspired by Biblical themes,

including Lot's Wife and Jacob and the Angel.

5) The Biblical meaning of Kria is "Rend your Heart
and not your Garments". :

6) The Book of Exodus, Chapter XVII, verse 6.
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CONCLUSION

Material conditions are, at the present moment,
extremely favourable for creative art in South Africa.
Although the sculptors in South Africa have not been
taken seriously and patronage has been lacking, and
although their work was looked upon as a superfluous
luxury or investment, there has been a sudden and
fundamental change in the appreciation and patronage
of sculpture, as was evidenced in the recent
progressive and significant Group Exhibition of
sculpture in Cape Town.

Previously there had been no concerted movement
constituting a South African school of sculpture, but
rather individualistic contributions by older sculptors.
Modern sculpture was dominated by Lippy Lipshitz who
ploneered and assimilated the free experimental
sculpture of the lModern Movement, the influence of
the Primitive Revival, and the philosophy of Erancusi,
and who strove to produce his authentic South African
approach. The evolution of the Modern Movement in
South African Sculpture has received its strongest
impetus from the younger generation who have been
able, in recent years, to further their studies in

Europe.
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The art of a nation can only be correctly

assessed by the extent ana qudllty of its
'expegzﬁént and adventure. The recent exhibition of
sculpture by Arnott, Davis, Freund, Nolte and Wake
proves that there is no stagnation amongst the new
generation of South African sculptors, but rather an
upsurge of iniative and talent. Considering the
standard of art criticism, which is generally
tentative, it is to the credit of these young
sculptors that they have asserted themselves,
showing that South African sculpture is no longer
doomed to dullness and decadence.

It has been claimed that, despite the intellectual
leadership and technical achievements of Western
culture, its art has become either esoteric or wvulgar.
One might even go so far as to assert that Europe 1is
old and Africa is new.

Professor Butler has said :- "One can no longer
ignore the presence of the Black lian in Africa. He
is on an intellectual move, the stimulus of which is
Western and industrial; his background is tribal and

agrarian and his symbol is a tree not an aeroplane".l)

1) Professor Guy Butler - The Republic in a Changing
World - Lecture 7 of The Republic and the Arts.-
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It is impossible to predict the culmination
of the Furopean and African encounter, and what it
will produce. We in South Africa are in the
extraordinarily exciting position of being involved
in this encounter. The conditions for the emergence
of an indigenous authentic art seems to be
favourable in this country, where there is a vast
world of new forms and sense-data which present -
themselves to the Luropean sensibility. This provides
a constant inter-change of concepts, materials and
sensibilities between Zurope and Africa. Once we are
liberated from the external pressures of the taboos
fostered by our politicians, either a cataclysm or
regeneration will take place.

Notwithstanding this complex shifting background, a
small sculptural contribution has been made in South
Africa, mostly since the last war.

It is not as yet possible to adequately assess the
new generation of sculptors; but there is every hope
that they will make their mark on the South African
art scene.

We can only positively comumend them for the
tremendously stimulating effort they are making in

trying to establish a significant Modern Movement in
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South African Sculpture. Although the
characteristics of the lModern Movement in this
country fall in line with the contemporary
progressive European movement, it is still not
"unlike anything else from anywhere else ..... with
2) '

a flavour that is of this country alone",.

This must still be anticipated.

2) lay Hillhouse - Painting in South Africa,
otandpunte Vol.9, 1954, p.22
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exhibited
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BIOGRAPHICAL NOTES

born
studied

exhibited

1938
1957/61

1964
1959

1962
1963
1963

1963
1964

1934

1961/62
1961

1961

1962

1964

in Natal

Iliichaelis School of Fine Art
under Lippy Lipshitz

Courtaulds Institute, London
University

Under 40's Exhibition in Cape
Town

Cape Salon
Cape Salon

Contemporaries Exhibition,
Pretoria

S840 Paulo Biennale

Group Exhibition, Wolpe
Gallery, Cape Town

in Cape Town

St. Martin's School of Art,
London

Young Contemporaries, London

Holland Park Open Air
Exhibition, London

International Union of
Architects Congress, B.A.S.A.
Section

Young British Sculptors,
Madrid

Cape Town
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BORBOREKI-KOVACK, Zoltan

born 1907 - in Hungary

studied ~ Budapest Academy of Fine Art
under Janos Vaszany

- Rome Academy of Fine Art under
Prof. Ferazzi

exnibited - 1in many world capitals,
including London, Paris, New
York

won the Grand Prix at the
International Exhibition, Paris

1951 - settled in South Africa, first
at the Cape and later in
Johannesburg where he has since
held many exhibitions

1937

DAVIS, John William (Bill)

born 1933 - in Assam (British India)
- educated in Cape Town

studied 1951/53 - Michaelis School of Fine Art
under Lippy Lipshitz
1955/56 =~ Rijks Normale School,
Amsterdam, under J. van Tongeren
- Rijks Akademie wvan Beeldende
Kunsten, Amsterdam, under Prof.
P. Gregove and V.P. Esser
exhibited 1952 - Kimberley
1961 - Group Exhibition, Amsterdam
1962 - Amstelveen, Holland
1963 - Lidchi Gallery, Cape Town
1963 - Cape Salon
1964 - Worcester
1964 - Group Exhibition, Wolpe

Gallery, Cape Town



~120-

DZI0MBA, FElza

born 1908 -
1933 -
studied -

exhibited 1936 -
1938 -
1945 -
1950 -
1952 -

1953 -

LLOFP, Stephanus (Fanie)

born 1885 -

died 1947

exhibited -
1944 -

FREUND, ilerle

born 1939 -
studied 1957/60 -
1960/61 -

in Berlin
settled in Johannesburg

Technical College of Art, Berlin,
under Prof. Becker

La Grande Chaumiére, Paris
Empire Exhibition, Johannesburg
Cape Town

with Jean VWelz, Johannesburg
Venice Biennale

International Sculptors!'
Exhibition, Arnheim

Tate Gallery, London

in Pretoria

spent most of his life in Paris
except for three intervening
periods during World War I

in Pretoria after his death

awarded IlMledal of Honour by
South African Academy for Arts
and Science

in Bloemfontein

Michaelis School of Fine Art
under Lippy Lipshitz

Staatliche Kunsakademie,
Dugseldorf, under Manfred Sieler
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exhibited 1962 - Cape Salon
1963 - Art: South africa To-day,
Durban
1964 - Fame and Promise, Johannesburg
1964 ~ Group Exhibition, Wolpe

Gallery, Cape Town

HENDRIKZ, Willem de Sanderes

born 1910 - in Brandfort, Orange Free State,
d.1959
studied - architecture at the Witwatersrand
University
— London School of Art under John
Skeaping
1944 - art education at Columbia

University, U.S.A.
1950/51 - Amsterdam and Copenhagen

exhibited 1934 - London
1935 - Johannesburg
1945 - Johannesburg
1947 - Pretoria
1947 - wood figure of Ghandi purchased

by Indian Government

1951 - International Exhibition of
sculpture at Sonsbeck, Holland

JAHOLKOWSKI, George

born 1914 - in Baku, Russia
studied - art and architecture at Warsaw,

the Ecolé des Beaux-Arts in
Paris and the Hammersmith School
of Art in TLondon
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KOTTILER, loses

born
studied

exhibited
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1955

1958

1896

1915
1929/32
1932
193%6
1948
1948/50

1951
1952

KUMALO, Sydney Alex

born
studied

exhibited

1935

1957

1958

settled in Cape Town and
studied at liichaelis School of
Fine Art under Lippy Lipshitz

Cape Town, and has held many
subsecuent exhibitions in
Johannesburg, Pretoria and
Cape Town

Russia

Bezalel Art School, Jerusalem
[Munich Academy of Arts

settled in South Africa

study tour of Europe

returned to Johannesburg

Empire Ixhibition, Johannesburg
Tate Gallery, London

Overseas Ixhibition of South

 African Art

Leicester Galleries, London
Goupils, London Group
Jewish Art Exhibition, Cape Town

Van Riebeeck Tercentenary,
Cape Town

Johannesburg

Polly Street Centre under Cecil
Skotnes

later under Edoardo Villa

in four-man show at Helen de’
Leeuw Gallery, Johannesburg

Lidchi Gallery, Johannesburg
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1960 - Group Show at llilner Park
Union Pavilion

1960 - Fame and Promise, Johannesburg

1963 - Art: South Africa To-day,
Durban

DE LEEUW, Gerard

born 1912 - in Amsterdam, Holland
1933 - settled in South Africa
studied -~ in Holland, France, kngland
exhibited 1948 - awarded medal for sculpture
by South African Academy
1956 - lst Quadrennial Exhibition of

South African Art

LIPSHITZ, Lippy

born 1903 - in Lithuania
1908 - came to South Africa
studied 1922/26 - under Meyerowitz at newly-
established hichaelis School
of Art
1927/%2 - under Antoine Bourdelle, Paris
exhibited 19%6 - Empire Exhibition, Johannesburg
1948 - International Art Club, Turin
and Rome

1948/50 - Overseas Exhibition of South
African Art, Tate Gallery,

London
1950 - Venice Biennale
1951 - dJewilsh Art Lxhibition, Cape Town
1952 - Van Riebeeck Tercentenary

Exhibition, Cape Town



1952

1956
1956

1958
1958
1959
1961
1963

1963
1964
1964
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International Sculpture
Exhibition, Arnheim, Holland

Venice Biennale

1st Quadrennial Exhibition of
South African Art, Cape Town

Venice Biennale

S&o Paulo Biennale

Smithsonian Institute, New York
S8o Paulo Biennale

Retrospective Exhibition,
Johannesburg

S80 Paulo Biennale
Venice Biennale

Awarded medal by South African
Academy

McALLISTER, Patricia liargaret

born
studied

exhibited

1AURICE, TLouis

born
studied

1932
1950/52

1961/62

1960
1962

1917

Bulawayo
Natal Technical College

Goldsmith's College, London
University under Harold Parker

Accademia di Belle Arti, Romne,
under Prof. Fazzini

Johannesburg

Rhodes National Gallery,
Salisbury

in Cape Town

received no formal training but
was encouraged by Lippy
Lipshitz
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1952/53
exhibited 1953

1953
1955
1956

1962

MEYEROWITZ, H.V.

born 19060
1925
studied

MITFORD-BARBERTON, Ivan

born 1896
studied

exhibited  1948/50

Slade School, London

"Young Artists from
Commonwealth"

Contemporary British Sculpture
Exhibition, London

Arts Festival, University of
Witwatersrand

lst quadrennial of South African
Sculpture

Cape Town

one work on permanent
exhibition, Battersea Gardens,
London

in Leningrad, Russia, d.1945

settled in South Africa,
appointed director of
Michaelis School of Pine art

Berlin State School of Art under
Prof. Hitzberger

in Glen Avon, Somerset East

Royal College of Art, London,
under Derwent Wood and Henry
lloore

Overseas Exhibition of South
African Art

Cape Town
Johannesburg



¥'VUSI, Selby

born
studied

exhibited

1929

1956

NOLTE, Zelda laria

born
studied

exhibited

1929
1948/51

1960
1962

1962
19063
1963

1963
1964

1964

-126-

in Pietermaritzburg

Indaleni Art School, Natal,
under Alfred Ewan and Alan
Atkins

lst wuadrennial of South African
Art

three annual exhibitions of
Natal Society of Artists

at present in Ghans

in Cape Town

at the Kunstgewerbeschule,
Zurich

Fiichaelis School of Fine Art
under Lippy Lipshitsz

end wuadrennial of South African
Art

Association of Arts Gallery,
Cape Town

Cape Salon
S840 Paulo Biennale

Contemporaries Exhibition,
Pretoria

South African Flora in Art
Exhibition, Cape Town

King George V Gallery, Port
Elizabeth

Group Exhibition, Wolpe
Gallery, Cape Town
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OLLEMANS, Frieda

born 1915 — in Bloemfontein
studied 1937/39 -~ the Slade, London
exhibited 1948 - South African Exhibition at
Tate Gallery, London
1952 ~ Van Riebeeck Tercentenary

Exhibition,

POSTMA, Laurika

Cape Town

born 1903 ~ in Bethulie, Orange Free State
studied - in Munich under Prof. Bleeken
- in Berlin under 1iilly Steger
-~ in Brussels under Prof. Oscar
Jespers
- in Holland under Prof. Ingen
Hoers
exhibited 1352 ~ Van Riebeeck Tercentenary

Exhibition,

Cape Town

- Pretoria

POTGILTER, Hendrik Christoffel

Bethlehem, Orange Free State

Witwatersrand Technical

College under James Gardner

born 1916 -
studied -
exhibited 1952 -

Van Riebeeck Tercentenary

Exhibition, Cape Town

- Johannesburg

- Pretoria



SACHS, Lily

born 1914
studied

exhibited 1962

SITHOLE, Lucas

born 19%1
studied

exhibited 1963

1964

STAINBANK, liary

born 1899
studied

exhibited 1936
1948

1953
1960

1963
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Johannesburg

Witwatersrand Technical College
under lMaurice van Iissche

Witwatersrand University under
Wiliem Hendrikz

in Paris under Andre Lhote

in Johannesburg under lioses
Kottler

"Art and Religion" at Gallery
101, Johannesburg

Springs, Transvaal

Polly Street Centre under Cecil
Skotnes and Sydney Kumalo

"Work" at Gallery 101,
Johannesburg

Fame and Promise, Johannesburg

in Bellair, Natal
Durban School of Art

Royal College of Art, London,
under Sir William Rothenstein

Empire Exhibition, Johennesburg

Exhibition of South African
Art, Tate Gallery, London

Rhodes Centenary Festival,
Bulawayo

2nd Guadrennial of South Affican
Art
Art: South Africa To-day, Durban
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STANFORD, Cynthis

born 1918 ~ Cape Town
studied - Natal University Art School

under Prof. Oxley

- Witwatersrand Technical College
under James Gardner

exhibited 1952 - Van Riebeeck Tercentenary
Exhibition, Cape Town

1956 - 1lst Quadrennial of South African
Art
1958 - Cape Town
1960 -~ Cape Town
STERN, Rhona
born 1917 - Johannesburg
studied - Witwatersrand University

- the Slade, London
- under Moses Kottler

exhibited 1952 - Van Riebeeck Tercentenary
Exhibition, Cape Town
1955 - Royal Institute Summer Salon
1956 - Royal Academy, London
1960 - Contemporary Transvaal Art
1960 - i?% wuadrennial of South African

STEYNBERG, Coert

born 1905 - Hennopsrivier, Transvaal
studied 1925/27 =~ Grahamstown Art School

Royal College of Art, Londoﬂ,
under Prof. Ledward and Henry
Moore

1928/30



exhibited

1948

1951
1952

1952

1952
1953

1954
1956

1960

VAN HERPRDEN, Johan

born
studied

exhibited

1930

1952

1956
1956

1957
1958

1959
1960

1960
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South African ®Bxhivition at
Tate Gallery, London

Johannesburg

International Open Air
Exhibition at Arnheim, Holland

Van Riebeeck Tercentenary
Exhibition, Cape Town

Venice Biennale

Rhodes Centenary Exhibition,
Bulawayo

Venice Biennale

1st Quadrennial of South African
Art

Contenporary Transvaal Art

in Bethal, Transvaal
Bloemfontein Technical College
in Paris under Eduard kacAvoy

at La Grande Chaumiére, Paris,
under Ossip Zadkine

Guggenheim Art Exhibition, Paris
and New York

1st wuadrennial of South African
Art

S80 Paulo Biennale

Venice Biennale

S&o Paulo Biennale

2nd quadrennial of South African
Art

Contemporary Transvaal Art



VAN WOUW, Anton

born

studied

VILLA, Edoardo

born

studied

exhibited

1862
1830
1937

1920
1943

1947
1947

1948
1949
1952
1956

1956
1957
1957/58
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in Driebergen, Holland, d.1945
settled in South Africa

awarded a medal by South
African Academy

Rotterdam Academy, Holland

in Bergamo, Italy

came to South Africa as
prisoner-of-war

School of Art and Academy under
viinotti, Barbieri and Lodi

at the Accademia di Belle Arti
di Brera, HMilan

at the Accademia di Belle Arti,
Rome

Johannesburg

Annual Exhibition of South Afric:
Academy

Annual Exhibition of South
African Acadenmy

Annual Exhibition of South
African Academy

Van Riebeeck Tercentenary
Exhibition, Cape Town

1st Yuadrennial of South african
Art

Venice Biennale

S&40 Paulo Biennsale

Included in Travelling
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Exhibition of South African
Artists, U.S.A.

1958 - Venice Biennale
1959 ~ PFame and Promise, Johannesburg
1959 - S&0 Paulo Biennale
1960 - Contemporary Transvaal Art
1960 - Open Air Exhibition, Joubert
Park, Johannesburg
1963 - S&o0 Paulo Biennale
1964 - Venice Biennale
VINCENT, Nancy
born 1895 -~ Cape Town
studied - Cape Town School of Art

- Cape Town Technical College

- the Slade, London, under Prof.
Henry Tonks and Howard Thomas

- Westminster School of Art under
FPrank Dobson

-~ Chelsea School of Art

- Paris
- Rome
exhibited 1952 - Van Riebeeck Tercentenary
Exhibition, Cape Town
1956 - isz Wuadrennial of South African
r

- Royal Academy
- Walker Art Gallery



WAKE, Richard Henry

born
studied

exhibited

WALD, Herman

born

studied

exhibited

1935
1954/57

1958/59

1960/62

1962
1963
1963
1964
1964
1964
1964

1964

1906
1937

1936
1938
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in Cape Town

lichaelis School of Fine Art
under Lippy Lipshitz

Staatliche Akademie den
Bildenden Kunste, Stuttgart,
under Prof. Otto Heim

Ecol® des Beaux-airts, Paris,
under Prof. Leygue

Cape Salon

Johannesburg Group Exhibition
Art: South Africa To-day, Durban
Venice Biennale

Cape Salon

Johannesburg Group Exhibition

King George V Gallery, Port
Elizabeth

Group Exhibition, Wolpe Gallery,
Cape Town

in Hungary

came to South africa

Budapest Academy under Strobel
Vienna under Prof. Banak
Berlin under Prof. Totils
International Exhibition, Paris
Johannesburg

Pretoria

FBast London

New York

* *
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