
' 

' 

• 

-

I' 

' 

• 
J • • 

• 
• 

, 

• 
\ 

• • 

; ( 

I 

\ 

' 
, 

• 

. ( 

' 

• 

. ' 

\ t 

; 

' ) 

. ' 

• 

~ ) 

' 

I 

•. I 

' • 

t 

·' 

' 

' .. 

• 

'. 

• 

• 

• 

.• 

• 

' 

j 

' 

. 
• 

., 

• 

\ 

' 

} 

• 
• 

' 

• 

1 

' 

' 
, 

I 

·, 

• 

' 
I 

• 

• 

• 

' , 

, 

• 

' 

• 

' 
• 

• 

• 

. ' 

' 

I 

.. 

\ 

, 

• 

" 

• 

, 

\ 

' ' 

' 

.., 

( 

, 

• 

• 

• 

• 

' ... 

\ 

,, 

J 

.. 

, 

r 

' 
• 

. ' 

'( I 
i 

' 

I 

! 

r 
( 

• 

• 

' 
• 

' 

.. 
• 
' 

. . 

r 

• 

• 

/ 

I 

, 

' 
• 

• 

' 

• 

' 

r 

• 
J 

• 

\ 

• 

, 

' 

• 

• .. , 

• 
' 

• 

I 

.. 
' 

' 

( 

• 

,. 

• 

• 

• 

I 

t 

• 

.. 

• 

• 

• 

• 

•• 

' 

,~ 
• 

. . 
' 

• 

' 

• 

• 

• 

' 

• 

• 

• 

1 

' ' 

' 

) 

' 
I 

I 

• 

, 

• 

' 

• 

• 

f 

• 

i 

• 

' 

' 

• 

' 

' 

' 

• ' 

. . 

-- ' 

' ' 
• 

• 
' 

' ' 

• 

.. 

• 
£ 

- . 

' 

-

' 

,. 
• 

' 

I 

) 

• 

. ' 

• 
·' 

' 

• 

., 
• 

, 

I 

• 

' 

• 

• 

' 

.. 
• 

• 
' 

• 
' 

-

\ 

< 

• 

I 

J 

l 

• 

• 

> 

• 

' 

• 

I 

\., ' 

• • 

i 

• 

' 

.. 

• 

• 

• 

\ 

• 

l 

' 

• 

I 

I 

I 

• 

\ 

, 

" • 

' ; 

, 

' 

.. 

• 

• 

' 

•. 

' 

, 

, 

.,. 
,• 

t 

.. 

"\ 

' 

• 

• 

I 

' 

• 

• 
" . 

• 

: 

, 

-,. 

• 

• 

' , 

I 

• 

( 

\, 

• 

\ 

• 

• 

) 

I 

• / , · 

I 

• 

> 

I 

( 

' 

.. -
( 

,, 
' 

I • 
\ 

' 

• ' '- ,l , 

< 

• 

' 

• 

• 

' -, 

• 
' 

' 
. , 

J 

.. 

• 

. ' 

J 

J' 

C • 

' 

, 

r 

., 

\ 
' 

' 
>' 

• 1 

• 

' 

• 

' 

z 

' 

• 

• 

• 

/ 

, 
r 

• 
• 

• 

• 

I 

• 

- . 

• 

,. 

' 

' 

i 

• 

' 
\ 

' ' 

• 

,. 

' 

• 

. \ 

\ 
, 

\ 

' 

• 

\ 

• 

• 
' 

• 

\ 

• 

; 

\ 

.. 

( 

' 

; 

, 
• 

' ~. ' 
' 

' I 

•, ' 

• 

I 

. • .. 
• 

' 
, 

' 

• 
• 

( 

' • 

\ 

• • 
' 

• 

• 

• 

• 

• 

' , 

' 
' 

• 

• 

• 

' 

l 

./ 

• 

r 

• 

• 

,, 

' 

' 

' 

' 

I 

' . 

• 

• 

' ' 

' .. 

• 

-
• 

' 

• 

, , 

' 

' 

( 

' 

• 

• 
' 

\ 

• 

• 

r 

' 

, 

• 

.I 

' ' 

, 

• 

·• 
' J 

• 

' 
• 

• 

,. 

J 

• 

• 

' 

f 

• 

• 

' • 

' 
• 

r 

' • 

< 

) 

' 
' 

. . 

• 
• 



-

object type: head-rest ace no: 1987.3.66 

vernacular: 

sub-type: contact 
prints 

community: Transvaal Tsonga 

sub-group: location

shelf:
geographical location: b/w: cit: ' c/s: 

dimensions: 

date and place collected : Elim, h: 15 cm diam: 

Transvaal, c. 1930 w: 20 cm mounted: 

date executed: d: 9 cm 

artist name, sex: medium: wood 
male 

use: for resting the head while 
sleeping 

\1\f\ \ - \Q_,(). tw--. 'tJ ~e:1:>00- NU\:)_\\~ 
--4¥,...r-t \ \""a00v, -~ c:~ -h't \C\°'o 
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r,tirel=laso / donation I bequest: Anglo American Johannesburg Centenary 
Trust 

price paid: - (R168 000 incl. GST 
paid by Trust for Collection 

insurance value: R346 291 ( 114 
objects in Jaques Collection) 
(1990) 

authority: AGC 1987-03-26 
MC 1987-03-30 

original collection no : Jaques Coll./ 
Africana Mus. 50/964 

object type translation . 

catalogues: Wanless, AN&N 27 ( 5) : 20 3 

( 
I 

' 

• 

• 

physical description : 

• 

, 



ARTIST: 

JOHANNESBURG ART GALLERY 

ARCHIVE SHEET II 

PROVENANCE 

• 
/Vl l'150 

ACC. NO.: 



ARTIST: 

JOHANNESBURG ART GALLERY 

ARCHIVE SHEET III 

EXHIBITIONS 

ACC. NO. : 

\ 
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ARTIST: 

Uol -~ pc~ 

JOHANNESBURG ART GALLERY 

ARCHIVE SHEET IV 

REFERENCE 

VvO . 

ACC. NO. : 



JOHANNESBURG ART GALLERY 

ARCHIVE SHEET V 

LOANS / LOCATIONS REGISTER 

ARTIST: ACC. NO. : 
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ARTS , CUL TlJRE AND HERll-AGE Stct'JiCES 

4 REQUEST FOR LOAf\J 
OF V\/ORKS OF ART 

1 STRATEGIC THRUST 

J-\ t L-~~LL V) 

Ts ~1 t7L, r, °'-

fv II docAJ~11a·1 r 
1-v1 1 q-cTT-IF I lo. 

In the spirit o-f fostering ~2rtnership vv1ith ths pr:vate s2c-::cr and other stakeholders, the 
Arts , Culture and Heritage function has entered i~to agreements, in principle, for inter
museum and gallery loans as a standard practice of rnuseums and galleries. This is an 
international practice that provides opportunit:es fo r support i;i order to n12ke 
exhibitions exciting, diverse and d!7ferent at al! -~imes . 

2 OBJt:CTIVE 

To request permission to !er.d the fo!lo\1ving vvorks of art in the collection of the 
Johannesburg Art Gal!ery and Muse~~!iA.frica for an exhibition to be held in France from 
19 February to 17 June 2002: -

Johannesburg Art Gallery: 

Accession no. 

1992.11.16 
1992. 11 .06 
1992. 11 .09 
1995.02 .90 
1997.09 .13 
1995.02 .118 
1987.03 .111 
1992.11.13 
1 995 .02 .303 
1987.03 .08. 
1987 .03.66 

Museu MA fric/->.,: 

Accession no . 

1956/1 560 
1946/95{d) 
3862 
3956 
196 1/1046 
5087 

Community/ A:-tist 

Ts\;var:a 
i\Jorth i"~gu ni 
North f'Jourii 

-.J 

Zuiu 
Z~iu 
Zulu 
1·sanga 
Unknown 
Nt\iV8ne 

Swazi 
Tsonga 

Commun!ty //J,r-tist 

f\Jorthern Nguni 
Svvazi 
Nrq 1n; 

V '-' • -.; 

Xanan\rva 
Ndebeie 
after Geo:-ge Fre:1ch 
Angas of Umpanda the 
Kine of the Amazul~ ._, 

Object/Title 

~(nife 
S~aff 
Ctaf·' '-' ... I 

D' ~t-4-e,. 
' !l..o~L I 

Platter 
Pot 
HeaC:i-est 
Headrest 
i_; a~d ... est I l ._, U I 

~O'='drest I I\JQ t 

Headrest 

0 bj ect/-Citle 

Stic:, 
\/v' aistband 
Apron 
f"""\ r u O'"V'\ u ' ld 

Cape 
Lithograph 



ZEITG EIST-Gesellschaft 

Dr Nessa Leibhammer 
Johannesburg Art Gallery 

zur Forde,ung de, Kiin$te in Berlin e. V. ,. 

Joubert Park 2044, King George Street 
Johannesburg 
South Africa 

FAX 0027 11 720 6000 

k c__, V'\o 

le>ti-i- - 3, 6Co 

Berlin, 22 March 1996 

Ref.: Africa· The Art of a Continent 

Dear Dr Leibhammer, 

The exhibition in Berlin is going extremely well and has received great attention 
from both the press and the public alike. Once again we would like to thank 
you for your generous loan which has contributed to making this exhibition 
possible. 

We have already started to prepare and organise the deinstallation and 
transportation of all the loans for the exhibition at the Guggenheim Museum. 
The exhibition at the Martin-Gropius-Bau will close on 1 May and the 
deinstallation will begin immediately on 2 May. The deinstallation at the Martin
Gropius-Bau will be undertaken by Keith Taylor and his team of conservators. 
This has been arranged to ensure the optimum safety as the team is now very 
well aquainted with the objects in the exhibition, their fixtures and mounts. 

The exhibition at the Guggenheim Museum will open to the public on 5 June 
with the opening reception taking place on 4 June. The Guggenheim Museum 
will confirm direct to you which pieces they would like to be shown in their 
exhibition. 

The transportation will take place between 6 and 20 May in several shipments. 
Should any of your loans not be required by the Guggenheim Museum we will 
of course arrange for them to be returned to you directly. We will start packing 
on 2 May. When we have worked out a precise schedule Hasenkamp, our 
transport agent, will contact you with exact dates, flight details, etc. 

If you have any further queries or concerns please do not hesitate to contact us. 
My direct line is: 030-324 50 78 or fax: 030-324 49 37. 
Thank you in advance. 

Yours sincerely 
....-. ' 
~ ~~:;.a-; 

Tina Aujesky 

~elt~~l~t-~;s~n~~h~h-e. V. 

\\7ielandst,ai3e 13 D-10629 Berl.in Telefon: 030-324 50 7S Telefa.x: 030-324 49 37 

1. d £20 'dt~ lj~HJS1l3S35-1SI351I3Z ££ : '31 966 T ' dt;1l,J ' E2 
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First Press Release 

Martin-Gropius-Bau, Berlin 

1 March - 1 May 1996 

r f I ' "• 

~·- • d 1 ~ .. . 
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AFRICA 

TI-IE ART OF A CONTINENT 

The Exhibition Africa: The Art of a Continent is a celebration of thousands of years of 

civilization. For the first time, the outstanding artistic achievements of the whole continent are 

presented and discussed together. At the Royal Academy of Arts in London, where the 

exhibition was on show until 21 January, it enjoyed an overwheln1ing public and critical 

success: 'Il will change.: yc:ur vicv.1 of 1\fricn for e'/';.r,' sa.;1 th! distinguished IJondon daily 

Financial Tin1es, while The /11deJJe11de11t described it as 'the show of a lifetime'. 

This extraordinary oppo1tunity has been grasped for Berlin by the Zeitgeist-Gesellschaft. After 

London, Berlin \Vill be the only European city to present this unique exhibition to the general 

public. It \Vill subsequently be shown at the Solomon R. Guggenhein1 Museum, New York. 

Africa: The Art o_f a Continent presents n1asterpieccs fron1 ancient Egypt and Nubia alongside 

breathtaking works fron1 Sub-Saharan Africa and fron1 the Islan1ic North. Frorn the first 

hand worked stone implements of the dawn of the hun1an race to Zulu earplugs n1ade in the 
~ 

1950's, the exhibition sets out a cultural history of Africa that vastly enlarges the European 

understanding of its art. Africa: The Art of a Continent is not an ethnographic exhibition; this is 

no display of enigmatic ctrriosities. At long last, it treats the art of Africa with all the same 

respect that is paid to the so-called 'high cultures'. 

Af,·ic<> is thp "'""dlp n+ ht,. ..... ,,,..,;t .. • ''"• r-tl,cr rr,nt1"nent i.a. r ,;:n lon(T 'l f'!Jltural h;<'tnr,1 A+•·z"cn· Th.n .i • .... ..._ ._ ,. ...... - - - - ~ L ~ .J.:..J...__ •• ..__J• a. .l t.,; ...., .-. _ . .... ... _ .:.~ a._(: .. ~ ..., \,.,,._ al.b - ._.._ _ .,. .i.,,. L ... _._:).,.;_1 ._J• J.JI .... ,.t-. 

Art of a Continent begins with the earliest 1nanifestations of hun1an creativity. The qua1tzite 

i1nplement found in Tanzania dates back so1ne 1.6 n1illion years; and the 'portable' painting 

from the Apollo 11 rock shelter in Nan1ibia, now exhibited for the first time in Europe, is 

27 .000 years old. 

After this prologue, the journey through Africa begins. The exhibition divides the continent into 

seven geographical zones, leading the visitor clockwise from the cultures of Ancient Egypt and 

\\'il'i:111<h1r .il;l. 1:--; l) - 111! ·.' '! lk r li 11 'kklr ,11: 11 ,1 1- _i J I s 11 :Ci 'kkl :1, : llil' · i .' 1 1• 1 i7 
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Nubia by way of Eastern and Southern Africa to Central and West Africa and then by way of 

the Sahel back to Northern Africa. Within each region, works of contrasting periods and 

cultures are to be seen. The diversity of materials is astonishing: works made of animal dung, 

metal, ivory, cloth, clay and gold appear together with unsurpassable wood carvings from 

every region of the continent. 

The Curator of the exhibition is the aitist and Royal Acadernian Tom Phillips, supported by a 

committee of international scholars and Africanists. The approximately 800 exhibits have been 

provided by more than 170 lenders, including museums and private collections from all over 

the world. 

The catalogue of the exhibition is already corning to be regai·ded as the standai·d work on the art 

of Africa. Most of the works on show are reproduced in colour. The text is the work of · 

scholars from Africa, Europe and North America. Published by Prestel of Munich, the 

catalogue runs to approximately 620 pages. 

The exhibition at the Mai·tin-Gropius-Bau has been made possible by the generous financial 

support of the Stiftung Deutsche Klassenlotterie Berlin. 

AFRICA 
THE ART OF A CONTINENT 

Martin-Gropius-Bau, 10963 Berlin, Stresemannstra8e 110 

1 March - 1 May 1996 

open daily 10:00 - 20:00 

Berlin, 24 January 1996 
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Zu einem Empfang anlaBlich der AusstellungserOffnung R ( i/ 

R. S.V. P. 
Tel. 030.323 34 52 
Fax 030.324 49 37 

DIE KUNST EINES KONTINENTS 

laden wir Sie herzlich ein 

am Donnerstag, den 29. Februar, um 22.00 Uhr 

Restaurant FOFI'S 

RathausstraBe 25 • 10178 Berlin-Mitte 

__ ...- I 
<;"j-.> 

C]t~ 
~ 

fr\A~ 
·6~ 

6)Cv 

ZEITGEIST-Gesellschaft 
zur Forderung der Ki.inste in Berlin e.V. 

t~L~Qv --~~ 
Wielandstrage 18 • D-10629 Berlin Bitte diese ~ 

mitbringen 
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Antwortkarte 

-
Am Empfang anlaglich der Vorbesichtigung der Ausstellung 

,,Afrika - Die Kunst eines Kontinents" 
am Donnerstag, den 29. Februar 1996, um 22.00 Uhr 

bei FOFI'S 

nehme ich teil 

nehme ich teil in Begleitung 

kann ich leider nicht teilnehmen 

.......................................... .......................... .. .................................................... 
Name (bitte in Druckbuchstaben) 
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L34 Headrest 
·-··:.: -'wo·od 

15 X 20 X 9 

insc, underside: A.A. Jaques 

Tsonga, Tra11svaal 

collected E im, Transvaal, c 1930 

Collection: Jaques Collection, 

Johannesb Jrg Art Gallery 
- - -i· 

ace no: l 9t 7 .3.66 (Pl. 29) 
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SPORTS, RECREATION, ARTS AND CULTURE COMMITTEE 
ART GALLERY COMMITTEE 95-01-20, 95-03-10 

JOHANNESBURG ADMINISTRATION 
(CULTURE AND RECREATION DIRECTORATE) 
Libraries and Museums 

REQUEST FOR LOAN OF WORK OF ART 

The Royal Academy of Arts, London, has requested the loan of the following 
work of art in the Gallery's collection for the exhibition Africa: The Art of a 
Continent to be held from 5 October 1995 to 28 January 1996. 

Artist 
Northern Nguni 

Title 
headrest 

Medium 
wood 

All expenses including packing, ~ravelling and insurance will be covered by the 
• organisers. 

The Royal Academy of Arts has also offered to pay the costs for Mrs Rochelle 
Keene, Chief Curator, Johannesburg Art Gallery, or her alternates, Ms Nessa 
Leibhammer, Curator of Traditional southern African art, or Mrs Teresa 
Wimberley, Paintings Conservator, to courier the work along with items from the 
Brenthurst Collection, which is on permanent loan to the Johannesburg Art 
Gallery, to London in September 1995. It is critical that a museum curator 
familiar with the works of art and the handling thereof courier the works to 
England. The United Kingdom import requirements regarding plant and animal 
products are particularly stringent and the courier will be required present a 
vitasanitary certificate and a certificate from the State Veterinarian at Customs. 

It would also be of benefit for these members of professional staff to view this 
major exhibition and to network with international curators who will be in London 
at the time regarding an exhibition of historical African art to be held at the 
Johannesburg Art Gallery in 1998. 

IT IS RECOMMENDED 

1 That the request by the Royal Academy of Arts in London for the loan of the 
works of art detailed in the item be agreed to at no cost to the Greater 
Johannesburg Transitional Metropolitan Council and on condition that the Royal 
Academy of Arts indemnifies the Council against any loss or damage and subject 
to such further conditions as the City Secretary may deem necessary to protect 
the Council's interests. 

/2 That 
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SPORTS, RECREATION, ARTS AND CULTURE COMMITTEE 
ART GALLERY COMMITTEE 95-01-20, 95-03-10 

JOHANNESBURG ADMINISTRATION 
(CULTURE AND RECREATION DIRECTORATE) 
(Libraries and Museums) 

2 That Mrs Rochelle Keene, Chief Curator, Art Gallery, or her alternates, Ms 
Nessa Leibhammer, Curator of Traditional southern African art, or Mrs Teresa 
Wimberley, Paintings Conservator, be granted 5 days special leave to courier the 
works of art to London in September 1995 and be granted 5 days special leave 
to courier the works to Johannesburg in February 1996. 

(AG 39/95) 

Mrs R Keene 
Ext. 6857 
(95-08-01) 

Approved: 

DIRECTOR: LIBRARIES AND MUSEUMS ACTING EXECUTING DIRECTOR: 
CULTURE AND RECREATION 



L 1995.01 
EK/jw 

29 August 1995 

Ms Emeline Max 
Exhibition Co-ordinator 
Royal Academy of Arts 
Piccadilly 
London WIV ODS 
United Kingdom 

Dear Ms Max 

I refer to the loan of four works for the Africa: Art of the Continent exhibition 
(L1995.01). 

Press coverage has indicated that the exhibition will transfer to the Solomon R 
Guggenheim Museum in New York in June 1996. Please confirm whether this is 

' 

the case as a separate loan request will have to be tabled before the Art Gallery 
Committee and the Greater Johannesburg Transitional Metropolitan Council · 
committees. 

I look forward ~o hearing from yo.u. 

Yours sincerely 

Erika Kruger (Ms) 
REGISTRAR -~ 
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Huge African art exhibition 

a BY GARNER THOMSON 
IN LONDON 

Britain's Rdyul Academy of Arts is to 
mount a spectacular exhibition of African 
art, bringing together for the first lime the 
creative uchievements of the continent o.s 
a ,vhole. . 

Part otthe RAA's tradition or 
exploring the artistic achievements of 
other cultures, it ,viii consider Egypt and 
its neighbours north of the Sahurain the 
context of Africa us a whole, us ,veil us 
highlighting the often neg1cclc<l art of the 
southen1 regions. 

The exhibition ulso recognises lhal, as 
the birlhplucc of the human race, Africa 

has a cultural history of unpu.rullelc<l 
len1,'1.h. Exhibits range from the earliest 
artifact produced by man, a handmade 
stone tool from the Olduvai Gorge in 
Tanzania, dating from 1,G-million years 
BC, through totemic bird poles of 
Zimbub\ve lo groups of Zulu snuff bottles 
and ncckrests fron1 South Africa, which, 
the Academy suys, "reveal an unrivuJlc<l 
design sensibility". 

The exhibition is conceived as a 
journey round Africa, and divides the 
continent into seven gcogruphicul arcus, 
including lhe island of Mado.guscar. 

"Africa: '111e Art of a Continent", which 
opens in London in October, is sponsored 
by AngolaAn1erican Corporation and De 
Beers. 
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of 'African Art' have been shattered. 
(Africa: The Art of a c;ontinent, p. 9) · · . ... 

• 1 ' J 

~n. cond~mning 'the old ugly stereo-· 
_types of African persons' . West goes 

,. ·, ' further than simply c~alleng~ng· cpn- · .. \ . 
~ . ·. ceptual misperceptions about JAfrican . 1'. 

art. He expresses the .hop~. that the 
exhibition .will foster 'intellectual fer-

. ment in the art world in· regard .. to 
• t 

African artworks [that] may ~ontrib~te ; ~ 
'to overcoming the invisible status of . 

. African life in late: 20th-centl1ry . intef';" ·· 1,t 
. . . . . ' ' . ' '"-

. . . ~ 

.• , 

. .. . 

... 

t 

' . 

.. styles, themes. and exploratory v·erve 
-,, .· . 
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·' ~ --~~-------------------
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. :!~~1:~i,-'+J.r~uire.~so~e,:soci_~!~gicab~g~!o _hang ···:'•' '!iti~ns w~re to' be' ~eut~al ·and purely;- .· ma-of cori~d~ct~ry~~t1~~~Y~f;;~~!1!,er,: ::; k ~ls? ·~Sugg~~t· the. in:olvement ~f. a.a 
~ i.~ 1 i.J,;; ,f ,: itT·on,.>nor· a · link to ,· some inew ... minted· :,;"· geographical, they~in fact fell . largely1

· • the work i~d1splayed as art . without . ~~ndividual; .were deliberately. avoided, · 
• ;;t;~ lit(~}P\eiY · or ~clii.{de,! :l~!iie; ,phm,ii,S f ~n ' ;:,; i ~t? _cortvet_itjonal: his j~ric~!I y _held · •~ • a~y cont~~-tualisat!on or ·ext,i~!~t!?ii; .' ,,';·we ~ Otold,: as ,a . re~ection of Euro-.. . · 
· !,_Jf ?~/-· ~?~frica:, ~~~1-'~:of a ,pont~nen.!~:<~e~:<!<!~ ·.:.: .. div~s!~ n!1o~ ~~a.,, !"!~~;~~fP~r:1.~~!1r: .A~i~~~-~~ .. / s~me~~ .!~.!~~~~~~~~~~1,~t· : ·:rt cen~c practice. (A~ica: The Art of a . "i\\~ir.:~·. 1,,~11 . itiright 'start) i~t' to requi,re . ihC,;Ser-~{i.,.Afn~ .~ ~ v!_<l;~~;~on~~<!i'.'all}}i fo' "~ 1t;1~~~~~~x~ali~ed~"."JJ!i' s~~.e;t,e",· ;: , co:it•~nt, p. 19). Yet surely. the use ~f 

"il{1'ii ~~: ' ;Vice 'of;~uio~ail llrti~o, gi~~' it its -~ 1,fJexantPJ~~t ~ otl~d!hiivC:·ma11e~,ihe ;con'- ~; . ~Ve 'text~} ~d 'illt1Sti'ati?_6s that! ~~se' . } ~e : 'trt.bar lab.els ·~I ready 'discussed IS 

t~~i~i~r.ir\,,~e~tia~s· ~f ~~.~riitidn;;t/~·.@;}l~r Ye!.'~~ >.:·:~·~-~tednes~ :~t~ee~:·the n~rth~~--~~a~.: 
1 
-~; dilute,.~e t~?act ~f the·visual ,~ual~ti~s', .:j~equ~llyt. Eur~ce~tn~,}another ~estcm I:· :!1.'.1{i~s~J.~.,~~~Je~~~d ·~he ~~j.~~fy:::~r ~W?_~~? ~/·::/.~d the SOU,.~Cm ~~~- caste~-~ -arttc·u-_f .. :~; ... f!f.!!1~ work:.i~ the~r,attemp~-to:f.~~~!1 a ~.{-~~~devic~ .. re-:estabhshing .~o~ventto~all~ 

/:1 t~ ~-r~· .!'; ;./ e":JlS' ;,of :aestheti~}~r;itet~~A !~a~i.~a~e~. -~a~-t!!~"!e~ ·.s~~.h t~ llj~.-.spread.{or Isl~l~J~ll .. e~ . un~!:!_sta~~1 .. ~g ~ .~f. c~~~~:.~!~~n~ .1· ~·-~el~ ·syste~ ~~ ca!Cgonsatt_on. Whtie tt : 
~·~ .• 1:~)~l ·, .;"<lomi'nated '~·.Europeari l·attitu·d~~ tq·U·ah:d . i_tst irl'fluenc'e:,Qrt West''~fnca~~ ~.;practices: in!Africa.: I.nfthis-rcase;,exbibi..:· ~ ~~u s acknowledged that .the .very concept 
t{~;~(ij ,~!,:t·r' :· Airlcan art for. decades:.~ higltprt5pcf/t)- :i:; .6e6'atri:~ teniio'\is' 'in~tfe ., disir ~f;\ a:ii, .. Wtfons

7 

are~~a~cused ·i t falliBg uii'ciSr !ihe :_: ::}of,i!~artist' . ~ay be1 a western construct, 

}

~, '!i.f~'.K~'.t;: ! )ion of ,the ·works were· fig~rative, :~d/ . :·/_objects . which showed conrie~teo~ess~. :··:rubric of 'ethnography; .• Exhi~iti'o~s··. _~-. so· too is th<? concept: ~.f '.'fine art\ which 

·~~tN-~·:~t~1~;·:;~,-'.even ~~li~n!~at-,wa~!:~~t-~e. c~~~,~~~~::":,,~-i~er~ ·~:p~ted:in __ ~ifferent.ru:eas ~-f the:._<· ~.abitually lean to? f~ !~--~.n~ dire~ti~~ '.: was. t~: ·focus of _the ,Royal ~cademy 
, ~ ~f~·!, .. ,~ ~ ./were· predominantly sculptural .m form .. 't, ~-, exhibition; the i_mpact of the iconoclas~ · : ·_.or the other, and in e1ilier instance· fatl . . exhibition. ·It. seems paradoxical then 

~1,::. ·;/1\t~\(~\~·~Moreover/ tht(3.ibjec~( wer~-jfres~pted-~~- .tic· gesfur~:of uniting .A,frica,.'no~ ,and~·,. ... to 1give .. African arts ari 'indepe_n~ent .°' ',i., that.}he exhibition•.CC?lebrated artistic 
\_:. ,1rjf ~~!~: ~:J- '.in ~li~:'ii~nt 'o! 5f,ollit~~f d1~ro~ in~~fi~d~~~6it~··o"fthe' Sahara;\V~r losf: ( othe( tb~~ ~.~:i fv~lue.' i·~ .: ~he' fir~t 'c'ase_, '~fric~~ is'~Stib~ 

1 
'. .• f c~~~tiv_ity ·,withou! · h~nouring the indi

: '. -~ ,:,l"t(: :;.: '.·for the t';};.e!~e,~en~ 8'.!~?r~ 1!1 tlie};:;!!1 ~~ .~~bat~~ ... o~,~ -e ca~l~gue )., · <~ ~ .. ,: :"?_med m~o .~~ ~~ste'!1.a~~~-e~'.~ . P~"?"· ~ , v~.dualtty, of,~akers; and thus unders 
1 ··tt,~~~:l~:·. tjg~llery contex~~- ·.~·J. i:~-/~~~~1;- '1l,..i'.~~~:~t\~~Als~'.no~ewort6~Jwa(_th~~d~ffere~t}'·~~ cltgm.1.ln.;thc :second~~.it 1s p.re~ente~!~ . ~.;:;r.:wr~t~t t~·e. ~_otton of _an 'anon~mous' 
! 'j'~t~Ji\l~/':Jl~ ·· . _:l ; : ' •. -:'_"f · (-f{f ~ /,. < t' .. ::.~;.~~?!- c,.;;~}a.b.~Uing / .~!~~~a~!~~n, ~mp.1~~~d / ?r : 1,·: ~t?e.r ~::,~~t.h approacft?e .. ~~ ·~e! s~ r~e .. . :·:,1,~c3!1·. art:- part of ,an ·u~changmg tra-
, · l,ri;·' ' : i;T ft~Tndoubte'dly the .. mosn obv1ous 'll.J.~; North·African'works,:rwhich were'catel:~.,t· .Africa agamst Europe, ,tlius·clefirung· 1t· · \ .. "dit1on ,-~ .however conscious the cura- . .,, 
1 

.~,. :J, ~',:'1l1'.CJ e~~p~e ~~fois ~~ph~is :.w~i ~ e ~i g~1·!~ ~!~iri ~,eir ~~?~a~hic;t) ~as: ·:. i~ ,w:ste~. te~s~ ra~e~ ·t1,aO ~? its ~~'w,;'. i'.~· torial ~ and contributors to the cata-_ 
I ~l~JW',,/ ,;Simp}e, fiVC

1

-~C~~Sr~l ~~~~ fu~otigh~•.- j ~y~'dy~asty: pen~d'lf~ •re.hgtOUS· a~!i~.:-- ·.( nght. ·.·.~' l5· :.\ ·,~-.}~.•'::, ~ _.?t-: ;. \1t ~!';? :, ~~.~ ~tlOgti~. ~ay' h~ve. been 0( ~~rrent debate · 
~t{~ t:~•:i~-

1
•

1
.}·9.~ d~g~es~ t~ ~p~~;~'t ~!.ts~J( .~:~~~~!1.r~,:~··i;~~n~/ nya_~_\abl:~·!?f!~;~,t~.g.-a .. p_oSitt~~~~, ..... ~~~t~~r; th~~-~r~~P~.i~.~-·w: t\ t~~s.~ -~:~:l a~~und!SUCh ·issues:'··~ ,r;:~q . . •. , ii,,~ ··-~·~ ... 'ii '·.hke a .,new·· vers·1oli~:oft.Br:ancus1 's·,1~-~-~w1thin ~11 an~ ,"historic J process; : The'.-' ~ ·-issues in the ,exhib1tion·{itselt,1 the~·pura- .· ~h~.J {~:},.,. -lt~ · '· _;,., ,. . · ~ .-.~'l ~ , . , 

i a~ili .~ ~j}r: '.Eiidieis: Coliiii!h', . tOiaiii.' deriyilig)is . . .. latielliiig. applied 10. other a·reaS: . With" :. . tor of 'The Art' of a cOntinCnt' i'eliCd ~:·,it_1~ollVelltiOital iiotions of Aff ican 
J ·.:}~11~~-:;:·horizoritatl fun'bi r1'i Uility)~E v~niilorei~~the\~od<1 .exc epiion~ overwhe·1nHngly l~:on·~publica tions~;tci:balance}tlierdis~· · /?1 .. / ~.tradition"seemed to .be more· 
.'·:, ~· ·P.?:J1\ ,·: extraordinary·_ was thejact'th~t the st~(-. -·q pri vifeged anl'!. ethnograp.hi~ing of · ..- ·course. And it would be ungeierous \if ovettly,:chal_lenged. tn ·,the Ba,rbican 
:: .~~~ft);i,\.'j vas' representedl in th~ :sairi'e:\vay'fi~' tlit{~v,~otijec~ti , denythg ·ihe6t ,hfstoncit'f r/sbt~;i!~( n'ot :ro~acknowle'i.tgtf:thaLniany 1ofithe°'·-'·:c; ~eihibiticin.1-~But/ in the ·case of the 
Jt,lit~.~ ~~~:','!·.c~ialoguet,.'IJie'..collecfur/o.wner ·would -;:·\:. napce; ·e~en. though~time ~~d .pl~ce' / ·' problematic.issues were taken.up iii the-~J~[Barbican'-exhibition ' the polemi.c was 
:~~k, ·:~{:~~m· to ~~ye:·m<>°.ii~~~:thet~f8,$(f~ ~ ~~fc~ere.nol'~~6)titl~ 1~1~otlih :-c1~Ssiliiia": ·~'.:~iitaIOg?C:<Yet: if <The ·A'rt:;6~;il~~'ciii!~:~~~('~s~.Cted to t~e- ';atal.ogue. It. "'.as 
.~:\1~·1"",;Jf.-'1.~way, and .thustbe~ame .the.~ 'aut~or\!of~{, .~on accorcbng to ~tritie' was disc~ssed , ment' aimed to_.~nbghten wes!ern.audi-· ~. ~· . .impbed~in ·the exhibition _itself; expbc-
•{:~(;f J.tt;:· f~li~ . pil!cJ. -~slf ,i · 8'r't~i>f k?7ii~ .. ?ls~lp'i! , lif'< ihC.:Cif ~1~gu'ef iis"oa 1~gerfiS~e'ci_Ous-: )'' ·enCC~, abotit'AfriCil: ~d· ~ts::~ S~ IY• a;_'. •; f tly} rt i ~C-instal_lllfion ?~ '.colonial' _cos-
~: • .r .. t-:?~\ . ..:',dental ·of. this:work's~ real purpose:was .. , ·, and colomabst ·form of•categonsation, · • certam amount of information had' tO = :ttumes.,1n . ~African.: pnnts' by Yinka . ) : ' ,~r :. '. PartiCul~i}'. '2oniipii!&?"'s~ itid, jt"St~~ ~ llo ;lttelitP( .,:qas:;ni~~8~f 0te: iatiCUihi( ~ h,e 1 s'u))J) Ii e'cL 'alld . :is'sue's': :,rev'eJi~ed. :, ,;,:ShCliiibM'e; bu_t . also ·more ·generally by 

· ~-t~ ~.~1~t,f}.'~:.; the'· laclc:'of contextualisation /of works ·~> -to:.couriter • tliis mind.:set .. / Tri~al~ attri:.'·:; , . .:'., through.the display itself. 
1

Fo(exairiple;: · ,-the· ~diversity of the_ t~xtiles and the fact 
i~-t~.i~1i~·i:· i~_~e.~~hi-~.itio? as ~~~~ole.•Jji·~ ::· ·i/1· · ··.:, :J b'u'tions· prov.~_ded ·the :~ai~ ~mp.h~'s~~·- ,. · _:-~~~here'were the rea~~ns:f~~ ~~e ~~~~c::· .'.~~~t~at~th_ey~w~re: n_ot: e~~J~siv~ly _'J?re-
· ... , .. ;:i~Wc~/f:~' .-~ .'f::. ?~ly:.~~e}l~~.~~~·'.~~~te~ ::~~ ~~ntl~~~at_ t~~,.~nd•.we~~·u.s~d:throu~~~ut the .exh1~1~t)· ~:·H~on ~ma~~·; transpare~t.~n.or ~th~~~ol~:·\or~. ::1<.c1ou~.f~ obJe~ts,,; hist~n~al_ly d1s~anced. 

•. ~~~~.:·i.,quite·'. fatntly ·becauserof. tlferr;poorpte· ,.:·;1 tton_ as if;.completely1unproblemat1c: · :J,' sigmfjpance of the obJect explained;~ · :,..:v.-~Amongst sumptuous iwoven, dyed and 

, . 

l ', 

, .. 

,/., jl(:.{t, .. ~J/ts'e'ritatiori'1 ·: ,~.~:ttiat• tll~se .. ~wo'rksiiw~re/· ~]. For ex'ample, the ·provenance'of.a lina- · .··.:t11)Althou·gJi t: 'T,he ~" Ar( :·of:".·A.fric'an' ,1;.6embroidered: fabrics, .many.item~ ,were , 
t}~jlit~( 1~1jiiaae for·~ariytningiotiier,~ t1ia1~i di~t1lay:·_'~~igti·or beaded skin<doak,) n'cluded -in ... · f~~\ 'fexiiles., Technology, . Traditi~n~_·and _')\j.factory:made 1o(modest .materials and 
. 
1
i~~ ... ·)v·:i_>.ttt·arfd1·aesthetic·~arunlrati6n":\~ e:fi~forrna:.~ :.fn.) h'e southern -African section: declares ··i_t.,,'1-.,:Lurex' : at 1the··Barbican1.also· .. faiJed!.to · )ti ma·ny {were ,conspjcuously of .recent .. , ·: · ·. 

1 'r~j;.;! ( ... ;:; ,;.~'tion 1offered1gave'l'did~rifamiliar. vie'\Vfr,:·:· ,.,_; to be{ Ndebele. Yefiortly ,its. fonn ·falls ·: 'f.. show .the: application and context of-the'' . : date; ·such as. a cotton print with Nelson 
: ~~fr;tif t:/. · .; . '.t-'!fiti_e·: e~~~g~· to'·-~~~-~~?~a?.~ ·. ~~m?s!'~n-~·~ ·:~~~nto_ ~o~v~ntionally? acc~1:1~ed · N~e~ele ~- \:f ~ b'r~ cs··~-~· ex h ! bi~; lits t ~-r.i gh t~ Y::l i ~:.·· , ?~1an~ela d~si~n for ·the. 1994 elections 
II /~1;t~1~,1-~. ~· .: • ·md1catJ{)n 1of. the· purpose ·'of1:an' obJect,~_!Jl~style. ,The 1beadwork'-is ?-completely_ ·.'·,· multt ... Jayered ,d1splay of vibrant:1sus.-~ ~j; 1nrtSouth_Afnea.;~nd, u1 a lfew cases 
1 :~~?t~~i.~(,,.·:; ~ < Termiri6logy~· familiat ,:to~s=pecialist ~'itatypicali •ShO\\;'ing "ctlJtu~al ,~ros_s9~}~rslin~'....r:r-P.erided _.;fa!1teria,ls~ and~ gar~e)1ts·; ~ hii-atiists~were•spe~ifically- commissioned· .. 

,., :_ i}1 ~~f ~~·.f/1• sch'olafs Jaffd ·n1usel1m-:peiioniiet:Jas \ ~.' both'' patt~inganci'""c~ i~u!,fe}~~:;s·~ ~r:~de't:i sed.115y13lri itsii'.1f il'sh1dn' ~~rgiier, ·' ,.(to :produce .pieces, . such. as the applique .~ , 

:~~~:\/f~:;-~~:1 !~gui.ar~~ .:/f~ii~~'~}~.'·~e~~f P_'.'oi>tiate }}i>erf~ct. example to ,~~_a11~nge-= the .~<>~~·'._:~~~·1~e1

'Case1y-~ayfor~, .o~e~ed a .gri~~e; : ·-·~::, e~~~an,c~ hangin~gs 1designe_d by the . 
-~~#/~~ ... t·. -~·~and·was·.used ·W1tliout1explanationi~Was·t fl·'venttonal ·. stereotypes with regard to ;. .,sense of the nchness and hfe off~6ncs J,,Cairo,.tent-maker.Salah 1El-Dm M. El-..... ~t l~··<'/itr)ikelY.; foi:-·inslance~ tliat"-mos~~ te~ers -~J~~. ''ethnic.' ·c1a~s'ification:iYetJhe.!)pportu,- .":1.~]in. use1 ';I:his :was supported by .readiible·. ·: :-, ,Ozy ~ a ~emi~der that the~e ,works ·are 
·,. J1~!f/t /t: wou1a,1cnow·l~fia_t .NKisi~me~k·. ii1:·.th'e i nity .. was missed.~· .. 7

• ;; ·• ~:> !:.:~-., .: :~-,:-: .. ~:~:~~cf .irifo~ ative i~bets:. which~ by' ~tTite · ... ::. ··part·. of a .'Hying tradition'. As was 

: ;it::t ~, ·:' Central'.Afri,c~n '~~ti()n7. Sbnilat19.';lhe. 'i;; .. :. { .' - ~~ .. ,/ : SJ :~;;~: t'." -·.:. }!::· \'. :·~: ~/ ~~q~~~t~{ ·~~-luding 't~~-~ariie 'O~ he . ;, _;ma~ -~lear ,by' the' title ~ '. ?ech~ol_o~y. 
:iJ*-~~~l ~/ .. Pl!~f.f ~~f ong1~: tn~!~.~!2~ t~_e :· l~~~s.)',~ : . ~ /' · ~~ •'·.~ }(~: .. ~: ... m~k~r, '. -~:'?1i_nd .. ed t~e · ~~ewer ·o~!! he ~ ,~~.T~ditio~ ·an~ .~urex'1.-:- :~1s _exhib1t1on 
\ j .. t~;~; .i.~ · ·.~~~e:f~:'~~:iy -un~a~~~:!l~1~J.1!1t .. ~as· ,l ·-.\ .. ~,, ..... , ·_l.,t~ ~·.:~pe~i~c.1ty.of produ~~on. C,urat~r·ot t~~ : . . J~id ~~~:~strict 1tse~f.t? hlstoncal exam
t:tl1:ii,.:·· ~- . it;~ ~-i ~.~ire~t that. ~:,J~~~ ... ~~~~~ :-o: ·· 1· 

1 
• . .: , . ~:· • ·:.. • ' • ,'. :'>., :exh1~~ti~n~ ~o~n Picto~; expla~~s :~~IS, ;. pl~s···~.resented;-as 'hig~, art ' ,. bu_t ,also 

11 
~~11(:<i~:. :·. A~~~-:~~-eacli l~beJf~ ~l!~ ·~arlc~r ~~' t~~., _.J' ••• : '· ••. _. • ,}.u.,.,..~ . .r ., *~~~~"rt).practlce -~ his mtroduct1on' to t~e ~~ta- '·. ,,. c'?nfr~~t~? current p~ct1~es. .· · .. 
¥. r.J~· ,;._,. -., them:to show the ·rele~~ea? Or-was ~ .. : ... ·._- . ·· .·• /:"r'.r ,) ogue::, - ... · . . ·: .. . f~, .- __ ,,,,-i_,. A'· simtlar .. bread~· of represeptauon 
~•~•t;', • tru'•°(:.•}'C'•~•'- • " J~\'(1• ..s-~ d ' • '1t1··~ • '"' • t ,J ~ ~ f,, _l 1' • ,1~ • • .. 4._.;.v',.. l. ... • I t ' . ~~:;.: t,: \ .... s!yet~!l~other 1nd1~~ti~n·;Jhat; esp1te.: ~£1.:•· .. '.f"rr.f . "''J'.· . ·• :-;: ~·>, 1 ,,_.. ... . . ·) , /. . ~·: :· ~.,. .... ,;..,q :: i~>, .. · .. ,-~as:aehieved .at, the. Crafts Council 

a .,.~_,b, '/\ . 11~... ~ ts h1",-..;.'~ , h ··f.2 · ~ ~ • . , '( .. _ 1.. } ~~ ... .. - ~·- ... Jr_ . ~. • • • ,. : . ~ l • 1-..,1 .• " • ,.,., •• bib" . .. 'Afri M 1· k' 
iJ•\J1'"i/. /- ·~a / me prote~ tot ei~~n~~.' a-. ~mo-·.i.i?i . - . . ' ·.· :. '. . · ... · ~ ;~ -tt .. ~:; ·:= ·,; ,~ .--:~ · :\· ) "h!~e 1~\ !s ~alcen fo~ grant~. that_· ~ ttS· ~. °?' } !X ~tion . ca~( eta wor -; curat-

·. }1 ;;.:\i'lti f ·r ·. .:,geneo~s notion:of Afnca still .dormnat- ,]~i ·, Jbe ·conceptuabsation of 'The ·Art of' .... , · form of social practice, it must be' recog- ~\ ed )by the1 Kenyan-born potter -Mag-

)l;j~~~Jr. ,\t :'~!~<ft~e~~~~!1g··~~-~~ft~~g~ni~er~7p .• ~ .. :. :: I~~~ .<;_?~!!n~nt;j ~~e~~tl~~-~~~!/~!~~J ;, ~~~ff.;:::,} J: ~is_e~ .tt at : o .. ~~~~,.~~,!~:~J.i1t~~~t~i~~ort .. ii;daiene1ociundo·. · ~f' relatively_ modest 
;-~'·f~?;\1 ·:J·,.·~~-

1
p1ven:· an··exh1b1tioJ,i ~(fsuch~:breatlth, ,,; .:, · two contradictory positions .. The~exh1~ .· :-1 • ·African art has been constituted 'in terms ,,:. 4scale;,;this ·exhibition none the less. 

·: , .(~ :~: ! :'i,, 1an -oppbr~uniiy· wa~ ! offered t{o make·: ,j j:;•: bition reflected a 'mid-twentieth century 't,\1~, J that· leave· .out .. the voices ,of: ttie artists, . ... ~ rang·ea.~from' historic~l; to present-day, 
• ~. 1·,/;.C1 

/ :~. • ~~ .. manifest tioth'.!th~! divetsity": or:produc-. ;~·r:11,,assumption, which: sanctioned die . West f(:o·!·f;•patrons. ·critics anl teachers:·;:. the, effect :· • from d·ecorati ~C i.to /utilitarian. from . 
, ·~~~/~~/ .'r tion• ai1d;tlie~; re'al~tdt1nectfons··1hat· link .:·,·'.to judge, select and elucidate the art · ' of naming the artists resporisible'.focj,ar- : ·1.i,S:ymbolic ·.to ·~ representational: The 
· •. 

1~~J{:. ,.-: .. 1..,~ttJie ma.n°y'.histdnes"·afidjmateriat •·aes· >·· and culture of Africa~ _an assumption :·: ~ ticular cloths, wherever one can, and of ':r...· objects::selected~foregr<;>unded .the skill ,·~,r;!q . ~- '/f~~tics·'6.f/Africa··~···,~cbrine'ctiohs,.much···rt·:.marked, by: r_elative- rcertainty, .stability : \t· including:as wide.a range of usesitifscloth·, ·i,r,i ~f1the·.arti~t,.,hut .-it:was a notion,.of skill 

-~~\trl)~\ ~( ·.~~~,!~~cuss~~ _i~~i.t~~~: ~t~lo.~~~-~ ,~d: als~ ·{n:an~·~_on.fid~nce.;~~-- th~ di.scours~;~f. t~c\ f~'.~; :.as the _sp~c~_in the galle:1~ln. ~l~~!.is.t~ _:~~?~e~iat<?d ._in, a.,y~~i~ty ~! ~~ays,: fr~m 
.. ,,, ~~:; :::.: . ' ~areful~y<Bxpl~ined\ fo~ te~c~er~,i~y / ·U::West~rsimultaneouslyt, ~ifferent ·expec-: ,;;:'} ·problemat1se. the Romant1c<1dea,of·the .·~·~dehcate,,craftt_ng to:.w1tty =·i.ngenuity. 
~.j}~i~~" ~t :. ·r:~·~l_!zi~~e.\h~!'l~! ney) ~~-:r~-~:~~~~.~bi~~~n . ;.~~: t~tions11we_re.rrai~ed ··~Y·:·~~anged,,atti- · ·;.i,:! ~~r~i~t even ·whil~·.ena~!~·ng' indiv~duai ·: tri:wit1(~at:~a1_s ·;~a~ipg-~(rom,,precious· 
t;.,\~t~··:~ p,· ~-.-~ ~laim~d,to .. ~ovet(all •,Africa, and ,recover \I'.· ·~tu des and . current' theoretical ;debat.es . _ : t 1:: l 1den_t1ty to. be made apparenu~(The,Art of, :.fr~. i metals Jo 1mdustri~hsed alloys :and even 
t· ~l'Jfi.\l:~.flfieglt!¢tedt.areas·1 itLptjded·itself,on:chal~ '. lj:, reflected i'n :the·:catalogue·::--But ·t·he·1 !'~ •,1 fAfncan 'Textiles,;Barbican~tLondon;.:l 995; >{~, disearded 1waste.\~erhaps .it was the 
~1ltii~.i·~ \;~w· ~lt,ngirfg't: stere'o'iypic·a1·,conceptSJ of .· r:;.,:'essentialist ,visiori . oftAfrica· presented ~·(} i··-,.. p. 13) '. .. n.'l~=·· . '" .;11 < .. ;:1<1~ rii\.~~;;~ \'. ~' -eoiitext: of' ther Crafts , Council ' and of 
~tlr' :~·. i, ' ·1' ' , . . . . . . :, . C ,.,,. ~ • I I < " ' ' 

-~ 1},,i;~ : ;:1;:' ~v:; ~m_ca· 1>ymaking1:thoi~!·areas:.previou·s: r; ,by. the exhibition .. was·. easier fo ·grasp \·,: f' · )!;{t•': ~ :.-·;-:,J :-:.r ~. , ·7;~:::. ;.,, 1 •-.(r;t1J_ ~ ~~~:r.t J-:/ · ~~ ,1.-the·.cun:ent art-craft debate,. ihat made it 
,• ~,;.t.~~f.' ~; ,! ~ ~tty', exclude<Ffrorii the_:~·idea' tofa~Africa ·;'/ii and~therefo~ likely· to dominate,•' par- ; "IU ','fhere is• .some irony 1in~the 'fact~ that, . <·;·-;.possible··to· .pegotiate. such .a ;Wide range 
: 'J~l~(:~· ,_. ,~~Egypt; Nofth,- Africa, _southe.m · and·~. "·ticularly because it:was not ·questioned . ~·~U~hile the: textile exhibition} which ·(,;t of!objects with ,refreshing unpreten

,1 , :J://~ 'i-:?,_:? ·~'e~~te~ Afiica t!i>p~of the' wh~le~ But )_.,:>irl the display itself.h ~ :1_: r;;~:: .:_j ) . ·. . ; ·. ~ •fj 'avoi_ded. stron~ overtones ·_O(.~'high art' ;, ~:_tiotis~ess. •,The exhibition ' succeeded in 

.. ... 

,-
l 

,~,fi,i: ; ~· tli'~ ,laY~'u.flof · the' ,elth.!bit\<>~ :an~Cthe '.( '.!l)·~~l};: ~. 1_: ;'-! •' .', ;j,1 r. · ,. ;,. ·/'. ,.; '.. , ·. ' : . ".~ deliberateJ_y sought t~ .".ante· ~stSl',tht, '~fl' ~ra wing; a_tte~tioi~e-, fine , hand- ··· 
.~-:Jif}i~'f\~ ·:, sequcnc1ng>o~:areas Jailed to .. !ake•full -_"/!It t_must be1 acknowle<;lged,; however, . t~, Royal Academy exhib1tion·,.twhich ~on- 0''. crafted w.'ork o(1n~ al. ob1ects.from _.;.· i~:1 • ]jf\·~adv.antage·o(, tne4 possibilities1offered ·~lt· that this:shortcoming is not .unique to· ·'. -~ sciousty·promoted a ·c6ncept:of ae'sthet· ',/J"all over.Africa ~ thout ·losing sight ·of 
: r ~I(.!! ·.y;. {;v~.by · the:'ex~ibition --t~?'de'moristiate, ~he .I 4(' the . Royal Academy exhibition:. West~~·-· ~ i :ic :value,-meritionec:t .very few1 artists by ·, · .. i! CQntemporaheity ·and'p<>pular culture. - ·~, 

· ~ ~ trf1'.:1e.~a'tioh:,Sh,i ps!J:'hiC'!;'.tli~·c li~lil~ gu~ '(.:C~ ~, curato~ who ~splaj
0 
j\fricaii'ait . ,: na'.11e, ?he ·~rob )em: of i den tit' yi ng :ii_.1:,_; B~use· .the .Rdyal Academy. exhibi- · . . 

f· . ri;i:@~-:_:$ad<lressed: 1Tne bulge.•of Afnca ,was ·:.,.Ngenerally.fall back;on farruhar.methods artists is acknowledged, but even the "•A: t1on, itself served, to underwrite the 
,i_ ;- ·ijt~~lll~.'cifvidcd~,llttittfdinally; into>.:.~este'rnj·~,! of (epresentation•.>'.This :foave's ~little .,L .. label -'Artist, Unknown' , that h'as·~been ,~;1;widely ·ac~ep(et(_idea.,o( an· ancient '·~_._ 
>'; ' "f ,4\l\i!~ ~a~~ll-~ ~ ~h~ ,~~t/ S~C!: a_iid ,.'.?;':~cof e , for de:,el.op_in~ ~Cw ,Strll~egie~ h' favOure~ of late· w8s . ncit , ~sed;,~nd, i:,,,Africa~ · Mt• ·Yariec1 iil diff~rent areas, 
. /~:,f#. rsavan1ra1rhandf.:t1Nhrther11£ }/Africa~::-· 't·which .break.-w1thtg1ven:parad1gms. _ _. "'"appellations assignedron~the 1basis of ts:· : but t,l fundamentally ; eternal . and 

~~~i· /~~~ouigh"~~~ w_as:,.s~gge~ted~-~~f~~· P~·' ;;;~Inv~_ably they ,.are ':-caught: in _a -.dilem~ '.".·. style, such as the .'Buli Master\ which ~ ,~.:unchanging;• untainte~ by coniempo-
. . lii!.t:j'~ ~ .. ":-(',.1'~'9: 'j~-Jtnl..'>'fWii;..~~;:.t . . ' • • . - • p . . ~ j , ' • • • . . • • ' ~ • .. ' • • • • • 

1~ ~ • . 1,,t~ <1t:·1.;···· ,,•• 1,,,·,·. -~-~i.ljr.";: . '
1 
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lWJ!E~!Pi ·Toinbi toured . BritO.iii is hosting th~ rri-~;£s;ectacular uonate ~~V01Ve~ent ·01 
Br1~m. m._.the _ ~arly . ?Os, . festival of AfriC<.in culture ever seen:..:... South African a_rt1sts of all 
Time · .. Out . magazine Af . . .·· .. . . shades and stripes. Apart 

.. described . the · epic Zulu and S~uth . . ricaf!, · art has bee~ QtVen · from patron Mandela and 
musical as -~-'the most by far the biggest platform. This ts not . Africa95 executive com-
patronised show" on stage: the only irony of Africa95, as JACOB mittee member Mandia_ 
it neatly summed up audi- DLAMINI reports from London · La~ga, hun~re~s of Sout~ 
ence reactions to. the heady African artists have been 
exotica of happy Africans lined up for the festival. . ·, ~~=~ qf~ their natural s-r a_77 / SI.· 9 5 . . . . . For a country that is evi-
. ·.· The same . win · not -- be . A_frican art. How do you' ... · .. Buf: while the debates dently . stil_l reeling from the effects of isolation and 
:· said about Africa 95, a evaluate the cultural con;.· continue, the proverbial the cultural boycott, South 

. nationwide season of the · tribution of the largest · show goes on. · Africa· has provided the 
i arts of Africa taking place continent in less than five Dance, music and photo- single largest component 
'.• in galleries, museums, the- months without treatirig graphic eve·nts have of participants~ These 
. atres, · cinemas,: universi.:. · Africa · as · _n~th~ng·. ·. more · attracted . a -,.. number · of include gumboot dancers, 
· tiesd and on BBC television thhan .ot

1
ne huge· .~?~~1?'~· .. ~ spectators ~ro~ A(ric~ and photographers, artist. Sa~ 

an radio. It is more than· t e t1 e su~gests . . · · .. . the black d1asp?~a, as w~ll .. Nhlengethwa, .. actor 
likely that when this The . f~tival · boasts a . as from .the Br1t~h pubhc ... ; Aridrew . Buckland, story.
£S.-mi1lion {R28,5-million) he~vywe~ght set ?f patrons . ·_. T!1e festival ha~ also. pro- . teller Gcina Mhlophe, au .. 

· extravaganza . finishes . its - 1nclud1ng President f'i~l- . v1ded most artists. with a thor Breyten Breytenbach 
five-month run in Decem- · son Mandela, Queen Ehza- much-needed platfo~m (qr .- . ·and TV talk show host Dali 

1 
. ber,' it ·will go down as the beth and former Senega- self-expression.· · .· .. · Tambo _ he of the "m _ 
_ most controversia.l specta~ . lese presiden~. Leopold Nigerian sculptor Soka:i ··uncle~Nelsi>n"· faffie. y 
·~le ever.puf_on ~play. ·· Senghor .. Butcr1ti~sayth~ .. Douglas-Camp .. ···· 1s .-.. :- :· ·· .·. ·~_ -:·:.:·.-·:,_.::·· .. · . . : .· 
. ·. · Organisers: ~ay the festi- inclusion: of the · African · · exhibiting .. massive·: and . : · .~: ~~e· fe~tiva~ ~as come at 
.yal.s~~ to put.t_he vibran- lea~ers is a "smokescreen" .. · myster~ol:J~ figu~es made of·; ... air qppo·~t~~e :-= .. tiJ?e for. 
cy · and innovation of Afri- , to hide the fact th~t most of .- = .. steel .: at ~. the :: Museum of" · ·_South Africa and ~ill hope
ca~ arts on ·c·entre stage in · · the· material on display is / ·:_ Mankind·· in ,: .London. She fully help the cultural com

. British institutions, there- · from . the . private . collec-·, : :- Jold.th¢-women~s magazirie . munity i_n. its~ efforts to re-
. by· helping·· to explode the: :· tions . ~f Europea_n~ ... · .. . ~·· :~ . . : . :-: ~~rr~;clai~~ :._ t~a.t . she . d~{ine its·Jn~ion and find 
:mY~~ an~ ste!e~types su~-- · .The · ~~ard~w1nn~ng· /·. wpu~fl-.n~t; have. been ab!e a n~w l~~J ~~t does not 
r~und1ng African culture.·. black British . newspaper; · ... \ to make those· sculptures 1n . begin. ~~th· the wofd ."pro
But · Africa95 _. has already .. The Weekly Journ~l~ ha~ ::, · he_r .. home country - be- . . t~e·. ro show that_)VC have 
sparked ·furious . debates been the most vociferous. in· :. cause she is a woman.· · ·more· .than· just · gumboot 
~.mong · _black· c.ultural. · its ~riti~ism of- 'Africa95, :_: : · "It',s like our language is :. dancers _an_d P J .~o~ers to 
·activis~ who want to know· going· so far as to ask tha~ . bei~g.· stunted · before . it's : offer, the organisers have 
w~y most of the organisers · . most of the African a rte- ..... ·spoken. So the more people·_.· also lin~d up ~ugh Mase
a~e white academics. · · facts languishing in EuroP:-°.'. ·.... talk;:_t~e. richer ·. everyone ·. kela;· Sibongile = Khumalo 
·. The season· . has also ean museums and galleries ·· . is,." she said.: · .·.-. _. ··: .. · and Lu<;ky ·· Dube·: to per
brought· to · the boil : the · · be retutned to their co~ri~ ~ , · ·. · .. Perhaps .the biggest iro- ·. form af ve~u:es ar9und the 
· debate about what is truly tries of ·origin~ . · · · . ·· · .... ·. ny of' all is the dispropor- ·country.···. .. .:. 
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Africa95, a huge festival of the continent's arts, opens in Britain next 
weekend. But, reports MAYA JAGGI, it already faces passionate criticism 

HE Dark ContincnL Africa labours on black 13r1Ush 11ewspa1,cr Tite Weekly Jow11at 
towards U1e new mlllennlum under Mll<e Phillips ru1ticipaled a "theme-park atmos· 
this curious misnomer, Its "darkness· phcrc· divorced from the conccn1s of contcm· 
often a mirror of ti,c Ignorance of U,c por.uy black artists. 
beholder. Mark Scaly of Autogr:iph, U,e Association of 

September 2 secs U1e launch In ·13ritaln of Black Photographers, cites a problem with fcs-
Africa95, a festival which hopes lo fill that void, tivals whose scope Is gcog,:aphlcal: "IL makes . 
~.11tung the vibrancy and lnnovation of African U1lngs difficult for artists and curators later; 
arts centre stage In l3rltish Institutions. Already, there's a tcndenty lo U1lnk' lt's been done." 
Africa Is flavour of U1e monU1 on television. and Others Insist Afrlca95 Is dlffercnl. Funded 
the British Film lnslltule (BF!) has opened predomlnanUybycorporatesponsorsand lndl· 
Screen Griots, a series of African classics, al U1e victual donors, along wlU1 British grants, It has, 
National Film Theatre. according to Its artistic director, Clementine 

June GlvannJ, head of the UFl's African and Dcllss, sought 'to Involve African artists raU1cr 
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African images: Above, Malian Seydou Keila's photograph from Big City: Artists from Africa, 
and (above left) a still from Ceddo, by Ousrnane Sernbene, part of the Screen Griols season 

South Africans at play in Britain 
Caribbean Unll, says one aim Is to "shift U1e than governments In tis planning - for cxan1- S0trl'H AFRICA Is represented at Afrlca95 crafts form part of a Metalcrq/t e.dllblUon. ,:1 ·. 
focus of popular tmdcrstancUng of what Africa pie, as eo-curators of the Whllcchapel show. by a variety of fine arts shows as well as At lhe Whltcchapcl'• contemporary show, the. 
ls-It's no! only disasters, famine and war, but Artists, not s~nply objects, wlll be flown In to theatre, mwilc and dance. . South African section, curated by David 
has a resilient. creative side", benefit from "cultural exchange". Nor, she adds, The Junction Theatre Company's Marabi, Koloane, Includes worka by Robert Hodgins, Pat 

In scope, IL rcjecls U1e mythological border docs fl pretend to be ·representative" of at least · directed by Malcolm Purkey, will play at Lon· MauUoa, Ezrom Legae and Sam Nhleagethwa. 
that spill lhe so-called Aral> north from "sub· 50 African countrles. don'• Stratford East Theatre, while Faustus In Worka by Johfuutca scgogela (ahlbltcd In Gra· 
Saharan" Africa. Spanning visual and perfonn- There are hopes that AfrlcaD5 - linked to Afrii:a Is scheduled (subject to confirmatlonl to hams town In July) also form part of Big City: 
Jng arts, cinema, music and literature, Afrlca95 workshops on lhJs continent, such as In Scne· run at the Dattersea Arb Centre In London In Artistsfrom.l\frica at the Serpentine Gallery In J 
alms. t,nvidcn conceptions beyond whatAdoley gal and Zimbabwe - ,viii build a long-term October. Gclna Mhlopc wUl be present, as wUl London. 
B!ng, the d.lrcctor of London's Africa Centre, momentum, opening U1e eyes not only of audl· Andrew.Buckland and Lionel Newton with Colin Richards and Pltlb.Ntull. of the Unlver-. 

·: .,Its U1e "masks and drumming" view of the cnces but of hllhcrlo. blinkered curators, Mouthpiere. slty of the Witwatersrand, have curated 
continent's art. venues, film distributors. CaU1crlnc Lampert, Lucky Dube Is set to pcrfom alongside World Siyawela, which runs from October 21 at the · · 

Its centrepiece ls a synoptic Royal Academy the Whltcchapel's director, says: "111e quality of Music greats Youssou n'Dour and Sall( Kclta at Dlnnlngham Art Gallery. The show featurea the 
exhibition of classical African art. from 1,6-mll· art Is so strong. It'll be a natural slcp for lnvila· a gala concert In London on September 22. . work of about 30 artists, Including Penny Slopll., 
lion BC to the tum of the century. A com pie· lions to follow." Southern Sotho snulf-boxcs, Ngunl headrests,; . Norla Mabasa and Jackaon IDungwane. . " 
mentary exhibition of modem African art w1JI be · Among tts fiercest critics arc those who see It Tsonga carvings and rock paintings arc among On the Road. curated by Unda Glvon at' the' · · 
shown at the Whllechapel Gallery In London. as a token gesture by a racist UrlUsh art eslab· the artefacts on loan from South African gal, Delfina Studio Trust Gallery In London, conalsta, . 

Visual art from the continent has enjoyed a llshmenL There Is suspicion that galleries .are !cries and museums to the Royal Academy of worka by arUsta from four Southern African 
surge of market Interest In Britain In recent filnglng open a door to Africa whllc black British show, Africa: Art of a Continent. Textiles, . countries, centred around the studio rcslden-· 
years, but Western taste has homed In on work artists have a hard time getting a foot In. Including bcadwork; .wlll be on view at the Dar- clcs of South African arUsta Penny Slopla, Pat ; 
spuriously labelled "tribal" or "prim!Uve·, dls· While .the Royal Academy al>surdly touts Its blcon Gallery, while wire bas~ets and other Mautloa, WIWellcstcrandNorman Catherine. 
missing any but the "sclf·lrained" arUst as show- ullimateJy tl1e vision of a slnglc collcc· ••••••••••••••••••• •••••••••• ••••••••••• ••••••••••• ••••••••• •••••••• ••••••••••••••••••••••••••• 
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.Africa95 will surprise them," she says. an unle.µnt lesson from the 1982 l'cstival of thcc!Jaspora arequesUoned when U1cy lay legit· them. Accordlng to Scaly: "You can't Just sland 

Yet the season, many years In the making, India: British Asian artlsls were d1ivcn lo slag· !male claim lo an African heritage," he says. outside with your Ost In the air." 
has provoked passionate criticism - not least Ing an "allcmaUve· show, · "Even If the focus Is the continent, Its art WhalAfrlca95 cannot do Is dlctalc. lls small 
among some of the African and black BriUsh The Initial plan for Afrlca95 was to confine Impinges at polnls on the diaspora.• core of co-ordlnalors may advise, but venues , 
advisers recrullcd by an lntUal core of white British. arUsls, Jllm·rtiakers and Wlilcrs largely \Vhlle not all Caribbean or black Urlllsh each secure U1elr own fw1ding and, as Sealy 

,,.,. enthusiasts. lo talks and "dlalogucs". In the reasoning of Sir artisls would choose lo have their work viewed points.out: "You only have control If you're com- . 
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You should remember that the wmne - ree8 uy ,vu P"'~'""· 
gland would fit into the Kruger 
nal Park. 

Han"}~ Bosfontein 

vibrate and no sound but a sort ot 
Dear Robert, ,vhistling gasp emerges from the little 
Clearly you know a lot about dogs. Is fluffy bastard's throat. · · 

• 
there any reliable way in which dogs can Several ends are hereby met: The 
be persuaded not to yap and bark? We neighbours get · some peace, the dog ROBERT KlRB 

Dear Harry, 
have neighbours who own and adore two thinks it is barking and the owners go ape 

Dear Robert, 
' ' 

The South African Postal Services 
have Jong been aware of this problem. 
This is why they use road transport to 
move the mail around this enormous 

small, white, fluffy monsters which I trying to work out what has happened. 
would happily drown if I got the chance. Everyone ends up happy which is the Never n1ind "paradigm' 

Mad Jill - Parkhurst ,vay things should be. 

~\~Mj lvtJ.£r~--,~-~1-- ~ -c --~- lob 

fication" and "liometrics" ru 

STORY: WALDEMAR JANUSCZAK · . ( ·· ·. · .. _: :_~ IS- Olt-qs- . }..~ ~W\, 
Africa95 seen as most t 

Controversy about African art continues in London. Some see the hand of neo-colonial 
it; another view is that the sophistication of African art raises questions about 1vestern 

L
ondon is holding one of its great
est exhibitions in a decade, an ex
traordinary window into Africa's 

treasures. 
It . is an array of chronologically 

astounding, heart-stoppingly beautiful, 
relentlessly interesting masterpieces, as 
thrilling a parade of great art as you are 
likely to encounter in London this 
decade. But since its arrival on our 
autumnal shores has been preceded by an 
unpleasant summer brouhaha, it is 
incumbent upon this piece - and any 
piece about the African art exhibition at 
the Royal Academy - to come quickly to 
the bad news, which is that this show has 
wandered into an ethical quagmire. The 
question being asked in several important 
quarters is not "Is it any good?" but 
"Should it be happening?" 

So, is it indeed an act of post-colonial 
coarseness to attempt to cover the artistic 
output of an entire continent in 10 rooms? 
Would anyone try to reflect the artistic 
output of Europe in one such display? 
Can any conclusions reached in such cir
cumstances be of lasting value? No, no, 
yes, are the answers to the above. This is 
not a display that aims at any sort of com
prehensiveness that I can discern. It is a 
selection that challenges an assortment of 
entrenched 1vestern preconceptions 
about African art. 

Archaeology in Africa is still in its 
very early stages - there are fragments of 
wall painting here that can be dated no 
more precisely than to the nearest 5 000 
years - but even on this irresolute evi
dence it is clear that we have been n1isled 
mightily in the past about the art of the 
continent. In particular, ,ve have com
pletely underestimated the sophistication 
of various African civilisations. At the 
same time, we have overemphasised the 
tribal, the bellicose, the exotic. Basically, 
we are pig-ignorant about African art. 

Who, for instance, would have 
believed that the so-called Lydenburg 
head is an object from the 10th century or 
earlier? Three hundred or more years 
before Henry III began building Westmin
ster Abbey, an artist in ancient South 
Africa was modelling the face of regal 
dignity in glowing terracotta. The certain
ty of expression boasted by the Lyden-

burg head unites it in one direction with 
the gorgeously calm art of ancient Egypt 
and in the other with the work produced 
this century by the mask carvers of the 
Ivory Coast. It is as if African art never 
had the equivalent of Europe's Dark 
Ages, never experienced a crisis of 
knowledge, never needed a Renaissance. 
Nothing in this display is concerned with 
personal neurosis. Everything on display 
is bigger than that. 

There is a unity of purpose that has no 
European parallel. The Lydenburg head 
makes European 10th-century art, our 
manuscripts, hairpins and jewel boxes, 
look fussy, trinkety and small. Even then, 
we were a continent of shopkeepers. 

More problematically, there has been 
controversy over the provenance of sev
eral of the exhibits in the show. At some 
point in their history many were obvious
ly stolen, and sold abroad. Others were 
looted by the colonial powers themselves. 

We are right to worry about dodgy 
provenances. Where we are ·wrong is in 
pointing a finger at this particular display, 
which seems to have taken as much care 
as is reasonably possible to remain pure 
of heart as it picked its way through the 
forest .of disinformation, the conmen, 
spivs, cheats and thieves who operate in 
the modem market for African art. Yet the 
British Museum has somehow found the 
cheek to threaten to withdraw its loans 
from this show unless the Royal Acade
my removed from display some Djenne 
terracotta figures that were discovered in 
Mali 20 years ago and which have begun 
appearing on the European art market. 

If the British Museum is to begin 
insisting upon absolute perfection of 
provenance then it might as well begin 
emptying itself today. The Elgin marbles 
are the most precious of ail Greek posses
sions; but they are not allowed to be in 
Greece. The Benin bronzes are a royal 
Nigerian birthright. In that British Muse
um annex, laughably entitled the Muse
um of Mankind (which should be called 
the "museum of colonisation"), there are 
millions of neglected artefacts acquired 
from all comers of the globe, especially 
Africa, the artistic dowries of hundreds 
of nations, the equivalent of our crown 
jewels. - London Sunday Times 

- -- -----

An early 20th-century headdress fro111 the Ivory Coast is dis7 
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about dogs. ls 
1y · ch dogs can 
> ya d bfrk? We 
o own and adore two 
, m~nsters which I 
,n if I got the chance. 
,urst 

fluffy bastard's throat. 
Several ends are hereby met: The 

neighbours get · some peace, the dog 
thinks it is barking and the owners go ape 
trying to work out what has happened. 

Everyone ends up happy which is the 
way things should be. 

as most t 

ROBERT KIRBY 

Dear Robert, 
Never mind "paradigm" and "massi

fication" and "liometrics" and all the rest 

ut African art continues in London. Some see the hand of neo-colonialisn1 behind 
5 that the sophistication of African art raises questions about 1vestern achievement 
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Dear Roo, 
You have found a passionate fellow

sufferer. I think "hopefully" has been like 
hakea in the fynbos. It ranks as the single 
most invasive shn1b in the English Ian-
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Josef Albers, Tmts, woodcut (14x19-3/8 in.), 1933. 

Last winter, Brooke Alexander Editions mount
ed an exhibition of prints by three artists who 
seemed an unlikely trio: Josef Albers, Naum 
Gabo, andJackson Pollock.Josef Albers, rigid 
geometrist, alongside the surreal expressionism 
of Pollock? Yet, on viewing, the affinities were 
in places quite striking; Albers' prints seemed 
justly poised between the tectonic curves of 
Gabo and Pollock's intuitive S\,,erves. Most of 
the :\lbers were little-known works he made 
during ·the '30s and '40s, while he was teach
ing at Bl~ck Mountain College in North Car
olina. Curvilinear and whimsical, e\'ocatively 
titled, the prints seemed quite uncharacteris
tic of the master of the straight and narrow. Yet, 
throughout the '30s and '40s, before Albers 
had settled on his trademark "nested squares," 
he demonstrated a surprising openness to for
mal experimentation. There were always lim
its, of course, but the twists and turns of his print
making demonstrate a recepti\'ity to trends like 
mrrealist biomorphism and the playful nuances 
:>f some of his more carefree contemporaries. 

Albers made prints before joining the 
Bauhaus in 1919, where he was first a student 
rncl then journeyman and master, ceased for 
1e,rl\' the duration of his tenure, and resumed 
)n ly in 1933, after the school moved from 
Dcs"au to Berlin, where the Nazis finally forced 
ts closure that same year. His prints from the 
:ecn<;. cubo-expressionistic works influenced 
)) C(-:ranne and Picasso, are representational, 
m approach he abandoned as soon as he 
trrin·d at the Bauhaus. Although he made no 
)rinL<; during his decade and a half there, Albers 
·ull~· formulated the artistic and pedagogical 
:onn:rns that would absorb him for the rest of 
1is career, in all its many facets. Among other 
lu tic,, he directed the glass workshop, where 
1(· produced purely abstract "paintings" in 
andblasted flashed glass. 1 In this medium he 
>ega11 to explore his distinctive perceptual puz
le<.. His return to printmaking came during a 
>eriod of great uncertain cy for himself and his 
1ifr. Anneliese Fleischmann, a master wea\'er 
.t the Bauhaus. As Bauhaus teachers, both were 

2~ 

· threat; moreo\'er, Anni was of Jewish 
,,·as Anni's mother's family, Ullstein, 

.. 

Sea, woodcut (14xl 7-5/8 in.), 1933. 

who in 1933 printed Albers' five linocuts and 
eight woodcuts, as we11 as one cork relief print, 
in editions of 15 to 25. 

Albers' 1933 compositions present a conti
nuity with his earlier Bauhaus work; Tents, for 
example, draws upon the figure/ground rela
tions he pre,·iously explored in flashed glass. A 
mysterious a11oYer design is created by inter
locking passages of jutting triangles and quadri
laterals, in solid or striped black and white. 
The stripes act both as flat, lively decoration and 
orthogonals receding into space; likewise, the 
solid shapes exist both on the surface and illu
sionistica11y, as sharply inflated, dynamic vol
umes. Such were the effects in Albers' preced
ing geometric glass paintings, although Tents 
presents a greater versatility of forms. Howev
er unwieldy a woodcut might be, compared to 
sandblasting it must off er relative flexibility. 
The woodcut Sea is kindred spirit to the 1931 
In the lr\~ter, a glass painting; both present hor
izontal striations within an undulating design. 
But, by comparison, the striations of Sea are 
more freewheeling. In 1973, Albers described 
the technique he used for Sea: 

The curve, which was incised with a razor blade 
imo a very hard wood veneer (glued on top of a 
soft linoplate), remained invisible until a chisel 
lifted horizontal strips of woodgrain, alternat
ingly lefl and right along the curve. The result
ing effect of this trcaunent led to its title, Sea.2 

\\'hile Albers may have returned to printmaking, 
in part, out of material exigency, the medium 
presented new possibilities for his formal 
concerns. ' 

It is a testimony to Albers' workmanlike spir
it that there was no break in print production 
between his last months in Bedin and his first 
in America. In fa111933,Josef and Anni .Albers 
received an invitation to teach at the fledgling 
Black Mountain Co11ege in ~orth Carolina. 
The co11ege needed art instructors; the Albers 
came on the recommendation of Philip John
son, director of MOMA's architecture depart
ment, who had met Josef a few years pre\'ious
ly. Despite the fact that Albers knew no English, 
he quickly accepted the offer. During 1934, 

·----------- 1 

while he became accustomed to his new home, 
Albers produced another ten prints-four 
linocuts and six woodcuts, very similar to those 
of the previous year-in editions of 12 to 25. 
No formal records exist testifying to the actu
al production of these prin ts--where they were 
editioned, or by whom, although years after, 
Albers scribbled in a notebook that they were 
editioned at Biltmore Press, a sma)) operation 
in Ashe\'ille, North Carolina.' His Bauhaus pre
occupations are still e,ident in the 1934 prints-
and no wonder, given he was in the process of 
translating his sophisticated pedagogy from 
one progressive school to another. He still had 
the Bauhaus very much in mind. 

For example, Albers had begun experi
menting with typography in Dessau in 1926; this 
interest surfaces in the 1934 print i, which 
shows a dynamic letter "i" zigzagging against an 
irregularly striped field, the oblong dot over the 
"i" hopping up as if to indent the border above. 
One wonders if Albers' choice of this particu
lar letter had any subliminal impetus-<>r even 
a consciously wry urge to self-portraiture. The 
first-person pronoun in English is "I," in Ger
man "ich "; Albers retains the lower-case in a let
ter that is, in English, also a whole word, a 
whole identity. And the dynamism of the com
position-indeed, the vivacity of many of the 
prints from 1934-might be linked to the imig
orating new world to which he had come, and 
where he was, by all accounts, extremely happy 
for the first few years.4 

Albers continued to make prints in spurts for 
the next 16 years, at Black Mountain itself or 
during visits elsewhere. After the 1933-34 prints, 
the next he produced were a series of four lith
ographs (A.lpha, Beta, Gamma, Delta), made dur
ing a trip to Mexico in 1939; he fo)]owed these 
v,ith five drypoint etchings in 1940 (perhaps also 
done in Mexico; in a notebook, Albers writes 
that he made "3 drypoints" in Mexico City, 
maybe some of this group); and, in 1942, se,·en 
drypoints, as we)] as a series of eight zinc lith
ographs ( Graphic Tectonics, drawn at Harvard in 
1941 and editioned in 1942 by Reinhard Schu
mann).~ In 1944 he published seven woodcuts 
at Biltmore Press,6 as wen as one linocut and two 
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Opposite, linocut (14x20 in.), 1933. 

cork reliefs. Finally, in 1946-48, Albers created 
his Multiplexwoodcuts: the first in Ashe,·iJle in 
1946, an edition of 25 simply titled Multipl.ex, 
oh .. •hich he destroyed all but five; the second, 
Multiplex A, which he did in Mexico in 1947;7 

and the rest, Multiplex B, C, and D, which he 
printed at Biltmore Press in editions of 30. A 
separate woodcut edition, High Up, was com
pleted the same year. 

Black ~ountain scholar Mary Emma Harris 
reports that there was a printshop at the colJege, 
but that it was used mainly to produce pamph
lets and other typeset documents for Black 
Mountain programs, and that Albers ne\'er 
made his prints there. !'\or, she says, did he 
teach printmaking as such, something that 
Ruth Asawa, a student from 1946-49, confirms. 
He did, however, cut his blocks himself, accord
ing to Asawa, to whom he gave a gift of a 
"masonite plate" with "two connected kjdney 
shapes" (perhaps the 1944 cork relief, l nv<>
lute? ), and to Lorrie Goulet, who assisted Albers 
in his studio. Goulet remembers the blocks 
lying about his studio and is certain he cut 
them there, but she believes that to print the 
editions he went into Ashe,iHe. Eva Schumann, 
Reinhard Schumann's widow, asserts the lith
ographic Graphic Tectonics were printed at Black 
Mountain, where there was at that time, accord
ing to her, a handpress. She vividly recalJs vis
iting Black ~fountain College during 1942 (the 
Eden Lake buildings were still under con
struction) when her husband brought his plates 
to work with Albers. Reinhard was an emigre 
from Munich, Germany, where his father ovmed 
a commercial lithography company in which he 
had trained. According to Eva Schumann, her 
husband was the only person in :"-:orth Caroli
na capable of making hand press lithographs. 
Albers would watch Schumann, who was given 
complete freedom; they sometimes communi
cated in English and sometimes in German.8 

Albers was pleased enough , .. ith the prints he 
made in 1933-34 to give them as gifts to friends, 
and noted who got what, up until 1942, in a 
notebook preserYed at the Albers Foundation. 
Paul Klee and Jean Arp received the most gen
erous gif ts-13 went to Klee and ten to Arp 

~ Jinocut (13-7/8xl5 in.), 1934. Courtesy Josef Albers Foundation, Orange. 

(although he did not send Arp the most Arp
like of the prints, Opposite!); Herbert Bayer 
received one, unspecified, and \Vassily Kandin
sky four-Sea and Encircled in 1933, Aquarium 
and Segments in 1934. Some American friends, 
as well, are noted as receiving prints-the artist 
·werner Drewes, who was given Eastward, Philip 
Johnson, and Thornton Wilder, whom he met 
at Black Mountain in 1934.Johnson and Wilder 
each received Sea, a print that evidently very 
much satisfied Albers. Among other recipients 
of 1933-34 prints were Walter Gropius, "Rogo 
Hirsh" (artist Stefan Hirsch and wife Elsa 
Rogo?), and colleagues Ted Dreier and John 
Andrew Rice. According to Ruth Asawa, Albers 
continued giving "black and white prints" as 
Christmas gifts late into the '40s. 

Kandinsky liked the prints enough to write 
a catalogue essay for Galleria de) Milione in 
l\filan, which exhibited 24 of them with other 
prints by Luigi Veronesi from December 23, 
1934, to January 10, 1935. This exhibition may 
account for the fact that Albers translated his 
1934 titles into Italian in his notebook, as well 
as into English, German, and Spanish (Albers 
lm·ed Mexico and considered moving there in 
the '30s).9 In his essay, Kandinsky concluded, 

Galleria del Milione offers to the Italian public for 
the first tim'e the woodcuts of Josef Albers and, 
observing these bcautif ul sheets, one .,.,;11 be bound 
to agree with all my affirmations, because in them 
are clearly reflected all of Albers' qualities: artis
tic inventiveness, clear and convincing composi
tion , simple but effective means; and above all, a 
perfect technique. 10 

Crisp figure / ground relations, efficient drafts
manship, and a knowing exploitation of mate
rials are marshaled to create an inexuicable rela
tionship between a craftsman's perfectionism 
and an artist's content, the latter based on the 
potential of abstraction, as Albers saw it, to 
deliver more than it promises. 
· The prints of 1933-34 demonstrate a .. dis

crepancy between physical fact and psychic 
effect, .. a paradoxica11y seamless rupture where 
Albers locates the origin of art. In 1935, he wrote, 

\-\'e should study and learn in all fields of art...what 
is tectonic and what decorative, structure and 

texture; or, mechanical form and organic form and 
when they are opposite, overlapping. or congru
ous; and what results from parallelism and inter
penetration, enlarging and diminution-that 
after such-or-other cross-sections we may see the 
proportion between eff on and effect. 11 

Such an exercise could be fruitfully applied to 
his 1933 linocut Opposite. Two cunaceous, 
"organic" forms, like abstract reclining oda
lisques, are displayed in roughly rectangular 
grounds set within a black field. The figures 
neatly balance each other in weight and com
position. Their looping design at first seems dec
orati\'e, an effect enhanced by two "flaps" of 
black along the border, sober flourishes. 
Because of the greater proportion of white in 
the left part of the bottom figure, it at first 
appears to be the exact opposite of its mate, or 
to be a front view of the top figure, which seems 
to have its back turned. All this formal intrigue 
is the excess of extremely efficient composi
tional means. Years later, Albers wrote, 

Onlr t.he art.ist, the poet, is not forbidde-n such leg
erdemain, because it is his concern ... to deal with 
t.he discrepancy between physical fact and psy
chic effect. Thus he is expected to cheat us, but 
in a positive way, 10 our advantage. And so, only 
the artist is selling more than we pay for. This leads 
us to see that we, that men, carry Janus heads "ith 
a front and a back face looking in two opposite 
directions. •t 

Albers in 1933 was already quite adept at "cheat
ing" the viewer in order to turn looking into a 
profitable experience. Already he was formu
lating his principle that, in art, "1 + 1 = 3." 

Albers was never exactly a cutup, but his 
statements and lectures contain amusing, whim
sical tidbits. One can only imagine the impres
sion he made in 1935 when, in giving a speech 
in Ashe\ille,1~ he drew an analogy between the 
abstract properties oflanguage and those of art 
by reciting nonsense ditties from English, 
French, and German sources, no doubt iin a very 
thick accent. Hugo Ball he was not, but the 
thought of Albers repeating "Fully la fulla la" 
or .. Hei didel Hei didel" to a roomful oflisteners 
conveys a slightly Dada fla,'or. Similarly, in many 
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prinLS from the '30s and '40s made at Black 
Mountain, where he stayed until lea\'ing for 
'.\'ew )Ork and then YaJe in 1949, Albers presents 
a more whimsical side of his artmaking, some
thing looser, more liberated, than lhe rigor 
usually associated with him. In a 1968 disser
tation from l\T\U, Irving Finkelstein \\Tote, .. Cer
tain of Albers' last works executed in Berlin and 
a number of his earliest American creations 
display a playfulness in some cases even marked 
by quite humorous associations. "1

" Finkelstein 
observed this pla)fulness in such prints as Aquar
ium and £kphant of 1933, comparing them to 
works by Mir6, Paul K.Jee (with whom Albers 
taught at the Bauhaus and remained a good 
friend), and Alexander Calder, with whom 
A.lbers was also in much in the '30s. As late as 
1942, in a series of drypoint etchings, Albers was 
still showing this pla)ful streak. These prints of 
the '30s and '40s are the last works in which 
A.Jbers would extensively use curved lines. Per
haps deYeloping out of his la1e Bauhaus series 
of 'Treble-Cler paintings, these curves might, 
on the one hand , be interpreted as funda
mentally tectonic, as basic 10 "building" a form 
as any straight line. But their effect is more 
serendipitous in works like Rondo ( 1942), where 
curved lines at least Jn·etend to be without a tec-
10111c care. 

During his years at Black ~fountain , AJbers' 
paint.ings and collages show a simi lar freedom 
of conception; he worked loose ly in groups (in 
the la 1e ' 30s with pairs o f irregular vertical 
forms in eYer changing colors; in the early '40s 
,\'ith collages of lea,·es on geometric, colored 
grounds. etc.), though not with the more nar
row seriality of \.'l1riants, begun in the late '40s, 
or, of course, his Homagrs to the Square, begun 
1950. From 1935 to 1940, Albers produced 
somewhat moody, impressionist.ic abstractions 
(Dudes of] 935, or Evening (An !rnpmuisation)). 
One of these, Almost Four (Color Etudr), is play
fully "incomplete," as itS title suggesl.S: tl1ree pink 
double-looped forms decrease in size to a fourth 
form that is only one loop; the ground is a 
roughly brushed square \\ith no dist.incl outline. 
Between the paintings and lhe prints tht're is 
liule explicit connection. His paintings are 
more particularly concerned with exploring 
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color balances than linear relationships. 1
l His 

extant drawings, too, are rarely related to the 
prints. In 1936, he executed a series of simple, 
delicate line drawings of geometric form that 
Nicholas Fox Weber has related to Paul Klee ·s 
Model/s of 1931. 16 They look forward, al least in 
spirit, to the opt.ical pu7.Zles of hi s late '40s Mul
r;plex series, but were certainly not preparato
ry for it. However, one series of drawings used 
in prints survives: the Graphic Tectonics. These 
are also the only other group of finished draw
ings extant from his Black Mountain years , 
aside from a few preparatory sketches done 
for oil paintings. 

In his book on Black Moun ta.in College, Mar
tin Duberman describes a masquerade of sur
realist theme thro\\11 there in 1944. Albers, who 
had been teaching at Black Mmmtain for a decade, 
showed up in a weirdly understated costume: 

Albe~ chose.- a surrealistic design for himself that 
\\"dS a ma.stc111iece of subLlery, and in perfect taste. 
He wore an ordinary, but superb!)' pressed salt
and-pcppe r tweed sui t, and in his eyes put two 
paper cones. truncated to allov.· vision; I.he con
tras! between the ahog('t..her normal sui1 and the 
s1rang(' monocles crealcd a de<:ply disturbing 
cffcct. 11 

Albers was not Black ;\1ouni.ain's most pennis
si,·e faculty member; when he saw some of Lhe 
outrageous getups-one woman came bare
breasted and another as a sheaf of wheat 
labeled, MREAP ;\1£--he left in a huff. (Ten
sions were high anyway at Black Mountain in 
1944.} But his costl1me made a deep impression 
on those recalling it later, and presents a handy 
metaphor for prints he made during his ye:1rs 
at Black ~1oumain. Rondo might almost be mis
taken for a work by Louise Bourgeois. A single 
line, meande1ing through curlicues and spirn.ls, 
traces the contours of anthropomorphic figures. 
\"11ether he t.itled it before or after the fact, the 
dancelike association is indisputable. In fact, it 
recal1s a representational lithograph from 1916, 
Dancing Pair. 1

~ But the differences are signifi
cant. Like the limits imposed by the tweed suit 
of A.lbers· -surrealist- getup, nothing is out of 
control in Rondo. The line pla)fully n,·ists and 
turns, but challenges the , ·iewer to find its 
beginning and end, iL<; mazelike starting and fin-

' , ....... •; ... 
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ishing points. A problem is set up and solved
how to force a single line to create myriad 
forms. In his surrealist costume, Albers attempt
ed maximum effect from minimum effort; so, 
too, in this print, his formal means were quite 
simple, but wielded to profound effect. 

The cunilinear designs of many of the prints 
done in the '30s and early "40s, however abstract, 
seem automatically more allusive than those that 
are more angular. And who can help, in works 
like Homeward. Elephant, or A1atrrnity, making 
associations begged for in t.itles? The 1940 dry
point Eh-De \,-as named for Eddie Dreier, the 
child of good friends at Black Mountain, and 
one can almost imagine a toddler unsteadily fol
Jm,ing the looping contours ofits illogical path. 
Albers only titled his works after completing 
them and sometimes even invited others to do 
so-this in order to a,·oid proceeding with 
assumptions formed outside the work iu;elf. 
But, as George Heard Hamilton wrote about 
Albers in 1956, MEven a title which has been dis
covered Ja1er or by someone other than the artist 
exists in a relation to the painting as an inde
pendent but contingent factor. "19 As we haYe 
seen, the woodcut Sea, done two years after the 
glass In the Water, is formally related to the ear
lier work; :\.lbers chose to give it a title that 
simi larly alludes to water. In 1944, AJbers exe
cuted yet another woodcut, .i\bove the Water, 
that, again, presents an undulating woodgrain 
highly suggest.ivc of waves. But he is hardly con
sistent. Asiatic, another 1944 woodcut, is very 
similar to Above the \\Gter, and carries a much 
more neutral t.itlc. And the suggestively titled 
Mnternity, a drypoin1 made in l 942, is vny sim
ilar to Studies for "Proto-Form B" (l 938). paint
ings "·hose titles conjure a noncommital bio
morphism. ~onetheless, without going so far 
as to suggest Albers was too deeply steeped in 
representation to jettison it entirely, it seems not 
entirely inappropriate to seek a11usi,·e proper
ties in manr prints of the '30s and '40s. 

Sometimes the inevitable associations drawn 
by an historians, whom he mistrusted, rankled 
the artist. In 1973.Jo Miller \\TOie 1hat Albers 
1old her that the two large and four smalle r 
loops of Circle (1933} showed his parents and 
their four children.!<• Albers heatedly denied 
e\·er ha,·ing said 1his and requested changes in 
the gallers, writing, "'this paragraph misleading. 
The visual illusions [sic] to people etc. came 
later-after the prints were completed," and, 
in red, ··fa\se."":1 1 "When the changes were 1101 
made, he lhreatened a lawsuit. He ,·eq• much 
resented biographical interpretations of his 
\\'Ork. In fact, Jo Miller was inaccurate i11 at 
least one other inst.a.nee: she wrote that since 
the 1940 drrpoints MA.1bers has not curved a 
line.~ Such 1944 prints as AdaptPd B, which 
looks like three microorganisms wriggling across 
the woodgrain, or lnuolute, with its kidneylike 
disposition, prove othen,ise. "~o!" \\Tote Albers 
in the proofs, "some cun•es in 1944 & 1942. see 

(L,.ft) Jo,efAlbecs. Dano,,g Pair, lithograph ( 11-1 / Bx 15-
3/ 4 in.}, Hll6. Unknmm. Photo courtesrJoscf Albers 
Foundation. (Right} Josef Albers, Rondo, df)point (l l
l / 4x8-3/ 4 in.}, 1942. Courtesy Josef Albers Founda
tion , Orange. 
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Josef Albers, To j\,fonli! Alban, zinc lithograph (24x19 
in .) , 1942. Courtesy Josef Albers Foundation, Orange. 

'Velocidad,' etc." The error was not corrected 
before the book went to press. 

All this is not to say 1hat Albers avoided par
allel lines throughout the '30s and '40s. The lith
ographs in his 1941-42 Graphic Trctonics series 
are, in contrast to the more delicate, curYilin
ear prints. monumental in concept. To Monte 
Alban, for example, with its simple lines of dual 
width bent only at right angles, is characteris
tic of the series as a whole. An initial impres
sion of flatness gh·es way to illusions of dra
matic projection and depth. The tiny signa
ture seems dwarfed by the architectural force 
of the image, which, in its nested rectangles, 
presages the compositions of A.lbers' Homages 
to tht Square. And his white-on-black Multiplex 
"·oodcuts of 1946-48, with their complex games 
of directional hide-and-seek, similarly look to 
the future, when the angle would defini1ively 
triumph over the curve. 

'1This article owes much lo the efforts of Brenda 
Oanilowiu and Kell)' Feeney at lhejosef Albers Foun
dation in Orange, Connecticut. Danilowiu is cur
rently compiling a catalogue raisonne of Josef Alben" 
pdnlS. Thanks also to Carolina NilSch:Jones at Brooke 
Alexander Editions. 

'An exhibition that includes lhe glass pain lings can 
be seen al the Solomon R. Guggenheim Museum to 
September 17. 
~Formulation: Articul.ation. Kunsthaus Zurich. 19iS, 
1:7. This is a brochure accompan~ing I.he exhibition 
of the two portfolios in January-February 1973. See 
also '.\'icholas fox Weber, MThe Artist as Alchc:mis1," 
in j oJef Albers: A Rrtrosprr.lit1t, Guggenheim Museum, 
'.':cw York. 1988. p. 31 . 

'Weber says I.hat prints made in 1934 in :--forth Car
olina were produced in Ashe,ille, though he does 
not mention the Biltmore Press; ibid., p. 32. Albers' 
notebook is at the Albers Foundation in Orange, Con
necticut. \-\'hen shown reproductions of 1he prints 
Albers s."lid were made at Bilunore. Sob Williams, the 
currenl direc1or of the press. said that they looked 
more like studio prints from a hand press than prinlS 
made at Biltmore. Williams is the son oflhe man in 

charge of Biltmore when Albers was at Black Moun
tain, and himself ne\'er met Albers; he also searched 
old ledgers al Biltmore, but was unable 10 turn up 
additional information on Albers' work al Biltmore. 
Phone con\'ersation, May 2, 1995. 

•for example, letter from Anni Albers, 1934; Albers 
Foundation. 

~For a printed reference 10 Reinhard Schumann, see 
J o Miller, Jo:itf .-\lbm: Prints, J9J,-19i0, Brooklyn 
Museum, 1973, p. 13, who states that the prints were 
done in Hickory, North Carolina, where Schumann 
lived. The Brookl}n Museum catalogue was one in 
a series on prints published h)· the museum; it resem
bles an exhibition catalogue, with a checklist. but 
there was evidently never an exhibition . Prior 10 
the forthcoming catalogue raisonnC, it is the most 
complete sur\'C}' of Albers' prinlS, with 22 from 1he 
'30s and '40s illustrated. The eight Graphir Tulonics 
are Asunsion, lntnim, /nl roitus, Prrfalio • .Sanctuary, 
Srchision, SJ,rint. and To Mon Ir Allxm. A ninth print, 
C.0.0rdina4 was for some reason not editioned with 
the olhcrsdcspite its ob,ious connection 10 the rest 
of the series. There are on ly two known survi\'i ng 
examples of Ck0rdina4 wh ich was Hrs! rcproducc:d 
in the Brooidp1 Museum catalogue. Graphic Tecton
ics is, therefore, sometimes rcfern·d to as a sc:ries of 
nine. including Co-Ordinat. sec, for example, Webe1·, 
ThtDrawinf;l of]osrf.4.llxn. New Ha,·en, 1984. p. 40. 

"In her essay, Jo Miller rc:ports that in 1944 Albc:rs 
often used "a bookbinder's bone to incise his lines 
10 get a softer v.·hite edge," p. 9. In the proofing gal
leys for ;\1iller's essay, Albers inserted his own, hand· 
written no1a1ion: "instead of cutting them." The 
notated galleys are at the A.lbcrs Foundation. Bilt
more is the press cited in the Brooklyn ~.fuscum 
catalogue, p. 14, and this fact was not. like others in 
the catalogue, dispmed by Albers. :\ccording to 
Eunice Hord Allen. hO\\"CYer, who worked ;~t Biltmore 
Press from 1938 to 1973, the only jobs done by Bih
morc for Black ~toun1ain College were large print· 
ingjobs like c:u .. 1.logues and brochures. She docs not 
remember Albers cditioning at Biltmore. Phone 
con\"ersation. April 25. 1995. 

~his is the print Jor which he recci\'ed the Purchase 
Award at the Third In1ernational Prinl Exhibition 
at the Brooklyn ~fos-eum in 1949. 

' Phone conYc:rsa1ions with \fary Emma Harris April 
24, 1995; with faa Schumann, Apdl 25. 1995; wi1h 
Ruth Asawa and Lorrie Goulet, May 2, 1995. 

~ror Albers and ~frxico , see, inter alia, Brenda 
Danilowitz, "Josef Albers at Marfa,- jouf Albers, 
Cologne. 1991, p. 2i. 

'"ll Milioni!, 34, ~man, 1934-35. n.p. See also Weber, 
"The :\.ni~t as Alchemist." p. 32. 

""Art A!. Experience." Progressivr /:,<l11ratio11 , Onobcr 
1935, pp, 39 1-93. 

1~Albers, Search \ rT.sus Ju-Search: Thr" l .erturts at Trin
itJ Colll'ge, .4/J1il 1965. Hartford, 1969. p.18. 

'·'MAbstract Art," unpublished 1ypcscripl at Albers 
Foundation. The it'cture was rc:viscd and dc\i,·er<°d 
again as MConccrning Abstract Art .. in 1939. 

"In;ng Leonard Finkelstein, Th, Life and Al't of Jose) 
1\lbm, Ann Arbor, L·nivc:rsi~· Microfilms, 1968. p. 108 

and passim. 
•·weber, "The Artist as Akhemi~t." pp. 34-35. 
''Weber. TM Drawings ofj ostf:Hl,n. !'-:ew Hoffen . 1984. 
pp. 31>-3i. 

•:Martin Duberm;m, Billrk Mountain: An Explomtio11 in 
Ulmmunity. :'\cw York. 1993: published l9i2. p. 21 i. 

1"Albers lowd dance . In 1he 1935 speech. Albers says. 
~herybody who likes Fred Astaire is an admirer of 
abstract art. and he ,d10 wants to dance like him, 
wanu, to be an absirnct artist." Sec abo,·e, n. 13. 

'"joSl'f .4./brrl: Painting Prints Projf'rts. Yale L"nivc:rsity 
A.rt Gallery. ~t·\\· Ha\"en. 1956. p. 31. 

"'Jo Miller. pp. i-8. 
1'Sec above, n. 6. 
":Jo Miller. p. 8. 
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86 Hendrik Wittem 
Mesdag (1831-1915). 
Sunset, rttum of the 
fishing-fleet, vers 
1880-1890, huile sur 
toile, 69 x 87,9 cm. 
Johanncsbourg, Art 
Gallery (acq.). 
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82 Thomas Gleb. Shabbat ou le septieme 
four, 1976, tapisserie, carton de 1964, 
180 x I SO cm. Angers, Musce Jean Lur~at 
et de la Tapisserie Contemporaine (acq.). 

83 Philippe Favier. Nature morte, vitamine C 
86, peinture sous verre, 14 x 21,4 cm. 
Ntmes, Musce d'Art Contemporain (acq.). 

84 Vincent Corpe!. /4-/6-17-18 mars, 1987, 
huile sur toile, 100 x 81 cm. Paris, 
Musce National d'Art Modernc (acq . a 
l'artistc). 
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./ 9K 50/lJ<i I 

Size: Height 150 mm 
Length 165 mm 
Width 70mm 
Length of base 175 mm 

Description: Crossbar: Rectangular, curved and decorated near one nar
row end with a row of incised parallel lines. At the other end the corners 
have broken off to form a point. 
Lugs: One missing, the other a slim, rectangular piece facing the side. 
Col~mn: Three cylindrical pillars converge at the centre to form a "V" 
with a vertical bar in the middle. They rest on a horizontal rectangle 
which is decorated at front and back with incised cross-hatchings, and 
from which descend two rectangular bars to form an inverted "V". 
Base: Two flat, roughly circular pieces joined by a bar. 
Comments: This piece is in very poor condition and has many cracks and 
repairs which were made before it came to the Museum. 

/ 99 50/962 
. 

Size: Height 130 mm 
Length 190 mm 
Width 70mm 
Length of base 120 mm 

Description: Crossbar: Rectangular, flaring slightly at ends, curved, and 
decorated near the narrow ends with a row of zig-zags carved in relief. 
Lugs: Open arches facing front. 
Column: Two rectangular pillars decorated front and back with a series of 
diagonal corrugations. 
Base: Two flat circles linked at centre. 

j 100 :50/963 

. . . . -~-· . . . .. . 
• . . . ., . . ; .. · -~~ . . ~~~- . . . . . . 

• 

Size: Height 1.40 mm 
Length · 240 mm 

. .. • Width 70mm -Length of base 150 mm 
Description: Crossbar: Retangular, curved and undecorated. Pitted in 
places- probably caused by insects. 
Lugs: One broken, the other an open arch facing front. 
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c·olu1n11: Four rectangular pillars in a row. the two inside pi I la rs cu rv 
almost meet at the centre. All are blackened. 
Base: Flat, roughly ovoid, and blackened on top. 

50/964 

Size: Height 150 mm 
Length 200 mm 
Width 90mm 
Length of base 150 mm 

Description: Crossbar: Rectangular, curved and decorated near the flat 
tened narrow ends with a row of small zig-zags carved in relief. 
Lugs: Long, thin half cylinders running from front to back, each having a 
wide band around its centre. 
Column: Four circular pillars curving from crossbar to base and twisting 
around each other. They are joined at the centre to a barrel-shaped bar. 
Base: Flat rectangle with a repaired corner piece. 
Comments: The whole head-rest has been blackened and has a heavy 
patina. 

/ 102 50/965 

Size: Height 135 mm 
Length 205 mm 
Width 65mm 
Length of base 135 mm 

Description: Crossbar: Rectangular but flaring slightly at narrow ends, 
curved and decorated near the flattened, narrow ends with a row of zig
zags carved in relief. 
Lugs: Filled arches facing sides. 
Column: Two short circular pillars rest on a horizontal rectangular bar 
from which descend two rectangular pillars which curve inward at centre . 
Base: Two flat "spade" shapes linked at centre. 

. 
103 · 50/966 

Size: Height 140 mm 
Length 205 mm 

. -. . . . . . 
J · •• • 

Width 70mm 
Length of base 130 mm 

l)escription: Crossbar: Rectangular, curved and decorated near the nar
row ends with a row of zig-zags carved in relief. 
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