
-·- -
ACCESSION NUMBERS: 1 2 < ._, 

4 5 6 

1 2 3 4 5 6 

FILL I N FORM 
-· 

MEASURE WORK • 
. - -

DOCUMENT WORK 
--

I NVOICE FROM ADMI N 

PHOTOCOPY C&R REPORT 
• 

INSURE WORK 

F'HOTOGRAPH WORK . 

ENVELOF'E FOR PHOTOGRAPH 
. 

ENTER ON DATAEASE 
. 

I F'RINT ARTIST AND PERSON S NUM BER FOR FILE 

TYPE CATAL_O GUE CARD 

HAVE CATA LOGUE CARD PROOFREAD 
. 

PHOTOCOPY CATALOGUE CARD FOR FILE 

TYPE REFERENCE CARD 
. 

FILE CATALOGUE AND REFERENCE CARD 

TYPE PROVENANCE FORM 
>-

TYF'E EXHIBITIONS FORM 

TYF·E SUBJECT CARDS 

FILE SUBJECT CARDS 
~-

FI LE lN Al~TICLES , REPORTS ETC . 
>---- -

F ILE IN ARCHI VES 
---- -· -· . . . 



·~ -

-- - . 

obj~t type: S,11~f- {~, i'.}rff) C f-11l_b) ' \(I\Ct ti. lo. ol, acc. no: \. 

. 

ver-ttacular; 

objcct·subtype:-
· contact prints 

' 

. . community: -Y 
son~ o, 

I subgroup: . location: 

shelf: 

b/,v: · · · c/t: c/s: . gcograph1cal ·Ioca t1on: -
. din1cnsions: . 

date and place collected.: 11: . .. dian1: 
. . . 

, .date executed: 
,v: · 111ountcd: 
d: 

artfst na1nc, sex: n1ccfiu111: ·· 

use: . ' 

- ·- · .., 

purcl1ase/ do11ation/ bequest: 
. 
j price paid: t?hysical description: 

insura.i1cc value~ 

authority: . . 

original· collection· number.- . 

/ object type translation: condi"tion: 

catalog_ucs:. 

stocl{_ take. rccorcl:. 

ciatc authority administration changes 
I 

" 

. . 

·. 

. .. 

.. 
. . . ' ,•, , 





1999.01.02 
1999.01 .03 

1999.01 .38 ' 

1999.01 .39 
1999.01.40 
1999.08.13 
1999.08.14 

1999.09.01 
1999.09.02 
1999.09.03 

.1999.10.02 

I 

1999.10.03 
1999.10.04 
1999:"10.05 

~~ 

>. 
' 

ACCESSIONS 1999 

Ntwane 
Ntwane 

Northern Nguni 
Northern Nguni 
Tsonga 
Zulu 
Zulu 

Thembu 
Thembu 
Thembu 

Tsonga/Northern Nguni 

Tsonga/Northern Nguni - u 

Tsang.a/Northern Nguni .. 
Zulu 

ui 
~. ~ 

CA.IA 

ii, S 'l- L 

llA'+ ?-

~ 
L,\ b 

-~ 

apron (ntepa)" cowhide, beads, thread R1 750 
apron (thetho) cowhide, beads, thread R1 750 

walking stick wood R50 000 
walking stick (baboon master) wood R100 000 
walking stick, c 1890 wood, poker work R50 000 
mat rack, c1950 wood, paint R300 
man's bag, c1950 fabric, beads R600 

chest piece beads, buttons, thread R1 800 
collar (ithumbu) beatis, .buttons,. thread R640 
neckpie·ce beads, buttons, thread R820 

staff, surmounted by a recently ' wood, poker work ·. R130 000 
urbanised black male 
staff, male figure wood, poker work ~ 1l • -,....~ ---- - .. ~ ~!J R115 000 

"' m D 
m ~ CJ ~ Cl 'l, 

staff, motherLnand child · ~ wood., poker work ~~.,~-~.r.1~~. , ,R230 000 }/ 
hip belt (isigege) beads, thread R35 000 

"" 

45 of 64 

.......... , 
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A2.1 

GJMC : EXECUTIVE COMMITTEE 99-11-02 
GJMC : COMMUNITY SERVICES COMMITTEE 99-10-28 

\ ~q~ . \~. 0 ~ 

3.1J,,. 

METROPOLITAN SPORT, ART, CULTURE AND ECONOMIC DEVELOPMENT 
(METROPOLITAN ARTS AND CULTURE DEVELOPMENT AND FACILITIES) 
Strategic Thrust : ---
Nature of Report : Proposal for Implementation • 

A2 DONATION OF WORKS OF ART 

PURPOSE OF THE REPORT 
' 
. 

,, 
\/ 
. / ,. 

',) 

\ . 

' ' 

The purpose of this report is to acknowledge a donation of works of art to the 
Johannesburg Art Gallery. 

BACKGROUND 

At its meeting held on 13 August 1999, the Art Gal_lery Committee recommended that 
the following works of art be accepted into the Gallery ' s permanent collection: 

Donor: Anglo American Johannesburg Centenary Trust 

Artist /Community · Title/Object Medium 

Pemba, George World War Two: cross and ruins Oil 
Tsonga /Northern Nguni Staff , surmounted by a recent ly Wood, poker work 

urbanised black male 
Tsonga /Northern Nguni · Staff, male figure Wood, poker work 
Tsonga l No[the n Nguni Staff, mot er an Wood, po Rer work 
Zulu Hip belt (isigege) Beads, thread 

George Milwa Mnyaluza Pemba (born 1912, Port Elizabeth) is one of South Africa 's 
great pioneer painters. He obtained a teacher's diploma at Lovedale Training College in 
the Eastern Cape in 1931. In 1 937 he received a bursary and studied under Professor A 
W Moore at Rhodes University, Grahamstown. He was awarded a second bursary in 
1941. In 1978 he taught art to children at the SA Institute of Race Relations. Pemba's 
work was first displayed on the Port Elizabeth Annual Exhibition in 1 928 . His two 
portraits received enthusiastic public acclaim. He was 16 years old at the time and 
considered by the press to be something of a prodigy . From 1 945 he partic ipated in a 
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A2.2 

GJMC : EXECUTIVE COMMITTEE 99- 11-02 
GJMC : COMMUNITY SERVICES COMMITTEE 99-10-28 

METROPOLITAN SPORT, ART, CULTURE AND ECONOMIC DEVE.LOPMENT 
(METRO POLIT AN ARTS AND CULTURE DEVELOPMENT AND FACILITIES) 
Strategic Thrust : ---
Nature of Report : Proposal for Implementation 

number of group and solo exhibitions. According to the artist, he painted World War 
Two: cross and ruins, as an elegy to the Second World War, almost a decade after its 
conclusion. During his lifetime Pemba has received a number of awards for his work as 
well as commissions. He is represented in important collections including the Johannes
burg Art Gallery. 

The Tsonga/Northern Nguni staffs offer significantly different characteristics that give 
insight into possible stylistic similarities found in other carved objects in the Gallery's 
collection. They also offer a rare varia·Lion compared with those in the Brenthurst 
collection. The staff depicting a recently urbanised black male figure represents the 
dress code of the colonial past. This staff records a specific time in our history, relevant 
for understanding influences on traditional objects of material culture . The head ring 
motif on the male figure staff distinguishes the staff as describing or belonging to a 
married Northe_rn Nguni man. Similarly, the staff depicting a woman with a baby on her 
back describes a Nguni woman by the hairstyle. These are important features that are 
relevant records in the preservation of a vanishing culture. 

The isigege is of particular interest in the Zulu corpus of beaded hip belts. Similar belts 
made of ubendle leaf and isikonko grass were worn by post-pubescent unmarried girls 
in the time of Shaka. It is a rare item in both the way it has been made as well as the 
colour combination of the beads and motif. 

FINANCIAL/LEGAL IMPLICATIONS 

There are no financial / legal implications. 

CONCLUSION 

These works of art would be valuable additions to the Gallery's collection. 

! 
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A2.3 

GJMC : EXECUTIVE COMMITTEE 99-11 -02 
GJMC : COMMUNITY SERVICES COMMITTEE 99-10-28 

METROPOLITAN SPORT, ART, CULTURE AND ECONOMIC DEVELOPMENT 
(METROPOLITAN ARTS AND CULTURE DEVELOPMENT AND FACILITIES) 

Strategic Thrust : ---
Nature of Report : Proposal for Implementation 

IT IS RECOMMENDED 

That the donations detailed in the item be accepted into the Gallery's permanent 
collection and that the thanks of the Greater Johannesburg Metropolitan Council be 

conveyed to the donor. 

(N/F) 
(AG 37/99) 
(METROPOLITAN SPORT, ART, CULTURE 
AND ECONOMIC DEVELOPMENT) 
(METROPOLITAN ARTS AND CULTURE 
AND ECONOMIC DEVELOPMENT) 
(CHIEF CURATOR: ART GALLERY) 
(R Keene) 
(Tel. 407-6857) 

.• 

CSC\00184 
rn 

.. 
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Cat 
No. 

1 
2 
3 
4a 

5 
6 
7 
8 
10 
11 
12 
13 
14 
15 
16 
17a 
b 
C 

d 
18 
19 
20 
21 
22 
23 
24 

SOUTHERN AFRICAN ART 1850 - 1990 
at 

BCI Fine Art, 37 Wantage Road, Parkwood, Johannesburg 
Wednesday 18th August- Saturday 21th August 1999 

All prices are inclusive of 14% VAT 

.. 

Description Price S.A. Rand ~-
(l.ncl. 14% VAT) 

H Hume Nisbet, Livin?,stone in A_frica 
T Baines, The rain pool b_y the w~y 
J Smit, A .famify o_f three kudus 
A A Anderson, Light Horse Camp, 
Elands Nek 
A A Anderson, Light Horse camp, 
Deep Kloof 
N C K Lighton, set 
P Clancey, Guinea Fowl 
P Clancey, Lesser Flamin?,oes 
The Rudner collection of rock paintings 
A Kafwamba, A_frican villaRe in a _foresz 

N Le\\is, Portrait 
F Krige, Portrait o_f a black man 
E Wolfe, Letters 
Irma Stem, Wonzan with a head sea,:( 
Irma Stern, Portrait o_f a _voun?, woman 
Irma Stem, Con?,olese landscape 
Simoni Mnguni, Upper Umhloto River 
Simoni Mnguni, Zulu Jsan?,onza 
Simoni Mnguni, Zulu man in a hat 
Simoni Mnguni, Zulu medicine man 
Dorothy Kay, Masai warrior 
Dorothy Kay, The three prisoners 

Sold 
Sold 
Sold 

Sold 
22,000 

9,500 
22,000 

187,500 
22,000 
18,500 
35,000 

6,500 - 28,000 
78,000 
78,000 
85,000 
35,000 
16,000 
15,000 
18,000 
18,000 
35,000 
18,000 

8,500 
245,000 

£2,000 
£830 

£2,000 
£16,500 

£2,000 
£1,620 
£3,000 

£570 - 2460 
£6,850 
£6,850 
£7,500 
£3,000 
£1,400 
£1,300 
£1,600 
£1,600 
£3,000 
£1,600 

£750 
£21,500 

R Turvey, Street scene, Johannesbur?, 
R Turvey, Antelope and hunters 
Gerard Sekoto, Bo_y and the candle 
Gerard Sekoto, Four children 
Gerard Bhengu, Woman in a landscape 

78,000 
1gooo,So~ 

' 

£6,850 
£1,600 



' " 
Cat ,,~ Price S.A. Rand £ ·· . . 

No. (Incl. 14% VAro) · Value 

25 Gerard Bhengu, Busf?fire Sold 
26 Maud Sumner, Still-life with.flowers 78,000 £6,850 
27 Erik Laubscher, Sti 11-l~fe 55,000 £4,800 
28 Erik Laubscher, Nature morte 75,000 £6,600 
29 Pemba, Man wearinf{ f<reenjacket Sold 
30 Pemba, Temptation 185,000 £16,250 
31 Pemba, World War JI: cross and ruins 68,000 £6,000 
32 Pemba, 'Nomalnide ' 65,000 £5,700 
33 Pemba, Hairdressinf{ in dappled li1<ht 50,000 £4,400 
34 Pemba, 'Xhosa man ' 85,000 £7,500 
35 Pemba, A country road Sold 
36 Pemba, Xhosa-speakinf< woman 25,000 £2,200 
37 Pemba, 'Xhosa mother' & two children Sold 
38 Gladys Mgudlandlu, Rocky outcrop Sold 
39 Gladys Mgudlandlu, Houses 85,000 £7,500 
40 Gladys Mgudlandlu, Two blue birds 95,000 £8,300 
41 Keith Dietrich, Herbert Ramaisa, 1986 28,000 £2,500 
42 N. Nguni walking stick, 1nother/child 230,000 £20,000 
43 N. Nguni walking stick, male figure 115,000 £10,000 
44 Tsonga stick, urbanised black man 130,000 £11,50 
45 Tsonga walking stick,baboon figure 137,000 £12,00f, 

46a Late nineteenth-century belt 15,000 £1,300 
b First half of twentieth-century belt 12,000 £1,000 
C Late nineteenth-century belt 35,000 £3,000 
d Late nineteenth-century belt 28,000 £2,450 
e Late nineteenth-century belt 25,000 £2,200 
f Late nineteenth-century belt 7,000 £600 
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GJMC: EXECU '"rI \11~ c:OI\-'Jl\·1 I'J"rEE 
G J MC: CO 1\1 rvI LJ N rr '{ S I~ R. \,' I CI~ S CO f\ l J\ 1 I 1 ·--r E 1~ 

I\1 I::rrl{Ol>O Lrr,\N SPO l{·r, .,\J{·r, CUL'rU I~E & ECONOl\I IC D EVELOJJM EN,.f 
ME .. fROPOLrr1\N 1\JZ .. rs 8.: curJ·ruR.E DEVI~LOPI\11ENT 8: f ACILl'"fJES 
Strategic 'T'hrust: Co111111u11ica(io11s & i\·Iarkcting 
Nature of J{cport: Proposal for I111pJc111c11tation 

PURPOSE OF IZEPOiz·r 

--ro ackno\,vlcdgc a dona ti on or \1/orks of art to the Johannesburg .l\rt Gallery. 

BACI<GIZOUNI) 

At its n1ceti ng held on I J /\ugu~a 1 999, the Art Gal lcry Co1111ni tt cc rcco1n111endcd that the 
follo,ving works of art be accepted into the Gallery's per111anent collection: 

I) o 11 or: A 11 g Io , \ 111 c r i ca 11 .J o Ii ; 11111 es b u r g Ce 11 t r 11 a 1 ) ' '] .. r u .st 

Artist/Co 111 n 1 u n i t y 

J)crnba, George 
l "songa/Northern Nguni 

Tsonga/Northern Nguni 
l"songa/Northcrn Nguni 
Zulu 

,r i t I c/ 0 b j cc t 

\\1 oriel \\1 ar T\vo: cross and ruins 
Stan: sur111ountcd by a recently 
urbanised black 111ale 
S tafl~ 111 al c fi gu r·e 
Stafl~ 111othcr and child 
I lip belt (isigcgc) 

0. '1 C cf j U I11 

Oil 
\\' ood, poker work 

Wood, poker work 
\\'ood, poker work 
Beads, thread 

George Mil,va i\1f nyaluza Pcn~ba (born I 912, Port Elizabeth) is one of South Africa's great 
pioneer painters. I-Ic ob tained a teacher's ciipI0111a at Lovedalc Training College in the East
ern Cape in 193 I. In 193 7 he received a bursary and studied under Professor AW Moore at 
1-Zhodcs U nivcrsit y, Graha111st ov.111. 1-I c \Vas a \Yarded a second bursary in 1941. In 1978 he 
taught art to children at the S1\ 1nstitute of 1\ace Relations. Pcn1ba's work \Vas first displayed 
on the Port Elizabeth Annual I~xh ibition in 1928 . I-Iis t\vo portraits received enthusiastic pub
lic accJain1. I-Jc \Vas l 6 years old at the ti 111c and considered by the press to be son1cthing of a 
prodigy. fro111 1945 he participated in a 11un1ber of group and solo exhibitions. According to 
the arti st, he painted l/f1orlcl i11ar 1·H'o: cross one/ ruins, as an elegy to the Second World 
War, alinost a decade after it ~; conclusion. During hi s lifcti1nc Pen1ba has received a nu1nber 
of a\vards for his ,vork as \veil as co1111nissions. I-le is represented in in1portant collections in
cluding the Johannesburg l\ rt Gallery. 

/~f hc 1 .. songa ... 

,, 

_ .. 

• 
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GJMC: EXECU'rIVE COMt\1I'f"rEE 
GJMC: COMfvfUNI1 .. '{ SER VICI: S COMMITTEE 

ME'"rI{QJ>OLI'r,\N SI>OR'r, Al{'r, CULl"'URE & ECONOl\1IC DEVELOPMENT 
METROPOLITAN Al,1 .. S & CULTURE DEVELOPMENT & FACILITIES 
Strategic Thrust: Con1111u11icatio11s & 1\1arkcting 
Nature of Report: J>roposal for I111plc111cntatio11 

"fhc Tsonga/Northern Nguni stans ofTcr significantly different characteristics that give insight 
into possible stylistic sin1ilaritics found in other carved objects in the Gallery1s collection. 
They also ofTer a rare variation con1parcd with those in the Brenthurst collection. The staff 
depicting a recently urbanised black 111alc figure represents the dress code o(the colonial 
past. This stafT records a specific tin1e in our history, relevant for understanding influences on 
traditional obj ccts of 111atcrial cul tu re. The head ring n1otif on the n1ale figure staff distin
guishes the staIT as describing or belonging to a n1arried Northern Nguni n1an. Si_1nilarly, the 
staff depicting a woinan \Vith a baby on her back describes a Nguni wo1nan by the· hairstyle. 
These arc in1portant features that arc relevant records in the preservation of a vanishing 
culture. 

'fhc isigege is of particular interest in the Zulu corpus of beaded hip belts. Sin1ilar belts n1ade 
of 11be11dle leaf and isikonko grass ,.vcre worn by post-pubescent unn1arried girls in the ti1ne 
of Shaka. It is a rare i tc111 in both the ,vay it has been 1nade as ,vcll as the colour co1nbination 
of the beads and n1otir 

FINA-NCIAL/LEG;\L IMPL1CA~flONS 

.. [here arc no financial/legal i1nplications. 

CONCLUSION 

"fhcsc \vorks of art \vould be valuable additions to the Gallery's collection. 

l'f IS l{ECOI\1IVII~ND1SD 

'"fhat the donations detailed in the ite111 uc accepted into the Gallery's pcrn1ancnt col
lection ;iuu that the thanks of the Greater Johanncsb~1rg Metropolitan Council be con-
veyed to the donor. 

(AG 37/99) 
(ME'fROJ>OLI"fAN SI>Oil'r, AI{'f, CULTURE & ECONOIVIIC DE\'ELOPMENT) 
(l\llE1~R0I>QtJI'"fAN AliTS ~~ CUI .. /ru1iE ~~ ECONO!VI1C DEVELOP1\1ENT) 
(ClIIEF CURA TOT~: ART G.r\LLER't') . 
(R l(cene) 
(Ext 6857) 

, 
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M1c·1-0\1~L STE\,.ENSO~ 

;1 ks,:hs.:,: :--LJ. ~lc<,ii:,un 

I l'a!Jn1Juu111 1'•11111 ,\,·"huul~ 77UO I', 0. Hot 301) :\.:wl;1nd~ 772:'o 
~,,11th .\fril', l 

· rr:1tpl1111tc : {.L:! 7 .21) 6::,i;• ~211.):<,~:; SYl7 Jl'iu.; <,~,:3 ~~Tl rr11:1i.l; n1j~tcYrn .(fiafrir:t.~01n 

p .1 

____ _.,.... .... J, _________________________________________ _ 

TO 

ATTENTlON 

f1\_.'\. NO . 

Dear Jlochclle 

J oh:.u·u1cs burg ;\ it Ga I I cry 

Rochel le J.-:.eenc 

011 720 ()000 

F .\ cs T rvr l l , t;: 

iv1 Stevenson 

17 . .\ugust 1999 

NO. OF PAGES: l 

Please find hcrcv1ith 1ny best prices ft:ir tlll' 1t(·n1s you expressed an interest in. l hope \\'C can con1e to sorne 
a tT« 1111,enicnt 

~ 

Cat. II .\rtist 'fit le l)iscount Total 

31 Pen1ba \\'orlc.l \.V~1r 11 6S.OOO 20~ .. ~ 54,000 
' 

42 N :Nguni slick Mother and child 230,000 l -o / ) /o 195,500 

43 0 N c:uni sti,:;k r-.'lale 115~000 1 5~/(1 97,750 - - . 
44 Tsonga stick \if ale fic:11rc 

~ 

130,000 (,0/ 
.J / 0 123,500 

45 Tsonga stic.k .Gaboon 1.37,000 15~ .. ~ 116.450 • 

46c Beaded hip belt 35,000 20~10 28,000 . • 

If you arc able to purchc1$C a group, \VC '.Vi!l oiler a itirtlll'r 5~·o. 

Sinccrclv 
' 

L __ _ 

I 
. I 

• 
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SOUTHERN AFRICAN ART 

185() - l_ 990 

.. 
at 

BCIFINEART 

37Wantage Road, Parkwood,Johannesburg 
" , r ( t i . .., I \ . 
\ ·\ .' ' . ··1 1·~ .·, . ' .. , .. · '\ ' ~ ... .... : ' t 1 ,· ~.. ' ... 1" •. • . t ,: • . 'f " . \l . ..... . t l ,., • \, ,' I.._. \, , .t '. .. ,) ,_ [ i I · ~ (. I ... i. i ,;, \. . ~ .~> 1... L ": ;. 

, .. 

- .. ~ ' ·- f t ·\ .. 
I.,_ . '. ~ , .• •. "f , .... ... } "1 t. t -~ ) 't"· t- -} · ' l f ''t· ... -~ ·' \·· i 

' t t ~ i ,. · • r ' ; ! ~ _:··- ~ ' J f ' i, J 1 , .... "' t I,, l., A. i.._.,\ t.A tr _........,, .> .• •, • .lo, J ..... \ .. . ,., ?... ........... "·· i,.i l. ;. 

- ' . i----i ...... 11-....:.. f ! )-·\ t' ~. - I'",-,\';", 
.,., J \ •' t . It,. ,. .f.. \ . l.. i A, l !. ... ; !'·· ~ ~ .. I. .. 

Preview by appointment 
All pieces are for sale 

..) (' '. {'\ 
'--f'-·] -_; 

...., ,I.....,...., 

·85' / cic9v0 

...., ..., """ ,I. 

S 195 9301 

MICHAEL STEVENSON 

PO Box 300 Newlands 7725 Cape Town South Africa 

Tel: **27*21 685 2220 Fax: **27*21 685 5872 e-mail: mjsteven@iafrica.com 

DEONVILJOEN 

PO Box 45010 Claremont 7735 Cape Town South Africa 

lel: **27*216864344 Fax:·**27*216864842 e-rnail: deon@ct.lia.net 
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TSONGA-SPEAKING CARVER 
( Colony of Natal) 

circa 1880-1900 

Staff I stick surmounted by a mother and child 

..... , .... j 

l
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7 

( Colony of Natal) 
circa 1880-1900 

Stick/s taff surmounted by a male figure 
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These two pieces were made by 

one of several carvers producing 

works for the European market, 

in south-east Africa. Judging from 

the pokerwork details, and the 

treatment of the facial features, it 

was probably made by a Tsonga-

speaking carver resident in Natal in 

the late nineteenth century. By then, 

many Tsonga-speaking migrants 

from present-day Mozambique had 

moved to Natal in search of work. 

Clearly already f amil~ar with the 

Tsonga tradition of carving initi-

ation figures, they used their skills to 

capture the interest of a new market. 

Some of these carvers may also have 

taught carvers from Natal itself 

to make similar works. Because the 

tourist or curio demand for these 

sticks seems to have proliferated, it 

I 
I 
I 
!· 

. led to the emergence of a variety of 

styles as well as a growing interest 

in new subjects. 

While, therefore, many cliff erent 

hands can now be discerned in 

the production of works of this 

kind, the carver of these two figures 

had a very distinctive sty le. This 

is evidenced, most obviously, in 

his habit of carving elegant figures 

with elongated torsos. This sculp

tor, who was the most acco1nplished 

among the carvers working for 

the Natal rnarket, developed an 

extraordin.ary, and increasingly 

sophisticated conception off orn1 

in the course of his career. Describ

ed in Art and ambiguity: perspect

ives on the Brenthurst collection 

of southern African art as prod uc

ing male figures that are not 

only tall and slender, 'but also 

have extremely delicately carved 

facial features that hardly pro

trude beyond the ovoid mass of 

the head'. His compact treatment 

of form extends to fem ale fig

ures with babies on their backs: 

'although the babies are given 

some independent sculptural 

identity, points of contact and 

overlap between the1n and their 

1T1others are used to reinforce the 

overall emphasis on delicately 

articulated, swelling masses' 

(S. Klapper, In Art and ambiguity. 
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ation figures, they used their skills to 

capture the interest of a nevv market. 

Some of these carvers may also have 

taught carvers from Natal itself 

to make similar works. Because the 

tourist or curio demand for these 

sticks seems to have proliferated, it 

ied to the emergence of a variety of 

styles as well as a growing interest 

in new subjects. 

While, therefore, many cliff erent 

hands can now be discerned in 

" the production of works of this 

kind, the carver of these two figures 

had a very distinctive style. This 

is evidenced, 1nost obviously, in 

his habit of carving elegant figures 

with elongated torsos. This sculp

tor, ,Nho ·was the most accomplished 

among the carvers vvorking for 

the Natal 1narket, developed an 

extraordinary, and increasingly "' 

sophisticated conception of form 

in the course of his career. Describ

ed in Art and ambiguity: perspect

ives on the Brenthurst collection 

of southern African art as. prod uc

ing male figures that are not 

only tall and slender, 'but also 

have extren1ely delicately carved 

facial features that hardly pro

trude beyond the ovoid mass of 

the head'. His compact treatment 

of form extends to female fig

ures with babies on their backs: 

'although the babies are given 

some independent . sculptural 

identity, points of contact and 

overlap between them and their 

mothers _are used to reinforce the 

overall emphasis on delicately 

articulated, swelling masses' 

(S. Klapper, In Art and ambiguity. 
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Johannesburg, 1991, PP· 89-97). 

There are several works by this 

particular carver in public collec

tions. Two of his fem ale figures in 

the Brenthurst Collection (see Art 

and ambiguity, cat.120 and 164) are 

-

especially interesting because it is 

clear, from these two examples, that 

his works became increasingly 

delicately balanced with time. In 

the earli.er work (cat. 120), the 

f ernale figure is still comparatively 

stocky, and the relatlonship between 

her face and the top-knot extending 

'. to the back of her head seems un

resolved_. By compa~ison, the present 

work- like the other female figure in 

the Brenthurst Collection (cat.164)

is characterised by an extraordinar

ily harmonious integration of 

volumes. This is evidenced in, for 

example, the carver's decision to 

elongate the top-knot of the present 

figure so that it has the effect of 

echoing (and balancing) both the 

swelling of the woman's stomach 

and the protruding shape of the baby 

on her back. In the equally mature 

Brenthurst work (cat.164), the top

knot is comparatively truncated, 

probably because the woman has 

no baby on her back, but pre

sumably also because her stomach 

it comparatively flat. There is a 

male figure by this carver in the 

Brenthurs,t Collection (Art and 

ambiguity, cat.114), and another in the 

Standard Bank Collection (Art and 

ambiguity, pl.so). There is also a female 

figure, but without a baby on her 

back, in the Standard Bank Collection. 

(see Zulu treasures, Durban, 1996, pl. 

W20) while anothermatemityfigure 

by this carver was included in a 

Sotheby's sale, New York, 14 May 

1995, lot 113. Two further works by 

this carver are in the Local History 

Museum, Durban: a male figure 

(Zulu treasures, pl.W 1 9) and a 

maternity figure (Zulu treasures, 

pl.W21), while the South African 

National Gallery also has one of his 

maternity figures in their collection. 

The male figure, included in the 

present catalogue, has been carved 

with an isicoco or headring which 
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her face and the top-knot extending 

to the back of her head seems un

resolved. By comparison, the present 

work - like the other female figure in 

the Brenthurst Collection (cat.164 )

is characterised by an extraordinar

ily harmonious integration of 

. 
i 

vvJ.umes. This is evidenced in, for 

ex~mple, the carver's decision to 

elongate the top-knot of the present 

figure so that it has the effect of 

echoing (and balancing) both the 

swelling of the woman's stomach 

and the protruding shape of the baby 

on her back. In the equally mature 

Brenthurst work (cat.164), the top

knot is comparatively truncated, 

probably because the woman has 

no baby on her back, but pre

sumably also because her stomach 

it comparatively flat. There is a 

male figure by this carver in the 

Brenthurst Collection (Art and 

ambiguity, cat.114 ), and another in the 

Standard Bank Collection (Art and 

ambiguity, pl.80). There is also a female 

figure, but without a baby on her 

back, in the Standard Bank Collection. 

(see Zulu treasures
1 
Durban, 1996, pl. 

w20) while anothermatemityfigure 

by this carver was included in a 

Sotheby's sale, New York, 14 May 

1995, lot 113. Two further works by 

this carver are in the ~cal History 

Museum, Durban: a male figure 

(Zulu treasures, pl.Wl 9) and a 

maternity figure (Zulu treasures, 

pl.W21), while the South African 

National Gallery also has one of his 

maternity figures in their collection. 

The male figure, included in the 

present catalogue, has been carved 

with an isicoco or headring which 

was worn by marri, .'ten. During 

the reigns of Sh aka and his s uc

cessors, the right to wear these head

rings could only be granted by the 

king. However, the use of headrings 

was not restricted to the Zulu king

dom, and in the course of the nine

teenth century, this practice was also 

adopted by both Zulu-speakers in 

the Colony of Natal (to the south of 

the Zulu kingdom) and by Tsonga-

-. speaking groups to the north. The 

head ring is therefore commonly 

found on Tsonga initiation figures. 

(see A. Nettleton,· 'History and the 

myth C?,f Zulu sculpture', African 

Arts, 21 (3 ), 1988 ), but it w~s used only 

intermittently by the present carver, 

some of whose male figures lack 

head-rings (see, for example, the 

pl. 80). The male figure included in 

the present catalogue is the first 

known example by this carver depict

ing the unusually elaborate headring 

styles adopted by some men from 

the Colony of Natal, where chiefly 

controls and restrictions were 

comparatively weak. This allowed 

individuals to develop hairstyles 

(sometimes but not always in con

junction with the use of headrings) 

that would never have been toler

ated in the Zulu kingdom. 

I am grateful to Sandra Kkpper for sharing her 
unpublished work in cataloguing these sticks. 



• . , 

44'.; 
'"' 

TSONGA-SPEAKING CARVER 
(South-east Africa) 

late nineteenth century 
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Stick surmounted by a recently urbanised blackman 

This stick is rernarkablc for tvvo 

reasons: firstly, it is unusual in 

that it depicts a recently urbanised 

blackman, ,Nearing European-style 

dress· secondly the anns have been I I 

articulated as distinct threc-di1nen-

sional volum~s seperated out from 

the torso. In this respect it emulates 

the tradition of comparatively large, 

f rec-standing Tsonga initiation 

figures, but is unlike most other 

figurative walking sticks produced 

in south-east Africa in the late nine-

teenth century. Like many (though 

by no means all) other figurative 

vvorks produced in and around 

urban centres such as Durban and 

Pietermaritzburg in the late nine

teenth and early twenti~th centuries, 

it vvas prob:ibly made to capture 

the rnarket for exotic curiosities. 

By far the majority of the figurative 

pieces produced for this market 

depicted either rural t~aditional

ists or baboons, although occa

sionally, carvers also depicted 

colonial officials and soldiers, 

including men wearing kilts. 

Following the rapid expansion in 

the early 1850s of some of the urban 

centres in :5~uth-east Africa, ncvvly 

arrived colonists became increasingly 

vociferous in their conde1nnation of 

the nakedness of rural traditionalists 

seeking work in towns like Durban. 

By the mid-1850s thes~ objections 

'· had been translated in to municipal 

by-laws that made it an offence for 
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black men to enter urban areas 

unless they wore trousers or clothing 

covering the body 'fro1n the neck to 

the knee'. In Pietcnnaritzburg, this 

encouraged at least one entrepreneur 

to vvait on the far side of the Queen's 

bridge over the Dusi river, vvhere he 

hired out trousers to any 1nale seek

ing to enter the town. By the late 

nineteenth century, 1nost black men 

had adopted the convention of 

wearing knee breeches or other more 
' ' 

loose fitting pants that extended 

just below the knee, but they never 

vvore shoes. While the reason for 

this convention of ~Nearing three

quarter length pants re1nains un

clear, it became a standard practice 

a111ong male house servants, ricksha 

pullers and policcn1.cn in the second 

half of the nineteenth century. It 

,vas probably also adopted intcr-

1nittently by rurally-based black 

people visiting urban centres to trade 

or negotiate with colonial officials. 

The convention of vvearing hats 

of the kind depicted by the 

carver of this stick is consistent 

vvi th those ad opted by son1c 

policemen in the 1860s and by 

o ther black 111.en who sought 

vv or k in th c urban are as of 

South-East Africa in the second 

half of the nineteenth century. 

I am grat ~ful to Sandra Klapper for 

sharing her unpublished research zn 

cataloguing this stick. 
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colonial officials and soldiers, 

including men vvearing kilts. 

Follovving the rapid expansion in 

the early 1850s of some of the urban 

centres in South-east Africa, newly 

arrived colonists became increasingly 

vociferous in their condemnation of 

the nakedness of rural traditionalists 

seeking vvork in towns like Durban. 

By the mid-1850s thes~ objections 

had been translated into n1unicipal 

by-laws that made it an offence for 
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black 1nen to enter urban areas 

unless they wore trousers or clothing 

covering the body 'from the neck to·· 

the knee'. In Pietermaritzburg, this 

encouraged at least one entrepreneur 

to vvait on the far side of the Queen's 

bridge over the Dusi river, vvhere he 

hired out trousers to anv-male seek-
/ 

ing to enter the town. By the late 

nineteenth century, most black men 

had adopted the convention of 

wearing knee breeches, or other, more 

loose fit ting pants that extended 

just below the knee, but they never 

wore shoes. While the reason for 

this convention of vvearing three

quarter length pants remains un

clear, it became a standard practice 

among male house servants, ricksha 

pullers and policemen in the second 

half of the nineteenth century. It 

was probably also adopted inter

mittently by rurally-based black 

people visiting urban centres to trade 

or negotiate with colonial officials. 
' I 

The convention of 1Nearing hats 

of the kind depicted by the 

carver of this stick is consistent 

vvith those adopted by son1e 

policemen in the 1860s and by 

other black rnen vvho sought 

vvork in the urban areas of 

South-East Africa in the second 

half of the nineteenth century. 

I am grateful to Sandra Klopper for 

sharing her unpublished research in 

cataloguing this stick. 
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These two pieces were made by 

one of several carvers producing 

works for the European market, 

in south-east Africa. Judging from 

the pokerwork details, and the 

treatment of the facial features, it 

was probably made by a Tsonga-

speaking carver resident in Natal in 

the late nineteenth century. By then, 

many Tsonga-speaking migrants 

from present-day Mozambique had 

moved to Natal in search of work. 

Clearly already f amil~ar with the 

Tsonga tradition of carving initi-

ation figures, they used their skills to 

capture the interest of a nevv market. 

Some of these carvers may also have 

taught carvers from Natal itself 

to make similar works. Because the 

tourist or curio demand for these 

sticks seems to have proliferated, it 

led to the emergence of a variety of 

styles as well as a growing interest 

in new subjects . 

While, therefore, 1nany cliff erent 

hands can now be discerned in 

the production of works of this 

kind, the carver of these two figures 

had a very distinctive style. This 

is evidenced, most obviously, in 

his habit of carving elegant figures 

with elongated torsos. This sculp

tor, who was the most accomplished 

a1nong the carvers working for 

the Natal market, developed an 

extraord in.ary, and increasingly 

sophisticated conception off orn1 

in the course of his career. Describ

ed in Art and ambiguity: perspect

ives on the Brenthurst collection 

of southern African art as prod uc

ing 1nale figures that are not 

only tall and slender, 'but also 

have extremely delicately carved 

facial features that hardly pro

trude beyond the ovoid mass of 

the head'. His compact treatment 

of form extends to female fig

ures with babies on their backs: 

'although the babies are given 

some independent sculptural 

identity, points of contact and 

overlap between the1n and their 

in others are used to reinforce the 

overal l emphasis on delicately 

articulated, swelling masses' 

( S. Klapper, In Art and ambiguity. 
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ation figures, they used their skills to 

capture the interest of a nevv market. 

Some of these carvers may also have 

taught carvers from Natal itself 

to make similar works. Because the 

tourist or curio demand for these 

sticks seen1s to have proliferated, it 

ed to the emergence of a variety of 

styles as well as a growing interest 

in new subjects. 

While, therefore, many different 

hands can now be discerned in 

~ the production ofworks of this 

kind, the carver of these two figures 

had a very distinctive style. This 

is evidenced, 1nost obviously, in 

his habit of carving elegant figures 

with elongated torsos. This sculp

tor, who was the most accomplished 

among the carvers working for 

the Natal 1narket, developed an 

extraordinary, and increasingly · 

sophisticated conception off orm 

in the course of his career. -Describ

ed in Art and ambiguity: perspect

ives on the Brenthurst collection 

of southern African art as. prod uc

ing male figures that are not 

only tall and slender, 'but also 

have extren1ely delicately carved 

facial features that hardly pro

trude beyond the ovoid mass of 

the head'. His compact treatment 

of form extends to f e111ale fig-

ures with babies on their backs: 

'although the babies are given 

some independent _ sculptural 

identity, points ot contact and 

overlap between them and their 

mothers _are used to reinforce the 

overall emphasis on delicately 

articulated, swelling masses' 

(S. Klapper, In Art and ambiguity. 
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Johannesburg, 1991, PP· 89-97). 

There are several works by this 

particular carver in public collec

tions. Two of his female figures in 

the Brenthurst Collection (see Art 

and ambiguity, cat.120 and 164) are 

especially interesting because it is 

clear, from these two examples, that 

his works became increasingly 

delicately balanced with time. In 

the earli.er work (cat. 120), the 

female figure is still comparatively 

stocky, and the relat{onship between 

her face and the top-knot extending 

'- to the back of her head seems un

resolved. By comparison, the present 

work - like the other female figure in 

the Brenthurst Collection (cat.164)

is characterised by an extraordinar

ily harmonious integration of 

volumes. This is evidenced in, for 

example, the carver's decision to 

elongate the top-knot of the present 

figure so that it has the effect of 

echoing (and balancing) both the 

swelling of the woman's stomach 

and the protruding shape of the baby 

on her back. In the equally mature 

Brenthurst work (cat.164), the top

knot is comparatively truncated, 

probably because the woman has 

no baby on her back, but pre

sumably also because her stomach 

it comparatively flat. There is a 

male figure by this carver in the 

Brenthurs,t Collection (Art and 

ambiguity, cat.114 ), and another in the 

Standard Bank Collection (Art and 

ambiguity, pl.80). There is also a female 

figure, but without a baby on her 

back, in the Standard Bank Collection. 

(see Zulu treasures, Durban, 1996, pl. 
W20) while another maternity figure 

by this carver was included in a 

Sotheby's sale, New Yark, 14 May 

1995, lot 113. Two further works by 

this carver are in the Local History 

Museum, Durban: a male figure 

(Zulu treasures, pl.W 1 9) and a 

maternity figure (Zulu treasures, 

pl.W21), while the South African 

National Gallery also has one of his 

maternity figures in their collection. 

The male figure, included in the 

present catalogue, has been carved 

with an isicoco or headring which 
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her face and the top-knot extending 

to the back of her head seems un

resolved. By comparison, the present 

work - like the other female figure in 

the Brenthurst Collection (cat.164) -

is characterised by an extraordinar

d y harmonious integration of 

1 

,v.umes. This is evidenced in, for 

ex;.imple, the carver's decision to 

elongate the top-knot of the present 

figure so that it has the effect of 

echoing (and balancing) both the 

swelling of the woman's stomach 

and the protruding shape of the baby 

on her back. In the equally mature 

Brenthurst work (cat.164), the top

knot is comparatively truncated, 

probably because the woman has 

no baby on her back, but pre

sumably also because her stomach 

it comparatively flat. There is a 

male figure by this carver in the 

Brenthurst Collection (Art and 

ambiguity, cat.114), and another in the 

Standard Bank Collection (Art and 

ambiguity, pl.SO). There is also a female 

figure, but without a baby on her 

back, in the Standard Bank Collection. 

(see Zulu treasures, Durban, 1996, pl. 

W20) whileanothermatemityfigure 

by this carver was included in a 

Sotheby' s sale, New York, 14 May 

1995, lot 113. Two further works by 

this carver are in the Local History 

Museum, Durban: a male figure 

(Zulu treasures, pl.W19) and a 

maternity figure (Zulu treasures, 

pl.W21), while the South African 

National Gallery also has one of his 

maternity figures in their collection. 

The male figure, included in the 

present catalogue, has been carved 

with an isicoco or headring which 

was worn by marri 1en. During 

the reigns of Shaka and his suc

cessors, the right to wear these head

rings could only be granted by the 

king. However, the use of headrings 

was not restricted to the Zulu king

dom, and in the course of the nine

teenth century, this practice was also 

adopted by both Zulu-speakers 1n 

the Colony of Natal (to the south of 

the Zulu kingdom) and by Tsonga-

. speaking groups to the north. The 

headring is therefore commonly 

found on Tsonga initiation figures. 

(see A. Nettleton, 'History and the 

myth sf Zulu sculpture', African 

Arts, 21 (3 ), 1988 ), but it w~ used only 

intermittently by the present carver, 

some of whose male figures lack 

head-rings (see, for example, the 

pl. 80 ). The male figure included in 

the present catalogue is the first 

known exam pie by chis carver depict

ing the unusually elaborate headring 

styles adopted by some men from 

the Colony of Natal, where chiefly 

controls and restrictions were 

comparatively weak. This allowed 

individuals to develop hairstyles 

(sometimes but not always in con

junction with the use of headrings) 

that would never have been toler

ated in the Zulu kingdom. 

I am grateful to Sandra Klapper for sharing her 

unpublished work in cataloguing these sticks. 
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,_fSONGA-SPEAKING CARVER 
(South-east Africa) 

late nineteenth century 
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Stick surmounted by a recently urbani"sed blackman 

This stick is re1narkable for tvvo 

reasons: firstly, it is unusual in 

that it depicts a recently urbanised 

blackman, vvearing European-style 

dress· secondly the arms have been 
' ' 

articulated as distinct three-di1nen-

sional volu1ncs seperated out from 

the torso. In this respect it emulates 

the tradition of comparatively large, 

f rec-standing Tsonga initiation 

figures, but is unlike most other 

figurative walking sticks produced 

in south-east Africa in the late nine-

teenthcentury. Like many(though 

by no 1neans all) other figurative 

1vvorks produced in and around 

urban centres such as Durban and 

Pietermaritzburg in the late nine

teenth and early twenti~th centuries, 

it 1vvas probably made to capture 

the 1narket for exotic curiosities. 

By far the 1najority of.the figurative 

pieces produced for this market 

depicted either rural traditional

ists or baboons, although occa

sionally, carvers also depicted 

colonial officials and soldiers, 

including men wearing kilts. 

Following the rapid expansion in 

the early 1850s of so1ne of the urban 

centres in ?outh-east Africa, newly 

arrived colonists became increasingly 

vociferous in their conde1nnation of 

the nakedness of rural traditionalists 

seeking work in towns like Durban. 

By the mid-1850s these objections 

·· had been translated into municipal 

by-laws that made it an offence for 
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black 1nen to enter urban areas 

unless they wore trousers or clothing 

covering the body 'from the neck to 

the knee'. In Pietennaritzburg, this 

encouraged at least one entrepreneur 

to,,vait on the f arside of the Queen's 

bridge over the Dusi river, where he 

hired out trousers to any 1nale seek

ing to enter the town. By the late 

nineteenth century, 1nost black men 

had adopted the convention of 

wearing knee breeches, or other, more 

loose fit ting pants that extended 

just below the knee, but they never 

vvore shoes. While the reason for 

this conv~ntion of \i\learing three

quarter length pan ts re1nains un

clear, it became a standard practice 

an1ong rnale house servants, ricksha 

pullers and policen1en in the second 

half of the nineteenth century. It 

was probably also adopted inter-

1nittentl y by rurally-based black 

people visiting urban centres to trade 

or negotiate with colonial officials. 

The convention of ,,vearing hats 

of the kind depicted by the 

carver of this stick is consistent 

with those adopted by so1ne 

policemen in the 1860s and by 

other black 1nen who sought 

vv or k in th c u r b an are as of 

South-East Africa in the second 

half of the nineteenth century. 

I an1 grat~ful to Sandra Klapper for 

sharing her unpublished research in 

cataloguing this stick. 
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colonial officials and soldiers, 

including men ,vearing kilts. 

Follovving the rapid expansion in 

the early 1850s of some of the urban 

centres in South-east Africa, newly 

arrived colonists became increasingly 

vociferous in their condemnation of 

the nakedness of rural traditionalists 

seeking vvork in towns like Durban. 

By the mid-1850s thes~ objections 

had been translated into municipal 

by-laws that made it an offence for 
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black 1nen to enter urban areas 

unless they wore trousers or clothing 

covering the body 'from the neck to ·, 

the knee' . In Pietermaritzburg, this 

encouraged at least one entrepreneur 

to vvait on the far side of the Queen's 

bridge over the Dusi river, vvhere he 

hired out trousers to any.male seek

ing to enter the town. By the late 

nineteenth century, most black men 

had adopted the convention of 

,vearing knee breeches, or other, more 

loose fitting pants that extended 

just below the knee, but they never 

wore shoes. While the reason for 

this convention of vvearing three

quarter length pants remains un

clear, it became a standard practice 

among male house servants, ricksha 

pullers and policemen in the second 

half of the nineteenth century. It 

was probably also adopted inter

mittently by rurally-based black 

people visiting urban centres to trade 

or negotiate with colonial officials. 
• I 

The convention of ,Nearing hats 

of the kind depicted by the 

carver of this stick is consistent 

vvith those adopted by some 

policemen in the 1860s and by 

other black 1nen vvho sought 

vvork in the urban areas of 

South-East Africa in the second 

half of the nineteenth centurv. 
J 

I am grateful to Sandra Klopper for 

sharing her unpublished research in 
cataloguing this stick. 
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