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Fig. 2.
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Fig. 5.
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N° 1 (catalogue)

Title :

Source :

Size :
Medium :

Support :

Ground :
Treatment :

Pigments :

Finish :

Provenance :
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"In the beginning"

Elytis 0., "The Axion Esti" p. 17. "In the beginning, the 1light and
the first hour when lips still in clay try out the things of the
world."

“The body of summer" Elytis 0., The Sovereign Sun p. 75.

1506 x 1500 mm.
Egg and Dammar Resin Varnish emulsion.

Fine plain woven commercially prepared canvas, supplied by Van Mulder
de Knibber. « :

Half chalk ground, prepared by the supplier.
Thin washes Hypla-acrylic underpainting and yellow ochre underpainting

French Ultramarine, Yellow ochre, Cadmium orange, Terra vert, Titanium
white.

Grumbacher Acrylic Varnish Matt.

Underpainting ‘The plumed serpent', exhibited Club der XII Selection
Royal Academy Antwerp, 1976.

Myths and Poems, one man exhibition Goodman Wolman Gallery, Cape Town,
1980.

Overpainted Egg Emulsion tempera, Port Elizabeth 1981. Exhibited Staff
exhibition P.E. Technikon 1981.

Everard Read Gallery, Johannesburg.






N° 2 (catalogue)

Title :
Source :
Size :
Medium :
Support :
Ground :

Treatment :

Pigments :

Finish :

Provenance :

189

God created heaven.

Genesis King James version.

900 x 1400 mm.

Egg and dammar resin emulsion throughout.
Course hopsack weave Flemish linen canvas.
Filler Coat.

Smooth spatula application, finished with fine sandpaper, glazed with
a diluted emulsion medium and Red iron oxide as a toned ground.

Red iron oxide, Black iron oxide, French Ultramarine, Cobalt blue,
Prussian blue, Titanium dioxide.

Varnished with synthetic resin varnish.

Private collection Mr. Werner Loewenstein, Port Elizabeth.







N° 3 (catalogue)

Title :
Source :
Size :
Medium :
Support :
Ground :

Treatment :

Pigments :
Finish :

Provenance :

. ...and the earth.

Genesis.

900 x 1400 mm.

Synthetic resin varnish and egg yolk emulsion throughout.

Heavy hopsack Flemish Tinen canvas.

Filler Coat.

191

Rough spatula application sealed with a thin wash of dilute yellow

ochre in the above emulsion medium.
texture effect.

Various natural earth ochres.
No surface finish.

Collection of the author.

Sandpapered to reveal

maximum
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N° 4 (catalogue)

Title : And the Spirit of God moved
on the face of the waters.
Source : Genesis.
Size : 900 x 1400 mm.
Medium : Egg and dammar resin varnish emulsion, in combination with Rowney's

acrylic washes.

Support : Heavy hobsack Flemish 1inen canvas.
Ground : Filler Coat.
Treatment : Smooth spatula application, sanded and brush finished with thin

layers of diluted filler coat. Transparent nitro cellulose sealer, one
coat. Substrata charcoal drawing fixed with diluted egg emulsion.

Pigments : French Ultramarine, Cobalt blue, Prussian blue, Viridian green,
highlights Cadmium red and yellow.

Finish : No final finish.

Provenance : Collection of the author.







N° 5 (catalogue)

Title :
Source :
Size :
Medium :
Support :
Ground :

Treatment :

Pigments :

Provenance :

195

...Let the earth bring forth grass,...
Genesis.

900 x 1400 mm.

Egg and dammar resin varnish emulsion.
Heavy hopsack weave Fiemish Tinen canvas.
Filler Coat.

Smooth spatula application. No isolation. Waterproof biack ink drawing
defining forms. Sandpapered areas to highiight selected surfaces.

Transparent ochre, Chrome oxide, Transparent and opaque Titanium oxide
Black iron oxide.

Collection of the author.
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Title :
Source :
Size :
Medium :
Support :
Ground :

Treatment :

Pigments :
Finish :

Provenance :

197

...and the tree yielding fruit,

Genesis.

900 x 1400 mm.

Egg and dammar resin emulsion.

Heavy hopsack weave Flemish Tinen canvas.
Filler Coat.

Smooth spatula application, sanded and finished with thin brush appli-
cation of diluted filler coat.

Full range listed in the section on pigments.
Synthetic resin varnish.
Collection of the author.

Exhibited Everard Read Gallery, Johannesburg 1985.
Cover picture on catalogue.
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N°7 (catalogue)

Title : ...and let them be for signs,
and for seasons.
Source : Genesis.
Size : 900 x 1400 mm.
Medium : Synthetic resin varnish and egg emulsion.
Support : Heavy hopsack weave Flemish Tinen canvas.
Ground : Filler Coat.
Treatment : Smooth spatula application with brush finish.
Pigments : Various ochres, Black and Red oxides, Chrome greens and boba]t blue.
Finish : No finiéh.

Provenance : Collection of the author.






N° 8 (catalogue)

Title :

Source :
Size :
Medium :
Support :
Ground :
Treatment :
Pigments :
Finish :

Provenance :

201

...Let the earth bring forth the
living creature...

Genesis.

900 x 1400 mm.
Egg and dammar vresin varnish emulsion with acrylic highlights.
10 oz. Cotton Duck, plain weave.

Filler Coat.

Thin spatula applications finished with brush applications.

Ochres, Titanium oxide, Black and Red oxides, Cobalt blue.

No finish.

This work was used as a surface for a commission from Anglo American
Corporation. The new work is titled 'The federation and after'.
Existing painting was used as an underpainting for the new work.

Coliection Anglo American Corp., reproduced in the book on
Mr. H. Oppenheimer's retirement.






N° 9 (catalogue)

Title :
Source :
Size :
Medium :
Support :
Treatment :
Pigments :
Finish :

Provenance :

...after his kind

Genesis.

900 x 1400 mm.

Egg and synthetic resin emulsion.

Heavy hopsack weave Flemish linen canvas.

Smooth spatula application.

Ochres, Red and Black iron oxide, Titanium dioxide.

No final finish.

Collection Mr. and Mrs. Anthony Adler, Port Elizabeth.






205

N° 10 (catalogue)

Title : ...Let us make man in our own image...

Source : Genesis.

Size : Two panels 1400 x 700 mm (outside of retable)

Medium : Egg and synthetic resin emulsion.

Support : Architects backing 1linen irocned on plywood panels.
Ground : Brush application of low viscosity filler coat.
Treatment : Isolated with dituted P.V.A. sealer.

Pigments : Charcoal, Titanium white, Yellow ochre, Prussian blue.
Finish : No final finish.

Provenance : Collection of the author.






207

N° 11 (catalogue)

Title : ...male and female created He them.

Source : Genesis.

Size : Two panels 1400 x 700 mm.

Medium : Egg and synthetic resin varnish emulsion.

Support : Architect's backing linen on plywood panel.

Ground : Brush application of diluted low viscosity filler coat.

Treatment : No isolation.

Pigments : Green oxide, Red iron oxide, Cadmium red, Yellow ochre, Cadmium yellow

Titanium oxide.
Fimish : No finish.

Provenance : Collection of the author.






N° 12 (catalogue)

Title :
Source :
Size :
Medium :
Support :
Ground :
Treatment :
Pigments :
Finish :

Provenance :
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%

Adam

Genesis.

Two panels 1400 x 700 mm, hinged from a centre panel 1400 x 1400 mm.
Egg and synthetic resin varnish emulsion.

Heavy hopsack weave Flemish Tinen canvas.

Liquifill smooth spatula application, sandpapered.

No isolation.

Red iron oxide, Black oxide, Cobalt blue.

No finish.

Collection of the author.






N° 13 (catalogue)

Title :
Source :
Size :
Medium :
Support :
Ground :
Treatment :

Pigments :

Finish :

Provenance :

. Eve

Genesis.

Two panels 1400 x 700 mm, hinged on a centre panel. 1400 x 1400
Egg yolk and dammar resin varnish emulsion.

Heavy hopsack weave Flemish linen canvas.

Filler Coat.

Smooth spatula -application, sandpapered.

Yellow ochre, Chrome green oxide, transparent and opaque, Cadmium
and yellow.

No finish.

Collection of the author.‘
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mm.

red






N° 14 (catalogue)

Title :
Source :

Size :

Medium :

Support :

Ground :
Treatment :
Pigments :
Finish :

Provenance :
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Genesis

A combination of Elytis' Poetry and Biblical references.

-

Six panels 1200 x 1200 mm, wmounted in pairs to form a triptich
2400 x 3600 mm.

Egg yolk tempera.

South African pine plywood panels, reinforced with square pine wood
battons.

Plain gesso ground.

Spatula application, sanded to a smooth finish.
Various pigments.

No varnish.

The six panels were originally a series entitled 'The death and rege-
neration of the Mantis child'. Exhibited in S.A. Artists exhibition in
Rhodesia (now Zimbabwe) National Gallery Salisbury and Bulawayo, 1977.
Also in S.A. Association of Arts, Pretoria, 1977.

One man exhibition Goodman Wolman Gallery, Cape Town, 1980.

Top right panel collection Anglo American Corp. and H. Oppenheimer
retirement publication. Five remaining panels collection of the author
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n° 15 (catalogue)

Title :

Source :
Size :
Medium :
Support :
Ground :
Treatment :

Pigments :

Finish :

Provenance :

"Green blood and bulbs golden
in the earth..."

Elytis 0., The Axion Esti p. 17.

1500 x 1500 mm.

Egg and synthetic resin emulsion.

Course hopsack weave Flemish linen canvas.

Filler Coat, synthetic resin dispersion binding medium.
Palette knife application sanded to a smooth finish.

Yellow ochre, Red iron oxide, Carbon black, Cadmium yellow, Cobalt
violet.

Unvarnished.

Examination piece, Permanent collection King George VI Art Gallery.
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N° 16-21 (catalogue) Drawings

Title :

Source :

Size :
Medium :
Support :

Ground :

Treatment :

Pigments :

Finish :

Provenance :

Earth, Water, Air, Fish, Birds, Plant.

The dynamic element and associated 1ife forms; the author's abstrac-
tion. ;

770 x 570 mm.

Assorted ﬁaste]s, ink and mixed media.
Arches Rives BFK handmade paper.

No ground.

Fixed with aerosol Artisfs fixative.
Assorted available pastels.

Fixed with Aerosol Artists fixative.

Collection of the artist.
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FORMULAS

COLLAGEN GLUE SOLUTION (GLUE SIZE)

Animal collagen glue makes a very strong glue solution, which can be used not only as a
size, but also as a very quick drying ground when mixed with dry pigments and fillers.
Ingredients : collagen glue, powdered, beads, granules or sheets, 70 grams; water, 1 1fter
Animal hide glues - fabbitskin, cowhide, parchment, etc.- are normally sold in dry form,
in sheets, pieces, pearls or coarse powders. Soak the powdered glue for half an hour - the
thick pieces should remain overnight in the water - then warm in a double boiler until the
glue dissolves.

Keep the solution warm enough to make sure the glue rémains completely dissolved, but
never ‘cook' it over direct heat. Brush the glue solution thoroughly into stretched 1linen

or cotton canvas or panels. Let the size dry completely before applying any ground.
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CASEIN SOLUTION (cf., p. 65.)

Hard and moisture-resistant, casein solutions are useful both for sizing and for making a
quick-drying, tough ground. They are excellent for sizing wood or Masonite panels.
Ingredients : casein, powdered, 2 parts; water, 16 parts; ammonium carbonate, 1 part.
Buy freshly manufactured casein and avoid using old material, for casein loses strength
with the years. Sift the casein slowly into half of the water, stirring to get rid of the
lTumps. When smooth, add the ammonium carbonate and stir; allow the mixture to stand for
half an hour or more before you stir in the remaining water.

Plywood or wood panels need only sanding, but Masonite panels should be brushed Tliberally
with alcohol and dried before applying the size. Brush the casein solution onto the
panels, applying the solution to the front, back, and sides. When the size has dried tho-

roughly, use this same solution to make the ground.

Casein glue can also be made from fresh fat free skimmed milk cheese (homogenized).
Ingredients : homogenized skimmed milk cheese (fat free), 4 parts (by volume); unslaked
Time, 1 part (by volume). Directions for manufacture : mix the above ingredients thorough-

ly and dilute 1 part to 1 part water. Use as previous formula.
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RECIPE FOR WHITING OR CHALK GROUND (cf., p. 85.)
The support should be sized with 60:1000 size solution containing 10 percent alum (i.e.,
10 percent of the dry weight of size), 1 part champagne whiting, 1 part zinc white.
Size solution 60:1000 containing 10 percent alum in a quantity sufficient to produce a
brushable consistency.
In all the recipes for grounds, "one part" means one part by volume. Paint to be applied
with a roller may be a Tittle thicker. It must be stressed again that the alum should al-
ways be completely dissolved in part of the total amount of water. The ground is made in
the following manner : white pigment and filler are first mixed together dry, and the size
is then added carefully under constant stirring. The amount of size should be increased
gradually to avoid lumps. If the size is too hot, the ground may contain air bubbles. Un-
like Doerner, the author has deriberately avoided giving quantities for the size solution,
since the consistency of the mixture also depends on the moisture content of the whiting
and the particle size of the white pigments. Moreover, special methods of application
(e.g. paint rollers) require a slightly different consistency. Once the mixture has cooled
it will have to be warmed in a water bath before it can be used again. It may then be
necessary to add a little water to restore the same consistency, because some pigments and

fillers tend to absorb more water while standing.
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RECIPE FOR STONE DUST GROUND (cf., p. 86.)

The support should be sized with size solution 60:1000 plus 6 grams of alum or 70:1000
plus 7 grams alum. 1 part stone dust (Jurassic Tlimestone, i.e. dry 1lithographic stone
sludge), 1 part zinc white or 1lithopone, and size solution of the strength used to size
the support. A ground made with stone dust will become rather hard and rough. With coarser
particles, which the artist can separate himself with a sieve, one can achieve a slightly

sandy texture, which is all the more pronounced if left unsandpapered.

RECIPE FOR GROUND CONTAINING MARBLE DUST (water-insoluble) ( cf., p. 86.)

The support should be sized with borax-casein solution diluted with equal parts of water.
1 part marble dust or marble grit, 1 part titanium white, and casein solution (as above)
to produce a brushable consistency. A marble ground such as above is less absorbent than a
ground made with whiting. It gives the paint a particular brilliance and charm. Since it
is insoluble in water, it is particularly suitable for tempera painting. If marble grit is

used and the last layer is left rough, one can obtain a fresco effect with casein tempera.
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RECIPE FOR GYPSUM GROUND ( cf., p. 87.)

The support should be sized with a size solution 70:1000 plus 7 grams alum, 1 part gypsum
powder, 1 part titanium white, and size solution (as above) to produce a brushable consis-

tency. Gypsum tends to settle out and has to be stirred frequently during application.

RECIPE FOR KAOLIN CLAY (CHINA CLAY) ( cf., p. 87.)

The support should be sized with a size solution 60:1000 plus 6 grams alum. 1 part kaolin,
1 part lithopone, and size solution (as above) to produce a brushable consistency. This
will produce a smooth, resilient ground suitable for fine brushwork, (but will also retain

its brilliance when used for 0il paintings).
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RECIPE FOR EMULSION GROUND ( cf., p. 93.)

Sizing : 70:1000 plus 7 grams alum, 1 part champagne whiting, 1 part zinc white, and size
solution as above, to produce a consistency of thick cream. Then add : 1/2 part boiled
linseed 0i1, and size solution as above, to produce a brushable consistency. The high size
content is without danger here, because its tension is counteracted by the boiled 1linseed
oil. One-third.of_one part of o0il added to chalk ground sufficiently reduces its absorben-
cy and solubility, and even this amount may be reduced further. Emulsion grounds brush on
more easily than oil-free grounds. On the other hand, they are slightly more difficult to
wet-grind and sandpaper, but with skilful brushing this may not be necessary. Hardening
with Formalin can be omitted, especially since the oily phase of the emulsion diminishes

the efficacy of Formalin to some extent.
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RECIPE FOR DISPERSION GROUND ( cf., p. 95.)

Sizing with dispersion diluted with water 1:1, lithopone (additions of lime stone or mar-
ble dust extend the possibilities of absorption, texture, etc.), and dispersion diluted as
above, to produce a brushable consistency. As with emulsion grounds, three to four 1layers
of dispersion ground should suffice to produce a fine, eveh white surface. This can be
reduced to two layers by using a paint roller and a slightly more viscous mixture, or by
substituting the opaque titanium white for 1ithopone. Some grades of titanium white also

contain the necessary proportion of fillers.
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EGG YOLK MEDIUM ( cf. p. 112.)

Egg yolk, mixed with water dries almost instantly. Ingredients : equal parts of water and
egg yoik. Separaté the yolk from the white. Puncture the yolk and drain into a jar, add
water and shake into a pale emulsion. Use enough yolk-water mixture to cause the colour to

dry with lustre.
GLAIR MEDIUM (EGG WHITE) ( cf., p. 123.)

Place the egg white on a platter and beat until the froth becomes dry. A small amount of
liquid will be found at the bottom; pour this into a little jar, for it is the glair. Or,
after beating, put the froth into a jar, mix in four tablespoons of water, and decant the
liquid after eight hours. The first method yields a viscous medium; the second produces a
fluid medium. Grind dry pigments with water to form as much colour paste as you need; be
sure to grind well, for this paint is similar to water-colour and needs fine pigment par-

ticles. Dip a fine sable brush into glair and pigment to paint on panels; use it to add

tiny details wet-in-wet on 0il paint.
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HARDENING OF A GROUND
It is achieved by a six ﬁercent solution of Formalin 1ightly applied to the horizontally
placed surface with a soft-bristle brush or a rectangular sponge. A specially marked brush
should be kept exclusively for this purpose, because any brush that is also used for
priming is certaip to harden irremediably in time. In order to expose all ground layers to
the action of Formalin, one can harden the size coating of the support and the final
ground layer. However, if lower layers soften during the priming of large areas, causing
the brush to drag and making an even application difficult, one may at any time harden
each layer as necessary. It is best accomplished when the support is lying on the floor.
It is advisable to leave the room before the gas affects the mucous membranes of the eyes.
However, if treatment is carried out in the open, the vapour disperses before it can take
effect. This slightly unpleasant task can easily be done just before.one normally Tleaves
the studio. The gaseous formaldehyde reacts overnight, and in the morning the room can be
thoroughly aired. However, on no account should size or gelatin supplies be 1left exposed
in the room, for these would harden on the surface and thus become insoluble. There is so
far no chemical that can reverse the tanning action of Formalin. Once a ground has been
hardened with it, it can no longer be washed off and can be removed only with sandpaper.

It must be admitted that Formalin slightly reduces the elasticity of the ground.
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WHOLE EGG AND DAMMAR RESIN EMULSION ( cf., p. 128.)

A Tittle dammar resin helps toughen egg film during its tender early months. After it has
completely polymerized, egg becomes one of the toughest, most insoluble substances known.
Ingredients : whole egg (4 parts), dammar varnish (1 part), water (12 parts). Take a jar
and break the egg into it; cap the jar and shake until the egg is mixed. Add the varnish
to the contents and repeat the process; finally add the water. After shaking thoroughly,
strain the emulsion through two Tayers of cheesecloth ihto another jar. One egg makes
about one half pinf of emulsion. With a painting knife or a palette knife, grind as much
dry pigment as you need for one painting session. As you paint, combine the pigment ‘paste
with more emulsion. Paint on a gesso panel or canvas. Egg-resin also makes an excellent
underpainting vehicle.

A stock solution of emulsion that can be diluted with water as desired can be prepared in
the following way. Whole egg shaken up constituting 1 part (by volume), add 1 part (by
volume) dammar varnish, shake up well to emulsify. A thick viscous emulsion will result.

Pigment can be ground or mixed with this solution and thinnned with water as desired.
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NITRO CELLULOSE SEALER ( cf., p. 79.)

Dilute the commercial consentrated product, 1 part Nitro Cellulose to 5 parts Industrial

Lacquer Thinnners. Apply evenly as required as a sealer for support and ground surfaces to

reduce absorbency.

POLY VINYL ACETATE SEALER

Dilute commercially prepared consentrate 1 part P.V.A. Sealer to 1 part water to reduce

gloss and apply as an all-purpose sealer.
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"FOREWORD

A sad reality in the history of art is the
record of man's inability to adapt to the new
and different, with the result that recognition
often comes too late in the artist's life to be
of benefit, or worse, it 1is posthumous. Today
many of the Dbarriers of conservatism in
established institutions have been broached;
consequently the artistic public 1is rewarded
with fresh new 1imagery and ever-extending
boundaries of expression. Art must be seen and
music heard, for both the eye and the ear need
time to adjust before appreciation is achieved.

The more frequently we are exposed to the mnew,
then the more critical will be our consideration

and evaluation. The fresh stimulation of
negotiating new paths in art is a powerful force
to creative experience. The rewards of

understanding, however, do not come easily, but
like many learning processes, once the door is
opened, the horizon is limitless.

This Gallery has presented many talented workers
to our South African public by providing a venue
in our midst where art can be viewed
objectively, and where the artist and the
interested spectator can examine different
subjects, styles, techniques and periods both
old and new.

This exhibition is based upon a story as old as
man himself; it has been told a thousand times
in a thousand different ways; it is a theme that
has taxed the greatest artists and finest
creative minds of our civilisationm. It has
stimulated the senses of thinking man for almost
as long as he has inhabited the earth, has
lifted his mind to soaring heights of wonder, is
a cornerstone of the world's religions and every
man has lived through the questions, the doubts
and the explanations of the story of Genesis.
Genesis 1s our own personal, private world, be
it myth or reality.

Leon de Bliquy explores this with us in his new
paintings.

Hyra Aty

Clayton S. Holliday
DIRECTOR



INTRODUCTION

’

This  series of paintings was conceived as an
academic exercise and 1is a synthesis of the
progression in a creative experience. The
evolution of the form and structure of the
series can be traced through literary sources
and other related influences. A concern for the
metapbysical 1is the linking factor, and the
effect of different stimuli culminates in a
unified series of contrasting images.

The poetry of Odysseus Elytis has been a source
of inspiration since my first contact with his
work in 1968. A group exhibition entitled
"Picture Poems'" held at the Artists' Gallery in
Cape Town in 1969 included my triptych with
hinged side panels inspired by Elytis' "The Mad
Pomegranate Tree'. His poems became an
increasingly important spiritual influence in my
creative thought and two further exhibitions
were based on modern Greek poetry. The content
of his poems led me to discover the riches of
visual imagery in Greek mythology.

An investigation into African mythology and folk-
lore introduced me to Bushman legends, and the
wealth of that imagery inspired the series
"Death and Regeneration of the Mantis Child" and
a further exhibition entitled "Myths of the
Rain."

With the accent on the phenomena of life, death
and regeneration in these myths, my interest
turned to the poetry of Federico Garcia Lorca
and Uys Krige's Afrikaans translation of 'The
Lament for Ignacio Sanchez Mejias'. These
inspired an exhibition with dramatic and deeply
symbolic imagery.

It was my intention to produce a series of
paintings using Bushman myths for an M.A., but
Elytis' ©Nobel prize for literature in 1979
focused my attention on his epic poem, "Axion
Esti', where many of the primitive mythological
elements are expressed through metaphysical
content. The first part of the three part
structure in the poem formed the basis of the
idea for the present series. Biblical
references also clarified the literary
significance of the Genesis theme, whether
Bushman, Greek or Hebrew. The Genesis in the
Elytis poem expresses the poet's own spiritual
awakening and the idea inspired me to attempt a
series of paintings which would be a synthesis
of my work. This seemed ideal for an academic
project which would form a foundation for
further developments. Although the idea for the
series is largely derived from the Elytis poem,
much of the content is a reflection of the
structure in the Biblical account of Creation.




YOORWOORD

'n Tragiese werklikheid in die kunsgeskiedenis
is die rekord van die mens se onvermoé& om by die
nuwe en anderse aan te pas, met die gevolg dat
erkenning dikwels te laat in die kunstenaar se
lewe geskied om voordelig te wees of, erger nog,
postuum geskied. Vandag is baie versperrings
van konserwatisme in gevestigde inrigtings
oorbrug; gevolglik word die kunspubliek beloon
met vars nuwe verbeeldingryke en steeds
groeiende uitdrukkingsgrense. Kuns moet gesien
en musiek gehoor word, want die oog en die oor
het albei tyd nodig om aan te pas voordat
waardering kan plaasvind. Hoe meer dikwels ons
aan die nuwe blootgestel word, hoe meer krities
sal ons oorweging en evaluering wees. Die vars
stimulering van die oorgang na nuwe kunsrigtings
is 'n kragtige mag tot skeppende ondervinding.
Die loon van begrip geskied egter nie maklik
nie, maar soos baie leerprosesse, is die horison
onbeperk sodra die deur geopen is.

Hierdie Kunsmuseum het baie talentvolle werkers
aan ons Suid-Afrikaanse publiek bekend gestel
deur 'n plek in ons midde te voorsien waar kuns
objektief besigtig kan word en waar die
kunstenaar en die Dbelangstellende toeskouer
verskillende onderwerpe, style, tegnieke en
tydperke, hetsy oud of nuut, kan ondersoek.

Hierdie uitstalling is gegrond op 'n storie wat
so oud 1is soos die mensdom self, die is 'n
duisend keer op 'n duisend verskillende maniere

vertel; dit- is 'm tema wat die grootste
kunstenaars en die beste kreatiewe denke van ons
beskawing getoets het. Dit het die denke wvan

die mens gestimuleer solank hy die aarde bewoon
het, sy denke verlig tot stygende wonderhoogtes,
is 'n hoeksteen van die wéreld se godsdienste en
elke mens wat deur die vrae, die twyfel en die
verduidelikings van die Genesis-verhaal geleef
het. Genesis 1s ons eie persoonlike, private
wéreld, hetsy mite of realiteit.

Leon de Bliquy ondersoek dit saam met ons in sy
nuwe skilderye.
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INLEIDING

Die wuitgangspunt vir die konsep van dié reeks
skilderye is verbonde aan akademiese
doelstellings, en kan beskou word as 'n sintese
van die ontwikkelingservaringe in 'n kreatiewe
vormingsproses. Die ontplooiing in die vorm en
struktuur van die reeks kan herlei word na let-
terkundige bronne en ander verwante invloede met
'n verbindende faktor wat geleé is in 'n
metafisiese inslag. Verskillende wuitwerkings
word saamgevat in 'n eenvormige reeks van
kontrasterende beelde.

Die gedigte van Odysseus Elytis dien as bron van
inspirasie sedert my eerste kontak met sy werk
in 1968. 'n Groepstentoonstelling met die tema
"Picture Poems"', in die destydse
Kunstenaarsgalery in Kaapstad, het my triptiek
ingesluit, wat deur Elytis se gedig '"The Mad
Pomegranate Tree'" geinspireer is. Sy gedigte
het 'n toenemende geestelike invloed op my
kreatiewe denke gehad en twee verdere
tentoonstellings was gegrond op moderne Griekse
poésie. Die inhoud van sy gedigte het verder
gelei tot die ontdekking en waardering van die
rykdom visuele beeldspraak in die Griekse
mitologie.

'n Studie van mites uit Afrika en veral Boesman-
legendes het die inspirasie voorsien vir die
reeks "Dood en Wedergeboorte van die
Hottentotsgodkind'", en ook wvir 'n tentoon-
stelling met die tema '""Mites van die Reén'".

Met die mnadruk op die natuurverskynsels van
lewe, dood en wedergeboorte in hierdie mites,
het my belangstelling verskuif na die poésie van
Federico Garcia Lorca, en veral Uys Krige se
Afrikaanse vertaling wvan 'Die Klaaglied wvan
Ignacio Sanchez Mejias", wat die inspirasie was
vir 'n tentoonstelling met dramatiese en diep
simboliese beeldspraak.

Dit was my bedoeling om die skilderye vir my
meestersgraad te baseer op Boesmanlegendes, maar
toe Elytis die Nobelprys vir letterkunde in 1979
ontvang het, 1is my aandag gevestig op die
mitologiese inhoud van sy gedig ''Axion Esti'.

Die primitiewe en bonatuurlike inhoud van die
epiese gedig het die oorgang bewerkstellig vir

die Genesisgedagte. Die eerste deel van die
driedelige struktuur in die gedig vorm die basis
van die huidige reeks. Bybelse verwysings

beklemtoon ook die letterkundige betekenis van
die Genesistema, of dit Boesman, Grieks of
Hebreers 1is. Die eerste deel '"Genesis" in die
gedig van Elytis is die digter se uitdrukking
van sy eie geestelike ontwaking, en die idee het
my aangespoor tot die ontwikkeling van 'n reeks
skilderye wat 'm sintese sou wees van die
verskeie rigtinge wat teenwoordig is in die
ontwikkeling van my werk. Dit was ook ideaal
vir 'n akademiese projek wat 'n grondslag sou
vorm van verdere ontwikkeling. Die idee vir die
reeks 1is grotendeels afgelei wvan Elytis se
gedig, maar die grootstedeel van die inhoud is
'n weerspieéling van die struktuur in die
Bybelse weergawe van die skepping.






BIOGRAPHY

Born 10 October, 1943, in Johannesburg

1962-1966

1967

1971-1972

1973

1975

1976

1979
1980

Studied at the Michaelis School
of Fine Art, Cape Technical
College and UNISA.

Served an apprenticeship as a
photolithographic artist.

Awarded a prize for Painting
in "Cape Art '67."

Studied lithography at the Royal
Academy in Antwerp with a
cultural exchange scholarship.

Joined the staff of the Cape
Technical College and established
a lithographic studio with a
press and stones brought from
Antwerp.’

Awarded a cultural exchange
stipendium and a Cape Ter-
centenary Foundation grant for
research in Belgium.

Appointed lecturer in Fine Art at
the University of the O.F.S.

Attained B.A. (Fine Art) degree

Joined staff of the Technikon,
Port Elizabeth

LEWENSKETS

Gebore 10 Oktober 1943 in Johannesburg

1962-1966

Onderrig by die Michaeliskuns—

skool, Kaapstad, die Kaapse
Tegniese Kollege en UNISA.
Dien 'n vakleerlingskap in

fotolitografiese kuns.

1967 Verwerf 'n prys vir skilderkuns
in "Cape Art '67".

1971-1972 Kursus in litografie by die
Koninkli jke Akademie voor

Schone Kunsten, Antwerpen, met 'n
kultuur-verdrag-studiebeurs.
1973 Sluit aan by die personeel van

die Kaapse Tegniese Kollege en
vestig 'n ateljee vir litografie
met 'n pers en stene, saamgebring
van Antwerpen.

1975 Verwerf n kultuurverdrag-sti-
pendium en 'n toekenning van die
Kaapse Drie-eeuefees-stigting vir
Navorsing in Belgié.

1976 Aangestel as lektor in Beeldende
Kuns aan die Universiteit van die
0.V.S.

1979 Behaal die graad B.A. (B.K.)

1980 Sluit aan by die personeel van

die Technikon, Port Elizabeth.

Leon de Bliquy is represented in the following
public collections:

Leon de Bliquy is verteenwoording in die
volgende openbare versamelings:

S.A. National Gallery, Cape Town

Bloemfontein Museum Art Collection

Kimberley Art Gallery (William Humphries)

King George VI Art Gallery, Port Elizabeth
Sterckshof Museum, Antwerp, Belgium

Rembrandt van Rijn Art Foundation, Stellenbosch
SANLAM Art Collection, Cape Town

Cape Town City Library Services

Royal Academy, Antwerp

Rockford College, Illinois, U.S.A.






EXHIBITIONS

1967

1968
1969

1970

1971

1972

1974

1975

""Cape Art 1967", S.A. Natiomal Gallery,
Cape Town.

One-man show, Adler Fielding Gallery,
Johannesburg.

One-man show, Artists' Gallery, C.T.

One-man show, Dorp St. Studio, C.T.

"Art South Africa Today', Durban Art
Gallery.

"Picture Poems'", Artists' Gallery, C. T.

One-man shows at:

Sarah Hassel Gallery, Johannesbirg.
N.S.A. Gallery, Durban.
Stellenbosch Museum Gallery.

One-man show, S.A. Association of Arts,
Pretoria.
""Cape Art", Durban Art Gallery.

One-man show, S.A. Assn. of Arts, C.T.
One-man show, Stellenbosch Museum
Gallery.

"Club der XII", Royal Academy,
Antwerp, Belgium.

"Lithography, Art & Technique, 1850-1950",

Museum Sterckshof, Antwerp, Belgium.

"New Cape Art", S.A. Assn. of Arts, C. T.
"S.A. Art", O0.F.S. Arts Society,
Bloemfontein.

One-man show, S.A. Assn. of Arts, C. T.
"R.S5.A. 1974", S.A. National Gallery,
Cape Town.

One-man show, Bloemfontein Museum Art
Gallery.

"Cape Town Festival Exhibition', C.T.
"Cape Art '75", S.A. Assn. of Arts,
Pretoria.

TENTOONSTELLINGS

1976

1977

1978

1979

1980

1981

1982

1983

One-man show, Emile Verhaeren Museum
Sint Amands, Belgium.

"Club der XII', Royal Academy,
Antwerp, Belgium.

One-man show, University of OFS.
"S.A. Art", Bulawayo Art Gallery.

One-man show, Waterkant Gallery, C.T.
"R.S.A. '78", National Exhibition.
"International Biennial of Graphics,"
B.P. Centre, C.T.

One-man show, N.S.A. Gallery, Durban.
"Myths and Poems,", one-man show,

Student Centre, University of OFS.
"Homage Exhibition, Lorca-Uys Krige'",
one-man show, University of OFS.

14th International Biennial, Monte Carlo,
Monaco.

One-man show, Gallery International, C.T.
"Still Life, '80", University of
Stellenbosch Art Gallery, Stellenbosch.

R.S.A. Festival Exhibition, Durban.
Rockford International Exhibition Graphic
Art, Illinois, U.S.A.

Centenary Exhibition, P.E. School of
Art and Design, King George VI Art
Gallery, Port Elizabeth.

South African Graphic Art in Germany,
S.A. Association of Arts.

"40 Self-Portraits'", University of
Stellenbosch Gallery, Stellenbosch.

Nine Eastern Cape Artists, Everard Read
Gallery, Johannesburg.
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CATALOGUE KATALOGUS

CONTE

I.

IT.

NTS - INHOUD

Tempera paintings/Tempera-skilderye
nos/nrs. 1-15

Drawings/Tekeninge
nos/nrs. 16-21

Dimensions/Afmetings

1 &1
2 -9
12 &

14

5 150 x 150 cm, on canvas/op doek
90 x 140 cm, on canvas/op doek

13 Trlptych, canvas and laminated
wood panels

Centre piece 140 x 140 cm.
140 x 70 cm.

Side panels

Triptiek, doek en gelamineerde

houtpanele
Middelstuk 140 x 140 cm.
Sypanele 140 x 70 cm.

Three panels laminated wood

each, 240 x 120 cm.
in two parts 120 x 120 cm.

Drie panele gelamineerde hout

elk, 240 x 120 cm.

in twee dele 120 x 120

TEMPERA PAINTINGS - TEMPERA-SKILDERYE
In the beginning
In die begin

God created the heaven
..het God die hemel...

.and the earth.
..en die aarde geskape.

10.

11.

12.
13.
14.
15.

And the Spirit of God moved
on the face of the waters.

.en die Gees van God het gesweef
op die waters..

...Let the earth bring forth grass,...

...Laat die aarde voortbring..

.and the tree yielding fruit,
..en bome wat vrugte dra,
waarin hulle saad is,..

.and let them be for signs,
and for seasons.

.en laat hulle dien as tekens
sowel vir vaste tye...

.Let the earth bring forth the
living creature...

..Laat die aarde lewende wesens
voortbring..

..after his kind
..volgens hulle soorte

.Let us make man in our own image...

..Laat ons mense maake na ons beeld.

...male and female created He them.
...man en vrou het Hy hulle geskape.

Adam

Eve /Eva

Genesis

"Green blood and bulbs golden

in the earth"...
(Genesis, Odysseus Elytis)
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