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14. No, my pieces are meant to function on two levels. 
a) i. To be uplifting, humorous and absurd. (sculpturally) 

ii . They are meant to be Metaphors, of the way some people live today. (a 
particular element of Society) (ie frivolous over the top.) 

b) I think that a Sculpture that functions (is usable) allows people to relax and 
enjoy it without trying to discover what is its "meaning". 

Armando Baldinelli. 

1. I am often asked why the subject of my paintings is mainly based on the nude 
feminine body. I believe there is no form more perfect than a woman's body. All 
art, since the beginning of history has been inspired mainly by the feminine body, 
to represent that which was most harmonious and beautiful of nature's creation. One 
has only to think of the Greek statues, Botticelli's paintings, the buxom women of 
Rubens, Renoir's women. The capricious ones of Toulouse Lautrec, up to modern 
paintings. The body of a woman is harmony in form. The breast has a fundamental 
importance, an attraction which goes beyond sexual possessiveness, which only lasts 
a few moments. It can remain aesthetically chaste and pure and is the absolute 
expression of love and life which is the first nourishment of humanity. The breast 
has a special masculine attraction, perhaps men desire the breast as return to the 
maternal one. Who knows? Perhaps I did not get enough of my mother's. 

On Invitation for the Exhibition, "Yesterday and Today" (1989) 

My discipline is a moral, as much as the aesthetic intransigence, therefore my 
art automatically becomes the story matter of my language. Looking at my 
past "forties period" today, I could repeat the same words: Nothing has 
changed in my heart, but new and wider experiences enriched and 
consolidated my belief in a new form of figurativity. I aim for elegance in 
harmony of shapes and colours, in a vigorous spontaneity, more freedom of 
interpretation and techniques. 
Nothing is to be left to chance. 
The sentiment and fantasy gives the life to the forms which bring back again 
the sentiment. The objective memories should become tangible visions. 
I would like to consider my work as seen from an open window looking 
through the filter of my soul, to show the performances of my inner feelings 
and the sentimental emotions. 
I try to understand and let understand the secret and the mystery of the paint 
which was and still is the journey of my life." 

by Baldinelli. 
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Bra am Kruger. 

1. Chiefly because it is such a strong art genre, one of the great themes, together with 
the still life, crucifixion, hunting scenes etc. Of course sexually too, in which field 
I am only interested in women, limiting as it is. 

2. Yes. 

3. I try to use the figure to create the illusion of high art, real art, almost as a kitch 
symbol of art. And then I contemporise it, f_k it up. See, I believe art has to be 
anarchistic before it can replace former orders. The women in my life at the time, 
feature mostly, or women like them. At the moment it is Grethe Fox (see mentioned 
Style article) 

4. The closest thing I can be to a feminist, apparently, is to be fighter for their rights, 
which I have done since the early 80's in various published essays (Insig), De Kat 
and I believe in my art also . 

5. See 4. 

6. Not in SA, where art is not considered as real work for men. Not in the world since 
the 60's. Anyway, I think it is demeaning for any one group to justify themselves as 
woman artists, -or worse, feminist artists, gay artists, black artists, political artists etc. 
All artists are simply artists and there is nothing glamorous about it, just a type of 
worker. 

7. Every person experiences objects , feelings etc in a different way, each one has a 
different field of references/ associations to draw from. That is what makes art so 
unique, it is not possible for 2 artists to make the same thing. 

8. The audience is not the concern of the serious artist, much as actors can't applaud 
themselves. Perhaps it is of the woman artist, feminist artist, political artist. I won't 
know. This is a disgusting sexist question. 

9a. Usually, the characters in my work are spectators of me, or as you would like to put 
it, of the audience. 

9b. No. 

10. Yes. One of the many angles are that I can give those artworks and artists options 
they didn't have at the time, eg. Mickey Mouse, later artworks, styles events. In a 
send up way, I try to make those works timeless, not stuck in a particular historical 
context. See references in Style and De Kat. 

11 . The general feeling of artists from every sexual perversion whom I have spoken to, 
feel sorry for artists hiding in groups. (see 6) 

12. Her eyes. 
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Bonita Alice. 

1. I am interested in the fact that the female image has been such a popular subject in 
art, from the very earliest images we have to the present and also within most 
cultures. I am curious about why - is it about the form or its associations? , or does 
that become a single issue in the case of the female image? 

2. My work is mostly about other people's images. My own experiences certainly 
influence the forms I make but this is secondary to my reworking of existing images. 

3. As I have suggested, it is existing images of women that interest me, all the way from 
Ancient Greece to Hollywood (M.Monroe is a favourite). So if there is a single 
image of woman that influences me, it is that image which exists in all images of 
women. 

4. The time and political climate ( re feminism) in which I work will no doubt have 
influenced my images. I have always taken liberties with the female form (and will 
continue to do so) - sometimes in a very unfashionable way as far as conventional 
feminists are concerned. 

5. I don't think women artists take a back seat but I do think that they are sometimes 
discriminated against. For example, they may have to do more in order to be taken 
as seriously as men. 

6. This is a Huge question! And I'm not sure that I'd like to try and answer it. 
Numerous studies have been done, in the context of the feminist debate, which have 
examined the female subject/male artist relationship. I think there is very little doubt 
that the male view (traditionally) of the female figure relates very specifically to the 
traditional male/female relationship as set up by a society. Be careful to specify 
which tradition you are referring to - these relationships can change outside of the 
Western context. However, more recently, both male and female artists have re­
examined and reworked this subject. 

7. I have no specific audience in mind for my work. 

8. The role of spectator is very important for my work - in some cases the most 
important factor is the shift from The subjects traditionally passive role - She is aware 
of the spectator/viewer and may appear to be visibly affected by his/her presence. 

9. I think this question has been answered above. 

10. I'm not quite sure what you mean. I personally think it is time to leave "women 
artist only" exhibitions behind. 
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11 . This is a difficult one to answer. For one thing, I am interested in the erotic female 
nude. I would like my work to be seen as part of the search for an eroticism for 
women which does .not demean them. 

Isolde Krams. 

1. Explain~ in Thesis. 

2. Yes, please read my thesis section 3 & 4. 

3. Yes, please read my thesis section 3 & 4. 

4. I think emphasis has shifted from woman as housewife and mother to working, 
professional woman - a society where no credit is given to housework or the rearing 
of children. Housework is not seen as work! Today women need to choose between 
becoming successful business women or housewives/mothers. I don't think women's 
situation has improved, I believe the opposite to be true. Now woman is expected to 
perform two roles simultaneously and to top it all she has to look good while she is 
doing it! Please see my collages and photomontages on the subject. 

5. Sometimes they have to, because of the reasons explained. above, she has to fulfil 
more roles than merely being an artist Secondly has the supposed emancipation of 
women in the 60's and 70's not changed women 's situation (my view) especially not 
in South Africa! 

"Feminism" seems to still be a swearword, that most people get aggressive or 
offensive over. (Male and Female). 

6. I depict the female figure (myself) for many reasons. (please see the section where 
this is explained in detail). If a man represents a female figure, I suppose it is for 
different reasons and from a different insight/perspective. 

7. Both, I want to suggest that my sculptures have different aspects to them, they 
represent not just one view. There are different levels of meaning. The viewer is 
asked to participate, to understand ..... (Again my thesis will explain this) In a 
sculpture I may simultaneously play with ideas like parody, realism, fantasy, politics, 
gender conflict, tradition verses the here and now.... Male and female viewers 
hopefully can identify with some aspect. 

8a. I don't. 

8b. Again read my thesis, where I explain how in the beginning my sculptures and 2 -
D works were passive objects and slowly started moving, taking charge. 

9. Yes, I use parody a lot. It is not a copying, it is rather an answering to, a reacting 
to, poking fun at, turning in on . . . . . 
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10. With indifference, as old hat. (Unfortunately). 

11. I work with my own body for many reasons because I am the cheapest model, 
because I feel most familiar with the female shape, because I can express my 
concerns best by portraying the female shape- Why I find her aesthetically appealing 
I do not know, I don't know if I can claim to do that really! 

12. Please read my explanation of my "Girl at her Dressing Table" you will find my 
understanding in there. 

13. She becomes a seductress, but also a private image. The spectator feels that he is 
invading,looking at something private, perhaps even forbidden. The viewer becomes 
an intruder even a voyeur. At times my sculptures therefore can shock dep. where 
they are exhibited. For example "Woman in her Bath" stands in an entrance hall or 
gallery, at first sight one has the compulsion to turn away, as if one had invaded a 
woman by mistake. It is also a playful decorating thing. Dressed .... undressed, 
undressed but not naked ..... . . . 

This is part 3+4 of my M.A. thesis handed in Feb. 1991. at the University of the 
Witwatersrand, with the title: 
... City and Environment: 
A consideration of the. Female Figure in an Everyday Context. 
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Jean Doyle. 

1. Answered previously. 

2. These few verses on ART AND THE MEANING OF LIFE might answer this 
question. 

This is a question I have pondered 
And on it many hours have squandered 
Does art exist through power of fashion 
Or does it live by lust and passion. 

Can a sculpture stand in grace 
And can its sculptor last the pace? 
Or do they have a gaping void 
And must it then be filled by Freud? 

And does the virgin metal race 
In peifect time with mass and space 
Or does a sculpture cross the chasm 
Erupting in a vast orgasm? 

But there may be some consolation 
For all my mental masturbation 
Art leaps its bounds, it seems to me 
And copulates with those who see. 

3. Lillit, Bethsheba, Dietricht, Thatcher - any woman who use what they have at their 
disposal in order to achieve. 

4. One sculpts women as they appear at the time. If they are "liberated", that's how 
they will be portrayed. 

5. Women, in most cases, choose to diversify their creativity- choose to have children. 
They juggle their energy between child-rearing and artistic creativity. The single­
minded aggressive approach to their art is modified. They, therefore, appear to be 
taking a back seat. 

6. A male art critic (Argus, July 26/93) reported one of my sculptures to be "a nude, 
all dressed up". If men don't depict women differently they certainly describe them 
most inadequately. 

7. My work is not directed towards an audience. 

8. My female images are an extension of my persona. They reflect my concept of the 
female. My figures are myself. 
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9. The resulting incongruence of placing a graceful Botticelli figure, a decadent Otto 
Dix, or an heroic Titian in a contemporary environment is hard to resist. 

10. Woman's art is increasingly relevant. Am showing in a group exhibition next month 
entitled "Women on Women". This sort of subject matter generates wide interest. 

11 . Answered previously. 

12. Largely. My work hangs on such items. 

Jean Doyle: Additional Interview. 

My art is for me, self protective. It is a means of dealing with life, coping with pain, 
rejoicing in pleasure, making the intolerable tolerable. It expresses the absurdities of human 
existence, transforming the impotent and dull into the sublime and ridiculous, using as its 
vehicle, intemperate feminine bulk. Art gives one the means to transcend mediocrity, to hold 
an affirmative stance toward life, as the creative spirit can view things from a distance and 
re-articulate them in a lighter substance, a different medium. Art is the re-enactment of the 
world in imagery, a celebration of life in metaphor. 

As the imagery becomes the vehicle for creation, it must be chosen for its relevance. The 
female form can be used effectively to this end. It can convey a lust for life, humour, 
sensuality, spontaneity, honesty, warmth and sympathy. It can evoke a summum of ecstasy, 
a potent and rare witchery, a heady elixir. It can be seductive, vulgar, erotic, obscene, 
aggressive or virginal. In short, it is a flexible and fluid means of expression. 

Whether the unclothed female form is considered "nude" or "naked" is simply academic. 
She stands with great presence, quite bare, without the need of Kenneth Clark's endorsement 
of her nudidity to elevate her to an art form. I consider my figures to be perfectly bare. 

Clothed or partially clothed figures may convey yet another dimension - a different facet of 
expression. A heightened erotic aspect could be explored by using the trappings of elegance 
(gloves, jewellery) on an otherwise nude figure. 

Note: 
There was once a lass who was quire at her best 
When she stripped off her undies, her bra and her vest 
She cried - "I am bare but not quite undressed" 
And this, I believe, was far from ajest 
It sounds an enigma, but here are the clues 
She hadn't removed her gloves and her shoes. 

My partiality to the substantial female form is a double-coded enquiry into the relationship 
between . a woman's mass and her credibility in our society; thin women are considered 
desirable, seductive and sensual whereas large ladies are thought of as absurd and ridiculous. 
One wonders if the amount of space a woman occupies is directly relevant to her plausibility. 
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This gives rise to the simplistic and often-held male view that women must needs be thin in 
order for their opinions to carry weight. 

On the other hand, one's argument need not be sated with weighty and profound ways of 
expressing this. The issue can be treated with humour - "in risu veritas" - (in laughter, 
truth) . After all , one doesn't need to be solemn to be serious. Nor does one have to anguish 
at the discrepancies between what things are and what they ought to be. Humour in art is 
not indicative of cultural slumming. Nor is it the result of light-weight reasoning. There is 
an understanding that tears and laughter have some kind of symbiotic relationship. "And if 
I laugh at any mortal thing, tis that I may not weep" - Byron. 

When a male artist depicts a woman, there is a possibility that he will draw from his model 
the desirable submissive and sensual qualities in her which reflect in a mirror image, his own 
sexual desire. Could it be true that men are arrogant enough to believe that women are in 
constant need of their attentions? 

Note lines by society photographer, Herman J Hahndiek -

"They say some women have no soul 
God left them with a gaping hole 
A secret longing never stilled 
A need forever left unfilled." 

Their own need? Transparently veiled? 

The female nude has strutted her stuff in the manner dictated by demands made on her from 
Venus of Willendorf to Madonna of Muizenberg. Whether something new is being explored 
or whether the same attitudes are being expressed on a different level is arguable. The 
disproportionate figures I use are probably nearer to fantasy than to realism. Unlike the 
nature of 2-dimensional work where fantasy can be explored , the fantastic sculpted figure 
may look incongruously real, grotesquely alive, horribly substantial. My work examines 
fantasy on a realistic level. 

As I find it a lot easier to describe the content of my work rather than the technical aspects 
of it, I submit a verse to elucidate the spatial problems I encountered in the sculpture entitled 
"Bust of Eris" . 
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Bust of Eris 

I've sculpted Eris, if you please 
Graced in a hat of birds and bees 
Around her neck flash spheres and cubes 
And all propped up by largish boobs. 

But should I let her lavish charms 
Spread right out towards her arms? 
Or should I lapse and call it quits 
And let her hat outweigh her tits? 

I must admit I am confused 
Bewildered, bajjled and bemused 
And here I must confess my greavage 
Of how to cope with all that cleavage. 

8-11 

The most persuasive influence on my work is undoubtedly the society of the prosperous 
bourgeoisie where a superfluity of wealth is able to support its idleness; where behaviour 
includes exhibitionism, ostentation, posturing and artifice. To present this sympathetically, 
I depict my subjects with a stylised elegance, in a sort of camp representation which has 
serious but not honourable intentions. The subject matter of grossly indulgent women is an 
easy target for mockery, but it is performed with a self-mocking abdication of any 
pretensions to power. 
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CURRICULUM VITAE 
OF SELECTED SOUTH AFRICAN ARTISTS 

BALDINELLI, Armando 

Born 1908 Ancona, Italy. 
Resided in SA from 1953. 

C-1 

A painter and graphic artist of figures, portraits, still life and elements of landscapes. 
Works in oil, acrylic, gouache, ink, wash, pencil, charcoal and in various graphic 
media, particularly woodcuts. 1963-71 abstract works. 1964-66 a number of 
assemblages in metal and wood. A painter of frescos and a mosaic artist. 
STUDIES 1925-28 Academy of Fine Art, Rome; 1935-39 Instituto Superiore di 
Belle Arti, Modena, Italy. 
PROFILE 1962-63 a member of Gutai Pinacoteca, Osaka, Japan . 1941-51 
Professor at the Art Institute Aldini and Valeriani, Bologna. A number of book 
illustrations in Italy. A designer of stained glass windows; 1950-52 designed the 
windows of Noto Cathedral, Siracuse, Sicily, where he also painted alfrescos in the 
apse; 1962 designed the windows of St George's Presbyterian Church, Wolmarans 
Street, Johannesburg. He is also interested in cinematography and has made a number 
of films . 1962-63 lived in Japan; 1964 in New York. He has travelled extensively 
throughout the world. 
EXHIBITIONS He has participated in numerous group exhibitions from 1931 in 
Italy, Zimbabwe, SA, throughout Europe and in the USA; 1936 Istituto di Cultura, 
Bergamo, Italy, first of over 10 major solo exhibitions held in Italy; from 1953 he 
has held over 20 solo exhibitions in SA, the USA and Portugal; 1967 Pretoria Art 
Museum, Prestige Joint Exhibition with Gunther van der Reis (qv); 1975 University 
of the Witwatersrand, Prestige Exhibition; 1981 Republic Festival Exhibition; 1981 
Rand Afrikaans University, Retrospective Exhibition; 1984 University of the 
Witwatersrand, Retrospective Exhibition. 
AWARDS 1936 Diploma d'Onore, Italian Contemporary Art Exhibition,Budapest, 
Hungary; 1946 Diploma d'Honneur, Musee des Beaux Arts, Nancy, France; 1950 
awarded the Canadian Government Prize, Venice Biennial; 1965 Artist of Fame and 
Promise Award. 
REPRESENTED British Museum, London, UK; Civic Gallery, Bologna, Italy; 
Galleria d' Arte dei Contemporanei, Milan, Italy; Hester Rupert Art Museum, Graaff­
Reinet; Johannesburg Art Gallery;Modern Art Gallery, Ancona, Italy; Modern Art 
Gallery ,Florence, Italy; National Gallery of Modern Art, Rome, Italy; Pietersburg 
Collection; Pretoria Art Museum; Rand Afrikaans University; SA National Gallery, 
Cape Town; Sogetsu Kaikan Gallery, Tokyo, Japan; University of the Witwatersrand. 

PUBLIC CO:M1\1ISSIONS Numerous commissions in Italy. From 1953 a large 
number of mosaics and murals in public buildings in SA, including at Jan Smuts 
Airport, Johannesburg; Hyde Park Shopping Centre, Johannesburg; Transvaal 
Provincial Administration Building, Pretoria; Natal Provincial Administration 
Building, Pietermaritzburg and in theatres, churches and educational institutions 
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BONITA, Kim Alice 

Born in South Africa in 1962. 
STUDIES 1979 matriculated at Hyde Park High School, Johannesburg, with 
distinctions in Art and Art History; 1984 BA (Fine Arts) Witwatersrand University. 
PROFILE Travelled extensively: 1979 visited Europe, concentrating on historical 
and contemporary museum art in Britain, France, Holland and Greece; 1985 - 86 
Europe, America and the United Kingdom visiting major art galleries and 
architectural sites. Extended visits to Paris, Rome and New York. Investigated current 
trends in sculpture, drawing, painting as well as in music, dance and theatre. 1985 
appointed Tutor at the Johannesburg Art Foundation teaching both adults and 
children; 1986 Part-time Tutor in sculpture at the Johannesburg School of Art, Ballet, 
Drama and Music; 1987 Appointed to the post of Temporary Full-time Lecturer of 
Sculpture in the Fine Art Department, University of Natal, Pietermaritzburg. Has also 
worked as an assistant to the Props Manager on a film production; 1992 employed 
as assistant Curator, U nisa Art Gallery, Pretoria. Has completed extensive restoration 
to a pair of wood and plaster Art Deco lamp figures 
EXHIBITIONS 1984 New Signatures Exhibition- winner of First Prize; 1984 Work 
selected for National Students Exhibition - Grahamstown Festival; 1985 Women's 
Festival Exhibitions - held at both the Market Theatre Gallery and the Natalie Knight 
Gallery; South African Sculpture Exhibition, Windhoek, Namibia; 1985/86 Work 
selected for Cape Town Triennial Travelling Exhibition; 1987 High Camp Exhibition, 
Passe Par Tout Gallery, Johannesburg; Work selected for Corona de Mar Exhibition, 
Uvongo, Natal.; Exhibition of works by Staff of the Fine Art Department, University 
of Natal, Pietermaritzburg. (Shown in Johannesburg, Pietermaritzburg, Durban and 
Stellenbosch.); Stutafords Wood Exhibition ( in conjunction with the South African 
Association of Arts), shown in Durban, Johannesburg, Pretoria and Cape Town 

DOYLE, Jean 

Born 1940 Wynberg, Cape Town. 
A sculptor of figures and wildlife. Works in bronze. 
STUDIES 1961-1963 Cape Town Training College, under Stephen de Villiers (qv), 

·gaining a Higher Primary Teachers Certificate; 1983 SA Institute of Foundrymen , 
under Dr A Koursaris. 
PROFILE A member of the SAAA; 1964 taught at the Alicedale Primary School, 
Cape Province; from 1976 a sculpture teacher at Studio 6, Wynberg, Cape 
Town;1978-81 at Cape Town Art Centre and in 1986 at Disa House, Cape Town. 
1970-71 illustrated Douglas Hey's articles for" Die Burger"; 1975 designed a birds 
of prey identification poster for the Department of Nature and Environmental 
Conservation; In 1983 she opened a bronze foundry in Cape Town and was elected 
a member of the SA Institute of Foundrymen. 1980 visited the USA. 
EXHIBITIONS From 1980 she has participated in several group exhibitions in the 
USA and SA; 1980 The Venue, Sea Point, Cape Town, first of five solo exhibitions 
held in SA and SW A/ Namibia. 
REPRESENTED Pietersburg Collection; University of the North. 

© Central University of Technology, Free State



C-3 

PUBLIC COMMISSIONS Several portrait busts from 1980; 1984 "Just Nuisance", 
Simonstown; 1984 Commemorative plaque of Mansergh, Cape Agulhas. 
REFERENCE SA. Art Calendar vol 10 no 3. 

GEERS, Kendell 

Born 8 June 1967; Johannesburg; South Africa. 
STUDIES 1985-88 BA (FA); University of the Witwatersrand 
PROFILE 1989 Lived in New York working as full time assistant to Richard 
Prince; 1990-91 Art Critic for "The Star" and "Die Vrye Weekblad" Newspapers; 
1991 Gallery Manager, Newtown Galleries. Member of Market Theatre Gallery 
Advisory Board. AA Life Vita Award Judge; 1992 Curator, Goodman Gallery. 
Founding member of Institute of Contemporary Art, Johannesburg. 
EXHIBITIONS 1991 Solo Exhibition: "Mediations"; Goodman Gallery, 
Johannesburg. Group Exhibitions: 1988 "Martiensen Exhibition", Witwatersrand 
University, Johannesburg; 1989 "Human Rights Now", Durban Exhibition Centre, 
Durban. "Porn Pawn", Fig Gallery, Johannesburg. "Paper Chase", Fig Gallery, 
Johannesburg; 1990 "Table Mountain from Bloubergstrand", Cornucopia Gallery, 
Cape Town. "Volkskas Atelier", SA Association of Arts, Pretoria. Everard Read 
Gallery, Johannesburg. "Looking at Art, Looking at Faith", Goodman Gallery, 
Johannesburg. "Klapperkop", SA Association of Arts, Pretoria. "Downtown 
Johannesburg opens the Fig", Fig Gallery, Johannesburg. 1991 "Volkskas Atelier", 
Everard Read Gallery, Johannesburg. "National Sculpture Symposium" , Michaelis Art 
Gallery, Cape Town. "Cape Town Trienial", South African National Gallery, Cape 
Town travelling until June 1993. "From Edoardo Villa to Kendell Geers", Goodman 
Gallery,Johannesburg. 1992 "Les Tables Artistiques", Johannesburg Art Gallery, 
Johannesburg. "Vita Art Now", Johannesburg Art Gallery, Johannesburg. "Volkskas 
Atelier" , Technikon Natal Art Gallery, Durban. 
AWARDS 1990 Mamba Award - Best Critic for 1990; 1991 First Quarter Vita 
Award; Mamba Award- Best Critic for 1991; Mamba Award- Best New Artist for 
1991. 
REPRESENTED Collections: Johannesburg Art Gallery; South African National 
Gallery;University of the Witwatersrand; Anglo American; Various Private 

·Collections. 
REFERENCES "Resistance Art in South Africa", Sue Williamson, David Philip, 
Cape Town , 1989, Page 69; "Art From South Africa"; Exhibition Catalogue; 
Museum of Modem Art, Oxford, England, 1990, Pages 23 - 24; "Spring is 
Rebellious", Ed Ingrid de Kock and Karen Press, Buchu Books, Cape Town, 1990, 
Pages 43 - 46. 

KRAMS, Isolde 

Born in Germany in 1961, came to South Africa in 1974 -
STUDIES In 1984 she obtained a BA Fine Arts Degree from the University of the 
Witwatersrand, majoring in sculpture, obtaining a distinction. 
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SIOPIS, Penelope 

Born 1953 Vryberg, Northen Cape. 
A painter of interiors and still life. Works in oils, pastel and mixed media. A series 
of tables ladened with food and objects. 1986 "Act II" series set in Paris Opera. 
STUDIES 1971-74 Rhodes University, gaining a BA(FA); 1975-76 Rhodes 
University, gaining an MFA with distinction; 1978 - 79 on a British Council 
Scholarship at Portsmouth Polytechnic, England, where attained a Post Graduate 
Diploma. 
PROFILE 1980-83 A Lecturer at the Natal Technikon; from 1984 a lecturer in the 
Fine Arts Department if the University of the Witwatersrand. 1986 spent eight months 
at Cite Internationale des Arts, Paris. 
EXHIBITIONS She has participated in group exhibitions from 1975 throughout 
South Africa and in Switzerland, the USA and West Germany; 1978 Collectors 
Gallery, Johannesburg, first of seven solo exhibitions, of which two have been held 
in the UK; 1982 Cape Town Triennial; 1985 Cape Town Triennial; 1985 Tributaries, 
touring SA and West Germany; 1986 Goodman Gallery, Johannesburg, joint 
exhibition with Peter Schutz (qv); 1987 AND 1988 Johannesburg Art Gallery, Vita 
Art Now. 
AWARDS 1985 Merit Award, Cape Town Triennial; 1986 Volkskas Atelier Award; 
1986 Anderson Capelli Research Award, University of the Witwatersrand; 1987 Vita 
Art Now Quarterly Award Winner and Merit Award Winner. 
REPRESENTED Durban Art Gallery; Johannesburg Art Gallery; King George VI 
Art Gallery, Port Elizabeth; Natal Technikon; Pretoria Art Museum; Rhodes 
University; Roodepoort Museum; SA National Gallery, Cape Town; University of the 
Witwatersrand. 
REFERENCES AASA; Gallery Summer 1985; SA Arts Calendar Summer 1985-
1986 & Winter 1986; De Kat December/January 1986 & May 1986. 
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PROFILE Lived and worked at the Cite Internationale in Paris. Commenting 
autobiographically she portrays her view on society using as references sculpture of 
the nineteenth century, Pop Art, Furniture and Feminist Art. 
EXHIBITIONS 1985 Cape Town Triennial; 1987 Johannesburg Art, Ballet and 
Music School exhibition; 1988 Johannesburg Art Gallery, Vita Art Now. 
A WARDS 1982 National Students Fine Art Competition; 1984 Merit Award in 
Sculpture, New Signatures, SAAA; 1984 Martienssen Prize, Student Competition, 
University of the Witwatersrand; 1984 Anya Millman Scholarship for Overseas 
Travel. 
REPRESENTED Durban Art Gallery; University of the Witwatersrand. 
REFERENCE De Kat December/January 1986 

KRUGER, Braam 

Born 1950 Boksburg, Transvaal. 
A painter, sculptor and graphic artist, working in oil,acrylic, watercolour, gouache, 
ink, wash, pencil, enamel, charcoal, wood, ceramics, the encaustic processes and in 
various graphic media. 1982 three-dimensional paintings in plastic; 1985 "Batman" 
series; 1985-86 "Black" paintings; 1987 working on a series of paintings with Simon 
Stone (qv) .. 
STUDIES 1974-79 Pretoria Technical College (Technikon), under Gunther van der 
Reis (qv), gaining a Teachers Diploma in Art; 1980 Frans Masereel Centrum voor 
Grafiek, Kasterlee, Belgium. 
PROFILE From 1979 a member of the SAAA; founder of the SA Alternative 
Monuments Commission. 1984 a lecturer in painting, Cape Technikon. 1977 
produced a series of etchings illustrating Laatnagvrese, a book of poems by Wessel 
Pretorius; 1986 illustrations and cover of a book of short stories by Jan Strydom. 
1970 a scenic painter for PACT. Has lived in the Cape Province and presently in 
Johannesburg. 1978 visited New York; 1979 Paris; 1979-80 in Antwerp, Belgium. 
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