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WILLEM BOSHOFF AND THE BOOK

The relation of language to painting is an infinite relation. It is not that words are

imperfect or that, when confronted by the visible, they prove insuperably

i nadequat e. Neither can be revintha&&desayo t he o
what we see; what we see never resides in what we say. And it is in vain that we

attempt to show, by the use of images, metaphors, or similes, what we are saying;

the space where they achieve their splendor is not that deployed by our eyes but

that defined by the sequential elements of syntax. And the proper name, in this

context, is merely an artifice: it gives us a finger to point with, in other words, to

pass surreptitiously from the space where one speaks to the space where one

looks; in other words, to fold one over the other as if they were equivalents.

Michel Foucault 1970:9

I write this <chapter in response to Wille
makes is a book.! In 1984, as an undergraduate, | asked Boshoff to comment on

wha't I perceived t o Kmyraherwaguetardiapologetic eeork i s h e
indicating that | was not sure of what | was looking at) inherent in his 370 Day Project

(from 198 2) . I was surprised to hear him res
Obooki shnessd6 but i n t eranabookfA decade laterh 8nd wo r k
myself stild]l responding to Boshoffds asser

what | perceive as his pantextuality.

In this chapter | examine selected pages from Kykafrikaans (1980) in order to

conclude the analysis begun in previous chapters. In doing this | hope to show that

the influence of both Wurm a n d B rQOrgre K1®65) helped form a body of work
which has resulted in unique scul 30 Daya | b
Proectas an example of one of these books. I
Book reside in its pantextuality (the term | have used to define a synthesis, unity and

breaking down of semiotic difference between image and text).

Reading these works highlights, for me, his acknowledgement of the tensions
between the prevailing formalism of the 1970s and the insurgence of the conceptual
and elements of process which emerged in that decade. His work willingly reveals the
formal and material processes through which it moves i the hammering keys of the
typewriter or the reductive marks of the chisel. At the same time, however, Boshoff
purposefully attempts to cut the viewer off from his meanings. His typewriter and
chisel become instruments of both revelation (through the formal constructs) and
obfuscation (by allowing the viewer no key to the myriad of graphic symbols).

These works ultimately require the viewer to read his texts as images (a convention
of Concrete and Visual Poetry)? as, in converting the sign (of lettering) into an image,
Boshoff allows one to make little or no headway into deciphering textual meaning.

! Boshoff has made this point to me in many private conversations stretching back to my first formal interview with

him in 1984. In a lecture given to the Art Educators Association at the Johannesburg Art Gallery in 1996 he

repeated this belief in reference to his Blind Alphabet series.

Boshoff was considered a mav e r huenkd bylacdl gaidries (withothelexceptibn f f i ¢ u |
of the Johannesburg Art Gallery where he was Guest Artist in September 1981) and collectors, leading to his self-

conscious refusal to exhibit work (From an interview with the artist. July 1997). Only in the mid 1990s with
international cultural isolation and boycotts lifting did Boshoff begin to receive local and international attention. The

Sachner Foundation for Concrete and Visual Poetry, for example, only became aware of and purchased the

original works for Kykafrikaans in 1996.
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An exampl e of thi s KykafrikBamssirtooafwbrb of visuabpoetry of g o f
extreme importance. This work, | argue, not only influenced his future work, but also

began to resolve the tensions between the physicality of his works and the
supremacy of the idea. Bhave beert tlie @mstruction éfat i o n
text-based visuality, operating as a continual interplay between looking and reading.

The origins of Kykafrikaans are, according to Boshoff,® varied. Boshoff remembers a
tradition which he c aihWwhichvast quantitied of imfarnyation r i b
were written in minute letters and secreted under desks and the soles of his shoes
during examinations. Further points of departure included the practice of writing notes

in tiny spaces in his Bible which would influence PS 42. (p.12)

verkluim brand
Te na en te ver = vuur
Te veel en te min - verdrink

Ps 42, dorsdood
n Prent v. d.(H)

Vra + Die water v. v. 2 (strome)
hulle | Bie-wae 4-teraned
moet 1 Die water v. v. 4, 8 (vloed, gedruis) (golwe)
waters | Die rots v. 10
in B, 1+ Joh. 4. Ek sal gee - lewende wafter (nooit dors)
noem. v Ps. 23:5 Na waters waar rus is....

'n Prent v.d. mens

'n Hert - dors. v. 2.

Water - v. 4 trane (38§sdﬁﬁ = v.)

Water v. 5. siel uitstort. (woordedruppels)
Boom = Buig neer - verwelk v. 6, 7, 12

,~Die lied v. G. in die nag. v. 9.
‘, (spoel oor die kliprers v. my gedagtes)

Dou - v. 9, Oordag (oggendgoedertierenheid)

-

!ov.10 v. 9, 12}
1 Trane verander in doudruppels !

Bloed (steek v. 11)
Hy dink aan sy kwyn, sy dors (v, 5) en wil dan
in stormgedagtes verdrink.
gns ver- + Branders, ontstuimigheid, malende ,

rink . in - & . Kontras
oni eie ! Skuim, dreigende onweer van »
edagtes y » ' met dors
gggro - 1 wolkbreuke - v. 5 | . o
A noglq v. 6 §} = Geen e
ve 12} Wwonder ons gil uit na

'n vastigheid van rots nie
Gecagte: Bestyg die berge wat u sien.
(anders)

verdrink u in wanhoop (gedagtes)
sink u weg in die slik van twyfel (modder)
Beland u onder in die draaikolk vandesperaatheid

in die isaalgat van neerslagtigheid
dord u mecegesleur deur 'n skeurstroom van traak-my-nie-agtigheid

Daar is nou meer genadewater as Joag se vloedwater
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and, more profoundly, his massive typed justification for not attending Church Parade
in the South African Defense Force, titled Genesis (c.1977).

% From an interview with the artist. (Boshoff, W., Johannesburg: July 1997.)
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there ar e al so
Kwadrantiese Aleatoriek (in: Wurm 9, July 1968 and discussed in the previous
many of Willem Boshof fKykafrikaanss u a |

éu plessis
kwadrantiese 2leetoriek

vhil

the creation of meaning forge similarities between Kwadrantiese Aleatoriek and

The formal structure of the elements of language (letters, sentences etc.) as units for
Kykafrikaans.
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chapter)a n d

Yet

¢ aensig nommer
twee

ACHEHAGMUSAHPAISASadDd g
BHOMAdHESHNAGH N OCMOC> A
AHPBABHEPMOHESRSHAEEHR
HACEdAMIEHAMARMAGENS
A dgMdMAdRMNAMASY D il o
MudEdbHBdboRMANGENCHE®
dEHNANBAMMES S CAR D HMAND
SrdtaPCcagdEANPORd R AL
ARAN>IRESAbHASSEN SN D
MHOMAROMSMMUEHBMASHNERK
PGS AP ® > e AR
LS HASANDS S8 d> M e
SAAASHE>TIED R AMD> s
SHBoHASHNPDISY S BE NN A
MAaNAdEHAIP AR AP S AR>SO CHK
frAafnddgdgdprdgdbpdddy

st a> fed M@ R B
e WS @ sl & sl B A B A
b et 0 @ e SR R D>
PP AP SN ANPU DA E AN
dEghdNAEPAIdEINJd®©
SN AdMdSdd > N @ RN
dppedagPMOddEMSNHE®
AP A SN N
SEHNSHSNS A NP OED A
Prabd bt MINECENMA N
HPodgadqAdPpP>dphtadd >
HofofdgradgaMuEo
St Q@D Mt O WM RS
HugAgshadadatokdd o
HPOdMNAdAMANEAOGNMENQ
EC U =B =R = S I TR )
dgogadR MMM hadD> N>
SfedgAMNEdSdMMEDD N
O M E N E SN AN ANE A
DA srAd > S8 d

gznsig nommer eent

: aensig nommer
vier

bEHBPHAdAMbORdRd> Mg
HHEERE AR AES>OH NN
ANGHECRGH D A SR> B
SUSSE ARG SS S @M dd
AHAMbOCRSRAd AR AR>S
AT RMAAMDADSEBD g @ >
HACHAMTHESN AN G EA NN
PMNAHEdS AN SR a D ke s
CHACAMNGEOD HAHESSE> i &
SMOHSEAGSS AN NESMSHES
AEMNOMEMNSHR D B> A RN
SAadPUgdMdMNEdMSMNEG id
CHEd A EIMS OB ADSE S &
HMECHOAGEHGYDEMNT RS> M
AHP RN MM HSN S NE
HAMbOUA RS> M RSN O E
)

Srladadg@> Merld Sod & D
ARERAEM NS RSN A
HPBEHMABNSREHASdd s
PEHOP MO MM NC RS
s M ARAdS PO HA D
SMOMOCENSMAS NG D> &
R T R SR T~ I - R
ShHpAMAdS AP B RAS
CEMMOIHGY M E SO O da
PAddLtMECPPANAdEd >N
HENHUEBEUEASMAD S>>
AP RAb M ASHS MO NE S
SOfASMOMESddAD>Ad S
SihMdMEGREPRAR >
MUBAMD O CEE M e ®
SN dECMSdEANBSHED
FMOESLBP HARDAD> A
=3I (P I S A N R
L R - - DI - ]
C rdfirdbtadMNdagdtbdgaya

neig nommer drie:

Bosho

of

unpack some

0]

t

attempt

now

Wi

consider important.
In this book Brink exploits the page both spatially and temporally. Reading the pages

becomes a haphazard and confusing activity with linear processing of text interrupted
* For example: Pro Patria (p.1), Vlegskrif (p.2), Persbeheer (p.24), Vol Vierkante (p.26), Teken van Gesag (p.43),

by blank and black pages and other intrusions into the literary structural conventions
Rorschach Klattoets (p.60), Strepe (p.84) and 'n Huis in die Hemel (p.86).

of the page.®
® For an analysis of the literary structural conventions of the page, see the next chapter.

Firstly, André Brink's Orgie (1965).
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Br i nk 6mlatiomaoh the page as a spatial site encouraged Boshoff to explore
similar spatial concerns i.e., when the structure of syntax is broken, the page begins
to operate as a visual rather than purely textual field to be read.®

nina: ek is 'n seemeeu

sw ur sSurduo] Jepowr ey T texjedody

Jjeanne: as die du ‘ao"ﬂof

b oo v i

&
(-3
2
5
E)
%
-
%

%
die doel van &

% cleopatra: i have immort

10U MOUY T J23J P[NOYS T AYM :BUOWIPSIP

%, o

klutaimnestra: wat ons gedoen het was voorbeskik

79

Bri nkdos f alphge ii9Qof Orgienneake adruitful comparison with Bos hof f 6 s
scattered words in Peetprent (p.93).

® This can be seen when examining works such as Geagte Heer (p.42) and 'n Oorgeskryfte Verhaal van Elegante
Mistiek (p.50-53). These works resemble a simultaneous and superimposed script for three or more actors with
the narrative elements blending to such an extent that it becomes impossible to separate the lines logically. They
thus operate as multi-layered speech, happening and heard at the same time, a sign for sound. See, for
comparison, references to the sound quality of text in Blake and Mallarmé and the spatial elements of the page in
Wal t er S 6&uavegieeBallad of Pretorilkand Phi | Apocalpsie'sTeks sirdVerhoog.
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::;g;:::k ie X spin(krag)
wet v. gemiddeldes
Dobbeldink Die brein - ' roulettewiel - l\lltg;lt choice
i n blok botter G'ds w' G'ds akker
" botterblok
Roulettewiel + - tyd, plek " = ' spier - spasmodies stuipe
(raamwerk)

- Geleentheid om sneller te aktiveer. Wiel draai - selekteer een van baie nommers -Q
Vlietende aanraking v. balletjie(s) terselfdertyd. (drop a penny) - lewer ' nommer.
e n gegaap, ! geluid,

. mére 4 n ge-iets

werk
o"ﬂ. helsas

Kleure
kway 4 netn 2, nooit
teg O e
ergh® to L lite %99, Stes pepalings, asnsluiting®
e: Lot redes ouers
Qen

wo, ve* kr.
jeuk Ordie, ti%lop. emosie yrae | qpn¥®
rd
“‘ka 1o

= Al die nommers is altyd daar

(dansnommers) - pype dans (na) Bewys bv. iets waaraan Jy nie nou dink nie. Verdagte
Niks is weg v. miljoenér/skop gedagte!
Onbeperkte stoorkrag, toorkrag -
Val die balletjie (waarvan ander mense maar net weet) in net een gat (waarvan andere
maar net weet) - kon hy net sowel in een van friljoene ander gate geval het. Net so.

Blok botter - slaapgedagtes wrmit tot daggedagtes
Botterblok - d k dwarmte - smelt en

botterolie vir m roulettewil.

Spier - koolbrein wat hare uitstoot.
Spier - wat bene stoel. Geen bakbotter - niks - niks nuuts - niksnuts. ou hareblomme

93

In both, the convention of linear syntax and grammar are replaced with graphic
representations of textual di s r upanhce oihe
structural and temporal whole of the book. Reading the words and attempting to fit
them into the narrative on either side of this disruption becomes a perplexing
exercise. The reader observes the literal collapse of the narrative structure as a
graphic representation rather than reading it as the words unfold. Reflexive and
graphic elements such as these make Orgie extremely important to the way in which

we are able to approach (i f not process)

Boshoff employs such optical qualities throughout Kykafrikaans. In Peetprent
Boshoff ds falling text constructs a

conceptual uni ts as Dubb@dink (ghishking goubteh e &6sub

B o
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The second source, the tyeographic manipulation of a block of text in order to
hei ghten t he ’tseemstlles/erybpsisiofdgkafiikhags, This opticality is
constructed via the carefully manipulated relationship between black type and the
white space of a page. Boshoff sought out examples of Op(tical) Art as suggestions
for the opticality of his work.? In Kykafrikaans, optical relationships between typed
and untyped elements construct the content of the work regardless of the fact that the
optical units (letters and words) are, in places, unreadable.

An example of this pantextuality is provided by Curil Barrett (1970) in his seminal
study of Op Art. He describes Gotthard Miller's serigraph SD 65 (1962)

as giving the *LPSUHVVLRQ Rl GRZQZDUG PRYHPHQW OLNH W
(1970:47).

" The term opticality is in no way neutral. Leora Farber (1992:2) equates the term opticality with modernist
qualities of unity, autonomy, closure, singularity and completeness. There seems an inherent contradiction here.

Al t hough Boshkaef fpdsodwaerlk wnder conditions which, in Farb
dominated, Boshoffés work in no way valorises the qualit
other extreme expressing qualities of open-endedness, indecision, incongruence, incompleteness and
obfuscation. For the purposes of my project | wi || use t
work.

®Boshoff was aware of Mor el l etdéds work which I|gykafrikhans.es som

Examples in Kykafrikaans include Verskrif (p.2), Gekrap (p.20), Skakerings (p.46), Tekstiel (p.80) and Verskanste
Openbaring (p.82-83).
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