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' N o w n o w '
South African Contemporary Art

Alex Trapani Alison Shaw Cedrick Vanderlinden Christine Ross-Watt Derrick Erasmus Dirk Bahmann
Gary Frier Gopolang Thage James Reed Jenny Ord
Motlhoki Nono

Jill Trappler Londiwe Mtshali Neil Nieuwoudt

Rachel Collett Ro
 ss Passmoor Sharlene Khan Stephan Erasmus Wayne Matthews

Gallery 114 - member James Reed - presents a group exhibition of South African Contemporary Visual Artists' work. The exhibition
will present a number of drawings, paintings, printmaking, sculpture, film, photography and book works.
'Now now' is a common and contemporary phrase used by South Africans to indicate the opposite - 'not now'. For example, if called
somewhere and you're unable to go just then, your reply would be: "I'll be there now now". Or, if you're asked to do something but
can't at that precise moment, then your response would be: "I'll do it now now", meaning not immediately, but some time later.
So, using the phrase signifies that what has been requested has not been outrightly denied, which might prove tiresomely
problematic, but delayed for an unspecified period. This leaves the asker in a state of anticipation with the expectation that the
request will be met - well, at some point - while the target, probably with a degree of relief, is let off the hook for the moment. A
win-win situation all round.
And finally, to stretch a point ( which, of course, becomes a line), perhaps 'now now' is an apt expression of our world, labelled as it is
by terms prefixed with 'post' - post-structural, post-modern, post-human, etc. Here, however,it's 'postponement' - a reference on the
one hand, to the deferral of an artwork's meaning in any certain and singular sense; and, on the other, to the prevailing condition in
South Africa.
Introduction by James Reed , edited by Jennifer Mary Ord

www.gallery114pdx.com 
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‘ascending and descending’
Video Performance
Edition 2/10
Duration 33min10sec

‘ (over)look (under)stand’
Photographic Print
Edition 2/5
36”x26”
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ALEX TRAPANI
…'Thinking about behaviour influences behaviour. One’s existence is confirmed as one reflects on personal re/actions, regardless of
life’s absurdities, modifying one’s behaviour to achieve desired outcomes'...
In a video performance, ‘ascending and descending’ the artist climbs up and down each side of a plinth repeatedly. This Sisyphean
act is a comment on the artist’s ‘worthiness’ or ‘lowliness’ within the art establishment (and the world). The behaviour is indicative of
the lengths to which the artist will go in order to gain significance in the artworld. However, every ascent is followed by a descent. An
interrogation of the artist’s significance is at play which asks the question whether the artist’s aspirations and dedication, or the levels
of exposed fallibility and desperate repetitions are responsible for achievements or notoriety.
In ‘(over)look (under)stand’ , failure as a conceptual element is evident from an early encounter with it. The deliberation of the
inverted photograph hopes to trick the viewer into believing that the artist is performing this activity upside-down, but very quickly fails
to convince. The artist’s entire body grasps the plinth as if his survival depends on it. Being immersed in the investigation of art the
artist is focused on the task at hand, but clearly detached from the world around him as his head is immersed in the plinth. A sense of
avoidance is present, but more so a sense of solipsism is implied giving the impression that understanding the commitment to the
selected task is truly significant to the artist, yet what the actual task is remains undefined (within the parameters of art) rendering the
efforts to hold on to the plinth self-indulgent and pointless. The work therefore can be interpreted as a critique of the character of the
artist and art as institution, not unlike Duchamp’s critique of the artworld via Fountain (1917) (Godfrey 1998:31). Much like
Duchamp’s artwork evidence of the hand of the artist (in making) is absent, yet in ‘(over) look (under)stand’ the body of the artist is
enacted as object in merger with (engulfed by) another object, the plinth, which is the symbol of the artworld.
Godfrey, T. 1998. Conceptual Art. London: Phaidon Press Limited.
BIO
Alex Trapani has a Masters Degree in Visual Arts (with distinction) (2017) from the University of South Africa. He received a NAFSA
Full Bursary for Masters in Visual Arts. The title of his dissertation: Bruce Nauman: A True Artist is an Absurd Fountain. National
Higher Diploma Fine Art from Technikon Witwatersrand (now University of Johannesburg), Completed with Distinction.
Alex is currently the HOD of Creative Arts at St Peters College, Johannesburg.
In 1998 Alex was awarded a Fellowship by the Ampersand Foundation: Three months in New York. Exhibited nationally in South
Africa and internationally Netherlands and Turkey. Four Solo Exhibitions since 1995.
www.art.co.za/alextrapani/index.php
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'Howick Falls'
2018
Drawing on Paper
Five Parts
17"x55"
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ALISON SHAW
Alison’s artworks are sourced from contemporary visual culture, nature, colloquial narratives, historical and mythological imagery.
The combinations of familiar imagery in sometimes dualistic scenarios (juxtaposed and due to them being out of their ordinary
context) hope to tempt the viewer into open-ended visual prose lead by what is correspondingly familiar and unknown
'Howick Falls' is an exploration of red and blue in parallel: A composition of drawings that when viewed from a distance as a unit, is
seen as a sequence of red and blue squares. On closer examination, the squares contain landscape scenes that are compiled of
arbitrary partials, two of which are repeated in red. The middle image of the composition, after which the artwork is titled, stands as a
point of orientation and exception to the arbitrary nature of the other landscapes because it is a landmark in South Africa with a
mythological connection.
BIO
Alison Shaw is a South African artist, born in 1989 in Port Elizabeth. She attained her B.Tech in Fine Arts at Nelson Mandela
Metropolitan University in 2012. In 2016 she moved to Johannesburg where she works as an artist and part time curator. Last year
she received the Ampersand Fellowship Award.
Her background in curation and, as a student, in mixed media sculpture and installation lead to an interest in visual language, its
significance in most creation mythologies and how art correspondingly parallels, deviates from and transforms existing structures.
https://www.instagram.com/alijeanshaw/
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‘The Holiday is Over'
2018
Acrylic on Board
32"x23"

‘Where We Use to Play’
2018
Acrylic on Board
32"x23"
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CEDRICK VANDERLINDEN
“In our lives, we encounter moments of absolute and profound isolation. In those moments, if we are equipped with a modicum of
introspection, we are confronted with the true magnitude of the Cosmos and our comparative insignificance in its face. Questions of
'why are we here?' and 'what does it all mean?' become nonsense: the terrifying magnitude and endless power of the Cosmos simply
overwhelm us.
I experience those moments as a sense of deep loss, nostalgia, and all-consuming regret. I am at loss when I face the sky and think
of all my petty meaningless acts, and my powerlessness. I can do nothing but record it, and say "I was here, feeling this thing,"
before it is lost, an inconsequential moment in the universe.
Art, to my mind, is the result of this personal confrontation with the Immortal Chaos. Art arises out of isolation, silence, and solitude. It
emerges simply to bear witness. We see it in the eyes of Rembrandt or the colour fields of Newman. Everywhere you look, from
Tapies to Rothko and Turner, there are the remains of a deep, honest, simple introspection and defiance in the face of the yawning
void."
BIO
“I always have been deeply interested in visual arts. Specifically, painting and drawing have always held a special fascination for me.
Growing up in Brussels, field and family trips to the museums and galleries were a regular and special treat, not to mention being
immersed in comics, “the seventh art.”
After finishing school, I finally got a chance to study fine arts at University, where I discovered a passion for history and theory, as
well as pursuing my focus on painting. I also discovered, towards the end of my time there, a talent for teaching. The years I spent
lecturing were some of the best of my life, and something I continue to do.
Since then, I strive to find my voice, and exhibit regularly. More recently, though, I returned to these studies, some 15 years later, to
complete my Mtech: Fine Arts, which have helped me, especially as a mature student, focus and sharpen my artistic eye.
I supplement my deep love of the contemporary fine arts by running a little contemporary art space in Port Elizabeth, as well as
personal studio, and an art supply store.”
www.cedricvanderlinden.co.za
www.underculturecontemporary.co.za
www.artonmain.co.za
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'Idlu'
2018
Dry Point Etching
Edition 2/10
18"x18"
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CHRISTINE ROSS-WATT
Drawing forms the basis of Ross-Watt's work in the form of drypoint etchings, charcoal drawings on paper and mixed-media panels .
Old buildings, particularly interiors being her favoured subject matter. Her method of working is process orientated, with much
rubbing and erasing and layering of media until the surface becomes altered as she intuitively searches and manipulates her media
and the internal light source of the image.
The image 'Indlu' is a result of an interest in time worn man-made structures, particularly the basic forms of vernacular architecture.
The interplay of inside and outside, with the strong light and dark contrasts, presented an ideal opportunity for technical exploration of
the drypoint medium, which was used to push the simplifying effects of deep shadow and bright sunlight.
BIO
Born Ixopo, South Africa.
(1972) Dip. Fine Art (painting),Tech . Natal,S.A.
(1978-1987)Museum Human Scientist at William Humphries Art Gallery, Kimberley, S.A.
(1981-1982) part time Study, UNISA, (Printmaking, Drawing, Painting.
(1989) National Higher Diploma, Tech Natal (Drawing and Printmaking).
(1991). Started The Tree Press Art Studio, Durban, KZN, S.A., conducted drawing and
printmaking workshops.
(1993-1995) Lecturer PE Technikon, Faculty Art & Design.
(1996) Resumed TheTree Press Art Studio in Port Elizabeth, E.C., S.Africa.
Ross-Watt has work in the Permanent Collections of: Durban Art Gallery, Natural
Science Museum, Durban, Tatham Art Gallery, Pietermaritzburg, KZN., Nelson
Mandela Art Museum, Port Elizabeth, S.A., and William Humphreys Art Gallery,
Kimberley, S.A.

11

'Jolly Performer'
Archival Pigment Print on
Canvas
18"x14"
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DERRICK ERASMUS
My aim, in the words of Paul Klee, is to ‘make visible’ rather than ‘render the visible’. In other words, rather than create renderings of
objects in the visible world, as I did for twelve years as a freelance artist, working with scientists at the Natural History Museum in
London, and the Herbarium at Kew Gardens. Rather than continue thus, instead to use knowledge gained to strive to invent realities
informed by Nature. I was reminded daily that Nature consists of a vast series of variations on themes. This awareness of Nature's
themes lead me to search for a unifying theme for my paintings.
What I was searching for, was a theme which would readily communicate with the observer yet would have a potential for limitless
variation.
I chanced upon the mask while making a salad. A green pepper, cut in half, yielded the perfect mask. This was an eureka
experience!
BIO
1934 Born Balfour North, Transvaal, South Africa.
1956 Art Teachers Certificate, Wits Technical College, Johannesburg, S. Africa.
1982 National Higher Diploma, Art and Design (Painting), Technikon, Port Elizabeth.
1985 Masters Diploma, Technology, Art and Design (Painting),Technikon Port Elizabeth.
1957-1970 Freelance Artist, Natural History Museum and Herbarium Royal Botanic Gardens, Kew,
Richmond, Surrey, England.
1970-1994 Lecturer, School of Art and Design Port Elizabeth Technikon
1995 Retired. Lives and works in Port Elizabeth.
Collections
Carnegie Mellon University, USA
Kew Herbarium, Surrey, England.
Natural History Museum, Kensington, London , England
Nelson Mandela Metropolitan Art Museum Port Elizabeth, S.A.
William Humphreys Art Museum, Kimberley, S. A.
https://www.instagram.com/derrick_erasmus_digital/
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'Still Born, Danse Macabre'
2017
Light Box
White european beech, perspex,
electronics, skeleton, arduino
12"x12"12"
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DIRK BAHMANN
He views art making as a contemplative practice - a practice of redirecting the awareness towards an inner landscape that attempts
to make sense of its indistinct reflections. As a secular enquiry it relies on a gradual and slow unravelling of not knowing rather than
accepting wholesale dictates from culture or religious systems. Humanity from every era has exerted great efforts to presence and
glimpse the numinous through ritual, art, and monumental architecture. However, authenticity cannot be handed down, and new
routes need be continuously explored based on inner directives and visions that are true to the current human condition and
experience. Through this praxis he is attempting to build a body of work that contributes to an idiosyncratic cathedral of
consciousness.
BIO
Dirk Bahmann is an architect and artist, who was born and lives in Johannesburg, South Africa. He studied Architecture and
obtained his qualifications, a BAS in 1997 and B.Arch. in 2000. He currently lectures in the School of Architecture and Planning at the
University of Witwatersrand and manages the s’Fanakalo makerspace.
www.dirkbahmann.co.za
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'A luta continua'
2019
Fine Art Matte Print on Paper
Edition 1/25
46"x24"
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GARY FRIER
..'A luta continua' ,this work speaks of my discovery and impression regarding the history of my country of birth. The figures heads
(Presidents of South Africa) in the image from bottom left to right represent Hendrick Verwoerd, P.W.(Pik) Botha, F.W. de Klerk,
Thabo Mbeki, Jacob Zuma CYRIL Ramaphosa and Nelson Mandela'..
Gary Frier’s work has a strong graphic quality. He is interested in imbuing the two-dimensional image of his chosen subject with an
expressive mood and personality, be it figurative or abstract. Frier combines contemporary and historical African elements and
juxtaposes masks, photography, fabric detail and colour with urban figures. His themes and subjects are inspired by socio-political
themes as well as the art and craft of cultures that live or have lived close to the nature. He finds inspiration in many forms of media
and says that his art is a about emotive reflection of his place in the world. He lives and works the Western Cape predominately from
his studio at his home in Kuilsriver, Cape Town
BIO
Gary Frier (b.1972, Cape Town) and grew up in the then segregated northern suburb of Kuilsriver in the western cape .Qualified as a
Graphic Designer at the Cape Peninsula University of Technology in 2004. After working in various design industries Gary moved to
create art of a more personal nature.
Currently working as a freelance artist and teaching/facilitating art at a local N.G.O. the Observatory Neighbourhood Afterschool
programme which provides educational and cultural programmes for youth at risk and the occupational therapy department at
Valkenburg Psychiatric hospital.
He has exhibited extensively at public and private institutions and galleries both locally and abroad.
https://garyfrier.wixsite.com/friersart
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'R
 epairs, Braamfischerville, Phase 2, Soweto'
2020
Photographic Print
Edition 1/15
17"x11"

‘Zama zama resting zone, Durban deep, Roodepoort'
2017
Photographic Print
Edition 1/15
17"x11"
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GOPOLANG THAGE
Gopolang Thage is a Photojournalist, Documentary Photographer and artist based in Johannesburg, South Africa. He is passionate
about documenting and telling stories of the daily lives of local communities. His work focuses largely on issues of land, spirituality,
gender-based violence and migration and how these issues intersect to influence personal identity.
At the age of 11 he used to buy a newspaper every morning to read and look at the photographs. That is when his love for
photography began. Looking at photographs everyday taught him to pay attention to what is happening in and around the world.
'Repairs, Braamfischerville, Phase 2, Soweto'
A structure that is built and occupied by a human rendering services such as repairing handbags and shoes for the community in
exchange of money.
'Zama zama resting zone, Durban deep, Roodepoort'
A structure built by the illegal miners used for rest after long hours of hard work.
BIO
Thage grew up in Soweto. He studied Photojournalism at The Market Photo Workshop in Newtown, Johannesburg. Thage
participated and exhibited in various group exhibitions including THE PORTRAIT SHOW at Through The Lens Collective, Market
Photo Workshop and at MANDELE PHOTO GALLERY a local community based gallery.
https://www.instagram.com/gopolang_matebele/
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'Phenome-non-logical Archive'
2004
Assemblage on Floor
Coal, wood, piano chords, bronze, copper, Eucalyptus leaves,
glass, liquids and oak
4’ x 5’ x 7’

‘Thief”
2003
Rubber whip, rubber irrigation tubes, nozzles, coal grit
9’x2’
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JAMES REED
The Visual Artworks I make offer the viewer an invitation to participate in the process of creativity, not by making anything concrete in
the conventional artistic sense, but by perceiving how their experience is both shaped and shapes what appears as external to it; that
the mind and its mental produce, is like other phenomena, the morphing consequence of interactivity and causality.
The underlying sensibility determining my endeavour, is one characterized by an awareness of objects and materials - be they
natural or manufactured – that suggest life as process, as phenomena always forming, changing; and here I include the making of
art, meaning and history. Significantly, this implies that everything is interdependent, causal and subject to change; and herein lies
the point of my artistic expression. Without being explicit or prescriptive, the work is intended to present viewers with an opportunity
for investigative, creative engagement. Just as the artworks evolved in the process of making, each step informing the next, so it is
hoped that the viewer will develop an understanding of what is at play in the forming of human experience. By scrutinizing the various
components, their composition and qualities arising from contrast, some sense of our own shape-shifting condition should emerge. If
there is any conclusive end in sight, it is perhaps the recognition of this.
“Phenome-non-logical Archive”, an assemblage of parts placed on the floor, embracing five key elements: two vertical objects made
of coal, eucalyptus leaves, lead, wool and bronze; two boxes containing coal grit, glass objects, eucalyptus sap and copper. Rather
than producing representational images that merely require identification as such, I chose these resources for their intrinsic
properties. The coal and bronze I have used, both are results of bygone events: the former, ecological; the latter, casting in a
foundry. However, despite these differences, both involve entropic and evolutionary forces: heat transfer/loss, pressure, compaction
and, therefore, transformation over time. Equally, both have histories of utilization by humans, by whom, in fact, they have been
defined.
“Thief” has as its central form, a black rubber whip with thin, black irrigation tubes attached at various points along its length. Each
tube divides into a network of tributaries coming to rest on the floor beneath. The whip is associated with a specifically South African
type, originally made from rhinoceros hide and called a ‘sjambok’. This term derives from the colonial Dutch adaptation of the Malay
word for whip, and is laden with references to the character of colonialism in South Africa.
BIO
James Reed - born in White River - Mpumalanga , South African. Lives in Portland Oregon USA.Education includes National
Diploma from Port Elizabeth Techinkon (SA) in 1994 and Master of Art Degree from Oxford Brookes University (UK)- completed in
2007. Represented in museums, private, academic and government collections in South Africa and internationally.Currently a
member at Gallery 114 Portland OR.
www.jamesreedprocess.blogspot.com
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'Pawn of Patriarchs'
2013
Drawing on Paper
27"x22"
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JENNIFER MARY ORD
Visual Artist and antiseptic sceptic.
From the mid-1980’s, I have used visual art as a means of metaphorically and sometimes symbolically expressing ideas regarding
what appears to constitute our uni- or perhaps more correctly, multi-verse. These ideas have been largely derived from both formal
and informal studies of philosophy and the sciences. To this end, the imagery, media and techniques used have varied: from
figurative/semi-figurative to abstract subject matter; from painting and drawing with a mixture of traditional materials, to the
assembling of found and fabricated three-dimensional forms and the construction of site-specific works. In other words, the type of
imagery (or subject matter) and the choice of medium and techniques have always depended on which aspect of our world has been
targeted for scrutiny and elliptical commentary, sometimes tinged with a delicate dash of the absurd.
BIO
Although born in Gauteng before it was so named, I have lived most of my life in the Eastern Cape. Tertiary education commenced
with a B.F.A, and ended with a M. Tech. F.A. (cum laude).
I have exhibited locally, nationally and internationally in numerous group and solo shows; and have been a finalist and merit award
recipient in corporate-sponsored South Africa art competitions. From these exhibitions, some of my work has found its way into
private, corporate and public collections. While lecturing at what is now the Nelson Mandela University, my output included articles
in the South African Journal of Art History and catalogues accompanying various exhibitions, and a chapter in a book.
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'Familiar Places'
2012
Oil on Paper
34"x26"
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JILL TRAPPLER
Many writers, poets, musicians and visual artists have been struck by what is uniquely and ineffably African, and tried to express this
in their work. One feels the African geography and all the people who inhabit the landscape most acutely when staying in other parts
of the world. Although each place has its own spirit (locus genii), for me it is in Africa where my sense of colour resonates most
naturally with my surroundings; the frequencies and tones become visible in my work. Being African is the most profoundly
distinguishing factor to have informed my visual language.
BIO
In 2009 Trappler decided to prioritize studio work for the first time in thirty years.
Although she has participated in many group and solo shows, her presence and contribution have to some extent been
over-shadowed by her far-reaching involvement in teaching, mentoring and project work. Trappler has participated rigorously in art
and craft projects in South Africa and further afield while working from a studio in her home in Cape Town.
She works with surface and colour, drawing, painting and more recently printmaking.
www.jilltrappler.co.za
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'Wrapped'
2018
Digital Print
Edition 1/10
21"x13"

'Amehlo Amadala'
2018
Animation
Duration 52secs
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LONDIWE MTSHALI
Londiwe Mtshali uses her personal experiences with ubuNgoma to navigate the terrain of spirituality and personal experiences as
part of her art-making. ubuNgoma is the ability to connect with the spiritual realm. Mtshali’s artworks are created as a visual
exploration into her spirituality and her culture. In her art, she also explores re-enacting traditional practices, secrecy, and politics of
language. Mtshali, who speaks the matrilineality of ubuNgoma in her family, pairs femininity and spirituality.
The artist combines the use of drawing, installation and experimental photography, as well as questioning the value of secrecy in
performance or re-enactment of cultural and traditional practices in processes of artistic creation. Mtshali uses her materials such as
intambo (a colourful string made from wool that has either been twisted or braided together), traditional spiritual items such as
amahayi (a cloth the worn by iSangoma (Shaman)) as a reference to spirituality.
Mtshali most recently is working with performativity of ritual and particularly creating work that continues to re-positioning ubuNgoma
in art, utilizing immersive installations to create an embodied experience of rituals and cultural practices that she has experienced.
Mtshali's works are purely performative and areauto-ethnographic.
BIO
Londiwe Mtshali was born on the 28th October 1994 in Durban, South Africa. In 2015 she trained as an animator at the Centre of
Fine Art Animation and Design (CFAD) in Durban. She enrolled at the Durban University of Technology in 2016, where she won the
2016 National Youth Arts Festival Award in the Open Category. She then graduated with a National Diploma in Fine Art majoring in
Printmaking and Sculpture. She also participated in the 2018 KZN region- al Thupelo Workshop. In 2019 Mtshali was selected to
exhibit at the National Art Festival In 2019 Mtshali was selected to exhibit at the National Art Festival under the Creativate, she was
also chosen by Zanele Muholi as one of 25 emerging Durban Artists to be part of her artist initiative "Ikhono LaseNatal". Mtshali has
also exhibited at the A4 Art Foundation, The Bag Fac- tory, and the KwaZulu-Natal Society of Art. Her work is themed around
ubungoma, secrecy in traditional practices, and politics of language.She is currently pursuing her Bachelor of Arts Honours in Fine
Art at the University of the Witwatersrand.
www.londiwehlabangane.wixsite.com/artbylondie
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'One of Those Days (with pink)"
2019
Mixed Media on Board
20"x14"

'Strange Letters'
2019
Mixed Media on Board
19”x14”
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NEIL NIEUWOUDT
At the time of making these works I described them as no-thought works. No-thought being terminology taken from Zen Buddhism
and means, well it means “to not hold a thought in one’s mind”. But at the same time it also does not mean “not thinking”.
In retrospect what I think now was happening is that it was more “automatic” and the medium which is mainly paint (acrylic and other)
that allowed an immediacy of effect which I would often then leave just so, without further “editing”. They come from a place of deep
frustration and maybe anger. Angst.
Nowadays I enjoy making post-apocalyptic collages and collecting all kinds of pictures and books. There is not much I can do about
the state of the world, pandemics and politics alike, to help my angst. I found it is better perhaps to pursue the worlds of the
imagination, make art and not to panic about It too much.
BIO
Neil is a self-taught visual artist and has been working professionally in various capacities in the arts industry in South Africa since
2007 in various galleries and art establishments. And for a couple of years as personal assistant for South African artist, Wayne
Barker.
Neil is one of the founding members of the Dead Bunny Society (March 2015). Also in 2015 he was awarded the Ampersand
Fellowship and completed the residency in New York City, NY (February 2016) with the financial assistance of an artist grant from
the Eduoardo Villa Foundation.
His work has been included in group exhibitions around the world including Berlin, San Francisco, Luxembourg, and in various
galleries and art festivals in Cape Town, Johannesburg, Oudtshoorn, Potchefstroom, Pretoria and Port Elizabeth in South Africa.
His works have been included and sold in numerous charitable art auctions at ABSA and for the Make a Difference (MAD)
Leadership Foundation / Valley Flair Art Auction held both locally in Franschoek, Cape Town and abroad at the 8th Annual USA Golf
Classic & Gala Dinner at Liberty National Golf Club, Jersey City.
His works are held in prominent private collections including the Jack Ginsberg Collection, the private collection of Fred and Susan
Scott as well as Benji Liebmann’s private collection (director of the NIROX Foundation) in South Africa and in various private
collections internationally, as well as the corporate ABSA permanent collection in Johannesburg.
He is currently working as a full-time artist from his home-studio in Kensington Johannesburg and is one of the council members of
the Illume international gallery which is a non-profit web based gallery run by artists for artists and which was founded by Harriette
Lawler (New Mexico, USA) in January 2019.
www.instagram.com/liewe_hexie/
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'Ledombolo for One'
2019
Video
Edition 1/3
Duration 7min03sec
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MOTLHOKI NONO
There are so many questions that I long to ask my mother, but I do not know where to begin. This is not because she is as
unapproachable as my father, rather because, regardless of our friendship, I cannot bring myself to ask about things that might shift
our relationship towards something which I might not have anticipated, and I am also not ready to answer certain questions that she
too might be curious about.There is an elusive curiosity that has always characterised our relationship, one which becomes more
tangible with the maturity of it and I am afraid of what shifting that will bring.
What will I do with the reality of her unhappiness?
How will it sit between us? What will it shift? How much space does it require here? I want to ask, ask about how it sat between Ausi
and herself? Wonder, did she inherit it from her mother? How do I ask about the whispers of regret and exhaustion that I’ve heard at
the corners of her desires, and how similar they sound to those which she says my grandmothers kept under their tongues too. Does
she know this, that they sound the same? Can she hear her whispers?
Every time someone exclaims how much of a particular thing in me reminds them of Mma, I am always reminded that I carry her
name and I continue to imagine who this woman whose name I bear -though have only ever heard about, and seen in the bag
carrying or history- really was. However, sometimes, this is rather scary because I wonder if I inherited more than the texture of her
hair and the tone of her voice and if really “Weitsie nakwe o gola ne kere o tlo tshwana le Mma. Mma gape ne a ti didimaletse, wena
nou, ai… O tletse ka leshata la basadi!” I wonder what I have inherited from these women and what my muscles have refused to
remember. And I begin to fear if they have kept anything from them that has made them stay in all that trauma. I wonder what these
things are that have made all the women in my family stay and I wonder if I have them too, lying dormant in the texture of my
approach to love, waiting for the day its violence shows up. I wonder if I will stay, despite the certainty that I won’t because does one
ever anticipate that they will?
I want to ask my mother about how much I remind her of Mma. If she thinks that Papa is really certain that I no longer carry his
mother’s calm in my voice. I want to be sure of this. And if she hesitates to confirm, I will tell her that the reason I’ve had an elusive
proximity to romance is because here, between us, in our bones, we have a history of violence, and staying, in trauma and shame
and fear and unknowing and staying and hurting and betrayal, of love and duty and suffering and exhaustion and unhappiness and
regret and still staying and I am afraid to find out, when the violence shows up, if I have inherited any of these things. And I think that
it will, show up, I am almost certain of this because this is our story and no one anticipates to stay so then I just stand in the living
room, careful to not make myself too comfortable in people’s bodies because when they become uncomfortable, I want to always be
able to find my way out. But I won’t, tell her this, ka’one ka tshaba.
So instead, I’ll ask if she wants a cup of coffee and if she could help me make something to go with it and maybe then, when I’m
struggling to knead the dough, I’ll ask her about these difficulties of marriage. Whether six cups of sugar is too much to pour into love
and how much I should reserve for myself. If sweet things really do spoil quicker and if so, how do I stop the rot because I like them
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sweet so how much salt should I add to disinfect the wounds and how high must I set the oven for the biscuits and if I happen to burn
them, where should I hide the body? Maybe I will ask this. Next of next week when we make ledombolo again, I will try and ask.
Or maybe I’ll listen to her tell me about how there’s something in her ledombolo that doesn’t quite taste the same as that of Ausi, and
how she wishes that she was still here for her to ask about the consistency of it, and why she told her to stay in the stickiness and
then continue to tell me how much she would give to see her again and I look at her and wonder; Really, how much hurt does this
woman carry? How much pain could our bodies possibly hold before they collapse? I will do this; I will wonder and maybe think about
asking. Maybe next week the kitchen will become a holding space for these conversations. Maybe she will mistakenly spill hundreds
and thousands of her tiny desires that we would mistakenly make joy from them all. Maybe we can feed each other courage, not the
kind it takes to stay, but the kind it takes to cultivate joy. To nourish our bones.
I wonder if she remembers how long it should be left to rise in the sun. If she remembers where to get the yeast. If she doesn’t, we
might have to dig up graves and pull these recipes from Ausi le Mma’s bones. But what if there is nothing to find but hollowness in
them. What if they too didn’t know how long it should be left to rise in the heat, and friction, and static. What if all that their bones
remember is how to knead kghotlhello. What if the only things that their hair still holds in its fibre is the all that pain that festered
during their lives. Who then will teach us how to make delicacies because we are tired of these generational staples. They have too
much struggle in their skin.I want a delicacy.Hundreds and thousands and millions of them and if they spoil, I will make more and
feed them to my mother and place them at my grandmothers’ graves and when we eat so much more than our bellies can hold, we
will begin to recalibrate the fibres of our muscles so that they can hold and remember joy.
'Pudding' Auido Mp3
BIO
Motlhoki’s (b. 1998 in Mabopane, Pretoria) studio practice valorises love, as she investigates her relationship to it, through that which
the women in her family have held to it. Through the making of food, the observation of history and embodiment of recipes, she holds
conversations about generational consumption.
Her Printmaking work investigates the relationship between form, texture, materiality and abstract narrative by intuitively
compositioning ordinary objects to explore mundanity, while also creating boldly abstracted forms that could be suggestive of
buildings, landscapes and various parts of bodies to interrogate the relationship between bodies and architectural forms.
Motlhoki’s work has appeared widely, notably having been exhibited at Gallery Momo, a group show where in 2017 she exhibited her
Its Just or Aesthetics series; Thami Mnyele, where her work from Bodies and Architecture was awarded as part of the 2018 top 100
works; Thabo Mbeki Women’s Day Foundation, where she was invited to speak about her practice and the dynamics of creating in
the Contemporary as a Black woman, and listed as the Design Indaba 2020 Emerging Creatives; Latitudes Art Fair 2020; Turbine Art
Fair 2020. 'The Nonrepresentational' at Stevenson Gallery 2020.
https://www.instagram.com/a_funny_valentine/
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'Let Me Help
You. I &II.'
2009
Oil on Paper
Two Parts
30"x21"
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RACHEL COLLETT
'Let me help you I and II' -These works explored mental health difficulties at a time that I did not have the language for the topic that
we have now, and use art, and humour, as a medium of release. A wish to harm the self can be a response to unbearable life
conditions, and it can take many forms. And yet, there can also be something addictive or compelling in a way of seeing the world
that emphasises pathos, which generates its own inertia. The figure in the background is “me” helping load stones in Virginia Woolf’s
pocket. Woolf’s style and her exploration of women’s creativity had been a powerful source of inspiration to me. Woolf had written
about the figure of the self-sacrificing, pure woman: the “Angel of the house”: She was intensely sympathetic. She was immensely
charming. She was utterly unselfish. She excelled in the difficult arts of family life. She sacrificed herself daily. If there was chicken,
she took the leg; if there was a draught she sat in it--in short she was so constituted that she never had a mind or a wish of her own,
but preferred to sympathize always with the minds and wishes of others. Above all--I need not say it---she was pure. In order to be
writers, Woolf contended, women had to kill this figure in self-defence: “Had I not killed her she would have killed me. She would
have plucked the heart out of my writing”.In making this work I explored the possibility that the great canonised figure of Woolf herself
was my own Angel, who I needed to release myself from. The companion work shows Woolf herself stabbing a wolf: perhaps
symbolising release from suffering. In my mind, Woolf and the wolf represent two aspects of the self, which struggle together. For
me, the inclusion of the urban legend about how to kill a wolf is about the way that self-destruction is not always a measured action
by an individual in control but is driven at times by an external cruelty. Roland Barthes has commented that self-reflection can be a
form of self-annihilation. Let me help you is also in part an exploration of a consciousness that turns back to examine itself. In the
series of which these paintings were part, the way I had been seeing the world through the eyes of two great modernist artists, Woolf
and van Gogh, was suddenly able to shift: embracing humour and puns as part of a stream of consciousness play was very freeing.
BIO
Rachel Collett is a practicing artist and lecturer in Visual Studies based in Nelson Mandela Bay in the Eastern Cape. She works with
painting, drawing, text, found imagery, and more recently, live reading and performance. Her work creates networks of images that
function as series, networks or atlases and map psychological spaces. Her MA study at the University of Stellenbosch, of which this
work forms part, was inspired by the concept of self-reflexivity within literature and visual art: taking self-reflexivity to be a creative
foregrounding of the artistic process and act of creation, the materiality of the medium and the ‘fictitious’ status of the work, and/or or
the conditions of reception, and exploring the way that self-reflexivity, rather than only leading to navel-gazing, can engage with
socio-political content in a renewed way because, rather than in-spite of, the tendency of the author or artist to reflect critically on
their own process. This interest in self-reflexivity, and autobiography, has grown to an interest in auto-ethnography: the study of one’s
own culture. She is currently working towards a practice-based PhD in Visual Arts using art an autoethnographic tool. She has
exhibited works in Cape Town and Johannesburg using painting, projection, text and voice, as part of artist Abri de Swart’s
collaborative project Ridder Thirst. This is her first work on an international exhibition.
https://www.instagram.com/rinse_before_use/
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 'Pile of Chlorine Bottles'
2017
HTH Chlorine bottles, soil and acrylic paint
18"x18"x18"
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ROSS PASSMOOR
Suburban detritus forms the starting point for the work of Ross Passmoor. He collects throw away materials from within the suburb of
Blairgowrie and reworks these materials into large scale installations. Beyond the sculptural installations he uses collage and
printmaking as way of processing the material visually to assist in the building and documentations of the installations. His work plays
on the pastness of materials and in working with them the artist roots himself in the suburban space.
BIO
Ross was born in Durban in 1984 and raised in Pietermaritzburg. After completing his Masters in Fine Art at the University of
KwaZulu-Natal, he taught art at St. Benedict High School in Pinetown. After two years he left teaching, in favour of a full time art
career. He has been living and working as an artist in Johannesburg since the beginning of 2012.Having had residencies at
Assemblage’s NewARC studios and the Bag Factory Studios .He is currently working on a Ph.D at Wits School of Art. Ross has
shown work at the Turbine Hall Art Fair, FNB Joburg Art Fair, Gallery 2, Lizamore and Associates, Washington Print Gallery, Bayliss
Gallery, KZNSA, ARTspace Durban and others. He has also been a finalist in various competitions including Sasol New Signatures,
Absa Atelier, Nivea Art Awards, the SA Taxi Art Awards and he previously won the David Koloane Award.
https://rosspassmoor.com
https://www.instagram.com/rpassmoor/
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'The Hole'
2011
Video Performance
Edition 1/5
Duration 2m31sec
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SHARLENE KHAN
'The Hole' was written in a moment of anger and despair watching TV one day. It was just a coincidental switching of channels as I
moved between music videos reducing women to available hoes, to parliamentarians (mainly men) debating women’s reproductive
rights and what’s best for women, to a religious sermon on women’s immorality. The constant surveillance under which women’s
bodies are placed – and regulated – is a history of disturbing predatory and slave ownership behaviour that has resulted in the
greatest genocide the world has seen.
BIO
Sharlene Khan is a South African visual artist whose multi-media works focus on the socio-political realities of a post-apartheid
society and the intersectionality of race-gender-class. She was a recipient of the Rockefeller Bellagio Visual Arts residency (2009),
the Canon Collins/Commonwealth Scholarship (2011), the African Humanities Post-doctoral Fellowship (2017), the National Institute
for Humanities and Social Sciences Award for Visual Arts (2018) and was runner-up winner in the Videokunst Preis Bremen video art
award (2015). She has published three books on her artwork: What I look like, What I feel like (2009), I Make Art (2017) and When
the moon waxes red...(2018). She is co-convenor of the annual African Feminisms (Afems) Conference, runs the Art on our Mind
Research Project, the Decolonial AestheSis Creative Lab, and the bi-weekly Black Feminist Killjoy Reading Group. Her writings on
contemporary visual arts appears in journals, books, art catalogues and magazines including Art South Africa, Artthrob, Springerin,
Manifesta, Contemporary-And, The Conversation Africa, Imbizo: International Journal of African Literary and African Studies, Journal
of African Cultural Studies and Agenda. She holds a PhD (Arts) from Goldsmiths, University of London and is currently Associate
Professor at the Department of Fine Arts, Wits School of the Arts, Wits University, Johannesburg.
http://www.sharlenekhan.co.za 
https://sharlenekhan.wixsite.com/faith-khan
Thank you to Sharlene for introducing me to the work of Motlhoki and Londiwe, for this exhibition.
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'Selected Stratagem
for a Sorrowful Game'
2013
Bookwork (Page
Detail)
Edition 2/12
12.5"x6"

‘Donga'
2009
Bookwork (Cover &
Detail)
Edition 1/3
13"x10"
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STEPHAN ERASMUS
Erasmus’s work uses the act of writing, which may be deemed love letters to a muse, as a starting point for the exploration of various
topics which are drawn on what may be called a password – the password representing binary ideas of love and sorrow. These
ideas are seen as general basic human experiences that are interdependent for the exploration of aspects in the human condition.
These love letters are addressed to an ever elusive muse which embodies a manifestation of a dark, mysterious feminine energy,
whether Sophia – the Gnostic embodiment of Wisdom, Nut – the Egyptian goddess of the Sky or Gaia – primordial goddesses who
embodies the earth. Despite the general understanding of the muse as sources of inspiration for the act of creation, there is a strong
link between the muse’s inspiration and the madness to which it might drive the ‘inspired’ – similar to the Siren’s song driving man to
madness and then his end.
These love letters, addressed to the muse as a shifting identity, uses sampled text originating from various written sources that either
share the similar concerns as the exploration or embodies the emotions contained within the exploration. The use of the text moves
away from a literary approach by the use of systems to encrypt the sampled text in order to create a visual manifestation of the text in
various images, artists books, sculptures or installations.
The love letter not only explores aspects represented by the selected embodiment of the muse, it is the act of ‘writing’ or rather the
‘creation’ of the love letter which holds value in the creative process. This act holds within it certain aspects of sympathetic magic.
The writer creates a symbolic or metaphorical web through which to ensnare the muse, to whom the letter is addressed. Through the
act of ensnaring, the idea encapsulated by muse, Erasmus is seeking to gain understanding by engaging with the particular idea and
with its manifestation thereof, in terms of love and sorrow – two of the most basic human levels of engagement.
The processes applied in the encrypting of the text forms a crucial part for Erasmus in his creative process. These encryptions
function as a form of engaging or rather entrapping the viewer in the deciphering process. Erasmus counts on the viewers curiosity in
‘reading’ the artwork to gain understanding of the artwork.
BIO
Stephan Erasmus is a Johannesburg based artist and curator. He has been working within various aspects of the South African art
industry for the past 20 years. These roles include active artist, educator within the secondary, tertiary and private educational
system, assistant curator and curator within commercial and institutional galleries, as well as art dealer.
Erasmus completed his B-Tech Degree in Fine Arts at the University of Johannesburg and completed his Masters degree at the
WITS University. His main focus has always been the creation of art and has held several successful solo exhibitions at South
African galleries such as The University of Stellenbosch Dorp Street Gallery, Oliewenhuis Art Museum, Absa Bank Gallery and Nirox
Projects, to name but a few.
https://stephanerasmus.net/
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 'Good Morning Faustus Mailpole' 
2017-18
Graphite, cigarette ash , paper on card
Three Parts
14"x9.5"

 'Good Morning Faustus Aunt Umbra'
2017-18
Graphite, dust , stereogram
Three Parts
14"x9.5"
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WAYNE MATTHEWS
Wayne Matthews exhibits as a multidisciplinary artist currently working in collage, drawing and assemblage. His recent works attempt
to image the half-formed, partial and fragmentary nature of a ’life in the flicker’, of life amidst the ‘floating signifier’; where nothing
clearly follows on from anything else and the previous ‘page’ is never erased by the next. The works of the past three years have
featured sedimentary deposits of graphite, dust, foodstuffs, torn and pitted paper, palindromes and phonemes, fragments of word,
object and image. They freely incorporate abstract, semi-figurative and figurative registers, metaphoric and symbolic language. His
work draws as readily from contemporary visual culture as it does from classic literature and cosmogonic myth. Opting to insinuate
meaning and implicate content, which is often found, often unintended, but accepted as part of the work none the less. Behind the
divergences of style, register and technical approach, however, there is an emergent iconography, one that implicitly involves these
shifting approaches and materials as constituents of the subject matter itself. They speak of the intimate and generative interplay of
significance in a context devoid of fixity.
BIO
Born 1982, Wayne Matthews currently lives and works in Johannesburg
He completed his studies at the Nelson Mandela University in 2006. Despite majoring in Painting, he produced mainly sculptural work
that falls within the assemblage and installation idioms.
In 2019 Wayne was awarded a fellowship from the Ampersand Foundation (New York 2019) and was an ABSA L’Atelier Merit Award
winner in 2007. Wayne has lectured in Drawing, Art Theory and Painting and has worked as a curator and gallery director. More
recently, as one of four founding members, he launched the Labyrinth Project, exploring alternatives to curatorial praxis through
interdisciplinary collaboration and experimentation. He has participated in numerous group exhibitions both locally and internationally
and his work is featured in both private and public collections.
https://wynona226.wixsite.com/waynematthews
Thank you to Wayne for introducing me to the work of Stephan, Ross, Neil and Dirk, for this exhibition

