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Terra Firma

David Koloane
Clare Menck
Jenna Burchell
Isabel Mertz
Marili de Weerdt 
Leana van der Merwe



Terra Firma - Essay by Elfriede Dreyer

‘Space’ and ‘place’ are familiar words denoting common ex-
periences. The eminent geographer Yi-Fu Tuan (1977:3) says 
that “We live in space. ... Place is security, space if freedom: 
we are attached to the one and long for the other. ... Geogra-
phers study places. Planners would like to evoke ‘a sense of 
place’. These are unexceptional ways of speaking. Space and 
place are basic components of the lived world: we take them 
for granted.”  Terra firma is the first in a series of curated 
exhibitions that explore the relationship of the self to place, 
land, soil or earth. It attempts to uncover how we relate and 
emotionally attach ourselves to the land, and how we pro-
ject hope, expectations and even our identity on a piece of 
earth. However, for many people the dream to own a piece of 
land - even a teensy little piece - remains forever unfulfilled.

The desire to be attached to land reflects something of inside/
outside condition - being in the body and moving out of the 
body. It becomes a mapping of the self as a search for a place 
to belong, an earthy patch of soil where we feel at home since 
it is a place we can simply be without the pressures of the 
workplace and relationships with other people. It becomes a 
dialectic of being divided where the self  is constantly moving 
beyond itself and outside itself, driven by the desire to be at-
tached to the land, almost like the infant longs for the mother. 
Terra firma is also mother earth, a solid entity that is familiar 
since it is natural, non-artificial, reminding us of our short life 
here on earth, but also of the natural body as life-giving and 
productive. In Leana van der Merwe’s work, constructed of ear-
buds and nappies, there is an exploration of the female body 
as colonised ‘virgin land’ as articulated through male desire 
and power. The work plays with metaphors of mapping, bor-
ders and  the intersection of the natural and the cultural. Tuan 
(1977:16-17) argues that the human mind discerns geometric 
designs and principles of spatial organisation in the environ-
ment, such as finding circular patterns in birds’ nests and the 
course of the stars, and applies these to the circle of life-death.



Many places that are profoundly significant  to particular in-
dividuals, have little visual prominence (Tuan 1977:162) and 
are often known intuitively. The artist draws attention to such 
places as metaphors and gives it prominence and meaning. 
Marili de Weerdt interprets the theme of Terra Firma as a solid 
mass and a surface that goes beyond the crust of the earth 
to the filled space underneath which harbours life as well 
as death. Her work explores the partition between what lies 
above and underneath it and she attempts to offer a cross 
section of the earth’s surface and all the secrets it harbours. 
Clare Menck depicts very familiar and ordinary places - very 
South African places - determined by subjectivity and per-
sonal association. Although reminding of baroque Brueghel-
style domesticity, her rendering of shy Afrikaner girls in ‘kap-
pies’ contains a tension that suggests that something is about 
to happen any minute, maybe induced by repressive social 
structures. Yet, at the same time, her exploration of identi-
ty and inner worlds in relation to the landscape reminds of 
the neo-romantic ruralists of the 1930s and 1940s, such as 
Samuel Palmer, speaking about being caught up in an own 
small world and a desire for some inexplicable something else. 

Yet, whilst terra firma is an endless source of wonder and mar-
vel in terms of the spectacularity of the natural world, as planet 
earth it has seen the history of the world from the beginning of 
time. It carries the scars of time having been witness and vic-
tim to a plethora of battles, wars and  deaths; it has borne the 
brunt of endless construction, digging and manufacture; and it 
is suffocating in the smoky polluting emissions of humanly de-
vised technologies. In Jenna Burchell’s work, the creation of a 
metaphoric reed field serves to comment on how urbanity dom-
inates and takes over the natural. It questions how this fore-
seeable change from the natural to the urban inflicts changes 
onto human beings as individuals. In similar way Isabel Mertz 
presents post-apocalyptic visions of disintegrating cities col-
lapsing into mounds of soil-like heaps, half-building, half-earth. 

Ironic comments are built into the half-broken bronze works 
that defy ideas of neatly engineered systems and utopian ideas 
of progress through technology.

David Koloane, the tribute artist on the exhibition, presents a 
series of mixed media works in which his legendary style of 
gestural mark making itself becomes a comment on time pass-
ing, transformation, transitivity and the fleeting lifespan of liv-
ing things on earth. Cars are ‘flying in the streets’, birds are in 
flight and people on horses are on their way. In the late 1970s, 
Koloane co-founded Johannesburg’s first black art gallery, he 
was the head of Fine Arts at the Federative Union of Black Artists 
(FUBA) and was instrumental in establishing studio space for 
black artists at The Fordsburg Artists Studios (The Bag Factory) 
where he still works today. 
Koloane’s work has been shown in South Africa, Botswana, 
France, the United States, the United Kingdom and Zimbabwe, 
and he has participated in many solo exhibitions as well as group 
shows. Koloane is the subject of TAXI-006 David Koloane, from 
the TAXI Art Book series, and his work is found in many collec-
tions both locally and internationally. He was invited to curate 
the South African section in the exhibition Seven Stories about 
Modern Art in Africa at the Whitechapel Art Gallery in London 
(1995) that was later shown at the Guggenheim in New York 
(1996). 
Koloane has been recognised and honoured internationally for 
his contribution to the visual arts in South Africa. 

Elfriede Dreyer. Pretoria,  January 2012.

Source quoted: Tuan, Y-F.1977. Space and place: The perspec-
tive of experience. Minneapolis/London: University of Minne-
apolis Press.



South African painter David Nthubu Koloane was born in Alexandria, 
Johannesburg. He received his art training from 1974 to 1977 at the Bill 
Ainslie Studios, which later became the Johannesburg Art Foundation.

Since the late 1970s, Koloane has been a pioneer in the development of 
the black art community in South Africa. He co-founded Johannesburg’s 
first black art gallery and was the head of Fine Arts at the Federative 
Union of Black Artists (FUBA). FUBA acts as an agency for Black artists, 
creating an awareness of their work in South Africa and other foreign 
markets, while providing classes in music, singing, the arts, and theatre 
for over 3,000 young people per month. He was instrumental in estab-
lishing studio space for black artists at The Fordsburg Artists Studios (The 
Bag Factory) and he founded the Thupelo Workshops in South Africa, a 
concept that spread to Botswana, Mozambique, Zimbabwe and Namibia.

Koloane’s work has been shown in South Africa, Botswana, France, the 
United States, the United Kingdom and Zimbabwe. He has participated in 
many solo exhibitions as well as group shows. Koloane’s work is includ-
ed in museums and private collections. A reflective and well-published 
writer, Koloane has written on issues pertaining to Black South African 
art and the racism in the South African art world. He has also been out-
spoken about the difficulty in obtaining an art education in South Africa.

Committed to the visual art world, Koloane’s art reflects a personal 
struggle to illuminate the experiences of black South Africans to the 
world. Koloane is an acclaimed artist, educator, writer, curator and 
facilitator. He has been recognised and honoured internationally 
for his contribution to the visual arts in South Africa. He was invit-
ed to curate the South African section in the exhibition Seven Sto-
ries about Modern Art in Africa at the Whitechapel Art Gallery in Lon-

don (1995) and later shown at the Guggenheim in New York (1996).
David Koloane looks with a lively and perceptive eye at the bus-
tling urban environment that has shaped his works, with a particu-
lar focus on the complexities of the South African urban landscape. 
His work is often recurring and commonly depicts township scenes, 
dogs, cityscapes and jazz music. His work has been described as “a 
curious blend of sombre epiphanies and mesmerising celebrations 
of our collectivity as human beings.” (O’Toole, S., Artbio, July 2003)
Koloane’s last body of work produced in collaboration with DKW, in 2009, was 
entitled Wings of Freedom. Koloane is the subject of TAXI-006 David Koloane, 
from the TAXI Art Book series, also available at the David Krut Bookstore.

Source: David Krut Publishing

David Koloane



From left to right:
David Koloane
Alexandra scene 1, 2011 (Mixed media on paper, 420 mm x 695 mm)
Alexandra scene 2, 2011 (Mixed media on paper, 420 mm x 590 mm)
Flight 1, 2011 (Mixed media on paper, 460 mm x 695 mm) 
Flight 2, 2011 (Mixed media on paper, 460 mm x 695 mm)
Coal man, 2011 (Mixed media on paper, 1460 mm x 1050 mm)



David Koloane
Two horses and a victim, 2011 (Mixed media on paper, 730 mm x 1500 mm)
Dimensions variable





Clare Menck

• Born 29 April 1969, Durban, South Africa.
• Travelled through Italy (Rome, Florence, Venice), 
 Austria and Belgium as eleven year-old, visiting major Art 
 Museums, November 1983.  
• Exchange student, Freiburg-im-Bresgau, Germany, January-
 March  1987
• Received Bachelor’s degree in Fine Art (cum laude) from the Uni-
 versity of Stellenbosch (US), 1990.
• Awarded Edrich Prize at graduation,1990.
• Received Advanced Diploma in Fine Art (painting) from the 
 Michaelis School of Fine Art, University of Cape Town, 1991.
• MA in Fine Art from the University of Stellenbosch, 1996.
• Lectured in Painting and Drawing at the University of 
 Stellenbosch (US) 1994-6.
• Five month study trip to Europe on grant from University of 
 Stellenbosch (US), including 3 months of postgraduate studies at 
 the Akademie der Bildenden Kuenste, Dresden, Germany, 
 1997/8.
• Birth of son, Frederik Wignand Terborch Louw, Bo-Kaap, Cape 
 Town, 29 December 1998.
• Death of father, Klaus Menck, 26 December 1999
• Birth of daughter, Frauke Agnes Isabella Louw, Piketberg, 
 15 July 2001.



From left to right:
Clare Menck
Selfportret voor Japie se skuur, Albertinia, 2011 (Oil on wood, 300mm x 400mm) 
Selfportret met kappie voor bloekombos, Albertinia, 2011 (Oil on wood, 300mm x 400mm)
Selfportret met kappie en kaal bolyf, Swartbergpas II, 2011 (Oil on wood, 300mm x 400mm) 
Selfportret met kappie voor bossies-Karoo, 2011 (Oil paint on wood, 600mm x 800mm)
Selfportret met kappie voor plaasdam-Karoo, 2011 (Oil paint on wood, 600mm x 800mm)
Selfportret met kappie en kaal bo-lyf, Swartbergpas I, 2011 (Oil paint on wood, 600 mm x 800 mm)



Two of the smaller works represent myself in front of a typical farmhouse 
of the West Coast district, which is where I live and work.  I am dressed 
in black, with a splash of red (my blouse). I am slightly bent, my face is 
obscured by my hair.  I am involved in a typical-for-me personal ritual of 
posing in front of a house that may well be demolished next time I visit 
this place.  I am bound to the earth, and the country of my birth and 
choice, maybe in some sense to this place, for this moment, but I am also 
a traveller, passing through.  In more senses than one.  And I always say, 
Life’s too short not to paint the intricate details of the curbstones and the 
lampposts and the electric wiring and the curtains in the steelframed win-
dows and the bird droppings and mud staining the white-washed wall un-
der the loft door after rains. There is also a shadow in my space, so I am 
not alone. I am being observed, as you, the viewer, are invited to become 
the voyeur, and as I again observe myself through the eyes of others, and 
by painstakingly painting these tiny self-portraits, I affirm my affinity to 
the earth beneath my feet, and my purpose is to explore my role on it.

The two smaller works of  the Boston terrier in the Cederberg record a 
deceased pet just after a devastating, yet life-giving, fire.  It is known 
that Fynbos needs fire to germinate again, every seven or so years.  
In the background the green farmlands of a clearing behind the rocks 
form an eerie contrast with the ‘moonlandscape’ of the destruction in the 
foreground.  These particular two paintings mourn the recent passing of 
a similar pet.  As setting for my human (and animal) dramas, the Ced-
erberg and similar mountain surrounds, especially near water, feature 
constantly in my paintings.  Thus I claim my stake on the restorative 
powers of Nature and the self-exploratory journey of interacting with it.

‘Kappie’-selfportrette (for Terra Firma)

Clare Menck het al dosyne selfportrette deur haar loopbaan van twee 
dekades sedert haar voorgraadse en nagraadse studies (US en UCT) 
gedoen.  Selfportrette in bekwame skilderhande is ‘n fassinerende en 
deurlopende studie van die psigologiese ontwikkeling asook die fisiese 
verandering (veroudering asook ontwikkeling) van die skilder en haar 
vlyt, met ontelbare voorbeelde in die kunsgeskiedenis om mee te 
vergelyk.  Clare se terugbliktentoonstelling Clare Menck: Verborge 
Lewe - Twintig Skilderjare 1990-2010 (met katalogus van dieselfde ti-
tel) wat landswyd reis vanaf begin 2011 tot einde 2012 en wat tans 
vanaf die Sanlam Kunsgalery te Bellville (Kaap) verhuis na Knysna, 
Port Elizabeth en Grahamstad (Standard Bank National Arts Festival), 
getuig ryklik hiervan met talle selfportrette oor twintig jaar geskilder.  

Clare skryf: “Ek het onlangs gekies om myself uit te beeld in ‘n ‘kap-
pie’, simbolies van my Afrikaanse oorsprong (my ma is van Afrikaanse 
herkoms) met sy onderliggende ryk Europese agtergrond, maar my 
selfontdekkingsreis gebeur op Afrika-grond (Terra Firma).  Die tonele 
hier is in die Karoo geplaas, maar die beskilderde uitbeelding van vlak 
water langs ‘n rivier kon net sowel die Modderrivier van my Vrystaatse 
kinderdae gewees het.  Ek het onlangs (2011) op ‘n uitgebreide reis deur 
die Karoo verskeie bergpasse versit en letterlik honderde fotos van my-
self in ‘n ‘kappie’ geneem met die kamera in my uitgestrekte arm.  Ek het 
geposeer voor al wat ‘n plaasdam is, sowel as voor skure, windpompe, 
uitgebrande kothuise, kerke, stoepe, koeistalle en -trogge, dekriet-pira-
mides en ander bekende bakens van ‘n gemeenskaplike Suid-afrikaanse 
verlede.  Ek is tans besig met ‘n uiteenlopende reeks kappie-selfportrette 
waarvan daar op Terra Firma 6 voorbeelde is.  Die rooierige kleur van my 
borskas in van die selfportrette is tiepies van my bloos as ek opgewonde 
of verlee is;  ek noem dit grappenderwys my “p.o.g” (“post-orgasmic 
glow”).  Ek put kennellik genot uit die spel tussen die toneelspeel in - en 
skilder van - my eie drama (of melodrama) met my tong in my kies en soos 
gewoonlik met ‘n ondertoon van sensuele/seksuele plesier, die essensie 
van die speelse feminisme van my eksistensieel-realistiese skilderye.”



Abbreviated CV
Terra Firma group exhibition, Fried Contemporary Gallery, Pretoria, 
February 2012
Duo show with Frikkie Eksteen, Trent Gallery, Pretoria, December 2011
Clare Menck: Hidden Life - Twenty years of painting 1990-2010/ Clare 
Menck: Verborge Lewe - Twintig skilderjare 1990-2010  fourth leg of na-
tional travelling mid-career retrospective curated by Stefan Hundt (curator 
of the Sanlam Art Gallery), Sanlam Art Gallery, Bellville, Cape Town, Novem-
ber-January 2011/12 (travelling to Knysna, PE and National Arts Festival, 
Grahamstown, amongst others, in 2012)
Clare Menck: Hidden Life/ Clare Menck: Verborge Lewe (third leg of national 
travelling midcareer retrospective) curated by Stefan Hundt, William Hum-
phreys Art Gallery (Museum), Kimberley, during Gariep Arts Festival, Sep-
tember 2011
Ninth solo exhibition, i-Art Gallery, Cape Town, September 2011
Ik ben een Afrikaner group exhibition curated by Teresa Lizamore, Artspace, 
Johannesburg, June 2011, travelling to Woordfees, Stellenbosch and KKNK, 
Oudtshoorn in 2012
Clare Menck: Hidden Life/ Clare Menck: Verborge Lewe (second leg of na-
tional travelling mid-career retrospective) curated by Stefan Hundt, Pretoria 
Art Museum, May/June 2011 (also launch of accompanying Sanlam-spon-
sored catalogue travelling with the exhibition)
3-woman exhibition, Knysna Fine Art Gallery, Knysna, during Loerie Festival, 
May 2011
Echoes, 3-women exhibition, Portal Gallery, De Rust for KKNK (Klein Karoo 
National Arts Festival) Kuns Kwartier, Oudtshoorn, April 2011
Lie of the Land exhibition (with accompanying catalogue) curated by Prof. 
Michael Godby (Dept History of Art, UCT), Old Town House (Michaelis Art 
Collection), Cape Town,2010 and Sanlam Art Gallery, Bellville, Cape Town, 
2011
Clare Menck: Twenty Years (original working title of first leg of national 
travelling mid-career retrospective), Oliewenhuis Museum, Bloemfontein, 
September 2010 (with accompanying Oliewenhuis Museum-sponsored cata-
logue)
Printmaking workshop (stone lithography) at the Atelier Pons, Paris, France, 
July 2010
Joburg Art Fair participant with i-Art Gallery in 2009 and 2010
Clare Menck: Paintings of objects eighth solo exhibtition, i-Art Gallery, Cape 
Town, November 2008 (with accompanying i-Art Gallery-sponsored cata-
logue)
10 DOEN KOPPE group exhibition curated by Clare Menck and Johann Louw, 
Visual Arts Programme, KKNK, Oudtshoorn, April 2008

MUSE ‘08 group exhibition of portraiture curated by Elana Brundyn of i-Art 
Gallery, KKNK, Oudtshoorn, April 2008
Vignette/ Vinjet seventh solo exhibition, Stellenbosch University Art Gallery, 
November 2007
3-women exhibition curated by Lieschen Heinze, Chelsea Gallery, Darling, Sep-
tember 2007
BRIEF JOURNEYS/ VLUGTIGE REISE sixth solo exhibition, i-Art Gallery, Cape 
Town, October 2006
Clare Menck: Paintings fifth solo exhibition, Association of Visual Arts (AVA), 
Cape Town, November 2005
Fourth solo exhibition, Everard Read Gallery, Rosebank, Gauteng, Jan 2005
3 STEMME 3-women group exhibition curated by Sandra Hanekom, art.b Gal-
lery, Bellville (Cape Town), May 2004
Johann Louw/ Clare Menck/ Kennett Sinclair 3-person exhibition curated by 
Julia Meintjes, Tokara Wine Estate, Stellenbosch, October 2002
Various group exhibitions 1998-2007, @ i-Art Gallery (Cape Town), Smac 
(Stellenbosch Modern and Contemporary) Gallery (Stellenbosch), Everard Read 
Galleries (Cape Town & Johannesurg), Johans Borman Gallery (CT), Strydom 
Gallery (George), Klein Karoo National Arts Festival (KKNK) (Oudtshoorn), 
art.b Gallery (Bellville), Rust&Vrede Gallery (Durbanville), Julia Meintjes Fine 
Art (Jhb & Stellenbosch), Harris Fine Art (CT), Rose Korber Art (CT), Dawid Ras 
(Jhb), Carol Lee Fine Art (Jhb), Johannes Stegmann Gallery (Bloemfontein)
MWEB project: webcam in studio for 1 month (one of 3 artists chosen nation-
ally), 2000
Third solo exhibition at Grahamstown National Arts Festival curated by 
Gwyneth Harris, Carinus Art Centre, Grahamstown, July 2000
DRESDEN, SUTHERLAND, WOODSTOCK second solo exhibition, Association of 
Visual Arts (AVA), Cape Town, 1998
CYST: Works in Paint travelling group show curated by Johann Louw and Clare 
Menck, Castle of Good Hope (CT) and Civic Gallery, Sandton (JHB) 1997/8
First solo exhibition curated by Gwyneth Harris, Labia Gallery, Cape Town, 
March 1997
Master’s degree solo exhibition, US Gallery, Stellenbosch, March 1996

CORPORATE COLLECTIONS

Muratie Wine Estate,  Tokara Wine Estate,  Spier Wine Estate,  Sanlam,  Sasol,  
Old Mutual Asset Management,  University of Stellenbosch,  University of the 
Orange Free State, Nando’s UK, Oliewenhuis Museum (Bloemfontein), Rand 
Merchant Bank



From left to right:
Clare Menck
Self-portrait in black and red, Hopefield, West Coast I, 2011 (Oil on panel, 200mm x 250mm)
Self-portrait in black and red, Hopefield, West Coast II, 2011 (Oil on panel, 200mm x 250mm)
Boston terrier, Cederberg, after fire I, 2011 (Oil on panel, 200mm x 250mm)
Boston terrier, Cederberg, after fire II, 2011 (Oil on panel, 200mm x 250mm)





Jenna Burchell
Jenna Burchell is an emerging, contemporary, installation artist born in 1985, South Africa (SA). After her par-
ents immigrated to East Asia (2003), Burchell developed an inquisitive eye towards relationships when struggling 
to communicate through technology. She also observed the organic aging process on her family as witnessed at 
yearly intervals.

In 2004 Burchell began exploring the relationship between organic and technological change in a series of art-
works during her Fine Arts degree at the University of Pretoria. In 2006, a trip to Europe opened her eyes to the 
field of interactive installation art, a medium that became her field of specialisation when she graduated in 2007. 

Seven years later (2011), with her family still divided across the global village, Burchell’s conceptual tone has 
become more questioning towards the notion of urbanity and its dominance over the natural. 

After being awarded the Spier Contemporary Arts Curatorial Internship, Burchell entered into the curatorial realm. 
Currently (2011) she is working as an exhibition designer/curator and production manager in the fields of national 
and private history and heritage. 

As a result, Burchell’s new series of work has a collaborative approach to working with industry specialists to 
realize more professional works of art whilst playing with notions of author/artist/participant in order to create 
interdisciplinary dialogue and new audiences in art.

In our fleeting environment we need to question what is changing from the natural into the mechanical 
and how that affects changes onto us as individuals. My artworks aspire to open this discourse by paro-
dying the natural against the mechanical through the creation of sculptural spaces or ‘environments’ of 
individuals.

Through these created environments, the viewer can find in his or her own mind how each artwork 
can exhibit the multi-layering of Self (natural) in communication or miscommunication with Other (me-
chanical). 

Notions of authorship are brought to debate by creating artworks through a collaborative approach 
involving varying industry professionals to achieve the inter-disciplinary, often technologically driven, 
functionality and aesthetics.

Jenna Burchell
Urban Wetlands - Installation at Terra Firma, Fried Contemporary Art Gallery, 2012 

(Interactive installation; Installation dimensions variable)







Urban Wetlands - Artwork team

Jenna Burchell - Artist
Leinster Grimes – Electronic Engineering
Schalk Erasmus – Constructor

Urban Wetlands - Artwork Concept

This impression of a reed field serves to comment on how urbanity dominates  and  
takes over the natural. It questions how this foreseeable change from the natural to 
the urban inflicts changes onto us as individuals. 

Each reed  is crafted from aluminium and tipped with a light node.  The light nodes 
dim on when a participant draws near and dim off as a participant moves away. In 
this manner the participant can weave an illuminated path through the installation, 
playing with their presence within the field. 

Sculpturally the reeds mimic ‘snake grass’, a reed so nicknamed only in South Africa. 
The reed, listed as an extreme invader, is dangerous to the South African ecosystem 
because of its unstoppable growth system that roots across kilometers underground. 
In the same manner that snake grass is an alien plant to our natural in South Af-
rica, The interactivity of the installation serves as a reminder of our presence in this 
equation of the natural (Self) being dominated by the urban, the mechanical and the 
technological (Other). 

Urban Wetlands is a project that in part presents this interactive field of reeds in 
order to research and compile a publication: Urban Wetlands, a case study of interac-
tive installation art in the South African context. Its long-term outcome is to educate 
audiences and young artists about interactive installation art through various work-
shops and discussions.

Jenna Burchell
Urban Wetlands 3D Teaser, 2012 (Interactive installation; Installation dimensions variable)



Isabel Mertz



From left to right:
Isabel Mertz 
Treacherous Territories series vi, 2012 (Bronze, 90mm x 130mm x 100mm)
Treacherous Territories series v, (Detail), 2012 (Bronze, 90mm x 130mm x 100mm)
Treacherous Territories series vii, 2012 (Bronze, 90mm x 130mm x 100mm) 



Isabel Mertz is an aspiring sculptor from Pretoria and was born in 1987. 
She completed a BA (FA) at the University of Pretoria. 

Summary of Solo and group exhibitions:

IS Sculpture at Tokara, Stellenbosch

2011-2012
360 Johannesburg, Artspace, Johannesburg

2011
Sasol New Signatures, Pretoria

Absa Le’Atelier, Johannesburg (Gerard Sekoto prize winner)

Impromptu, Pretoria

Isabel Mertz, Treacherous Territories, 2012 
Bronze and Stone, unique work.  

“One describes a tale best by telling the tale. You see? The way one de-
scribes a story, to oneself or to the world, is by telling the story. It is a 
balancing act and it is a dream. The more accurate the map, the more it 
resembles the territory. The most accurate map possible would be the ter-
ritory, and thus would be perfectly accurate and perfectly useless.” – Neil 
Gaiman, American Gods (2001)  

From left to right:
Isabel Mertz
Treacherous Territories series iv, 2012 (Bronze, 150mm x 130mm x 220mm)

Opposit page:
Isabel Mertz
Treacherous Territories series iii, 2012 (Stone and bronze, 150mm x 130mm x 
220mm)   





Marili de Weerdt



Marili de Weerdt
The site of substance dispersed, (installation view) 2012 (Embossed paper, stainless steel pins and pigment mounted on wood)
Dimensions of combined series: 430 mm x 3200 mm 

I was born 1979 and completed the BA (Fine Arts) 
degree at the Department of Visual Arts at the Uni-
versity of Pretoria in 2003. In 2002 I participated in 
the PPC Young Concrete Sculptors Award Exhibition in 
Pretoria and received a merit award. Since graduating, 
I have participated in a number of group exhibitions in 
Pretoria, Johannesburg and Cape Town. This includes 
a duo exhibition at Gordart Gallery in 2008, and most 
recently a duo exhibition at Alpine Attitude Boutique 
Hotel. I am currently lecturing at the Design School 
Southern Africa while making art. 
 
EDUCATION

1998 University of South Africa Pretoria
Certificate in Drawing
 
1999 Open Window Art Academy Pretoria
Certificate in Fine Art, Photography and Interior Design

2000-2003 University of Pretoria Pretoria
BA Fine Arts Degree

EXHIBITIONS

2002 
PPC Young Sculptors Award Exhibition at the Arts As-
sociation of Pretoria
2005 
PPC Young Sculptors Award Exhibition at the Arts As-
sociation of Pretoria
2006 
Group exhibition shelf life at Fried Contemporary Art 
Gallery in Brooklyn, Pretoria.

2007  
Group exhibition at the launch of Secret Gallery in Pre-
toria curated by Lionel Smith
Group exhibition Ordinary: Extraordinary at Upstairs at 
Bamboo in Melville Joburg
Duo exhibition Intention at the Magpie Gallery in 
Irene, Pretoria
Group exhibition titled Women at the Secret Gallery in 
Pretoria curated by Lionel Smith
Group exhibition Story, tale, Invention... at the Gor-
dart Gallery curated by Gordon Froud

2008 
Centenary exhibition at the University of Pretoria.
Duo exhibition with video artist Nathani Lüneburg at 
the Gordart Gallery in Joburg
Group exhibition at Magpie Gallery called Fabrication
2009
Group exhibition at Fried Contemporary Heart, Pretoria
Dawid’s Choice Exhibition at Red, Black and White in 
Stellenbosch
Travelling group exhibition Rooftop at St Lorient ex-
hibition space in Brooklyn, Pretoria and At the UJ Art 
Gallery in Joburg curated by Gordon Froud
Group exhibition at Grand Provance in Franchoek
2010 
Goup exhibition at The Gallery at Duncan Yard opening  
on the 3rd of December
2011
Exhibited at the Alpine Attitude Boutique Hotel with 
Audrey Anderson in an exhibition I wish you were here
Exhibited at UNISA Pretoria Campus in conjunction 
with the international conference; Animals in Law and 
Society: Perspectives from Africa and Beyond



My interpretation of Terra Firma as solid mass is a 
surface that goes beyond the crust of the earth to the 
filled space underneath which harbours life as well 
as death. It is a partition between what lies above- 
and underneath it. I attempt to offer a cross section 
of the earth’s surface and all the secrets it harbours. 
Plants are of specific relevance as organic matter 
that pierces this crust inhabiting the solid earth and 
the space above it simultaneously. It is also the con-
tents of this filled space that determine what happens 
above it. This serves as a metaphor for the relation-
ship between the subconscious and the conscious 
or thought and action, essentially, the visible and 
the invisible. These layers from the conscious to the 
subconscious are explored from a subjective point 
with a personalised symbolic language. This symbol-
ic language relies on the personal value attached to 
objects gained from its association with memories.



From left to right:
Marili de Weerdt

Fossil series I, 2012 (Embossed paper mounted on wood, 205mm x 125mm)
Fossil series II, 2012 (Embossed paper mounted on wood, 205mm x 125mm)

Fossil series III, 2012 (Embossed paper mounted on wood, 205mm x 125mm)



Leana van der Merwe

Leana van der Merwe
Baby’s first three months & Flynch, (Installation view), 2011 

Disposable nappies, cotton wool, bottle teats, baby wipes, breast pads, lace, earbuds and hot glue
Installation, approx 900mm x 1600mm x 1500mm

Leana van der Merwe was born in Pretoria in 1981 and ob-
tained her Fine Arts degree from the University of Preto-
ria with distinction in 2011. Currently a Masters student 
at the University of Pretoria, she also teaches there part 
time, as well as at the Tshwane University of Technology. 

Also a BCom graduate, she has worked in accounting and bank-
ing before pursuing a career in the arts. Her work has been 
bought for the Universities’ collection and she has participated 
in various group shows at the University as well as a graduate 
exhibition, Swift Transitions at the Pretoria Art museum in 2011.





Leana van der Merwe
Gush, 2011 Earbuds, hot glue, disposable nappies
(Dimensions Variable)  



The body, within feminist discourse, has often been articulated as that 
which is “belied, distorted and imagined within a masculine representa-
tional logic” (Bray & Colebrook 1998:35).

Within egalitarian feminism, female embodiment was often seen as a 
barrier which women needed to overcome in order to fully partake in an 
economy dominated by men. Within corporeal feminism (Grosz 1994), 
feminists rather seek to understand femininity in terms of whole lived 
bodies and ‘sexual difference’ (Braidotti 2003), challenging stereotypical 
understandings and representations of feminine subjectivity.

The experience of pregnancy and motherhood is intensely embodied. The 
maternal is also explicitly cultural and thus has certain political implica-
tions for the feminine. The body and embodiment in this regard, can be 
seen as a critical site for the exploration of feminine subjectivity as well 
as the contestation of an oppressive masculine representational system. 

The intersection of the natural and the cultural is articulated through the 
contours of these works which in this body of work, bring to mind the 
process of mapping, borders and exploration of the female body as colo-
nised ‘Virgin Land’ as articulated through male desire and power. Western 
masculine discourses pertaining to the functioning of the female body as 
well as her cultural identity, has been a recurring subject throughout art 
history, symbolising the very specific definitions of gender and sexuality 
as dictated by phallocentric and patriarchal culture (Nead 1990:323).

My exploration of the feminine is at the same time both discursive and 
also personal. As a married women of 30, my choice to become a mother 
or not, within my specific cultural framework, is fraught with ambiva-
lences. My own desire to become a mother, is balanced by my uncertain-
ties and reservations surrounding the implications of my choices as well 
as a vast array of expectations which accompanies motherhood.

Through this body of work, I attempt to explore, rather than resolve, 
the ambivalences situated with- in feminine subjectivity construction, as 
articulated through the body, especially the reproductive body.
I also challenge stereotypes and social normativity, aiming to find a fluid, 
liminal space where lived experience and culture intersects with an ex-
perience of a uniquely sexed body.

Sources

Braidotti, R. 2003. Becoming woman: or sexual difference revisited. 
   Theory, Culture, Society 20:43-64.

Bray, A & Colebrook C. 1998. The haunted flesh: corporeal femi-
   nism and the politics of disembodiment. Signs 24(1), Autumn:    
   35-67.

Grosz, E. 1994. Volatile bodies: towards a corporeal feminism. Indiana: 
Indiana University Press.

Nead, L. 1990. The female nude: pornography, art and sexuality. 
   Signs 15(2), Winter: 323-335.





Terra Nullius

Willem Boshoff 
Sarel Petrus 
Pieter Swanepoel 
Christiaan Harris
Pauline Gutter 
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Terra Nullius - Essay by Elfriede Dreyer

In view of globalisation processes that took place since the 1970s 
as a result of fast developing digital and electronic technologies, 
manifesting in rapid transport systems and the setting up of global 
communication networks, planet earth today is characterised by 
mobility and transitivity. Generally speaking, pre-modern socie-
ties were typified by stable family structures and cultural cohesion, 
which have weakened since the ‘onslaught’ of modernism  to the 
extent that new forms and patterns in local culture have been pro-
duced, demonstrated by the evolution of multiculturality and cos-
mopolitanism. Interspersed by the legacies of imposed  ideologies 
and hybridised cultures colonialism has left behind, such histories 
have left its indelible imprint on people and land, and what Andre-
as Huyssen (2003:4) calls an “explosion of memory discourses”. 

Recently artists’ depictions of both natural surroundings and urban 
landscapes have often revealed such an explosion of  memory 
renderings and identity histories onto such surfaces. Huyssen 
maintains (2003:4) that: “After the waning of modernist fantasies 
about creatio ex nihilo and of the desire for the purity of new be-
ginnings, we have come to read cities and buildings as palimpsets 
of space, monuments as transformable and transitory, and sculp-
ture as subject to the vicissitudes of time.” Sites and spaces are 
often so overloaded and overdetermined by events and meanings 
pertaining to several different cultural readings, that the “desire 
for narratives of the past, for re-creations, re-readings, re-pro-
ductions, seems boundless at every level of our culture” (Huyssen 
2003:5). 

It is then safe to maintain that our time is polluted by an overload 
of information, technologies,  meanings and materialities; no won-
der then the current drive to return to a simple ‘greener’ life style, 
and a terra nullius environment indicating a kind of blank slate, 
virginal territory or new beginning. The idea of the tabula rasa - a 
blank slate - is attractive to many, especially in a post-political 
environment, since it nullifies inherited and projected value sys-
tems and constructs of racism and sexism. On the other hand, the 
tabula rasa also suggests the infinity of human potential and imag-
ination, originating from a raw, uninhabited and virginal beginning. 
A terra nullius landscape, therefore, would depict both a chaotic 
universe at the beginning of time teeming with amorphous organic 
elements and an apocalyptic state at the end of time where es-
sences and distinctions have been merged into losses as well as



an alchemical amalgam of new meanings. This paradox is encoun-
tered in the large painterly works of Pieter Swanepoel. In his art-
ist’s statement, he states that: “The absence of a horizon within a 
landscape painting then becomes symbolical of being lost; at once 
as being literally lost in the landscape while at the same time as a 
loss of understanding.” In Turneresque style, Oceanic (2012) shows 
an scene that reminds of mythical flooding; the road and the bridge 
have been washed away and titanic waves threaten to dissolve the 
once ‘ordered’ landscape into degenerating apocalypse. Completing 
a full circle in the larger scheme of the Creation, structured nature 
returns to its mythical original state of chaotic hybrid.   

In an ambivalent sense, the notion of terra nullius relates to an 
earth that is brimful of memories and histories and yet, at the same 
time, remain buried and invisible to the eye, almost suggesting 
unoccupied, virginal land. In the context of world economic cri-
ses; ecological and planetary changes; and new emerging cultural 
patterns in the global arena, the exhibition theme is relevant and 
points to how people often have to start ‘all over again’, adapt and 
reinvent themselves, sometimes in totally new environments. In 
this process, memory and rewriting become two core aspects of 
the course of action in order to set up mediating links between the 
old and the new. Die padskraper (The grader) (2012) of Pauline 
Gutter symbolically depicts the process of finding new ways, creat-
ing inroads and settling in uninhabited or uncultivated lands.  The 
exhibition includes as tribute artist, the work of Willem Boshoff, 
who in similar way considers in Land Grab (2012) how an unspoilt, 
uninhabited earth might potentially be forcefully converted into a 
futuristic city, and how the natural landscape might be reconsti-
tuted into rectilinear human constructs and mechanisms. Translated 
into German, the term also refers to land as grave for histories and 
events, and again the Romantic idea of cycle -  dust to dust.

Terra nullius is also a Latin expression deriving from Roman law 
meaning ‘land belonging to no one’ which is used in international 
law to describe territory which has never been subject to the inde-
pendence of a state. It could also refer to unclaimed land, such as 
planets in our universe.  Many colonialised countries have suffered 
disowning actions, such as Australia that have been treated by the 
British as terra nullius, ‘unowned’ land. Under British colonial law, 
aboriginal Australians had no property rights in the land, and colo-
nisation accordingly vested ownership in the British government. 

As such, terra nullius remained the law in Australia throughout the co-
lonial period, and up to 1992. Sarel Petrus’ Embodiment (2012) - a ‘bed 
of nails’ resembling a demarcated piece of land ‘colonised’ by thorny 
bronze letters - speaks about the contentiousness embedded in issues 
of ownership and claims to land, as well as about the torment induced 
by emotionally attaching ourselves to the land, and how we project 
hope, expectations and even our identity onto a piece of earth. Simi-
larly, Python (2011) could be interpreted as rendering the processes 
of acquiring and shedding; loss and gain. In his artist’s statement the 
artist maintains that: “With the animal gone, bodies and parts of it re-
mains, which I fashion into concrete inanimate bronze objects, remain-
ing longer than the real life it represents.  The animal remains are a 
reference to life and death and where the two intersect.”  

In disparity with the other works on exhibition mainly dealing with 
landscape, Christiaan Harris’ series of photographs entitled Perform-
ing Identity (2011) presents portraits of hybridised identity resulting in 
the creation of a ‘new generation’ and of polarised culture. The artist 
proposes that identity is “rehearsed and adapted like a theatrical work, 
embedding ideas and cultural diaspora in each new generation”. The 
work thus suggests that in terms of the idea of terra nullius, identity is 
not fixed but in a constant process of being re-newed, re-constructed 
and re-negotiated, thus forever returning to a terra nullius state. Lisa 
Allan’s small works entitled Inventing right and wrong (2012) resemble 
a set of playing cards hinting at issues of destiny, fate and the continu-
ous re-shuffling of lives. Allen argues that “ ... acts of revision, retrieval 
and reformulation often continue to maintain the subordination of im-
age to text. Colonial images are but one example of how images can 
be re-represented in terms of ethical judgements about the `right’ and 
`wrongs’ of history.” Huyssen (2003:144, 146) states that “every em-
phatic claim about a new beginning can also be read as a repetition ... . 
After every turn, it seems, the past returns only to generate the desire 
for the next turn.”

Terra nullius is the second in a series of four curated exhibitions that 
explore the rela¬tionship of the self to place, land, soil or earth. 
Source quoted:

Huyssen, A. 2003. Present pasts: urban palimpsests and the politics of 
memory. Stanford/California: Stanford University Press.



Willem Boshoff

Willem Boshoff
Detail of Land grab, 2012

Sand, wood, 1290 mm X 1290 mm





Willem Boshoff
Land grab, 2012
Sand, wood, 1290 mm X 1290 mm



Willem Boshoff was born in 1951 and grew up in Vanderbijlpark, a town 
on the Vaal River, 75 kilometres south of Johannesburg in the Gauteng 
province of South Africa. His father, Martiens, was a trained carpen-
ter and Boshoff grew up with a love for wood and respect for technical 
expertise.

Currently Boshoff is based at his home and studio in Johannesburg. He 
is married to Dr Anél Boshoff, a lecturer in law at the University of Ab-
erystwyth. Emma and Willem, his two younger children, are in school in 
Aberystwyth. His two older children live in Johannesburg, where Karen 
works as a graphic designer and Martin as an industrial designer. 

Under Henrie Pretorius, an inspired teacher at high school, he decided 
to become a sculptor when he was fifteen years old. His decision did 
not meet the approval of the conservative elements in his old school 
and he was only allowed to formally study art if he simultaneously fol-
lowed a teaching course. This proved to be valuable because he de-
lighted in subjects of 
psychological and philosophical emphasis.

Willem Boshoff’s academic career spans a period of more than twenty 
years and he is a former head of the Department of Fine Art of the 
Technikon Witwatersrand (now University of Johannesburg). His qualifi-
cations include an honorary doctorate from the University of Johannes-
burg. He is a renowned teacher and although he has been a full-time 
practicing artist in South Africa and internationally since 1996, he still 
retains strong ties with many academic institutions. He still regularly 
acts as external examiner in the fine art departments/faculties of, 
amongst others, the University of Stellenbosch, the University of Cape 
Town, the University of Pretoria and Rhodes University in Grahamstown.

Boshoff decided not to exhibit his artwork in a public gallery until he 
was thirty years old and had his first exhibition at the Johannesburg Art 
Gallery in 1981. His major works include 

KYKAFRIKAANS (1980), an anthology of concrete poetry, the Blind Al-
phabet Project (1995), Writing in the Sand (2001) and Garden of Words 
(a project in progress since 1982). 

His work has been shown extensively in South Africa and internation-
ally, notably at the Johannesburg Biennale; São Paulo Biennale; Venice 
Biennale; Havana Biennale; the Museum for African Art at the Smithso-
nian, Washington; the Triennale für Kleinplastik in Stuttgart (where he 
was awarded the 
Ludwig Giess Prize); Museo Nacional, Centro de Arte, Reina Sofia, 
Madrid; the Museum Boijmans van Beuningen in Rotterdam; White 
Box Gallery, New York; Museum van Hedendaagse Kunst Antwerpen; 
Galerie Asbæk in Copenhagen, Sonsbeek Internationaal, Arnhem, Neth-
erlands and Art Unlimited at the Basel Art Fair. He won a Golden Loerie 
award in cooperation with Ogilvie International for his artwork Abam-
fusa Lawula (1997).

Boshoff has delivered guest lectures on the interaction of the visual 
and audio arts at various universities and he has published numerous 
essays and articles. He derives pleasure in a collection of avant-garde 
music, Gregorian chant and ethnic music. He spends much of his time 
compiling dictionaries and his first, A Dictionary of Colour was written 
in 1977. These dictionaries often form the basis for his artworks. Some 
are A Dictionary of Perplexing English, Beyond the Epiglottis, What 
Every Druid Should Know, Dictionary of Manias and Phobias, the Dic-
tionary of Morphology, the Dictionary of 
–ologies and –isms, A Dictionary of Beasts and Demons, as well as the 
Dictionary of Winds, and the Dictionary of Obscure Financial Terms. He 
also visits all major gardens in the world to do research for his Garden 
of Words and Big Druid projects.

Willem Boshoff’s art career can be followed in Ivan Vladislavić’s biog-
raphy Willem Boshoff (Taxi-011. Johannesburg: David Krut Publishing, 
2005) and Warren Siebrits’s Willem Boshoff: word forms and language 
shapes: 1975 – 2007 (Exhibition Catalogue, Standard Bank Gallery, 
Johannesburg 2007). 
Johannesburg: Standard Bank Gallery, 2007.  

Willem Boshoff
Land grab, 2012
Sand, wood, 1290 mm X 1290 mm



Sarel Petrus

S L E E P I N G A T P E A C E W A K I N G T O T H E I N S P I R I N G S M E L L O F A N E W L 
Y S H A R P E N E D P E N C I L N E W S T A R T E V E R Y T I M E O N A N E W P A G E B L A 
N K L I K E H E A L T H Y T H E E T H R E A L I  Z A T I O N  K I C K I N G I N Y O U S T A R 
T Y O U G E T T O K N O W T H A T W R I T I N G I S N O T A B O U T T H E T R U T H Y O 
U R O W N B E L I E F S A B S O L U T E U N C H A N G I N G E V E R Y S I N G L E O N E D E 
C I D I N G C A N W E R E A L L Y S AY W H A T W E K N O W C A N I R E A L L Y P O R T R 
A Y W H A T I T H O U G H T A N D W H Y D O Y O U G E T F R U S T R A T E D W I T H M 
E F O R S A Y I N G I D O N T K N O W U N A B L E T O S A Y I T O R W R I T E I T D O W N 
W E C H E A T O U R O W N I D E A L S R E C O G N I S I N G T H E P R O B L E M S A N D U 
N A B L E T O E N V I S I O N A W O R K A B L E R E A L I T Y C R E A T E D B Y O U R T H O 
U G H T S A B O U T W H A T S H O U L D B E A N D W H A T I S F O R C E D I N T O U S B 
E F O R E W E E V E N K N O W H O W T O W A L K C H O O S E O R F L I G H T R E A C T I 
O N O R D O W E A N D W H A T D O I K N O W F O R M A K I N G A N A R T W O R K L I K 
E T H I S O F B E D S A N D M E D I T A T I O N S A N D E A T H A N D L O V E L I V E S A N 
D G U I L T F O R W H A T U N I N F O R M E D C H O I S E S W E R E M A D E S A F E A N D 
S A T I S F I E D W H E R E A N D W H Y D O P E O P L E S L E E P A N D W H O D O T H E Y 
S L E E P W  I T H L I K E T H E R E L I E F O F R E S T M A K I N G R E A D Y E V E R Y T H I 
N G R E A D Y B U T W H Y D O Y O U F E E L T H A T Y O U C O U L D S T A R T W I T H N 
O O N E K N O W S A L L T H E Y V E G O T I S T H E I R O W N E X P E R I E N C E S T O D R 
A W F R O M A N D T H E R U L E S T H E Y C A N J U S T I F Y B R E A K I N G W E F L O W 
W I T H U N C O U N T A B L E S T O L E N M E M O R I E S A L W A Y S H O P I N G B U T N 
E V E R R E A C H I N G A N Y T H I N G P E R M A N E N T T H E D E S I R E T O K I L L I S G 
O N E R E P L A C E D B Y T H E N O H O P E T H A T O N L Y S E R E N I T Y W I L L R E M 
A I N T H E  B O R E D O M N O V I A B L E A L T E R N A T I V E T H E S P E C I A L P L A C 
E W I T H N O T H I N G T O D O T H E R E T H E D A Y D R E A M S A N D T H E T H O U G 
H T S A R E O F T E N M O R E W O N D E R F U L T H A N T H E R E A L I T I E S W A L K I 
N G O N T H E B E A C H W I T H T H E D O G S B E I N G I N A C R O W D S T A R I N G A T 
T H E M O U N T A I N S  W I S H I N G Y O U W E R E T H E R E W H E R E T H E W I N D A 
N D T H E R O C K I S I N T H E S U N O R I N T H E S H A D E T R Y I N G T O W R I T E S O 
M E T H I N G W O R T H S A Y I N G W I S H I N G F O R A M E M O R Y A T T H E E N D O 
F L I F E W O N D E R I N G W H E N T O E X P E C T T H E N E X T P E A C E F U L S L E EP





Top:
Sarel Petrus
Embodiment, 2012 (Bronze and wood, 1900mm x 900mm x 350mm, Unique)
Python, 2011 (each piece, 305mm x 305mm)
Detail of Embodiment, 2012 (Bronze)



Sarel Petrus lives and works in Pretoria and has exhibited in many group exhi-
bitions across South-Afica in the last twelve years.  

He allows himself journeys of the mind into the strange relationship between 
traditional and throw-away-culture and what is left of nature as humans and 
other species fight for existence.  City and town dwellers, largely cut off from 
natural continuity and natural spaces, are mostly unaware of what they leave 
behind wherever they go.  But human existence and the natural environment 
are linked through timeless, hidden convergences of what we lack and what we 
have in excess.  In his work, Sarel refers to an obscure past to imagine a new 
voice for the abstract realities of objects.  

According to  Sarel Petrus: ‘‘My works are trophies for the lives of others, even 
though their stories are unknown to me.  These unknown stories create spaces 
for us, to fill in our own stories and they thus become 
metaphors for our own memories and emotions.  I select found objects for their 
visual impact and for the stories they don’t tell.  Each object retains its own 
secret past.  Our own end, death and decay might be predictable and unavoid-
able, but the paths we take and the distances we travel are clear”.

Recent exhibitions
2012
Group exhibition, group exhibition, IS-Art @ Le Quartier Francais, 
 Franschoek, 19Feb-16Apr.
Scene, group exhibition, Carol Lee Fine Art, Upstairs@Bamboo, Melville,  
 3-11March.
2011
Collaboration , group exhibition, Upstairs@Bamboo, Carol Lee Fine Art,  
 Johannesburg, 5–13March.
Franschoek Literary Festival, group exhibition, The Gallery at Grande   
 Provence, 1–25May.
Map – South Africa, group exhibition, University of Johannesburg Art 
 Gallery, 11-15June.
Arts Alive 2011, group exhibition, Waterkloof House Preparatory School,  
 Pretoria, 21-25June.
Altered Pieces, Group exhibition, Thompson Art Gallery, Melville, 
 Johannesburg. July. Pandora Art House, Pretoria, August.
Spectrum,  Group exhibition, Carol Lee Fine Art, Upstairs@Bamboo, 
 Melville, 23-31July.
Both sides of the track, group exhibition, The Alex Hamilton Studio Gallery, 
 Cape Town, 11Aug–9Sept.
Roommates, Group exhibition, Potchefstroom University Gallery, July.
 University of Johannesburg Gallery, August.
Sasol New signatures, Art Competition exhibition, Pretoria Art Museum, 
 30Aug–4Okt.
Alchemy, Group exhibition, Upstairs@Bamboo, Melville, Johannesburg.
Ekurhuleni, Art competition exhibition, Scholtz Recreation Centre, 
 Kempton Park, September 24. 
IS-sculpture, group exhibition, Tokara Delicatessen, Franschoek, October
 2011-January2012.
360 degrees Johannesburg, group exhibition, Artspace, Johannesburg, 
 3 Dec 2011- 28 Jan 2012.
Touches and Tastes, group exhibition, IS-Art at Le  Quartier Francais, 
 Franschoek 10 Des – 31 Jan 2012.
Angels 6, group exhibition, The Gallery at Grande Provence, Franschoek,1
 1 Dec – 3 Feb2012.
Marvellous World, group exhibition, Seven Arches, 57 Church street Prince 
 Albert, 16 Des 2011–16 Jan 2012.

Embodiment
I have no experience of a bed of nails, neither of the self flagellation or 
other ‘religious’ practice. My history and what I’ve learnt doesn’t include 
any practises like this.  Self inflicted pleasure, guilt, sacrifice, relaxa-
tion, greed, meditation of my own existence becomes apparent through 
art-making.  Steel letter punches are cast in bronze, which is too soft 
a metal to make them functional, but they are raised to an aesthetic 
element where the writing method and texture of writing becomes 
more important than what is actually written. The act of writing and the 
impermanence of the meaning of what is written, the head space for 
writing the experiences I feel need to be written down, the meditative 
function of recollecting and writing, the way instant memories escape 
the rules of language, how describing events too myself make them 
clear to me even though you were there, how reliant is your memory, 
how much does emotion affect memory, what do you choose to write 
down when you expect someone else is going to read it, how much of 
your own mind ramblings do you hope no-one ever reads, who do you 
confer with, who is the you in my writing, thinking internally and recall-
ing externally.  This piece is a picture of the algorithmic relationship 
between content, capturing and interpretation.  Finding visual language 
to portray difficult to explain personal thoughts and experience, every-
thing affects us even if we try to live in isolation from it.
But the actual hammering of punches, one by one, time consuming, 
scarring the wood, wax and bronze, in a meaning related way, becomes 
the important activity.  The elusiveness of meaning, each little bronze 
portraying its symbol , all of them meaning something else together 
and still the meaning is undisclosed.  The loose fitting punches, each 
with its own small message of hope, need to be placed every time, to 
form a coherent message.  This leaves the viewer with an open ended 
fridge magnet words,  style of writing to compose their own messages.  
Isn’t instant gratification of senses what leaves us without imagination 
and discredits the imperfection of the human hand. 

Python
Finding natural (not man-made) objects and casting them in bronze has 
been a theme for me throughout my art-making career.  With the ani-
mal gone, bodies and parts of it remains, which I fashion into concrete 
inanimate bronze objects, remaining longer than the real life it repre-
sents.  The animal remains are a reference to life and death and where 
the two intersect. Once vital, such remnants are of no further use to its 
original owner, and they rarely have any intrinsic value to those of us 
still alive.  Yet they are rich with significance. They speak of life dis-
continued, of interruptions, of beginnings and endings in the physical 
world.
I use animal parts only as found objects and as a departure point.  I do 
not kill in order to make art.  My work restores a different semblance of 
life, it venerates life, but not more so than death. My work associates 
life closely with death, its unknowable, inevitable shadow. Life, I be-
lieve, is unknowable to death, too.



Pieter Swanepoel

Pieter Swanepoel 
Oceanic, 2012 
Oil on canvas

2000 mm x 1990 mm

Pieter Swanepoel studied Fine Arts at the University of Pre-
toria and received his MA in Visual Arts (cum laude) from the 
University of South Africa. He has participated in over 50 ex-
hibitions over the past 25 years, was active as an art critic for 
some fifteen years and has published in numerous forums. 
He has taught in various disciplines ranging from art practice 
to theory at a number of secondary and tertiary institutions 
throughout South Africa. He is currently a lecturer at the De-
partment of Visual Arts at the University of Pretoria.



Pieter Swanepoel 
Oceanic, 2012 
Oil on canvas

2000 mm x 1990 mm





Pieter Swanepoel is currently concerned with apocalyptic vision and the 
probable mythical context of such an imagined world/ending. Within this context the concepts of a 
structured world order and that of a sense of loss and chaos become relevant. Whereas the tradition 
of painting within the western world has primarily been reflective of a Western desire for understand-
ing the world as a structured form, it did at times lapse into a fascination with chaos – as can be seen 
in Romantic and expressionist art forms. The absence of a horizon within a landscape painting then 
becomes symbolical of being lost; at once as being literally lost in the landscape while at the same 
time as a loss of understanding. Against the background of a need for structured rational and enlight-
ened understanding such a loss could also be seen as a tragedy, a self-imposed expulsion and exile as 
expressed in the myth of the fall. On a more literal level the collapse of the landscape into sink-holes 
resulting in death (of for example illegal miners) is the direct result of a local mining legacy. 

Similarly an image of a stormy ocean signals chaos as commonly found in creation myths: it might be 
a scary experience to be within the eye of such a chaotic storm, yet the terror of the experience might 
at the same time be exhilarating in its possible signification of complete freedom from the burden of 
an all-encompassing formality. The immanence of an apocalypse as commonly expressed in millennial 
conspiracy theories and the like reflects such concerns, which, according to the artist, remain part of 
a paradigm best expressed as a fear of freedom. The only way of overcoming such a fear of freedom 
would be to embrace chaos. 

Pieter Swanepoel
No Horizon, 2012 (Oil on canvas, 2000 mm x 2000 mm)



Christiaan Harris

From left to right:
Christiaan Harris
Act 1 Scene 1, 2011 (Archival print, 549mm x 841mm, Edition 1/5)
Act 1 Scene 2, 2011 (Archival print, 549mm x 841mm, Edition 1/5)
Act 1 Scene 3, 2011 (Archival print, 549mm x 841mm , Edition 1/5)
Act 2 Scene 3, 2011 (Archival print, 549mm x 841mm, Edition 1/5)
Act 2 Scene 4, 2011 (Archival print, 549mm x 841mm, Edition 1/5)
Act 3 Scene 1, 2011 (Archival print, 549mm x 841mm, Edition 1/5)







Christiaan Harris completed his BA in Fine Arts in 2011 at the University of Pretoria, South Af-
rica. He grew up in Potgietersrus in the Northern part of South Africa. His work reveals a love 
for performance and theatre. After finishing his studies, Christiaan wants to specialize further in 
schenography and the artistic direction of opera and ballet.

Performing Identity

The photographs entitled: Performing Identity, are based on the Hybridity of South African Cul-
ture. Specifically referring to European and Colonial influences that are still clearly evident in the 
‘new generation’. Performing Identity refers to how identity is thus a performance in own right, 
rehearsed and adapted like a theatrical work, embedding ideas and cultural diaspora in each new 
generation. The use of colors are referenced from well known works of Jan Vermeer and Frans 
Hals, and the pictures thus emerge the viewer into an ‘haunting familiarity’, since the poses are 
not directly copied from these painters.

Christiaan Harris
Act 2 Scene 2, 2011 (Archival print, 1189mm x 841mm, Edition 1/5)



Pauline Gutter

Pauline Gutter
Die Padskraper, 2012  

Oil on Canvas
1740 mm x 2620 mm





Pauline Gutter was born in 1980 and grew up on the farm, Nuwe Orde, 
in the Free State. She completed her degree in Fine Arts (cum laude for 
painting) at the University of the Free State, obtaining Honours Colours 
in Arts and Culture. She is a Free State-based artist who previously 
participated in several national competitions and were recently awarded 
the Helgaard Steyn Award for painting. She had solo exhibitions at the 
Stellenbosch University Art Gallery, University of Potchefstroom Art Gal-
lery and the Oliewenhuis Art Museum in Bloemfontein. Selected group 
exhibitions include the ABSA Corporate Collection Exhibition at the Klein 
Karoo National Arts Festival. In 2008, her artworks were exhibited at 
Art Miami as part of the d.e.n. Contemporary Art Gallery in the U.S.A. 
Most recently, her work has been selected for the exhibition HORSE, 
curated by Ricky Burnett at the Everard Read - and Circa Galleries in 
Johannesburg. Currently her work is included in the travelling group 
exhibition, Rendezvous- focus on painting which launched at the Aardk-
lop National Arts Festival 2011. She was exhibited by the Everard Read 
Gallery at the Joburg Art Fair in 2011. Her work was also included in 
the travelling group exhibition called: Land: Diversity and Unity: South 
Africa and India. Johnny Clegg also presented her work in the pivotal 
series on South African land and cityscapes, A country imagined (2010), 
televised on SABC 2.

STAND was exhibited as part of the main programme at the Aardklop 
National Arts Festival in 2010. An invitation for this exhibition was also 
received from the Volksblad Arts Festival in 2011. The painting 
Die Makelaar [The Broker] was selected in 2011 for the second round of 
the prestigious British Portrait Awards in London.

Her work is included in the following collections: Oliewenhuis Art Mu-
seum, William Humphreys Art Gallery, the Sanlam permanent collection, 
ABSA permanent collection, the University of the Free State collection, 
North-West University and the Stellenbosch University. Various private 
and corporate collections locally and abroad have collected her work. 
Her preferred media are oils, charcoal drawing and video. Her work can 
be described as a visual attack of marks and colour, and the purposeful 
application of layering and interweaving of layers that gives the identity 
of continuous flux and ideological migration.

CORPORATE COLLECTIONS

2003: Xpozure Advertising - Bloemfontein.
2003: ABSA Corporate Collection - Johannesburg.
2004: Oliewenhuis Art Museum - Bloemfontein.
2005: Bloso: Vlaamse Trainersschool, Belgium.
2006: Johannes Stegman Art Gallery (University of the Free State) -       
 Bloemfontein.
2008: Sanlam Art Gallery – Cape Town.
2008: William Humphreys Art Gallery – Kimberley.
2008: Johannes Stegman Art Gallery (University of the Free State) -    
 Bloemfontein.
2008: Oliewenhuis Art Museum - Bloemfontein.
2009: North-West University - Potchefstroom.
2010: University of Stellenbosch – Stellenbosch, Western Cape.

AWARDS AND ACCOMPLISHMENTS

2001: Highest SA Award: Springbok colours in Folk Dancing.
2003: Winner: Xpozure Awards, Reservoir; Oliewenhuis Art Museum.
2003: Honours Award: Arts and Culture, University of the Free State
2006: 2nd Prize: Macufe Arts & Culture Festival: Fine Art Division.
2011: Winner of the Helgaard Steyn Award for painting.
2011: Thami Mnyele Fine Arts Award: Top 10 finalist.
2011: Second round at the BP Portrait Awards, London.

Opposite page:
Pauline Gutter

The Milestone I, II, III, 2012
Oil on Canvas

305mm x 305mm (each)



Die Padskraper

Runaway wildfires cause unimaginable devastation that sends out a plea to 
every nearby soul to assist and lend a hand.  The Water Cart, one of the 
most known and widely used devices for bushfire hindrance is not alone.  ‘Die 
Padskraper’ also hurries to the rescue scraping parallel strips of grassland 
away creating boarders the fire cannot cross. With no fuel for the fire were 
the road grader have eaten away the earth, the neighbouring farmhouses are 
safe. But, wildfires spread with the wind ignoring boundaries, forcing the road 
grader to also behave in the same manner.  Standing in this burned down 
landscape that exposes the gaping wounds of scarred earth formed by the 
road grader whilst suffering the unbearable intervals of hot smoky winds and 
ash, these gaping wounds stretch through flattened wired fences ignoring 
borders between farms and thus creating ‘A No Man’s Land’. Runaway fires in 
open dry grasslands always leave scars on the land and you can see were the 
road grader left his signature of rescue the following morning when sunlight 
reveals the aftermath.  As a result of the fire, archaeological history of the 
soil has been indirectly erased by the toiling away of layers.  These violent 
acts of the road grader and the fires now combine, to ultimately form a killer 
that wipes away points in history.  Over time the once indigenous grasslands, 
fertile land full of local flora are strewn with alien and hostile weeds, thorns 
and thistles.

The Milestone

Standing like silent witnesses, just being there mile after mile for distance 
sake. That was their purpose, that was their significance. Farmers travelling 
to town and back feel their presence daily as contemplating beings watching 
from the side of the road.  They pass by rhythmically; strong heavy standing 
monuments that fascinate even the smallest passenger in the back of the 
vehicle. Years after when travelling the same path it has become battlefield. 
Times change, roads change and deserted milestones decay making them 
somehow insignificant. They stand witness to the death toll on the roads. 
They are eyewitnesses to death and destruction and if they could talk, they 
would describe a sea of carnage. The unevenness of the roads, the potholes, 
the surface textures and the straight line ahead that leads to your destina-
tion. The crumbling roads sink away unevenly and delivers the experience 
of a lifeboat floating on a stormy open sea forcing the travelers from time 
to time to quickly swerve to the side and miss an unexpected pothole. The 
dilapidated milestones have become empty watchtowers alongside the death 
zone.



Lisa Allan

• Born: 13 April 1965 
• Johannesburg, South Africa
• Tertiary education: University of the Witwatersrand and The University of South Africa. 
• BA(FA) 1995 (distinction in Art Criticism) 
• BA (HONS) History of Art, 1997 cum laude  
• MA (History of Art) - unfinished
• Taught at Unisa , The Greenside Design Centre and the University of Johannesburg. 
• Teaching subjects: Art History, Design History, Visual Culture and 4th year Research Reports. 
• Currently Associate Research Fellow at VIAD, University of Johannesburg. 
• Has written art reviews for Arts link and Art throb
• Participation in 9 group shows from 1995 – 2009 
• Solo show at Gordart Project Room 2008  





“Inventing Right and Wrong” is borrowed from J.L. Mackie’s book on 
ethics of the same title. While it would be overstating the case to claim 
that these paintings are overly concerned with ethical issues, the ques-
tion of how the actions of the everyday and the broader historical and 
social domain are represented do, in and of themselves, raise ethical 
questions. The images, which are all sourced from illustrations – and 
copied – all made claims, to a greater or lesser degree to visually truthful 
representations. There are obvious exceptions where the illustrations are 
concerned with a utopian/dystopian or fantastical vision. These illustra-
tive fantasies are however, based on already existing visual conventions. 

The ethical issues the images raise rest on the manner in which images 
as documents have been re-read through different historiographic lens-
es. But these acts of revision, retrieval and reformulation often continue 
to maintain the subordination of image to text. Colonial images are but 
one example of how images can be re-represented in terms of ethical 
judgements about the ̀ right’ and ̀ wrongs’ of history. This work does not 
seek to critique revisionist history, or any other historiographic method-
ology, but rather attempts to reassert the visual as something more than 
an accompaniment to text.

It is not however, possible to separate image from text entirely – as the 
necessity for this statement demonstrates – and our knowledge of im-
ages is bound up with the reading and writing around them. On one level, 
discourses explain the non-discursive. But discourse is also epistemic as 
is representation, especially representation of a `lower’ order. 

The choice of putative lower order images is important because while 
history painting was seen as an elevated form of representation, illustra-

tion can perhaps reveal far more about the ordinary and the mundane 
and by extension the world outside `high’ art. Illustration has a different 
function to traditional painting; it is reproducible and intended to reach a 
broader audience; its allegorical and symbolic meaning is not, perhaps, 
as erudite. 

“Inventing Right and Wrong” is an ongoing project of research, collec-
tion and reproduction which is essentially quixotic in its search for the 
‘whole series’, the visual encyclopaedia, entirety. As Flaubert’s characters 
Bouvard and Pecuchet discover in their pursuit of knowledge, “[t]hey no 
longer had a single fixed idea about the individuals and events of that 
time. To form an impartial judgement , they would have to read every 
history, every memoir, every newspaper and manuscript, for the slight-
est omission could foster an error that could lead to others, and on into 
infinity. They gave up” (Flaubert 2005: 105). My discovery of Bouvard 
and Pecuchet was uncanny in that it occurred soon after I had completed 
the first series of “Inventing Right and Wrong” in 1994. That Bouvard and 
Pecuchet eventually give up on the quest for complete knowledge and 
return to their previous occupation as copyists, almost exactly inverts 
the working method of “Inventing Right and Wrong”. The act of copy-
ing is seen as essential to the endless reproduction of visual knowledge. 
Gombrich’s famous example from the late 15C “Nuremberg Chronicle”, 
in which “we find the same woodcut of a medieval city recurring with dif-
ferent captions as Damascus, Ferrara, Milan and Mantua” (1960: 68-69) 
is a case in point. The almost hopeless task of attempting to uncover or 
find a total historical truth is, in this work, unlike Bouvard and Pecuchet’s 
task. It begins where they end, that is, with the understanding that the 
entirety is not possible but that fragments do exist as a form of evidence 
that will not ever be enough. 



From left to right:
Lisa Allan
Details from Inventing Right and Wrong I, II, III, 2012   (Blocks of 100mm X 200mm each, Mixed media, oil on tin on wood)

The process of duplication or copying by hand is interesting as it involves 
the `errors’ of visual transmission by way of the frailty of the illustrators 
facility. Thus the visual evidence is replicated slightly inaccurately each 
time it is made. In “Inventing Right and Wrong”, I have tried to copy as 
faithfully as I could, although slight adjustments have been made to suit 
the format, something that always occurs in the transmission of images. 
All the sources I have used are illustrations, that is, no photographic re-
sources have been used, for the obvious reason that photography com-
pletely altered visual documentation. 

“What shall we do with this?” – No time for reflection! Let’s copy! The 
page must be filled, the “monument” completed. All things are equal: 
good and evil, beautiful and ugly, insignificant and characteristic. There 
is no truth in phenomena” (Flaubert 2005: 281).  





Terra Incognita

Minnette Vári
Frikkie Eksteen 
Celia de Villiers 
Eric Duplan 
Berna Thom



Terra Incognita - Essay by Elfriede Dreyer

Terra incognita is the third in a series of four curated exhibi-
tions that explore the rela-tionship of the self to place, land, 
soil or territory in the media of video, painting, sculpture and 
digital print. Where Terra nullius dealt with a kind of no-man’s 
land (niemandsland in Willem Boshoff’s words),  Terra incognita 
considers unknown land, such as landscapes existing virtually, 
fantasy places and romantic sites of exploration.

As tribute artist the exhibition includes the work of Minnette 
Vári, a pioneering  multi-faceted artist who present work from 
her Monomatapa (2007), Vigil (2007) and The Falls (2008) 
sesries. In Monomatapa, for instance, Vári presents a series 
of digitally constructed cartouche images, suggestive of those 
found in the fantastical antique maps depicting fabled destina-
tions that no white man had yet seen. Textures, names and 
blurry lines taken from reproductions of actual maps  of Africa 
and the New World are combined with hazy vistas of shore lines 
and peninsulas. 

The works of the other artists - Frikkie Eksteen, Celia de Villiers, 
Eric Duplan and Berna Thom - deal in very different ways with 
notions of defamiliarisation and lost histories. Thom’s maps are 
highly subjective and blur the boundaries between painting and 
cartography, culture and nature, with her journeys taking place 
from a viewpoint that Antarctica is the ‘root’ of the earth. De 
Villiers ‘ work entail a comment on hydropolitics and the pre-
carious future availability of water and water resources. Duplan 
presents a series of paintings  in which  technological, social 
and engineered systems of thinking have been deconstructed 
into patterns of iconographic designs and barely visible grids 
that seemingly hold this human-made fragile world together. 
Human form and nature have been transmuted into a symbolic 
language of compressed signs, comprehensible only to those 
caught up in the post-human matrix. Eksteen’s mixed-media 
paintings follow in the painterly, chiaroscuro genre of Baroque 
portraitists such as Holbein and are positioned in unknown ter-
ritory where his characters emerge out of nowhere from an 
undefined chaos.





Minnette Vári

From left to right:
Minnette Vári, The Falls I, II and III, 2008 
The Falls Series (Pigment print on cotton fibre paper, 80 x 80cm, STD edition 1/5)



From left to right:
Minnette Vári, The Falls I, II and III, 2008 
The Falls Series (Pigment print on cotton fibre paper, 80 x 80cm, STD edition 1/5)



The Falls Series

The colonial landscapes of explorer and painter Thomas Baines (1820 - 
1875), and in particular his waterfalls
such as the Victoria falls of Zimbabwe are reframed in this series in which 
Vári creates a discomfiting synthesis
between cartography and mythological portraiture.

 “In these richly colored circular images, reminiscent of terres-
trial globes, Baines’ blasted landscape of  smashed tree trunks, pools 
and distant groves is distributed around the circumference of the tondo 
format with a circle of sky and cloud at centre. It is like gazing at the 
firmament from the depths of a well, with the boundless azure relieving 
our sense of immurement. 

 The feet of the naked Vári emerge from the branches of a he-

roic storm-wracked tree. She materializes as abruptly as a genie from 
a bottle, making a sensationally dramatic and drastically foreshortened 
appearance as she lunges towards us upside down, twisting vigorously 
around her own axis in hectic contrapposto.

 Composition is vertiginous, for earth whirls around Vári who ap-
pears tethered to it, unable to escape, a victim of history struggling to 
free herself from the past like our country itself. The site appears both 
halcyon and problematic. A giant question mark hangs over the land and 
its future. The tree of life that brought Vári forth may well be dead, and 
her identity is hedged in ambiguities. Is she a martyrised female coun-
terpart to Sisyphus compelled by the gods to endlessly expiate her sins? 
Or a chthonic deity whose tortured contortions express her native soil’s 
travail?”
 -  Lloyd Pollock, review (www.artthrob.co.za/reviews08/goodmanc. html) 

From left to right:
Minnette Vári, The Falls IV and V,  2008 
The Falls Series (Pigment print on cotton fibre paper, 80 x 80cm, STD edition 1/5)



 Vigil
 “I am fascinated by the intersections and interpolations of historic events and 
the myths that inform them or sprout around them, the interstices in the narratives of the 
world where fact and fiction inform one another, our imaginations leap from stone to stone 
with time dutifully misting it all over. The idea that there was once a “before”, and a “be-
fore” before that, and one before that.  How “origin” slips just out of our reach all the time, 
rendering it strange/estranged.  And looking back, trying to create some sort of chronology, 
by lining up what we know or think we know about that which came before, every mythol-
ogy offering its own order and logic of how the universe fits together and how things fall 
apart:  picture each as a disk, and these disks as lenses in a telescope, turning, alligning, 

refocusing, distorting, exploring.”
              -Minnette Vári 
2007

Minnette Vári’s video projection, Vigil, begins with the stirring of a subteranean 
presence, which proceeds to makes its way upwards through the earth’s rich 
strata to the surface.  Its purpose seems to be to witness the unfolding of a 
great span of southern African history.  The gateway it opens functions as Vári’s 
constantly turning lens, and is framed with a mapmaker’s cartouche that fea-
tures, among its embellishments, surveillence camera’s which maintain their own 
watchful vigil.  

Through this portal we glimps a circling landscape of telegraph poles, pylons, a 
ferris wheel, billboards alongside a highway...footage shot by Vári driving out of 
and back into the eastern side of Johannesburg, past malls and mine dumps.  
This twilight scene is overlaid with another; a gathering “in a tree-framed knoll”, 
Vári says, “of all the people who in more or less significant ways shaped this 
region as we know it, be it edict or by foot.”  These characters are real and im-
aginary, drawn from history and legend, including explorers, cheifs, queens, as-
sassins, visionaries... We are invited to imagine their interactions as they change 
places and move in and out of our field of vision.  We are tempted also to try and 
identify the subterranean ‘presence’ as one of the protagonists: the flame-haired 
ape-woman bearing a lantern, perhaps, or her skittishly seductive consorts.  

The pace and pitch of this exchange become increasingly frenetic until time col-
lapses in on itself, and we are sucked into a vortex.  In this black hole are dotted 
lights like stars that suggest an expanse of time and space compared to which 
the breadth of human history passes in an instant.  
              - Sophie Perryer, published in the catalogue Afterlife (Cape Town, Michael Stevenson, 
2007, p46)

Minnette Vári, Vigil, 2007 (Installation view, Single channel video installation)
Duration: 3 mins, 45 seconds.



Monomotapa is a suite of digitally constructed cartouche images, 
suggestive of those found in the fantastical antique maps depict-
ing fable destinations that no white man had yet seen.  Textures, 
names and blurred lines taken from reproductions of actual maps 
of Africa and the New World, are combined with hazy vistas of 
shore lines and peninsulas.  These peninsulas are in fact entire-
ly ficticious landscapes, and are the products of macro (extreme 
close-ups) photographs that Vari has taken of the surfaces of her 
self-portraits done in black and ochre ink on paper.

Through this process, and intimately known “self” is transformed 
into an unknown “elsewhere”.  Onto each of these stretches of alien 
land, the artists has grafted different views of the Johannesburg 
skyline, situating the city in the distant past, a miraged metropolis 
haunting the shores of an indeterminate yet intimate geography.  
Thus transplanted, the city of Johannesburg - due to its gold minds 

also known as Egoli, the city of gold - assumes mythical dimen-
sions, and becomes a promised land, and El Dorado of boundless 
riches, a projection of Europe’s conquistatorial instincts. 

This notional landscape is framed within an elaborate cartouch of 
the sort that often adorns old maps. There is a triumphalist dimen-
sion to the cartouche which asserts dominion over the spaces it 
frames, appropriating territories in the name of distant powers and 
often bares the name of the monarch or sponsor and that of the 
mapmaker. It often features flags and coats of arms and scenes of 
military and naval conquests, and its ornate scrolls serve to dis-
tance of “other” the familiar.  

Distorted as though through a crystal ball, Monomotapa shows the 
Highveld transmuted into a specimen of titillating exotica, present-
ing it as it would have been for a foreign power’s delectation and 



From left to right:
Minnette Vari
Monomotapa I, 2007
Monomotapa II, 2007
Monomotapa III, 2007
(Digital prints in pigment Inks on 100%Cotton Rag paper, 78 x 110cm, STD 
edition 1/5)

appropriation. However, Vári’s cartouch encloses contested land, 
and turning its familiar heraldry in upon itself, introduces figures 
inassimilable into this scenario.  Two heavily armed Boers derived 
from the monument in Church Square, Pretoria, challenge it’s he-
gemony as does the reference to Cetshwayo kaMpande, the last 
king of an independanct Zulu nation.  The cartouche, a defiantly 
European device, is overlaid with African flora and fauna, baboons, 
warthogs and the Hadeba ibis so common in Johannesburg and 
even the locally reviles “parktown prawn”, a fearsome looking 
though harmless member of the cricket family.  Armed, naked fe-
male indegenes (Vári’s own figure as seen in the video Vigil, 2007) 
clamber over the frame in stealthy, crouching poses.  The prog-
nosis is far from benign: all featured parties appear prepared to 
defend their land agains each other and alien intruders.  Bristling 
clusters of rifles, razor wires and security cameras often crowd the 
cartouche, and allude to the battled conditions of our citizenry, in 

a country where the itegrity of individual and historical identity still 
cannot be taken for granted. 

Monomotapa posits a binding equation between the individual and 
the geography he or she inhabits, with the former being under-
stood as the product of the latter.  Landscape and history too be-
come one, for the terrain Vári predicts is scarred by the events 
enacted upon it.  



Frikkie Eksteen

A graduate in the town of his birth, Frikkie Eksteen completed his Master’s 
degree at the University of Pretoria in 2000. He has been involved in nu-
merous projects, which include The Trinity Session’s Broadcast quality: 
the art of Big Brother (2002), Bell-Roberts’ art-advertising showcase, 
Mettle and paint (2003), CLEAN/GRIME: exhibitions of desaturated art 
(2001-2003), Spier Contemporary (2010), Dystopia (2009-2010) and 
TRANSCODE // DIALOGUES AROUND INTERMEDIA PRACTICE (2011). 
He was formerly a permanent lecturer in fine art and multimedia at 
UNISA, and currently lectures part-time at the University of Pretoria.

His work is represented in the Pretoria Art Museum, University of Preto-
ria, UNISA, SASOL, ABSA and MTN permanent collections, and has been 
shown in London and Edinburgh as part of the Royal Overseas League 
exhibitions. 

Frikkie Eksteen
The Conspirators, 2012

Oil, enamel and spray paint on canvas
216.5 x 169.5 cm





Frikkie Eksteen, Deleted Scene, 2012
Oil, spray paint and inkjet print on canvas

210 x 164 cm



Frikkie Eksteen’s art is a multi-disciplinary per-
mutation of traditional and experimental practices 
and often questions the underlying mechanisms of 
representational systems. Most recently, this focus 
has resulted in a series of portraits where the preci-
sion of computer imaging is contrasted with volatile 
painting techniques. 

What started as an experiment with morphing – 
where formal portrait paintings were combined to 
produce meta- or inter-images  as a comment on 
likeness – has developed into a process also con-
cerned with the status of painting in visual culture 
today, intent on opening up the discipline into the 
unknown territory to which the exhibition title re-
fers. The work included in Terra Incognita shows 
two sides of this practice. Both The Conspirators 
and Deleted Scene are group portraits “bred” from 
other portraits, but while the former may appear 
superficially faithful to the techniques of tradition-
al painting, the latter explicitly shows the digital 
construction of the image behind and through the 

painting, bringing to mind the processed yet often 
hidden nature of the images we encounter daily. 

Deleted Scene incorporates 3D wireframe figures 
printed on canvas, adapted as a scaffold for a range 
of painterly effects. The combination of traditional 
and digital media creates a strangely compatible, 
yet contrasting, impression. It could appear as if 
the superimposition of media speaks to as well as 
against each other in ways that prompt questions 
about representational substance. If approached in 
this way, the work presents an open-ended con-
versation about the physical matter of painting, 
the unpredictability of the body and the analytical 
space of the computer. 

While revealing unseen mechanisms but also ap-
proaching their own signification as subject matter, 
these images aim to question the traditional uses 
and aims of portrait painting: specifically its rela-
tionship to power, notions of likeness, the artist’s 
stylistic signature and the passage of time. 



Celia de Villiers

Celia de Villiers, Third Force, (pink, blue, violet), 2012
Installation view, Fried Contemporary
Dimensions variable





Celia de Villiers holds a MA in Visual Arts Cum laude 
(UNISA), BA Fine Art (UNISA) with distinction and a 
Higher Education Diploma (Wits). She has exhibited 
extensively, locally and abroad and curates and ad-
judicates exhibitions of which the most recent are 
National judge for the 23rd ABSA L’ Atelier Awards 
(2008), The Thami Mnyele Awards in Ekhuruleni 
(2009, 2011), The Department of Arts and Culture 
National Craft Awards (2009), PPC Young Sculptors 
Awards (2010), the 26th, 27th ABSA L’ Atelier Awards 
(2011, 2012). 

De Villiers has been a Standard Bank Resident Artist 
at the National Arts festival. Her sculptures in vari-
ous media are in permanent collections such as the 
Raiffeisen Bank, Germany, Le Tousserok Sun Interna-
tional Hotel, Mauritius, Development Bank of South 
Africa, UNISA, Michigan State University, and the Mu-
seum of Art and Design, New York. She was awarded 
an art fellowship by the Sacatar foundation of Califor-
nia in 2004. 

The artist travels to venues outside Gauteng to facili-
tate and consult for the Arts interAction community 
outreach initiative and was a board member of the 
Enviroserv WasteArt Foundation for 8 years. De Vil-
liers was nominated as a finalist for the Woman of 
Substance (Mosadi wa Kono-kono) by the Gauteng 
provincial government in 2006 and was a University 
of South Africa nominee for the Shoprite/Checkers 
Woman of the Year and the winner of Ekurhuleni May-
oral Achievers Award for Job Creation in the Arts and 
Crafts sector during 2006. She received a marketing 
excellence award from UNISA in 2009 and served on 
the Advisory Board for craft of the South African De-
partment of Arts and Culture from 2008-2010. 

De Villiers lectured in Drawing, Painting Sculpture, 
and Conceptual art from first to post-graduate level at 
the University of South Africa from 2001-2011.  She 
is currently lecturing part-time at the Design school of 
South Africa, UNISA and Pretoria University. Her art-
works and articles have appeared in numerous pub-
lications. She has presented research papers at sev-
eral conferences in France, South Africa, Brazil and 
Romania. 

Celia de Villiers, Lobster sqaudron (salmon and pink)2012
Installation view, Fried Contemporary 2012
Dimensions variable



Aquatic insurrection 

Water’s essential nature makes it a beneficial and strategic resource.  In its ab-
sence it will become an increasingly important element of global political conflict.  
This body of work is a comment on Hydropolitics - the precarious future avail-
ability of water and water resources.  

Humanitarian catastrophes as far back as World War I, at the Battle of Beersheba 
in the Middle East and the more recent Rwandan Genocide as well as the war in 
Sudanese Darfur, have been linked back to water disputes.  At the Third World 
Water Forum in Kyoto in 2007, Mona El Kody, the chair of the National Water Re-
search Unit in Egypt, revealed that a lack of water is a key factor in encouraging 
contemporary terrorism.  Referring to the decreasing availability and increasing 
demand for clean water, the former Chairman of the Global Water Partnership, 
Professor Ismail Serageldin has predicted that “Many of the wars of the 20th cen-
tury were about oil, but wars of the 21st century will be over water”.  

During 2011 shocking statistics about the extremely low levels of water per capi-
ta were recorded in European countries.  We are approaching a hitherto unknown 
future where world power will be held by unforeseen ‘water-rich’ countries. 

Apart from humans globally, all aquatic life in rivers, streams and oceans has 
been adversely 

affected due to the high concentrations of pollutants, such as heavy metals and 
chemicals, in the water.  We can still buy bottled, purified water.  For the animals 
that have to live in it, there is not this choice.

There is absolutely no doubt that the terra incognita of Hydropolitics is our im-
minent future.  Humans will fight for their territory, but aquatic life forms cannot 
fight back. Instead, they succumb.  If we could endow them with extended life, 
what utopian qualities would we bestow on them?  Like the superheros of science 
fiction and fantasy, the creatures of Aquatic insurrection have evolved out of the 
toxic sludge to defend their waning territory.  Armed with implements employed 
as weapons in human conflict, they are both tragic and amusing.
Each human, no matter how hardened by combat, has an underbelly soft as 
a fish.  Like biological life, these resin castings are mutations, never copies, 
marked by cracks, stains, streaks and imperfections.  It is the ability to mutate 
that gives life the power to survive.  However, significant evolution takes millions 
of years.  Neither human beings nor aquatic life forms have that long to adapt to 
their contaminated environments.  

Celia de Villiers, Fish Squadron, 2012
Installation view, Fried Contemporary
Dimensions variable



Eric Duplan

Abreviated Curriculum Vitae
     
     2012     Absa KKNK in association with Fried Contemporary 
                  Designs/Ontwerpe
     2012     Dawids Choice,2-man Show with Johann 
        Moolman,Johannesburg
     2011     IsArt, Le Quartier Francais,2-man Show with Rebecca  
        Tetley,Franschoek
     2011     Fried Contemporary, Designs of Living,Pretoria
     2011     UJ Art Gallery,MAP, Johannesburg
     2010     Fried Contemporary,Cities in Transition,Pretoria
     2009     Dawid’s Choice, Fourth Solo,Johannesburg
     2009     Carol Lee Fine Art,Johannesburg
     2009     I Art, Posters, Cape Town
     2008     UNISA Art Gallery, Intervention,Pretoria
     2008     Dawid’s Choice, Third Solo,Johannesburg
     2008     Fried Contemporary,Suburb,Pretoria

Eric Duplan, Urban no 1, 2012
Oil on canvas

1400mm x 2000mm (2 parts) 





Eric Duplan, Ancient Future no 4, 2012
Oil on canvas
1600 mm x 1800 mm



Eric Duplan, Ancient Future no 4, 2012
Oil on canvas
1600 mm x 1800 mm

Notions of the imaginary, myth and memory have always been central to the artic-
ulation of the psycho space of the city, just as the sociological imagination is con-
tinually recast in the changing realm of new technologies which has fundamen-
tally altered the ontology of the city as space of travel, mobility and transitivity. 

Eric Duplan’s mapping of the city becomes a form of individualist symbolic language that 
in abstract way relates to journey, discovery and road, always probing deeper and peeling 
off and stripping the layers of the city. His work deals with a kind of post-urban condition 
where life in the city is a restless, disrupting state of being in-between places or liminality.

In my work technological, social and engineered systems of thinking have been 
deconstructed into a grid that seemingly hold our fragile world together. Hu-
man form and nature have been transmuted into a symbolic language of com-
pressed signs, comprehensible only to those caught up in the posthuman matrix. 



Berna Thom
Berna Thom was born in Kimberley, South Africa. Shortly after Berna matriculated she 
qualified as a graphic designer at the then Johannesburg College of Art (now the Universi-
ty of Johannesburg). She also went on to complete her Honours in History of Art, as well 
as an Advanced Diploma in Visual Arts in 2008. Thom’s current focus can be linked to the 
above as well as the concept of everything being connected, along with planetary issues 
like global warming and climate change impacting the earth and our existence. Thom cre-
ates imaginary maps with mythical journeys of humankind’s search for a long-forgotten 
past.

Solo Exhibitions
The Lovell Gallery         August 2011

Group Exhibitions
The Lovell Gallery Group Exhibition     2011
Dawid’s Choice Gallery: Beautiful Art Group Exhibition  2010 
Thami Mnyele Fine Arts Awards, Kempton Park    2010
Fried Contemporary: Student & Lecturer Exhibition    2009
St Lorient Art Gallery: Treasure from Trash     2008
Innovative Threads: Cape Town & France     2008
Karen Mc Kerron Gallery        1989
Market Gallery, Johannesburg       1983
Volkskas New Signatures        1983 & 1984

Winner             2011 The Lovell Gallery Art Competition
Merit Award (Painting)           1983 University of South Africa





Berna Thom’s current art making focuses on the “journeys” that 
humankind undertake, in a search for the self, the who-are-we-and-
where-do-we-come-from. Thom addresses the seemingly ancient and 
worldwide desire to spatially clarify and organise the world of experi-
ence by creating maps containing her own symbols, combined with 
the alchemical principle of the transformation of the self.  Maps have 
been the human’s method of making sense of his environment in many 
civilisations for thousands of years. From ancient maps, what we know 
about Antarctica today, is that it was often referred to as Terra Australis 
Nondum Cognita, meaning ‘unknown south land.’ It is also the dark-
est place on earth with the cleanest air and has no borders. At present 
these maps represent so-called journeys taking place in Antarctica, 
arguably the most untouched and undisturbed region on the planet.

Thom’s maps are highly subjective and blur the boundaries between 
painting and cartography, culture and nature. The journeys take place 
from a viewpoint that Antarctica is the “root” of the earth – this could 
then be linked to the current debate on the so-called “shifting of the 
poles ”.   While polar explorers and scientists have learnt a great deal 
about this frozen continent over the last hundred years or so, Antarctica 
remains for most people terra incognita - a remote,  unknown and bar-
ren place, far removed from everyday life.  Antarctica is unique among 

the continents for being almost totally covered by glacier ice. This 
fascinating, unique and pristine environment is worthy of study in its 
own right, considering its global relevance for a number of issues, both 
environmental and political.

Antarctica functions as a metaphor in Thom’s maps – it remains an 
almost secret place, one of the most remote, isolated places on earth 
where humans have very limited access, resulting in one of the places 
where humanity’s presence has left the fewest traces.  It seems to be 
shrouded in secrecy to a certain degree because it is so inhospitable – 
and yet, this is where Thom’s “meeting place” is...  a place where we 
are deeply connected. Despite the seeming isolation, research teams 
who have had access to some of the most remote areas in the world, 
have found that some species of birds, in these isolated places have 
no fear of humans simply because these birds and humans have never 
come into contact.. Despite this, our existence is making a huge impact 
there – as a result of global warming, the ice shelves are breaking up 
and are slowly melting away, resulting in rising sea levels. For the most 
part, we can only access this space by scientific research, or, as most 
people access it, via the internet as secondary research. The indirect 
contact most humans have with this frozen continent reminds us that 
isolation is impossible on earth, especially if one considers that even 

Berna Thom, Lateral Journeys 1, 2010 (1189 x 841mm, Digital print on paper)
Berna Thom, Lateral Journeys 2, 2010 (1189 x 841mm, Digital print on paper)



Thom’s interest in science and the universe introduced her to new con-
cepts regarding the way in which our brains and bodies connect to the 
universe in a way that transcends matter, raising our consciousness and 
our concept of the sacred.  Recent news regarding research at the Large 
Hadron Collider (LHC), a gigantic scientific instrument at CERN near 
Geneva, on the so-called elusive God Particle, led to further exploration 
and an awareness that One of the main scientific goals of the huge £6 
billion atom smasher was to prove the existence of the Higgs boson, a 
theoretical particle believed to give everything in the universe mass and 
thought to be a fundamental unit of matter. This particle is a key part of 
the standard model used in physics to describe how particles and atoms 
are made up.

This 17-mile long particle accelerator is kept underground in Switzer-
land and recreates the conditions of the birth of the universe, it is in 
fact a Big Bang machine.  Further research on the concept of the field, 
introduced Thom to the concept of the Zero Point Field.  This reveals 
that there may be a link between science and the ‘life force’ (religion).  
This force seems to govern our bodies and the rest of the cosmos.  
Such discoveries show that all living things are a coalescence of energy 
in a field of energy connected to every other thing in the world. This 
pulsating energy field is the engine of our being and our consciousness, 

the alpha and the omega of our existence – thus constituting an un-
derlying field, a force which is our only fundamental truth.  Thom views 
this as extremely relevant in this specific time frame of the earth’s evo-
lution - the time of great social changes, global warming and recession.  

In Thom’s process, she retrieves satellite images of earth, scientific 
graphics and materials and images relating to the sacred.  This is all 
used in a digital collage along with certain colours related to the al-
chemical process. These images are then reworked as digital collages 
with washes and layers of colour. These “found” images are placed in 
certain locations which vary in each map.  Routes are created which 
refer to co-ordinates of journeys undertaken - the routes signifying the 
seach to find a “meeting place within the field”. Thus, from a personal 
point of view, Antarctica is the “field”, but the meeting place is elusive. 
The “seeker” has to search within the “field” – creating different path-
ways with no single point of arrival/ discovery – each map has a specific 
space that is the most important, which changes with every other map. 
This culminates in an ongoing journey. These works portray the world 
from above, with the earths surface as tool for human mark-making. 
These maps represent a seemingly ancient and worldwide desire to 
spatially clarify and organise the world by means of symbols and sacred 
spaces. 

Berna Thom, The Quest  for the Field 6, 2011 (Digital print on canvas, 594x420mm)
Berna Thom, The Quest  for the Field 7, 2011 (Digital print on canvas, 594x420mm)





Terra Pericolosa

Diane Victor
Diek Grobler
Gwenneth Miller
Carolyn Parton
Sybrand Wiechers
Keith Dietrich
Karin Preller
Paul Cooper
Georgia Papageorge



Terra Incognita - Essay by Elfriede Dreyer



    The fourth and last exhibition in a series of four exhi-
bitions curated by Elfriede Dreyer, Terra pericolosa ex-
plores the relationship of the self to place, land, soil or 
territory. The works on this exhibition dealing with the 
theme of terra pericolosa  engage with perceptions of 
spaces that are ‘empty’, a kind of metaphoric ‘no-man’s 
land’ that potentially harbour danger and pose a threat 
to those entering the zone. The concept of terra perico-
losa could furthermore refer to the uncovering of buried 
histories, that could reveal new facts and narratives; 
memories and visions of perilous zones; or land under 
threat, albeit political or environmental. 

    Meaning ‘dangerous land’, the Italian term of terra 
pericolosa is a well known phrase derived from  Italian 
Renaissance cartography to denote areas that are be-
lieved to be hazardous and unsafe, mostly due to the 
fact that such land has been unexplored. At the time the 
content of this phrase has been mostly founded on su-
perstition and the belief that unknown territories are in-
habited by wild savages and uncivilised cultures. Another 
term related to terra pericolosa that similarly articulates 
such superstition, apprehension and fear of the unknown 
is the term ‘here be dragons’, also used to denote dan-
gerous or unexplored territories. This term is similarly 
found in ancient cartography and especially the medieval 
practice of putting sea serpents and other mythological 
creatures in uncharted areas of maps. Ancient Roman 
and Medieval cartographers used the term ‘HIC SVNT 
LEONES’ that translates as ‘here are lions’. The Ebstorf 
map (c.1200), for instance, shows a dragon in the ex-
treme south-eastern part of Africa, and the map Cotton 

MS. Tiberius B.V. fol. 58v (c. 900) from the British Li-
brary Manuscript Collection, includes a Latin inscription 
stating hic abundant leones (‘here lions abound’), along 
with a picture of a lion near the east coast of Asia. This 
map also contains the words Zugis regio ipsa est et Af-
frica. est enim fertilis. sed ulterior bestiis et serpentibus 
plena (‘This region of Zugis is in Africa; it is rather fer-
tile, but on the other hand it is full of beasts and ser-
pents’).

    As tribute artist the exhibition includes the work of 
Diane Victor, one of our country’s most prestigious art-
ists who has established herself internationally as an 
artist of major importance. Victor is celebrated for her 
expert printmaking, draughtsmanship, technical skill 
and inventive techniques such as smoke, charcoal dust 
and stain, but also for her razor-sharp political and so-
cial commentary. The other artists are the award win-
ning Stellenbosch Professor in Fine Arts, Keith Dietrich;  
Georgie Papageorge who has work in the Smithsonian 
collection as well as the British Museum;  Unisa Visual 
Arts lecturer, Gwenneth Miller; Johannesburg based art-
ist and researcher, Karin Preller; academic and artist, 
Paul Cooper;  Cape Town based Carolyn Parton; award-
winning artist Diek Grobler; and the well known Pretoria 
based sculptor, Sybrand Wiechers.

Reference: 
Kominko, M. 2005. The Map of Cosmas, the Albi Map, 
and the Tradition of Ancient Geography. Mediterranean 
Historical Review Volume 20,2:163-186.



Diane Victor

Diane Victor, No-man’s land, 2012 (Charcoal Drawing, 300  x 150 cm)





Diane Victor received her BA Fine Arts Degree from the University of the 
Witwatersrand in Johannesburg with a major in Printmaking. In addition 
to graduating with distinction and winning various awards, Victor also 
became the youngest recipient of the prestigious Volkskas Atelier Award 
in 1988. The Volkskas Award granted Victor a ten-month stay at the Cité 
Internationale des Arts in Paris, allowing her time to work collaboratively 
with other experienced printmakers and to observe and reflect on a soci-
ety very different from her own.

From 1990 to 2007, Victor was a part-time lecturer, teaching drawing and 
printmaking, at various South African institutions including the University 
of Pretoria, Wits Technikon, Pretoria Technikon, Open Window Academy, 
Vaal Triangle Technikon, the University of the Witwatersrand, Rhodes 
University and the University of Johannesburg.

In 2009, in a change to her usual methods of working, Victor originated 
and editioned a series of drypoints at David Krut Print Workshop, called 
Birth of a Nation. She exhibited these works along with a series of smoke 
drawing portraits at David Krut Projects, New York in 2010 and returned 
in January 2011 to show at Grinnell College in Iowa.

Victor was the subject of TAXI-013 from the David Krut Publishing TAXI 
Art Book series. This publication was followed in January 2012 by Burn-
ing the Candle at Both Ends, published to co-incide with Victor’s two-part 
exhibition Ashes to Ashes and Smoke to Dust at the University of Johan-
nesburg Art Gallery. The exhibition ran from November 2011 until the 
end of January 2012.

In March 2012, Victor returned to work in the US for two months which 
culminated in a second solo exhibition at David Krut Projects, New York. 
In April, Burning the Candle at Both Ends, the recently released mono-
graph on Victor’s work, was presented at an artist talk at the New York 
Public Library, with Victor in conversation with Judith Hecker, Assistant 
Curator, Department of Prints and Illustrated Books at MoMA, and David 
Krut.

Victor’s works are included in many collections, including: The Metropoli-
tan Museum of Art, NY, Museum of Modern Art, NY, Baltimore Museum 
of Art, MD and the Minneapolis Institute of Arts, MN among others. - Bio 
from David Krut Projects
 

Diane Victor, Let sleeping crocs lie, 2012
Etching and embossing, 120 x 80 cm



Diane Victor, Bearer, 2010 (Etching and digital rpint, 200 x 100 cm)



As in the rest of her oeuvre, Diane Victor mainly engages with 
notions of the unseen, the hidden and the ‘buried’. In some 
works the hidden entail political unspeakables and horrors, 
whether found in her former critique of apartheid or in her 
current depictions of elderly white men who are often suffer-
ing from perceptions of being considered  ‘dated’ and obso-
lete in the present political dispensation. In other cases her 
burial imagery depicts narratives and histories of unknown 
events, people and places that will probably remain silent for-
ever.  In No-man’s land (2012), a magnitude of fragmented 
figures are ‘buried’ in the landscape in an almost apocalyptic 
way; in a manner of anecdotal reference to known and un-
known things. The scene recollects a sixteenth-century Pieter 
de Brueghel the Elder depiction of figures that are similarly 
engaged in various everyday acts - mainly simply living their 
lives - in earthy and unsentimental way. Also, the composi-
tion of the work resembles triangular Renaissance structure 
with a massive cavity or abyss splitting the scenery in the 
centre. Likewise Victor’s Let sleeping crocs lie (2012) reflects 
on what is hidden and suggesting maybe that it should remain 
untouched. In this work as in Bearer, 2010, the female figure 
(in both cases self-portraits) has an intimate relationship with 
the animal: in Bearer she is carried in her crucified and broken 
state by a horse also in strain and pain, both becoming ritual-
istic figures bound and adorned with African beads and seeds. 
In Victor’s Let sleeping crocs lie the artist presents the female 
as exposed and vulnerable to many danger and threats, to the 
point of being eaten alive (by the crocodile). Yet, her depiction 
transcends gender and it becomes a statement on a human 
condition rather, evidenced in the embossed background of 
sperm and decorative flower emblems that touches on current 
social issues such as HIV AIDS and violence. 

Victor has never compromised and continues to address po-
tent subject matter, albeit disturbing or taboo in nature.

Diane Victor, Fall out man 2012 (2m x 1.5m, ash on paper) 



Diane Victor, Fall out man 2012 (2m x 1.5m, ash on paper) 



Diek Grobler

From left to right: Diek Grobler, Terra pericolosa 1, 2, 3 & 4, 2012 (Diptych of Scraperboard panel, and digital print - unique - [2x (440 x 440 mm)]



Diek Grobler





Diek Grobler obtained his BA Fine Arts degree from the University of Preto-
ria in 1987 and his Masters Degree in Fine Arts from the University of the 
Witwatersrand in 1996. He has exhibited professionally since 1988 and his 
work is included in several major public and corporate collections.

Grobler has been involved in public art projects, and organised and curated 
theArtwall Metrorail Art Gallery, a public mural project which received two 
Business and Arts South Africa awards in 2001.

Diek Grobler work in a variety of media and disciplines: ceramic sculp-
ture, oil, and gouache paintings, scraperboard drawings. He also works in 
time based disciplines: performance art, computer aided 2D animation and 
stop-motion animation. He lives and works in Pretoria.

Terra pericolosa:  “dangerous land”, used in cartography to denote regions 
that are believed to be likely to put the travellers in jeopardy. Such regions 
would probably not have been mapped or documented fully.

My work was inspired by the diary and hand drawn maps of a friend who 
was a 2nd Lieutenant in the Artillery, in the Angolan war in 1975.  At the 
mercy of forces outside his control – the unknown country where he was a 
part of an idealistic ‘secret’ war, he drew a map from memory of the bat-
tlefield over which he moved.  He also wrote a diary of his 45 days at war, 
documenting the experiences of a nineteen year old boy waging war, ap-
parently naively fearless and self assured.  I juxtapose these hand drawn 
maps and pages from the diary with maps of imaginary battlefields, drawn/
painted using a scraperboard technique.



Gwenneth Miller

Born in 1962 in Musina, South Africa, Gwen completed the MA (Fine Arts) at 
Pretoria University in 1997 and is currently registered for a DLitt et Phil degree 
at UNISA. She lives and works in Pretoria, lecturing at UNISA where she is the 
current coordinator of Visual Arts. She exhibits nationally and internationally, and 
has participated in 120 group exhibitions and projects, and 4 solo exhibitions.  
Ecological and social concerns often drive her works, which is reflected in a range 
of two- and three-dimensional media, including digital media.  Her works are rep-
resented in private and public collections, such as Absa, Telkom, University of the 
Northwest, UNISA and SASOL. 

Residual System

Residual system was created as part of a series of works, which dealt with sys-
tems of ordering and memory.  In this work laboratory glass is arranged with a 
personal order in mind: an order that speaks of transference, escalation and an 
interrelated network. The original starting point was that of the family system and 
the complexity of the chemistry of biological inheritance. The system of residue 
refers to unknown strains of influence over time. As the works progressed, the idea 
of contamination developed:  the glass and order resembles clarity and idealism 
and in sharp contrast black drops hover ominously within the system. This  ‘leak-
ing’ suggests a threatening process. The most perfect system will always contain 
some residue, dangerously trickling into our existence. Leak 1 & 2 is a continued 
contemplation of this flawed system.

The tension between purity and stain, between order and defect, brings to our 
cultural and industrial systematisation a sense of looming threat. Laboratories are 
places of control where great rigour is applied, yet at the same time the experimen-
tation pushes boundaries, not only of technology but also of planetary tolerance.  
In the relational system between nature and culture, growth and progression do 
not necessary have corresponding conclusions.  The fissures result in radioactive 
spills; acid draining that contaminates water and pollution of the seas with oil.  







This page:
Gwenneth Miller
Seeping 1 (2011/12, Mixed media: Oil, resin, inkjet print on canvas - 1202mm x 725mm)
Seeping 2 (2011/12, Mixed media: Oil, resin, inkjet print on canvas - 300mm x 500mm)

Opposite page:
Gwenneth Miller
Residual system, 2011/12
Laboratory glass, handmade glass, Perspex, rusted iron plate, light fitting
157.5 x 107 x 30 cm



Carolyn Parton

Carolyn Parton, Fall - Landscape, 2012 (14.300kg of reclaimed and reconstituted spent paint in frame, 84 x 52cm plus frame)





BIOGRAPHY - Carolyn Parton

Born Cape Town 1964
 
Design background:
Qualified as a graphic designer in 1985 and worked in the industry in 
SA and London. Started my own design business in 1992. Designed 
many prestigious projects including the logo of the new Constitutional 
Court of South Africa. Took on partners in 1994 and became Hippocam-
pus. Until present: creative director at Hippocampus, doing work in SA, 
Kenya and Europe
 
Qualifications: 
Diploma in Graphic Design (CPUT)
Degree in Visual Art (cum laude) UNISA
 
Solo exhibitions:
1999:    Amani Gallery (now closed), Stellenbosch
2007:    Release, as part of X-Cape, at Hippocampus
 
Group Exhibitions:
2005&6: Unisa Student Exhibitions, Art B Gallery, Cape Town
2010:   Spier Contemporary, City Hall, Cape Town
2011:   Transcodes, curated by Gwen Miller, at Unisa Gallery, 
Pretoria
             Threshold, curated by Virginia MacKenny, at 
Michaelis Gallery, 
  Cape Town
 
Publications: 
Research article: ‘Extended Traces: Tracking the impact of painter 
upon environment’ published in De Arte journal
 
Awards:
2008:    UNISA merit award for top 4th year student
2010:    Spier Contemporary finalist
 
Collections:
Constitutional Court of South Africa
UNISA Permanent Collection
UCT/Michaelis Permanent Collection

 



STATEMENT

No longer restricted to geographical areas that are defined by pre-exist-
ing dangers, it can be argued that the potential for contemporary Terra 
pericolosa exists everywhere. Increasingly under threat from the cumu-
lative damaging transformation of matter by human intervention, the 
very ground beneath our feet seems capable of becoming a place of 
dangerous territory. This threat seems unmappable and boundary-less. 
In terms of personal experience, the result is a sense of things falling to 
pieces both socially and geographically. Working from a very personal 
perspective with paint that is spent or has been discarded, I explore 
through a creative process the possibilities of transforming the unwant-
ed/ the discarded/ the outcast, into that which could be desirable, cared 
for and valued*. 

Therefore, this work emerges from a question: whether the origins of 
future Terra pericolosa potentially reside in our psyche - where decisions 
are continually made on how to treat that which we no longer have use 
for and subsequently refuse to look at. And whether things are falling to 
pieces … or falling into place?

*An example can be found in the treatment of landfill, still the principal 
means of managing most waste (South Africa produces around 40 million 
tonnes of waste a year, and approximately 95% is disposed on land). Be-
cause landfill produces extensive amounts of methane - a significant cli-
mate change culprit - a constructive approach to the treatment of landfill 
is transformative. Methane is both an asphyxiant and a powerful energy 
resource. It can create chaos, or it can create energy.

 
Opposite page:
Carolyn Parton
Fall - mound, 2012 (Reclaimed collected spent paint of all types, Approx 180 x 150 x 30cm)
Fall - memory (2012, Acrylic, oil, paint medium on canvas, 120 x 74.5cm)
This page
Detail of: Fall - Landscape, 2012



Sybrand Wiechers

Sybrand Wiechers, Mother, 2012 (Wood and steel, 1425 x 1000 x 650mm)

Born on spring day 1970 in Pretoria, Sybrand Wiechers 
spent his formative years in the capital. Being a third 
generation sculptor it was only natural that after com-
pleting his schooling and compulsory military service 
Sybrand pursued his tertiary studies in the field of fine 
arts. He spent the next seven years studying sculpture 
and multimedia at the University of Pretoria, the Tech-
nicon of Pretoria and UNISA. Over the next ten years 
Sybrand travelled the country and world working pre-
dominantly in the film and television industry. In 2004 he 
returned to his roots on the northern slopes of the Mag-
galies Berg and resumed his sculpture career in earnest, 
starting with his first solo exhibition at the Association 
of Arts Pretoria in 2005. In 2006 Sybrand won the best 
Sculpture prize at the Ekurhuleni Fine Arts Award and 
the technical excellence in concrete award at the PPC 
Young Concrete Sculptor Awards. He has been exhibiting 
extensively across the country partaking in more than 
thirty group and collaborative exhibitions, including an-
other solo show at the Gordart Gallery in Johannesburg 
in 2007 and at the Association in 2009. His works are 
represented in many private and corporate collections 
both locally and internationally. Sybrand’s work marries 
contemporary sensibilities with a strong sense of sculp-
tural tradition; he does this with humour, a passion for 
objects.





Opposite:
Sybrand Wiechers

Cloud, 2012 (Steel, 970 x 350 x 350mm)

This page:
Sybrand Wiechers

Deluge, 2012 (Bronze; 1566 x 800 x 450mm)
Core, 2012 (Man made stone, steel, wood; 1655 x 290 x 555mm)

In the “good” old days the concept of dangerous earth was 
very closely link to the fear of the unknown. In those days 
the unknown was a lot closer to home, over the next hill 
or in the swamp at the end of the tribes territory. In an at-
tempt to give a face to there fears they populated these 
places with mythological creatures that could be fought or 
appeased, “here be dragons”.

In these “enlightened” days we have banished most mon-
ster with knowledge and reason, but the fear remains. The 
only change is that the dragons are now what we know, that 
we are the main cause of the threat to our existence and 
that when terra really strikes we are powerless. The other 
big fear is that we through the way that we interact with 
terra give birth to the very dragons that we fear. 

I was interested that both these forms of fear manifests it 
self in a cultural desire to revere to terra as “mother earth”, 
I think this is more of a powerless appeal for the earth to be 
“gentle” than a actual experience of nurturing.   





Keith Dietrich 

Keith Dietrich was born in Johannesburg in 1950 and studied graphic design at 
Stellenbosch University, where he graduated with a BA degree in Visual Arts in 
1974. Between 1975 and 1977 he studied painting at the National Higher In-
stitute for Fine Arts in Antwerp, Belgium. He obtained his MA in Fine Arts (cum 
laude) in 1983 and his D Litt et Phil in Art History in 1993, both at the Univer-
sity of South Africa (Unisa). He has lectured at the University of Pretoria and 
Unisa, and is currently Chair of the Department of Visual Arts and Director of 
the Centre for Comic, Illustrative and Book Arts (CCIBA) at Stellenbosch Univer-
sity. He has participated in over thirty community interaction projects in south-
ern Africa and has received a number of awards, in South Africa and abroad, for 
both his creative and his academic work. He has participated in over 65 group 
exhibitions and biennials in Belgium, Botswana, Chile, Egypt, Germany, Italy, 
Namibia, the Netherlands, South Africa, Spain, Sweden, Switzerland, the United 
Kingdom and the USA, and has held 20 solo exhibitions in South Africa. His 
work is represented in 37 corporate and public collections in South Africa and 
abroad.

Many rivers to cross, Conflict Zones, Boundaries and Shared Waters

Many Rivers to Cross | Conflict Zones, Boundaries and Shared Waters is an art-
ist’s book comprising four volumes that focus on three major river courses in 
South Africa, namely the Gariep, Great Fish and Vaal rivers. The book comprises 

four volumes that focus on three major river courses in South Africa, namely the 
Gariep, Great Fish and Vaal rivers. This book is informed by the rich historical and 
archaeological arena in which successive power struggles played themselves out 
across these rivers; by the entangled conflicts of diverse human populations that 
inhabited our land around these rivers and by the complex relationships between 
colonial contact and terrain.

In a country with extremely limited and fragile water resources, these three riv-
ers also constitute important water courses that are linked in a web of shared 
waters or inter-basin transfer systems that play a significant role in sustaining 
water for industrial, agricultural and domestic use, serving as the lifelines for 
most of the country’s population. With the rapidly increasing demands placed on 
their waters, and the toxic effluents being drained into them, these three rivers 
are at risk. 

Considering the conflict that has taken place along and across these rivers, Keith 
Dietrich uses them as metaphors for the pain and suffering that our country has 
undergone. At the same time they also represent the importance of shared water 
for the future hope and survival of our country. The images in the book map the 
body over the land. Suffering and hope are depicted as patterns and centres of 
energy superimposed over riverbeds, while bodily organs and circulatory systems 
mirror these river catchments as webs and folds of life.



Keith Dietrich, Many Rivers to Cross | Conflict Zones, Boundaries and Shared Waters (Artist’s book) 2012
Four volumes in a solander box. 
EPSON UltraChrome™ inks on Innova Smooth Cotton High White 215gsm IFA.  
Each book (closed) measures 25x25 cm



Karin Preller

From left to right:
Karin Preller 
A shot and a brew, 2012 (Oil on canvas, 60 x 70 cm)
The parole officer, 2012  (Oil on canvas, 60 x 70 cm)
Most people think Marv’s crazy, 2012 (Oil on canvas, 60 x 70cm)
he customer is always right, 2012 (Oil on canvas, 60 x 70cm)
Show’s over, 2012 (Oil on canvas, 60 x 70cm)
You take it slow now, 2012 (Oil on canvas, 60 x 70cm)



Karin Preller is a Johannesburg based artist. She obtained the de-
grees B Proc and LL B at RAU (UJ) and practiced as an attorney/legal 
advisor before pursuing a career in art. After a BA(FA) at Unisa and 
an MA(FA) at the University of the Witwatersrand she lectured in Art 
History and Critical Studies at UNISA and Greenside Design Center 
College of Design. At present she is a full time artist and an Affiliated 
Researcher in the Research Centre, Visual Identities in Art and De-
sign at the University of Johannesburg. 

Preller has had numerous group and solo exhibitions and her work 
is represented in a number of corporate collections such as Sasol, 
ABSA, UNISA, Webber Wentzel Bowens, the ATKV, Rand Merchant 
Bank, Oliewenhuys Art Museum, Standard Bank, as well as the Jo-
hannesburg Art Gallery.  Her art is an investigation of a certain type 
of photo-based painting in which the interaction between painting 
and photography plays a central role.





Karin Preller, The hard goodbye 
2012 
Oil on canvas
85 x 95 cm.

Images are everywhere. They infiltrate daily life and influence the 
way the world is perceived, interpreted and understood. The ex-
tent to which new image technologies disseminate and constitute 
reality, rivalling fiction, ironically results in a world at once more 
visible and yet strangely invisible. In a discussion of the “lapse of 
attention” caused by image overload, Paul Virilio (2005:4-5) notes 
that “more than anything else we now no longer seek to see, to 
look around us, not even in front of us, but exclusively beyond the 
horizon of objective appearances”.

The paintings that constitute Screen are about a world made 
strange by means of details extracted from the 2005 film Sin City, 
based on Frank Miller’s graphic novels of the same title. Isolated 
and further cropped, the chosen stills are not intended as any kind 
of direct recreation of the film or its narrative. It does not pretend 
to be anything but a translation, into paint, of an already surrogate 
reality, in this instance of a film that employs digital technology in 
the creation of a neo-noir, over-the-top, violent narrative.  There 
is no particular reason for the choice of the film, other than that 
it resonated with me personally. While the stills seem randomly 
selected, the process involved watching the recorded sequences 
over and over, still by still.

Where painting deliberately cites another medium, such as pho-
tography or film, the resultant duality of surface, registering the 
idiom of both media, potentially reinvests the split second with a 
presence denied it by the fleeting filmed sequence of events. It 

makes visible the ‘screening’ of vision, forcing the viewer to pro-
ject onto the painted surface – the surface being indexical of the 
painter’s ‘hand’ as opposed to the lens or technological transmis-
sion. In the context of images immediately available and discard-
ed, the painted surface is what holds and refocuses the viewer’s 
attention; painting becoming content and signifier in itself. 

The paintings are about spaces at once seductive and uncomfort-
able, made strange because of their reappearance in paint. They 
are merely suggestive of the unfolding of a narrative, of imminent 
danger and a psychological unease – rendered by means of the 
selective use of colour, darkness and light, and the stark contrasts 
of the film. By extracting details that remind of still life rather 
than overt violence or human drama, dangerous territory here 
suggests a world both sinister and seductive, a world increasingly 
experienced and lived through the screen.

Individual titles are drawn from both the film and the graphic nov-
els.

References:
Sin City. 2005. Feature film directed by Frank Miller and Robert 
Rodriquez. Guest director: Quentin Tarantino. Miramax.

Virilio, P. 2005. Art as far as the eye can see. Translated by Julie 
Rose. Oxford & New York: Berg.



Paul Cooper

Installation of Paul Cooper, with: Hermes se Echo (vs.1) 2012 (in collaboration with Landi Rauben-
heimer), Shroud, 2012 and Walk Interminable (2012), Bronze,  180mm x140mm x80mm





Paul Cooper is trained in the visual arts (Fine Arts) and art history with 
a specialisation in sculpture and space. He lives and works  in Johan-
nesburg, tasked with coordinating and teaching learning programmes in 
critical studies and visual culture. In addition to this he exhibits his own 
work widely and is working towards a solo exhibition. In a PhD study 
through Rhodes University, he directs a research focus around a trans-
disciplinary and theoretical revision of what we understand to be site-
specific art in the African context. These contentions are interrogated as 
they play out in site-specific installations and performances.

STATEMENT
The three works I am exhibiting on the Terra Pericolosa show all encap-
sulate (in varying degrees) my thoughts around space, place and place-
lessness. This metaphorically references those precarious moments of 
frustration, uncertainty and anxiety resulting from an uncomfortable or 
awkward experience of unfamiliar `place’.  In these works I draw meta-
phorically on specific experiences in recent travels abroad of alienation, 
aimless wandering  and frustration. Walk Interminable alludes to an expe-
rience of something never ending – an infinite aimless wondering across 

unknown territories; an experience of being lost that results in a certain 
warped time-space. Shroud is a dark work that references the impass-
ability of geographic, personal or conceptual boundaries. As in Walk In-
terminable, Shroud references an experience of being trapped or stuck 
– jammed, if you like, in a moment, situation, dream, physical experi-
ence. In the former work this experience of being jammed occurs as a 
result of endless movement through space. Conversely in the latter, this 
experience is the result of boundaries or borders that enclose, incarcerate 
or restrict movement through space. Finally, the image of an old disused 
post box in Hermes se Echo (vs.1) brings together signifiers of place 
(geographical, cultural and ideological points in time and space) but also 
suggests a powerful device through which communication is channelled 
or incidentally lost. It metaphorically references the risky central point 
through which one engages with or is disingenuously disengaged from, 
the outside world. This is further emphasised in the ominous presence 
of the numbers 4-1-9 that were coincidentally part of the original found 
object.  The inevitable link to scurrilous deeds in various forms of postal 
communication (digital or otherwise) is fitting in the context of this work.

Paul Cooper, Shroud, 2012 (Black wall panel cast in M1, Edition of 5, 1000 x 500 x 15mm) 



Paul Cooper
Walk Interminable,2012 (Bronze, 180mm x140mm x 80mm)



Georgia Papageorge was born in 1941 in Simonstown. 
Since 1945 she has lived and worked in Pretoria. In 
1979 Papageorge obtained a BA (FA) from UNISA, she 
went on to study a Higher Diploma in Graphics and also 
furthered her studies through the Slade Schoole of Art 
in London.  

In 2004 Papageorge recieved the National Award for the 
‘Awaiting Trial Basement’  commission in the New Con-
stitutional Court, Old Johannesburg Fort, Johannesburg.  
She has had a number of solo shows, including the Af-
rica Rifting series at the  Nelson Mandela Metropolitan 
Museu (Port Elizabeth) in 2008/2009, the Kilimanjaro/
ColdFire 2010 solo at the Art First Gallery, London. 

Current projects include The Sheperd Principle - Simul-
taneous solo shows to be held during 2014 at both Fried 
Contemporary and UJ  Art  Gallery, Johannesburg.     

Papageorge has showed at a vast number of group 
shows both locally and internationally,  more recently 
including (2006) Body of Evidence at the National Mu-
seum of African Art in Washington, Tapping Currents: 
Contemporary African Art and the Diaspora at the 
Nelson-Atkins Museum, Kansas City- USA in 2008/9, 
the 2009 Continental Rifts:Contemporary Time-based 
Works of Africa at the Fowler Museum, UCLA,  Los 
Angeles, USA.  In 2011 she participated in Environ-
ment and Object in Recent African Art in New York at 
the Skidmore Collegeas well as Water: the Delicate 
Thread of Life at the Standard Bank Gallery, South Af-
rica.  In 2013 Papageorge will participate in the Earth 
Matters exhibition, to be held at the National Museum 
of African Art in Washington, the  Kilimanjaro/ColdFire 
video included in Terra Pericolosa will be a part of this 
travelling exhibition. 

KILIMANJARO/COLDFIRE project deals with two of the 
most debated issues on the subject of Global Warming 
today:  Melting Ice and Deforestation at Tropical zones.  
Destruction of rain forests at tropical zones accounts for 
approximately one fifth of recent human produced Co2 
emissions. As Robert Henson says, “Weather has al-
ways seemed to transcend politics but human-induced 
climate change is wedded to politics.”  This sociologi-
cal context is explored from an internalised perspec-
tive that becomes amplified through an exploration of a 
uniquely African geological armature - The  Great East 
African Rift Valley.  The work explores origins of Rift 
through a kind of ordered and therefore non-human 
induced chaos to a disordered present that is indeed 
produced by man.

Red cloth used in the (2001-2007) Africa Rifting series 
was symbolic of fire and blood. Installations with bags 
of charcoal sold on all main roads in Central Africa and 
beyond, use red and chevroned cloth in a similar arteri-
al context that becomes symbolic not only of the death 
of living trees but also Africa’s endangered wildlife.  The 
extent of charcolisation that manifests both through the 
video and the Inferno artwork was filmed and photo-
graphed during several voyages along the Rift Valley in 
2006, 2007 and 2009. As intended in both the film and 
the Inferno installation, a metaphorical exploration  of 
Fire and Ice in the Kilimanjaro/ColdFire work emerges 
through a Dantesque vision of Heaven and Hell.   

Georgia Papageorge

Georgia Papageorge
Inferno (2011) 

Inkjet print framed in aluminium steel 
1810mm x 1210mm




