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‘New Monuments’: Exploding the Monument and Considering
Radical New Ways to Occupy Public Space
Text by Thuli Gamedze

A new conversation has rapidly emerged
in the past while, articulating, in various
ways, that the notion of the monument
is one that needs to be challenged and
re-understood in the South African context
now. However, this assertion quickly
glosses over the kind of institutionalised
and seemingly inherent place that the
monument, as it has been defined by
outsiders (settlers) has in our society. What
makes the monument, what forms its
valued place-ness, and would it perhaps be
more useful to try to uncover the ideology
forming the very notion of ‘monument’
before attempting to transform it, liberalise
it, democratise it, or diversify it?
Any solidly defined, articulated and
aestheticised representation of the now
that is privileged enough to presume its
relevance in the future, is a dangerous
object. As we have seen through multiple
2015 student protests, where many of us
were conscientised through mobilising
around the violence of colonial symbolism,
a monument is not simply a representation,
it gives strength to stacicity, it validates
regime, and affirms its own position in
an attempt to prove timelessness. While
the monument still stands, so then does
the status quo it holds in its (most likely
bronze) hands.
So, of course, for these reasons, we are
forced to engage with the notion of the
monument, and of course too, we must
conceptually pull it apart, imagining new
ideas that we would like to occupy public

space. However, if we do this with the idea
in mind being to replace, we give ourselves
very little space in becoming, and in doing
so we begin to validate a colonial action by
mimicking its process of making power into
object, and allowing object to be central
in forming static ideology. Objects are not
the problem, and neither is it power or
ideology. It is the monument’s relationship
with these entities that gives it the elite
position it has in colonialist society. This
position seeks to still time, and asserts itself
as having proud and never-ending value.
New monuments should perhaps not call
themselves monuments at all.
The nature of the exhibition becomes
rather playful, engaging with the possibility
of the monument ‘object’, and attempting
to push and pull its form; working around
but within its constraints to find out
whether there exists ideology or principle
worth concretising, even temporarily. Brett
Seiler’s work, celebrating homosexuality in
reference to his home country, Zimbabwe,
begins in this way to subvert the patriarchal
heteronormativity usually found in the
monument structure, with Takunda Billiat’s
fibreglass monument exploring power
systems too, but looking at the issues
and tensions in Zimbabwe’s charismatic
churches. Attacking the materiality aspects
of monuments, usually working with
western traditional sculptural disciplines,
Rodan Kane Hart, Olivié Keck, Davis
Mdungu and Caitlin Mkhasibe employ
various media ranging from flip-flops to
ceramics and sound, and in doing so, give

voice to new ways of making monuments,
but more importantly, new ways to view or
listen to them. In this sense, the monument
asks the viewer to read differently,
creating potentially new pathways that are
gradual in the slow burn of the principle
of monumentalisation itself. In this way,
Marlene Steyn’s work becomes very
interesting- a monument constructed
from broken pieces, serving as preacknowledgment of the precariousnesss of
the notion of resolved or solidified public
forms and ideas.
Bonolo Kavula’s proposed monument
looks at the ostrich egg, and its discourse
that has largely been constructed around
white tourist culture, rather than by its
original context in Africa. Using the egg,
Kavula begins to question the notions of
cultural origin and appropriation, bringing
forth the issue of oppressed cultures being
defined by the west. Rory Emmett’s Some
other ou (2016) is a figure of self-definition,
finding its roots in similar power structures
to Kavula’s work, but more specifically
speaking to the South African apartheid
structures, and their violent creation
and construction of ‘Colouredness’, as
we now understand it. Of course, these
apartheid racial divisions were determined
in relation to longstanding colonial land
and resource theft by settlers, and these
issues, which have drastically determined
our contemporary landscape, are explored
in Bronwyn Katz’s salt plinth, where salt
begins to signify land and natural resources
and alludes to what has been taken from

7

our continent.
Speaking more widely but very much in
a traditional political discourse, Ledelle
Moe, Isabel Mertz and Siwa Mgoboza have
made various monument proposals that
reference the notion of ‘the revolution’,
pondering at what it is that spurs radical
change, and whether or not the monument
is significant in this trajectory. While these
works subvert the process of monuments
being built as homage to the ‘victor’,
Martin Wilson and Jacob van Schalkwyk
seem to attempt to speak to the personal,
and the sentimental, wrestling with the
inherent power structures existent within
the monument. These works all lead us
to ponder on questions around who can
make monuments, and can monuments
stand for the marginalised, or pay homage
to the individual?
As it is, decaying notions occupy the Cape
colony, solidified in bronze and concrete,
and taking up space that might otherwise
be used to extend the self-ness of erased
bodies- trans, queer, poor, black bodiesand this decay seeps into the collective
consciousness, in ways mimicking the
violent geographical and economic
divisions of South Africa. Monuments
describe ways of thinking, ways of feeling
and ways of being. When these ‘ways of…’
are too strictly defined and articulated,
society begins to run out of space. Maybe
we need a new word? If by monument,
we refer to memory, to ideology, to
history, to future, to collective aims,
perhaps the fluidity of these ideas needs
to be articulated through object/ idea/
conversation/ open space ‘monuments’
whose central nature is porous and
infinitely morphable? Perhaps a new word
would be better, or a new idea- not a
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replacement of ‘monument’- but a new
structure to inform how ever-changing
ideas, feelings and thoughts can situate
themselves in public spaces.
In this sense Lungiswa Gqunta’s What’s
this monument thing?! (2016) speaks
directly to this idea of inherent danger and
violence in the notion of the monument
as we know it, essentially proposing its
ultimate explosion and demise. This work,
in its absolute refusal to commit to the
language and structure of the monument,
is guarded underneath the plinth, a
guerrilla warfare of petrol bombs, ready for
anyone who attempts to solidify subjective
truths of now, for the future.

Curators’ Statement
Greg and Leigh-Anne Dale
2015 saw the rise of power of mass
mobilisation in order to confront South
Africa’s complex past and present. At
the very centre of this movement lay a
reassessment of ‘the monument’ and the
visual symbols and ideologies contained
within it.
Following on from this Commune.1
presents a group exhibition that focuses
on the monument. Each artist will present
a plinth based sculpture. These maquette
sized monuments include memorials to the
self or to an ideal (be it poetical, political
or personal) and further investigate a
history that is ever-changing and shifting,
countering the notion of the monument as
a permanent and impenetrable structure.
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Takunda Billiat
Faith Overboard l and Il (2016)
Fibreglass and acrylic paint
40 x 40 x 35cm
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Takunda Billiat’s fiberglass sculptures
explore the unprecedented rise of
charismatic Christian churches in
contemporary Zimbabwe. Fragments
of two drowning men are rendered in
fiberglass, one black and one white,
they hold their bibles above their heads
as if expecting faith to save them from
going under. The title of the sculptures,
Faith Overboard l and ll, speaks of those
Zimbabwean prophets who exploit
the ignorance and beliefs of their own
followers, and in turn those followers who
believe faith will save them.

BIO
Takunda Regis Billiat (B.1990, Harare)
graduated in 2014 from National Gallery
Visual Art Studio, specializing in painting.
Billiat has been exhibiting regularly
throughout his student career and taking
part in exhibitions at the National Gallery
of Zimbabwe and young artist exhibitions
at Gallery Delta. He was the winner of the
best work award for the Auxillia Chimusoro
national competition 2013 and Tavatose
Competition winner National Gallery
of Zimbabwe 2014. Billiat is the current
resident at Chinembiri Studios, Mbare,
Harare.
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Rory Emmett
Some other ou (2016)
Oil paint and found objects
34 x 10 x 10cm

Some other ou (2015) is a continuation
of a series of action figure sculptures of
Rory Emmett’s constructed avatar, The
Cape Colourman. Colourman (defined as
‘a person who deals in paints’) is a fantasy
figure Emmett has developed through
various pictorial and performative means
so as to interrogate space and time and
the language of painting and pigment
on an ideological level. In Some other
ou specifically, Emmett considers the
ideology of the monument as a site of
commemoration, the physicality of a statue
in space and the kinds of narratives that
are included and excluded from these
forms of remembrance and reverence.
These works seek to question and come to
terms with historical discourses in relation
to the present state of things so as to break
away from imagined histories that are
told on-behalf-of. The painted sculpture
functions as a maquette for a possible
site-specific sculpture of gargantuan
proportions; a homage to the unsung
heroes and the urban alchemists.

School of Fine Art, UCT in 2014. He
majored in painting and was awarded
the Judy Steinberg Painting Prize and the
Director and Staff Special Prize in his final
year. Emmett was also the 2014 recipient
of the Hoosein Mohamed Award. His work
now forms part of one of UCT’s permanent
collections, at the CCA (Centre for Curating
the Archive). He has completed a number
of public and private commissions and has
participated in a number of prestigious art
competitions and group shows including
‘But he doesn’t have anything on!’ at
Commune.1 (2015). He was a finalist for
the SPI Portrait Award 2015 as well as a
Sasol New Signatures Merit Award winner
for 2015. Emmett’s work was most recently
shown as part of the Barcley’s L’Atelier
regional selections exhibition for 2016.
Emmett lives and works in Cape Town.

BIO
Rory Emmett (b.1992, Cape Town)
completed his BAFA at the Michaelis
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Lungiswa Gqunta

Artist’s statement
What’s this monument thing? (2016) is
about saying “to hell!” with monuments!
The majority of monuments in this
country serve to glorify the colonial and
patriarchal ideologies that govern every
part of our lives. The work I am proposing
for the exhibition is a bunch of cement
petrol bombs which are a merger of two
homemade weapons: the petrol bomb and
the brick with a message tied onto it. These
two weapons play a huge role in riots and
revolutionary warfare and it is the merger
of these two objects that best exemplify the
urgency and violence I am experiencing
in our country at the moment. In terms of
the arts, I see the plinth as a monument
and that is why I would like to place the
cement petrol bombs neatly together on
14

the floor in a square format and place the
plinth on top of the bottles. In doing this
I am changing the dynamics and using
the petrol bombs to commemorate the
overthrowing of the monument in South
Africa.
BIO
Lungiswa Gqunta (b.1990, Port Elizabeth)
received a B-Tech Degree in Fine Art
majoring in Sculpture from the Mandela
Metropolitan University (2012). She
received her Post Graduate Diploma from
Michaelis School of Fine Art in 2014,
and is currently completing her Masters
Degree at the same institution. Her work
was featured in the group exhibition,
‘Greatest Hits 2014: The Domestic
Odyssey’ curated by Matthew Blackman

at the AVA featuring artwork selected
from Michaelis School of Fine Art, Ruth
Prowse School of Art and Stellenbosch
University graduate exhibitions. Pieces
were selected from her body of work The
Home of Residue, a personal exploration
of her home life and the way objects act
as containers of memory. Gqunta is part of
the 11-woman artist collective iQhiya who
recently performed at ‘#theopening’ group
exhibition, Greatmore Studios, Cape Town
(2016).

What’s this monument thing?! (2016)
Cement, glass bottles, bed sheets and found fabric
130 x 63 x 63cm
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Rodan Kane Hart
Rodan Kane Hart’s The Exploded View
(Johannesburg) (2016) offers a distilled
view of a typical Johannesburg mine dump
if one were to fragment and reshuffle it.
Rendered in mild and stainless steel with
sprinkles of brass filings, Hart’s medium
speaks to the industrial and dusty aspects
of the mine dump. Hart’s practice is an
ongoing investigation into experiential
structures and architecture that often
go unnoticed by the people who move
through and around them. By fracturing
and rebuilding these forms, whether they
be mine dumps, air vents or any other
elements found in a city, he attempts
to uncover the inherent and hidden
ideological constructs at play.
BIO
Rodan Kane Hart (b.1988, Johannesburg)
spent the first two years of his BAFA at the
University of the Witwatersrand before
transferring to the Michaelis School
of Fine Art, UCT and completing his
degree in 2011. Since graduating he has
exhibited in a number of group shows
including ‘The Winter Sculpture Fair’
(2014) and ‘After the Rainbow Nation’
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The Exploded View (Johannesburg) (2016)
Mild steel, stainless steel and brass filings
44 x 30 x 30cm

(2013) at the Nirox Sculpture Park;
‘Positive Tension’ and ‘Outside The Lines:
An Exploration of Abstract Materiality’ at
WHATIFTHEWORLD (2012); ‘Reflection:
Strips’ and ‘When Form Becomes Attitude’
at Blank Projects (2012); ‘Halakasha’
at the Standard Bank Art Gallery,
Johannesburg (2010) and ‘Time’s Arrow’
at the Johannesburg Art Gallery (2010).
Rodan’s first solo exhibition ‘Structure’ was
shown at Nirox Projects in Johannesburg
(2013) where he exhibited a new body of
work initiated during his residency at the
Nirox Sculpture Park. Hart’s second solo
exhibition ‘Pattern Language’ was held at
WHATIFTHEWORLD, Cape Town (2013).
The exhibition consisted of new sculpture,
sculptural inlays, and installation. ‘Forms
(S/W)’ at Nirox Projects, Johannesburg
(2014) marked Hart’s third solo exhibition
and consisted of 35mm black and
white photographs, charcoal drawings,
lithographs & sculptures initiated whilst on
residency at the Yorkshire Sculpture Park in
England (2013). Harts works are found in
numerous local and international public
and private collections.
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Bronwyn Katz
Bronwyn Katz’s Cape to Cairo (2015)
engages with the commodification of land.
The colonial construction and building of
the African continent was and is based on
the exploitation of minerals and people.
Using this assertion as the basis of her
piece, Katz focuses on land’s ability to
communicate the deaths that are linked
to its ownership and acquisition. Cape
to Cairo takes the form of soil packaged
in a plastic bag and elevated on a plinth
made out of salt. The use of salt speaks
to the notion of ‘salted land’, alluding to
forcefully seized territory and is often also
used to describe land that is uncultivable.
BIO
Bronwyn Katz (b.1993, Kimberly) obtained
her BAFA from the Michaelis School of
Fine Art, UCT in 2015 and was awarded
the Simon Gerson Prize for her exceptional
body of work. In 2014 she was selected
as a finalist for the Sasol New Signatures
competition and in 2015 was one of Sasol
New Signatures merit award winners.
Kats practice is medium spanning, from
sculpture and installation to video and
performance. Recent group exhibitions
include ‘3 881 days’ at Blank Lab, Cape
Town (2016) and ‘Revisiting The Latent
Archive’ at Greatmore Studios, Cape
Town (2015). Katz is also part of the
11-woman artist collective iQhiya who
recently performed at ‘#theopening’ group
exhibition, Greatmore Studios, Cape Town
(2016).

Cape to Cairo (2016)
Sea salt, cement, land and plastic bag
40 x 40 x 40cm
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Bonolo Kavula
Western perception versus South African
actuality is at work in Bonolo Kavula’s
Curious (2016). Kavula’s glittered silver
ostrich egg is a comment on the tourist
market’s predilection for certain types of
contemporary African artifacts, which in
turn influences what the type of products
are produced for tourists. The hair-like
paper flowing out of the egg refers to the
more anecdotal aspects of local culture
(often found in local magazines) and act
as a counter point to the representation of
that culture. The title, Curious, encourages
the viewer to look beyond hasty first

impressions, and not to be proverbial
ostrich burying its head in the sand.
BIO
Bonolo Illinois Kavula (b. Kimberley)
obtained a BAFA from the Michaelis
School of Fine Art in 2014, winning the
Katherine Harries Print Cabinet Award. She
was included in the AVA group exhibition
‘Greatest Hits 2014: The Domestic
Odyssey’ curated by Matthew Blackman
at the AVA featuring artwork selected
from Michaelis School of Fine Art, Ruth
Prowse School of Art and Stellenbosch

University graduate exhibitions. Kavula’s
video piece ‘You must be exhausted’ was
also a finalist in the Sasol New Signatures
Art Competition (2014). Recent group
exhibitions in Cape Town include ‘3 881
days’ at Blank Lab, Cape Town (2016);
‘Proposal’ at JNR (2015); ‘Load Shedding’
and ‘But he doesn’t have anything on!’
at Commune.1 (2015); and ‘furniture’ at
Blank Projects (2015). Kavula is also part of
the 11-woman artist collective iQhiya who
recently performed at ‘#theopening’ group
exhibition, Greatmore Studios, Cape Town
(2016).

LEFT:
Curious (2016)
Ostrich egg, coiled wire, magazine and glitter
17 x ø10cm

20

RIGHT:
Crossword (2016)
Woodcut, markers and acrylic paint on canvas
98 x 68cm
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Olivié Keck
Through her choice of medium and
method of production, Olivié Keck’s
ceramic sculptures work as a counterpoint
to the capitalist, mass-produced and
mass-consumed object. The sculpture
DeepDreamer (2015) depicts the reimaging of the DeepDreamer digital
mechanism. This is a computer vision
program that uses a convolutional neural
network to find and enhance patterns in
images via algorithmic Pareidolia; creating
a dreamlike hallucinogenic appearance
in the deliberately over-processed images.
The mathematically rendered collage
made possible by this program is the
core inspiration behind this work. This
sculpture is Keck’s attempt to re-envision
the tradition of the self-portrait, juxtaposing
the ancient tradition of ceramic sculpture
against contemporary digital images
rendered algorithmically. Keck questions
how digital mediums have borrowed from
and simultaneously redefined our notions
of ‘self’ in the modern world.

exhibitions including ‘Travel: group
exhibition curated by Between 10 and 5’
at Fourwalls Books, Johannesburg (2016);
‘Aeipathy’ at the Cavalli Estate Equus
Gallery (2016); ‘Proposal’ at JNR, Cape
Town (2015) and ‘But he doesn’t have
anything on!’ (2015), ‘Load Shedding’
(2015), and ‘Fissure (2013) at Commune.1.
Commune.1 housed her first solo
exhibition ‘False Priest’ in 2014, which will
be followed by her second solo show in
August 2016 after her return from the AIR
Residency at Kala Art Institute, Berkeley.
Working with a variety of techniques and
forms such as delicate ink paper tapestries,
large-scale quilts, printmaking, embroidery
and ceramics, and with a narrative and
process driven approach, Keck ventures to
decipher the transient natural world and
her place within it. The fragile materiality
of her work closely mirrors her working
concepts and the emotional play of
creation and storytelling. Keck currently
lives and works as an artist in Cape Town.

BIO
Olivié Keck (b.1989, Cape Town) received
a BAFA in Printmaking from Michaelis
School of Fine Art, UCT in 2011. She
has since shown in numerous group

22

DeepDreamer (2015)
Glazed stoneware ceramic
40 x 23 x 20cm
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Isabel Mertz
Isabel Mertz’s Afkop hoender (2016) is
a highly realistic wasp’s nest carved out
of wild fig wood. In fact most of Mertz’s
practice focuses on the mimicry of nature
to the extent that the viewer is not quite
sure who has forged the work: nature or
artist. This brings forward the question of
who this monument to nature is for: the
artist, the colony of wasps or the queen
wasp? And in doing so mimicks the power
structures of post-colonial society: settler,
native and middle class fence-sitters.
BIO
Isabel Mertz (b.1987, Pretoria) received
a BA in Fine Arts from the University of
Pretoria in 2010 with a distinction in he
practical work. She is currently completing
a Masters in Visual Arts at the University
of Stellenbosch. In 2011 she received the
Gerard Sekoto award as well as an Absa
L’Atelier merit award. Her solo exhibition
‘The Problem of Crossing a Bridge’ showed
at the KZNSA, Durban in 2014 before
touring the country. Recent selected
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group exhibitions include ‘TERRA’ at
Oliewenhuis Art Museum, Bloemfontein;
‘Absa L’Atelier celebrating 30 years of
winners’ at Absa KKNK, Oudtshoorn;
‘Distel’ at IS ART, Franschoek, and ‘Place’
at GUS Gallery, Stellenbosch (2015).
She has participated in numerous group
shows nationally including ‘PLAY’ at the
Nirox Sculpture Park (2014); ‘I take it all
back’ at Nirox Projects, Johannesburg
(2014); ‘New Voices II’ at Lizamore and
Associates, Johannesburg (2013); the
touring exhibitions ‘Tom Waits for no man’
and ‘Trans-Africa’ (2013) and ‘Terra Firma’
at Fried Contemporary, Pretoria (2012).
Mertz has also exhibited in a number of
international shows including ‘World Event
Young Artists’ at the Bonington Gallery,
Nottingham (2012), ‘Studio Collective’ and
‘Carte’ at the Cité International des Arts,
Paris (2012), ‘Dialogues’ at the Orangerie
Exhibition Centre of the French Senate,
Paris (2013) and ‘SA ART NOW NOW’ at
NMAG, Amsterdam (2014).

Afkop hoender (2016)
Wild fig wood
8 x 18 x 14cm
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Davis Ndungu
A disturbing amount of pollution washes
up all along the coast of Africa on a daily
basis. These objects range from common
plastic bottle tops to bags, and oddly
enough, vast quantities of flip-flops.
Sculptor Davis Ndungu has taken this
everyday ‘made in China’ flip-flop and
remodeled it into something that appears
quintessentially African. This unique
medium lends itself to a playful reading
while speaking very seriously about the
movement of flotsam and jetsam across
our seas and its environmental and
commercial implications.

26

BIO
Davis Ndungu is a Kenyan born, selftaught artist currently living and working
in Cape Town. He recycles flip-flops
that wash up along the coast of Africa,
sculpting the foam into a range of forms
resembling tribal fertility figures. This
unique medium allows Ndungu to translate
symbols typically seen as ‘African’ into
new contemporary forms, offering a unique

Mr Reliquary XII (2016)
Reclaimed rubber flip flops
53 x 20 x 20cm

perspective on the current state of the
environment in Africa.
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Siwa Mgoboza
Siwa Mgoboza’s previous bodies of work
have been located in a world invented
by the artist, African Africadia. Arcadia’s
imagined society is highly progressive,
with hybridity at every level of its schema;
it is a land where inhabitants are totally
conscious and thriving on contradictions
and clashes. Mgoboza’s sculpture is a
product of this world. Inspired by Eugene
Delacroix’s Liberty Leading the People
(1830), it renders an imagined state of
emergency, one whereby the social issues
that Africa is currently facing no longer
exist. In particular it speaks of the failed
democracy we live in, the kind that does
not protect minorities; where racism,
xenophobia, homophobia and ‘othering’
are rife. Mgoboza’s sculpture, a Being from
Arcadia, calls for a revolution, a change in
society.

and national definitions. Recent group
exhibitions include ‘But he doesn’t have
anything on!’ at Commune.1, Cape Town
(2015), ‘Claims of the Land’ at the AVA,
Cape Town (2015), and ‘Back To The
Future’ at the Barnard Gallery, Cape Town
(2016). He is currently a Western Cape
regional finalist for the 2016 Barclay’s
L’Atelier Award and a Top 50 finalist for the
2016 SA Taxi Awards.

RIGHT:
Live and Let Live: Libertina Leading the Beings (2016)
Isishweshwe (Three Cats Cotton), mannequin, tulle,
cotton thread, plastic dolls and pine
64 x 46 x 40cm
BOTTOM:
Live and Let Live (2016)
Isishweshwe (Three Cats Cotton) and tulle
95 x 102cm

BIO
Siwa Mgoboza (b.1993, Cape Town)
completed his BAFA at the Michaelis
School of Fine Art, UCT in 2015, majoring
in Painting. The same year he received the
Cecil Skotnes Award and the Nestlings
Young + African Visual Artist of the Year
Award. Having been raised abroad for
most of his life, Mgoboza’s work deals
with the exploration of the globalized
African sense of self, a Western upbringing
and the subliminal space where these
identities exist. The work examines the
construction of identity and tangled
relationship between Africa and the West
and their respective histories. Mgoboza
describes himself as a ‘post post-colonial’
hybrid, questioning the meaning of culture

28
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Caitlin Mkhasibe

Caitlin Mkhasibe’s UNSOUND (2016) is a
sonic installation made from recordings of
demolition work occurring in preparation
for a construction in Observatory. Rawson
Developers is building a 10-story high
luxury apartment block, called The
Paragon. It will be the tallest building
in Observatory and sit amongst other
heritage houses in the area. Somehow
Rawson’s managed to find an area within
Observatory that was void of heritage
protection and complaints made by the
community have fallen on deaf ears. For
UNSOUND, recordings were taken from
inside the artist’s home to illustrate how
the sound invaded her personal space and
that of her neighbours’: ‘The walls vibrated,
my eardrums hurt and for a week I had

headaches from the dust’. Mkhasibe sees
the sound of demolition as representative
of financial power over the public’s
consent – which is how monuments are
erected in the first place.
BIO
Caitlin Mkhasibe (b.1993, Johannesburg)
completed her BAFA at the Michaelis
School of Fine Art, UCT in 2015. Bringing
together line and sound, her artistic
practice is informed by her experience
as a drummer. Recorded sounds and
heavy, distorted vibrations are rendered
into photographic moments, stop-motion
animations and visual installations. Group
exhibitions include ‘Echoes: Stories
through Urban Ritual’ at Art Source,

Cape Town (2014); ‘BYOB (Bring Your
Own Beamer)’ at Brundyn+, Cape Town
(2014); and ‘White Curtains’, a pop up
exhibition in Sea Point funded by VANSA,
concept by Valeria Geselev and curated
by Naz Saldulker (2015); also shown at
Michaelis (2016). Her video piece ‘Lowest
Frequency Hearing Range’ was featured in
‘Translations’, an online group exhibition
through Emergent Art Space and shown
at the Feldenheimer Gallery, Portland,
USA (2015) and the Rabindranath Tagore
Centre, Kolkata, India (2016). Mkhasibe
also participated in the studio drum
recording of South African sound artist
James Webb’s piece ‘Ecstatic Interference’
at Blank Projects, Cape Town (2016).

ABOVE LEFT:
Construction detail (2016)
Cement, ink, woodglue, charcoal on 200g watercolour paper
29.7 x 42cm
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LEFT:
UNSOUND (2016)
Visual representation of sound installatiojn
Recordings of demolition noise

ABOVE RIGHT:
Demolition detail (2016)
Demolition dust, ink, woodglue, charcoal on 200g watercolour paper
29.7 x 42cm
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Ledelle Moe
Study for Wag (2016) is a maquette study
for a larger series of works for Ledelle
Moe’s upcoming solo exhibition in
October. The standing figure is modeled
on a person in the act of removing his
or her shirt. This seemingly mundane
gesture is likened to the universal act of
protest of crossing one’s hands over one’s
head, and in doing so shows how a small
insignificant act can lead to larger ripples
of change. In line with this elevation of the
commonplace, the physical shape of the
figure reminds the viewer of angelic wings,
or of a form offering shelter.
BIO
Ledelle Moe (b.1971, Durban) studied
sculpture at Natal Technikon graduating in
1993. Active in the local art community,
Moe was one of the founding members
of the FLATGallery, an artist initiative and
alternative space in Durban. A travel grant
in 1994 took her to the United States where
she embarked on a period of study at the
Virginia Commonwealth University (VCU)
Sculpture Department Master’s programme.
Moe completed her Master’s Degree there
in 1996 and soon after accepted an adjunct
position in the Sculpture Department at the
Maryland Institute College of Art (MICA) in
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Baltimore, Maryland. Later she taught at
the Corcoran College of Art in Washington,
DC, Virginia Commonwealth University
and St.Mary’s College of Maryland.
Moe has exhibited in a number of venues
including the Kulturhuset (Stockholm,
Sweden) the NSA Gallery (Durban,
South Africa), the International Sculpture
Center (Washington,DC), The Washington
Project for the Arts (Washington, DC) and
American Academy of Arts and Letters,
NY. Projects include large-scale concrete
installations at Socrates Park and Pratt
Institute in New York City, and Decatur
Blue in Washington, DC. In 2002 Moe was
the recipient of a Joan Mitchell Award and
in 2008 the Kreeger Museum Artist Award.
Recent projects include installations in
Salzburg, Austria, Brooklyn, NY, Boston
MA, India and Cape Town. Presently based
in Cape Town, Moe is head of sculpture
at the University of Stellenbosch and
continues to work on large-scale pieces.
Her next solo exhibition will take place in
October 2016 at Commune.1.

Study for Wag (2016)
Concrete and steel
49 x 25 x 15cm
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Jacob van Schalkwyk
The concept behind Jacob van Schalkwyk’s
meticulous Monument for things that
disappear (2016), stems from a small
mishap that occurred in his studio. His
assistant mistakenly used a roll of tape
to hang some drawings, unknown to her
this tape was purchased two years ago
by van Schalkwyk and has since been
discontinued. Being his favourite tape,
van Schalkwyk has begun to think of
the otherwise unexceptional object as
extraordinarily mystical. At first massproduced and now condemned to
extinction, he has elevated the tape by
rendering it in bronze and in doing so
monumentalised the commonplace.
BIO
Jacob van Schalkwyk (b.1979) received a
BAFA in Drawing from the Pratt Institute
in Brooklyn, NY with the highest honors
(2003). He spent 9 years in New York
City working as an artist cum filmmaker
cum musician. As visiting artist at
CalArts in 2005 and 2006 he, together
with celebrated American creative Carl
Hancock Rux, developed the acclaimed
opera-oratorio ‘Mycenaean’, culminating
in an engagement as part of the prestigious
Next Wave Festival at the Brooklyn
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Academy of Music in 2006. He returned
to South Africa in 2008 and has since had
several solo exhibitions including ‘Bait
al-Hikma (House of Knowledge)’ (2011),
‘Fun and Games’ (2012), ‘Constraints’
(2013) and ‘Topoi, Tropi, Apotropos’
(2014) at Art on Paper, Johannesburg.
He collaborated with the artist collective
Avant Car Guard for the exhibition ‘AVANT
CAR GUARD, Jaco + Z-dog and Friends’
at Blank Projects, Cape Town (2011). Van
Schalwyk’s work has been included in
private and corporate collections in South
Africa, the USA and Europe. A survey of
his work on paper, ‘Drawings 2011-2013’
is available from GALLERY AOP. His debut
novel ‘The Alibi Club’ was published in
2014 by Umuzi.

Monument for things that disappear (2016)
Patinated Bronze
Edition of 5
2.5 x ø7cm
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Brett Seiler
Brett Seiler’s Untitled (Two Street Lights
Facing another (Hug)) (2015) suggests two
bodies in the act of hugging. The tentative
way that the brass metal sheets have been
put together mimics how fragile romantic
love can be. The sculpture shows the way
a couple might attempt to piece their
love together. This mediation on love and
relationship is set again the backdrop of
Seiler’s own past, born in Zimbabwe and
now based in Cape Town, Seiler’s work is
very often a comment on the prosecution
of gay communities in his home country.
BIO
Brett Charles Seller (b.1994, Harare)
completed his BAFA at Ruth Prowse
School of Art, Cape Town in 2015. He is an
artist working across a variety of mediums

including photography, sculpture,
installation and performance. A continuous
concern of Seiler’s, his work often focuses
on homophobia, the lack of gay rights
in Zimbabwe and the politics of the
LGBTQI community, as well as drawing
on his own experience as an immigrant
and the associated metaphors of travel,
homesickness and language. An overriding
sense of futility, melancholia and
punishment permeates his practice. He as
been featured in several groups exhibition
in South Africa including ‘Falling Into
One Another’ at Ruth Prowse, Cape Town
(2016); ‘BYOB (Bring Your Own Beamer)
II’ at Brundyn+, Cape Town; ‘Art House:
Masks, Capsule Projects’ at Red Bull
Studios, Cape Town; ‘Out of the Blue’
and ‘In The Name of The Rose’ at Rust-en

Vrede, Cape Town (2014); ‘Play Things:
an actor, writer, photographer, filmmaker
and an artist walks into a bar’ at Alexander
Bar, Cape Town (2013); and ‘Written in
Pink: Photographic Exhibition on Sexuality’
at Arts on Main, Johannesburg (2011).
Internationally Seiler was part of the group
show ‘Secret Behavior: Volume1’ at PS3,
New York (2012). Seiler currently works
and lives in Cape Town.

Untitled (Two Street Lights Facing Another (Hug)) (2016)
Brass and silver
15 x 15 x 18cm
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Marlene Steyn
Marlene Steyn’s Sunny side push up
setter with salt (2016) dissects the notion
of a monument as a structure erected to
cement a singular memory. Steyn approached memory as a malleable form
that is constantly being redefined through
forgetting. Her sculpture draws attention to
the impossible selective and reductive process whereby monuments are constructed: singling out a person (often fortunate
enough to sit on a horse’s back) to represent an event or triumph. More often than
not the complexity of such a moment or
figure is being betrayed. As a retort to the
ideological construction of the traditional
monument, Steyn’s fragmented sculpture
offers multiplicity, compulsive memories
and new narratives.
BIO
Marlene Steyn (b.1989) studied at the
Royal College of Art in London where she
received her MA in Painting in 2014. Prior
to this, she attended the University of Stellenbosch, South Africa, where she graduated with her BA Visual Arts in 2011. Her
tapestry-like paintings work to subvert the
medium of painting and draw on a multitude of references: art history, psychoanalysis, mythology and contemporary culture.
Recent group exhibitions include ‘Break
the Spell’ at GUS Gallery and Oude Lib-
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Sunny side push up setter with salt (2016)
Ceramics and mixed media
32 x 40 x 40cm

ertas Gallery, Stellenbosch; ‘Inside Out’ at
the Castlefield Gallery, Manchester, (2016);
‘Lush’ at SMAC, Stellenbosch and ‘Defining the Narrative’, MOMO, Cape Town
(2015). Other international group shows
include ‘His Sprinkled Blood Served To
Fructify Three Golden Apples’ at Atelier 35,
Bucharest; ‘Island III - Native’ at g39, Cardiff; ‘La Piscine’ at Espace Croix Baragnon,
Toulouse, France; ‘All s-he ever wanted to
be’, Galleria M, Calcutta (2015); ’Inoperative Mythology’ at Blyth Gallery, Imperial
College London (2014); ‘Bloomberg New
Contemporaries’ at Spike Island, Bristol
and Institute of Contemporary Art, London
and ‘Dreamtime: New Surrealism’ at Mirus
Gallery, San Francisco (2013). In 2014 she
had a solo exhibition, ‘How Cannibals
Cuddle’ at The Art Cabin, London followed
by ‘Mad Love’ at Lychee One, London in
2015. Steyn’s debut show in South Africa,
‘The End is Located Underneath Her Third
Armpit (if the muscle is flexed)’ was shown
at Commune.1 in 2015. In 2015 she also
embarked on 2 residencies: Vermont Studio Centre in the USA and Odd Cultural
Node, Bucharest, Romania.
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Martin Wilson

Martin Wilson’s Ashcastle (2016) grapples
with a growing sense of anxiety and
disenchantment stemming from the recent
student protests around South Africa. He
employs the sandcastle, often a child’s
first foray into creating a monument, as
a symbol for innocent optimism (for the
future, for freedom and for a place where
right and wrong are clearly distinguished).
The sandcastle is also recognized as
a marker of privilege, pointing at a
childhood filled leisure, wealth and
opportunity. By casting the sandcastle
out of grey caustic ash instead of goldenyellow beach sand, Wilson’s intention is
to disrupt the original optimistic dream
and replace it with instability and a subtle
disquiet. In general, Wilson’s use of ash
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alludes to notions of ruin, of the ultimate
impermanence of human significance and
of the unavoidable trauma required for
meaningful transformation.
BIO
Martin Wilson (b.1988, Durban) graduated
with distinction from the Michaelis
School of Fine Art, UCT in 2015, having
previously completed a Masters Degree
in Electronic Engineering at UCT (2011).
Wilson’s interest in visual perception began
with his research in the field of machine
vision, but he soon became frustrated with
the arbitrary academic divide between
the arts and the sciences. In an effort to
bridge this gap he decided to turn down a
promising career in engineering in order

to enroll in art school. Unsurprisingly,
Wilson’s artistic practice is still deeply
entangled with scientific enquiry –
simultaneously adopting and critiquing its
methods and values. In particular, his work
seeks to question the legitimacy of any
true objective knowledge in our chaotic,
fluctuating and unpredictable world,
and to emphasize the inherent limits of
human perception and comprehension.
Wilson’s most recent sculptural works are
constructed from non-traditional carbonbased materials such as organic remains,
ash, charcoal, graphite and oil. Wilson was
one of the Sasol New Signatures finalists
(2015). He is currently a part time studio
lecturer at the Michaelis School of Fine Art.

Ashcastle (2016)
Wood ash, Malmesbury shale stone, brass and
steel
43 x 46 x 25cm
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To view the full colour catalogue please go to:
www.commune1.com
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