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Jesse SHEPSTONE

My intention behind this body of work is to create an exhibi-
tion space that allows for viewers to explore their own memo-
ries. | want this exhibition to engage with the viewer on two
levels. | want the viewer to become aware of the photograph,
how it operates and is connected to memory. Secondly, | want
the viewer to retrieve memories that they are not conscious of
at the time. | aimed to do this in various ways and many art-
works were inspired by Christian Boltanski. | have used various
mediums and modes of display to engage with the intricacies
of the theories | have focused on during the year.

Using the found photograph as my main mode of presenta-
tion does not require much practical work, however the man-
ner in which I manipulate the subject of these photographs

is where my challenge came this year. Although not without
intervention, each outcome in my exhibition has been pho-
tographic. Reading and understanding how the photograph
operates as an object has also influenced my compositions
and presentation.

| have attempted to create an exhibition that allows viewers
to engage with images that allow them to project and ex-
plore their own memories and experiences while viewing my
work. | have done this through various modes and mediums,
selecting specific content and images to encourage different
reactions. The main reactions | wish to elicit form my viewers
is that of remembering something which they have forgotten,
and for them to realise how inauthentic some of the stories
and tales | tell through these photographs are.
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Nombuso DOWELANI

Insika is a zulu word meaning Strength, trustworthy
and selfless. The body of work | have produced this
semester are created to honour the lives of black
women, and to acknowledge the adversities they
constantly have to battle with. | have chosen a very
personal approach to this body of work by using
my grandmother uMaZikode aka Mam'VR Nene as
my muse. All the works | have created this semes-
ter are based on her and her life. At a young age
uMaZikode was widowed and had to raise her four
children during the pinnacle of Apartheird she had
to deal with the discrimination of being black and
being a women and look after her family. MaZikode
worked as a domestic worker in the northern sub-
urb and later ventured into other endeavours, she
became a taxi owner and later opened shops and is
now a successful businesswoman.

| have created a body of eleven pieces that consists
of drawings and paintings, but | mostly combined
these mediums. | created this body of work with
various techniques and colour pallets, | shifted from
my usual colourful compositions to more subtle
compositions and restricted colour pallets. Most of
the pieces were created with MaZikode’s images
from her photo album and were altered with Photo-
shop to created these peculiar compositions.






Ayesha HUSSAIN






Naledi MABOEE

Thematically, this body of work is a cathartic re-
sponse to African Spiritualisms and my relationship
to this theme. African Spiritualisms is a theoretical
framework used in the study of African Spirituality
and its practice. My interest in this theme comes
from my discovery that | have a spiritual gift - in-
herited from my paternal grandmother- that re-
quires me to nurture it in a certain way to develop

it through certain rites and rituals. Rites and rituals
which often fall outside of my current environmen-
tal capabilities. As a result of this problem, | have
been trying to draw out the potential of art to be
my mode of spiritual expression. True to the sacred
and secretive nature of African Spirituality and its
practice, this drawing called for a curation of a visual
language that would dismantle the romanticized
canonical discourse of African Spirituality. | ap-
proach the space of ‘African Spirituality’ with caution
because of the area of uncertainty which constitutes
the question of whether | am approaching this sa-
cred space | revere, appropriately. Using the sacred
element of water as a proverbial matrix, | locate the
omnipresence and omnipotence of spiritualties in

a vessel that has a multitude of taxonomies. The
catharsis is experienced in the intimate figural draw-
ings in this matrix induced by the textural media
used in constructing an overarching portrait of my
paternal grandmother - floating in a body of ‘water’.






Oratile MOSIMANEKGOSI

This body of work titled Strain and Discomfort aims
to explore materiality and emotionality of the
subject matter and the relationship of the female
body with clothes and my own body. My thought
process throughout the making of these works
was how can | translate frustration and strain into
a visual narrative, how do the materials and end
results speak directly to what | am trying to por-
tray. After a while of thinking about it, | decided

to print on cotton and stretch it onto skew and
slightly distorted frames. The frame then becomes
the body that the cloth then has to cover these so
called bodies. Some of it tore, some of it was a lit-
tle too short for the frame and some of it was too
big so | had to cut and mend. | think it’s interesting
how clothes, more especially the bra, in this body
of work, becomes a symbol of strain and multipli-
cation thereof. | used the same bras over and over
again to print from and in the process, | strained
the surfaces | printed them onto. The objective of
the process was to discover how much | can do
with the bra and what it could really become. As |
developed it further, it became a beast, a parasite.
It bound itself to my face and it found its way onto
my body. | think of clothes as a social parasite of
sorts because of the way toxic fast fashion trends
impose themselves on the bodies of women and
how they strain these bodies to fit into.












Wilma MUTIZE

Wilma is an up-and-coming visual artist interested
in exploring the world of Anthropocene, looking at
human influence on the environment.‘l have grown
up on different soils in the Southern part of Africa
experiencing different cultures! She likes the colour
purple and as well the book ‘The Colour Purple’and
she would like to become a curator in the long run,
as well as, an Art Director among many other things.
Wilma’s motto in life is “you will rest when you die’,
so work until you cannot work anymore.

The drawings’ contexts are inspired by the idea of
capturing human impact on the environment. The
use of dark tones and colour creates depth and con-
trast. The use of various textures is almost identical
to the textures found in nature. These drawings take
on the role of activism in the preservation of

the natural world.

The paintings are taken from a memory context.
Based on first-hand experience with negative human
impact on the environment. Within these works, di-
rect references to existing places become the driving
force of activism. To preserve nature, one must be in
tune with nature, inviting others to take action in or-
der to recognize our co-existing natural counterpart
on which we rely.




Trevlin OLCKERS

Broken Kids Become Beautiful Things

My work focuses on the effects of domestic violence
on children. It speaks to the ‘brokenness’ of the home
and the ultimate brokenness of the child that has
lived in a household where toxic masculinity and
patriarchy rule viciously. Through my work, | try to
find different ways of putting children (myself) back
together again using cut up limbs of children and also
tell short stories through childlike drawings. | consider
these ‘children’a physical representation of the mental
disturbance that occurs in the minds of children who
experience childhoods like these. These children are
growing differently, uncomfortably and painfully.

And this is what | try to communicate in my work.

The installation “Broken Kids Become Beautiful
Things”, is set in a preschool. | decided on this because
preschool is a place where children learn the very
basics of language, thinking, how to socialise, make
friends; It sets a foundation for upcoming education.
The idea being juxtaposed to how children learn the
very basics of life, at home. A child not only learns
when they are told to (like at school), but they also
take in information at home. Scary information.

Such as the constant threats, shouting, arguing, fight-
ing, beating up and screams in the middle of the
night. In a place where one should feel safe, but even-
tually begins to feel afraid for their life. To such a point
where school starts to feel like home and vice versa.



Liam THOMAS

My body of work centers on the production and recon-
struction of my identity. Legs stand as a repeated motif
through my drawings and sculptures. Legs are used

to personify and suggest the presence of a being. This
being may be associated with myself, however the legs
are meant to hint at the relationship between a body
and the space it inhabits. This may be directed towards
the shadow which may essentially be rooted at ones
feet. The shadow is re-imagined as a new way of per-
ceiving ones position and the comfort that comes with
the claim to such a position in space. One may even
take a Jungian approach to understand the shadow as
a representation of a‘collective unconscious. Therefore
the shadow tends to exist outside our own bodies yet
may still be seen as an extension of the self. As a South
African white male born after the end of Apartheid, I've
found it difficult to locate a reliable sense of comfort to
situate myself within. This is aimed at the way | may be
understood or identified by myself and by others. One
may essentially understand this as a form discomfort
felt within my identified space. Therefore the need to
question and understand how on my surrounds may
have an effect on my identity becomes necessary. The
use of industrial structures, spaces and machinery in-
troduces a sense of environmental pollution. One does
not necessarily need to understand this as a reference
to environmental pollution alone, but rather as a form
that may exist within the minds of those who are vic-
tims to such structures in society.



Tshegofatso TLATSI

My work explories the uncertainty of existing.
How moments of confusion and chaos have
helped build my character or rather build this
character.

| believe that monsters are created and not sim-
ply born as monsters. The frustration that comes
from not knowing. This unspoken conflict | feel
within myself.

| say unspoken because it feels like one of those
things you're too afraid to talk about. | manifest
my emotions into these monsters that are able to
express what | cannot.

| have always been fascinated by the relationship
between things; how one needs the other to
exist. How light cannot exist without the dark.

Peace cannot exist or be understood without
experiencing chaos and discomfort. Theses have
been two themes in my life that | can honestly
say that | completely understand.



About a month ago, | was taking close-up images of
my dark, non-representational landscapes that | had
been working on, which were largely unresolved and
conceptually uncertain. Whilst exploring the possibili-
ties of the small fragments of my drawings, | realised
that the textures within these mini landscapes were
far richer than | could achieve with my pen, charcoal,
or ink in terms of finding a fresh approach to depict-
ing these gentle moments of revelation in the uncul-
tivated spaces. | was discovering endless landscapes
within landscapes. And as | worked through this new
approach to drawing, | rediscovered my campfire,
with placid smoke rising to the top of the composi-
tion, and a mass of black ink that signifies burning
wood at the bottom of the smoke. The ground is
textured and gritty, like the harsh wilderness of the
Karoo or the semi-arid portion of the Eastern Cape
. towards the coast, where | sat and worshiped the

M’Chael WICKERS Lord beneath his clear night skies in Baviaanskloof.
The depth that occurs in the lighter areas from the
ink that seeps into the paper reminded me of these
moments. It is as though | had drawn this image from
the exact imprint of my memory, despite my absolute
lack of control in the process. Perhaps the gestures of
my identity with ink and brush always reflect personal
memories in the landscape, which form such an im-
portant aspect of my being, and situate themselves in
the microcosm of my work, waiting to be discovered
and explored.






