


“Ar t is  a reflection of the t imes in which it  is  created. . .”
Christ ine Finkelstein



In June Lizamore & Associates presents The spiritual in the material - a sculptural 
group exhibition curated by Les Cohn, Visual Arts Project & Management 
Consultant, Art Source South Africa. This exhibition challenges sculptors to push 
their boundaries in concept and use of material. Participating artists explore 
materiality and embedded meaning, transcendence, spirituality and essence. 

Cohn takes her queue from Christine Finkelstein’s statement in Studying 
Contemporary Sculpture: “art is a reflection of the times in which it is created”. In 
accordance, Cohn says: “the traditional notion of a sculptural object, placed on a 
plinth to be reverently gazed at within the hushed and subtly lit exhibition room, 
no longer presents a constraint for the sculptor today when conceptualizing a 
sculptural piece.” 

“Sculpture now is defined by the use of a diversity of materials” explains Cohn. 
Sculptors, in conceptualising their creations, can employ virtually any conceivable 
material to create the work. They may utilize the traditional materials of bronze, 
marble, ceramic, clay, wood or stone or they can innovatively incorporate any and 
many found objects of whatever nature. In considering an overview of sculptural 
work over recent times it becomes apparent that a diversity of materials is 
employed by artists today to create their works.  Perspex, plastic, wax, glass, ice, 
metals and fabric, found objects, pollen (as in German sculptor Wolfgang Laib’s 
spiritual works) to name some, or any combination of the above can and have 
been used. New technologies that have emerged in the last century such as 
neon lights, solar power, film, digital and video may even be incorporated. Some 
sculptures have included computer monitors with digital images as elements 
and integral components of the work.

The material selected by a contemporary artist and the various extraneous 
elements incorporated in a work convey and extend its meaning, as meaning 
can be embedded in the material itself. The material can spiritualise an artwork 
i.e. give a spiritual meaning to or imbue a work with spirituality. The content 
of the work is enhanced by these embedded materials and /or found objects 
which enliven it.



Participating artists include Ann-Marie Tully, Avitha Sooful, Barbara 
Wildenboer, Bernice Stott, Carol Hamman, Chonat Getz, George Holloway, 
Gordon Froud, Guy du Toit, Jacki McInnes, Jan van de Merwe, Johan 
Moolman, Monica van den Berg, Nicolene Swanepoel, Noko Mello, Sarel 
Petrus, Setlamorago Mashilo, Jessie Doucha, Noko Mello and Wilma Cruise



W I L M A  C R U I S E

PUPPIES

The bow is a frequent behaviour in dog games and usually signals an iinvitation to 
come play! This behaviour I captured in my 2014 work Pup Zara (2013 – 2014) and 
The Caucus – Puppy (2011- 2012) . The Caucus – Puppy is based on John Tenniel’s 
original illustration in Alice’s Adventures in Wonderland. (In the book the puppy’s 
playful stance is an exhortation to Alice to join in a game of catch. But Alice has shrunk 
to a fraction of her normal size. She is terrified of the giant, rambunctious puppy and 
hides under a thistle bush. In spite of her terror Alice recognizes that the puppy is only 
doing what puppies are meant to do.) In the installation the puppy invites the other 
pup, Zara, to play by assuming the position of a mock bow. Bemused, Zara watches 
his antics. It is just an instant before she leaps in to join the game – a moment that 

any observers of dog play will recognise. 

Two key principles arise out of the installation of the two sculptures in close proximity. 
Firstly that communication occurs between two subjects. This is so self evident as to 
be all but invisible. It leapt into startling view when the two animals were placed close 
to each other. The space between them was bridged and they entered into a playful, 
communicative relationship. Secondly, the key to understanding communication 
between humans and other animals is grounded primarily in body and behaviour 
and not dependent on spoken language. As a concomitant to the other concepts, 
the embodied semiotics of the two dogs playing is not only understood by the dogs 

themselves but is also readable by other species such as humans.



Wilma Cruise         

Pup Zara
Bronze
75 x 63 x 48 cm, Edition 3 of 10

R 98 800.00    



Wilma Cruise         

The Caucus - Puppy
Bronze
45 x 84 x 33 cm, Edition 5 of 10

R 66 500.00  



J E S S I E  D O U C H A

THE G_ _D COMPLEX

Good. Gold. GOD. Gird. Gild.

This body of work challenges the complexities and subtleties of spiritual enlightenment, 
power, morality and the humanistic attainment of success. With reference to the Sistine 
chapels religious iconography of Adam touching the hand of God, the metaphorical 
severed kabalistic tree of life and the serpent archetype, I am questioning dogmatic 

belief systems of religious ‘truths’.

The alchemical process of bronze casting, the melting of wax, morphing natural 
and man made materials together becomes a metaphor for our human existence 
being part of a universal system of interconnectedness. This work explores ideas of 
returning to the ‘source’ of creation, the primordial soup of material manifestation in 

order make sense of my own internal and external experiences.

The use of gold symbolizes affluence, prestige and prosperity. It is associated with a 
masculine energy, which translates as patriarchal construct of wealth and success. The 
golden hand and the snake creatures are alluring and seductive in their ornateness, yet 
upon further investigation they are potentially threatening, hazardous and disturbing.





Jessie Doucha

G__D complex
2014, Bronze, copper leaf and 

found object
32 x 12 cm

R 9 500.00     



G U Y  D U  T O I T

BASE A - C

Here I have taken note of the brief and the fact that sculpture now is not what it was. I 
have used bronze, one of the traditional sculptural mediums, cast two plinths, they stand 
without sculptures. They are also not for sale, this juxtaposition comments equally on the 

commercial white cube, hushed and subtly lit and the sculpture not on its base.  
 

From the monumental to the anecdotal, sculpture is the way it is defined at 
any particular moment. 

- Christine Finkelstein in Studying Contemporary Sculpture

Of course these two posts relate to each other, expedite space, are tactile and material 
by their very nature. The process of sculpting involves contemplation, but it is you the 
viewer that imbues or experiences the spiritual, that sees the Twin Towers, the power 
struggle, the Alfa and Omega, the number 11, architecture, two empty sculpture bases 

or simply the sculptural – 

“spiritual reality embedded in materiality”. 
- Klaus Ottman in Spiritual Materiality: 

Contemporary Sculpture and 
the Responsibility of Forms



Guy Du Toit         

Base C
2015, Paternated Bronze
10.4 x 20 x 22 cm

R 76 000.00  



G O R D O N  F R O U D

COULD LEAD YOU TO PRAYER

This work references the long trips made by commuters on taxis as a place of 
contemplation and perhaps spirituality. These trips (often early morning or late evening) 
take time to complete a route and thus can be capitalised on as “available time” with 
little to do and some commuters use the time to read their bibles, meditate or even 
pray. Of course the title “ Could lead you to prayer” is a tongue in cheek comment on 
the reckless driving habits of drivers that might lead commuters to constantly pray for 

their safety or at least to cry out statements like “oh my God!”



Gordon Froud  
       

Could lead you to prayer
2015, Laser engraving on Bibles in 

11 official languages
18,5 x 39 cm, Edition 1 of 5

R 9 500.00 set
R 1 520.00 each  







C H O N AT  G E T Z

My artwork is largely informed by the scientific and technological investigations 
of humankind, by journeys of discovery and by the passage of history.

My ideas often start with some historical event, some engineering feat, some 
scientific concept or some inspirational discovery (from the pyramids of Egypt 
to the Suez canal, from Eratosthenes measurement of the distance of the 
earth from the sun by observing a well in Aswan and a shadow cast by a pole 
in Alexandria to Foucault’s demonstration that the earth turns on its axis by 
using the properties of a freely swinging pendulum, from fractal geometry to 

black holes) and then evolve from there.

My final composition often includes people, horses, boats, mathematical 
writing and landscape – for it is from a curiosity about the natural world that 

many discoveries were made.

I find it fulfilling to use technology to produce my artwork – kilns to shape the 
glass with, a printing press to produce etchings with, and numerous cutting, 
drilling, sanding, soldering and welding machines. This is probably because I 

am so interested in science and technology.

My prints are mainly black and white, but I occasionally use color to denote 
various emotions.

My glasswork is generally more colorful and more playful – although I do often 
use colorless glass.

My aim is to convey a sense of architectural structure, movement, intellectual 
aspiration, historicity and spirituality in my artwork.



Chonat Getz      
   

Platonic Solid
2014, Cast spectrum glass

Approx. 10 x 10 cm 

R 3 990.00 (each)



Chonat Getz         

Eppur Si Muovo
2014, Cast spectrum glass, hydrocut and etched 

brass figures, granite, metal
40 x 25 cm

R 13 110.00      







Chonat Getz         

Planet Mercury
2014, Cast spectrum glass, hydrocut and laser etched 

stainless steel, mild steel
40 x 37 cm

R 6 840.00     
 



Chonat Getz         

Planet Saturn
2014, Cast spectrum glass, 
hydrocut and laser etched 

stainless steel, mild steel, 
40 x 17 cm

R 13 110.00





C A R O L  H A M M A N

M Y  3  P I G S :  G L U T T O N Y,  S T U P I D I T Y  A N D  L A C K 
O F  F O R E S I G H T !

This is an exploration of the ‘pigs’ in my life.  These passions are metaphysical, yet 
tend to dance into the realities of one’s life with gay abandon.  In Greek dancing, 

the leader holds the handkerchief, the blind leading the blind.



Carol Hamman
         

My 3 pigs: gluttony, stupidity and lack of foresight!
2014, Bronze
70 x 55 cm

R 76 000.00 



C A R O L  H A M M A N

A L L  I N  VA I N

Every major city has a mounted sculpture heralding the conquering of something 
and claiming how great that culture has been. We have dreams of grandeur but 

in reality, how far do we get by waging war?
How much is achieved?
Can a war truly be won?

What are the spiritual ramifications of immense loss?



Carol Hamman         

All in vain
2014, Bronze

74 x 60 cm, Edition 1 of 10

R 85 500.00 





C A R O L  H A M M A N

C R O W N  O F  T H O R N S 

The negative in this world is often such a small proportion of our existence, so 
very beautiful to behold, yet so incredibly destructive on every sphere of our 

existence.   



Carol Hamman         

Crown of Thorns
2014, Bronze, sterling silver, perspex

75 x 50 cm, Edition 1 of 10

R 71 250.00  







G E O R G E  H O L L O WAY

E N T E R / E X I T

This work is an installation that consists of a base of three works. These are done 
in my conventional commercial style of short roundbar pieces welded over a 
framework. These will ‘surround’/be posted around the major work that will be 

done in cold wrought flatbar.

The three works forming the base make reference to the Trinity that I grew up 
with. There is the aspect of the access to the next life being guarded controlled 

by these spiritual beings. 

This is countered with the fallable humanity, weakness of old age & extreme 
violence that ushers us into the other world. The title piece is made of found 
metal, hammered by hand without the assistance of heat. The metal bears the 
hammer marks, the previous layers of paint and burned welding marks as record 

of the life lived.



George Holloway         

Enter/Exit
2015, Found metal
Variable dimensions

R 48 070.00  set
R 10 500.00 each figure
R 16 720.00 abstract figure







S E T L A M O R A G O  M A S H I L O

B O D U L U  I I

The sculptural object is as ‘unstable’ as the often open-ended meanings/
interpretations it creates. To define a sculpture in a post-modern sense is seemingly 
a problematic endeavour in itself. The most pertinent feature of post-modernism 
has to be its ability to allow the re-negotiation-thus-re-articulation of identities. 
Visual identities are certainly not immune to this. The sculptural object has, too, 
undergone various mutations in artistic practice. These range from physical, 
digital, virtual etc.- wherein artists employ various materials such as wood, rust, 

polystyrene and bronze( to name but a few). 

Mine is a sort of meta-critique wherein my query suggests; consider less what 
the sculptural object is (in a post-modern sense), rather contemplate where it 
is going. In this vein I put forth the [im]materiality of the understanding(s) of 
sculptural object.  Its “dwelling” therefore resides in a deconstructive space that 
is supposedly free, unprotected, and laden with floating signifiers and seemingly 

context-free interpretations. The sculptural object shall remain in flux!



Setlamorago Mashilo         

Bodulo II
2015, Bronze and steel

44 x 80 cm

R 17 000.00 





N O K O  M E L L O

SPIRITS OF ANCESTORS II

The work is titled Spirits of Ancestors II and it consists of various objects that are 
used by designated diviners in connection with the ancestors. The work depicts an 
ongoing tradition of offerings and sacrifices to the ancestors so that an individual 
can secure a good life. As a result my work draws attention to objects used in 
connection with the ancestors. In  Africa, ancestor worship is  very  popular,  
as  individuals  get  a  taste  of  spiritualism  by visiting a diviner to consult 
their ancestors. Ancestors play a very important role in the lives of their living 
descendants; I am aware that to follow the calling to be a diviner is a sacrifice. Sadly 
sacrifices are  made  upon rituals to  keep the ancestors  happy. It is  comforting 
to  be acquainted with African beliefs that have not been abandoned completely, 
because when all is said and done, most of them are sacred, they are powerful, 
significant and bring solace.  In the  modern  era  it is  particularly  important to  
be  mindful  of one’s  cultural heritage and consider traditional values and their 

significance



Noko Mello  
       

Spirits of Ancestors II
2014, Resin and glass

115 x 22 cm

R 12 000.00 





J A C K I  M C I N N E S

H O W  L O N G  I S  A  P I E C E  O F  S T R I N G ?

…There having come, I know not by what way,
Did with him speak and solemnly announce

A country rich in emeralds and gold.”
- Quest of El Dorado by Juan de Castellanos, 

written in the mid-16th century)

This small series of works makes use of the two materials that have become central 
to my practice – lead and the soot of burnt tyres. In a work entitled How long is 
a piece of string? (Going South) lengths of lead tape measure out the over-land 
distances from far-flung African cities to the perceived El Dorado of Johannesburg. 
While the counterpart, How long is a piece of string? (Flight Path) uses the same 
lead tape to trace out the contours of the African continent; commenting on the 
movement of a largely white and affluent group of South Africans away from the 

country of their birth to their perception of safer lives in the ‘West’. 

In keeping with the idea of migratory movement, I have created drawings using 
a technique that is both individualistic and metaphorical: I burn car tyres and use 
the soot, together with oils and turpentine, to build up images of roads leading 
into mountainous landscapes. The drawing technique is circular in that tyre soot 
is used to express images of unpeopled landscapes – in turn scored with tyre 
tracks – speaking to the after-traces of those who have travelled through them. 



Jacki McInnes         
How Long is a Piece of String? (Going South)
2014, Lead tape, canvas, perspex
90 x 100 cm

R 18 050.00    



Jacki McInnes         

How Long is a Piece of String? (Flight Path)
2014, Lead tape, canvas, perspex

80 x 80 cm

R 17 100.00  



Jacki McInnes     
    

The Disastrous Consequences of Human Frailty 
(Glove I & II)

Beaten lead sheet
30 x 17 x 6 cm

R 4 750.00  each



J O H A N  M O O L M A N

TRANSIENT

The body of work proposed for the exhibition deals with and refers to the 
transitory and impermanent nature of the relationship between “man” and his/
her environment. Spirit is symbolised by the human head in profile and is created 
with materials symbolising the ephemeral nature of human existence. The work 
eludes to the illusiveness of time and the path leading from primordial beginning 

to present impermanent existence.



Johan Moolman         

Transient 2 - 3 
2015, Digital Photograph. Archival print on 

Hahnemuhle paper
100 x 80 cm

R 19 000.00 each



Johan Moolman         

Transient 4 
2015, Digital Photograph. Archival print on 

Hahnemuhle paper
100 x 80 cm

R 19 000.00 each



Johan Moolman
         

Transient 6 - Between Time & Memory
2014, Engraved stone, natural ochre, mild steel

82 x 43 x 33 cm

R 34 200.00  



Johan Moolman         

Transient 5 - Konka man
2014, Treated mild steel
65 x 44 x 23 cm

R 28 500.00       



S A R E L  P E T R U S

G E O G R A P H I C A L  T I M E

This work is the next instalment in the Embodiment series.  It is a maquette for 
a life-size bed.  The places where we sleep and dream, sickbeds, deathbeds, 
relax and remember or go crazy.  Another attempt at capturing the thoughts 
while working by writing them down but, as in quantum physics, the very act of 
capturing the meaning of the word changes its place in the universe.  Constant 
stream of consciousness, some of it lost forever some caught in glimpses as it 

runs through your fingers.  

Self inflicted pleasure, guilt, sacrifice, meditation of my own existence becomes 
apparent through art making.  Steel letter punches are used to write in wood and 
a mould made of it raising the writing 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 recalling externally.  Finding visual language to portray 
difficult to explain personal thoughts and experience, everything 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, 
while my mind runs free.  The elusiveness of meaning, each little scar portraying 
its symbol , all of them meaning something else together and still the meaning is 
undisclosed.  Each indent with its own small message of hope, almost impossible 
to read as a coherent message.  Isn’t the instant gratification of senses what leaves 

us without imagination and discredits the imperfection of the human hand? 



Sarel Petrus 
        
Geological Time
2014, Bronze and wood
60 x 120 x 80 cm

R 57 000.00 



S A R E L  P E T R U S

R I V E R B E D  I N S TA L L AT I O N

Like Geological time 3 this work derives from my thoughts around making life 
size beds as artworks, although only Embodiment ended up being a life size bed.  
Working, like thoughts, is an endless river, and you can sit on the banks staring 
at the water going by and by.  This work was conceived in the sand room of a 
bronze foundry where I spent hours reinforcing moulds and dipping moulds in 
liquid clay to add another layer of sand.  Each wax object dipped between 5 
and 7 times to make a mould thick enough for casting bronze in it.  This labour 
intensive and time consuming process frees my mind to have journeys into the 
ideational.  In my mind the artwork derives wholly from my personal aesthetics.  
The texture, moving glacially, towards the final destination.  My thoughts, or the 
value of having thoughts, made concrete in an artwork.  No one can remember 
all their thoughts, I can’t recall all my thoughts.  Every day and the next.  The 
interruption of mountains, mere ripples in the day of time.  Can we define the 
space we inhabit?    How does memory inhibit action?  Are we only islands in a river 
of time and thought?  Lying, dreaming, sleeping, in this world I find appreciation 

in disillusionment.  

What gives meaning to our lives?  How many love songs can you sing?  Why, where 
and when is happiness?  Which feelings are real and which are just thoughts, 
which are constructs in my mind, a dream to aim for, or a hiding place from 
embarrassment?  Why do I sometimes feel like all hope is lost, like I am waiting 
for something to happen?  Waiting, waiting...  My work venerates life, but not 
more so than death. My work associates life closely with death, its unknowable, 

inevitable shadow. 



We add meaning to found objects, cast in bronze they are elevated to new level 
of importance, but they stand for themselves with no metaphoric intervention, 
allowing viewers personal associations, thus opening the way for conceptual 

complexity far beyond the reach of my individual imagination. 
 

I can fathom an objective but have no idea of how to get there.  I doubt if the 
objective, peacefulness of mind, will arrive or remain.  I can complain about 
everyday economics, politics and world views, but why do I then spend my time, 

unexpectedly, making these objects?  

Thoughts, thoughts, thoughts…  While you slowly change the raked lines from 
straight to wavy and the world disappears.  



Sarel Petrus   
      

Riverbed (installation) small bronzes
2014

Included in installations and sold separately
(Contact gallery for pricing)



Sarel Petrus   
      

Riverbed (installation)
2014, Bronze, wood and sand

66 x 244 x 123

R 133 000.00 



A V I  S O O F U L

T H E  O L D ,  N E W  A N D  U N K N O W N

The artwork is made up of 3 individual pieces, together reading as a single 
artwork. The idea of being indigenous and notions of invasiveness in current 
South African society infiltrates my conceptual thinking in translating spirituality 
and materiality. This also affects my choice in material, using jacaranda wood and 
metal to translate my idea. The jacaranda tree is considered invasive as it replaces 
indigenous tree species and the use of metal reflects directly on our economy. The 
metal are heavy upward shapes which are painted as inverted shafts from which 
grow organic wooden shapes. The immediate impression is a very masculine 
image which enhances the brutal yet complex nature of the situation in which 
we repeatedly find ourselves and our relationship to this conflict. The shape of 
the Old, is taken from the symbol representing the Shiva Lingam which reflects 
on procreation of the world in its phallic representation. The shape is inscribed 
with the initial works in the Bible which remain incomplete. The New represents a 
mapping of the land and ownership. Shaped inside this structure is a spiral form 
and the word Alien is inscribed as an echo. The Unknown remains an ambiguous 
form, undefined as to its true purpose and structure. In my understanding, the 
notion of being invasive is not new, the onslaught of religion brought on a mob 
mentality amongst citizens who behaved in brutal fashion towards the ‘other’ in 
the name of spirituality and in a similar process the mob mentality today reigns 

in the name of materiality. 



Avitha Sooful  
       

The Old, New and Unknown (triptych)
2015, Wood, metal and acrylic paint

74 x 187 x 11 cm

R 51 300.00 





B E R N I C E  S T O T T

L I Q U I D  L I G H T :  F O R M S  D R A W N  F R O M  WAT E R       
As a teenager, the sport of surfing introduced the artist to the wonders and mystery 
of the ocean. Her experience deeply impressed upon her the magnificence of 
water as the source and grave of all things in the universe. Plato described it 
as the first form of matter, “the liquid of the whole verification.” All waters are 
associated with birth and are symbolic of the Great Mother; the universal womb 
and the feminine principle. As prima material, water is refreshment, fertility and 

the fountain of life.

The waters are also equated with the continual flux of the manifest world; the ebb 
and flow of the tides, the circulatory movement of blood, the moisture/sap of life 

in plants and people as opposed to the dryness and static condition of death.

In the origin myths, in Africa and elsewhere, water is always present. In Greek 
philosophy, water was believed to be the original substance from which all things 
were made from. Jewish, Christian and Islamic origin myths agree it is the original 
substance. Water is a sacred element in Hinduism and in many other polytheistic 
religions. In Christian symbolism, water signifies regeneration; renewal; cleansing; 
sanctification and baptism. In many other cultures water is revered as the power 

of life and death.

Today, water has become a saleable commodity known as the “Blue Gold of the 
future” and is third in line to oil in its economic value. Our sixth great extinction of 
life on earth will arise through water shortage. The work in the exhibition alludes 
to a re-mythologizing of the mystique of water to counter a casual disregard for 
the scarcity of the earth’s water supplies. These works derive their inspiration from 
water’s unceasing ability to change shape and transform its self and ourselves. 
Water is the liquid counterpart of light and seems to be the element out of which 

everything can be born.





Bernice Stott         

Groundswell
2015, Concrete, steel, mosquito netting, branches

250 x 80 x 70 cm

R 15 010.00 



N I C O L E N E  S WA N E P O E L

L I T T L E  C R E AT U R E S      

Lumps of clay transmogrify into animals of various kinds. They are not made to comply with a planned design, 
but grow according to the whim of the clay and how it responds to the artist’s hands at that particular moment. 
Drier clay offers more resistance, moister clay is more slumpy, well mixed clay is more predictable, half mixed 
clay offers exciting possibilities, for instance, cracks. Weather and other environmental conditions also affect 

the process.

Each little figurine emerges into its own individual being. Most look different to anything we have yet 
encountered, neither animal nor human. A few may suggest (but do not represent) existing animals – some 
suggest more recognisable forms - equine, feline, bovine, homonine, not only the latter, but ALL uniquely 
sapient. Others are less recognisable, not a mix but a vague transition or between one and another species.

The artist uses the tip of her (supposedly uniquely and superiorly human) opposable thumbs to make simple 
graphic marks for eyes, mouths, ears. These marks remind of African masks and - figurines. 

The final form or animal is very much to be evaluated not only by its visual appearance but also its tactile feel 
– the way the shape / form sits in your hand, the way your hand / your fingers are lured to embrace the form, 

even to lift and touch it with your lips, the artist wants to encourage you to sense it as much as possible.

While animals are often viewed in an anthropomorphic manner and many artists depict zoomorphic humans, 
Nicolene Swanepoel says: “my beings are neither of these – not an animal with human features nor a human 
with animal features, or a hybrid, but a “newly developed” animal, a hypothetic being which evolved according 
to circumstantial conditions. I attempt to heighten our awareness that all beings develop according to 

environmental pressures – all are unique and have their own set of well developed abilities”. 





Nicolene Swanepoel         

Sketched Limb animal
2014, Clay ceramics
21 x 53 cm

R 7 600.00  

Nicolene Swanepoel         

Dormant creature
2014, Clay ceramics
15 x 19 cm

R 7 600.00   



Nicolene Swanepoel         

Far gazing tube animal
2014, Clay ceramics
23 x 42 cm

R 7 550.00 

Nicolene Swanepoel         

Tube animal
2014, Clay ceramics
17 x 37 cm

R 10 450.00 



Nicolene Swanepoel         

Rocking creature
2014, Clay ceramics
16 x 23 cm

R 7 550.00 

Nicolene Swanepoel         

Sloth 2
2014, Clay ceramics
15 x 21 cm

R 6 650.00  



Nicolene Swanepoel         

Flip-flop creature
2014, Clay ceramics
27 x 27 cm

R 8 550.00 

Nicolene Swanepoel         

Marine tube animal
2014, Clay ceramics
20 x 31 cm

R 11 400.00      



Nicolene Swanepoel         

Connected Pair (diptych)
2014, Clay ceramics
22 x 31 cm

R 17 100.00  



Nicolene Swanepoel         

Greeting Pair (diptych)
2014, Clay ceramics

35  x 45 cm

R 17 100.00  



A N N - M A R I E  T U L LY

O R N A M E N TA L  A N I M A L  S TA C K S  ( S E R I E S )

In his 1977 essay, Why Look At Animals? John Berger proposed that: 

The 19th century, in western Europe and North America, saw the 
beginning of a process, today being completed by 20th-century 
corporate capitalism, by which every tradition which has previously 
mediated between man and nature was broken. Before this rupture, 
animals constituted the first circle of what surrounded man. Perhaps that 
already suggests too great a distance. They were with man at the centre 
of his world. Such centrality was of course economic and productive. 
Whatever the changes in productive means and social organization, 

men depended upon animals for food, work, transport, clothing.

He goes on to explore the surrogate construction of the real-animal-in-the-world 
in the anthropocene (enlightenment to postindustrial human) domain (zoos, 
animal toys, ornaments etc.).

The ‘ornamental animal stacks’ are assemblages of found animal ornaments, 
and other ceramic wares, designed with Berger’s indictment in mind. That said 
I have also always been fascinated with ornamental objects in particular animal 
ornaments, which I used to play with — break — and reassemble as a child. 
In some respects a return to childhood pursuits! I also realise (in keeping with 
Berger’s observation) that apart from the dog companions I grew up with, in the 
main, my exposure to animals as an urban child was through ornamental and 
anthropomorphised animal figures. 



Tongue-firmly-in-cheek, these awkward groupings of like animal figures (birds 
with birds, cats with cats etc.) subvert the anthropomorphic dimensions of the 
ornamental figures, drawing attention to their human construction, and the 
facade of non-human platitude and indifference that these figurines represent 
— concealing the wreckage upon wreckage that the non-human world is subject 
to. Each ornamental animal stack is accompanied by (and designed in relation to) 
titles that reference cultural mythologies, and animetaphor aphorisms: ‘herding 
cats’, ‘birds of a feather’, ‘of mice and men’ etc. These titles, which employ animal 
characteristics in commenting on human scenarios — like the animal figurines 
— have precious little to do with the animals they reference. It is this disconnect, 
this indifference that I am interested in exploring. 

The ornamental animal stacks are exhibited on ‘ball and claw’ tables, referencing 
the domestic domain that the objects hail from. The ball and claw tables are 
also anthropomorphised-domesticated objects. I also employ bell jars in the 
installation of the ornamental animal stacks, as a reference to Victorian ‘nature 
morte’ tableaux, and natural history dioramas and vitrines. The enlightenment 
discourse that this pseudo scientific decorative practice references is central to the 
placement of human experience at the centre of existence and the instrumental 
marginalisation of non-humans and the natural environment.





Ann-Marie Tully    
     
Bambi & Family Forever
2015, Ceramic Assemblage
10 x 10 x 5 cm

R 1 852.50       



Ann-Marie Tully   
      
Of mice and men
2015, Ceramic Assemblage
25 x 10 x 10 cm

R 2 660.00 



Ann-Marie Tully         

Herding Cats 
2015, Ceramic Assemblage

40 x 28 x 20 cm

R 2 660.00    



Ann-Marie Tully    
     
Top Dog II
2015, Ceramic Assemblage
23 x 10 x 10 cm

R 3800.00   



Ann-Marie Tully 
        
Swan Song 
2015, Ceramic Assemblage
10 x 8 x 4 cm

R 1 852.50 



Ann-Marie Tully   
      
Birds of a Feather
2015, Ceramic Assemblage
40 x 20 x 25 cm

R 3 520.00      



Ann-Marie Tully   
      
Top Dog I 
2015, Ceramic Assemblage
22 x 8 x 11 cm

R 2 470.00 



Ann-Marie Tully    
     
Underdog 
2015, Ceramic Assemblage
52 x 24 x 12 cm

R 3 040.00      



M O N I C A  VA N  D E R  B E R G

L A C U N A  S E R I E S

Central to my work is humanity, and most notably, the human head, the centre 
of thought, reason, and creativity.  My sculptures reflect an intense relationship 
between myself and the clay with which I am working.  I am a full time sculptor 

with my own studio.  

The inspiration of this bronze sculptures as a series was built on the idea of creating 
a form or sculpture around the lacuna or open space.  My observation comes 
from sea-washed pebbles and shells where holes were created by movements of 
water, sea and sand.  The lacuna will lead light through which it will draw the eye 
of the viewer to another part of the sculpture.  The unfilled space will vary in form 
from different angles.  With this series my intention is to inspire the viewer to take 

notice of different forms and shapes created by nature.



Monica van den Berg         

Lacuna 1
2014, Bronze
116 x 46 cm

R 85 500.00    



Monica van den Berg         

Lacuna 5
2014, Bronze
37 x 30 cm

R 24 320.00  



Monica van den Berg         
Lacuna 2

2014, Bronze
68 x 40 cm

R 64 600.00       



Monica van den Berg         
Lacuna 3

2014, Bronze
48 x 40 cm

R 57 000.00  



J A N  VA N  D E R  M E R W E

T H E  R E D  C U S H I O N

My works incorporate found objects, images and junk materials that have been 
discarded. I use rusted metals and tins that are forged together with inherited 
objects that evoke memories and serve as a starting point.Tin cans are ordinarily 
utilised for preservation and in the works they become metaphors for waste, loss 
and consumerism – an attempt to preserve transcience. At present I work with 
artefacts of our time and try to transform them into archaeological relic, srevealing 

human pathos and weakness.

The installation The Red Cushion consists of a TV monitor on a stand and a chair 
with a jacket draped over the back, all made of rusted metal. On the chair seat is 

a red cushion, made from an old oil can and a TV remote control.

An attempt is made to shift technology and cyberspace to the realm of history. The 
screen of the monitor is frozen, it becomes quiet and poetical. In contemporary life 
to watch TV is a mundane but also universal every day ritual (almost likeworshipping 
an idol). What we experience is secondhand and the distinction between reality 
and fiction is blurred. The TV is almost regarded as holy, an ideal against which 
our lives are measured – the power of cyberspace. In this work the TV is stripped 
of its technology and its contents. The symbol of the TV monitor remains, like an 
historical relic – one can only meditate and reflect in front of the empty image of 

this “screen saviour”.



Jan van de Merwe         

The Red Cushion
2013, Found objects and rusted 
metal
182 x 132 x 60 cm

R 85 500.00 





B A R B A R A  W I L D E N B O E R

In the Timaeus Plato gives an account of how the universe was formed. It was 
especially the order and beauty he observed that made an impression on him. 
Plato focuses on the idea of a divine Craftsman/Demiurge who creates an ordered 
universe by creating a mathematical order from the pre-existenting chaos. 
Wildenboer references causal connection, chaos theory, fractal geometry and 

reflects on the question why is there ‘something rather than nothing’?



Barbara Wildenboer         

Mending Fences
2014, Photographic composite on Hahnemuhle 
paper with pins and thread
25.5 x 30 x 32.5 cm, Edition 2 of 5

R 57 000.00 set
Small: R 8 550.00 
Medium: R 9 120.00
Large R 9 690.00







Barbara Wildenboer         

Ex Nihilo
2015, Blown glass, enamel, electric motor, 
aluminium bucket, digital print on glass
Approx. 30 x 30 cm

R 28 500.00    




