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Over the past four decades the Ghanaian sculptor, El 
Anatsui created a vast body of work that has expand-
ed the language of contemporary sculpture in Africa 
and internationally. Anatsui’s large-scale installations 
read like intricate tapestries composed of thousands of 
crumpled pieces of metal sourced from local recycling 
stations and bound together with copper wire. 

His sculptures and process of creation can be spoken 
of in reference to human ingenuity – the way in which 
humans are able to bring complex thought processes 
and ideas into existence. Tse is simultaneously luminous 
and weighty, meticulously fabricated yet malleable, 
engaging with African histories as well as post-colonial 
conditions found in shared daily experiences on the 
continent.

The work was exhibited on Meyina (meaning ‘I am going’ 
in Ewe), curated by the late Bisi Silva of the Centre for 
Contemporary Art in Lagos, which was first exhibited at 
Goodman Gallery Johannesburg (2018) and then later 
at the Iziko South African National Gallery in Cape Town 
(2019), which presented an intimate portrait of the artist 
by bringing together disparate fragments that form a 
whole. Alongside seven large-scale sculptural installa-
tions, recently made out of recycled material

El Anatsui

Tse, 2016
Bottle caps
102.4 x 98.4 in. (260 x 250 cm)



Through beguiling sculptures, Yinka Shonibare CBE 
sparks a state of charged curiosity in considering narra-
tives of power and reinvention in relation to the rise and 
fall of western empires and the struggles for African In-
dependence. Embellished in Dutch wax Batik / ‘African’ 
textiles, Shonibare transforms the classical white marble 
bodies of historical symbols associated with the Roman 
and British Empires into colourful sculptures; placing 
the pattern directly onto the skin. In so doing, Shonibare 
clashes the ideological implications of the textile with 
classical sculpture.

“Can an historically dominant culture ever empathise 
with another culture? What happens then when former 
subjects of the British Empire become cultural hybrids 
themselves? To what culture do they show allegiance? 
Can the hybridisation of icons of power be the solution 
to breaking down binaries required by dictatorship and 
prejudice? ... Some might say the right colours, as the 
original classical sculptures would have been painted 
in bright colours”, Shonibare points out. “That is before 
Johann Winchelmann, the 19th century historian, creat-
ed his fallacy of the superiority of the white classical 
marble sculpture”.

As a result, more questions begin to surface: can the 
seemingly ruined be remade in the inclusive colours of 

the excluded? Can the power of collusion and hybridi-
sation create a third ideal which transcends prejudice? 
This exploration of hyphenated or ‘mongrelised’ selves 
prompts ways for expanding dialogues on cultural ‘ap-
propriation’, teasing out possibilities for re-imagining 
modern African identities that complicate essentialist 
constructs of race and nationality, as well as movement 
of the pattern-adorned body and its connotations of 
sexuality, masculinity, athleticism and the ideal body.

Yinka Shonibare Cbe

Clementia, 2018
Fibreglass sculpture, hand-painted with Batik pattern, 
and steel base plate or plinth
Figure: 56.5 x 31.9 x 20.9 in. (143.5 x 81 x 53 cm) 
Plinth: 27.6 x 35.4 x 27.6 in. (70 x 90 x 70 cm)

VIEW THE SCULPTURE IN ROTATION:
https://vimeo.com/487818834/5a07f35213



“I was drawn not to the events of the time but to the qui-
et and commonplace where nothing ‘happened’ and yet 
all was contained and imminent” – David Goldblatt, The 
Last Interview, Steidl, 2019

Renowned for a lifetime of photography exploring his 
home country, Goldblatt produced an unparalleled body 
of work within the city of Johannesburg, where he lived 
for 70 years. At age 17, Goldblatt would hitchhike from 
Randfontein, the small mining town where he was born, 
into Johannesburg. He walked around the city until the 
next morning, talking to night watchmen and following 
his intuition: “People would ask me what I was doing, and 
I would say, ‘I’m poeging. I’m walking around the city; I’m 
learning the city, and trying to take photographs.” This 
process became the foundation of his practice.

“Johannesburg”, he wrote, “is not an easy city to love. 
From its beginnings as a mining camp in 1886, whites 
did not want brown and black people living among or 
near them and over the years pushed them further and 
further from the city and its white suburbs. Like the city 
itself my thoughts and feelings about Joburg are frag-
mented. I can’t easily bring a vision or a coherent bundle 
of ideas to mind and say, ‘That’s Joburg for me.’ Over 
the years I have photographed a wide range of subjects, 
each was almost self-contained, a fragment of a whole 
that I’ve never quite grasped.”

As the novelist Nadine Gordimer put it, “Goldblatt’s im-
ages are never pieces of visual shorthand for a life; they 
are informed by the desire for knowledge and under-
standing, for the entire context of a life to be conveyed... 
Goldblatt doesn’t snatch at the world with a camera. He 
seeks to rid himself of preconceptions about what he 
sees before he explores it further with his favoured in-
strument, the photographic image”. This is the essence of 
Goldblatt’s images. His work had, and still has, the capac-
ity to fascinate, bear witness, and commit itself to reveal 
the vexed and complex terrain of South Africa, mining 
our historical scars, exposing our present anxieties and 
hinting towards our potential future (dis)affinities.

David Goldblatt

Portrait of the photographer and his client, 
Braamfontein, 1955
Silver gelatin print on fibre-based paper, diptych
(each): 10.5 x 15.9 in. (26.7 x 40.3 cm)
Edition 1 of 10



David Goldblatt photographed and documented South 
African society for over 70 years. Born in Randfontein 
in 1930 to parents who came to South Africa to escape 
the persecution of Lithuanian Jews in 1890, he was si-
multaneously part of privileged white society and a vic-
tim of religious persecution and alienation. Motivated 
by his contradictory position in South African society, 
Goldblatt began photographing this society, and in 1963 
decided to devote all of this time to photography. 

Goldblatt focused on critical explorations of South Af-
rican society. While he used photography as a means 
of accessing and exploring people and societies, David 
Goldblatt was acutely aware of the ethics of photog-
raphy, and used the camera as a way of capturing the 
complexities and intricacies of the specific conditions 
and situations that he photographs. His photographs 
are neither propaganda nor violently provocative, but 
rather become far more complex, meditative docu-
ments that are open to interpretation and that perme-
ate far more deeply, and for longer than the initial shock 
and violence associated with documentary and news 
photography. 

“One of the most damaging things that apartheid did to 
us,” Goldblatt wrote, “was that it denied us the experi-
ence of each other’s lives. Apartheid has succeeded all 
too well. It might have failed in its fundamental purpose 
of ruling the country for the next thousand years in that 
fashion, but it succeeded in dividing us very deeply and 
it will take a long time to overcome that.” This deep- 
rooted division is further exacerbated by a continuing 
social and urban fragmentation. 

“The effect of Mr. Goldblatt’s understated, anti-sensa-
tional photographs and the spare words that accompa-
ny them is cumulative. They build into an infectiously 
mournful beauty. Even in pictures that seem almost 
nondescript... Mr. Goldblatt’s compositions have a clas-
sical elegance and a reticence that speaks volumes.” — 
Sean O’Toole, South African art critic. 

David Goldblatt

Patience Poni visiting her parents, Ruth and Jackson 
Poni, 1510A Emdeni South, Soweto, 1972
Silver gelatin print on fibre-based paper
15.7 x 15.7 in. (39.9 x 39.9 cm)
AP Edition 2 of 3



David Goldblatt

She said to him ‘You be the driver and I’ll be the 
madam,’ then they picked up the fender and posed, 
Hillbrow. 1975, 1975
Silver gelatin print on fibre-based paper
15.7 x 15.6 in. (39.9 x 39.7 cm)
Edition 6 of 8



David Goldblatt

Young man at home, White City, Jabavu, Soweto, 1972
Silver gelatin print on fibre-based paper
15.7 x 15.2 in. (39.9 x 38.6 cm)
AP Edition 3 of 3

David Goldblatt

Ephraim Zulu watering his garden, 
179 Central Western Jabavu, Soweto, 1972
Silver gelatin print on fibre-based paper
15.7 x 15.7 in. (39.9 x 39.9 cm)
Edition 4 of 8



David Goldblatt

Wedding party, Orlando West, 1970
Silver gelatin print on fibre-based paper
14.2 x 14.1 in. (36.1 x 35.8 cm)
Edition 1 of 10s.



Exploring and championing a breadth of mediums, such 
as animation, sculpture, performance and drawing, Wil-
liam Kentridge’s complex creations are multifaceted in 
form, resonating with audiences through their unifying 
exploration of the very fabric of our existence. Revisit-
ing and reacting to philosophical, historical or political 
tropes, Kentridge conjures myriad themes in his poly-
morphic works which are experimental and conceptu-
ally rich.

Cursive is the third in a series of William Kentridge’s 
Lexicon bronzes, an accumulation of elemental sym-
bols within his broader practice. This series of bronze 
sculptures, functions as a form of visual dictionary. The 
sculptures are symbols, ‘glyphs’, a repertoire of every-
day objects or suggested words and icons, many of 
which have been used repeatedly across previous proj-
ects. The glyphs can be arranged in order to construct 
sculptural sentences, and rearranged to deny meaning. 

“The glyphs started as a collection of ink drawings and 
paper cut-outs, each on a single page from a dictionary. 
Previously I had taken a drawing or silhouette and given 
it just enough body to stand on its own feet - paper, add-
ed to cardboard, and put on a stand. With the glyphs I 
wanted a silhouette with the weight that the shape sug-
gested. A shape not just balancing in space, but filling 
space. Something to hold in your hand, with both shape 
and heft.” – William Kentridge, Why Should I Hesitate?: 
Sculpture, Norval Foundation and Koenig Books

William Kentridge

Cursive, 2020
Bronze, set of 40 individual sculptures
52.6 74.8 x 3.5 in. (133.5 x 190 x 9 cm)
Variable dimensions of sculptures
Edition of 9

VIDEO OF INSTALLATION: 
https://vimeo.com/466535735/89fbec359e



William Kentridge’s Drawing from Soft Dictionary (Earn-
ing its Keep) is a composition of drawings in charcoal on 
found pages used in the production of the artist’s 2016 
flipbook film Soft Dictionary. 

As a film, Soft Dictionary is one of his most recent series 
of “flip book films”, which are characterised by draw-
ings in ink and charcoal and text, which dance across 
the pages of found books. Brought to life once opened 
by the artist’s hand, the pages of these books turn by 
themselves, presenting fragmented anti-narratives of 
text and images. 

Soft Dictionary is a visual record of a series of thoughts 
emerging and disappearing – lists of drawings made 
and never made, historical figures, personal references. 
The film tries to document fragments of the non-sequi-
turs lodged in our heads, all of which are props in our 
efforts to understand the world: the very randomness 
of thoughts providing some of the richness of under-
standing. In its attempt to follow multiple streams of 
consciousness, it travels the boundary between inco-
herence, in the arbitrariness of images and references; 
and our constant need to make connections between 
images and references. 

William Kentridge

Drawing for Soft Dictionary (‘Earning Its Keep’), 2018
Charcoal on found paper
49.8 x 86.4 x 2.7 in. (126.5 x 219.5 x 6.8 cm)

VIEW THE VIDEO WORK: 
Hyperlink: https://vimeo.com/267945830 
Password: soft123



William Kentridge

Still Life 
(Drawing from a Natural History of the Studio), 2020
Charcoal and red pencil on paper
15.6 x 22.4 in. (39.5 x 57 cm)



William Kentridge proposes a way of seeing art and life 
as a continuous process of change rather than as a con-
trolled world of certainties. He constantly questions the 
impact of artistic practice in today’s world and has in-
vestigated how identities are shaped through shifting 
ideas of history, and place, looking at how we construct 
our histories and what we do with them. 

In Kentridge’s words, the studio “becomes a place 
where the world is invited in. There are images stuck up 
on the walls, thoughts coming in, conversations coming 
in, pieces read, images seen in art-historical books, films 
seen ... The studio becomes not just a diagram, but a 
physical demonstration of what it is that we do in our 
heads all the time, where we are both receiving infor-
mation and bringing to that which we receive, things 
we already know - images, thoughts, associations – and 
making sense of the world by combining these two dif-
ferent processes.” 

The studio provides the space for thinking and making, 
for images and text to collide, for the cross pollination of 
ideas and thoughts, and for one medium to inform anoth-
er medium. Peonies (Drawing from a Natural History of 
the Studio) is a continuation of Kentridge’s widely known 
drawings of flowers. The drawing was created recently 
and reworked during a period of national lockdown in 
South Africa. Flower-centric still life images function in 
Kentridge’s oeuvre like breathing space – a relatively be-
nign image that becomes the platform for experimenta-
tion with medium, substrate, connotative content, or sim-
ply a moment in which to rest. 

The traditional still life image of flowers in a vase rever-
berates throughout Western art history – from the Im-
pressionists to the present. Often Kentridge’s botani-
cal images recall the paintings of Edouard Manet, who 
turned often to flowers as subject matter. Manet dedi-
cated himself specifically to painting flowers in the mid-
1860s, when he created a series of still-life paintings de-
picting the peonies that had been cut from his garden 
at Gennevillers, and again returned to the subject matter 
exclusively in the  last six months of his life. 

William Kentridge

Peonies 
(Drawing from a Natural History of the Studio), 2020
Charcoal and red pencil on paper
15.6 x 22.4 in. (39.5 x 57 cm)



William Kentridge

Reclining Nude, Rembrandt Etching (Drawing from a 
Natural History of the Studio), 2020
Charcoal and red pencil on paper
15.6 x 22.4 in. (39.5 x 57 cm)



William Kentridge

Teacup 
(Drawing from a Natural History of the Studio), 2020
Charcoal and red pencil on paper
15.6 x 22.4 in. (39.5 x 57 cm)



Alfredo Jaar’s multidisciplinary artistic practice explores 
unequal power relations and sociopolitical divisions, as 
well as issues of migration and discrimination. Through 
his work, Jaar makes far-reaching connections in his 
works between the levels of ethics and aesthetics, and 
has become known as one of the most uncompromis-
ing, compelling, and innovative artists working today.

Serra Pelada is an opencast mine, a prodigious pit 
dug by human hands, the result of a massive influx of 
self-employed miners to a remote part of northeastern 
Brazil. The promise of gold lured more than 80 000 
garimpeiros from their homes and families, to a life of 
arduous labour in hazardous conditions. In 1985, Jaar 
travelled to Serra Pelada, and over the course of weeks, 
he documented these miners and their backbreaking 
work in the mammoth crater. It was on these bare, mud-
dy, terraced slopes that Jaar photographed and filmed 
what was to become ‘Gold in the Morning’. 

The resulting images are a stark portrayal of Promethe-
an repetition; the treacherous, daily descent of the men 
down the slippery walls and the clambering back up, lad-
en with sacks of sodden earth. Beyond the graphic rep-
resentation of their toils, the works reveal the humanity 
of the miners and their suffering. Jaar provides a portal 
into a hidden and unfamiliar place, dramatic in its scale 
and topography. In giving “visibility to those our world 
denies it to”, Jaar invites us to examine the social, cultural 
and political motivations for their labour. This illuminated 
installation counterbalances the great, faceless demand 

of the industrialised world with a profusion of faces: the 
faces of those, in the developing world, who supply. 

Jaar is known for his uncompromisingly frank documen-
tary imagery, as well as his public interventions. He de-
scribes himself as a project artist, preferring to spend 
extended periods in the field, rather than being seques-
tered in a studio. He explains, “I do not create my works 
in the studio. I wouldn’t know what to do. I do not stare 
at a blank page of paper and start inventing a world 
coming only from my imagination. Every work is a re-
sponse to a real-life event, a real life situation.” 

Alfredo Jaar

Gold in the Morning (D), 1985
Lightbox with colour transparency
48 x 72 x 5 in. (121.9 x 182.9 x 12.7 cm)
AP Edition 2 of 2



 Hank Willis Thomas

Sophiatown (white and black on black), 2018
Screenprint on retroreflective vinyl Source image 
DRUM Magazine / Bob Gosani. Copyright BAHA
31.4 x 24 in. (79.7 x 61 cm)

In his practice, Hank Willis Thomas frequently utilises 
photographs that document civil rights struggles as the 
foundation of his work – transforming the raw material 
of past social struggles, from the civil rights movement 
to anti-apartheid demonstrations, into his own prima-
ry sources for current cultural conflicts. As he explains, 
“I’m fascinated with how our history and our under-
standing of the world actually shifts, so I think of history 
as a moving target”. In so doing, he not only helps re-
frame the past as ever relevant, but also offers moments 
of contemporary agency and resistance.

With the retroreflectives, Thomas explores the act of 
making and viewing images, bringing to light the way in 
which they function in society. The works are made using 
a technique in which an image is printed on retroreflective 
vinyl so that it is only revealed through a flash of bright 
light – referencing a camera flash. Viewers are invited to 
photograph the retroreflective prints using a flash. The 
effect is a series of images that appear to change and 
invert depending on the viewer’s angle or view, creating 
an instability that brings attention to the important role 
that a viewer plays in the life cycle of an image. 

Recalling the silkscreen prints of Robert Rauschenberg 
and Andy Warhol, Thomas stresses the repetition of im-
ages in popular culture as a vehicle for creating value in 
society. The photographs Thomas has chosen to work 
with often document acts of protest against repressive 
regimes. In the series of retroreflective prints made for 
South Africa, Thomas focuses on apartheid era photo-
graphs. These images record South Africa’s violent and 
brutal past and although they are often difficult to view, 
Thomas’ works focus on the importance of remember-
ing the past in order to understand where we are now 
and where we might be going. 

He states: “For me it’s a way of finding, navigating our 
way throughout history, finding signposts, I like to say 
the past is present and the road to progress is always 
under construction. We need to be oriented towards 
where we are coming from and where we are going.” 

IMAGE SOURCE MATERIAL
DRUM magazine – An American gangster. Photograph 
by Bob Gosani. Copyright BAHA. 

After the Second World War in the late 1940s, there 
was a large increase in the number of gangs in Sophi-
atown. Part of the reason for this was that there were 
about 20,000 African teenagers in the city who were not 
at school nor did they have jobs. Township youths were 
unable to find jobs easily. Employers were reluctant to 
employ teenagers as they did not have any work experi-
ence, and many of them were not able to read or write. 
They also considered them to be undisciplined and weak. 

In Johannesburg in the 1950s, crime was a day- to-
day reality, and Sophiatown was the nucleus of all reef 
crimes. A black man could land in jail for lack of a pass; 
so to be called a criminal was no great insult. 

Gangsters were city-bred and spoke a mixture of Afri-
kaans and English, known as tsotsitaal. 

Initially, they relied more on their wits than on violence 
to manipulate the white system. As conditions in the 
townships worsened, they turned to robbery, muggings 
and other violent crimes. 

Tsotsis or gangsters were the small-time criminals. They 
often had “respectable” jobs during the day, but at night 
and on weekends they “supplemented” their income. A 
young tsotsi could easily earn as much as R10 a day, 
which was considered to be really big money. 

To some extent the tsotsis were the African aristocracy. 
They not only earned more money and led a more com-
fortable life, but they were in the first place often more 
lively and intelligent than their law-abiding brothers. (A. 
Sampson, Drum, 1956)
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In much of his artistic practice, Kudzanai Chiurai has 
been concerned with the cyclical contradictions of the 
so- called post-colony as a site of struggle, liberation, 
conflict, and patrimonial autocracy. His works often ad-
dress aspects of Pan- Africanism and the history of co-
lonial resistance in Africa that are often disregarded.

In an interplay between text and image, Chiurai employs 
a revisionist strategy to disrupt what he refers to as ‘co-
lonial futures’ – embedding alternative memories into 
history that remedy the omissions inherent to the colo-
nial project.

As a series, titled ‘Drawings and Paintings from the Radi-
cal Archive’, Chiurai’s new works pay homage to posters 
generated for the purpose of inciting public into politi-
cal action in what is now remembered as the turbulent 
1970s of Rhodesia-Zimbabwe.

By excavating these press-to-public posters and render-
ing them as paintings, the artist calls to attention the 
meditative processes required of both the painter and 
poster designer. The timelessness of the slogans and 
anthems appearing in the original posters is reiterated 
within Chiurai’s collage as a painful echo of their contin-
ued relevance in present day protest actions.

In so doing, the artist and works highlight the role of cul-
tural unity and division, biopolitics, and inter- sections 
of identity, in creating the intensely multi- faceted na-
ture of postcoloniality within Africa.

Kudzanai Chiurai

To Walk Barefoot, 2020
Oil on canvas
59.1 x 47.2 in. (150 x 120 cm)





Kudzanai Chiurai

Untitled VI 
(Marxism-Leninism-Mao Zedong thought), 2018
Mixed media on Saunders archival cotton rag paper
43.3 x 29.5 in. (110 x 75 cm)



Kudzanai Chiurai

Untitled V (Socialist Politics), 2018
Mixed media on Saunders archival cotton rag paper
43.3 x 29.5 in. (110 x 75 cm)



Misheck Masamvu uses painting and drawing as a way 
in which to investigate human existence and our rela-
tionship to the natural world. Central to his practice is 
abstraction, which the artist employs to explore “the lan-
guage and politics of space”. While abstraction forms an 
integral part of Masamvu’s practice he does not let go of 
figuration completely. Rather, his figures appear within 
the abstracted space he creates, attesting to his contin-
ued belief in the narrative potential of painting. For the 
artist, his paintings are understood as marks of existence, 
pointing not only to the realities of his lived experience 
but also to mental and psychological space, where each 
layer of paint, or brushstroke on the canvas proposes a 
search to resolve conflicted experiences or decisions.

“I use both figuration and abstraction in my work be-
cause I am looking for a new alternative space – one 
that is against the forced ideology of government and 
the breakdown of the pursuit of humanity. For this, the 
symbolism of the landscape and the figure in constant 
states of entangled metamorphosis are important. I am 
aware of the communion of the body, the soil and spirit 
and am interested in how transfiguration and memoirs 
of body and soul can evoke a real sense of vulnerabili-
ty”, says Masamvu.

With a technique that is immediate and direct, Masam-
vu’s works consist of layered painted surfaces, abstract-
ed forms and brushstrokes which are almost visceral 
and exist as remnants of the physical action of painting. 
In establishing a distinct abstract visual language, one 
gets the sense that multiple temporalities have been in-
cluded in one picture plane and that beneath the sur-
face of one painted image, an infinity of others exist. 
The outcome of which is a porous pictorial space, one 
that moves between representational clarity and rich, 
abstract abundance.

Misheck Masamvu

Warmth on Empty Bodies, 2019
Oil on canvas
78.7 x 70.5 in. (200 x 179 cm)



“When later knocking on their doors, they [Mikhael Sub-
otzky and Patrick Waterhouse] realised just how much 
fascinating information lay before them. The colour of 
the door itself, the messages displayed on it, the pres-
ence or absence of a gate, all told part of the living sto-
ry of the tower. They decided to systematically photo-
graph the entrance doors to all the apartments. Once 
inside, they also deemed it necessary to document the 
outer windows – those with a view of the city – a me-
ticulous task that took them several months and was 
rendered all the harder by the inaccessibility of many 
of the apartments. On noticing the thick curtains that 
obscured numerous windows so that television could be 
watched more easily, they also took it upon themselves 
to photograph the TV screens, which generally showed 
programs from all over Africa. They thus allowed for 
a view well beyond the apartment windows, and inci-
dentally revealed where the inhabitants were from. The 
three distinct series – of doors, windows and television 
screens – each a different kind of aperture – were then 
reorganised into grids corresponding as closely as pos-
sible to the location of each image in the tower itself. 
What better way to echo Ponte City’s brutalist architec-
ture than to apply the principle of typology, introduced 
into the art world by Bernd and Hilla Becher in the 1960s 
through their pictures of coalmine tipples, water towers 
and blast furnaces? Unlike the Bechers, however, Subot-
zky and Waterhouse displayed their typologies in large 
light-boxes that stood in the middle of the exhibition 
space like tall, slender buildings seen from the outside 
at night. 

Apart from these three main typologies shown in the 
first 2014 edition of the project, a fourth photographic 
inventory was drawn up, showing the interior windows 
of the tower with a view of its hollow centre. Unlike the 
windows opening onto the city, whose horizontal lay-
out reinforces the brutalism of the facade, those on the 
inside are set in a vertical grid pattern that recalls Bau-
haus modernism. Constituted after the other three, this 
fourth typology required a considerably greater num-
ber of shots. Enlarged details, giving the impression 
that the inhabitants of this residential Panopticon were 
under constant surveillance by the neighbours facing 
them, had already been published in the first edition 
of the book in the form of a booklet entitled Across 
the Chasm. Here, however, these photographs are pre-
sented for the first time in a comprehensive manner. If 
the first three grid-form typologies resemble buildings 
at night, this one looks more like a gigantic X-ray, and 
probably not by chance: modern architects, and in par-
ticular those who built the first glass buildings, were in-
fluenced by X-ray photography. Ask Subotzky and Wa-
terhouse about their special interest in doors, windows 
or TV screens and they readily answer that while at work 
on this project they heard about modernist architecture 
being mainly deciphered by studying its apertures.” 

– ‘From Ponte Tower’s Polyphony’ by Clément Chéroux 
in the forthcoming Ponte City Revisited: 54 Storeys to 
be published by Steidl. 

Mikhael Subotzky & Patrick Waterhouse

Looking Up the Core 2, Ponte City, 2010
Inkjet print 
49.9 x 59.1 in. (125.5 x 150 cm)
Edition 1 of 5



Mikhael Subotzky & Patrick Waterhouse

View of Ponte City from Yeoville Apartment, 
Ponte City, 2013
Inkjet print 
49.9 x 59.1 in. (125.5 x 150 cm)
Edition 1 of 5



Faith Ringgold was born in 1930 in Harlem, New York. 
She is a painter, sculptor, performance artist, quilt maker, 
teacher, activist and author. Ringgold grew up in Harlem 
during the Great Depression, her parents were descen-
dants of people displaced by The Great Migration. She 
grew up in a creative environment, her neighbourhood in 
Harlem was full of artistic and musical people; her moth-
er was a Fashion Designer working as Madam Posey. Her 
upbringing is still a formative inspiration for her work 
as she considers the people, music, racism, sexism and 
segregation that featured in her childhood. 

Storytelling is at the centre of Ringgold’s practise. After 
the death of her mother in 1981 she began to combine 
image and handwritten text in her painted “story quilts”. 
Ringgold’s use of craft techniques ignored the tradition-
al distinction between fine art and craft, simultaneously 
paying homage to the women who came before her who 
had diligently learned to quilt on slave plantations. These 
were often collaborative works, many women working 
on the same quilt as she in turn began this technique 
with her mother. Faith Ringgold’s first book, Tar Beach 
was published in 1991. It has won over 20 awards in-
cluding the Caldecott Honor and the Coretta Scott King 
award for the best-illustrated children’s book of 1991 and 

launched her career as an author. The book is based on 
the story quilt Tar Beach, from The Woman on a Bridge 
Series, 1988. The original painted story quilt, Tar Beach, 
now resides in the permanent collection of the Solomon 
R. Guggenheim Museum in New York City.

Faith Ringgold’s work continues to evolve as she takes in-
spiration from contemporary art and politics into her prac-
tice. Ringgold’s popularity and relevance has remained 
ever as important as sadly some of the themes and issues 
her work tackles still have a contemporary resonance.

Faith Ringgold

Tar Beach 2, 1990
Multicoloured screenprint on silk plain weave, printed 
cotton plain weave, black and green synthetic moire
66 x 67 in. (167.6 x 170.2 cm)
Edition 10 of 24
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Trained as an architect in Bogotá, Mateo López work 
engages with cartographies, journeys and construction 
processes while grappling with themes of chance, en-
counter and time. His practice incorporates a concep-
tual approach to drawings and sculpture, as a way of 
conceiving and inhabiting the world – presenting visual 
expressions of autobiographical and fictional narratives, 
anecdotes and experiences.

The collage works form part of López’s ongoing series, 
The waste of my time, in which Mateo López repurposes 
unused materials in his studio. The latest works in this 
series were made in the artist’s New York studio just be-
fore lockdown, using cardboard, acrylic paint and grom-
met. López draws inspiration from an anecdote on Josef 
Albers at Bauhaus Preliminary Class in 1923, which en-
capsulates his playful and paired down approach.

As told by López, “Albers entered the classroom with 
a bundle of newspaper under his arm. ‘Ladies and gen-
tleman’, he said, ‘we are poor and not rich. We cannot 

afford to waste materials or time. Every piece of work 
has a starting material, and therefore we must exam-
ine the nature of this material. I would like you to take 
these newspapers in hand and make something more 
out of them than what they are at present. If you can do 
so without any accessories, such as cutters, scissors or 
glue, all the better.”

Mateo López

The waste of my time (Set of Five), 2020
Recycled cardboard, acrylic paint and grommet 
Work: 86.6 x 78.7 (220 x 200 cm)
Individual: 28.7 x 25.6 in. (73 x 65 cm)



Sam Nhlengethwa was born in the mining community 
of Payneville Springs in 1955 and grew up in Ratanda 
location in Heidelberg, east of Johannesburg. He com-
pleted a two-year Fine Art Diploma at the Rorkes Drift 
Art Centre in the late 1970s. While he exhibited exten-
sively both locally and abroad during the 1980s and 
1990s Nhlengethwa’s travelling solo show South Africa, 
Yesterday, Today and Tomorrow in 1993 established him 
at the vanguard of critical consciousness in South Africa 
and he went on to win the Standard Bank Young Artist 
Award in 1994.

Over the course of his career, Nhlengethwa – dubbed 
“one of the country’s most celebrated living artists” - 
has developed a distinctive collage and painting prac-
tice that explores the everyday mechanisms of South 
African life. In so doing, the artist has established him-
self as an important voice within contemporary art from 
Africa and its diaspora.

Nhlengethwa’s ongoing Interiors series has become 
an important space for the artist to pay various trib-
utes, bringing cultural icons into conversation with his 
practice and each other. The painting-collage works 
references and are presented together as their own 
contained interior comprise an eclectic constellation 
of references and presented together as their own con-
tained interior space. 

The suite of painting-collages that make up this recent 
series, entitled Interiors continued were made under the 
unique circumstances of a nationwide lockdown, confin-

ing the artist to his home studio but with his family sur-
rounding him. Works such as The fireplace carry direct 
references to Nhlengethwa’s personal domestic space 
in this unique time. 

The artist is intrigued by people and their spaces, ”[t]
hroughout the years, all my pieces have dealt with the 
movement of people. I enjoy paying homage to people 
and places through my art”. However, in a time where 
we have all been forced to pause, there is something 
quite captivating within Nhlengethwa’s collaged interi-
ors – the idea of waiting and reflection. 

Within this conceptual framework, Nhlengethwa’s can-
vases capture multiple potentials as viewers gaze into 
somewhat liminal spaces where the action is yet to be 
revealed. It is as if we are invited inside his world, asked 
to stop and enter the void in an attempt to (re)think, (re)
work and (re)imagine the world and our place within it. 

Sam Nhlengethwa

The fireplace, 2020
Mixed media collage and oil paint on canvas
51.2 x 43.3 in. (130 x 110 cm)
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