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‘–scape’ is a combining form denoting an extensive view or scene. As
the title for this exhibition, its collective meaning encompasses the
curatorial objective of juxtaposing the interpretation, symbolism and
metaphorical aspects of the South African landscape by 20th Century
Modern Masters, such as Hugo Naudé and JH Pierneef, with the works
of contemporary artists. 

The exhibition title also allows the inclusion of the emotional, psycho-
logical and philosophical aspects of seeing and depicting the land, sea,
city or township, or any artistic vision of such places. The human desire
to experience the freedom of the natural, unspoiled –scape (land, sea or
beach) may very well be rooted in our efforts to ‘e-scape’ from contem-
porary security concerns characterised by our restricted existence
behind high walls and electrified fences, guarded by security cameras
and alarm systems. 

The way we see and experience any place is subjectively influenced by
our individual references in terms of culture and history, as well as our
physical and emotional relationship with such a place. The creation and
interpretation of any artwork that references the physical environment is
therefore highly subjective for both the artist and the viewer, as it is likely
to reflect their beliefs and personal history. 

The South African artist who has probably been most controversial
because of this phenomenon is JH Pierneef. The debate around the
artist’s true intent when painting his glorified interpretations of the
Southern African landscape is on-going; was it an idealistically and polit-
ically inspired effort  to advance an Afrikaner nationalism that had its

foundations in the land, or was it purely the vision of a nature lover in awe
of its magnificence? 

Pierneef’s individual style was greatly inspired and influenced by the
primitive rock art of the San people, as well as the decorative art of the
black peoples of Southern Africa. He advocated a greater affinity for the
works of these indigenous artists to his fellow European trained artists,
as he considered their approach to be definitive of the essential charac-
teristics of the African landscape. Pierneef’s stylistic preferences for
balance, simplicity of design and structured composition in his paintings
were undoubtedly influenced by these early artists of the sub-continent.
Like them, he wanted to capture the spirit of the land in his own unique
style – as they had so successfully done before him.

The notion that Pierneef’s landscape paintings, devoid of human activity,
as is the case with most landscape art, can be interpreted as evidence
of him denying the indigenous peoples their rightful place in their native
land, reeks of opportunism. The painting ‘Bosveld murasie’, included in
this exhibition, provides a significant counter argument to this notion, as
this work depicts the deserted ruins of a homestead which would have
housed a ‘settler’ farmer and his family. The atmosphere is quiet and
peaceful – devoted to the superior force of nature that is claiming back
what will never be owned by any man. Long before his death Pierneef
expressed a wish: Bury me under a camel thorn tree, with its straight
manly character guarding me, and its roots deep in the soil of Africa. In
this painting, the same camel thorn trees are guarding over their glorious
bushveld – free of any human ideology or politics – just as he wanted to
portray it.
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Hugo Naudé loved going on painting expeditions to experience more of
the excitement and drama that the Southern African landscape had to
offer. Apart from exploring the Cape’s coast and Boland mountains, he
travelled to the Victoria Falls, the Natal Drakensberg, the rugged Transkei
coast and the Knysna forests. Naudé regularly painted the flowering
spectacle of Namaqualand in spring, creating iconic paintings that
capture this unexpected abundance – one of these particularly fine
examples has been included in this exhibition. Although there is a
considerable time difference, and a distinctly modernist feel about the
paintings of Piet van Heerden, David Botha, Daan Vermeulen and Alice
Goldin, it is very obvious that they share the same inspiration and
passion as Naudé and JEA Volschenk. 

Adolph Jentsch’s paintings of the Namibian landscape add a very
special spiritual aspect to the genre. Olga Levinson writes that Jentsch
found that by discarding the load of book-learning and returning to a
simple country life he could bring himself into harmony with the universe
– thus obtaining insight into the divine spirit. Jentsch recognised the
holiness of nature and desired that spirit should triumph over the black
onrush of materialism.

Jentsch described his landscape painting as a form of art that offers the
opportunity to reveal experiences of the spirit intuitively. My painting is
pure intuition concerning the science of life. In the arts all the spiritually
vital experiences are gained intuitively. My experience of the landscape
is shown in the spiritual vision which I put into my painting. Intuition is the
spring of my painting arising from my inner self. It is an instant matter.

John Koenakeefe Mohl appealed to Gerard Sekoto not to leave the
country of his birth: South Africa or Africa needs artists badly, you see,
to paint our people, our life, our way of living, not speaking in the spirit
of apartheid or submission, but there are no artists here and there are
no black artists… 

Elza Miles comments: Mohl practised what he preached. His
landscapes, which have a strong sense of the historical significance of
place, are windows on South African life and scenery. 

Mohl studied painting in Düsseldorf, Germany for 5 years during the early
1930s and actively pursued his career as an artist on his return. Elza
Miles writes: He portrayed the land with its inhabitants busying
themselves in their daily tasks: crushing corn, ploughing, fighting veld
fires and in town going to work and returning by bicycle or on foot.

‘“The twilights of dawn” in Lesotho near Sunnypass’ (sic – should read
Sani Pass) and ‘Miners in the moonlight’ are excellent examples of
Mohl’s objective with his art – to honour his fellow South Africans by
recording the pride and determination reflected in their daily toil.

For all aspirant landscape artists the most daunting challenge is to find
their niche in this visual arena – everything seems to have been done;
every angle covered. It is therefore fascinating to investigate what
contemporary artists have been doing to find their unique voice utilising
fresh concepts and interpretations.
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A proponent of mid-20th century trends, Erik Laubscher has excelled as
a visual articulator of the Southern African landscape, distilling visual and
emotional experiences to their poetic essence. Arresting patterns in the
landscape are juxtaposed as abstracted forms in his paintings, capturing
the dramatic atmosphere and not the sentiment evoked by a pictur-
esque scene. Laubscher’s ‘Overberg No. 1’, painted in 1965, is a prime
example of contemporary painting of that time – utilising a ‘hard edge’
approach to capture the drama of the harsh summer tones of the
Overberg. In his ‘Namibian sky and desert’ painting, he demonstrates
his masterful talent in capturing the power and brutality of the rocks and
clouds defining this impressive ‘big sky’ landscape.

Complementing Laubscher’s works, the stylistic trends of Post-War
artists are well represented in this exhibition by the landscape paintings
of Herman van Nazareth, Sidney Goldblatt and Diederick During. Each
one of them speaks with their unique voice, capturing the energy of the
time in their efforts to progress towards a modern era.

Peter Clarke’s work was strongly influenced by the expressionistic style
of the modernist Mexican artists, characterised by its strong contrasting
colours and angular abstraction. Clarke’s descriptive style explores a
range of motifs in his paintings and graphics, often depicting life in poor,
urban Cape Town and its rural hinterland. It should be noted that Clarke
lived through the turbulent times resulting from the rise and fall of
Apartheid, and that this unavoidable influence on his psyche is reflected
in his art, and possibly also the context of this painting. The ‘Land of
thorns’ engraving and ‘Ghetto fence’ collages are prime examples of the
psychological impact this politicised environment can have. These works
comment on the barriers that were created in society, often reinforced by
the physicality of the fences around racially segregated townships like
Ocean View where his family was forcibly moved to.

The landscape paintings of Walter Meyer have often been used as
examples of a contemporary response and departure from what has
become a rather boring and even exhausted tradition of art making –
juxtaposing the old and the new in terms of interpretation and zeitgeist.
Liese van der Watt expresses her views on the contemporary relevance
of Meyer’s landscapes as follows: In contrast to early landscape painters

like Volschenk, Hugo Naudé, Pierneef and even more contemporary
ones, Meyer’s is a realism that is completely devoid of glamour or beauti-
fication and instead focuses on the ordinariness and banality of the
South African landscape and platteland. 

She concludes: Meyer’s art describes human displacement. His works
retreat from narrative – they carry no promise for a brighter future nor are
they nostalgic for a better past. Suspended in the ‘now’, his works
proclaim not ownership and authority, but transience and temporary
residence. 

Jacobus Kloppers’ journey to give expression to his interpretation of the
Southern African landscape has been evolving continuously; from the
aspects of man’s habitation and marks made on the land, to the
metaphors of the physical road and the signposts along the way, to the
road map, to the endless sky with nomadic clouds, and to the coastal
rock pools where water, sand and stones are shaken up to form sea-
foam salt lines. Kloppers’ paintings allow us to experience many things
during this journey over the psychological landscape – all in an attempt
to eventually help us discover nothing but ourselves.

Cobus van Bosch’s two groupings of small scale paintings of scenes
along the major routes to and from Cape Town, are representative of his
views on the landscape’s metaphorical possibilities: The landscape –
being continuously transformed by nature or human activity – has many
faces, and many stories to tell. As the arena of life, it is a collection of
numerable tracks, a document of past and present occurrences from
which we can often read what the future may hold. As we inhabit and
transform the landscape, the terrain and its elements also impact on us
– physically and emotionally. This interplay of forces has a major
influence on the identity and condition of both the landscape and the
people who inhabit it.

The harmonious and whimsical painting titled ‘Karoo – a lifeline’ echoes
Karin Daymond’s philosophical views on her approach to landscape
painting: I have always been interested in land. Since childhood I have
wanted to climb to the highest point to get a bird’s eye view of the lie of
the land. My paintings attempt to capture the spirit of a place, and so

raise our awareness of the South African landscape as a place of beauty
and strife. The possession of land is central to much of our identity, and
land is like a canvas on which people can make their mark.

Henk Serfontein’s goal is to challenge viewers of his work to stand still
and contemplate the uncomfortable truths of life. In his endeavour to
address both the transience and ambiguity of human life, Serfontein
expresses his motivation as follows: I am intrigued by the transcen-
dental, that silent and mysterious moment when actual place becomes
psychological space.

The dark, highly contrasted night-time scenes depicted in Serfontein’s
paintings are laden with emotion but stripped of sentimentality. They tell
their stories warts and all. The stark reality of our world is mirrored in the
cool, quiet moments of the night and we are compelled to contemplate
the meaning of our transient existence. 

Empty advertising structures, juxtaposed against what could have been
a glorious Pierneef vision, allow MJ Lourens’ paintings to comment on
modern man’s technological prowess. This evokes contrasting emotions
in the viewer and becomes a metaphor for the conflicts brought about
by man’s advancement.  

Lourens comments on the source of his artistic inspiration: What strikes
me most in landscapes is the sense of solitude. Experiencing that same
sense of isolation, it became a search for my own voice which I found in
portraying my surroundings. Growing up in a middle class environment,
I was continuously surrounded by the suburban landscape. Walking
along these deserted streets at dusk I experienced solace and beauty in
the quietness of objects that indicate human existence – the dark trees,
quiet streets, and ever-present telephone poles. My objective with these
paintings is to capture the serene mood of the early evening vistas
contrasted by the distant flickering of city lights. 

There is great excitement and inspiration captured in the many fresh,
creative approaches to landscape painting by the contemporary artists
showcased in this exhibition. By including figures in their landscape
works, Simon Stone, Johann Louw and Clare Menck all comment

directly on man’s physical and psychological bond with the land. Sanell
Aggenbach’s diptych, ‘Scout’, conjures up visions of an outcome or
discovery – or is it merely an escape to never-never land? Philip Barlow’s
unique style of abstraction deep-etches the brilliance of summer on a
Clifton beach into our memories in ‘The dash’, triggering metaphors for
youthful energy and freedom all the way. The ‘Rush’ and ‘Surge’ of flood
waters in Greg Schultz’s energetic canvasses immerse us in the midst of
nature’s powerful cycles, while also highlighting the wonder that lies
obscured in this with ‘La Ninã’.

Joshua Miles’ three large scale reduction woodcut prints are fitting
examples of how artists and art lovers will always yearn to interpret and
interact with the landscape. One of the oldest printmaking techniques,
reduction woodcuts – especially on this scale – require tremendous
concentration and physical hard labour to produce. Every colour has to
be printed individually on the full edition before further cutting can be
done and more colours introduced. It requires perfect registration and
printing as there is no going back with this process – requiring the skills
of a master printmaker. Miles’ work is characterised by his distinctive
palette and style of abstraction, but does not hold any underlying
conceptual message. As with the early 20th Century Impressionists,
Miles finds his inspiration in the wonder and beauty of the land. His
superior skill and craftsmanship enables him to give expression to what
inspires him in a contemporary fashion while utilising an ancient
technique – seamlessly linking the past with the present.

Johans Borman
Newlands, Cape Town

August 2012



JEA Volschenk
(1853 - 1936)
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The veld at eve., Riversdale
1924
Oil on canvas
20,5 x 36 cm
Signed and dated bottom right
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Hugo Naudé
(1868 - 1941)

Spring Namaqualand
Oil on board
30 x 40 cm
Signed bottom right
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JH Pierneef
(1886 - 1957)

Spring landscape
Oil on board
30 x 40 cm
Signed bottom right
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JH Pierneef
(1886 - 1957)

Dares-Salaam. Feb 20, 1926
1926
Watercolour and pencil on paper
22,5 x 30 cm
Signed, dated and titled in the margin

Boland plaas
1924
Oil on board
11,5 x 15 cm
Signed and dated bottom left
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JH Pierneef
(1886 - 1957)

Bosveld murasie
1946
Oil on board
45 x 60 cm
Signed and dated bottom left



Bosveld, N.Transvaal
1930
Etching – Edition number 17/100
Image 20,5 x 27 cm
Signed, dated, titled and numbered in the margin

Kameeldoringboom
1930
Etching – Edition number 25/50
Image 9 x 13 cm
Signed, dated and numbered in the margin

16

Okahandjaberg, Suiwes-Afrika
Etching – Edition number 71/100
Image 20,5 x 27 cm
Signed and numbered in the margin
ILLUSTRATED

PG. Nel. JH Pierneef: His life and his work, Cape Town, 1990, p 115

Boerehuis, Tulbagh
Etching – Edition number 31/100
Image 20 x 27 cm
Signed and numbered in the margin
ILLUSTRATED

PG. Nel. JH Pierneef: His life and his work, Cape Town, 1990, p 129

JH Pierneef
(1886 - 1957)



George Pemba
(1912 - 2001)

18

From above Matsieng, Lesotho
1944
Watercolour
24,5 x 33,5 cm
Signed and dated bottom left

Lesotho landscape
1944
Watercolour
24,5 x 33,5 cm
Signed and dated bottom right
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Suidwes Afrika
1951
Watercolour
15 x 27 cm
Signed and dated bottom left

Adolph Jentsch
(1888 - 1977)
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Piet van Heerden
(1917 - 1991)

Namaqualand
1959
Oil on canvasboard
38 x 50 cm
Signed and dated bottom left
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Piet van Heerden
(1917 - 1991)

From here to eternity
1991
Oil on board
28,5 x 96,5 cm
Signed and dated bottom left
Inscribed with ‘Geskilder 6 Feb     Geteken 16 Feb     Oorlede 17 Feb’ on the back



David Botha
(1921 - 1995)

26

Boland river scene
Oil on board
25 x 35 cm
Signed bottom right



John Mohl
(1903 - 1985)

28

“The twilights of dawn” in Lesotho near Sunnypass
Oil on board
51 x 79 cm
Signed bottom right ‘J Koenakeefe Mohl in the 20th century’, and signed and inscribed with the title on the back



John Mohl
(1903 - 1985)

30

Miners in the moonlight
1970
Oil on board
60 x 38cm
Signed and dated bottom left 
Inscription on the painting – ‘From a sketch of 1938’
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David Mogano
(1932 - 2000)

Early Pietersburg township, N.Tvl (SA)
Watercolour
51,5 x 73 cm
Signed bottom left



Peter Clarke
(b 1929)

34

Land of thorns
Dated ‘4·1·1962’
Perspex engraving – Edition number 12/16
Image 9 x 12,5 cm
Signed, numbered, titled and dated with pencil in the margin

Donga along Misrydrift
Dated ‘18·Oct·1960’
Gouache
20 x 25,5 cm
Signed and dated bottom right
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Erik Laubscher
(b 1927)

Overberg no. 1
1965
Acrylic on board
73 x 121,5 cm
Signed and dated bottom left
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Landscape
Enamel on board
45,5 x  60,5 cm

Herman van Nazareth
(b 1936)



Diederick During
(1935 - 1991)

40

Winter landscape with hut
Oil on board
45,5 x 43 cm
Signed bottom right



George Enslin
(1919 - 1972)

42

Bo-Kaap
1964
Oil on canvas
41 x 81 cm
Signed and dated bottom right



Sidney Goldblatt
(1919 - 1979)

44

Moored boats 
1959
Oil on board
46 x 90 cm
Signed and dated bottom left



Walter Battiss
(1906 - 1982)

Kranskloof, Somerset East, Karoo
1975
Watercolour
36 x 51 cm
Signed, dated and titled bottom left

46

Steynsburg, Karoo
1975
Watercolour
36 x 51 cm
Signed, dated and titled bottom left



Erik Laubscher
(b 1927)

48

Namibian sky and desert
1986
Oil on canvas
140 x 110 cm
Signed and dated bottom right
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Wim Blom
(b 1927)

Mediterranean view
1985
Oil on canvasboard
33 x 46 cm
Signed and dated bottom right
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Cecil Skotnes
(1926 – 2009)

Altar to a beached whale
1981
Oil on board
30 x 40 cm
Signed and dated bottom right



Peter Clarke
(b 1929)

First world festival of Negro arts
Mixed media on paper
66 x 47,5 cm
Signed bottom right

Transit
Mixed media on paper
66 x 47,5 cm
Signed bottom right
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Willie Bester
(b 1956)

Township church
1994
Mixed media
40,5 x 80 cm
Signed and dated bottom right
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Johann Louw
(b 1965)

58

Liggende torso met landskap
2006
Oil on canvas
160 x 95 cm
Signed and dated on the back of the canvas
EXHIBITED

Beijing International Art Biennale, 2010



Simon Stone
(b 1952)

Dusty traveller
Oil on canvas
117 x 93 cm
Signed bottom right
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Jacobus Kloppers
(b 1959)

Lint
2012
Oil on canvas
49,5 x 130 cm
Signed bottom right
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Jacobus Kloppers
(b 1959)

Seël
2012
Oil on canvas
50 x 130 cm
Signed bottom right

Horisontale poort
2012
Oil on canvas
60 x 100 cm
Signed bottom right
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Richtersveld plains
Oil on canvas
40 x 55 cm
Signed bottom right

Daan Vermeulen
(b 1934)



Daan Vermeulen
(b 1934)

68

Near Satara
Oil on canvas
40 x 55 cm
Signed bottom right

Domain Goudini
Oil on canvas
40 x 60 cm
Signed bottom left
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Above Rhodes Memorial, Winter
2009 / 2010
Tempera, emulsion and oil on canvas over board
29,5 x 41 cm
Signed and dated bottom right

Alice Goldin
(b 1922)
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William Kentridge
(b 1955)

Landscape with trees
Etching – Edition number 5/10
Image 16 x 19,5 cm
Signed and numbered with pencil in the margin
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Waking domain
2009
Oil on canvas
20 x 60 cm
Signed, dated and titled on the back of the stretcher frame

Nocture
2009
Oil on canvas
20 x 60 cm
Signed, dated and titled on the back of the stretcher frame

Anton Chapman
(b 1958)
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Scout
2004
Acrylic on wood (diptych)
42,5 cm diameter each (2)
Signed, dated and titled on the back of the frame

Sanell Aggenbach
(b 1975)
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Philip Barlow
(b 1968)

The dash
2012
Oil on canvas
60,5 x 90 cm
Signed and dated bottom right



Clare Menck
(b 1969)

Frauke is my en Johann Louw se dogter. Sy is hier 10 jaar oud (op die drumpel

van vrou-word maar steeds kind). En sy is die hoof-karakter van my nuwe

reeks, "Alice se Avonture in Afrika" of net "Alice in Afrika" (wat ook wel

selfportrette insluit) omdat sy 'n klein aktrisetjie is en dikwels 'n 'aliceband' en

'alice-skoene' dra. En omdat ek haar tans in my skilderye vasvat soos

fotografies gedokumenteer op ons familie-avonture saam op reis na die

Kalahari en terug.  Boonop fassineer my (en haar) Europese herkoms - maar

gebore op Afrika-grond - my nog altyd, en geniet steeds 'n deurlopende

ondersoek in my skilderwerk

Frauke is my and Johann Louw's daughter.  In this painting she is, as yet, 10

years old (thus on the brink of womanhood but still very much a child also).

And she is the lead character in my new series, "Alice's Adventures in Africa",

or "Alice in Africa" for short, being a little actress and often sporting alicebands

and 'alice-shoes'. And I am at present portraying her as such in my paintings

of her as captured photographically in sources taken during our family adven-

tures together on our recent trip to the Kalahari and back.  (The series includes

self-portraits in South African landscapes as well).  Above all, my (and her)

European heritage – but born on African soil – never fails to fascinate me, and

this concern of mine with my mixed heritage finds constant expression in my

painting even now, as it has done in the past.

Clare Menck
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Frauke by die piekniekdam, Kalahari
2012
Oil on wood panel 
31,5 x 40 cm
Signed and dated bottom middle
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Karin Daymond
(b 1967)

I have always been interested in land. Since childhood I have wanted to climb

to the highest point to get a bird’s eye view of the lie of the land. My paintings

attempt to capture the spirit of a place, and so raise our awareness of the

South African landscape as a place of beauty and strife. The possession of

land is central to much of our identity, and land is like a canvas on which people

can make their mark.

The shelters we make, the barriers we erect, the lines we plough, tell us a lot

about our relationship with the land and about our relationships with each other

(past and present).  As a white South African woman born into the fraught and

sterile world of apartheid South Africa, my paintings are my way of under-

standing my belonging. 

Karin Daymond

Karoo – A lifeline
Oil on canvas
110 x 170 cm
Signed bottom right
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La Ninã
Oil and charcoal on canvas
60 x 120,5 cm
Signed bottom right

Greg Schultz
(b 1968)



86

Rush
Oil and charcoal on canvas
75,5 x 75,5 cm
Signed bottom right

Surge
Oil and charcoal on canvas
75,5 x 75,5 cm
Signed bottom right

Greg Schultz
(b 1968)
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Walter Meyer
(b 1965)

Kalahari pad
2011
Oil on canvas
70 x 85 cm
Signed and dated bottom right



90

Stasiegebou, Bethulie
2005
Oil on canvas
50 x 65 cm
Signed and dated bottom left

Walter Meyer
(b 1965)



Ben Coutouvidis
(b 1970)

92

Windmill shadow into reservoir
Oil on canvas
80,5 x 100,5 cm
Signed bottom right



Ben Coutouvidis
(b 1970)

94

18th Hole, Prince Albert Golf Course
2004
Oil on canvas
52 x 65 cm
Signed bottom right



MJ Lourens
(b 1973)

What strikes me most in landscapes is the sense of solitude. Experiencing that

same sense of isolation, it became a search for my own voice which I found in

portraying my surroundings. Growing up in a middle class environment I was

continuously surrounded by the suburban landscape. Walking along these

deserted streets at dusk I experienced solace and beauty in the quietness of

objects that indicate human existence – the dark trees, quiet streets, and ever-

present telephone poles. My objective with these paintings is to capture the

serene mood of the early evening vistas contrasted by the distant flickering of

city lights. 

MJ Lourens – expectations

96

Highveld passing
2012
Acrylic on board
70 x 90 cm
Signed and dated bottom left



MJ Lourens
(b 1973)

98

Ads infinitum III
2012
Acrylic on board
70 x 90 cm
Signed and dated bottom left



Cobus van Bosch
(b 1962)

100

Cape Town International,
N1
2011
Oil on board
18 x 36 cm
Signed and dated bottom right

Brug oor N1
2011
Oil on board
18 x 36 cm
Signed and dated bottom right

De Waal-weg na N2
2011
Oil on board
18 x 36 cm
Signed and dated bottom right

Olieraffinadery naby Milnerton, N7
2011
Oil on board
18 x 36 cm
Signed and dated bottom right

Goodwood
2011
Oil on board
18 x 36 cm
Signed and dated bottom right

Koeltorings naby Athlone, N2
2011
Oil on board
18 x 36 cm
Signed and dated bottom right

Substasie naby Kraaifontein, N1
2011
Oil on board
18 x 36 cm
Signed and dated bottom right

Brug oor N2
2011
Oil on board
18 x 36 cm
Signed and dated bottom right

Hexvallei, N1
2011
Oil on board
18 x 36 cm
Signed and dated bottom right



Henk Serfontein
(b 1971)

I am intrigued by the transcendental, that silent and mysterious moment when

actual place becomes psychological space.

Henk Serfontein

102

After Dark: Elsiesrivier
2012
Oil on canvas
64,5 x 80 cm
Signed and dated bottom right



Henk Serfontein
(b 1971)

Serfontein’s haunts are places of twilight and transition – the lone house,

night-time shop, petrol station or abandoned car. In between leaving and

arrival, they denote remaining, facing the world as it is. They allude to a

pause in the passing of time, a pause in an atmosphere so quiet that it

becomes a meaningful moment of contemplation, a moment that, perhaps

more than one of physical threat, is one of emotional vulnerability. The artist

has remarked that he finds it fascinating that people in our times still stop to

look at paintings. “It requires deep delving from the viewer. It takes a special

person. Stopping to look at a painting is an act of self-confrontation through

internalising an image. Part of the process required to view my paintings is

to stand still.” In this stillness, a dialogue takes place with silence and the

unspeakable. The paintings draw you to feelings of isolation and loneliness.

They initiate you into a landscape of contemplation in which the uncom-

fortable truths of life are bound to surface in the back of the mind. Sooner

or later, you will be face-to-face with death, if only the thought of it. These

are places that heighten the presence of time passing and both the

transience and ambiguity of human life.

Traveling The Margins by Kai Lossgott

104

Mazous Kitchen: Elsiesrivier
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