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Abstract

Amehcan critic Hal Foster argyes that coiﬁceptlons of ‘thc namral” are not universal,

~ they are hlsmncaﬂy and discursively produced There is 1o unmediated presence of
‘the matural’ in paiating, He proposes ‘depaturalization’ as a form of critical
: Iposhnodemlst aestheuc whicl quesnons universalist fendencies in conhe:mporary

cultural producnnn. 'Ihm research  examines selected theories and visual,
representanons of ‘ihe natural’ in order to explore different ways in which Posﬁex s

 notion of déiaturalization may be pmductwe in assessing the complexity of crmcal )

vmualaftpractzce mSouﬂlAfma

My approach o the topi is la:gely fngmemary in order to reﬂect -on and ¢ngage

mmﬂ:c&werse nermsof‘thenam\-ai’ asmamfestmvzsuaiartpracwe To this end
T discuss selected works of contemporary South African artists William Kentridge and

PenselopeJSiopls While Foster’s notion of deniaturalization is producuve in trying o

referﬂ-nce to ﬁly‘ pfﬂmicai work Lo

. _\... . e . Fu

o

. -k\: “

'engage with Critical | inspes of art pracncqe it is difficult, if not impossible to demrmm-.-ﬂ,-d_- .
" if certatn works eonform wﬂh either his niotion of a postmodernism of resistance of
-nostmodermsm of réaiticn, I will also explore the nonon of denamrnhzatmn with

f.'\‘:ll
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The term ‘the natusal’ has been traditionally used in western culture ‘1o express
histoncaﬂy complex ami conttadmmry meanings. Ludmilla Iordﬂnova suggests that -

this reflects an nnpmtant aspect of ‘the natural” in both theory and lived experience

when she holds that “it is ... a fact that nature itself hias 00 stablemeamng mwtonly . .

has the term changed miarkedly over time, but any-one socie_ty_ or social group san
sinnﬁtaneously hold diverse and contridictory views of na_m,re" (1991:56).

Based. ‘on-these parameters, my explorahan of the matural 15 polyva]ent rather than '
_ smgular in focus, However, there are various themes which wun ikroughout this MA
* project - both in my theory and practice. One of the themes which liaas focused my

approach to the complexity of the topic is a crmcal concem with taxonomy. This

theme is always present as an tnderlying strucwre of my theoretical exploration, and
it hecomes more explzmt in the présentation of some of my pracucal work whnre I

have tr1ed to dtspiace some: @f the values assocmted with taxonomy

| Taxonomy is tradmnnally vlewed as a scientific mode of representat:on whmh is

concerned Wlﬂl the classification of nature (ammals and p]ants) into, for. example

phyla, species, and so on. Classmcatory svstems of representation are generally based

o notions of smulangr or afﬁmty and they tend to homogenize the various ohjects

‘which they display, Taxonomy has historically been apvlied to capture ttmpssanae,

that is, the laws and principles of the natural world. Hence taxonomy implies
normative, totalizing and universalist assumptions and aspirations, g

The focus of his thesis is on differentiation within the category of ‘the mw;p

this sense my approach may be looscly termied taxonomical. However, 1 dcf’not view |
‘the natural" solely as a fixed giVen caegory. within Ihe d;scoursa of namral

‘As 1 will procesd to deﬁnemyuscofthetenn ‘the natural® lwinmtnsescmquﬁwsmmarkntfnm :

now om,
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My cohcem' is to f:aﬁ:e the- panural in & way which m-itica‘ii& acknowledges nd
situates resonances of the natural in aesthetis and other discourses. These ot

| efitered the fray" (Hamway 199I 106) Thig definition of the namral mewmbly\places C

discourses, namciy, eﬂmnloglcal mesimal conservauomst rpostmﬂdermst ami .

feminist, may infuse visual art rep::esentaum and ‘practice. As a result of th\\s .
L _approanhﬂlestmcture of my researchxsdehbéraﬁely hybndandﬁagmentary Iarguel‘ -

that clabms to umﬁrsahst or essenuailst deﬁmuons of the natnral in msual

Before dcscribmg these:opc of this thesis i in more detail 1 would like 113 focus varicas l‘ s

; reprwenm‘twrlsarequesuonable . S - o \\1 _;_

- fefms such as atrategy and denamrahzannn which are central to 1wy dascusswn > h. R

"I'h;:. vagueneés which may'”be associated with' a broad notion such as ti1e natural can ,
only be rendered moraprcclse through strategm Teference to the concépt Sirategic Y‘
teference lmpheﬂthatxdeas of nature shouldbeaeenmthe:r ]:usmnczll or current |
confext of productian, and that claints to universality which may be implicit in these
idez™. should be v:cwed with scepticism. Thus strategic reference suggesm acrifical |
posn;ior.mg in re_iatwn to the natural. I associate this critical form of pos:tipmng with l
the notion of defamucalization. My understanding of denaturalization is mainly derived ”
- from tie wrltings of American ¢ritic Hal Foster who proposes denamrahz'at:on as a
 cxitical fornt of pastmadermst apsthetic. ; | '
Foster’s a_halyﬁcal appréach is locate_d at the intersections and margins of various |

_discourses. I-Iere Foster uses the terﬁl- dena?naﬁzation-‘rather informaily 10 assess

ot

[ wit} nat use snarequutesmmalrkwnns suchas smwgymddmmmhzaﬁmﬁnmmw an,aslwny’
work rhrough definitions of these,

#
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critital acuvxty Jm‘caimral and aesthetic productlon Iudgmg from the contexts in
which he uses the tenn denaturalization may be assocmted wiih his concepuon of -0
‘postnmdermsm of resistance”

A postmodernism of resistance, then, arises as & counter-practice not only to the officiat
culture of modernisr but alse .to the *false nommativity® of a  reactionary
pomnodmsm. areslsm:npostrsodermsmmmncemedmthacriﬁcaldecommﬁm
' "ofmﬂmon,mtanmmemipasﬂcheofpop-orpmdo-mmnmm with &
" critiqua of origins, not  return to them. In skort, it seeks to question rather than 1o
- exploit cultural oodes to explore rather than conceal stcial andpomical ai’fihatmns

. (1987a X ' : : :

Foster examines 'deiiamgalization largely__ in relation to the references o (art) history
. and popular cultre that contemporary artists use. He holds that the inclusion of

different modes of repreaenmtion and/or eclectlc borrowings from different sources

~and d:scourses i a Work of art, do not necessarily imply a critical atiituds to
- questions of representauon. Eciectic modes of reference may invoive the problem of
- pluralism. Pluralist maodes of refetence pamralize rather than cmically problematize

their references (Foster 19823 et passim).

Cnncahty or denamrahzamn, nnphes that concepts which may be assoc:ated wnh

: naturahzing modes of repmematmn are questxoned For example, Foster (1983)
argues that (nen} expressionist painting tends to paturalize its mode of reference

through its va]onzaﬁon of concepts such as mastery, subjectivity, genius, fmmediacy.
Critical questioning or denaturaliz “jon not only problematizes subject and mode of
representation but also the gerivity of reference: "To [the pluralist] position, a wide

- range of art is nztural (what, it is thought, is miore natural than freedom of
- expression?). But art is precisely unpamral - indeed, both art and freedom consist

entirely and only of conventions”® (Foster 1982a:9).

In Foster’s terms criticality is closely associated with an imperative to denaturalize.
' Moreover, critical activity has to be related in a tactical way to the historical context
and the wider cultural field in whlch it operates. Foster (1987b) suggests that
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denaturatization” which operates outside culmral and histrical specificity may o
certain contexts involve the danger or risk of fetishism. Iti. jntext of a pervasive

and uncritical presence of de-naturalized nature, the natural, for Fosﬁer, may rcgam

 a certain radicality" (1987b:167).%

My use of denaturalization is, however, also informed by other critical postmodermist
and feminist writers who view the natural critically. These include Norman Bryson, -

James Clifford, Luduilla Jordanova, Donng Haraway, and Toril Moi.

" ¥For example, I found Bryson’s emphasis on the discursiveness of painting useful for
my critical exploration of the natyral because the notion of painting’s discursiveness .

may inyolve the activity of reference in a critical way. Bryson’s notion of pamnng
as "discursive practice” and "signifying work" mphes that painting both mediaté, «nd
produces discourse because there is '

& flow in two directions, for the painter can work on the discursive material that comes

t0 him, can elaborats it, transform it through fabour, and retutn it to the social domain
as an alteration or revision of the society's discursive field,.. It follows that by having
relucatéc’i pamtmg within the social‘domain ... it becomes possible to think of the image .
as discursive work dhat returns intd:society. (1988:xxvi) |

The modes of this "return into society", the question of how Bryson's ‘two way’
medijation of painting and discourse may be seen to operate critically will be reflected

on in chapters three and four with reference to contemporary South African artisis

Penelope Siopis (b. 1953) and William Kentridge (b. 1955). In order to locate their

practice in contemporary culture my discussion of the artists’ work will draw in an

*In the contéxt of a discussion at the Dia Art Fonndation Foster poses the following question: "If we
‘are mdeed in a partly postoatural moment, might not the natural regais a certain radicality? This question.

“arose for me through recent feminist aré: it seemed that #’s critique of naturalism or essentialism regarding

the representation of women had pushed it into the other extreme- the treatment of women g% so many
signs to fetishize. A certain ideology of the postnatural iz pervasive today, and I wonder if the natural
might not be recovered it a critical way, After all it’s not always a histogically regressive or reactionary
term. " (1bid.) This question may indicate 3 change of mind on Poster’s part concerning the critical potential
of denatralization 28 a critical postmodemist mode of representation. However, I understand the

_ implications of Foster’s question as a quajification rather than a dismissal of the term,
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" eclectic way on 3 nmnber of issues around tie natural which are prommenr in

contemporary debates®.

1 argue that ihe axt pracuce of SlOplS and Kentridge reflects a strategic reference io
the natoral. In chapters three amd four I will examine selected works by each artist

v to assess how they engage with the diverse terms of the natural as manifest in specific
- representations. In chapier three I will use denaturalization to signify a critical

problemztization of the natural, and of 1mp11ed historical conpotatiors and values

mscnbed inthe artists’ refcrences Chapter four explores how Foster’s apnroach may,_
or may not be useful to explore each artist’s work by comparing the critical emphases :
- gtven 1o the nofion of reference by Siopis anid Kentridge.

Siopis and -Kentridge refer to the natural in complex ways, that is, 'ﬂﬁ;ough
jconography, titles, material processes, and other references which they nse.
Sometimes these eferences are obvious as quotations, and sometimes they seem more
(_:ol%c_ealed_ or absorbed into the fabric of 1210 image. ' :

N _

" In the works which discuss, Kentridge, for example,' males critical reference t6

interrelated conceptions of the nataral and history associated with the pastoral genre.

He also refers to nature as a resource which is desired, controlled an exploited by -
capital. Kentridge’s "drawings for projection” -(_Kéﬁtridge) suggest that nature as =
resource not only signifies ore deposite, but also people. x argue that Kentfidgei
unbalances the stability of the capitalist relation of nature and cultare by, for
example, presenting multipie and co::ﬂlctmg posmons in relaﬂon to the nasural in

capitalist cultore.

Siopis’ reference to the natural is largely concerned with a feminist critique of .-

“This approach to denaturalization is a somewhat limited application of Foster's use of the tegy.
However, within the limited scope of this thesis this application scems appropriate. A comprehend.pe -

application of the erm would have réquired a much more thorough research imto, for example, the

" complexity of historical constructions of certain references, or specific exhibition contexis whers the
artists’ ‘re-constiuction’ was displayed. This in tum would involve an investigation into the specifics of -

South African ¢uiture at a particular moment in time, and an assessment of what constitute nntujhhzed
ideas in contemporary South Aﬁ;r*‘n cultave, .t |
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naturalism or essentialism regarding the representationi of race and gendey, I wﬂl
explore iow she focuses this critique around referénces to two women: Tda Bauer and

Saartjie Baariman. Bot women have been subjected to namahzed representations in - -

colonial and, arguably, : psychoanalytic discourse. Siopis may also fran & her critique
of naturalism mipre broadly as is the case in her use of references to, for example,

 visnal representations associated with the colonial myth of the Dark Countinent ot :
thmugh tifles sach as Terra Incognita. Her paintings suggest various forms of feruinist

resmtance to naturahmd represematmns which will be explored

k)
In the cmmseef my exploration two other. areas of interest have crystafiizéd, These
areas jriclude discourses around iflusionism and its eonventions of representing nature
and those around the relation of modernism and the natiral. Both discourses witl be
explored in chapter one.

From the modernist perspective, illusionism is seen to predate modernism, henbe_it
" may be tegarded as part of a ‘premodern’ narrative of art history. Bryson (1985a,
1985b) identifies this narrative with "the patwral attitude”. According o Bryson the

objective of painting within the natural attitude is to capture the external referent’

nature through illusionistic representation, or the production of what he terms an

"Esse_nﬁal Copy".

By contrast, modernist painting is concerned to reveal nature relative to the intrinsic

properties of a speciﬁc aesthetic medium or discipline, rejecting illusionistic reference
to external nature. For example, with respect to painting these intrinsic properties
would be colour, scale, flatness, shape, edge, and so on.

In spite of their obvious differences both narratives operate with strong binary

The ficticious quality of the notion of external referent is pointed out by Frederic Jarieson {1987).

He notes that the term referent may be implied as *third component™ in the concept of the linguistic sign

which is divided into signifier and signified. He argues that the "third component would be the so-called

‘referent’, the ‘real” object in the ‘real’ world to which the sign refers ... But for structuralism in general

. '!herehasheenatendencytofeelﬁmreferencemnkmdofmyﬂ] that onie can no longer taik about the

* *real” in that external or objective way." {1987:119) The mythical quality of the nafiwral attrtude which is
based on the notion of exiemal referentmllbeexplored in chapser one.
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namzewuimredmtmcnans Th:sbmarybia.siﬁmsmnnmtalwacmeveorcapmemﬁ
'_ oswnsibly urimediated presence of the natural i in painting. Iusufaras this hinary hias

s:gmﬂés "the primacy of preaema,ofthatmc:hxsobvmus,adetemunablgand

. determinate, framed, *given’" (Richards 1986:73) it is questionable for it historically -~
‘'may be linked to the valorization of a centred subjectivity, truth, wholeness and

anfonomy of meamng In this sense prcsence may also be associated with what Foster

(1989 passnm) cdlls a "phaliocentric order of the west". In chapter one I will touch’
“on these implications of presence and briefly note some ways in which this presence
has been critically questioned and displaced by certain contemporary theoribts.

A

‘Binaries are neither universal nor value fres (MacCormati & Steathern 1989). In

chapter two I explore some of the values inscribed i in popular culture images which _

themselves draw on high art conventmns For my A *ass:on 1 have selecwd an

advertisement which employs visual stereotypcs i, ﬁure and cultore and

| metaphorical u'ansformanqns such as msxde!outsnd& mmwfemalc These steréoiypes
are used in an instrumentat and gendered way 16 produce e presence of the natural
' in order to sell a product. 'This discussion will be aterspersed with some commentary
on my practical work where I have tried to displace the linear thinking ipaplicit i the : |

images which 1 quote from popular culture s stereotyped reppesenlauons of the
natoral. -

Inmy practical éxpforation I have emphasized mediafions of the natural as contestable

 field of complex and sometﬁpes comramctoxy meanings. In chapter five I use the

notion of display to gignify a frame oF fﬁmm ‘where these could be imucally -
presented or heid ifi tension. The conventions of display which I discuss incude, for
example, the modernist grid and ifs impficit notions of presence. I refer fo the grid
so as to suggest and displace 1d?,as around taxonomy, such as the ordering,

class1t3rmg, numbering and namyzg of nawre, which all suggest a totalizing and

homogenizing gaze. In my paitting I also refer'io the ﬂhs:omtlc way in which e

‘objects of frompe. I'veil painting ave displayed, While illusionism  may 1mp1y

representational actmracy and the notion that truth is. scientific and value-free, the

‘arrangement and type of objects n my pamnngs are calcuiated 80 as to invoke what

7
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o . Baudrillard (1988) calls 2 *Sudden faibyre of reatity”. I will also give some asentig

o - th natoral thtm:y dlsplays the cunos:g' cabinct, ih¢ tableau, a5 well as displays
whict-ipvolve the representation of pasts of the Immhn body. 1 will explore some of
ﬂw values inseribed m these conventions and ways m; whmh rhave tried. io displace -

o _ or mvertthese o | ._ | o e
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Chapter One

Natural Presences: ‘The Nataral Attitude’ and The Nature of Modernism

~ This chapter focuses on the question of how art, or the mode of its productioﬁ. could

be (like) vature (natural), irrespective of subject-matier or iconography &1 will
selectively explore two narratives - one art—h:smrmal the other rnodem which
mvolve this question.

Firstly, I will explore a development of art history which # described as the history
of emergent realism. I refer to selected writings by Norman Bryson, who has

' :dentlﬁed ﬂns nirrative with "thc naun-al aititude", Namre within this natural ammde

signifies an essence connotmg notions of ongm {which involve nature as external
referet) and progress (measured against nufure as aspired norm). I argue that the
concern of the natural atitude to capture this essence may be assocfated with what
Foster (1989) terms an "act of power”, This appropriativé act of poWer involves &
*natural’ mode of representation which intricately links the natural aititude with a
mythical congeption of history. o

Secondly, I will look at selected essays by Clement Greenberg, Hatv'd Rosenberg and

SWhile this is not immediately relevant to the text I wish to note here that this question was also central
to the more embracing nature philosophy of Romanticisrn, with it's terminplogicul differentiation of natura
neturans and natura noturate. Vsing the organic metaphor, Schiller, for example, urged that a poet should
be a plant (in Wimsatt 1972), Wimsatt polemically deconstrocts the organic fallacy: "the romantic analogy -
between vegetable and poctic creation tended to assimitate the poetic to the vegetable by making the poetic
as radically spontaneous as possible « that is undeliberate, unconscious” (ibid:68), He argues that in setting
up 2 dete:mining relationship between organic form and subject matter "we have been skirting a sophiem:
nantely the notion that the representation of biological fortns in a work of verbal or visual art implies

_something about the presence of organic or artistic form in that work®: (ibid:ﬁS » 57). Wimsatt further notes

that “by a line of réasoning that starts wilh biological imagery we arrive at the conclusion that organic
form can occur in visual art only by not occtireing, at eithsrerminus of 2 spectrum running from realistic
representation to exirere abstraction” {ibid:66). He concludes that the buman role as mediatot canniot be
made transparent, which to some extent anticipates my argument,
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Robert Rosenblum, published between 1949 and 1961, These essays suggest theones '
about various ways in which the natural may be present in modempamung Al three:

- critics seemtoagreg, that the repreSeptauonofﬂlen&turai mmodempmnﬂnghas to
 dowith the manipulstion of the pzctonal codes of painting, and they re_]ect iltusionistic

reference to natire.

Premodesn and modeni parratives are arguably diamcn'imlly' oppoy 'd to each otlier
in their undetstanding of what constifutes pature as a norm for paiting, T argue that

they also share certain aspects, such as the stress on the dialectic natura of

representation, the rotion of namre (essence) a5 both origin and goal of art and

_ history, and the valorizatiun of representational transparency O presence.

I will refer to Rosenblum's article on nature and modern painting (published in 1984)
as a pertmnt example of how a concern for * easenne still pervades contemporary

) ﬂunkmg‘ and to, highlight certain pRoblems ml.,srem in modernist présence and the

oppomtmnai mode (binary blas)‘bf its construcm:x. T argue lhat Rosenblum invests
both the modern and the namral with an affigity to a vague, shistorical notion of

| ‘origin’ and the * primitive’, an association which prompm questions about modexnist

Aistoricis.y as closed, " phallocentnc order of tiie west!; 7 (Foster)

e

I wﬁl also bneﬂy note. some of t]1e Ways in Wthh the phall@cenmn presence which
s “assocmﬁed with the seizure (appropriation) of nature may be disrupted. While
Jacques Larnda’s (1986) concept of ‘différence’ demes the closure associated with
modern presenice, J’ean—Frangms Lyotard’s (1983) notion of the sublime suggests that
modern presence may b re—mscnbed to signify a form of critical poatuodemmt\
aesthetm

Wltlun Bryson s notion o*’ “'1(: patural attisude the world is pl.c'med as a namral given
‘out there a prcsence G'f pre~existmg natural law, unchanging but for m:!__nor

10




maodifications on it's surface, Painting in this context operates within a duplicating
mode, for4s “task’ is essentially opucal and Jocated in relaﬁbn'to that natural given
whlchltazmstoreproduce Nature mxtsprm:l.a], thatls both ‘original’ and
‘onmediated’ vi.siibility is used as resource for producuons of mﬂmre, for pamnng s
function is to

- attend 1o the surface and to record in einute detail its local manifestations. . Thete will

_.53 no immediate question, however, that the reality painting secords belongs to any
cawegory othex than that of nanre: it i as the namral that the substratum underlymg
superficial mﬂtural mrrangament is apprehended (1985b:5)

Within the natural attiude natare is not cmly used as exterrial referent or resourOe
which may be copied, or drawn on but also legitimizes productions of culture, Tt is
claimed, within the natural attitude, thatbothartandnamre share the Same essemnces.

| Pamtmg 8 ultimate objective is the production of what Brysoni terms the “Essential N

Copy". Underlymg the Essential Copy is an appeal to universal visual expemnce

 Hence the Essenual Copy mphes a transparent, umversally accepted presence of “the
| real’ (natore) in pamtmg '

The nmal-:ﬁocié._of representation whigk is associated with the Hssential Copy may
be demonstrated, as Bryson suggests, by Alberti’s painting/window analogy. Here, -
the ‘objective’, b:ansparent felaﬁonship of representation and nature is legitimized by
a mode of ostensibly exact, unmediated duplication, This mode of fepresentaﬁon
presupposes what Bryson terms a "moiacular body of perception”; | |

the visual field before [this monocular body] is atveady two-dimensionat, is aiready a

. screen or a canvas. .. The barrier is not...in any sense opaque, nor does it perform tacks
of scansion or censorship on the incoming data...Once the image comes to recreate the

- passive transluecace of the etinal interval, the Essentlal Copy will be achieved,
(198sk:11y '

The duplmaﬂng mode suppresses uotlons of medlation and traces of the artist’s

 inferyention in producmg a pamung Nam:e in the above quote has been

i
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metaphoricalfy wansformed and objectified before it is "recreated” by "the image"
(rather than the painter). Metaphorical transformations of nature are, for example,

 apparent in the scientific terminology, such as ‘visual field”, ‘screen’, ‘data’. These

transformations appear to. subtly precede the passive reéording of pature, thereby
concealing the mediations that take place in the process of painting the Essential

-Copy, As Eugemo Donato has pointed out in a different context "the poss:bﬂuy of

a perfect representation of Nature rests ... on & complex series of metonymies and
metaphors bridging the gap between the natural Object and its representatton
(1980:226). :

The quest for the Essential Copy and its associated modes of representation sustain
a distinct hierarchy of values. Notably, paihting’s progress or telos is measured in
rel&non 1o the Bssential Copy. Advance is inseparable from surpassing prevmus
achlevemems and from progressive elimination of ‘noise’ (as, for example, personal

‘style’ as inserted between ih~ referent nature and it's uwitimate representation, the
Essential Copy”). Hence, as Bryson notes, "[iJhe history of emergent realista is
accordingly writfen in negative terms. Each “advance’ consists of the removal of &
further obstacls between painting and the Essential Copy: which final state is known
in advance, through prefiguration of Univessal Visual Experience” (1985b:6).

In summary then, history or development as cbnoeived of by. the natural attitude
amounts to the establishment of a hierarchy of achievements inscribed in a "doctrine
of progress” (Bryson). In. this doctrme nature and history are intricately linked.
Nature as normative model is central to the idea of progress which characterizes the

linear developn_lent of history. Nature _m this development signifies both ‘origin’

(referent) and ‘progress’ (normative goal). For painting, this relatien of nature and

"t may be interesting to note, that within expressive modes of painting personal style may be valorized
because of it's association with natur  jmplicit in concepts such as “originality’, *immediacy”, ‘genius’,
‘astery’ and ‘subjectivity’. Truth varue here is atteibuted to the (evident) brushstroke, the contention
being that expressive modes are less mediated by convention, ihat is, more nztural than *duplicating’ modes
associated with the Escential Copy. Expressive modes of tepresentation ostensibly allow a more direct
access to the artist's ‘raw’ emotions. However, according to Foster, both expressionism and ‘classical”
representations are codes, expressmmsm being "oriented not to reality (the coded realmt outer worid) but
10 expression (the :oded symbohst inner world)" (1983480)
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history implies a duplicating mode of representation tth&Ek wluch the esseme of
both ohgmand goal could be captured. Within the natnral attitude, progression in
painting paradoxicaliy implies progression towards E?ﬁgins.

I have argfied that within the natural attitude the history of painting is marked by a
concern to capiure & given natural essence. The mode of this capture presupposes, a
universally given consensus for the represeniation to be perceived naturally rather
than conceived or produced: "within the natural attitude. ..the image s thought of as
self effacing in the representation or resurrection of things, instead of being
mxdersﬁé'aq_ as'.tﬁizé.mi]ieu of the articulation of the reality 'k_nﬁwn.by a given visual
community* (Bryson 1985a:8). The natural attitade tends to deny the discursivity of
paintitg in its assumption that representation is concurrent with a universally aceepted
and corresponding notion of (naturul and at the same time historical) truth. Because

 ofthese underlying assumptions the natural attitade may be assd:iﬁ_ted ‘with a mythical

conception <f history. For, as Foster notes, myth is "a one-way appropriation, an-act

- of power ... myth ahstracts and pretends to the natural” (1989:201).

i

- i
o
I
i

Greenbergian modernism with it's rejection of naturalismi may sdem o present a
rupture in the project identified with the natural attitude. However, I will argue that
modernism’s rejection of naturalism in painting serves to recuperate or 12-claim the
natural in a supposedly more ‘pure’ form which is independent from the pes seived
trappings of illusionism., For example, some late modernist critics (Clement
Greenberg preeminent among them) claim modern painting to be nature.

‘The modernist transparency of the relation art/artist/natuce which is suggested abo?e.
has been de-namralized by certain contemporary critics, For example, Rosalind
Rrauss (1985) argues how certain artists (of the 1920 and 30s) were engaged in the

i K 13
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coistant. production of the "mystique of culfiere-as-nature” (1985&12?}, Wendy
Steiner’s association of themtui:al with the niotion. of presence. most Sccinctly
encapsulates modernism’s relation o natwre. She argues that ", ..underlying the

- natural is the nelmn of presence .. what medern artists seem intent orf doing 1s_1

perfeehnganahxralpeeuyofpresence,orshowmgthatanmﬁcmlpmnnngof
shsence is more ‘tm.ly natural than nanire" (198226) o

‘In eléhdtaiing on these c':ennentions I will now explore selected writings by Greenberg,

Roseriberg and Rosenblum. In these, all three crifics have explicitly positioned their

© views on modern art in relation to the natural. Diverse though these positions are, all
-threecnﬁcsseemtopromotaepresence afthenanrraiwmehmayberevealedﬁ:mugh_
the inhierent propeities of the ‘medium (painting). This presence ofthe namral'

presuppnses the absence of ﬂluaxomsuc reference to nature. . o
T
.

- Greenberg in The Role of Napre in Modernist Painting (1961), (first published
 1949), argues that "paradoxically” in the evolution of french painting (here

represented by Cézanne-and Courbet) the effe'r_t fo "transcribe" visual experience
more accurately brought painting to. the verge of abstraction. French painting for
Greenberg représents an early stage in modernism’s shifi from visualizing naure in

art (the natural attitude) to the direct, unmediated eﬁpression of the natare Or essence

of art itself (the core contention of ‘Greenbergian modernism). As a cousequence,
according to Greenberg, both art and natare tended {o becotne diamem‘*é"&ily opposed.

In rejecting mimetic forms of representation ths protagonists of Greenmberg’s

modernism, it is clwimed, manage to transcend early modernist objectives towards

 abstraction which stili mlmeticaily focused on the optical and tacule (hmpressionisns

and Cubmm)

‘Greenberg’s modefnism seems to répre'sente Tupture in what has 'preyileusly been
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 identified with the natural attitude, the history of ait as a project towards achxevmg

the Essennal Copy. While the natiiral atﬁmde presumes anoxmative natural givén-‘aut

- there’ Greenberg s modernism involves that "naturalistic carrespondence should be
re]ected as 4 measure of competence or qualify in art. ‘Reprcuentatlon was re-
identified with descriptive representanon and with- ﬂlustratwlt subject—matlnr, and

these were devalued relative to *expression” and 1o “form’™ :(Harnson and Orton
1984:xi). In contrast to the namra! attitude the modernist project strives to reveal an

_ essenual nature embodied® “within’ rather than ‘outside’ the aesthetic paramneters

("expressxon "fotm") of painting. The concern with the natre of aesthetic

disciplines such as painting, iraplies a (self) eritical mode of representat;on in re]anon :

to the inherent quahnes of that dlscxphne For, according to Greenberg, "the essence

‘of modernism fies-... in he use of the characteristic meﬂ}{ads of 2 dmnpline 0 _
criticize the dlsmplme itself - not int order 1o subvert it, but t__o entrench it more firmly

in its area of competence” (in Wallis 1991:xii).

Wallis (1991) has pointed out that the mode in which the modernist pursuit of the

natuse of each aesﬁ:etic discipline was tackled engenders notions of pv,irity and self
dcﬁmtlon in relation to the medium, This pursuit according to Fosteﬁ involves that
"each althas a code or nature, and artproceeds as the code ls revealed the nawre
purged of the extraneous" (Foster 1992: 190). Paintmg could, in other words, assert
it’s presence as nature via what Foster also calls the "manipulation of the inherited
‘code’ of the medium" (1991:189) that is, for example, the manipulation of colour,
scale, flamess, shape, edge. In this way art could be perceivéd a3 simulacrum of the
natural where the iherent codes of the medium could substitute an absent ‘external’
presence of the nataral. Art could be nature given the modernist contention that ';the

art object itself can be substzmiaed (mstaphonca]ly) for its referent.” (Owens in Foster

1991; 189) Moreover, for Greenberg. modermsm § concern to reveal the essennally

_ aesthetic mature of pamtmg served as an affirmation of the Kannan dlsmteresteduess

*The modernist reference to the painting a5 (natural and possibly gendered) body, which is for example
itnplied in Rosenberg's writing, scems very complex to me, Griselda Pollock (1992) for instance explores
a conjunction: of agsthetics, sexinality and colonialism with respect to fate 19th century moderaist painting,
She argues how certain of its forrealizarions and stylizatiosns may be understood as 4 sign symptomatic for
an "unfamiliarity”, a "distance®, raising questions about race, gender and othernass,
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of agsthetic experience and gesﬁmﬁc production.

Rosenberg n Ih_ﬁmm&g__ﬁm_ (ﬁrstpublished in 1952}%01!13:1 ﬂle term
“action painting’. chrh:mthis termnsassoclatedw:th '
. the canvas.. asanarﬂlainwhiﬁhtoact mtherihauasaspabeﬁwhidndrepmddce
te-design, analyze, or express an object, actual or imagined. Whatwasmgoonme
canvas ‘was notapictm‘e wtanevem:. (1968569)

I ' 1’Jeﬂm evem:" in ROSenberg s terms putports to ts:anscmd obJect relalaed modes aud'
' jconographic references of i pamtmg "the image, .whatever be or be not in it, will
bea tension" (1968:570). In short: "event“ of enactment cimms to fxmctmn as a mode
that ﬁanscands plcmnal ﬂlusmsm -

~ In his ariicle ﬂw fg@g‘ Nature mto &ctmn (1957) Resenberg § notion of "event®

- ismore cleaxly elaborated on. Here, the enactment or "event" accordmg to Rosenberg
produces & sxgn The mgn for. Rosenberg 1mp11es immediate expm&s:on of the
natural propertles of the med&um, produced by ihe pamter in d&alogue with “the
immanent energies of the medinm®, the namral other, The slgn is not self—conscwusly
produced by the artist. Rather, the convenﬁonal pamerlpamhng, agentiob]ect
nelat:onshlp is sub_;ect to a (tempo:ary) inversion. Tt is the canvas which may
meiaphorically asspme ageucy when Rosenberg describes it as the site of the cognitive
yet niot assertively cognitive faculty *.,.the canvas is allowed to take over, the pamter-
‘thinks riat’ uor sets requlremfents bwt fo]lows the mt:matlons of the plctm‘e s brain..."
(1957 35).

: ;‘ - . In this context 1 unde;rstanv:l Rosenberg’s phrase "nature into ﬁ?ﬁon“ to imply a
suspension or even inversion of certain forms of power as, for example, notions of
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control and agency traditionally associated with binaries such as pamtcr!pamnng

culmtelnamre An analogous inversion seems to take place w1ﬂ1 respect to mimetic
modes of represenxatmn associated with illusionisaz. Ineomrast to the natural aititude,

where the signified pervades over the signifier, in modermst painting the signifier

seems fo prévail over the sigtified. Rnsenbergs term “tension” qualifies the
dislogical mode of this inverted relation of signifier/signified. Hls writing suggests

_ mattherelanonofmﬂmeandmmre mnotnam:al butlabouredor negot:atedhyﬂle

artist who asserts his own presence in dxalogue with tiie presence of painterly vodes.

‘Natm‘e 1n this process is being constantly challeuged to emerge somewhcre between

the assernvc and the alluswe

Rosenbium in The Abstract Sublime (1961) vieually and verbally draws parallels
between. the romantic snbiime and what he calls "some of the most heretlcal congepts
of modern American pamtmg (1961 39), He valorizes abstract lmmedlacy asa

mode of ruptaring conventionzl represeriation - or as he says, a brave sbandomment
of “the securities of familiar pictorial geomstries in favor of the risks of untested
pictorial intuitions” (1961:56). Rosenblum declares the sublime as the aesthetic

_ "signatwe {or signet) of modernism. In support of his argument he uses a juxtaposiﬁoil

of romantic and modernist pamtmgs to create a semantic typt:9 of the sublime.
(Fig.1). '

Rosenblum claims that certain modem paintings can be experienced as if they Were -
natm'e dwpme their rcpudnatlon of narrative or :lhlatzatwe representation ¢f nature.-

He holds that modern pairting replaces conventlgm by ostensibly. unmedlated
‘experience’. For example, with reference to Clifford Stll’s 114.5 mches high

painting 195¢ -D he makes the point that scale rather than subject-matier is mtegral

. %see Beat Wyss (1992) onﬁw use of Zypus tather than Konogramm.
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to the experience of the work as nature: "We miove physically across such a picture

 tike a visitor tourmg the Grand Canyoﬁ or journeying to tie centre of the earth,

Suddenly, 2 wall of black rock is split by a searing crevice of light,..." (1961:40)°

"Fig, 1 Pages 40 and 41 of Rosenblum’s article The Abstract Sublime (196%).

Rosenblum suggests that in contrast to Romantic representations of the sublime,
Abstract Expressionism represents a marked change in the typology of the sublime:

"Natiral metaphors abound as Rosenblum continues: "...or 2 stelactite thyeatens the approach io a
precipice. No less than cavermns and waterfalls, Stifl’s paintings seem the product of eons of change; and
their flaking susfaces, parched like bark or slate, almost promise that this natural process will continue,

as unsuscepiible to human order as the immeasurable pattemns of ecean, sky, earth and water..," (1961:40),

This statement did provoke opposition, as a reader’s letter iy responise to his article may demonsteate:
"What b [Rosenblum] calls the ‘dombfounding size’ of these... paintings,..., becomes Indicrovsly small
in the face of nature as we see it. Has he ever locked out over the sea from a plane 30,000 feet in the air?
... Still couldn’t hold a candle to that."” (Dor David, Editor’s letters, Art News, Vol.60 No 2, April 1961).
See also Newman's replies to Erwin Panofsky’s scholarly reaction to a misprint of the title of Newman’s
painting Vir Heroicus Sublimis in Rosenblum’s article {(Art News, Vol 60, mumbers 2, 3, and 5, 1961).
The Panofsky and Newman controversy refiects inodernism’s rejection of both scholarly and positivist
empiricist approaches to painting. For a critical exploration of this debate see Wyss 1992,
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The Abstract Sublime in its most radical form expels the body of the spectator from

“, the paistitig, making the painting as nature utterly immediate:

" Ta the abstract langunge of Rothkn, such literal detaif - a bridge of empathy between
_ ﬂ:erealspemta;andthepresenmnoncfammndemllmdswpe{gsmcn
_FmdnchsMonk};x@&q is no Jonger necex‘ary; we ourselves are the ronk
\bcfaremesea,smndmgsil.nﬂyaudcnnmmplaﬁvely before these huge and soundiess
pimresasifwewereloohngatasumetorammnlunight {Rosenblum 1961:56)

A similar point could be made with respect to Baraett Newman's painting Vir
__rg;;ggm (1950/1). The pamlmg is repfoduced in Rosenblum’s article:
mcludmg two beholdérs dwarfed by the large scale of the work (seé bottom left of
Fig.1). The inclusion of this phoiograph may be seen as emblematic of the way in
which, according to Rosenblum, the Abstract Sublime of modern painting has
transformed the Romantic awe before nature "that gave proof of the divine” itd a

- modernist awe before the (divine?) nature of pamtmg "What used 10 be panﬂ1elsm
has now become a kind of pamt»—ﬂlmsm"‘ (1961:56).

Both the natural attitude and the modernist theories I have referred to above suggest
a powerful connection between the dialectic nature of representation and the
production of presence I have explored how presence of the natural in modern
painting may be tecognized in the purity of the medium (Greenbcr_g), as dialogical
‘event’ (Rosenberg), o as Abstract Sublime (Rosenblum). In all of these instances
presence involves the absence of an ‘outside’ referent and is achieved through the
manipulation of the pxctonal codes of pamtmg 1 will refer to Robert Rosenblum'’s
: . Art (1984)
to problematize the contimuation of the modcm bmary bias, the notion of presence,
and the manipulation of ostensible value-free pictorial codes into contemporary
thearetical debate. Rosenblum adopts a rigid analytical binary model to focus his
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reflections nn\\.}mdem puinting and nature. His universalist appma:.h and by.

extension certain or’the modernist parauneters discussed above need to be senousiy

qlwstloned

The m evident in Rosenblum’s argument is noteworthy in this context in -

that Rosenblum operates wlthmﬂ:c polarity of nature/culfure as supposedly neutral

and transparent analytical category. Natare as ambivalent site of origin, and culture

signifying a departure/return to this origin, are the pillars which form the parameters

- of iwelosed system into whlch Rosenblum classifies various forms of modern art. He

assigns o art 3 largely compensatory role: nature being at times valorized over
culture (culture is then characterized by a lack/loss of nature salvaged by art's

function as " 'a therapeunc remmder of our own origins" (1982: 10)), or cultire being
valorized over pafure (nature ﬂacn signifies "the origins of our own dest:ucuve

- instiness” (ibid:14)). Also, Roz"nbhnn"s reference to the modernist notions of the

*primitive’ or ‘origin’ remains largely uncnuc;ﬂ, probably, because his article focuses

mainly on modern artists who make reference to ‘universal’ nataral phesomena and

gymbols such as sun, water, prnnordlal orgamsms, the Big Bang theoty *extinet’

cultures. Rosenblam refers to these as if they were. iranshistorically and

U‘answlmrally given’ signs 4 or concepts that seem unnhalienged in Wesnem culture.

- Clifford (__1988) has problemaﬁmd- e notion of ‘extinct’ . culfures and of the

“primitive’ as used in modern art to covstruct a source, an origin, or an alter ego. He

also locates this problematic construction in anthropo!ogzcal discourse. In his

questioning of the modernist relauon to nop-westertt others Clifford argues how
‘origin’ and the “primitive’ servetoconﬁrm some new ‘dlsctyjery thhmﬂzetemtory

and linear history of the western self. Clifford and others'! hold that this modern
discovery 1s largely expressed through a probl'eméﬁc agsthetic appropriation of '

‘otherness’.

Rosenblum in no way engages this problematic of ofherness; origin, - aesthetic

-l |
Yeee for example Poster’s The ‘Primitive’ Uncansclous of Modern Art, or White Skin Black Masks in
Faoster (1939).
- 20
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S * | appropriation. By contrast, inhis exposition of modern art he ms;sts on a universalist
o - notion of & disinterested acsthetic pusity. His descriptions suggest iat nature,and
_ ; culture are transparenﬂy reﬂecmd’ in the pictorial Janguage and structure of modem..
l - painting which is made up of ’#Jhat he termis m'educible mci:onai units”, Lme, o
co - colour, symmetry, centrality, can be arranged n a polarities of, for example,
L | horizontsl vs vertival, rest vs movement axd so on. ’(bpposmg plctor*,al units may be
overla:[d_ *naturally’ with polar gender associations, that js, male vs female, as in his’

descﬁpﬁon of one of Mondrian’s pamhmgs E s

“ ' . [ ) o
: : Y s 5

% o P .
FOl‘ Mondnan,tilmfomcuuldmkeonamurehemldm unwetsalcharac{er o
whlchﬂlemajestyofkcentmhzed,Ionetzee,growmgupngbthkeamanagamslﬂm !
o __ _ puﬂofﬂ:ehonznn;migmbet:anslatedmtosymbohcpolmm of mate and femaie, nf
oY : " ' 'mstandmovemznt oflhnforceofahvmgbemgagahnstﬂlesemexpanseofskyanﬂ
R R (ibid:13) : _ ;
. - ; b

L ' !ﬂ( .
_ : - Rosanbhnn 5. argument employs metapﬁ/oncal transformauons and metonyrmc.
L ’ - displacements in an uncritical if not sﬁfeotyplcal way. He neither draws attention to
o | the factiiousmess por the  Historical construction  of polarities_and
. = metaphoncallmetonymic overlays Anassessmentofthese cbnstruct:ons,would mdeed
suggest, that polantzes are neﬂher universal nor value free (see MacCormack & -

L | Strathern 1989).

, Rosenblum’s position perpetuates a nmnbernf fallaciel. Xis use of oppogition such
o as namre and culiure, male and female, as analytical tool is problematic. His views
B " epitomize & kind of essentiiiism where fixed values are naturalized and art practice
f /::3; is seen in isolation, Hovering over rather than being part of disconrse. Here Bryson's
u . argument against (Ernst Gombrich’s) percebhmhsm holds true for Rosenblum’s -
@ - apalytical approach: "the meaning of the sign is defined entirely by formal means, the
| " product of oppositions among signs within an enclosed system," " (1985b:xii)*

Rosenblum perceives the ‘primitive’ and ‘origin’ to be present in modern art, He

: 1r)E'm- 2 critical cxammation of the aomept mcptuahsm see Bryson (ibid), bis introduction 0. . -
Calligrar, or Vigus| Theory.
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| strugtires thzs ‘presence info an enclosed opposinonal system “of sigmficatmn. N
Presence here may be associated with a centred subjectmty, truth, wholeness and
autonomy of meaning, notions -which Foster (1989) idersifies with 2. "phatlocentric
ordez' of the west". Fostaer’s argument on the ‘primitive’ in mordern art as
symptomatlc of this phallaﬂemnc order is worth guoting at length, because it reflects
the genmal bias of E,osenblum s article:

I—Iismncaily, the primitive is articulated by the west ixl depmra.twe or supplemen;al
 termis: 23 a spectacle of savagery or 48 a state of grnw, as a socius withour Wnting‘ or
- the Word, history or cultural complexity or as a site of originary unity, symbolic
pleaitude, natural vitality, There is nothing odd abour this Euroentric construction: the
primitive has served as a coded other af least since tbn Enlightenment, usually as a
subordinate term in its imagind'y set of appositions (light/dark, rationalfirrational,
civiiized!savaéé) This domesticated primitive is thug constructive, not disruptive, of
the binary rativ of the west; fixed as a stmctuml oppomte or o dialectical otber to be £
. maorporated it assists in the esmblishment of a western identity, center, norm and '
L e, (1985 196)

,- ___..::\:_?..:5 ._

Foster also a}iéociatcs the notion of presence as naturalized and sovefeign form of
human ceu:( ‘lousness with modemlst hlsiaonclsm In this context presence implies a '.
R _ desire for mtahty, 2 (Buropean) master narrative, humanism and a discourse of the
| ' | continuous emhcdded int 7 linear conceptmn of hlstor} . Contmmty is involved desmte |
S modernisni’s ‘fupltasis on avantgarde negation 2 mode of rupturing established

: P - disconrses o;_conventmnal representation. Foster argues that

] . as the discourse of the coutliwous, historicism recoups inhecently; it conceives tirne as’
o : a totality (whersby “revalutions ate never more thin mements of conscioustiess”
| - o | [Foucault]) and may, v thie only subject. Human consciousness is at oncs posited and
o . revealed as sovereign, and discontinnity is resisied, as is any decentering of the subject
' (whether by class, family “or language). In art, of cousse the subject of this historicism
is the artist and its space ibe museum; there, histoty is presenied as a narrative -
commuous.homogenemxs and anthropocentric - cfgrr.atmensnd masierworks. ('?cster
1991:190)

|3 _ The notion of presmce as symptomatic for closed :sj.rstem of representation has been




|
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seriously questioned in critical postmodernist theury ¥or example, Derrida’s concept .
of ‘différance’ negates meaning as presence, for here meaning is contimually relayed

“hence cannot be captured (Derrida 1986), In Moi’s words the conenpt entails that

"meaning can pever be scized as presemce: it is always deferred, vonstanly
displaced...in a chain of signification which has no end, no transcendental signified

- which tight prtmcle the final anchorpoint for the production of sense" (1981:64).%

The modermst aesthetic of presence has to some degree also been part of
postmodernist debates. The notion of presence is for example contained in Frangois

- Lyotard® s Juse of the ‘sublime’ and here commotes a critical form of postmodemist )
| aesthetic -

Lyotard (1983) posits the sublime as a theury of the non-representable for both
modernism und postmodernism. With reference to Barnett Newrnan’s Vir Heroeus
Sublimis, (which Rosenblum also uses as pritne example in 1951), Lyotard proposes .-
that "the sublirne may well be the smgle artistic ‘sensibility to characterize the
Modern" (1983: 38) Lyotard argues for a reinscription of the term: "with the advent

of sublime esthetics the stake of art ... Was to be wimess to indeterminacy”
L (1983:41)._ Following from that the modernist narrative for Lyotard involves a'break_ _

with the imitation of nature towards simulacrum: "the art object would no Jonger
bend itself to models, but would try o present the urpresentable, it would 1o longer
jmitate natare bat would be an artsfact, a simslacrum” (ibid.). The question of the
sublime for Lyotard s linked to a radicalized conception of artworks without rules
which may produce a presence that is- fundamenta]l_y' disturbing. Radical
experimentatios for Lyotard may "produce it general an effect of uncertainty and

trouble" (1986:58) and, "the retreat of regulations and rules is the cause of the feeling

of the sublime" (1986:11). The reinscription of the term sublime for Lyotard also
functions as potential agent for criticality: "The aVant-garde task is to undo spiritual
agsumptions regarding time, The sense of the subtime is thc ng.nc of this dismaniling"

)
1"Similarl:.r Foucault (1986) associates-iuthoritaiive prescone and ttansparency. On thie complex relasion
ofpresence, transparency and colonial dmcrnrae see Bhabha f?1985)
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(1983:43).4

The denaturalization or displacerent of a ‘phallocentric’ presence of the natural in o
certain discourses is & theme that will be pursued with reference to specific visual
repraosentations in the following chapter. |

i

o appropriate the concept of the sublime for a postmodernist aesthetic may, however, be
problematic. Huyssen has pointed out that the Jegacy of the concept is historically too ambiguous for it to
serve 2s 4n "adequate aesthetic category to theorize contemporary art and literaturs®. Lyotard’s “tum o
Kanit's sublime forgets that the sighteenth sentury fascination with the sublime of the universe, the cosmos,
expresses prociscly thar very desive of totality and representation which Lyotard so abhors” (1990:265).
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Chopter Two i

- Stereotypes aﬁd‘ Popu!ﬁf:ﬁéthég -

o [n e previous chapter I have inter afia suggested that presence is a construct which
; r produced in closed aesthetic, theoretical, and. analy*lcal systems of signification.

noted, with reference to Foster’s critique of miodernist historicism, that such closed

}aystems mvolve a prohlematlc and phallocenmc bmary bias. The stereotyp:cal and ©
E'gendered quahty of this binary bias in visual lepresentanons can be most: clearly |
fldemonstrateﬂ in mages ‘outside’ fhe realm of art as, for example, i m advertlsements
IAlthough they are generally not considered ‘art’ and operate under different
) ‘conditions of productlon and distibution, the ldeology or aesthetlc codes assoc:lated :
'wﬂh advertisements may infuse visual art practice, While outsxde’ of art these. forias -, |
of popular culture draw on conventions of high art it can be noted that wtrh late
'-mndernism, particularly Pop Art, and now postmodermsm the distinction of popular
: culmri= and hlgh cullme Seems progresmvely eroded. g

Y will fo.s %hé"’first section of this chapter on one example from advertising o

problemauze a gendered and instrumental use of naxuxelctﬂm opposmons My 5:

~ concern with stereotype and popular images is also motivated by some of my practical
- exploration where I have quoted such images as well as certain representations

associated with contemporary health food industry and other discourses where food
is presented as natural. I make reference to three of my works later in this chapter

to illustrate the tactical way in which I use various signs and codes of the natral in-
order to displace the closed, stereotypical, or linear reading suggested in the imiages-

which 1 quote. My displacements genera]ly encourage a double or multiple reading
of that what appears obvious, ﬂ'ley defer meanmg which as a result hag to be

continually re-conmmahzed

s




. D The following Stender Line, Good j@: aith advertisement (Fig.2) was published ina
S supplement to The Star, the Sunda,\ Star, sepmmber 30, 1990, It is addressed toa
femnale readership.

Vig. 2 SIenderLiue&Adva-ﬁmént |

_" _ o Given the formai structure of the Good Health colour drawing, the followmg listof |
{0 o "oppomtions inay be compiled:

nature o . oulure _
raw food. (fruit) s+ processed food (cake)
~ natural beverage (milk) ! artificial beverége (alcohol) _
" rural . _. ';_;;:  utban R o __(}I '




unpolluted air ;- . polluted air

~ dew drops (on fruit) ' pesticides (from i)lane)
- primary colour : muted, secondary colour
- closure T openness
' centre _ : - periphery
_ interior : - exterior
5; temperance T eXcess _
- harmony o : disharmony
ideal . ¢ real

Tuking into consideration the left-hand side of the double page ad, the ilst can be

extended as follows

passive _ ot active
female Y male

 member of ‘Slender Line® : non-member

slender S fat

. beautiful e ugly

positive . negative

Some critics suggest that diagrammatic renderings similar to the one above could be
conceived within: a linguistic idiom. For example, MacCormack paraphrasing Leach
notes that "the passage from nature to culture is a greatly abbreviated syntagmatic

chain of mythls upits, forming a metonymic axis from left to right, Reading from top
to bottom we have paradigmatic associations, or metapboric transformation.” (1983:7)

-0

 The MM from left to right, from nature to culture, has histbrit:ally often been

associated with a hierarchical superiority of culture, Howevet, in the above diagram

the metonx('\ini_c axis has been redirected: the chain deireloping towards ‘goodness’ and

a higher position in the hierarchical order actually “progresses® from right to left.

Nature, it seems, assumes supenom;y over culture. Goodness and power, that s,

control over woman’s body, is connoted with the ommipresent epifhet natural in
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conjuncﬁon with the metaphoncal equivalents reprefsenwd on the iefthand side of the
diagram. In short, in his adﬂleeplﬂmtnamml\ralonzes themmmoﬁtywhchltm
trying to sell, and this commmhty is mewphoncally identified with woman.

However, there are certain icomgraphic details on the ‘megative’ side which may be
seenasbcmg coded feminine, such as theforkplacednexttcapxece of cake. This

detail which has no apparent . metonylmc equwalent dxsmpts or confuses the neat

antithesis of the overall pattern of the ad and renders the ‘negative’ side of the
approximation a non- sequitur. Rather than representing a subversive rupture this
inclusion, together with the association of ‘womian as her own enemy’!s, renders the
rcpresentatwn which seemed  to  privilege: femmmttyfﬁemaleness over
mascultnity!malemss transparent, natural again: womsan (as consiructed in this ad)
can not really afford to identify male with ugly, fat, ncgaﬁve S1gmficamly there is
10 apparent disruptmn on the positwe side, . -

: |
The use ‘of stereotype, the systematic and instrumental selection of certajn
comnotations out of all the meanings fhat namre and cultare have in western society
in this ad is suspect, This is particularly 50, as fhe notion of the natural in this contekt
'_is used to camouflage the stereotype’s function, which, as Craig Owens has argued
. _ ¥
1s tolmﬁtoduc.ze ideclogiéa] subjects thatcan be smoothly inserted into. existing .
institutions of goverument, econony and... sexual identity. .. Stereotypes treat the body :
as an object @ be held in position, subservience, submission; they disavow agency, _
ﬂlsmanﬂe the body as 2 focus of action and reassemble it as a dlseontmuous series of
gestures and poses,.. (Owens 1984: 100)

A similar point is made’by Judith Williamson (1983) who explotes different forms
of representauou of nature in advertisements. She argues that in these ideology bith
creates and locates the subject. The use of stereotype in this operation is smmﬁcént,

“The fork and cake may also be seen to revesl woman's lack of temperance, An old stereqiype is

. #ifirmed here: within 2 normative value system that associates beautiful woman with slimness, the desires

of the flesh - heze for onee not explicitly sexual but expressed in the forbidden and uncontrolled desire for
cake ~ must be considered sinful.
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for it works to proéuce for _the- subject an illusory position of choice.

Furthermore, Wﬂlmmson cnucally problematizes the mode of refernng lao naune and’
the notion of natmre as symbol in culture when she characterizes advertising modes -
as’ violently appropriative: "[nfature...is the huntmg grounﬂ for symbols, tﬁg Taw -
material ofwhmh they areallmade Butas namre mramacked for symbols .it is, of .
- course, transformed“ (1983 109). Sy '

]
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The mediations, resw.npnons andoﬂmbnearﬁ;mhngmphmtmvmual-f
represantanons from populax ~clilture and ways i which those could be re-
appropr.atad and used ormca}ly in mynpamung are themes ‘which have been of

importance m some of my practical exploranon My discussion of ﬂ1ree oxamples

from this explorauon is intended to reflect my self—conscmus strucmrmg of
reappropnawd and mvertod symbols of nature

| Representations of food can be undérstood as complex mediators between human
‘eings and natare. Claude Léw-sn‘auss (1966} suggests inhis "eulinary triangie" that

"the raw, the cooked, the/ .ited" may be perceived assuch Mediations of food are,
for exampie ‘also evident in the popular saying ‘we are what we eat’, where nature
not only smﬁos edlble nature but also refers to what is often called internal human

 pature, Ihavemadoreferencetotheseandoﬂlernoﬁons around food in my carved |

painting'® ‘Consuming_Desires (1990) (Fig.3). These references ate used to
strategically subvert certain aesthetics of presence which involve noticns of
transparency, of the claim that what is depicted is real or obvious, In Qm

- Desires my subversion is evident as a continuous play of ttansparency and simulation,

and as incessant layering and relay of meanings. I will describe these processes and

toy refermmypainnngsoncawedwood. orwhlch include painted objects inlaidmwood as carved
pamunss
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- my reference to tbg_nawral in som detail. - ' .

Wig. 3 Kapitza-Meyer, M. Sionsuming Desires (1990). .
Found Objeets, Oil on Canvas, Jelutong, ‘ttm ¥ 910 ynm, Collection: The artist,

The capmre of the nataral as unphed in Bryson 5 concept of the natural atﬁmﬁa is
suggested in the pmnterly illusionism used in the dep1ctm11_of objects on the painting

- on canvas which is located in the focal area of Consuming Desires (Fig.4). While this

illusionism suggests a transparent reading of objects it is, however, ouly convincing

‘withire the parameters of the surface of the canvas. The sides of my painting are not
_ painted illusioni,';tical}y They' record syrfaces and processes which iltusionism
conceals: these incinde the material support, the ‘raw’ canvas, ihe visible laycrs of
: primﬁr, and the washes and glazes of oil paint.

The painting on caﬁvas is moimﬂe_d onto a sculpted jelutong ground. The intrinsic
colour of the jelutong is retained to effect an appéarance of the natural (some friends
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suggestedtomethatthis m:rfacelooks mnrehkeleatherﬂlanwood) Bothpamung '

andwoodarevarmshedthhunbleachadbmwaxwinuhmanomernamalmedm
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The brush which is inlaid in the upper right register of the carved painting invokes
the natural in various ways. As found object it may be misconstrued as part of the
‘real’” world, hence ostensibly more natural or imynediate than a painted representatlon

of it Pmthermore the brush consists of genuine pork bristles. 1 have mampxﬂaﬁed
this more cbvious association of the natural by painting the. brusn‘% with a leopard

pattem hence displacing the domestimty associated with the pork mIO\\me mmnahsuc.

The animalized brush for me sustains resonances of the * rawness’ of etmotions Wmch _
may e conveyed through expresswe modes and conv*ntwns of painting,

- Another object which is inlaid into the upper register is 2 giass'animm eye contained

in a carved diagrammatic rendering of its lachrymil apparaius, I have 4;§tained the

| glasseyefmmatamderm]stwhoumsucheyesﬁoreplacetherealcnes of the dead

zmilmals which he prepares and staffs into Tife-like poses. The glass eye. in my
rendering is doubly displaced, both dlscurswely angd physically. Firstly, it is displaces
from the discourse of taxidermy into medical discourse, and secondly, the eye phus
its apparatus is physically dislodged from iis indentation into the carved surface. By
extension, the indentation which disrupts the even “flow’ of the carved surface may

suggest that atl the objects which have been plaved onto it cannot be removed without

leaving a pronounced mark of their absence.

My reference to discourses where food is presented as natural is intertwined with the
various layers of representing the natiral, of presence and absence, which I have

~ described above.

~ For 'example. my carved sweet ‘the natural’ (Fig.5) which is placed below my

painting is an incomplete simulation of a health sweet with “no preservatives’, ‘no
artificial colours’ (Fig.6). The slogan around an embiem of scales in the Myrmac

product suggests, that the sweet is produced by contemporary health food industry in !
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close cooperation. Wiﬂi(the goodness of) nature: ‘Nﬁwe Planned It © Myrmac Made
It'; 1 have modified the slogan, and also the product design: in may rendering a =

 genderless hand feeds a willing recipient of this health sweet. My modification plays

on the way advertising adopts an almiost god-ordained rhetoric, how it exploits and

' commodifies conventions. My image could be seen in a quasi religious setting where =
fhe notion of heaith sweet is substituted with a packaged piece of nirvana.

' In the painting on canvas which is imbedded into the carved surface T interweave

different dispourses around food consumption or eating. For example, the
representation of e digestive tract derives from a medical iflustration and presents
» functional view of eating. The (upside down) text in the painting quotes a mem

- compiled by Holt 2. 1886, Holt’s propagation of entomophagy (the eating of insects)

seems entaugled in ambigvities aronnd notions of the ‘primitive’, the ‘exofic’,

_ ongm eatmg taboosauﬂsoclalrelauons His pro-enzomopbagy argument dl‘aWS on
-discourses such as zoology, aesthetics, economics and anfhropology.! In my

quotation of Holt’s menu I mamly use the anachronistic lettering of ‘Old Enghish’. | /
Part of the text is interspersed wrth the more centeporary ‘Helvenca Medwm/

___wluch dxsrupts a cannnuous read:ng ag wc]l as the sense of how this fext may be

located hJstormally

A more direct invitation to eat insects is suggested in the carved, mouth-like, wrapper

- which inter alia contains real insect remains (Fig.7). These insects Iitefaliy are natyre

morte {(dead pamre). Similarly, the arrangeruent of fork and knife o a serviette next

'tothepamtmg on canvas may be seen as invitation to eat. 'I'hearmngememrefersto _

western conventions of food display. The constellatlon of cutlery ard painting -
associates the consumption of food with aesthetic ingestion, that is, the ingestion of
knowledge, of thetoric, of discourse, of convention, but also of confradiction, This

™l his book, Why not eat Insects? Eolt providss a wide rangs of answers to this guestion ranging from
‘insects are cheap and nutritious food supply for the (English) poor®, to ‘uncivilized peopies have eaten
insects’, over ‘they are pleasant to the taste’ and “eating {and thereby reducing the nmber of) insects may -

‘be a measure for restoring natural balance’. These answers serve as rationalizations of Western eating

taboos which prepare the ground for the presentation of his recipes and menus, which seem like

. westernized culinary curiositie¢: Wasp Grubs fried in the Comb, Moihs sautés in Butter, Devilled Chafer

Grubs, to name 4 few of the “attocities” which I have quoted in my painting.
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crel SR sugge__sfm that the ca‘é_aﬁ’&re aesthetic pro?{ is not d:vorceff fmm Ii#ed- process

: m or presemen nawire, ‘as Lucy Llppard has noted, "is always less
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vovered by glass. The frame and glass sxgmfy closure, finish, ahenatlon from touch.

: 'mssngmﬁcanonmplacesmeopennesstotouchwkmhzsmewndmonfarthe“

ST carvmgofsurfawandobjactsandtheprocessofmahngandkvedexpermoe,mm

o e | e
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Howgver, wh:le my mspiay of ob:%ts in my work plays w:th dtfferent levels of N

t]:ueatenmg when plcmred objecﬁfied reified" (19331).137) Thisaspectlsenhauced n
v mmywurkasﬂmcarvedpamﬂngas awhole:scontamed mabox—hkefrarm.anﬂ :
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My painting Sublime Lg@g@ge and Other Obiects (13@0) (Flg 8) also reflects my - |
critical concern with already mediated and cuded repr-ﬂ,/ tions of the natural. Hese.
Thave made reference to romantic notma tuf sublimity in conjunction with qu otations

of a health sweet wrapping called ‘the "ﬂatural’“ and of 2 label for a natural juice
~ product named ‘Real’. Insect remains, a screw, a bronze shaving a_lsql feature in the
. painting. My pictorial arrangernent of these iverse referenges is intended to produce
:  a sense of coﬁtradiction. inversion and rupﬁ\pré"df: received connotations implicit in

. these, T will deseribe some of the implications of my arrangement briefly.

mo

“The scales of the Myrmac swest logo in this painting have been rep}need by a partl}' off-cut self
portmt My logo framing this portfait reads: Natare * Ma:ie(na). v -

35

&




i

A Fig. 8 Kapitza-Meyer, M. Sublime Landscape and Other Objecis (1999). .
 Oil on Board, 320 x 38¢ mm. Collectlon: The artist.
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Most inversions Whlch are produced in M&m_&t@m seem
o revolve around the centrally placed sublime landscape'®; (Fig.9) For example, the

._ _ notion of aggrandjz_mnent and boundiessness of nature which is sugpested by it is

L o | displaced by the raﬁifér reductive and instramental use of nature as reflected in the

B design of both label and wrapper below it. The landscape is framed, or

| metaphorically set up, by the rhwetoric of ad\femsmg whlch seems to suggest that it
is possible to buy into any kind of ideology;

| o . _ . Moreover, &m thetoric of the siblime landscape: rugged strong, vast, powerful
l' | o - terrible, genemhzed is farther countered by the rhetoric of banal objects around it:
B *small, smooth, omamenral graceful teader”. Both rhetorics echo the dxfferenuauon
P “of the Sublime and the Beausiful by the'romantic theorist Eduund Burke, Bryson
suggests, that Burke’s concepts of the Sublime and the Beautlﬁll are "couched in
|  torms whose obvicus roots lie in gender” (1990:177). Accepting this association of
“the beatifll and femininity . connotations of contomporary health food discourss
seem to acquma a more suggestive and amblva]em layer of meanmg in my pamtmg' )
whl,ch is nejiher 1er,hmi1ve qor banal

- ~ However, the grandeur and desxre for mﬁmty suggested in the izndscape painting is

| | not without its contradictions. A number of inversioxs take place in relation to it, For
e _ ~ example, in terms of scale, the uomparatwely large objects which frame the pamtulg '
- . seem to ‘minimize the effect of the sublime, Moreover, because the landscape is an
v actual pmnhng which is incorporated with another, it literally is presenﬁed as one
o object amongst other objects. This further inverts the sense of singularity which may
Loy be associated with the sublime.

V) o Layers of coding are also evident on more formal levels. The predominant colour of
the paintiiig, blue, is invariably coded as distance (in the Jandscape representation],

~ I have painied this landscape fising a process of ‘blotting” whick, as the 13th century painier and
theorist Alexander Cozens sugyestedl, follows the principles of nature rather than culture, For reference P
to the primavy toxt A New Method of Assisting the Invenfion i Drawing Original Compositions of T
Landscape {1785; see Cozens (1989), for a eritical reading of it see Lebensziejn (1988).
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as surfuce (in the representation of the painting as still life), and as ﬁaﬂsparemy {in
aspects of the monography) TheSe layers are not clearly distinci, The play of two-

_ dmensxonailty and ﬁxree-dimensnonahw is also reflected in the use of thin washes of

paint in the 1_andscape rep:esentauons which do not conceal the pmned surface of the
painting. Thin layets are contrasted to relatively mare thick, textural paint. Literal
three dimensionality s also asserted by the rupmre of illusionistic surfape Which the
incorporated painting creates. The play of three-d and two-d is also reﬂected in my

| _ choice of gilded and ornamented frame.

. Fig, 10 Kﬁpitherer, M, Sublime Soliloguy (1991-2).
CementCasts, Jelutong, Ol Paint, 420x670mm Coliection; The artiat.

The thlrd painting 1 wish. o dlscuss liere is called Sublime Soliloguy (1991-2)

- (Fig.10). lt is a carved painting with six infaid cerment casts, ‘Three of these are casts
. from a reﬂector for a peu'oleum lamp, The reﬂqt'tors from which I took the casts

frequently i‘.{omam stereotypical representations of the nutural, some of which I have
quoted. Thése representations provide bits and pieces of sentimentality which suggest

38




_ that it is possible to recoup a lost patadise or arcadia which is beyond politics and the
L “contradictions of fived experience. T have tried to displace these univérsalizing

N "hanﬂencics, the notion of a-puﬁty and truth component linked to nostalgia through

! o : ‘various other references which I make, o

Inmm_s_gm@z there are three stereotypes of the natural which I-quote. While
my central image mimics A pastoral landscape represehtaﬁon from a reflector, the
other two refer to pictures which used to be packed with cigaiettes ‘The reference for
picture on the right js emtitled “The Shepherds Friend’, (No. 117) from the
j{:lema Calvacade series. The triteness and gross sentiment implicit in the image is
_ _ _ : xhost evident in the text which accomparties it on the reverse side of the reference:
TN . |..a shepherd...gazes at his “aithful sheepdog, Black Wull, the only creature in fhe
[ o world besides his daughter who understands and loves him". My lefthand image
i B refers to 2 more mundane scene: ‘Skukuza-kamp: Kookplek® (No.89) from Ons Suid-
Lo ‘Afrikaanse Nasionale Wildiuine, I have also selected these cliched images for their
Lu : _ ' - anodyne quaht:cs' they seem to be able to give comfort to the westemmmd to lessen
o the pain of the real by constructinv a fictional oneness with undlsturbed other,
natures.

| While I am critical of the various fictions associated with these popular images my
b L displacement of these in Sublime Soliloguy is mostly voncerned with the givenness
- ) . . of meanmg or the sense of unchanging truth which. seems so readily provided by the
B stereotype, By contrast have tried to hold mcamng in suspense, to promise meaning,
- without ever provxﬁmg itina stereotyped way.

. /;’-::"\5 ' . . » .

Y My suspense ofmeanm may be(demonstrated in relation to the complex associations
o ' in xay icopography of the tape. | have correlated each reflector cast with a castofa
o tape which signals a shift from a wmore visual fo a more verbal mode of -
l|' ' * communication, As reference to an audio record the tape may be Seen as more
obviously discursive fn the way it involves (spoken) laoguage. Because of its
placement below the image, the tape may also be understood as a subtext, as a’_récord
of voices which in som. s¢r5e 2dd to the reading of the image. This implied reading
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is, however, frustrated through the notion of the tape as sipwilacrum - after all, it is
an. object deceptwely made in fhe Hkeness of a tape, ot a ftmcuqnal tape which could

be ‘really’ listened to, The simulicrum hence involves an ellipse, that is, an

unstafedness, a lack, art omission which prevents meanmg from being construcied as
complete, 2s whole, Furthermore, the tape may also be viewed as inaccessible,
_ archaeological fragment. Acmlly, the edges of both tape and reflector casts suggest, r
© that the objects may have been divorced or salvaged from some other, ongmal -

contexts before thc.y were inlaid into the painting. This suggesis, that meaning in

telation to these amhneological fragments can only be more fully grasped in thes_e _
‘\mplicit other contexts, and that fae objects have to bewle— and recontextualiz { to
" xnake their meaning more comprehensive. Meanmg in this’ pense is deferred to outame |

ﬂ:leframeofmlsvamng . o C -4
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Chapter Three B
| : - Critiques of The Natural in Selected Works by Penclope Siopis S
f | ‘and William Kentridge g S
This chapter is composed of five loosely commected sections highlighting different g é:‘??
l _ _ _ _

ways in which Siopis and Keniridge use reference or quotation. These artists bozrow -
images from popular culture, medical and scientific comtexts, (art) historical _
discourse, aud other sources. References which I discuss involve directly or lmpllcltly

R  certain conceptions of nature, These references touch on ideas of the pastoral genre,
L | the colonial myth of the Dark Continent, conceptions of techuology in relation o

) | pature, the mper:ahst gaze, discursive constructions of the gendered body, and of = -
history. 1 suggest that both Siopis.and Kentridge engage with denaturalization - Tuse:

- the term to signify a critical problemeiization of natare and the conventional or
hmmmal connotations of the references used. Comnotations attached to referenices

 such as the pastoral are, for example, assumptions sbout time which may saggest 4
recouciliation, of nature and history. Moreover, the mythl.of the Dark Confinent

! historically involves patriarchal conjectutes about the essence of female sexuality in

- - _ solomal discourse. More broadly speaking, these connotations involve pofions of the

| c,-ibntrol, possession, mampulntmn, myﬂmficataon and salvage, of natre. '

t ,c‘:a - Inmy reseaﬂzh process 1 sometimes founﬁ it useful to start a section by identifying
. § certain more classical conceptions of nature whereby the natural is necessarily defined
G _  in relation to something other: culture, convention, technology, cmlxﬁauon,
R - 'mascuhmty, history. While ! have problersatized in previous chapters the associations
J | o binary thinking with historicism, a desire for coutinuity, wholeness, -truth,
| “transcendence, presence, and closure, I found it necessary to further rethink these
more classical conceptioné in relation to specific visual representations. Jardine
proposes that ",..rethinking thoss dualistic couples means, among other things,
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pumng their obhgamry cﬂnnotaﬁons into mscursxve cirenlation, m\gkmg mose_.

cozmotaﬁons exphclt in order, one hopas to put them into questlon" (Jardine

.1986: 563) This chapter then also suggests a continuation of my questioning of the
modernist stress on the dialectic nature of representation, Whmh 1 have explored in
| ¢hapter one. |

N

Bmary modeis have been denaturafized in posnnodemmt criticism. For example,
whilst critical theorist¢ like Frederis Jameson or James Clifford acknowledge that

- polarities seem mdlspensable to western thought historically, they also problematize

- 1he use ofbmary systems as analytical fool, arguing that it signifies a closure
o Chfforduses anlmnalbmary model only to break open this closure 5o as to offer & -
| "map...of a h:stoncally specmc contesﬁble field of meanings and msntlmons“ '

(1988: 223)

I have adopted a simifar appmach to explore aspects of denamralmnon in this
' chapter InmydlscussmnofselectedworksbySmplsandKentndgeIarguematboﬂL o

artists refer w0 the natural in a way that crlqr«ally asserts the. cultm'al construction of
thg congept. While both artists make referenca to dualistic coupies, these are not used

inan opposxtional mode which may signify closure. mode of thelr reference to

naure mgy sometimes involve a de—fannharization ﬂuahsuc couples and their

obhgatory or maturalized connatanons

For example, the traditional pasmL with its pronounced absences of time and
history, may involve tamre as 4 background of natural law from which eternal laws
may be derived for c_ultlire. 1 suggest that Kentridge's reference 130 the pastoral
connotes an absenice of this -coneépﬁon of nature as he posits the pastoral as ersatz.
The notion of ersatr sl ement, substitute) suggests a less original or immediate
access to what it rép sty DETICE nnp!m lack and partxcuiar forms of mediation whlch
wﬂl be explored. -

W

Swpls ‘reference to 19th century- medmal mustmtmns of hystena crmcally

'prob!cmatxzes the pafrisrchal construction of me reianon mtenorlexterior,‘
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svmpmmlpaﬂaology ~which are reﬂecwd in these. T will explore how ter mode of
reference to these illustrations mvolves d:upllctty (delibetate decepnon) as a steategy
which may be seen to expose some of the- nammhzmg pres'mnpnons of patriarchal '

'dmcourse -_ o : -

Fﬂrﬁmmore, wﬂl exploze lmw for Kentndge technology is closely associated with
a capnahstmode ofezpio:tmg namre as resource and nature here iy used to mgmfy "

not only ore deposits, but also people Technology is also referred to by Siopis. Here
- T feel the term describes patriarchal modes ofﬂcontrollmg and colonizing the black,

female body SlOpIS paintings such as mmggmm suggest certain strategles of

resxsting ﬁns colomzauon whlch wﬂl be explored.

v
[T

Thxs secnon is concemad wr:h the rolatlon of natre (constructed as hemg umversal

not map-tade but ngen) and cuiture (in the sense of man- made convennon Wthh is
based on agreement) Gernot Bohime (1992b) has pomﬁed out that this opposition of
pature and cufture is ‘grounded in Greek philosophy where a coherent backgronnd of.
natural Iaw is dlfferentlated from the more arbitrary laws of culture. Bshme notes that
the legacy of the two concepts is hmtoncally complex and contradictory. However,

he hoIds that the fact of a differentiation of the concepts of cultural and natural order
in-itself i is 51gn1fmant, for the notion of a natuml order may function as a critical
norm or agency which serves to cha]lenge the ‘Willliir'- (or arbitrariness) of the

- human order, Bohme argues, that seen in this light, the co_m:apt of natural was, for
example, historically ‘significant for the development of human rights.

ﬁ.
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Fig. 11 Kentridge, W. The Embarkation (Triptych) (1986/7). Charcoal and Pastel on Faper, 125 x 82 cm (Lzft hand panel), 125 x.85 cm (centre pane), :

125 x 88 cm (right hand parel). Collection: not efted.
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Theﬁlenwdnamratas opposedtoahumanorderhasalsomfusedvzsuaiart '

discourse in South Afnca For example; in his drawing triptych The Erobarkation
(1986/7) (Fig.11) Kentndg& Bngages With this-opposition through his reference to a
highly comenuonalyetoftennaanrahzedﬂmmc that is the myth of the island of love,

" Kentridge’s specific reference to Antoine Watteau’s L'Embarquemnent pour I"lle de

Cythéra (1717, Louvre) in his- tr:ptych suggests that he addresses this myth as
historically -complex genre: the- pastoral The pastoral tradmonaﬂy may mvolve
transcendentsl conceptions of natire as aspu-ed norm for culture, and by extension

1 will confine my discussion of The Embarkation to the pastoral and explore hiow

Kentridge questions some of its implications. I argue that be dengiuralizes the pastoral
as a form Of agreement that natoralizes the relation of natne: ang lustory This

| _ namrahzauon may involve a process ﬂlrd %]1 w]nch what Kentridge frequently refers
to a8 "moments of grace” ase posited s universal moments of human consciouspess.
1 argue that Keniridge resists this naturalization by associating the pastoral with the

~ notion of ersarz.

Heather Dubrow has noted that the pastoral has a predﬂectwn for bmary opposmons
50 fundamental that it may take the form "of carefuﬂy articulated inteHlectual debates

| “about city versus country, of thetorical figures mvolvmg the comparison of opposites,
or merely of one of the oldest bmary oppositions, the debate between two lovera"

(1982 118). - . s

The pastoral genre from this parspective is constructed in a dualisti¢’ mode. In
Watieau’s L’ Embarquement this genre involves a temporal movement between

'.-fcancepts df nature and convention. This is 'argned by Gérard Raulet (1987) who holds
~ that for Watteau nature and convention are not repressated as synchromc, that is, -

harmomous]y coexistent givens, but that the concepts are dxﬁerem;tawd ina temporal
sense. Temporal differentiation is infer alia conveyed in terms of the suggested

movenent of a group of pecple in hetween fore- and background, the perspectival

el R T gt st I T PRI LA P MRS




. o a

! .'Z:-:--‘=.€-'--".z=.-.- . —HL“*A\> w ww S o ..

LJ

structuring of Watteau’s mlage“’ To appmpriaae a title of Raulet s writings, the
dlalecucthatxssetupappcarstopiay offmelmmamzanonofnamreandthe
paturatization of man!woman.

o | o

I will loosely use Raulet’s noion of temporal differentiation to make some
observations on Elza Miles’ catalogut, introduction to Kentridge’s Standard Bank

-~ exhibition in 1987, where she focuses on The Embarkation. While w{ description of
these drawings oscilfates between 4 universalist aod historical readu.,, 3f Kentridge’s -

ivonography, her emphasis seems to rest on the universal. The implicit binary bias
of her reading of Kentridge’s drawing may be displaced by the netizn of ersatz
which, 1 feel, more appropriately refiects Kentridge’s ¢onoem with the pastoral as
Iocaned in the South Afncﬂn context in whmh he works,

ST
Tt

| Mﬂes inhir c:ssayAn Embarkat ‘on (198'}' unpagmated) perceives A dualism mvolvmg

two levels of reality in Kentridge's The Embarkag_og On the pne hand she refers to

a sense of historical "concreteness” which is reflected in e monogra.phy particular

to the South Afican environment in which Kentridge lives. On the other hand Miles

perceives a sense of "poetic réality" in Kentridge’s drawings.which is "inépired" by
and yet differs from Wattvau’s painting, Miles suggests that Kentridge shifts away

from Wattean's temporal rendering of the theme and ¢hat the important point to

recognize is no longer "whether the pilgrims are arriving or departng" but fhat “the

'poetlc reahty emphasized in each work of the coficetion is that Cyﬂh kx:hus" She

thus replaces the emphiasis on movement in. time with the notion of presenr.c. The
poetic presence of Cythéra for her seems to involve fotions of wholeness associated

with certain moments of grace or reconciliation when "each pilgrim 1s lookmg for h:.s

counﬁerpart his atter ego“ _ {

MJles percepuon of presence in Kentudge 8 Ib,.g Embarkation raises a mumber of

' quesuons which relate to the notion of hxstory in hxs work. For exampie it may be

Hpaufet (1987) notes that for Wattsan the distant istand of Cythéca remaing “Sehnsucht’ (longing,
desite) which pervades Jandscape b is not represented as landscape. (*Das Rild ist cine im Nuuc erlebte
smnsucng {ie zwar die Landschatt ducchteink, aber nicht selbst Laridschaft ist”) (1987:53).
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" gheis positioned in yelation to these quesunns

ey e B ST,

L

asked lf(}{enmdge s moments of grace really suggest a suspension of time. If so, &6
these timeless mmncnts resolve the canﬂlct between desire for wholeness and social

constraints? Dogs Miles propose a possible recorciliation of what is often referred to -
_ as humau naim‘e and Sonih Aﬁmm i “}r? Miles” ragyer brief presentation (given

the limiting SCOPE | of the cataiog'tw ¢ d makes it rather d:fﬁcultm pmpomt where

I

Furthermorc, it may be asked if Kentudge § M._EE_ME ‘then deals with
. problems of combmmg A g-t., that conniotes Sehnsucht (deslre, yearmng for

wholeness), a5 a transcendental moment ~ with an’ ‘awareness of the anachronistic

quality of the pastoral conception of nature, given the South African context his Work
refers 19, ‘Illns awareness is stressed by Kentridge when hecquite categorically stated k.
that "the state of grace is inadmissible to me" (quoted in Williamson 1989: 30). na

statemcnt made in 1991 Kentridge’s insistence on the: madmmslbﬂxty of a statg: of
grace appears mors ambwaiem Kentridge seems to mod:fy ins posmoﬂ on ﬂ:@staﬁe

| ofgracemﬂmiaterstatememWhenhe &y

T take re_fuge in a sense behind saying everything has been mediated. cverything has
been humanized o de-lmmanized or socialized at any rate. So that ¥ am not indifferent
to the sublime, t0 huge moustains, to_fom. to the ocean, ut it will be at the moment
impossible for me seriously to do deawingsof that, or paintings of that. (1991:2)
I would suggest that the earlier statement should be seen as a strategic statement,
while the other is a personal ;txpressmn ofa (dehberalaely suppwssed) desire. Viewed

'in the context of other statbments made by Kcnttidg? (cf. Kentridge 1988) the

strategic statement implies that the madmlssibihty of the state of grace has ta do with
the specifics of the South Afj-:icar. context in which Kentridge works.

It is agamst this social, politlcal and hxstoncal background of Sath Aﬁ'wa that

Kentndge s interest in. Hogarth is mtemstwg to note, Hogarth, generally representeu
as fierce critic of the 18th ©. British social scede, iS known for hi§' concern to

- critically disclgs? the factitiousness of mythical constructions and social relations.
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S | Many of his works are matked by & concern to make the ‘true mature’ f social ) .

K relations behind the projected conventional facades of his time visible, negating
received assuraptions nbovt nature as well as culture. By extension, particularly in the

 Iater Hogérth, human natore is represented as essentially corrupt(able), both in terms
of choice and as a matter of circumstance (Godby 1990).

: _ I propere that in Kentridge‘s_.'ﬂm_ Embarkation Hdgarth‘s ‘notion of convention as
. R | facade which conceals nature has been partly substituted by paSmra{i conventions of oy e
| nature as ersatz. While the notion of £ sle may suggest that it conceals a ‘true’ SR h 1‘ .
(albeit corruptabie) natre, fip notion of ersaiz involves absence, declaiming the DR
notion of an essential nature, be it so-called internal human namure of external
* - normative nature, '

g
s -
o

e ~ landscape, an arcadian landscape in ruins: Ruins acwmally are the landmarks which

o ; strpcume'both traditional accadian fandscapes and Kentridge's landscape, In contrast
} e ' to the tuins of traditional aﬁ%‘xdian iandscapes Kentridge's mins are not landmarks
which point to some ‘other more profound natare, but thgy refer ﬁa\‘k to the
Y - industrial and cultural explmtahon of the South African landscape. Padkos, pmmc

‘ - spots are ersatz monuments, ersatz meccas of Miles’ pilgrims. The trees on the back
T - of the bakki are ersatz relics, natural commodities, souvenirs?! of the natural to be
RS taken home. Emblems such as Caltex in the righthand panel, do not hint at 2 naiure

o of a higher order as they might in historical representations from emblematic
traditions. The word Caltex quite transparently suggests capital aﬁﬂ .commmlity a8
‘well as other material, mundane and c;)incidentai jssues. The presénce of the caltex

[ S  Kentridge’s contemporary pastoral landscape comes across as a pastoral ersatz 3 B

Ll

{ emblem, that is, the way it seems to provide meaning without ambiguity, may be seen . S AL
e "This is what Sison Pugh says about the souvenir, connecting but differentiating the notions of
4 l sowvenir, relic, emblem, monum. ¢, and commodity with the rhetoric of the pastoral garden: "The ;_' -
Bk souvenir is the relic secularized, o, whereas the relic derives from the corpse, a presence, the souvenit IR
is ‘dead” experience.,. The souvenis’s meaning is always elsewhere, an absence,.. As an embodiment of N
an éxperient: a souvenir preservis memary from time, againgt time,., The garden becomes o cmnmoduy S
" and the garden walk a museum cowridor.” (1980145/6) In Kentridge's pastoral the notion of miseum is oo
further demyutified by his denial of « ,ndeur uttached o either its exhibits or the experience attached to ' R
the act[wty of the weekend outing. . - _ 1 o
-t
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to mask the absence of msanmg stated elsewhme in the drawing through the notmn
of ersatz.

T bhave eartier noted Miles” tendency to turn absence into presence in her siress on the

momentary wholeness of egb and alter ego. Yet when viewing the lefthand panel of

the triptych, the idea of pastoral wholensss i difficult to uphold. Here, Kentridge
associates the pastoral with a group of formally dressed tnen posed in relaxed reading

attitndes. Given the superior hierarchical pusition of the group in relation to other

‘F,Onograph{éal aspects of the panel such as the hyena and the landscape, the pastoral
appears o be controlled by these men. They seem to represent a particular privileged
section of white society, that i is more specifically, the agents of cap:tzl” Their poses
suggest that they have at thelr dlsposal the pastoral as a style they can both adopt {and

dJscard) ar indulge reading on. In this sense the lefthand pavel produces a shift from

a notion of ersatz which involves la_.ck, to the representation of the pastoral as a

" naturalized pose in which the -undérpihphgs of power are concealed. These

underpinnmgs are, however, reflected in the picluriél sttactare of the lefthand panel.

Whereas the other two pamels are multifocal, the lefthand panel presents a

hierarchical, dualistically focused, structure, setting off the tonally darkest area of the
triptych (the pyramidal arrangement of leisurely posed men) against the spotied hyena
on 2 leash (which, in terms of markma]ungcorrespauds tu the treatment of the fand),
In this context the hyena may be interpreted as nature forcibly controlied. It is neither
wild nor tame, yet both tame(d) and wild*, The apparent and posed nataralization

einz Schitz argues in the following quote that meaning associated with emblems cutside the fine
arts traditions is progressively eroded, Emblems here connote consumption, and the erosion of meaning
is masked by a rhetorie (a spectacle) of meaning in the interest of capital. ("Im auferkinstleriznhen Bereich

ist das Emblem zum Warenembiem geworden - Sinnverzehrung tarnt sich mit der Maske von ..
Sinnyermittlung. Vor diesem Hmergxmd erfdhet das Theater der Enibleme seine Reprise ["Erinnerung

und Vﬂgex\ isserung von Sinn"}, im Zuschauerraum applaudieren die Agenten des Kapitals," (1989:49))

“These agents reserhle Kentridge's grandfather who also served as a reference for his protapnmst
Scho Eckstein, The figure of Soho represems the interest of capltal and will be referred 10 agam fa.k in
thiz chupter.

¥Referring to the iconography of the cat in Rentridge"s Hogarth series Godby proposes that the cats
"appear to revolt against [social] abomination of nainre® ((1990:104), or pofnts out Keniridlge's aconsional
use of "animaly as symbols of natuwre in contrast to the perverted state of the prevalling social order”
(1999:112), However, I feel that the hyena in The Embarkation triptych is clearly subject to double cuding
which does not allow for such a cleas differentiation betwesn a natural and social order,
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of the group of men on the otherhaud is med:ated through thcir comml of nature. In
 terms of fheir dress code and hierarchical position they are physmaﬂy‘detanhed from

the environment which they cantrol

Simon Pugh (1990) succinctly describes the pretensions of the pastoral and the

paseoral’s relation to time and h1story The pastoral for Pugh alzo mvolves a senes.

of absences:

" ‘The pastoral offers freedom from necssity, the ilusion that life can b fairyland, but
. ool for delimited periods...Life is not, can ever be, ‘peace, leisure and innacence’,
but the promtesse de bonheur allays the fear of the permanent stae of emergensy we
ivo in (Benjamin), ‘owective despair’ {Adome), In 2 blottmg out of everything known _
about. the later course of history. Such a pastoralist metely pretgnds...that thought is
-po Bard for tustic apprehension’, disavowin_g thought in an attempt to escape
B ‘civilisation’, Sadness is a thorn ix the foot, a lover's rejection, & wistful inscripition.
The magic of enjoyment can tmly be rediscovered in.a dream which releases the'
pressure of work, releases the bond which bimi the individual to social functlon and
ulthmte!y self, a dream which leads back to the pastoral elysim regions’,, without
uasters and d;mpllnz (1990 147/8) '

Ina somewhat dinister way Kentridge fe-introduces Pugh’s masters and discipline in

 the form ofthe agents of capits! in The Embarkation. Kentridge’s masters are not
 situated outside ibe pastoral narrative, but they control it from within. Keniridge

hence denaturalizes the pastoral pretensions by re-asserting an absenca which is
tradmonally associated with tlns genre

IL

 With reference to Emmanue! Kant {(who is often associated with modernism, for

example', via Greenberg), Bihme (1992b) argues that the natuiral can be diffe{pnﬁaﬁéd
into two components. One aspect of the natural would be defined as “inner fiature’

~and refers to the internal processes of the human body, particularly instincts and
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emotions. The other aspect could be xdcnuf‘wd with nature ag external referent (what
Kant called the "Gesansheit aller Dinge vor dem duieren Sinn"). Empiricist science

in this context is presented as competent only in relation to external natre. BShme
argues that = -mr_e in this differentiation becomes the encompassing entity in whichi

every empirical existence is located and that the concept of ‘Mother Nature’ survivés

here. (1992b) B

* Marilyn Strathern points out that according to the empiricist definition naturé is a

precondition of exisﬁence which provides' the raw-métGrials for life" (1989:195).
Extemal nature in this definition represents a resowrce for culture which can be

 manipulated. Tncluded in this s the human *bolily structure and capacity and thus
'hmnan needs and instincis and a non-social envivorment" (Strathem 1989:195),

ﬁowever, as a precondition for this manipulation empiricist inquiry involves a

mnomlcal shift in relation. to prev;ous, that is, for example, orgamclst conceptmns

of th.e humanbody {cf. Le L'roff 1989). Nature as inscribed in the body under the

ob]ecnfying scientific empiricist gaze has to be externalized in order 1o inake it _

accessible to !mcfwledge The natural body in empiricist disconrse becomes object,
foreign, ntmnself ather, in order to be accessible to rational, exacufymg science. As
consequence the duahsm of mtenor and exterior can only be upheld through a

reinforced dlfferennauun of a trausceudant 8elf from nature. Empiricism "renders the '

noticn of coub:ul ambxguous on the one hand we are part of that system, and on the
other able to use its laws for our own pusposes, which render them separahle and
ourselves transcendant" {Strathern 1989 196)

Criticism of fhe notion of a transcendant self and its fitation to power and control has

come particlarly from Fremch critical writing (Derrida, Foucaul) which -
 problematizes ‘Man’ as being at the foundation of western humanist and rationalist

conceptions of the self. Drawing on thiscritical writing Fardine notes:
First the "I" and the "we" have heen utterly confused: the "I” is several, paychanalysis
has shown: and, fucther, one of the major ruses of Westem metaphysits’ violence has
heeti the appropriation of & "we" by an imperialistic if ivwginary I°...It is not
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something called the "self™which speaks, but language, the unconscious, the texmality
of the text. (1986:563) . .

Furttiermore, Clifford (in Fosier 1987b) notes that partly because of the equation of

wornan with nature which has occurred in a aumber of discourses, fie."unthinking”
(Clifford) of nature/culture opposition takes piace in feminist discourse. Clifford

 points out that "women, like Naturvdiker [nature people], are ‘others’ who have been

naturalized; ... they too have to question - as well as not totally throw out - the

. qualities imputed to them as natural creatures, natural bodies (in Foster 1987b:143), -

The question of'wo'man as object of empiricist discourse and s *other’ who has been

namralized has been critically exphized by Siopis. Her questioning also motivates that
she positions herself at the intersection of feminist and post-colonial discourse. It is
through certain concerns of these discourses that she makes reference to colonial,

medical and other representations of the body in some of her work For example, her

;“painting &mg (1986) draws attention to diverse constructions of femininity as
implicit in her references. Her refetences to the female body include a medicat model
- (from Wﬂs medical school), her own body, and a quotahon of an art historical

representation, that is, a detail of Botticelli’s Hlsto ria de Nastagio (1444- 1510)

~ (Museo del Prado). Botticelli’s painting depicts an allegorxcal huntmg scene with a

nude womai being ‘hunted’ by a nder and dogs in a forest.

Siopis z{dd:esses &m question of interior and éxterim more clearly in certain paniings
and drawmgs which make reference to colonial notions around the myth of the Dark
Conmlent and the xnyth of the Interior®. In pastel drawings such as D_gm_@d__g

* QOther Woman (1988) (Fig.12) and Reprumt_gt_lg (1989} (Fig.13), Siopis explores

*The complexity of the coding of the Intérjor hus heen of constant interest for Siopis and may be

- demonstrated by the wide tange of iconographic references which I can only hint at; Siopis’ early ‘cake’ .

paintings for example suggest links between woman’s biology (vaging) and notions of sexuality; In Dora
and the other Womayg the box in the lower right part of the drawing suggests a “guest motif® (desire for
knowledge) for woman’s secrets in its assasiation with Freod's/Doras ‘Jewel-box’, wiiich, Siopis notes,

"was purt of the narrative of the first of her two dreams was interpreted as symbolizing ber genitals"
(1992); the reference to the medical model in Seiting, or the woman with open, pregoant womb in
Mg_lancnghg, (see Parber 1992) auestions the interior a3 an aspect of medical discourss; Siopis’ reference
to mining in Terra Incogrita questions Adrica a female (exploited, *raped® (Siopis)) body;
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My discussion of ﬂ:l&:se igsues will be framed arouuﬂ Siopm L.IBLIW.

L
=3

o

" \fhese mythis With reference o colonial and psychoanslytic discourses. For example,

" in'these pas;tei drawings she extensively appropriates images fronemostly 19th century
d‘iSCOIJI&ES concerned: with Woman 5. pathology {hysten&} and othernesg (race‘__\ '

_ sexuality). Issues concernitg race and gender such as a critical guestioning of the"

 construction of ‘difference’, ‘otherness’, ‘subjectivity’ are engaged by Siopis. These

quotations also often suggest the presencecot i (male) rational, stable self vm-a—vxs a -

problcmanc female other

1 will explore the 'my- in whic these quotations may itnply & patriarchal construction

- of womzn as naturalized “other” and pbiect of the male gaze, 'S'io;pis’ reference o

. these images involves that she positions herself (iconpgraphically, metaphorically) in -
relation to this male gaze. 1 argue that Siopis’ mode ‘Of referetice may fovolve
dupﬁc:ty Duplicity in aiy use sgmﬁes detiberate deceptxon, and may be associated

~with the notion of masqueraxle { argue that’ Slopls duplicity may be understood as

@ swrategy of resistance whwh :s ]gem-d to decenter the centred subjectmty of thé |

palnatchal rhemric whmh she quotes

(1936) Fig.14) whxch was produced before the two pastel draw:ngs mentioned above,
¥ aile L'Invention does not specifically roake reference t0. rqf:.e,, the notion of the
mystenous interior which is suggested in the shghtly ajar jevwel ‘box® in the lower
register of the work may be seen as a mewphor which connetis both colonial and
psychoana]ync discourse, Before discussing L’Inv on [ would like to elaboraie on
these connections which Siopis suggests works such ag ng_mm:ﬂ and Pora and

“Smp:s notes (m conversmon) that the jewel ox s a direct referenice to Dora’s sexuahty a8 teferred
to in Freud's mterpretations of her dreams, _
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L Fig. 12 Siopis, P. Dore and the Other Wowen (1988).
Pasitel on Paper, Dimietsions not known. Collection: Private.

o
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not known, Collection: Private,

13 Siopis, P.
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Notions of the myth of the ¥aterior and the Dark Continiet in Siopis® pastel drawings

Represeatations and Dora and the Other Womman link two different narratives. One

refers to Sigmund Freud’s Fragment of an Analysis of a Case of Hysteria (1904),

which has generated a large body of contemporary crifical writing””. T wilt refer 1o

Freod’s caseasDom, but may aiso use Dora’s real name Ida Bauer to.refer to the
woman who was Frend’s patient. The other narrauve invelves the exhibition of a
Khoi-San woman, Saattjie Baartman, in Europe from about 1810. She i is popularly

referred to as the ‘Hotientot Vemas’." A significant connection between the two

narratives is the metaphor of the Dark Continent which connotes ‘otherness’ and an

essential female sexuality in patriarchal discourse, The metaphor was employed by -

both 19th century discourse and by Frend. Sander Gilman elaboraes this connection:

.. When Freud ... discusses the ignorance of contemporary psyehology concerning
adnit female sexuality, he refess to this Iack of knowledge as the "dark continent” of -
psychology... I using this phrase in English, Freud ties the imags of female sexuality

_ to the image of the colonial black and to the perceived relationship between the

' fermale’s ascelbed sexuality 2nd the Other’s exoticism and pathology. It is Freuds intent
to explote this hidden “dark coutinent® und seveal the hidden truths about fernale
‘sexuality, just as the anthéopologist-explorers,..were revealing hidden truths about the
nature of the black... Ihelinefmmmesecrem;mssasseﬁbythe "Hottentot Venus” to
twentieth century psychoanalysis runs reasonably straight. (1935 238)

In tus artxcie Gﬂruan sets’out to demmmlrate how stereotyplcal conventlons of (also

. visual) representation pervade and are legitimated through various 19th cenlmy

discourses, He establishes how certain mythologies evident in a mlmbm of
overlapping discourses (blology, pathology, medicine, social SCIBI\FE) assert

antithetical ‘difference’ (white/black sexuality) which is inscribed in a/normative

teleology of a nimrgl {‘lower") to a civilized (‘higher”) human order. It becomes also
clear in his argumerit that these mythical constructions not olly victimized black
women but white wumen as well Stereotypical and pseudo-scientific represersations
of black female sexuahty Were nsed. (towarﬂs the end of the 19th cenmry) to

#To mention only one collection of critical essays in which Dara is nsed to problematize the notion
of *desire’ and gender in the larger context of visnal representations see Appignanesi, L., (1983),
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discriminate against fexaale prostitutes and leshians (black or white). The myth of

white male superiority was perpeated through- comple}c techoologies of control of :
female sexuality. Gilman locates the ‘dis-ease” associated with female pathology as _

a "“white man’s burden’™ Chis emphaszs)-: *This need for control was a projection of
inner fears; thus, its artmulahon in visual images was in terms which described the
polar opposite of the European male" (1985:237). ‘

Alain Corbin (1989) also stresses hysteria as 2 "mﬁn’s burden” when he suggests that

‘men observed "with, fascination” the ‘staging’ of this female disease (hysteria), a

staging or spectacle w?ach they "sometimes desired, somenmes commanded”. He

questions if hysterid’ inay have been the "symptom" if not ﬂ1e merapy ofa
suppressed (male) disease which could not be theatrically stagad or ‘resolved’ inthe -

samewayaswomansdtseasewas"’ :

While the treatment of hysterical symptoms me¥ reflect a male dis-ease in its
respective historical context, the negative values associated with these symptoms in
patriarchy have been.re-appropriated in contemporary criticism. -Siopis in an
unpublished paper®® opts for such a critical ;‘éninscription of hysteria: "As re-read,
hysteria, commonly considered the disease’of the "other’ is reclaimed as woman’s (the
other’s) dis-ease, potentially both resistant and affirmative, something positive"
(1989). In the context of this paper Sidpis loosely associates her ideas with the
writings of Hélene Cixous and others who stress the political potential of hysteria as
a symbolic form of resistarite to patriarchat power, As Toril Moi has pointed out,

' ”'I’he_ German quote by Corbin which I have paraphrased here is the foflowilxg: "Die Prage bleibt
offen, ob diése ostentative Inszepierung des weiblichen Leidens, die von den Minnem zweifellos
gewimscht, manchmal befohlen, immer jedoch fasziniert verfolgt wurde, nicht selber das Symptom, ja,

* vielleicht sogar die Therapie eines minnlichen Leidens war..., eines geheimen, nicht thearra:l:sch

anslebbaren Leidens." {1989;73)

~ ™This ‘paper’ served as an informal basis for a presentation of her work to Wits Firte Ans smam.
which I attended in 1989, Several details were also repeated in various interviews, or served as
supplementary information for Wiltiamson {1989) or M., Theses (Krams, Farber), In this paper Siopis
notes some of her sovrces amd reférences fur Piling Wiec Upon Wreckape, Dora and the Other

Woman, and Patience on a Monument - ‘A_History Painting’,
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"Dora’s hysteria developed as 2 fom of:;t}retest, a silent revolt Tagaiﬁst male
power"®. Looking at Dora via an "exploration of the - ‘unanalyzed part of Freud®”

Moi Grgues that the failure of Freud's analysis canbeascribedm its operation w1thm
a "pathological division of knowledge' which takes metaphoric and gender-
determined associations of masculine, totality versus feminine, - fragment,

"conceptualized as parallel to the;shapes of humian geniials” for gramed. Moi |

proposes 2 feminist strategy of Tesistance to counter the patriarchal constructivn of

femininity. She suggests that the patriarchal conﬂation of female genitals with signs
for femin_inity may ‘be undermpined. For her "to undermine this phallocentric

epistemology means fo expose its lack of “natural’ foundation™ (1981:73).*

Before I explorc in more: dctail how Slopls subverts the ostenmbly nam:al foundation

of patriarcha! constructions of femr;imxty, rﬂtould like 1 Commeii: -on how the

scientiﬁc gaze fits into this frame\Qorh This is mjiortant as I argue ﬂi\\t Siopis’

questioning of the interrelated myths of ths, uienor and l)ark Co /hent also
Y

undermines the construction of this gazes L 'l'/ { =

Both uarraﬁ!feé of Saartjie Baartman and Ia Baver involve notions of the imperialist
and scientific gaze directsd at woman’s sexualized body in 2 quest for knowledge

which jmplies péwer and control. As Rebecca Stott has noted int her inveéstigation of
adventare fiction: "Freud had spoken of the female psychology as the Dark Continent
- mysterious, other, unmzppad to be explnred.. .the search for Icnowfadge is both an

. imperialist quest.. anda sexual quest” (1985: 85). Smpls refercnce in the backgronnd

*n the same context Moi also demystifies the notion of resistance associated with hysteria by drawing
attention to "Dora’s tragic destiny”: "It may be gratitylng to see the young, proud Dora as a radiam
example of femining revolt {as does Cixous); but we showld not forget the image of the old, nagging,
whining, and complaining Dora she later becores, achieving nothing." (1981:67)

Hsiopis' concern with this supposedly "satural fonndation” is clearly expressed in her paper (19,.':,5

Here Siopis states, that Dora in patriarchal discoutse is diagnosed as suffering from what is "populaxly

kmown as “woman’s disease’”, She explains that aceording to this popular definition and jts etymology
‘hysteria’ i seen to pose a patural us well as physical relation between syrhyitors of hysteria and *women’s

" veproductive organs and their function®, Futthermore, Stopis points out, that “traditional medical

treatments for hysteria were physically invasive and often extremely painfol. Marriage and child-beaﬁng
were recommended as a “patural’ cure”. In addition "women were actively discoutaged in pursuing in
education and an mdependent career by their fathers and hmbands who considered such desires as in
conflict with their ‘natural’ roles” (my emphases).
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. ; _ _ of her pastel drawing w to André drm:ﬂlet’s partralt of
e S £ bot at the Salpéidre (1887) (Fig.15) depicts a ‘hysterical’ woman 4s object of - |
e i this male gaze.®* I will explore Siopis’ reference to m_objectifymg gaze and fo -
| o o | ~ woman’s ‘pathology’ in [ Taventibn de I'Hystérie, using interior/exterior as an initial
P . model to examine how Siopis positions herself in relation to this reference. I suggest
AR " that the relation of interior/exterior in L'Tnvention de I’Hystérie does not signify a
I  closute. Siopis re-stages (e stagings of hysieria in 19th cenry discourse (cf. Corbin
S above). This involves that she re-consiructs hysteria in compiex, quasi theatrical ways.
|!- o from a feminist ‘perspective to signify a de-centred subjectivity which counters the
L | ; o o pha}locentnc epistemology evident in her quotations from 19th century visual images
L | and discotirses on hysteria. The implication of herself in this context furthermore
suggests that Siopis emphasizes that no body, interior or exterior, exists outside
- discourse. | 7 |
_ B
- | ¥ig. 15 André Broulllet’s Poxtrait of Charcot st the Salpiiridre (1887).
4

“That this gaze may also be ]mked to representations of Sasrge ‘Baartman is saggested in
Representations where Siopis quotes the same referense in the form of & phohigraph in the lower tegister
of the work. The refercnce is beid by a presumably male person and is contrasted to other pictures (mogily
caricatures) representing Saartjie Baartman. A magnifying glass is placed oo one of these caricatures

. 'which i3 located an the floor and is partly concealed by the reference to Brouillet. The “aguifying glass
"~ seems to dmply the quest for knowledge which characterizer vmuus 15th century dim .dfses conceroed

with woman’s pathology. _
60
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In a photograph taat Siopis has made available for my dlscussmn Smp:s herself re- -
. enacts a scene’ from ,3 particular painting in which hysnena is depicted. Smpls pointed
- ot & me that this scene is part of a painting by RobcrtFlwry entitled Pine] Freeing

the Insane (1876) (Fig.15). Here a woman Jies ot the gronnd, her body contorted and

her head flung backwards. She dramatically exposes her beeast. Siopis in her drawing
quotw séveral rhetorical details such as ﬁramaﬁc gestures and poses of this painting,

_ Huwever, her quotation of the figure Iymg on the ground in the middleground of

Fleury’s pamung may suggest a diffezent i nmnsxty_ of identification with her refererice,
because it is ¢his pose which she ‘mimics’ in her photogtaph. In the photograph she
clearly re-cuacts the symptomatic and acsthetic cey ng of hysteria in Fleury’s peinting

by t:ﬁpymg “the type of dréss, the rhetonc of the drarﬂaﬁzed pose, aud by suggestmg

the same viewing pon,uon.

' Fig. 16 Flewry, R. Pinel Fresing the Insane (1876), Detail,

My awareness of the existence of this photograph inflects my reading of Siopis’

drawing, even though the perspectival rendering of the hysterical woman in her
drawing corresponds more to Fleury's painting than to Siopis’ re-enactment in the
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photograph. Siopis i_mpﬁcates herself in her reference, placing. herself into the -

workings of the phaltocentric discourse which she critically explores. In the following
discussion I also maintain that she displaces conventionsl assumptions about the
relation of “interior and exterior, objective and subjective by w—atagmg the 19th
century specta.cle of hysteria, Re-staging hystena nnphcs that Siop»s S eiously |
and temporarily assumes one of the many “exterior” signs and symp‘_nns__._ai‘ hysteria
taxonemized by traditional French psychiatry in the late 19t cemmury. This enables

“ber to also challenge the notion of 2 natural relation of herself and the two women

she refers to.

|l
A

Carolyn Dean (1986) has noted that "the empirical notation and categorization of

symptoms employed by traditienal [French} psychiatry assumed an implicit connection |
between symptoms and causes of psychoPatimiogy "33 (1986:46). Diagrammatic

> or photographw representations of pathology in fhe 19th century hence suggested a

natural relation between the representation of hysteria and the way it could be read.
Furthermore, Hugh W. Diamorl (1856) proposed i a lecture held before the Royal
Society On t};e Application of Photography to the Pkysxognorrdc and Mental
Phenomena .oflmanio: that photograply -, 23 able to capture each degree of woman’s

pathological condition in minute detail: |

The Photographer ... nieeds in many cages no aid from any language of his own, but
prefers rather to listen, with the picture before him, to the silent but telling language
of nature - It is unnecessacy for him to use the vague terms which denote a difference
in the degree of mental suffering, a4 for instance, distress, sorrow, deep sortow, grief,
melancholy, aerpish, despairi the picture speaks for itself with the most marked
pression and indicates the exact point which has been reached in the scale of
unhappiness between the first sepsation and its vtmost hight ... (in Fell 1992:82)

Representations of hysteria which fall into the categories described above are, for
example, Richier's "attitudes passionelles” and Rummo’s photographic tables of

BThe reading of hysteria a5 a tratsparent relation of symptom and pathology was challenged by the
early French psychoavalytic movement (from about 1926) where hysteria came to be viewed as a
transposed form of repression, and 25 a symbofic mode of psychic resistance o a specific social and
psychological context which was articulated through the body. (see Dean 1986),
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worman’ 5 paﬂaologys"’ (Fig.17) which form part of the monography of hystem in

some of Siopis’ work. While representations such a4 these then su sest the capture
of wonian’s natare, this nature was also profoundly ambiguous. Janet Wo]ff noies,
that "these cases and images of women “In excess’ of the idealized ferninine may
operate as threat” o patriarchy (1990:129). In making reference to these images

‘Siopis then also takes advantage of the disturbingly ambiguous undercurrent of these

sciemtific representations.

'While Siopie quotes references which in their re_spéctive historical contexts presume

to be natural, the miode of tepresentaﬁnn Eiopis uges in relation to these involves
duphclly Siopis’ re-staging  of ‘otherness’ engages both yet neither of the
ob_;ectwe/subjectwe extexxor;mtenor polarities of i patriarchal discourse. inmmnckmg
a supposedly transparent sign for ‘otherness” and pathology in 19th centary medical

discourse as rhetorical figure, Siopis denies or obscures a ope-to-one, nafural

correspondence between a mgmﬁcr and a sxgmﬁed Rheta;:ic impties that the coding
of bodily gestures and_poses involves mediation through discourse. Hence the litecal

. reading of symptoms which is suggested in h'e'l_' quoté._ﬁon of hysteria from medical

{Charcof) and aesthetic (Fleury; discourse is replaced or added to by a figural reading
of the sarae ‘text’, The implication of herself in this reading suggests, that Siopis also
may aim to uncover complex differentia_tions of subjectivity which afe concealed by
the supposedly ohjective mode of scientific representations in Iate 19th cenfury
discourse.*

¥This veference fro: 2 French book o hysteria titled Invention de L’H!stéri e was made available to
me by Siopis.

®These conclusions owe to my reading of Paul de Man's essay Semiology and Rhetoric (1980), whére
he notes that "...iwo entirely colierant but entirely incompatible readings can be made to hinge on one line
whose grammatical structare is devoid of ambiguity but whose rhetorical mode tuens the mood as well as
the modo of the entire poem upside down, Nelther can we say.,.that the poem simply has two meanings

which exist side by side. The two readings have to engage each other in direct confrontation, for the one

reading is precisely the error denownced by the otfier ayd has to be undone by it. Nor can we in any way
make a valid decision as to which of the readings cant be given priority over the other; neither can exist
in the other’s absenice.,.On the other hand, the authority ot'themeamngeugmderedbymegrammaucal
structure is fuily obscared by the duplicity of a figure that cries out for the differentiation that it conceals"
(1980:131/2).
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¥ig. 17 Top; Richtef, Table of Various Plioses of a Hysterical Selzure, (1881), '
Battom: Rummo, Two Tables from Jeanosrafia Fotografica det Grande Isterisno (185%).
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Siopie” re-enactment of classified symﬁtoms must therefore not be confused wlth the |

notion of self portrait, where the artist might state an “interior’ affiliatioy or affinity

- with Ida Baver or paﬁaology and hysﬁena generally. 1 have argued that Siopis” rolq
* playiug reflects a énumst ‘strategy of re-inscription and d'esmt&me to certain

patnarchal values, Her re-staging of ‘otherness’ aims 1o expose the presmnpuons on

- which pamarcha! constructions of woman’s nature and sexual dlffe:'eme are basrﬂ

By mvolwng The notion of duphcxty Siopis also puis her own Pposiis: ﬂ.dity Luto |
discursive c:rculatlon, broademng her critique of 19t century disconrse - i a

- questioning of identity asid S‘Ub_]ECIJ.\'lty In terms of her strategy it is then important -

to pote that Siopis _nnplncatcs hetself in her reference, that she herself becomes both

 subject and object of the re-representation. Her strategy in adopting mfiple subject

positions may also ¥ assoéi_ated with postmodernist parody“.

.

A taxonomical shift in relation to nature is also reflected in certain -conmmpo:ary
disconrses which ait{ldress the natural in terms of an ecological crisis, debas:in-g _
(romantic), beliefs in nature’s regenerative power by pelnting out the limit of
resources or the nre-pz;rable damage to the environment as- a result ‘of human
infervention. ' o '
Ecological dlscourses h’ave forthermore contributed to progressively dissipate the
separating line between inner {(human) and outer (non human) nature. Citing as an
example the acid rain affiscting the ecology of remote, ‘untouched’ nature Bdhme
{1992b) pomts out that hmnan Presence can now be felt in what were considered
purely natural phenomena and laﬂdscapes It follows for him that nature surrosmdmg
us today is “_anthmpogema._ pature, not "cosmos” in the Greek sense. Nature is
determined by evolution: ariy recourse 1o timeless and universal laws derived from

*Much could be satd/questionsd here on the relation of parody and postmodernism, and the way Smp:s
employs parody, See for example Richards (1986) on Siopis’ use of parody. The question of selffidentity
also informs Jameson’s coneept of *schizophrenia’ as postmoders featuve (Iameson 1987).
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nature must be_considered fuule

Dlscourses around the natural today are ﬁ'equenﬂy characterized by anxiety (cf. Eder

=2
2 .
e il

of nature are often valorized over those assocmﬁad-mﬁ_l technology. My dlscusslbn

e ‘ - culture techniology is questioned as an “umnatural’ and destructive intervention into

~ nature-and the concept of nuture as resource for (capitalist) éulttire Whic]:l is defined -
as.exploitable non-socxal enwmnmem has become problematic. X may be questioned

'_J' : . _ S ] the term technology has 'been replaned by the term u:ology as an almattve,
e © 0 tatural, view t}f environmental control

these works tramnonal teisions between ity and countrymde, centre and periphery

' pchnalognes of capuai explmtauon indugtrialization, the medla, advemsmg

I vwﬂl explore‘ﬂlm technologmal penetration in relation to two characters deplcted in

_an‘s Monument, Ming, and mﬂiﬂmﬁ_&mﬂﬂ prcdl!ced between
198‘) and 1991.

Mies (1991) holds that in capitalist societies "male self-coniception as human; that is

bechnnlogy. Without tools man is no MAN" (1991:77). 1 argue that while Kentridge
stmngiy associates both of his characters with mchnolugy, his protagonmis represent
two different views on the re!anon of man, ﬁechnology and pature in a caplmlzst
environment. While Soho's use of technology mav/ Le seen as instrumental and
appropriative, Felix’ assocmnon with technology reﬂecus a more orgamc, noti-
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1988) and terminologies of loss and salvage Terms which connote the purer’ aspects

of the Good Health advertisement (chapter two) refers to this. In contemporary

5 Kentndge’s representatlon of 1énd in MM orhis laudscapes ina State
i omegegemerally strongly aftude to the notion of nature as resourceforcapﬁal. In

" ate frequently displaced into a semi-urban landscape depiotion penetrated by the |

Kg}nmdge [ draw]ngs Soho Bckshem and Pelix Teitelbaurm. 'I‘hese characters are
eenpalﬁol(entrxdgesfourammatedﬁlmslghﬂmﬂhmg_}.nd@ ___g(After'

. m - In a_Ji exploration of capitals’s relation to nature niarxist feminist and scholar Maria,
1 T .
Q as being productive, is closely linked to the invention of tools aud the control of
)
L
G
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invasive ‘relation to lm; environment, For ‘both characters desmes of ?ari’oa& kinds
seem to be the dn\ring force ‘ehind their use of technology. = T

Fm' my discussidn I use'sﬁiiS'ﬁ'om a‘videa.record' of lﬁese'films which Kemndge

' _made avaﬂable to me, and maki refererice to some drawings. for pr01ecnon wkuch
were essenttai in the produt:tlon of these ﬁhns” Some of the drawmgs Warf* '

exhibited in coh" )t[on with a video record of his films at the Goodman Gallery, _ |
Inhanneshurg, rp 1992 “The majunty of the drawmgs were dmplayed in the main
gallety sgace wiﬂwut exchitIy involving the films while the fiims and sefected

:dramngm veTe sh.own in the stuﬂm gallery ’Ifhvs tnay suggest that certam moments

' of his filts omn!d well be analyzed as drawmgs fixing 2 certain filmic moment in
o time.. ‘The drawmgs nc\,ertheless a]SO reflect a tich record. aml traces of the animation

processes of drawing and erasure, used by Kentridge to produces shifts in his film

image. Twill lock at video stills ami ﬂtawmgs interchangeably, keeping these !

procesaesmmmdandreferrmgto thenarram«a of the fitms where necessary. I will
also discuss a store lithograph titled Soho mggl;gt of Sc@___ (1992) {Fig.18)
_whmh was exhibited in the same context as it reﬂecm Scho’s views anduseq of
technology ina perlment way. /;’" ) o

[ IR
//

: . | I,u Kenmdge ) lxthograph at least ‘one of the four images contained m. ﬁe pnnt may
| be understoad as a self-presentation of the caf ftalist Soho Eckstein. The top right
 image which is subtitled by Kentridge "Soto Eckstein, Evengelist of Science”,

suggesis an extension of the way in which the protagonist Soho s seen to projecta
public media image of himself as benefactor in the animation Moxument, (Fig.19)
Here Soho is formally introduced by Kentridge with the writing "Soho Eckstein,
- Civic Benefactor", Soho delivers a heroic speech which precedes the unveﬂmg of ihe _
monument to tﬁe oppressed This public event is ironicaily framed by the massive

' presenceLpf the oppressed’ and, judging from the numher of microphones recording -

his speet,h, it mvolves hxgh media presence o

o ’7Foragooddescnpﬁonufthewaythedrawmgsrelatetotheﬁlmsmtemsofpmcessseeﬁodhy
(1932},
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nmc!.ceﬂlyir sequenualunageswhlchseemtopresent both private and public

aspecis oftheman. Thcmﬂdestynfthemnallscale titko and Iesspubhc connotations .

of the individus' images ave, however, betrayed by the more heroic connotations

“conveyed in their subscripts. For example, "Soho’s Glass Hear(" represents a

technological mastery of human biological nature. "Soho Eckstein, Evangelist of
Science” reflects the lhissiomry' ambitions in a portrait of thé Man himself and

"'Soho s Sun 'I'herapy" refers to a more pnvate Soho. The reference to a box
contanungusmu electncal devmammebothomnghtnnage bears no suhscnpt hence '
remains mtl:uexY myswnous or enigmatic.

T mgmggng the personified image of capital (Soho) comes across as fully in
control oftechnology as welt as, ( dire. Both are put to the service of Man to enable_:.- s

hlm to transcend Man’s bodily - hmxtatlons For example, in the first image technology

may be seen fo reproduce, nmtaﬁe and, subst:tute vital blologlcal functions ‘of the

body Here Scho’s organic heart is a. poﬁennal mzbsntute and, given Soho’s self-

lnghteous pose in the following image, a proudly displayed, rather than implanted

glass heart. ’Ihe,ir_gpﬁcatton of the technological mastery of biology in tura

_ contributes to fegitimize a sense Of transcendence and power in Soho’s self confident
" pose iu the mp right # image. This maseery also bolsters Soho’s missionary ambitions

which Kenlndge thay imply in the titling of the top rlght image. Is his "Bvangelist
of Science” bearer of light in this Dark Continent (Africa) with his miner’s lamp
attached to his forehead? In the bottom left mage technology is implied through
Scho’s protective clothing when confronting the sun for a therapeutic effect.

-Technology is instrumental jn the way Soho may derive a proﬁt from naiyre (sun)

while guarding against its more destractive powers (UV  1ays). Furthermore,

protective clothing mediates and intervenes in the use of natural (signified ioday by

the term ‘alfernative’) emergy resources. Soho’s technological armour when

confrontmg the sbn miay also be read as a sub-text which indicates his alienation from

themymofanunmedlatedaccussmnature

The fourth image of the enigmatic box is not suppliad with an explanatory subscript

.
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or 2 proper name. _'Ihe resuIEng (xr,lamre) ﬁxscurswe muteness renders the o
represemamn of thsbox rathe unheroic :f not disqqxehnglv banal i cmnpared fo the "
more caiculaﬁed presentation of Soho as pzeﬂenuu@gevang&ﬁst This may mdmte the
ambiguities mh&rentmthenonomofﬂieevange]jmng of science. which can be N
associated Wlﬂl the quest for power and mntrol in impegialist dlscnurse The fourtl
image then - may be seen to d:srupt the auﬂ:ontanve Structure of the previous

rela&onsh:psoftextandxmage mgmﬁerandmgmﬁed andthemmedxamclamyand __

effectivity assﬁmawd with laechnoIOglcal ﬂtscome At the same time, the dissonant

qualny of the fourth. m‘aca inflects ﬂm readmg of@he oiﬁer images and remfor&'es )

ﬂle]IiIGIlIQBOlﬁBBL | | "JV_

‘."}" -
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I argued that i the hthograph Sohg E_vagg mhnology for the evangehmng '
capltamst Soho augmfies an incentwe T mastery and 2 propagandtstic ‘oot ostensibly
emplovedmﬂmservzceofmanhnd "The debased quality of this service is most N
clearly ifwdent in Mine, where Soho is deplcted as being in full command ofmmmg T

which !

ore de[&osﬁs but also African art'and artefacts (Fig.20) and a ltve, mlmature rhmo
His ca’pttahst deﬁmtmns of explaltable nature seem o encompass naun-e in its mdest

sensei Such a definition i euccincﬂy provuled in the foilowmg passage by fenunist ‘
schollﬁr Claudla von Werlhof ﬁho notes that nature in the discourse of caprtai "

_"_,_J

* " o deterwined by biology bt by econontc... From the standpoint o th rulers ..

 indeed amount fo alimost everything - the

. ‘nature’ is everything that they do not have to, or are not willing to pay for... This -

covers e,verqu;g that can be appropristed through robbery (as bppoyed to exchange),

and beyond that cherything they can nelther Ryew or preserve. This “everything® doby
. e globe, along with its products, -
commodities and peoples. {in Mies 1991-.97y
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' technoldgies which control human, mineral, nataral and cultural Tesources, all of o '
erge from his ming. ForwhatSahaexcavatesfmmhxsmearenotmﬂy
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iz 20 Rnteidgd, W. Sobo's Desk with Ife Head (199%), Charsoat on Paper, 120 x 150 cm.

In lghmmgg. and Sobriety Kén&idge’s pretagonist Felix Teitelbanm is parily

_constructed as Gegenemwurf, that is, he seems to-‘represeilt a position which stands |

in stark opposmon to the way hechnology is used by Scho. Yet Felix** does not

 represent Solm s alter Jmage, that is, anu-technology ‘For the realization of his.

complex desires technelogy becomes congepial rather than instrumental. Felix

 represents a shift from an explmtattve to aﬁ’{ess invasive use of eechnology as a way
ofengagmgmthhxsenmonmcnt H:ru{d[“ neverseempromptedbymaﬁenai-
concerns as he seems mainly preoccupied achngoutanﬂgammgplm Felix

is often depicted in the Iandscape orina home enviropment and he is invariably nude
in these scenes. By contrast, Soho is always dep:cted in his suit, be itin hJs public
appearances O in his“bed. ‘I'hzs may suggest that Felix is ge.ncrally presented from
a more intimate perspectrve ‘I‘hnmghuut the films ope is, for example, never sure
what he dues for a living.

L “

Felix’s sociable use of wchnqloéy is evident in a drawing, and a video still depicting
Felix ‘listening to the world" (Kentridge) (Figs.21 and 22). Here Felix, in the mude

it may be of iranical interest that the name Felix bn its Latin derivation means 'the happy one'.

LU
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and seif absorbed, has hooked h:mself up to various . formb\nf comm“matlon
technology with ear plugs. Tecﬁmlogy in this context alnﬂést msrges with g:he natural
body of its nser, Itserves asanextend;dearmnimﬂ%swaymmsalmostseconﬂ _
nature. Felix’s communication techoologjes such as the Joudspealiérs which maay be

" associated with the gramophone have a certain anachrpnistic quality, His eqi:upment"
: mayathmesevﬂnsuggesfannnal-hkeornammlshapes oracqun‘eaﬁfeofns own -
x wh:ch contradicts the functional comext in which the - equipment is tradmonally used, "

For, example, Gudby (1992) notes thatthe Ioudspeakers sometimes resembile bullhorns

or are used as fountains. Similarly for Soho, thetechnolbg:ca!eqummeMassocmedL

o _'mmhzmalsoduesnotalwaysmsembleﬂzelate&thlghhechmodal This could be seen

4l

as an m&@\*ﬂm «which marks an element of ‘arony within the authenmnve
i

representauon of the capltahst. However, whxle the masculine relatum ta power is

| _ generalt!f %mad in Soho’s use of téchnotogy,. Felix's nakedncss and non-mvasxve _
use of ﬁa, ‘;gy displaces power as asséciated with Seho by s1gmf)nng 4 Split of thé" -

nonr;ﬁ ofmascu]my e

Lartid
L

¥ig.21 Kentridge, W, Felix Listens to the World (1991). Charcosl on Paper, 120 x 150.
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Fig. 22 Two Video Stills from Kentri




Furthermore, the way the world is pictured in relation to Soho, stands.in stark
contrast to that of Pelix. Soho’s world is associated with commodifies, people, |
territory, nature and other targets to be conquered. By contrast, for Felix it is
suggested through an almost global perspective characterized by m exaggerated
curved horizon line,-a sense of expanse which is troubled only by a few obstacles,
an absence of borders, and an implicit continuation of unconfined space beyond the
honzon, from where signals of some different life may be received. While in

| burg Felix i is introdnced by Kenmdge with the inscription *Captive of the

Cny the srgnals which Felix recerves in the context af the more global perspective
in thls drawing provide a vague sense of ‘other’ Tife which is desired and yet absent
in the capitalist environment.

In oth_br natrative contexts of the films technology in the form of the telephone also

hecomés factor and facilitator in the realization of Felix’ sexual fantasies (Fig.24).
In the form of shared ear phone plugs techuology at some stage of the natrative
reinforces the union of himself and Soho Fekstein’s wife Mrs Eckstein (Fig.25), For
Soho on th& other hami. the telephone signifies business, stress, dgsrre to control and
culture devoid of pleasure (Fig.26). Lastly Soho activates the eventual self-destruction
of the headquarters of his empire when he places the telephane receiver on it's hook
which has turned trigger resulting in & spectacular and qua-i sublie flooding and
explosioﬁ of his bmldmg |

Y have argued that in instang > where Kentiidge e’mpioy_s the familiar association of
(white) man with technology, the idea of masculinity in the capitalist environment is

differentiated rather than slereotypéd The attitude towards technology is complex,

and techaology seems intricately finked to the realization of varions desires. The use
of technology represénted by the iwo protagonists is twafold. ‘I‘echfnology is an
instiument in relation o Soha for actualizing the restless capitalist desire to control,
possess, exploit, and collect nature in its broadest seuse, Technology in association
with the protagonist Felix is suggested as 2. less invasive realization of complex
desires whu:h wmay, at iimes, be gendered, and ;s offen associated with absence in a
capitalist énvironment, Both represantauons of technology are generally not in open

‘?4




conflict or competition as each protagonist is concerned with his own objectives
which do not always overlap. However, coaflicts do arise when woman, the object
of male desire - i the form of Mrs Eckstein - appears. While I will not discuss this
here, I would like to note, that Kentridge uses metaphors such as a fish and water as
a visual equivalent of the way Mrs Ecksiein changes hands between lover and
husband - almost like a commodity.
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Fig. 24 Three Video Stills from Kentridge, W. .
Johauneshury - 2ud Greatest Cliv ofter Paris (1989). -
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| Tig. 26 Video SN _i‘rom. Kentridge, W. Mige (199%).

IV.

‘In the previous section I have used a traditional definition of technology where,
, accordmg to the Oxford dictionaty, mhnology denotes the "study, mastery and

utd!zauon of manufacturing methods and industrial arts", Furthermore, technology
is concerned wifs a "systemal;c apphcatlon of knowledge to ‘practical tasks in

 industry”. A productive use of technology may be seen to rely on fhree factors; a

siibject in possession of knowledge, a mastering mode in which this knowiedg'e is
applied, and an object or area of application targeted !gy the S’.!bject. This wtilitazian
deﬁmtmn of technology is closely assqr.mmd with the notion of productmty and the
idez of progress, both of which ar not valie-dree, Within the disconrse of wechnology
it is understood that it is only the autonomous Subject whick can apply knowledge
effectively. This autonomous body may be associated with the Enhghtenment concept
of the male, rational, stable self

This séction is concerned ‘with the way tecimology and the notion bf the self as -
produced in Enlightenment discourse have heen questioned in certain feminist,

”
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postsiucturalist, and postmodernist writing. Technology here is reviewed as'cultural

manifestation wb*t:h pervades connemporary bodies rather than being understood

" solely Wlthm the \erm’s traditional utilitarian parameters. Jardine (1987) descriiog .
 some of th¢ cultural manifestations and modes associated with this pervaswe-_ C
technology such as ways of simuiating and actually becoming machines, de-
 namralized high-tech presentation of food, modes of self-surveillance, body cults and

sexual practices. The 'bm_iy, for Jardine, emerges reinscribed with extensive and

‘historieally complex political techoologies, 2 view that is indebtae_d to_'tﬁc' theories of

Michel Foucault. Tn Jardine’s words

- Poucault has left us with « powerful desctiption of hiow bio-technico power emerged
in the 17th centuty as a coherent political technology. The concern with the human
species became a concern with the body to be maniputated, widt new fechniques of

S . digeipline {prisons, schools, hdspltals) He has shown us how in the 19th centuty the

~ classical concern with the spec:es ‘il the body apited with a concem for sex,
producing : new dlsciplimry thelmologies and techniques of power, surveillance and
pumslunent (Iardm 1987:152)

Furﬂm-more, femm:sts in pm-tlctﬂar have ralsed questmns about the relauonshlp of

gender and technology, which, given the iradmonal assoclat;pn of technology w1ﬂ1
man, has ofren been omitted from discussions of teulmology and the hody (Iardme

. 1987). While women hzslnncally and currently, are both. objecnﬁeé and pervaded

by various technologxes certain feminist strategies of reffistance have deveIOped in

-~ this oomext which involve this problematlc in a more afﬁrmatlve way. Dorna

Haraway, for example, in her A Manifesto for Cyborgs (1990) proposes "cyborg
polifics” as a feminist mode of “conmected thinking and acting” in contemporary
culture. She defines cybdrg 2s & "cybernetic organism, a hybrid of machine and
orgapismy, a creature of social reality as well as a creature of 'ﬂction a matter of

fiction and lived experience that changes what counts as woman's expenence in the -

late twentieth century” (1990:191). In her view conteraporacy culmre is charactenzeu
| by a profound uncettainty with respect to the received stablllty of mtenc-rfextenor,
namral!amﬁclal binaries:

78




'-Latetwenneth-cenmry machines Have mdethomnghlyamblguausﬂmdiffem_
_ between natural and artifici, mnﬂandhody,self-dmﬂopmgandeﬂemallydemg.ed :
andmmyotbard:stincﬂonsﬂiaxusedtoapp]ytomgammmlmmlnes Our

machines are dlsnnbingly !ively, and we ourselves frighteningly inert. (1990 194}

1t

Haraway m-gues for the cyborg as a fiction mapping out socml and badliy reality and -
as an imagmat{ve resource suggestmg some very fruitful couplings” (1990: 191).

Haraway in thig way suggests a critical re~approptiatzon of the concept of technology

i forfemnustpracnce

The re-assessment of the relation betwee.n the human body and technology also has

-certain implications for aesﬁlenc practice. While modernism generally valued the
sovereignty of art and the artist (male self) as a poiential. site and agency. for
'av'anigarde modes ‘0f aesthetic trapsgression®, the questioning of the autonomous :
self fqrfmsnnodennst critics like Foster goes hand in hand with the Ioas of a natural
reiatxm _Sthe tools, modes and objectives of modem:st aesﬂ:lel:rc producnon. Foster
£1989) suggests that in contemporary culure resxsmnce casnot be defined m..

modernist terms which reinforced painamhal_ values by presupppsmg an autonomous
subject, However, it scems that éven the notion of postmodernist resistance to

| (patriarchal) power itself is put into question by technology when Foster asks: "can

the body still ‘resist’ [power] when it is penetrated by so many technologies and
disciplined by 50 many different technigues as it is today?" (1987b:166/7).

Michel Peher addresses ﬂie_relaﬁon bod_y, power, and resis_tance within lecau_lt’s'
genealogical framework and combined with what he calls ant "ethical typology of the

body":

So the body is at once the oﬁject of power - or the actualizer of power - and that which

. “resists power. But again it resists power not in the name of transhistorical needs but

 because of the new desires and comstraints that each riew regime develops. The situation
therefore s one of permanent battle, with the body as the shifting field where new

¥0n the relation of modernist “transgression’. and postmodernist ‘resistance’ which involve different
conceptions of subjectivity/self, see Foster's For a Concept of the Political in Foster (1989).
. - - . . H !,J. 0
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B o nwchamams ofpowereunstanﬂymeetuew techmques nfresistaucemd eswi#e So the
body s not A site ofmﬁtancetc power which exists cutside it; wnlnnryebody there

 Is a constant tensiost between med:amsms of power and technigues nﬁesmme {in

' Fosterlﬁﬂh*ﬁl) ' o : (J :
Fwill explore Smpls rra Incognita (1991) {F!g 27 with refergnce to Feher's notion
of the body s a site of battl. This seoms appropriate for slop{s (1992) has referred

fo the main figure of hier paintinig in similar tenns I suggeStﬂzatM__- :
- “involves references to both mechanisms ofpower and techmquas of resistance whxch -
' are framed around notions of the namralized and colonized; black, female, body.
- Natute in my reading of Smp:s painting is awdent ona numbcmf leveis. The Latin

nﬂealludes to both the wesfern gendered myth of mother naulrﬂ“’ (lat: terra) as well '
25 fo colomal mychs of\the un-known (lat: incognita) and mysteriLuS Dark Contirent
and the Interior. I have argued in secuon 11 of this chapter how thx:se conceptions for
Siopis may signify womzh as ‘other’ and as ‘object of the nnperiahs; and scientific
gaze entailing technalogles of Subjcctlﬂll and dommatlon. Here I suggest that Siopis

o M@ appears to propose parody as a strategic mode of resmtance 0 '
these technologzes through, _fpr example, tier questioning of the nofmn of originality.

'I
\‘.

Siopis haﬁ nomd in conversauon (1994) that the title of her Work Mm

refers to the notion of "uncharted nature”. If one Jooks closely at the image of bwﬂl' :

‘the representatwn of land and figure in her pamnng ihe u'omck quality of this
 reference becomes immediately obvidds. The representation of boli; Iand zhd figure
is not uncharted, but it is literally inscribed with references w {aesthetic and

hlstoncul) discourse. For example, the centrally placed body of the bIack woman in
Terra Incognita is constructed almost entirely from photocopled r&presematmns of
battie scenes from South African colomal history suggesting tattoo- like inscriptions.
Part:ctﬂarly prominent amongst the representaﬁons of history is, as Siopls pointed out
1o me, the repeated and ﬁagmenﬁed unage of Thomas Baines’ paim:mg of the Mg
at Blaukranty, It reﬂects cle&r bmanes of “colonizer’ a’nd ‘colomzed
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 ¥ig. 27 Siopis, P. Terra Incopnita (1951). Oil aud Collage on Board, 175 x 165 cm.

Siopis mediates her reference to Baines’ painting in vavious ways. For example,
* fragments of photocopies are collaged or graded in a way that partly affirms and

denies contours, volume and illusionism of the body of the female figure. Siopis:
"gsometimes it follows the form, sometimes it doesn’t" (1992). Sometimes photostats
were mounted on cardboard and then stuck down producing a relief effect which

 suggests tupture and tactility of surface. Moreover, the (metaphorical) contest

between 2 suggested iHlusionism and varipus aesthetic modes which disrupt this

iltusionisn: - such as flatness and relief, a tension between silhouetie and modelled
_ form - is contrasted by Siopis to the more illusionistically coherent representation of

the land. .

The land, in its reference to discourses around mining, involves the notion of nature

as non-social environment and as resource for capital. Siopis however en-genders the

representation of the land via the painting’s title which also associates terra with ideas
of mother nature. Furthermore, the violence inherent in capitalist exploration is

associated with gendér when Siopis in an interview suggests that the land -
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represemanon could be referred to as "raped land, land which has been used in some
way or another colonized ahused" (1992).

While Slopls reference to mining inter alla suggests caplmhst mechamsms of power '
reflected in processes of expimtmg natural resources the, fernale figure of Siopis’

painting is not constroed as uncharted terntory, a vacancy to be claimed by
(patriarchal) power. Rather, Siopis se_ems to suggest, partly through the differential
handling of land and figure, that power in relation o the figure has to be acnealized,
brought ét_‘éout by varions stratezies. For example, Siopis notes on the representation

. of the biack woman: “She’s a site of battle, a site of contesting s'émething. So if you

want to see that she is contesting representation, or that she is a site of contests of

' representation then you can see the body as being that" (1992) and, "... she is not
" real. St is a kind of fiction. She is not really a person in that sense ... She'is 2 sign

whlch iy the site of all this contestation™ (ibid.). Her statements suggest that woman

~ a8 sign involves the dialectic of woman as battlefield {site) and woman as agency
_implicated in the "conteste of representation”. This kind of dialectic. renders the

notion of the autonomous body ambiguous, for the female figure may be understood

as 4 sign denoting both object of power and actualizer of power,

- Biopis does not exclude her owst ptesence as aptaalizer. Her share in the contest may

be partly located in her use of paint. Photostats are not simply used as mechanical
replicas which may debase notions of originality associated with referencés such as
the Baines painting. Autogtaphic markmaking pervades most of tne paiating and moss
often the paint marks éorrespond directly, or in some way, 10 the undercurrent of
phbmsmted images. The autographic here may be understood as an ironic play on
modernist figure/ground relationships which were aimed at ‘teasing’ nature out of
cultural chject (see Rosenberg, chapter one). Siopis’ ironic mode of reference to this
modernist aesthetic, however;. precludes modernist presence by asserting a constant
tension between the overlapping and conflicting processes her references are subjected
to. Affirmation and denial of presence is suggested in the kind of painterly processes
her photostats are subjected to, such as integration, beautification, personalizing,
editing, censoring, iracing, copying, glazing, concealing, setting into relief,
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connecting, rupturing, assaulting.
InIm___@_i;a the spaces of the historical, the personal, the fernmigt intervention,
are nmtually imbricated in this process and involve a mmaltiplicity of d:scurswe voices

' and forces. The site for this battlefield is the gendered body.

Siopis (1992) has pointed out that in terms ot' 1conogrnphy her protagonist derives a

' senseofpowerfmmmjnromcreferencemmtendedhmhoncal ‘precedents’ lke

Goyz's Colossos or Blake’s NQM These references o me suggest an.
autpnomous, powerful, male b&iy, an autonomy, which, as I have argued, is
renﬂeredamb:gupusmSlopxs _ggg_I_u@gm I have noted thatthcpomnonof
Siopis’ protagonist is ot vacant or uncharted, butmscriba hdpervaded with history

and t_echnalogles of conivol. Siopis” references to Blake or Goya then enhances the

sense of the protagonist’s implicit resistance to and claiming of power. However, a
sense of parody suggests fhe opiion of leaving behind the mythological ‘infipence’

(the. reference jmplicating Blake and’ Goya) which conceptually ‘frames’ Terra

Tncognita. Siopis® textual self-reflexivity, that is, her coﬁsciousness of history and
representation as being overdetermined, and her critique- of notions of or_igiﬁality,
creates an awareness of some of the trappings attached to her referepces. Self-

reflexivity might then open a space for re-appropriation.

V.

Nameandﬁiitoryareﬁnkedincmnplexways, and a crucial factor qualifying the

relation of nature and history in western thought seems to be the concept of tizue. For
example, in section one of this chépbsr, I suggested, that the tradifional pastoral
conceptiori of time mﬁy invelve prasence as a conception of time which momentasily
suspends the progression of historical time. This presence may reflect a desiré tc; o

salvage a more pure, but lost (past) state of (human) nature for the present. b

observed, that Kentridge's The Embarkation problematizes the return to a purer sias
of nature. Pastoral presence in this work mainly seems to be présent as ersafz.
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According to Clifford, a linear conceﬁtiOn of time and history characterizes western- |

relations to the past. He suggests that “our dominant temporal sense is historieal,

-assamed to be linear and nonrepeatable. There is no return, no going back..."

(1987:121). This Hinear conception of time is iuﬁ‘icately linked to Clifford’s notion

. of the ‘salvage paradigm’-. The salvage paradigm reflects a concern with recuperating

the past sor the present and with re-instating originality and authentficity in what
Clifford calls "endless imaginary redemptions”. He holds that historically nature and
culture in the west are thought of either in terms of progress or of fail:

In the west nature is usually seen s te starting poit - thé raw material - of history.

Ton&turecomestmgedy*orm;-pzlymnaturemmscnlme to mature comes

corruption, orhﬂppllytommrecomesdevelopment Inthuslinearhlsimynarm.

functions as crigin, as site of the fa.ll_' as raw material, and in this system we are all
 still very,rauch witin the ‘sa_l_vage_.pmdigm’. (in Foster 1987b:142)

SlOplS (1989) has assoclaied "the feelmg [she] wmhed to present in her painting

inting’ (1988) (Fig.28) with a piece of writing

by Walter Benjamin from his Theses on the Philosophy of Hmonv“ In the passage

she quotes Benjamin displaces and inverts the notion of progress as associated with
modernity and a linear conception of history implying a startiug point, a site of fall,
and the notion of corruption. I have noted, that Clifford’s critique of the notion of
progress is framed in similar terms. Therefore, I will use two different conceptions

of history which are suggested in Clifford’s Wntmg 1o explore Patience. The one,'

namely westem History, which I will mark, for the purpose of my argument with a

- capital H in this section, refers to the modern notion of History characterized by a

satvage mode. The other, histories, implies a critique of History and a re-definition

- “The passage from Benjamin which Sjopis has quoted replacing the ‘he’ of Benjamin’s (or Klee’s)
ungel with a *she’ reads: "A Kiee Painting, named Angelus Novus shows an angel [ooking as though she
is about to move away from something she is fixedly contemplating. Her eyes are staving; her mouth is
open, her witigs are spread, This is how one pictures the angel of history. Her face is turned toward the

past, Where we perceive a chain of events, slie sees a single catasirophe which keeps piling wreckage upon
wreckage and hurls it in front of her feet. The angel would like to stay, awaken the dead, and make whole
"what has been smashed, But the storm is Hlowing from Paradise; it has got caupht in her wings with such
violence that the angel can no longer close them. This storm irresistibly propels her into the fiture to
which her back is tumed, while the pile of debns before her grows skyward. This storm is what we calt

progress. " {in Siopiz 1989:5)




of the concept for a critical postmadern pradtice which is positioned “outside’ the

salvage paradigm. Histories mvcive historically specific and (or) persona parratives.

For example, these may involve narratives of ‘others’ who have been naturafizeid
hmﬁoncaliy In these different narratives resistance and independence from western
cultaral and political hegemony could be asserted®. I will use history (lower case)
when choositg to leave the implications of the ferm more open.

i

Fig. 28 Siopis, ¥, Patience on a Monumest: ‘A Hisiory Painting’ (1988).
Oil and Col age on Board, 198 x 176 cm, Coltsetion: Willizm Humphreys Museum.

~ A similar point is made by Foster (1985) who says: "For feminists, for ‘minorities’, for ‘tribal"

. peoples, there ate other ways to narrate this history of enlightenment/eradication, ways which ... also
reject the reductive reading that the other can be so ‘colonized” {za if it were 4 zone simply to occupy, a8

ifit diq not emerge imbricated in other spaces, to troithle other discourses) - or even that western sciences
of the Gher, psychoanalysis and ethnglogy, can be fixed so dogmatically. On this reacing the other remains

- indeed, as the very field of differenliation in which the subject emerges - to chaflenge western pretenezs.

of sovereignty, supremacy and self-creation” (1589:208).
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My discnysion of hlstory a&d time in Siopis” Pauence WIII be mamly concerned thh
ﬂlemonograpnyand ideas ofdzsplay mtwofocal areasofthepammg thesmgular

female figure peeling a lemon, and the pyramid shaped pile of objects on which she

sits, I suggest that Siopis in these. areas uses dlffereut ways or emphases of - |

referencing - ;rFor example, in the pile her differenuation of the idea of time

Fmphasm&df the hybrid rather than linear qlmllty of western comeptlons of fime. In o

the figure variovs and oppositional western «onographic conventions of, for example
domesm. and public, resistance and res1gnatxon, are interfaced. I argoe that this
mnm western kistories wl:m:h mverf notions . of History and progress aa,__'_’
fu:ndamental]y Iinked to power ami patriarchy. Siopis* crmquc. of History is frameﬁ
around refercnces to westem perc&ptmns of ‘otherness’. While the ‘other is
perpetually itrvoked in this mﬂdmed form, these ‘others’ and their histories are
markad by a pmnounced absence in _Ijgm -

In/Axe Pmd;camentqfadmre (1988) Chfforﬂ argues fiow the salvage pﬂmdlgm may
ﬁe associated with moderm:st concerns for originality and auﬂle:#*cxty and how thege

e uoncams motivate a nuaber of taxonommal shifts involving both artand eﬂmographxc

artefacts., Explormg the fusion or combmaﬂon of the tradxttonally separate categones
of art and amfact in modern museums and exhibition displays, Clifford axposes the

redempnve" nature of the "metahistorical narrative” characterizing the modera, He .,
indicates some of the pervasiveness of salvage modes in contetaporary culture when '
he argues elsewI ¥ that the salva,ge paradxgm '

reflecting a desire to rescue ‘authenticity” out of desiructive historical change...is found
not only in ethnographic writftg but also in the connoisscurships 4nd collections of the
art world ar 3 In a range of familiar nostalgias, In.,hort, the tezm names a geopolitical,

. hnsmncal paradigm that has brganized wastempmcuces of ‘art- and culture-collecting’.
Seen in this light it deaotes a pervasive idcological complex. (1987:121)

Clifford (1988) notes that the modern dezire tlolsalvage cah be associated with a
particular aesthetic of musenm disv]?y which tends to isolate the E‘Xhlblt This process
may be reinforced by the use of .,pot-llghts pomted at it. He argues how certain
oombmed displays of modem art and Affican artefacts tend to naturalize antz
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homogenize rather than comextuahze and différeuﬁate_.various forms of cultural
produgtion. ' '

Siopis® pile of objects in Patience may be looked at as  form of aesthetic display®
of references and objects which uiopis has collected, and then arranged in her
painting in a certain way to convey in a particular pictorial context something abiout
History or histories, 1 will focus on. Siopis’ display of objects and the way individual

objects, or the display as a whole, may involve the noticn of time. Subsequently I |
will explore the idea of history in relation to references used in the hndscape

" backdrog, and figuse.

Siopis’ diversity of objects jumbled together in the pile suggests different conceptions
of time. For example, in the reference to vegetables or the model of 2 pregnant womb
time is alluded to as natural processes of decay br becoming. The end of (worldly)
time is connoted in art historical associations of the skull as wiemento mori, or
vanitas; the ‘end of art’ may be suggested in the stretched canvas turned backwards.

Time fixed as a specific (art} historical moment is referred to in the citations of
‘original’ sculptures such as The Witness by Anton van Wouw, Notions of originality
are also questiened in replicas of art (objets d’art which copy an ‘original’). These
Iﬁay be seen to salvage western art history in a debased and mass produced form for

the present, The iconography of the handbag refers Back to Siopis’ earlier paintings |
and in this way may involve the notion of tim as personal and professional
unfolding. The pile of objects as a who'e is unified by a form of painting that is
reminiscent of earlier paintings, such as Siopis’ still life rendering in Melancholia
(1986). Time in this context refers backwards to a previous conception and aesthetic
of painting, Siopis’ 3se of well defined, dramatic, shadows pointing into various

directions suggests that each object in the pile is individually spot-lit by invisible light

‘“My focus on the iconographic of display in Siopis’ Pauence should ot preclude other levels of
meaning and analysis, For example, a consideration of exhibition contexts would be fmportant in &
thorough investigation of display. Patience may be viewed differently in the William Humphreys Museum,
Kimberley, where it i pstmanently honsed, or it 3 temporary exiibitlon at the Standard Pank Gallery
entitied Pictures as History, where the work was exhlbited in 1991, Por a crit of this exhibition see
Friedman (1991) _
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* sources which do not seem to ffect ottier areas of the painting in the same way. This

restlts in a ‘héghtened presence of individual objects 111 the pile which is also
subverted as the bric-a-brac arrangement of objects mz:idom allows an unobscured

Siopis® accumulation of "civilized rubbish and natural waste” (Siopis 1989:4) suggests
that all of Ciese objects are discarded things from the present-.-heco;hling past,
Moreover, the ideas of cultural wase or bric-a-brac suggest loss of the connecting

. master nagrative that may bave ordered these individual items into a more linear

conception of time, While Siopis does not seem to discard all the conceptions of time
she refers t0 as waste or rublnsh she also does niot seem to salvage these objects to

~ consiruct a homogemzmg presence

The conjunction of references in the backdrop is clearly different from the bric-a-brac

of referencel in the pile. The way collages are put together in the backdrop suggests

‘a c:hche" {(Siopis) of a perspectivally recedmg !andscape Tn terms of xconography

the details of the landscape mainly refer to aspects of colonialism - ml__udmg
reference to Saartjie Baartman, Photostatted colonial representations are fragmented
arsy repeated across thé_ representation of the land, a process which may be seen to
debase the sense of singularity attributed o the evemts which are traditionally
tecorded by the genre of history painting®. While the backdrop in terms of

" iconngraphy seems to refer exclusively to colonial (historical) time, presence is also

asserted through the ‘direct’ quality which may be associated with painterly marks in

-~ relation to these representations, and the fact that History has been quoted from then

“This is orté of the ways i which Siopis may ussert the ironical quality of her *history paimmg
Furtherniore, as she notes "fplart of the title *a Iustnry painting” i ... an iropical comiment-{on] the
traditional Western genre of History Painting. That genre’s depictions, generally authorized by the State,
iak. on heroic form and are said to be objectwe accounts of what really happened, who really featured

~ and sp on,” (1959 5)
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 ‘The figure, in contrast to the pile she is sitting on, is not spot-lit in the same way as

objects within the pile are. While part of her body (particularly the face) registers
reflections from the peculiar light characteristic of the pile below, the fgure asa

" whole appears as 3 dark silhouetie against the predominantly bright yelloﬁ colonial
fabtic of the landscape The pyralmd shape of the pile which supports the femizle
"~ plack promgonist also suggests time {the progress being measured towards the apex

of the pyram:d) The figure, being placed at this apex, hence may be conceived as

a sign for this progress,

- J' o

Hov'&{evef, I_fe;el-ﬂxat. as a sigr for the present-becoiniag‘-fumre,}he protagonist seems

somewhat ambiguous. Despite the figure’s more formal coherence Siopis here also
combings various sources. As allegorical reference to Historia (the fomale

_ mpersonatmn of history), the, protagoniet in Siopm painting 1s many, not one This

is suggest’ed by Swpls herself, when she notes that

(\-

whilp her general bearmg (frontal posg, the revealed breast, the Woﬁmlcﬂ '

n drapecy) may be quasi-miythical and hersic (associated with such imagery as ... Liberty
Leading the peopie, the metaphor of ‘the mother country'...) her activity in fact nverts
the heroic carvention. it is modest, contemplative and clearly domestic, (1989:4)

Inversions of the beroic and the doinestic in Patience may be seen to quesﬁbn a
perceived hierarchy inscribed in History Painting, a hierarchy that also involves cther

binaries such as male/female, ~ black/white, - victor/victim, - active/passive,

- absence/presence. Rankin (1992) suggests that conventional hierarchies are reversed

in ggg ¢, and that while conventions of Hastory may foregroun'i 1c0nic historical -

events, customarily associated with an individual heroic protagamst - d:scovenes,

"‘Smpis says that the represemaﬂon of the landscape “is fiterally constructed from historical
represenmtmnsmken(photocopied)fromcurmhlstory:extbooks Jthey include adventurers, migsioparies,

.- boers, black wartiors, tribal seftioments, slaves, workers British sestlers, redcoais, wild-life, rugged

cmmtryslde. battle scenes... " (1989:5)
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battles, and vmtones, the signing of n-eaucs IRankin 1992 unpaged), &tch Wm-ks s '
Siopas Paience | - o ‘i—;;\
- are dore’suted iuswad.by moniiental ﬂgureé repmm those whqs__q role in history
was perceivri’ % inconsequential - black women who were the vietims of the
documenteslmm, snldmmslaverybytheadvmrem kilied .or raped by the
soldiers, explmted iy the colonial authorities. The sigmificant becomes insignificant,
and the unimportant important, Siopis® reversal of tradiuonai roles questions the
conventional criterla, conceptual and visual, on which our kmwledge of society is
founded, ; (ﬂnd) (my emphaSls)
B |r
loohng at some of the other references whmh merge in the represenmtmn of the
protagonist, the notion of reversal of male dominated History with female dominated

- History, of victims into heroines, Becomes more uncertain, The figure itself - as a2

syachronic assocmtmn of bath heroic liberatory dismm‘se and {bl: q..k"} domestic
labour - is rather ambivalent, given Smpls general questlonmk of the heroic as -
associated Wlﬂl H_wﬂory 111 gam _ '
Other references which coalesce in the protagonist are,’ for example, a representation
of Nubia (Africa) (Flg 29) which, Siopis notes 1s part of an allegorical set of
sculpmtes depicting the latge continents . (s&mal and topographical) of the coloniat

~ world, These sculptures are to be f_ounﬂ outside the new Musée d’Crsay in Paris”
(1989:4). " | |

Fortberz.ore, Patience also refers to an illustration in Harper’s Weekly (1868) entitled
Patience on a Monument (Fig.31). The illustration depicts “a black veteran
mournfully seated atop a truncated obelisk inscribed with a catalogue of atrocitics
commitied against siaves and freemen and -quotations from recent anti-black
pronnuncements“ (Honour 1989:244). The veteran’s bodily coding is
iconographically similar to that of Ditrer’s Melencolia I [sic] (1514) (Fig. 30). The

*tionour also notes that "parfly a satire t0 the momuments to the herdes and martyrs of the Civil
War.. ﬂlepmtalsn helps to explain th form taken by those that were realized - with deference to the
white man’s views-and no reference to' the blacks® active contxibution to the victory of the Union,”
(1989:246) . )
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Harper’s Weekly ilinstration seems to use melancholia as a sign which.pt:ssiblj{'
exétesses for the ‘offter” a sentiment of frustration or resignation. The melancholic
coding associated with a black man furthermore counteracts the authority inscribed
in traditional ‘heroic’ monuments to history, allﬂwmg éttention t0 be drawn to the
“other" histories implicit in the racist inscriptions oh the monurent, These inscriptions
do not ‘speak for’ the other and their suffenng but, significantly, they reveal

 atrocities fhrough quotes from racnst hexix

Kig. 29 I‘hotqgraph of Nubia taken by Siopis.

In Siopis’, Patience which reflects the source from Harper's Weekly in part of the
title, the melancholic coding of the black man is substifuted by a woman "pecling a
bitter lemon with a knife" (Siopis). The activity of peeling is reminiscent of Lnkas
Cransch’s Melanchobia 'pai_nﬁngs"“. Siopis* exchange of signifiers (replacing

“Llibarisky, Panofiky and Saxl (1992) analyze the complex iconography of the figure of melaricholia
wsing a knife in order to sirip & stick of it’s bark in sieveral paintings by Lucas Cranach, They suggest in
the following German quote that the motif of whittling or peeling miay be interpr 3 as the maoufacturing
of a magie stafi’ which, sccording to ancient belief has to be peeled so that no spirits could nestle
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“resignation” with activity) in this instant is important, for even if the reference is not

| specifically to Cranach, the activity of peeling a lemon returns phys’ical agency to the

domestic sphere which, as Renkin notes, is traditionally considered more

inconsequential” to the authors of sttory However, while resistance in this way
may be aligned with domesticity, the domestic is also saggested as 4 bitter sphere by
being associated with a bitter fruit.

The fusmn of authonty and History associated with public monuments may produce
what Clifford (1987) calls a mode of "yielding to History”. Clifford notes that
History and its associated modes are questloned today. He suggests that history may

'be re-inscribed in a critical way:

 New definitions of authenticity (cultural, persoral, axtistic) are makin; themselves felt,
definitions 1o longer centred on a salvaged past. Rather, anthenticity Is reconceived as
fybrid, creative activity in a focal present-becoming-future, Non-western cultura and
artistic works are .implicateﬂ' by an irﬁ:rmnnmd world cultural system withont

. necessarily being swamped by it. Local structures produce histories rather than simply
yielding to Hi, srary (1987:126) = u

Siopis® Patience is Iargely and senausly concerned with ta;klng an opposmonal stance

‘wifh respect to Hlstory The hybyid natire of her references suggest complex

differentiations of time and ‘ofhierness” in western visual represmtatmrgs Siopis does
not exclude her own histories which, as I have suggested she alludes fo via quotation
of her earlier forms of painting or iconography. Sio;ns opposmon of' the complexity
of western notions of time with History suggests that she questions lmea: temporal
conceptions which allow to perceive History as a totality that could be yielded to. At
the same time, the presence of ‘otherness’ in Patience is continuously invoked in the
numerous fragmented qlmtaucms from colonial History, or when R:mkm suggests that

 the “other’ (black, female) has been accorded a privileged stafus in the pamtmg

themselves between wood and bark. ("Das Motiv des Steckenschnitzens oder -schiilens ...dOrfte...als
Anfortigung eines Zaubersteckens zu deuten sein, der nach altem Glanben geschiilt werden muf, damit sich
»zwischen Holz und Rinde keine Geister einnistens" (1992:535). The activity of melanclioliz here is alzo
asspciated with seductiveness. They furthermore note that Melancholia as sexualized female is most evident
in Crapach’s Colmar version of 1532 (1992:565).
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'However, the histories of this bsack femaie. other are markad b}r absem:e in
Patience. She, like the reprcsentatzon of the land, is only presenr tl},reugh already.

_ that is reqmred'?
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R - Chapter Four

* Positioning of the Personal in Discourse

In the pr,éviaug chapter 1 have explored Salécted concepuons of nature in' works by

Siopis #nd Kentridge. Invariably. I have noted that both areists position themselves

eritically in relation to their references. In this chapter I would like to emphasize that
eacli artists® positioning differs, considerably in selected instances. While Foster’s

~ notion of denaturalization is productive in engaging with these differences, it is

difficnlt to rigidly locate their 1 e of reference in either posﬁnodem or posunodermst
praciice as defined by Fosier. Foster holds that

Muchar;tqdayplaysw&h]iteralandpasﬁchedreferemestéarthistmyandpopculm. :
 alike. On the unalogy with architecture, it may be termed postmodern, Such art,
lwwé\‘er. oust be distinguished from postmodernfst art which is posed theoretically
_. against modernist patadigias. Whereas post-miodern art refers so as to elicit a given

_ zespomse and regards the reference as natural, the refurn to history as certain, post-
modernist art refess *to problematlze the activity of reference™ [Owens}, (Poster
1982:15)

In this way Foster emphasizes that it is the mode of referencing which is crucial in
an assessment of the critical value of quotation in contemporary visual arts, What
exactly are the modernist paradigms he refers to in relation to quotation and

- reference? How does the postmodernist position differ from these?

~ In broad terms Foster’s writing suggests that within the modernist paradigm the
~ notion of se¢lf-referentiality generally. coniribuﬁes to valicate the work of art.

Underlying the modernist paradigm is the assumption that there exists a universally

valid sesthetic Janguage of art, hence ﬂm activity of reference here is considered

natral. As indicated in chapter one this claim is infricately linked to the valorization
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of concepts such as ‘-orifgiﬁ’, ‘masterpiece’, ‘tradition’, “influence’ or ‘affinity’,
‘authorship’, ‘expression’, *style” and ‘authenticiry’. Within moderaist discoufu.
emphasis is largely placed on' the artists presence ‘Tather than on the particular
historical and local meanmgs wh:ech;‘?nr example, appropriated acsthetic forms fromy
other cultures may involve. ' :

By contrast, the postmodernist artist is critical of madernist notions which presuppose
2 un'ivcrsa]ly' valid assthetics and a naturalized mode of reference and representation,
Foster stresses represenigtion L\s entirely conventional. His writing suggests that in a
posimedernist use of reffrences\.he artist’s concern is to de-code what is (historically)
en-coded in these. While referenées themselves may beé infused with the thetoric of

various poiiﬁcs_of representation (for example of class, of sexual differe:ice), the use

of referénce, too, is political. A strategic mode of reference is not confined o the
rcaliné of-a:_:t but is part of a critical intervenﬁon into contemporary debates,

Ifeel whﬂebothSwpzs andKentudgesmodeofref&rencelscrmcal the way they
employ referemes in their respective pictorial comexts and the emphases of their
criticality are different. T will explore some of these differences with reference to the
works I Have discussed in the previous chapter.

There are various reasons why I feel that Siopis’ art practice seems to fall readily into
Foster’s postmodernist category. In works such as Representations or Patience on a

Monument - ‘A History Painting’ many of Siopis’ ﬁf#tcnccs are obvious as

quotations, especially when they are mediated and integrated into her work in the
form of xerox copies. .Her painuug or drawing is largely about 2 problemasization of
the historical content and inscribed values of the quoted images, as well as about a
problematization of the activity of quotation itself. For example, images quoted which
may be associated with naturalized representations of women are used to be re-
inseribed, displaced, subverted from 2 feminist perspective. Images from colonial

- discourse are framed from 2 post-colonial posiﬁdh. More specifically, by assuming

an overall jronic stance in her questioning of the genre of History Painting in
Patience, Siopis positions herself at some distance in relation to the values inherent
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in references to history and modernist conceptions ‘of progress. Mareover, in the
unpublished paper I have referred to, in my inirviews and in conversation Smpm
affiliates her practice with certain theories and issues - like the convennonahty of
signs - raised by crifical feminist and postmodernist debates. This immediately has

‘made it easier formetolocateherpainﬁngsﬁnotu&ﬂmutsomeinsecuriﬁesdnthc

context of these debates, |

Keniridge generally does not use referepres or quotations in the same way, that s,
emphammg their discursive inscriptions. His use of reference is closely linked to the
process in which his drawings evolve and the way this process may reflect or suggest

Tived experience. In this process he may dismenmber andamal. unamaspemsofhzs

references in a way which renders their original or historical Specxﬁclty Jess obvious.

| Kentridge for example notes that his process of refsrencing may be associated with

an Archimboido thing, you take a whoie range of diffetent items and put them together
and you seewhm:teatmeisﬂlere I seethewholeway in whlchpeopleundersmndthe '
wotldasbmnganh—natma] becauserthastodqwnhtakmgﬁ'agunts and making
scnse out of fragments,.. (1991:5) ' :

He further explains: -

I think that within drawing there is the potentfal of complete radical change of meaning
halfway through... for hirts of ieaning to start emerging, at the side, that are vaguely
there, then to suddenly push them into the foreground, which cotresponds much more
to the way one understands ﬁm:wuﬂd. .» Well one makes sense of any situation, picking
up clues af the sides and bits of information and forcing that into a realization or
understanding or soine'meanixlg‘. (1991:6) .

While Kentridge's The Embarkation invokss and shifts ideas related to the pastoral
genire he seems to emphasize the lived contradictions experienced in relation to these
by including, for example, reference to his family {in the lefihand panel), to himself
(in the righthand panel) or to his iramediate enviropment. The drawing here may be
seen as an arena in which the artist tries "to cone to terms with reéﬁtsf" (Kentridge
in Jephson 1987), Within the contradictory realities suggested in The Embarkation the
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 pastoral may he associated with yeartiing or desire, but also with the realization that -

the pastoral is 2 ﬁ{:tmn which is medisted in various ways some of which assoclam

‘ it with capitalist power. Kenirxdges smncemtlnsway emphas:zes hvadexpenence

rather than the also mphicit discursive constructmns of the pastoral. Kentridge's

interventions into other contemporary pracuce may be spore adequately asseSSed :

through an exploraﬁon of h:s workshops, and the contexts in which his filsrls have

been screened To fully assess the critical impact of for exampie Kentridge's ﬁlms
~ in Foster’s terms then is not possible within the scope of this thesis.

Rentridge also W&aves aspects of personal. bistories with i more: discarsi
referenices. For examiple, his protagonist Soho Eckstein on the discursive level "shares"k'
. his surname with apartmu!arlyvmmuskandlordofthetumofthecenmryaud:s
Kentridge's ﬁgurei of capitalist greed and corruption” (Godby. 1991 :unpaginated). But,

Kentridge 2lso personalizes this ﬁgufe of capitzi by partly modelling his protagonist

on his grandfa:ther Felix Teitelbaum an the other hand, who, 2s Godby notes, stands =<
in stark opposition to Sobo, is often modelled on Kentridge hm]self Kentridge notes

that "at ope stage I thought [Fehx]_ was the auto-biographical figure in the films"

(1991:11). Keritridge’s reference to himself or to his relatives suggests a dispersal of

the stereotypical aspects of types such as ‘the greedy capitalist” into the complexities
of lived and personal experience.

Siopis interweaves her more intimate refereaces tactically into her discarsive

statements. For example, I have noted in the previous chaptér, that in Patience Siopis

quotes ber own mode of an earlier form of painting while questioning the linear
progression implied in modern notions of history. In L'Invention de 1'Hystérie she
implicates herself in the Te-presentation or te-staging of hysteria as 19th century
spectacle. Siopis’ reference to herself in this context may be seen to support her
critique of the construction of sub]ectmty in (patnarchal) dlscourse

In conelusion I would Like to suggest that Foster’s appronch is very mucfx concerned

with discotirse aualysns. In this way I hive found his lm.e of quesuonmg useful in

exploring conceptions of nature in relation to issues ralsed in contemporary debates.
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However, I fmmd it occasmnal]y difficult to- fally adhere © his posmon in my-

.. exploration of the works of inidividual dxtists. There are a mmber of reasons foz this,
Onareasnmsthathmproposed sphtofapoetmodcrmsmdfresnstanceasopyosedﬁo'
apostmodemlsmofreacuonseems taeﬂgldlfapphedm ﬁaeworkswhmhlhave .

discussed. I also do not feel that Kenmdge s emphaszs on lived experm as opposed
to Siopis’ emphams on discourse necessarily renders his art pmcuce poshnodem as
opposed o postmodem:st o e s e

tnauﬁlors Itlspﬁtmterestedmwhatﬂteyhav%ww.m:teeiassub]ectsbutm

concerned merely with statements as rexatcd to’ }5\«‘ &statements ina ﬁeld =

' Fu:thermore the way. mwhwhﬂlepermaihas aneffectoncnhcaiangagementdoes |

not seem to figu:re very strongly i Fostar’s writing. I feel there B an experlent!al S
" dimension to practu.:e which Foster does not promote. Chfforﬂ tantatlvely notez, that '
- "discougse analysis | {in the mode suggested by Faucnult] is always in a sense unfair

a

(1988: 270) | o _

& S A

_ Interm&ofmy own crmcal engagement on the levelof&xeqrencal wntmglfoundlt S

difficult to articulate my own sense of Siopis’ and Kentmige’s practice only in fhe

| dmm:swewayFosterprommes Th:smnodouhtduetomyknowmg ggmeafﬁmr

intextions. Furthermore, td clearly differentiate, what ;',’t ﬁm. cotifext of interviews arc

* discursive statements and which are personal expresmr*m is difficult, Tor examplc, '

1 mentioned in chapter three, section 1, that Kenmége says he takes "reﬁuge

f' Fmally then, my | cnbcal engagemsnt w1ﬁ1 the. artlsts and issues I ha}ze dlsc;ussed is
. also motivated bx my practlcal explo::atmn and intended to provide a 'framework for
' the reception of miy own work whick will be discussed in the following chapter.

2

" behind saying evetything has been mediated”, and that while he may be pawmgiﬁy y

* moved by ‘sublime nature’ in lived experience he comsiders it impossible, in terms
~ of his stiategy as artist, to paint ot draw ‘sublime nature’ because he is selfconscmus
| ofﬂlewaythlsconvennonhasbeenmeﬂ:atcdmstormaﬂy ‘
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Chapter Five

Displays of the Natoral

In the yrevious chapters I explored seiccted comepuow of the namb‘@I as a contestable

| field of meanings I suggested, thaz there is no unmediyed expenehce of natore in

painting, In pamting the idea of natare as discuisive consn'ucuon may be represented '

- through different fo:ms of sigmﬂr:auon

The mediations 1mpiic1t in representat:ons of the nafaral also have been central to the
way Ihave approached the topic of the natural in my pracﬁcal explaratlon In order

" to explore the natural as a contestable field of meanings 1 began my process by

collecting anything even vaguely associated wnth it. My mode of collecting has been

delibertely pluralist in the sense that I have not structired my approach in relatxon

to one singular aspect of the namral. Objects which I collected reflect aspects of
natnre which could be connected to various discourses mr,ludmg aesthetic, medlcal.
blologlcal ethnographic, philosophical, environmental. |

%,

. My activity of culleetingk y imply that I was in some sense mapping cbdventions

of the natoral as if to ﬁy; some ‘essential’ meaning, But, ‘however wide I would

“target the radivs of sfgnification of the matural, I was always cauggut in the

anthropoq._,_mmsm of objects, materials, and modes. Every o_bje_c_t, every process,
mode and material used in my painting, is mediated, impure, manufactured, made for
human consimption. I found thar while pature - because of certain Historical
connotations - should be referred to tactzcally and with circumspection, nature in -
pairiing is also elusive. Adorno argues, (in Pugh’s words) that “regresentatlons of
nature s¢em to be authentic only as nature morte, as an encoded historical message"
(Pugh 1390: 146). Adomo s seems to suggest that the nataral in represéntation is
‘presen.t’, ‘authertic’, only as dead nature, absence. This sense of (presence as)
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absence in contrast 1o the preseme as. capulre which 1 dlsmssed in prev:ous chapters '

is emblemauc for my explotation. -

¥ig. 32 Studie Brie-A-Brac

Fig. 33 Kapliza-Meyer, M. Small Yiventory (1989),
Oil and Collage on Canvas, 250 x 390 mm. Collection: The artist,
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;'- While the accumulation of catlectibles has been 2 consistent activity thronghout my
' o pracIJcal exploration it resulted in a seemmgly unstructired bnc-a—brac of'
. " s1gmﬁcannns. {Fig. 32) I have made reference to the notion of the natural as bric-a- _
o * brac in some of my early works such as Small Iventory (1989). (Fig.33) However,
generally my painting and the form of exhibition of my practical work is more .
strongly concerned with certain tactical ways of selecting and confronting elemems'
of this bric-a-brac. In ﬂ:us chapter ¥ will expiore these strategies wuh refm-ence o the
notion.of display.

Dqﬁato (1980) suggests that displays (of both natural and culmral artifacts)
" historically and currently jnvolve "fictions” which-are not value free. He argues, that

collecting is mainly an sesthetic concern dealing "primarily with the question of
e selecting afd ordering, that is © say with precisely the activities upon which the
S Museu is baged” (1980:229). He forther notes, that in terms of i genealogy "ihe

'- * ideology of the Museum was first applisd to Nature" (bid.). I contrast o fhe aimless
Lﬂ . g : N " c:tiection of bric-a-brac and curiosities
N _.':.*- = ' L o “The ideﬁlﬁg  that govemns the Musehm i the nineteenth cenmri and down to the
* “ U7 present has .. been'... so-give by the ordered display of selected artifacts a total
P /f _ representatiog of human reality and history, Mnsemusare taken to exist only inasmuch
d 1.( o 28 they can esase the hererogeneity of the objects displayed in thelr cases, and it is only
8t I thehypothesis of the possibility ofhomogmiz&ngthedwanuy of varlobs. amehmh '

' tnakes them possible in the first place, (Dumto 1980*221}

Donato further argues that

‘\\1 " The set of ohjects that the Museum displays is sustained only by the fiction that they .
' _ somehow, constitite a coberent representational unlverse. The fiction is thet a repeated
0. | © metonymic displacement of fragment for totatity, object to label, series of objects to
series of labels, can still produce a reptesentation which is somsbow adequate to a
- - nonfinguistic universe, Such a fiction is he resuit of an uneritical befjef in the notion
1 ' that ofdering and clsssifying, that is to say, the spntial juxtapésition of fragments, cun
1 . ; . produge 2 representatlmml understanding of the world. Zhould the fiction dlsappear
19, there is nothing left of the Museumn but *bric-a-brac”, a heap of me;ningleas and

_ _ _ o

k -.\,‘\

102




Lo

valueless fragmnts of objects which are incapable of substitutiog themscives either
metouymmaliy for the original objecm or thetaphotically for: their mpresentauons ___4.?"'»
(Donatu 1980:223) S

The term 'display in comemon usage sﬁggests the placing or §preading oiit of dbjebts-

possesgions, 1deas, emotions, so that there is no difficulty in seeing or understandmg .
what they mean. Display in this way is linked to the notion of the obvious and to -
' jmmediscy, In my own use of display I regard the notion of the obvious and
- irnmediacy with suspicion for they suggest a language or ideology which denies jts

mﬂ}!iated status. Displays are, as Donato argues, discursive. In this context 1 nse ﬂle
nouon of display to s:gmfy a forum Where already mediated images or concepuons

of the namral could be re-prcsenmd remscnbed, subvemd While 1 mway invoke an-
appeamlce of the obvious mmy work this veference is sivategic and oﬁe'} pasred with
a spnse of unstatedness, lack, ;nver_sion, dlslocauqn and dwplacemr.nt. ) -

In my pamnng I have also made refereme to some of the concerns. Donato pomts m,.
such as notions of ordenng and classifying, 3s well as ideas around the fragmept L
However, in makmg this reference I arm not concerned with capturing what Donato "
) calls 3 totalizitg represeniatwn of the natural which erases the heterogenexty wof
- objects which are displayed. The heterogcneous objects, references, quotatwns which
feature in my pamting also are not simply bric-a-brac, that is, in Donato’s tenrxé g

heap of meayingless and valueless fragments of ob;ecis" ‘There are other

associations, both inlu:nate .and_dlscurswe, I_would like my work to evoke,

Before starting on a more detaxled exploranon of my work around these issues, I
would like to give some attention o the kind of references to nature X use. The ways
these references are coded or inscribed suggest mediated rather than pure namre,

_mavement in-between the concepts of the natural and the cultural rather than the

fixed exiremes of nature a8 opposed to culture. Sometimes my refexences may'seem

| banal sﬁreutyped common, and also enigmatic, sometimes they seem to reflect a

sense of authority waich may. be assoclated with the discourses they derive from.
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Forexample Imakereferemewﬁcnvebomessuchas ammahzedhumausand .-
'anthmpomorphlzed animals; scientific representations of plants; texts about natyral
food; mechanmal and medical models of biological nature; - mythical and geological,
global and aerial views of nature or landscape; popular and found objects with nagure
mot!fs, (art)h;smrical or other illustrations of allegorlcal natures which, for example
cin be found on ﬁ'ontwpxeces for Natural History books.

1 alse use varigus materials or substances as signs of the nafural, such as mmedump
sand, -sofl, industrial plaster, wood from non-indigencus forests in Malaysia
(jelutong); highly refined oil pmﬁt and more ‘natural’ watercolours and egg ten_lpera:
 bees wax, ‘raw’ organic and nonorganu:, fading and permanent pigments and colours;
‘rough’ or natoral matter; set cement, kilefired clay; ‘rabbit’ glue; bronze filings.. 3

- In my refefence to representational modes T differentiate various degrees of agency,

' ‘mediation, or control, associated with, for example, the use of paint or colour as
‘raw’ pigment wash, as intricate illusionistic painting, as miniaturized, agitated or
expressive brushstroke; the natural may also be seen to be implicated in the
‘ritnalistic’ processes involved in soaking, warming, mixing, my own primer's
(generally a chalk and rabbit glue ground); I collage fragments of etc;hmgs, use
traces, monoprmts, casts, 3d modellmg and carvmg, diagrams, found &)Jects

- In my work selecmd aspects of thc above tend o coexist in one format and come into
play in' varying and calculated degrees. I have generally tried to hold mmltiple
meanings and values which may be associated with the references, quotations;
materials and modes T use in tension. Some of the values inscribed in these involve

"notions such as the exotic, ‘otherness’, stereotype, es'éapi'sm', artifice, patriarchy,

desire, fetishism, voyeurism, presence or absence. The fictions associated with the
natural in somg of these references may elicit desire for an f..ssenual truth, cenamty,
closure, I have already ekplored some of the ways in whlch I try to displace these
values in relation to selected works from my practical exploration which I have

 interspersed with the main body of this thesis. - |
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My strategies with respect to the natural for me also involve an experiential and
psychological dimension which entails issues’ around identlfichnon and projection in

relation to the references I use. Therefore, while I focus the presentation of my

practical work on the notion of display the aspects of dm_play which I select to discuss

‘should be seen as being motivated in this way. I make reference to displays of the
. natural as associated with certain aestheﬁc conventions such as the modemist grid and

trompe I'oeil painting. R]art of my discussion will embrace taxonomical displays of .

- patural and cultural hxstﬁ‘ry, including the cur*omty cab:net, the tabzeau, medlcal and
-other body(pm) displays.

Conventions of rep:ésenta‘tion in terms of the divgrse discourses I explore are

inuricately Tinked. For example, Rosalind Krauss notes that the raodernist grid served

tn "collapse the spatiality of nature onto the bounded surface of a purely cultural

object” (1985‘ 18). The grid may be understood as a form of "antinatural® display of
~ the natural whxch paradoxically captures an essential aspect of both nature and art.

Referrmg to spatual and hemporai resmannes of the grid Krauss argues that

In the spatial souss, the grid wates theﬁautdnomy of the realm of art, Flattened,
geometricised, ordered, it is antinatural, antimimetic, antireal, Tt is what art looks like ~

~ when it turgs its-back on nature. Tn the fiamesy that results from its coordinates, the
grid is the means of crowding out the dimensions of the real and replacing them with

 the lateral spresd of a vingle surface. In the overall regulatity of its organization, it is
the result not of imitation, but of sesthetic decree. Insofir as its order is that of pure
relationship, the grid is a way of abrogating the claints of natural ubjocis to have an
order particﬁla’r 10 themselves; the relationships in the acsthetic field are shown by the
grid to be in a world apart and, with respest to natwea! objects, 10 be both prior and
final. The grid declares the spacea*mto be at once antonomens and autntelic.
(1985:9)

In my paintings reference to certain aspects of the modernist grid as it has been

 described by Krauss, is often used in conjuaction with'references to rrompe I'oeil

painting. Before describing my reference to aspects of the modernist grid in more
detail, X will giv_.fe some attenﬁon to this form of painting.
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Trompe l'oeil, becmsebf its emphasls o mimetic representation, seems to reassert
the dimensions of the real wh:ch the modernist grid abandons However, it may also
be assoc:ated with what Baudri]lard {1988) has called a "sudden falhn'e of reality”.

 This failute - which, according to Baudrillard; is at the same time the "miracle™’

of trompe Poeil - may be atiributed to the way oonventtons of the real here are self-

' consczousiy displaced:

I trompe-I"oeil ft'is never & matter of confuson with the real: What is important is the
p:odncuoaofasmmlacrmnmﬁlﬂcunsc .snessofthegameanduftheammehy\

'mxming the third dimension, tbmwmg '
mxmmg_bndamdemgthc effect of the
reality, (Baudrilfard 1988:58)

| throwing :agieal doubt on the principle of -

' / & ’ | ' :
Bmdrn]lard isolates certain characteristic features of trompe 'oeil wlm:.h I have made

refmema to, parnmlarly in my earher pamlmgs 'I'hese. features include

the vertial ficld, the absence of a horizon and of any kind of horizontality (utterly
different from the still Tife), amtain oblique light that is unxedt (that lxght and none
other), the sbsence of depth 4 certain type of object (it would be possible to establish
a ngomuu fist of them), a certain type of material, and of course the ‘realist’
hallucmmn that gave it 1t’s name, (1988 53)

v

Bandrillard further nutes that "the most smkmgly dzsnnctwe characteristic s the
exclusive presence of banal objects" and, "the detritus of social life, these everyday

objects turn against it and parodly its theamcahty. for this reason they are “without

syntax, juxtaposed by the tere chance of their presence” (1988:54). These objects
are however not passive, "ﬂ:e_it__“insi_gniﬁcance is offensive” (ibid.).

-
\}\

o By
' \

“About the miracle Baudrillard notes: "If ghere is then nny kind of trompe-Toeil miracle, it never
resides in the ‘realist’ execution ... Miracle can Never take place in 3 surpius of reality, but exactly in its-
inverse, in the sudden: failure of teahf.y ‘and ti'ne giddiness of being swallowed up in its, absence

'(Baud:illard 1988:58),
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Fig. 34 Kagitza-Meyer, M. Living up to-Natuve (1989/90).
 Olt o Canvat, 330 x 345 mm. Collection: The artist,
£
kY
| g, 38 Kughten-Meyer, M. Where Natuves Meet (1989/90).
Oil on Canvas, 400 % 360 mut. Callection: The artist,
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! *Fig. 36 Kapitza-Meyer, M. For Michuel (1991).
OllonBoard,SﬂoxGSBm Collection: The artist.

I
,}

Fig. 37 Kap!theyer M. A
QﬂnnBoard,ZQwamm Collection:’rhearﬁst
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Oﬂonesrved.mmmg, 379x420mm Colla'.ﬁon.'l‘hearﬁst.
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Fig. 39 Kapitm—Mey&', M. A Ballon, Perdu (1991).

Ol and Graphite on Canvas_, 1808 x 2600 mm. Collection: The artist,
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References ta aspects of both the modernist grid and to trompe Voeil apply o most

‘of my paintings such as Living up to Nature (1989/90), MM_
+ (1989/90), Eor Michael (1991), A Real Trompe. 1’eil (Simylacrum) (1950), An

Array g_tomects offered for Inspection (1991), A Bg]_]_on Perdu (1991), (®igs. 34-39)

. 1.-’

These works generally stress ﬂamess and the lateral expanse of surface, fields of

 colour of texture. The(chrmnanc)hmnOgenenyofthmesurfacesxsenhaucedthrmgh

the absence of stron_g shadows, an absence which reduces chsruptum_ caused by the

 objects placed on it. While the emphasis on flatmess, colour, texture may be
assoczaﬁe:lwnhceﬁammodemmtcomns, these fields are, however, confronwdmﬂ:-

detailed represenmuon Objects may be painted so as to chromatically or ﬂ:mally
mergemtomeseﬁelds mmeymag b;erenderedqmﬂedlsnnctfmmthatmface This

" could suggest different degrees © w}nch the modernist anh—ﬂlusmmsm is denied,
- opposed, mlerawd, enhamced. = [ °

W
]

L

" The way objects are arranged ofi that surface or fiommvokes a panoramic or zerial

view which mvolves a scanuing gaze in control of the obiects befow. Control is élso

implied in the way I deliberately position my objects in a frontal rather than obhque :

way. This parallel arrangement is distinet from smgle—pomt perspectival arrangements
in that it does not suggest convergent lines, ot vanishing points. Furthermore, objects
are. mvariably isolated an{i placed in a way that eshances their Iegibﬂzty, that is, they
arg, for exampl_e, not painted- upsuie down, and honzontalny and verticality of
placement is stressed. This, and the suggestioi. <t the often similar scale of objects
makes them correspond fo some kind of norm, may be seen to heighien the sense of
control and an order which is selfconsciom_‘ly imposed onto heterogeneous elements.

I have, however, also displaced the notion of conrol in some ways. Fbr'example, the

objects are not, as is often the case with trompe. P'oeil, visibly attached or secured
onto an upright surface. They seemﬂn float, gives thatthepamtmgl.shungonawall
andnotdlsplayedonﬁzeﬂoororaﬂatmfacewhmhwouldbemorenahnal

kA
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suggests mpermanence of relanonshlps, mobﬂlty This fdm)order is calcu]awd to
invoke a sense of the accidental, or thenamrat aﬂdmaybe seen a8 particnlarto the
hybnd\'guahty of objects which have been selected for d:sp!a}r

o 3 ]

My mode of dlsplaymg Ob_]BCiE quu.} Pns or referemes inmy pamnngs could aiso
be associated with a "flatbed” picture. A “flatbed picture” is a term that. ‘Leo
Steinberg developed in 1968 iu the conte::t of one of the first applications of the term
postmodermsm The ﬂatbed in Douglas Cnmp 8 readmg of Stemberg

ol | isa surface whichi can receive a vast andhetemgenaous array of cuimml imagef and

 artifacts that had not been compatible with fhe pictorial field ofmmerpmodemm or
modernist painting. (A modernist paintmg in Steinberg’s view, retzing a namml
_onematlpn to the spechitor’s v:smn, whxch the postmodermist pleture abanduns)

© a9’ .

B

ok

My references lao grﬂﬂhke gtctures, amd fields of colem‘ may. invoke the modern,
‘however, these rcfcrenbes in conjunction Wrth others like trompe ! “oeil and the flatbed
- .dlsnngulsh my pamtmgs from the modern. Krauss argues that "ﬁze grid announces .
° modern art’s will to silence, its hosﬁhty to Ixtg'rame 0 narrative, to discourse”, By

conirast, mypos:ﬁmmeertamofmy,...ht:ﬁgkmmformedbyanatﬁempttoengage L

with the interrelatedness of painting with namratives from other discourses. For

example, my Threg Emblems for Fanny Burgey (1989) (Figs. 40, 41} makes

reference to the early 19th century poet’s wntmg abolt her mastectomy and bodily
violations. My interest in Burney® 8r parrative concerns the silencing powers: of

patriarchal medlcal discourse which became manifest through: thése violations,

e . /
| generallydonotusemme! but & table to place my paintings on. Tis allows me to position iy
objects right next to the area where I paint them, Large works such as A Balion Perdn wete also mostly
painted on the floor. My friend who was modelling tor the figure represenied in it was lying on the canvas
while I painted her, which also accounts for the peculiar perspective, Distortions dot’t happen in the same
way when 1 pamt smatl ob_;ects
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consulermg the viewing ﬁosmen they suggest and the /ay mey were pmnted“
Moreover, mtermsefﬂmrelanonbetweenobjects, they areofaenarrangadma
decentred and non-hierarchical way, which, in relation to theit floating quality {}
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' Fig. 40 Kapam\\Mfm,M.mmEmbrm ggzgmgm (1989).
Collage,!'igment Wa%wmmraper,zsoxmm Cone.:ﬂon.'rnearﬁst
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Representations of the female breast, as Julia Epetein (1986)" has pointed out, carry

. complex significations around ferininity and power. In Three Emblems 1 have

it

I
/

suggested the emblematic significatice of bots the breast and the wound in Burney’s
narrative as three composite images, These emblems are framed by washes of ‘raw’
pigment spilling into the whiteness of the ground. The rawness of the mediur for me
refains resopances of the violated body and the raw flesh exposed by 'the_wou'nd.

The emblems are exhibited, exposed, offéred for inspection in & way which suggests
" conventions L vient;ﬁc representat:on which isolate, ob]racut‘y decontextualize thefr
- exh:bxt by - Imumg it on a white, supposedly veutral ground. Fhis mode of

representatian may suggest a conirolling, raﬁmaiizmg ‘phallocentric’ gaze. The
iconography referred to in the interiors of each of my emblems also invoke vations
conttollmg mechianiseas - of natural and private physicality. However, 1 also make
reference to. "ways in which the st of writing, like the act of surgery, can be
simultaneously wounding and thex‘apeunc“- (Epstein 1986: 131).
-

Imch embiem in tl'us way problematzzes and also resisis the paina.rchal gaze. The
.Jeﬂam.tahzatmn of some of the (patriarchal) silencing mechamsms which may be
associated with Fanny Burney’s narratwe. is inimical to thqr autonomous Wil to

gilence” that Krauss associates mth the modernist gnd. 1

i

Furtbermore, my position differs in another respect from the modernist use of fde

_grid, which, as T have mentioned earlier, aims to "collapse the spatiality of nature
"onto the bounded surface of a purely cultusal object” (Kzauss 1985:18, my emphasis).
I would agres with the modernist notion of painting as a purely culfural objec_t.,'-
However, spatiality (the g1-id)1is not itself a natural phenornenon (as it may be for
modera art), but it refers 1o a. mode of representauqn that characterizes wesiern
(historics and current) systems of collecting. ordenng, and displaying natural and

cultural phenomena and artifacts. To see representations of nature purely in terms of

%1 wish to acknowedge here that Julia Epstein®s axticle Writing the Unspeakoble: Fanny B‘Ayﬂ

Ma - 1omy and the Fivsive Body (1985) hes been important in flis Tormation of my position, /‘
< 113
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| an essential, and pre-existing grid-like spatiaiiiy which is autonomous and does not
o ~ trouble or is troubled by other discourses seems problematic, In thy use I refer to the
o f: } ' - grid as embleratic for a pervasive western system desxgncd to capture nature th:ough ’ " ; '
! rationatizations whwh are mis-taken to be natural. ;
. ) . . h
: This use of the grid i zs reflected in works mmhaslo_wm_hgfgmwm - '
Lol © Enigmes (Small Toventory) (1992) (Fis. 42) and Fragment: Numeros et Nomira (Two R
e 1 Hundred Lines of Salvaged Mythe) (1992/3) (Fig. 43). My reference to the grid in = a
R _ these works thematizes rativnalizations implicit in displays which involve closur by I
r  positing a perfect equivalence between reality and the way it is represented. Tmplicit o
N " in this form of display is the idea that a system of rationalizations used to represent B R
\ end homogenize various objects would allow us to ‘read’ these objects as ; o ' N
(archaeological) fragments representative for a coherent and authoritative totality,* - ]
o _j - Both works, To Dréam and Nm_wmﬂm, are udnc.emed to disrupt the false
L x . : : serise of security’ 1mphc1t inthe notio of a pre-existmg and universal representat:onal
BN . system m' i which wvarious phenomma can be securely plotied and thereby

ratlonahzed Both titles also refer to certam pedngoglcal aspects involving maiure,

The t:tle of Tg Dream referﬁ/a a passage quoted by Donato {1980) jin which Michelet
_ describes the pedagogmal 1mpact of his youthful encounter with the Natural History
musenm. Michelet’s encounter created a sense of v and speculative wonder vis-a-
*vis the exhibits and the sense of origin and history which the display of objects
seemed to suggest, To Dmag; 15 a smail wale inventory of beautiful enigmas, dn
aesthetic constellation of dmcpnnecned archaeologmal fragments. My reference to both
the (small scale) grid and the potion of enigma may be seen to encourage and aiso
delimit the musing and mind travels triggered by the aesthetic display of attifacts.

The ways in wh‘r.h seience ay "winning stmtesy is invoked in the kealm of law, powez, poltt:cs has
been explored by Serres (in Hararl 1980), These strategies are also implicit in scientific modes of dlsplay,
which hence lead back to sociopolitical realities of power aud domination. Serred argues that "science is
destined to violence.,, because it aflies itself, at its origin, with requiremems of crder that are determired
by power relationships {in Harari 1980:48) .
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In _Q_Dm ‘this display is aiso subject 10 a number of mm-smns For example,
' wiuleﬂwgndwhlchseemstoconmmmframemevmousfragmentsmpamted_

fel

ﬂlusxonmucally the objects enc[osed by it are physzcally smck onts this i]lusmmsnc

surface, They project forwards casting réal shadows onto the pamted grid. The N

notion of the real which may also be conyeyed through physicality is furthermore

- displaced by the notion of the objects as sinmlacta which means that they are not in -

the same way spatiafily and temporally detached fromr their origin and function as
genuine archaeologmal finds, In these inversions of the effect of the resl (mimesis}
*and physical reahty (the tucnle quahty of the simulacra} the aruf‘u:e of the dasp]ay is

calledmmquestion g | Y

o

(,'l992) Cement Casis, Je!utoug, Oiland'lemperaon Board,
515 x 390 ., Collection: The artist:
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Fig. 43 Kapitm-Meyu' M. Frag

M},{lm Cen:emc‘asﬁsandﬂil onnm&, 910::1375. Calleetion- Thearﬁst
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inﬂ %g’g gmg_u;hlswncalandcunemusesofmetermnama}becomesubject
to an educational imposition of writing lines, This live writing aceumulates found

phrases, comwmonplaces, sﬁeleotypes, trulsms, cliches, maxims, ‘expressions,

conﬁnodiﬁcs, idioms, concepts, all of which involve the prefix patral. ;'gThe line
writing is superimposed onto traces of a Painted grid, and overlaid with & series of

fragmentary smlulacra (cemerit casts and smail boards, both pamted with quoted
images which mvo]ve the naturag).

e

In the line writing the preﬂ‘x natural establishes arbitrary similarities and
classifications of references such as natural woman, paturai superiority, natural bn:th_,
natural painter, natural livestack production, natural history of british moths, natural

disaster, nataral canned fruit, natural theology, natural apartheid, and so on. While

repetition of the prefix nataral suggests homogenization, the diversity of concepts
prefixed natural is also conflicting, The epithet vot only fails 1 estghlish a connective

 tissue between signifier and signified, and between words and things, but it also fails

to establish a 'continuity between different concepts, resuliing in a multinde of
contradictory uses of the term. Io the line writing the epithet natural functions as an
arbitrary label for various discursive phvases, The label here seems more important

than the content and values which the phrases may imply.™

‘Writing fines here can also be likened o an archival preocoupation with the natura;

where the epithet natural secures nature’s presence, while homogenizing and
concealing differencesof various discourses. In contrast to the ‘archaeciogical’
memory of the Museum, where fragments are arranged so as to suggest a restored
origin, a decoded, essential trith, or .2 éal#aged past, in fhis archive only
disconnected fragments can be found. In Numeros et Nomina the taxonomizing of the

Barbara Xirshenblatt-Gimbiett (1991) explores a statement made by the ethﬁographer Waahh&on .

Maithews in 1893 where he states inter alin that "a first-class museum would consist of a series of fabels
with specimens attached, This saying might be rendered: ‘The Iabel iz more important than the specimen®™
(in Kirshenhlatt-Gintblett, 1991:396). She suggests that the valorization of label over speeinien in Matthews
statement may be agsociated with a demonstration of connoissenrship where "it is the ethnographer’s own
expénditure of time and effort - or his or ber expertise - that creafes value® (1991:369). In my Num

et Nomina the effort of writing lines seems to place a similar emphasis on "expenditure of time and effort“
rather thian on the individual ‘natomals’ themselves, _
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natural afso does pot represent a totality _fot, the more the nitural as a discu’rsivé
‘phenomenon’ is named, ordered and classified, the more elusive its meaning and the
quest for a privileged origin becoties, The accunnﬂauve wrmng in this way decenters
mewta!muxggazeandpuwﬂlelmpuntyofscmnhﬁcrauonabzauansmmmdence
Accunmlation of notions of the natural’ in _umg:[g_g_-gt_ﬂgmmg-dramatizes and
displaces the nataral as preseace ad absurdam. The fiction of the natural as presence
(capmred) in this process is dispersed into what Donato calls the "infinite, non-natural
labyrinthine web of textuahty (1980; 217)

.-’-"

Fig. 45 Bapitza-Meyer, M. Liber Naturae (1999)
Cement Cast ond Ceramle, 390 240 mm. Colleetion. The alﬁst.
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A totalizing presence of the natural is also mvoked in my work Liber Naturae (1993)

(Fig.45). Here & cement cast of a British passport 1§ displayed on 2 ceramic _

“cushion’, 'The Latin words liber naturae (Book of Nature) have been :mpressed into
this cushion,” The passport refers to a paturalized British identity, as well as to

contemporary efforts to control people by mastering information about them.

The title of the work signifies & play on the medieval metaphor of the Book of Nature,

Donaio argues that *implicit in that metaphor is the assumption that the world can e
completely textualized and, vice versa, that any element of the world can be treated

as a textual clement” {1980:223). In the 18?; centary the concept was progressmely
assocmted with nawral history ﬁlrough, fot example the activities of the Swedish
naturalist Linnagus. In one of the fretispieces to his’® ,S:gs:em Nagurge (1760)
Linnaes is pictured, like Adam mPn.. Jﬁe invulved in naming and numbering the

| varieties of natre. Nature is alluded to, amongst other things, in the statwe of a -
. reultibreasted nature (polymainma) {Fig.46). Another frontispiece depicts Linnaeus
‘as Apollo unveiling Minerva, who holds in her hands the keys to ‘the Temple of

Nature’, In my Libsr Naturae 1 make reference to these keys through a physical
imprint of a key below the cushion, ' ice of this jmprict may be seen to signify
the absence of Minerva’s keys as in<’ of authority and the pr_ivikeged{____acqess to

knowledge which they connote.

Linnean classification involves normative processes of naming, classifying, selecting,

grouping, Iabelling, numbering, of nature. Kirshenblatt-Gimblett notes that *for a
‘curiosily to become classifiable it had to qualify as a representative member of a
dxstmgmshable class of ob]ects" (1991 39, Hawevet, while normative processes of -

collecung and display may appear scientific, the narraives which connect various

‘objects of_ the some kind may be entively arbitrary, unscientific, or, from a historical

distance, bizarre. This is particularly true for exhibits which display objects that are

Sl

%pratt in Immj_j_l:‘._ygg argues how the revival of Latin - which "was nobody’s Ianguage -1
swstematize n4tute by the {8th century naturatist Linnaeus oan be associated with classificatoty ystems

that epitomize "continental, transnational aspirations of European sclence” (1992:25). Traces of these .
aspirations which accordmg ta Prait presuppose & Europman, male, secular, lettered eye, still seem to be

evident today,”
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coded in multiple ways - despite their homogenous appearant:e. For .e‘xainple; the
teeth pulled by Peter the Great (Fig.47) may be seen bath as curiosities or as
representative members of a dzsnnguishable class of objects.

PRAEFATVS EST

JOANNES 1ICACHIMVS LANKVS

uM’n.laor. pYEL DED HALERS ALAD. IMP, tt lﬂl“‘l cnl.l.tnp..

i -.,‘-h u?"men&l'# JWM

AD EDITIONEM DEEIMAN ASTOXMATAM gOLMIEHIER

———

Fig. 4 Nature as Paradise. From Linnseus, Svstera Naturae, 1760.

Fig. 47 Teeth pulled by Peter the Great
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Peter the Great’s collection of curiosities and natural history, as Gotﬁd points out,
shoulid be seen in the context of the lsmcentury concern with
a mode of accumulation and display aptly named the Mmderkamaer, or cabinet of
wondess, Collectors vied for the biggest, the most beautiful, the weirdest, and the most
 unusual. Tp siun, more than to order or fo systematize, becante the watchword of this
enterprise.'(xsgz:m | |

1“1e example whuch I discuss from t]ns co}lectmn a box contammg thirty three

" mumbered human teeth - seems more clearly comcemed with systematization.

However, anecdoral commemary supplied in ti:e Iemngrad catalogue betray the
systematnc wode in whmh the teeth are dzs;alayed Gould notes that

" éne wxhibit iuspired the followed entry in the Leningrad catalogue: **iceth extracted by
Empérur Peter from various persons,’ including ‘a singer’ (number 6), ‘a persbtt who
made tablecloths’ {nurber 10), *a bishop of Rostov® (number 23), ‘Madame Reé who
was named the Emperor’s nurse’ (tumber 25), and ‘a fast walking messenger” (but mt
fast enough - nember 45)," (1992:18) : o

An awareﬂeﬁs of the latent hlstones assocmﬁed with the dmp!ay of teeth does change

the way the exhibit may be petceived. ‘While the grid as 4 mode of scxenuﬁc display

here may_ ;ontributa._ to naturglize distinctions of class, gender, and histories, these

distinctions are Ire—as'sertedl by the text which actompanies the exhibit. Peter the
Great’s éxhihit of human teeth reflects a concetn with both universal natural history
and cultural spec_iﬁcity. . B

I feel it is in these combined dlsp]ays of so-called natural and cultural artifacts that
certain valnes inseribed in displays are most gvident, Tvan Karp (1991) problematizes
this combmauon when hc argues that

" Natural-history exhibitedisplay objects that are not produced by huan agents who
have posls and intentions, Thmheory of evolution is used i natural-history exhibitions
to explain how species evalve. These exhibitions do ot examine the intentions of plans -
and animals, Problers arise wheit objects made by bumans are exhibited in natuzal-

ra
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history museums and the exhibitors believe that theories of nature can substitute for
accounts of cultural factors such gs beliefs, values, and intentions, ... Not cily are
intontions presumed rather than exbibited, but the bistory of culfurp and society is
wiped f_mﬁ: the record as persons and things become ideal examples tuf certain types,
Tn this way. the cultural and historical specificity of fhe human society is turned into

~ an example of a universal natural history, (1991:23) -

Historically, human body pm-fs have been used to illustrate themes in & Himinal area

between natural history, ethics and aesthetics where the displayed body is not simply
4 reality to be uncovered in a positivistic description of it. This positivist approach
is, for example reflected in displays which present disseoted parts of animals of
hurmans which may be reproduced in wax or plaster, dried or preserved in alcohol to
iltuminate anatornica! structure or biological process. This is for example the case in,
exhibits such as André-Pierre Pinson’s Anatomie de la Grenouille, (Fig.48)

Fig, 48 Pinson A-P, Anatomie de la Grenouille
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The tableau in ttus context may be understood as a hfe-hke and dlscurswe
: arrangement of nairal objects to pxoduce meaning (culture). Here the mastery of

1 have made reference to coded xepresentatlons of the body m ‘various ways Some

' dlfferentlaﬁed in chapter three: the tlmeless pastoral body, the {male) transeenﬂant and

- representation. These are, for example, gesiures or body language, medical

 Baroque emiblematic fraditions used human body parts to illustrate allegorical and

moraithemessuchasdeathandmetranmmeofhfe Gould desm:besoneeffhe
!ableauxcreatedmthlsmod.where :

‘quotations and moral extiortations emphasizing the brevity of life and the vanity of B
earthly riches, festooned the compositioqs, One fetal skeleton holdiug a string of pearls o
in it’s hand proclaims: ‘Why sbould I long for the things in this world?? Another, = . "
playing the violin with 2 bow made of a dried actery, sins, “Ah fate, ah biter fie’. |
(1992 31

processes which involve the preservation of dead matter in a hexghtened life-like
fashmn enhances ambigumes of live versus dead. Heme the tableau may involve the
pai % of motion plcture a.mi stﬂl photograph. Becsuse of its emphasm on rhetoric
the tableau may also be sea" 'as a seducnve or manipulative form of smmlanon The
discursive life or death-like aesﬁlej:lc of tﬁe tableau may be seen to combme romannc
seduction with author} qta:ua::l sub_;ecﬂon '

o

of these represenmtmns may be associated with the (Iustonca!) bodxes I have

empiricist body and gaze, the naturalized andl sexualized female body in I%fcet\mry '
discourse, the objectified, exuernahzed ~other body, the body mscn‘bed with "
technologies of control, the resistant body, to name a few.

In my work I see the body' or aspects thersof as emblematic for a lived reality which
is constantly produced and tactically shifted in various discursive contexts. I try to
invoke these discursive contexts through reference to mumerous conventions of

conventions of flattening the representation of .the body by combining frontal and
proﬁle views, aesthetic . nnvennons of invoking flesh through, for examnle, pmkness,
or certain ways of modelling wtuch may suggest living form.
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For example worlq, such as the co]]age!watercolours Euglgxg_um___zck Nm
(1989) and n Na ﬂaters (1989) (Figs. 49 and 50) fea.mre medlcal conventions
of d‘ﬂpéa}rﬂhg the dweased body which T overlaid w:th ‘other connotauons of t‘he
namral Bgdi Mg;l_cﬁ_gg Exercises for Vm Building (1990) fog 51) combmes two
musuaums from Betnarr MacFadden's five volume Emyclopq;dm of Pfg»szcal
deturz&‘ with an image of body moulds and skins dlsglayed in the swrage space of
a Roodéport taxidermist.

Fig. 49 Kapltza-Meyer, M. Enclave with Sick Nature (1989).
Collage and Watercolonr an Paper, 265 x 350 mm. Collection: The artist.

D S
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*I have made reference to MacFadden’s Encyelopedia (1928, eightfi printing) in sonie of my eatlier
work, His ‘Physical Colture” is closely linked to a profoundly ‘satural’ hy of living, siting, exercising,
healing. One aspect of the nabyal which pervades his writing is the way he differsntiates nature as an

aspired norm for men and woibfi. For example, in terms of exercising, men’s exercises are geared to

transcend their nature, while the exercises suggested for women enhance Woman’s nature,

124

Py
[




s PP zenbrss s s,

Fi&ﬂﬂ Kapim-Merer, M. QEMLM(IM}
_"?llagléandWatmlunr, 185x265mm Collectmn:Thearﬁst

: [
3 .
=
“ i
i i

o . Fg s Kamm-Me.m' M-_MME@MGML
] {t@ : o o OﬂouerdmﬂWmd,Smx#GDm»“Coﬂecmﬂ.Thearﬁst

5
L : i L
. ; Ay ]
i k
: E w
I .
.




b e _ 1
B _ In madwal dlscourse the repxesentauon of ‘skin may be associafed with the-outer .
B ~ natagal layer of the human bbdy which must be pevstrated or removed to reveal the
@p o ' - -mxermr This form| g repres&ntatxon is often fragmentary, md quite s'electwe with .
P

N o _fspect 1o the paris o‘f the body which may be exposed, ami which may not be
' exposed In this way scientific representanon is closely finked to processes of
revealmg unveﬂmg and- display. Jordanova (1989) has shoyn the - gendered
inscriptions ip scientific hmwledge ev:.dent in representations froin medical and
~ scientific discourse ‘between the 18th aufl 307k ceniury. One pertinent exan*vle of
unveiling which demonstrates the mﬁerrfgia!aednﬂss of notions of sexuality, sclentxﬁc
knowledge and nature is a sculpture ‘by French sm;&wm Lauzs Ermt Barrias entitled

MJMMJMEM (1899), (Plg 52)

Fig. 5 Barrias, L. Naturs Unvelliag hefore Sclence (I89%).
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¥ig. 53 Kapitza-Meyer, M. Skin Unrveiled - Sin Displaved (1592). Fomnd Objecis, Cement Céail,

nm_-as, Sand, OH Palnt on carved Jelutong, 712 x 1325 mm, Congaeﬂom.m artist,

\ I have quoted a reproductmn of this sculpture in km Ugveﬂﬂ ﬁ gjgplgze
(1992); (Fig.53) Tuse this reference to Barrias’ persomﬁcatmn of sexumu.ad pature

that }.e unveiled before science in an emblematxc way. For me it signifies the
1ptnrrelatednesa W ideas of knowledge, posscsmgn penetration reveahnganddmplay

' th ) ma_f ‘be-seen as forms of patnarchal power and violation of the female body.
-Vlsuzil representanons of these ideas, as Jordanova (1989) has suggested may be

associated with an atterpt (by man) to capture the essence of the ‘other’ (woman).

- Looking, for example, at the complexity of notions attached to the veil in western
culture Jordanova argues that unveiling generally presupposes a male viewer and

female, object (of discovery), and that "unveiling women is an idea that fulfils ..,

masculine desire allied with fantasies of ownership and display" (1989:96). The

gendere&ness of nature and notions of uaveiling is also suégested in the writings of .

French late 19th century critic Stephane Mallarmé. Mailarmé writes about “nature
‘revealing heﬂeif’ through new and impersonal men placad directly in communion
wiil the sentiment of their mnf-"' (in Harrison and Ormn 1984:xxiv). -

The veil '?{.rhich features in Rarrias™ sculpture may be seen as a metaphor for the "veil
L _ i
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Skin in this work is also coded .So as to suggest living skin, which in some way

A
1
o

[o]

 of flesh" (Jordanova) w'uch has to be removed to reveal and dlsplay the mﬁerior of' S
the femiale body. In Skin Unyeiled I hava contrasted the § jrage of Barrias® sexuahzed |
‘nature rev aling herself i¢ a revealed yet veil-like fragment of a skin which is
‘inscribed in varions ways. A\s fragment, this skin is displaced from the wholeness of
~ the body. Like a ‘wounded’ aﬁ:fact it displays Blg'ns of complex histories: tampenng

alteration, deliberate damage,_‘ This skin is marked, scratchied, bnused, inlaid,

inscribed, explored, and shows signs of cracking. All of these may be seent as signs '

of its fragility and marks of an other human body imprinted onto the artifact.

responds or asserts its gwn presetnce and forms of resistance to these wolauons i

‘have used transparent and opaque layers of paiit'and fleshy colour, illusionistic
p.antmg of underlying veins, ‘and physical carving simulating a sense of animated

movemeént, to evoke t;us feating of living form. Sometimes the paint has been washed
or sanded off. to expose underlying layers of primer or raw wood. Some of the
objects which have been emhedded into the skm seem 10 merge with it by ta‘kmg on

" fleshy quahtles

A series or sequence of seven objEcts embedded in the Jower register of the painting
for me suggest several themes which have been central to my exploration. I have used
similar objects in a number of my paintings and they have acquired the status of a

~ personalized iconography in my work. I will describe these objects and the themes

they suggest for me fimore detail.

i

The first object (bottom left) dlsplays broken pieces of china and the letiering of the
word found. The fragments of china and the writing are partly submerged into sand

The display associates the notion of mscwery with'the found archaeological fragment, -

The saild containing this ﬁ'agment in this context may be seen as reference to the

‘patural’ body which conceals, preserves and alters layers of clues to0. complex
histories. . ' '

Next to this archasological fragment is a cement cast of 2 so-called daisy wheel. As ¢
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part of a typewriter the daisy_WheéI may be seen to allede to the notion of mediation
and to power relations inscribed in discourse (meaning in a broad sense the relation
between language and the object to wiich it apparently refers” (Marks and Courtivron
1981:4)}.

The fragment of an fllusionistic painting depicting a box containing mire numbered
little boxes refers to notions and values around taxonomy and supposedly natral
modes of representation. The painting next to it depicts a person sleeping in a bed

which is positioned partly inside, and partly outside of 2 wiildow. This may be seen
to imply the notion of the natural as a site of desire. The fragment of a cemient cast
of a passport. refers io the notion of subjectivity as constracted in discourse, a
(historically) naturalized identity, but also fragmented, displaced, unfixed identity,
‘Ihé'ca.st of a tape inscribed with the words I iatura., ‘suggests issues around

Clifford’s notion of the salvage paradigm, such as concerns to recupe:ate, or reinstate

the presence, authenticity and originality of aspects of the patural which seems only

present as absence.

&

Fig. 54 Kapitza-Meyer, M. Skin Unveiled - Sidn Displayed, Detail.
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In conciusion I would like 40 emphasize again that in ;ny practican‘ ekploration I am’

concerned with a strategic arrangemem of varioits mediations of the natural with

r&ferencetothenouonofdmp!ay Inmydzsplaysluyzoavoidmeansof

representation whit. 'vigk recuperation of my references as matoral, unmediated,

o um@ersally true *slices of life’, My activity of reference and appropriation is strategic

mthewaymwhzchln'ytodenaﬁlrahzeandoi stcertamvalues which muy be -
associated with these references and quotations. Denamrahzanon inmy work involves

- processes of d:splacement, inversion, vactical shﬂ’tmg and syncretic recombination of
- the comnotations anﬂ values mscn‘bed m ﬂ;lese These processes seem to

"simultaneously proffer and defer 2 promise of meaning; {to] both solicit and frustzate
omdesxrelhatﬁlannagebed:mctﬁ_/transparentwmsmfmaﬁon As a result they

Setin strangely incomplete - fragmems or runes which must be decq:hered" (Owens
J

e
it

While 3 iiave‘-‘bee;:_l_ concerned with discourse and with the pervasive way in which,
sceording to Foster, "language invades the natural, mediates the real, decenters the

- self? (1983 81) my pamtmgs may also he understood. as what Jamegon calls "an _

unagmary resolutmn of areal coniradlctlon (in Foster 1982b: 17). Fpster elaborates

on Jameson: "As we kpow, the real cannor be apprehended directly: “we tave only

(mls)representauons of it; so too with its comradmtions we have only imag me
resolut!ons of them" (Foster 198% 17) :
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1. Culture of the Abdomen B (1989) P'igment acryllc and oiI pamt on sandpaper. ;:1":;- L

hoard. 445 x 505, o

2. Born ﬂﬂd m E Mﬁll (1989) th'aset bronze fihﬂgs resm, 011 pamtfbn -
: 'sandpaper, 295 x 420. :

i
ki

3. Ta]kmg to Nature (1989—90) Sand and |ml paint on canvas. 235 x 250. .

“‘u on can!:asz, 980 X 1935
: _ |' nt '
5. H;gl;veld Bu'g (1989-90}.- Sand and oil ‘paint on canvas, 450 820

.f.

6. Bric-acbrac _Emgg:glg_m (1989-90);5 Sand and oil paint on canvas, 260  555.

oo
i i

7. Altic (1989-93). Sand, pigment and oi] paint'on canvas, 1490 x 2400,

8. Bric-a-brac (1989, Sand, bronze filings, oil paint on sanvas, 755 x 1255.
. : : i ¢ .
9. Hor Stefan (1990). Monépriat, sand, fastel, ofl paint on canvas, 395 x €20,
10, Naturg Naturata (1989). Coilage and wanemoli’t-ur on pager, 125 x 160.
j L -
11, W __m (1990). Bronze filings and oiq paint on danvas, 180 360 (tmangular)
| i i

12. A Ghmp_se of the Clonds (1990) Sém.d and 011 pamt on canvas, 165 % 45.
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13. Stil Knife (1991). Ofl on canvas, 3257\

i 2 | ' . 14;_ Three Cans (1990).'._0i1 on canvas, 170 x 225.

U 16. An Imaginary Nature (1991). Oil on canvas, 155 x 240,

Sy

-19. Duplications (1990). Oil paint on board and wood, 590 x700. =

4
B

20. Quieta non Movere (1990). Oil on canvas, 475 x 680.

\

21. Nocturne (1990):{0il on canvas, 390 x 220 (in two parts). = -
. 0 : [
22. - 24. A Jourmey (1990%: Oil on canvas, 245 x 315, 250 x 350, 250 X 290.

25, Memenio (1990). Ol on board, 360 x 360 {cctogonal).
26. Out of This Frame (1990). Oil on board, 380 x 565 (oval).
27, Urban Habitat (1990), Oil on canvas, 335 x 530

o . 28. Severances (1990). Oil on board, 370 x 370;

29. Second Discours (1990). Oil on board, 416 x 410,

30. Skin: Fragment of a Natu: ized Body (1991). Off on carved jelntong, 455 x 405.
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' 15. Physcuitopathic Treatment (MacFadden) (1991). Oil on canvas, 155 x 170.

g (MacFadden (_1989). Aci'ylic and watercolour on paper,

18. Men Peeping at Natures (1990). Sand, collage, ol paint ons_iivas, 240 % 450,




| 3_1._ For I. 11; (1993). Gl on canvas, 250 x :330‘ -

oW

i
i
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o33, mm
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35. M@m (1991-2), Foz‘md amd carved abjects cement casts, cgg: tempera and
oﬁ paim:cm carvedjehltong 760 x 960. .

36, Mmm. detail.

37. Bar (van Gogh) (1993). Ceramic, & 320.

38, My Heart (1993). Ceramic, & 335.

39, Colonial Couple (1993). Ceramic, lead, painting o »yard, 500 x 350.

40, Enclave (1993), Ceramic, lead, glass, fourd dbject, oil paint, 310 x 360.

41, Sublime Escap pe '(1993). Cement cast, lead, oil paint, pigment, velvet, 460 x 350,
: B AN

42, Coggoreal iters {1993). Cement casts, boards, oil pamr.onwood, 4%}1; 745.

43, A_ngnLoN (1993-4) Cetmmc, Found oh':ect oil paint on carvj{ jelutong,

530 x 630.
44. é,l_'gRgpriaﬁoN, detail.. | o o

45, A_ng__ggg (1993~4) Ceraxmc, bronze filmgs Jead, papet, jilpamt oL wuod
,/ :
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32 j}hg Qra 1 (1951). Found object, 011 on canvas, oil pamt an carved Jelutong,
350 x 1180. '
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_ 890"x 770. L f
46.7And Again, ain, detail. jj '\

47. - 70 M&m&_ (senes) (‘1992) Acryhc ngmem: and other
ri;iaﬁenals on sandpayer* 295 x 4.10
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