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Abstract

This study examines the means by which four Soditit#n woman artists, namely
Penny Siopis, Jo Ractliffe, Lien Botha and TanidaKise memory and history as
themes to represent social and political eveng&ounth Africa. The foundation of this
investigation is a critical study of the meaninchistory and memory within the
context of the candidate’s contemporary social@widical milieu. This investigation
is facilitated by a number of published and unmh#d works by various authors
relating to the issues in visual arts; particuladgial and political history as applied

to personal memory and history.

Chapter one explores these terms particularlylation to the visual arts. Chapter
one identifies terms that are vital to the dissemeand some of the literature and
methodologies used in the research. These areedivido the subheadings of: terms;
women, politics and art; art and documentary phatolgy; literature review;

methodology and conclusion..

Examples of each artist’s work are selected favraprehensive analysis in chapter
two. These examples are methodically studied byiaread techniques used to
produce the artworks and include a critical analpsithe subject matter of the
artwork. The examples were selected primarily i@irt content in connection with
the candidate’s own productions of practical wankards the MAFA degree.
Chapter two is divided into four main sections, deedicated to each artist: Penny
Siopis, Jo Ractliffe, Lien Botha and Tania Kuhle$hk four sections are divided into

three subsections: medium and techniques; subjaiterrand conclusion.

Chapter three points out similarities and diffeeshmn the work of the four selected

artists in order to conclude the candidate’s figdiduring the dissertation.



Prefatory notes

This dissertation is submitted in partial (50%Yifoient of the theoretical component
of the Degree of Master of Arts in Fine Art. Théet 50% consists of a practical

examination of artworks completed in 2008 and 200%he candidate.

The total length of this dissertation including gireliminary section, text body,
images and documentary section is 67 pages. Withewtdditional images,

preliminary section and documentary section thelterly is 49 pages.

This dissertation is written using the Harvard sifiom method for referencing
citations and no footnotes, endnotes or Latin exfees are used. When information
from sources is obtained, the source is acknowkdgparenthesis at the end of the
guote. The reference cites the name of the autlade, of publication and page

number where applicable.

Titles of books, journals, newspapers and webaite€nhanced with italics.
Underlining is used only for electronic sourceglebi of images within the text and in
the list of images at the end of the dissertatienimitalics. A line spacing of 1.5 is

used except for long quotations and the bibliogyaphich are both single-spaced.

The term ‘figure’ refers to any images, photogramischarts used to illustrate the

text and is consecutively numbered, captioned akdavledged.
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Introduction

This dissertation will analyse the work of Penngis, Jo Ractliffe, Lien Botha and
Tania Kuhl and their use of history and memoryegsirring themes in representing
social and political events in South African higtofrhe aim of the dissertation is to
support and clarify the candidate’s practice ofaad create a better understanding of
the parallels between process and subject mattgreRentative works by each artist
will be analysed methodically in order to explomhformal elements, such as

medium, as well as subject matter can be usedhieaea specific meaning.

The dissertation is divided into three chapter fiitst chapter consists of the
broader framework including a brief history of picl in South African art in
connection with women and art, a literature revimmvell as a section on the
methodology used during the research process.chiaigter will contextualise the
terms ‘history’ and ‘memory’ and ‘social’ and ‘podial’ as used in this dissertation.
More general issues will be discussed, such asefltstory of politics in art as well
as women and art. This chapter will also explasndbntextual meaning of the terms
‘history’ and ‘memory’ and clarify the use of thermns ‘social’ and ‘political’ as used
in this dissertation. Chapter 1 includes a seatiomlocumentary photography in art-

making; significant also in the candidate’s owndurctions.

The second chapter forms the core of the dissentalivided into four sections on the
works of Penny Siopis, Jo Ractliffe, Lien Botha #éinel candidate, Tania Kihl. A
brief background of each artist will be before disgion and analysis of their work.
The aim is to show how each work contains elemeftisemory or history which
references social or political history in Southiédr. The format for each artist’s

section consists of medium and technique, subjettemand conclusion.

Chapter 3 compares the four artists in their regregions of social and political
history, regarding ways in which they use memony history to create ‘content’ in

artwork [in referencing social and political therhes



The conclusion identifies points of identifying $lanity and difference in the media,

techniques and subject matter used by the foigtsrti

A list of illustrations, with sources, and a bilgraphy appears after the final chapter.



Chapter 1

This chapter outlines the background to the researdiscussions about the larger
academic issues regarding the works of South Afngamen artists that are dealt
with in the main body of text to follow. The mainipt of this chapter is to provide
contextual material, and to define terms that béllapplied in the chapters that
follow. The chapter is divided into subsectionstttiefine terms; women, politics and
art; art and documentary photography; literatuvéerg; and methodology. However,
the initial part of the chapter deals with termow} and definitions of key concepts

that occur in the dissertation.
Defining Terms

Certain terms that are crucial to this dissertatéxjuire definitions within the context
of the research. Contextualisation of these tenwslve studies of their previous or

alternative use in similar contexts as well asrttteénded use within this dissertation.

‘Social’ and ‘political’ are two terms that are dreently referred to in this dissertation.
Whether described as ‘social and political eveatssocial and political history’,

they share the role of describing South Africa’stpapecifically its society and its
politics. Thompson defines ‘social’ as being ‘comaa with the mutual relations of
human beings or of classes of human beings’ (Thomi995: 1319). In this
dissertation, the term will be used to define amghelating to a constructed society
and the relations between human beings. The teofitigal’ is described as anything
‘concerning the state or its government, or puslfairs generally’ (Thompson 1995:
1057). ‘Political’ is used in this dissertationdescribed anything to do with the

government and its authority.

When discussing social and political history origband political events, the
candidate refers to anything in the past relatinthé relations between human beings
or to the government or state that organizes thasean beings. Apartheid is an
obvious example as it is a government inflicteditpoor system of segregation or
discrimination on grounds of race’ (Thompson 19 Apartheid deals with
relations between human beings (physical segragaficace) as well as the

government that controls these laws.



The term ‘history’, as used in this dissertaticsguanes two different functions. It is
used to join the terms ‘social’ and ‘political’ a&ll as functioning as one of the key
concepts of this research. When using the terntsadb@nd ‘political’, the term may
be referred to as ‘social and political history’iahrefers to any social or political
occurrence in the past, in other words, anythirg biappened in South Africa before

the specific art pieces discussed in this papee wexde.

The more important use of the word ‘history’ instipiaper forms a key part of this
research and is used in the title of this dissertafhis ‘history’ refers to a
‘continuous chronological record of important obpa events’ (Thompson 1995:
643). In other words, history is an ongoing docutagon of known events. In this
dissertation, ‘history’ will imply the documentati@f South Africa’s social and
political events. The term will be analyzed as péi process in which an artist
represents social and political events. For exange Williamson'’s installation
Messages from the Moases the ‘transaction documents’ of the Dutch Eaka
Company (VOC) as the first colonizers of the Cap&aod Hope as her source in
representing slavery. The ‘transaction documemris/esas a recorded history used in
describing slavery, a social and political evetite Work as a whole serves as a

recovery of ‘a hidden history’ (Williamson 2003:)70

The term ‘memory’ shares an equal importance mdigsertation. In the second
chapter memory will be analyzed as part of a pmte®ugh which an artist
represents social and political events. While tleaning of memory can become
quite complex, for the purposes of this paper daBned simply as the ‘faculty by
which things are recalled to or kept in the minthgmpson 1995: 643). Memory
refers to the storing of images in the mind. Unlikstory, it is not necessarily a
publicly known event and can therefore only be us®d personal means of

documentation.

Hence the term ‘memory’ will refer to the eventsiethmay either be personal or
collective. ‘Personal’, referring to the memoryawfe individual and ‘collective’
implying that many people share a similar memoat ttoes not necessarily form a
documented history. For example, Sue Williamsdhéssages from the Mosst
based on the years from 1658 to 1700, ‘the tim@ftule of the Dutch East India
Company (VOC), the first colonizers of the Cap&oid Hope’ (Williamson 2003:



70). Sue Williamson’s own personal memories cafeatised in the representation of
this work as she was born in 1941, however, sh&ldmave used the documented
memories of some of the slaves through diary entiidetters. This example
illustrates the possibilities of history and memfugctioning as a means in which
contemporary social and political events can begada Together, the terms ‘history’
and ‘memory’ will be used in describing the workscatdissed in Chapter 2 and how

they function as a part of the process in repr@sgisbcial and political events.
Women, Politicsand Art

The topic of this dissertation was chosen by thmalickate for specific reasons that
comment to her own productions of art. Althougts ttissertation is not presented
from a feminist point of view, a conscious deciswas made to use only female
artists. This decision stems from a personal mttimaas the dissertation is written
from the perspective of a female South Africansastiriting about other female South
African artists. This creates a better understapdirthe artists and their position in
society. Choosing only female subjects forces orledk at the differences between
male and female artists and how men view art by @mnviarion Arnold wrote that
‘the main problem men had in evaluating women’saax$ in making a connection
between their concept of women, and their concepttd (Arnold 1990: 9) and she
further explains, ‘either this is not Art, or theoducers are not true women’. This
view needs to be considered within the history@it8 African art and specifically
that of women, needs to be emphasised. A clasaimpbe of the struggle for women
artists to be recognized, not only in the art wamd in society as well, can be seen in
comparing Mary Cassatt®&oman in Black at the OperéFigure 0.1) to Pierre-
Auguste’sLa Loge(Figure 0.2). Renoir’s depiction of a man and woratan opera
‘forces the viewer to focus on the sensuous andtlfebfemale who stares back at
the viewer unabashedly’ (Strieter 1999: 244) wttile man looks through the opera
glasses. The woman, appearing to show little isterethe opera, is there purely ‘so
she could be seen’ (Sullivan 2002). In Cassatéisimg of a similar scene she
represents the woman as an independent, impoitaméfas she is looking through
the opera glasses, ‘those prototypical instrumehisasculine specular power’
(Sullivan 2002). Her strong silhouette suggestsidante over the man who gazes at

her from a distance. This deliberate re-enactmkeatsaene depicted from a man’s



point of view is an example of a woman artist sgiing for recognition and creative

autonomy in art.

Figure 0.1 (Left): Mary Cassatyoman in Black at the Operail on canvas.
Collection: Museum of Fine Arts, Boston
(Source: http://www.bluffton.edu/~sullivanm/forurassattopera.jpg, Accessed by Tania Kuhl 2010)
Figure 0.2 (Right): Pierre-Auguste Rendig Loge oil on canvas, 80cm x 63cm,
Collection: The Courtauld Gallery, London.
(Source: http://www.bluffton.edu/~sullivanm/forumnhoirloge.jpg. Accessed by Tania Kiihl 2010 )

Understanding the collaboration of politics andiavblves studying previous ways in
which art served as a visual manifestation of $@md political content. The theory
surrounding politics and art is that of art beingsaial representation of politics or a
means of contesting politics, ‘an increasingly camngincreasingly significant
occurrence — the use of art objects for contestatorposes in the multicultural
milieux we all now participate in’ (MacClancy 1992). While art may be used for
contestatory purposes it is also used for persexyaession and representation of
social and political circumstances. Art can alswe as a tool that gives voice and
allows personal expression of social and politiealvs that may not otherwise be
expressed, ‘aesthetics nurture the spirit and geowiays of rethinking and healing
psychic wounds inflicted by assault from the foroesmperialist, racist, and sexist
domination’ (hooks 1995: 5). Placing this theorythe context of a dissertation about
women subjects, it is impossible to ignore ‘theambus f-word’, as Marion Arnold

would introduce it. Feminism ‘has had a particylatifficult reception and passage in



South Africa’ (Arnold 1996: 70). Although this dessation views the art of women, it
is not from a feminist perspective but for the it of analyzing the work of a

gender to which the candidate can relate.
Art and Documentary Photogr aphy

As a section of this dissertation is devoted totph@pher Jo Ractliffe, it is necessary
to define various aspects of photography, includirglarge and complex topic of art
photography and documentary photography. Duringshaties in Fine Art at the
University of KwaZulu-Natal, the candidate wrote B& Honours theory paper on
the issues of the medium of photography as aroart &nd how this style
differentiates and intersects with documentary pai@phy. The works of Roger
Ballen and David Goldblatt were used as examplgaiding photographers that are
also artists to illustrate her point the reseama relate to Jo Ractliffe who is
considered an artist but whose work has elemerds@imentary photography. In the

paper, Kuhl wrote:

Fine art photography, or simply art photographfen®eto the
branch of photography dedicated to chiefly prodggihotos
for aesthetic purposes. This kind of photograplftgmhoused
in museums and galleries, is mainly concerned pidsenting
objects in aesthetically pleasing ways to convégrisity and
emotion. It might be assumed that fine art photplkyysshares
a similar function to other art forms such as pagmand
sculpture (Kahl 2007: 1).

This similarity in function ‘defines a mode in whiphotographers share with painters
certain visual characteristics such as detail, faomtrast, imagery, pose, costume,

surface, composition and manipulation’ (Weaver 1989

Documentary photography, however, refers to tha afgphotography in which

images are used as historical documents:

Rather than serving initially as a source of adist visual
pleasure, documentary photography may often be tosed
influence political and social change due to itsitgtio
capture the apparently accurate nature of an iroatgeation.
This approach to photography aims to use pictuses a
documented evidence of a particular situation (K2007: 1).

Hence a key element to documentary photographaisthe ‘photograph should be

untouched, so that its veracity, its genuineneghnitie maintained’ (Weaver 1989:



264). The term ‘documentary’ is defined as ‘prawvgda factual record or report’
(Thompson 1995: 398) and is therefore an unposeshnirolled look at the world.

Photographing social and political history is oftemstaken for a messenger of

truths’ (Enwezor 2007). Photographing human intésadhas been confounded to
represent the truth but it is possible that thightiulness or lack thereof is what
separates art photography from documentary phagtbgral his allows photographers
to cross paths between the two branches. Art phapbgrs may choose to capture the
truth but not use it as evidence, but rather asnaotionally expressive aesthetic piece

that does not hold a reporting function.

The issue of documentary photography in art-malgragcomplex one with many
tangents. For this dissertation, it is necessapntterstand that photography is
considered a tool used to record reality but candesl in art, whether in a

manipulated form or not.
Literature Review

In order to expand on the above-mentioned thedt&spublications have been

overviewed during the production of this disseaat@nd these will be reviewed.

The main reference work used in this dissertasdoyiauthor and artist, Marion
Arnold. Arnold and Brenda Schmahmann edited a lzoditledBetween Union and
Liberation: Women artists in South Africa 1910-19@4hich consists of ten essays
written by women who study the lives and achieveimehwomen in different

cultural groups and social contexts.

Each essay covers specific or broader themes sudiray South African women
artists who worked during a period of ‘complex fioél circumstances’ (Arnold:
2005). The essays explore the impact of modermt$outh African art making,
particularly the ways in which the social and pcéit circumstances between 1910
and 1994 affected art making of South African womEre latter of the two is a vital
part of this research as the core of the papesddttht South African women artists
and their visual representations of social andipalicircumstances in South Africa
just before the advent of democracy. Three essays particularly relevant to the

research.



Marion Arnold’sVisual culture in Context: The implications of Uniand Liberation
provides an anchor for the book as a whole. Ttsayedeals with segregation and
discrimination in race and gender in South Afridaother essay in this book by
Marion Arnold entitledeuropean Modernism and African Domicile: Women Ram
and the Search for Identifyroved to be of great importance. Here, Arnold paras
two women artists: Bertha Everard and Irma Stehe dssay examines how each of
the women'’s work is affected by modernity and thendstic lifestyles women were
forced to take on and how women artists had to gdefyular taste and define
themselves ‘as serious artists contesting femisieesotypes and the male authority’
(Arnold 2005: 52).

The third essay that is of value to the dissemaisdBrenda Schmahmann’s
Representing Regulation — Rendering ResistancealeBodies in the Art of Penny
Siopis This essay examines Penny Siopis’s use of febwdees in her art and the
exploration of the ‘history of disciplining the fexte body through legislative acts and
political structures that bolstered white authomitysouth Africa’ (Arnold 2005: 197).

This essay provides a detailed, descriptive lookame of Siopis’s work.

A large part of the research on Penny Siopis cdnoes Kathryn Smith’sPenny
Siopis.This is a detailed account of Siopis’ career aaréigt. Smith analyses Siopis’
techniques and subject matter in great detail, fnemvery early works to her more

recentShameseries.

An electronic source that was particularly inforivatis a website on the artist Lien
Botha,Music of Silence — The Art of Lien Botfdis site provides an extensive look
at the work of Botha, including a thorough archif¥émages, a section on reviews

and interviews with Botha, a short biography arfidlleCurriculum Vitae.

Other books overviewed during this research are@aedtkinson’s artist book from
the Taxi series on Jo Ractliffe; Ashraf Jamal'skbfrom the Taxi series on Lien
Botha;Liberated Voicesedited by Frank Herreman, that covers a wideeaarig
contemporary South African artists specializingamious media as well as numerous

other books, periodicals and journals.
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A variety of sources were used during the produagtimcess of this dissertation.
Although these sources proved to be informativey thct as a support to the

candidate’s own theories.

M ethodology

This section surveys the issues of research mekbgyn the standard texts of three
social science publications. The body of the methagl section will focus on Gary
D. Bouma’sThe Research Procegsth reference to John Gerring3ocial Science
Methodology: A Criterial Frameworkind Michael D. Myers'Qualitative Research

in Information Systems

The primary stages of this dissertation starts dathn Gerring’s idea of concept
formation. Concept formation involves the developtrend arrangement of ideas
before the core research takes place. These cenmedet to terms and ideas thought
of before the topic itself is established. ‘Itmspgossible even to conceptualise a topic,
as the term suggests, without putting a label .0After this step, reconceptualization
of the subject takes place, as ‘concepts are att’s{Gerring 2001: 35) Concept

formation involves the initial thoughts and evehkeywords of the research topic.

As a practitioner of fine art —a discipline reqgugithe performance of visual analysis
and description - the qualitative method is mongrapriate approach to research as
opposed to a quantitative method that involves remitAs stated by Bouma,
‘Quantitative research is designed to give numeéresults, which can be reported in
tables, graphs and charts telling the number ofesoimg, the proportion of
something, or what the trends are’ (Bouma 1996).I688 quantitative method

focuses on numbers rather than thoughts and ideas.

The qualitative method involves three steps. These applied during the process of
this dissertation. Phase one consists of the eakérst steps such as selecting a
research problem, background reading, statingalaé gbjective or central question
and sampling. This phase involved brainstormingiadathe candidate’s desire to
write about South African women artists. The brainmsing involved background
reading on some of South Africa’s well-known anskkr known women artists.

Through this phase many aspects of South Africamevoartists were incurred and
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the question of social and political representatioy women artist developed. A
common link between particular artists became apypahistory and memory. Hence
the research problem connected these terms anthbearaanalyses of South African
women artists and their representations of soaidlplitical history through the use

of memory and history as recurring themes.

Phase two of qualitative research deals with keg dallection methods. This phase
involves the reading and analysis of source matenia/arious tangents surrounding
South African women artists and social and politigstory. The collection of date is

achieved through extensive reading, gallery visitd keeping notes.

The final phase (phase 3), according to Boumapsnting on qualitative research.
Bouma writes that ‘it is important when writing tige results of your research to
remind yourself of the question or research objediat guided your research’
(Bouma 1996: 185). During this phase, the datahthdtbeen collected during the
second phase is arranged and combined with the alehtheories of the candidate
and eventually forms a dissertation which is trefined and edited. Throughout this
process the research question is kept in mind: Howouth African female artists

use memory and history in representing social aritigal events in South Africa?

Myers explains qualitative research as being ‘desigo help us understand people
and the social and cultural contexts within whiakyt live’. (Myers 2002: 4) He
suggests that qualitative research data colleatidodes observation and participant
observation (fieldwork), interviews and questiomasj documents and texts, and the
researcher’s impressions and reactions. Qualitatisearch involves an intense
analytical study of a particular subject, and ia tlase of this dissertation, the

comprehensive analysis of the work of four Southcah women artists.
Conclusion
In this first chapter the following terms were aefil: memory, history, social and

political. These terms are central to the contdxinderstanding of the dissertation.

The reasoning behind the selection of the partidolasic were identified and
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explained. Chapter 1 also includes a review ofitamture used during the research

process of this dissertation, as well as a metlogyoleview.

The terms were defined and alternative uses wegeed. It was clarified which

definition of each term is to be used in the disgEm.

The literature section reviewed key sources them filhe theoretical support of this
dissertation and builds on the ideas and theofi#seccandidate rather than
overpowering them. The literature is used to infdine candidate of existing theories

that may help support ideas and presumptions oohathis dissertation is built.

Three phases of the qualitative method were exgpiaand how these were applied to
the production of the dissertation. The methodolsggtion concluded that the
research process used in this dissertation isubbtative rather than quantitative

method.

The next chapter applies these issues to the vadiikair contemporary South

African artists, including the candidate.
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Chapter 2:

Chapter 2 is the main part of the dissertations Thiapter is divided into sections
Penny Siopis, Jo Ractliffe, Lien Botha and TanidK&ach section contains an

introduction of the artist followed by three sulztens.

The first sub-section deals with media, technisalies and elements of style. The
style of an artist’'s work refers to the formal etts that is characteristic of his or her
work. Itis the ‘distinctive manner of a personschool or period especially in
relation to painting, architecture, furniture, dretc’ (Thompson 1995: 1385). The

style is the well-defined technique that allowsewer to recognise an artist’s work.

The formal elements of art, also referred to as/ibeal elements, are the basic units
and the means artists use to create and desigrs wbekt. These formal elements
include line, colour, composition and texture. ider to achieve a specific style,
certain techniques are used, for example, spdmifishstrokes or means of applying
paint onto a canvas. These techniques will be dgaliunder this sub-heading.

Medium refers to what a work is constructed outrait example, Penny Siopis’
medium inMelancholiais oil on canvas as she used oil paints and a saova
construct a finished product. Jo Ractliffe’s medigrphotography as she uses this to

achieve an artwork.

The second sub-section is headed ‘subject mattacharefers to the ‘the literal,
visible image in a work of art, as distinguisheahfrits content, which includes the
connotative, symbolic, and suggestive aspectseninttage’ (Lane 1998). The subject
matter is the visual content that is representedwork. It is also the themes and
meanings behind what can be seen. For examplentngeof a house can represent

the themes of ‘home’ or ‘family’.

The third sub-section concludes each artist’s getind provides a summary of the

main points made.
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Penny Siopis

‘Penny Siopis is one of the most influential conpamary artists working in South
Africa today’ (Smith 2005). Her identity as a Sodttlican woman has been highly
influential on her art. She defines her identityaeSouth African as well as her
identity as a woman through her art. Her vast #aé media and subject matter
provides a unique body of work, rich in meanindpao, detail and texture. Among a
variety of subject matter, the work of Penny Siapisvidely interpreted as a
powerfully gendered take on the spoils and excesfseslonialism’. Her ironical
‘history’ paintings were often labelled as ‘Resigta Art’ by critics and were
produced during ‘a time of radical social and pcdit upheaval’ (Smith 2005: 4). An
example of one of her history painting$iatience on a Monument: ‘A History
Painting’ (Figure 1.2which will be further discussed under the sub-hegsli Siopis
continues to be a highly productive and prominenit® African artist and holds the

post of Associate Professor in Fine Arts at thevHrsity of Witwatersrand.

The candidate chose Siopis as one of four mairestsjor this dissertation not only
for her social and political content of her worky bor her unremitting awareness of
being a ‘woman artist’ in South Africa as ‘she isang the few contemporary South
African artists who openly espouse a political feism’ (Arnold 1996: 70). It is this
oeuvre of personal representations of womanhoodadid! and political history that
makes Penny Siopis a key focus for this disseriatie maintains the ability to
create a work that is rich in political meaning lshgontinuously being aware of her
identity as a South African woman throughout thecpss. This relationship between
social awareness and artistic process providesahdidate with the opportunity to
examine an artist’s representation of social anfliged history from a woman’s

perspective.

Medium and Techniques

When writing a critical analysis of Siopis’ work,is difficult not to get lost in a web
of complex, intricate tangents. Her techniques alare unorthodox in the sense that
she combines seemingly impossible mediums to crbagautifully disturbing,

enigmatic surfaces ‘burdened by the weight of aadation’ (Law 2002: 21). Her
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work is aesthetically pleasing while simultaneoustyng disturbing in content with
disordered, cluttered imagery or objects of nakedhen, dolls, masks and bones. Her
diversity of medium includes, among others, pamptinstallation, video, tableaux
and collage. In many of her works, these are coetbto create a rich, cluttered
surface that has been described as Siopis’ ‘inbledievotion to clutter’ or ‘bravado

in shoving so much into one picture’ (Smith 200p:Works such aMelancholia
(Figure 1.1) are so stuffed with objects that theaf point, if there is one, is not clear.
This could refer to the chaos and disorder in &#lgand politically unstable country

such as South Africa.

Painting is perhaps Siopis’ most prominent mediuthiw her interdisciplinary style.
The way in which she primes her surfaces is as itapbas the finished result.
Siopis’ primer is not a simple coat of paint, budwald-up of ‘photocopies, film and
paint, found objects, illusionistic and literal spatime, mirrors, sugar, blood, glue
and varnish, and her image archive drawn from pomelpresentations of art and
history’ (Smith 2005: 14). Some of these ‘ready-e&ldnay not even be seen in the
finished product, but to Siopis it is there anglé&ys a major part in the process of
representation.

Figure 1.1Penny SiopisMelancholia, oil on canvas, 197.5 x 175.5cm, collection: Johabney Art
Gallery (Source: Smith 2005: 13)
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A 1986 painting that has gained recognition throhigtory of art courses or gallery-
visit-worksheets, idelancholia(Figure 1.1). Colin Richards described this paimtin
as having a ‘congested, claustrophobic, telescepade, overwhelmed by paint,
painted objects, painted references’ suggestin(stizered surface of a wounded
history just beyond the picture frame’ (Smith 2008). Melancholiacan be used as
an example which illustrates Siopis’ complex paigtsurfaces, and her process of

building a surface.

It is difficult to choose a single work that chaerzes Siopis’ creative process. Her
work and technique have varied over the yearsHaretis a certain furtive undertone
that remains constant, one that allows her wolbdetoecognised aesthetically. Siopis’
‘cake paintings’ where she applied paint to thevaarthe same way in which one
would ice a cake, her impasto technique which @asden irtMelancholig and her
gathering of objects as seerHatience on a Monumeate all examples of her earlier
works. These works have characteristics that rem@mstant throughout her career:
the creation of depth and layers through the wilef materials and the
accumulation of iconic imagery. Her painting teciu@s later develops into three
dimensional works such &econnaissanc@-igure 1.3). She speaks about using oll
paint in a ‘radical, even conceptual manner, fbitalsensuous qualities’ and how she
‘moulded it three-dimensionally, in defiance of gention’ (Isaacson 2005). This
unconventional way of using oil paint is evidentir ‘cake paintings’ and her

impasto technique where she applies paint onteahgas directly from the tube.

Her painting and installation is accompanied byewidhstallation, printmaking and
collage. In Jennifer Law’s essay on Siopis’ exiioit Sympathetic Magicshe
appropriately describes Siopis’ transition betwpaimting and installation: ‘Over the
years, these coagulated objects slowly turn thireemsional. It is as if the painted
surface of the earlier works could no longer résttlae urgency of objects which leak
from the surface, gradually oozing over into irlstan’ (Law 2002: 22). Siopis’
techniques allow the subject matter to literallg diguratively become an in-depth,
intricate bundle of aesthetic information. Her irsjmatechnique allows her to apply
the paint thickly onto the canvas which creategtdafong with the hundreds of
objects squished into the composition that gragidatle into the background where

they become blurry and unrecognisable. Her wodhé&racterized by a ‘self-critical,
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interdisciplinary integration of technique and ceptand a vigorous energy that both
seduces and challenges’ (Smith 2005: Cover).thissenergy and vibrancy of her
painting technique that draws focus to each andyesigiect shoved into the
composition and the lack of focal point in her @ilsttions that suggests every object

is equally important.

Subject Matter

As mentioned Siopis’ techniques, medium and subyextter are closely linked and
work together to achieve a specific content. Tle@eemany examples in her work of
how her chosen medium supports the subject mateticularly focusing on memory
and history within society and politics suchRagience on a Monument: ‘A History
Painting’, herShameseriesReconnaissancandThe Baby and the Bathwatérhese

works will be further discussed in the next few @ag

Siopis’ inclination toward social and political gaett matter can be seen in many of
the works throughout her career. An oil and collagek Siopis produced in 1988
entitledPatience on a Monument: ‘A History PaintingFigure 1.2) features collaged
images that appeared in history textbooks reacchgachildren during the apartheid
years and represents a history of South Africa haot only characterized by heroic
action and productive change, but which also lictsrage and progress with white
agency’ (Arnold & Schmahmann 2005: 212). The ftiiehis work alludes to
Patience, the subject of the painting, in a pasitibpower as she is seated on top of a
monument. The monument itself, however, seems tik@ea junkyard than a shrine
as it is littered with pieces of history. This dmation of character is further
emphasized by Patience peeling a lemon which @edtic task most likely
performed by a woman. The title is also a line fidfiliam Shakespeareswelfth
Night

Duke. And what 's her history?
Vio. A blank, my lord. She never told her love,
But let concealment, like a worm i’ the bud,
Feed on her damask cheek: she pined in thought,
And with a green and yellow melancholy
She sat like patience on a monument,
Smiling at grief. (Shakespeare 2007: 53)
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From this speech it can be assumed that the worharisaspoken of does not reveal
her true emotions and although there seems taéasan for her to be happy, she
hides a poignant displeasure which is illustrate@ihomas Nast’s cartoon entitled
Patience on a Monumernthe cartoon featured Harper’'s Weeklyan American
political magazine, in 1868 and shows a ‘sympathagw of blacks, who still wait

for justice even after "emancipation™ (Zunz 200Biopis’ painting is possibly the
South African version of Nast’s cartoon and Patewaits for justice even though the

painting was done long before Apartheid came terah

Patience on a Monument: A History Paintjrag in a number of similar such
paintings, Siopis represents the effects of a socipolitical history on an individual
rather than recording it. She does not necessaas#éyher art to document a history but
to represent the affects of history. The individushe signifies are mainly women.
She represents a provocative, somewhat distasvekilon the effects of human
actions in a country ‘where history shadows androamds every action in the
present’ (Smith 2005:5). Siopis commented on h&tohy paintings in the 1980s as
‘not only being the representation of politics, the politics of representation as well’
(Smith 2005: 5). Here she suggests that her wosls dot only references social and
political history but simultaneously comments oe tlontroversy that comes with
representing politics in art and how it was difficespecially as a woman artist, to

express one’s opinion of politics through art.

In her 1997 installation of found objecBgconnaissancé€Figure 1.3) Siopis
represents a mixture of past social and politivahés. Among others, she makes
reference to Umtata, capital of what was aparthecheland’ of Transkei in the
1930s.

In one of Siopis’ more recent works entitlBdamg2002) (Figure 1.4) she ‘signals to
scenes of the social in South Africa: to the gead&iolence evident in high rates of
rape and abuse, and also to the ways in whichhie especially the girl, is always
the radical locus of the uncertain society’ (Sn2@05: 141). Thé&hameseries
comments on the position of a young girl in socidtlyis can be assumed to be an
extremely vulnerable position as the girl childrezs the status as a powerless female

as well as the innocence of a helpless child. Vhiserability allows those in
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authoritative positions, such as men, to over-asiseir power through acts such as
rape. The series reveals the bodies of youngigingarious positions, mostly head-
down, rarely making eye contact with the viewerisT§uggests the girls portrayed are
ashamed of what had happened to them. The figueemastly painted in a child-like
manner that references the innocence of a child.rétationship between violence
and innocence is emphasised in many of the imdgeadh the contrast of a harsh

red against a solid white background.

Figure 1.2Penny SiopisPatience on a Monumentil and collage on board, 200 x 180cm, collection:
William Humphries Art Gallery (Source: Smith 2003:)

The above section discusses selected examplesmtSiepresentations of social and
political histories in South Africa. Underlying tines in these representations, are
memory and history. Siopis’ work ‘has always hedohtis with history’ (Smith 2005:
70) and her work contains a subtle yet powerfulrthef memory. In
Reconnaissancéor example, ‘there exist layers of personal,liguyipolitical,

cultural, and art-historical memory’ (Smith 2008).7The installation contains
references to historical events which membersepihiblic may remember as well as
particular items which Siopis herself personalipesnbers. Among these objects are
candleholders, dolls, statuettes, stationary, mahika and items of clothing. These

piles of objects not only represent memory butds a ‘politically loaded disarray’
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(Smith 2005: 72). It is a frenzy of objects thatchpolitical meaning placed against
the backdrop of the Metro Theatre in Umtata whiasset up by Siopis’ grandfather.
The word ‘reconnaissance’ is defined as ‘a sunfeyy region, especially a military
examination to locate an enemy or ascertain sirategtures’ (Thompson 1995:
1148). The definition of the title of the work cdwduggest that these objects were
found during a military recon mission and acts\adence or clues as to the
whereabouts of the enemies or the layout of theatbjon a black slab could
represent the layout of a plan or a map. The repetdf the chairs in the theatre
backdrop adds to the clutter of the objects laidbatdiore it. The combination of the
two creates a sense of depth, looking over thectsja the foreground into the
distant curtain of the theatre. This spatial relaghip could mean that the objects are
a continuation of the chairs in the theatre antlébah object represents a person. If
these objects are personified, the definition eftttie, Reconnaissan¢csuggests the

theatre was one of the places surveyed for enestoig@sg a military recon mission.

Left: Figure 1.3. Penny SiopiReconnaissance: 1900-19@fetail), Installation of found objects
(Source: Law 2002: 9)
Right: Figure 1.4. Penny SiopiShameseries (detail), Mixed media on paper, 18.5 x @#.5
(Source: Smith 2005: 142)

Siopis produced a series of ironical ‘history’ gaigs includingPatience on a
Monument: ‘A History Paintingwhich refer to images used during apartheid as a

means of propaganda for white supremacy in SouticafKathryn Smith described
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these paintings as being ‘profoundly reflexive’ draving reference ‘to the culturally
freighted history paintings which cumulatively hetpto constitute white identity in
South Africa’ (Smith 2005: 50). Siopis’ awarene$South African history and her
memory, as well as the memories of others, of wHatt this history had on
individuals is a key aspect of her subject maffbere exists a delicate balance
between Siopis’ own identity, a woman artist in ®offrica, and the social and
political history she represents in her work. Aghfgn Smith stated in the
introduction to her book®enny Siopis

This ‘woman artist’ who wore her political and fenist heart

on her sleeve (or, as much as it was possible theatime)
embodied creative ambition, desire and integritgkirtg
pleasure in flying in the face of the old guard amdbuing
painting with such emotive and critical possibdgithat it had
people wondering whether she was celebrating or
undermining the very act of painting itself (Sm2B05: 3).

Siopis was impulsive in expressing her views ona@nd political history whether
favourably or not. She painted in such a reckleasmar, taking huge steps away
from the traditional form of painting where she wied no boundaries or rules within
the medium. Her disregard for traditional paintergphasises her open display of

political views.

Although her expression of locality and self idgntexisted as an important part of
her process throughout her career, her work pttasasgh ‘increasingly personal,
more subjective’ (Williamson 1996: 130) represdotes. This kind of representation

can be seen in SiopisBaby and the BathwatgFigure 1.5).

The Baby and the Bathwatisra frenzy of paint and collaged images includitack
and white pictures of various body parts, Greeurigive amulets, native African
women performing every day tasks with their chifdeexd photographs of her baby

son. These images are all worked into or stuck antwid red background.
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Figure 1.5: Penny Siopi$he Baby and the Bathwatétetail), 1992, Mixed media on board, 250 x
800cm, artist’s collection

The title of this work could suggest the bondindref mother and child during an
activity such as bathing. It could also referernmehelplessness and vulnerability of a
child at a very young age. The more obvious intggiion of the title can relate
directly to the idiomatic expression ‘throw out theby with the bathwater’ which is
used to suggest the process of eliminating songetiaid but simultaneously getting
rid of something good. The healthy developmentatess of a child brings forth the
child’s awareness of its social status along wébative aspects of society such as
racism and violence. If this awareness is elimihatiee child’s desire for identity
remains unfulfilled. Elements of identity are reggated by images of Greek amulets
as Siopis is a South African of Greek descent. Raoeferenced through images of
black women and children and photographs of Sicgqws, some of which are
inverted suggesting the awareness and subcongarigiment between races. All
these figures haphazardly placed on an intensbaekiyround looks almost like a

battlefield drenched in blood which reminds ona @folent crime scene.

Siopis’ subject matter is sometimes obvious tovibever and other times hidden
beneath layers of seemingly unrelated imagery ag@Baby and the Bathwatdtder
subject matter can sometimes have a variety of mgandepending on the way the
viewer deconstructs it based on his or her own kedge. This can be seen in
Patience on a Monument: A History Paintiwgere the Shakespeare line and the

American cartoon offer different histories to thanting.
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Conclusion

Penny Siopis’ has experimented with and refinedréety of media including

painting, installation, video and collage. She wse&ariety of unorthodox painting
techniques such as applying paint with a cakedoerimpasto where she applies
paint directly from the tube. Her impulsive art-nrakhas lead to interesting
combinations of media such as installation andojid@éd painting and collage. Siopis

characteristically layers of objects, paint, améges to build up a surface.

Like her media, Siopis’ subject matter consistiagérs. To deconstruct the works,
the layers need to be peeled away mentally to statedt the history of the work. The
meaning often depends on the viewer and his ouheéerstanding of social and

political history.

Siopis’ subject matter is evident through the immgge uses. History and memory
play vital roles in her work. As Kathryn Smith weotSiopis’ practice has always
held hands with history’ and there is ‘a kind o$tetic memory, a physical quality to
her work’ (Smith 2005: 70). The personal memor&s e seen ifthe Baby and the
Bathwaterwhere she uses images of her own son in remengpleisrchildhood
development. Simultaneously, collective memorysedlin this same painting by

using images of other mothers with their children.

History can be seen in most of her worfRatience on a Monument: A History
Painting reveals various tangents of history. The painttisgjf carries a history as it
references global American history as well as & plaWilliam Shakespeare, but

particularly a local past.

Whether the memories are personal or those of §tBéwpis manages to incorporate
these memories with an unspoken history that ected into her work with great care

and consideration.
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Jo Ractliffe

Jo Ractliffe, Johannesburg-based photographegmilyrteaches at the Fine Art
Department at the University of Witwatersrand’s rsaliool of art. Her work
encompasses photographic techniques and imagerydstigate various histories of

southern Africa.

Ractliffe was chosen as a subject for this resepagier because of her approach to
subject matter through medium, in other words,8ag selected as a subject because
of the deliberate link between the camera andd¢baesbeing photographed. Ractliffe
is also an appropriate subject as she represeritd aad political history in the form

of photography that borders on being documentaey.itbrk seems critically
undemanding at first but the social and politicaitent behind the scenes viewed in
her photographs carry an enigmatic power fillechviitstory and memory. Its
subjectivity and neutrality refers to the past framparticular position and

encourages being read in a certain way.

Medium and Techniques

Ractliffe uses various methods of photography uditlg snapshot, documentary,
forensic and studio photography, as well as iretialh video and projections.
Ractliffe works predominantly in black and whiteopbgraphy but occasionally has

utilized colour photography.

Ractliffe’s choice in medium is deliberate. Bremgtkinson wrote in a catalogue
essay, ‘Ractliffe has chosen photography as theumechost suited to her thematics.
Photography occupies a beautifully, maddeningly\asrkl space between otherness
and the real, between art and documentary jouma(istkinson: 1999). This space
between art and reality is what draws Ractliff@hotography. She ‘achieves a means
to reconstruct what is real and what is art, anthénprocess dissolves several of the
distinctions involved’ (MacGarry 2005). In an altiSean O’'Toole wrote for Frieze
magazine he quotes American novelist Richard Fodkscribe Ractliffe’s unusual
documentary photographs as being, ‘the afterlife/twdt journalism can achieve’
(O'Toole 2008). Her interest lies not with what paps at the very moment an action
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takes place but, as she told O’'Toole in an intevyigith the ‘stuff that circulates

around it, the felt experience’ (O'Toole 2008).

Ractliffe’s choice in medium varies in technique 1099 she shot a work entitled
Vlakplaas: 2 June 1999 (Drive-by Shootifgigure 2.1), a series of black and white
photographs, using a toy Holga camera. Althoughd¢hson for using the Holga
camera is uncertain, assumptions as to this clvaicdbe made. The Holga camera
allows true-to-the-eye images, in other words, vdma sees through the lens is how
the picture will develop. Photographer David Robestplains: ‘the Holga allows me
to offer a truer representation of the events timéld before me. Moreso than long
lenses and fisheyes, which often distort true wisibe Holga helps me capture on
film what my eyes actually see’ (Roberts 2007).sT¢lose capture of reality is
possibly what influenced Ractliffe’s choice in caméor this series, her desire to
capture a raw, unfiltered image of Vlakplaas, aifaear Pretoria that was the

headquarters of the South African Police countergency unit during Apartheid.

The Holga camera was mass produced in the earlys]1@8ound the same time South
Africa was creating resistance against aparthaid@time in South African history
resonant with political friction’ (Atkinson 20005). By using a camera made during
this time, Ractliffe provides an even more truthdk at the events represented in

these photographs.

Figure 2.1:Jo Ractliffe,Vlakplaas: 2 June 1999 (Drive-by Shooting®99 (Detail), panoramic
photographic series. Source: http://www.barrybesten/joractliffe.htm. Accessed by Tania Kihl 2009
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Similarly to Ractliffe’s use of a toy Holga camestze used its predecessor, the Diana

camera, to photograghooting Dianawhich looks at family album photography

The Vlakplaasphotographs are accompanied by a video of the seswate
landscapes and is followed by a sequWédkplaas 1999/200@vhich is a two and a
half minute film of the Vlakplaas scenery (Figur@)2 The scenery shown in the
video reveals what seems like an ordinary farmaesps of dried grass with the
occasional cluster of trees, long dirt roads ane fances. It is the title that reveals

the history of the place which changes how the gresees the film.

il
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Figure 2.2: Jo Ractliffé/lakplaas 1999/200(stills from film)
Source: http://www.fundacionbiacs.com/site_en/apages/69_artist.htm, 2009.
Accessed by Tania Kuhl 2009

Subject Matter

Ractliffe’s techniques hold a very close relatiapshith her subject matter, as she

stated: ‘What interests me are things that arerepha - desire, loss, longing - and



27

their relationship to photography’ (Ractliffe 1999he is interested in the momentary
and transience of things and how these brief huelings relate to photography.
Perhaps it is the emotions that drives one to égleotograph in the first place that
interests her or the emotions evoked through tis¢aigic process of viewing a

photograph.

Ractliffe’s photographs are documents of thingsweieessed through her own eyes,
and so she assumes the role of an artist as walkasial documentary photographer.
Her photographs are ‘somewhere beyond social doetaneand art photography’
(De Vries 2009). The social documentary elemefitesfwork is characterized by her
desire to capture the ‘verisimilitude of what shdsc“the real” (Atkinson 2000: 15),
in other words, capturing something that has appearance or semblance of being
true or real’ (Thompson 1995: 1557). This eleménttioe real’ may or may not be a
reproduction of actuality, but holds the closersess possibility of being reality. The
element of mystery is what characterizes her werkeing art photography. It is
perhaps the aim of reproducing reality that hot@sdocumentary side of her work
and the process of breaking down that reality thhoprocessing, developing and

manipulating the photographs that makes it artqdraiphy.

Her work is a ‘never-ending exploration Bfsewherethe space between real and
fiction’, writes Fred De Vries, ‘which only she witer awkward sensibility sees’ (De
Vries 2009). Ractliffe takes a deliberate step afwam reality but at the same time
she stagnates within its limits. In other words sheates images that are not entirely
truthful but appear to be real rather than surfBaik eschewed literalness in her work
can be seen in h&fadir series created in the 1980s (Figure 2.2). Thisdr&ed
montage process’ creates ‘surreal visions of agmerloutcome, spatio-temporal
distortions that throw us into another world’ (Atkbn 2000: 15Nadir plays with

the idea of an altered reality: a barren landse@pevicious dogs in the foreground.
The landscape is real, the dogs are real but thgens deceiving. The dogs were
photographed while in training and superimposed ¢im¢ photograph of the
landscape. This combination of images creates tnthful representation of events.
The use of dogs could symbolize a number of thifige. dog inNadir 6 reminds one
of a police dog attacking a fleeing person. Althoaggs tend to be loyal guardians,

the dog in this image represents something to &ederather than loved. The word
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nadir can be defined as ‘the part of the celestial spdaectly below an observer’ or
‘the lowest point in one’s fortunes; a time of delgspair’ (Thompson 1995: 902).
Considering this definition and then looking at Medir imagery, it reminds one of a
post-apocalypse scene where domestic dogs becdmheariming packs that roam

around the ruins of a once urban land.

Although Ractliffe sees herself as a ‘politicalsader’ (Atkinson 2000: 16), some of
her work comments on South African social and palithistory in subtle ways. The
Nadir series, for example, deals with the ‘historicaliima of displaced peoples’
(Atkinson 2000: 15). Seemingly violent dogs arecpthwithin barren areas of Cape
Town, the West Coast, the Karoo, Johannesburg, KlwaXatal and the Eastern
Cape. These barren areas are meant to evoke acddassg and it is the lack of
information that stimulates these feelings rathantwhat can be seen in the
photograph. The displaced peoples and the violegs defers back to the post-
apocalypse scene where people become violentlywedniwom their familiar
surroundings, forced to start over. The dogs, disgd from their domestic

limitations, naturally form pack and territoriestheir new wilderness.
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Figure 2.3:Jo Ractliffe,Nadir 6, screen printed, photographic lithograph
Source: http://www.axisgallery.com/photographerliffie/index.html. Accessed by Tania Kihl 2009

A less subtle take on social and political histoay be seen iMlakplaas 2 June

1999 (Drive-by Shootingjomprising of photographs of the Pretoria farminas
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Vlakplaaswhere torture was inflicted during the Apartheid.eBetween 1983 and
1993, Vlakplaas operatives were responsible foatiguction, torture and murder of
thousands of activists. The bodies of their victimese buried secretly, or burned or
dumped in the nearby Hennops River’ (Morris 20@88)2 The subtlety lies in the
mystery of the first impression of the photograjplseems to be a photograph of a
farm with no particular significance but Ractlifiéfers clues, such as the date and

title of the work which will be further discussed.

Her focus inVlakplaasis the former commander of the farm Eugene de Kokhis
‘gruesome expositions’ (Atkinson 2000: 12) durihg Truth and Reconciliation
Commission hearings. During these hearings he ledédetails of its counter-
insurgency operations to a nation stunned to ha@irmmed what anti-apartheid
activists had suspected all along. Vlakplaas, djperal home to apartheid’s most
ruthless death squads, was drenched in blood’ f&ta 2000: 12). Atkinson further
explains these expositions:

Its operatives, trained to follow orders with sybaptic obedience,
maimed, tortured, and buried bodies as mechaniaallyreathing.
Rewarded with alcohol and beach braais, their ppasored
leisure time was as much an opportunity for murdero
strategising as were their formal planning sessiaiignson

2000: 12).

The date in the title of this work (2 June 199%patarries political significance. Even
though this photograph was taken years after Vidglvas closed down and Eugene
De Kock was sentenced to prison, it is the memadyfastory of Vlakplaas that these

photographs represent.

The date 2 June 1999 was South Africa’s first fetap election to the first
democratic election in 1994 where the ‘country e#sed a large-scale transformation
from a racially exclusive apartheid regime’ (Muthi£999: 1). Taking a photograph

of Vlakplaas on this specific day is a memorial@atrather than evidence as her
photographs ‘privileges absence over presencaniats over wholes’ (Enwezor
2007). In other words, the focus of Ractliffe’s pigraphs is what you cannot see.
Ractliffe’s Vlakplaas photographs show barren laages of the farm that seem far

from what it once was. These images representulet ppemories and hidden
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histories of a place that was once used to togncemurder people. Rather than using
photography to document what occurred at Vlakplals,'subverts the expectations
placed in both her medium and that which it hatohisally been used to provide:
evidence’ ( Enwezor 2007). Instead of using pha@phy as a means of recording a
historic event, such as Vlakplaas, Ractliffe chajkes the medium and photographs

the farm long after it closed down.

Conclusion

Jo Ractliffe’s medium is primarily black and whkotography although she has
occasionally utilized video and colour photographgr medium directly references
her subject matter as seen in her Vlakpfaiastographs where she deliberately used a

toy Holga camera to capture raw, unfiltered imagfetbe farm.

The use of photography as a medium is a conscimise made by Ractliffe. The
assumed connection between reality and what isoghaphed is what draws her to
the medium. She uses this relationship betweeroghegphy and reality in an almost
mocking way. She ‘twists’ the truth by manipulatimgr photographs through cutting,
pasting and stripping the images of colour. Thisimalation can bee seen in the
Nadir series where she photographed landscapes andrdtigming separately and
then combined the images in order to create aregntifferent scene. This mixture
of imagery creates a deceptive representationabfyehat makes Ractliffe’s function

as a documentary photographer debateable.

Ractliffe’s photographs may or may not represealitye Her work can arguably fall
into the categories of documentary or art photdgyapr even both. If the sole
purpose of documentary photography is to providdence of events, Ractliffe leans
more towards art photography. She purposefullyds/the expectations of
documentary photography: to record evidence. lastg@e photographs empty
landscapes that once carried strong political hesto There are no signs of the
location of these landscapes or what it is meargpoesent. It is the lack of

information that is of essence in Ractliffe’s work.
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Lien Botha

Cape Town artist, Lien Botha, runs a professiohatpgraphic practice and works as
a part-time lecturer at several institutes inclgditichaelis School of Fine Art,

University of Cape Town.

Botha worked as a press photographer and therestéiie Art at the University of
Cape Town. Working in photo-based media, Bothapaascipated in numerous
group and solo exhibitions locally and internatibnd.ike Siopis and Ractliffe,
Botha'’s exploration of memory and history througi photographs, collages and

installations is the motivation for her inclusionthis dissertation.

Medium and Techniques

Botha's approach involves photographs on their omoombined with found objects,
drawings or used in installations. She ‘extendscthreventional boundaries of the
photographic image by combining it with other mexg,) surfaces and sculptural
forms’ (Chandler: 1997). Her layering of images haen characterized as
‘mysterious, impenetrable and cryptic’ and compdced ‘layered poem shrouded in
off-beat metaphors’ (Corrigall 2009). In her 20@5iss,Safari she digitally
superimposed line drawings onto photographs obuarSouth African landscapes,
including Loxton, Goegap, Swartruggens and Middglffagure 4.1). Although these
places do not present an obvious significance, éneall small towns surrounded by

mountains and plains that stretch further than theycan see.

In Tale bring twis one of the photographs in this series, a lingvitrg of two men
boxing is superimposed onto a photograph of tal$grand a dry, mountainous
background. In addition to the 16 photographs ef3hfariseries, there are about
1000 colouring books with the same line-drawings #re superimposed onto the
photographs. These colouring books serve as caday theSafariexhibition as

well as ordinary colouring books for children. Tpteotographs of these desolate
spaces were taken with a Yashicaflex camera, areadeweloped in the 1950’s. The
use of this camera is appropriate as her worloseaty linked to history, as she spoke

about theSafariseries in an interview with Cobus van Bosdestalte te gee aan 'n
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tydlyn wat sowel outobiografies as generies ontrdféan Bosch: 2004). The series
is meant to give stature to a timeline that unraeeitobiographically as well as
genetically. The Yashicaflex is also used to créaecontrast between nebulous
landscape and the sharp line of contour drawinT ¢0le 2004). The camera
enhances an indefinable landscape’s monotonydlwtritrasted by a clear, sharp line
drawing.
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Figure 3.1Lien Botha,Tale bring twis, Safari2003, Digitally Enhanced Photograph. Collection
unknown. http://www.lienbotha.co.za/safari.shtmtcAssed by Tania Kiihl 2009.

Subject Matter

The imagery in Botha’s work is cryptic in the wénat it combines very different
images that often seem incongruous or out of coniédxs incongruity is deliberate as
Botha aims to create works containing cryptic cluegh in the visual content as well
as the title. The mystery in her work allows hefftoge a fantasy or abstract-driven
mode of expression’ (Corrigall 2009). Sean O'Towtete of this ‘mystery’ in her
titles and aesthetics: ‘while her words might natken any sense of her picture, they
do reveal the emotional intensity of a photograptiense art is an oblique, almost
surreal, comment on modern life’ (O’'Toole: 2006heTitle of theSafariphotograph,
Tale bring twig(Figure 4.1), can be translated from Afrikaans nglih as
‘Languages brings dispute’. The mystery behindithisge and its title lies in the

connection between the dispute of languages andrgoboxing in front of a
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desolate, grassy, mountainous background. To utagher$his image, and others, it is

necessary to understand the reoccurring themesghonit Botha's artistic career.

The ‘comment on modern life’ that O'Toole speaks$sad prominent theme in the
subject matter of Botha’s work, socially and pobtly. Marion Arnold writes of
Botha’s work that her images, ‘speak of human pdistress and violence’ (Arnold
cited in Jamal, 2002, p1). In her 1995 serimtrette, she constructed a series of
three portraitsHistory Portrait, Gender PortraiandReligious Portrait This series
comments on the social and political position ofithoAfrica at the time in that it
references the race, gender and religious diff@®titat segregated groups within our

society.

Ashraf Jamal wrote that Botha’s commentary on Sédititan social and political
history can compare to the writing of J.M. CoetZeeetzee stated in 1987 that ‘the
deformed and stunted relations between human b#iatjsvere created under
colonialism and exacerbated under what is loosalled apartheid have their psychic
representation in a deformed and stunted innér({ifeetzee, 1987, cited in Jamal,
2002, p6). This connection between Coetzee’s stteand Botha's imagery can be
seen inPortrette. History Portrait(Figure 4.2), one of the three pieces inFogtrette
series, shows a family photograph set againstssignad backdrop. Grassland
referring to large expanses of uncut grass. Theéygrhotograph is of a man,
presumably the father, holding an open book withiéd, the son, seated on his lap.

The white father figure, disguised by a black magkars a dark three piece suit
which ‘is one of the most enduring outfits in thalenwardrobe’ (Simpson 2007).
This outfit has been worn by men of all classesesihe 17 century. The mask
‘introduces the black male, the ascendant figur@aath Africa’s emergent history’
(Jamal 2002: 6). It references the rise of thekotaale in post-Apartheid South
Africa. The white man and the black mask are brotmgpether by a suit that shows

no distinction between races.

The white son is dressed in sailor suit which ‘stye of child's clothing based on the
traditional uniform worn by seamen enlisted in R@yal Navy’ (Simpson 2007). The

sailor suit is significant because it was saiddwehbeen ‘the first style of child's
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fashion which stripped away class distinction aedhlded the classless fashions of
the future’ (Simpson 2007). The blurred lines l#dw social classes represented by
this suit, like the father’s suit, emphasises tresence of the black man in a white
society, the turning point of social segregatioiBofith Africa and the introduction of
equality.

The date of the work shows it was made the year afiartheid was brought to an
end, it is easy to assume the inclusion of thisknagsa comment on the post-
apartheid integration of races or the replacemegtiteopower figure. The idea that the
mask was simply pasted on top of the photograpldcuggest the naivety of
thinking that after years of oppression, the endpzirtheid will bring immediate

reconciliation between racial groups.

Figure 3.2.Lien Botha,History portrait, Portrette 1995, Photograph. Collection unknown.

http://www.lienbotha.co.za/portrette.shtml. Accekbg Tania Kiihl 2009.

The inclusion of the book in the portrait suggelstt the man in the photograph is
powerful and knowledgeable, much like renaissame#&giture where certain objects,
such as books and jewellery, were boastfully artdudly included to emphasize
class and wealth. The backdrop of grassland pgssilgjgests the homeland or
property of the man in the photograph, a ‘sacrptei for thevolk (Jamal 2002: 6).
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This grassland could simultaneously refer to thaltniomes of the previously
oppressed. History and memory both play significatgs in this work. The
photograph shows a family portrait, a personal mgrtitat does not necessarily
belong to Botha. The composition, the black andeniimagery, the clothing worn by
the subjects and the state of the actual photograghts corroded edges suggest it is
an old photograph, a history photograph. It is atpraph taken in the distant past, a
long time before the work was created.

The second work from tHeortretteseries, entitledsender portrait(Figure 4.3), is an
image of a woman that looks like it had been stio a surface and then peeled
away (as if removed from society, tearing awayepes and parts of the body). This
erasure of the woman’s face ‘further exacerbatesevis supplementary status’
(Jamal 2002: 6). In botHistory PortraitandGender Portraitthe faces of the portrait
subjects are obliterated in some wayHistory Portraitthe face is covered by a
mask, representing a new identity: a man replaaintgan. Whereas the face in
Gender Portraitis completely ripped away, stripping and defadimgidentity of the
woman subject. There is a trace of a frame arob@gortrait with a wire used to

hang it on the wall in front of the image. This gasts that the photograph was placed

facing the wall which degenerates the female stlgjeen further.

— " —

Figure 3.3Lien Botha,Gender portrait, Portrette1995, Photograph. Collection unknown.
http://www.lienbotha.co.za/portrette.shtml. Accesby Tania Kuhl 2009.
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This comments on the social position of women stdriy and the fact that
‘education, professions, and the vote were not e¢pevomen and that married
women had no civil rights or property rights’ (Taytl993: Executive Summary).
They were ‘stripped’ of their rights and at worlohwentions they were ‘required to
listen to proceedings from behind a curtain’ (Tayl®93: 1). It is this forced silent

presence of women that Botha suggests throughatidgcthe portrait faces the wall.

The third and final photograph of tRetretteseriesReligious Portrait(Figure 4.4),
shows yet another obliterated face. This time tihésface of a man that can only be
assumed to be Jesus Christ. The bearded figunevenspeering through a splitin a
creased surface. On top of this surface are piartsseeds that could represent
growth and nature.

The creased foreground looks like tissue papertthdtbeen ripped and even though
this covers most of the image, it is the dark @adtrthat peers from underneath that
dominates. The figure, seemingly human, repregbetsnortality and a reified and
fanatical sphere of deification’ (Jamal 2002: 6).

T

Figure 3.4Lien Botha,Religious portrait, Portrette1995, Photogrph. Collection unknown.
http://www.lienbotha.co.za/portrette.shtml. Accekbg Tania Kiihl 2009.
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Conclusion

Although Botha is known for never stating the exatgntion or meaning of her

work, she leaves the viewer with numerous cluesugh to draw the viewer’s own
conclusion of the meaning behind her work. Seano@ld commented that ‘if you're
expecting a tidy explanation, something that tietha disparate elements together,
forget it, the photographer doesn't speak abouwvbek that way’ (O’'Toole: 2006).
Botha does not provide reasoning to her work Hatel the viewer to come up with
his or her own explanation. Through doing this,¢hadidate realised that subject
matter does not have to make sense and does rotdae explained for a work to be

visually and thematically interesting.

Even though the secrecy in Botha's work prevaliere is a recurrent reference to
social and political history and a continuous uskistory in representation. Botha
subtly references memory. Jamal wrote of Bothdi'stinct signature’ as being ‘the
boundary between memory and loss, the privatioaisaie the sum of the history of a
displaced people’ (Jamal 2002: 2). Her work comimen the line between what a
person remembers and what that person has |dsts lan element of nostalgia

juxtaposed by social and political history.
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Tania K uhl

In this section, the candidate reflects self-caiticon her own works; in specific
comparison with technical and conceptual issuelnedtin the work of Siopis,
Ractliffe and Botha in preceding sections. As distapractitioner, the candidate finds
processes of self-reflection relevant in her cveagpiroductions. Self-reflection is
defined by David Kaulemu as ‘the inherently negastate of the self’ (Kaulemu
2008: 187), in other words, the self naturally seed&gative criticism of itself. This
negative criticism is used to reflect on what weehdone and learn from that
experience. Karl Popper, however, describes siifism as the ‘constant
reconsideration of ideas’ and ‘the often relentEssections’ which is made to those
ideas (Popper 1996: 41). Kaulemu describes sei€isr as a process of bringing
down one’s own ideas in order to achieve a higiegllof success. Popper describes

this process as an amendment of ideas rather ggating.

In this section self-criticism is used to desctibe artist’s influences and processes of
creating. The self-reflection process involves mgkhe same questions that were
asked of Siopis’, Ractliffe’s and Botha’'s work aswhsidering it a self-interview. The
candidate will ask herself questions about her wagrkrocess as well as her subject

matter.

Tania Kuhl began her studies in Fine Arts at thevehsity of Witwatersrand in
Johannesburg in 2003. She is currently completergasters at the University of

KwaZulu-Natal in Pietermaritzburg.

In experimenting with various mediums she has dmad her focus primarily on
painting and photography. During the first threarngeof her studies in Johannesburg,
her work was strongly influenced by two of her noest Penny Siopis and Jo
Ractliffe. This simultaneous stimulus of two di#et media encouraged her to

continue utilizing both media, dealing with the sasubject matter: memory.

Kihl spent her childhood in a small town surrounbgaonservative Afrikaners
which exposed her to many aspects of oppressiomamdw-mindedness. Personal

memory of past events has thus become an ongaamgetin her work.
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Kihl as an artist and student was influenced byebkniques and subject matter of
Penny Siopis, Jo Ractliffe and Lien Botha. EverutfioSiopis, Ractliffe and Botha
are still working artists, it is important to commpahem to a more recent developing
artist with similar subject matter such as TanidKidaving a strong interest in South
African history and personal memory, Kiihl has usede in her often abstract

representations of social and political change.

Medium and Techniques

During her six years of studies, Kiihl has experiteénvith installation, video,
photography, sculpture, painting, printmaking aed@mance art. Like Siopis, she
has an interest in found objects and used thelseriart sporadically throughout her
studies. In 2003, she put together an installaiitiedSenti(mental)itfFigure 3.1)
which consisted of hundreds of personal objectpesuged from a ceiling, centralized
by a mannequin wearing a personalized dress, addlha birdcage containing more
objects. This interest in objects and the strongmimg and sentimentality of objects
surfaces in her work throughout her studies. Sohteopainting surfaces are
crowded with splashes of paint, glue and varioyeatb stuck directly onto the
canvas. Her paintings, installations and mixed m&dirks carry a strong relationship
between paint and object and the changing of agctibjsurface through the
application of paint. This approach particulagyleécts on the reading of Siopis’
work. In Senti(mental)itythis can be seen in the detail (Figure 3.2) ofctiiomized
dress. Personal objects such as pill packets ptscand sections of letters and
photographs are stuck or sewn onto the dress asone sections, splattered with
paint. This accumulation of objects and paint wighlly influenced by the techniques
used by Siopis in works likelelancholia(Figure 1.1) and her hoarded installations

such afkeconnaissandg-igure 1.3).

Senti(mental)itysparked an interest in dresses and the idea dfingpwith dresses
and altering them to the point of disfunctionabitpught on the next project, a series
of five dresses, including the same dress us&eimi(mental)ityEach dress, being a
different type and different size, was altered difeerent way, suspended next to

each other and revealed to the audience, as ifrigak somebody’s washing line.
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Figure 4.1:Tania Kihl,Senti(mental)ity2003, Installation
Figure 4.2: Tania KuhiSenti(mental)ity (Detail)2003, Installation

Figure 4.3Tania Kihl,Teabag Dress2003, Dress and Mixed Media. Artist’s Collection.
Figure 4.4: Tania KuhlTeabag Dress (Detail003, Dress and Mixed Media. Artist’'s Collection.

One of the dresses, a child’s everyday casual dnesscovered with sewn-on sweet
wrappers and another, a size 30 young woman'’s ,dresspainted with wood

varnish. The third dress in the line was the saraegdused i®enti(mental)ityand the
fourth was an old wedding dress being held togdilianen’s ties. The fifth dress, a
child’s christening gown, was covered with sewnt@abags, each teabag altered in a
different way (Figures 3.3 and 3.4). Later on, tiisss was exhibited as a single work

and remade while studying at the University of KwhiZNatal.
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While having this interest in objects and their mection with memory and
commemoration, Kihl also had a fascination withdmectness of photography. The
instant correlation between the eye and the leddt@ncreating and capturing of an
idea into a neat, rectangular, flat surface as sggado the layering of collage and the
depth of painting as seen in her works influencg®&iopis. Her interest in the
directness of photography was influenced by JolRats ability to create a
seemingly barren scene that Kaihl carries significant information in a singleage
captured in time. Originally working with darkrodmtack and white photography,
Kuhl later moved on to digital photography. Throdwgr photography, her fascination
with textures in old, abandoned or neglected bogsgiand other surfaces started to
develop (Figure 3.5 and 3.6). These textures apdreses of neglect and often
abandonment runs parallel with the subject mali@rwill be further discussed under

the next subheading.

Figure 4.5Tania Kihl,Constitution Hill (One of series004, Darkroom photograph. Artist's
Collection.
Figure 4.6: Tania KuhIToevlugs Oord (One of serie®005, Digital Photograph. Artist’s Collection.

In her more recent work, Tania explores these tegtthrough painting by creating
layers with rich, tactile, vibrant textures thapmesent the layering of memory and

history.
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Subject Matter

Kihl has explored a variety of subject matter miyifier studies from 2002 to 2009.
Political history, the role of women in society andre importantly memory. Her
interest in gender roles lies in the power relaibatween men and women. A work
that demonstrates this interesbisty, 2003. This work consists of an ironing board
with faces of women and irons printed onto theitabovering the board (Figure 3.7
and 3.8). Once again, there is a strong relatipniséiween object and image that can
be seen in many of Siopis’ works suchReconnaissanc@-igure 1.3) where she
places objects in front of an image that allows\ilegver to question the meaning of
both object and image. Kiihl was also interestddan Botha’sPortretteseries

specifically in Botha's fusion of object and imagegether.

Duty shows the domestic duties attached to being a wamd the role of the woman
in the household. The title is short and descrgtivhe ironing board stands ready and
waiting and the title expects the viewer to undardtits expectations, just as men
expected women to know their place in society withquestionTeabag Dress2003
and the 2007 remake of this work shows similar teerBotha’ssender portraitwas
another object-image juxtaposition that commentgeamder roles, only Botha tears

the image itself and adds objects, in this instanframe.

Figure 4.7:Tania Kuhl, Duty, 2003, Found object and fabric transfers. Adi€ollection.
Figure 4.8: Tania KuhDuty (Detail), 2003, Found object and fabric transfers. Artist’'s
Collection.

In the5 DressesSeries of which th@eabag Dresss a part of, she explores women as
victims of men in power. The wedding dress with faeies signifies the immediate

power position men take in a marriage where thesdbiilt up with sweet wrappers
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signifies the innocence of a child before beconangplled in the world of gender
equality. The varnished dress represents a youmganabjectified by the male gaze
as the varnish makes the dress appear fleshya ljtece of meat. Her interest in the
subject of women extends to a personal level, ahehself is a woman living in
South Africa. She further explores the subject omen in various situations, such as
being vulnerable to crime. Similarly, Siopis ex@adrthis vulnerability in heBhame
series; in which ‘the viewer is confronted with iges of gross violation and
devastating injustice, which evoke strong emotaaponses of desperation and
outrage’ (Mills 2007). Kuhl's depiction of violatiois more cryptic as seen in
Senti(mental)ityFigure 1.3).

In her 2003 installatior§enti(mental)ity(Figure 3.1 and 3.2), she suspended
hundreds of her own personal belongings, rangiog fthildhood dolls to private
letters, from the ceiling at the Wits School of faigainst the backdrop of
Johannesburg Central. The idea behind this prejastto reveal the feelings of
violation experienced by someone whose home haslhagled. Private possessions
are exposed to the intruders as well as handled@ametimes broken. Through this
installation she explored the incident of breaki#mSouth Africa as seen on the news,
read in newspapers or friends and family’s expeaenThe title is a deconstruction
of the wordsentimentalitywhich is defined as something ‘showing or affedigd
emotion rather than reason’ (Thompson 1995: 1262h! took objects that were of
sentimental value to her and exposed them to thiégoun the title, the wordnental

is isolated from the rest of the word by brack&tss emphasises that having an
attachment to an object is a mental process tl@atristructed through the object’s
emotional worth and broken down more severely #ranbject without sentimental

value by acts such as theft or breakage.

Kihl's interest in politics stemmed from her chitdid, having grown up in a small
town, Bethal, surrounded by racial conflict andigboppression, ‘even living in a
large city like Johannesburg could not compardé¢onarrow-mindedness and
extreme conservativeness of the small town | limédShe describes incidents like
‘teenagers getting beaten up for wearing blackewigetting beaten into submission
or girlfriends getting shot for falling pregnanEven though these incidents take place

everywhere, ‘in a small town it's in your face #ile time’. This direct exposure to
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these social injustices sparked an interest inlemsdale social and political histories

and the literal and figurative debris of thosednsts.

These stories she obtains from her environmengxXample, local newspapers or
family and friends. She also references her own onie® of the different
environments she has experienced. She speaks aft¢theffects of such issues, the
remains or debris of history as well as those figadnemories’. In 2004 she returned
to the town she grew up in and took a series afkdadand white photographs entitled
Fragmentgo document certain spaces she remembers froehildhood (Figure 3.9
and 3.10). Through this work she represents heranemas photographs and she
explores the history of the town through witnessingial and political changes as
well as physical changes in buildings and othercstires. Influenced by Ractliffe’s
work, she shares a similar interest in ‘the stodit circulates around it, the felt
experience’ (O'Toole 2008) of an environment. Kighinterested in Ractliffe’s
ability to capture a ‘felt experience’ and allovethiewer to share that experience
with a photograph that contains very little infotioa. This ‘minimalist’ approach

can be seen in Ractliffe\dlakplaasimages where feeling overpowers content.

>

Figure 4.9:Tania Kihl, Fragments Series2004, Digital Photograph. Artist’s Collection.
Figure 4.10: Tania KuhEragments Series2004, Digital Photograph. Artist’s Collection.

Further social and political themes can be seéfiili’s series of photographs,
Constitution Hill(Figure 3.5). This is a series of photographsefarchitecture of
Johannesburg’s Constitution Hill, the Old Fort BisComplex where thousands of
people, including Nelson Mandela and Mahatma Gardéiie brutally punished
before the dawn of democracy in 1994. Through tipbstographs she captures the
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barrenness, once again influenced by Ractliff€afstitution Hill. Using an
analogue camera she moved from the cold, dark spddbe isolation cells to a
similar yet completely different atmosphere of tleekroom. The idea of the process
becoming a part of the meaning of the work was mifoenced by Ractliffe as she

explores the feelings surrounding the photograpkperience.

Although Kuhl's earlier work comments on social guaditical history, the prominent
subject matter in her work is personal memory. f#ierencing of her own memories
can be seen in h@imelineseries where she documents various stages afd€erte
title refers to a linear representation of eventlar life and compares it to a timeline
one might find in a history book. This series, dedl into three part®(atteland

Dorp andStad) represents a timeline of her life from the agera# until her mid-
teens. The series is divided into the time in Herthat she lived on a farm, in a small
town and a city. These times are juxtaposed byfdstl events that took place during
those times, whether she was aware of them aintteedr not. Each of the three
paintings are collaged with family photographs tallering the referred time and
images of South African social and political evethtst took place in those years. This
series acted as an experiment to test her memaogrebnal and political events and
the outcome was realizing how selectively she rebead things and how little
awareness she had of politics as a child. It i3 alsomment on remembering things,

whether accurately or not, because a photographsstiat it happened.

Platteland which is one of three paintings from thienelineseries, represents the
five years (1985-1990) spent living on a farm justside Carolina in Mpumalanga.
She collaged personal photographs taken whilediain the farm onto a painted
surfaces as well as found images of social andigalevents that took place during
that time, for example, the accusations againsnWiMandela for the murder of 14-
year-old James (Stompie) Mokhetsi Seipei which regerted in the New York
Times when she was found guilty ‘of murdering aybér-old youth who had been
abducted with three men and held in her home #1888’ (Wren 1990). The use of
historical photographs can be seen in Siopis’ Gis@agery from local textbooks in

herPatience on a Monume(#&igure 1.2).
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Figure 4.11Tania Kuhl, Platteland, Timeling2009, Oil, acrylic and collage on canvas. Auist
Collection. Photographed by Tania Kiihl 9 Novemi@®

The second and third paintings in fhienelineseriesDorp andStad represent the
time she lived in a small town and in a city. SaniloPlatteland the juxtaposition of
personal memories and social and political histevident in the images she used.
Kihl's exploration of a variety of subjects has hlagl constant connection to

memory, which has developed into her primary focus.

Conclusion

Kuhl has experimented with a variety of media kert imain medium is painting. She
works in oils and acrylics on board or canvas amttlb layered surfaces through
texture, collage and paint. Her choice in mediumh #chnique are deliberate as they
emphasise the subject matter. This can be seer imbre recent workiimeling
where the layering of images, texture and paintasgnts layers of memory that

disappear or fade when another one is added.
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Kihl has explored a variety of subject matter dyhier studies. Social and political
history is a recurrent theme in her work. This barseen if€onstitution Hilland

more subtly in the hidden political imageryTmeline Her interest in the role of the
woman in society can be seerSanti(mental)ityDuty and5 DressesThese two
themes (social and political history and the rdleromen in society) is underlined by
the continuous theme of memo@onstitution Hillreferences the memories of the
brutally punished prisoners that occupied the eefisreTimelineis a documentation
of Kuhl's own memories. Even though her work expodifferent subject matter,

memory provides the backbone to those themes.
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Chapter 3:

Conclusion

The first chapter of this dissertation clarifie@ tierms memory, history, social and
political within the context of the dissertatiorhd@pter one also explained the
motivation behind the selection of the topic anovded an overview of literature

and methodologies used in the research process.

The second chapter was the core of the dissertatidrcontained the body of the text.
In this chapter each of the four artists were a®dyin detail with examples of their
work: Penny Siopis, Jo Ractliffe, Lien Botha andhiBaKiihl. Appropriate
biographical information, techniques, media, sutyjeatter and selected works were

discussed.

Chapter 3 was divided into sections based on thdidate’s conclusions on a variety
of subjects. Social, political and history is tivstfsubsection that concludes the
candidate’s findings on these themes in the wotkeffour artists. The candidate
explored intersections between personal and pui@imory in those works as well as
choice of medium, technigue and the importancélett The chapter ends with a
section in which the candidate self-reflects ondissertation.

Social, Political and History

The aim of this dissertation was to analyse thekwedifour artists and their use of
history and memory as recurring themes in repre@sgsbcial and political events in
South African history. The next few paragraphs véflect on social and political
history as seen in the themes of the work of tlue éotists. Memory will fall under

the next sub section. The candidate’s analysieegtbject matter on a broader basis
established that all four artists include thesentbein their work using a variety of

imagery that will be discussed in the following ggraphs.

Penny Siopis represented social and political hystarough her use of layering paint

with images and objects. Patience on a Monument: ‘A History Paintinggr
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images used to layer the monument on which Patisite&vere derived from history
books. This was a direct link to history. She akferenced social and political
history inReconnaissancasing an image of the Metro Theatre in Umtata tinad
great significance during the Apartheid years. placement of a collection of found
objects in front of this image could have commemeanilitary recon missions

during the Apartheid years. The display of persagcts being invaded by the eyes
of the public could have represented the invasfanilitary recruits in Umtata. This
social vulnerability was also explored in I&ftameseries where young girls were
represented as victims of society. These figureg wkaced in weak positions,
exposing their vulnerability to the viewer. Thisnkaepresented the history of male
social dominance and references the female as bengeaker sex. The figures were
presented in bright red paint, mostly placed onr@ pvhite background. Siopis
possibly used the clean white background as aemederto the innocence of a child

and the vibrant red as an indication of violence sexual abuse.

Jo Ractliffe referenced social and political higtor a more subtle manner (she does
not take imagery directly from history books, faaeple). Ractliffe chose to
reference social and political history indirecfiyis implicitness was seen in her
Vlakplaasphotographs where she chose to photograph améwera social and
political events took place years ago, rather thging imagery of the farm while it
was still running. Her subtle references to sggedditics could also be seenadir 6
where she photographed seemingly vicious dogs Eue¢ them against a deserted
barren area. Although nothing seemed to refereister at first, reading into the
work brought up some questionable aspects of leenéls. For example, the dogs
reminded the candidate of police dogs and theanssibly aggressive nature
suggested violence. The placement of the dog ingametop of the background
suggested an act of invasion through the serehityeobarren area being charged by

aggressive dogs.

Lien Botha’s social and political content was agtc as Ractliffe’s. It was evident
that there was a connection between Botha’s wodkSwuth African history but the
candidate had to search for clues in order todutdmore. In Botha'®ortretteseries
the candidate had to investigate all the detads Botha provided, such as the

clothing worn by the subjects and the backgrourdrnaethem. Some of these clues,
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like the clothing, involved research to learn witegir possible significance could be.
Botha's representations of social and politicatdriswas more difficult to read than

Siopis’ but more involved than Ractliffe’s. Wheretcandidate assumed Ractliffe’s
subject matter through her own reading, Botha’'gesulmatter required more

research which helped the candidate understandaBathoice in imagery.

Tania Kuhl's approach to the subject matter wasenadastract through her painting
than in her photographs. In HEmelineseries, the historical and personal imagery
she used were hidden by layers of paint and variiisé pieces were more for the
candidate’s private knowledge than it was for thbljg understanding of the works.
Her photography was far more accessible with regardinderstanding the meaning
behind the work. Her seri€onstitution Hillwere photographs taken of the prison.
Similar to Ractliffe’sVlakplaasseries, these photographs were unaltered and tdken
a place that homed social and political historyrgeao. The photographs were taken
years after the prison was closed like Ractlifiélakplaasimages were taken long
after the farm was shut down. The reflection orcepareviously occupied by
historic events was also evidentiragmentson a more personal level as Kuhl
photographed the town she used to live in and wéleeeexperienced social

oppression.

I nter sections between personal and public memory

In this dissertation the candidate explored thenthef memory in art. She concluded
that two aspects of memory can be noted in the wbtke four artists: personal
memory and public memory. The candidate exploredritersections between these

two types in the work of the four artists.

Siopis’ references memory Reconnaissandairough a display of objects that may
have had sentimental value either to herself oresora else. Her obsession with
objects that could have stemmed from their nostaltfributes are hoarded together
into a public space where memory and history cellithe historical reference being
Umtata (Transkei’'s homeland during Apartheid) dmelmemory is referenced
through the sentimentality of objects. Siopis’ cection to this work was her

personal memories of her grandfather as he sdtaupletro Theatre in Umtata.
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The intersection between personal and public memwaryalso noted ifihe Baby
and the Bathwatethrough the representation of the mother and ekiltionship of
others as well as her own. She achieved this pakseference through incorporating

pictures of her own son in between those of othéddien.

Ractliffe’s intersection of private and public memavas investigated in her
Vlakplaasseries. The farm where hundreds of people weraragtreferenced the
memories of those victims and those who inflicteel torture. Ractliffe’s own visit to
the farm to take photographs on a significant (e first election after Apartheid)
represented her own memory of that day (2 June)19%®ough her visiting the
placed she photographed, she added an elementsoinaé memory to the public

memories that already existed from when the farms sti#l running.

Lien Botha's reference to memory was appareitigtory Portraitthrough her use of
a family photograph. Whether this photograph walsesfown family was unclear, but
the use of portraiture referenced memory as a ghaph could be used to remember
certain people or places. Botha’s link to memong were subtle than Siopis’ and
Ractliffe’s.

Tania Kuhl's use of memory was more dominant thanuse of history. HeFimeline
series represented time periods in her life. Tipessonal memories were referenced
through family photographs but public memory wanporated through found

images of social and political events.

Choice of medium, technique and title

Medium and technique was one of the sub-headindsrwach artist. Here, the
chosen medium and creative process of the artists discussed. It was apparent in
the work of all four artists that medium is a deliéte choice and supports the subject
matter whether it is used subtly or powerfully. Teehniques used in all four

instances inevitably play a role in the represématf the subject matter.
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The candidate also explored the titles of the stligiorks and discovered that in
many instances the titles provided an importantcathbn as to the meaning of the

works.

Penny Siopis used a wide range of media, inclugtisllation and video, although
she has always been considered a painter. Sheedtdi variety of techniques in her
painting such as impasto and combining found objesth her paint to create a
unique unorthodox style of painting. Every objentl amage was considered carefully
and whether these combinations formed part of atipgji, video or installation, they
were a direct reference to the subject matter. Whss seen iPatience on a
Monumentn the way she derived images directly from higtoooks and built up a
surface on which she eventually painted. The pagraind collage worked together to

represent the intended themes of the work.

Siopis’ titles were not as cryptic as RactliffetsdaBotha’s. TheShameseries
represented subjects who felt ashamed and thisl teuinderstood through looking
at the way in which these figures were portray@econnaissan¢éowever, required

a definition as well as a history on Umtata in oreunderstand the work as a whole.
Patience on a Monument: ‘A History Paintimyiginally aided the candidate in the
understanding of the work but further expandeddhédsas when the title was better

understood through researching its origin.

Unlike Siopis, Jo Ractliffe did not take imagesiirbistory books to directly
reference social and political history but subtiggested this, for example, through
the use of a specifically chosen camera. This cbeldeen in hevlakplaasseries
where she deliberately chose to take the photogreyth a toy Holga camera which
had a less obvious link to the subject matter pgetd in the image of the farm. Her
process was also more subtle than Siopis’ as sheddidirectly portray the social and
political history but rather the empty spaces oéwethis history occurred. If it were
not for the mention o¥lakplaasin the title of this work, the photograph would/ba
been seen as an image of a barren landscape wjthrtioular significance. Another
clue as to the meaning of this work was notechéndate used in the title. 2 June
1999, having strong political significance for Soétfrica, is the date she

photographed Vlakplaas which was also the datbeofitst post-apartheid elections.
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Her choice in medium also held an almost ‘sneaklity as she deliberately defied
the original function of photography: to record theth. She cut and pasted
photographs over other photographs to twist thih tiThis can be seen in the layering

of images irNadir.

Lien Botha’s medium of photography and collage siaslar to that of Ractliffe’s.
She photographed and manipulated scenes, perhagesa subtle way. Unlike
Ractliffe, she made the manipulation obvious. InPartrette series she pasted things
like photographs, tissue paper and found objectspf other photographs. In the
History Portrait for example, she pasted an image of a black meskthe face of a
white man. This choice directly contributed to fhbject matter. Like Ractliffe, her
work is mysterious and elusive and does not algagsv the viewer directly what she
was trying to convey. But, also like Ractliffe, dbaves clues in the title, date and
choice in medium. The date of tRertretteseries was the year after the end of
Apartheid which questions the political relevanééhe work. The titles of each work
in the seriesHistory portrait, Gender portrait, Religious portitaall pointed at parts

that form a society.

Like Siopis, Tania Kuhl has also used a varietyneflia. Her choice in installation,
photography and painting was a conscious one. &r @ork the medium was
specifically chosen to reinforce or build the sebjmatter. InSenti(mental)ity
installation was used to create a feeling of \iofg if not for the viewer, for herself.
She used specifically chosen personal objects aspesided them from the ceiling for
all to see and touch. [@onstitution Hillshe uses photography in a similar way to
Ractliffe: by recording history after it has happdninstead of using imagery of the
space while it was still a prison (as Siopis mayehdone), she goes back after it had
been converted into a museum to portray its higtoay may not be evident in the
content of the photograph. Th@nelineseries was a build up of photographs, found
images and paint that represent the lost, forgdétgers of memory and history. She
chose painting as her medium in &in series as she could simply paint over

certain things — a direct reference to the losm@fory.
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Self-reflection

The dissertation largely contributed in aiding t@didate’s understanding of her
own production process and how the use of spelijffichosen media can enforce the
overall meaning of the work. The candidate was afsmertained that the subject
matter in an art piece does not always have tddae to the viewer and may require a
lot of reading before comprehending what the werktying to comment on.

The candidate also discovered constructive waygich the viewer can be aided in
understanding a work. The title, for instance, feamd to be more important and
significant than the candidate originally assumiéee date on which a work was

created may also be of significance.

Overall, the candidate has explored a variety ofsna which she can enhance her
visual representations of social and politicaldrgtand memory and has gained

through this experience.
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List of illustrations

The dimensions of the works or in the case of viedks, the durations, are given

where known. In the case of installations and digihotographs, dimensions are not

given.
Fiqure [lustration
Mary Cassatt
Woman in Black at the Ope(a877)
0.1 Oil on canvas

Dimensions unknown.
Collection: Museum of Fine Arts, Boston

Pierre-Auguste Renoir
La Loge
0.2 Oil on canvas
80cm x 63.5cm
Collection: The Courthauld Gallery, London

Penny Siopis
Melancholia(1986)
1.1 Oil on canvas
197.5 x 175.5cm
Collection: Johannesburg Art Gallery

Penny Siopis
Patience on a Monume(it988)
1.2 Oil and collage on board
200 x 180cm
Collection: William Humphries Art Gallery, Kimbesge

Penny Siopis

Reconnaisance: 1900 - 1991997)

Installation of found objects

First exhibited orLift Off, The Goodman Gallery,
Johannesburg 1997

1.3

Penny Siopis

Details from theShameseries (2002)
1.4 Mixed media on paper

18.5 x 24.5cm

Private collections
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2.1

2.2

2.3

3.1

3.2

3.3

Penny Siopis

The Baby and the Bathwatgr992)
Mixed media on board

250 x 800cm

Artist’s collection

Jo Ractliffe

Detail of Vlakplaas: 2 June 1999 (Drive-by shooting»99
Panoramic photographic series

Dimensions unknown

Collection unknown

Jo Ractliffe

Video stills fromVlakplaas 1999-20Q0

Audio and video

Duration: 2 minutes and 30 seconds

Collection: Warren Siebrits Modern and Contempovary
Johannesburg

Jo Ractliffe

Nadir 6 (part of series), 1987

Screen printed, photographic lithograph

37.5 x50.5cm

Collection: Warren Siebrits Modern and Contempovary
Johannesburg

Lien Botha

Tale Bring TwigFrom Safariseries), 2003
Digitally enhanced photograph
Dimensions unknown

Collection unknown

Lien Botha

History portrait (FromPotretteseries), 1995
Collaged Photograph

Dimensions unknown

Collection unknown

Lien Botha

Gender portrait(FromPotretteseries), 1995
Collaged Photograph

Dimensions unknown

Collection unknown
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4.1

4.2

4.3

4.4

4.5

4.6

4.7

Lien Botha

Religious portrait(FromPortretteseries), 1995

Collaged Photograph
Dimensions unknown
Collection unknown

Tania Kuhl
Senti(mental)ity2003
Installation of found objects
Artist’s collection

Tania Kuhl
Senti(mental)itydetail), 2003
Installation of found objects
Artist’s collection

Tania Kihl

Teabag Dress2003
Mixed media
Dimensions unknown
Artist’s collection

Tania Kihl

Teabag Dresgdetail), 2003
Mixed media

Dimensions unknown
Artist’s collection

Tania Kuhl

Constitution Hill(part of series), 2004
Darkroom photograph

15 x 10cm

Artist’s collection

Tania Kuhl

Toevlugs Oordpart of series), 2005
Digital photograph

Artist’s collection

Tania Kihl

Duty, 2003

Fabric transfer onto found object
Dimensions unknown

Artist’s collection
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4.9

4.10

4.11

Tania Kihl

Duty (detail), 2003

Fabric transfer onto found object
Dimensions unknown

Artist’s collection

Tania Kuhl

Fragmentgpart of series), 2004
Digital photograph

Artist’s collection

Tania Kuhl

Fragmentgpart of series), 2004
Digital photograph

Artist’s collection

Tania Kuhl

Platteland(FromTimelineseries), 2009

Oll, acrylic and collage on canvas
50.8cm x 101.6cm
Artist’s collection
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