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In 2 Minute Intimacies my method in accessing the co-operation of strangers and obtaining some kind of permission is not necessarily
verbal, but perhaps is accessed through body language, an inviting look or a nod of the head. In fact I attempt not to speak much and to
keep the ‘stranger’ relationship alive, so that the connection remains a highly intimate photographic one but not a personal. The subjects
remain people | have never met, at least not in any other manner than photographic. I avoid conversation or light ‘chic chat’ trying to |
learn no more about the characters in front of my lens, except that which reveals itself on its own or is volunteered without prompt. In |
this way [ am assured that it is the subjects’ relationship with what they feel or think photography will provide for them, for the present,

for posterity, for their ego, and not my personal relationship with them that drives the portrayal. I intensify the dynamic that keeps

them strangers, avoiding any other intimacy, except that which they volunteer towards the camera’s offering of the potential world eye of

posterity. | intensify this nature of the street portrait procedure that seems to access some sense of essence in a short space of tme.

Sarah Nuttall and Cheryl-Anne Michael claim that “Culrural theorizing with its emphasis on separation and segregation has been
based until recently on the following tendencies: the over-determination of the political, the inflation of resistance, and the fixation
on race, or more particularly on racial supremacy and racial victimbhood as a determinant of identity. In its adoption of these paradigms,
South Africa has projected irself as different, as special and as unique ... as dislocated from the African continent, as nor African
{(Nuttal 2001: 1-2). Platform 24 is concerned with evoking the essence of characters; cameos of people found along the journey. It does
not purport to voice for those who cannot speak, nor attempr the story of victims of disenfranchisement, however the association may
be formed with this kind of reading in spite of my influence. In my framings of the scenes, degrading signposts have disappeared and
the subjects seem at ease in their environments, as well as having equal opportunity to cach other to pose and present their selves for

posterity, to the eye of the furure beholder.

It is interesting to consider the relationship of my own identity to the qualities of the representations forged in partmership with the

subjects. | am female and white and have photographed men, women and children of all races, through this project. I have artempted o

be vigilant about respecting my subjects across the board, as well as aiming to provide a space for the them to have some power over my
representation of them, with them gazing back strong and steady, however this is a debatable issue, as in the end | never knew them and
all is only surmised. Added to this is the fact that they cannot see my framing nor be sure of the exact moment I have chosen to press the
shutter. The people play out their characters within the constructs of the photographs, however this role is not without its socio political
significance, and the subject acts both as type and as individual, symbolising one or more groups that they may represent as the well as

the particular™ .

The railway environment offers positions such as on the bench (Fig, 44 — 46, page 37), ar the train window (Fig, 47 -49, Page 38), and
3 1 g pag £ £ )

in the corridor, (Fig. 50 - 52, Page 38) where portraits can be framed. These positions seem to harness qualities and elements that stand as

metaphors for various psychological states of being along the journey. While the approaches of different photographers, making portraits
in South Africa may be different, “...the gaze'is frequently incorporated as a potent device in the rransfiguration of the African self from object |
to subject” (Firstenberg in Warne in 2004: 100). The use of these approaches causes a divergence from the documentary trearment of the |
humanist portrait, towards a more symbolic reading.

¥ The character in Fig. 44 represents the young, black, male. working class adulr. He also represents the rrain worker as the individual with pariicularides of personaliey and character, as welt as the voyager along the jor
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The application of the Split Moment to allude to time captured and time passed by:

This technique uses the slower shutter speed as well as the freezing of static details to highlight the idea of capturing a moment in time
but also to simultaneously acknowledge the impossibility of stopping time. A balance between states of transit and flux on the one hand
and those of momentary clarity or rest on the other, are implied in the application of blurring on part of the image. Perhaps what is
suggested is that Zife escapes entrapment and photography can only caprure something else; some version, a construct which may look
similar bue is not life. This loss, or death of the original moment, references Barthes theory that a photograph records death not life.
Barthes argues that photography is “...the medium within which we experience the reality of death in the modern world” (Allen, G. 2002).
Barthes maintains that every portrait memorializes a person (whether they are still alive or already dead), and what is there in the image,

is “the return of the dead” (Barthes 1981: 9). Barthes identifies the essence of the photograph as: the that-has-been (Albergate 2003: 2).

In the images in which I have emploved this technique, the unsharp and/or blurred details allude to the unstoppable passing of time,
{escaping capture and the freezing of the photographic moment). While the static parts of the image allude ro the realities of the present.

The loss of time and/or memory is also evident in the loss of frozen clear detail.

*“How faolish of me to believe that it would be that casy | had confused the apprarances of trees and automobiles and peaple with vealivy irself, and belicved that a phorograph of these appearances
to be 2 photograph of it. It is @ melancholy truth thar I will never be able to phorograph it and can only fail.  am a reflection photographing other reflections within a veflection. To photograph
(Duane Michals 1984

reality is to photograph nothing.

Many understandings of photography relate in some way to description and document of physical appearance of the world,
people, places and objects. Duane Michals does not attempt 1o copy the world, but rather to conjure and communicate his sense
of the invisible and intangible, veering from the material and external manifestations of reality. Intending to make the intangible
aspects of life visible, Michals uses low lit spaces (forcing slower shutterspeeds) which cause the blurring of anything that moves
within the image. The background contexts remain static and often sharply defined because of the small apertures used in order
to compensate for slow shutterspeeds. This separates the blurry, energetic non material substance from the static, materially fixed
physical surroundings. The emphasized different states make intangible aspects like that of chance, dream and the spirit visible,
“...using the guintessential documentary medium (photography as it was defined) best known for its faithful description of the tangible
world” (Frizot 1998: 677). 1 wo choose to define the intangible by comparing and contrasting it with the detailed, sharply
focused tangible, concrete world alluded to by the frozen areas of an image as in Fig. 65-70. According to Mary Warner Marien
(2002:355-356) slow motion techniques and sequencing, as applied by Michals, access flux of energy and tme, “.. presenting reality as
a fluid journey between exterior and interior experiences”. For me, the reality of what has passed and what is now present is not bound by

the physical details visible and I seek to make visual a reference to the presence of the less tangilble and the transitional.
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Photography is perhaps always a self portrait, externalizing choices made in framing (conceptually and psychologically) one’s version
of anything. Having a camera berween the world and the sclf is perhaps a defense mechanism filtering against first hand experience.
Nothing is as painful, as shocking, as embarrassing or unfortunately as pleasurable as it could have been by experiencing the world first
hand. Marie-Louis Von Franz, a Jungian Psychologist, extended the view of projection in the 80s stating that: “... wherever known reality

stops, where we touch the unknown, there we project an archerypal image” (von Franz 1993: 256-268).

Perhaps it is the unknown and indefinable character of photographic representation of the world that for me parallels the same of
existence itself. Where my answers stop is where I need to project. The fact that most of my subjects are looking at me, therefore seeing
me look at them, with hindsight, may be due to my fundamental urge to share the idea of ‘being seen’, noticed and recorded: to show
that I am indeed ‘real’, existing in a material world. Roland Barthes claims that the very essence of photography is that one “...can never

deny that the thing has been there”, and therefore that the photographer has been there (Barthes 1980: 76) 77,

Perhaps the fear of mortality, of not being able to stop time (in the photograph nor in reality) is parallel to what I am evolving in
Platform 24. In other words it is the psychological projection of internal aspects of self onto the external world. The reappearance of
the photographed subject and location Hattens the time frame, bringing the past to the present but ends up reminding of what is lost.
The further conversion of the images into transparent slides, serves to intensify the loss of the whole as it presents its parts. The new
photographs cropped and framed from the original experience visually and conceprually, by the new investigation of the photographer,

fabricate a parallel world of memories with different narratives and meanings.

In both Fig. 71 and 79, The Return: Empty Window 1 and 2, there are no people in the windows. This is not obvious as the projections are
split between the inside and outside of the train, seeming as if there are two personas, one physical and one transparent. The idea of the
inside and outside is also a play between the exterior superficial experience of existence and that which may be depth. Examples of this are
the inner and outer partnerships of the physical body and the life force within, the physical experience of time/space and the subjective/
conscious experience of the same. The transparent person appears as if only a memory. On realization that the entire person in the image
is all projection, the suggestion arises that memory may be a serics of myths and thar the photographic evidence, when held against it’s

original actual occurrence or other accounts of the experience, serves to increase an allusion to the mysterious nature of existence.

One might assess how a projection (which further loses certain qualities of the original images and filters in bits of the new scene)
represents or distorts the subject. To me it is interesting to gauge what of the original scenario has been lost, and what has newly appeared
with the passage of time and new juxtapositions. There seems to be a destabilization of the assumption that the photograph retains its
full original connection with any history, personal or other. [ am using the medium of photographic projection to unsettle this myth of |

photographic static factual proof.

phy and its welaced sofrware, This has affecied o of ca

“ This is said of amalogue photography, and since Barthes' statement photography has seen a worldwide commerdial crossover 1o diginal
exprrience, locking time and proving face. With the abiliny to distorr and change appearance, clone and erase two dimensional matrer, and work on lavered transps
cherg,,” has changed, The very definition of photography as a document of any cruth of actual experience shifted by the 1990,

£ praring singular
ca aof pronf thar . the thing b
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By the time of photography’s invention, the idea of the frame had been a highly sophisticated and considered compositional tool for
centuries, used as an integral component in representation. Only with phorography however, did the idea of the frame become symbolic |
of ‘seeing’. The politicization of seeing, that of witnessing, has been the underlying understanding of the traditional photographic
practice of framing in the 20th Century modernist definition of photography. However, within Modernist Art movements such as the
Bauhaus, Futurism, Dada and Surrealism ete. photographers brought multiple framings into the photograph with techniques of collage {
and negative sandwiching. Postmodernism extended the use of multiple framings with its open insistence upon the concept of the copy |

and the non- authentic, drawing the final framings from a number of origins, and reframings both literal and figurative.

Andrew Lamprecht draws attention to the photograph (or the frame) as a witness to nature and yet as an inversion and interpretation 1‘
of nature. He writes, “In photography the initial study (to follow the traditional concepts of the artwork) would be natures. This is a vital
point: in a sense it points to photography’ place as the witness to the birth of modernity. Photography bhas always been a medium that liberates |
{(Lamprecht 2002: 4). Discussing the relationship between the name, Photography, which in Greek means painting with light, and
William Fox Talbot’s publication in 1844, The Pencil of Nature, Lamprecht maintains that the origin of the content of a photograph is
derived first from reality, or nature, which the photographer and the frame, witness before the photograph escapes it (a direct transfer of §
reality, nature). Graham Clarke also refers to a dual aspect of a photograph, (but of the scientific and the cultural), purporting that the
photograph speaks of man’s need to take control of nature and order and construct the world around him. Clarke substantiates this claim
with two examples. He says thar the name Photograph “...speaks to an underlying concern to control light and time”, and later in the

passage alleges that “phorography establishes a hold on the past” trapping it in a continuous present (Clarke 1997: 11 — 12).

Traditionally, in order to produce a photographic image, a chosen composition of the view of a subject has to travel through this frame §
before it gets to the ilm or CCD chip to be imaged. This composition usually corresponds with the view of the subject guided through
a viewfinder, the secing tool, also considered the frame. The photographer’s concept and the context that the image has been placed
within are also considered as the frames of the image. These dircet the manner in which the subject is portrayed in the physical frame |
and this is enhanced by further association with the language of the word, other images in a series or in loose juxtapositions, as well as |

in the environment it is ultimately experienced within.

The photographer frames the act of secing, draws attention to an edited version of what has been seen and in so doing, intentionally or |
unintentionally situates the content within some context, aesthetic, political, functional conceptual and/or theoretical (Szarkowski 1978:
11). Graham Clarke stresses that any photograph is dependant upon a number of concepts which establish its meanings as an image and
an object. These contexts, historical, cultural, social and technical, are layered within all images, whether the photographer consciously |
intends this or not (Clarke 1997:19). However, whatcever decisions are made, the representation is governed by the physical structure,

enclosure and extent of this physical camera area of the frame.

In my study I have been interested to play with the various uses of the frame. [ have consciously reiterated the recurring shape of the

square and the rectangle in the sites of the trains and the platform.







Conclusion

In arriving at the end of this dissertation, I do not declare that this is the end of the process. The questions posed and the issues raised
are indeed ongoing considerations as | continue to work as an artist thar images a landscape, both personal and social. In response to
the triggers recognized within my archived images of 1980s body of work, (discussed in my preface), as well as those cited that have
been created by other photographic practitioners, I have picked up on visual questions and brought a more current experience to the
analysis. The questions I have posed to myself have been important to my practice and my evolution as a photographer, not for the
sake of finding fixed answers, but for their agency in extending and enlarging my conceptual framework as well as my application of the

material medium.

I have found that memory has a most vulnerable nature, and that its increasing unreliability over extended time periods, serves to increase
the believability of the photographed scene as signifier of the original {person, moment, object). I have been playing on this mistaken
identity of the photograph as a possible true record, by including half stories, selective sharp detail as well as some less determinable visual
descriptions of actuality. Platform 24 has pursued investigations into the internal and external experience of veality, the ethereal nature of
time, the present as being part of the cycle between the past and future; presence and abserce and the buman m!?jecr as an object of destiny ot |

co-incidence (Platform 24: 2 Minute intimacies).

In applying a theoretical framework to the process, | have been able to explore the relationship between context, content and meaning
from a more objective point of view, but unlike Barthes, 1 have been both author of the two dimensional version of the ‘event’, and
the interpreter. This has allowed obvious advantages, but also presented some disadvantages, arising out of the precarious relationship
between objectivity and subjectivity in the face of ‘knowing’ the overt intentions and motives behind the work and yet applying an
external theoretical critique to the same. It has however been an exhilarating experience, satisfying and fruitful, in that I have produced
work that supports and explicates my concerns, as well as services my aim of contextualising my practice within the past and current

South African arristic arena.

I have exhumed, ‘aired” and contextualised a forgotten project from the 1980s. I have created a body of 50 new images which is presented,

in an addendum to the dissertation. I have produced this dissertation as well an exhibition of 40 pieces from the study.

The final series created in the last stage of the study, in 2009, Transcapes, displays a move away from obsessing over the past, although
related through subject matter and theme to my previous bodies of work for this study, for example Platform 24 and The Return. While
the work acknowledges a revisit, the concern is no more an investigation into, nor a comparison with previous scenarios. The images
from these latter journeys do not unpack nor interrogate a long gone past, but perhaps imply a transition from an immediate present to

an immediate past or future. An experience of a flux of time, howevey, is still insinuated.
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