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the capitalist mode it operates within. The role amplification and
repetition play within the mechanics of meaning is explored. The
need to amplify or extend a particular effect yields a pressure
that is accelerative. With repetition judged the engine of similar-
ity, the probe shifts to the effects of similarity upon urban space.

Section 2.2 shifts the focus toward repetition in world events,
with special reference to war and warfare as one of the most
dramatic kinds of world events, the structure and effect of war
and the military triggers this exploration. It is here that the repeat
event is identified. The repeat event is the repetition of some
kind of event or occurrence that has come before such as The
Second World War being structurally similar to The First World
War. This can apply just as easily to the state of war as it can to
any other cultural event. When repeat events are viewed in the
context of the pressure of an accelerative time, as a result of the
amplifying effect of capitalism, it becomes evident that they are
becoming increasingly similar and frequent.

In Section 2.2.1 the relationship between the military and
commerce is explored. The Military Industrial Complex is the
meeting point between the effects of commerce and war. This
complex is identified as a driving engine of national economies,
in particular the US economy from whence it developed. The
perpetuating effect commerce has on the war machine yields a
state of constant war. The cross pollination of these two bodies
is identified by commercial strategy influencing current military

action, and military technologies being transferred into the civil
realm,

Section 2.2.2 focuses on the transfer of military technologies to
the civilian realm and its effect. The history of this relationship

is explored followed by a probe of some of the technologies
that have been transferred. Among these are the communica-
tion tools we use as part of our daily lives today. | explore an
emerging culture of logistics within civil society that exists as
part of this digital communication revolution. The primary tools
here are mobile communications and the world wide web, both
are military technologies. The synchronising effect of these tools
extends this probe.

In Section 2.2.3 | identify the media as our primary source when
it comes to experiencing wars and other world events, how

the media is subjected to the mechanics of commerce and the
limitations this causes. With reality being increasingly projected
into our lives by the media, our attitude towards reality itself is '

shifting as a result of this state. We are at once enthralled and
yet distanced or mediated from it.

Section 2.3 looks at how the repeat event and the desire for
similarity influences the effect of history. In the context of an
accelerative tims, a projected reality and the amplifying effects
of capitalism | explore the notion that history itself is receding
as opposed to accelerating. This as a result of cultural velocity,
pervasive repeat events and a lack of time or space for reflec-
tion. This effect on history would appear to be an aberration of
capitalism as opposed to an intention of it.

Section 2.4 concludes the theoretical probe with a look at the
individual within this accelerative, mediated context. Accelera-
five time removes the space for reflection so that the Cartesian
subject can no longer define themselves as being. Ways of
finding the self within the current context are explored. The
effect of digital technology upon Foucault's optics of control are
examined. This chapter concludes with a dystopian reading of
the contemporary human condition contrasted by a pragmatic
one, in order to explore both the negative and positive influences
of technology.

In the third chapter | locate my practice within contemporary art.
| discuss the absurd and its manifestations in the creative arts,
followed by and exploration of the work of Bruce Nauman and
Mark Wallinger under the lens of the current human condition. |
find commonalities between their work and my own practice. In
the next section of this chapter | explore the effect and implica-
tions of post production on contemporary and my own art, by
examining theoretical background and the method and process
of several South African and international artists working in this
mode.

The fourth chapter is an exploration of my own method and proc-
ess. Starting with a brief look at the notion of synchronicity and
how it enables my own practice. My practice is then explored
through the media | have used to create this body of work. |
locate my sonic pieces within an historical and contemporary
context and then explore my use of both found and shot foot-
age. | conclude this chapter with an exploration of repetition and
cyclicality in the works. The fifth chapter explores the individual
works in detail.
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4 Method & Process
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warfare, the fact that | grew up at the tail end of this period and
the impact it had upon power structures in South Africa, much of
the cultural iconography used in the works relates to this period
of recent western history. Once | have chosen, what are often
the more abstract elements from the film | am using, | then edit
these together to create my works.

Similar to a DJ remixing other artist’'s music, it is primarily a loop
or clip-based space where digital manipulation and conjoining or
blending of pre-existing and manipulated cultural artefacts takes
place. Primarily | manipulate time, with extensions and com-
pressions of it to point the footage in directions away from their
original readings or contexts. in this way the footage becomes
quite pliable and working in co-operation with the sonic elements
can be nudged in various directions. Through time compression
or expansion and careful editing, most foctage can be extended
in a direction that the piece requires. | have aiso found that de-
taching the found footage from its original sound track renders it
even more flexible.

4.6 Video shot

Act 2, The Individual Distressed includes the works / am not
Ronbeck, Jed and The Man Without a Trace, and radiates around
the anxieties of the individual who exist in a world of illusion.
These works explore and attempt to find the limits of the
mechanism of construction. The form is a simplification of the
video biography, the kind that you wouid see on television about
a celebrity or politician. A single subject in a simple setting, shot
frontally, sets up the discomfort that suggests interrogation. This
invites the viewer to reflect on the ‘truth’ or lack thereof that the
speaker is constructing. Deliberate contradictions and absurdi-
ties further encourage reflection. The form of the celebrity video
biography is turned inside out with its frailties made evident.

5 The Works
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5 The works

My body of work examines anxieties that radiate around the
highly systematised and increasingly digitised contemporary
global culture, that can be referred to as hypermodern. The work
probes the mechanics of meaning within this culture of projec-
tion. It operates in a paradigm which favours a reactive mode of
operation over a reflective one. It operates in a context where
objects, things, places and events, more by an accident of
market pressures than design, are increasingly similar. The work
understands these similarities and explores how much of this
projected reality is constructed. The nature of construction yields
similarity, which the work accepts and yet an uneasy tension
remains between the work and this state.

The work operates within the mode that it is probing, using this
mainstream mode to probe the mainstream itself; the films
explore the boundaries of commercially-fueled, media-construct-
ed realitiss while using the same tools and language of these
systems.

Furthermore the work understands the necessary velocity of
this hypermodern existence and is geared 1o the aftention spans
available within this space. While the work accepts the global,
hypermodern space it operates within, there remain tensions
between the works and the structural aspects of this condition.
Technology is enabling and yet we should remain wary of its
promise. Communication tools are efficient, and yet we become
slaves of logistics. Global media systems are means by which
we can read a broader reality, beyond our own geography, and
yet what they reflect is governed by the laws of commerce.

It is within this context that | have created a body of work Cirgue
du Pan, which comprises of three acts. Each act comprises of
three video pieces. While they are not triptychs in the traditional
sense the works were developed out of each other and exist in
triangular dialogue. Each of the groups has a thematic title, the
first is Powercycle, which explores the projected iconography of
power. The second is The Individual Distressed, which explores
anxieties revolving around the construction of identity in the
media age. The third group is /Innocence Remapped using the
iconography of innocence 1o explore the darker side of con-
temporary human existence. These themes radiate around the
systems of power construction within the hypermodern context
| have explored.
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In Conclusion

The relationship between the individual and the world projected
is increasingly mediated.

| have created a body of work which is symptomatic of con-
temporary conditions. In a world where reality is projected by
the global media systems, progress is relegated to a state of
illusion, governed by the notion of consumer trends, which

are less about the will of humanity and more a mechanism of
commerce. Time and space have become so elastic that we can
hardly locate ourselves within them, instead we must rely upon
reflections or images of the self to be sure we still exist. Within
this context people, things, places and events have become in-
creasingly similar. World events as projected by the global media
system appear t0 be repeating themselves endlessly in a vain
attempt to break out of the perpetual now. My work sets out to
explore the mechanics of meaning within this context.

The works use construction and projection as a refiection of the
realm within which they operate, accepting the current condi-
tion while still probing its outer limits. The reiteration and cyclical
forms in my works evoke the repetitive nature of the human
condition while still questioning its structural necessity. The
works also understand the pressures of cultural time in the age
of logistics and acknowledge this state in their format.

By engineering a space for reflection the works encourage the
viewer to reconsider the constructed reality that we exist within.
The works revolving around the construction of identity unmask
the transparency of this technigue, that is so central to construc-
tions of the individual by media. This so often becomes the
mechanism by which power or status are achieved. Redirecting
existing cultural artifacts is a strategy that acknowledges the
power in constructed media, while still questioning it's suprema-
cy in global culture.

————




Endnotes

1 The Military Industrial Complex {MIC) has its roots in the

War Industries Board (WIB), a body that emerged to steer the
‘economy of war’ in the USA frorm 1915-1918. The WIB was
staffed by unpaid experts from the industrial sector, who while
apparently operating altruistically were guaranteeing their own
slice of the pie by ensuring that their own factories produced this
military hardware. Since 1812 the US military was in a unigue
position in relation to other industrialised nations, in that it was
in charge of its own procuring. The WIB's influence waned

as it tried to wrest control of procurement from the military.
Ultimately restructuring of this system led to the emergence of
the MIC. Post World War Il the US foreign policy requirements
in respect of the Soviet Union and the Cold War were driving its
military hardware requirements. The MIC emerged more as a
symptom of this as opposed 10 a structured and cohesive body.
The MIC is more behavioural than legislated. Koistinen maintains
that the MIC is also symptomatic of a United States where
there has never been a significant peasant uprising or challenge
to the leadership elite like there has in other industrial nations.
This results in a sense of entitlement to power by this elite and
entrenches imperialist behaviour. Hence in the 1950's the US

built massive peace time military to police the world. Source
{Koistinen 1980: 1-16)

2 The post Cold War phase could be thought of as the golden
age of capitalism, when the collapse of the Soviet Union saw
capitalism triumph over communism. Capitalism is amplified
and extended in this period. Military siege thinking starts to look
outmoded and capitalist strategy appears more stealthy and
efficient. GWII represents a conflict between these two modes

of operation each vying to be the predominant guiding force of
the political machine.

3 Mirzoeff also talks about the emergence of the 'detain-and-
deport’ system ten years prior ta 9-11 (Mirzoeff 2005:120),
representing a convergence of liberal and far-right thinking. For
the left this was used as a means to gain power (Tony Blair's
New Labour taking over in the 1996 elections) while the far right
maintains ‘the unfailing belief in their own redemption’{Mirzoeff
2005:121). This explains Blair's alignment with George W. Bush
in respect of GWII. The preemptive strike represents the state
turning its back on the notion of needing to prove guilt, instead
focusing on the need to protect itself from the other.

-
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4 The acceleration of real time, the limit-acceleration of the
speed of light, not only dispels geophysical extension, the
‘life-size’ character of the terrestrial globe, but ... dispels the
importance of the local time of regions and ... nations (Virilio
2000:118).

5 Gordon Moore, co-founder of the Intel chip company, posited
that chip speed and hence computational power doubles every
18 months. This is referred {0 as Moore’s Law. Moore's Law
has become a mechanism by which we measure technological
progress as a whole.

6 Google earth {(www.google.earth.comj is a full satellite image
of the earth from space that the viewer can zoom in and out of,
thus gaining a terresirial view of one’s situation.

7 This paragraph contains aspects of my seminar paper In
Response To On Looking Both Ways (and That Space betwsen)
which was written and presented at Michaelis School of Fine Art
in the 2005 seminar series, as an answer to the seminar paper
On Looking Both Ways {and That Space between) by Lorraine
Koury.

8 Rob van Kranenburg teaches theory at Post St Joost and «
EMMA {Ma Interaction Design} at the HKU, Hilversum, and A
Medialab Amsterdam,. “

9 South African Concise Oxford Dictionary

Synchronicity the simultaneous occurrence of events with no
discernable causal connection 2 the state of being synchronous
or synchronic.

{Kavanagh 2002: 1188)

Penguin English Dictionary

Synchronicity the coincidence in a person's fife of two or more
events which seem to be linked in significance but have no
causal connection. {(Allen 2004: 1425)

Wikipedia.org

Synchronicity is a word created by the Swiss psychologist
Carl Jung to describe the alignment of “universal forces” with
the life experiences of an individual. Jung believed that many .
experiences perceived as coincidences were not merely due
1o chance, but instead reflected the creation of an event or |
circumnstance by the “coinciding” or alignment of such forces
twwwwikipedia.org/wiki/synchronicity accessed 18-04-05)

Select References

Allen, R. (consulting editor). 2004, The Penguin English
Dictionary. London: Penguin.

Augé, M. 1995, Non-places: Introduction to an Anthropology of
Supermodarnity. London: Verso

Augé, M. 1999, The War of Dreams. London: Pluto Press.

Baudrillard, J. 1988. The Ecstasy of Communication. New York:
Semiotext{e).

Baudrillard, J. 1995. The Gulf War Did Not Take Place. Sydney:
Power Publications.

Blackburn, S. 1996 Oxford Dictionary of Philosophy. Oxford:
Oxford University Press.

Borges, J.L. 2001. Labyrinths: Selected Stories and Other
Wiitings. London Penguin.

Bourriard, N. 2002. Postproduction. New York: Lucas and
Sternberg.

Bourriard, N. 2002. Relational Aesthetics. Dijon: les presses du
reel.

Bolter, J.D. & Grusin, R. 1999. Remediation: Understanding New
Media. Cambridge (MA): MIT Press.

Debord, G. 1998. Comments on the Society of the Spectacie.
London: Verso.

De Botton, A. 2004. Status Anxiety. London: Penguin

de Certeau, M. 1997. Culture in the Plural. Minneapolis,
University of Minnesota Press.

Doherty, T. 2003. The Sincerest Form of Flattery: A Brief History
of the Mockumentary In: Cineaste v 28 no4 Fall 2003. P. 22-24.

Durand, R. 2001: Mark Wallinger's Art of Dissent In: Art Press no
269 June 2001, F28-33.



www.wikipedia.org/wiki/synchronicity
http:Wikipedia.org
http:www.google.earth.com

T

Foster, H. 1996. The Return of The Real. Cambridge (MA): MIT
Press.

Foucault, M. 1991, Discipline and Punish. London: Penguin.

Fukuyama, F. 1892 The End of History and the Last Man.
London: Penguin.

Fukuyama, F 1999 The Great Disruption. London: Penguin.

Hunt, D. 2000 Fighting Words In: Flash Art Vol 33 no. 211 March
April 2000 P84-86.

Kavanagh, K. 2002: South African Concise Oxford Dictionary.
Oxford, Oxford University Press.

Klein, N 2001. No Logo. London: Flamingo.

Koistinnen, P 1980. The Military Industrial Complex: A Historical
Perspective. New York: Preager Publishers,

Lacan, J. 1977, Ecrits a Sefection. New York: Routledge.

Lunenfeld, P. 2000. Snap to Grid : a User's Guide to Digital Arts,
Media and Cuftures. Cambridge (MA): MIT Press.

Mau, B. 2004. Massive Change. London: Phaeton.

Mirzoeff, N. 2002, The Visual Culture Reader. New York:
Routledge.

Mirzoeff, N. 2005. Watching Babyfon. New York: Routledge.

Monk, P. 2003. Double Cross: The Hollywood Films of Douglas
Gordon. New York: Distributed Art Publishers.

O'Reilly, S. 2006. Things That Go Bump In The Night. In Modermn
Painters June 20056 P84-86.

Pym, J. 2004. Time Qut Film Guide 2004. |.ondon: Penguin
Books.

Prendergast, M. 2003 Ambient Century. London: Bloomsbury.

Shaffner, 1. 1897 Circling Oblivion/Bruce Nauman Through
Samuel! Beckett. In Bruce Nauman 1985-1998 Connecticut: The

Aldrich Museum of Conternporary Art.
Simon, J. 1994. Bruce Nauman. Minneapolis: Walker Art Centre.
Toop, D. 2004. Haunted Weather. London: Serpents Tale.

Tosh, J. 2000. The Pursuit of History. Harlow: Pearson Education
Limited.

Van Assche, C. 1998. Nauman Bruce. London: The South Bank
Centre.

Virilio, P. 1989. War and Cinema. London: Verso.

Virilio, P. 1999. info war. In: Ars Electronica Facing the Future.
Cambridge (MA): MIT Press.

Virilio, P. 2000. The information Bomb. London: Verso.
Virilio, P. 2003. Unknown Quantity. London: Thames & Hudson.

Virilio, P. 2005. Desert Screen: War at the Speed of Light.
London: Continuum.

Wittgenstein, L. 1961, Tractataus Logicas Phifosophicas. London:
Penguin.

Williamson, S. Jamal, A. 1898. Art In South Africa The Future
Present. Cape Town: David Philip Publishers

Websites

www.wikipedia.org last accessed 11-04-06
www.artspace.org accessed 10-02-06


http:www.artspace.org
http:www.wikipedia.org












