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Some time in May 2003, as | was coming back by train from Kuala Lumpur, | noticed an electric line along
the track, running all the way from Johor to the Singapore station. At times crumbling under the thick
cover of vegetation, only to later reappear, standing strong and proud with all its wiring intact, this electric
line was a piece of the past which for some reason had withstood the onslaught of modernity.

Having travelled by train on many occasions between Singapore and Kuala Lumpur, | had been aware for
sometime already of the peculiarities associated with the train line between the two countries.This section
of the train line, and the Singapore station itself, are Malaysian territory within Singaporean territory. This
rather unusual situation inherited from the colonial past is so paradoxical that one administratively enters
Malaysia before having physically left Singapore.

This electric line stood as an anachronism in the context of Singapore’s 2Ist century landscape, an anach-
ronism that was a direct consequence of a territorial paradox. In it, | could see a subject that would fit
particularly well the study of time and space in photography upon which my work is based.

RSFP, or Retro Specks Future Pixs,was conceived as a “video and photo based time-sculpture”, an installation,
in which video, photography and sculpture interacted to take the viewer back and forth in time, back and
forth in space, while remaining here and now in Sculpture Square. It was based on a double screen video
projection respectively showing the back and forth journeys between Tanjong Pagar and Johor Baru.

On one side, the journey from Tanjong Pagar to Johor Bahru, filmed with a backward motion, looking at the
point of departure getting further and further.This is the Past, looking at “where | am coming from”.On the
other screen, the journey from Johor Bahru to Tanjong Pagar, filmed with a forward motion, looking at the
point of arrival drawing closer and closer.This is the Future, looking at “where | am going to”. By looking
at both projections at the same time, the spectator is thus placed into some sort of “no-time, no-space”
zone. Is he going forward? Is he going backward? Is he looking to the left? Is he looking to the right? He is
doing all this at once by doing nothing...A Taoist version of the Middle Path?

The videos were digitally manipulated on the video camera itself to graphically age or ‘futurise’ the films
and still photographs were extracted from their respective videos to illustrate the Past and the Future,
thus resonating into “retro specks” and “future pixs”.The “retro specks” were elongated to fit the slower
motion of the past, while the “future pixs” were compressed into squares to fit the concept of pixel in
digital imaging. They were presented hanging in space, as the landscape seen through the window of the
train carriage, while the back of the images showed that very carriage.

The space component of the exhibition was represented by the train line and the stations marking the
beginning and end of the journey. Upon entering the exhibition hall of Sculpture Square, the visitor was
greeted by four photographic sculptures reproducing Nolli’s sculptures decorating the facade of the train
station in Singapore. Behind the screen, a photo-sculpture featuring the clock tower of the Johor Station
was used to hold the projection material. On it, was also projected a clock in real time, the focus point of
the “time-sculpture” installation. Standing between the two photo-sculptures symbolizing the stations, an
enlarged map reproducing the lay-out of the train line occupied the centre of the floor.

The map became the subject of workshops that developed in the course of the exhibition, giving further
meaning to the expression “time-sculpture”. Children from schools located along the train line were asked
to document their everyday environment with digital photography. These images of scenery, buildings and
landmarks were then turned into self-standing paper images placed according to their original location
on the map.To the artistic practice, the workshop therefore added another dimension by giving a better
knowledge and understanding of their country to the children.

Now something rather unexpected happened in the course of putting up the exhibition, something that
eventually led to the production of this very book.While working on the graphic explaining the layout of
the installation, it suddenly dawned on me that the floor plan of RSFP was reproducing exactly the layout
of the seminal 1977 drawing in which | purposely explored for the first time the notions of time and
space and their nature in painting and photography.The idea to trace the progression between these two
significant moments of my career took shape in the blink of an eye. And as fate would have it, | was lucky
enough to be given the needed budget for this project by the team of the Cultural Services of the French
Embassy. Some things are just meant to be.
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5 digitally enhanced video stills




7 digitally enhanced video stills - digital prints on metal - 2005 - 80x80cm






S TR T3

L L = LT




..

7@1}#%&*/\; Lutwre pl&if. .. [ nont zéﬂ //) Y soscleon lud—méme 4,&41/1/' ' L’%/{é’%(/(&s' Eyj_
catious. /aKs s éd/fa //1/ /L&fe ffa/z Y ow i’ (de ///zﬁmwe bar t({t’/lléé / [ 5
se /4/6 A&/ sur e /‘(R z/z mavide q{/a‘/[/ awz%%zwwz Le tibre est rfm wn /ﬂ(
/é mols 51’7&/[/11‘ / /‘//[J/Ls /ﬁ%/&ué e / ///{1/1» //z /{(ﬁ(/ L, /aa‘—cée / ///[lllds
/é//lwc’ et Lé’//é& //« / tur! L tzée [é / g%{%(ﬁ(’f%/lf/’//l[ﬁ A)’\ z/ 2 m///{z e en baor
entre Kyala 111711/ el J(/[/%(ﬂt{/‘ /4%% e nows verncess d //ué‘f/ o %{/f B{[/ v, /
/,@/‘/zz.'c’/z z’z/z /flllé{l;fl.’é’/lllﬁ/ a‘//w nous /z*/z/k%‘ dans /[ /(//1[5/'& /174{/4{ %yaiz‘ matur
vers 7/;/1/1/7 p[[/f[/; 11/ /r[/c an c‘e/zﬁﬁv//éﬁé}}y’%m/; //, /t’/?l/[//:(/[lo é/ %f[/ %’/4 viee
_/ o _ o

a // S AR /j a .~
ﬁ?iﬁ%’. wre ,wa/é 7/1& electrt /ze [[/z{/[[é)ﬂ/lé’é’/ (é[l‘[[/lV/Z /r[./ ement 4{:; annees 7/ M

/uzz‘ ~ébe / been méme: 4 (4 annees SO SC / M//UL/ en comple //4{11‘ e {wz‘l sl/sfé//[é’
aé pue /é’ Sz/z/f(/ fr est souterdor cz‘ 72 1/ V2 (CUJZLV/(J /é 1//11: é aé /?{L’ [f[/zg
//m/[/e de / zé/ ous ab%/c’/z/ 57/ 12 / w chse sl&uﬁ[ ma cwiosde. A//l{/[f//[/[l/[f&%&s
tf/ clué ce s ’(}///[/c’ en buon entre K /(5 : %a‘/[/ 5 // fl‘/{/g//[fédz//zc/zz‘ consceent zé /[

-

. . Vi
Jlﬁ(l[ﬁ(‘/lx[[[éﬂl/[ljﬁf[ﬁ Ve d- / (/ﬂ/wf /é ce pariq me Suite a une /a,aﬁ}z/ bosst - L(/‘A’ZHZ e

L(/%‘///(t’t’/ ce mercean de / ’[H(/é//t’t’ cladt reste 1{///»//&1% de /{ seceele qés L/lé/i[l/L
q /é/ md. /{mc/m an moment z/ / weees d / uzz%c/// wice /é %«W/ un meveedu qe
‘é’/ufm/c’ malaisena / ‘ilerienr meme //é’ St /%(W‘/ //az e aﬂz(/ /‘zz axu //ﬁ/{/z/ /azz encore
o entre /[zé/zz/zué/(z‘uk/fzaa‘ e/l [d/ aisie avant / aAver /l//s /{f/ﬂwf uitte Juz/ /1%1(/‘

SC M rm//z//e e i, Les antwidles ma k[éféé/l/zas' ne s ’éz‘fak’/z%f souecees de aai% /4 e
— o/
vetuste. Ccﬂ //c' Juz/%(w‘/z r[;)r[zuzf/m ! // mh/ v loucher: L{ 1/ e e/wb /I{é’ eladt

Vol

zz./z.x/(/zzzc/z/‘{m;/fz.cy‘/u? 9&1}54&‘5«/‘ wrne /[/Z(Mzzzé’%{[ﬁ}zé. E//e mn % d/‘l{f comme un o‘f/'a‘
/ g
el / el o~ o~ /'\ /’/'\
. /o / . V4 . /) .
a&’/{ /m(/' /{ ﬂ(a%/fé’ mn 3%%//(&(&1//{ ﬁ%& et z& /%/ac en ./11%&7/'/[ Shee.

k/,/

o~

e R v A

<






Le ﬁ@m&rf%m”mm&%ﬁm/w%% comme: une Sz%m%
Wl E%c%é@ww% w'%g/ m&/rz;fwéy ése/u W \pﬂﬂ - jﬁé;eé
jﬂ%ééﬂ@/é&ﬂﬂ&% &ﬁmaé%wg@% ef/m.ﬂ/@ é SCAS (vesse

ﬂéﬁ‘%wﬂéﬁ % j& /Mwé/ﬂ ¢ ZWWW%'L‘ vess énéﬁmfw%

LW/Q/M%%WW%@@%@ wres, lr s ﬁ%ﬁm

decod. Nﬂzywdéwfﬁéaﬁj% A&%M/@W
%&mz‘mfce% wm@mfm/eﬁ@mwxéma%wy%&m%éaw

fee///?a‘e&d/ s lowr-sr Lo a%@f v olll-méne. /Iwméé/m wte
curte mfa&@gf mym/w;@zfé%m/wméf WW
@wé oves db diverses ool sctudes é@/ééww e, ///dm%«/m%w
chrsed M /ﬂ#ﬂﬂ%@ sorlls @Wé%mﬁmé
Liustallition: %&W/Mb/w%ﬁ% /%%mwé%m%
dessiv do 1977 i it s Wmaﬁz%mfé% ef/é/%w\/zwm
é/@% L%/mmy&mﬁm%ﬁﬂmmm dege moments
Sseisit loet waturellomet. E%//f/éum;m bones ﬁ car o services
w@%%/ﬂm@%ﬁfm%mwé@ﬁf/@m/mﬁmzéé

rilier: Cet mﬁ&/ ViU %We(/m}zfe/mf entre vos mans.




So what could be a conclusion to these 30 years or so of research! Hum... can there be a conclusion to
a mystery that has pounded on the human mind since the beginning of time? Hardly of course, but in the
process of formalising my thoughts for teaching purposes over the last couple of years, | have derived a few
concepts, which judging by the reaction of people around do hold water. So here we go...

hen photography was invented, it brought about a shift in the perception of time and space the effect

of which still has to be fully evaluated and understood. Suddenly, far away places could be seen as they
were and the appearance of bodies could forever be preserved. By using the very light that made the world
visible, photography made images from bits and pieces of it, images that started floating around. travelling
across the world, recalling long gone departed ones.The infinity of space found itself compressed and the
relentless flow of time fragmented.Things were forever different. Roland Barthes in his seminal book Camera
Lucida suggests that if we had then begun asking ourselves what is photography truly doing, we would have
gone mad.We had no other choice but to take it for granted. Maybe, rather than asking what photography does,
we could wonder what happened when Reality looked at itself for the first time in the form of a photograph.
The question is not any easier to answer, but one thing for sure, we can assume that Reality must have liked it
a lot, given that by
now photographs
and their ersatz in
the form of films
and TV are simply
everywhere!

From the packet
of cereals on our
breakfast  table,
to our IC in the
wallet, to the ava-
lanche of images
in real-time on
24-hour TV news
channels, images
of a photographic
nature are all
around us. In fact
it is as if Reality
got so hooked on
looking at its own
self that it went
into a process
which | propose
to call the con-
stant self recording
mode. The latest
and most effi-
cient tool of this
Constant Self Recording Mode is obviously digital photography, a medium that allows instant visualisation of
the moment and the almost surreal choice given to us to either preserve or erase it. The long term effect
of this is anybody’s guess but judging by the impact it already has on us today it will certainly be decisive.

There are a few well entrenched misconceptions about photography, within the public and even within
the specialists community. The first one is about the naturalistic aspect of the medium. Because of its
uncanny resemblance to the original moment, photography was perceived as the perfect realistic means of
representation. But if we look at the effects of its apparition in our realm, we can see that far from having
comforted the notion of reality, it has on the contrary blurred the thin line between fact and fiction, evolv-
ing eventually into the virtual reality now slowly but surely shaping up around us.

The second is its similarity to death, a perception of the medium naturally comforted by the function
it fulfills in the remembrance of the departed ones. Even Barthes, although most visionary in the book
already mentioned can not avoid this trap.To many commentators, Photography is ‘the death of a moment’.

No doubt that Photography confronts us to our own transience.Yet physics say that “nothing is lost, noth-
ing is created, things are transformed”. And if one refers to spiritual traditions, indeed Nature does not
die, it transforms itself. Rather than reading a photograph as ‘the death of a moment’, | prefer to see it as a
moment detaching itself from the four dimensions space continuum (three for space and one for time), a
moment that goes on floating around in a new continuum of its own. Recent developments have led physics
to pre-suppose the existence of other dimensions than the four we perceive to explain the world. | suspect
that photography creates (a) dimension(s) of its own in which what happens is again anybody’s guess. Some
new time theory even suggests that not only time but even movement would not exist. Photography would
then show the world as it ‘really is’, for ever still, and cinema then explain the illusion of movement.

The last misconception is about the supposedly ‘transparency’ of the medium.This notion, induced by the
medium’s realistic aspect, is emphasised by the use of transparent films and light. It is said for example that
the effortless reconstitution of perspective in a photograph makes its support ‘transparent’. However, if one
looks at the history of photography, the very first image recorded in 1826 was anything but ‘transparent’.
The Point de Vue d’une Fenétre du Gras by Niecephore Niepce was actually a rather ‘opaque’ affair. To begin
with, the image is
embedded, not
printed, in a coat
of bitumen of
Judea, a chemical
that has the prop-
erty to turn from
black to white.
This bitumen is
laid over pewter,
a perfectly dull
metal with no
shine to it. Lastly,
the image itself is
almost invisible
because it needs
a specific angle
of incidence of
light to suddenly
reveal itself. All
things that make
the first photo-
graph  anything
but transparent

The image’s sub-
ject however was
indeed ‘transpar-
ent’: the view out
from a window
over Niepce’s property. In this very first image, photography was a ‘window’ over the world and because
of that superficial transparency, most readings of the medium focused on what could be seen ‘through’ that
window, the social, historical, political content. But what makes the ‘frame’ of the window has been largely
ignored. We know very well how to take good photographs, but what truly happens when photography
records a moment in space and time, and when subsequently we look at it, remains a complete mystery.

There could be however some new developments soon. It is generally accepted that when photography
appeared, it took over the function of realistic representation performed until then by painting. Freed of
any representational needs, painting could then embark on a path of its own and fully reveal its essence.
| suspect that something similar is about to happen in the photographic world because of the development
of digital photography. Obviously, digital imaging now fulfills the representational needs of the Constant
Self Recording Mode. This could eventually leave analog photography free to reveal the full mystery of its
alchemical process in the dark room where water, the very essence of life, reigns supreme.
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The Workshops

The workshops formed an important part of RSFP. They were important for two reasons.
Firstly, they made the sponsors look at the project with a kind eye! A rather important
point in today’s world where the search for budgets to realise artistic visions often takes
the best of an artist’s time. Secondly, they gave a concrete meaning to the description of
the installation as a ‘time-sculpture’ by changing the appearance of the central map over the
duration of the exhibition.

Seven schools participated in the workshop in Sculpture Square and another three in NIE,

where it took on a different form. In Sculpture Square, | first went to the different schools

involved to present a lecture on photography, together with a representative of Epson

who talked about digital printing. With this brief on what their contribution to the exhibi-

= tion would be, the students photographed their daily life environment, their school and
eventually the nearby train track. The photos were then turned into photo-objects which
were brought to stand on the map, in relation to their original location, thus recreating the
landscape along the track.

In NIE, the teachers made the project fit their respective programmes. One of them had the
students documenting the train journey from Tanjong Pagar to Johor with pin hole cameras.
Another one, working on a giant kilt, had them to travel while disassembling and assembling
the kilt, as a symbol of the relation between the two countries. The last one also made the
student work on the relation between the countries but with drawings and collages.

a January/February 2005
— August/September 2005
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