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The central question I want to answer in this dissertation is: How to paint a highway?
It sounds simple, but considering all that highways represent, the answer is anything but straightforward.
The motivation for this study came about due to my travels on the N1 between two of my homes - one in Johannesburg, Gauteng, and the other in Rosendal, eastern Free State. These two places function as opposites in my life – urban/rural, work/leisure, material/spiritual, culture/nature, future/past, English/Afrikaans. While driving on this road, essentially to ‘escape’ the city, I became interested in how this gateway to my destination violently marks the landscape and how South Africa’s past, present and future is invisibly inscribed in this structure. Becoming aware of the N1 highway’s centrality, I also had to come to terms with the polarities it bridged in my life.
To understand this tolled gateway, I began painting debris collected on the shoulder of the road. During my stops to collect the material, I became aware of the disorientating power of this space. Above all, I became aware of its transience – a place to visit only due to vehicle failure, accidents, roadblocks or traffic infringements. I came to see it as a place of violence, oppression, loss and dread – a non-place that resists the presence of bodies. A place where you are an anonymous traveller until the authorities demand of you to prove your identity, your relationship with the state and your right to be in that space. Although in no way as traumatic, it is not dissimilar to the unsettling space refugees must negotiate when entering foreign soil.  
In this study, I will critically engage with how the brutal highway structure, and the space it creates, is the result of a worldview imposed on the South African landscape since the arrival of the first colonists. Today the N1 cuts across South Africa from Cape Town to Beit Bridge on the Zimbabwean border, from where it splits into the A4 and the A6, facilitating access to the rest of Africa. Although sections of this road existed long before, it was only consolidated and named the N1 in 1971 (Bernal C Floor, 1985, 63). It was the first single-carriageway freeway built in South Africa and in Africa. It mirrors the travels of the first colonists exploring the interior of Southern Africa and is the first section of the once envisioned Cape to Cairo road. The N1 stands as a monument to the grand globalising dream of the West and the penetration of international capital into Southern Africa. It remains one of the key economic arteries transporting cargo across the country and is the central enabler of local consumer culture. It cuts through cities, slums, impoverished and middle class suburbs, mountains, semi-deserts, savannah and bushveld. 
The road is as much a unifying as a dystopian South African space and hence it offers a way to engage with the consequences and stresses of a developing country within a globalised world. Lastly it offers a glimpse of a future in which space and time will have very different meanings, shifting our sense of place and belonging. The highway will therefore function as a trigger to probe broader phenomena related to the space it creates. 
This written dissertation is a framework to inform the artwork produced in support of my study. In it I unpack my understanding of non-place as it relates to the national motorway.  For Marc Augé non-place is “a space which cannot be defined as relational, or historical, or concerned with identity” (Augé, 1995, 78). According to Edward Casey (1997) all motorways qualify as non-places as they are closed-in, thinly spread, technological landscapes constructed to serve state and capital. It is because of this single function that its form expresses a globalised and homogenised aesthetic. Its oppressiveness is emphasised by constant surveillance and strictly controlled and demarcated access to space with boundaries announced in garish primary colours. The alignment to capital is undeniable considering the proliferation of tollgates. To add to this, the presence of speeding blue light convoys on South African highways - advertising the ruling elite’s power and privilege - confirms highways’ function as support structures for what Arjun Appadurai calls “the paranoid, self-perpetuating, bloated, violent and corrupt modern governmental apparatus”. (Appadurai, 1996, 19) 
The impact non-places have on humans is dramatic. Casey describes people who are in the presence of non-places as place-panicked. “The depression or terror felt at the idea, and in the experience, of an empty, desolate or uncanny (unheimlich) place” (Casey,1997,6). According to Casey “the prospect of a strict void, a non-place, is felt to be intolerable. It is so undermining of personal or collective identity, that practices of place-fixing and place-filling are set in motion right away” (Casey, 1997, 6). 
My project to collect and paint the debris from this particular non-place is an attempt at place-filling. I explore the faint possibility that function failure (a co-ordinated or accidental disruption of the system) can result in place creation, even if often only for fleeting moments. The flowers and crosses next to highways marking the death of loved ones are examples of place-creation. Function failure in the context of this study refers to minor or fatal vehicle accidents, protest action disrupting traffic, sabotage of national assets, or an individual wilfully disobeying the rules. The latter relates to the theme of the ‘Quest movie’ as discussed by Cohan and Hark (1997) in The Road Movie Book.
Function failures, especially in terms of accidents and sabotage, often produce debris on the highway shoulders. It is these objects I document and re-contextualise through my artmaking process. For me function failure also refers to Martin Heidegger’s notion that we gain consciousness of place primarily when something is out of place (Casey, 1997, 249). It therefore brings up a disruption in the master narrative into which new meaning can be inserted. Painting and re-contextualising debris or other markers left within the space make objects visible that travellers usually ignore on the highway, unless they pose a direct physical threat. Bringing to attention the remnants of function failure should encourage the viewer to re-examine the space created by these structures. 
In the body of work I produce for this project, I aim to facilitate an emotional engagement with non-place through the paintings; the kind of engagement non-places, by their nature, resist. I also explore what I consider the inherent meanings of these objects. Accidents fragment objects - for instance, a tyre’s innards consisting of amongst others rubber, steel, brass, cotton and black carbon, as well as the layered manufacturing process - are thus exposed. By forensically documenting these mass-produced carcinogenic objects, of which one billion is manufactured annually (Sadiktsis et al., 2012, 3326). I make visual not only their materiality but also their mode of production from source to assembly line, and what that involves. 
The forensic documentation happens through the medium of watercolour painting. The reason for selecting this medium is to emulate the tradition established by topographical and natural history artists. The aim is twofold. Firstly, the nature of this genre emphasises rational scrutiny through close observation (Smith, 2011, 56). Secondly, I position my work as a critical extension to early topographical artists/explorers/travellers in Southern Africa who went on treks into ‘non-space’, as defined by Lefebvre (1991), during Europe’s drive for global domination. This domination ultimately produced non-places through the violent subjugation of plants, animals, landscapes and peoples in the newly explored non-spaces, which would ultimately become colonies. Thomas Baines was one such figure; through his meticulous watercolour studies of the Southern African hinterland’s fauna, flora and people he created a template for future South African landscape painting. He also exemplified the imperialist Victorian era and identified, as Carruthers (1995) points out, its Prospero complex. The impact of this can still be felt by the political, economic, social and physical structures it established.
Following a discussion on Baines, I examine two more South African watercolourists namely Ernest Mancoba and Alan Crump. Mancoba’s work is important as he articulated the experiences of the displaced traveller, while Crump portrayed the dystopian South African landscape as a product of white capitalist domination. 
Once the constructed highway in the landscape makes its debut in representation, I will return to Europe and specifically Germany. In 1933 Germany launched the construction of over 8000km of express highways as a remedy for unemployment, but soon the Third Reich would use the Autobahn as a propaganda tool. Several films were produced of the Autobahnas discussed by Dimendberg (1995) in The Will to Motorization: Cinema, Highways and Modernity. Following Germany, the United States of America (USA) also became a car manufacturing giant. This prompted a surge in representations of the Interstate Highway. These two early examples of highway representation will be discussed and compared to the development and representation of national roads in South Africa. In 1935, when the South African National Road Board was founded, the building of roads was “to further the cause of national unity and the builders of the road were to be regarded as builders of the nation”. (Bernal C Floor, 1985, 4). As in the USA and Germany the road was therefore seen as an important nationalist project assuring a prosperous future. The first national road passing through South Africa from George to Beit Bridge in 1938 was named ‘Die Pad van Suid-Afrika’ in Afrikaans and ‘The Great North Road’ in English (Bernal C Floor, 1985, 9) After a visit by a South African roadbuilding delegation in 1957 to the USA, the local highways would be modelled on the Interstate Highway. 
From the 1950’s onwards, the highway and idea of cross-country travel would facilitate the development of new narratives. Jack Kerouac’s On the Road in 1951 was the first book that would set the tone for the dystopian narratives of the noir outlaw and quest road movies. Many of these films questioned everything the Interstate Highway and associated Prospero ideologies represented. For the purposes of this dissertation I focus on two: Easy Rider, directed by Dennis Hopper, and David Lynch’s Lost Highway. These films reference more than the highway, but throughout the motive of the road remains central to the plot. Both explore the psychology of travellers who find themselves in a liminal state - a state similar to a non-place. 
I highlight common threads between the above-mentioned historical references and hopefully it assists in answering the question: How to paint a highway?
This dissertation consists of three chapters. 
· The first chapter unpacks and defines my understanding of non-place. 
· The second chapter looks at historical references as far as the representations of landscape, highway and non-place are concerned. 
· In the final chapter I discuss my work and how it relates to non-place and the tradition of landscape painting.  


[bookmark: _Toc488071533]Non-place and the highway 
In the introduction, I state that the N1 highway and the space it occupies qualify as a non-place. In this chapter I unpack that claim and look at how non-place extends beyond the borders of the road. I will trace how a concept like non-place came into being and how our sense of place and space shifted throughout the ages. This chapter argues that non-place is an outcome of Western expansionism and a result of globalisation; a world transformed by travel. I will argue that non-place is globally now so entrenched that place-making needs to be activated to exist.
[bookmark: _Toc488071534]From place to space and back
Henri Lefebvre discusses the changing notions of place and space extensively in The Production of Space published in 1991. According to him place held primacy over space in antiquity as place and God were seen to be one. The cosmos was seen not as an empty and endless space, but as an embracing place. Creation happened from within place. In the following centuries, from 300 BCE to the Renaissance, the preoccupation with place gradually gave way to a preoccupation with space. Place lost its prominence in Western philosophy due to the dominance of the Catholic Church, which promoted the idea of God as absolute space outside of earth. From the Renaissance onward the Catholic Church’s powers diminished. A world market was established and with that the rationality of calculus and exchange became dominant. From then on space was produced, a result of human intervention. Thereafter the state, with the help of its midwife, capitalism, eclipsed the absolute power of the church. The capitalist process of accumulation accelerated and the conquest and plunder of the oceans and continents by Europeans followed. In this world, place became a point to be measured. Maps of foreign worlds proliferated and in architecture buildings were erected on ‘sites’.  ‘Site’ in this context meant a stripped and emptied place/space gutted to fit the requirements and forms of planned institutions, usually state buildings proclaiming authority. The state and the capitalist classes took over space and their hold has not subsided. According to Lefebvre (1991) one of the outcomes is that spaces are therefore no longer lived. This transformation can relegate them from action to memory, where they then loose meaning. 
In the late 1700s Immanuel Kant brought about some change to the understanding of place and space. He recognised that there was a special bond between body and place. As Edward Casey writes in The fate of place, a philosophical history (1997). 
“Kant showed that the body’s role in the implacement of things in regions is that of providing these things with a directionality they would lack when considered merely as occupying positions relative to each other. Without the implementation of this role, material entities would be un-oriented, lacking the definite directionality of right or left, up or down, front and back. Things are not oriented in and by themselves; they require our intervention to become oriented. Nor are they oriented by purely mental operation: the a priori of orientation belongs to the body, not to the mind” (Casey, 1997, 205).
This insight of Kant paved the way for the phenomenologists in the 1900s to radically redefine place and space. Maurice Merleau-Ponty, Edmund Husserl and Heidegger made the absent body cede place to the lived body, and they argued for the experiential quality of place. Other philosophers in the 1900s, like Michel Foucault, Gilles Deleuze, Felix Guattari and Luce Irigaray, extended the reading of place with political interpretations around the body. The result is non-qualitative and heterogeneous interpretation of space and place. 
Place was rescued, but simultaneously super-modernity accelerated the production of non-places. At the root of this is increasing globalisation, consumerism, rapid transport, mass communication and the large-scale movement and displacement of people. Super-modernity results in “a density and speed of events threatening to rob the world of all meaning” (Augé, 1995, 34). But while Western cultural hegemony is indisputable and its economic base sweeping across the planet since the late 1800s, the effect it has had on the Global South, as discussed by Caren Kaplan in Questions of travel: postmodern discourses of displacement, Post-contemporary interventions (1996), is fragmented, contradictory, complex, and intensely diversified. According to her Local factors have proven to be resistant to the absolute annihilation of place. The land provided anchorage in terms of world-view, spirituality, food, economy and political organisation. It supplied a sense of belonging, meaning and identity – a home. Resistance can take many forms and where displacement was or is all-encompassing, the drive for homecoming can turn into nationalist fervour and the landscape could yet again be viewed as a site to occupy. Kaplan (1996) also discusses the phenomenon in the current age that has produced tourists who are forever looking for authentic experiences, but their presence in the landscape, and the commerce that follows, could obliterate place. Place is therefore not a static concept; it can be made or destroyed and can co-exist with non-place. The landscape - as a stable point, as an anchorage - carries the burden of orientation while simultaneously being physically modified. It is within this search that the study of non-place is important to my artmaking practice. 
[bookmark: _Toc488071535]Defining place and non-place
[bookmark: _Toc488071536]Place
As stated above, Kant paved the way for connecting body and place. The phenomenologists built on his theories, which opened a legion of new readings of place. Following are notable interpretations showing the primacy of body in defining place.
Maurice Merleau-Ponty pursued the thesis that it is primarily through our lived body that we have access to the primary world. He argued that this is so because the body has its own corporeal intentionality. Thanks to this intentionality, which is rooted in the deepest and subtlest recesses of the lived body, we are provided with anchorage in the world. Casey (1997) points out that that is why the child’s experience of place is poignantly remembered. This builds on the writings of Gaston Bachelard, author of The Poetics of Space (1964) who looked at place as a psychological state, as our first universe and therefore the key to orientating our place in the world. Space comes to the child and therefore to all of us as contorted, twisted in the asymmetrical double helices of the right versus left, here versus there, front versus back, near versus far. These contortions begin in the bodily experience of place, which is where we first encounter them and where they have the longest lasting effect. The body is therefore place-productive due to its kinetic dynamism. 
Edmund Husserl used the concept of kinaesthesia - the body walking the landscape - to emphasise his point. “When you walk, you are at once moving and yet experience yourself as a stable null-object” (in Casey, 1997, 225). Place thus acquires an embedded dynamism. Body and environment are now interconnected; as the body coordinates and orientates things in space, it must itself be coordinated and orientated in the world in which it walks. Hence it can be said that everybody has its place. 
“My body, then, is a body as well as a source of intentionality and projections, correlations and orientations; my stability as a massive thing is matched by the stabilitas loci of the place-world that awaits my movements” (in Casey, 1997, 227).

Gilles Deleuze and Félix Guattari likened place to smooth space. To illustrate smooth space, they used nomadic space. Their argument goes that the nomad traverses vast spaces or regions, be they deserts, oceans or the steppe. These regions/places are not strictly measurable; instead, the nomad is spread throughout the whole region or place he or she inhabits. This intense spatiality is experienced when humans “voyage in place”, like the Bedouin on horseback who do not move their bodies yet still manage to travel across regions. “Immersion in smooth space is at once body-based and landscape orientated” (in Casey, 1997, 305). The human body exposed to nature orients itself through land or sea markers that stake out the region it is in. Deleuze and Guattari were criticised for their metaphor of perpetual displacement in a desert as place. Caren Kaplan points out that they used it as a philosophical hook without ever experiencing the desert themselves.
“They are guilty of using the desert as an imaginary space rather than a location of theoretical production itself. This kind of ‘othering’ in theory repeats the anthropological gesture of erasing the subject position of the theorist and perpetuates a kind of colonial discourse in the name of progressive politics” (Kaplan, 1996, 88).
She claims their theory is a kind of intellectual tourism. Her critical stance of their concept of place stems from the absence of body and that, as she points out, the uninhabited space like the poles, desert, savannah, and steppe are prerequisites for the imperial imagery.
According to Casey (1997) Luce Irigaray argued that place is sexually specified and further developed the link between place and body. According to her the male-centred worldview holds that women’s bodies are places of incubation. The valorisation of childbearing thus ensures that women’s bodies are culturally regulated. As an incubator, the woman equals the platonic idea of the perfect receptacle; she encloses the prenatal child as she was once enclosed as the prenatal child herself. But herein lies the problem; the mere fact that she transitions from one to the other means that as a container she is never a closed entity. That would mean that place is never closed. “This porousness is disastrous, since the contents could flow out and lose their place, and so women fail the test of Godhead – not surprisingly, given that according to her, God is defined by men for men” (in Casey, 1997, 325). Irigaray then points out that lips, both genital and facial (the source of leaks), never stop moving and therefore never stop opening. “They touch each other continually, not only in sexual activity but in every activity. As such they perform place, they act it out and, by the same token, act it in” (in Casey, 1997, 326). What Irigaray made clear is that body and place are so intimately linked as to be virtually interchangeable. “The point is not just that there is no place without body, or vice versa, but that body itself is place and that place is a body bound as the body is sexually specific” (in Casey, 1997, 326).
The focus that shifted to the living body and its relation to place - from Kant all the way to Irigaray - allows us to surmise that place is everywhere. 
“It is an issue of being in a place differently, experiencing its eventfulness otherwise. Different to what traditional physicists or metaphysicians, cosmologists or ethicists would have foretold in ancient, medieval and modern periods of Western history. But not otherwise than certain native peoples, many artists and some postmodern thinkers know and have attempted to set forth” (in Casey, 1997, 337). 
In a reversal of roles, space is now absorbed into place. Many spaces can signify a place. The fact that place was rescued, however, does not mean that its rescue was total. To the contrary, many spaces resist the presence of bodies and therefore can be called non-places.
38
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As Kaplan (1996) and Casey (1997) point out the first non-place designed was arguably Jeremy Bentham’s Panopticon. This concept for a penitentiary, where one person could survey the complete population of a prison from a central point, was designed in the 1700s but never built. The design would, however, come to characterise the structure of future prisons, hospitals, factories, barracks, reformatories and asylums where there could be no hidden places, for the buildings were designed to place every prisoner, soldier, workman, madman, schoolboy in full view of the warden. This is the beginning of a culture of perpetual surveillance.
Casey (1997) pinpoints the Panopticon as the original non-place when he asks:
“But is a place with no hiding-place still a place? The very locution of ‘place for’ connotes an instrumentalism or functionalism that converts place into site. If place always retains an aspect of particularity – of being just this place to inhabit – site must be grasped in terms of a generalizable model of functioning” (Casey, 1997, 185). 
The focus on functionalism is the result of the capitalist classes seeking to streamline workforces. 

Merleau-Ponty distinguished between place and site, and by inference between place and non-place: A site or a non-place is “somewhere where no possible human bodily presence could be found, which is not a place to begin with” (in Casey, 1997, 235). Only a site can exist without such presence; indeed, a site thrives on the absence of body. “To banish lived body from a place is to threaten to turn place, the animated correlate of the lived body, into a de-animated site as unlived as it is unliveable” (in Casey, 1997, 235). Non-place can then be understood as a space that negates bodily experience.
My statement that the highway is a non-place is affirmed by the following: To understand the difference between an absent body, which is what a non-place thrives on, and lived body, the experiences of a body traversing the landscape in a motor vehicle can be examined. According to Henri Lefebvre (1991) the motorist experiences flattened Euclidian space. He states: 
“The person who drives around and only knows how to drive a car, contributes to the mutilation of a space which is sliced up everywhere. This driver is concerned only with steering himself to his destination, and in looking about sees only what he needs to see for his purpose; he thus only perceives his own route, which has been materialised and mechanised and he sees it from one angle only – that is of its functionality: speed, readability, facility. Space is defined in this context in terms of the perception of an abstract subject; the driver, equipped with a collective common sense, namely the capacity to read symbols of the highway code, and with a sole organ – the eye – placed in the service of the movement within the visual field. Thus space appears solely in its reduced forms” (Lefebvre, 1991, 313).

Deleuze and Guattari (1988) echo this view with their description of striated space in A thousand plateaus: capitalism and schizophrenia. According to them striated space has been stripped of all qualitative properties; it has been flattened in order to dominate it. It forms the foundation of the universalised highway, the airport, the strip mall, the petroleum plant, the factory floor and the storage plant. In contrast to the nomad, the truckers and cargo ship captains, cocooned in their cabins, experience spaces as homogenous and striated. The result is a space of sites rather than a region of places. Regions then become increasingly placeless regardless of their landmarks 
For Augé the highway disorients and creates discontinuity for the spectator-travellers while they rush through the landscape. The experience of this space as “a frequentation of places rather than a place, stems in effect from double movement; the traveller’s movement, but also a parallel movement of the landscapes which he catches only in partial glimpses, a ‘series’ of snapshots piled hurriedly into his memory” (Augé, 1995, 86).
The experience of the highway traveller can be universally applied to how a non-placed world will be experienced. Travel constructs a fictional relationship between the gaze and the landscape. Augé(1995) concurs that the highway is the archetype of non-place and its proliferation is the defining feature of super-modernity. In real terms, it appears as if it is obscuring all the advances made by place in the last two centuries. It leads to “history being experienced as nostalgia, and nature as regret - as a horizon fast disappearing behind us” (Lefebvre, 1991, 89). It is a space that cannot be defined as “relational or historical; or concerned with identity” (Augé, 1995, 78) .
[bookmark: _Toc488071538]Travel for a living – no escaping non-place
Although non-place can be specified, a space with boundaries like the highway as well as the ideology responsible for the construction of such and similar structures, can create a vast network of insidious non-places. This can alter behaviour, impact on perception and restrict human movement. To establish the root of the ideology responsible for non-place associated with the highway/travel and to relate it to my art-making process, I will briefly turn to Europe between the 1600s and 1800s. In the discussion, I link the growth of non-place with that of the travelling artist. In the section thereafter, I look at how travel in the 1900s and 2000s altered our sense of place globally and how non-place has become a dominant feature in our lives. So dominant that place-making requires active intervention.
[bookmark: _Toc488071539]The landscape discovered and ruined
In European art the landscape was considered only good as a backdrop for the human spectacle (Dean and Millar, 2005, 13), but in the early part of the 1600s artists realised that the landscape can be the spectacle itself and “the human-being became an emanation of the landscape” (Milani and Federici, 2009, 59). Raffaele Milani and Corrado Federicii argue in The art of the landscape (2009), that Poussin’s Landscape with St Matthews set the tone for this new realisation. They state: “It is here that we encounter the spirit of the place, its ideal image. The landscape was felt to be populated by divine presence and plunged into an illusion of eternity and heroic exaltation” (Milani and Federici, 2009, 61). Isaac Newton (1642-1727) set out to prove that the universe was constructed logically on mathematical principles. This view saw God’s perfection not only in the laws of mathematics and physics, but in the rest of God’s physical creation – in the natural world. The idea then developed that if God is good and perfect, then nature is likewise good and perfect. Man was the only fallen creature. These were the founding principles on which the romantic thinkers like Anthony Ashley Cooper, 3rd Earl of Shaftesbury, and early romantic landscape painters would build their world-view (Thacker, 1983, 14-18). By the late 1700s Jean-Jacques Rousseau would eulogise the beautiful order of nature and so would many an artist who despised soulless industry and its impact on the European landscape. Romantic artists turned to nature for inspiration, whether to capture the picturesque or the sublime. In search for inspiration they roamed close and distant landscapes to capture its ‘truth’. Truth for the artist depicting the picturesque meant an edited version of a perfect creation (Thacker, 1983, 18). “When depicting foreign lands, it was to be a creation adhering to the pictorial rules as designed by the hegemonic cultural manifestation of the colonising presence” (Copley and Garside, 1994, 7). Truth for the artist/poet aspiring to capture the sublime was, as far as Shaftesbury was concerned, equivalent to being “the great creator, the true Prometheus who creates for the benefit of mankind, and whose creation is inspired by God himself” (Thacker, 1983, 18). According to Thacker (1983) the artist was considered intellectually liberated, the genius artist who could assimilate the laws of nature and the senses, be inspired by the contemplation of the infinite, the beauty of terror and nature, and the expressive power of paint. During this same period the scientific explorer artist visited more distant shores in Africa, the Orient and the Americas. His task was to capture an objective truth through scientific representational illustrations. 
Although these artists were motivated by different needs, they all, including many of the topographical artists like Baines and William Burchell who documented Southern Africa, approached nature with a romantic gaze. As Carruthers (1995) points out nature had to submit to the will of the artist and as authors/travellers they were collectively responsible for developing an aesthetic of the exotic, where landscapes became human products. As Augé (1995) stated earlier, they established a fictional relationship between the landscape and the gaze. As travellers and as vanguards of the new age, many artists therefore inadvertently became makers of non-place. 
A trend was started, and continues to this day, in which emigration and exile were considered vital for membership of the art world. So the concept of the artist in exile developed as a new trope during this period. Kaplan states: “Whether celebrated as the exploring and mapping of the realm of the ‘not yet’ or described as the desire to seek a place outside the tradition that enables it, representations of displacement functioned as a powerful trope in the cultural production of modernism” (Kaplan, 1996, 28). Exile essentially became aestheticized.
Kaplan continues: 
“The artist in exile exists through a form of voluntary homelessness, yet their lack of commitment or roots limit them to the role of witness to other people’s revolutions, other people’s tragedies and successes, and all the other real events that seem to swirl around them. More and more like voyeurs of the decadent and the exotic, the expatriates see ‘others’ or ‘otherness’, but not yet divine their own role as actors in the production of the world they believe they are simply observing” (Kaplan, 1996, 47).
Closer to my own study, and regarding South Africa, the artist visiting the new world saw the landscape as empty, alien at times, and impenetrable until a language could be found to represent it. This language was never forged thinking of the landscape as peopled, as an existing place; it had to be transformed for it to speak. JM Coetzee observes in White Writing:
“In this respect the art of empty landscape is the pessimistic observe of a wishful pastoral art that by the labour of hands makes the landscape speak, and people it with an ideal community” (Coetzee, 1988, 9).
According to Coetzee the notion of seeing the landscape as empty is a failure of the historical imagination. 
“The poet scans the landscape with his hermeneutic gaze, but it remains trackless, refuses to emerge into meaningfulness as a landscape of signs. He speaks, but the stones are silent, will not come to life” (Coetzee, 1988, 10).

According to Coetzee (1988) it is only once the landscape has been demarcated, tamed and tilled, allowing the colonist to establish his kingdom, that the landscape gets populated. When the poet speaks now, the landscape can answer as the picturesque pastoral vision of a fertile God-given garden. In this garden, there is no place for the ‘idle’ inhabitants from the wilderness (the real labourer); they are written out of history and are displaced. The more the colonist and his representing poets are at home, the more the landscape speaks back at them, oblivious of the non-place they established. Instead of non-place, simplicity, peace and a garden forever in bloom conquering the wilderness, are portrayed. While the colonist holds on to this vision, nostalgia and melancholy sets in. As Coetzee puts it: “The time of the forefather is held up as an exemplary age when the garden of myth became actualised in history” (Coetzee, 1988, 4). Imperialist nostalgia is masked as ‘innocent yearning’ to manage non-place. Several South Africa painters like JH Pierneef, WH Coetzer, JEA Volschenk, and Gregoire Boonzaier to name but a few, clung to this dream all the way into the late 1900s. The apparent innocence expressed through these artists’ works conceal its collusion with brutal domination, and erases both collective and personal responsibility.
To conclude, Milani and Frederici (2009)pointed out that the landscape was liberated from being a backdrop to human spectacle in the 1600s. (Milani and Federici, 2009, 59) It liberated itself to be a subject in its own right. Humans disappeared from the picture plane or were depicted as minor details in an abundant natural setting. While humans might not be present in the above-mentioned representations of the landscape, it is evident that it still functioned as a backdrop to human spectacle, albeit a very different one from the 1600s. 
[bookmark: _Toc488071540]The endless traveller  
“The relationship between exile as a metaphor of modernity and exile as a series of specific events and conditions in time and place has different uses signifying both cataclysmic loss and critical possibility” (Said, 2000, 111).
The previous section deals with the relationship between travel, exile, aesthetics and non-place; this section looks at how travel and exile have become integral to the contemporary experience. This section argues that non-place has become embedded in contemporary life. It begs the question: Can place then still exist? 
I established the links between travel and non-place as it played out between the 1600s to the beginning of the 1900s. However, it was only the beginning of a radical change in global demographics as rapid industrialisation, urbanisation, two world wars, the liberation of the colonies, the Cold War and the Middle Eastern conflict, to name but a few, later swept across the globe. Suddenly millions more were forced to travel. In 2014, the United Nations (UN) High Commissioner for Refugees indicated that there were roughly 60 million refugees and internally displaced people around the globe. Put another way, that’s one in every 122 people worldwide (Graham, 2015, www.theatlantic.com/international/archive/2015/06/refugees-global-peace-index/396122/). The UN estimates 1 billion people will be displaced by 2050 (Norman, 2012, 55). This refers to people on whom travel was imposed, but not to economic migrants or those who travel by choice - the tourist, researcher or business executive. The last-mentioned group usually travels by aeroplane and it is estimated that about 3 billion of them did so in 2014. Many of these travellers do it frequently, but considering that the world population in 2014 was 7,2 billion (Gerland, 2014, 235), air travellers made up almost half of the planet’s population. Leaving home, changing location, boarding a train, traversing a highway, going through passport control - what Paul Virilio (2005) calls ‘identikit-places’ - have become central experiences for almost all humans. The difference between the ways we travel, the reason for our movements, and the terms of our participation are not always equal, but all travellers have no choice but to actively negotiate non-space. 
However, following on Edward Said’s quote above, exile also contains critical possibility (Said, 2000, 111). For one, due to travel, the potential now exists for all travellers to share a single space at any given moment, whether this space is physically close, like in an airport terminal, or spread out as within the borders of a country. The multiplicity of presences in this shared setting “creates a space” for new and previously unheard or unacknowledged narratives (Kaplan, 1996, 135). These can potentially come about due to what I termed as function failure in the introduction. In this context collapsing authoritarian systems, like apartheid or colonialism, creates conflict that in turn creates migration, which opens spaces and forces new interactions.
But Kaplan (1996) also notes that, although this brave new world creates the possibility for multicultural and hybrid subjectivities, a pernicious return to discriminatory determinism is also prevalent. (Kaplan, 1996, 146) No better example of this can be found than in South Africa, beginning with the dawn of democracy to the present. As far as creating hybrid subjectivities are concerned, Ivan Vladislavić’s book The Folly (1993) functions as a fitting illustration. Here migration brings oppressor and oppressed/exiled together as neighbours and only through creative interaction, sharing pasts and futures, can they invent a new narrative. Without creative interaction they are doomed to stay in their respective fortresses creating no-go areas (Wenzel, 2006, 79–96). Democracy certainly created the space for new narratives; it spurred on mass migration within South Africa after the collapse of the homelands; it opened our borders to African immigrants and international investors. The country joined the information highway, guaranteed freedom of speech, brought censorship to an end and embraced gender diversity. Nationalism was destabilised, border zones became dynamic and identities were reconfigured. For a moment in time servant and master joined to eat at the same table. But historical inequalities and polarities quickly resurfaced. Said notes: “The interplay between nationalism and exile is like Hegel’s dialectic of servant and master, opposites informing and constituting each other” (Said, 2000, 140). So the initial euphoria of unity is being replaced by a new wave of entitlement, nationalism, tribalism, fascism, racism, homophobia, xenophobia and censorship. 
According to Said (2000), struggles for independence can lead to bigoted hostility if a narrative is selectively strung together. Appadurai (1996) points out that through the electronic media a reported event can then turn ‘cool’ ethnic identities into ‘hot’ ones, even though the event happens far removed in space and time from the actual site of the violence. 
“The narratives of the new oppositional forces/nationalists will often be based on parochial readings based on ‘founding fathers’ and their quasi-religious texts, their rhetoric of belonging, their historical and geographical landmarks, and their enemies and heroes” (Said, 2000, 140). 
These images reflect the poverty of their political languages. In this polarised world communism opposes capitalism, white opposes black, the haves oppose the have-nots and the local evicts the migrant. As an example, the (mostly white) South African upper-middle classes create zoned, gated, security-controlled communities. In extreme cases, they build walled cities like Zendai and Steyn City (both under construction), to name only two in Gauteng.
 
Kaplan points out that for those still attached to tribal links - especially if a nostalgic, introverted and parochial sense of local attachment and identity are formed - fundamentalism can flourish, leading to local ethnicities that are as dangerous as national ones (Kaplan, 1996, 150). In all the above scenarios, no-go areas or non-places are yet again produced as places and spaces are emptied out in preparation for a new wave of occupation; a repeat of “the failure of the historical imagination” (Coetzee, 1988, 9). All these groups are, according to Appadurai (1996) still entrapped in the linguistic imaginary of the territorial state. 
“This incapacity of many deterritorialised groups to think their way out of the imaginary of the nation-state is itself the cause of much global violence because many movements of emancipation and identity are forced, in the struggles against existing nation-states, to embrace the very imaginary they seek to escape” (Appadurai, 1996, 166). 
He points out “the homeland is now partly invented, existing only in the imagination of the deterritorialised group, and it can sometimes become so fantastic and one-sided that it provides the fuel for new ethnic conflicts” (Appadurai, 1996, 49).

Considering the possibility of fragmentation as discussed above, the nation-state or sovereign state must do everything possible to maintain control within its borders. It only works if borders are policed, people are shaped, citizens are constructed and spaces are produced (Lefebvre, 1991, 279). The state needs to create homogeneity. Appadurai (1996) points out that, 
“the nation-state conducts throughout its territories the bizarrely contradictory project of creating a flat, contiguous and homogenous space of nationness, and simultaneously a set of places and spaces (prisons, barracks, airports, radio stations, secretariats, parks, marching grounds, processional routes) calculated to create the internal distinctions and divisions necessary for state ceremony, surveillance, discipline and mobilisation” (Appadurai, 1996, 189). 
In both these contradictory actions, non-places are created and it is often done under the guardianship of a corrupt state aligned to its capital partners. Jill Lepore  (2016) states that within this system “politicians equal litigious serial liars”, a global phenomenon. She claims: “The history of truth is cockamamie, and lately it’s been getting cockamamier” (Lepore, 2016, 91), especially when political debates are followed. Truth, in this context, does not equal empirical evidence or negotiated/practical reasoning, but is bent to fit the ideology of state/politician and capital. 
Evidence of this trend is legion in South Africa. When the former COO of parastatal SABC, Hlaudi Motsoeneng, was asked to provide proof showing that broadcasting violent protests on TV will incite more violence, he answered: “I don’t believe in science” (Pillay, 2016, no pagination). His apparent reliance on personal gut feeling is not new. The late-night news satirist Steven Colbert created the word ‘truthiness’ in 2005. It was voted the English word of 2005 and taken up in the Oxford Dictionary the next year. Colbert was lampooning George W Bush for the fact that he had a gut feeling to invade Iraq. Impersonating Bush, Colbert said: 
“I’m no fan of dictionaries or reference books; they’re elitist. They are all fact, no heart. And that’s exactly what’s pulling our country apart today.” Colbert called it Bush’s ‘truthiness’ (Lepore, 2016, 94). 
Ten years later, the Oxford Dictionary chose ‘post-truth’ as its word of the year for 2016, saying its use had spiked (by 2 000 percent in the last year) because of the Brexit vote and the rise of Donald Trump. Post-truth has gone from being a peripheral term to a mainstay of political commentary. (Holmes, 2016, no pagination) ‘Truthiness’ suits the new nationalist politician as a narrative can be selectively strung together. To defend the fictional narrative, paranoid systems are set up, censorship returns, surveillance increases, and by definition non-places then flourish. Those resisting that narrative, experience an acute sense of exile and solitude. Their exile might be in their motherland or they might emigrate or forever as Kaplan (1996) puts it, remain travellers. 
Modernist Romanticism has set up a false perception that exile can be compelling, but Said argues it is terrible to experience. I elaborate on this in chapter two of the dissertation. The question to ask now is: Why has exile become such a powerful trope of modern culture? The answer, according to Said, is: “We have become accustomed to thinking of the modern period itself as spiritually orphaned and alienated” (Said, 2000, 137).
It is important to differentiate between an exile and a refugee. According to Kaplan (1996) the term exile arguably applies to a single person with some choices, a refugee is the result of circumstances becoming so oppressive and violent that people have to flee their country. 
In addition to how nation-states and diasporic flows affect the production of place in the contemporary world, there is a third factor to consider: electronic and virtual communities. This is a new form of travel. The internet’s global reach coincided with the dawn of democracy in South Africa. It brought relief to years of state censorship and was hailed as a tool of liberation and education. Philosopher of truth Michael P Lynch argues in The internet of us: knowing more and understanding less in the age of Big Data (2016), that the era of fact has ended and instead the era of data taken over. The reason being that most knowing is now acquired through Google; knowledge is acquired online. Lynch (2016) writes, that we now rarely discover facts; instead, we download them. He claims the internet is not at fault, but the sheer size of it results in us not knowing if information is faith or fact based, or whether anything in the end can really be said to be true. This could support a culture wanting to rely on ‘truthiness’. Lynch states: “When we Google-know we no longer take responsibility for our own beliefs, and we lack the capacity to see how bits of facts fit into a larger whole. Essentially, we forfeit our reason and, in a republic, our citizenship” (Lynch, 2016, 45). Appadurai (1996) refers to this disjuncture as a mediascape. It refers both to the distribution of electronic media, which are now available to a growing number of people throughout the world, and to the images of the world created by the media. Images and information are selected to serve the owner’s interests and so the world of news and politics are profoundly mixed. He further points out that “the lines between the realistic and the fictional landscape are now completely blurred” (Appadurai, 1996, 35). The further the audiences is away from the space in which the media is created, “the more likely they are to construct imagined worlds that are chimerical, aesthetic, even fantastic objects, particularly if assessed by the criteria of some other perspective, some other imagined world” (Appadurai, 1996, 35).
The internet has resulted in a reality where people can be separated geographically - know nothing each other’s economic status, gender or cultural background - but still connect instantly. Hyperspace, according to Kaplan (1996) is a domain in which local experience no longer coincides with the place in which it takes place. She points out that the technology of the internet has the potential to dissolve national borders and so destabilise politically controlled mapping. Nation-states understand this potential and therefore surveillance of its citizens are common. The right to privacy is ignored and, when needed, information is blocked or altered to suit political agendas. Sophisticated geo-mapping software now exists that can create databases identifying and profiling political dissidents and enemies or, in the service of capitalists, target people to whom products can be sold across continents. Norman (2012) argues that these data maps rob the citizen of power while handing control to the administrator of the search. The implications of these data maps are that “there is no more here and there, only the mental confusions of near and far, real and unreal – a mix of history, stories and the hallucinatory utopia of communication technologies” (Norman, 2012, 58). This hyperspace, that seem to erode individuality, citizenship and reason, therefore fits into Augé’s description of non-place: “It is a space which cannot be defined as relational or historical; or concerned with identity ”(Augé, 1995, 78).
To conclude, in City of Panic (2005) Paul Virilio contends: 
“Deterritorialisation is effectively eroding and erasing people’s sense of place. Transhumant humanity, caught in perpetual motion, suffers the loss of a sense of belonging to any particular locality” (Virilio, 2005, 35). 
Virilio (2005) cautions that we are living in the twilight of place and the resulting collapse of the body. His warning comes amid what has been discussed above: the erasure of history, the construction of what he calls ‘identikit-places’, the proliferation of gated communities and the ever-widening net of surveillance. According to him, in this globalised and militarised ‘everywhere’, all citizens are becoming one citizen, saturated, standardised and synchronised, ever more reliant on a media fabricating a world of fear (Virilio, 2005, 36). On the topic of the eroding effect of deterritorialisation, Appadurai (1996) proposes the idea of ‘Trojan nationalisms’ that exist in cosmopolitan centres across the globe and where there is some identity creation. According to him such nationalisms contain transnational, subnational links and, more generally, non-national identities and aspirations. “Because they are so often the product of forced as well as voluntary diasporas, of mobile intellectuals as well as manual workers, of dialogues of hostile as well as hospitable states, very few of the new nationalisms can be separated from the anguish of displacement, the nostalgia of exile, the repatriation of funds, or the brutalities of asylum seeking” (Appadurai, 1996, 165). 
[bookmark: _Toc488071541]Being in non-place
Considering the above it can be asked: Is place still a part of the contemporary experience? If, as Appadurai (1996) claims, there is some ‘place generation’ in this space and if, as Said (2000) claims, there is ‘critical possibility’, then how does it manifest itself?
In a deterritorialised world, citizens are increasingly imagining themselves as belonging to a society in different ways. They are moving away from language, blood, soil and race as identity markers. Cultural imagination is now the force that binds, and the existence of such an imagination within a deterritorialised world makes pinpointing place and identity increasingly difficult. According to Appadurai, to unravel the conundrum one needs a fresh approach. Norman (2012) asks the question: Is it still relevant to define place and therefore non-place? It is helpful to remember that place and non-place are both ideal types (utopian and dystopian) and in a concrete sense, porous; neither exists independently of each other. Norman (2012) points out that as concepts, they are products of Western philosophy and therefore there might be good reason to be sceptical of the claims for a pervasive new ‘placelessness’. Kaplan (1996) states: 
“It is only from the elite vantage point that such time-space compression can appear utterly dominant. Who is it that in these times feels ‘dislocated/placeless/invaded’? Are these articulations of the refugee and the homeless person? Or are these the metaphors devised for the use of those whose power has become dislodged, adjusted, or threatened” (Kaplan, 1996, 153). 

Appadurai (1996) argues that globalised capitalism is not what it used to be as it is getting more and more disorganised to the point where even Marxist master narratives find themselves embattled. He points out that we now live in a world of new realisms - some magical, some socialist, some capitalist, and some yet to be named. “More consequential to our purpose is the fact that the imagination has now acquired a singular new power of social life” (Appadurai, 1996, 52). Imagination has always been a part of human expression, but according to him there is a peculiar new force to the imagination in social life today. 
“More persons in more parts of the world consider a wider set of possible lives than they ever did before. One important source of this change is the mass media, which present a rich, ever-changing store of possible lives. Fantasy is now a social practice” (Appadurai,1996,53). 
He is quick to point out that this is not a cheerful observation. Instead, what is implied is that “even the meanest and most hopeless lives, the most brutal and dehumanising of circumstances, the harshest of lived inequalities are now open to the play of the imagination” (Appadurai, 1996, 54). An example of this condition captured in literature is the Pulitzer Prize-winning book Behind the Beautiful Forevers by Katherine Boo (Boo, 2014). Boo, a journalist, documented the lives of the community of Annawadi, a makeshift settlement next to the Mumbai airport, over a period of three years. It is a lost and forgotten place at the mercy of corrupt politicians, but Annawadians remain hopeful. One of the main characters is Abdul, a philosophical and resourceful teenager, who sees “a fortune beyond counting” in the recyclable garbage of the wealthy. It would be impossible to argue that even in this most ephemeral of hellholes dreams create places, imaginary and real, even when the life-world of every single one of its citizens are constantly in flux. As Appadurai (1996) points out, speculating about utopia is now everybody’s business and no longer only a discussion for the powerful. 
Appudarai agrees with Kaplan that the Western concept of place and home needs to be re-evaluated, that maybe the validity of both need to be questioned. Both claim that history and geography need to be negotiated in such a way as to dislodge singular, privileged accounts in favour of more multiple and diverse readings. For instance focusing on the temporality of struggle the logic of Euro-American modernity in which individualism is celebrated, can be destabilised. Kaplan (1996) uses the collective political struggles against exploitative structures by women from the Global South to illustrate her point. Their struggle is, according to her, a simultaneous, nonsynchronous process characterised by multiple locations rather than a search for origins and endings. It is a cross-national feminist solidarity. “The link between the personal and the political is therefore reconfigured as a challenge rather than a recuperation of the possessive individualism of Euro-American paradigms of subjectivity” (Kaplan, 1996, 181). They have become a political constituency beyond the social, biological or racial. This same argument can be applied to the collective struggles of LGBTIQ communities in contemporary society. Kaplan cites Geraldine Pratt and Susan Hanson who draw a distinction between two types of space occupation that can exist simultaneously within any one community. They are “situating oneself in order to recognise and take responsibility for one’s identity and actions, compared to a quest for an unsituated (or continually resituated) consciousness”. (Kaplan, 1996, 185) Pratt and Hanson observe that 
“although the world is indeed increasingly well-connected, we must hold the balance with the observation that most people live intensely local lives; their homes, workplaces, recreation, shopping, friends, and often family are located within a relatively small orbit” (Kaplan,1996,185). 
The South African RDP house is a good example of the how a global ‘factory-produced’ non-place can, through inhabitation by a body and community, be transformed into place. They can become places of comfort, a place to remember, a place to sleep, dream, create, and die in. Pratt and Hanson offer their argument of identities and place-making as alternatives to the valorisation of terms like exile, marginality and nomadism, which can replicate elitism and individualism. (Kaplan, 1996, 186) But this is important to note: by definition, if place exists in non-place, then place is always under threat of being engulfed by non-place as the user of non-place is forever in a contractual relation with it. It can be argued that just as non-places leave traces and marks on the landscape, places now leave traces and marks on non-places.
However, ignoring the impact of global multi-nationals is also not ideal as targeted marketing practices remind us to be conscious that the independence, the powers and prospects of the local should be regarded with some scepticism. Local specificity might be acknowledged and even celebrated by the multi-national, but it is often simply to push the brand to the local consumer to increase profit margin. The locals are then afforded to live the ‘bare life’ as defined by Georgio Agambem. He described bare life as, 
“existing on and in indeterminate margins and spaces, outside the normalising order of modern control societies, but still nested within capillary networks of power relations. Such spaces are non-places” (Norman, 2012, 53). 
It therefore seems that what can be considered as local - where people have a sense of place, history and identity - is no longer about a specific territory, but about the construction of bundles of identifications in and through the different cultures that have grown through transnational capitalism. This is true whether the local is seen as an open-ended, fluid and connective with exterior forces or seen as fixed and fundamentalist. It ultimately depends on the person or group’s political and cultural position. Kaplan states: 
“This is perhaps one of the greatest paradoxes of the global-local nexus. The local appears as the primary site of resistance to globalisation through the construction of temporalized narratives of identity (new histories, rediscovered genealogies, imagined geographies), yet the very site prepares the ground for appropriation, nativism and exclusions” (Kaplan, 1996, 160). 
Wanting to return to the local seems equivalent to fixating on the anchor at the cost of understanding the vaster reality from which the concrete takes its meaning. In this sense attempting to fix the local to hang on to place is only beneficial if it permits a better grasp of the dialectic between the abstract/universal and the concrete/experienced. Appundurai (1996) sees no alternative but to embrace the post-national as we are in the process of moving to a global order in which the nation-state has become obsolete and other formations for allegiance and identity have taken its place. This does not mean that the nation-state will go extinct, but that nation-states will find it increasingly difficult to monopolise the loyalty of its citizens. According to Appadurai (1996) we will all have plural belongings. A shining example of this complex new post-national social formation is the Olympic Games, which in 2016 saw nine refugee athletes competing under the banner Independent Olympic Athletes. Neither their origin nor their current host country were mentioned. There are many international communities, like ILGA, Greenpeace, Muslim Brotherhood and the Unification Church to name a few, that live the post-national in that they share ideology, but not geography. 

There is however no consensus as to how the post-national will play itself out. The communities mentioned above all have a common focus and history, backed by an administration of some kind. With the increasing number of refugees and constant travellers backed by no central administration there will soon be what Adolpho Lingus describes as The Community of Those Who Have Nothing in Common (1994). According to him this mass of people might end up with no transcendent project. It would therefore be very difficult to imagine how they will form communities or place in the post-national world. Virilio (2005) contends that the sedentary type, equipped with devices like the mobile phone or the laptop, can find a home in non-place via hyperspace. Augé disputes this (Norman, 2012, 50). Where place is created in the digital world, it is not body-orientated but mind-connected, and if Lynch (2016) is to be believed, simply data-connected. It is therefore debatable whether this space, even though it provides for relations and identity to develop, can be defined as place. If we re-visit Augé who concurred that the highway is the archetype of non-place, then the internet is also causing “history being experienced as nostalgia, and nature as regret - as a horizon fast disappearing behind us” (Lefebvre, 1991, 89). From the above it is becoming increasingly difficult to pin down a single experience in the post-national. When Kaplan says that “everybody has a very distinct relationship with what has been misleadingly called the post-modern” (Kaplan, 1996, 152), the same can apply to the post-national. 
The relevance of place and non-place are therefore up for debate, but it cannot be denied that the Euro-American capillary networks of power relations are still in force in our current world. Responses to this network might shift and they lose their hold, but considering the number of people who travel unwillingly one wonders if in a few years’ time there will be anyone left in the world that has not been displaced in one way or another. It would be very difficult to predict what place or non-place would mean, and it might mean very different things to different people. To quote Walter Benjamin, “contemporary art appears as the figure of a revolution in standstill, awaiting the moment of resolution” (in Aranda, 2010, 18). And contemporary art is reflecting the state of contemporary place. What is definite, is that the interaction between the local and the global will increase and bridges will have to be built. Hans Ulrich Orbist writes in his essay Manifestos of the Future (2010): 
“Normally we think a person should only have one standpoint, but when you become a bridge you have to have two. This bridge is always dangerous, but it creates the possibility for opening something new.” (Aranda,2010,66)
 To expand on the metaphor of the bridge, Giorgio Agamben suggests “we have to return to a present we have never been to” (Aranda, 2010, 68). But to do that we must cross the bridge to the past to sift through the debris left behind. That is if there is any debris left. In his Les Temps en Ruines (2003) Augé claims that, despite widespread devastation, recent history is without ruins, as the debris of war no longer has the time to become ruins. Calling for the rediscovery of the sense of time upon which to found consciousness of history, he argues. 
“At a time when everything conspires to make us believe that history is at an end and that the world is a spectacle in which this end is staged, we have to re-find the time to believe in history” (Burgin and Streitberger, 2009, 325). 
Instantaneity and ubiquity seem to negate and cancel both memory and history, and therefore place in the contemporary world.

In the essay ‘Standing at The Gates of Hell, My Services Are Found Wanting’, Jan Verwoert writes: 
“Standing at the gates of hell, my services are found wanting. For I cannot give you what you want. What you want from me here, at the gates of hell, is to open the gates and let you in. But I cannot do that. I don’t see why that service should still be required. Because you have already passed the gates. You are inside. You live in contemporary hell. You inhabit the hell of the contemporary. And now you want me to perform the rite to confirm your passage? And give you reasons for being in there? I’m sorry I can’t. To grant you licence to be where you are does not lie within my powers. Thus powerless I remain, standing on the gates of hell, observing what passes and sharing my obsessions with you” (Aranda, 2010, 196).


[bookmark: _Toc488071542]The Travellers and Their Art 
“Landscape art is by and large a traveller’s art intended for the consumption of vicarious travellers: it is closely connected with the imperial eye – the eye that by seeing names and dominates – and the imperial calling.” - JM Coetzee
[bookmark: _Toc488071543]Introduction 
In the previous chapter I made the argument that travelling and non-place are historically linked. I also established how travelling, romanticism, landscape painting and advances in the natural sciences coincided in Europe. During the 1800s the romantics developed concepts of the sublime, the beautiful and the picturesque. All aspired to capture ‘truth’, whether spiritual or natural. ‘Truth’ as product of the picturesque was to capture the authenticity of the subject and often required the artist to document in situ. When it came to landscape painting, watercolour was a natural fit and so the medium was liberated from being a colouring aid in topographical drawings (in service of science) to a respected painterly medium. According to Copley and Garside (1994) and Thacker (1983) the picturesque developed as a domestic landscape aesthetic in Britain, but soon shaped the pictorial, imaginative and topographical accounts of its colonies. Since my medium of choice is watercolour, I want to respond critically to its application in history and look at how it responded to the concept of non-place. Watercolour would eventually fall out of favour with the natural sciences to document the world, and photography took over.
In part 2.2 of this chapter I explore the heritage of the watercolour medium, firstly through the renowned 1800s artist/traveller and water-colourist Baines and how he framed the colonial gaze. To illustrate the subsequent forced travel/exile this ‘gaze’ affected, I discuss the watercolour paintings of Ernest Mancoba. He was according to Miles (1994) one of the first South African-born artists to disrupt the colonial gaze through abstraction. Thereafter I discuss the watercolour paintings Alan Crump produced in the 1990s. According to Karin Skawran (in Freschi et al., 2011) his paintings present a response to the violent subjugation of landscape by colonial forces. Each artist’s work will be framed within a meta-narrative of non-place. I apply a Platonic three-act narrative structure - occupation, exile and homecoming - in this section. The trajectory illustrates how the artists grappled with the past to understand the present. 
In part 2.3 I apply the same structure to filmmakers. This structure will be helpful to show shifts in use of medium and how it relates to historical context. The application of this structure will by no means try to imply an ‘end’ to the ‘story’, but rather point out that, after occupation, exile and homecoming become complex processes. Part 2.3 deals with the relation between film and the highway. A major shift in travel representation occurs with the development of the machine and, important to this dissertation, the representation of the highway. The advent and subsequent popularisation of photography at the beginning of the 1900s offered the topographer a new medium. It displaced watercolour as a relevant topographical tool, and could capture the power and speed of the modern age. The early European and USA representations of the motor industry through photography focused on nationalist propaganda (occupation). It was only in the late 1950s that the road movie would begin to undo this edifice (exile). Initially the landscape was seen as a utopian homecoming in these films. By the time David Lynch created Lost Highway’ (1997), “the road raced beneath the car, but the landscape never changed”. In this film about homecoming, non-place is omnipresent and time distorted (Thain, 2004, 10). Cars and films dynamically reflected modernist culture as it was transformed by transportational and representational technologies as argued by Cohan and Hark in The Road Movie Book (1997). As David Laderman in Driving visions: exploring the road movie (2003) affirms, the landscape would from then on be viewed “through the screen-like, Panavision-shaped lens of the windscreen and like a miniature movie within a movie, the rear-view mirror” (Laderman, 2002, 3). This section expands on the discussion of how travel and non-place are related and how it was reflected through film and photography. 
I placed parts 2.2 and 2.3 in columns next to each other for the discussions on occupation, exile and homecoming. Juxtaposing them in this way is not dissimilar to comparing apples with pears. However, this provides an opportunity to implement Hans Ulrich Orbist’s suggestion (in Aranda, 2010, 196) “to have more than one standpoint as if standing simultaneously on two sides of a time-place bridge.” This creates the possibility for new insights, but simultaneously to find surprising differences. I highlight what I consider similarities across columns with different colours. Sometimes the wording correlates exactly and sometimes I used poetic licence to create associations. It must be noted that at no point did I alter texts to force artificial connections. Some connections across time, place and discipline are uncanny, while others are expected due to the framework through which I chose to view the artists and films. The most informative result of this experiment was the similarities and differences in the exile and homecoming sections. 
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Baines came to South Africa in 1844 at the age of 22 (Wallis, 1976, 20). He had no formal art education and used his first years in the Cape Colony to practise his craft by painting portraits and scenic vistas of the area. He did not move to the Cape with the intention to become an explorer, but since he grew up at a time when the cult of the explorer was at its zenith he was quick to accept an invitation to join an expedition to the recently discovered ‘Great Lakes’ in 1850. The figure of the explorer after all “drew together the most cherished national ideals in an age of supreme confidence about the virtues of the British: a fearless sense of adventure, selfless dedication, heroic valour and technological mastery” (Stevenson et al. ,1999, 12).
This trip gave him the opportunity to be at the vanguard of the colonial project and be, in the words of Christopher Thacker (1983), a man whom “the wildness pleased”. It was in this wilderness where the law of nature reigns - a world over which the first act of culture, according to the Judeo-Christian tradition, is still absent – that Baines could perform Adam’s act of ‘naming’ (Coetzee, 1988, 49). 
Baines’s work, according to Carruthers and Arnold (1995), reveals conflicting impulses. It is neither wholly romantic nor realist.  On the one hand he revelled in the emotional by capturing the spectacle of the exotic landscape, applied the aesthetic rules of the picturesque and adhered to the Victorians’ fanatic concern for scientific accuracy when documenting natural phenomena. The conflict evident in his paintings is understandable, considering that it is during the 1700s that the scientific, forensic drawing, attempting to portray an objective reality, first emerges.
To unpack the Victorian forensic gaze, it is worth looking at how scientists perceived the natural phenomena.  Foucault writes in about the observation of the human body: 
“The flat surface of perpetual simultaneity characterised medical perception and practice in the century of Enlightenment. This surface, traversed by the gaze of the examining physician, is at once homogenous and segmented - homogenous as the sheer display of a given medical syndrome and segmented as located in the observed body of the patient. The first is the abstract ‘configuration’ of knowledge, the second the ‘localisation’ of the same knowledge” (in Casey, 1997, 184).  
The same applies to the gaze of the botanist, geographer and the illustrator who made the scientists’ worlds visible. “Nineteenth century medicine was haunted by that absolute eye that cadaverises life and rediscovers in the corpse the frail, broken nervure of life” (Foucault, 1976, 204). This kind of dissection and categorisation epitomised what Foucault called ‘knowledge/power’. ‘Knowledge/power’ negates the human body and the landscape as it sees them as ‘sites’ or ‘territories’ as defined by Elden (2007). They are then suitable for acquiring knowledge through systematic examination. Baines was an agent of the British Empire to acquire ‘knowledge/power’ about and over Southern Africa.
Baines’s expedition to the ‘Great Lakes’ in 1850 only made it to the then independent republic of the Orange Free State. He extensively documented the trip with watercolour paintings, detailed drawings of fauna and flora, and an accompanying diary. After a brief period as war artist during the ‘Border War’ he returned to England in 1853. He impressed the British scientific society with his powerfully observed landscapes of South Africa and in November 1857 Baines was elected a fellow of the Royal Geographical Society (RGS). Baines was hailed as one of the “bold pioneers of science and civilisation”. With his acceptance into the RGS he became part of an elite club of men, since “natural history asserted an urban, lettered, male authority over the whole of the planet” (Stevenson et al. ,1999, 20).
With his newfound status Baines was given the opportunity to accompany David Livingston on an expedition along the Zambezi river to Victoria Falls in 1858. Baines, like Livingston, saw Africa “through the eyes of the future, evaluating it not as it was or even as they saw it, but as it might be” (Carruthers and Arnold, 1995, 56). They saw themselves as ambassadors who were to establish civilisation in the wilderness while surveying resources. Baines never tried to woo the high art establishment, who prized subjectivity; instead he chose to promote his work as objective within a milieu that valued empiricism and believed that rational enquiry yielded objective truth. In believing in his task to organise the landscape and in identifying with the truth of the natural sciences, the principles of the picturesque suited him well. In pictorial terms the expansive plains and vistas of the African landscape, painted through the window of linear perspective, not only recorded place, but affirmed his expansionist fantasies of how place can be transformed. The order of fore-, middle- and background he imposed, convinces the viewer that space can be traversed and conquered. True to the viewpoint of the picturesque, as penned by Gilpen (Copley and Garside, 1994, 176), Baines confirmed that the landscape was fit to become a picture when viewed in terms of tone, texture (roughness and irregularity), colour, light, pattern and naturalness 
The highlight of Baines’s travels into Africa was when he reached Victoria Falls in 1862. He was overwhelmed by its grandeur and made an industry of painting the falls, most of which he produced later from pencil and watercolour sketches. The falls provided him the opportunity to fully express his personal visualisations of the wilderness and his relationship to it as an English explorer and artist, and less so as scientist. For this reason his depictions of the falls veer towards the sublime, as defined by Edmund Burke: “That state of the soul, in which all its motions are suspended, with some degree of horror.” (Stevenson et a. l,1999, 35) Baines’s sense of fear and ecstasy in the presence of the transcendent and unattainable, all characteristics of the sublime, are clearly visible (Weiskel, 1976, 34). Baines however diminished the impact of the sublime by inserting himself into several of the paintings as eye/I-witness. In Eastern Portion of Victoria Falls (1863) his presence affirms the fact that he is capturing the ‘truth’, but it also promotes himself as witness to spectacle. In this painting, he is a minute figure on an outcrop cantilevering over the gorge. Through scale, composition, dramatic shift in light and darkness he accentuates the immense space over which his gaze drifts towards the powerful falls and enveloping mist. Every element within the painting tells the story of Baines’s mission, from art and scientific tools proclaiming civilisation to guns proclaiming power. 
As Carruthers and Arnold (1995) point out the explorers are actively engaged in documenting, classifying and measuring, while their black assistant is naked, passive and in service of the masters. Several of these paintings completed at Victoria Falls emphasised his faith that he held dominion over everything he documented. Buffalos Driven to the Edge of the Chasm (1863) shows his belief that masculine adventure and imperial commercial objectives could be met by hunting and killing animals. This work recalls The Greatest Hunt in Africa near Bloemfontein (1860), the hunting trip of Prince Albert during his visit to the Orange Free State in which over 30 000 animals were killed. Although Baines did not participate in the kill himself, he did not question this orgy of violence as he saw it as the right of the colonist to plunder the resources of a continent awaiting civilisation. Carruthers and Arnold (1995). Observes that instead Baines revels in the scene of panic, caused by armed men who were not content merely to witness nature.  In Bird’s eye view of Victoria Falls from the West (1874), painted 12 years after he visited the falls, Baines’s imperial gaze literally takes flight. He assumes an imaginary bird’s eye view looking down on an empty Edenic Africa, bar a few roaming elephants, awaiting civilisation. 
It is ironic that a century and a half after Baines’s death his paintings, especially those of Victoria Falls, would qualify as the Most Wanted Painting in the world. This according to a poll conducted by Vitaly Komar and Alexander Melamid in 1993. The poll established that the perfect painting should contain people and animals with 44% blues/greens in sky, water and trees (Dutton, 2010, 13). In essence the Edenic landscape, “the grand romantic beauty of the wilderness” as defined by Thacker (1983). Dutton points out that “it turned out that the most wanted painting, speaking transnationally, is a nineteenth century landscape…the kind of painting whose degenerate descendants embellish calendars from Kalamazoo to Kenya” (Dutton, 2010, 15). If the picturesque and the sublime were popular in the nineteenth century, it turned out its legacy would last globally until today, even though the underlying ideology of the genre was built on violence. 
Baines’s rendering of Southern Africa, in all its splendour and exactitude, epitomised a worldview that sanctioned travel and endorsed image-making in the name of imperialism and science. He would set the tone for future South African landscape artists to scrutinise the land. Subsequent South African landscape artists would however - especially from the 1930’s onwards once the farm had been established as a personalised kingdom - use the rhetoric of the sublime to express their expansionist ideologies under Afrikaner Nationalism where nature becomes God’s book and gift to his followers (Coetzee, 1988, 49).
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The building of the German Autobahn from 1933 onwards was one of Adolf Hitler’s pet socio-political engineering and filming projects; in fact, it was one of the most heavily filmed construction projects of the 1900s. He stated in Mein Kampf that for propaganda to be successful, simplicity and repetition is important. He quickly saw how film could achieve both. For this reason, Hitler used it extensively in his drive to become chancellor. He established a party film office and from 1932 to 1934 a total of 23 propaganda films were produced to be shown across Germany. 
The short film produced for the August 1934 election, Unser Fuehrer-des Reiches Wiedergeburt, starts with Hitler assuming the chancellorship, saying: "People to work." Then he is seen digging with a spade - the ground-breaking ceremony for the construction of the Autobahn (Chrystal, 1975, 35). According to Zeller (2007) the automobile fascinated him and so it became an important component of his vision for the modern German state. The titles of the films are self-explanatory – Open Road, ‘Roads of the Future, On Germany’s new Highways, Fast Roads and Roads make Happiness. The film The Song of the Motor: Reichsautobahn produced by Hartmut Bitomsky’s in 1986, expertly interpreted these films and laid bare the aesthetic and cultural practices that inspired their production. 
Edward Dimendberg (1995) points out that the official reason given for the Autobahn’s construction was to provide work for the unemployed German population (at that point at 25,9%), but the true goal was to build a monument. It was to function as a technologically mediated experience of nature, focusing the gaze of the citizen on its pastoral homeland and affirming that they belong to the German nation. “Representing ‘Hitler’s roads’ figured so prominently in National Socialist propaganda that one is tempted to conclude that the Autobahn existed as much to be photographed and filmed as to be driven on” (Dimendberg, 1995, 99). 
Several of the leaders of the Autobahn project were members of the Heimatschutz movement and played an important role in preserving the German nature of the landscape. This resonated with the Volkisch ideology of National Socialism. To achieve this unique German character, the undulating Autobahn was designed. No straight segment of the roadway was longer than 8km. Straight lines were avoided, as they were perceived as being Russian and American (Zeller, 2007, 14). To further entrench the roads’ German identity, only indigenous plants were to surround it (Zeller, 2007, 26). Hitler used these films to promote a new automotive orientated lifestyle. Together with adverts for Volkswagen, it planted the seeds of an aspirational utopia, namely that the innovation of the car would guarantee prosperity and freedom with plenty of leisure time. At the one extreme, the efficiency and speed that cars can achieve on the Autobahn is advertised while, in contrast, three women are seen to drive leisurely to the countryside where they picnic with the Autobahn as a backdrop. These films were extremely popular, for instance ‘Unser Fuehrer-des Reiches Wiedergeburt’ showed in 360 Berlin theatres in the month Hitler became Fuhrer in August 1934 (Chrystal, 1975, 42).
Every design element of the roads was to ensure a controlled visual experience, not unlike in a film where a narrative can be built through a montage of multiple images. “Speeding down its lanes, new images continually reveal themselves to the driver” (Dimendberg, 1995, 107). But, as Augé points out, the double movement of traveller and landscape at high speed causes the driver to only catch partial glimpses of the landscape and thus it is “a frequentation of places rather than a place” (Augé,1995,86). The experience is therefore inauthentic. Bitomsky’s documentary The Song of the Motor: Reichsautobahn suggests that the Autobahn introduced perspective into the landscape,
“unfolding fresh vistas for the spectator, the open road becomes a powerful allegory for continuity and progression, a historical teleology and vision of the future projected into the landscape itself…the Autobahn as a transportation machine aspires to become landscape” (Dimendberg, 1995, 108). 
Modernity’s vision of progress is also inscribed in the aesthetic of the films and photographs that documented it. They show a predilection for vanishing perspectives, aerial views, serial repetition and, especially in the photographs, an absence of the human figure. It is an aesthetic that shares many an element with the picturesque images of  Baines and many of the later South African landscape painters, like JH Pierneef, who were active in the 1930’s. The same aesthetic was used in South Africa to photograph the highways as is evident in Benal C Floor’s publication The History of National Roads in South Africa (1985). The cover of this book, published at the height of Apartheid, shows a symmetrically organised aerial view of the N1/Durbanville Road interchange in Cape Town. Every other picture of the highway is similarly composed to show mathematical perfection. What is different to the German representations is that there is no attempt to situate the road within a landscape. They are represented as independent apparitions of technological wonder, evidence that South Africa can hold its own in terms of global technological and economic advancement.
The way in which films and photographs represented the highways as landscape and machine, recalls Adorno’s firm warning to those who repress the historical character of production and essentialises it as natural process. “The more relentlessly socialisation commands all moments of human and inter-human immediacy, the smaller the capacity of men to recall that this web has evolved, and the more irresistible its natural appearance. The appearance is reinforced as the distance between human history and nature keeps growing; nature turns into an irresistible parable of imprisonment” (Dimendberg, 1995, 116).
After the end of World War II, US president Dwight Eisenhower visited Germany and witnessed how Hitler had been able to utilise the Autobahns to build national unity, increase security and connect economic centres. He was so impressed that he vowed to build something similar (Lewis, 2013). The highway became associated with progress and many countries across the world emulated the Autobahn. Eisenhower made the dream come true by initiating the longest engineered structure ever built, the Interstate Highway. It led Robert Moses, then chief architect for highways, to say in 1956: “This new highway programme will affect our entire economic and social structure. The appearance of the new arteries and their adjacent areas will leave a permanent imprint on our communities and people. They will constitute the framework in which we must live” (Lewis, 2013, IX). Moses was correct and America was impressed to such an extent that a 1957 ‘TIME’ magazine cover called road building The American Art. TIME went on to extoll its inventiveness: “The panorama of road builders stringing highways across the land reflects a peculiarly American genius, one that lies deep in the traditional pioneering instinct of the nation ”(Cohan and Hark, 1997, 188).
Films in the USA promoted highways as rapidly functioning mechanical devices - the American technological sublime - that would aid connecting suburbia with the city. Its benefits were also connected to the Cold War; the highway was to function as a tool to facilitate mass evacuation in the case of an atomic threat and to aid in speedy military mobilisation (Laderman,2002). The national roads policy in South Africa also had similar military leanings with the 1st Road Battalion of the South African Engineering Corps being established in 1940 (Bernal C Floor, 1985, 21). According to Dimendberg (1995) the USA highways had to promote an image of the country as a healthy body, whose lifeblood flowed through a network of road arteries. It propelled the USA’s Prospero complex by presenting itself as a bold step into the modernised future. The USA highways were to restore faith in governmental ability to organise and create prosperity. South African highways were promoted in a similar vein and “their locations were expected to remain national monuments to competent engineering” (Floor, 1985, 14). Advocates of the highway, like Moses, were correct when they predicted that highways will forever alter human behaviour, but what they did not consider were the negative impacts - air and noise pollution, dispossession of land, separation of communities, destruction of arable land and wetlands, suburban sprawl, and the suffocation of rural economies. As Tom Lewis points out, the highway “charts America’s metamorphosis from naiveté and guiltlessness to contrition and prudence” (Lewis, 2013, X).
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Ernest Mancoba was born on 29 August 1904, two years after the end of the Second Anglo-Boer War, the most terrible and destructive modern armed conflict in South Africa’s history. As Giliomee and Mbenga (2007) remark the conflict between the British Empire and Boer Republics was caused  by a desire to control land and the resources it contained, especially gold. Mancoba’s father had migrated from Tsomo in the Transkei to work on the recently developed gold mines in Boksburg in the Transvaal province.
According to Mancoba his mother had a huge influence on his worldview. “She taught me Ubuntu, the African philosophy of human brotherhood, and she was at the same time a fervent Christian. She also used to read us African poetry” (Obrist, 2010, 373). Mancoba reconciled Ubuntu and Christianity with socialism, a worldview that sustained him until his death in 2002 at the age of 98. In his own words: “I, for my part, have only relied throughout my life on two ideas – one, from the deepest heart of Africa which constitutes the basis of Ubuntu: ‘Man is man by and because of other men’, and the other, the precept of Christ: ‘Do unto others as you would have done unto you.’ I do not bother with anything else” (Obrist, 2010, 379).
Mancoba was exposed to artmaking during his secondary school years at the Diocesan Training College at Grace Dieu near Pietersburg (Polokwane). He enjoyed woodcarving and sculpted several commissions for religious institutions in the Western European ecclesiastical style. In 1936 he freed himself from colonial representation when he sculpted ‘Faith’. Although still a mother and child figure, it represented a different worldview. Gone are the boundaries between mother and child; instead they are entwined, signifying the bond between life and death. Although this sculpture went largely unnoticed at the time, it was as a watershed moment in South African art history as it was in Mancoba’s oeuvre. Elza Miles remarks: “Besides the significance of the fusion between two persons and the consequent loss of self, the release from physical bounds is a presage to the ancestral figure which notably dominated his drawings and painting from the late fifties onward” (Miles and Mancoba, 1994, 25). 
In 1938, a year after Mancoba qualified as a teacher, he left South Africa to study art in Paris. He never returned due to increasing political oppression, and in 1961 he renounced his citizenship when South Africa became a republic in which only white people could vote. 
Shortly after his arrival in Paris he started exploring abstraction. Miles (1994) notes that he was particularly inspired by the African art he witnessed at the Musée de l’Homme. Mancoba pointed out the difference between his and the figurative African art he encountered. “Look...they are all serene…My carvings are made to show Africa to the white man. That is why they are sad. These artists worked for the preservation of the group-life. In Africa they carved figures strong and beautiful and free because they wished to lead people of their tribe to strength, to beauty and freedom.” (Miles and Mancoba, 1994, 34) What he effectively articulated was the difference between art produced in place and non-place. In his search for a new language, he executed highly abstract watercolour and ink drawings. For instance, Drawing (1939) consists of colour washes under calligraphic lines forming exploding stars pictured in profile and frontally. This and many other works he produced in this period have no contained meaning, no narrative, no perspective and no relation to painting as he was taught. Araeen (2010) points out that they stood in opposition to Western Rationalism and preceded Tachism, the spontaneous use of brush strokes, drips, blobs of paint and scratching by several years.  According to Elizabeth Morton these very abstract images were a conscious attempt on Mancoba’s part to negate the paternalistic approach to the art he had learned (Kasfir and Förster, 2013, 15).
Mancoba’s exploration of a new language would be cut short when Nazi Germany occupied France. In 1940 he was placed in an internment camp outside Paris where he would remain for four years until liberation. While in the camp he married Sonja Verlov, a Danish citizen and fellow student whom he met shortly after his arrival in Paris. After the war it was impossible for Mancoba to return to racially divided South Africa with his European wife.  In 1947 he and his family moved to Denmark and in 1950 he became a member of the CoBrA group, an international art movement that united artist from Brussels, Copenhagen and Amsterdam. He identified with the group’s open-mindedness, their freedom in terms of materials, their anti-art approach and their socialist politics (Miles and Mancoba, 1994, 43). 
Mancoba has however been excluded from art historical texts on CoBrA. Rasheed Araeen (2010) laments that Mancoba became the prime example of how African artists were written out of European art history. The reason according to him was that African artists who produced anything that the West did not consider ‘legitimate African art’ were destined to be forgotten. As Laura Smalligan  noted in her essay The Erasure of Ernest Mancoba: Africa and Europe at the Crossroads (2010) they nostalgically wanted to cast Africans and their ‘primitive’ art as a purer form of humanity after the horrors of World War II. Laura Smalligan argues that by labelling his work as South African, his work was ghettoised, understood as unique but not in dialogue with either African art or European modernism. Mancoba confirmed this: “Some critics totally obliterate my participation in the movement because my work was suspected of not being European enough.” He added that they also thought he was “betraying (my) African origins” (Obrist, 2010, 380). This could have lead Mancoba to eventually isolate himself from the group to escape their colonial mentality. 
Mancoba response to his exclusion was surprisingly temperate: “The embarrassment that my presence caused – to the point of making me, in their eyes, some sort of ‘Invisible Man’ or merely the consort of an European woman artist – was understandable as before me, there had never been, to my knowledge, any black man taking part in the visual arts ‘avant-garde’ of the Western World” (Obrist,  2010, 380). 
Mancoba was not afforded the opportunity to be appreciated foremost as an artist, but only as a conduit to a continent and country, even though he was one of the world’s most original modern artists. It was through his defiance and confrontation of what he was expected to do as an African artist that enabled him to claim his own modern subjectivity. Through his free application of paint he shows his liberation from imposed colonial dogma. He does not re-present or represent Africa, but a free imagination. Yet Africa was at the centre of his work (Araeen, 2010, 280). Both Miles (1994) and Araeen (2010) speculate about the presence of the African mask and motives of the Kota grave images of Gabon in several of the paintings and drawings Mancoba completed from 1950 onwards. The Kota images reference the guardian of the ancestor’s bones, according to Miles (1994). Several drawings suggest figures within figures and recall his worldview as expressed in his previously mentioned sculpture Faith (1936). In some works six-ray stars, opposing diamonds or circles suggest the locus of spiritual beings in the upper third (headspace) of the image. But whether diamond, circle or star that divides and unite, it is never closed but always open and receptive. His open compositions point to his very different understanding of place. It reminds one of Irigaray’s theory of the leaking body, which allows for place to be everywhere (in Casey, 1997, 324). The geometry in his work could very well refer to what he perceived as the universal and authentic. “The many-faceted diamond shape and the full blossom of the deepest and widest human integrity” (Obrist, 2010, 379). In Mancoba’s words: “In my painting, it is difficult to say whether the central form is figurative or abstract. But that does not bother me. What I am concerned with is whether the form can bring to life and transmit, with the strongest effect and by the lightest means possible, the being which has been in me and aspires to expression in the stuff, or any material, that is at hand” (Obrist, 2010, 381). 
Mancoba’s interpretation of African art underscores his take on the purpose of art: “For the object of African art is not to please the eye or the senses, but to use art as a means, as a language, to express feelings and ideas in relation to the present, the future, and the past, to discover new concepts by which to regard the world for the salvation of man” (Obrist, 2010, 382). As Miles remarks: “His abstract, barely recognisable figures, lapsing geometrical matrixes always sought to attain and express the freedom he was denied” (Miles and Mancoba,1994,68). For Mancoba modernity was a radically subversive idea to everything that society was based on. As Obrist (2010) states he wanted to see creation from the ‘farthest elsewhere’, which he thought would help to break it free from the prejudices of formalistic and ethnic enclosures.
In 1951, Mancoba and his family returned to France, where he became a French citizen. They stayed in the French countryside about 80km from Paris, before moving to the city in 1960 (Miles and Mancoba, 1994, 45). He would settle in the Paris that he idealised as the haven for the exile. When asked where he wanted to stay, he replied: “My goal was Paris, for all that this city represented as a centre of artistic concern and responsibility, unique in the world…During these years, you could come and, almost from one day to the next, enter a universal debate about the political, cultural and spiritual destiny of mankind. Even if you did not join any group, and might, at times, feel isolated as an artist – indeed many have died there in loneliness and poverty – you at least were given the minimum respect to breathe as an individual, and had the full freedom to create in a town that was open to the winds of the world” (Obrist,  2010, 376). 
The reality of Mancoba’s travels and exile takes on tragic and mythical proportions when considering his heritage and his life. A mythology he possibly invested in, because he often told the story of his ancestral grandmother. Mancoba’s heritage was fingo, which means ‘wanderer’. His maternal family were displaced from Zululand during the Fingo’s flight from king Shaka’s despotism in the 1820s while he was extending the Zulu Empire. He was raised with the tale of how his old and weak great-grandmother had to be abandoned for the tribe to survive the advancing Zulu warriors. They fled to the Transkei and once there, united with the Xhosas in order to resist the colonial invasion (Obrist, 2010, 373). The rest of Mancoba’s travels have been relayed above - exile clearly defined his life. Consider Mancoba’s art credo: “Everything I make…is a striving towards the understanding of the past and looking forward to the future. We are full of sorrow and disillusionment. We have the sense of having had everything taken. We are left with nothing except that which cannot be taken away….We have learned the Western way of thought. Now we have withdrawn within ourselves. My work shows our perplexity as we stand at crossroads, wondering which road Africa will take” (Miles and Mancoba, 1994, 40). 
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The road movie as a genre developed as a reaction to the highway. “It emerged through the forceful prism of what we might call Eisenhower’s Road, a road that celebrates the search for meaning of America and the highway” (Laderman, 2002, 41). In the USA the genre follows on Kerouac’s cult classic novel, On the Road (1955), which became a ‘master narrative’ for the road movie. The ‘quest’ and ‘outlaw’ road movies challenged the utopian functionalist status of highway culture. At its core is a rebellion against hegemonic social norms, choking industrialised stability, traditional family values and middle class materialism. The road movie is a celebration of quest and transience over destination and stability. The ability to cross borders, imaginary and topographical, and step into the unknown void via these highways becomes the central feature of the genre’s mise-en-scène (Laderman, 2002, 67). The road movie personifies exile. In the classical odyssey there is always a homecoming, but in the road movie “the characters are orphaned and are confronted by the elusiveness or futility of their dreams, and various manifestations of alienation” (Laderman, 2002, 37).
According to David Laderman (2002), Easy Rider (1969) is the quintessential, genre-defining road movie and instrumental in launching the American independent narrative as a successful reflection of counterculture. Easy Rider created a new genre centred on the quest for spiritual and cultural identity, and therefore shares affinities with the novel On the Road. It is important to point out that Easy Rider was not the most revolutionary film in terms of critiquing American culture. Several other films like Midnight Cowboy, Alice’s Restaurant and The Rain People produced at the same time were far more challenging, but none of them grabbed the popular imagination locally or internationally to the same extent. In that sense Easy Rider represents a zeitgeist of that time, which is useful to underscore the arguments in this dissertation.
Easy Rider is a buddy movie with two central characters - Wyatt (Peter Fonda), better known as Captain America, the detached visionary observer, and Billy (Dennis Hopper), his earthy impatient partner. As characters the one seeks the thrill and the other the spiritual ‘truth’.
Hopper (1969) points out the importance of the he opening shot of the film - a wide establishing shot of a place called La Contenta (Happiness). We hear the roaring of engines before the lead characters drive into shot with their motorbikes. In the reverse-shot the place is revealed as a run-down scrapyard. The mobile camera follows them where they buy drugs amongst the debris. In the following scene they are parked on a highway at the edge of an airport runway. Here they trade their stash to buyers who arrive in a Rolls Royce. The space in which they operate is claustrophobically busy. Cars whip past while planes fly dangerously low overhead. The themes of travel, capitalism, addiction and the rebellion against the consequential dystopia (non-place) are established within the first two scenes. The Rolls Royce is juxtaposed to the rebels’ Choppers. d’Orleans and Klanten (2014) asserts  that the chopper, a customised motorcycle, was a quintessentially American folk art form. The chopper is the vehicle of choice for the more spiritual rebel, compared to the renegade and often-violent Hells Angels who rode the unmodified Harley Davidson according to Thompson (1967). The pan across the Choppers reveals the USA flag and contextualises the film within a nationalist space. 
In a surreal scene the money they made is stuffed into the star-spangled tank of the Chopper implying money fuelling the ‘American dream’. Once the meta-context has been established, the road movie takes flight and Wyatt and Billy set off into the vast open space with the road disappearing ahead of them in central perspective. They symbolically cross the divide. Their crossing to the ‘other side’ is represented through a disorientating montage of travelling shots of moving bikers, bridges, pillars and wheels. The montage is built to simulate speed, action and displacement. Laderman (2002) points out that it portrays the ‘romantic impulse’ of freedom while admitting its dependence and addiction to technology (Laderman, 2002, 68). Steppenwolf’s rock song Born to be Wild drives the film as they break into an open, archetypal American landscape enveloped in an idyllic orange haze. Their freedom is emulated by a combination of travelling shots that affirms movement as a narrative force, a sensation of freewheeling mobility. The combination of rock music, travelling shots, crash zooms and quick montages, which are used throughout the film, “aesthetically convey the unleashing of spiritual energy through a politicised driving” (Laderman, 2002, 70). 
They are ripped out of their euphoria when they stop at a motel and are denied access by the owner while the neon light flickers ‘no’. The rebel is clearly not welcome at the ‘home’ that services the road. Instead they must camp in the wilderness next to another car wreck. Debris and wilderness are established as tropes of home in a world that won’t accommodate them. The wilderness and repeated shots of landscapes, although mostly seen as fleeting moments from the perspective of the rider, affirms the ‘pastoral ideal’ as part of rebellion. The escape into the primal landscape in Easy Rider is however a nostalgic hankering for the freedom that the ‘Wild West’ offered the American pioneer. Rex Reed puts it that “the film looks like a nature study filmed on an opium trip” (Cohan and Hark, 1997, 188). Cynicism is built into this romanticism as the lead characters always know ‘freedom’ is impossible to achieve, but they are prepared to die trying. Detour (1945), Plunder Road (1957), Bonnie and Clyde (1967), and Thelma and Louise (1991) are also examples of this. 
The next time they camp, after they had picked up the anonymous hitchhiker (Luke Askew), it is in another ruin. This time the ruin is an American Indian sacred burial site of which Wyatt and Billy are ignorant. The scene deals with home and identity and the hitchhiker functions as their first spiritual guide. To the question “where you’re from?” the hitchhiker answers: “I am from the city…any city…all cities are the same.” He describes ‘non-place’ and how wanderlust can be the antidote to urban oppression. He follows his answer regarding the spirituality of place: “Do you know this place?” He points to the ruins and shares with them its sanctity and the fact that they must respect it. This is the first hint in the film to land, displacement and colonisation. It is also revealed that Billy and Wyatt are on their way to attend the Mardi Gras in New Orleans. As Laderman (2002) notes, the road movie is given a destination – a place steeped in white supremacism, ignorance, slavery, and oppression. New Orleans was however also a place of spiritual wealth and a place where alternative cultures (Native American, African American and Hispanic), iconic to the hippie movement, hailed from.
A sincere interaction with American colonial history and how it contributed to exile, is disappointingly ignored when the travellers arrive at a Pueblo settlement the next day. Except for using the Adobe structures as a backdrop, no reference is made to its cultural significance. This is the hitchhiker’s home amongst the outcasts. The hitchhiker shows Billy and Wyatt the fields where several young people walk zombie-like sowing seeds onto what looks like fallow soil. He explains that they are all city kids and that they must stay there until they can harvest the crop. Laderman (2002) argues that the commune glorifies the pre-industrial America, but the zombie-like actions contradict this interpretation. Their actions become that of people cut off from the land due to industrialisation. Their homelessness is further emphasised through an extended pan across their expressionless faces. The shot comes to rest on a young man giving a prayer-like speech: “We have planted our seeds. We ask that our efforts are worthy, to put in simple food for our simple tastes…” The residents are all white and young. The spiritual advice seems to be addressed at the exiled white American male disillusioned with the restrictions and conservatism of capitalism. He is told to reconnect with his ‘purpose’ and make the land fertile. Awareness that the land they occupy is a colonised space also seems to elude them. The role of women in Easy Rider remains passive, but at least not as in most other road movies, completely absent (Cohan and Hark, 1997, 20). In Easy Rider they are to receive the seed and create stability; they are relegated to earth mothers. Billy and Wyatt invariably flee the commune where women and land signify stability. Instead, through the film, women are either bartered by them, are admiring teenagers or objectified prostitutes. In the final scene before they depart the commune, Wyatt, after a ‘fertilising skinny-dipping ritual’, stands victoriously gazing at the endlessly rolling mountains. He is portrayed as the quintessential romantic pioneer, reminiscent of Caspar David Friedrich’s Wanderer above the Sea of Fog (1818). 
 Laderman (2002) points out that the frame-within-a-frame compositions used within the cell suggests the thematic link between home/town/stability and imprisonment, invoking the classic road movie trope of ‘I am the fugitive’. ‬‬
In prison they meet their second spiritual guide. The latest in this film’s menagerie of ‘dysfunctional dicks’ (Cohan and Hark, 1997, 70) is an American Civil Liberties Union lawyer named George (Jack Nicholson). Although responsible-sounding, he is a drunk who lives of the charity of cops and at the mercy of his influential father. He bails them out and insists on joining them to New Orleans, promising them a free stay at the famous brothel Madame Tinkertoys. George acts and dresses like a comic book character attempting to escape the adult world. In his tale of transcendence, aliens rescue humans from their antiquated system through technology. When the threesome is mocked at a cafeteria by some rednecks, George is the one to remind them that “this used to be a good country. They fear what you represent to them. You represent freedom to them. It is hard to be free if you are bought and sold on the market place.” George confirms the film’s focus; exile and rebellion is caused by capitalism and not by technology (Cohan and Hark, 1997, 192). The motorbike is therefore a ‘gift’ of liberation. Shortly after George’s bout of nostalgia he is killed by the rednecks that earlier mocked them at the diner. Significantly, all Bill and Wyatt find on George is his ID and the voucher for the brothel in New Orleans. The next time we see them is in a restaurant where they have their ‘Last Supper’ before they move to the brothel to redeem George’s voucher. The track Kyrie Eleison (1985) provides the transition track between locations, and sets the spiritual tone of ecstasy for the montage of religious imagery decorating the brothel. During the sensual montage of the luxurious interior the resolution of the film is foretold with a flash forward aerial shot of Wyatt’s exploding motorbike. It sets the tone for the sacrifice and martyrdom to come. 
Once Billy and Wyatt leave Madam Tinkertoys with their female partners, the film heads recklessly to its ending. They join the Mardis Gras, take acid and merge with the exotic crowd. The montages are sped up with fast-paced travelling shots past floats, industrial wastelands, mansions and slums, before they find themselves in a graveyard. A destination pre-empted through drive-by shots edited into montages from the moment they made their first crossing over the bridge into New Orleans. Once in the graveyard, spiritual anxiety sets in. While the Lord’s Prayer is recited, combined with a thumping industrial sound, the four characters take turns to chant existential invocations of death - “I am going to die…I am dead” - while writhing around naked. Light (sun flares and overexposed frames) and darkness (cavernous entrances, underexposed and polarised images) are interplayed as they “dance and fuck” on the graves of the dead. Laderman (2002) remarks: “The turning towards psychedelia in their journey thus betrays a certain frustration with literal, horizontal movement. The ‘content’ of the acid trip itself seems a kind of negative catharsis, an internal journey that reveals what their external wanderings unsuccessfully tried to alleviate” (Laderman, 2002, 76). They escape the stasis of their goal destination New Orleans, and the graveyard in which their visit ends, on their bikes as they cross the bridge back into ‘America’.
During their last campfire, they question the validity of their quest. Wyatt admits to Billy that “we blew it”, that their journey was futile, while Billy fantasises about making “real money”. According to Laderman this exchange of dialogue summarises the essence of the film (Laderman, 2002, 77). They are back on their bikes as the day breaks, driving past industrial wastelands. Once they break into green surroundings, the camera takes to the sky in a low flying angle behind them. The temporary sense of freedom is cut short by a travelling profile shot of the pickup truck with the two rednecks that will shoot Billy and then Wyatt from their moving vehicle. 
Wyatt’s death is just a flash before the camera lifts off to a high aerial shot revealing the burning bike as pre-empted at the brothel. There the camera remains static in silence. The last sequence is an ode to the travelling shot, the formal device invented specifically for the road movie. The heroes die while the formal device that gave birth to them is taken to its artful extreme. They also die at the hands of a conservative self-righteous America that punished the rebel for being on ‘their’ road (Laderman, 2002, 78). All the redneck killers in the film are essentially occupants of non-place. Within the normalised space of non-place, a space into which they have no insight, they think they have the right to be judge, jury and hangman. There is an uncanny similarity between their retaliatory behaviour and that of the violent Harley Davidson-riding Hells Angels to whom the spiritual Billy and Wyatt on their choppers are contemporaries, but opposites. Hunter S Thompson (1967) wrote that the Hells Angels’ ethic of total retaliation could be seen against a technologically advanced and economically changing America in which they felt they’d been counted out and left behind. The rednecks were the unthinking/non-rebellious version of the same group of people. Ironically, just as the Hells Angels gave established America the middle finger, so does Billy, just before the rednecks shoot him. Professor of politics Susan McWilliams (2016) interprets the 1960s middle finger as finding expression in the current conservative American politics. A ‘white trash’ population feeling left behind by technology and impersonalised global economics controlled by the 1% elite, used their vote as their retaliation to upset the proverbial apple cart by electing Trump. They feel betrayed by their own brethren. As she points out: “If you can’t win, you can at least scare the bejesus out of the guy wearing the medal” (McWilliams, 2016, no pagination). 
Laderman points out the fact that so many American road movies are steeped in violence “reiterates that very society’s intrinsic need to exploit and colonise”. (Laderman, 2002, 22) The blind spot in many of the American road movies are that they unwittingly celebrate patriarchy and its technology. Combined with the desire to transcend borders, they essentially modernise the frontier mythology. Instead of looking critically at the cultural and historical baggage full of patriarchal and imperialist oppression, the landscape is pastoralized and the wilderness is made to please, in the same fashion as Thacker (1983) described the romantic practice of the 1800s colonial artist/explorer. The gaze of “giving nationalism an organic base, rooting it in the geography of the continent” (Cohan and Hark, 1997, 181) is repeated instead of reviewed. 
The environmental degradation of nature is acknowledged in the latter part of the film when the rebels travel through dystopian industrial landscapes with specific reference to the impact of the oil industry. The reflection on degradation while celebrating travel is the paradox the film fails to resolve. Or, as Barbara Klinger (1997) chooses to put it, “a wavering between vocabularies…which reflects a history that may be half-made, because it is still in the process of being made” (in Cohan and Hark, 1997, 182).  Laderman takes a more critical view and echoes reflections of Hunter S Thompson: “The film is critical of a certain America, but it can also be read as merely enacting the fundamental principle of Capitalist America – the freedom of the market, which is in some respects metaphorised as the freedom of the open road…Captain America and the rednecks might be flip sides of the same coin” (in Laderman, 2002, 81).
The trope of exile that continues to be portrayed in the road movie is revealing of a representational and existential crisis that endures. Timothy Corrigan (2012) considers the road movie an example of ‘generic hysteria’: “An historical body in trouble with the representation of itself and its historical place…It becomes a refuge for an audience that can no longer imagine a naturalised history. The environment, conditions and actions of the road movie have become a borderless refuse bin” (Corrigan and White, 2012, 153). What Corrigan confirms is that the highway, exile and non-place are inseparable.

	[bookmark: _Ref475708632][bookmark: _Toc488071550]C) Alan Crump - Homecoming 
Although no linear relationship can be claimed between Crump and Mancoba, Crump started his career with abstract scribbles, scratches and cross-hatchings, much like Mancoba’s work. Crump’s scratchings were more irreverent, as Karel Nel (2011) observes, “resembling the arbitrary clandestine images and words perpetrated on the back of public toilet doors. They assert deskilled and random aesthetic, consciously used (like the work of Mancoba – my insertion) to critique observational and conventionalised notions of drawing and skill” (Freschi et al., 2011, 26). Crump’s abstractions also subverted “the ‘serious’ art of the heady abstractionists and formalists, and the pomposity of academic conventions” (Cooper, 2011, 72). In the latter years of his career he would however work exclusively in watercolour and explore figuration, hence his relevance to this study. 
To understand the context of homecoming, a short synopsis of Crump’s early years is necessary. As relayed by Fresci (2011) He studied at the University of Cape Town’s Michaelis School of Fine Art and completed his Master’s degree in 1972. He received a Fulbright scholarship to study at the University of California, Los Angeles (UCLA) where he received another Master of Arts degree. He then moved from Los Angeles to New York where he worked as a studio assistant to the now famous sculptor, Richard Serra, and performance artist Vito Acconci. In 1987 he returned to South Africa and taught at UNISA. At the age of 31 he was appointed a professor of Fine Arts at Wits University. He dedicated much of his life to teaching, but was also known for his curatorial and arts administration work. His diverse achievements reveal that he worked with a dictatorial passion to spread the gospel of art, inspiring both fear and admiration wherever he went. 

One of the first artworks he completed after arriving back from the USA was a bronze sculpture, Danzig (1978). It served as a powerful introduction to his lifelong interest in how power and politics impact on land, and reveal his interest in non-place. Karel Nel (2011) describes Danzig as follows: “It consist of two lumps brusquely cast at one end of a long extension-like handle with a roughly ground sliced-off surface terminating in a small almost geometric, phallic head with the word Danzig punched into its surface. The physical presence of the object is frightening, like some brutal weapon, an image of raw power, yet with some allusions to the crude provocation of a surrealist object” (Freschi et al., 2011, 33). This sculpture references the destruction and the politics that shaped Weimar Germany and the subsequent land grabs it triggered in Europe. Danzig (Gdańsk in Polish) was awarded to Poland after World War I, splitting German territory into two. Nel points out that Danzig also “seems to invert the idea of a space/corridor into a claustrophobic solid form or object” (Freschi et al., 2011, 33). Danzig served as a stark warning to apartheid South Africa of the consequences of forced removals and land grabs. 

Of relevance to this dissertation are Crump’s watercolour paintings that he produced from the early 1990s onwards. He brought conceptual gravitas to a medium steeped in colonial baggage and seen as synonymous with Sunday painters. He painted the landscape but not a picturesque one; his were of the ravaged mining landscapes and the legacy that resource extraction left in South Africa. Crump (1990) himself admitted to have been inspired by the work of Anselm Keifer and similarly explored the narrative potential within the landscape. His work dealt with “the bedrock of the South African economy; power, abuse, land, ownership and the fallout of their volatile contestation” (Crump, 1990, 97). The presence of humans is visible in the way the topography has been radically altered and by implication emptied of all life. Crump himself describes the mines as “wretched, distorted and carved wastelands, closely guarded and patrolled apocalyptic vacuums where no animal transgresses and no plant grows (Freschi et al., 2011, 49). Eroded Mine Dump (1992) and Mine Dump and Slime Pool (1993) evoke human invasion and are reminders of excessive and ruthless exploitation of labour and territory. The marks are bold and abstract and, although aesthetically pleasing, they reiterate the violent marks imposed by humans onto the landscape. 

Although the landscapes and the marks imposed on it can be recognised, their geography becomes indeterminable, they have been reduced to a meaningless mass. These paintings have no fore-, middle- or background; the ziggurat–like structures fill the space, are confrontationally pushed into the face of the viewer and leave claustrophobically little space for the sky to breath. 

Layers Skawran (2011) points out how layer upon layers of similar tones and colours give a sense of radar vision into these monuments of greed. It makes visible the history of the toxic yellow dust and slime as it piled up over a century of exploitation. In the aerial views of Mine Landscape (1993) and Minescape (1994) all sky is eliminated. All that is left are swirling monotone marks that suggest a vast disrupted landscape with no focal point to provide the viewer with an anchor. 

Crump used the same point of view for Open Cast Coal Mines, Newcastle (1994), but this time the inhospitable environment consists of layers of black, metaphoric of the dark brutality of the gouging and the scarring of the land (Freschi et al., 2011, 53). The aerial view used by Baines to portray his expansionist fantasies and still favoured today by minerals surveyors, is utilised by Crump to indicate the perils of the all-consuming but detached eye. 

His palette for the series of mine paintings was usually muted, except for The Mine (1997) where bold vermillion perspective lines pull the viewer into the mine’s gaping tunnel. I assume the choice of colour is probably no accident as it is made from the toxic metal mercury sulphide. Crump here used the bold red perspective lines as a tool, familiar to the painter of the picturesque, to suggest the devastation caused when the surveyor’s perspective is imposed onto the landscape. In East Rand Property Mine (1993) Crump used semi-abstract multidirectional patterns to create a sense that the ground is in turmoil and flowing. Mary Corrigal (2011) wrote in her review about this work: “Though one can more or less make out the objects in his paintings, they are semi-figurative; there is no definition or clarity, which adds to the sense of the frenzied disorder.” (Corrigal, 2011, no pagination) 

In 1996 Crump painted three watercolour images, all entitled Monument, of the burnt-out auditorium of the 1820s Settlers Monument in Grahamstown after a fire in 1994. Crump was appointed to the committee of the Grahamstown National Arts Festival in 1984 and served as its chairman from 1990 to 1999 (Freschi et al., 2011, 65). The Settlers Monument functioned as the main venue for the festival and was therefore an artistic ‘home’ for Crump.  Painting the fire’s havoc, he reflected on two matters - the colonial history of the monument and his place within that legacy. Karin Skawran notes that “the gutted and blackened interior of the auditorium, the sacred heart of the theatre, symbolises for the artist the power of annihilation by fire and the destruction of a past political order” (Skawran, 2009, 8). As Skawran (2008) points out, the monument was a site of contested culture. Barbara Masekela, during her keynote address in 1990, the year Crump was appointed chairman, said that the festival was “Eurocentric and colonial”. She warned that it needed to make itself relevant or risk demise. (Freschi et al., 2011, 65) In Monument I and Monument II the beams and pillars of the monument remain. The structural remnants of the place, or rather non-place, are still visible; it is burnt out, blackened and fragmented, but illuminated with brightly coloured marks. The luminosity recall Leonard Cohen’ lyrics “there is a crack in everything, that's how the light gets in” from Anthem (Cohen and Faggen, 2011). The fact that Monument III is a painting of a rock, a blunt and impenetrable object, might be interpreted as a warning against nostalgia, like the line later on in the same song that says “forget your perfect offering”. 

In the same year that Crump created the Monument paintings he also painted the intensely personal Kitchen Series (1996-7). This series, consisting of watercolour renditions of amongst others food leftovers on plates, meat in a sink and oven-ready meals covered in glad wrap, evoke connotations of greed, waste, excess, erosion and carnage within the home (Freschi et al., 2011, 62).  Cooper (2011) wrote: “In this series of works domestic space is treated as an indelible ‘place’ of (un)homeliness” (Cooper, 2011, 74). In this way they are similar to his mine paintings, but far more personal. Fillet (1996) is “a sinister depiction of meat dripping with blood in a sink, and becomes symbolic of bleeding wounds and violation” (Freschi et al., 2011, 59). Or as Corrigal sees it, “the victor’s spoils” (Corrigal, 2011, no pagination).
The trope of non-place is repeated in Leaving (1999). The painting dealt with the emigration of close family members. Their leaving is signified through the representation of a ship-shaped jelly mould, “a playful everyday object that recalls the joys and comforts of home (as ‘place’), undercut by a deepened and devastating sense of dislocation and alienation” (Cooper, 2011, 74). The jelly mould possibly refers to a wish to enclose the fluidity of the contents. The backdrop to the tiny ship is a field of green. The green recalls a landscape, but there are no markers to define its physicality, there is nothing firm. The landscape has been robbed of any anchorage that can be called place.  Maybe place is now everywhere or nowhere since the ship itself could also dissolve at any moment. Crump continued to use free flowing paint in his Camphor Trees series (Freschi et al., 2011, 44). These paintings are a celebration of the oldest living, officially documented trees in South Africa. Here he, according to Nel (2011) captured uninterrupted nature by allowing the painterly medium to take on a life of its own while he intuitively guided it across the page. These paintings are decidedly different from most of his previous work that always remind the viewer of a dystopian reality. 

The series Pebbles is some of the last work Crump painted. (Freschi et al. 2011, 136). According to Skawran (2011) the death of his mother prompted him to investigate his Jewish heritage and return to the theme of Auschwitz. These painting tell the story of a place where his ancestors walked, suffered and died. It is a place that remembered an event. The neatly stacked cobbled streets mask the tragic devastation brought about by social and political engineering under Nazi Germany or for that matter the 1884 Berlin Conference that divided Africa amongst European countries, and the genocide of the Herero in German South West Africa between 1904 and 1908. These final paintings uncover the tenuous relationship between place and non-place. 
Crump paid testimony to the wreckage colonialism and Afrikaner Nationalism caused to South Africa. His minescapes captured not only the devastation of Prospero fantasies, but also the consequences those fantasies will have on a future South Africa. His claustrophobic and chaotic compositions, and his unstable marks predict a future where shifting and not stable ground will govern, and erode domestic space (place).

	[bookmark: _Toc488071551]C) Lost Highway - Homecoming
The film Lost Highway is bookended with a car travelling on, what we assume is the so-called lost highway. The car travels in the centre of the road with the camera mounted a few centimetres above the asphalt. The headlights illuminate only the immediate space in front of the speeding vehicle. A vertical axis of yellow dotted lines flick into the face of the spectator. We do not know where we are or where we are going or which landscape surrounds us, if indeed there is a landscape. As Todd McGowan (2000) points out, most films start with an establishing shot, creating a context. Lost Highway negates that stability; instead the entire depiction of Fred's (Bill Pullman’s) world leaves the spectator without any sense of time or place. 
Over this drawn out disorientating visual, David Bowie’s haunting song I am Deranged (1995) is heard. Another bookended scene follows the shots of the highway, an intercom message announcing that “Dick Laurent is dead”. In the opening clip, Fred sits looking at himself in a mirror while smoking a cigarette. He looks as though he anticipates the message, but upon looking out of the window of his house there is nobody. We hear police sirens and screeching car tires in the distance. In the closing clip we see that it is Fred himself who leaves the message via the intercom at the front door of his house. Cop cars arrive and he takes flight in Dick Laurent’s (Robert Loggia’s) car. Fred used Dick’s car to get home after he murdered him in the previous scene (Lynch,1997).
These bookended scenes are crucial to unpack to understand this highly complex film, which was rejected by many a critic as nonsensical, irrational and indulgent, or was hailed as genius, uncanny and innovative. 
Reni Celeste (1997) points out that David Lynch in Lost Highway made explicit reference to what can be considered America’s first road movie, The Wizard of Oz. The yellow flicking lines opening, recurring during, and ending the film reference, according to Celeste (1997), the yellow-bricked road down which Dorothy travels in Kansas. Through this reference, she concludes, Lynch rewrites American metaphysics and critiques the patriarchal American obsession with progress. She writes: “The American landscape was always well-mapped for metaphysical and theological metaphor. A nation founded on the journey West, an escape through the desert of adversity to the promised mythic land of California. The wagons that bulldozed over native soil, stopping only to wipe off the blood and flesh off their wheels, marked the highway, and dusty earth became asphalt not long before Bob Hope, Bing Crosby and Dorothy Lamour hit the road and broke into song. The road has always been the chief vehicle of this metaphor of progress, origin, and destination. It is only fitting that it should also become the chief vehicle for its unravelling…Lost Highway takes the road movie one toll further around the loop to reveal the mad dislocation that was already implicit in that American journey” (Celeste, 1997, 33).
The road to California that Celeste alludes to above can be assumed to also infer the Hollywood dream. Lost Highway therefore takes the viewer travelling on the material and immaterial highways that technology enabled, but which turns out to be a labyrinth. Lynch deciphers the meaning of the century-long marriage between film and car. Notably the car that is travelling on this highway is that of Dick Laurent. The film will reveal him as the ultimate patriarch. He is the authoritarian, car-obsessed murderer-, gangster- and pornographer-capitalist. Fred kills him after he finds Dick and his wife, Renée (Patricia Arquette), in bed in the Lost Highway Hotel, a scene we can speculate was a simulation of Fred’s mind or, as Slovoj Žižek (2000) and McGowan (2000) argue, Dick is a stylisation of Fred’s id. But as O’Conner (2005) points out, “the Lost Highway is a mixed reality and any attempt to fix or codify notions of a stable reality (such as psychoanalysis's determining structures) will ultimately create nothing but a lost highway” (O’Conner,2005,16). It is feasible to accept that the film is a simulation of Fred’s mind since the voice Fred hears over the intercom at the start of the film is he himself speaking into the intercom at the end. “He is both sender and receiver, and at the same time the space.” (Herzogenrath, 1999, 155) The film can therefore be interpreted as a journey of Fred’s self-imposed exorcism as he tries to find a stable identity in the metaphysical world, personified by Dick, as described by Celeste (1997). He ultimately fails and finds himself in the same non-place as where he started, except that he is going through some sort of transformation as he anxiously screams. Herzogenrath explains that “to approach this mystery, a different topology is needed, a topology accounting for a time-space that differs markedly from Euclidean space and teleological time concepts. A topological figure that makes such things possible is the Möbius Strip.” (Herzogenrath, 1999, 160) As Celeste (1997) remarks about time in this film, “the present needs the future to determine its own past, which is oddly also its future” (Celeste, 1997, 34). This Möbius structure jerks at rationality and abolishes a linear understanding of the world, which the myth of progress and the established Hollywood plot need to sustain themselves.
The first half of the film is set in Fred and Renée’s Los Angeles house. The house is veiled in a mood of suspicion, silences are too long, the dialogue stilted, almost unnatural, and the lighting and colours are muted although everything is visible. To quote Lynch: “The home is a place where things can go wrong.” Anna Katharina Schaffner (2009) points out: “It is the scenes that take place in obscure spaces inside, in ‘uncertain geographies’, which convey most vividly a feeling of angst, claustrophobia and oppression. As in Poe’s ‘The Fall of the House of Usher’, the houses in Lost Highway represent the distorted ‘inland empires’ of their tortured inhabitants” (Schaffner, 2009, 277). The camera often hovers over the characters as if they are under surveillance. Their ‘place’ is ‘unheimlich’ (‘uncanny’), which is different from a non-place. The uncanny is understood here as “that which should have remained hidden and secret, and yet is coming to light” (Jones, 2011, 9). In addition to the uncanny as portrayed in domestic spaces, Lynch also applies it by inserting doubles and doppelgängers as characters in the film. It is filled with an air of repression, ambiguous humanity and madness - all states associated with the uncanny that adds to the bewildering way in which the film is perceived. As stated above, the uncanny is not non-place, but non-place infiltrates their house through an electronic recording, which amplifies the sense of the uncanny - it is non-place leaving its mark on place. Renée picks up a video inside an unmarked envelope on the steps of their house. It would later be revealed that the Mystery Man (Robert Blake) placed it on the stairs. The video consists of a shot of the exterior of their house, zooming in on the front door. This recurs three times, each time adding a further few shots and becoming more intrusive. In the second video the camera enters their house, travels down the corridor and ends up showing them sleeping in their bed. In the third, Fred is shown over the bloody dismembered body of Renée. He is found guilty of murder, sentenced to death and thrown into jail. While in jail he suffers excruciating headaches coupled with flashing (black-and-white-recorded) memories. The next morning it is not Fred in the prison cell, but Pete (Balthazar Getty). Here the second part of the film starts. This part, according to Vass (2005), can be interpreted as an attempt to investigate or re-imagine the murder of Renée. Pete is freed as he is not accused of the murder. In contrast to Fred, the sexually impotent jazz musician who was unable to satisfy Renée in bed, Pete is a young, handsome mechanic who is sexually potent. It is at his car repair shop that we meet Dick Laurent, or Mr Eddy, as Pete addresses him. Accompanying Dick is his girlfriend Alice (also portrayed by Patricia Arquette). Instead of the brooding brunette she was while with Fred, she is now a blond femme fatal. According to Schaffner (2009), Arquette’s uncanny doubling flags the fact that Pete could be Fred’s re-presentation of himself. Once Pete meets Alice his desire for her is overwhelming. What this signifies is that Fred has a nostalgic yearning to be the Clyde to Bonnie. He wants to conquer the women of the gun-toting gangster, the American hero since the invention of the Western. As Schaffner (2009) points out: “Lost Highway is not just a psychopathological case study of the particular psyche of an obsessive male protagonist entangled in his own web of false conceptions, but also a critique of the culturally determined binary fantasies he struggles with” (Schaffner, 2009, 281). According to O’Conner, Fred tragically desires the phallic mastery that the traditional Hollywood hero commonly embodies. “‘Lost Highway’ can be read as a cautionary tale of the resentment and violence inherent in any desire to regress into a nostalgic fantasy that attempts to refashion empirical reality according to idealised representations” (O’Conner, 2005, 17).
The impact of the electronic media (another form of highway as discussed in Chapter 1) is central to the concept of Lost Highway and the character personifying its impact is the Mystery Man. The Mystery Man has weary eyes and looks as though he wears a white powdered death mask. He could be confused for the grim reaper. He delivers the VHS cassette; he possesses a cellphone, a video camera and a hand-held video screen. According to Herzogenrath (1999) the Mystery Man is also the unconscious structural agent that unites the contradictions and the impossible events in the film. “He is, so to speak, the twist in the Möbius Strip” (Herzogenrath,1999,170). Like the media, the Mystery Man can stich anything together, repeat itself or reference anything at any time. He could also be what Deleuze calls an ‘image-crystal’, “an image that contains at once ‘the actual image’, the real image existing at the present moment, and ‘its virtual image’ which is its recent past and ‘corresponds to it like a replica or a reflection’, so that it is impossible to tell the two images apart” (Deleuze in Roche, 2004, 36). This happens at the end of the film when the Mystery Man shows Fred, on his hand-held video screen, the images Fred saw on the video cassette of Renée’s murder, which we by then assume was Fred’s dream. The Mystery Man bridges two moments that reflect each other, but it is impossible to tell the reflected from its reflection, just as it is impossible to tell the real story from the dream. Celeste (1997) also interprets him as the intercessor as he can be in two locations at once. She sees the Mystery Man as exceeding the temporal and the spatial, while Herzogenrath (1999) sees him revealing a single repressed truth, namely “Fred's psychotic self-alienation that continuously returns to torture him” (Herzogenrath, 1999, 170). McGowan (2000) interprets the Mystery Man as the superego while O’Conner (2005) adds to Herzogenrath’s take on the Mystery Man. She claims that he has a more malevolent role in the film since he actively helps Fred destroy all agency, except his own. 
O’Conner (2005) argues that if Dick Laurent is the personification of the external patriarchal world, then the Mystery Man is Fred’s internal male co-conspirator. For instance, every time the Mystery Man speaks to Fred, all ambient noise and music disappear, indicating the conversation is happening inside Fred’s head. For instance, the Mystery Man replaces Renée’s face in Fred’s dream where he desires power over her after a session of failed lovemaking. He reveals through the tapes that Fred murdered Renée. He is at first Dick Laurent’s friend, but then helps Fred to kill him. He records Dick’s murder as a memento for Fred, and he tells Fred, once Alice rejects Pete, that Alice is in fact Renée. With this revelation, he resolves Fred’s anxiety and then leads him to the Lost Highway Hotel where Fred finds Dick Laurent making love to Renée. The Mystery Man therefore settles Fred suspicion that his wife is cheating on him and frees him to blame her instead of himself for his regressive fantasies. “The Mystery Man's ideal gaze, embodied by his video camera, is the destructive force that Fred mistakenly believes will grant him power over representation itself” (O’Conner,2005,25). Mistakenly, because the unresolved narrative undermines an absolute male power by exposing how only violence can result from the desire to become a nostalgic ideal. As quoted in Chapter 1, “the melancholic subject remains in a state of acute loss” (Kaplan, 1996, 34). And exactly like Fred, imperialist nostalgia is masked as ‘innocent yearning’, but with destructive consequences. Fred is a case study in function failure. 
Lost Highway is one of the most devastating critiques of the cultural fantasies that support the notion that particularities like Fred can represent idealised, impossible forms. Unlike the traditional male hero, Fred provides viewers with no secure illusion of masculine mastery; instead he foregrounds the nightmarish self-alienation that arises from any attempt to ‘re-present’ empirical reality in timeless/ideal representations (Schaffner, 2009, 18).
Like Easy Rider, Lost Highway is constructed around the fantasy of men. All the main characters are men, all the resolutions concern men, but where Easy Rider finds a romantic martyrdom in the death of the rebel, Lost Highway refuses narrative closure. The film's fundamental mysteries must be confronted by viewers. O’Conner (2005) concludes: “If ‘Lost Highway’ is a critique of the cultural impetus to regress and to find imaginary solutions to actual human conflicts, then the film allows viewers to regress without creating an easy, nostalgic fantasy. We can wake up to real-world problems if we acknowledge that idealised, imaginary representations can only lead to self-alienation” (O’Conner, 2005, 29). Roche (2004) proposes that the mysterious world and unresolved ending of Lost Highway forces the spectator to also become a detective. And as Schaffner (2009) states: “Lynch does not simply orchestrate Hollywood’s male gaze, but in fact thematises and deconstructs it…The era of stable male epistemological orders, Lynch seems to indicate, is over for ever” (Schaffner, 2009, 271-2). Lost Highway reflects on the patriarchal tradition of the road movie and critiques it, disrupts its structure and offers not an alternative, but cautions against any further investment in its predictable trajectory.





[bookmark: _Toc488071552]A Conversation on My Work
“There is no remedy but steadfast diagnoses of oneself and others; the attempt, through awareness, if not to escape doom, at least to rob it of its dreadful violence, that of blindness” - Theodor Adorno (in Kaplan, 1996, 118).
[bookmark: _Toc488071553]Introduction
In the previous chapters I discussed the conceptual framework and a select few artists that inform my work. For obvious reasons I could not discuss all the artists whose work influenced me, but it seems pertinent to conclude with Alan Crump and David Lynch as they conceptually best reflected what I am trying to achieve in dealing with non-place and the highway. Alan Crump supplied me with direction in terms of what is possible to achieve with watercolour paint, both technically and critically, within a South African art historical context. Lynch proved informative as far as critically engaging with the Prospero narrative as expressed through the highway.
In this concluding chapter I discuss my own studio practice and how it resulted in the works I produced. I unpack my practice through a set of questions that I had to resolve, but also include questions from lecturers and co-students that came up during studio reviews.
I sketch the background to the works’ production, and highlight themes the works have in common, before concluding with images and notes of a select few works.
[bookmark: _Toc488071554]Why watercolour paint? 
When I took up painting again in 2013, after a 20-year hiatus, I started with watercolour. Due to the lack of a studio it seemed the appropriate medium that could be unpacked in a makeshift workplace or fit into a small case when going on a road trip. I knew it was a medium frowned upon by ‘serious artists’ and its portability did nothing to dispel its ‘Sunday’ painter reputation. Its portability, however, lead me to the concepts I explored in this dissertation. 
The urge to paint coincided with my desire to establish a life outside the city. During my trips between Johannesburg and Rosendal, I became interested in the highway as a gateway to my respective destinations. Also, at this time a very good friend died in a motor accident. The simultaneity of events motivated me to collect debris on the shoulder of highways. As I was travelling around with watercolour, I used it to document the wreckage. 
It struck me that I was echoing the practices of colonial explorer/painters by painting objects found on a road trip, except I was not documenting virgin territory, but the sullied remains of bygone imaginings. The impact of tar and oil and rubber (raw materials that build and sustain the highway) on water (the painterly medium of my choice) took on a new significance and peaked my interest to engage the lesser status of watercolour on the ‘art map’. Virginia MacKenny (2011) wrote in her essay ‘Vacated Spaces’ that “watercolour’s secondary status could be due to the very lack of its physical presence. It is utterly different in its material weight and permanence from its big brother, oil paint” (MacKenny, 2011, 78). The ‘weight’ of oil, in both painting and travel, became an idea to resist by using water. Its ephemerality means that it cannot be exposed to direct sunlight without fading (the opposite to the subject matter that does not erode when exposed to the elements). Its vulnerability demands of the paintings to be preserved in acid-free covers in dark drawers, adding an aura of secrecy to it. While none of its impermanence and secrecy is visible while on exhibition, it conceptually underscores ideas of the uncanny (see Section 3.4).
[bookmark: _Toc488071555]What is the process from collecting debris to executing the paintings?
All the debris I use in the paintings has been collected on the road between Johannesburg and Rosendal over a period of three years. The process of collection was random, but focussed. I would drive on the lookout for pieces, but would only stop if I thought a fragment looked interesting or different to the bits I had already collected; sometimes I would stop at accident scenes and collect several pieces. Once in my studio, I take a series of photographs of the debris. I film specific pieces or a combination of pieces from different angles and in different light conditions, and repeat this process several times. I then edit the photographs to find images I think will translate as paintings. Thereafter, I make quick sketches, playing with format and composition. Through a process of elimination I select an image/idea. I then re-photograph the constellation and tweak composition, add bits of new debris or take some away. I essentially draw through the medium of photography. Only when I am satisfied that a composition communicates an idea, do I commence painting. Once the painting process starts, I work from the photographs as well as the actual debris, because it is important to me to capture the essence of the matter I am painting.
[bookmark: _Toc488071556]Why the forensic detail?
While painting the debris, three aspects in its representation became important. One was to emulate the topographical tradition of the colonial explorer/artist. I wanted to engage with what Foucault (1976) called the absolute eye, the eye of knowledge/power that cadaverises life and see how, when applied to a dead object, it changes its status. Secondly, I hoped to transform the object through forensic representation; from an indistinguishable mass of debris to something that could appear alive. I wanted to expose the raw material, to show the multitude of elements that constitutes its anatomy and the architecture of its components. I wanted the objects’ labour exposed to counter the dehumanising logic of the factory, and restore the materials’ semantic void. The most dominant material I paint is rubber, a material that has a blood-steeped history in Africa starting in the late 1800s when Belgium’s King Leopold the II extracted natural rubber in the then Congo Free State.
Through the forensic representation of the debris I want to awaken a spectre, something akin to the uncanny, defined by Sigmund Freud as “that which ought to have remained hidden and secret, and yet comes to light” (Jones, 2011, 19). By exposing the parts, I wanted to lay bare the exploitation of resources and the people needed to keep the engine of the highway running. I wanted to re-read the debris through which the fathers’ ghosts become visible, as discussed by Jacques Derrida in ‘Specters of Marx’. Derrida writes: “The specter is a paradoxical incorporation…It becomes, rather, some ‘thing’ that remains difficult to name: neither soul nor body, and both one and the other…There is something disappeared, departed in the apparition itself as reapparition of the departed” (Derrida, 1994, 6).
The forensic representation of the debris exposes the patterned repetition of the objects. They are reflective of the duplicability of non-places. And it is in the presence of non-places that people experience that inescapable sense of having already lived the moment in time. It is what Deleuze calls paramnesia (Moulard, 2002, 335). As discussed in the previous chapter, Lynch explored paramnesia in Lost Highway where memory, fact and fiction result in a labyrinthine puzzle. I hope to capture some element of this in my work. 
The third motivation for the forensic attention to detail is more personal. I wanted the metabolism of my work to be slow. It counters the great speed of present-day travel on highways, information overload and mass communication. In the forensic recording of minute detail I am bringing my own body to stasis, and I hope the viewer experiences the slowing down of time while reading the painting.  
[bookmark: _Toc488071557]Why the monochrome palette?
The monochrome palette is partially due to the subject matter that I paint. In my engagement with landscape painting the monochrome resists the blues and greens associated with the picturesque or “most wanted painting” as declared by Komar and Melamid (2010). One colour that I use in every single painting is Ivory Black. The origin and production of this colour is meaningful as it is produced through the incineration of animal bones. The colour was originally called Bone Black, but in the 1600s it was realised that burning ivory produced a much richer, denser black that was also less likely to fade. (Webster et al., 1884) The shame of rampant elephant massacres by colonial hunters, linked to artist/explorer/hunters like Baines, remains associated with the colour. The colour consequently provides continuity and an opportunity to reflect on the medium. Since the early 1900s, ivory is no longer used in the creation of pigment for this paint, but the name remains. Although the practice of using charred animal bones to create pigment may seem archaic, this same method is still used to create Ivory Black. Today, mostly cattle skeletons are used to produce the charred bone, but since the outbreak of mad cow disease, the skull and spines are never utilised to prevent the spread of Creutzfeldt-Jakob disease. (https://en.wikipedia.org/wiki/Bone_char) 
The one bright colour I use in the series of works is Cadmium Yellow. This is a colour often used by industries due to its chemical durability. This, together with its discernibility over long distances makes it a popular colour for road signage. In road signage yellow keep drivers alert and aware of possible dangers, and instructs them to yield. It is often used on highways to warn of hazardous locations. It is, significantly, also the colour of the yellow lines flashing past the viewer in the opening and closing scenes of David Lynch’s Lost Highway. The colour is however also associated with sunshine, happiness and fertility, and often used in advertising to communicate this. These associations lent it a banality spared many other colours. It is within this context I wish it to be read.
[bookmark: _Toc488071558]What is the significance of other materials used in the work?	
I chose to exhibit the paintings unprotected, for the paper to retain its integrity as a material. The paintings span across several sheets, because the larger-sized paper in the weight I wanted is unavailable in South Africa. I had a choice to exhibit these paintings separated with a gap between the sheets or as one. I chose the latter as the edge of the paper is like a casting joint in a sculpture. It is not something to hide or accentuate; it is simply part and parcel of the material. 
Joining the paper also gave me the opportunity to explore formal solutions supporting my work conceptually. Firstly, the idea of the paper being able to unfold and join like a map appealed to me as a reference to place. It was with this in mind that I joined some of the pages with rubber latex dots. The dot, in this case, is suggestive of a mark used to indicate a place on a map. Rubber latex is also used in the construction of tyres, and to mask the paper when painting to create the highlight or foreground of the object painted. Once the rubber is removed, the ground material is revealed as the highlight, thereby inverting the logic. The play between place/non-place, separate/joined, mask/reveal and background/foreground became meaningful in terms of finding a language that can address indefinable space. This relates to the prison cell paintings of British watercolourist Lucy Skaer (Smith et al., 2011, 179).
The one other aspect that possibly needs clarification is why I chose to exhibit the paintings on a light wooden framework. To maintain the integrity of the paper I wanted to find a solution where the paintings won’t read as only pictures on walls. To achieve this I wanted to separate the paper from the wall. The light wooden structure seemed to satisfy this need without jarring with the formal qualities of the paper. The architectural nature of the structures also supports the conceptual underpinning of the work.
[bookmark: _Toc488071559]Why paint singular objects?
This formalistically references the practice of the topographical artist and so establishes another link to the artist/explorer. The object is isolated and presented without context. It should secure a life of its own. There is no division between fore-, middle- and background and therefore no space that can be traversed and conquered.
[bookmark: _Toc488071560]Why paint the same object multiple times?
The motivation for this came through my process of filming objects multiple times and in multiple conditions to explore their possible uses as painting subjects. It became evident from a very early stage that most objects provided several incarnations suitable to paint. It was as if the debris shape-shifted, depending on the fantasies I projected onto them. Thereafter composing them in portrait, landscape or square compositions further altered their impact and associations. The shape-shifting ability of the subject material reminded me of what Appadurai (1995) stated: “Fantasy is now a social practice” (Appadurai, 1995, 53). He is quick to point out that this is not a cheerful observation. Instead, what is implied is that “even the meanest and most hopeless lives, the most brutal and dehumanising of circumstances, the harshest of lived inequalities are now open to the play of the imagination” (Appadurai, 1995, 53). The objects I paint, reflect the dystopian fantasy where debris convergences and becomes an indescribable force. It also reminded me of what Lingus (1994) stated about the global increase in refugees who are a community who have nothing in common, that float between borders and become whatever their host determines them to be. As in Lynch’s Lost Highway no single representation can neatly close the narrative of what has been left by the patriarchal culture of the highway.
[bookmark: _Toc488071561]Would you qualify your work as landscape paintings?
Yes and no, but they certainly all reference the landscape due to where I collected the debris. Further to this, the debris’ raw materials were all extracted from the soil. Some paintings do read as landscapes or as interventions in landscapes. I painted two specific landscapes to engage with the historical narrative of occupation, but they are paintings re-presenting representations of landscapes. They are part of the debris left behind in the ambition to create the Cape to Cairo road. Through my interventions, I am inviting a re-reading of the original images. One of the paintings is Baines’s Buffalo Driven to the Edge of the Chasm (Figure 3). I chose this painting because it combines the picturesque with abject violence. Selecting to paint a representation of Victoria Falls is also intended to engage with what Kaplan (1996) describes as the certainty of tourist sights, which helps alleviate the feeling of drifting or fragmentation that afflicts the modern traveller. The painting Buffalo Driven to the Edge of the Chasm is a popular postcard sold to tourists visiting the falls. It authenticates tourists’ nostalgic experience of the wilderness the place once was, when Africa was wild and explorers were brave. For a few brief moments, the tourists’ displacement anxiety is alleviated as they get in touch with the exotic and authentic, which was sold to them in a tourist brochure as a life-altering experience (Kaplan,1996,35).
The second landscape is a painting of an aerial photograph of the Outeniqua pass taken in 1951. In October 1942, construction started on this pass as part of the original national road between George and Pretoria. The photograph is triumphant given its elevated point of view, capturing the road that snakes across what looks like an impassable mountain range. However majestic nature is, human engineering remains the victor in this image. When building commenced, Italian prisoners of war were used to excavate the rock. Little progress was made as they were mainly artists and musicians not accustomed to cutting swathes through rocky mountains. The pass was eventually completed in 1951 by South African labourers (Bernal C. Floor, 1985, 21). The irony of this and the fact that I could now paint the cutting line across the mountain, appealed to me.

[bookmark: _Toc488071562]Notes on select artworks

[bookmark: _Toc488071563]Barbēlō
[image: ]Watercolour on paper
765 x 560cm
‘Barbēlō’ was the first painting done with the concept of non-place as a structuring theme.  According to the Apocrypha of John, the supreme unknowable deity through an act of self-reflection created Barbēlō. Although Barbēlō has no specific gender, her identity is female and she is considered the ‘Image of the Invisible Spirit’ and the ‘Primal Human’ (Litwa, 2014, 75-84). Barbēlō is therefore the first emanation ‘in place’ when God and place was one. 



[bookmark: _Toc488071564][image: ]Neither Fish nor Fowl
Watercolour on paper
765 x 560cm
This was the second work produced in the series. The body of this work consists of the same debris as ‘Barbēlō’, to which a few additional bits of wreckage were added. The title refers to the indefinable space between place and non-place.
[bookmark: _Toc488071565][image: ]A Time Being 
Watercolour on paper 
1880 x 940cm
This is the first work in which I combined several sheets to form one image. In this work I used a portrait composition, which influences the way the work is read.











[bookmark: _Toc488071566][image: ]An Uprising
Watercolour and rubber latex on paper
1680 x 760cm
This was the first work in which I used rubber latex to join the edges of the separate sheets of paper forming a single image. The structure depicted in the background is the Victoria Falls bridge, which was completed in 1904. This work was originally planned to accompany ‘A Time Being’, but as it evolved it took on a life of its own. The two paintings still relate to each other due to their portrait compositions.







Bundle
Watercolour and rubber latex on paper 
2280 x 1140cm
[image: ]The debris used in ‘Bundle’ is the same as was used in ‘An Uprising’. This time I painted the debris to scale. In this painting I wanted to explore a horizontal/landscape composition. The string used to hang the debris, was masked with rubber latex and once removed left as ground. Rubber latex dots were again used to link the six sheets of paper.



[bookmark: _Toc488071567]Travel Dreams I
Watercolour and rubber latex on paper
765 x 2240cm
The debris used in ‘Travel Dreams I’ and ‘Revenant’ (below) is the same. In the ‘Travel Dreams I’ I explored a landscape format, while in ‘Revenant’ the composition is in portrait format. 
[image: ]

[bookmark: _Toc488071568]Revenant
Watercolour on paper
1510 x 2100cm
[image: ]The title of this painting recalls the ghosts of the fathers, similar to the ghost that appears in the opening of Hamlet, as referred to by Derrida in the book Specters of Marx (Derrida, 1994).





[bookmark: _Toc488071569]Travel Dreams II
Watercolour on paper 
2180 x 755cm
[image: ]I have discussed the landscape section of this painting in some detail in 3.8. Forming the outer or bookended sides of the triptych is a single painting split into two. The painting consists of a shredded tire tube and a flattened packaging box painted in Cadmium Yellow. 



[bookmark: _Toc488071570]Travel Dreams III
[image: ]Watercolour on paper 
2180 x 755cm


This painting was discussed earlier and I won’t go into further details about the landscape itself. I again used cadmium yellow in this painting. In this context, it is important to note that Cadmium is a toxic heavy metal. Unlike most other metals, cadmium is resistant to corrosion and is insoluble in water. In its flattened state the container/packaging I reference loses its association to the product it housed. As a map, the fold lines indicate its engineering, like with a complex origami object. It suggests its original purpose but can be visually folded into numerous shapes to become something else. The Landscape of Outeniqua Pass is bookended with a mirror image of my enlarged signature echoing the lines of the pass across the mountains.
[bookmark: _Toc488071571]N01
Watercolour on paper 
3150 x 1510 cm
[image: ]This was the last painting completed for the MA in FA. I combined all the tires I had collected over a three year period. The arrangement is similar to that of a rosette. This painting is the largest of all the paintings completed for the MA in FA.  It deliberately tests the dimensional limits of what watercolour paintings are associated with. It was designed to dominate and reflect on the specific exhibition space, Point of Order Gallery,  allocated to me for my MA in FA exhibition at Wits University. 






[bookmark: _Toc488071572]Conclusion
“The trope of the road still requires the concept of home as a structuring absence.” - 
Pamela Robertson

In the quest to unpack the question “How to paint a highway?” it has been established that the highway can be proclaimed a non-place. Chapter 2 traced the trajectory of the development of non-place. Lefebvre (1991) pointed out how space was produced from the Renaissance onwards, and how this production of space led to the erosion of place and the production of non-place. The Western capitalist process of accumulation accelerated and the conquest and plunder of the oceans and continents by Europeans followed, replicating non-place globally. Travel and non-place are therefore linked, and art and science actively contributed to its spread. Appadurai (1995) warns that today the state, especially the bloated and corrupt version of it, with its midwife capital, are responsible for the proliferation of non-places. Place is further undermined through growing global digital communication and connectivity. Kaplan (1996) described it as hyperspace - a domain in which local experience no longer coincides with the actual place that it takes place in. Virilio (2007) cautions that we are living in the twilight of place, and with that comes the collapse of the body. 

It does not mean that place has been eradicated, but it increasingly exists in a contractual relationship to non-place and is therefore under threat. Agamben warns that most of the world’s population will only be afforded living a “bare life”. He defines bare life as “existing on and in indeterminate margins and spaces, outside the normalising order of modern control societies, but still nested within capillary networks of power relations. Such spaces are non-places” (in Norman, 2012, 53). These are the non-places that the increasing number of refugees and migrant workers are very familiar with.

There are arguments for abandoning the concepts of place/non-place as they are fundamentally Western utopian/dystopian concepts. Appadurai (1995) and Kaplan (1996) both claim that in the age of the post-national, history and geography need to be negotiated in such a way to dislodge singular, privileged accounts in favour of more multiple and diverse readings. The jury is out on how to nurture and connect the local that is placebound, with the increasingly globalised non-placebound. Agamben calls for “a return to a present we have never been to” (in Aranda, 2010, 68). To do that, we have to cross the bridge to the past to sift through the debris it left behind. That is, as Augé (1995) laments, if there is any debris left, seeing that the debris of the contemporary world no longer has the time to become ruins.

While the understanding of place is being debated, the landscape – as a stable point, as an anchorage – continues to carry the burden of orientation while simultaneously being physically modified. Within this landscape the non-place, like the highway, as described by Augé (1995)  seems to await human tragedy to activate its place potential. This relates to function-failure that opens a possibility to insert new meaning in a stagnant narrative and echoes James Joyce’s preparatory note to Ulysses, that “places remember events” (Dean and Millar, 2005, 14). This is certainly true of Hiroshima, Auschwitz, Fukushima, Robben Island prison and Marikana, to mention a few. Most of these places were constructed from the outset as non-places, but in the face of trauma became places. Violence seems to be present wherever there are attempts to convert non-place into place. 

I capture traces of tragedy that occurred in non-place through the paintings I produce of the accidents’ debris. The accidents might not have made national news, but hopefully the art will challenge the viewer not to remain a mere sleepwalker or passenger on the highway. Through my aesthetic approach, I intend to transform the debris beyond tragedy. By singling out the objects in neutral fields and painting them in forensic detail, I plan to capture the architecture of their making and therefore the history of their materials, materials that reveal continued resource-stripping of the landscape. I included two landscape paintings within my exhibition, which reference historical presentations of places. Through my re-presentation I aim, in the words of Agamben, to cross the bridge to the past to sift through the debris left behind. These landscapes are included in the exhibition to provide context to the rest of my body of artwork.

I organised Chapter 2 in three sections, namely occupation, exile and homecoming. The trajectory illustrates how the specific artists and filmmakers grappled with the past to understand their present. The road movie ‘Easy Rider’ consciously challenged the utopian functionalist status of highway culture and everything that created it. Mutiny is declared against authority representing state and capital – the highway patrol, the bank, the strip mall and the factory, the non-place. As Laderman (2002) points out that although the motorbikes on which the heroes travel provide freedom, it also kills them. Easy Rider epitomises the last-ditch attempt of the characters to find a place in the world, to make their own history and to set up relationships with the drifters and characters they meet along the way. At the same time, they only interact meaningfully with other patriarchal characters. The road becomes their place/home, in itself their destination, and place is established in non-place. But place is established for a transient moment and only if loss is accepted as a given at the onset of the journey. 

Lynch used somnambulism as the structuring idea in Lost Highway. In this film the lead character Fred is initially portrayed as the compliant citizen who is in a state of somnambulistic solace in his home. He is like the traveller on a highway that Augé (1995) describes as following: “Subjected to a gentle form of possession, he tastes for a while the passive joys of identity loss, and the more active pleasure of role-playing. The only face to be seen, the only voice to be heard, in the silent dialogue he holds with the landscape-text addressed to him along with others, are his own: the face and voice of a solitude made all the more baffling by the fact that it echoes millions of others” (Augé, 1995, 103).

Unlike in Easy Rider, the lead character in Lost Highway is not killed. Instead the violence to which he is exposed and in which he partakes seems to have only put him on a different path. The resolution is unclear, his homecoming is incomplete. Fred remains the solitary traveller to whom, to quote Augé, “neither identity, nor relations, nor history really makes any sense” (Augé, 1995, 103). He remains in non-place. Fred does not interrogate history outside of his own life. He has been captured by the fantasy constructed for him by a patriarchal lineage and the media. Lynch’s film serves as a warning of the mindless existential loop that non-reckoning with past and present will result in.

The road movies I discussed are essentially self-referential, a closed system – made in the USA about the USA for the USA. In contrast, the work of South African watercolourist Mancoba reflects an open system. Although the life of Mancoba is an example of how exile can force an unhealable rift between a human-being and heimat, his work is life-affirming. In his search to reconcile past with present and future, he developed a unique visual language. Although he defied the same oppressive imperialist capitalist system to which the characters in a film like ‘Easy Rider’ rebelled, his vision is not dystopian. Exile in ‘Easy Rider’ results in death, while exile in Mancoba’s work results in him celebrating the bond between life and death. The reason why Mancoba responded so differently to exile is probably because he had a very different understanding of place. What Appadurai and Kaplan advocate in terms of dislodging a singular, privileged account of place in favour of more multiple and diverse readings, was implicitly understood by Mancoba. Similar to Irigaray’s theories of the leaking body that allowed place to be everywhere, Mancoba’s drawings and watercolours are also always open. A head or a body is never a closed system, but consists of multifaceted penetrable segments.
Mancoba and Crump’s early work of scratchings on paper show some aesthetic similarities. Both asserted a de-skilled random aesthetic to critique observational and conventionalised notions of Western drawing and skill. Crump’s Jewish heritage gave him a personal insight into displacement, but his response to exile was more provocative than that of Mancoba. Soon after he returned to South Africa he engaged with the landscape and how, through resource extraction, it was turned into a dystopian wastelands or non-place. His mining landscapes, painted with expressionistic vigour, capture the violence inflicted on place and people. His disorientating representations of land seem to forewarn political instability. Crump’s journey into the history of place brought him, in the latter part of his life, to a personal understanding of the present with his series of kitchen paintings. He is no somnambulist in his own home; instead, he is painfully aware of his own privilege and how the violence inflicted by centuries of colonial rule outside the house infiltrates and disrupts domestic space. Like Lynch, his amplified attention to the mundane sets up an uncanny discomfort. Unlike Fred in Lost Highway that lacks the capacity for introspection, Crump concluded his artmaking journey by celebrating place. In his series of paintings of the Camphor Trees at Vergelegen - the oldest living, officially documented trees in South Africa - he abandoned all control and allowed water and paint to unfold freely to capture the trees’ vibrant life force (Freschi et al., 2011, 44). In these paintings his mark-making reminds one of an openness, not unlike that in Mancoba’s work. He would conclude his career with a series of paintings of the pebbled streets of Auschwitz negotiating the tenuous space between place and non-place. It is as much a spiritual reflection on his heritage as it is of the horrors piled onto the physical place through occupation and mass-murder. 

In conclusion, Bronwyn Law-Viljoen (2004) wrote that Santu Mofokeng’s series of photographs Train Church (Figure 19) were “defensive manoeuvres” against the appropriation and theft of space. The series depicts people on their way to work, holding church services in the early morning on the Johannesburg commuter trains. “Mofokeng insists that Train Church, undertaken at the height of unrest in the 1980s, was ‘cast in political terms’. The itinerant churches were partly a response to the strains of commuting, forced upon millions of South Africans. To create a space for the rituals of worship within the constraints of forced movement. In Train Church the commuting believers try to undo this loss.” (Law-Viljoen, 2004, no pagination) This, she states, is a gesture at once radical and utopian as it is simultaneously a release and reminder of oppression. Law-Viljoen compares Mofokeng’s Train Church to French religious historian Michel de Certeau’ retelling of the nomadic religious man called Labadie. "The 'tireless wandering' of this baroque hero," De Certeau argues, "gives relevance to a spatial problematic. His inner journey was transformed into a geographical one. Labadie's story is that of indefinite space created by the impossibility of a place" (Law-Viljoen, 2004, no pagination). 

Mofokeng’s photographs also captures, as Appadurai pointed out, the following: “Fantasy is now a social practice.” (Appadurai, 1996, 53) The people he filmed in ecstatic prayer or praise reminds one of Abdul’s fantasies in Katherine Boo’s book Behind the Beautiful Forevers in which he sees “a fortune beyond counting” in recycling at a Mumbai dump.

The “impossibility of place” in Mofokeng’s photographs are significant to me as they captured place being created within non-place. The claustrophobic interior of the train relates to the disorientating power of the highway. Commuting on either defies a sense of place and flattens space. Recalling spectres through the abandoned debris found on the shoulder of the highway is for me a defensive manoeuvre. Thirty years after Mofokeng’s Train Church, place has changed, but non-place has stayed intact. My work negotiates space within the parameters of what I consider place within contemporary South Africa and how it relates to the experiences of millions of people across the globe.
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