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= Mar 4+ Ma

A.'pictor.ial jam session between two individuals in which
- the resulting image, while borrowing from the graphic

vocabularies of each member, is much more than their
simple sum.

An early awareness of the fundamentally interactive
nature of reality ( | mean, we were about five years old
when it all started!).

A way of bringing fun and wonderment to life by looking
for the extraordinary at the heart of the ordinary.



It's all about “being”.
Une sensation entre “ici”
et “maintenant” but not quite
“here” nor “now”.

Intangible, but very présente.

Should there be a beginning to the story?
La chose a de toute évidence existé de toute éternité.

So here it goes...

“In October 2004, while preparing for the exhibition Retro Speck
Future Pixs”, Gilles decided to use again the name “Ma de Marma”.
While Jean Jacques Martin had much earlier on officially adopted the
name Jean Jacques Mar to sign his sculptures, Gilles had yet to formally
acknowledge the powerful influence of Marma on his formative years
in Provence. By becoming once more “the one between things”, Gilles
was bridging the gap between the adult he had become and the teen-
age co-founder of Marma he was."

9

“Marma as we know it
Evangeline Modovar
©?2078 Publications of the Great Flood

Self - pencil and water colour on paper - 1990 - 18x26cm
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MA DE MARMA
AS SIMPLE AS THAT

and | work on the space between things

Marseille. Summer 1977

ette année-la, I'été fut particulierement éprouvant.

Chaleur étouffante et sécheresse avaient provoqué des
feux importants dans les collines environnantes et I'odeur
d’incendie arrivait jusqu’au centre ville.

Yet, despite (or maybe because of) the surrounding apoca-
lyptic mood caused by the raging bush fires, | found myself
particularly inspired and productive in my studio.

In 1976, after studying architecture for three years, | came to
the conclusion that images were my true calling. Buildings and
architecture fascinated me for sure, but not the nitty-gritty of
construction. In June, after a year spent drawing and painting
using an intricate pen and ink technique, | passed the exami-
nation to enter a school of photography recently opened in
Marseille. While waiting for the beginning of the school year in
September, | spent the summer exploring the relation between
the traditional graphic mediums | had been using and the pho-
tographic medium | had recently grown fond of.

Taking photographs was of course interesting, but what
fascinated me most was the medium itself. | couldn’t help but
wonder about the effect of photography on the perception of
time and space, and the resulting paradox that took the form
of a photograph.

The transition between these two phases of my life took
on' the form of a drawing. In it, | was for the first time
purposely exploring the relation between graphic and
photographic mediums. | forgot which title | gave it then, but
many years later when preparing to exhibit it in Singapore,
| called it: Time Frame.




ime Frame was based on an observation that had occurred to me
while pondering on the nature of painting and photography and their
relation to one another. | could see them as basically working in

opposite directions, as if looking at reality from

_ o - 7 :
./ A @M There is no fixed formula defining how
long one should take to create a paint-

ing or a photograph. But one can

reasonably assume that paintings in

general develop over a long period

of time, while photographs capture

a fleeting instant. Paintings compile

long hours of work, if not days or

years, into an image that can then be

E\.e@’ perceived within just a few seconds.

f Photographs on the other hand turn the

instant into a moment of all eternity that

can be seen over and over. Similarly, painting

has the power to transcend space by allowing the

juxtaposition of many different places and points of view in one single image,

while photography will do so by allowing the single point of view of a single

place to exist simultaneously in many locations at the same time through the
virtue of its reproductive capability.

My drawing was conceived as an
almost mathematical illustration of
these interactions, with a horizontal
axis symbolising time flowing from m
right to left and a vertical axis re-

lating to space from bottom to top.
Photography, the instant, the “here <
. : and now” stands at the junction of

J: Eu fl' i ) OG- ) these two axis, surrounded by diverse

I

-
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= ri : ';_,, _ﬂhii graphic interpretations of the photo’s

— — subject, me for the matter, in a pho-

Time Frame - photo and mixed media on paper - 1977 - 65x50cm tograph taken by my friend Xavier
Gaeremynck.

h
S(O ace. ]/\ \§

The left and right top boxes symbolise
the possibility of infinite reproduction
coming from one single moment at the bottom/centre. The side boxes at

> Z/L the bottom focus their movement on the centre top box where | used the
6 contrasting texture of enamel paint on the empty silhouette, the question
> of substance and identity. Little did | know that this work had opened the

&f [/C(/ way for a life long research on the phenomenology of photography. Eight

years later the first graphic would show up in Tokyo, while the second would
reappear almost thirty years later in Singapore.
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Portfolio de diplome:
des maisons, des arbres, des aqufos
a study of mankind’s environment

as resulting from the combination
of three components: houses,
- ?Cg =

trees and cars
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Talking Eyes was an adventure
that took a few of us by
surprise.

It started as a timely meeting with Frangois
Verlet during the 1981 New Year party.

Francois had a vision. He wanted to
use the power of music and
light to change the world, so to speak.

| was all for it of course. Let me dance
my soul away and | will be the
happiest man on earth.

For three years we did party our life

away, organising wild nights that

mixed kampung life with disco beat,
dreamlike settings with

outrageous performances, beautiful people
with luscious fruits.

These were the magic nights of the Art of Parties.
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such as audio-visual ! s s
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productions. One of N T LA
them, meant to present : 4 ~ s
the up-coming MRT ' - 1 N s
system to the public, . ' : £ A = 0
even saw me designing . 3 : : \ T D T e
the first network map : 3 G
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The highlight of our
activities however was a

— i — - - o5 t ~ -
commission by Jessica Leo for Qoo . d /é /
T, e - Ty i
an outdoer-multifiiedia shoy : ’C/{/L/Z 6 M(/ . He and He - ink and gouache on paper - 1994 - 40x30cm

in the first Singapore Festival

i ~

Toa Payoh
Festival Fringe 1984

communication
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photo Jean Paul Guyére : Ta’king Eyes and A
) the Concrete Jungles; "
; efghij

This | believe was among the first street art performances in Singé‘pore E



Listen - silver print - 1985 - 25x17cm

My first photographic exhibition. | had been commissioned by the French magazine City to take black
and white photographs of Singapore. This photojournalistic work eventually triggered in me the desire
to explore once again the relationship between photography and painting. | began working on the photo-
graphs with colours, at first in a realistic manner, then pushing this approach towards increasingly graphic
and expressionistic works. This resulted in a series of works ranging from pure black and white photos
to images bursting with colours. They were presented as an installation within the typically Singaporean
environment of a flatted factory, using the stored furniture and machinery of a carpentry workshop put at
my disposal by the antiques dealer Lucina Talib.

Singapore from BW to C

The Real Thing - mixed media on silver print - 1985 - 25x17cm

Singapore 1985

Ll jows, ))a
g 4

Time Frame 2 - mixed media on silver print - 1985 - 25x17cm
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Phone Waves 1,234 - mixed media on silver print - 1985 - 25x17cm
Left: Raffles City - mixed media on silver print - 1985 - 25x17cm
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Marseille 1986

// White Dreams - cibachrom print - 1986

Presented in Marseille, Asimages was the first exhibition intending to share something of my Asian
experience with a French public.The exhibition Singapore from BW to C was followed by a six month-long
journey to Thailand, Hong Kong and Japan during which | collected lots of images and writings. They were
presented in a vacated villa, transformed almost overnight into a gallery by an enthusiastic group of close
friends, a collaboration that lent to the one night event the quality of a collective happening.

’ . o o
s apselaient Asimages

Les vélos de Vincent - mixed media on print - 1985 - 25x17cm

Happy Go Lucky - cibachrom print - 1986
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Two things happened during the stay in
Tokyo that were going to have long-term

consequences. By the time | reached the Japanese
capital, | was pretty clear about the multi-discipli-
nary nature of my work. | had actively practised
painting, photography and performance for many
years and was even beginning to sell my writing to
magazines.

Far from feeling the urge to focus on what | was
supposed to be best at as people often suggested,
| looked at these disciplines as complementing one
another in the expression of my full personality.
| thus began defining that personal approach to
creativity as a work taking place in the space be-
tween disciplines, rather then within the disciplines
themselves. | was “Ma, the in-between”.

Enlightenment - ink and gouache on paper - 1986 - 28x40cm

Amazingly enough, | was soon to learn that this
was also true for the whole Japanese society. In
the course of my researches, | discovered that one
of the concepts central to Japanese aesthetics is
called ma and that it describes precisely the notion
of space or moment between things.Whether it is
the empty space in a painting, the silence between
two musical notes, the void between two stones in
a Zen garden or the moment between two poses
of a kabuki actor, what truly makes the value of
artistic expression to the Japanese mind is the ma
in it. It doesn’t matter if it is about time or space,
ma is the “nothing” that makes “something” exist.

Another timely event brought new elements to
my research on time and space, painting and pho-
tography. The spring issue of Vogue is traditionally
edited by a personality of some sort.In 1985 it had
been handed to David Hockney who presented a
portfolio featuring and explaining his latest photo
montages. They were based on the notion of “re-
versed perspective”, a photographic version of
the Cubist representation of space. What struck
me most was that the graphic he had done to il-
lustrate the opposition between the two notions
of perspective strangely resembled the one | had
done to conceptualise my seminal 1977 drawing.
| loved Hockney's works but didn’t feel the call
to embark on a similar research right away. Things
were to happen in their own rhythm.

Clie reute Jue //KZ/A-;{{/{ .

Hong Kong Dancer - spray paint on canvas - 80x180cm - 1986
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0 000 people gathered on the 5po't"where Esplanade stands today to welcome the 1988 Sin-
"&J gapore Arts Festival with a multimedia extravaganza conceived by the American artist Marylin m .
Wood.The city as a cgga”alﬁni}éup the ground for what was to come in Marina Bay...
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The Swayambunath - photo montage - 1988 - 25/37cm

In January 1988, a delayed trip to Calcutta saw me leaving ———— g |
for the Himalaya instead of Bengal. While preparing for that ’/ . Emm| =
journey, | was shown some photographs of Kathmandu and &

the surrounding valley by a friend who had just been there.
The extensive use of bricks | could see in the local architec-
ture quickly made me think of Hockney's collages.

4

The Swayambunath - pencil on paper - 1988 - 30x40cm

Fragmented Whole

Time Frame - water colour and pencil on paper - 1988 - 40x30cm

Kathmandu seemed to be a subject for which the tiling
effect of these collages would work well. So | left with
lots of negative films and a sketch book in my bag.The
collages were composed as a dialogue between the
camera and the pencil. The sketches done on location
to help me visualise the progression of the composi-
tions were later exhibited with the final prints. While
the camera fragmented the subject seen through the
viewfinder, the pencil re-unified its perception on the
_ paper.This graphic exploration of time and space initi-
Sy ated a body of work that developed over the next few
years and eventually took the form of photo-objects.

Wandering in the mosque - photo montage - 1988 - 58/37 cm
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Calcutta is an extreme city that triggers reactions
on par with its unique identity. My stay there in late
88-early 89 proved to be most inspiring. For three
months | kept a disciplined rhythm of work, on loca-
tion in the city in the morning,back in my room in the
afternoon.The Imaginary Facades series developed as
a natural continuation of the work on Kathmandu.
Architectural elements of the decrepit buildings
were photographed across the city and later re-ar-
ranged as facades of my own fantasy. The black and
white prints focused on the street life and the human
dimension of this amazing city teaming with people.
The sketches too were conceived as a continuation
of the Kathmandu work by assembling different
moments and viewpoints on the same page.

Imaginary Facade #10 - photo collage - 1989 - 58x/45¢cm

Les Facades Imaginaires
de Calcutta

Paris 1990

Alone in the Crowd - silver print - 1989 - 39x26cm )
Street Scene #12 - water colour and ink on paper -1989 -18x30cm

...(}H{%/é@,/ﬁa/cw /ks/ﬂ%Vs/{zA(éd...
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Imaginary Facade #4- photo collage - 1989 - 50x60cm

Imaginary Facade #3 - photo collage - 1989 - 50x70cm



Not to Forget - silver print - 1989 - 39x26cm

Imaginary Facade #16 - photo collage - 1989 - 58w/37cm
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Rangoon Road - mixed media on paper - 1990 - 40x30cm

Singapore... boy, time flies with you...and indeed it had! This exhibition was conceived as a way to celebrate
the 10th anniversary of my arrival in Singapore. During that time, | had come to know the city quite well
and, yes, to love it in many ways. Half of the exhibition was made up of photo-objects featuring architectural

®
elements of the city-scape. They stood as the continuation of the work developed with the Kathmandu Slnga pore Boy'

and Calcutta series. The other half gathered paintings and drawings of the city’s life and its people, a series

treated with an almost naive approach in its pictorial style. This drastic departing from my earliest love for Ti me F'ies With You
Surrealism was a direct reflection of the work developed by keeping travel dairies while on the road. -

Top left: The Drink Stall - laser print on wood - 1991 - 80x12x80cm

Top nght: A Duck’s Life - oil paint on canvas - 1990 - 65x92cm

The Sweet Shop - laser print and acrylic paint on wood - 1991 - 176x10x48cm - Bottom: Fu - laser print on wood- 1991 - 39x19x68cm
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top, Look, Walk - laser print on wood - 1991 - 80x12x80cm
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About to L eave - laser print on wood - 1991 - 27x12x63cm

Dancing Perspective - laser print on wood - 1991 - 96x15x78cm
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Kopi or Teh, that is the Question - oil paint on canvas - 1990 - 134x92cm
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camera had first recorded the movements of

the eye over the subject. It fragmented the Les Moments de | A \\ : ‘ v " !

moment into a kaleidoscopic vision of the | .‘E_“’f*"'

space. The collage had re-unified the pieces of |II 1. 1. ¢ { e LN
memory and made it whole again. The brush ns an < =t .f'J‘u}_' / NN
then came to smooth the edges of the time- oo \\ AN

frame. The question was: how to present the
final stage of this time-space dialogue?

The initial sketch was unique, while the collage,
by virtue of photographic reproduction, could
exist in any number | liked. Obviously, the last
step in the process, the collage reworked with
oil paint, had to be somewhere between pho-
tography and painting, between the unique and
the multiple. | began experimenting with laser
copying. The medium had the advantage of of-
fering a process of reproduction using light, as
in photography, while printing the final result
with powdered pigments as in painting. | liked
the first results but these were still multiples,
since | could print as many as | wanted.The re-
production had to become unique.The answer
was in a way quite simple: turn the image into a
volume, the photograph into a sculpture.

After much experimenting, | finally developed
a technique in which the laser copies were
glued on plywood and varnished with the
same acrylic base. The image was then as-
sembled again, but this time it was extended
in space with depth and angles that re-enacted
the effect of photographic lenses. The proc-
ess being rather costly, | intended to do the
work as and when | could afford to do so. But
a good fairy had overseen that work from the
beginning. On the occasion of a trip to France,
| went to visit my hometown mayor to ask for
a room where to present the first version of
the exhibition. | walked out of his office with
the promise of the budget to produce the new
works and the resulting exhibition, without
even having to ask for it!

Gardanne 199]

s £ 3 M - s

The Blue House : e : : s S
water colour, photo collage and oil paint on photos - 1988/1990 Gust of wind over the Stupa 1,23 - water colour, photo collage and oil paint on photos - 1988/1990
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The final presentation of the Kathmandu
work took place in the Maison du Geste
et de 'lmage in Paris.The photo objects
were displayed across the building, in-
teracting with the architecture. And for
the process to complete its full loop, |
decided to rework on the presentation
of the initial stage: the sketches done on
location in Kathmandu.

| used a map of this city to create paper
banners that presented the sketches in
relation to the place where they were
made.The banners were then hung from
the ceiling to create a sort of labyrinth
evocative of Kathmandu old streets. The
time and space Kathmandu journey had
come to its completion.

Above: The Wave of Time - photo installation - 1988 - dimensior?’véﬂable

Opposite bottom: The Eyes that See'in Ihe’Royaf Palace - laser print on wood - 1990 - 165/220cm

Opposite top: The Year of the Totem - laser print on wood - 1990 - 150x160cm £
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Gila Masok , Malay contemporary artist
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Ma Geylang, Peranakan naive painter

Singapore 1992

Coffee Shop

Lu Ma Su, Chinese brush painter

This was certainly my most schizophrenic
exhibition ever! It featured a body of work
developed over a few years in the Chye Hong
Coffee Shop on Bukit Timah. The place was
an interesting summary of the Singaporean
society: the Chinese family who owned it sold
the drinks, Malays and Indians offered cooked
food, and the scene was completed by a few
regular western customers from the nearby
offices. | had photographed, sketched, painted
the subject in all kinds of different ways and
styles. The works were so diverse that the
idea came to me to present them under dif-
ferent names, while 1, Gilles, only stood as the
organiser of the event. | asked the owners if
they would like to see the show presented in
the coffee shop and they agreed to it! In order
to simply tape the works on the wall, | used
the cardboard boxes containing the drinks as
frames and integrated them to the works. For
five days this typical Singaporean coffee shop
was turned into an art installation, customers,
smells and curry stains included.

Gila Masok

The works of Jill Nasso, Ma Geylang, Gila Masok in Chye Hong Coffee Shop



Family altar and the drinks crates used as framing material
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Jill Nasso, New Zealander photographer



The exhibition Espace 3356 in Raffles City

France - Singapore 1993

Of all the projects | have worked on, The New Journey to the West might well be the most emblematic of my
identity as ** Ma, the in-between”.The project, conceived for the 1993 French Festival in Singapore, aimed
at re-actualising the original artistic link between the two countries. In the first half of the 20th century,
the first generation of Singaporean artists had gone to Paris to study. Drawing a parallel with the classic
Chinese tale “The Journey to the West”, in which a Chinese Buddhist monk travels to India in search of the
original scriptures, | asked four Singaporean artists to embark on a six weeks tour of France with me as
guide and bring back an exhibition of their vision of the country. For the duration of the project, | truly felt
in between worlds and cultures, while working as curator, artist, organiser and tour guide.Two exhibitions
resulted from the journey.They offered a rather unusual vision of France that proved particularly appealing
to the Singaporean public.

The New Journey to the West

The exhibition in Substation
and the team working on the scroll used as a pictorial journal

Clockwise from top left: Chandra Sekaran, Han Sai Por, Koh Ng Hua, Vincent Leow
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Concorde, condor, concordance,
Tard dans la nudt

Je m'al pris un avion

Sur la tte.

Je Eaime.
Cest quoi ¢a?

Cest un jeu ou une faree,

Pour une fois sans din don

Mais avec des Ding Dong.
Chaleur, odeur, nuage 'électrons
Hammam party, I muy caliente!
Come fly with me!

where? How? When? Why?

Use your tmagination.

Lumiere, luminosité,

Shangat et les soleils de Marsedlle.
Myostere, harmonte,

Songe et sortie au dela du présent.

Heaven can watt...

Que la vie soit dun moment a Lautre,

Le tempa pauae—f—f/ vite?
So 40 na.

. :
Chouette un avion!

A p/(me?
Tiens donc! Avion vole!

Ab! Un copy artiste de Lobyet.

L’homme sans frontiere,
ﬂ*’/c-fz)lwu-*, potlure, vitesse.
Quedstion? Partage.

One more dglep towards the art (‘m‘l}f*t)m/,-

En revenant des Indes,

Un voyageur de plus.

With the work on Kathmandu, laser copy-
ing became one of my favourite mediums
for many years. This led to an exhibition
entirely built around the copier and
presented by the Espace Canon in Paris.

It included a performance, complemented
by the music of my friends from the band
Edgard Rice Cooker.We performed with
the collage seen in the previous pages as a
backdrop, a collage about the perception
of time that would find a new version
with the video installation of Retro Specks
Future Pixs.The performance was built
around the invitation sent over the mail in
the form of a folded paper plane.

It requested guests to bring it along with
them on the opening night. In the course
of the performance, | asked them to write
on it a few words that related to the
moment they were experiencing when
they first received it, and to send it flying
around as they would do with the paper
planes of their childhood. For a couple of
minutes, the usually rather business-like
atmosphere of the Canon showroom

was turned into a children playground.
Each one then picked up a plane on the
floor to write again a few words, this time
about the moment we were experiencing
together. | then collected the paper planes
from them, giving in exchange a laser print
done on the spot by playing with the plane
over the copier. Selected words inscribed
on the planes were later rearranged into

a poem that had travelled through many
imaginations before reaching

its final destination.




Visavisages remains to this day my last experimen-
tation with the concept of multiple time-space
elements combining to form one image.The working
method of Visavisages was initiated on the occasion
of a trip to Shanghai where the overwhelming sense
of the crowd in the streets led me to create portraits
the way | had created facades in Calcutta. Features
of different faces were memorised through the day
and recombined in the evening into a simple pen and
ink drawing, giving birth to a visage that reflected the
day’s encounters. | kept practising this exercise when
back in Singapore, where the work finally resulted in
an exhibition presented in the gallery Utopia.

Visavisages

Singapore 1996

Visavisage #8 - pen and ink on paper - 1995 - 30x40cm

tout au




Les Anges Passent #3 - transfer on paper - 1997 - 30x42cm

This exhibition was produced at the request of a
group of friends who had opened a trendy café in
Keong Saik Road.The street, long famous as the
red light district of Chinatown, was in the proc-
ess of being gentrified and certainly made an in-
teresting subject. However, most of the action in
Keong Saik takes place behind closed doors and
my first attempt at photographing the discreet
coming and going of the girls in the street exuded
some impression of voyeurism that | didn’t like. |
had recently purchased a new computer and was
experimenting with graphic programs for the
first time. Since they needed something “more”
that wasn'’t there at first, these images looked
like a perfect ground to do so.| manipulated with
Photoshop, and transferred the laser prints onto
thick paper, giving a feeling of lithograph to the
final result. The show was presented in the café
Operetta for the regular customers but the girls
too came, and they liked it.

Les Anges Passent

Les Anges Passent #20 - transfer on paper - 1997 - 30x42cm

Les Anges Passent #6 - transfer on paper - 1997 - 30x42cm



1 est des battements d ailes
plus furtifs que ceux de la libellule,
des blancheurs lacteuses
pluws célestes que les rondeurs dun cumulus,

des chants d’amour de toute éternité,

Keong Saik Road:

LL’J anged pdo‘d(’ﬂf.

La rue n’a pas de mystére

Tout au p[tw th{tha dgecreld.

Elle pourvoit aux besoins des hommes

Tout comme le champ, la forét, la riviére.

Elle regarde la vie la traverser avec nonchalance

Et mélange sans y penser désir, platsir et labeur quotidien.

1l est des ombres portées
aussl lourdes que la terre,
des velowurs d'un noir pl;w profon.9
que les abyad&f Jans ﬁn,

964 deﬂ.fd a’amonrpredqu ’(tho‘f: w:emr qite {(I fﬁ'-f‘f‘t?,

Keong Saik Road:

LL’J angeds pdo‘d(’ﬂf.

Les Anges Passent #24
Les Anges Passent #30 - transfer on paper - 1997 - 30x42cm



Singapore 1998

In 1998 | was invited by the director of the Alliance Francaise,
to present a show of my liking. | took this opportunity to
bring to light a collection of drawings and paintings built over
20 years without ever being presented to the public. They
encompassed a wide range of techniques and inspirations.
| covered the walls of the newly renovated gallery with black
plastic to fit the title, which came from the digital “resurrec-
tion” of one of the drawings that | liked best and that had
been lost. The only photograph left of it was scanned and
enhanced digitally, printed on plastic, cut into strips and glued
over the blinds of a window curtain. It was thus a “resurrec-
tion” of the form as well as using plastic as a medium. This
curtain in turn formed the backdrop of a performance that
concluded the event.

Plastic resurrection

Plastic Resurrection - digitally enhanced mixed media on paper - 1977/98

Breath in, Breath out - water colour on paper - 1996 - 50x65cm
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The In-between - plastic, photo and mixed media on paper - 1998 - 80x65cm



In 2000 I met with Michael Tay who ran a design
company. Fate has it that he was also running a

café called Travel Café, a place where people with

a love for travel could meet, prepare their trip and
exchange information.We, of course, got on well
and the idea of an exhibition using my travel photo-
graphs took shape. | focused my choice on my black
and white photographs from around Asia, which had
never been
exhibited, to
the exception
of Calcutta.
The shots
included scenes
from Malaysia,
Laos,Vietnam,
Myanmar, India
and Indonesia.
Preparations
for the exhibi-
tion took place
while | was
conducting a
photography
workshop for
the fine art
students of
Lasalle-SIA.This
pushed me

to pen down
some of my
ideas on the
theory of pho-
tography, which
in turn led me
to, at long last,
complete my
first book. It
was published
only as a limited edition artist book, but at least

it existed from cover to cover! Six of the digitally
enhanced portraits that concluded the book were
later bought for the permanent collection of the
Maison Européenne de la Photographie in Paris.

Hang in There

Hang #4 - digital print - 2001 - 30x40cm

Singapore 2001

Untitled - silver print - 2000- 40x30cm






In 2001, the news came that a Singaporean version of the pres-
tigious Parisian Mois de la Photographie was to be organised
the following year. | then thought of using my series of lamp-
post photographs, started in my school days, with the shot of
a lamp-post lighted in bright daylight in Amsterdam. Over the
next twenty five years, this paradoxical sight repeated itself many
times.And the isolated shot grew into a series of over a hundred,
lamp-posts from around the world that expanded the original
theme, exploring the contrast between natural and artificial light.
In 1990, the opportunity to publish some of these photographs in
a magazine led me to write a fictitious essay, in which Lamp-post
37 told a story about “his life as a lamp-post”. | used the title
of the article for the show and the text to produce a catalogue
published as a limited edition artist book.

My Life as a Lamp-post

Quiet in Solo- silver print - 1998 - 3040cm Singopore 2002






Just Be It - acrylic paint and digital print on canvas- 2002 - 83x54cm

Giant images flashing across the cityscape are a distinctive feature of
Singapore urban life. Because of a limitation on advertising billboards,
the local advertising industry was forced to explore other potential
supports for the poster campaigns.The answer was found in a fruitful
collaboration with the bus companies. At first timid and restricted
to standard square images, the designs progressively evolved to fully
utilise the shape of the support with bold collages and compositions.
The result of this approach turns the whole vehicle into a new image
of its own, which goes out to interact with its counterparts in a for-
ever changing graphic ballet animating the streets of the island-city.

There is a deep paradox at work in this process, a paradox that
epitomises the evolution of the consumer society we live in, relent-
lessly feeding on its own image. In many cases what we see passing
before us is nothing less than the image of an image of an image; a
seemingly harmless but in fact rather potent embodiment of the
much vaunted virtual reality slowly shaping-up before our eyes.The
nature of photography is to freeze time by capturing the motion and
space of life in a two dimensional image made of the very light that
was cast on the subject at the moment of the shutter’s release. It
encapsulates the reality of a specific moment, a reality that then goes
on to live a life of its own, as if floating at the surface of the time-
space continuum.The process finds a particularly decisive expression
with the moving images travelling at the surface of Singapore’s reality.
The still images find themselves to be moving. Ve have entered the
movie.And the people in the buses have entered the images.

In this body of work, the paint work complements the original
photograph by questioning the elusive border between the fiction
and reality seen in Singapore streets. As the image of an image of an
image of an image is re-worked with paint, where does the final layer
of this disturbed reality lie?

Singapore 2002

Moving Pictures,
Disturbed Realities.

Crossing the Thin Line - acrylic paint and digital print on canvas- 2002 - 116x75cm




The Bottle - acrylic paint and digital print on canvas- 2002 - 60x41cm
Anonymous et plus Encore - acrylic paint and digital print on canvas- 2002 - 83x54cm

Samsara Wheel - acrylic paint and digital print on canvas- 2002 - 83x54cm Come on, Bite into Me - acrylic paint and digital print on canvas- 2002 - 83x54cm
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PROCESSED BY

Sabata Color Lab -

Well, there is of course a reason for them to be here.They are in fact the graphic symbol of one of the
most meaningful and most ‘marmic’ moments Jean Jacques and | ever experienced. While working with
stencils for the signboards of a children’s library in Aix en Provence, these strange little squares started
appearing on the cardboards we used as support. At first discreet, they slowly took us into a maelstrom of
creativity in which for a whole night, everything ended up feeling at the right place at the right time.

The cardboard taken back home became the subjects of further experimentation.A course of concomitant
events eventually gave them a deeper meaning, too esoteric to be explained within the context of these
pages. And their images stuck in my mind for all these years. When in 2004, | began to develop some
concept for the second Month of Photography held in Singapore, | remembered them and decided to use
them as a symbol relating to a few different aspects of photography.The 3 squares represent past, present
and future, the sequential perception of time upon which our perception of the world is based thus far.
They tilt, from one position to the next, representing the many possibilities of point of view inherent to
the photographic act. Finally, they represent light itself, the angle of reflection by which light bounces off
the subject and the colours of the spectrum by which light becomes visible.

© Gilles MASSOT
FRA

© Gillss MASSOT
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Retro Specks Future Pixs - Sculpture Square - 18 December 2004 / 27 February 2005

RSFP / The retumn Ticket - National Institute of Education - 12 August / 28 September 2005
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Some time in May 2003, as | was coming back by train from Kuala Lumpur, | noticed an electric line along
the track, running all the way from Johor to the Singapore station. At times crumbling under the thick
cover of vegetation, only to later reappear, standing strong and proud with all its wiring intact, this electric
line was a piece of the past which for some reason had withstood the onslaught of modernity.

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

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

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

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

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

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

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

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

Johor Station

- I Future Pixs

Tanjong Pagar Station
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5 digitally enhanced video stills




7 digitally enhanced video stills - digital prints on metal - 2005 - 80x80cm
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So what could be a conclusion to these 30 years or so of research? Hum... can there be a conclusion to
a mystery that has pounded on the human mind since the beginning of time? Hardly of course, but in the
process of formalising my thoughts for teaching purposes over the last couple of years, | have derived a few
concepts, which judging by the reaction of people around do hold water. So here we go...

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

This site-specific installation was commissioned by Sculpture Square for Singapore Art 2005. It was
based on the first step people take the moment they step off an escalator. This “first step” is the
very moment when the smooth glide of the body in space induced by the movement of the escala-
tor transforms into a purposeful motion generated by the energy of the body. On one side of the
threshold moment is a motionless body over a moving ground. On the other is a moving body over
a static ground.Yet, at all times, the body keeps moving forward in space.

The sudden translation of motion taking place at that moment is probably one of the most perfectly
symmetrical interactions of the human body with technology in a modern urban environment. Over
30 prints were installed as transparencies in the ceiling lights, turning the world upside down with
images of steps over people’s heads. Another 4 were installed on the glass panels beside the escala-
tor. People saw them just as they stepped off or were about to step on the escalator.
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