


Reisemalheurs
Tamar Garb

In a list of numbered words and phrases painted cnto the monumental
canvas, Wishiist (2006} Vivienne Koorland includes, as number 8, the word
‘Reisemalheurs’, 3 strange compound noun drawn from the writing of
sgmund Frewd, In this rich neglegism Frewed condensed the associative
inconveniences and dislocations of travel, bringing them together with a
fatal inevitability, Addressing his family in a letter written in 1908 from
Blackpoal, Freud, the tourist, had used this word 1o describe a trivial
mishap that had befallen him while on his trip to England: a matter of
sailed ties and a crumpled panama hat speiled on the uncomfortable
journey. But, decontextualised and inserted into Koorland’s large, stitched
canvas where it hovers abowve the guatation “Linser Herz zeigt nach dem
Suden’ (Our heart leans towards the South) - alse a line from ane of Freud's
letters - the wiord gains its own resonance and significance®. Like many of
the word fragments extracted by Koorland from her private archiee of
affect, 'Reisemalheurs” i an unattributed guotation, recycled and resituated
i the painted field, In the lower stitched quarter of Wishlist, it stands out,
the only single word in a curious cellection of appropriated phrases, taking
up just aver half its allotted space under the =eam and aloengside the
emptinegss of the painted ground.

In Frewd's correspondence, the word appears only once. But its econsmic
compression of the cancepts of travel and misfartune resonate in relation
ta the stress (Drang), ancety (Anagst) and fear (Fieber) which more often
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accompany the word 'Reise” in the Frewd literature. Freud loved to travel,
amassing his unigue collection of objets d'art, post cands, photographs and
archeotogical relics on his frequent trips to Southern Europe. But travel, for
him, was also fraught with anxiety = he referred 1o it frequently - and
writers have repeatedly invoked his “travel phobia’. His famous obsession
with trains and timetables, his acute attacks of ‘Angst’ before embarking
on a journey and his irrational resistances, most notably o Rome, have
prompted much speculation and interpretation®. Variously understood as
a manifestation of separation anxiety, unresobved Oedipal issues,
ambivalence towards his own Jewishness, or identification, both with
Hannibal who was defeated and never managed 1o reach Rome and with
hoses who saw but never entered the ‘promised land’, Freud's fraught
relationship to Rome manifested itself in what have become known as the
'‘Rome Dreams'™, But Freuds travel neurosis has also been traced to the
actual displacement suffered by his family when they fled the anti-5emitism
of Moravia in 1859 and maved to Austria®. Never quite ‘at home’ in
Vienna, Freud seems to have idealised his barthplace as the lost and longed
for ‘heimat’ which predated the trauma of departure, Forced to move as a
young child and then struggling as an adult to conguer his fear of travel,
Freud ended his ife as a refugee from Nazi Germany in London, where he
surrounded himself with artifacts and memorabilia collected on his life
time of journeying. Travel, therefore was a condition of Freud's life, the
‘Reisemalheurs’ he suffered on his sojourn in Blackpool only a mild
manifestation of the larger disturbances, both physical and psychic, that his
wanderings precipitated.

In this, Freud was not alone. 'Resemalheurs” as a concept may oniginate
in the private correspondence and expenence of Sigmund Freud but it
speaks to a common condition, one produced by the technologies of
travel experienced in tounsm and the tyrannies of travel attendant on
displacement. At the same lime the term suggests the psychic cost of such
peregrinatians, whether prompted by the pursuit of pleasure o necessitated
by the trauma of flight. In the context of Vivienne Koorland's wark, the
word "Reisemalheurs’, has particular resonance. Not only does it invoke the
peripatetic nature of her own life-story = a representative tale which has
its arigins in Eastern Europe, its formative years in South Africa, student



experiences in Berlin and Paris, an edended adulthood in Mew York as well
as deep familial ties to London® - it serves to distill the sense of unease
attendant on displacernent and dislocation that so much of her work
thematises: wonically, textually amd materiall. Registering the private
discomfort and distress of comings and goings, the term also imvakes the
much larger patterns of migration and movement that history necessitates.
In Wishiist it is situated amongst an accretion of quotations and phrases in
which traved i variously invoked; *a Siberian dream map’; “circle the saoned
mountain’; ‘from Cape Town to Katmandu' are all verbal fragments which
wuggest actual vovages and spatial topographies, mythic journeys and
fantastic narratives. Points of reference, spatial as well as cultural,
gecgraphic and literary, these bits of text form a private inventory of
exparience interspersed with the stories of athers.

Kearland’s use of interlinearity — the accretion of borrowed lines arranged
sequentially as if 1o create a private logic out of ather peoples” words -
irvodes the Judaic literary device, the melitzah. Understood onginally as "a
masaic of fragments and phrases’ drawn from the Hebrew Bible and
rabhinic literature and reordered 1o make new sense, this practice became
widetpread anmongst both secular and religious writers in the nineteenth
century and recalls Walter Benjamins ambition to write 3 book comprising
anly quotations®, The practice of oryptic referencing {only the initiated can
decipher the source) and recontextualisation {new meanings FCCUE in new
juxtapasitions) implies that each line of the melitzah has a double life.
On the one hand it harks back to its source wath its temporal and cultural
references, on the other, it gains new meaning by being placed in
contiguous relationships with dissonant fragments®, [hachronic and
synchronic readings are simultaneously invoked. It was with this complex
form of address that Jakob Freud chose to communicate with his secular
son, in Hebrew, on his thirty-fifth birthday, inscribing his neswly rebound
childhood bible with a private message written in the esoteric language
of cumulative guotation, By using this literary device lakob Frewd
presuppased his son's familiarity with the culture of his childhood. At the
sarme ime, he paid inadvertent homage ta Sigmund’s profound insight that
experience is abways haunted by the forms and fantasies of the past and
that language, mare than anything, is its vehicle. Interinearity prasUpposes



the interconnecions, conscious and unconscious, manidest and repressed, of
which culture is composed. Each textual fragment comes frelghted with
haggege, Freuds term ‘Reisernalheurs’ is his own, but it gains new life in
Foorlands list, situated amangst words drawn from diverse sources, both
postic and prosaic

Mat surpasingly, the word surfaces again, in some of Koorland's other
wiorks, We see it Isted, for example, on a painting titled Resemaleurs,
which includes the related German word “Bahnhofsstimmung” and a
phrase deawn from the areat adventurer Flaubert, ‘la mélancalie des
paquehots’, translated by Ecdward Sad a5 the amdous moodingss of
travel"=, As in Wishiist, it sits in 2 multilingual field of reference negstaring
the history of European literature as well a3 the colenial expeditions and
private voyages which fuelled its fantasies. On another occasion it appears
together with a pasted map of Africa, culled from the yellowing page of an
ald newspaper, Unlike Koorland's large pamted memory maps invoking the
partal and selective cartography of chidhood experience, or the layered
pseudio-rmilitary maps charting lines of batile charged with emational
intensity which she produced in the 1990s, this modest and familiar map
is public property, the recogrisable image of atlases and geography text-
hooks, But Eoorand provides an idiosynoratic handle an the mag.
Hanchwritten abowe it are the worcs 'KEY REISEMALHEURS, the emotive
Freudian term providing an alternatwve explanatory framewark for the
otherwise banal and bomowed image. In addition, as it to mimic the
conventional languages of measurement and scale, Koorland has
superimprsed a fme mk grid onto its surface and accompanied this with
numbers stacked vertically at it edge. These personal inscriptions make no
logical serme. They serve no useful purpose. Like the numbers in Wishlist,
these digits and lines invoke systems of messurement and sequence while
simultaneously stnpping them of their explanatory functian. At the same
time, thaugh, the words and numbers which are patzntly hand-writtzn in
paint onto the canvas in a sheky individuated script register the private
sagas of lived experionce, the ‘Reisemalheurs’ suffered by those subjected
to the diasans and revisions of power struggles and politics,



Fainting writing s central 1o this ventrifoquism at the heart of Koorland's
prachice. The weads and letters, Bke the icons and images that she mcludes
i Ber works, are iwanably taken from found sowrces. Washist, for
example, i headed by its German equivalent, Wunschzetellll |, placed
above an archalc waeath, drawn from a facsimile of & schoalchild's notepad
fraom the 19305 Ready-made and resonant with historical assccistions,
both formal and wonic, the wreath is tme-bound and culturally specific,
The calligraphy too tells of a moment which i no morz. The German titke
is palnstakingly copled, taken Eke the painted handwariting throughout the
work, from found alphabets and weiting manuals, In earlier works, such
as Alphabet Fainting (1994), Koorland had transcnbed schoolbook
handariting exercises onto canvas, copying the script that she would
use in other contests. Drawing the [etters with her brush, she mimicked
the faltering, repetitive strokes of a child, disciplined into the protoools
of arthography

Such swrateqies ars fundamental to Koorland's practice, Scripts, iors and
knes circulate. Amongst the phrases copied cut in "Wishlist' are words that
appear in other paintings. Line 2, for example, reads ‘my wild strawberrie”
the spelling altered from the orgnal conteet of a translation of a poem by
the fustrian feminist poet, Friedernke Mayrdcker, These wonds and letlers
recur i other works too, with varyng degrees of legibility. In Dark Poem
Painting (2005} for example each hand-written line extracted fram the
poem occupes 2 honzontal bard, like a serried incamtation to a lost
beloved, The repefitious slants and slopes of the writing, haunted by
ursuccesstul attempts at nastness, legibibity and confommity 1o rules, factor
in the fragility of the spesking woice, sugoested by the appearance of
‘Taly” &t the beginning of each line. In Posm Fainting I (Shafowr Fainting)
(2005) the familiar words from the poem hover on the edge of abscunty,
haunted by the traces and achoes of previous marks which erupt to casturt
the visual field or pull it Cack ine the depthe of illegibilitg. The same waords
appear again in Gold Poem Paintmg (n Betwean Fanhing) (2005) and
i Faem Fragment (2005), 1n a chan of regetitons thet reterence the
other paintings in the Se1 as well as the multiple sources, both verbal and
visual on which they draw,
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The tactlity of writing, its matenal form, 5 falt n the panted surface. If
lwes leawe traces In worts and things, then kodirlands paintings sakage
therm and the fime-boung echnolagies of their imscription, Her patsni,
slow crafting of fhe surfacs, often ewarking paintings sl amodged with
paint of staaned with ol ard then stiched and pasted together, 15 mirrcred
i the painstazing labour of transcriprion and rarsposition. Onto the
surfece, it worn and wowsn beauly suocative of & mined domument, th
letters, digits and marks ae pleced, as it bearng restimany o a life that
i5 ne moee, Sametimes. the references are interiineal and multiple -
cuatstions draswn from vanous texts and condexts - as in the case of
Wstufist and Black Confents [(20001-2). AL othsr fimes they SE Ssacl
and precse, wriual franscripliong of found images, as in iNe s2rss ot
paintings, War Draeangs Based on the e productions of cheldrens” recorgs
of war-lirme exparience. Mool chillingly, the use of guotation and citstion
appears m the minimal markings of a @nal panting, The Kapo Tailes



The Bapo Fallfea His Humsn Loesea For The Day, 2006
Dk on cameae, 2468 22 Inches, B1 369 em

Hiz Hurrian Lasses For The Day. (200618 bleak surface, subceaded by a tewr
wertical and horzantal lines, smucged numbers and painted scratchas. (1 s
Hie title thal unlocks the souwe of the pii:tmé_ iecalling the spae anl
pared dewen subtities to Alain Resnaiss film Might and Fag, which moounts
the history of the deportation and édtsrmirgtion of the lews ol Cuope
Thia painiing & & cogy of & lim-sill;, the marks duplicating the records of
prisemers in labiour camgs, kept by the camp offidal & primitive body
count s made i the verbical dashes scrtchad by the kaps, eoneded by the
camerd and transcribed by the brush. How mary soratches does it noed
before a bundle s cossed off ar 2 number i Inscribad ¥ How mary people
are shifted and counted i thiy way? How much paint coes it need 1o
figure o life? Wall becomes film and film becomes pant = & sengs of
rmaterial transformmations whlch track available technalagies and trace the
Iwes anc labours they record, Koolands Ebour i only the [21estin a chain
of sueh endeavoore,



The means in The Kapo Talles His Hurmarn Losses For The Day are spare. On
other oocasions, cons serve a smilar evocatve purpose 1o the tally marks
and numbers. The vanous versions of This & The Acture We Saw (Litte
Hans) involved, for Koorand, the transcnption of a reprodisction of a child's
drawing, showing, ‘Bolsheviks ... chasing the chalian population away from
train cars in which they were departing the Pales' ™. Here in black oil paint
on a stitched, barely scrubbed-in carvas Koorland repaints a scene of
murder as pictured by “Adam’ in the naive descriptive language of the
untutorsd, At the top of the drawingfcanvas appear the wagons that
transport the people. This overdetermined ssgnifier of forced removal,
culled from the image bank of a Crach youth, recurs in other of Koorkands
works. It sits, for example, stranded amongst the place names and militany
huts of an imaginary South African landscape in Cape Town Over Hungany
(1994 -5}, which itself obliterates an earler upside down painted map of
war-torm Europe with s place names still showing through: Paarl over
Finsk, Riviersonderend over Warschau, Languages, fives, populations are
conjured by terms. Mames, like the wagon itself, seem to have wondersd
from cne histoncal locus to another, mirrening the movement of peoples,
Entaring on the right, the Polish wagon moves above Indwe on its way o
Wellington. If “interlineanty’ descrbes Koorland's process of guoting and
recycling text, so that words simultaneously recall and refuse their arigins,
then perhaps ‘irtenconicty’ might serve to register the movement of
images and symbols from one context o another; from “source” 1o
painting and from work to work

In Cape Town Over Hungary, the wagon takes its place, amaongst bormowed
box-howses and waving flags spread throughout the surface, Forming part
of Koorland's leacon of resonant signs and historcal markers, the house &
alzo taken from a child's vocabulary of forms. i the anxiety laden train
suggests displacement and dislocation, then the house operates as a
miythec point of ongin, bath for the children who recycle the conventional
rectangular template and for Koordand who maobilizes variations on this
image over and over again, For Freud too, the idea of the house/homse — with
its association of the familar and the intimate — provided & phantasmatc
counter to the unstable journeys of subject formation and separation.
But, if "Resemalheurs’ could only be experienced while travelling, then



Tomasz's Gardsn, 1200, Oil, tampera, pepsrand glus on linen, 30x 04 inches, 7Gx 38 Sem
Caliention ofthe South African Netionel Gallary, Cape Town,

‘Relzeangst” and *Relsediang’ could permeate the urcorscious, even when
mstensialy wafe at hame, 1 (ks s=nse of the precanousness of Homse
which Koorland's unstable holuse-forms suggest. Her earlicst use of ths
matif was taken from the drawings of children whao fad lost both home
ard farmily but swho seturned o representation (o the mythic square o
mfantile Tartasy In Torpers Garden (1920) for esmmple, the Sirmple
flattenesd shepe =s n @ sea of fleatng pasted proteas, the maginary
chifdhood of the disolaced chid surrounded with thse South afrcan naticnal
Mowars, chining lika sters (0 a night sky



The house, like the flower, points (o a shared famtasy of origins. In 2008,
this justapostion still provided Koorland wath a nch resource for picture
making. In House Sutra: Fram Cape Town fo Kathmandu, the tentative
lingar form of the house s stranded |0 3 523 of black pam pegpered with
stacfilower-lke fragmenis of pasted canwas. Painted along the bottom
edge, the weords ‘From Cape Town o Kathmmamou' {famibar from other
works, bring the world of migrations ard meandenngs inta the fragile
dream-space of home, Mowhere s this more poignantly felt than in the
melancholic fream Pamding (She Flesw Ower T Comdort Mel (2006) in
which dravn houses are perched precarously on diff-tops, afloat on a
stitched burlap ground. Mo gravitational force anchors thess houses or
secures their foundations. Mo illusordstic space roots them in the landscape.
Weither are they derse or opague enough to signify permanence. Sibeated
in & field of fleshy pinks and warm tones, they s fike tatioos on the
surface of a sutured skin, stretched and scarred through wse. It & the
golated howse an & mound that Koorland liftis and frames In Ay Heart
leans Towards The South (2006-7), the Freudizn tithe suggesting the
lenging and loss which the poignant house embodies. But here the South’
af Freud's imagining is given particular focus by the tentative insertion of a
rarge of mountairs into the fabric of the barshy-supporting cliff. These are
not just any mountaing they stand for the longed-for poaks of Table
Wountain encrypted into the imagination of 2 Cape Town childhood

Jourmeys and home comings, both mythic and actwal, come together in thess
tets and forms. Materialised icanically in the house, the mountain and the
wagon, they are also invoked in the use of maps, [ists, itineraries and letters,
all part of the textual paraphernalia of travel. This Freud knew well and the
archive in Raresfield Gardens is filled with facsmilas and oniginals of just
such documents, Bul the recaunting of the traveller's experience had more
than & private sgnificance for Freud. Hawing grown up in a fraditional lewish
houwsehald, he was farmikar with the Hagaddah and s foundational tales of
journoying recountad at the Passover Seder e a child, Freed had, once a
year, witnessed his father recite the lengthy @ocount of the ancient Hebrows
escape from Egypt. & legend of mgration, refuge and lBeration, which lies
at the heart of Jevash nameatives of self ©,



War Drawng Bea Sader 1] 1952, OF, wax, tar o burlep ovar linen 81,53 97 inchas, 1080 2 256 o
It the proce=s of communal narraticn and commemaration thatl the Sedsr
represents and 1t s such an evert that s pictured 0 Koorand's Wear
Crawning Eua, Seder 1, {1992} hung in the dining room of the Hampsiead
fiowzs, In the spparently guileless hand of the child, a family is shown,
gathared around (e celebratory bul spassely laid table. The word “Seder’,
scrawdled] i the same hand that imsenbes the narme Eva Winternitz and the
gate 24th W 1904 ragether with the dass IVE onto the surface of the
painting, provides the context and dating of the formal gathermg, On the
right of the pclure sty the comie, shrunken figure of the mustachicer
father, book i hang, whe presides over the ritual meal. On the &l
grfers the enlarged figure of the mother, handoeq dangling from her
putstretched anm, separats om antd yat part of the Family group. Renpath
le sits another nare, ‘hd=itner Fua’ indicating that this i an image of two
Cwas, a cormpasite draven from the signatory styies of at ieast two siripls,
ter memones, two ecams, Made as ong of a seriss of works an the
there of the Seder gathering, War Drawing Evas Seder B, 1Re zll of
Koolads ek, takes 35008 source the sorptural pestures of others. In this
case, she uses a Sowet pamphlet of childeen's drawings from
Theresienstadt, but fuses the sketches of Windernitz and Meilner (o



War Drawing Eva: Seder!, 1691, Qilon linen. 26 x B8 inches, 91x 112 cm
picture an imaginary childhaad of her own. In anather, related work, she
writes the names and birthdates of her own family next 1o the assembled
figures, fusing personal experience with received knawledge,

A fantasy gathering, culled from childrens’ testimeny and the imaginatve
feconstruction of the artict, War Orawing Euva: Seder ff fabricates a meal
that never happened in 2 home that never wes. Based on found records
adl false memories, it ghes centre stage 1o a collective moment of
narration in which an epic journey & remembered. But the picture offers
little comfort, Instead, it places boss at the beart of the famiy drama, the
dislocated testirmony of the two Evas unsble to he reconciled into a
reparalive account of histery ar experience. It & this serse of loss that
penreates Koorland's werk. [t haunts the fractured narratives and their
transformation Elo paint in the works based on war recornds, it hovers in
the space batween legibiity and illegibility in 1he poem paintings, it echoes
#nd reverberates m the silent lists of musical berms and it & the affective
rrator which generates the place names in the map paintings, The corcem
of *Reisemaleurs’ distills the discornfart of displacernent and the pain of
loss. In Vidierne Koordand's work, i1 is evenpwhare feli.



Painting Maps
William Kentridge

In the 1970s, when Vivienne Koorand was an art student in Cape Town,
South African geography contained two worlds, 3 real and an imagined
reabm, Distorted politcs produced a dislocated geography. The possibilities
tar travelers on South African passports duning the Apartheid era were
circurmscribed by & vast forbidden ocean around 2 few islands of
acceptance. Western Ewrope, Australia, Morth &merica and as an after-
thought, Singapore and Hong Kong, alowed South African wvistors in
Soutn Amernica (with the exceptions of Argenting, Uruguay, Paragusy and
Chile under Pinochet) was implausible, as were india, China, the Soviet
Union and almost all of Afnca. One knew these places existed, but they
had the unrsality of a Cold War construction, There was a sense of Lape
Toram being closer to London, than to Luands or Kinshasa. The African
map wes full of no-fly zones: blank areas of danger and impossibility,
remaniscent of a medieval map

The mathematical coordinates of maps were always at odds with lived
experence. The edstence of so many places had to be taken on trust.
Many place names had a false innocence on a magp — their cartographic
position hiding their history and paolitics. This was true both at a glabal
scale and inside South Afnca, with the country isell dvided into areas
familiar to white South Africans and areas unknown o forbidden (either
through lawe. habit, or fear). The result was that the distance ta Paris
seemed, and was, shorter than the distance to any number of wilages,
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settiernents or ‘homelands’ m South Afnca. This town, this suburb, this
street was reserved for whites, this locaton, this townshio weas allocsted to
blacks, or colourcds, or Indians. Al goography, from the sireet 1o the
hemisphere, was oaded. And geographic divisions and separations were
indicative of more profound gaps and lacunae, The history of Furope was
familiar. as were its aditions of image-making and belief systems, while
African art and culture fexcept far its sculpiure 25 filtered through Cubism)
were absent or exoticised, To understand the geography of Apartheid
South Africa wauld be fo understand everything from social history fo
personal desire.

During the 17th century, the physical mapping of the world was advanced
encugh far the act af catography to be taken as a basis for less [ieral,
retaphorical maps. Drawings were made in the form of maps: gardens or
countries of emetion, The Cartes du pays de Tendre (Madeleine de Scudéry,
16543, with its Lac o indlifference, w=es the form of a map to find an inter-
nal geography. The Carte o Royaume de Coguettere anonymous, 1654)
and the map of the Roveune o'Amour en [isle de Cpthere (Iristan
L'Hermite, 1659], are similar, These maps camy their hearts o0 their skeeves,
There are even military maps, with battle Enes and armies, not of nation
states but of passion, like the map of The Atack of Love, 1745, in the
Atlas novws of Matthasus Seutter. Their fascination s not in their
distillation of emotion, but in the metaphoric possibilities that gaography
opened up; the pleasure of thar transformation. This trarsfommation is
taken as a given by Vivienne Koorland; the transformation of place mio
emotion, What she doss in her paintings is not only to note the metaphar
but to try 1o mine the emction iself. This is done through the actuity
of painting. It is in the paint itsel], its layering, is removal, ity e<painting,
the sewing together of fragments of canves, the washing out of the
material, contnuna untbl (sometimes after years) the scarifying of the
canvas has plumbed the feeling behing it and earmed the place name on
its surface.

The old metaphoric miltary maps gve us a cue o Vivienne Roorland's
First World Wiar map paintings and her lists of the names of destroyped
Belgian villages. The map of The Atfack of lowe 1745, shows advancing



armies of private cesire massing their forces against a defensive other
Vivienne Koorland's Workd War | maps are also internally mativated, Their
interest is not only in the fate of Bslgivm n World War | rather this
mapping serves 25 a mask to protect or to stand in for the memony, for the
history of the dastruction that would ooour only twenty years later, Not that
Wiviemne Koorland’s maps could simply become internal. They refer to bath
things: an externzl batthe and devastation in the world and the scars
left inside in the wake of this, It = as d her map pamtings pull the ane info
the other the internal geogrsphy being the only safe route to the
world outside,

Lists, 1ables of contents, fragments of writing have long been a pam of
Vivienne Koorand's work, A list here s already & drawing as is a map:
marks on pager that push for meaning. Different from a text in which the
marks are modental 1o the meamnng. The graphec lines of a list items
written bencath each othar, £ i heart A list £ 3 drawing of iself, A map
is alvays a crawing and a reference to things outside the drawing, Taking
maps a5 & starting point is a way of meeting the workd halfway, 8 way of
projecting the world inside us onto the waorld cutside,

The names in Viienne Koodands paintings all involve several layers, & wond
or rame is an ostersibly harmless shell, but it contans 8 compressed
emotion, a force of memory, an over-determmined set of asseoations as if the
only way [0 contain these is through an assumed calm banality. The maps
haue no expressionist typeface, either in size, boldness or font. The typeface
or caligraphic hand is found, & found chiect, the historic handwriting ar
typeface that either refiers Dack to the person whose hand is copied or to a
particulzr era. But the painting of the word or text comes 3t the end of a
series of laysring actions: layers of carwas, of ground, of paint applied ard
remaved, the penfimenti of alder painting coming through — the fimal woed
sitting on the surface much as a bruise sits on the surface of fruit or flesh
and marks the damage and histony insids.

There is a particuwlar mermary held by people who have keft the site of their
childhood. Partly, this is the freezing of time. The names are held on 1o as
talismars: a rosary of names repeated fo stand far the years spent and laft
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bakind, Oranjezscht, Hatfield Street, Hiddingh Hall, Molteno Road
Revervaly, Bridle House, Round House — all Cape Town sites, all markers of
place and tme= The geograghy of the map pantngs & personal. The
postion ond sgnificence af the places included are not dictated by
pooulstion s@e or commercial importance bul Ly emotional resonance
The association of one place o another i determined by invisible res of
conrection. They serve as a persoral moantation, withen cown with a
certiluce angd partcularty that mowes from being @ private set of
aceociations and memares o3 map o which we leel we can trus| ard
[ivatit, 5 that ever if the narmes and places provok e diflerent assacations
anil imeges for each viewes, there © still comiort and solace n the
warld spread aut by the maps The deliberateness of their making = the
deliberateness of someane trying to be completely sccurate in recoliection
The lnok of the mag is not the paint. The final sppearance of the panting
is the firal state of the act of remembrance.



