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INTRODUCTION

Reading Room | and Il takes the time to discuss the books that have remained laid out in the
exhibition space over the past few months—books on photography, books of photography,
books of architecture elaborated through image and text. Each session will discuss a few
books side-by-side, led first by those who selected them and then opened up to a group
discussion. Select printouts will be made available online and in-person for the duration

of the exhibition. Around the table, we will form a bookclub, reading into the relationships
between text, image, architecture.
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Morten Barker, Terra Nullius.
Ghent: Art Paper Editions, 2018.
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Ghent: Art Paper Editions, 2018.

12



13



Morten Barker, Terra Nullius.
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Morten Barker, Terra Nullius.
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Gabriele Basilico, Milano Ritratti di Fabriche.
Milan: Sugarco Edizioni, 1981.

20



21



Gabriele Basilico, Milano Ritratti di Fabriche.
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Gabriele Basilico, Milano Ritratti di Fabriche.
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During the Easter weekend of 1978 | was asked to
carry out a photographic service on the city in Milan for
the National Institute of Urban Planning. The city was
semi-deserted and an extraordinarily energetic wind
had cleared the horizon: it was a day of exceptional
brightness, one of those rare days that amaze the
Milanese because "you can see the mountains so well
that it seems you can touch them with your hand".

The wind, almost indulging in a literary tradition, raised
the dust, stirred up the streets, cleaned the still
spaces, restoring plasticity to the houses, deepening
the perspectives of the streets in a sort of atmospheric
make-up that allowed the light to vigorously project the
shadows of buildings.

In the magical luminous suspension of Easter 1978,
moving around the city from area to area, map in
hand, | found myself in Zone 14, between via
Ripamonti and via Ortles, in an area mainly
characterized by industrial buildings.

Gabriele Basilico, Milano Ritratti di Fabriche.
Milan: Sugarco Edizioni, 1981.
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For the first time | "saw" the streets and the facades of the
factories silhouetted clear and isolated against an
unexpectedly blue sky, where the usual vision suddenly
became unusual. Thus | saw, as if | had never seen it
before, a strip of the city without the daily movement,
without parked cars, without people, without noise.

| have seen architecture re-propose itself, filtered by light,
in a scenographic and monumental way.

| have reviewed, through the viewfinder of my Nikon, the
images born from an operation of abstraction, isolation,
absence. | have identified a method to understand and to
discover what is sometimes observed in a confused and
short-sighted way.

| transferred the object of my perception from the camera
to paper, and when the images printed in black and white
led me back «to the places», arousing the same emotions,
| had the verification | was looking for.

From the experience of those early days to the realization
of all the material contained in this book, it was only a
matter of time.



My relationship as a photographer with urban space
and architecture, thanks to the deepening of this work,
has been enriched with new emotional elements until it
is recomposed, in the practice of photography, in a
series of constant attitudes like visual codes that
spontaneously they repeat, generating a sort of
alphabet and totally influencing my work even outside
the context of this specific research. Light has become
the determining element of my way of photographing
the city, a brilliant light that reveals the architecture and
imposes a new role on it, transforming the everyday
image in its essence and at the same time into a
subjective description. A light that suggests and
proposes to the photographer subjects that have
become new, and the photographer is left with only the
task of translating them into a photographic image.

All the images were taken over a period of three years,
from the spring of 1978 to the whole of 1980. At the
beginning of the research | moved freely in the areas |
knew as industrial areas and subsequently
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I documented myself on a map of the municipality of Milan
scale 1:25000 on which the production areas were
highlighted and | made inspections in almost all the streets
of the neighborhoods to which the areas referred.

The photographic shots were made in homogeneous
atmospheric and environmental conditions: bright sun and
consequent clear shadows, on holidays without cars and
people.

| went back several times to some places, until | found the
conditions | considered satisfactory, checking the
orientation of the sun according to the shadows and
waiting for the absence of cars or unwanted presences.

For shooting | used a Nikon F2 with 20mm, 28 shift and

55mm lenses. FP4 film, intentionally overexposed and
enlargements printed on Agfa Brovira paper.

Gabriele Basilico



Gabriele Basilico, Milano Ritratti di Fabriche.
Milan: Sugarco Edizioni, 1981.
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Gabriele Basilico, Milano Ritratti di Fabriche.
Milan: Sugarco Edizioni, 1981.
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Gabriele Basilico, Milano Ritratti di Fabriche.
Milan: Sugarco Edizioni, 1981.
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Beate Giitschow, Z/I/S/LS.
Heidelberg: Kehrer Verlag, 2016.
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LS #3
1999, C-print
116 x169cm

LS #4
1999, C-print
116 x 140cm

LS #5
2000, C-print
116 x200cm

LS #6
1999, C-print
94 x169cm

LS #7
1999, C-print
164 x116cm

LS #8
2000, C-print
95x119cm

LS #9
2000, C-print
80x64cm

LS #10
2001, C-print
116 x 169 cm

LS #11
2001, C-print
146 x114cm

LS #13
2001, C-print
108 x85cm

LS #14
2003, C-print
50x80cm

LS #15
2002, C-print
105%x113cm

LS #16
2002, C-print
124 x94cm

LS #17
2003, C-print
116 x169cm

LS #18
2003, C-print
48 x 67cm

PN #1
2000, C-print
112x325¢cm

R #1
2007, HD, projection

R #2
2007, HD, projection
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LS #10

R/LS, ArtSway, Sway, Hampshire, 2007

Between Reality and the Image, The National Museum of Modern Art, Kyoto, 2006



LS #13

Beate Giitschow, Z/I/S/LS.
Heidelberg: Kehrer Verlag, 2016.
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LS #8

LARGER THAN LIFE

The park as a “seeing machine”: Arcadian landscapes unfold here before the viewer’s eyes.
Majestic trees, serene bodies of water, broad meadows, lines of bushes, and gently
sloping hills draw the eye into the distance. It does not take much to become immersed in
these Elysian realms. One even discovers some kindred spirits: depicted figures can be
seen contemplating and enjoying the beauty of nature.

Nevertheless, these images do not evoke a sense of the sublime. On closer inspec-
tion, not only is the virginity of nature lost forever, but the innocence of perception is also
denied. The natural realms presented here are simply too beautiful to be true. The beauty,
wildness, and potentially threatening aspects of nature have been skillfully merged into
a decorative whole, as they were in landscape painting from the 17th through to the
19th century. Beate Gutschow’s photographic works reproduce traditional patterns of de-
piction, incorporating landscape elements that recall compositions by Nicolas Poussin
(1594 -1665), Jacob van Ruisdael (1628 -1682), Claude Lorrain (1600 -1682), John
Constable (1776 -1837), and Philipp Otto Runge (1777-1810). The subjects portrayed by
these landscape painters were based on an idealized worldview, the construction of which
reflected the dominant philosophical ethos of their time. The artists themselves, however,
presented this ideal in a manner bordering on the absolute.

Itis not only in the virtual communities of our modern world, where life itself is experi-
enced as artificial and the concept of “naturalness” is exposed as an illusion, that the
issue of differentiating between the original and the substitute becomes irrelevant. Jean-
Jacques Rousseau long ago realized that nature and naturalness could only ever be
ideals; his search for a natural truth became more of an intellectual exercise. The romantic
idyll that prioritizes naturalness and regards it as an immediate mode of being has always
been a myth, anillusion. “Nature” has indeed always been a cultivated, designed, and
constructed environment, while the conception of nature has assumed many different forms
throughout cultural history.

The longer one looks at them, the clearer it becomes that Beate Gutschow’s images
are like jigsaw puzzles: they have been put together in the same way as what is commonly
referred to as reality. Too clearly has the “not beautiful” been excluded and the “real” been
denied or made hyperreal: the green of the meadow is just that little bit too saturated;
the bark of the tree is too sharply in focus, making it appear too dominant; the light on the
blades of grass seems to be coming from a different angle than that on the treetop; and,
despite the clouds on the horizon, no mist obscures the view into the distance. The images
begin to break down into their artistically conventional and culturally familiar components,
shifting the focus of interest onto the materials and tools that have been used to create them.

Beate Gutschow photographs landscapes with a medium-format analog camera,
then converts the images into digital files. From this archived material she then constructs
new landscapes in Photoshop, basing their spatial arrangements and compositional
structures on the principles of landscape painting. As part of this subsequent editing pro-
cess, she adjusts the light and colors in the images, applying lighting techniques from the
realm of painting to her photographs. Because Giitschow uses only the retouching tool
and other traditional darkroom techniques offered by Photoshop, not its painting tools, the
photographic surface is preserved and the joins between the component parts are not
immediately visible. These digital tools make it possible to employ a painterly method with-
out the resulting picture being a painting. The viewer is given the impression that this is a
completely normal photograph. When, however, an ideal landscape is presented in the
form of a photograph, it appears more unnatural than the painted version of the same view.
In this way, Gltschow’s work explores concepts of representation, color, and light—the
formal attributes of painting and photography—as well as the distinctions between docu-
mentation and staging.

Playing the role of an android puppet master, George Michael whips a group of sexy
women through the video for Freeek! (2002). In this larger-than-life scenario, the dream
girls are wired up, brought to their knees, and led around on leashes. They are at once
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erotic cyborgs and “desiring machines.” Specifically designed to arouse sexual fantasies,
they are more potent than tangible flesh and invite viewers to project themselves into the
scene. What is technically possible appears real, a fact that has always influenced culturally
determined perception. Like this music video, which offers a wry commentary on how

the pop and TV industries operate—namely, with the aid of some very simple and very direct
visual stimuli—Gutschow explores and plays with the manipulative power of artifacts in

the form and content of her artworks.

Following the initial dreamy immersion in the apparently idyllic natural scenes
Gutschow depicts, it gradually becomes clear that these scenes may not actually contain
what one had hoped to find there. The willing viewer has all too eagerly allowed him- or
herself to be seduced by traditional notions of beauty and is now being led around devot-
edly on the digital leash of the deus ex machina. This process has been carried outin a
very direct and calculated manner. The term “fake” etymologically combines “factual” and
“fictitious.” Attracted by a desire for the truth, beauty, and goodness of the natural state,
the seeker gets lost in the reflected representation. Echoing the ideal landscape thus leads
to a demythologization of what is supposed to be a natural phenomenon.

Although they lose their absolute character, nature and the natural remain valid as
relational concepts with respect to the simulated or artificial, and bravely oppose the
increasing tendency towards artificiality. As a hypothetical postulate of “being good,” the
idyll not only communicates the contrasting conditions in the actual social environment,
but also refers to appearance and illusion. It points to the fact that what is presumed to be
obvious and evident is based solely on a combination of modes of seeing, ways of thinking,
and material practices that are specific to a given time. How greatly these elements are
determined by and symptomatic of each other has been outlined by Michel Foucault in his
extensive archeological and genealogical studies.

Gutschow demonstrates this game of historical references by using photography and
digital montage to reconstruct landscape paintings. Her works examine the technical
apparatus of visualization and the spatial organization of knowledge, both of which influence
how seeing is conceived and also shape current thinking. She appropriates technologies
of the visible, applies these to contemporary media, and subjects them to transfer processes.
In doing so, she conveys what Foucault deemed impossible: the thought from outside
(la pensée du dehors). The speculative reconstruction of a supposedly natural state invites
reflection upon civilizational influences and hence an examination of the organization of
knowledge.

In any case, the blooming landscapes prove to be artificial paradises, their truth
content as fragile and short-lived as the grasses swaying in the warm summer wind. The ve-
racity and inspirational quality of statements made primarily for media effect last only for
one brief season, while the question of what is real gets lost in the Elysium of shiny surfaces.

The social environment is a media-driven civilizing machine that not only defines our
mode of seeing, our desires, and our viewing inclinations, but also sets the scene for
our self-stagings. In Emile, Rousseau develops an educational theory aimed at raising a
“natural” man, a man liberated from all of the attributes and apparent existences that he
adopts in order to improve his image in the eyes of others, and through which he is deformed
by institutions that regard human beings in the “state of nature” as uncivilized savages or
freaks. Freeek! is the first single George Michael released after being arrested in 1998 for
lewd conduct in a public lavatory that was known to be a popular meeting place for gay
men. At the end of the video, when the musical storm and the visual staccatos have abated,
the sex god/cyborg is left behind, breathing heavily and exhausted.

Anna-Catharina Gebbers
Translated by Jacqueline Todd.

Anna-Catharina Gebbers: “Larger than life.” In: Beate Giitschow: ZISLS. Heidelberg 2017, pp. 18-17.



COOL PATHOS

According to Johann Wolfgang von Goethe, the “objective”’ of the paintings of Jacob van
Ruisdael (1628 -1682) was to “[represent] the past in the present [...] by visibly uniting the
living and the dead.”

Beate Gutschow has chosen two works by this revolutionary 17th-century Dutch land-
scape painter in order to examine their potential for re-presenting the past or “updating”
history: her digital video diptych R#7 + R#2 (2007) references Van Ruisdael’s depictions of
The Jewish Cemetery from 1654 and 1655.2 Van Ruisdael constructed both versions of this
somber scene by combining fragments of reality; of these, only the tombs are presented
as he found them in Beth Haim, a Jewish cemetery in Ouderkerk, near Amsterdam. The ruins
shown may be those of the castles at Egmond or Bad Bentheim, while the stream and
the hills are probably fictitious. By manipulating reality in this way, Van Ruisdael created
an idealized image of nature: the viewer is presented with a perfect utopian scenario that
resonates with allegorical significance. Both paintings evoke an atmosphere of sublimity
that is meant to inspire spiritual contemplation and reflection.

In R#1+ R#2, Gutschow used digital montage to transform Van Ruisdael’s “sampled”
paintings into a video installation. Having first filmed the same tombs in Ouderkerk, she
sourced and filmed other corresponding elements for her own work, above all in the south
of England. The ruins of Corfe Castle and dead trees in the New Forest, for example, pro-
vided suitable equivalents to the motifs in Van Ruisdael’s bleak landscapes. Gutschow’s
videos adhere to the Dutch painter’s method and adapt this technique to the present day,
thus also bringing the pathos of the images up to date. In her work, however, the utopian
intimations are overturned: the babbling stream—a reminder of the transience of life—and
the crumbling “tombstones to themselves” (Goethe) now provide the dynamic backdrop for
what appears to be a post-apocalyptic present.

R#1+ R#2 can be regarded as a development of Gutschow’s photographic series LS.
With this new diptych, she has extended her practice to include the medium of video and
for the first time focuses her artistic investigation on two specific paintings. In LS, Gitschow
reconstructed and explored the pictorial conventions of 17th- and 18th-century landscape
painting in general. She created digital montages of motifs she had previously photo-
graphed with an analog camera, and while the resulting large-scale prints of idyllic land-
scapes seem familiar, the depicted locations cannot be identified or placed in a particular
temporal or geographical context. Instead, the format and composition of the works recall
painted landscapes by Van Ruisdael and other artists such as Nicolas Poussin (1594 -1665),
Claude Lorrain (1600 -1682), Thomas Gainsborough (1727-1788), or John Constable
(1776 -1837). Within each of Giitschow’s montages, however, subtly but discernibly differ-
ent depths of field and angles of light reveal the constructed nature of the Arcadian scenes.

Gutschow’s next body of work, entitled S, also combined dramatically heightened
compositions with the alienation effects of epic theater. In these large-format black-and-
white photographs, elegant examples of contemporary urban architecture embody the
ideals of modernity. On closer inspection, however, cracks and flaws can be seen not only
in the depicted materials but also in the pictorial space as a whole: the concrete is crum-
bling and the photographic collages do not completely conceal the discrepancies between
their individual components. Belief in progress and the accompanying autonomization of
the subject have here produced a fragmented, disintegrating reality.

Beate Gutschow merges the traditional model of analog representation in photography
(in the sense of a space-time connection between a light-sensitive surface and a real
situation in front of the camera) with that of painting, which can simulate and modify reality.
In doing so, she offers a contemporary interpretation of both of these historical methods
and creates new systems of reference. In the context of Gutschow’s oeuvre as a whole,
R#1+ R#2 marks a shift from the reconstruction of general patterns of depiction in land-
scape painting to the specific analysis of two works in this genre. The video diptych
converts the analog still images of Van Ruisdael’s paintings into digitally assembled moving
images. The dispassionate gaze through the camera lens examines how the eerily beautiful,
melancholy atmosphere is created and considers its formal influence and semantic
implications with respect to the mediated perception of the present day.

Anna-Catharina Gebbers
Translated by Jacqueline Todd.

Gebbers, Anna-Catharina. “Cool Pathos” In Beate Gutschow: ZISLS. Heidelberg, 2017, pp. 31-33.

1 Johann Wolfgang von Goethe, “Ruysdael als Dichter” (1813; published in 1816); trans. John Gage as
“Ruisdael the Poet” in Goethe on Art. Berkeley and Los Angeles: University of California Press, 1980, p. 212.

2 Jacob van Ruisdael, The Jewish Cemetery, c. 1654 /55, oil on canvas, 142.2 x 189.2 cm. Detroit Institute of Arts,
Detroit; Jacob van Ruisdael, Der judische Friedhof (The Jewish Cemetery), 1655, oil on canvas, 84 x 95 cm.
Gemaldegalerie Alte Meister, Dresden.

Beate Giitschow, Z/I/S/LS.
Heidelberg: Kehrer Verlag, 2016.
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Place(ments), Kunsthalle im Lipsiusbau, Staatliche Kunstsammlungen Dresden, 2009

PN #1

Beate Giitschow, Z/I/S/LS.
Heidelberg: Kehrer Verlag, 2016.
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School Is a Factory

Allan Sekula, Photography Against the Grain: Essays and Photo Works, 1973-1983.
London: MACK, 2016.
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(her schoots are, fnoa sease, factories fooweddcls Hwe rane tiobe-
FiRdS are e Be sBaped arnd feshioned Binio prodncis fooaect the
poriowls clemands of life. The spocifications for seonnficciiiing
CORIC rom e denaids of the heenticth-cenfiay cirifization,
wid f i fhe business of the school o britd Bts prpis o the
sprecifications ki dinon.

Ellwond Cubberly, Public School Admimistration, 1916,
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Allan Sekula, Photography Against the Grain: Essays and Photo Works, 1973-1983.
London: MACK, 2016.
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This photograph was wken at a community college in South-
ern Californin, as were all che following piceares of school sit-
tions. Three welling students pase for a portiait. They hope 10
graduate into jobs with menl fabrication shops i the area. Theit
instructors act like bosses, supervising the action from o glassed-in
affice. "This apprentiveship program, like public educition gener-
ally, is supported by taxes that fall heavily on working poople and
only lightly on compaerations. Spared (he gost of on-the-job training,
local industry profits from the arcangement, Social planners also
like the idea that vocational courses keep uncuployed youny
people oif the strects and dampen discontent. & lot of Latino
and Black stndents are fracked into these courses, Despite such
POPRLITS, unemplovmeat ConimIes 1 inerese i industiy Cuty
hack production and moves its operations to the non-utionized
labor markess af the South and 0 the Third World. These stadenty
may never find srendy work as welders,
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Allan Sekula, Photography Against the Grain: Essays and Photo Works, 1973-1983.
London: MACK, 2016.

46



47

Pwo stadonts ook up fren their machines, They are learn.
g keypunch operation in a business information systens course.
This junior college delivers i Jot of students, mostly women, (o
surrounding corporations with @ need for clerical and low-level
computer workers. Keypunch is the lowest level of computer
wink, rivaling the assembly line in its brain-numbing moutine.
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In the room next to the women keypunch students, a compu-
wer programmer stops for 4 moment, smiles, then looks solemn. T
doni't talk 1o him much, bud ker 3 friend, a union activist at
the college, wlls mie 1 swery about progranvmers. Most move (e
guenily from job ko joly, since their skills are in high demand. Some
are active in the fcuity-staff onien, which s anditing e loancial
records of the eollege in an attenp! (o proae that the administra-
tors amd not the workers are responsible Tor a serious budger
crisis. Some programmers kuow that the compuicr records have
been deliberawely alteved 1o obscure dllegal adminiserative ex-
penses. They know how &0 help open the books, and they know
the risks involved, This may or may oot be o true story. This may or
may nol De 2 lesson in resistance.
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Allan Sekula, Photography Against the Grain: Essays and Photo Works, 1973-1983.
London: MACK, 2016.

48



49

A businessman holds a plastie schoolhouse, § funacl full of
figurines and @ good cigar o corporate Tandscape. This crude
drebm of cducationt! oppomunity tikes plee mfrom of one of the
many compuier Brms in s vegion, The strcers here are nametd
tor tamons scientisws, inventors, and indwustdalists, Thus even N
celehrate the fusion of organized sefence ind big usiness, One
cun stanel at the neerseetion of Dupont and Teller and think, or
not think, ahout the march from gunpowder W the hydrogen
Beamily,
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A mathemutics instructar quizzes bis students, Most of them
are taking math for practical, vocational reasons, Very fow, if any,
will get (o be scientists, engineers, or mathematicians. This is nota
mateer of talent ar ahility, but 3 matter of social channeling,. There
arc. more prestigions schools for the higher professions.
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Allan Sekula, Photography Against the Grain: Essays and Photo Works, 1973-1983.
London: MACK, 2016.
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A haif.
the cullege

ahandoned shopping center, only minutes by car from
scenes you've been looking ac
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Allan Sekula, Photography Against the Grain: Essays and Photo Works, 1973-1983.
London: MACK, 2016.
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Funny things happen in tas fndseape af factaries disguised
ity parks. Cormporte exeoutives decide 1o relocate their plants.
ofign moving from the Ludino and Blwk inner districes o the
orange groves near the coast, Now, thiese managers dreive only a
shiont distance Irom their beach-tront homnes 1o their work. But
somehony real-csne interests and manaiactaning intereses come
inte conllict, Things are nol working smoothly bere under the
pal trees. Escalating propexty vilues make it inmypossible for
lever and middle level employces w0 find Bonsing. 8o now a now,
leys privileged group of commutens join the traffic on the freeways
ol Southern Caitfornia, cursing and dreaming their long way o

wrk,
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Allan Sekula, Photography Against the Grain: Essays and Photo Works, 1973-1983.
London: MACK, 2016.
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This studeni mins a milling machine. e swodies nuachine
technology and business administration, hoping to own his awn
maching shop one day. Around himl are power  computer-
comrolled milling ouchings, machines which reguive 1ess gracetul,
careful  attention but ralher o nervous,  jeeky movement
botweeen the machine and the punched ape which controls the
nraching, Also around bim in this big room are many Vietmamese
refugees, some oF whom will become machinists in the militry
production plaats in the anc.
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Allan Sekula, Photography Against the Grain: Essays and Photo Works, 1973-1983.
London: MACK, 2016.
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One of ny students was 1 welder. He tod worked inoa lrge
shipyard in Los Angeles harbor, bud the danmger, low pay, au perio-
dic layoffs drove him (0 @ better-paying joly as o welder at Disaey.
lind. Mow, instead of welding navy ships and oil tankers, he helps
build the hidden machineries of an smusement park, He works the
night shife, since wll construction and repair work 5 done when
the park is closed, S0 be goes off o work aftee clags. e wells me of
the disdain divected ot isneyland's maonual workers by the
mickdle-clss college students who serve as guides and perfommers,
He 1ells me of welding wnight, as the tog rolls in from the occan.
tilling the sereets of Fantasyland, and obscuring the artificial peak
of the Matterhoon.
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Allan Sekula, Photography Against the Grain: Essays and Photo Works, 1973-1983.
London: MACK, 2016.
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Four male commercial photography students inspect o -
mera in freat of an cxbibit of a weli-known woman art photo-
grphers work, prints with certain vegetuble-crotic overlones.
Most commercial pholography studenls learn 1o concentraie on
technical matters. Nevertheless, their instructors periodically ox-
pose them 1o certain privileged examyples of the beautiful,
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Allan Sekula, Photography Against the Grain: Essays and Photo Works, 1973-1983.
London: MACK, 2016.
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A male biclogy instructor looks on 28 2 female stadent pears 2
chlopophyll solution into a funncl, More thin half of the studeos
al this college are women, while the faeulty is predominantly male
{and white).
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This photogriph was aken ina space that serves both as a
gallery and as a darkeoom foyer for a large photogeapby depart-
ment. A well known photographer sits in front of an exhibit of bis
own color prints, Hle critically inspects a student’s work while
a4 second student, holding an unwashed print on a towel, looks
an. althongh some stirdents from this depatment and cammer-
cial photography jobs, very fow, iF any, beeonie exhibiting fine art
photographers.
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Allan Sekula, Photography Against the Grain: Essays and Photo Works, 1973-1983.
London: MACK, 2016.
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ARl eritic drives o cab i New York City, Ne was o working
class kid who manuged o atiend the creative writing program of
an cliee univesity. Sinee bis writing (ends to deal with the politics
wid ideology of Hollywood movies, be’s not well paid for his ¢f
forts, and publishes inoa collectively edited film journal
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Allan Sekula, Photography Against the Grain: Essays and Photo Works, 1973-1983.

An atist paints hier loft, an abandoned vesluva iu a Chinese
neighbaorhooed on the Lower Fust Side of New York City., She works
as o clerk, and barcly makes ends meet, Althoagh she's in her ke
thirties, she's considered o Uyoung artist™ bocause she’s just regun
1o De noticed by cocators and critics. Six months afer her Girst one
person show al » Fifiy-seventh Streot gallery, she mysteriousty dis-
appears feon the are weorld,

London: MACK, 2016.
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No far from Disneylaid ., an it musewmn stoads at the edue of
4 hope “exclusive” shopping center. The trustees of the musenn
e aerospace excowives, hankors, and fast food and cr wash
kings. As collectors, they seem o Givor Pop art and minimal paint-
ing and senlptuce, Art insiructoss from (he community colleges
D their students o fthe meseun (o scee e luiest rends,
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~TELE¥ISION ANNDUNCING 1 (33) C5U Beginning VidrotPerformance

Praraquisite: Spoech 3 and Telsvision @ and 46 with grades of “C™ or belar, or by ssammnation Flomerrrd Fried
Aoguired of @it TV Sroadcasing majos. class defies deccription
ia toacher defies descriplion
aca o Feacher dufies class Jescriplion
tha ¥

teacher defies convention
students defy convaentions
sludenty dety convenlions leacher

the mike 3w to the TV camora,

Las Angeles City College Genargt Catalog, 1978-79 arl deties authority
revolution defies anlharity
anl defive revolotionnry avihaorily

Ban Francisco Art Inahtete Cotege Catalfog, 1975-81

f the midst of standardized and adisfreistered Musan WIS,
thi: indivicual lives on, He is even placed wunder profection and
gegns monopoly valite, But be i it bl merely the functicir of
Bis e Midgueness, @ stowhicce ke the deformed who were
staved et with astenrishaent and mocked by children. Stace e 1o
longer leads an independent ecomoniic existence, bis character
[Jalls il contradiction with bis objective social role. Precisely Sfor
the sake of this contradiction, le is shellered b o nalure reserte,
enjoyed it felsuvely conterplation.

Theodor Adarno, Minima Moralia. 1951
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13—WORKSHOP (N THE ANIMATION FILM (44} O

Fracaquata: Cevma 1 and 2 Wty Qoackes O T00r BOIMI, or Dy Do Of ettt Eepsment dapos,

$ro.00
A of Crams mayons
Laboralody, 10 houm

Biiry o the ranl
on o , timiing he

Los Angeles Gity Coftege Genwral Catsfog, 197879

is s

Walkout Planned Monday
Over Work Being Sent Overseas

BE TTX WATERS
Timet S8 Wpiet

Los Angeles Timves, August 11, 1978
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This photograph was wken at a flilton Hotel in Los Angeles,
A well-known avant-garde artise and senured professor at i univer
sity in Southern California intervivws 4 less well-know artist for a
waching  position.  Since  she's a0 Lating,  the mere Lt
of the intervicw satisfies wliomative action reguirements. She
didn’t get the job.

Allan Sekula, Photography Against the Grain: Essays and Photo Works, 1973-1983.
London: MACK, 2016.
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Schonl is a factory

L. The Politics of Education and the Traffic in Photographs

The arguments made by this briet text, and by the sequence of

phoivgraphs wnd capiions that precede if, refer o a problomanic
intersection in advanced capitalist socicty, that of “higher" oduca-
tion and the “culture industne™ T suspect thal you and 1 are situ-
ated, as socil actors, in thit intersection, nuybe divecting wrallic,
maybe spoeding through, maybe hitchbiking, mavbe stalled, mavle
in danger of being run over. 1 am interested here in speaking to
wimever comforts or discomions you might [eel by virtue of the
way these highways have becn engineered into 2 Leger sacial geo-
graphy. This cssay is a deliberate provocation, loss an inservention
fromy some fictitions “outside™ than an argoment from within.

T the “devcloped” world, school and the moedia bring a for-
midable play of forces to bear upon the self, runsforming and sup-
planting  the more traditional patriarchal avthorty that cmanated
from religion and fumily in the epochs of feudalism amd entrepre-
neurial capitalistr Goeth mass schooling and mass moedia are devel-
oprents intrinsic and necessary o the comorate capitalist warkl
order that cmerged in the very lile nincteenth and carly twenticth
centurics, In the United Staces, thwe decade atter the Birst World
War saw the riumph of @ new national coltore, a “business” culiure,
reproduced  through compulsory education and promulgated by
mass circulibion periodicals, mdio and the movies. These forees
sought (o organize peaple as atomized “private individuals,” moti-
vided ¢n masse by the prospect of consumption, thus liguidating
olher dangerously oppaositional forms of social bonding bascd an
Class, sex. race miwl grhanicity,

We have been led by the champions of corporate liberalism to
believe that schooling and 1he media are instruments of freedom.
Accondingly, these instierions are scen o Wl 1he democratic
prevmise of the Ealightenment by bringing knowledge and upward
social mability within reach of everyone, by allowing each indivig
anl to reach his or bee own limils, This ideology hides the relendess
sorting function pertormed by school and media. Both institutions
serve My legitimate aod reproduce a soet hicearchy ol power rela-
tigns, uacking individualy into places in 2 complex social division
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1. Convarsations and teacwng sharea with Martha Rosler
were a significant starting pemnt for this project. Canphbell
Skillman affered useful advice, as did Frad Dolan, who Jent
a very valuable and wvisible hand as well, The verzion pub-
lished here vould aat hsve oppeared without the intelli-
gence, support, and momage sense of Sally Stein, My big-
gest debt is to my students, 0o marmy and at too many
schools 10 name, wiip laogil me a lot about dealing wirl
ihese 1zsues. The dedication is 19 them, and €0 my sisters,
Wictorin Sekula and Michelle Sekula, whio are sill desling
waith the educational machina.

Allan Sekula, Photography Against the Grain: Essays and Photo Works, 1973-1983.
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2. Clearly, anadeguate accounl of the developaents alluaed
toin the last two parsgraphs would require valumes. Sev-
aral ronanl texts come 1o mind as especially impgrang:
Harry Braverman's Lahar and Manopaty Capatd), New York,
1974, ard David Montgomaty's Wiorkers' Contead i Amar-
ica, Mew York, 1978, are ahoul the corpurale struggle o
gebre control of the labo- precess by means of “scientific
management,” Wereby isolatng and deskilling workars:
Stwart Ewen's Captaing of Consgigusriess, Mow York, 1976,
about the greavth of & cosumen culture motivaed by corpo
rgly advertising; Samue  Bowlos' ard Harbed Gimbis
Schooltng i Captiztisr America, Mew Yark, 14976, about the
historcal relasion of educalional reforn to tne changing
demands of a capitalist econcmy; and David Noble's Anrer-
ica by Design, Naw York, 19377, about 1he corporate rola of
coignca ana tachaology, with an emnpnasis on the nstru-
mentaliratian of higher education. David M. Smatn's Wh
Aules the Universitias?, Mow York, 1974, ‘s also valuabla, as
is Allen B, Ballard's The Education of Bfack Folk, Maw York,
1573, and the hand-to-dind tex; by e Mewl Cavidson Col-
wective, Crisis af CUNY Mew York, 1974,

3. Sec Pauwlo Freire's Pedagogy of the Oppressed, Mow York,
1970, for & vory important dialectical undarstanding of the
educational process in s duninating and liberaling modes,
Ira Schor's Critical Taacheng and Evervday Lifs, Boston,
1880, docs an admirable job of Iransiating Freice's insights
COMCETNING peasHAnt somenos il terms comroatible with
the expenance of Morth American working class students.
Pier-g Bourcheu's and Jean-Claude Fasseron's Baprodig-
Ko, Lendon, 1877, is thearoncally dense but valuable in its
ancrpt al a "ihedry of syrabolic viclence™ in tha proagom
cal sphore, Adrienne Rich's escays on gducation in On Lies,
Secrets, and Silonce, Mew York, 199, especially the one
eclitled  “Toward a  Woman-Cond erad Lnivarsity,” are
among the most lueid satemems | have read on the cadical
remakiry of enncational possibilites, and | am grateful 1o
Sal v Ste‘n far directing me ta trem,

Schoad 15 o Factory

of lubor while suggesting that we have only ourselves o blame for
our fiuilures, School and the media cffectively sitoace most people in
A culture and ceonomy over which ey have no control, aad s
are mecChanisms by which an “enlightened” few promote the subtle
silencing of the many.”

Achool amd the media are inherently  discursive inscitalions,
sites within which discourse becomes a locus of symbolic force,
of symbolic vielence, A communicative relation is established be-
tween wacher and student, performer and audience, in which the
Girst pait, s the purveyor of official “tuths,” exerts an instilution-
al authority over the second, Students and audience are reduced to
the stabus ol passive listeners, rther than active subjects ol knowl.
dge. Reststance s almost always lmited only 1© the possibilivy off
tning out. Deanination depends ona monologue of sarks, 4 "con-
versation™ in which one party pames and direces the other, while
the other lstens delerentially. docilely, vesendully, perhaps full of
suppressed mpge. When the wholly dominaed listener Luins Lo
spreak, it is with the iotermalized voice of the master. This is the
dymamic of all oppressions of race, gender, and class. Al domina-
g power functions semiotically through the naming of the other
as subordinake, dependent, incomplete ax 3 homgn Being without
the muaster’s diseipline and supporl. Clearly, soch relationships can
be overthoown: the discourse of damination finds s dialectical
anfagonist i oA discourse and practice of liberation, Like home.
factory, prison and city strects, school and the maia dre sites of an
inlense, it often eovert, daily stugele in which langaage and power
are inextricably connecied.-

Most of us who have managed to develop a professtonal re-
latiom 07 the traffic in words and iouges (as artists. wrilers, or
teachurs) share, ofteo uncgually and competitively. in a synhatic
privitege which situates us above whole populations of the silenced
and voigeless, This role, the role of cultural movrhpicee, normally
paitakes in the privileging and gocredition of its own stas, and
thae of its patrons and enployers, while sugpesting thei culture
exists for cvervone, or for s owa sake. A& conteadiction has devel-
aoped between the hureaucratic and professional organization of i
culiuml work and the janus-faced myrhology of culiare, which stg-
gests, on the one hand, (hat mzss coliore 35 popalae and depig-
craie, while argeing, on the owber, that bigh cueltere is an clire
wcrivity, un Olympian conversation between genius and  connods-
seur. High caltare is fncreasingly no more than a spec
pretentions variant of mass culture, speaking Lo an andience com-
posed of the apper class and the intermediary strata of profession-
als and managers (and especially those professionals and managors
whose business is cullure ). The star svstem provadls in hoth Soble
and  Hollywood:  all gulinre becomes  publicity, o mawter  of

il und

eniosTire
Bal artists and intcllecuuels do oot control the interlocking
appinatuses of culture and education, Incecasingly they are the
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fonctionarics and employees of corporite and state institutions: suggesiad that the aract'ce of fng-arl phwloarapby invalved
pl’i[l]:ll‘fh‘ as teachers and prant I'(_‘Cipi(‘.ﬂl:i. The id(.‘lﬂ(){',\' of autona- a s@all hermetic CII'Cle. ar.ound the guru_llkc figure of Minor
A . S o . white, Ong g~tered this circle (irough the smallest o' aper
mous professionalism serves to legitinate and defend career ineer- tures | DEL7), rather as of torgugh the Mow Testament “eye
ests while, purticulirly i the case ol artist-teachers, building on of the needle.” Exposure suaplanted this innes-directed es-
4 holigw losacy of et mndividualisni, Al I i 4h of theticism wilh @ balisf 'n outwasd-oriented orofessianal
a holiow legacy of romantic individualism, hongh the myth a boostentin appropriat to the mid sisties sra of Pop At s
the lonely oppositional path retadns its redemptive idealogical growing college art tesching. Soth riles share, however, in
force, artists are Forced inro a dreary upsardiv-mobile compatition a venerabls fixation with the toohr'ques and auparaiuses of
. . . R - . ) . photagrapay. Thus “aperturs” unites technotogsm and sp'r
for visibility, with reputacion tmnslating into careec-capital. Those iualism, while "exposare® unites tecknologismm and an in-
who refuse o fad are officially invisible, without voice. (1 once cipient photographic star system, realived in the 19705,

heard 2 woll known artist characeenize less well-known  artises,
gencrally, as lagy. }

The case of photography is especially poigoeant in this regard,
since historically the medium hias been central Lo the development
of mass cultare, with its necessary industeialization and proletar-
inaiation of much of cultural work, The dominant spectacle, with
could

it sedociive commaoditics and authoritative visual “facts,
nei exist withowt photogruphs or phatographers. Treated by the
vignrous new an history of photography o an expandiog piatheon
of ndepeadent atitetrs, we forger thar most photographers are
des
statements. These photographs take on g more determinue medan-
ing as they pass through @ burcancratically organized and diregted
Ably, “The picture magazine is o case in point. Even

wil workers, makers of fragmentary and indeowrminate visual

process of as
the curted Ane art exhibition, such as John Szarkowski's “defini.
vive™ Mirrors and Winderes ac the Muscum of Modera Art, may be
another. A b
depondent crative spivil while fanctionally eroding the auonomy
ol the arist.

If schoal is a factory, at depanments are industrial parks i
which the creative spinit, Tike cosmetic shrubbery or Muzak, still
“lives.” Photographic cducation is largeiy directed at people who
will hecome detil workers inone sense or ancther. Only the most
elite art schools and university art depariments regularly produce

atized bigh coltere needs o celebrace the in-

graduares who will cormpete Tor recognition as fine artists. None-
theless, the ideclogy of avcurism dominates the waching of the
mediun’s history at all levels of bigher edocation, even in the
comnwnity colleges. This auteurism acenally oscillates in and oot
of view, sharing prominence with its apposite, echnological de-
terminisnl. Studeins Lleartn that photographic history i diven by
techniical progress, except in some cases, when history & the ele-
ated product of especially gified artists, who are 1o be admired
and emulated. Very tew teachers acknowledge the constmints
placed an their would-be dwterrs by 3 systenm of cducational rrack-
ing husedl on class, mee, and sex.

Thus, mast of us who teach, or make art, or go o school with a

desire to do these things, are forced (o accept that a winner's game
regires losers. One can cither embrce this proposition with
social- Darwinist stegling of the nerves, or protend that it is nob tue
while tryving to survive anyway, Otherwise we might begin to work
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Nehod s o Pactone

for a method of cducation and 2 colre based on 5 stugele o
sl equality,

1I. Photographing School

Maost of the photographs inchided here were made while T was
cmployed a5 o part-rime junior college instnctor in one of the
lurgest photography departments in the Hiled Staies, waching ihe
history of photography to night stedenes, These fwo-year Ycom-
muniny” collepes constitate the lowest level of higher education in

fhe: Unirggd Srarcs, h(_'l'\'i!'lg HE rmining LIPS foor fechnicsl, seryvic,
and towerdevel administrative workess, and s halding wks” for
high school graduates who woold atherwise Qoad the Tabor
nirket. These institutions bave developed since the end of the
Second Werld Wor

Most of my shudents worked: as techniciaos, as postal clerks,
clectronics assembiers, Fast-food workers, welders, social workers,
high-school teachers, and 25 hoosewives and mothers. A tew retired
peaple took courses. Many students had an amateur ingerest in the
mediom. Some night students would jokingly mie the classroom
evends amedinsg wian they had missed oo relevision, A pood number
of the vounger students cnlereined serious thoughrs abont @ ¢a-
reer in photography, although many were confitsed, uncertain
abont the path o take, knowing that a community college cduci-
tion was not engugh. Generadly, the committed photography sia-
dents felt a covtain vague pride, feeling that the ceputations the
structors claimed made this department o berter one than maost in

in-

L1}

two-vear colleges, Since o number of Gculity membens exhibited
lercally and nuriceally, this sugeested i poerhaps w stadenes, oo,
wore e the oght fock. For the most part, though, e studenis
woie icarning (0 bocome image sechnicians. Their art historical
education was icing on a cake made of nuts and holrs. [ Lied
teach a different history of phatogeaphy, one that called attention
to e histarical voots of this conteadicrion. Schood Iy a Factorp
emerges rom the problems Toncoundered in teaching.

U was asked o cxhibit some of my photographs inoa gallery san
Ly the studenis, The space intrigucd me not for formeal reasons, bod
because of its duil uses, mixing both an esthictie and o rechniceal
prdipgogy, while alse servitg as a conventent. student hang out. The
wirk of reputable ant photopeaphers hung on the walls, almose all
of it in the linc-print teadition of pholography. The gallery also
served a5 a4 fover ma the student dackreons, the spaces in which
purcly technical concerns prevailed. T decided that the approprinte
thing to do in such a space woas o kind of internal critique — 2
guestioning, Drogmcotary ot best — moving outward from  photo-
graphic cducation, to commuaity college cducation, to the lerper
political ceonomy wihich mofiviaded the educational system, andd
then moving back fa the immediare envirooment in which the sen-
deqts were sitiated.
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Schoal is o Faciory

A soumd track provided a buckground of ant-Mozak, heginning
with mechanically seductive disco music and ending with the flag,
deadened sebeiliousness of 2 new wave version of “Summettime
Blues™ recorded by the Flving Lizards, Most of the students scemced
tp Hke the Flyving Tizands part 2 1ol The interscdiary material on
the tape was vocal, punongated with che loud ricking of o darkroom
tmer. A monotonous monologue goes on aboet 2 "sanicny land-
scape,” about “lactories disguised as parks,” while shifting sod-
denly to the authoritarian, double-binding voice of the stitation
iself: "Learn to earn, work, don't work, play, don't play. Evervone is
looking at you, 0o one is Jooking ar you, .. "

B it i #mpossible 1o question authority without guestioning
the language of awbority. These photographs are intended o work
against the typical ydcism of colicge catalogue photography, wiith
its colebration of joyiul encountess between individuated students
and the environment, objects, instruments and agents of knowl-
edge: manicured and shaded lawns, dissected frogs, microscopes,
and gesticulating professors. 5o 1 have adopted the hard flash light
and the single point perspective appropriate to 4 mationalized, bu-
reavcratically  administered environment which is rying o pass
itsell off as the site of collegial pleiaseres and scll-discovery, Bud it
scemed important also o work against the prevailing formalism
and otherworldliness of art photography, the hegemonic manner
ism of a professionalized avant-garde that has toraed in upon itsell,
I wanted to suggest that it is possible for art o deal critically with
the sogial ground on which we sland, (o speak of people’s expe-
piences in terms other than thiose dictated by individualisne, This
project involved a break with the cule of the seilsufficient visoal
image. | am nol suggesting that this break noeocssitaes o reversion
o some rigid, positivist version ol docomentary  characrerized

by an obstssion wilh ihe “facts” overlaid with liberal hemanist
“walues.” T would be a wistake therelore to assume that the cap-
tions bring a cdarifying or restricting sociological facticity (o these
photographs. Both words and pictares constituie anguments, oper-
ating at different levels of spedilicity, aboutl the prevailing, rather
than the idinsyncratie offcets of cducation npon students. Although
I am comcerned here with the rule racher than the exception, the
phatograplicd moments are in o way evidence of an fron determin:
isrn al wurk, T eamnot speak [or the inner experience, ambitions, or
futtire: of the stidenes and teachers who posed for moe. The serious
Inoks are as much evidence of gnorded caution as anything else, since
owur bricf inlerctions in the midst of busingss-as-usvzl did nor pro-
vide much time for explanation. Most adminiserators assnmed that
a photographer wis 4 potential poblicist, rather than a critic, of
their domain, Sludents were understandably reluctant to contrib-
ute to the tmage of the “happy scholar®  and 1 did oot coax them.

It may appear that T am being presumptuowns, immodest in my
atenpt Lo comstruct, with words and pictures, a modest essay on
the politics of schooling, T am well awace that this project violates
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5. See David Rockeleller, Jr, chairman, Coming Io Cur
Senscs: Tha Significance of the Ants in American Education
- A Fanel! Beparr, New York, 1977, 3ee also the ominous ra-
marks by Zbigniew Brzezinski, who laer hecaine dimecior of
the Trilataral Commizsion and natonal sedurity advisor to
Fresident Carter, onoa projecied "demosracy.” based not on
e popular ahility te inflluence "pobcy making,” but on
"autenomey Tor individoal self-expression,” in Daniel Ba'l,
o, “Toward the Year 2004 Work in Progress,” Dacdatus,
Summer 1967, p. 687,

B. Fricdrich Schiller, On the desthene Cduceifon of Wan,
Mevy York, 1977, Soe olso Herbert arcuse, “The Aesthetic
Dimension,” in Eros and Cnaliealion, Boston, 1856

Schoof 15 a Facturr

a noemal sepuration of tagks which demands that photogruphers re-
stricy their activity (o the ticld of the visual, and to the coltivation of
esthetic effeces. Thoe eithgr-orism that rules this separation sng-
Rosts thal either one makes pictures, which speak from and o the
COHORS, OF one writes, speaking thos 0 the incellect. But ncither
words nor pictures speak exclusively o one “taculty”™ or anorher;
Uus separation is a triumph of a specilicatly bourgeois psycholagy
and philosephy of mind, enacted in the rgid division of mental
labor within the colture indasiry.

IIE. Ant Open Conclusion

The celchradon, by roling class commissions, of universal an
cducalion, of ot cducation as the *Fourth B” in a revamped, redec
orpted system of schooling, must be guestioned when the same
uling class is promoeting educational entbacks at the same times
When functional Bteracy rates are declining, what does it mean 1o
promoete 2 massive shift of educational attention to rthe devdop-
ment of the esthetic faculties? This plan ceads like 2 technocrazic
penvension of the liberating pedagopy envisioned by the German
cofntc pout Schiller in Ris 1793 letters On the Aestbolic Yoiice
tionr of Mt The estheticisnt encouraged by the culiural burcau-
crats of rhe 1980s stops short of a necessdry integration with criti-
cal consciousness. Rather, what scems (0 have taken shape in these
plans is 2 weehnoortic vision of 1 society of CxXprCssionist radfs,
pliying happily as consonters (of less and less) in a world in which
political life 1s increasingly limited to a spectacle of represencation.
The tsk of progressive weachers, artists, and students is (o Critique
this vision and comnbal iy further realization, whiie preserving the
awareness that utopian esthelic possibilitics must be struggled for
asantrinsic t0 o a genwinely  democratc {uture, but cannor be
achicved in a sociery governed by a mechanical and world-
threatening lusi for profit and coatrol.

1980
Postseript

Scherof £ o Factory oxists in severnl forms and centinues o
change. Since 1979, 1 have presented it as an exhibition, primarily
at junior colleges, stale universitics, and art colleges. Some of the
photographs appeaced in a joumal called Radicad Teacher. A shorer
captioned sequence of the photos appearcd in Exposire along with
the above cssay. In these varous contexes, the work was intended
Lo pitaec an institutional critique of a fomilise social covironment,
In the present comext, 1 would like to cominent briefly, as a ceitic
and historian of photography, on fhe picteral conventions { am
working againsi. These. then, are negative examples, although
a more dialectical and detailed undemstanding should develop in a
less schematic Joak a2t these picteres,
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Consider two photographs, First, a phowograph made in 1900
by the Washington, DC commercial photographer Frances Ben-
jamin Johnston. Johnston came to photography from o beaia arts
truining and an cacly carcer as a commercial ilustracor. The photo-
graph comes from an album made by Johoston for the Hampten
Institute, 2 vocational college For Macks in Virginia® The caption
reads: “Stalrerav of Treasurer’s Residence, Students at Work.” ‘The
purpose of the aibum was promotional, scrving as an aid o fund-
raising. Thus the atttade of diligent and industrious scrvitude ox-
tithited  here might have been intended to impress white donors,
like (he stec! manufacturer Andrew Carnegie, with the promise of
converring a supposedly indolent and uncducated rural black pop-
ulitinn into disciplined. productive, and unrebellious prolcrarians.
That this carefel carpentuy is heinp performed on a “bourgeonis”
interior, on the bannisters of the Hampion Insutote teeasurer's
honse, is no accident. The Hamipton photogriphs were exhibited as
well at the Paris Exposition of 19040, following the presentation of o
series of Johnsioa photographs of the Washiopeon, D.C. cily schools
at the 1899 Paris Exposition. Many of these earlier photos appearcd
in a series of pamphlets called The New: Education Hitisirated,

Tt cun be argoed at, although less engaged than Jacob Rils
and Lewds Tline in dirgor Progressive Bea retorm polieics, Johinston is
an cgually importand pictonial ideologue of that period. Although
most of her work was governed by comunercial possibilitics, she
seems to have wuchad on some of the principai themes of Progres-
sive Era politics, moving front fimst generation teminism, on the omwe
hand, o the celchration of Amorican imperitlism on the other.
Thus she was able o photograph bath Susan B. Anthony, the femi-
nist Jeader, and Admival Doewey, commander of the victorious Amer-
ican fleet at Manila. in a highly cclcheory fashion, Johnsion was
able in her school photegraphs to suggost the now spirit of scicn-
tific and ameliorative education, (The pragmatist John Dewey can
be said o be the principal philosopher of that movement?) John
ston presents the school as 2 wal and eavclopedic institution. Bul
the black schools like Hampion and Tuskegee were limited (o
vocativmil ends: this limitaton was the source of an intense debare
between the reform-minded black educator Bookur 10 Washington
and e more radical W E. B, DuBois, who argoued for a black educa-
tomil system that would include the itheral arts? Thus, what un-
derlies the cducational system that Johnston s promoting, hoth i
her photographs of the black ipstituees and the then largely white
public schaols of Washingron, D.C. s the process of a thoroughype-
ing ehiensdnt of fnbonr, i division made along macial, and cihnic, lines,
Althuugh, relatvely speaking, the black institules were progrossive
institations, they accepted the assignment of blacks to a subordt-
mile position, 35 manual workers, o oa society increasingly domi-
nmated by intcllectual fubos, Also, the black institutes atiempted o
cducate for 2 craft system of productivn that was disappearing
under pressure from industrial centealization and scientific man-
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Figure 1. Franues Benmjarnin Johnston, Stainvay of Troas
urars Residence, Studems ar Work, Platinum print from
Homplon Institute albam, 1900,

7. Frances Banjamin Johnsion, The Hampton Album, Mew
Yaory, 1966, This Museum of Magderr Art ¢aialogue inchudes
J4 photographs [rom the osigmnal Hampron Institute albom,
a5 woll 38 a toext by Lingoln Kirstein

&, John Dewey, Democracy and Dducation: An ttraduction
to the Philosophy of Education, Mow Yors, 1916,

9. Ir addit on to Alten Ballard's The Educanon of Black Folk,
see Wk, B. DuBnis, The Education of Rlack Peaple: Tan
Critiques, T806-7960, ed. Herbert Aplheker, Mew York,
1973, For an amusing and pa-usan summary of 1he diffor-
ances between Washington and DuBois, ses Cudlgy Ran
dall's pecr “Booker T.and W.E, B.." in Poem Countorpoant,
Detront, 1966, Randall was writing during 2 time of rising
black demands for oper admissior (o higher educarion in
the Umted States.

Allan Sekula, Photography Against the Grain: Essays and Photo Works, 1973-1983.

London: MACK, 2016.
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W Lewis Bale, The new focdiusteial Parks near freing, Cali-
Tornia / Dag nave Industriegelande in der dahe von frvine.
Hallferremen, New York, 1975 1 am referring here to Plate 47,
whiich we were unsble 1o reproduce,

1. Phe Now Topagraphics, curalid wick an inteod uction by
William Janxing, Inlernatignal Musewm of Protograghny ar
Georgn Eastiman House, Rochesler, 1975,

Sohod I o Faetory

dgement. Johnston's photographs, with their mix of realism and an
idealizing and academic nco-classical armngoement, are related w0
what | wonld call the instramenicd reedisp of Jae nincteenth con-
Ly secial scieniific phorography.

Like many psychiatric and criminological albwing, these photo-
graphs, viewed i scquence in the original albem, Blusteae the
se-Called disease and s insticutional correction and cure: & kind of
“hedore” and “after” nareative structure that in the Hampion album
tnvolves the juxtaposition of iouges of il southern life with the

“tmproved” conditions of the vocativnally educated and  indus-
trinlly disciplined Black. ‘Thues, behind the eealist appeamnce of
these images lies ihe substance of o new mtionalized, and abstract,
system of burcaugratic command, One could argue that the speak.
ing subject ol these photographs is nor black people, mken cither
collectively o individually, but the iestitation of modem cdoce-
ton. §am tiking Johnswon's phutograph here av a model for wiat
tollowed in virtually overy college catalopue published in America,
What I wanted to achieve in Schood I8 o Faclory is 2 way of tam-
ing such conventions inside-out, or upside<lown, o reveal thaeir
conrradictions,

But just as | am opposcd o the optimistic and disciplined
realism of the Jobaston photogeaph, so also T have problems with
the following cxample of Amcrican late-madernist phowgraphy,
Consider 4 phatogriph by Lewis Balez published in 1975 by Casielli
Graphics in an English and German langouage book cilled The qew
Industriad Pavkes near Ireie Cafifornie v This happens to be the
“landscage” in which 1 taoghe, the “landscape™  within which
Aphond f5 oo Factory was made. Whot scems cracial o Baliz's work,
and what makes L an exemplar, along wilh the work of Diane Ar-
bus, among laie-modernist photogeaphy in the United Sties, is s
Fundimnentil ambiguity in relation t the question of genre. 1s this a
docrwmentary pliotogeaph or an abstraction? Baltz himself makes
statements which embrace this ambiguity, A a whole new genre,
A gence boetween gonres, has ardsen o give this ambigunily its proper
place. The Amcrican curator William Jonkins has christened this
waork, along with the mach maore rigorously typological work of
Berndd and (Tilla Becher, and that of Rober Adams, Joe [eal, Nicho-
las Nixon, and others as the New Topographics. These “photos
graphs of @oman-abiered laodscape” derive their ambignivy preciscly
fram the 2hsence of the haman fgure. (By e way, 1 am not sug-
gesting that the addition of 4 buman figare would nccessarily -
manize these imagesy Tnothe case of Baltz, a depopolated indvsoriai
enyironment provides the source for photographs that offen re-
semble lute-modernist abstract painting, in this cxuople the work
of Bamett Newman s supgested. Obviously, ar photouraphy is
still hawnied by the ghost of pictogialism, the need to affiliate ioelf
referentially weith painting. Balte then, i3 a0 good example of the
so-called “loss of the relerent™ within fate modemist caliure, -
creasingly, one spocialised sign sysiem can only refer o il of G
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anather specidized sign system. Problems of communication arc
reduced i problems of self-referentiality, or to problems of 1rans
laticen. | should note that the very term “industrial park” is « finguis-
b erick, a mystifying translation of 2 site of production inte a site of
imaginidiy leisure. No oo lenms conld be more incompatible, and
yot whal is suggested by chis oxymoronic rhetorical construction is
“clean industry,” industry without industrialissi.

Whar | hope to criticize here, then, are 1wo related kinds of
absfraction. First, we have the abstraction inherent in the sup
pexsedly readistfic world pictuce of @ burcaucratic, commodity cen-
tered society: the abstraction that emerges from the trivmph of
exclinge value over use valee, from the wrumph of absiract intcl-
lectudl labor over manual labor, from the trivmph of instrumental
reason over critical reason, (My thinking on these issues owes a lot
to the German philosopher Alfred Sohn-Reihel #) The second ab-
straction is that which emerges from the sepamtion of esthetic
cultere from the rest of life, the abstiaction prucess central to the
career of modernism {and postmadernism), the abstraction that
finds an exemplary esthetic freedom in the disengaged play of sig-
niticrs. What I bope to substitote for these two powerful tenden-
civs, which correspond roughly 16 the realms of “applied” and “pure”
photography. is for the moment a kind of political geography, a way
of talking, with words and images about borh the syster and our
lives within the system.

1982
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12, Alired Sohn-Fethel, imigfigctual and Manual Labor: A
Critigpua of Epistemalagy, London, 1978

Allan Sekula, Photography Against the Grain: Essays and Photo Works, 1973-1983.

London: MACK, 2016.
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Hans Ulrich Obrist in conversation
with Richard Wentworth

Hans Ulrich Obrist interviewed Richard Wentworth
on 2ist August 2015, The interview was live-sireamed
ouver the internet using Periscope, Wentworth and
Obrist were looking through and discussing an
extract 6f afirst draft of the book, The conversation
is a crystaltisation of twenty-five yeurs of discussion
Between Wentworth and Obrist.

HIQ

langiiage moves around quite a Jot. It's a book so,
inevitably, the images are on pages, you will meet
them in a context that has been edited, and they
have rhythms - like the light and shade on this page
(.19} - that come and go.

It's about memory alse - you were just telling me
that you would be ablc o take us to the spot where

uuo Richard, it's very exciting to talk about Making you found this light (pp. 20-1), for instance.
Do and Getting By, and I wanted to ask vou about the
initial epiphany — how did it all start? Let's begin aw Idon’tthink it's particularly unusual, but [ have
with the beginning of this extraordinary archive. quite a powerful sense of place and circumstance,
and the grain of a place, which is probably more
rw 1 think it's like group therapy, where you slowly visual, but I also know how things smell - it's given

HUO

realise that vou are like that, there isn’t any escape,
that"s what you're involved in. [ had probably taken
indifferent pictures for four or five years, of all
sorts of things, and 1 started to notice that there
was a little thread you could pull out.

It’s pretty hard to say what that thread is - it's
not just extemporizing, it's not some little passing
amusament, it's like seeing something that's just
below the surface of language, but it's our physical
conduct. I think it’s pretty pre-verbal really.

If I'm sounding like I've intellectualized 1i,

I supposc 1 just noticed that there was something
there in whal, I wotld have te admit, is my habit
of mind. Tn a way, it might really be a record of
someboedy's habit of mind for the last forty vears.

We were talking about it now becoming a hook.
Obviously it has developed like a language over four

decades but it would be great if we can look at some
of the earliest images?

Because this is me, we've got the hourglass upside
down, doing volume two first and then doing
volume one. Here we are in the digital century but
there’s still the analogue feast from the previous
;zntllil‘_s‘ to comb throuph (the images in the book
BiD In 2006 when RW switched to 2 digital camera

from film),

r:];:dﬁ d;acided that the sequence should present

Whez Im!.’ movemnents, revealing where [ was,
Wwas. So there are time sequences, and the

HULQ

BW

fo humans to do that.

So these pictures record 2 moment of my inguis-
itivencss, if yvou like, they're 2 trace of something.
They're encounters; they're not sought out. I would
have to have passed this for example {p. 22, bottom
image, a replacement tile) and so 1 could take you
ta that very shop. I conld take vou to this sign (p. 23}
but it won’'t look like that any more.

In this sequence we move from provincial
France {the tile), to the highway coming into Oxford
{a motorway sign), io Folkestone {p. 24}, and this
iz at the end of my street (p.25). t wasdone by an
Iragi shopkeeper who would arrange those pieces
of wood every day. He was baffled about why I would
take photographs and I said, ‘Because you're very
good with pieces of wood'. He thought I was patron-
izing him and [ said, 'Tm just admiring yeur skill’.

From the beginning, ope rule of the game is
that they are always found situations, you never
intervene.

Nao, I don't interfere or coax oy prompt, but of

course a photograph always comes with a point of

view, both physical and metaphorieal. If there's

no available light, there's probably no photograph.
There are a very few exceptions in which you

van see the hand of Wentworth, [na way it's not

anthored, and it certainly doesny’t belong to me,

I'm not possessive. They are other humans' actions,

if you like, speaking tome. I would say thata

Hans Ulrich Obrist, Richard Wentworth: Making Do and Getting By.
London: Walther Koenig, 2015.
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category you could use would be that theyre all
jeftovers, which is a nice English word. When

I was a child you were told not to leave any food
on your plate.

1 think there's a kind of gravity in ail of them.
1 am amazcd how gravity anchers us.

This is guite sophisticated (. 27, bottom). The
plastic sioot weighs nothing the steel gate weighs
guite a lot. Thai's a very typieal Turkic confidence
just to plonk this with this.

It’s almost like Fischli-Weiss's fguilibrium and
The Way Things Go.

Lots of the photographs are about people teying to

malke the world do what they wait itto do. This

(p. 26, hottom) is definitely somebody making aplace
this was not initiaily a place, it is the COMREQUEence

of place-making.

1 like these little circumstantial geometries or
comedies. This eorrugated shutter (op. 8- isa
very sophisticated invention, and this asbestos
covrugated sheef, which is much less sophisticated,
got parked next to it. I'm the passer-by who ... 1 don't
evon know if Tsaw that, but Ifelt it.

This idea of the ‘as found’ 1s interesting. ] remermber
nany years ago, when Peter Smithson fold me ahout
his architectural practice, Alison + Peter Smithsen,
he talked about the architecture of the ‘as found’,
which was something very important for the moment
of the Independent Group. 1 was wondering if that's
something which resona tes?

One of the things 1 think is a bit sad is that you come
into the world when you come in, and it already has
aform. A child doesn't knew that, a child is just in
the space. You asked if T knew Richard Hamilton -
1didn't Know him weil but we'd gel on when we met,
therc were things to share I never met the Smithsons,
put I could have spent fime w ith them. I knew
Eduurdo Paolozzi. 1 sometimes think there's a funny
melancholy abont the people who wmade theclimaie
that you mature in, and you don't know they've
made it. The artists and architects who made the
world I grew up In Knew how crafts and trades and
processes and procedures fitted together and often
used them disruptively. So [ used to admire the

Economist Building, the Smithsons’ building, but
probaply didp'tknow who had done it, or even why

One of the things that might be argued In 1his
is something to do with the place where innogance
meets ignorance. There's something to do with
my ignorance. Or mayhe there's a kind of looking
which is qaite innocent,

You have the words “ooking’, ‘seeing’ and
swatching', and I'm sure in other languages that
range is perhaps even moTe complicated, but there
are also words like *spying’, and ‘observing’.

This {p. 63, buttom) is in Kashgar, China, nearly in
Afghanistan. The rnowledge, the deep kpowicdge, 10
take bricks and put them in the ruts is something U've
had recourse tomany times, it's the oldest problem
intheworld the ground is nut behaving properiy,
50 you find some tricks and put them in. Suddenly
{ recognised that the brick is a phenemenal store of
cuitural energy

Then there are moments I'ra anxious about that
are nonetheless truths (pp. §4-6. T'm a Northern
Enropcan and, in & way, if youre a Northern
Furopean you might understa nd Surrcalism but you
can’t be a surrealist. I think you need men dressed as
women who are priests tohave Swrrealism. Yo necd
Catholicism, or you need Catbolicism not very far
away, o have Surreatism. 8o you would never find
that in ap English street, and 1 just turned a corney
and that was actuaily avery shocking moment.

But [ am also very interested in the imnpulse (0
be shocked, because of course 1 know immediately
what it js —it's a piece of digplay, part of a shop fitting.
1 think that being both drawn to something and
repelled by itis important.

v this kind of book you dow't dwell on a page,
you're coursing and moving, so the way the layout
works is that you're constantly being ashed i
investigate and make connections. It's very much
like lookingupawordina dictionary and finding
{wo others while you're at it, which you didn't meatt
o find.

For instance, T can'l remember why but I was
looking up the etymology of ‘menace’ and I was
amazed to discover that it originates from menel’
in French, ‘4olead’. Soin English that could be

‘awenable’, semeabody who will join in, but the
origin of that is that in order for humans t¢ manag®
animals they have to threaten them - there’s

Hans Ulrich Obrist, Richard We i
) ntworth: M. D ;
London: Walther Koenig, 2015. aking Do and Getting By.
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theatre of behaviour with large animais, so you
menaie les animaux, and this has become mener
les animat.

Maybe what I'm trying to say isthat there isa
kind of etymology Turking in here. Although it's
not theorised.

o, 1o, it's a daily practice!

1t is a daily practice, and not something [have to
work at, I dow't have to disciplinemyself to do it

The way you take us through the journey of the
book is like a flinerie, and also tie whole project is
4 kind of lanerie. You menticned language and
that's why I thought it would be intoresting to look
1 little here al the glogsary {p.5). It's almost an
Oulipian list. Can you tell us something about
these categories?

Well, we'ra all acquisitive, even if we don't mean to
be. I suppose the casiest way to prove that is that
your face might he the consequence of what you eat,
because if your teeth stay in yow'll leok one way,
and if they fall out you'll look different.

I never quite Know what to do with language
but I love the idea that people have fashioned words,
that words have been forged, which wa then use.

Anthony Burgess said that langnage is always
second-hand, that when you speak, the words don’t
belong to you. There's a mechanism that we don't
really understand, and that's why conversation is
&0 strange.

8o [realized that I have words which I like, or
which I find supportive or which make me mote
inquisitive, and rather than be very thorough ahout
it, 1 made a little glossary which will accompany
the pholographs.

Isee the words ‘circle’, ‘city, 'Kodak', ‘com-
pendiumy’, ‘contiguons’, and I think if you'rean
Englishman - meaning that you grew up in England,
not Britain - and you speak English, it doesn't take

0 .
T8 of the things that's very strange in English
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is that there are often six words that you can use for
something, so if T sald ‘string’, or ‘cord’, or ‘cable’

ot ‘thread’, these are all different, and we know
they're different. We care if somebody says 'string’
when they mean ‘cord’, or ‘twine’ - which comes
from ‘4win', as in “two’,

[ think this is much more like a menu - it's like
reading 2 menn where you're invited to imagine
what something might taste like, what the combi-
nations might be, and you're under no obligation to
do that. That's why reading a menu can be very
enjoyable. It can alse be very annoying - sometimes
you just want a plate of soup n front of you.

Sathis, in a sense, 1s a soup.

Ome ez go to the glossary to find the ingredients of
the book. Let’s go back to the fdnerie, In this Image
(2. 73, top} we are {n or near Regent's Park — often
the photographs are taken on walks, or somaiimes
when vou are travelling by car. How do you take
the pholographs?

The thing about walking is that there are no rules.
There's determined walking, ‘Vve got togetto ...,
where you're propelling yourself from one place o
gnother. There's, Tm a bit lost and I'm wandering’
or, ‘I can do what I like with this time’. I love
watching people in the city, and watching people who
are walking with determination, and people who
don't guite kKnow what to do with the act of walking
aned even return on themselves.

That {p. 75, top) was there for six years but now it
has disappeared, It's a ¢afé in provincial France:
a loilet window that they wanted to lel some aiy
througi I tove the fact that the thing that makes
you go to the toilet - a cup of coffoe - becomes the
instrument for keeping the window open.

That’s also 1 classic situation {p.73, boltom) where
something has been fixed.

Fixed and apologising for something, so sometimes
that's like keeping the sun off, or a window is broken.
1t's a kind of swift externporisation where somtething
that's of no great worth can be used symbolically

1t's where the symbolic and the practical collide,

and is clearly as much to do with ownership as it is
to do with keeping out the rain.



Hera (p. 72, lep) you know this person is probably
concerned about or careful of cars - which is a very
interesting subject anyway The little warning
triangle happens tofitona piece of firewood. I den't
suppose the author speit much time composing it.
1t is cheying gravity and would float away if itwas
not attached te something which has a bit of weight
to it.

Language is very good inthis way - w¢ actually
say, ‘L don't get what you say’, or ‘T can't grasp what
yonmearn’ or ‘I peed to get some purchaseon thig".

¢ In the book you have these pages very often with four
or more images, and already in the exhibitions you
have made of the Making Do and Getting By series
the images seldom come alone, very often there are
these graupings. Thereisa dialogoe between the
photographs but also between the objects, can you
talk a littie bit about this?

wr I think it's something to do with the fact that we're

gregarious. Somebody told me the other day that
until you're seven you don't understand that the
world is cooperative, and the psychological condi-
tion of growing up is that somewhere betwaen $ix
and eight you start to vealize you're not alone.

You can try to be selfish but it’s not going to work
because you arc in this constant space of exchange
and sharing.

ra There seems to be another rule of the game, that

there are never human beings in the photographs.
But in a way the objects are alive and they becone
the protagonisis, don't they?

rw Ithinkit's fiell of humans.

The sirange word ‘disabled’ (p.77, top) makes me
think of another strange word ‘invalid’, which can
also mean ‘invalid. They're spelt the same way but
you use in have

‘chatter” re
or overcimphasising a point - maybe that's what our
lives a have

I'm sato kof
the bark and the ground (p.77, bottorn) woiild have

fthe
i,
and cerruption, and repetition, and ...

ering,
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And repefition and difference.

Yes, This question of there being no humans: there's
this constant feeling thal none of this could happen
without bumans, this is definitely not nature.

So their presence is maybe even stronger through
absence?

1t's throbbing with presence. That {p. 78, top right)
is a tree in a conversation with & piece of ironwork.
The tree will have becn planted by & human [doubt
very much it's any other kind of tree, because that's
how our cities work. This is a piece of ironwork,
once a barrier, and it's on its way to being a murder
weapon!

1feel that one sheuldn't dwell on an image, that's
not the point. [n that sense the pictures are evading
the history of mainstream photography, they're
not coming out of the tradition of Photography. They
are indeed photographicaily achieved, butit'sa
sort of speedy reportage, and I think there’s very
little in here that people wouldn't recognise. This is
all known to peocple.

We received a Periscope message asking if an image
might be shorthand for a gign?

Woll, the dark force in here is somehow me talking to
Rotand Barthes in the grave, ot is Roland Barthes
talking to me? I never met himn. U've slopt in his bed
n Geneva, or [ was told that [ had! {laughs]

1t°s about the gap between the sign and the signal
and the impulse, ail those things that humans do.
Once aday you make a sign to somebody and they
misread it. You wink at somebody and they think it's
a sexual advance, and actually you've got something
in your eye! There’s a little friclion between humans
of reading and misreading, which of course 15

totw stfunda ngs:
Wwe how we towards

ancther human, and it’s also how we read feac:
so it's how we project that we think that somebody
means iil.

This (p. 82, centre ¥
‘] have found thisand
passer-by, [ found it, b
glove.’ [ don't SBLPOS
they put itonared car

10
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Not all these things are deliberate acts. It takes
a lot of wet weather and a lol of feet for this piece of
cardboeard to mutate in that way {p. 83, bottom).

It’s the origin of printmaking, the oldest method,
which they would have known about in Lascaux.

Then you have moments where the conventions
of language and material are at the very edge of
corrupting (p. 84, top), as when, for example, pressed
aluminium becomes papery. [ can't read Arabic, but
1 recognize that this originates with an Arabic seript,
and (hat's what miost plates look like in Cairo. This
plate is befween the point at which it is capable of
caonveying the necessary information — which
anyway won't reach me because I can't read Arabic -
and that next period of moving off to be almast a
palimpsest. Strangely, palimpsests originate In
ancient Egypt.

Often [ discover that there is something witha
certain kind of urgeney just underneath the surface
of an image where the intention gets very distoried.
In a way, you feel closcr to the person who made
that sign {p. 85, top left) than you would if they got
the sign hoth linguistically and iypographically
correet. In fact I think I'm most interesled in signals,
nol 51gns.

What is also fascinating {p.85, top right} is that it's
very oflen sculpivral, and with you being a sculptor,
I'was wondeving to what extent it connects in both
directions to the sculpturres that vou de. On the cne
hand it seems sometimes as though you find
sculptures in the world that you've made —one conld
almost think they're inventions by you. On the other
hand I wondered if it's sometimes an fnspiration

for your work. How do the two connect?

I's a very goad question. I wonder if this isw’t some
sortof public humiliation for the history of sculpture,
and ali three-dimensional enterprise. The ardinary
human is so proficient, so linguistically alert, and
Isometimos wonder if I'm not just beating myself
with the authority that the world presents me with.

Tiry F_:o avoid this happening, but very occasion
ally Imight be taking a picture and the author, or

they’uu;hﬁ feels respons bie for it, will be nearby
oot sK me what I'm doing. I nearly always
£ Up a story because | wart, ina way, to

the quality of the relay jonship, and not feed

8ense that I'm an aherrant traffic warden.
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Running right through the whole thing there may
he something to do with decorum and conformity in
relation to functionality and excess.

I would say that the European history of airing
fabric and carpets (p. 86, bottom right) is deeply
cultural, you very rarely see that done in London
by an indigenous Brifish person.

Somebody has remarked here (on Periscope) that
what vou're doing reminds them of Becketl’s theatre.

Gosh, that's humbling. There’s another encounter
that didn’t quite happen.

There is clearly a sort of Beckett/Harold Pinter
space if you live in London. [ imagine Pinter would
have loved that {p. 41, top). It's educated handwriting,
and it"s beautiful because you don't know whether
somebody is explaining something to somebody else.
It's possibly somebody whose first language is
English, talking to someone whose first lJanguage is
not English. The woerds ‘apologies’ and ‘apologise’
contain the same letters, but 'T send you my apolegise’
is not correct. That's absolutely what Bruce Nauman
is interested in. [laughs]

The other thing that is in here is an immense
fethargy and passivity, banged up tight against
exireme urgency, and even jokes of danger.

50 it has the tension of an oxymoron, it’s both
passive and active.

Oxymoron should be in the glossary! Onomatopoeia
is already in there, but we must put oxymaoroen in, it's
a wonderful word. And there you are, you see, iow
we're speaking Ancient Greek.

At the foot of what I'm interested in is mentality:
how we sce what we see, what we do with what we see,
how we neminate what we think we have seen, who
we can share it with and who is speaking to whom.

i'his is an extraordinary act {p. 93, bottom right).
This is the city trying to be honcuarable,
it’s trying not to electrocute its citizens. Somebody
was sent here with pre-printed tape of a sort you
would find internationaliy, and somebody else
has used it as atable - this istidiness. The drink
cup hasn't yet been biown over and rolied down
the street, perhaps because it still has lignig in it.

U0 Ii's collaboration.
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It's immensely collaborative.

And I think that &l the time there's this feeling of
agency Nobody ever dropped a banana skin 50 that
it would speak to a piece of traffic regulation (p. 93,
hottom ieft), but that is one of London's clichés. Gf
pourse anc of the things thatis wrking in that image
i donger —'Den‘t standona paniana skin, you will
rove very quickly if you do, and then you might he
tun over’,

This (p. 93, centre left} is some sort of passive-
aggressive attitude, some sort of idle behaviour—

[ would guess it's coming from disposable time.
There's a vague anger towards the fact that nubile
women can be prinied and delivered to the street, the
pornographic wallpaper of the West. Bul there isno
hurnan body hidden behind the image. I T dothat
(jabs the image with his finger), it’s not goingto hurt
anvbody - that's not an eye, that's not a nose, that's
not 2 motith, but it still exertsa powerful hold on us.

And here is another ¢up (P 08, top 1eft).

Here is the cup again, at the edge of its gravitational
possibility Thisisa dumimy, but I think you can
detect a shadow there, and that it’s got just enough
liguid in it to stop it falling. This is the kind of thing
that appears in sculpture but it will never be as good
as this. [tean’tdo this.
Ancther word that should be in the glossary is
“happenstance’, which to me has a lovely German-
Latin feel.

[t was Whistler who said, ‘Art happens’.

Really? When [ used {o cross Battersea Bridge
1 used to have words with Whistier, they were mostly
quite friendly

This door has aletterbox {p. 93, 10p right). Thisis
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things right, Tt's why we apologise to people, Or say,
Yoy thought the other Gay T said so-and-so but

1 meunt such-and-sucht’, or ‘English is not my first
Janguage’.

The other thing inhereisa 1ot of death, there’s
2 ot of suffocation (p. %6), and a lot of that space
that was in American and French cinema when
[ was a young adult - bodies in polythene bags,
things youmight see in Trancis Ford Coppola’s
filmn The Conversation.

This (p. 97, {op right} is beyond a skepormor ph,
which is anather word in the plossary. The original
elephone hox was a plece of architectnre and
referred to the Byzantine; Gilbert Seott looked
carefully at Constantinople and made a kiosk that
proposed the noble act of communication. Kiosk
is 1 Turkish word. Thisis a deeply decayed and
repulsive obiect, but it's also dead.

Almost N0 onc uses telephone boxes any more.
There’s an aesthetic of disappearance in thernn

1 remember asking iy 500 Joe, “What's goingon
with the telephone” And he said, ‘We've known
ahout telephony for 200 years, there's nothing very
special about it, but nobody realized it could travel
with us’. Whoe would have imagined that one day
telephony could move through the world with us,
unrestricied?

1think there's a lot of mimicry (p. 99, hottom),
alot of things to do with the fact that humans jearit
constantly from each other. If you see 50imecne
cross the road more stylishly than you, ata betler
spot, or they find & nicer way to walk down the street
where there are less people and more gunshine,
without even noticing, you'll just copy. 30 there's
alot of, "That works, 1 will agopt i’ It's infectious.

T think the other thing that is goingon ail the

idly belligerent London - somebody has smashed out gh is the ¢ the private. You're
the doot panel, probably because it's s0 badly made to climb fence, but if you're not
that they could justlean on it, I don’t suppose it even an idiot you are able tu, all these things ©
needed much force. But whoever jury-rigged the do with defensible spac todo with what is

panel then added & letterbox. It's lethal, I don’t want
to put my little fingers inthat rectangle, That'sa
dangerous place.

I think that all the time there is sumething here
to o with contingency, and correspondence and
reparation, all these things where wetry {o put
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ready to pray, 50 they'd put a carpet down on the
roadway Of course, we watch other people's
activities and we interpret what they do.

Then there are a lot of things which could be
called occurrences that don't guite conform. Light
falls on a lens and produces a spectrum {p. 160, top
right), but I know that this unavoidably hasa
conversation with Newton: there’s an apple in
that picture.

What's very important for me is that the act of
looking in here is not illustrative; while you think
you are becoming engaged, or you think vou know
what it is, you will be distracted because its origin
lies in the fact that humans are distractible, and a
large part of their ¢creative energy comes when they
are distracted,

Isuppose it would be niy idea that the creative
activity is actually taking place in peripheral space,
not there {indicates the centre of his forehead). In
Love & Mercy - the film about Brian Wilson - there’s
a very sirong, haplic sense of him feeling music and
foeling instruments, which is very rare to see on film.
[t'a ot simply *creative’. [+'s somebody who has
amazing physicality and Ithink it's really refreshing
tosee that.

Philip Tabane - the greal guitarist, now in his
eighties, whom Riles Davis admired - told me last
week, *I don’t create music. T am music.

Well, that is exactly what is being articulated. In my
own humility, the nearest T would come to that is
that [ know that when I'm walking with other people
there's a mutual agency If I walk with my children
wewalk very slowly becatse we are too exhausted,
becauss we've spent nearly forty years together,

and we are looking in a different way, With certain
other people, I annoy them because I have to stop,
Sometimes just to investigate.

Lthink sequential looking in u city is a very
strange, almost filmic thing. You can be intensely
Private in very public circumstances. There’s an
?}if:h’“t when you walk with a companion. It's
e c;‘i';?ti)' that you're less vigilant but somehow

ate changes. I particulatly love the way

a":‘:;':d seems o thefitrical when one is forused

*Phone call, a if two parts of the brain are
leave of each other

oo
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Tt's interesting because when we first met you
adviscd me to buy an A Z, you said the A-7 was an
instrument for all of that, and now there is GPS.

i am shocked by GPS. I know how far away you are
from me. 1 like that distance, and that's probably
berause it was bred into me. Imagine if T were to
meet my great-great-prandfather who would have
known how to saddle up a horse, he wouldn't

have looked for his ignition keys and said, “Where
are the keys for the car?’, he wouldn't know what
that was. It's something to do with where capacity
and capability meet in humans. You only have to
have a small injury to reslize how sophisticated it is
to walk up and down stairs. Or if you hurt a finger.

This (p. 102, top left) divides people into two
groups. One group are disgusted because they are
s0 troubled that they've got bodies, and that ather
pecple have got bodies. We call this an Elastoplast,
in America they're called Band-Aids. I have no
way of knowing what that is or why it's there, but
maybe it's in the back of cur minds thal this picce of
timber — which is a fashioned piece of street 1imbey,
very urban - is like a wooden leg.

Maybe also there is a kind of fable of iconoclasm
ins hers. The brutality of that intervention (p. 104, top
left)— it's probably a teenager depositing something,
but it's so nowerful. [langhs]

This | like very much{p. 104, bottom left) and
it is a rare case of something perscnal. There was
a need to put something in the bottom of a waste
bin, so the back page of Vegueended up in the waste
bin, I think put there by my wife. This model, who
is actually more or less in the posture of Munch’s
Scream, spent about two or three years in that bin.
The bin isn't used very often 80 it never got disgust.
ing. Every time I took a bag out, Twould see her,
and I semetimes would take a picture of her.

You look at how she loaks at you.

Well, it's very odd  there's a woman in the bottom
of the bin. [ think that's Marina Warner’s territory,
to do with Grimms’ Fairy Tales ‘The Woman at
the Bottom of the Bucket'. But she is a very erafied
wolnan, she's an art-directed woman, she was
prohably selling spectacles, but not any more, She's
gone froin the wasie bin now.



The other thing 1 would say is that there’s just nuo Yes,I wanted to ask you about the role of chance,

1ot of cherishing. which is enoTmons, no?
I met the man who did this (. 106, top 1eft), which
; called tuck-pointing. This is at $tPancras Station W Well, we often use ‘chance’ 88 & catch-all for
shich we both know and jove, 's here mostly not seventuality’.
ecanse wa know and love it bul because it survived, This is & Conservative party poster (p. 112, vight)
t came very close ta being durmped and it was left, it This is one election back, with their particularly
vag ambiguaous, and then suddenly ... disgusting representation - French-mﬂuenced
graphic design, the worst kind of brushy, flushy
[t got a new life. nothing. This is meant to be some kind of oak tree,
and it's been visited by one of my favourite signs -
Like a strange antigue. Somebody went, Actually if only because it just comes with such brilliant
this is guite good, look, you can do this”. Sonow it's authorify - the anarchist sign. They're sort of
apleceof the urhan fabric, and itmight 1ast for having an argurment, nait grapiically the Tories
another couple of hundred years. But the man who aren’t winning, they’ve been shouted down.
was doing this very fine pointing was a J.ithuanian. This is a strange thing (p. 113, botkom) - there's
The fact that light does this (p. 107) - Wow. an art-directed finger. and this is my hand. And
1ooking at the scale, if this finger were o yisit you,
it's a aracle. you woukd be very frightened; there's po real finger
s there, this is a Hollywo od object, But how strange
- The that my hand looks Jike the hand of a dead person.
hap hecause we are s uzed to this art-directed repre-
it's sentation of flesh. Tt's an ageing hand, but it's warm
from here, in Kensinglen to the Llouch, I don't fike it as much as ] used tolike
This (p. 168, botlomn) is also near here. In another it, but it's my hand. 1 grew up with those black and
way, these are my Jdesire paths, desire lines, they're white photographs of ‘the artist’s hand’.
where 1 walk, where 1go. 1 walked out of my house one day and there was
4 tomato under a wheel (p. 114, bottom}, and you
o l.ike songlines,ina Bruce Chatwin way. den'thave fobea great detective 10 o]l that this car
has nat been moving for a while, and that there have
w Yes. It's very funaf there’s somebody clse [ coutd peen rainstorms. This is realiy & Robert Smithson
have known. | knew lois of people who knew Bruce space, of quasi-urban gaology of grit and dust.
Chatwin, but 1 never met him. There's a tomato which you can see has been there
[ think that artists particudarly are slightly for a while, The temptation isto think, ‘Somebody
magnetised, or maybe they’re not magnetised, kpows I'm coming out and they placed the tomatd
they're just paying attention to the jron filings, under there!’ [laughs} I dox't think this is true.
and they notice the patierning. There 's a stoTy 1 think this tomato is a droppe . tomalo which found
of the history of pattern in the world whichIthink its way ... [laughsi
we can never get to grips with. We're surrounded f's the fact that the Lo
by calibration and sequence. Very nccasionally it's we know that it is funda
great decoration. The tyre isalsoave pet
The world is made of surtaces and 1 love to SpRCY- still connected to frees
late how that is achieved. The shine ona car is pretiy heen lertilised, probably
much molecuiar, but the strength of a brick wall is 18 a vepetable (or technl
an unimaginably headtiful web betwecn the bricks. we kind of know this s
Then there arealot of things to do with the fall have lessons
of tight {pp. 110- 113, andalot o do with almost
iteratizing the coincident. noo It's an extraordinary encounter.
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‘This (p. 115) makes me think of someone like Mark
Miodownik, who is very aware of how the world
of the waoden broomn became the world of the red
plastic sponge mop, how We went from being

not sustainable but organic, and then we went to
fossii fuels.

[ suppose the persont would like to have shown
a0 this to would be Eric Hobshawm. 1 don't think
Eric was visuat, but T think he would somehow sce
European history in it - he would see the forces of
the retiquary (p. 123, bottom left), forces of image-
making (p. 123, top left), honouring the melanchotie
{p. 123, bottom right), the whole world of the confes-
sion, things that are secn hehind screens (p. 122,
top left}, all sorts of architectural devices, things o
do with how we say “here’ and ‘therg' or ‘over there',
or where we feel we're allowed to g0 and not g0,

Even, ] have to say] photographing a dead bird
{p. 123, hottom ri strian will took
at vou sirangely, conformity of
the street in some way

1 often photograph dog shit, mostly 1o hongur the
wonderful remark of Claes Oldenburg, ‘Tsee dog shit

rising from the pavements like European cathedrals’

Of course there are all sorts of thymes with
artists, architects apd artworks, both dead and
alive, and with the history of making things. I think
the Duich still life and lots of those genre pictures
are lurking here, There are a lot of things to do with
redundancy, and the inevitable passage of time.

Could these people have known what they were
doing? {p. 125, top} Mayhe they did? Maybe this
is a group of people on a model-making course in
Frank Gehry's studio, but I dor't think se.

Ancther word that is in my glossary is ‘'pify’,
because you know when the English say sorry, they
don't mean ‘je suis désolé’, they mean, [ acknrowledge
that I just touched your hand’, or entered your
apace. It's a filler word, it doesn’t mean ‘I'm sorry”.
I'think when we say, ‘What a pity’, or when you pity
somebody, that’s one of those words in Knglish that
18 pulled into very odd shapes.

This {p. 137 top left} is amazing.
should have that on my Instagram.

144, centre lefty is extraordinary - this is
hotel in France that we used to stay
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in and suddenly the hushand got ill and the next time
we went it was closed, and we were 0 upset.

I had said to the wife, *T'his is very beautiful’ and
she had suid, ‘Why? so I tried to explain that moment
in 1963 when the French were very confident, et
cetera, and she always put her round tray dow,
on thal curve, but it was as if she didn’t notice that
she did it.

So that was subconscious.

Absolutely, and s she taught me this word, vieiflor,
which 1 think means antiguated or guaint.

Vieillor? Yes, it aeans a bit p1d-f ashioned.

Exactly, and she was this sort of woman, she wonld
go, ‘Cesi un peu vietl lot'.
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The inwhich this work grew is as deep as the carth’s erust,
angd ns in these pages are asold as human endeavour.

The players are my (mostly) anonymous friendly ghosts.

If youare hoiding this bogk, ¥ou may know yourself to be part of
this infinite conversation.

Idedicate these pages to ¥ou, no matter whether we know each
other or not.
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seen the light of day The support of Nicholas Logsdail, Peter Freeman
and everyone al both galleries has nover wavered.

I'thank them and the exceptional group of people who have brought
this volume of Making Do and Cetting By to fruition.

RW, London, Qctober 2015
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