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Press release

Allan Sekula is a renowned photographer, theorist, photography historian and writer. Using
colour photographs in conjunction with text, Allan Sekula’s work focuses on economic
systems, a subject often considered incompatible with the field of art. Cultural critics
frequently see the economy to be a problematic issue that is of little interest for arts
practitioners, although many artworks are under the unmistakable influence of market forces.

For Sekula, it is irrelevant that photography has
finally been acknowledged as an artistic medium
like any other, alongside painting or sculpture. He
considers the modesty of the medium, and the
possibility it offers to attain knowledge through
keen observation, to be a more interesting
characteristic. Relying on its ability to describe
aspects of economic systems within the
framework of the visual arts, through what is
commonly called «documentary» practice, Sekula
attempts to offer a clear alternative to the kind of
photography usually shown by the contemporary
system of museum and galleries. According

to the artist this system in essence prepares

the work for an «antiquarian future», which
condemns art to conform with the museum’s
relics of the past.

In recent years, Sekula has worked on long
documentary projects inspired by contemporary
political events. These projects have given

rise to sequences and major series that often
culminate in the publication of a book. In these
publications, the photographs are contextualised
by the artist’s texts - which are always present

in his exhibitions - which emphasizes the fact
that Sekula’s practice also encompasses writing,
alongside the production of visual work.

Sekula calibrates each exhibition through a
careful selection of photographs and objects
specific to the context of the given place,
thus «re-writing» his own narrative via the
re-arrangement of work. By developing his
exhibitions from venue to venue, they in
effect connect cities and harbours, which
evokes the production and flow of goods via
complex network relationships of harbour
cities, the subject of Sekula’s practice. La
Criée in Rennes now presents the exhibition
The Dockers’ Museum. Photographs from the
series Ship of Fools - which were previously
presented in Antwerp, Sao Paulo and
Edinburgh - constitute part of the exhibition.

Their configuration in Rennes is altered through
an emphasis on the artist’s collection of objects
related to the world of dockers and seafarers,
reflected in the exhibition title The Dockers’
Museum. The collected «objects of interest»

are not to be understood as artworks, but they
contextualize Sekula’s photography, while these
in turn contextualize Sekula’s ongoing activity of
collecting these items. Sekula finds his «objects
of interest» at online auction houses, contrasting
the mystical «speed of light» of the Internet with
the slow movement of cargo, 90 per cent of
which is moved by sea.

A series of portraits of the crew of the Global
Mariner forms one of the core works at La Criée.
The International Transport Workers Federation
adapted a cargo vessel in 1998 to host a mobile
multi-media exhibition in its hold. It formed part
of an 18-month campaign around the world
against substandard shipping under flags of
convenience, and the inherently abusive low
wages paid to members of ships’ crews who
have limited rights. Sekula’s participation in
various stages of the journey resulted in a series
of photographs in which the artist draws attention
to the unknown protagonists of this predicament.

Through taking the «forgotten space» of the sea
with its 100,000 ships and 1,500,000 workers

as the subject for his work, Allan Sekula reflects
on the effects of current neoliberal ideologies.
His work questions their promises of a painless,
endless flow of goods and capital with the
emphasis on consumption and negating the work
and working conditions behind it. It reveals the
far-reaching impact of globalization on people’s
lives.

Jurgen Bock



Visuals for the press

Please, respect captions and copyrights

Good ship (Limassol), 1999 from Good Ship Bad Ship (diptych),
chromogenic print from Ship of Fools series (1999/2010) © Allan Sekula

From Sugar Gang (Santos) 2010, sequence of 6, chromogenic print
from Ship of Fools series (1999/2010) © Allan Sekula



Visuals for the press

Please, respect captions and copyrights

Japanese engine cadet 1999, from sequence of 10, The Crew, the Pilot and
the Russian Girlfriend, chromogenic print from Ship of Fools (1999/2010)
© Allan Sekula

Ship Lesson (Durban) 1999, chromogenic print from Ship of Fools
(1999/2010) © Allan Sekula



Works exhibited

Portraits from Ship of Fools and Sugar Gang series
1999-2000

Dimensions variable

Courtesy Allan Sekula, collection M HKA, Antwerpen, Belgium

The Docker’s Museum
Artist’s collection of objects related to the world of dockers and seafarers
Courtesy Allan Sekula, collection M HKA, Antwerpen, Belgium

Tsukiji

2001

DV, colour, sound, 44 minutes
Courtesy Allan Sekula
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Ship of Fools
The Floating Family

Not Tong ago I was able to see the recently restored traveling exhibition version of The
Family of Man at its permanent home, the Chdateau de Clervaux in Luxembourg, near the site

of the Battle of the Ardennes. An old US Army Sherman tank, presumably a relic of that
battle, welcomes the visitor at the entrance to the castle. What was most striking about the
meticulous reconstruction undertaken by Edward Steichen’s natal country is that now one can
see how modest and sTow paced the spectacle culture of the 1950s was by contrast with the
Hollywood blockbusters, mega exhibitions and digital image streams of today.

By current standards, the scale of the photographs is far from superhuman, and I saw a
group of German high school students sTipping into a kind of solemn, attentive reverie as
they moved patiently among the monochromatic panels, as if this were very different from
their experience of going to the movies, playing a computer game, or clicking on a web

link. Perhaps this is the ultimate museological destiny of The Family of Man: to become the
immobilized relic of a global road show that provided the model for the traveling museum
blockbusters of today. Does the very obsolescence of The Family of Man open up a plethora of
possibilities?

Just for a moment, imagine that the restored Family of Man had been installed instead aboard
a ship, and that the ship sailed around the world, visiting all the port cities that had
originally taken the exhibition, from New York to Cape Town to Jakarta, and maybe a few
others that weren’t on the original itinerary. In some cities, a rich menu of competing
cultural choices combined with general urban indifference to the waterfront would bring few
visitors: maybe no more than fifty people in New York, despite the free admission.

In others cities, maybe in Karachi, the ship would be so swamped with visitors that it

would almost heel over and capsize at the dock: an audience of thirty thousand in one day.

In the richer countries, caps and T shirts would be sold; in poor countries these would

be give way to free souvenirs. It would be a simple no frills cargo ship, so there would

be none of the connotations of protected Tuxury that accrue to a chateau or to the cruise
vessel commandeered in Genoa by the frightened Teaders of the rich nations. In many cities,
dissident and human rights groups would be invited to convene public forums in a conference
room built into one of the holds. These same groups would provide hospitality for the

crew. A web site would track the vessel’s progress. The ship would fly the flag of Tandlocked
Luxembourg, or maybe that of the United Nations, or perhaps an unrecognizable flag, unrelated
to any known sovereign entity, perhaps bearing a portrait of Steichen’s mother holding a
freshly baked apple pie. It would not fly the flag of the United States, nor would it display
the ensign of the Museum of Modern Art, and there would be no Sherman tank Tashed to the hatch
covers.
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Churning the Waters

This would be the ghost ship imagined by the New York Times: the aging cargo ship in the

age of email. What I am describing here, taking only modest Ticense, is the 1998 2000
circumnavigation of the Global Mariner, an 18,000 deadweight ton general cargo vessel
carrying in its converted holds a remarkable exhibition about working conditions at sea, and
-in a broader sense -about the hidden social costs and probable consequences of corporate
globalization. Sponsored by the International Transport Workers Federation, a London
based umbrella organization of over 450 transport workers’ unions around the world, the
ship was actually the brainchild of a group of German and British seafarer activists who
also happened to be disaffected veterans of Greenpeace, interested in the problem of an
international Tinkage of Tabor and environmental struggles. Their primary concern was the
system of flag of convenience shipping, a lawerly ruse invented by American shippers in the
mid 1940s that allows wealthy ship owners to register their vessels in poor nations offering
what is often termed paper sovereignty: a flag for a fee. The system is rife with abuses, and
indeed its very purpose is abuse: shielding exploitative Tabor conditions and substandard
vessels behind a bewildering Tegal maze. The ITF has been waging a campaign against this
system for fifty years, trying to enforce minimum standards of pay and safety for seafarers.
The solution of the ITF activists was to connect this venerable and not always very
successful fight to the broader campaign against corporate globalization. Here it is worth
noting that since 1995 key working class resistances to neoliberal policies -reduced
social security, casualization of work in the name of “flexibility,” union busting, and
privatization of public infrastructure -have come from workers in the transport sector:
railway workers in France, dockers in Australia, Chile and Brazil, bus drivers and airline
crews in Mexico, delivery drivers in the United States. These battles against the doctrine
of the untrammeled market predate Seattle.

The Global Mariner was a floating version of the agit train, reconceived in the context

of an eclectic and decidedly post Bolshevik 1eft wing politics. (The ITF had its origins
in solidarity actions 1inking Dutch and British dockers and seafarers at the end of the
nineteenth century, and remained close to the traditions of the old socialist Second
International for much of its history.) The quixotic agit ship was nonetheless indebted
to the experiments of radical productivist art in the young Soviet Union, and also to the
photomontages of John Heartfield and the workers’ theatre of Erwin Piscator. Remember that
Steichen had already borrowed from the big scale presentational techniques of Russian
designers and photographers of the 1920s for his thematic photo exhibitions of the 1940s
and fifties: there are ghostly shadows of E1 Lissitsky and Rodchenko in The Family of Man.
Having witnessed the absorption of these once radical devices into the toolkit of corporate
liberalism and advertising, one could say that now the Global Mariner has reappropriated
this tradition to forge a new o1d weapon against the neoliberalism of the twenty first
century.
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Renaming of Names

But before the exhibition, with its big computer-—-generated photomurals and its eerie post—-
Stockhausen soundtrack, there is the fact of the ship and the voyage in and of themselves,
readymade-—Tike in the subtlety of their ambiguous status as already existing but
transformed object and context.

The Lady Rebecca (as “she” had been christened two decades before on the North Sea coast

of Britain) had gone through five names, a series of superimposed reinscriptions of bow

and stern, each prior name an increasingly obscure trace beneath the bright white paint
announcing the new identity. The calculated amnesia of the world of international shipping
offers a Tesson to those who celebrate the postmodern flux of identity. One of the stranger
stories of this common practice: in mid passage a captain receives a telex noting that the
ship has been sold and must be renamed. The captain politely asks the new name and is told to
send a crewman over the side -risky business when underway -to paint out every other letter
of the old name. What would Mallarmé make of this? The concrete poetry of the contemporary
maritime world, the nominative magic worked out between the telex machine and the paint
lTocker: here we return to Melville’s Benito Cereno, but confront not the ambiguities of
insurrection and mutiny but a mastery that disguises itself. Whose ship? Which ship?

A palimpsest of disguises and deceits, a deliberate muddying of the waters.

Nearing the end of its/her working 1ife, the ship formerly known as the Lady Rebecca entered
a state of dangerous decrepitude, owned by a Hong Kong shipping company, flagged, I believe,
to Panama, crewed by Filipinos, and finally -at the Titeral end of her ropes -moored at
offshore anchorage in the bustling port of Pusan, on the southeast coast of Korea, waiting.
For what? A shady buyer willing to squeeze out the Tast bit of profit from the Taborious and
plodding and dangerous journeys of an aging vessel, a death ship in the making. Or, the
owner makes the final blunt decision, almost that of a farmer in its frank brutality, though
less intimate than one based on veterinary observation, since this is a decision made at

a distance -in Hong Kong or London or Zurich -without poking at the rust breeding on the
ladders and the hatch coaming, or poking at the cracks in the hull, or reading the engine
room log with its depressing catalog of failing valves and pumps. From the pasture of the
anchorage, the ship embarks on the Tong voyage to the rendering plant. Send “her” to the
gently-—-sloping beaches of India, to be run ashore at high tide by a skeleton crew: engines
full ahead onto the oily sand, to be broken by the sledges and cutting torches of vast crews
of gaunt Taborers, the abattoir of the maritime world, the ship re manned for the Tast time
by the Tast toiling victims in the cycle of oceanic exploitation.
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Then miraculously -although here other metaphors, those of rescue and redemption, are also
to be used as if this were fiction -the ship was purchased by the International Transport
Workers Federation in the summer of 1998, reflagged to Britain and arduously refitted at

the Mipo dockyards of Hyundai, just north of Pusan, and then sailed by a Croatian crew to
the German port of Bremerhaven, where it was further fitted out with the exhibition, and
then, only a few months after the initial purchase -all this was done at breakneck pace -it
embarked with a new name on a twenty month circumnavigation, setting out to visit 83 cities
around the world. The crew was a polygot mix: English, German, Icelandic, Filipino, Burmese,
Scottish, Croatian, New Zealander, Ukrainian, Russian, Japanese, Dutch, Irish.

Depending on the political situation of the Tocal unions who invited the ship, the visits
could be miTitant and combative. For example, the crew joined the dockers of Valparaiso in
their fight against Chilean government plans for port privatization, demonstrated alongside
exiled Burmese seafarers and other democracy campaigners outside the Myanmar embassy in
Bangkok, and staged a protest in support of striking American shipyard workers in New
Orleans.

Two fast launches were stowed on top of the rear hatch cover, and these allowed for rapid,
Greenpeace style actions. In other instances, the ship was isolated from public contact by
unsympathetic governments, as happened in Hong Kong, a city whose crypto “market Stalinist”
chief executive happens to be the former head of an international container shipping Tine.
A invitation to Greece scheduled for the very Tast day of the miTlennium was rescinded at
the eleventh hour by a seafarers’ union unwilling to challenge powerful Greek shipowners.
Faraway political events could change the tenor of the ship’s reception, as happened in
Istanbul a few weeks after the Seattle protests against the World Trade Organization.

For the first time, the ship was greeted at the dock by workers bearing banners specifically
denouncing globalization. And indeed the ship’s visit to Seattle in the spring of 1999 had
been one of a number of local events Teading up to the November protests.

If, as Michel Foucault has suggested, ships are the very exemplar of heterotopias (real
spaces that call other spaces into question), the Global Mariner was the heterotopia of
heterotopias. Or if you want, this was a meta ship, representing and figuring within itself,
within the exhibition that was its only cargo, all the other invisible, ignored and silent
ships of the world. The Global Mariner had to be real ship functioning in an exemplary way,
to be the Good Ship that social justice demanded other ships should and could be, but it was
also an empty vessel carrying nothing but ballast and a message. This “emptiness” may have
provoked the hostile captain of one substandard vessel targeted by the ITF to refer to the
Global Mariner as a “toy ship” as if it had been de realized by the absence of heavy cargo.
And yet this was a vessel of old fashioned self sufficiency, equipped with onboard cranes that
allowed it to Toad and discharge cargo at terminals without dockside equipment, the sort of
vessel commonly seen trading in more remote third world ports. The Global Mariner functioned
in marked contrast to the specialized container and bulk ships of today’s shipping world,
which only work by being integrated into a larger machine ensemble of dockside cranes and
conveyors. Its functional autonomy and versatility allowed the Global Mariner to become a
large mobile art space that could efficiently install, transport, and display its exhibition.
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Magellan in Reverse

The Global Mariner was also embarked on what can only be seen as an ironic, counter enactment
of an older project dating back to the very origins of modem imperial dominion, namely the
first circumnavigation of the globe by Magellan. This was Magellan in reverse. Indeed, the
ritual significance of circumnavigation should not be under emphasized. These epochal voyages
were first re enacted in the epoch of high imperialism, serving as theatrical assertions of

a naval power’s emergence on the world stage, as was the case with the circumnavigation of
Admiral Dewey’s “White Fleet” after the decisive American victory over Spain in Manila Bay
in 1898. In the American case, the grand, global naval parade, showing the flag, in naval
parlance, put the muscle behind the geo strategic ambition expressed by the naval theorist
Alfred Thayer Mahan.

In the Tater twentieth century, the solo circumnavigator ritually revitalizes the
individualist underpinnings of the capitalist spirit of adventure, while simultaneously
obscuring through the drama of solitary endeavor and extreme self sufficiency —the
industrial and social dimension of the world=-spanning project. The fascination with such
voyages, manifested in the tragically 111 fated work of Bas Jan Ader, or more recently in
a number of intriguing projects by Tacita Dean, is entirely consistent with a return to a
seemingly exhausted romanticism, and an effort to divorce adventure from its historical
linkage with pTunder and conquest. That romanticism should only seek its survival in
oceanic immersion, hyper solitude, and the extreme extra territoriality of the middle
passage is a sign of the desperation encountered in its rescue from generalized cultural
debasement. Today this postmodern, quasi romantic “return” to the sea must be understood
as fundamentally different from its Byronic precedent, since it contends with a sea that is
both depleted of resources and sublimely threatening in a new way with the advent of global
warming, a sea that kills and is being killed, a sea that is also subject -in the developed
world -to a ubiquitous variety of hyper-real representations, from aquatic theme parks

to the species rich aquariums that have become a fixture of every urban waterfront Teisure
complex.

The Global Mariner insisted, on the contrary, in its plodding ordinary way on the return

to social questions. Speaking with the caution of a Cold War Tiberal, Steichen had cTaimed
that The Family of Man was about “human consciousness, not social consciousness.”” The great
strength of the Global Mariner experiment was to raise the question of society from the

very space that is imagined to be beyond society. Nothing special: a ship 1ike many others,
so ordinary that one Seattle resident, seeing the ship being ceremoniously welcomed by the
fireboats of that strong union city, wondered what the fuss was all about. In other words,
here was the sort of welcome one would expect for an aircraft carrier or the QE2, but not for
an old ‘tween decker, presumably carrying coffee or pulp paper, or some other anonymous bulk
commodity.
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It is all the more profound that this ship should seek to represent the workings of empire
at a time when the global economy is assumed to be entirely virtual in its connectedness,
magically independent of the sTow maritime movement of heavy things. The arrogant conceit
of the cyber economy, for that matter of the very idea of the post industrial era, is that
we disavow our dim but nagging awareness that nearly all energy -whether converted to
electricity or derived from direct combustion -comes from oil or other hydrocarbon fossil
fuels, or on fissionable uranium refined from yellow cake ore: solids, liquids and gases
that are extracted from the earth and transported in bulk. The very slowness of the Global
Mariner’s voyage, the twenty months of its circumnavigation, reminds us of the duration of
early modern seafaring under sail, and also of the contemporary persistence of slow, heavy
transport flows.

Anti-Titanic

This was the anti Titanic. The Glaswegian quartermaster aboard the Global Mariner, a wiry
veteran seafarer by the name of Jimmy McCauley, made the point very succinctly, referring
to the steady aggregate 1oss of Tife at sea, crews of twenty at a time on bulk ore carriers
that mysteriously break in half, sometimes in calm seas, or the myriad Filipino passengers
crammed onto decrepit ferries that capsize or burn in the Sulu Sea: “A Titanic happens every
year, but no one hears about it.”

The exhibition itself brought this home with a narrative program that took the visitor
from a happy and optimistic view of seafaring -a mix of shipping industry propaganda and
tourist fantasy -to an increasingly dark and dismal view of calamities and dangers at sea,
culminating in a meticulous model of the 111 fated Swedish ferry Estonia underwater in a
fish tank vitrine, this last amounted to a morbid seafarers’ joke on the display techniques
of maritime museums. As one descended from upper to Tower holds, and moved forward toward
the bow of the ship, the use of archival images -of injured seafarers and atrocious 1iving
conditions, of shipwrecks, fires and 01l spills -became more and more insistent, until

one climbed to the upper hold dedicated to public discussion and debate. Many of the
photographs used were taken by the ITF’s ship inspectors in ports around the world, who
are themselves dockers and seafarers. This documentary imperative brings openness to an
industry traditionally veiled in secrecy. In fact, the current tendency to extend forensic
investigations to non military shipwrecks, using deep submersibles when necessary, is
largely traceable to precedents set by the ITF.

Miren del OImo, chief mate aboard the Global Mariner, told me a story. A Basque from a

poor fishing village on the outskirts of Bilbao, daughter of a retired shipyard worker,

she recalled having crossed the Nervidn river on her way to English class one Saturday in
the Tate 1980s, preparing for the Tingua franca of a Tife at sea. Hearing commotion in the
distance, she glanced back at the bridge, just next to the soon to be closed shipyard that
would ten years later provide the site for Frank Gehry’s Guggenheim. The roadway and pylons
suddenly disappeared in a fog of tear gas.
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Displaced welders and shipwrights -her father’s comrades- were battling with the riot squads
of the National Police. She told the story as she stood watch late one December night on
another sort of bridge, as the Global Mariner made its way west across the Black Sea.

It occurred to me that we were doubtless crossing the course taken almost a century earlier
by the mutinous battleship Potemkin, as it zig zagged from Odessa to Constanza seeking
shelter from the Tsarist fleet.

The ship shuddered through heavy winter swells, seemingly going nowhere. After a long
silence, broken only by the intermittent crackle of radio voices speaking the terse and
variably accented English of the sea Tanes, Miren remarked that she had yet to spend enough
time at home in Bilbao to be able to visit the new museum. But in her unprofessional opinion,
speaking frankly to an American, it lTooked Tike it had been built from every can of Coke
drunk in Bilbao.”

As MeTville’s Bartelby, broken by the post office, put it to his boss: “I would prefer not
to.” On August 3, 2000, having completed its mission as a good ship, an exemplary ship, a
ship representing all the other invisible ships of the world, the Global Mariner, bearing

a cargo of steel coil, was rammed and sunk at the mouth of the Orinoco River in Venezuela,
not far from the fictional refuge of Robinson Crusoe, a shipwrecked isolato from an earlier
mercantile era. Thanks to Bill Gates and his minions, I received this news by e mail, but not
inwriting. Instead, without warning, a startling picture rolled downward on the screen of
my computer: a ship I knew well, sinking, photographed from a Tifeboat by one of the crew.
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Winner of the Special Jury Prize at the Orizzonti Competition in Venice, The Forgotten Space
(2010) is a film essay directed by Allan Sekula and Noél Burch. Sekula is an artist, writer and
photography theoretician based in Los Angeles, where he teaches at the California Institute
of the Arts. Burch is a film theorist and a filmmaker who has directed over twenty titles, as
well as being co-founder and director of the Institut de Formation Cinématographique from
1967-71.

The filmed conversation between Benjamin Buchloh, David Harvey and Allan Sekula followed
the New York premiere of The Forgotten Space, in association with the Whitney Museum of
American Art Independent Study Program'’s exhibition, Foreclosed: Between Crisis and
Possibility. In the context of this exhibition, the conversation attempts to explore the complex
spatial networks through which capitalism operates. Jennifer Burris, a Curatorial Fellow of
the Whitney Independent Study Program, elaborates below.

A panoramic vision of a cargo ship at sea is the central image of Noél Burch and Allan Sekula’s
film The Forgotten Space (2010), a project that grew out of Sekula’s previous photographic
work Fish Story (1988—94). The film-makers return to this shot of the cargo ship again and
again as they move between the four port cities of Rotterdam, Los Angeles, Hong Kong and
Bilbao. This constant evocation of multi-coloured metal boxes, which stretch towards the
horizon and connect past centres of maritime power with future sites of cultural tourism,
underscores the systemic nature of the film’s narrative while simultaneously foregrounding the
container itself as the central protagonist of this story. For although the film focuses on
individual accounts of displacement, exploitation and loss — the micro-narratives of the global
labour force — its primary intention is to show the wide-reaching effects wrought by the
development of international cargo shipping and the concomitant globalisation of the world’s
material economy. By tracing these effects across multiple geographic locations, deploying a
documentary approach that integrates archival film footage with interviews and media reels,
the film showcases the maritime world as the ultimate ‘forgotten space’ of global capitalism.

The first development that brought about this so-called forgetting was the rise of the container.
Pioneered by the United States in the late 1950s, ‘containerised’ shipping set a world standard
for general cargo by the end of the 1960s. These uniformly sized boxes, capable of being
mechanically transported from the berths of ships to a wide variety of land transport systems,
quickly made possible a dramatic increase in economies of scale. This expansion led to the rise
of the super-ship as well as the super-port, city-like structures located at an unbridgeable
remove from metropolitan consciousness. The second development facilitating this rapid
growth was the creation of a ‘flag of convenience’ system of ship registry in the late 1940s.
Roughly akin to a deregulation of international labour markets, this system created a loophole
for industrialists in the developed world by allowing them to register their ships in particularly
permissive countries like Panama, Honduras and Liberia, thereby evading national labour and
safety legislation.

Such bureaucratic and technological changes dramatically impact the socio-economic
conditions of those who depend on shipping for their livelihood; while the rise of containerised
shipping significantly reduces the required workforce, the flag of convenience system allows
labour conditions to remain at standards set in the nineteenth century. Through his extended
project Fish Story, which was exhibited in full at Rotterdam’s Witte de With Center for
Contemporary Art in 1995, Sekula created a vast photographic archive of this terrain of
‘gargantuan automation but also of persistent work, of isolated loneliness, displacement and
separation from the domestic sphere’." Divided into seven distinct chapters, Fish Story reveals
how the romanticised world of seafarers has disappeared alongside the mythical space of
harbours. Replacing the oceanic dream of revolution and freedom, the current system of
international container shipping embodies a different myth: ‘a world of uninhibited flows’.”
This fantasy — which reaches its apex alongside the financial manoeuverings of the shadow
banking system — spills over and saturates the realm of shipyards and loading docks. The more
rationalised and automated the maritime world becomes, the more it both conceptually and
materially resembles the international stock market, Burch and Sekula argue. Foreclosed from
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this myth of wealth without workers is the experience of countless manual labourers, rendered
superfluous by the ceaseless drive towards further mechanisation. For just as standardised
systems strip the sea of its tempestuous indeterminacy, the de-territorialising operations of
empire eradicate the image of the ship as both prism and engine of escape.

Allan Sekula and Noél Burch, still from 'The Forgotten Space', 2010, digital film, colour,
sound; 112 min. Produced by DocEye Film, Amsterdam, in co-production with WildArt

Film, Vienna. Courtesy DocEye Film, Amsterdam

The film-makers’ decision to orient The Forgotten Space’s otherwise discontinuous narrative
around the image of a horizon-bound ship seems to be not only strategic but also highly
symbolic in that it brings the representational iconography of the cargo box to the centre of the
film’s structure. In the concluding section of his essay ‘Dismal Science’,> Sekula describes the
container as the ‘single object that can be said to embody the disavowal implicit in the
transnational bourgeoisie’s fantasy of a world of wealth without workers [...] the very coffin of
remote labour-power’.* By comparing the formal characteristics of these metal structures with
such Pop age emblems as Warhol’s Brillo Boxes (1964), Dan Graham’s Homes for America
(1966—67), and Robert Smithson’s A Tour of the Monuments of Passaic (1967), he effectively
reintroduces the submerged concept of labour to a formalist language of high Modernism. The
art world’s embrace of perfected geometries and minimalist abstractions, which often results
in the exclusion of ideology or politics, is positioned in parallel to the segregation of the
uncontrollable ‘messiness’ of labour from post-industrial fantasies of standardisation and
instantaneity — what Sekula calls ‘the illusory uniformity imposed by packaging, a uniformity
that hides the chaotic restlessness and indifference of the profit motive’.” By making a film that
exposes the dominant beliefs of post-industrialism as pure myth, Burch and Sekula not only
reintroduce the material intractability of global trade to the story of international capitalism,
they also make visible the integral importance of labour within a discourse of artistic
modernism and the filmic avant-garde.

Formal Space

The other central characteristic of this image of a ship at sea, beyond the minimalist structure
of the metal box, is the panorama. A clouded sky cast in late afternoon light hovers above a
gently sloping horizon line that marks the receding edge of a pallid sea. This arrangement
recalls the pictorial tradition of ocean painting, a history that Sekula chronicles throughout
‘Dismal Science’. Describing maritime space as inherently panoramic in its formal
representation, he writes that this imaginary construct is paradoxical in that it is
‘topographically “complete” while still signalling an acknowledgement of and desire for a
greater extension beyond the frame. [...] The psychology of the panorama is overtly sated and
covertly greedy, and thus caught up in the fragile complacency of disavowal’.’ Such a
conceptual framework helps us understand how the film-makers use the panorama not only to
position their work within a history of work about the sea, but also to highlight the
representational logic of capitalist expansion. Through this engagement with the political
implications of formal space, Burch and Sekula show how sometimes the most significant
insights derive not from linear arguments, but from implied correspondences and visual
allusions.
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The Forgotten Space’s repeated evocation of a limitless sea of movement and exchange also
illustrates, in relief, the claustrophobic and profoundly immobile social conditions of the
maritime world’s primary workforce. We encounter Los Angeles-based truck drivers whose
‘entrepreneurial’ (read: non-unionised) status obscures the fact they work for less than
minimum wage and we meet an ageing couple struggling to maintain a grocery shop in a
deserted port city outside Rotterdam. In one particularly uncomfortable scene, which toes the
line of spectacularisation, we hear the stories of three people living in a makeshift ‘tent city’
outside Ontario, California. Nothing more than a sparse collection of nylon tents, the tent city
occupies a sliver of public space caught between the automated tracks of transport trains.
Recounting heartbreak and frustrated possibilities, these monologues reveal a glimpse of what
it means to inhabit paralytic circumstances. In the words of one of the interviewees: ‘I don’t
want to be like this any longer, I've been like this for years’. Cutting to a shot of a plane flying
directly overhead, the directors foreground the distance between the myth of twenty-first
century cosmopolitanism and the foreclosed narratives of those who have either nowhere else
to go or no way to get there.

This explicit contrast between the fantasised freedom of air travel and the paranoiac enclosure
of certain living conditions re-stages a pivotal moment in The Condition of the Working Class
in England (1884), Friedrich Engels’s study of living and labour conditions during the height of
the Industrial Revolution. This moment, with which Sekula also introduces his ‘Dismal Science’
essay, begins with a reverie on the majestic appearance of London from the perspective of a
ship entering the Thames:

The masses of buildings, the wharves on both sides, especially from Woolwich
upwards, the countless ships along both shores, crowding ever closer and closer
together, until, at last, only a narrow passage remains in the middle of the river, a
passage through which hundreds of steamers shoot by one another; all this is so
vast, so impressive, that a man cannot collect himself, but is lost in the marvel of
England’s greatness before he sets foot upon English soil.”

Though Engels later appends this passage with an asterisk, bemoaning the transition from this
romantic époque of sailing vessels to a dismal collection of polluted steam ships, he initially
sets the expansive, panoramic passage of the sea in direct opposition to the straitened alleys of
London’s slums and tenement housing. This distinction helps him differentiate the accelerated
development of sea transport as a force of production from the stalled impasse of the social
relations of production evidenced by urban crowding and squalor, thereby introducing an
insight of historical materialism. The glorious vision of imperialism from a distance
dialectically contradicts the experience of it from within: odorous streets befouled with the
smell of flesh and animal refuse.

If, as Sekula writes, Engels’s ‘radicality was his ability to break with the fatalism of this
emerging romance of the sea’s isolation, and to step from the deck of the ship onto the streets
of the city at the centre of the global circle of power’,8 the truly remarkable nature of this film
lies in Burch and Sekula’s ability to once again step back from the alluring myths of
cosmopolitanism and a global economy of instantaneous communication and immaterial
exchange. The film proposes forms of material resistance that not only reintroduce the
maritime world as a space forgotten within the hypertrophied narratives of electronic trading
and consumption-driven economies, it also argues for an understanding of the current
financial crisis not as an aberration of global capital, but as a pathology intrinsic to capitalism
itself.

Footnotes
1. Allan Sekula and Debra Ringer, Tmaginary Economies: An Interview with Allan Sekula’,
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As an art student around 1970 Allan Sekula realized that numerous American photographers of the
early 20th century had escaped his notice. In the postwar period the socio-critical work of Lewis Hine
or Dorothea Lange, some of which was state-commissioned during the New Deal, was sidelined with
lasting effect as part of an equally state-sponsored campaign of anti-communism. Sekula identified a
process of canonization that gave preference to, for example, Paul Strand’s images of the Modernist
sublime from the same period. This process seemed guided not by criteria of quality but by the
dictates of cultural policy, and, according to Sekula, the Museum of Modern Art played no small part
in it.

For Sekula this and similar insights were a revelation, causing him to abandon his previous artistic
approaches in favour of photography. The quasi-retrospective at the Generali Foundation tracks this
development. In Gallery Voice Montage (1970) Sekula was still playing on painting issues such as
monochromism and seriality: the two white canvases hung side by side turn out to conceal a pair of
loudspeakers over which secretly recorded comments by visitors to the gallery are played back. Soon
after this, Sekula made his pictures speak in other ways. He began by documenting actions of his
own: stealing steaks and throwing them on to the motorway as a pun on consumerism in Meat Mass
(1972). A job at a restaurant lead to his critique of exploitation in This Ain’t China: A Photonovel (1974),
while his work as an art lecturer spawned School is a Factory (1978-80), where education is exposed
as a joyless holding facility, its social promises mere camouflage. When advances in productivity are
planned, the losers are always already part of the equation.

To avoid the pictorialism of early documentary photography Sekula explores various sequencing
techniques. In Untitled Slide Sequence (1972) workers leaving their workplace are shown as

a succession of movie frames, while Portraits of Salespeople (1973) is an experiment with the
‘sociological’ frontality of August Sander. Since Aerospace Folktales (1973) Sekula has made
increasing use of text. This story was supplied by his own family: his father had lost his job in the arms
industry due to post-Vietnam redundancies. Until this point his social ambitions had been more or less
fulfilled, but even during his unemployment he clung unwaveringly to his neo-liberal ideas and petty
bourgeois sense of guilt. It becomes apparent that for Sekula political radicalization and the creation
of a multi-faceted narrative are not mutually exclusive, but interdependent.

This piece saw Sekula revealing his own biography to an unusual degree. His sympathies, however,
lay less with those who revelled in feelings of individual guilt than with those who had at least the
remnants of a pronounced political will. Freeway to China (1998-9) documents the upheavals in ports
following the introduction of containers and factory ships. Sticking to the theme of the transportation
industry, the high seas have almost become a leitmotif in Sekula’s work since the 1980s: globalization
not only affects the flow of capital, but also potentially facilitates solidarity between workers in the
ports of Liverpool, Los Angeles and Sydney.

Such descriptions may suggest that Sekula’s work primarily involves well-meaning documentation
of injustice. One way to appreciate the fact that a more complex story is being told is to sit down
and read the information material provided, a pleasure that is only slightly dampened by the clumsily
themed seating arrangements, like the camp bed in front of War Without Bodies (1991-6). In this
series Sekula refers to the ideology of a supposedly ‘clean’, remote-control, disembodied warfare
launched during the first Gulf War of 1991. The photographs present a contrasting picture: visitors
at a military show stick their fingers down the muzzle of a multi-barrel artillery gun with almost erotic
delight. One of the accompanying texts tells the story of the USS lowa, whose gun turret exploded
in 1989. Although it was caused by ageing equipment, the public was sold a story of homosexual
vengeance - which was about as accurate as describing the film Battleship Potemkin (1925) as a
piece of homophobic pulp fiction.
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interview par PASCAL BEAUSSE

ALLAN SEKULA

réalisme critique

The Critical Realisrm of Allan Sekuls

Depuis le dabut des anndes 70, Allan
Sekwla réalse une investigation des cond-
lions polilGues, doonomiquas el sociales
du capitalisme avanceé. En réactivant la
forme documentaire au sein d'un sysiéme
pholto-texte namratif,  5'est affronté aux de-
ficits de représentation frappant les
mondes du traval, des llux dconomigues,
de Méducation ou encore de la guere. Une
EXposition réirospective ifindrante a rdcem-
menl penmig de reponsidérar engembie
de son raval an mettant auv four B grande
actualite d'une procedure d'enguéle aporo-
fandie face & la complaxilé du phénoméns
da mandialisation. Nl nous a3 accordd coet
antreticn 4 'occasion d'une résidance &
F'Atediar Caldey, & Saché

W Je n'al pas commencd par la photogra-
phia. En 1970-71, je pratiquais la sculpture
et les =performing actionsw : voler de la
viande dans un suparmarché et la jeter sur
I'autoroute, passer dans un train de mar-
chandises devant un lieu o0 |'svais travaillé,
Trées 100, J'al done essavd do provoques des
conflits avec de grands systémes tech-
niques 2t aconomigues. Mais 'action-art

semblait de plus en plus mettre 'artiste en
avanl, J'a fini par ma détournar des dégui-
samants romantiques du petit criminel at
du vagabond, pour m'intéresser & la docu-
mantaton, én particulier a 'ambiguié de la
fonction documentaire, a l'effacement es-
thétique et & l'ouverture sur le monde de la
photographee. Jétais attiré par une concep-
tion assez commune du documentaire :
qualque chose de rés direct, exempt de toul
raiement asthétique apparent. Je com-
meangais susgi & penser qu'il devrait &tre
possible de photographser la vie de lous les
jours = la sortie de 'using, les travaus ména-
gers - comme £'il 5'agissai de performances,

A Mépogque, repenser le style documantaira
constituait ume démarche peu banale.,

Ay début des anndes 70, le documentaire
etait an passe de devenir un ganre déca-
dent ; plus précisément, il raversait une
phase maniénste et subjectiviste sur la voig
de la décadence, qui n'arriva que dans les
anndes B0, Le vieux mythe voulant que les
photographes desant la vinité était supplanis
par un nouveau mythe selon lequel ils men-
tent. Ca qui passe pour la conscance mo-

<Claap Sh [ Pasgar w biade 1558 Dprygun. G mant

Allgn Sekula began imvastigaling the econoa
and gocial conditions of late eapitalizm in
warly 1970%. Rescrivating the form of the dos
mamtary within his system of phoro-texts,
has confronted the prohibitions that weigh
the reprasentation of work, sconomic flus
education and war, This inferview was gis
during & residency at the Arelier Calder,
Tours.

W | dichn't start 85 p photogeaphar, In 1970-3
was making sculpture and performing actic
stealing meat from a supermarket and thrc
ing it an the highway, riding a freight e
past a place whare | used to work. 5o early
| was trying 1o provoke a clash with large te
nical and economic systems. But action
seamed to devolve into arfistic salf-aggra:
igament, | became less interasted in the pe
criminal and tranabent as romantic disguis
and more interested in documaentation, es
cially the ambiguity of the documeantary s
tion and the sesthetic modesty and worldlin:
of the photograph, | was drsmam 10 8 very m
dane jdes of documantary: somathing v
direet, uninflected by obwvious sesthetle tre
mant. | began to think that it might be posss
to photograph everyday lile—lesaving a lacte
or housswork—as If it were parformance,

=Fal Slory=. Lo wilage do phchows OBsan condamnd & tevme, prés du chanlied naval Hyurdal, Wisan, Conbe ou Sud. Septembie 1960, Diptygue. Fram “Fah Sty ~ Dos
fiahing village of lewi acfacenl to Hyamde shipvard. Ulesn, South Korea. Seprember 1983 Dipdvch
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rale de la photographie contemporaine
n'est gu'une sempiternelle réitération du
paradoxe crétols, avec toutatols un aspect
higrarchaque | sTous les photlographes sont
des menteurs. Jo suis un artiste qui utilise
des photographies. Par conséquant, | suis
plus malin que celte crétine de photo-
graphe gqui s'imagine qu'elle dit la verite,»
Durant bes annéas B0, un scepticisme &pds-
tEmaologique quelgue peu thédtral est donc
YENU 8 AjOUTEr Ay CONCEpL, Proposé par
Walker Evans en 1871, d'un sstyle docu-
mantairas distancid at manidré. N'oubliaz
pas que des 1867, John Szarkowski avait
annoncé la mort du documentaire social
dans son exposition Mew Documents au
MoMA, qui réunissait Diane Arbus, Les
Friedlander at Gary Winogrand. En conce-
want catle exposition, Qui @xXerca une enomea
mlleence, Szarkowski déclarail explicite-
ment qua la photographie sériguse ne pou-
VAl @volr gu'une refation ironique ol fataliste
aec ke monde réal | qui plus est, il s faisal,
tout & fast mtentionnetiemant, & une dpoque
dénormes bouleversements sociaux. &
lnverse, ce qul m'intdressait an 1972,
cétail de trouver un moyen de redonner

sDoad Lotier Officos. 1997, Décor de s Twantieth Ceriuny Fex

vie & la dimension sociabs du doturmantaire,
Cela exigeait d'accepter @ nature hybride
das matériaux | jousr sur la relation antra
mise en scéne el dvdnement quoliden, et
médme réaliser que I'événement guotiden
contignt di en soi un ddment de fiction
ou de thédtre, Je m'inspirais diversemant
du sociologue américain Erving Goffman,
de la notion de sgeste socials da Brecht,
ainsi que de mes propres observations sur
'rnversion symbaolique des rapports de force,
banal éguivalent dans le monde du travail
de la prsce de Jaan Ganat, les Bannes, Ja
m'onentais vers un modéle dslogique de
I'interaction sociale. Plus généralement, il
d&tai impossible de repenser la ragdition
decurmentaire sans contractes une dette in-
teflectiualle envers la panséa sociologigue,
de Marx & Durkhasm et Weber, &t toul par-
ticulidremeant anvers les dtudes sociolo-
gigues extrémement fouillées de Marx,
teflas que 2 18 Brurmaire.

En méme femps. vous commencies & doring
suy ['hizrolre de la photographie.

Mon premier travanl sérieux, an 1974,
consistait & comparer Lewis Hine et Alfred

R

paur #Titamcs o phchaus da moules, Poposils, Baa Caldornin, Diptyqus. ICowrs. galens Mekel Aen, Tours)

photography survey

To rethénk the docwmaniany Sy Wwas quite oo
mal at that fime

By the aarly 1970s, documeantary was becom
ing a decadont gonre; maore precissly, it was
passing through a mannarist and subjoctivist
phasa on its way to & decadence schisved anly
in tha "80s. Tha old myth that photographs tell
the truth was being supplanted by the mew
myth that thay lie. What passes for salf-
consclousness in contemporary photography
i an endless referation of the Cretan parasdos,
but with a hierarchical teist: “All photographars
are llars, | am an artisi who uses photographs.
Tharafare | am smarter than the cratin-photo
graphar who thinks she i lalling the truth.” Sa
threughout the '80s a theatricalized epistemo
logical skapticism was baing sdded to Walkar
Evans” 1971 idea of a dandified, distanced
“documentary style.” Remembaor that John
Szarkowski had already, in 1867, announced
the death of soclal documentary in his Mola
exhibition "New Documents®, featuring Diana
Arbus, Lee Friedlander, and Gary Winogrand,
With this anormously influential exhibition,
Srarkowskl stated explicitly that serious pho-
tography could anly have an irenic and fatal-
istle ralation 1o the social world, and he did
S0-—quile pointediy—al a time of monmous
social upheaval, What interested me by 1972,
o the contrary, was o way of reviving the
social dimansion of documantary, That memsnt
embracing & hybridity of materiaks, plaing
wilth the relation between staging ond the
overyday avent, underatanding avan that tha
sveryday avent already embodied an slamant
of fiction or theater. | was drawing vorioushy
an the Amarican sociologist Erving Golfman,
on Bariolt Brocht's notion of the “social gest,”
and on my own observationg of the inTormal
symbalic inversion from below of power raia-
tiong, the common overyday equivalent in
working lite of Jean Genet's play The Maids. |
wis moving toward a dialogle model of social
interaction, More generally, there was no vy
to rathink the documeantary tradition without
Incurring an intefisctual dabt 1o the lineages of
saciological thought, ta Mar, Durkhaim and
Wabor, and sspacially to Marx's vary preciss
sociological studies, like the 18th Erumaine.

Fram “Dnad Lather e ™. Twenlioth Canfuny Fax saf for “Tianie® and mossed paihevors, Popodis, Bas Calfovmsa. 1597, Diotyveh
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Stieglinz, en imaginant ces deux ligures
comme les partenaires mythigues d'un sys-
ema sémictique binaira, uh Mata-discawrs
photographique cpposant la «photographie
d'arts au edocument socials. Le modéle de
Stieglitz d'una photographie métaphorique
neo-symbaliste a produit un art moderniste
autonome, tandis que le modiéle de Hine, le
reportage réaliste, aboutissait finalement
un prajet d'amélioration sociale, calui-la
méme dont Szarkowski avait annoncé la
mort & |a fin des anndes 60. Pour dtre pro-
vocateur, e dirais aujourd’'hui que Hing
était davantage que Stieglitz prét & regarder
la modarmité an face, &l que dans celte
mesure il &tait une figure plus moderniste,
biam guiil lui rmanguat un waritable programme
moaderniste. 51 Hine parait maintenant ana-
chronique, c'es1 NOW@BMMENnt Parce que son
réformisme de I'ére progressiste a é1é ré-
cupéré par le New Deal, puis cublié pan-
dant la guerre froide et les attagues contre
la gauche syndicaliste américaine, Les
conditions de travail dens les usines-
bagnes que Hine documentait sont rave-
nues an force & la fin de notre siecla, mas
sa niche au panthéon est couverte de toiles
daragnees. Steghtz, lul, es1 reégulidrament
dépoussiéng, car il est plus facile de s'inspe-
rer de ses lamentations élégiagques sur ung
civilization mercantile corrompue. Produire
des écrits histongues m'a permis de poser
indirectement des problémes qui seront re-
pris dans ma pratique photographigue.

La représentation du travail est un de vos
principaux sujets. Dés vos premiers travaux,
vious vous éles confronte & I'impossibilitg -
du moing & la réalle difficultd - de phato-
graphier les Neux de travail ef les ouvriors.
Ayant appns 'amére lecon des révélations
de Hine el des premiers journalistes =re-
mueurs de boues, les capitalistes ont limité
la circulation des images concernant la vie
interne de 'entreprise. Les bureaucrates
socialistes avaient retenuy la méme lagon,
comme le montre le film de Krysztof
Kieslowksi 5ur un cureux ouvrier aquipé
d'une carméra, N'Amatewr. La transparence
@5t par conséquent relatve. Et la transpa-
rence, lorsgue "on y parvient, est elle aussi
illusoire, comme Brecht I'a suggéré en fai-
sant observer qu'une photographia des
usines Krupp ow AEG ne nous dit «pratique-
ment riens sur la réalité des relations de
preduction ; il recommandait au contraire
de sconstruires quelgue chose «d'artificiel,
de posés. En ce qui me concerne, mon
point de départ est, non pas I'aspect pure-
ment positif du travail (perspective commune
au réalisme socialiste ot au sentimentalisme
libéral de Family of Man), rmais ks constata-
tion que e traval existe dans une condition
essentisllement négative, car il ast objecti-
wvament et psychologiquement hantd par la
spectre du chémage et de la recherche de

2

bénddices & son dériment. C'est méme deve-
U une question de langage : on NOUS incite
& Croife que NoUS vivons dans une «Socistd
post-industrielles, alors qu'en fait la fomc-
ticn industrielle a simplamant 418 globalisée,

Ouwi, de méme que Certaing DENseUrs par-
lent actueliement de la «disparition du tra-
vails, an confondant travail af emploi. Avec
Untitled Slide Sequence (Séquence de dia-
positives sans titre, 1872), vous aver dommd
volre propre varsion de (a Sortie de 'usine,
Comme Straub ot Huillet e feraient par la
suile dans Trop 181, trop tard (1981). vous
avez cherché 'emplacement juste pour la
camira face & la foule des ouvriers,

L'e2uvre comme intervalle

L'eruvre consiste an toutes las images quea
|'8vais prises en me postant Sur une passe-
relle desservant une grande using aégrospa-
tiale, 3 kb sortie de 'dquipe de jour. Je me
tenais & peu prés & la place ol se maettrait
un militant vendant des journaux, mais an
fait & 'nténeur de 'entrepnse, ce qui fait
que mon projet a pris fin lorsque les vigiles
5@ sont apergus de mon intrusion. Le rou-
leau de pellicule a été découpé en daposi-
tives et projeté dans "ordre, comme un
rush cinématographigue beut, 8 la différence
prés que les clichas ont été choisis sur une
base plus ou moins «physiognomaniques,
pas simplement en déterminant le moment
du début et de la fin, L'osuvre 5o situe entra
la photographie et le cinéma, Cet aspeact de
la projection de diapositives m‘a toujours
intéresse: 'est une sone de cindma primi-
tit, incapable de synthétiser le mouvement.
Le projectew de diapositives est un appa-
reil quasi-industriel, analogue & ce que I'on
voit sur de nombreuses chaines de montage,
par exemple las machinas 4 amboutailler.
Le rythme du projecteur de diapos est le
rythme de 'using automatisde, bien que
les images ne soient pas anonymas @ elles
reflatent Iindividualité & la fois du photo-
graphe et du sujel. La séguence est une
sore de raccourcl de I'nvention du cindma
Muybridge poussé dans la direction du
mouverment social, loin de I'espace du labo-
ratoire ou de la piste d'essais | les fréres
Lumiére repoussas vers I'immabilité.
L'ouvre exprime une cartaine nostalgie de
I'espace pitonnier de la classe ouvriére,
bref intenalle collectif entra Fimmense in-
tarigur fanctionnal de 'usine adrospatiale
et lisclemnent de I'automobile particuliéra
lintervalle entre le travail et be home. Par la
suite, j'ai découvert une affinité avec les
photographies de Dorothea Lange montrant
des ouvners des chantiers navals d'Oakland
pendant la Deuxidéme Guerre mondiale, et
qui mettent en évidence cé mouvemaent, 4
la fois de masse et indhadusl, de espace de
production vers 'espace de consommaton.

Af the sarne tme you bagan to write sbout s
histony of photography.

My first serious effort, in 1574, was to set 18
figure of Lewis Hine against the figure
Alfred Stieglitz, imagining the two as mythic
partners in a binary semiotic system, a met
discourse of photography which pitted 18
“art photograph® against the “social doc
mant,” Gtieglitz’s model of mataphoric ne
symbolist photography led o an autonomons
madarnist arl, while Hine's realist reportag
migdal axtended autward to an amelioratis
social project, the project Szarkowski had pr
nounéed dead by the late "605. To be provoc
tive, | would say today that Hine was mo
willing 1o look modernity in the face than ws
Stieglitz, and was by this measure a mo
modarnist figure, even if he lacked a moder
ist program. One reason Hine seems anachr
migtig now is that hig Frogressive-era reformis-
was ppproprigted by the New Daal, then fe
gotten during the Cold War assault on 18
American labor left. The sweatshop facto
conditions Hine documented have returng
with a vengeance a1 the end of our eentur
but his niche in the panthecn is covered wi-
cobwebs. Stieglitz gets a regular dusting, h
elegiac laments for a corrupt business civiliz
tion are easier to emulate, History-writing ha
been for me a way of indirectly posing pro
lems to be taken up by photographic practic:

The réprasantation of wark was one of your S
jects from the beginning. With your first sens
you faced the impossibity—or real difficwty—
phatographing wovk silas and workers,

Taking a bitter lesson from the exposé of Hir
and the early “muckraking”™ journalise
capitalists learned to restrict the circulation -
images of the inner life of the facteny. Sociald
bureaucrats learned the same |Bsson, as is &
denced by Krysotof Kigslowski's film about
curious worker with a camera, The Came-
Buff. So transparancy is restricted. But trans
parency, when achieved, i also illusory, &
Bracht famously suggested whan he said th
a photegraph of the Krupp works or the AE
tells ws “next to nothing” about the actu
ralations of production, requiring instead th
something “artificial, posed™ be “built ups
For my part, | begin not with a pure positivi
of labor, (a prospect shared by soclalist res
igm and the corporate-liberal sentimentalis
of The Family of Man) but with the understan
ing that work exists in a fundamental conditic
of negativity, haunted objectively and psych-
logically by unemploymeant and by the exiras
tion of surplus value, i's a problem even -
lamguage: we are encouraged to believe th
wit live in a "postindustrial society,” when
fact the industrial function has been globalizes

Yos, some thinkers are now talking abowl A
“dizappodranca of work, T but, in reakly. it’s A
complate aoposia. With Untitled Slide Saquena
(19721, you gave youwr own version of the “Sora
d Nuging ™ Workers leaving a factony. As Stran
& Huitar aid trer, in Trop 11, trop 1and (198
vou searched for the right place e put the cams
ra in frond of thie erowd of workers,

Tha work consiste of avery picture | mac
while standing on a pedaestrian overpazs lea
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Dans Aerospace Folktales (Contes popu-
hires afrospaniaux, 19731 vous examing:
linfluance da la macrosiruciure deono-
migue sur la microstructure de la famille.
Lmuvre & également un aspect autobio-
waphigue : vous explorez le wiou de volre
péra, qui dtail alors au chdmage. Nous
pouvons aussi y déceler une similitude
weec Muméro Dews (18756 de Goodard,

En voyant Numero Deux, lorsque ['al enten-
o la réphgue ! «A mon avis Maman o'est
un paysage, Papas c'est une usines, cala ré-
sumait pour mod un phénoméne que |‘es-
sayaes danalysar . la dispanition de la
séparation antré cas deusx wnivers qua sont
Tusine et la maison. Si la maison ast une
wre, si elle reste encore et toupours l'using
des wavaux ménagers, el i & cause du
thimage elle devient une usine & attendre
B traviel ou & travailler pour trowser du ira-
val, tout se mord la gueuve. Je me disais
quil e documantaing social avait 1oujours
gl tandance & regarder vers la bas, sans
marmaner directement la siluation sociale
de f'auteur, en I'occurrence 'univers du tra-

-,

vail intellectuel de niveau universitaire
Agrospace Folktales @st ung autobiographie
voslée, cachée sous un style distancid, sob-
jectifs ; pourtant les tensions subjectives
sont présentes, on peut les déceler
L'opuvre consisie principalament en une
succasmon dimages mantrant l"aspace do-
mestique d'un logemant ouvner propra
rendre claustrophobe, habsté par une famdle
d'employés de bureau. La montage ast
ponclud par das intertitras da film mual, at
accompagné d'ene cacophane denregis-
rements SONOres qui se recouvrent - ma
woix, la vom da ma méda, celle da mon pe.
Ce n'est qu'an sfinstallant dans un des fau-
teuls de metteur en scéne an toile rougs
proches des haut-parleurs que 'auditeur
parvient a diffarancier las dwearsas voix, Jal
qualifié cette aeuvre de «film démantés, |i-
béré de la »dictature de I'appareil da projec-
tion=, La polyphome et le mixage
para-littdrairg d'alémants oraux @t visuals,
albés & des déplacements ou modifications
de la tonalité d'ensemble, ont fourni un mo-
dile fluide pour des aeUVIES & venin

photography survey
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ing fram a hig aarospace (sctory at the end of
the day shift. | was standing more o loss
whate n militant salling newapapers waould
stand, but actually inside thi company proper-
ty. 20 that my project anded whan the guarde
datected my trespassing. Thi roll of film was
cut into Individusl disg and projectad in tha
same sequence, like wn-edited molien picture
fogtage, but diffarent in that ona is chooging
individual exposures on & somewhat “physios
gnomic® basis, not just selecting a beginning
polnt and an ending point. t's really a work
batween still photography and cinema. This
has always interested me about slide projec
tion: it's a kind of primitive cinema, unable to
synthesize movemant. The slide projector is a
quasi-incustrin] apperatus, similar 1o whal one
finds in many assembly lines: botiling
machines for example. The thythm ol the alida
propictor is the rhwihm of the automated fac-
tory, but the individual frame individustes
hoth the photographar and the subjact. The
saguance affects & brackeling of the invantion
of tha cinema: Muybridge pushed [n the dires-
tion of social movemaent, away from the space
of the laborstory or test track, snd tha
Lumieres pushod back toward the sl Th

+Oweed Lutiny Ciifice s, 1997, Consarvana de thon, Ensenaca. Digtyque. iCourt. galene Miche! Fem, Toursl, From “Doad Letior Office*. 1997, Tuna cannery, Enssnada. Dptyeh
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Fish Story (1888-1885) est une oeuvre rés
imporfante, synthése d'une grande partie
da vos recharches. Ja panse que vous avez
cherché & travailler comma Malville, an es-
sayant de restitver un savair global de
U'canomia maritime af de la mondialisa-
timr. C'éran un varitable défi.

Le point de départ thématique de Fish
Stovy élanl d'examingr le monds mantime
contemporain, un monde gui souffré o'ene
injuste réputation d anachronisma.
Comment lutter conire le fantasme. couw-
rant au sein des dlites, selon lequel Fnfor-
mation as1 la denrée sssantielle, et
I'ordinateur, 'unigue motour de notre pro-
griées ? La mer est pout-8ire un aspace ou-
blie, mais elle n'a pas perdu sa
signification, et afle n'est pas simplement
I'1::\|M¢P sinlgrmidmmas du capitalisme, Le
monda mantime joue un rdle essentiel &n
cafte fin de I'ére modarna : c'est an effet le
container, une invention améncaing du mi-
llwu des annédas 50, qui rend possible le
systéme global de fabncation & "échalle
Rlandiaire, Le navirg pone-contenaurs at la
petrolier sont les ullimes et instes rdincar-
nations du Pequod. En 1947, le podte amé-
ricain Charles Qlson avait obsarvé, non
sans préscionce, que Melville avait désh dé-
couver un Siécke auparavant «lé Paciique
o0 tnt quusine-bagnas. Le monds martime
m'inléressail parce que c'ast un gigan-
tesque univers d'automation ef, en méme
temps, un monde de travad acharnéd, de tra-
vaill solé, anonyme, imasible, de grande so-
litudie, de déplacemant el de séparation de
la sphére domestique. Pour cetia raison, il
el important do réwvéler ko demension sociale
da [a mer, commea I'a fait Melville. Fizh
Story est dgalement une dtude sd'histoire
de I'arts, qul suit toute une adition de re-
présentations de 'dconomie da la mer, da
la painture hollandaise du 17" si6cle au «lon
chygctiie mas non reconnu avec le porte-
conténeurs que I"on paul obsarver dans
lart minimaliste e le pop art, qu'il 5'agisse
de la Briflo Box de Warhel ou des cubes 5é-
niegls de Donald Judd. Une ditférence capitale
exmle cependant | kb mobelité du contensur
opposes a linertie dramatique de 'objat
d'ar. Pour los ransitaires, qui pardan d'sin-
tor-modalités = antendez «modalitg inter-
mediaires -, la boite ast plus importanta
guea be vahicule, L'emballage se trouve pau
& peu investi d'une vie autonome, d'une
sorte danimation fantdme, A ca propos,
NOUS ROUONS revisiter |a parabode de Marx
sur la fétichisme de la marchandise : la
tiabile &n bois qui s mel sur la téte et com-
mance i avoll des idées bizarres. J'appalls
le contonew scarcuail da la main-d muvwe
absentes, car le travail gwi produit les biens
trangportés se situe foupours ailleurs, dans
des beux sans casse différants ot intarchan-
poables, détermimés par 'incassanis quite
die salaires toujours plus bas, Ce travail

Fo

Exirast da «Lirtitled Shie Secuercas, 1972
Frovty “Unbithed Skoe Sequonce ™. 1877

n'est plus un travail de proximité, méme
dans un sens mélonymigue, & mons d'ef-
fectuar mantalament un énarme bond géo-
graphique, d'avoir 'dtrange et inguidtante
faculté de porter des baskets Mike tout en
5@ WANSPOrtant en imagenabon jusqu's une
chaina de fabrication en Indonésia,

Aprés Fizh Srory, vous aver continud a
vous intdressar au monde maritimea - j&
panse & vos dernidres séries. Vous conli-
nuer & réfldchir & Ia notion de frontidre, aux
flux de biens de consommation et o'éires
humains, et & Fidée de nationalitd &4 une
dpogue de mondialisation de Féconomis,

work exhibits @ certain nostalgia for working-
cliss pedastrian space, the beiel massed inler-
val berween the vast functionally dispersed
interios of the serospace factory and the sola-
tion of the private sutomobile: the intorval be-
tevman work and homa. Later, | discovared an
affinity with Dorothea Lange's photographs of
shipyard waorkers in Dakland made during the
Secand Warld War, which strossad this mass
and individual movement from the space of
production 1o the space of consumption,

in Aerospace Folicalas (18731 you mvestigate the
impact of the economic macrasiruchue on the
mwcrastruciung of the famidy. The work = afso suto-
bographical expionng the experimce of your
farher, who wis uwamployed af the tme. There &
& suviddrily here wall Socknd™s Murmsno Deux (1975),
Whan | sow Murnéro Dewx, and | haard tha ling
“A mon svis, Maman c'a8t un paysage, Papa
cest une usine,” it summed up for me soma-
thing that | had bean invastigsting—the ool
lapse of tha separation of the two worlds of
the Tactory and the house. If the house is o fao-
tory, always the factory of housswork, and
wilth untmplayment it becomes the factory of
walting Tor work of working 1o got work,
everything spirals inward. My idea was that
sodial documentary hod tended alwoys to look
downward, not straight across at the social cir-
cumstances of the author, in this case at the
winld of college-educated ntelleciual labor,
Awrospace Folltales is sctually a veiled auto-
biography, embedded in o distanced, “objec-
tive® style, and yet the subjective ensions ane
there 1o ha detected. The work consists first of
a picture sequence describing the domestic
space of a claustrophobic working-class apan-
murnit inhabited by a white-collar family. The
montage is punclusted by silent-film style
interitles. and sccompanied by a trinngulated,
ovieflapping cacophony of audiotape record-
inggs: my woige, my mother's voice, my fathar's
voico. Only by sitting in red canvas director’s
chairs adjscent lo the speakers can listeners
discarn the individual voices. | deacribad tha
work a8 o "dissssambled movie,” lacking the
“dictatorship of the projector.” The puln.lphunn.l
and paraliterary mixing of varbal and wisual
elements, combined with shifis in overall
tone, provided a loose model for futuere work,

Fish Stody (19959 1955] is a vary imporfant work,
winarg you synfhesued a bl of your ressarch, |
thimk you tngd to wovk as Mehalle oicd in the
sensa of ingrig fo resiore a giobal bnowledpe of
e raritirne sconoiyy, and of globalizadron, It's a
vary chalanging way of working

The ihematic impulse behind Fish Story was
to examing the contemporary maritime world,
a warld with an undesarved reputation for
anachronism. How to counter the fantasy,
commaon among elites, that information is the
crugial commaodity, and the computer the sols
engine of our progress? The sea may be a for-
gutlen space, but it's not an irrelevant space,
nor is it simply the “in-between® spece of
copitalism. The maritima world is fundameantal
o Iate modernity, becausa it iz the cango
container, an Americen innovation of the mid-
19808, that makes tha global systam of manu-
{nciure possible, The container ship and tha ail
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Ces deux derniéres anndes, |'ai réalisé
quatre nouveaus travaux, dontl trois décou-
lent directement de Fish Stary. Dans Dead
Letter Office (Le Bureau des lelires mones,
1997, i'a donné une forme littérale & B me-
taphora du conteénaur-carcuail, en gholo-
graphiant la grande usine de conteneurs
Hyundai & Tiuana, sur la frontiéne entre e
Mexigue et ka Californie, ainsi qu'une petite
fabrique de cercusils de la méme ville, dont
les proprdlairgs sont maxicains. J'al dgate-
mant photographd | ke décod du film Tiran,
maonté = avec das conséquences néfastes
pour Fenvimonnement = prés d'un village de
pachielrs Sited a environ B0 kKilomatres oe
la frontiéra | les événamants anlourant la
comvention nipublicane da 1996 & San Dwego |
et des manmeuwes des marines LS, simu-
ant ung invasion. Le tout ms dans e wout,
la ganra d'amalgame gqu’aucun photo-
graphe de pressa ne semil sulonssa 3 effec-
fuer ; la coliteusa réstédration de 'histoire de
la rencontre entre |a modernité et I'abime |
la non mons codleuse répatithon dae la pro-
chaing invasion d'un pays plus faibla | un
spectacle politique inepte | le labeur quoli-
dien & trois dollars par jour. Cette régon
frontadiére est unique est le seul endroil de
la plandie ol kb «pramiers monde urbanise
&l le ligrs-monda entient dirgctament an
caollision, ol I'on peut percevoir directe-
ment cette métonymie atfaibbe ou détruite
que j'ai mantonndgs, L'ouvre lonmoe de de-
crire la géographie locale d'une nouvalla
maching & apartheid transnationale, Je pen-
sais & deux précédents indirects - Bartleby
de Mehdlle, ¢t amployd de bureau gqui re-
fuse de travanllar ; af wn Hilm foumsg en 1933
par Arcady Boytler. la Mujer del puerto,
adaptation rocambolesque — située & Vera
Cruz - d'un conte de Guy de Maupassant,
Ie Porr, dont les thémes sont ka dhision due
Bu capitalisma, lanomymat @1 lNinceste. Pour
dire |83 choses clairement. |l st difficile
d'envoyer une letire de Tiuana & San Diego
ou imparsemant, alors que le distance n'est
gue de quelgues kilométres, Comme |avais
I choix entra plusieurs sites, |'al tenu &
exposer I'ceuvre & Tiuana, mais pas a San
Diego. De fait, Tijuana est la plus cosmopo-
e das deux wvilles, sn dapl de son Sous-
developpement et de la viclence démente
qu'antraing l'industrie frontalibre

Deop Six [ Passer au bleu (1998) part dgale-
ment d'wn pratexte littdraire,

A Douvras &t & Calms, alns: que sur le ferry
Renorr, ‘e réakisd deux sénes de photogra-
phies proposées comme illustrations pour
das aditions fictives des Droits de 'homme
da Thomas Paine &t du roman de Cathesinge
Porter Ship of Fools, Pane el Porler appar-
tennent respactvement a B pramigre at 4
la dernbére génération des écrvains ameér-
cains formés par les voyages en mer. Au

Exirgd e slardspabn Folkialass. 1973 From “Aeospecs Folades ™ 1873

début, je voulais faire une meuvwe contra e
tnned, en hommage & @ traversee en femry.
Chacun da ces livies semblait exigar un
discours photographeque différant | Porter,
fa wirtposité physognomonigque d'un apho-
tographe de ruess maritime ; Faine, un ta-
blaau plus solennel du i o de paysage

Dans Deep Six/Passer au bleu, vous jouver
sur hes couleurs Digu-Liane-rouge des dra-
peaux amdricain af frangais. Métaphaora
franigue de la vigion sociale perdue da
Thomas Paine, le drapeau amdricain ast

1t
\

photography survey

- 1o W,
sDosd Leties Cifioos. 1807, Soodeur 'un chantier reval découpent de 'sckar desting au chisss d'un camon

tanker are the last dismal reincamations of the
Peguod. The American post Chares Olson
ramarked presciently in 1947 that Melville had
already discovered, a century bofors, “the
Pacific ns swealshop.” Tha maritime world
was intaresting to ma because it's & world o
gargantuan automation bt slao of persistont
work, of isolated, anonymaus, hidden work, o
praat lonaliness, dsplacement and separation
from the domestic ephare. For thot reason it's
intmrasting 1o find the social in the sea, as Mel
ville did, Figh Srory ks also an “art historics”
study, tracing a limeage of represamations of
the sea sconomy, from Dutch 1Tth-century

Hiyaradni, Drsenada. (Court. galans Micksl Fan, Tousl Sugyird welbier culing #hisl for Moo inuol chasss

i
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dans une poubelle, & New York. Une autre
imags lui fait éche, avec la medaille militaire
d'une partisane du Front national lors
d'une manifestation & Paris.

W outiliez pas "Union Jack, le drapeau sous
Iwqual Faine dtait né, et le seul des troms qui
né soit pas Nembléme d'une république. Le
drapeau de Burke, le grand adversaire
conservateur de Paine, resté jusqu'a ce
jour un héros de la droite. J'an structurd
I'ceuve autour da catte triple tnchromia

Vous utilisez plusieurs styles & l'inténiaur
da chague sdrie, comme une actualisstion
des oifférentas conventions "
Comment abordes-vous calte notion de style 7
Par exemple, dans Dead Letter Office, il y a
plusieurs fagons de pholographier une mMéma
chaing de montage, D'abord au flash ; deux
fermmes au travail, wanfiant 'éliquetage de
paites de thon, un tiptygue de trois clichiés
consécutifs, Clest scinématiquas, mais
I'éclairage direct au flash est anti-cindmato-
graphigue, c'est une pratique sphotojoumna-
lisbiquer. Les codes se confondant. Les
deux autres images montrent une femme
plus isalée travaillant sur la méme chaing,
aux cotds d'un homme a peneg éclaing | ces
deux pholos ont 41é prises 3 la lumidre am-
biante, avec une trés faible profondeur de
champ, le point étant fait sur la mam de
I'homime &t sur celle de [a femme. Il y a
done un nouveau déplacerment du codage.
Les images accolées du ptyque simwlent
une conception pragmatque du travail, alors
que les images séparées du diptyque éwo-
quent des mamants dinattention, d'autant
qua sur 'une des deux photos, la fermme
l&ve les yeux. Pour moi, & simantages
constituait une fagen de moppeser — d'une
maniére phénoménclogquement docatrice
- & ce gue Roland Barthas avait appald
| wdtormele esthétigue des gesles abonreuxe
en voyant Famiy of Man, Le probléme du
réalisme criique ast le suivant | comament di-
cownvtie Nintervalle dans leguel réside 'déa de
Sberd 7 En étant attentif au temps, en dant
conscent que, trop souvant, Nappangil photo
tue ef abscurcil le temps vécu, A cat dgard,
Fhotoshop ne nous est d"aucune wiiliv. B
Traduit par Frank Straschitz

Fagcai Besusss par crmque o'arr 11 v i Fans

ALLAN SERULA

M an f Barn 1961 80 | 0 Panngyhvanie

Wit o1 eravaile B/ Lves and Works n Los Aengebed
Exposilions rcentas [ Recant preons’ shows:

1530 Modema Musest, Stockboin | Tiarmry, Glasgow .
L Chamnel &1 musédes des bosux-aris, Calas | SM
Musaum af Art, Serita Moraza | Musouem Boymans wan
Bounngen, Fomerdam ; Hknois Siate Urmneraity, Hooms!
1858 Palmer Museum, Parnayharss State Linoessity,
State Collage. Pannsylvania | Dasdgalanie, Barlin |
Comarawedk, Londres | Nodérands Foto Instituut,
Rittesraarm ; Kunstvensn, Murech ; Curtin Uresrsiy An
Galigry, Portn (usieab) . Asnks Coleg of A, Adanos |
Galesin Mickel s, Toues (8 gollet - 3 ociobred | Palss
des Boaus-Ars, Bromeles (31 octoboe = 3 e 55)
1555 Harry Arl Gallery, Seatilo
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painting 16 1heé unacknowladged “objective
corelative” of the carga container found in
Minimalist and Pop A, whether it be the Britle
Hox of Warhal or the serial cubes of Donald
Judd. Thee radical difference las in the contai-
ner's mobility, against the theatrical ingnneas of
thee art object. For shippers, who speak of "inter-
madality,” the box is moere important than the
wahicle, 5o, the package begins to @ka on a life
of its own, a kind of ghostly animation. Hare we
can riavigit Mark's parable of commodity fatish-
isme the wooden table that stands on s head
and begins to evolva grotesauee ideas, | speak of
the containgr as tha ~coffin of remate labor
power” because tho knbor that produces the
transparted goods is always somewhare alsa,
Iecated in fluid, reassignable sites determinad
by this relentlazs quest for lowar wages. This
labor is no longer proximate, metanymically
accessible, except through some great imagi-
native geographical leap, the uncanny ability
1o wiar Nike sneakers and jumg in U imagi-
nation 1o an assembly line in Indonesia.

A Unique Border

It sewrns that after Fish Story. you conlinugd fo
have a great interest in the sea, the manlime
world, 'm thunking of your recent seres. Voo
continggd o think about Wminadty, the fluves of
poods and peaplss, and Abaur the waa af nanon-
aily at a time of the globafization of the scanomy
In the last two years, I've made four new
works, three of which follow directly from Fish
Stary. With Dead Letter Office (19971 | literal-
Ized the mataphor of container-as-coffin, pho

tographing a large Hyundai container Tactory
in Tijuana, on the Mesican border with Cali-
fornia, a5 well a5 & small Mexican-owned cof-
fin fmctory in the same city. | alsa
photographed the set for Titamc, located—
with bad anvieo tal cor EiE— el
to a fishing village on the coast abowt 80 kilo-
matlers south of the bordor, and avents sur-
rounding the 1998 Republican convention in
San Diego, as wall as invasion exercises
conducted by the LS. Marines. All in all, a
very tendentious list of choices, the sort of
combination that no photojournalist would be
parmitted to bring together: the expensive
ratalling of tha s1ary of modamity’s encounier
with the abyss, equally expansiva rehearsals
for the next invasion of o woaker country,
fatuous political spectacle, everydsy work at
three dollars 8 day. This border region is
uniguie, tha anly place an tha planst whare the
wrban first and third worlds collide, where the
attenuated or broken metomemy | mantioned
pefars is actually accessible 1o everyday expe-
rignoe, S0 the work tries to describse the 1ocal
geography of a new transnational apartheid-
masching. | was thinking of two indirect prece-
dants: Malville's Bartleby the Scrivener, with
thie truculant clerk who rafuses o work, his
spirit broken by prior employment in the
“dead letter office,” and Arcady Boytler's 1333
film La mujer del puerto, & carmivalasque
adaptation, sat in Vera Cruz, of Guy de Mau-
passant’s tole of capitalist dispersal, anomymi-
ty, and incest, “The Port.” To put it bluntly, s
difficull to send a letter between Tijuana and
San Diego, a distance of only & few miles

Given the cholce of several sites, | made a paint
of exhibiting the work in Tijuana, but not in San
Diego. Thusna s acleally tha mong cosmapalitan
of thi two cities, for all of its underdevelopment
and crazy mdustrial-frontier violence,

Deap S, m Franch Passer au blou 119981, & 20
a8 wovk with & lond of bevany praldaxl.

©On both sides of the Channel, in Dover and tha
Paz-de-Calais and on e channel ferry Sea
France Reoi, | made by $615 of phatographs
offered up as ilustrations for imaginary editions
for Thomas Paine's Rights of Man, and Kathe-
rine Porlers novel Ship of Fools. Paine and
Portar belong, respectively, 10 tha first and inst
penerations of American writors to be formad
by the sxparience of sea travel. | wanted initially
10 make & work sgainst the Tunnel, & work of
reapect for the ferry erogsing. Esch hook seamed
to dictale a different photagraphic rnetaric: for
Parter, the physiognomic agility of a kind of
maritime “strest phatograph®: for Paine, a
marg salemn tableau of labor and landscapae.

Thare s m Deap SogPasser au Blo @ pldy Wwiin
tha Colors=—=tiumwhite-red—aof the American and
Franch fags. As an ronic metaphor of Thomas
Paing's last socal waws, the flag is amast the
pavbags in New Yok Anarhar image echoes this
wwth the millary medal of @ member of the
Nanipnal Front dunng @ demonsiranon in Pais

Dan't forget the Union Jack, the flag under
which Paing was born and the only one of the
three mot 1o stand for 0 republic. The flag of
Burka, Paine’s greal conservalive antagonist,
and & hera 1o tha Right even today, | Struc-
twred the work aradnd this triple tnchromy.

It would seermn that you use differend styles wn
your senes as an achualzaton of the oifferent
ORORGVADIVG  CORVENLONS, How oo pou work
with this nobon of styde’

For example, in Desd Letter Office, thame are
different ways of pholographing the same
aszembly line, first with direct Tlash: 1wo
waoman working, checking the labals on cans
of tuna, a triptych of three consecutive frames.
it's “cinematic” but direct flash-lighting is ant.
cinemalic and “pholojournalistic.” 5o the
codes are mixed. And the second pair of
images shows a more isolated wornan work-
ing on the same line, with a nearly obscured
man bessde her, These two photos are mada
with available light and very shallow fotus on
hig hand and her hand. So there's a further
shift in he coding. Tha continuous triptych
simulates an instrumental view of work, the
saparated diptych suggests moaments of inat-
tention and daydream, especially as the
women looks up in one of the two frames. For
e this “rmontage” of sederal views was a way
of counering-—in a phanomanalogscally sug-
gestive way—what Roland Barthes spoke of s
the “eternal aesthetics of laborious gestures”
whan hit looked at The Family of Man. The proly
lerm of critical reakism is this: Row da we find the
intereal within which the idea of frésdom
resides? By carpful attention 1o tima, realizing
that the camers 100 often kills and obscures
fived timse, Photashap is of no help here. 8

Pagcal Boaussa (s an art critic based in Pars
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