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ARCHIVES, COLLECTIONS, ATLASES

I’m interested in thinking around archives, atlases and collections as systems to
organise knowledge. The way in which the materials are organised provide us clues

about their logics and interests behind them.

This might be helpful to think abut the potentialities of the archives and the
absences in them. In this sense the archive can be understood as a space to re-

think history.



ARCHIVE - WORKING DEFINITION

If we follow the definition from the dictionary an archive is: ‘1 a collection of records of or
about an institution, family, etc.; 2 a place where such records are kept'.? Its etymological
origin is from: ‘Late Latin archivum, from Greek arkheion repository of official records,
from arkhe government’.’® We have a composite definition in which the ‘archive’ is two
things at the same time: on one side it is a collection of ‘records’; but on the other is also
the container, the recipient that provides a physical shelter. However, the documents
contained there are not organised following a random order, the arrangement is related
with the arkhe, with government. For Jacques Derrida, in his Archive Fever: A Freudian
Impression (1996), the arkhe coordinates two principles, one according to history, ‘where
things commence’ what he calls the ‘commencement’. The other according to the law,
where authority is exercised, where men ‘command’, he refers to as the ‘commandment’.*?

: Sli l;ugair, J.M. (ed.), (2000), Collins English Dictionary (Glasgow: HarperCollins).

 Ibid.

" Derrida, Jacques ([1996] 1998), Archive Fever: A Freudian Impression, trans. Eric Prenowitz (Chicago, lll; London: University

of Chicago Press), p. 1.
2 |bid.



ALLAN SEKULA - THE BODY AND THE ARCHIVE, (1986)
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Allan Sekula in 'The Body and the Archive’ (1986)
argues that projects such as Alphonse Bertillon’s
police archive of the nineteenth century are at the
intersection of a number of discourses from different
| disciplines that range across statistics, physiognomy,
 Buype O Susepien | F-Pooanathiome lnite | photography and social legal practices of the time.
o piapebae wito Therefore, he examines the conditions of production
of these archives to explain how they produce a
specific system of knowledge with its own rules.

7 - e .

e This process described by Sekula allows us to see
1B ssntfims it 5 Tt | A i how the instrumental use of photography is

" N o constructed. Thus Sekula exposes the archive as an
Image of control and the violence inflicted to those
bodies through a classification system.
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(scapbocépbale), teymbocéphall ).

Plate 41 from Alphonse Bertillon, Identification
anthropométrique, J493



WAYS OF THINKING AROUND THE ARCHIVE

MAIN FOCUS: POETICS AND POTENTIALITIES OF ARCHIVAL MATERIALS (using
elements from practice and theory).



WAYS OF THINKING AROUND THE ARCHIVE

KEYWORDS:
-Rag-picker as a DIY methodology.

-Archival material as a tool to re-think the meaning of identity, history, memory and
loss.

-Imagination - to expand on what is ‘possible’.

-Our responsibility in constructing histories of the future.



WAYS OF THINKING AROUND THE ARCHIVE-AIMS

-Explore collectively how images construct knowledge in archival systems.
-The focus on elements that get lost within ‘official’ narratives.

-To weave alternative narratives and through that gesture to counteract the ‘violence
of accumulation’.

-The roles of archives and ‘found’ materials in shaping alternative futures.



VICTORIA & ALBERT MUSEUM
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Victoria and Albert Museum, view of cases in South Court, ca. 1905.



COLLECTIONS

Victoria & Albert’s museum holds a collection of objects that represent people from
wealthy backgrounds that had material possessions.

What happens when people do not have possession or material things?
Where are their archives?

How can we tell their stories?



RESISTANCE TO ANY REDUCTIVE
SYSTEM

The context is to work in favour of processes and not positions, of multiple forms of becoming.

How do we do that?

Barthes, R. ([1981] 2000) Camera Lucida: Reflections on Photography. London: Vintage Books, p.8.



MEDIATIONS

To ‘mediate’ reality we need to collect and register information.

So before anything else there is this ‘gesture’ of collecting that
information to then transform it into a photograph, sculpture, drawing
and so on.

| call that ‘gesture’ a ‘gathering’.

WHAT DOES IT MEAN TO GATHER?
HOW ARE WE COLLECTING, REGISTERING, MEDIATING AND
TRANSMITTING THAT INFORMATION?

Paintings, drawings, sculptures, photography and the camera are all
means to gather visual information.

i

GESTURES

VILEM FLUSSER




MEDIATION AND ARCHIVES

We can think about the different artistic practices as means of mediating reality and Iin

this sense our artistic practices are ways of position ourselves in relation to our
experiences and the world.

Materials belonging to archives they are not ‘neutral’, or ‘natural’, rather they depend
on a series of conventions.

12



GATHERING - DEFINITION

What do we mean by gathering?
Following the dictionary definition, gather means:
1 to assemble or cause to assemble;

2 1o collect or be collected gradually; muster’.

Sinclair, J.M. (ed.), (2000) Collins English Dictionary. Glasgow: HarperCollins.

13



GATHERING - DEFINITION

A more detailed explanation of the verb ‘to gather’ is to take up and pick up from
the ground, to bring together and place together, collecting. But not collecting

in the sense of an endless accumulation, but collecting that which you want to
preserve.

So gathering is picking something up with the intention of preserving it.
Do you see the connection between gathering and painting, photography?

In that sense you photograph, paint, or draw that which you consider is worth
preserving.

AS A RESULT GATHERING AND PRESERVATION ARE JOINED TOGETHER.

14



GATHERING - DEFINITION

THE BEST DOCUMENTARY OF THE YEAR!

Lt X
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Agnes Varda, Las espigadoras y yo, (2000).

Francois Milet, Las espigadoras, (1857).

15


https://www.youtube.com/watch?v=pG-HaNdFFVQ

EUGENE ATGET - CHIFFONIER (RAGPICKER)
s | |
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Eugene Atget, Chiffonier (Ragpicker), (1899-1901).
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RAGPICKER - WHO, WHAT?

The rag-picker is a profession that dates from the end of the Middle Ages. James
Cannon in Paris Zone: A Cultural History, 1840-1944 (2016) states that: 'The term
chiffonier entered the official lexicon in 1640 but rag-picking as a trade came into
its own during the first half of the nineteenth century’. Therefore this occupation
reached its peak by the mid nineteenth century.

At this early stage of the modernisation of Paris there were fifteen thousand rag-
pickers or chiffonniers in the city. They survived by gathering and collecting
leftovers and selling them to small-scale junk dealers for a small profit. Rag-
pickers served two functions: ‘helping to clear the city of its waste while providing
recyclable materials to heavy industry’.They collected a variety of items including
waste paper, metal, glass, cork, animal bones and skins, among others. However
as their name indicates they amassed mostly rags (chiffons), which were needed
for the production of paper. It was the proliferation of printing that made the rag-
picker’s future, since the paper industry required large amounts of cloth and rags,
which they provided.

17



RAGPICKER - METHODOLOGY

Charles Baudelaire’s metaphor of the artist as rag-picker. Especially in his writing
on Wine and Hashish (1851), as well as in his poem "The Ragpickers’ Wine' from
the Flowers of Evil (1857), and by extension with Walter Benjamin’s use of this
figure in The Arcades Project (1988).

18



RAGPICKER-MYTH

The understanding of the myth surrounding rag-pickers
plays a significant role when it comes to fully grasp the implications of using the
construction of the rag-picker as a metaphor within literature and art.

-Fascination with the ‘'marginal’ - Romantic movement - removal of the social-
economic context

-Search methodology

19



Estéfani Bouza / o0 / 2017- present /

MOTIVATION

To reflect on the loss of my birthplace by going against the
main narrative and give voice to a community of people who
were silenced.

Estéfani Bouza, « (2017-present), detail.
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Estéfani Bouza / o0 / 2017- present /

PROCESS

* The realisation that to comprehend the objects
| needed to expand the project by looking into the
broader socio-economic context of the mine.

* The problem of accumulation of material, and what
strategy | could use to organise as well as making
sense of both images and documents.



Estéfani Bouza / o0 / 2017- present /
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Estéfani Bouza, « (2017-present), installation view.

METHODOLOGY

Piecing things through montage and the atlas
as a visual tool.
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ATLAS. HOW TO CARRY THE WORL.D ON ONE’'S BACK?
GEORGES DIDI-HUBERMAN

Georges Didi-Huberman’s understanding of the atlas is as a tool that serves to
organise visual knowledge. Didi-Huberman argues that the atlas has an

‘Intrinsic capacity for montage’ which has ‘the potential of producing transversal
knowledge’. Therefore, | will use Warburg’s and Richter’s projects to investigate how
they construct different mnemonic systems by using the atlas as a visual tool to
recombine and create juxtapositions of images to produce new connections between

their elements.

23



ATLAS. HOW TO CARRY THE WORL.D ON ONE’'S BACK?
GEORGES DIDI-HUBERMAN

The atlas is a way of structuring and creating relationships among images. Following
the dictionary definition, an ‘atlas’ is: ‘1 a collection of maps, usually in book form; 2 a
book of charts, graphs, etc, illustrating aspects of a subject’. The term ‘atlas’ was first
used around the end of the sixteenth century to refer to a collection of maps, printed in
a set order in book format. The name comes from Gerhard Mercator’'s map collections

in 1585. On the front page of which there was a picture of the mythological figure Atlas
carrying a globe on his shoulders.

24



ATLAS. HOW TO CARRY THE WORL.D ON ONE’'S BACK?
GEORGES DIDI-HUBERMAN

In the nineteenth century, the term was also employed, particularly in Germany to refer
to any tabular display of systematised knowledge, becoming almost a scientific genre.
It was possible to encounter atlases in the fields of astronomy, anatomy, ethnography,
archaeology and so on. In the twentieth and twenty first century, the term has been
used in a metaphorical sense. For instance, in the visual arts, Georges Didi-Huberman,
in the exhibition Atlas, How to Carry the World on One's Back (2010) takes Aby
Warburg’s Mnemosyne Atlas (1924-1929) as its point of departure.

25



ATLAS. HOW TO CARRY THE WORL.D ON ONE’'S BACK?
GEORGES DIDI-HUBERMAN

Didi-Huberman defines the atlas as a:

Visual form of knowledge, knowledgeable form of seeing, the atlas disrupts all
these frames of intelligibility. It introduces a fundamental impurity — but also an
exuberance, a remarkable fecundity — that these models had been conceived to

avert. Against any aesthetic purity, it introduces the multiple, the diverse, the
hybridity of any montage.

26



ATLAS. HOW TO CARRY THE WORL.D ON ONE’'S BACK?
GEORGES DIDI-HUBERMAN

The atlas comprises a heterogeneity of images organised in a systematic way.
However, what is more important is that the atlas is a tool to temporarily arrange visual
materials and using the montage has the potential of composing and re-composing its
contents in different ways. Through the artists’ practices we will see how the atlas is a
hybrid construction that offers the possibility of mixing both the bureaucratic character
of the archive and the subjective element of the collection.

27



ATLAS. HOW TO CARRY THE WORL.D ON ONE’'S BACK?
GEORGES DIDI-HUBERMAN

Home / Exhibitions

ATLAS
How to carry the world on one’s back?

November 26 - March 28, 2011 / Sabatini Building, Floor 1

Organized by:

Museo Nacional Centro de Arte Reina Sofia in collaboration with
Sammlung Falckenberg, Hamburgo y ZKM | Museum flir Neue
Kunst, Karlsruhe

Curatorship:
Georges Didi-Huberman

Exhibition Tour:

ZKM Zentrum fur Kunst und Medientechnologie, Karlsruhe (May
7 - August 7, 2011); Stiftung Falckenberg, Hamburg (September

30 - November 27, 2011)

Artists:
Francesc Abad, Ignasi Aballi, James Agee, Vyacheslav Akhunov,
Josef Albers, Louis Aragon, View more v

Brochures
va Brochure of ATLAS. How to carry the world on one's back?
D&"‘ Brochure of ATLAS. How to carry the world on one’s back?

Related Activities
L Exnibition view. ATIAS Haw to camry the world ‘e hark? 2010 3 4 . -
— Exnibition view. ATLAS. How to carry the warld onone’s back?, 2010 Collection artworks included in the exhibition
Related Videos

Atlas is a proposal to put the frame of thought introduced by German art historian Aby Warburg (1866-1929) into
the context of historical knowledge and images. This is not a monographic exhibition on Warburg, but a journey Museo Reina Sofia Publications
through the history of images from 1914 until the present day, where warburgism constitutes the genius foci.
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https://www.youtube.com/watch?v=WwVMni3b2Zo

ATLAS

How to cany Lheworld on one sbeck?

ATLAS

How to carry the world
onone s pack”

Atlas, finally, gave his
name to a vieval form of
knowledge: a gathering

of geographical maps

in a volume, and more
generally, a colleetion

of images intended to
bring belore aureyes, ina
systematic or problematic
way — even a poetic way,
at the risk of being erratic,
if not surrealist — a whole

Allas is the name given in Greek mythology Lo a Li- | m‘t‘}llnplﬁt.y Pl tt]llmgs l
. v gathered taere throughn
tan who, along with his hrother Prometheus, con- & - 6

Starting from the Mnemosyne Atlas

Hznazh Hich elective ajfinities, to use the words of Goethe. The atlas of images
tested the POWEE of the gOdS of Olymp us in order 'J”L“;ti became a scientific genre initselfin the 18" century (we can think
to make that power available to man. Legend has et o ofthhc pl':ll,cj u[‘l};‘,lgycz%;édie) and il dcvglupcd considerably in the
it that while Prometheus had his liver torn out by sl it HH i = - T ét[-a-Sfo.Yel?r -

: ; , < apemess T atlases - which are often very beautiful - in the life sciences (for
a vulture in the far East, Atlas was forced (in the I;Jf-'f-§=alfﬂ_'l'3 oo example, the collections by Ernst Haeckel on jelly fish and other
West, between Andalusia and I\’Iorocco), to bear AR marine animals); there are morce hypothetical atlases (for example,
on his shoulders the weight of the celestial vault. Tt in the domain of archaeology); there are absolutely d.(;*tr;‘.s‘r:l hle
: . : g A atlases in the fields of anthropology and psychology (for example,
is also said, that from this weight he gained an un- LAilas de 'hiomme criminel | The Atlas of the Criminal Man] hy
surpassable knowledge of the worldand an  albeit Cesare Lombroso, or certain collections of “racial” photographs
hopeless = \Visdom. He is the ancestor Of astrono- made b} sonmec pseudo-scholars in the 19" CCl'ltllI'}’\).
mers and gcugraphcrs; e he was the In the visval arts, the Mnemosyne Atlas of images, composed by Aby
first philosopher. He gave his name to a mountain Warburg between 1924 and 1929, and yet left unfinished, remzins
(Mount At]as), to an occan (the Atlantic), and to for any art historian — and cven for any artist today — a referencee and
an anthropomorphic architectural form (an atlas anubsulut'cly Luscumu.ng L{ilsc-slucl)'. \.Varbulg L:omplelc].\- renewed

e : our wayv of understanding images. He is to art history what Freud,

or allanles) which is dcmgncd Lo supporl an cnla- his contemporary, is to psychology: he opened the understanding
blature. of art to radically new questions, those concerning unconscious

memory in particular. Mnemosyne is his paradoxical masterpiece
and his methodological testament: it gathers all of the objects of his
rescarch in an apparatus that is also a reaction to two fundamental
experiences: that af madness, and that of war. It can therefore he
S OED R ACERIAL an considered a documentary history of the Western imagination 0‘15
CENTRO DE ARTE ﬁ% cesrnta || DECtEa such, the inheritor of the Dispurutes and the Caprichos of Goya)
di= 2 and as a tool for understanding the political violence cfimages in
history (comparable, as such, to a collection of Desastres).

[ Imein [
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https://www.museoreinasofia.es/sites/default/files/exposiciones/folletos/brochure_atlas_en.pdf
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Al the monlage Lable

ATLAS. How to cariy tire world on oire’s back? s an
interdisciplinary exhibition which craosses the 20 and

21 centuries by taking the Wnemaspne Aflas as its point of
departure. Tn spite of the differenees of methad and content
which might separate the research of a historian-philosopher
from the work of a visual artist. what is striking is theircommon
heuristic — or experimental — method when based on a montage
of heterogeneous images. We discover that Warburg shares with
the artists of his time the same passion for an eperating visual
qlfinity, which makes him the contemporary of avant-garde artists
(Kurl Schwillers or Laszlo Meholy-Nagy). of pholographers of the
“documentary style” (Augusl Sanderor Karl Blossleld 1), ol avinl-
garde ilmmakers (Dziga Vertov or Sergei Kisenstein), ofwriters
who emploved literary montage (Walter Benjamin or Benjamin
Fondane), or even surrealist poets and artists (Georges Bataille or
Mazan Rav).

The ATLAS exhibition was not conceived to bring together
beautiful artefacts, but rather to understand how certain artists
work - beyond Lhe question of any maslerpieces - and how Lhis
work can be considered from the perspective ol an authenlic
method, and, even, a non-standard fransverse knowledge ot
ourworld You will not see, theretore, Paul Klee's benutiful
waterealonurs, but inztead his modest herbarinim and the graphice

or theoretical ideas which came of it: yvou will not see Josef

Albers’ modern squares. but instead his photographic album
devoted to pre-Columbian architecture; you will not see Robert
Rauschenberg’s immense tableaux, but instead a series of
photographs uniting objects both modest and heterogeneous;

yvou will not see the coloured splendours of Gerhard Richter, but

a seclion ol monlages crealed [or his ongoing Adlas; you will nol

see Sol LeWills cubice shruclures, bul inslead his pholographs of
rhe walls of New York. In preference to the fableaux (the result

of wark) we have chasen, for this aceasion, tabics (25 operating
spaces. surfaces for play or for getting down to wark). And we will
have discovered in this way that the so-called “moderns” are ne less
subversive than the “post-moderns”, and that the latter are no less
methodical and concerned with form than the “moderns”... Thisis a
way of recounting the history of the visual arts outside academic art
criticism’s historical and stylistic outlines.

re worldonone s bac
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Piecing together the order of things

When we arrange different images or ditferent objects — playing
cards, for example — an a table, we are free to modify constantly
their conlignration, We can make piles orconstellations. We can
discover new analogies, new trajectories of thought. By modifving
the order, we can arrange things so that images i(ake positions.

A table is not made for definitively classifying, for exhaustively
making an inventory, or for cataloguing once and for all - as in

a dictionary, an archive or an encvelopaedia — but instead for
gathering scgments, or parcelling out the world, while respecting
its multiplicity and its heterogeneity — and for giving a legibility to
the underlying relations.

Thisiswhy ATLAS shows the game to which numerous artists
have given themselves, Lhis “infinile natural history” (according
Lo Paul Klee) or Lhal “allas of Lhe impossible” (aecording Lo
Michel Foucault regarding the disconcerting erudition of Jorge
Luis Borges). We can discover, then, in what sense contempaorary
artists are “scholars” or inventors of a special genre: they gather
the scattered nieces of the world as would @ child or a rag-and-
bone man - two figures to whom Walter Benjamin compared the
authentic materialist scholar. They bring together things outside
of normal classifications, and glean from
these atfinities a new kind of knowledge
which opens our eves to certain
unperceived aspects of our world and 1o
the unconscious of our vision.

Piecing together the order of places
To make an atlas is to reconfigure space,
to redistribute it, in short, to redirect

it: to dismantle it where we thought it
was continuous; to reunite it where we
thought there were boundaries. Arthur
Rimbaud once cut up a geographical
atlas in order to record, on the pieces
ublained, his personal iconography.
Laler, Marcel Broud Lhaers, On Kawara
and Guy Debord invented several forms
of alternative geographies. Warburg,
for his part, had already understood
that every image — every production of

30
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cullure in general - i= Lhe crossing ol
numerous gifgralions: il is o Baghdad,
for example, that he went to tind
unperceived meanings of certain
frescacs of the Tralian Benaissance.

There are many contemporary artists
who are not content to rely solely on the
landscape to tell us about a country: this
is why they bring together. on the same
surface — or plate of an atlas — different
ways of representing space. 1t is a way of
seeing Lhe world and ol going Lhrough il
nccording Lo bhetermgencans viewpaoinds
comhined with one another, as we

see in the works of Aliehiero e Boetti,
Dennis Oppenheim or, more generally,
in the way that the urban metropolis
was envisaged, from Man with a Movie
Caniera by Dziga Vertov to recent
installations by Harun Farocki.

Piecing logelher Lhe order ol Lime

[f the atlas appears as an incessant work of re-composing of

the world, itis first of all beeanse the warld itself does not

cease to undergo decompaosition upon decompaosition, Bertolt
Brecht said of the “dismantling of the world™ that it is “the true
subject of art” (it should be enough, to understand this, to think
of Guernica). Warburg, bv contrast, saw cultural history as a
genuine field of conflict, a "psychomachia”, a®*titanomachia®,
and a perpetual “tragedy”. We could say that many artists
adopted this point of view by reacting against the historical
Lragedies of Lheir Lime wilh & work in which monlage. once aguin,
played the cenlbral rale: we ean think ol the phalomaonlages

of Johm Hearthie!d in the 19300s, or mare recently. Jean LLace
Godard's Historfre(s) du cinéma, and the worlk of artists like Walid
Raad or Pascal Convert.

It is therefore time itself which becomes visible in the montage
of images. Itis up to everyone - artist or scholar, thinker or
poet — to make such a visibility into a power to see the times: a
resource for observing history, for undertaking its archaeology

shuloyiaphs,

VAT OU3 sizZes
Sourteay of the
Warburg Institute,

_ondon

and its political critique, for
“dismantling” it in order to imagine
alternative models

Georges Didi-Huberman

List of participanls

Francesc Abad »Ignasi Aballi »James Agee *Vyacheslav Akhunov

+ Josef Albers s Alighiero e Boetti eGerman anonymus ¢ Roman
anonymues *Louis Aragon sHans Arp *John Baldessari » Georges
Bataille » Bauhaus-Alben «Samuel Beckett «Bernd and Hilla Becher
«Walter Benjamin Ernst Benkard «Karl Blossfeldt = Erwin Blumenfeld
*Mecl Bochner «Christian Boltanski <Jorge Luis Borges « Brassai
*Bertolt Brecht *George Brecht *André Breton « Marcel Broodthaers
*Stanley Brouwn «Jacob Burckhardt »Victor Burgin «Lewis Carroll

o James Coleman «Pascal Convert « DADACO «Salvador Dali «[Tanne
Darboven «Moira Davey «Guy Debard « Fernand Deligny « Frnesto

de Martino sMarcel Duchamp * Max Ernst « Walker Evans «Oyvind
Fahlstrom »Harun Farocki « Hans-Peter Feldmann « Robert Filliou

e Peter Fischli and David Weigs e Alain Fleischer «Benjamin Fondane

* Thomas Geve #Alberto Giacometti » Jean-Lue Godard «Francisco

de Goya *George Grosz « Hans Haacke « Ernst Haeckel « Raymond
Hains «John Heartficld «Susan Hiller « Hannah Hoch < Roni Horn
*Douglas Huebler «On Kawara < Mike Kelley *Paul Klee «John Latham
*Le Corbusier «Zoe Leonard *5Sol LeWitt «El Lissitzky *Gherasim
Luca *Master of the Codex Coburgensis « Man Ray « Piero Manzoni

» Etienme-Jules Marvey « Gordon Matta-Clark « Henri Michaux «Matt
Mullican » Laszld Moholy-Nagy »Bruce Nawman »Dennis Oppenheim
*Ulrike Otlinger »Ameédée Ozenlanl «Jean Painlevé « Giuseppe Penone
*Sigmar Polke « Walid Raad «Robert Rauschenberg »Gerhard Richter

e Arthur Rimbaud ¢ Pedro G. Romero «Charles Ross ¢« Dieter Roth

* Thomas Ruff « Naomi Tereza Salmon =August Sander « Mever Schapiro
«Franz Schubert *Kurt Schwitters *Claude Simon «Robert Smithson
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ABY WARBURG

Aby Warburg, Panels from Rembrandt’s exhibition as displayed in Aby Warburg'’s library, (1926).
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ABY WARBURG - MNEMOSYNE ATLAS

Aby Warburg, Mnemosyne Atlas (1924-1929), panel 7. Aby Warburg, Mnemosyne Atlas (1924-1929), panel 41a.
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GERHARD RICHTER - ATLAS

Gerhard Richter, Atlas (1962-ongoing), panel 1 (1962).
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GERHARD RICHTER - ATLAS
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Gerhard Richter, Atlas (1962-ongoing), panel 9 (1962).
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GERHARD RICHTER - ATLAS
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Gerhard Richter, Atlas (1962-ongoing), panel 9 (1962).
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LINA DE TENSION
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Mike Mandel and Larry Sultan/ Evidence, (1977).

Evidence

Evidence, (1977).
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mailto:https://vimeo.com/210598660

iIke Mandel and Larry Sultan/ Evidence, (1977).
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Mike Mandel and Larry Sultan/ Evidence, (1977).

EXAMPLES

Evidence, (1977).
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Mike Mandel and Larry Sultan/ Evidence, (1977).
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Allan Sekula in his essay On the Invention of Photographic Meaning explains that
a photograph is a space of multiple truths. Sekula argues:

[...] the photograph is an ‘incomplete’ utterance, a message that depends on
some external matrix of conditions and presuppositions for its readability. That
IS, the meaning of any photographic message is necessarily context-

determined.
(Sekula, 19795, p. 4)

The main point with this is that images are ‘'ambiguous’ objects and their reading
IS clearly dependant on context. In this sense, photographs are constantly open to
interpretation and ‘their meaning are up for grabs’.

1 Sekula, A. (1975), 'On the Invention of Photographic Meaning', in Sekula, A. ([1984] 2006) Photography Against the
Grain. Essays and Photo Works 1973-1983. London: Mack.



Based on this we can say that photographs accrue different meanings depending
on the context in which they are seen. In that sense images can be used for
different means, for instance within a documentary or artistic discourse/practice.
As a result, the reading of the image and its understanding are completely
different in each of these contexts. Rather than thinking about the singularity of a
photographic representation or the singular fine art photograph. What | am
interested in exploring is the multiplicity of the photographic image, its journeys
and malleabillity to change meaning according to context.



James White/ Evidence, (2022).
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https://mackbooks.co.uk/products/evidence-br-james-white

Michael Schmidt/ Photographies, (2020).

Michael Schmidt ..
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Photographies 1965- 2014 \

™

59



Michael Schmidt/ Photographies, (2020).
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Based on this we can say that photographs accrue different meanings depending
on the context in which they are seen. In that sense images can be used for
different means, for instance within a documentary or artistic discourse/practice.
As a result, the reading of the image and its understanding are completely
different in each of these contexts. Rather than thinking about the singularity of a
photographic representation or the singular fine art photograph. What | am
interested in exploring is the multiplicity of the photographic image, its journeys
and malleabillity to change meaning according to context.
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