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s - become so indifferent, and
psychologically distant as a culture?
Furthermore, in these times of
pervasive mediocrity how do we
reconnect with our internal and

external worlds?
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Fredric Jameson once noted that superficiality was the “supreme
formal feature” of late twentieth century culture.

Jameson’s suspicions of this “new depthlessness,” as he called the

development, were confirmed everywhere: Derrida discussed the
withdrawal of the referent, Baudrillard lamented the waning of
the real, while Deleuze celebrated the simulacrum. In art, too,

superficiality and evidence of the “new depthlessness” abounded.




Art critic Beral Madra even called this depthless abundance an
“obsession”: the Wachowski brothers’ The Matrix and Weir’'s The
Truman Show plotted simulations, the photos of Thomas
Demand and Jeftf Wall portrayed hyperreal scenarios where
representation and reality were indistinguishable,while novelists

Brett Easton Ellis and Michel Houellebecq described the

shallowness of the human subject
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‘Images detached from every aspect of life merge
into a common stream, and the former unity of
life is lost forever. Reality unfolds in a new
generality as a pseudo-world apart, solely as an
object of contemplation.

The spectacle in its generality is a concrete
inversion of life, and, as such, the autonomous

movement of non-life.” (Debord, 1967)




Beyond ‘the Postmodern Condition’




Diver vs Surfer m.




Modernism / Postmodernism
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BB RRBANT,

#TAKEMEANYWHERE Everything is going to be alright

https://vimeo.com/257008225 Guido Van Der Werve




This is America

Childish Gambino




https://www.youtube.com/watch?v=VYOjWnS4cMY







PARTICIPATORY
ART AND THE

POLITICS OF
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Piero della Francesca, The I1deal City, 1480



The abstract coldness of the perspectival gaze meant the withdrawal
of the painter’s emotional entanglement with the objects depicted in
geometricalized space. The participatory involvement of more
absorptive visual modes was diminished, if not entirely suppressed, as
the gap between spectator and spectacle widened.

Martin Jay, Scopic Regimes of Modernity, 1999.
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The Audience as an Active Participant

JACQUES RANCIERE

THE EMANCIPATED SPECTATOR

SLAVOJ Z1ZEK




Alfredo Jaar, The Eyes of Gutete Emerita, 1996
(1000,000 slides, i oht table, magnifiers and
illuminated text wall)



Alfredo Jaar, The Eyes of Gutete Emerita, 1996
(1000,000 slides, light table, magnifiers and
illuminated text wall)



Olafur Eliasson, The Weather Project, 2004.
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Olafur Eliasson, Ice Watch, 2018.

https://www.designboom.com/art/olafur-eliasson-ice-watch-paris-
agreement-climate-change-video-11-04-2016/































VINTAGE BARTHES

Camera Lucida

"

"What is it that will be done away with, along with this
photograph which yellows, fades, and will some day be thrown out,
if not by me,... when I die? Not only “life” (this was alive, this
posed infront of the lens), but also, sometimes — how to put it? —
love. I front of the only photograph in which I find my mother and
father together, this couple who I know loved each other, I realise:
it is love-as-treasure which is going to disappear forever, for once I
am gone, no will any longer be able to testify to this: nothing will
remain but an indifferent Nature.”

Roland Barthes, Camera Lucida, p.94.




What happens at the death of the last person who can identify, and
through that identification care about, the human subject of a
photograph? If there is something of a resurrection in photography
it is both precarious and ultimately doomed. Even the referential
constant, the stillness of a photograph, is fated to pass away, but
not before the subject suffers the indignity of loosing their identity,
being consigned to the nameless crowd, destined to become ever
more alien while slowly disintegrating.

This inevitable end is the final stillness of the photographic image.
While the photograph holds on, remains with us still, pointing
unceasingly to its origin at the temporal limit of its existence, it
displays its stillness becoming. It displays, that is, its paradox and
its pleasure, its astonishment and its horror.
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Of Depth & Tide, 2013



“An Account of a Method of Copying Paintings upon Glass,
and of Making Profiles, by the Agency of Light upon Nitrate of

Silver, with observations by Humphrey Davy. Invented by T.
Wedgwood”

1802



Wedgwood was wunable to "fix" his
pictures to make them immune to the
further effects of light. Unless kept in
complete darkness, they would slowly but
surely darken all over, eventually
destroying the image. As Davy put it in
his paper of 1802, the picture,
immediately after being taken, must be
kept in some obscure place. It may indeed
be examined in the shade, but in this case
the exposure should be only for a few
minutes; by the light of candles and
lamps, as commonly employed, it is not

sensibly affected.




Latent Frequencies

Ryan L. Moule

Ten 'chemically unfixed' silver gelatine handprints
Essay by Richard Page
Designed | Produced by Book Works, London
Supported by Ffotogallery
2014



"\ PeakDistrict |
,_zgo@mm%

28/

Nottingham
A O

wdonia
nal Park .-

Le










Chauvet Cave, France
37,000 year ago Upper Paleolithic Painting


































Fixation Error



Ingrid is a Hybrid



Deposition



The Struiture of Things



Cadence






The Thinker
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Black Concrete Fig Branch









Resonances and Reverberations 18 11



The War of the Ghoits IT



Objects to Place in a Tomb
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Billet & Bloom



Billet & Bloom, Filet Filet, 2016



1

Billet & Bloom, Filet Filet, 2016



Alice as the Holocene,Vessels & Vestiges, Jerwood Space 2017






Split Negative,Vessels & Vestiges, Jerwood Space 2017



2814, Vessels & Vestiges, Jerwood Space 2017



Blind Window, Vessels & Vestiges, Jerwood Space 2017



Concrete Cabin, Vessels & Vestiges, Jerwood Space 2017



Lucifer Falling, Vessels & Vestiges, Jerwood Space 2017
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Vessels & Vestiges (Artist Book, 2020)



Vessels & Vestiges (Artist Book, 2020)



Vessels & Vestiges (Artist Book, 2020)


















