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Two years ago Kanye West’s Yeezy collection was
presented as part of Paris Fashion week. What you see on
the side is a screenshot taken from the live broadcast. In
the image we can see a model wearing a t-shirt with the
phrase ‘White Lives Matter’ on the back and on the front
an image of Pope John Paul Il. The ‘White Lives Matter’
slogan has been used by white supremacists in response
to anti-racist movement Black Lives Matter.

With this example | want to prove the relevance of
understanding how images and language are articulated in
relation to race. The importance of understanding things
not just consuming them. As well as being able to discern
the messages and ideologies behind then. In this case as
we have explained behind this art/fashion product there is
a backing up of a white supremacist ideology.

T How images become meaningful? This is a call to engage
Yeezy Season 9 | Paris Fashion Week consciously with questions of photographic meaning in
£5.520 visualizacionee Emitido en directo el 3 oet 2022 Kenye Weet debuts his 'Yeezy Season Y Order to develop Critical perceptions WhiCh Can be brought

collection during 2022 Paris Fashion Wee< ...mas |

_ . . .- to bear upon artistic practices, historically and now, or
upon your own work.


https://www.youtube.com/watch?v=lfrSDLXUWsc&t=26s

Another real life example is the work of
Zanele Muholi where she uses her
practice to think about gender and to talk
about the continuous fight of the
LGTBIQA+ community for their rights.

With this what | am trying to say is that
what we are discussing here has an
impact in real life and it is not theory for
theory’s sake.

Zanele Muholi, Phases and Faces, (2016-ongoing). Zanele Muholi, Debora Dlamini, KwaThema Community Hall, Springs, Johannesburg, (2011).



RESISTANCE TO ANY REDUCTIVE
SYSTEM

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

How do we do that?



THEORY BEGINS WITH PRACTICE

How is that so?

For example if you know and understand how to read images then you can use that and
apply it within your own practices. So you are aware of the codes and how they work in
practice. In that sense theory becomes another tool within your work. Treat it the way you
will do when you learn a new technique, like medium format analogue photography, or
watercolour, casting figures, etc. Then as with any new technique, you investigate a bit
more, experiment, and see if it works within your thinking and work. If it does adapt and

integrate It.



THEORY BEGINS WITH PRACTICE

A good example is Zanele Muholi, since she is using the
language of photography and traditional portraiture to
‘dignify’, give voice to her own community and create a
series of portraits where the sitters are gazing directly at
the viewer. Muholi adopts those conventions to make
visible a different narrative, to portrait a community that
lacks representation, especially in the context of South
Africa where the artist is from. In that sense she is using
the classic language of painting and photography and
through collaboration with her subjects she creates a
representation of people who are usually not visible.
Therefore she is using the conventions and codes of the
medium to tell about her story and that of her community.

Zanele Muholi, Phases and Faces, exhibition view at IVAM (2022).



THEORY BEGINS WITH PRACTICE

REMEMBER THAT IMAGES have the power of shaping the way we think about
ourselves/others and understand the world around us. It is crucial that we know how
they work. An example from your everyday life is the way you use your social media
and instagram accounts were you do an edited version of your life and post those
moments that you want to share. In that way you are shaping and creating a
particular context in which you want others to see you. So you are using images to
create a version of yourself.

Overall the idea is that you gradually integrate the things that you learn in this
module on your own practice and that you apply critical thinking when engaging
with a different array of art practices.



MEDIATIONS

 ——
—_—
D —
—_— -
C——

Jl

lllustration of a camera obscura, displaying an image upside down on
a wall in a dark room.

Any form of representation such as painting,
sculpture, drawing or a photograph is not a
‘portion’ of reality but rather a MEDIATION
of it.

Visual representations are not ‘natural’ but
rely on a series of conventions.

For example since the Renaissance Western
painting used the convention of
perspective to represent reality. They used
the camera obscura as an aid for drawing
and painting.

As a matter of fact and as you can see on
the illustration on the right hand side, it is
quite far from natural.



MEDIATIONS

Activity - 10min.

-What does mediation mean? Find a definition.
-What do you think it means that a photograph, a painting, sculpture or drawing
are mediations of reality?



MEDIATIONS

What do we mean by MEDIATION? One way of defining mediation is
as intervention. How do we mediate and intervene reality?

What we aim is to understand the way in which paintings, photographs
and any other visual representations are MEDIATIONS of reality and
not a reality in itself. In that sense throughout this module we will see
how they are never documents or records but rather interpretations
and interventions of reality. This goes against the claims such as
photography and truth. But also claims in relation to historical painting
and the construction of a history according to the victors.

i L SUSAN |
| MEISELAS




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.

GESTURES

VILEM FLUSSER




MEDIATIONS

EXAMPLES

Diego Velazquez, Las Meninas, (1656)

Robert Rauschenberg, Retroactive,
(1963)
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Cy Twombly, Bacchus, (2006-2008)
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MEDIATIONS

EXAMPLES

REACE CANON TOLORADO JIVERFROM CAMP 8. LXOKING ABNE.

Timothy H. O’Sullivan, Black Cafnnon Colorado River, from
Camp 8, (1871).

August Sander, Secretary, (1931).

1
l

Moyra Davey, Trust Me (detail), (2011).
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Self-portrait, Study of a Hand and a Pillow (recto), (1493).
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Six Studies of Pillows (verso), (1493).



ALBRECHT DURER

Studies of Direr's Left Hand (recto), (1493-1494). Adam and Eve, (1504). Praying Hands, (1508).
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REMBRANDT VAN RIJN

Rembrandt, Old Man in Profile, (1620-69).

Rembrandt, Two Studies of a Woman Reading, (1635-1640).
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REMBRANDT VAN RIJN

Rembrandt, Study Sheet with Three Women and a Boy, (ca. 1638-39).

Rembrandt, Old Woman with a Baby in her Arms, (ca. 1643).
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WILLIAM BLAKE

William Blake, The Night of Enitharmon’s Joy (formerly called ‘Hecate’), (c.1795).
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WILLIAM BLAKE

William Blake, Nebuchadnezzar, (1795-c.1805). William Blake, The Ghost of a Flea, (c.1819-20).




TRACEY EMIN

Tracey Emin, Sad Shower in New York, (1995).
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TRACEY EMIN

Tracey Emin, Terribly Wrong, (1997).
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WILLIAM KENTRIDGE

William Kentridge, Arc/Procession: Develop, Catch Up, Even Surpass, (1990).
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WILLIAM KENTRIDGE

William Kentridge, | am not me, the horse is not mine, (2008).
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WILLIAM KENTRIDGE

aTE William Kentridge — ‘Art Must Defend the Uncertain’ | Artist Interview, | TateShots G ad
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William Kentridge, Art Must Defend the Uncertain, (2018).



https://youtu.be/Dnweo-LQZLU

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.
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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.

26



GATHERING - DEFINITION

THE BEST DOCUMENTARY OF THE YEAR
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Agnes Varda, The Gleaners and I, (2000).

Francois Milet, The Gleaners, (1857).
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https://www.youtube.com/watch?v=pG-HaNdFFVQ

GATHERING - DEFINITION

Similarly, we could say that photography, painting, drawing or any means of visual
representation are comparable to gathering. For example, the artist Zoe Leonard
acknowledges:

"There Is an aspect of photography that is like hunting and gathering. [...] | go
out into the world and find things, images or situations that strike a chord in
me. Like any good hunter or gatherer, | am grateful that those things are
there.’

Leonard, Z. and Blume, A. (1997) 'Zoe Leonard interviewed by Anna Blume', in Rhomberg, K. (ed.), Secession:
Zoe Leonard [Exh. Cat.], Vienna: Wiener Secession, p. 9.

In that sense Zoe Leonard is ‘picking up’ visual information with the camera.
As a result every photograph is to a certain extent a way of collecting a ‘fragment’
of reality.

28



GATHERING - DEFINITION

To gather in general can mean about anything. So we are going to see how it
works in practice with a case study. For that | am going to use the work Analogue
(1998-2009) by the artist Zoe Leonard (Liberty, New York, US, 1961).

29



ACTIVITY

Activity - Smin.

-Can you identify an image/artwork, other than the examples provided, that uses mediation and
gathering?

-Would you apply the concept of mediation and gathering within your own practice?
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ZOE LEONARD - GATHERING IN ANALOGUE
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Zoe Leonard, Analogue, (1998-2009), exhibition view, MNCARS, Madrid.
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https://vimeo.com/68165540

EUGENE ATGET - CHIFFONIER (RAGPICKER)
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Eugene Atget, Chiffonier (Ragpicker), (1899-1901).
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ZOE LEONARD - GATHERING IN ANALOGUE

Zoe Leonard, Analogue, chapter 1, (1998-2009).

Leonard began to work on Analogue at the end
of the 1990s after a two-year retreat period in
Alaska. Upon her return she realised that the
Lower East Side of Manhattan, where her studio
was based since 1977 and which for her
constituted her immediate urban landscape,
was then under an accelerated process of
gentrification.As a result, local business -
grocery shops and restaurants among others,
where gradually disappearing whilst being
replaced by global brands as well as
restaurants and independent stores targeted at
an affluent new population that was moving in
to that area of New York at the time.
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ZOE LEONARD - GATHERING IN ANALOGUE

4

Zoe Leonard, Analogue, chapter 2, (1998-2009).

The space as she knew it was vanishing little by
little. This gradual disappearance prompted
Leonard to start walking through the streets Iin
order to take notes for herself with a camera to
remember what was there. She writes: ‘| began
to realize | would miss all this. So | started
taking pictures. | wanted a record’.

During that time she bought a second-hand
Rolleiflex camera from the 1940s, what she
calls a ‘leftover from the mechanical age’. She
noticed that what she was doing was
something bigger than purely note-taking.
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ZOE LEONARD - GATHERING IN ANALOGUE

Zoe Leonard, Analogue, chapter 3, (1998-2009).

HOW IS ZOE LEONARD GATHERING IN ANALOGUE

She is gathering visual information with an old camera.
Looking at something in the present with an old

technology.

Why is it important that is an old camera?

You have a c
Analogue. W
something w

ue already in the title of the work
nat Zoe Leonard is doing is looking at

nich is disappearing, her neighbourhood,

with a technology that is also disappearing, analogue
photography.

In this sense the content of what she is photographing

and the way she is photographing are the same. In that
way she is emphasising this idea that particular ‘world’
IS disappearing.

35



ZOE LEONARD - GATHERING IN ANALOGUE

Zoe Leonard, Analogue, chapter 4, (1998-2009).
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ZOE LEONARD - GATHERING IN ANALOGUE
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Zoe Leonard, Analogue, chapter 5, (1998-2009).
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ZOE LEONARD - GATHERING IN ANALOGUE

Zoe Leonard, Analogue, chapter 6, (1998-2009).
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ZOE LEONARD - GATHERING IN ANALOGUE
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Zoe Leonard, Analogue, chapter 7, (1998-2009).
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ZOE LEONARD - GATHERING IN ANALOGUE

Zoe Leonard, Analogue, chapter 8, (1998-2009).
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ZOE LEONARD - GATHERING IN ANALOGUE

Zoe Leonard, Analogue, chapter 11, (1998-2009).
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ZOE LEONARD - GATHERING IN ANALOGUE

Zoe Leonard, Analogue, chapter 13, (1998-2009).
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ZOE LEONARD - GATHERING IN ANALOGUE

Zoe Leonard, Analogue, chapter 21, (1998-2009).
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ZOE LEONARD - GATHERING IN ANALOGUE

Zoe Leonard, Analogue, chapter 25, (1998-2009).
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ZOE LEONARD - VISUAL REFERENCES
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Figure 2.10: Berenice Abbot, Pawn Shop, 48 Third Avenue, Manhattan (1937)

t

Figure 2.8: Fugene Atget, Costumver 2 Rue de la Crdene (1911)

lgure 2.12: Zoe Leonard, Aralogue (1958-2004), chapler 1, MNCARS, Madrid



ACTIVITY

Activity - 10min.

-Write down one thing that you have learned today and share that idea and
discuss it with your group.

-Would you apply some of these ideas on your own practice?
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SUMMARY

Some of the ideas that we discussed today are:

-Visual representations as ‘mediations’ of reality but not reality itself.

-Definition of gathering.

-Case study - Zoe Leonard and how she gathers in Analogue.

Throughout this module and this year you will begin to construct your own visual language
and identify those artists that you find interesting and perhaps incorporate them in your
own practices.
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THANK YOU

Estéfani Bouza: e.bouza-arnoso@uwtsd.ac.uk/ October 2024



