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PRESENTATION

American artist, writer and filmmaker, Allan Sekula
(1951-2013) is a leading exemplar of socially probing
art, photographic and cultural practice. Starting his
career with actions and performance art during the
era of protests against the U.S. war in S.E. Asia, his
work then turned in the early 70’s, towards a practice
of social documentary while always questioning the
limits of photography’s capacity for clear and reliable
communication. In his quest for a critical realism,
Sekulasoughttoshedlightontheprofoundambiguity
of currentrealities of social life, precariously balanced
betweenobjectiveconditions,hegemonicideologies,
and private fantasies. He focused mainly on showing
the “performed” everyday life of all kinds of workers,
spendinghislastyearsdepictingthe maritimeculture
of shippingandportlaborasaforgotten space of late-
capitalism.

AllanSekula'sworkhasbeenexhibitedatTapiesFoundation
(Barcelona),BeirutArtCenter, MoMa(NewYork),Documenta
(Kassel), Whitney Biennial (New York), Sao Paulo Biennial,
TaipeiBiennial,CentreGeorges-Pompidou(Paris) Whitney
Museum (New York), Hirschhorn Museum (Washington),
NewMuseumofContemporaryArt(NewYork),ArtGallery
ofOntario(Toronto), WinnipegArtGallery(Vancouver),The
BarbicanCentre(London),LaVirreina-Centredelalmatge
(Barcelona), MACBA (Barcelona), Generali Foundation
(Vienna),Fotolnstitute(Rotterdam),AkbankSanat(Istanbul).

HisworkispartofprestigiouscollectionsasCentreGeorges-
Pompidou (Paris), Musée d’Art Moderne de Paris, CNAP -
Centre National des Art Plastiques (Paris), FNAC - Fonds
National d’Art Contemporain (Paris), IAC — Institut d’Art
Contemporain(Villeurbane), MACBA(Barcelona),Museode
Arte Reina Sofia (Madrid), FRAC: Grand Large - Hauts-de-
France / Normandie Caen / Franche-Comté / Bretagne /
NormandieRouen FMACFondMunicipaldArtContemporain,
MoMa(NewYork) WhitneyMuseum(NewYork),TateModern
(London), MOCA - Museum of Contemporary Art (Los
Angeles),StedelijkMuseum(Amsterdam), MHKA(Antwerp),
Zacheta National Gallery of Art (Warsaw), Johann Jacobs
Museum (Zirich), Generali Foundation (Vienna), TBA21
collection - Thyssen-Bornemisza Art Contemporary
(Vienna),SFMOMA(SanFrancisco),FotomuseumWinterthur,
WroclawContemporaryMuseum,MUSAC-MuseodeArte
Contemporaneo de Castilla y Ledn, Museum Folkwang
(Essen),LudwigMuseum(Budapest), MCASD-Museumof
Contemporary Art San Diego, among others.
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Walker Art Center, Fish Story, Minneapolis, USA, 2023
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Michel Rein, Art Isn’t Fair, Paris, France, 2019
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Michel Rein, Art Isn’t Fair, Paris, France, 2019
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Michel Rein, Art Isn’t Fair, Paris, France, 2019
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DocumentaXIV,installation view ANTIDORON. The EMST Collection, Fridericianum, Kassel, 2017

Documenta X1V, School of Fine Arts, Pireos Street, Athens, Greece, 2017
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Fundacio Antoni Tapies, Allan Sekula. Collective Sisyphus, (cur. Carles Guerra) Barcelona, Spain, 2017
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Fundacio Antoni Tapies, Allan Sekula. Collective Sisyphus, (cur. Carles Guerra) Barcelona, Spain, 2017
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Beirut Art Center, Allan Sekula: Photography at Work, (cur. Marie Muracciole) Turkey, 2017
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Columbus Museum of Art, Allan Sekula: Aerospace Folktales and Other Stories, Columbus, USA, 2017
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MoMA, Scenes for a New Heritage: Contemporary Art from the Collection, New York, USA, 2015
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Hoffman Gallery, Lewis and Clark College, Reinventing Documentary: The Art of Allan Sekula, Portland, USA, 2015
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Michel Rein, Photographic works from the 70’s, Paris, France, 2014
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Centre Georges-Pompidou, Lottery of the Sea and A Short Film for Laos, Paris, France, 2013
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MoMA, 19 New Acquisitions in Photography, New York, USA, 2013
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AkbankArt Center, Ali Akay, Allan Sekula: Disassembled Movies 1972-2012, (cur.Marie Muracciole & Ali Akay) Istanbul, Turkey, 2012
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MACBA, Critical Episodes (1957-2011), Barcelona, 2012
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La Criée - Centre d’Art Contemporain, Allan Sekula: The Dockers Museum, (cur. Jirgen Bock) Rennes, France, 2012
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Michel Rein, Californian Sequences, Paris, France, 2012
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La Virreina - Centre de la Imatge, Retrospective of Allan Sekula’s films, Loop Festival, Barcelona, 2011
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Centre de I'lmage, Palau de la Virreina, Retrospective of Allan Sekula’s films, Loop Festival, Barcelona, 2011
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Nederlands Fotomuseum, Angry, Young and Radical, Rotterdam, The Netherlands, 2011
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Michel Rein, Polonia and..., Paris, France, 2011
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Dutch Culture center, Act VIl : Nether Land, Shanghai, 2010
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Ludwig Museum, Polonia and Other Fables, Budapest, Hungary, 2010
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Ludwig Museum, Allan Sekula: Polonia and Other Fables, Budapest, Hungary, 2010
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e-flux, Allan Sekula : This Ain’t China, New York, USA, 2010
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MUHKA, Ship of Fools, Extra Muros : Allan Sekula, Antwerpen, Belgium, 2010



ALLAN SEKULA MICHEL REIN eagis/grusseLs

BIOGRAPHY EXHIBITIONS ARTWORKS PRESS PUBLICATIONS

Zacheta Gallery, Allan Sekula: Retrospective, Warsaw, Poland, 2009
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University of Chicago, Allan Sekula: Polonia and Other Fables, Renaissance Society, USA, 2008
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Michel Rein, Travailler plus pour gagner plus, Paris, France, 2008
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Michel Rein, Travailler plus pour gagner plus, Paris, France, 2008
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Documenta XII, Kassel, Germany, 2007
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Michel Rein, Prayer for the Americans, Paris, France, 2004
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Generali Foundation, Performance under Working Conditions, Vienna, Austria, 2003
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Michel Rein, Titanic’s wake, Paris, France, 2001
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Self portrait as Sculptor/Painter/Photographer, 1972
three black & white photographs in a single wooden frame, plexiglas

80x55cm (31.5x21.7in.)
unique artwork
collection Museum Folkwang, Essen (Germany)
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UNTITLED SLIDE SEQUENCE
1972
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Workers leaving the factory at the end of a day shift;
GeneralDynamics,ConvairDivisionaerospacefactory,
San Diego, California, (17 February 1972), 1972.

UntitledSlideSequencewasphotographedattheend
ofthe day shift at General Dynamics Convair Division
aerospaceplantinSanDiego,Californiaon17February
1972.Atthetimefactory produced Atlasand Centaur
rockets.

Istood atthetop of thestairsleading tothe company
parking lot on the other side of Pacific Highway (the
oldroute101)andusedaborrowed cameratomakea
«motionstudy»ofworkersandmanagersheadinghome
at the end of the workday. The idea was to show the
socialcontext,andnottheabstractedandindividuated
actionvisibleinthephotograohicsequencesproduced
attheendofthe 19""centurybyMuybridgeandMarey.
Mytrespasslasteduntiliwasspottedbythecompany
guardsandejectedfromtheproperty.Fortunatelymy
filmwasnotconfiscated,especiallycincephotography
was prohibited for national security reasons.

Theoriginalexposuresweremadeonslow-speedblack
andwhitenegativefilmthatwasreversedinprocessing
toyield a positive transparency.The only way to show
this work was to produced duplicate slides by the
same method,and thishasbeenthewaythe workwas
presented: a darkened room, slides projected at ten
second intervals at a scal of roughly six by nine feet.
The pictures were more or less «life size» but fleeting
andinvitingvisualmemorytotracktheprogressoftired
employeesastheyheadtotheirautomobilesandhomes.

It was never possible to make good black and white
prints from positive monochrome film until recently.
(Oneneededtomakeaninternegativeorelseprinton
color -Cibachrome- material, and these results were
never satisfying.) Butconditions have changed andit
occured to me that a sequence of prints would allow
the viewer to move back and forth, «rewinding» the
flowofhumanmovementandpickingioutdetailgthat
go missing in ten seconds.Thus this translation of an
older project.

Allan Sekula
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Untitled Slide Sequence, 1972/2011
25 black and white photographs, 25 wooden frames, plexiglas

each frame: 359 x51,9cm (13.78 x 20.08 in.)
ed.5ex+2AP
SEKU11121

collections:
. Tate Modern, London (UK)
«  MoMA, New York (USA)
« Instituto Cultural Inhotim, Brumadinho (Brazil)
Stedelijk Museum, Amsterdam (Netherlands)
MACSD - Museum of Contemporary Art San Diego (USA)
+  Ludwig museum, Cologne (Germany)



ALLAN SEKULA MICHEL REIN eagis/grusseLs

BIOGRAPHY EXHIBITIONS ARTWORKS PRESS PUBLICATIONS




ALLAN SEKULA MICHEL REIN eagis/grusseLs




ALLAN SEKULA MICHEL REIN eagis/grusseLs

IIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIII

CALIFORNIA STORIES
1973-1975
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California Storiesismoreamatterof completionthantranslation.Both beforeleaving CaliforniaforNewYorkin 1974and
afterreturningthenextyear,Iplannedandphotographedanulberofsmallersequential projects,ofteninvolvingsomesort
of staging, either deadpan or comic.These were never printed. the works fall between my works from earlier 70¢, such as
Aerospace Folktales and project from the late 705, such as School Is a Factory.]...]

Sowhatlwasexperimentingwithasanalternativewasawayofsuggestingthatsocialtopograohywasinvitablythesiteof
strife,classwar,land-grabs,ethnic-cleansing, repressionandempire.ThisisespeciallytrueinCalifornia,wherethebonesof

the first inhabitants crunch underfoot with every step
Allan Sekula
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Attempt to correlate social class with elevation above main harbor channel (San Pedro, July 1975),1975/2011
California Stories series 1973-1975

ensemble of 6 archival pigment prints, passe partout, 1 wooden frame, plexiglas

ensemble de 6 impressions pigmentaires, passe-partout, 1 cadre bois, plexiglas

103 x 103 x4 cm (40.55 x40.55x 1.57 in.)

ed.5ex+ 1AP

SEKU12123

collections:
. Kadist foundation, San Francisco (USA)
«  Private collection (USA)
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Red Squad (San Diego, 20 January 1973),1973/2011

California Stories series 1973-1975

ensemble of 6 archival pigment prints, passe partout, 1 wooden frame, plexiglas

ensemble de 6 impressions pigmentaires sur papier archive, 1 passe-partout, cadre bois, plexiglas
93x184x4cm (36.61x7244x%x1.57in.)

ed.5ex+1AP

SEKU13002
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Vietnamese Village (San Pedro, July 1975),1975/2011

California Stories series 1973-1975

ensemble of 5 archival pigment prints, passe partout, wooden frame, plexiglas

ensemble de 5 impressions pigmentaires sur papier archive, passe-partout, cadre bois, plexiglas
93,5x184x4cm (36.61x7244x1.57in.)

ed.5ex+ 1AP

Ludwig Museum collection, Budapest (Hungary)

SEKU11082
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Cliffhanger (San Pedro, July 1975), 1975

California Stories 1973-1975 series

ensemble of 6 archival pigment prints, text, passe partout, wooden frame, plexiglas
ensemble de 6 tirages pigments sur papier archive, texte, passe-partout, cadre bois, plexiglas
93,5x 184 x4 cm (36.61 x72.44x 1.57 in.)

ed.of 5+ 1AP

Ludwig Museum collection, Budapest (Hungary)

SEKU12122
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DEAR BILL GATES
1999
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Inthiswork DearBill Gatestheartistdocumentshavingswamwithinspittingdistance of the privatelake-sidehouse of Bill
Gates, the Microsoftfounderand ownerofthe Corbisphotoagencyatthetime.Intheopenletter, writtenonatypewriter,
SekulacommentsonGates'30-million-dollarpurchaseofapaintingbyWinslowHomer,depictingtwodoomedfishermenlost
atsea(Lostonthe GrandBanks,1885).The painting,althoughhungintheprivateresidence ofthebillionaire,couldnotbe
found anywhere on the net.

Sekula here undoes Bill Gates’status as a pioneer of the paradigm of the global archivist, and shows that Gates in fact
soughttocontrolthestreamsofimagesthroughtheirdigitalreproduction.Contrarytothepromiseofit'sbeing«thearchive
of everything foreverybody» Gatesforced the trafficinimagestowearalicensing corset,and so ultimately declareditas
private property.
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Dear Bill Gates, 1999
two elements : cibachrome print triptych, typewritten letter, two wooden frames, plexiglass

photo: 71 x 262 cm (27.95 x 103.15in.)
letter: 31 x25cm (12.2x9.84 in.)
ed.of 5ex+1AP

SEKU12123

collections:

«  SF MoMA, San Francisco (USA)

«  Martin Margulies, Miami (USA)
Collection Neuflize Vie / ABM AMRO
private collections
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November 30, 1995

Dear Elll Gates,

I ewam past your dream house the other day,
but didn't stop to knock, Frankly, your
underwater sensore had me worried., I would
have liked tc take a look at Winslow Fomer's
st on the Grend Banks. It's a great painting,
ut, spesking as a friend and fellow citizen,
at $30 million you paid too much.

HIGHEST PRICE EVER PAID FOR AN AMERICAN
PAINTING...

S50 why are you so interested in a plecture

of two poor lost dory fishermen, momentarily

high on a swell, peering into a wall of fog?

They 're about as high as they're ever going

to be, unless the sea gets uglier, They are

Enigﬁ to die you know, and it won't be a pretty
eath,

And as for you Blll, when you're on the net,
are you lost? Or found?

And the rest of us--lost or found--are we on it,
or in 1t%7

Your friend

M |CH EL REl N PARIS/BRUSSELS
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FISH STORIE
1989-1995
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Completed between 1989and 1995, Fish Storysaw Allan Sekula’s career-long pursuit of acontemporary‘critical realism’
reachitsmostcomplexarticulation.FishStoryreconstructedarealistmodelofphotographicrepresentation,whiletakinga
criticalstancetowardstraditionaldocumentaryphotography.ltalsomarkedSekula'sfirstsustainedexplorationoftheocean
asakeyspaceofglobalisation.Akeyissuein Fish Storyistheconnectionbetweencontainerizedcargomovementandthe
growing internationalization of the world industrial economy, with its effects on the actual social space of ports.

TheambitionofFishStoryliesbothinitsimmensecomplexityandglobalscopeandinitsemphaticchallengetothedominant
climateofpostmoderntheoryandpracticeofthelate 1980°andearly 1990%. Fish Storyoccupiesapivotalplaceinagradual
shift, still nascent in the early 1990s, from a widespread culture of resignation and cynicism to one of renewed radical
engagement in the art world.
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Koreatown, Los Angeles, 1992
Fish Story Special Edition series
cibachrome print mounted on aluminium, wooden frame, plexiglas

103 x73x6 cm (40.55 x 28.74x 2.36in.)
ed.5ex+1AP
SEKU08008

collections:
+ Helga de Alvear foundation, Madrid (Spain)
«  Private collection (USA)
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Bo’sun Driving the Forward Winch, 1989-1995
Fish Story series
cibachrome print mounted on aluminium, wooden frame, plexiglas

66,4 x 168,9 x 6,3 cm (25.98 x 66.14 x 2.36 in.)
SEKU08006

collections:
« Johann Jacobs Museum, Zirrich (Switzerland)
«  Private collection
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Dockers unloading shipload of frozen fish from Argentina, 1989-1995
Fish Story series
cibachrome print mounted on aluminium, wooden frame, plexiglas

45,4x63,5x3,2cm (17.72x24.8x1.18in.)
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DEAD LETTER OFFICE
1996-1997
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This project was commissioned for the «InSite 97»
exhibition,thenpresentedinthefallof1997intheborder
citiesofSanDiego(California)andTijuana(BajaCalifornia).

« Here the metropolitan first world and the
metropolitanthirdworldmeet,inatenseNorthAmerican
versionofapartheid.Myphotographs[were] exhibited
onthe Mexicanside oftheline,and constitute asequel
of sorts to Fish Story, particularlyto the chapter on
Veracruz. Itis worth noting thatTijuana is now a major
sitefortheproductionofcargocontainers,alargefactory
havingbeenbuiltintheindustrialdistrictof EIFloridoby
theKoreanconglomerateHyundaifollowingtheclosure
ofasmallerfactoryintheportofLosAngeles.Thewritten
elements of the work may share certain features with
science fiction writing or speculative military fiction,
suchas the novels of Tom Clancy.

lamalsointerested in several novels, travel books,and
filmsaboutSanDiegoandBajaCalifornia,particularlyin
the writer Max Miller, whose early 1930’s novel I Cover
the Waterfront was made into a hit filmshortly after
itspublication.Throughouthiswriting,Millerevokesan
earliermetaphysic of the California coastasterranova,
ametaphysicfound,forexample,inthe 1840swritings
ofRichardHenryDana.ButforMiller,whoseracialviews
areabigstepbackwardfromDana’s,themaritimespace
of Baja Californiais a repository of a primeval past that
hasbeen lostabove the border.One canchartlinkages
between Miller’s texts and certain B-movies about
the California coast as a spaceof melancholic beach-
bum indolence on the verge of Cold War geopolitical
intrigue, notably Shackouton 101.Those whoidentify,
consciously or not, with the white adventurers who
seizedthenorthernpartofCaliforniafromtheMexicansin
the 1840'scontinuetoregardthelongpeninsulaofBaja
Californiaasakindofvestigalorgan,aprimeval,reptilian
tail:asaplace ofescape,drunkennessanddreams.The
truth attheend of the twentieth century may be closer
tothis:theindustrializednorthernborderofMexicooffers
animageofagrimTayloristfuture.Thusthehand ofthe
slave axtends a fun - house mirror to the Janus-face of
the pleasure and profit - seeking master. »

Allan Sekula

M |CHEL REl N PARIS/BRUSSELS
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Carnival Cruise Lines ship departing Ensenada for Los Angeles, 1996-1997
Dead Letter Office series
cibachrome print mounted on aluminium, wooden frame, plexiglas

62,9x167,6 x6,3 cm (24.41 x65.75 x 2.36in.)
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Throwing a line, Ensenada, 1996-1997

Dead Letter Office series

cibachrome print mounted on aluminium, wooden frame, plexiglas
tirage cibachrome contrecollée sur aluminium, cadre bois, plexiglas
62,9x167,6 x6,3 cm (24.41 x65.75x2.36in.)
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Navy photographer and marines participating in amphibious landing exercise, Camp Pendleton, 1996-1997
Dead Letter Office series

cibachrome print mounted on aluminium, wooden frame, plexiglas

tirage cibachrome contrecollée sur aluminium, cadre bois, plexiglas

62,9x167,6x6,3 cm (24.41 x65.75x2.36in.)
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Metal-workersemployedbyaHyundaisubcontractorsigningauthorizationpapersforanindependentunion, Tijuana,1996-1997
Dead Letter Office series

cibachrome print mounted on aluminium, wooden frame, plexiglas

tirage cibachrome contrecollée sur aluminium, cadre bois, plexiglas

69,8x97,5x6,3cm (27.17 x38.19x 2.36in.)
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22 _
Shipyard welder cutting steel for Hyundai truck chassis, Ensenada, 1996-1997
Dead Letter Office series
cibachrome print mounted on aluminium, wooden frame, plexiglas
tirage cibachrome contrecollée sur aluminium, cadre bois, plexiglas
69,8x97,5x6,3cm (27.17x38.19x 2.36in.)



ALLAN SEKULA MICHEL REIN eagis/grusseLs

IIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIII

TITANIC'S WAKE
1998-1999
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Thesephotographsweremadebetweentheearlyspringof1998andthelastdayof1999.Someweremadeduringaresidency
attheAtelierCalderinSaché, France.AlexanderCalder,whowenttoseaasayoungman,andwhoseadolescencecoincided
withthelastyearsofsquare-rigged merchantsailingvessels, translated the simple but profoundmotorlogicofthewind,
canvas,andropeintothesheetmetalandcutsteelofmodernity.Likeships,mobilesgoroundincirclesinwaysthatmuseums,
however ship-like, don't.

SachéislinkedtotheseathroughoneofthetributariesofthelLoire,andboththeverdantencapsulationofthisworldandits
connectednesstoempireweretracedmuchearlierbyBalzac,drinkingdangerousamountsofcoffeeandwritingnovelsof
unrequiteddesireandemergentcapitalismlateintothenightjustacrosstheriverfromwhereCalderwastobuildhisstudio
and tinker with wire and scraps of metal.

Other photographs were made in Seattle, and in Novorossiysk on the Black Sea, Russia’s last remaining ice-free port: |
caneasilybeaccusedofbeingalloverthemap.Infact,Ispentgoodpartsof 1999trackingaredeemedrust-bucketfreighter,
the Global Mariner,on a curious snail-like circum navigation, as it carried in otherwise empty cargo holds a remarkably
installed exhibitionaboutworking conditionsatsea. As JimmyMcCauley, the ship’s Glaswegian quartermaster, putit: «A
Titanichappenseveryyear,butnoonehearsaboutit.» Alltold, the shipvisited some 78 portcitiesaround the world, from
CapeTowntoVladivostok,anticipatingandencapsulating thecritique of globalizationthatwould eruptonthe streets of
Seattle last November.So there was something unwittingly aptin the nervous metaphor offered by the New York Times
headline: «Shipwreck in Seattle».

ThethreadthatlinksthesepicturestwistsroundamemoryvoicedbyMirendelOlmo,tradeunionactivistandchiefmateaboard
the GlobalMariner.ABasquefromapoorfishingvillageontheoutskirtsofBilbao,daughterofaretiredshipyardworker,she
recalled crossing the Nervién river on her way to English class one Saturday in the late 1980¢, preparing for the lingua
francaofalifeatsea.Lookingbackatthe PuentedelaSalvethattenyearslaterwould beincorporatedinto Frank Gehry’s
designforthe Guggenheim, she saw the suspended roadway and steel towers suddenly disappearinafog of teargas, as
displacedweldersandshipwrights—herfather'scomrades—battledwiththeriotsquadsoftheGuardia.Whenshefinished
thisstory,standingwatchlateoneDecembernightonanothersortofbridge,asthe GlobalMarinerplowedthroughthewinter
swellsoftheBlackSea,followingthelineofflighttakenalmostacenturyearlierbythemutinous battleship Potemkin,she
commentedthatshehadyettospendenoughtimeathometobeabletovisitthe new museum.Butinherunprofessional
opinion, speaking frankly to an American, it looked like it had been built «from every can of Coke drunk in Bilbao».

AsBartleby putitto his boss: «l would prefer notto». On August 3, 2000, having completed it's mission asagood ship,an
exemplaryship,ashiprepresentingalltheotherinvisibleshipsoftheworld,the GlobalMariner,bearingacargoofsteelcoil,
wasrammedandsunkatthemouthoftheOrinocoRiverinVenezuela, notfarfromthefictionalrefugeofRobinson Crusoé,
another isolato from an earlier mercantile era.

Allan Sekula
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Ces clichés ont été pris entre le début du printemps 1998 et le dernier jour de 1999. Certains l'ont été au cours d'une
résidence a |'atelier Calder a Saché (Maine-et-Loire). Alexandre Calder, marin dans sa jeunesse, et dont I'adolescence
coincideaveclesderniereannéesdelanavigationavoile, traduiralalogique motriceduvent, delatoile et des cordages,
simple mais profonde, dans les plaques d'acier découpé de la modernité. Ses mobiles tournent en rond comme
les navires mais non comme les musées, méme ceux qui veulent ressembler a des navires... ou a des sculptures.

Saché est relié a la mer par I'un des affluents de la Loire, dont I'enchassement verdoyant ainsi que les liens impériaux
furent racontés par Balzac, s'abreuvant de café en quantités dangereuses, composant tard dans la nuit ses romans du
désirinsatisfaitetdel’émergencecapitaliste, justeenfacedel’endroitou, surl’autrerice,Calderconstruiraunatelierpour
bricoler ses bouts de métal.

D’autres photos sont prises a Seattle, et a Novorossiysk sur la mer Noire, dernier port russe a ne pas étre fermé par les
glacesenhiver.Onvadirequejecoursbeaucoupdelievrealafois, maislefaitestquej'aipassé unebonnepartiede 1999a
suivreunvieuxcargoravaudé,le GlobalMariner,dansuneétrangecircumnavigationavitessed’escargot, transportantdans
sessoutesvidesdemarchandisesuneremarquableexpositionsurlesconditionsdetravailenmer.Commeleditlequartier-
maitre écossais, JimmyMcCauley:«Chaqueannée,ilyaautantde mortsen merqu’abord du Titanic, mais personnen’en
parle.» Le cargo afaitescale dans 78 ports a travers le monde, du Cap a Vladivostok, résumant en avancela critique dela
mondialisationquiallaitfaireirruptiondansleruesdeSeattleennovembredernier.D'oulapertinencedecettemétaphore
inquiéte a la une du New York Times : «<Naufrage a Seattle».

Lefil quirelie toutes cesimages s'enroule autour d’'un souvenir évoqué par Miren del Olmo, militante syndicale, officier
enseconddu GlobalMariner.Originaired’'unmodestevillagedepécheursbasquesfilled’'unouvrierretraité deschantiers
navals,elles'estsouvenuede cesamedialafindesannées 1980 quandelletraversaleNiervién pourserendreasoncours
d’'anglais, lingua francad’une vie en mer. Ayant entendu un lointain vacarme, elle s'est retournée vers le pont situé tout
presduchantierdontlamortétaitprocheetquifourniraitdixansplustardlesiteduGuggenheimde Gehry.Soudain, elle
vitdisparaitreletablieretlespilesd’acierdansunnuagedegazlacrymogenes.Dessoudeursetdescharpentierslicenciés
-lescamaradesdesonpére-affrontaientlabrigadeanti-émeutesdelapolicenationale.Meracontantcette histoire,alors
gu'elleétaitdequartetsuruneautresortedepontetquele GlobalMarinerfendaitlahoulehivernaledelamerNoire,suivant
laligne de fuite empruntéeil ya présd’unssiécle parle cuirassé rebelle Prince Potemkine, elle observa qu'elle n'avait pas
encore pu passerde tempschezelle pourvisiterle nouveau musée. Mais de son pointde vue de non-spécialiste, et pour
étrefranche avecun Américain, elle pensait qu'il avait été construit avec «toutes les boites de Coca-Cola bues a Bilbao».

Asonpatronquiluidemandepourquoiilrefusedetravailler,leBartlebydeMelvillerépond:«J’aimemieuxpas.»Deméme,le
3a00t2000,ayantterminésamissiondebravenavire,denavireexemplaire,denavirereprésentanttouslesautresnavires
invisiblesdumonde,le GlobalMariner,chargéd’unecargaisondefilinsd’acier,éperonnéal'embouchuredel’'Orénoqueau
Venezuela, couleapic,nonloindurefugefictifdeRobinson Crusoé, cetautre isolatod'une ére mercantile plusancienne.

Allan Sekula
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Portrait of Kaela Economou beaten by the Seattle Police, 2 December 1999,1998-2000
Titanic’s Wake 1998-2000 series
cibachrome print, mounted on aluminium, wooden frame, under plexiglas

72x100x 6 cm (28.35x 39.37 x 2.36in.)
ed.of 5+ 1AP
SEKU08034

collections:
+  Mc Evoy Foundation, San Francisco (USA)
«  private collection (USA)
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Fish, Saché, 1998-2000
Titanic’s Wake 1998-2000 series
cibachrome print, mounted on aluminium, wooden frame, under plexiglas

74 x102cm (29.13 x40.16in.)
ed.of 5+ 1AP
private collection
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Fisherman’s hut, Saché, 1998-2000

Titanic's Wake 1998-2000 series

cibachrome print, mounted on aluminium, wooden frame, under plexiglas
tirage cibachrome contrecollé sur aluminium, cadre bois, plexiglas

51 x 102 cm (20.08 x 40.16 in.)

ed.of 5+ 1AP

SEKU08009
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The road to Saché, 1998
Titanic’s Wake series 1998-2000
cibachrome print mounted on aluminium, 1 wooden frame, plexiglas

170 x 64 x 6 cm (66.93 x 25.2 x 2.36in.)
ed.5ex+1AP
SEKU08010
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Portrait of Guillaume Blanc with oysters, 1998-2000
Titanic’s Wake 1998-2000 series
2 cibachrome prints, mounted on aluminium, 2 wooden frames, under plexiglas

173 x66 cm (68.11 x 25.98in.)
ed.of 5+ 1AP
SEKU08017
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/. .
Apparatus for the Drowning, 1998-2000

Titanic’s Wake series
cibachromeprint,mountedonaluminium,woodenframe,underplexiglas

107 x 128 cm (42.13 x 50.391in.)
ed. of 5 ex.

private collection

SEKU08026
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POLONIA AND OTHER FABLES
2007-2009
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In the series Polonia and Other Fables, the artist combines a very personal exploration of his Polish roots with a wider
investigationintoemigrationandthePolish-Americanrelationsintheworldtoday.Inthefootstepsoftheartist’s paternal
grandparents,theseriestravelsfromPolandtotheUnitedStates.Althoughoccasionallysteeringtowardstheautobiographical
-theseries features the artist’s parents,images of a Polish blacksmith refers to Sekula’s grandfather’s occupation before
emigrating-thesepersonaldetailslendthemselvestothewiderissuesbeinginvestigated,fromthePolishcommunityin
Chicago to the omnipresence of the United States in Poland.

PoloniaandOtherFables,criticallydocumentsandexaminesthesocialimpactofglobaleconomics.Alwaysaimingtoposition
his work within an exhibition’s local community, Sekula will develop this project to focus on Chicago'srich labor history,
particularly on the large Polish immigrant population here.
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Factory occupation. Chicago, December 2008, 2007 - 2009
Polonia and Other Fables 2007 - 2009
chromogenic print, mounted on Dibon, wooden frame, under plexiglas

61x91,5cm (24 x36in.)
ed.of 5+ 1AP
SEKUT1111
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Boatbuilders, veterans of Gdansk shipyard and Solidarity in the 1970s and 80s. Warsaw, August 2009/ Boat builders who
hope to circumnavigate the glob

Polonia and Other Fables series 2007-2009

chromogenic print mounted on dibon, wooden frame, plexiglas

impression chromogeéne contrecollée sur dibon, cadre bois, plexiglas

132x132ecm (51.97 x51.97in.)

ed.5ex+1AP

SEKU11116
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Stodola music club. Warsaw, August 2009
Polonia and Other Fables series 2007-2009
chromogenic print mounted on dibon, wooden frame, plexiglas

124,5x124,5x3cm (48.82x48.82x1.18in.)
ed.5ex+1AP
SEKU11110
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CIA black site seen from across the lake just before the wrong film was confiscated. Kiejkuty, Poland, July 2009
Polonia and Other Fables series 2007-2009
chromogenic print mounted on dibon, wooden frame, plexiglas

124,5x124,5x3cm (48.82x48.82x1.18in.)
ed.5ex+1AP
SEKU11084

collections:
FRAC Normandie (France)
Private collection
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Ornette Coleman. Chicago, December 2008
Polonia and Other Fables series 2007-2009
chromogenic print mounted on dibon, wooden frame, plexiglas

124,5x124,5x3cm (48.82x48.82x 1.18in.)
ed.5ex+1AP
SEKU11081
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Passerby. Warsaw, July 2009

Polonia and Other Fables series 2007-2009
3chromogenicprintsmountedondibon,3wooden
frames, plexiglas

3 impressions chromogénes contrecollées sur
dibond, 3 cadres bois, plexiglas
eachframe:79x79x3cm(31.1x31.1x1.18in.)
ed.5ex+1AP

SEKU19146

M |CH EL REl N PARIS/BRUSSELS
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Detail from Stanislaw Batowski Pulaski at Savannah, 1932. Polish Museum of America, Chicago, August 2007
Polonia and Other Fables series 2007-2009
chromogenic print, mounted on Dibon, wooden frame, under plexiglas

122 x 122 cm (48.03 x 48.03 in.)
ed.of 5+ 1AP
SEKU11108
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Father Andrzej who gave last rites to my father. Sacramento, December 2008
Polonia and Other Fables series 2007-2009
chromogenic print, mounted on Dibon, wooden frame, under plexiglas

107 x 107 cm (42.1 x42.1in.)
ed.of 5+ 1AP
SEKU11113



ALLAN SEKULA MICHEL REIN eagis/grusseLs

BIOGRAPHY EXHIBITIONS ARTWORKS PRESS PUBLICATIONS

Blacksmith (hammering sickle). Ochojno, Poland, July 2009
Polonia and Other Fables 2007 - 2009 series

archival inkjet print mounted on dibon, wooden frame, plexiglas
impression jet d’encre contrecollé sur dibon, cadre bois, plexiglas
109,5x109,5x3cm (4291 x42.91x1.18in.)

ed.of 5+ 1AP

SEKU11097
private collection
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Blacksmith’s work. Ochojno, Poland, July 2009
Polonia and Other Fables series 2007-2009
archival inkjet print mounted on dibon, wooden frame, plexiglas

79%x79%x3cm (31.1x31.1x1.18in.)
ed.5ex+ 1AP
SEKU11098
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Replicaofdoortoblacksmith’sshed,insitu(originalincollectionofWarsawEthnographicMuseum).Ochojno, Poland, July 2009
Polonia and Other Fables series 2007-2009

archival inkjet print mounted on dibon, wooden frame, plexiglas

impression jet d'encre contrecollé sur dibond, cadre bois, plexiglas

79%x79x3cm(31.1x31.1x1.18in.)

ed.5ex+1AP

SEKU11096
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Aerialview of pig farm owned by the American multinational Smithfield Foods. Located onsite of former collective farm.
Wieckowice, Poland, July 2009

Polonia and Other Fables series 2007-2009

chromogenic print, mounted on Dibon, wooden frame, under plexiglas

122 x 122 cm (48.03 x 48.03 in.)
ed.of 5+ 1AP
SEKU11092
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Holy oils, Saint Hyacinth Polish Roman Catholic Church, Chicago, 2008
Polonia and Other Fables series 2007-2009
chromogenic print, mounted on Dibon, wooden frame, under plexiglas

122 x 122 cm (48.03 x 48.03 in.)
ed.of 5+ 1AP
SEKU11119
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BLACKTIDE / MAREA NEGRA
2002-2003
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Disposal Pit, Lendo, 2003
Black Tide / Marea Negra 2002-2003
cibachrome print mounted on aluminium, wooden frame, plexiglas

53x128 x6 cm (20.87 x 50.39x 2.36in.)
ed.of 5+ 1AP
SEKU08040

collections:

+  MUSAC - Museo de Arte Contemporaneo de Castilla y Leén, Spain
«  Thyssen-Bornemisza Art Contemporary, Vienna, Austria

«  Private collection
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Exhausted volunteers (en route from isla de Ons, 12/19/02
Black Tide / Marea Negra 2002-2003
cibachrome print, wooden frame, under plexiglas

184 x 127 cm (72.44 x 50 in.)
ed.of 5+ 1AP
SEKU11092

collections:

+  MUSAC-MuseodeArteContemporaneodeCastillayLedn,Spain
+  Thyssen-Bornemisza Art Contemporary, Vienna, Austria

+  Private collection



ALLAN SEKULA MICHEL REIN eagis/grusseLs

BIOGRAPHY EXHIBITIONS ARTWORKS PRESS PUBLICATIONS

Fishing for fuel, surveying the damage, 2003
Black Tide / Marea Negra 2002-2003
cibachrome print, wooden frame, under plexiglas

126,5x112,5cm (49.61 x 44.09in.)
ed.of 5+ 1AP
SEKU16141

collections:

«  MUSAC-MuseodeArteContemporaneodeCastillayLedn,Spain
«  Thyssen-Bornemisza Art Contemporary, Vienna, Austria

+  Private collection
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METHANE FOR ALL
2007-2008
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MethaneforAllisaspecificartwork,createdwithinaparticularcontext: MACBAcommissionedseveralcontemporaryartists
todiagnoseBarcelonainthepresentdayandtoidentifythecity’sinnovationhubs.Theprojectwasaninitiativeofthe MACBA
IndependentStudiesProgramme(PEl),entitledMetropolitanImagesoftheNewBarcelona,whichwaspartoftheexhibition
Universal Archive. The Condition of the Document and Modern Photographic Utopia (MACBA, 2008).

SekuladocumentsthearrivalofLNGcarrierssuchastheSestaoKnutsen,whichwasbuiltattheshipyardsinBilbao,andMos,
fromthegasdepositsatQatar,Lybiaand Argelia.Thesetankers,whichcanonlybephotographedfromthebow,thebridge
and the stern - because the simple click of a mechanical shutter could produce a spark of static electricity and provoke
an accident - dock in at Barcelona, the city’s historic port. The artist also documents several scenes at the flammables
terminal,includingtheconstructionofanewstoragetankandtheperiod of maximumalertwhenthepoliceuncovereda
plotto place abombin thecity’s tube system. From this terminal, the gas is channelled towards the north of the city via
underwater pipes, eventually reaching the power station at Besds owned by Gas Natural.

SekulaphotographedtheGasNaturaltower-theheadquartersoftheenergycompany-andsomeofthesurroundinghistoric
buildingsthatarealsolinkedtoenergytransformation.Buthisworkalwaysemphasisesthehumanelement,andhowwork
shapes ways of life.
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Gas Terminal, Barcelona, 2008
Methane For All series
ilfochrome print

tirage ilfochrome
76,2x111,7cm (29.92 x43.7 in.)
ed.of 5+ 1AP

SEKU09072
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Chief Mate of the Sestao Knutsen, 2008
Methane For All series

ilfochrome print

impression ilfochrome

50,8 x 73,6 cm cm (19.69 x 28.74 in.)
ed.of 5+ 1AP

SEKU09073
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Maiden voyage of the Sestao Knutsen, 2008
Methane For All series

ilfochrome print

tirage ilfochrome

101,6 x 152,4 cm (39.76 x 59.84in.)

ed.of 5+ 1AP

SEKU09071
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Building a new methane storage tank, inflammables terminal, Barcelona, 2008
Methane For All series
ilfochrome print

38x116,8cm (14.96 x 45.67 in.)
ed.of 5+ 1AP
SEKU09068
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Barceloneta swimming, 2008
Methane For All series
ilfochrome print

50,8 x76,2cm (19.7 x29.9in.)
ed.of 5+ 1AP
SEKU09070
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Radiation Hazard, 2008
Methane For All series
ilfochrome print

tirage ilfochrome

each:40,6 x 58,4cm (16 x 23 in.)
ed. of 5

SEKU09075
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VARIOUS SERIES
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Goldsmiths, Istanbul, 2007
Shipwreck and Workers series
chromogenic print mounted on aluminum, wooden frame, plexiglas

73 x264,5cm (28.7 x 103.91in.)
ed.of 5+ 1AP
SEKU08043
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Eyes closed assembly line, 2010
cibachrome transparency in light box

99 x145x12,7cm (38.98 x 57.09 x4.72 in.)
unique artwork
SEKU19145



ALLAN SEKULA MICHEL REIN eagis/grusseLs

BIOGRAPHY EXHIBITIONS ARTWORKS PUBLICATIONS PRESS

PUBLICATIONS



ALLAN SEKULA MICHEL REIN eagis/grusseLs

BIOGRAPHY EXHIBITIONS ARTWORKS PUBLICATIONS PRESS

Allan
Sekula
Collective
Stsyphus

Carles Guerra

Anja Isabel Schueider
Hilde Van Gelder
feels)

Allan Sekula - Collective Sisyphus, 2019

TextsbyBartdeBaer,JirgenBock, HildeVanGelder, CarlesGuerra, Anjalsabel Schneider, Allan Sekula, JeroenVerbeeck
Ed. Koenig Books

240 pages

English

ISBN: 9783960986904
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“Disassembled” Images

Allan Sekula and Contemporary Art

Edited by Aliniandars Sareitherger and Hildo Vian Goldes

Lewvend '.|i1., FaEly |'|.-.:.

«Disassembled» Images - Allan Sekula and Contemporary Art, 2019
Texts by Alexander Streitberger and Hilde Van Gelder

Ed. Leuven University Press

308 pages

English

ISBN: 9789462701717
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FISH STORY ALLAN SEKULA

Fish Story, 2019 (reedition)
Texts by Allan Sekula

Ed. Richter Verlag

204 pages

English

ISBN: 9783933807656
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PHOTOGRAPHY AGAINST THE GRAIN

Essays and Photo Works 1973-1983

Allan Sekula

Allan Sekula Photography Against the Grain - Essays and photo works, 1973-1983, 2016
Texts by Allan Sekula

Ed. Mack Michael

250 pages

English

ISBN: 9781910164495
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écrits d'artistes

Ecrits
sur la photographie

Allan Sekula

Beaux-Arts de Paris éditions
el L O B Cuilluiie

Ecrits sur la photographie - Allan Sekula, 2013
Texts by Allan Sekula

Ed. Paris Musées/Livres Bercy Expo

128 pages

French

ISBN: 978-2840563730

MlCHEL RElN PARIS/BRUSSELS
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Allan Sekula, 2012

Texts by Allan Sekula, Marie Muracciole, Ali Akay
Ed. AKBANK Art Center

110 pages

English/Turkish
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- Allan Sekula
IP Libération
*mj November D&™, 2019

ALLAN SEKULA

CULTURE

PARIS. OBJECTIF PHOTOS

Par Clémentine Mercier
— ! novembre 2015 a 20001

Petites expos en uilie

Galeries et institutions se parent aussi de photographies. Si Smith est a la
galerie les Filles du Calvaire (75003), on retrouve feu Allan Sekula a la
galerie Michel Rein (75003) avec une de ses premiéres séries montrant
des travailleurs californiens quittant une usine aéronautique a la fin de
leur service, en référence aux fréres Lumiére. Au Geethe Institut de Paris,
la jeune garde allemande vient s'exposer autour de l'idée de frontiéres
(qu'elles soient physiques, géographiques, politiques, conceptuelles),
avec les ceuvres des étudiants post-diplome de Heidi Specker, prof a la
Hochschule fiir Grafik und Buchkunst (HGB) de Leipzig. Celles de
Hanna Stiegeler s'intéressent aux frontiéres entre sphéres publique et
privée, autodétermination et fonction a travers les corps de femmes
enceintes. La galerie Miranda (75010) et la galerie Michael Hoppen
(Londres) s’associent pour montrer «Corps formels» avec les tirages noir
et blanc de Fernand Fonssagrives, premier mari du mannequin Lisa
Fonssagrives devenue femme d’'Irving Penn, et les mises en scéne sexy de
Noé Sendas.
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THE Allan Sekula
N EW YOHKER The New Yorker
July 17, 2018

by Johanna Fateman

ART

Allan Sekula

This influential L.A.-based photographer, critic, and educator
died in 2013, at the age of sixty-two, but his Marxist sensibility
feels attuned to the present moment—art for the age of the
Squad. Among the earliest pieces on view in this career-spanning
show is “This Ain’t China,” from 1974, which documents a group
of pizzeria employees (Sekula included) as they consider going on
strike. The piece juxtaposes a textbook management diagram with
black-and-white photos of the workers in a cramped kitchen,
with the fruits of their labor (a pepperoni pizza, a basket of fries)
appearing in color, like ads. Sekula was committed to making
self-implicating art, keenly aware of photography’s role in both
defining and challenging the social order. The images in “Dead
Letter Office,” from 1996-97—of the Republican National
Convention, a Tijuana coffin factory, and a ship impounded for
smuggling immigrants—lay out complex and disturbing
connections. His sombre slide sequence “Waiting for Tear Gas
[white globe to black],” from 1999-2000, which was shot from
the crowd during anti-W.T.O. protests in Seattle, is an elegant

testament to the rigor of his still searing critique.

— Johanna Fateman
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Hot in Cleveland: Front International Triennial
Kicks Off in Ohio with Promising First Edition

A.K BURNS, ALLAN SEKULA

Opening night at the Front International: Cleveland Triennial for Contemporary Art.
ALEX GHEENBERGER/ARTNEWS

In 1982, when she was an undergraduate student studying in Wisconsin, Michelle Grabner drove for the first
time from the Milwaukee to New York. Cleveland lies halfway between Milwaukee and the Big Apple, and she
can still recall how she felt when she stopped there to visit the Cleveland Museum of Art. She was instantly
bowled over by the institution’s Marcel Breuer-designed building, and still today she feels a connection to it.

“I always felt like I knew Cleveland, like I had a relationship with the city,” Grabner told me outside the
museum last week. She was in town to inaugurate the first Front International: Cleveland Triennial for
Contemporary Art, which she curated. Its organizers hope the show becomes a regular stop on the art calendar,
a zeitgeist-channeling affair like the biennales of Berlin and Venice, though as not a few people have remarked,
its location is off the radar of the globetrotting jet set. Grabner was not phased by that.

“I really believe in the Midwest, especially now, as these regions and cities are becoming more hospitable to
artists,” Grabner, a Wisconsin native, said. “Centers are important—they circulate ideas, they circulate work—
but maybe [cities like Cleveland] are important places for making work and for having ideas that then go to the
centers. These cities are starting to thrive. I think they’re the future.”
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Grabner’s positivity was inescapable at the triennial’s opening last week, which had attracted people from across
the nation. It had the energy of a major event. Scattered across Cleveland, Akron, and Oberlin were works by
more than 110 artists, at venues both large and small, from the Museum of Contemporary Art Cleveland and
the Akron Art Museum to unconventional spaces, like the front yard of a church in Cleveland’s Glenville

neighborhood, an historic steamship docked in Lake Erie, and, naturally, the city’s famed Rock & Roll Hall of
Fame.

;“-‘ﬁ—'ﬂ'

The fate artist Allan Sekula's nearly-three-hour film The Lottery of the Sea (2008) is being shown in its entirety in the steamship William G.
Masathar, naar the Craat Lakas Scianca Cantar

ALEX GREENBERGER/ARTNEWS

“The hope is that people just bump into this art and get intrigued,” Fred Bidwell, the triennial’s CEQ, said the
morning after the first preview day, at Transformer Station, an art space that he and his wife, Laura, run in
Cleveland’s gentrifying Ohio City neighborhood. He explained that he'd modeled the Front International on
Documenta, the quinquennial based in Kassel, Germany, and that the triennial’s budget was around $5 million,
a fraction of the more than $40 million allocated to the 2017 edition of that quinquennial, but a full $1 million
more than the most recent edition of the Prospect New Orleans triennial had.

Front's list of contributing artists has helped build its cachet—included in the show are Candice Breitz's Love
Story (2016), a critically lauded seven-screen video installation about forced emigration that also appeared in
South Africa’s pavilion at last year’s Venice Biennale, and Gerard Byrne’s In Our Time (2017), a piece about a
radio station that debuted at the 2017 edition of Skupltur Projekte Miinster. Many of the works were newly

commissioned or reformulated for the triennial, however, and most had something to do with local history.
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Grabner's positivity was inescapable ar the triennial’s opening last week, which had attracted people from across
the nation. It had the energy of a major event. Scattered across Cleveland, Akron, and Oberlin were works by
more than 110 artists, at venues both large and small, from the Museum of Contemporary Art Cleveland and
the Akron Art Museum to unconventional spaces, like the front yard of a church in Cleveland’s Glenville
neighborhood, an historic steamship docked in Lake Erie, and, naturally, the city’s famed Rock & Roll Hall of

Fame.

Dawoud Bey, Night Coming Tenderly, Black, 2017, at St. John’s Church.
COURTESY THE ARTIST, RENA BRANSTEN GALLERY, AND STEPHEN DAITER GALLERY/FIELD STUDIO

One of the most-discussed works during the opening festivities was Dawoud Bey’s elegant photo installation
Night Coming Tenderly, Rlack (2017), which was on view a few minntes from Ridwell's Transformer Ststion, at
3t. Johns Episcopal Church. Above the churchs pews hang a set of dark black images of branches, trees, and
fences. They refer to the history of the Underground Railroad, which had stops in Cleveland and Hudson,
Ohio, where Bey took these pictures. But they are not documentary photographs, Bey cautioned. “T dido't want
to do a documentary projeet, just document Underground Railroad sitcs  that kind of work has alrcady been
done,” he said. “I wanted to make . , . something thatwould be a reimagining of that history.” In doing the
project, Rﬂy saicd he was “trying to imagine the experience of navigating these spaces arul muk‘ng phnfngruphs
that were analogics to that cxpericnce, and also printing them to give a sensc of this movement under cover of
darkness through the landscape.”
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Other works took the form of dramatic gestures, whether large-scale sculpture or ambitious conceptualism.
Tony Tasset, who was born in Cincinnati, unveiled a 20-foot-tall sculpture titled Judys Hand Pavilion—a
metallic-looking, gargantuan version of his wife's hand—in a plaza outside MOCA. “She thought it could've
used a little moisturizer,” Tasset said of his wife’s reaction to the piece as people took selfies beneath the
sculpture’s mega-sized palm. At the organization Spaces, for a project called 4 Color Removed, Michael
Rakowitz attempted to remove from Cleveland all orange objects, which the Chicago-based artist, citing
various writings by color theorists, believes are associated with safety. And at the city’s public library, Yinka
Shonibare MBE debuted The American Library, a shelf filled with more than 6,000 colorful tomes, each of
them dedicated to an immigrant or a person whod spoken out against immigrants.
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A. K. Burns, The Dispossessed, 2018, at Transformer Station.
ALEX GREENBERGER/ARTNEWS

Outside Transformer Station, A. K. Burns debuted the sculpture The Dispossessed, a pair of fences that look as
though they were crushed by heavy machinery. Standing next to her sculpture, Burns explained that she was
fascinated by fences she spotted throughout Ohio City, which she said “appear around construction sites and
empty lots, as markers of ongoing gentrification.” She thought that the fences could be metaphors for borders,
and she wanted to break them down. “I got so frustrated, and I was like, ‘Ah, T want to crumple these fences!””
she said. With a laugh, she added, “Youd think it would be more fun. It’s actually not easy to crush the fence.”
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At the the apartment-sized installation Let It Bee Ark Hive, which is open by appointment, Julie Ezelle
Patton paid homage to her artist-mother, Virgie, through what she called “a living and breathing historical
Glenville sanctuary.” In the apartment space she intermingled her own art and that of her mother, who died in

2015. Figurative canvases by Patton’s mother were assembled in clusters in bathrooms, closets, and living

rooms, and these pictures—self-portraits, pictures of flowers against stark backgrounds, and more—conjured

the ghosts of the neighborhood’s past for present-day audiences.

Local narratives were threaded throughout the triennial, thanks to Grabner placing an emphasis on showing
Midwestern artists, and at the Cleveland Institute of Art, she organized the exhibition “The Great Lakes

Research,” a group show featuring 21 artists from Milwaukee, Chicago, Toronto, Detroit, Cleveland, and other

cities with whom she had personally conducted studio visits. On opening night, the exhibition was packed.

The festivities continued a few blocks away at
MOCA, where a celebration was held for VIPs.
Amid mini-exhibitions by Josh Kline, Martine
Syms, and Johnny Coleman, curators and artists
milled about, snapping Instagrams and donning
3-D glasses to watch Cyprien Gaillard’s

film Nightlife (2015), which recently screened at
Gladstone Gallery in New York. The Institute of
Contemporary Art, Boston chief curator Eva
Respini, ArtPrize artistic director Kevin Buist,
and SculptureCenter director Mary Ceruti were

among the attendees.

Amid the opening proceedings, some could also
be found trying out Lin Ke's piece Here and
Now, an augmented reality work that can be
accessed by downloading the app LayAr and
holding one’s phone up to prints mounted on
MOCA’s walls to view videos by the Chinese
artist. (Getting phones to register the codes
needed to access the piece proved to be a
challenge. Many visitors had to fumble around
for a few minutes before they could get the
videos to start.) One shows a series of computers
being opened by an unseen user who mouses over
cach one—they are titled after things like the
universe and various planets, and get smaller and
smaller in their scale, until they culminate in the
artist’s mind. For Ke, who lived in Cleveland
while preparing for the triennial, the project is
about adjusting to a new culture. “When you
leave a place and go to a new city, you always

need to learn a local language,” he told me via email.

That is perhaps important advice for out~of-town visitors to Front as well. “T had to invite artists to a place that

some of them had never heard of before,” Grabner said. “Some of them had a misunderstanding of what's

happening here, so I really had to work hard and be a promoter.” Bidwell began the fundraising process for the

2021 edition of the triennial during the opening weekend, and before too long a new artistic director will have

the job of proselytizing for Cleveland. “If this triennial is successful,” Grabner said, “the future can only be

more interesting.”

Copyright 2018, Art Media ARTNEWS, llc. 110 Greene Street, 2nd FL, New York, N.Y. 10012, All rights reserved.
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Allan Sekula
Art Agenda
July 28", 2017
by Travis Dielh

Allan Sekula, Middle Passage, chapter 3, Fish Story, 1994. @ Allan Sekula, Photo by The Estate of Allan Sekula, 1994.

Spaces—Containers

Spaces is a feature of art-agenda that pro-
poses a thematic examination of exhibition
spaces based on the analysis of their physical
and spatial configurations. Every two months,
art-agenda publishes a new reflection on gal-
leries’ architecture, identity, and relation with
their historical and geographical context. The
latest instalment of Spaces considers the his-
tory of displaying contemporary art in shipping
containers.

In August 2016, as global logistics firms slum-
ped toward overcapacity, South Korean ship-
ping giant Hanjin went conspicuously belly up.
Over 80 of their cargo ships were suddenly
turned away from ports around the world, while
hundreds of multinational crew faced the fur-
ther problem of securing either safe repatria-
tion or another job. It was disaster for Hanjin,
but a lucky break for Vancouver's Access

Gallery: among the sailors on a Hanjin carrier
drifting beyond Tokyo was an artist, Rebecca
Moss, whose "Twenty-Three Days at Sea”
travelling artist residency stretched to a tense
twenty-five. Suddenly, the obscure transit over
distant ocean—what Allan Sekula calls the
“forgotten space"—was making headlines in a
way that an art project rarely does.

Hanjin bowed out just 60 years after Mal-

com McLean, a truck driver-turned-logistics
capitalist, patented the 33-foot precursor

to today's standardized 40-foot container.
Thanks to containerized shipping, irregular
goods became regularized "flows"—timetables,
tonnages, coordinates, and costs(1)—and

the calculus of global trade achieved truly
incomprehensible scale. This smooth logisti-
cal abstraction, by which we can forget that
most goods still travel by ship, is coupled,
dramatically, with the visual abstraction of the
container—rack after rack of colorful, branded
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boxes, contents unknown; a found minimalism,
a volumetric neo-geo. If these former logisti-
cal concerns are perhaps better understood
by non-art specialists, this latter aesthetic
dimension gives art an in. Indeed, the art world
has been infatuated by cargo containers since
the early aughts—not only using them for the
setting of residencies like "Twenty-Three Days
at Sea" and the aptly named Container Artist
Residency, but employing them as art fair
booths, mobile galleries, and sculpture mate-
rials. Yet as with the extent of global shipping
itself, a kind of inbuilt invisibility lubricates the
system. The art-world ubiquity of the standard
shipping container goes largely unremarked—
until something goes wrong.

Moss, part seafaring laborer, part a containe-
rized good herself, became an accidental sym-
bol of a globalized art industry operating with
little oversight under its own flags of conve-
nience. Meanwhile, the art market hurries art
objects toward an ultimate commodification.
Today even a very famous painting might be
bought sight unseen and immediately parked
in a container at a freeport in Switzerland,
sometimes to change hands again without
changing location. Sekula memorably calls the
cargo container the “very emblem of capitalist

disavowal";(2]) the opaque box, indifferent to its

contents, sheers goods from their specificity
and abstracts the labor of their production and
transport. Art "appreciates” in purely financial
terms; it is not appreciated.(3)

As Picassos languish in Geneva, the next

hot buys are on view at the fairs—sometimes
already containerized. Art Basel Miami Beach
inaugurated the trend in 2002, in its first edi-
tion, with the Art Positions program, a selec-
tion of "cutting-edge” galleries housed in an
off-site block of "shipping containers conver-
ted to public art spaces by avant-garde archi-
tects."(4) The segment was billed as an op-
portunity for galleries who couldn't afford true
booths to nonetheless have a shot with Art

M |CH EL REl N PARIS/BRUSSELS

2. Rebecca Moss, International Waters, 2017.

5. Allan Sekula, Middle Passage, chapter 3, Fish Story, 1994.

7. View of Alexandra Bowers's "Onloaded 2," Hot Box Shipping
Container Gallery, Phoenix, 2015.
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Basel clientele. Turning steel boxes into white
cubes is both practically and conceptually
convenient—a mark of global motility to signal
the transactional ease of a global fair. Fittingly,
the project was initially sponsored by Danzas,
once the fair's official logistics partner.

The containerized gallery isn't a destination

so much as a vehicle. The shipping container,
for art and otherwise, is a logistical solution—
readymade, modular, cheap, deployable, and
revocable. At Documenta 14 in Kassel, when
organizers needed a ground-level entrance for
art displayed in a disused underground train
station, they topped the old stairwell with a
container. ("The lower level suggests a point of
transit," read the press materials, "in this case,
of artworks that have perhaps just arrived or
are about to depart.") Elsewhere, as with Art
Positions, the container offers flexible access
to the more staid, brick-and-mortar nodes of
commerce. The Hot Box container gallery pro-
ject in Phoenix, for instance, opened on gal-
lery row in 2016. In New York, the DiVA Video
Art Fair (2005-2008) included DiVA Streets,

a handful of containers placed in "strategic
areas of Chelsea."(5) Nearby, the Photoville fair,
annual since 2011, stacked containers into a
dockside display of documentary media—if not
of globalization itself, then of images of globa-
lized society.

As the shipping container's novelty has worn
thin, the desires it formalizes have grown plain.
From 2005-2012, ContainerArt, a defunct
worldwide container-based exhibition project,
visited Edmonton, Vancouver, and a series of
Italian port cities. The organizers envisioned
"empty containers ambling around the world,
filling with beauty wherever they stop."(6) Such
a modular anymuseumwhatever—space without
location and transaction without movement—is
nothing less than the abstract endgame of
logistics.

M |CHEL REl N PARIS/BRUSSELS

In the container, this symbolic "immateriality”
remains welded to an irrevocable structure.
From Photoville on the harbor to Chelsea's gen-
trified warehouses, containerized art marks the
overlap between global art and global shipping,
as both make landfall in the same post-indus-
trial districts. In Chelsea, for instance—histo-
rically the meatpacking district, all docks and
warehouses—the High Line that terminates at
Renzo Piano’'s Whitney Museum once carried
containers. When Daly Genik (now Kevin Daly
Architects) turned an old aircraft factory into
the south campus of Pasadena's ArtCenter
College of Design in 2004, at the height of the
container craze, they couldn't resist a post-
industrial flourish: jammed into the ground at
crystalline angles near the west entrance are
five whitewashed containers. What was meant
as a kind of local specificity (the port of L.A. is
among North America's largest] is not so local
or specific (one container port looks much like
the next). More durable is the signal to stu-
dents that global commodities are still desig-
ned and packaged within.

The "abstract,” even classically minimalist
format of the container remains irresistible to
urban designers. Even where no vacant wa-
rehouse or factory exists, a container or two
might provide new construction with a disloca-
ted post-industrial chic. The typology expands
from galleries to their accoutrements—coffee
kiosks, bars, shops—and, inevitably, to housing.
(7) As with other artistic uses of post-indus-
trial space, practical measures (cheapness,
availability) have become an aesthetic: the
cultured taste that reimagines greasy facto-
ries as sun-filled lofts now sees airless boxes
as efficient homes. It's worth underscoring
how these latter-day, trendy developments are
entirely voluntary. When Rob Rhinehart, foun-
der and CEQ of tech-minded meal replacement
brand Soylent, attempted to live in a bright red
container airlifted to a hilltop in L.A's Lincoln
Heights, he did so in the luxury of choice. Like
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11. View of ContainerArt, Vancouver, 2013-2014.
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a cruel parody of international modernism, the
L(O-foot unit had been punched with panora-
mic windows, and contained little besides a
bed. Inside and outside indeed blurred, as this
particular experiment in sustainable living was
quickly abandoned to blight.(8)

The container is both surface and volume—the
emblem of capitalist disavowal, and a box

for that which is disavowed. For those in the
developed world who don't load and unload
goods for a living, the inside provides a hard
steel thrill akin to a tour on a decommissioned
battleship, where most of the moving parts
have been painted frozen. This groomed no-
velty masks a violent utility. Where a container
gallery or booth might offer access to richer
markets, identical containers serve to smuggle
human cargo desperate for more basic op-
portunities.(?) Sekula's Fish Story (1996), the
definitive essay on the subject, includes se-
veral photographs of waterfront vendors who
sell snacks to container-port workers by day
and sleep inside beached containers. This is a
living experiment, too; but it is not sustainable.
In this light, civic proposals to use containers
to house the homeless, detain refugees,(10)
or even fast-track a retirement home have the
tang of schemes to store undesirables out of
sight. As Stefano Harney and Fred Moten re-
mind us, logistics is inherently anti-subjective,
and the shipping container a relentlessly anti-
human object.(11)

Yet in this, too, the container's sheer "neutral”
materiality might broker denial. Art's adoption
of the shipping container expresses honesty
and cynicism: art is a business, art/artists
are commodities, so why not inhabit the bare
symbol of logistical abstraction? Perhaps this
much is old news. And perhaps, where we're
attuned to globalization's considerable human
cost, we remain in thrall to the container’'s
power to abstract the most uncomfortable
congruencies into a 40-foot block of forgotten
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space.

(1) Even so, Stefano Harney and Fred Moten write in
The Undercommons that the fledgling logistics of mid-
century owed its success to the adoption of the ship-
ping container by the U.S. military: "Containerization
was failing as a business innovation until the American
government used containers to try to supply its troops
in South East Asia with enough weapons, booze, and
drugs to keep them from killing their own officers, to
keep a war going that could not be won strategically.”
Stefano Harney and Fred Moten, "Fantasy in the Hold,"
The Undercommons (Wivenhoe: Minor Compositions,
2013, 89.

(2) Allan Sekula, in conversation with Debra Risberg,
“Imaginary Economies,” Dismal Science (Normal: Illinois
State University, 1999), 248.

(3) See Graham Bowley and Doreen Carvajal, "One of
the World's Greatest Art Collections Hides Behind This
Fence," The New York Times, May 28, 2016, https://
www.nytimes.com/2016/05/29/arts/design/one-of-
the-worlds-greatest-art-collections-hides-behind-
this-fence.html.

(4] See the description of Art Positions on the Art
Basel Miami Beach 2002 website, archived at https://
web.archive.org/web/20021105113856/http://www.
artbasel.com:80/miami_beach/key_facts/index.htmL.

M |CH EL REl N PARIS/BRUSSELS

(5) See the DiVA Fair website, archived at https://web.
archive.org/web/20070227020243/http://www.diva-
faircom/ny_07/diva.html.

(6] http://www.containerart.org.

(7) See Fiona Shipwright, "Here's Johnny... A Contai-
ner Village for Students in Berlin," uncube blog, Sep-
tember 23, 2015, http://www.uncubemagazine.com/
blog/15970711. See also the architect Peter DeMaria,
famous for his "cargo container based buildings™
http://demariadesign.com/2/.

(8) See Rory Caroll, "Soylent CEQ's shipping container
home is a ‘middle finger' to LA, locals say," The Guar-
dian, July 27, 2016, https://www.theguardian.com/
us-news/2016/jul/27/soylent-ceo-rob-rhinehart-ship-
ping-container-home-la.

(9) See Aidan Lewis, "Bodies of 27 migrants recove-
red in west Libya, 13 in shipping container,” Reuters,
February 23, 2017, http://uk.reuters.com/article/uk-
europe-migrants-libya-idUKKBN16225U.

(10) See Patrick Wintour, "Hungary to detain all asy-
lum seekers in container camps,” The Guardian, March
7,2017, https://www.theguardian.com/world/2017/
mar/07/-hungary-to-detain-all-asylum-seekers-in-
container-camps.

(11) See Harney and Moten, "Fantasy in the Hold."

Travis Diehl lives in Los Angeles. He is a recipient of
the Creative Capital/Andy Warhol Foundation Arts
Writers Grant.

10. View of Photoville, New York, 2015



ALLAN SEKULA

BIOGRAPHY EXHIBITIONS ARTWORKS PUBLICATIONS PRESS

Z'Orient

LE JOUR

M |CH EL REl N PARIS/BRUSSELS

Allan Sekula
L'Orient-Le-Jour
July 11, 2017
by Gilles Khoury

Allan Sekula, une ceuvre-gage et engagee
au Beirut Art Center

Parcours commenté par Marie Muracciole des ceuvres-manifestes de ce photographe conceptuel, réalisateur et théoricien, attaché a
I'univers marin, au monde du travail et au mouvement altermondialiste.

Gilles KHOURY

Ily a, dans la vie et lceuvre d’Allan
Sekula, dont une rétrospective re-
marquablement bien ficelée occupe
les locaux du Beirut Art Center
jusquau 29 septembre, une photo
cruciale. Pas une «belle » photo, au
sens le plus universel du terme, ni
un cliché emblématique du travail
de ce photographe américain dont
Tempreinte a évolué vers une esthé-
tique plus revéche et moins estom-
pée. Juste la vision embrouillée, assez
brumeuse, de son pere se déplagant
dans leur maison de San Pedro en
Californie. La silhouette de Thomme
cravaté et dont la téte a été coupée
du cadrage est griffée d’'un meuble
assez mastoc qui semble presque la
dévorer. On ne le voit presque pas.
Ce qulon discerne, en revanche, cest
le presque fantdme d'un récent cho-
meur qui réde comme une dme en
peine dans cet espace calfeutré. Si
cette image est déterminante, cest
parce que la situation qui la sous-

tend (la perte demploi du pére) est
celle qui balisera les premiers pas et
intéréts artistiques de Sekula. Elle
fait partie de la section sur laquelle
souvre cette exposition et qui re-
groupe des éléments de la série « Ae-
rospace Folktales » a travers laquelle
I'Américain place sous le microscope
de son objectif la situation bancale
que subit sa famille.

Narration et mise en scéne

arie Muracciole, directrice du
BAC et curatrice de lexposition,
commente cette premiére tranche de
T'eeuvre d’Allan Sekula : « Ily écrit les
phénomenes qui mettent en place le
monde ot nous vivons aujourd’hui :
Texportation du travail, les progrés du
chomage, la naissance d’'une écono-
mie de la spéculation financiére pour
remplacer celle de la production et
les disparités du monde global qui
conduisent aux immenses mouve-
ment de migration actuels.» Imbi-
bée de I'impulsion de John Baldes-
sari, sa pratique photographique se
greffe spontanément sur le genre de

Iépoque, a savoir la performance. Les
clichés servent alors a documenter les
actions artistico-politiques. Clest le
cas du slide show Untitled Sequence 1
qui se ralentit jusqu’a l'arrét, avec les
tirages du méme titre, et ot Sekula
documente la sortie
d’une usine améri-
caine. Ainsi, 1 la fois,
il (s")interroge (sur)
le monde du travail
et soigne la narra-
tion,  pareillement
a California  Series
qui rassemble des
scénarios mi-grivois

Cétait 'homme le
plus distrait et le
plus cool possible,
mais son travail &%
prouve quil était

visite de la lecture attentive des do-
cuments procurés par le BAC et des
projections filmées (Zalk Given by
Fred Lux et The Lottery Of The Sea)
va sopérer un va-et-vient, non seu-
lement entre les différents médiums
proposés mais entre
plusieurs ~ registres
a priori antithé-
tiques, tels que le
noir & blanc char-
bonneux des picto-
grammes de Schoo/
factory contre
Pintensité iodée des
couleurs de Zitanic’s

et mi-obscurs qu'il extrémement Wake qui sert de ré-
monte de toutes P exion, A travers le
pieces en Californie, precis, presque texte et I'image, sur
coincidant avec une 3 le capitalisme mon-
&re ot Jean-Luc Go- maniaque dialisé et la méta-

dard et Jean-Pierre
Gorin régnent en maitres marxiens
de ce stylisme de l'image.

Critique et esthétique
insi, tout au long de lexposi-
tion — pourvu quon accompagne sa

hore maritime,
illustrée par la « navigation » sur
internet, le film 7ifanic ou le musée
Guggenheim de Bilbao. Mais aussi
sur le photoreportage contre la pho-
to d’art, le documentaire contre la
fiction et, englobant Tensemble, la

critique contre lesthétique. Selon
Marie Muracciole — pour qui cette
rétrospective tenait particulierement
a ceeur car, confie-t-elle, « Allan
était un ami. C¥était Thomme le plus
distrait et le plus cool possible, mais
son travail prouve qu'il était extré-
mement précis, presque maniaque.
Allan était brillant mais pas trés nar-
cissique, la seule chose qui I'intéres-
sait ¢tait de comprendre le monde
en regardant autour de lui, et en
mettant les images en relation entre
elles et avec du texte » —, le fil rouge
de l'euvre de Sekula, longtemps
sous-estimée, est le fait qu'il « dé-
fendait idée que la photographic
est un outil de description insuffi-
sant 2 décrire entierement ce quelle
montre. Son ceuvre revendique la
dépendance de limage a légard de
son contexte. Clest une position
trés forte, trés actuelle et qui oblige
a penser aux évolutions du monde
face a ce que nous voyons. Lac-
tualité de ce travail, cest qu'il nous
fait expérimenter les dichotomies
constantes entre ce que nous voyons

et ce que nous savons », explique-t-
elle. Cette distanciation décapante
que mentionne la curatrice, on la
retrouve notamment sur les deux
volets de Fish Story qui semblent
échafauder l'imaginaire d’une invi-
tation au voyage — qui nlest pas sans
rappeler les accents marins de Vingz
Mille Lieues sous les mers, de Moby
Dick ou d’Oceano Nox — pour mieux
nous faire basculer dans ce que cette
série vise réellement : une dénon-
ciation du capitalisme globalis¢, des
chantiers navals et des chaines de
production qui ont changé le visage
du commerce international.

Nul doute, donc, qua Iimage
d’Europa sur laquelle se referme la
rétrospective, cette photo saisissante
d’un quasi-spectre qui dort dans un
aéroport, sans valise, lceuvre d’Al-
lan Sekula contient encore quelques
messages secrets quon continuera a
décoder avec délectation.

* BEIRUT ART CENTER
Allan Sekula : Photography at work
Jusqu'au 29 septembre 2017

Marie Muracciole : Allan Sekula défendait I'idée que la photographie est un outil de
description insuffisant a décrire entiérement ce qu’elle montre.

Le choix de la curatrice

Marie Muracciole, directrice du Beirut Art Center et curatrice de la rétrospective consacrée
a Allan Sekula, a choisi trois ceuvres qu’elle a commentées pour « L'Orient-Le Jour ».

« Fish Story — Chapter 8 : Dismal Science »,
1989-92

: « School is a Factory », 1978-1980

/' LT o ’-‘: A

Allan Sekula, « Fish Story, Chapter 9 : Walking on
Water », 1989-1995. Projection de slides.
Photo Baris Dogrusoz

De 1989 4 1995, Allan Sekula parcourt le globe
en bateau pour explorer le monde maritime, un
voyage qui donnera naissance 2 un livre et un

cycle de 9 chapitres consacré aux géographies
imaginaires et matérielles du capitalisme avancé.
Fish Story décrit la mer comme le théatre principal
et sous-estimé, car quasi invisible, de I'économie
globalisée. Nous montrons cote a cote, au BAC,
Dismal Science, une série de 80 diapositives sur
V'Angleterre ; Walking on Witer, le chapitre 9, qui

se déroule en Pologne, mais le visiteur peut aussi
consulter le livre, dont les textes sont fabuleux. Le
film Lottery of the Sea, est projeté deux fois par
jour et le 11 septembre, The Forgotten Space sera
présenté au cinéma Métropolis, Achrafieh.

¢ plus

Allan Sekula, « Untitled Slide Sequence », 1972-2011

11 s'agit de la sortie d’une usine d’aéronautique
de la cote ouest des Etats-Unis en 1972. Allan

cux aprés une journée de travail. La séquence
de 25 diapositives, lointain écho de La sortie
de 'usine Lumiére 4 Lyon (filmé en 1895) est
la définition minimum d’un film muet. En
2011, Sekula en réalise une série de tirages
papiers : le mouvement s'est ralenti, arrété.
Entre-temps, beaucoup d’usines ont fermé. La
singularité de ces portraits provient du fait que
les photographies de Sekula ne nous font jamais
oublier la réalité qui les a produites, et quelles ne
Toublient pas non plus. C'est ce qui rend aussi,
lobal son travail tell isi

""\. 1 v

Allan Sekula, « School is a Factory », 1978-1980. 10
photos en noir et blanc. Courtesy FRAC Centre.

¢ Photo Bans Dogrusdz

i Ce récit mis en scéne, un peu comme un
¢ roman-photo, parle des fonctions normatives
Sekula a photographié des gens qui rentrent chez :

de I'école ot I'on apprend a accepter la place
que la société nous accorde. La premiére

: image est un photomontage : sur fond de
i paysage déshumanisé, des mains ’homme
: brandissent une maquette d’école posée sur
: un entonnoir rempli de figurines qui vont
¢ se conformer 2 un programme. L'humour
i est noir et les photographies parlent de la
i résistance des i
: catégories sociales ot ils peuvent disparaitre.
: La photographie est porteuse d’un imaginaire
i collectif, clle est donc bien placée pour nous
¢ apporter une distance critique sur ses effets.

ndividus a leur assimilation a des
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Allan Sekula

Che Columbus Dispatch e

by Peter Tonguette

Family sethacks central focus of ‘Aerospace Folktales’
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Artist Allan Sekula found his earliest inspiration close to home.

A Pennsylvania native who grew up in California, Sekula — who died in 2013 at age 62 — launched his professional career

with the mixed-media work “Aerospace Folktales.”

Using 142 photographs combined with audio and text elements, the ambitious
piece chronicles the trials and tribulations experienced by Sekula’s family —

especially his father, Ignace, and his mother, Evelyn — in the early 1970s.

The work was created in the wake of Ignace losing his job as an aerospace

engineer in the Burbank plant of the Lockheed Corp. (now Lockheed Martin).

It serves as the centerpiece of a larger exhibit of Sekula’s art — “Allan Sekula:
Aerospace Folktales and Other Stories” — on view through July 2 at the

Columbus Museum of Art.

According to curator Drew Sawyer, Sekula (who from 1980 to 1985 taught at

Ohio State University) referred to the work as a “disassembled movie.”

“Cinema and film were important throughout his practice,” Sawyer said.
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The piece might also be said to resemble a dismantled flip book: Running horizontally across the four walls of a museum
gallery is a thin strip of photographs, positioned at eye level. Like frame enlargements from a movie, a particular scene or

activity is frequently depicted throughout the course of several photographs seemingly taken moments apart.

For example, one set of images shows a group of enthusiastic workers (presumably employees of Lockheed) on their own and

then mingling with military brass; another set depicts Ignace in profile, grimacing behind the wheel of a car.

The photographs present a powerful study in contrasts: Ignace was a member of a profession associated with flight and

forward thinking, but his unemployment brought his family crashing to Earth.

By the time the work was completed in 1973, Sawyer said, “His dad had been unemployed for quite some time, so you can see

they’re now living in a small apartment in San Pedro.”

Several photographs show Ignace and Evelyn standing in front of a row of garages in their apartment complex; another group
— prefaced by a “title card” reading, “In the evening, the engineer would write letters and straighten the lamps” — show Ignace

laboring at a small desk barely illuminated by inadequate lamps.
What is he writing? Job applications?

Echoes of Ignace’s former life are found in photographs of model planes hanging from a ceiling and rows upon rows of books;

in one image, the volume “The Effects of Nuclear Weapons” is posed beside editions of “Grimm’s Fairy Tales.”

Playing continuously in the gallery are audio recordings of Sekula interviewing Ignace, Evelyn and a family friend; although

focusing on their voices while scrutinizing the images is difficult, the audio ultimately enriches the piece.

“It becomes deeply personal and very specific,” Sawyer said. “With the images, we might imagine what these individuals sound

like and what they think, but with the audio we really get a chance to know what theyre actually thinking.”

Several of Sekula’s slide-show and video works are also included in the exhibit; the most striking is “Untitled Slide Sequence”

(1972), in which 35-mm slides depict workers and management marching wearily out of an aerospace factory.

More superficial (and dated) is “Reagan Tape,” a video created in 1981 by Sekula and Noel Burch. Footage of Ronald Reagan as
president is juxtaposed with innocuous examples of his work as an actor; even in the clips shown here, however, Reagan

displays his lasting appeal as an actor — presumably not what the creators had in mind.
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Allan Sekula
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March 13", 2017

Getty Institute Acquires Allan Sekula Archive

Los Angeles’s Getty Institute announced that it has acguired the Allan e o -
Sekula papers, ca. 1960-2013, comprising four hundred boxes of
correspondences, illustrations, photographs, notebooks, and research

materials that highlight his practice as an arist, writer, filmmaker, and
critic. The institute is currently processing and cafaloguing the collection.

An American documentary photographer, Sekula was heavily influenced by Conceptual art, postmodemism,
and the history of photography. He often combined modes of photography, cinema, and literature, and
addressed the impact of globalization in his works. Sekula served as a professor at the California Institute of
the Arts from 19285 until his death in 2013. He was a prolific writer, and his essays were featured in a number
of publications, including Artforum. His first book, Photography Against the Grain: Essays and Photo Works
1973-83 (1984), impacted the way in which the documentary function of photography was conceptualized.
Sekula was the recipient of various fellowships from the Guggenheim Foundation, the National Endowment
of the Arts, the Getty Research Institute, and the Deutsche Akademischer Austauschdienst, among others.

In a recent Critics” Pick on artforum.com, Andy Campbell discussed an exhibition of Sekula's works at Los
Angeles’'s Christopher Grimes Gallery. Noting the artist's interests in photographic deconstruction and Marxist
ideas about labor, Campbell writes: "The photographs, like the text, swing wildly between moments of
hilarious hamming and more caustic critique.”



ALLAN SEKULA MICHEL REIN eagis/grusseLs

BIOGRAPHY EXHIBITIONS ARTWORKS PUBLICATIONS PRESS

Allan Sekula
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by Laurie Taylor

Photography Against the Grain

The re-release of Allan Sekula’s seminal book critiquing the bond between capitalism and
representations of material culture

BY LAURIE TAYLOR

Photography has always been characterized by a vacillation between extremes: between subjectivity and

objectivity, truth and artifice, information and aesthetic. More than any other, photography is a medium of
contrasting forces and it was this oppositional nature that so interested the American photographer, writer,
filmmaker and critic Allan Sekula, whose seminal, but long out-of-print collection, Photography Against the

Grain: Essays and Photo Works 1973-1983, has recently been reconstructed and re-issued by MACK.
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Allan Sekula, from the series ‘Aerospace Folktales’, 1973. Courtesy: MACK © Allan Sekula 2016

Originally published in 1984 by an independent art school publisher, Nova Scotia College of Art & Design, the
first edition was unsurprisingly small and sold out quickly. A second edition had always been intended, but
Sekula’s numerous other exhibitions, essays and books (in addition to teaching at California Institute of the
Arts), got in the way and he died in 2013 without ever seeing the re-release of one of one of his most well-

known publications.

An important voice in photography’s postmodern discourse, Sekula combined photography with
conceptualism and Marxist commentary to create his own brand of critically engaged art and writing, much of
which features in this new collection. The book’s first half is devoted to his early written works and included are
texts such as, ‘On the Invention of Photographic Meaning’ (1974) and ‘The Traffic in Photographs’ (1981). The
former compares the styles of social documentarians like Lewis Hine with anti-utilitarian, aesthetes like Alfred
Stieglitz, while the latter concerns itself with the literal traffic of photography’s production, consumption and

circulation - essential reading for anyone interested in photographic history and theory.
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Allan Sekula, from the series ‘School is a Factory’, 1980. Courtesy: MACK © Allan Sekula 2016

Sekula’s early photographic projects make up the book’s second half. The pioneering work, ‘Aerospace
Folktales’ (1973) was the first in which the artist employed his characteristic format of photographic
sequences with accompanying texts. When it was first exhibited at University of California at San Diego, this
‘dismantled film’ included a spoken sound track, 142 photographic prints and a written narrative about the
American aerospace company, Lockheed. However, as reproduced for the page, the original sound track has
been abridged and turned into text and many photographic sequences have been shortened. Other photo
projects such as ‘This Ain"t China: A Photonovel’ (1974) and ‘School is a Factory’ (1980) have suffered similar
fates. Like ‘Aerospace Folktales’, these works were also originally staged as exhibitions and have been modified
in the move from gallery wall to printed publication. Although an introductory note attempts to assure readers
that all original integrity has been maintained, without seeing the exhibitions, it is impossible to know how
these alterations may have affected meaning. Despite this minor criticism, what the photo works do reveal is
Sekula’s interest in photography’s ability to function in ensemble and to be read as narrative. Individual
photographs are often underwhelming - a factory exterior, an engineer working by lamplight, a classroom of
computing students - but when taken together and combined with the explanatory texts, these black and

white images become powerful social critiques on the economic machinations at work in capitalist societies.
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Allan Sekula, from the series ‘School is a Factory’, 1980. Courtesy: MACK © Allan Sekula 2016

Sekula’s photo works do not sit comfortably in photography’s fine art tradition where the sanctity and
aesthetic authority of the singular “fine print’ rule, but nor do they accurately reflect the documentary
tradition where the best photographs speak without words. By presenting individual prints in series and
introducing language into a visual medium, Sekula harnessed the power of oppositional forces and created a

photography that truly moved, as the book’s title suggests, against the grain.

Allan Sekula, Photography Against the Grain: Essays and Photo Works, 1973-1983 is published by MACK

<http://www.mackbooks.co.uk>

Main image courtesy: MACK © Allan Sekula 2016
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"A Fish Story" Tells Tale of Global
Maritime History at NTU CCA Singapore
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Allan Sekula

Hammerhead crane unloading forty-foot containers from Asian ports

Before automotive and air travel, oceans were the major transit infrastructures of the world, fundamental to the
development of modern trade and shipping practices. Photographer, theorist, historian, and critic Allan Sekula
(1951-2013) dedicated his research to the examination and documentation of the maritime world, what he argued
is the “forgotten space” of the contemporary global economy.

Currently on view at NTU CCA Singapore are Sekula’s core works presented in a restrospective exhibition titled
“Fish Story, to be continued.”

The three-part exhibition includes chapters from his ambitious project “Fish Story” (1988-19%3), his video essay
“Lottery of the Sea” (2006), and his last film “The Forgotten Space” (2010) co-directed by American film theorist
Noel Burch. His key project, “Fish Story,” is a five-year passion project that covers topics as diverse as California’s
abandoned harbors and the Atlantic slave trade in an effort to tell the history of the global maritime industry.

The works as a whole aim to combat the maritime world’s reputation of “anachronism and obsolescence,” with
Sekula arguing instead that the maritime industry was fundamental to late modernity. His works document the
rise of the cargo container and how the invention revolutionized the world economy. Using photography, essay, and
video Sekula attempts to reconfigure our visual language of globalization.

The exhibition creates a network of connections between major port cities of the world including New York, Rotter-
dam, and Hong Kong. With its showing in Singapore, another major port city, the maritime history of Southeast Asia
is considered through this thought provoking body of work.
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Allan Sekula

Today

July 4, 2015 - online
By Mayo Martin

Allan Sekula’s ports of call
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SINGAPORE

A still of an empty cargo ship from Allan Sekula and Noel Burch's film...

The late artist and activist Allan
Sekula’s exhibition resonates with
Singapore’s identity as a port city

SINGAPORE - As Singapore marches towards its 50th anniversary celebrations, many art-related showcases
have looked at various facets of the Republic’s identity. Not much, however, has been said of its roots as
a port city. Here, the NTU Centre For Contemporary Art (NTU CCA) Singapore has jumped into the ongoing
conversation, albeit in an indirect way.

While the late American photographer and activist Allan Sekula did not visit Singapore, an exhibition of his
works, collectively called Fish Story, To Be Continued, resonates in the Singaporean context. Sekula, who
passed away in 2013 at 62, had been preoccupied with the global maritime industry and the stories behind
the world’s ports and harbours. The exhibition offers a glimpse into these, comprising selections of photogra-
phs from his five-year project from the late 1980s and early 1990s titled Fish Story, as well as two slightly
more current video works titled Lottery Of The Sea and The Forgotten Space.

Itis anintriguing world, to be sure. In his oldest project Fish Story, which was also published as a book, Sekula
travelled to different ports, including those in Los Angeles, New York, Rotterdam, South Korea and Hong Kong.
The photographs reveal many of these places in various states of decline and abandonment as a result of a
rapidly-changing globalised world.
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Sekula’s photography work —coupled with his critical writings —have been instrumental in highlighting pho-
tography as an important social tool, said Anca Rujoiu, the exhibition’s co-curator along with NTU CCA direc-
tor Ute Meta Bauer. But not, she emphasised, in the direction of photojournalism, which treasured objectivity
and the so-called truths. It was subjectivity of a more progressive kind.

This is seen in Sekula’s gritty portrayal of the maritime industry. While ports and harbours in Asia boomed
thanks to brisk industrialisation, the traditional functions of many of the ports in the Western world di-
sappeared and were replaced by tourism, said Rujoiu. One of the most famous examples was the so-called
Bilbao Effect, where the famous Spanish port city transitioned into a cultural hub thanks to the construction
of the Guggenheim Museum there, which effectively changed its image and identity. In the exhibition, one
photo of a port in Los Angeles also alludes to its transformation into a site where Hollywood movies were
shot.

Elsewhere, Sekula refers to the so-called triangular slave trade route between Europe, Africa and the New
World (aka the Americas), which is still pretty much in use today. “Maritime trade is an important part of
colonial history and, in fact, started it,” said Rujoiu.

There is nothing abstract about Sekula’s interests in the seas — his works highlight the plight of peoples
that have become invisible. For example, in one photograph, a sign in Thai is found in one of the ports in the
United States, a subtle commentary on the global network of workers whose livelihoods are tied to ships.
Elsewhere, this global labour force surfaces, from Filipinos working in ships or as maids in Hong Kong to Ko-
rean labourers working in shipyards. Questions arise, too, of human labour being pushed aside in the name of
progress, with technology taking over the role of workers.

But there are also timely reminders of how this supposedly faceless masses are powerful agents of change:
One part of Fish Story focuses on Poland, where the anti-Communist Solidarity freedom movement had
sprung up in a shipyard — and, its leader (and future Polish President) Lech Walesa had, in fact, been an
electrician working there.

While Singapore’s own port may be less exciting, it is still undoubtedly part of this global network of trade
routes and you can definitely find certain issues in Sekula’s exhibition resonating close to home: Singapore’s
new arts-and-entertainment hub image looks suspiciously like the Bilbao Effect taking place and, in the
broader region, the geopolitical bickering among China, Vietnam, the Philippines and the United States revol-
ving around who controls the seas is, no doubt, related to issues of maritime trade.

You could also say the exhibition has a direct connection to Singapore arts too as Sekula’s original Fish Story
had been exhibited at the prestigious Documenta contemporary art event in 2002, where Singaporean artist
Charles Lim had also exhibited under his collective tsunamii.net. Lim, of course, is one of the few local artists
whose practice expounds on Singapore’s relationship with the sea. This was evident in his work SEA STATE,
which was presented at this year’s Venice Biennale and of which a new version is reportedly coming to NTU
CCA in April next year.

It would certainly have been interesting to see both exhibitions side by side, but in themselves, Sekula’s
works already offer much food for thought. After all, while 90 per cent of the world’s goods reportedly pass
through the world’s seas and oceans (many of which pass through Singapore), these are still fairly uncharted
territories in the public imagination compared to how anything related to the skies easily grabs headlines.

Bauer pointed out that ships would sink frequently and, barring oil spill incidents, such news would barely
cause a ripple in conversations — a stark contrast to the buzz generated by every aeroplane accident. “The

air is favoured over the oceans,” she said.

In this light, Sekula’s fishy tale remains relevant as it brings the unknown to the surface.
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Allan Sekula
AMA Art Media Agency
June 23, 2015 - Online
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Allan Sekula at NTU Centre for Contemporary Art
Singapore

From 3 July until 27 September 2015, the NTU Centre for Contemporary Art Singapore s to host an exhibition
entitled “Fish Story, to be continued”, bringing together a set of important works realised by the American artist,
photographer, theorist, and photography historian, Allan Sekula, to be displayed for the first ime in Southeast Asia.

The exhibition will juxtapose three key parts of Sekula’s artistic project: Fish Story (1788-93), his video Lontery of the
Sea (2006), and his latest film The Forgomen Space (2010), which he co-directed with American film
theoretician Mo#él Burch. These works underline Sekula’s interest in the maritime world, which is, according to him, "a
forgotten space” within the international economy of today. Fish Story, the central project of the exhibition, was
created over a period of five years and blurs the boundaries between academic essay, photography, and socio-
historical research. Its first chapter, Fish Story, depicts travels towards distant foreign ports, with a focus on the
transformation of Californian port areas. The third chapter, Middle Passage, refers to the triangular trade in the
Atlantic Ocean, in which millions of African slaves were shipped to the colonies in the New World. The video Lottery
of the Sea is a geopalitical investigation of contemporary maritime life structured in three travels from Japan,
Panama, and Spain, whilst The Forgoten Space, through a critical investigation of international capitalism,
represents the key players in the international economy, from lorry drivers in Los Angeles, 1o workers in China and
migrant Filipino workers. These two films are part of a larger research project dealing with the international shipping
trade, in which Allan Sekula was involved for the last 20 years of his amistic life.

“Fish Story, to be continued” also includes works from the collections of the Fond Régional d'art contemporain
Bretagne, Rennes; MoMA, New York; and the Thyssen Bornemisza An Contemporary (TBA 21), Vienna, and is to be
completed with a varied programme of events and conferences highlighting the complexities of a world in constant
change, as well as of local and international networks.
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Measured in anxious days and weeks, the slow pace of shipping once
served as a reminder that commodities, although seemingly seli-
generated, are nevertheless the products of labor, including that of
transportation. However, with the advent of containerization, dockside
automarion, and nerwaorked logistics, the figure of the rransportarion
worker is increasingly supplanted by an algorithm—or worse, by a
drone, While these innovations have drven dewn the cost of shipping,
they have also made supply chains more vulnerable ro interruption: It
was ao fluke, for example, that Occupy Cakland demonstrators, when
evicted from their encampment by riot police, retaliated by blockading
the Port of Oakland beside rank-and-file dockworkers, proclaiming the
action the equivalent of a general strike.

This intersection of anticapitalist tactics and thalassic profiteering
was prefigured by artist Allan Sekula, who saw the heavy waffic of the
sea, conveniently overlooked by palading of the “Mew Economy™ of
the 1990, underlying the visible, digital superstructure of e-commerce,
Although Sekula passed away in 2013, his final traveling project, Skip
of Fools, 1999-2010, continues to circle the globe. This body of work
danes o the year when the antist first encountered the Global Mariner,
a onctime cargo ship that had been repurposed by the International
Transpore Workers” Federarion (an umbrella organizarion of maritime
labor unions) as a floating exhibition platform dedicaved ro the history
of modern shipping—and, in parscular, to the industry'’s exploitative
labor condirions. Traveling with the Mariner during several legs of its
twa-year circumnavigation, Sekula mained his camera on the web of
relationships (social, economic, personal, geographic) set in metion by
the vessel, beginning with the crew—a ream of antiglobalization activ-
ists and maritime unionists—and expanding ourward into the dock-
lands of Cyprus, South Africa, California, and bevond,

The iteranon of Ship of Fools shown ar Christopher Grimes Gallery
centered on Sekula's portraits of maritime labor, which continue his
longstanding interrogarion of the conventions of photographic realism,
In the six-photograph sequence Sugar Gang 1=6, 20010, the arrist
tracked a crew of dockworkers as chey hoist a heavy sack of sugar;
these photographs portray a workflow governed not by computer (the
port has not yet been automated], but by a system of hand signals,
shouts, and facial expressions. The gaps in the sequence, as well as the
copious spilled sugar, suggest other kinds of relays (of informarion,
affection, attention, etc.) extraneous to the circulation of capital.
Sekula might have taken his cue from Gustave Courber, whose paint-
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ings of workers—especially his Store Breakers, 1849-530—violated the
genre's indexical code, Aguring the laborer withour figuring the labor.
Likewise for Sekula: Although the title of Crew;, prlos, and Russian
girlfriend (Movorossisk) 1-10, 1999-2010, implies a taxonomic order-
ing of the ship’s staff, each of these porteairs is resolutely singular. Three
waomen séafarers embrace; an elderly worker stands patiently, his hands
slack ar his sides. What emerges from these phorographs is less an
image of labor than a porteair of people who, for reasons enknown,
have contracted 1o perform *under working conditions™ (a phrase that
recars in Sekula’s oeuvre, from his 1973 video Performance Under
Workig Conditrons 1o his retrospecrive of the same title ar the Generali
Foundation in Vienna in 2003),

For Sekula, who grew up within hailing distance of the Port of Los
Anpeles and Long Beach, the sea was a source of interruption and
disappearance; its vectorial openness—to commodity flows, but also
o human carge—is the unacknowledged subject of his magisterial
essay video The Lottery of the Sea, 2006, an excerpr of which was
sereened as part of this exhibition, In one segment of the film, 2 Galician
transport worker, reflecting on the Spanish government'’s mismanage-
ment of an ol spill, admits thar seafarers always have an exit route; *A
sailor always survives. Irs unusual ro see a sailor starve, Because if they
don't gee paid here, they pick up their things and go to South Africa, or
another sea.” This lesson cuts deep: To forget the sea is to ignore capi-
talisen’s brightest lure, its promise of light and fortune-seeking, There
would be no commaodity ferish withour the secrets of circumnavigation;
the shoreline is simultaneously the origin and the destination of cargn
culs. Likewise, to resist under these conditions requires a sailor’s aprirude
for salidarity: Berter a ship of fools than no ship ae all.

—Dariel Marcus

Allan Sokula, Fagar
Gang 1-8, 2040,
8ax Coprinils, sach

AL I
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Le MOCA annonce ses acquisitions de 2013

Le MOCA a annonceé l'acquisition de trente et une ceuvres pour
compléter ses collections permanentes riches de 6.800 travaux
artistiques.

Parmi les dons figurent une édition limitée d'un portfolio de
douze tirages photographiques, dont The Family (2006) de Ma-
rina Abramovic, Untitled (2006) de Shirin Neshat et B-52 Crater
/ Whisper (2006) d'Allan Sekula. Par ailleurs, parmi les achats
du MOCA, il est possible de citer Desire for Zero Gravity, March 7
2012 (2012) de Cai Guo-Qiang ; Representation of a Landscape as
a Wall (2012) de Rodney McMillian et Diet Piece : Moral Kinship
(2013) de Samara Golden.

Ces dons et acquisitions sont issus de l'action du comité des
acquisitions et des collections, ainsi que de celui des photogra-
phies et dessins, mais aussi de dons d'artistes et d'autres dona-
teurs. Plusieurs de ces ceuvres ont été présentées lors d'exposi-
tions recentes au MOCA.
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Allan Sekula

Allan Sekula

1951-2013
BENJAMIN H. D. BUCHLOH

A TOUE UNDERSTANDING of the trages varly foss of Allan
Sckula may emerge only slowly i Amencan culeure, bat
it will steadily expand beyvond the relatively limited
circles in whach his work has unnl now been recognized
He will be celebrirned as aw artse, fuscof all, and as 0
photographer and ane of the most imporeant eriticy,
historians, and theoreticians of photography of the
final decades of the tweatieth ceatury. (His 1986 essay
*The Body and the Archive™ 1s on par with Sieglnied
Kracavers foundatemal “ Dic Phovogrophie,” which,
slthaugh wmeten nesrly vy vears easlier in 3 pee doundly
different cultural comtext, way crucial to Sekula's forma-
tion,) Then, he will be lauded as a filmmaker, for his
extraordinary 2010 documentaty The Forgotten Space,
perhapy his grearess accomplishment, concrived and
produced m collaboration wath Nod Buechy Laatly—and
perhaps most important to ham—he will be remembered
as an activist and public intellecrual.

18 we understand why Sekula’s work had been Largely
sprmnod if oot caclodod, abens up sohis deatdy, by thowe
imtitutions that supposedly represent Amencan viveal
culture {1.c., musenms, altermative spaces, and gallenes),
we have once more comme up agamst the inceeasiogly lim-
ited purview of oar official cultural system—a system that
naay indeed no longer meris the generows impuzation of
“repressive oderance,” 4 termn comed by Herbert Marcuse,
who was one of Sckula’s carly philosophical teachers.
The very criteria of this exchision give us an astonishing
nnght, undersconng the face thar tetal depoliticiranon

appeans to b the prevondition of cultural recugnition
{as Hans Haacke, another hgure formative in Sckula's
oducanion as an artist, could attest). Bertole Beechras a
water in Hollywood i the 19405 and Sekula as an art-
ist in the Amcrican ars world ar the mrn of the twenty

first century might well lend themselves foe comparon.

It ts hardly surprising thas Sekula’s photographic
practxes generiated such an intense hostiliey of indiffes
eoce. After all, obe expenienced a eeciprocal response
from him—cven, or particularly, as a frend—if onc
wak, and remained, deeply artached tos the histories
of pamting and sculprure oc even 1o Conceptoaliss prace
tices that, begmning in the late 1960s, foregroanded the
linguistic status of the work of art. For Schula, the
historical transhsion from painting, scuiprere, and
Conceptualion (6 photograpby a4 3 social prodection
of repeesentanion and crincal reflection was not merely
2 shift of media or genres thar woold eventually replace
painting by adopung s own obsolete means of figura-
vua wnd marranive, Radher, thios cramition defined one
of the most crucial dimensions of his radicality 26 an
artist (i the same manner in which photography as a
deeply annpcronal project in the conzexs of the Sovic
and the Surrealist avant-gardes had once tramformed
advanced crivkeal culyere in the mad-19205)

For ong of his very first works, Gallery Voice
Mantage, 1970, Sckula recorded the commentartics
voised by spectators in front of paintings by Andy
Warbkol; be then played hack these dulogie respomcs,

PASSAGES

throagh speakers imvalied in two white monochrome
canvases, venfying what or whesher anything was actu-
ally popalar in Pop art, Mear Masy, 1972, another carly
work, oo fews crecl i s dlearsighoed analysn of things
10 Cusenve, was 3 performance 10 whach the artist redi-
tribated high-priced seeaks, illicitly acquired from a
supermarket, by throwing them onto the San Diego
Freeway, the moastrous meats inevitably to be flattened
Ly tbe conlbons sercans of wans sunl toanchs, Wit v bave
appwared at the time as an wtterdy implawible mapping
of unrelated elements {LA trafhic and meat consumpnion]
m an enigmatc performance ready now, with forty yeany'

Sekula reminded us that, from the very
beginning, photography had provided
ay many new means ol surnveillance
and seduction as it had representations
of potential agency—if not more.

handsight. as an oncanny neralszation, akerting vs 1o the
doep connection between ecological destruction and
socally enforced compulsive comsumpaion,

Eadly on, Sckula was profoundly knowledgeable
about the photographic practices and debatec of the
19205 and "30+4 (duning which Kracaver had called
photography the “go for broke—t\a bamjie—~game of
histoey ™), whether Farm Secunity Administration doc-
wicrvary ve John HeartheldS photomonragey, the
factographic photography of the Sovict Union or
August Sander’s long-serm prosect Menschen des 20,
Jabrhunderts (People of the Twesticth Centary), 1910-
19504, (Sekula often mentioned Sander and had
planned o devore 2 monographic essay 10 his work,
which now, unfortunately, we will never read.) While
Sckukt was well aware that the cultural upheavals of the
Late 19603 had irrevosably transformed the historical
dialectios at stake in the recovery of this material, the

Lot Alae Senua, Mear Mass (Outalin). $972 eweven Sounn siver 9Ares. Beat on peoer St Ontogapns, axn
eores B9 TR tvne prompaons, e20h 2opeon. 75 0 9T bt 5 u N7 Beiowr Nodt Bunch and Ailan Sehoans,
e Forgotten Space, 2010, S viden, cotie and Dack and wtite. downd. 150 meutes
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artist—like photography’s <ritics and practitioness of
the *20s and *30s=aimed to reinstate the medium's cen-
tradity in critically reflecting and representing the condi-
nons of collective experience in the remnants of the
bourgeois publis sphere,

T such polisical commitments distasced Sckula, as
we have seen, from the Minimalist painters, sculpeors,
and language-based Conceptualists ascendant in the
years of his artistic apprenticeship, no less of a gap
separated ham from those Los Angeles artists such as Ed
Ruerha, John Raldeccari, and Donglac Hoehler wha,
after Warhol's impace, had retumed the photographic
medium to artiatic, if not yet te erincal or political,
reflection. And what distinguished Sekula’s aesthetic
from those of hss now-famous arstic peers in the mid-
to late-1970s moment of post-Conseptual photographs
practices (say, Cindy Sherman’s or Jeff Wall's) was fiest
of all bis desire o revonstroct photography's dualectical
teasion between discursive and documentary dimen-
s30ms, His resolve to resurrese photography s historically
innate refecentiality not only ran counter to all the rules
that had been formulated i the ‘605 by both poststruc-
turalist {¢.g., Roland Barthes) and post-Dochampian
{e.g, Conceptual photography, Pictures) projects but
also broshed “photography against the grain,” the
Bergarmimuan tathe Sekula gave to his first book of writings
and works, pablished in 1984 by the Preas of the Nova
Scotia College of Artand Design.

Caven Sekula’s allsgiance to photography’s inextn-
cable and incscapable referential functions, be they has-
torically overderermined or semiologically or
phennmenalogically groimded, it is uncurpriang that
one of his very first photographic works, Aerospace
Folktules, 1973, comenned labon and the family stouc-
ture, precisely the two most unscceprable spheres of
everyday life i terms of artistic representation—ones
that had been almost phobically avoided throughour
the histary of twenheth-century modemism. After all,

Azat Seacta, Aercepdie Fubiaket

sdetall 2970, W% g ixiutn
ot prens, theee drecir's

CRALrS, N DOURG DNty 40une.
e vanste

what could possibly have been less appealing to the an-
world audience of the 70s—at the very moment of anr’s
seemingly radical detachment from all referential func-
tions {think of Jean Randnllasd s anslysis of the “Boaring
significe” and its Pop are reverberations, for example)—
than an artise eclling us the stocy of his father being lad
off from his job at 2 major mifizaryindustrizl conglomer-
ate n Southern Calsfornia and the resulting farmly crivs:

Referentialicy ieself, Bowever, was always thoaght of
by Sekula in dialectical terms. To reestablish and rene-
gotiate phoengraphy'c hande with material and wncial
reality was both a promase and a plighr, since 2 meant
firae of all to reconieruce photography’s inital projece of
prodecing visual evidence of the socaal processes within
which subjects are formed, molded by class, labor, and
education no less than by lingeistic representations aad
percepeual genses and conventions (endosbeedly one of
the rexsons Sandee remained of partscubar interess to the
armist). Even when Sckula rethoaght photography’s inimal
Promese 10 scrve an a tool, and at times cven a3 3 weapoo,
of emancipation and if-constitution, reclaiming the
agency and activom of socual documentary, he always
counteracted that utopian radicabity with the realist's
pessimism of the mtellect. In his incomparably precise
analyses of what had come of photogeaphy’s originary
Enlightenment claims fwhen writing on Oliver Wendell
Holmes or Edward Staxchen, for cxample), be reminded
us that, from the very beginning, photography bad pro-
¥ided 4s many new means of survarllance and seduction
a3 1t had representations of potential agency—if not
more. Photography, ke language—here was the lesson
Sekuls had kearned from Foucault—wan the very qyxtem
within which subjects are both constitured and sub-
jected 1o nkeubogical control, typically in the servive of
economic exploitation,

Thar insight also scrved as @ nposte 10 Conceptual-
1sim’s linguistic optimism, 2 countermose in which
Sekuls restituted material and social visuality to armstc

production and rrpresentation; har rather than sell off
Large-scale photograph as quaint and compensatory
pictorial stoeicy, be imbnend cven photogeaphy’s pre-
carious status with that of the dispositif, the mechasisme
of ideological control, in s mode of critxal &if-refloction
on which was founded his imitially unkkely but increas-
ingly decp friendship with the ste Michael Asher, whom
we lost not even a year before Sekala’s departure,

Bur despite his relentless seli-questioning, Sekula’s
optinirm of the will remained troe to hie initial strategies,
focusing on repeesentations of labor and the labor of rep-
recntaton (with ropect 1o the social collective as musd
25 1o his own role and place as an armist) as one of his
central subjects, in which precaniows seif constiturion and
enforced alienation are always dialectically at work, It
seems that Sekula had understood early on that simalated
détonrmement and the hliss and mess of free-flnating sip-
nfiers had had their historscal play and had oss the game;
thercfore, be refused to follow the directions that aco-
Iiberal capatalism gave to its cultural producers, Rather,
he focused inceeasingly on the conditions of production
under globalization, mostly concealed from, or dis-
avowed by, those who enjoy the comforts of Westernized
concmptina. Sekula and Rurch's chef d'oenvre, The
Forgotten Space, reestablishes solidanty with those con-
demned to cxteense forms of globalized alicnated labog
3 solidanity that documentary film and phocography had
always attempeed to sustain, Bt it also irreversibiy dis-
mantles the delusions that artistic practices can still cred-
ibly claim to provide brsef moments of compensatory
meprieve or even amocement, ler alone percapeial o cnp-
nitive enlsghtenment, unlkess they themselves engage the
sctual complesaty with which idcological deception oper
ates in the present and dec ct capital’s monodith
myths with the attentson to concext and detal pecessary
to provide theoretical and crincal illumination.

One of the fasz, and one of the most striking, photo-
geaphs that T have seen hy Sekula is 2 porteair of his
aging mocher, who died m her early nineties, 2 week
after her son. Again, unthinkable 33 an image or a
reflection in postwar visual (beast of all photographic)
culture, the portrait reminds us of the multple motiva-
nons and tasks of cntical realssm and referennality, ina
history that ranges from Kithe Kollwitz 1o Aleksands
Rodchenko o Rrache and beyond. And it is out of that
neglocted teadition that Sekula's carly commitment to
ferminiym aros, and from which evolved his incrcas
ingly passionate commitment to publicly record and
enticuze the collective indifference toward capitalism'’s
destruction of the environment.

We all owe Allan Sekula immenscly and have 2 great
deal of work to do feditorial, critical, histarical, and
artistic) if we are to honor his spirit and courage and
catend his sctiviee begaciee into the prescni—annd s an
otherwise ever-darkening future of cultural furilities, 0
Allay Schkaks dund om Avpest 102001, 3¢ By yre of sty swn

FOUAMN N N1 SOCHLOH 15 THE Anerw W ugLLon Mortsson
OF MODERN ART AT RSO UNAVERSTY,
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by Edward Dimendberg
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24, “On the Invention of Photographic Meaning”,
“Paparazzo Notes”, and “The Instrumental Image:
Steichen at War”, catalyzed study in the United
States of the political and social implications of
photography and galvanized a generation of art-
ists, teachers, and students.

Appearing in the years following the journal
Afterimage, founded by photographer Nathan
Lyons in 1972, and the 1973 publication by Susan
Sontag of her book “On Photography”, these writ-
ings fused his deep knowledge of earlier modern-
isms (the films of Dziga Vertov and Sergei Eisen-
stein; the photographers of the Weimar German
Neue Sachlichkeit; the writings of Walter Ben-
jamin, Bertolt Brecht, and Roland Barthes; New
Deal era photography and films) into a distinctive
critical voice, at once minutely aware of earlier
histories, yet suffused by a smoldering analytical
rage and a dry humor quite unlike anything else
one could encounter at the time (or frequently
since) when reading about photography.

Pierre Bourdieu suggested that cultural and
intellectual fields be studied as shifting interac-
tions between what he called stances, intellectual
or theoretical belief systems; and positions, the
social or economic capital that accrue to their
proponents. Debates about the aesthetics of
photography appear early in the history of the
medium, yet Allan was among the first to map
such stances in relation to institutional, curato-
rial, and critical positions — the grubby world of
money, museums, galleries, and reputation mak-
ing — and demonstrate how the construction of
art photography as an object entailed a systematic
disavowal of political realities and alternative
practices of image making. When in 1975 art critic
Hilton Kramer published a take-no-prisoners
critique of Artforum in The New York Times, he singled
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out Allan’s article on Steichen for particular
opprobrium.

Allan lived in remarkable times and places
alongside equally remarkable people, beginning
with his childhood in the port town of San Pedro,
California, where he developed his fascination
with the sea and became acquainted with Stan
Weir, a labor activist and blue collar intellectual.
He studied at the University of California, San
Diego, where he received his MFA in 1974, at a
high point in the public higher education system
of the University of California, of which he was a
product. The faculty at UCSD included David and
Eleanor Antin, Newton Harrison, Manny Farber,
Herbert Marcuse, and Arthur Danto. Allan’s
colleagues were the artists Martha Rosler, Fred
Lonidier, and Phel Steinmetz.

Teaching briefly in the Department of Cinema
Studies at New York University, he participated
in the New York art community in the late 1970s
when it still was centered in Soho and the recep-
tion of structuralism and semiotics was in full
swing. While in New York, Allan met Sally Stein,
a photographer and scholar of photography, who
became his collaborator, wife, and most signifi-
cant interlocutor for four decades. From 1980 to
1985, he taught at Ohio State University, where
he met film scholar Noél Burch, with whom he
later would make the film “The Forgotten Space”
(2010). When Allan wore a Ronald Reagan mask
on campus, the university administrators were
not amused, and in 1985 he moved to Los Angeles
and joined the faculty of the California Institute
of the Arts in Valencia, where his colleagues
included John Baldessari, Michael Asher, Hartmut
Bitomsky, Lorraine Wild, James Benning, Thom
Andersen, Thomas Lawson, and Catherine Lord.

The time during the early 198os that Allan
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and Sally spent at the Nova Scotia College of Art
and Design in Halifax, alongside Hans Haacke and
many of the liveliest and most politically engaged
artists and scholars of the period, culminated

in Allan’s 1984 book, “Photography against

the Grain: Essays and Photo Works 1973-1983",
published in the influential Source Materials of
the Contemporary Arts series edited by Benjamin
H. D. Buchloh. Elegantly dissecting the pretense
of the photograph as an objective record and
notions of artistic signature and liberal humanist
reveries of universal communication, the essays
in the book, especially the 1981 “The Traffic in
Photographs”, transformed understandings of
documentary, as his best-known text “The Body
and the Archive” (1986) would later spur research
into photographic documentation of deviance as
an instrument of state power and control.

Allan’s lifelong commitment to Marxist politi-
cal economy (in matters of strategy he leaned
more toward anarchism) was evident in his theo-
retical argumentation that related photography to
the commodity form and in his photo works that
focused upon him and his family, now living in
San Diego, where his father worked as an engi-
neer at a ship plant. The five photo works in the
book, the best known of which are “Aerospace
Folktales” and “This Ain’t China: A Photonovel”,
studied labor and the fabric of everyday life in
Southern California.

They were laboratories in which to explore
relations between texts and images and Allan’s
conception of photographic meaning as con-
text dependent and heavily inflected by verbal
language. Refusing to understand photography
as thoroughly severed from the world, Allan
sought to remake realism, and the interplay of
photographs, captions, narratives, quotations,
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and found graphics in these projects expanded
the connections of any single image to the world,
frequently by introducing references to other
photographs and artworks.

Central to these photo works was the inves-
tigation of sequentiality and temporality. Many
were exhibited in gallery spaces through the use
of dual slide projectors, a strategy that suggests
cinema as a connecting thread throughout Allan’s
work, the medium that perhaps most inspired
his own response to Walter Benjamin’s dictum
to introduce the montage principle into his-
tory. Wary of what he memorably phrased “the
dictatorship of the projector”, Allan made films
whose narrative progression and logic disrupted
expectations and carved out a distinctive space
between the genres of documentary and the essay
film. “Tsukiji”, a 2005 study of the Tokyo Fish
Market, would prefigure two other explorations
in moving images of global maritime space, “The
Lottery of the Sea” (2006) and “The Forgotten
Space” (2010).

Some of Allan’s most memorable images
appeared in his epic 2002 “Fish Story”, whose title
underscores the wry humor and self-deprecating
manner that permeated his work. The cargo
container, a linchpin of the global economy that
he was among the first to document in photogra-
phy and film, was perhaps his greatest trouvaille
as an artist. Simultaneously real in its movements,
yet abstract in its geometric form and solid colors,
it provided a perfect means with which to make
global capital visible. Frank Gehry’s architecture,
in which Allan discerned the apotheosis of a
tendency toward spectacle and deflecting an hon-
est engagement with social, political, and urban
conditions, furnished another key subject matter
for him; one that he and fellow Los Angeles art-
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ists would explore in the 2005 “Facing the Music”
exhibition that he curated in the Cal Arts Redcat
Gallery located in Gehry’s Disney Concert Hall.

I first met Allan and Sally when I moved to
Los Angeles in 1990. Over the next 23 years their
friendship inspired and delighted me. To view a
film or an exhibition with them meant plunging
into an impassioned discussion from which it was
impossible not to learn. Sending Allan an email
about the study by C.L.R. James on “Moby Dick”
and receiving his impassioned recommendation
of it was nearly as much fun as making him a
gift of an obscure book about the seamans’ union
photographed by a member of the Photo League.
His intellectual curiosity and appetite for ideas,
art, and politics were as limitless as his capac-
ity to enjoy life and converse with anyone about
anything.

Attending the recent memorial event for Allan
after his death from gastric-esophageal cancer, I
was struck by the dozens of students, colleagues,
and friends from around the world who spoke
for four and a half hours about his kindness and
the difference he made in their lives and their
art." He had become much more than California
artist and was an active participant in cultural
and political struggles that spanned the globe,
especially admired in Europe, where a network
of collaborators, curators, museums, gallerists,
critics, film festivals, and foundations supported
his work.

Visiting New York in September, I was moved
to see “Fish Story” installed in an exhibition of
recent acquisitions in the Museum of Modern Art.
After years of criticizing the canons of the Depart-
ment of Photography of the Museum, Allan had
finally arrived in the belly of the whale, Jonah in
the inner sanctum of modernism. The receptivity
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of the Museum to a wider range of photography
than at earlier moments in its history, some of
which today includes investigations of labor and
globalization, surely must have pleased Allan as
much as the realization that his own life and work
played a key role in bringing this change about.
EDWARD DIMENDBERG

Note
1 The memorial can be viewed online at: http://new.
livestream.com/calartsofficial /AllanSekula.
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Allan Sekula ve ‘Ballk Hikayest'
Allan Sekula and the ‘Fish Story’

Murat Germen

Allan Sekula’nin “Dismal Science: Part 1. Middle Passage.
Panorama. Mid-Atlantic. Kasim 1993 adli eseri, yolda olmanin
verdigi 6zgurlUk hissi ile kapitalizmin gug ve kontrol sevdasi
arasinda gidip gelen bir ruh halini aktarmak ister gibidir.

Part 1, Middle Passage. Panorama. Mid-Atlantic. November
1993" seems like it is trying to convey a mood alternating
between the feeling of freedom given by being on the road and

passion of power and control found in capitalism.

Baz eserler ik goruste insan aniden etkdeder ve hafizaya gaki kalirlar,
unutmazenz. Son zamaniardaki orumuU bollugunu hesaba katarsak,
hafizalarda gakh katabien mgelerin igarksel veiveya estetik dlzdamierde
basank olduklanm varsayabilrz. Allan Sekuta'nin “Dismal Scence: Part 1.
Middle Passage. Pancrama. Mis-Atlantic, Kasim 1993 adk esen benim
igin béyle br eser, Sanatginin 1988 ve 1984 yillan arasinda New York,

New Jersey, Rotterdam, Los Angeles, Hong Kong, Seul, Barselona,
Gdansk, Glasgow, Londra, Newcastie-upon-Tyne, Pusan, San Diago,
Utsan, Vieracruz, Vigo ve Vargova gibx kentienin endistriyel limaniannda
gergeklestirdigi "Fish Story” baglih gadsma ve aragtirma; bu kentlerin tanhi,
sosyopoltik, estatix va edety baglantitann kiiresel Gigekte kesfetmek Gzere

Caksma kapsamindaki blyuk sergrye dahil ecien bu fotografin, berim tu
dereca igimi gekmesinin iki nedeni oldugunu sanyorum, Birncisi istanbul
Medem'de 2010 yinda agb@en “Yoi" adk sergi (ki yaznin sonuna dogru
kavram metninden alnt yapacagm), dien se su an artlk meveut oimayan
Garanti Galen'de 2005 yinda agtigim “lkon clarak enddstrl; EndUstriyel
estatk” adh sergl. Bu sergi igin Harem'dekd limana girmis, orada fotograf
cekmig, konteyner ydinkannin ve yukleme kolayhd igin aralannda birakilan
bogluklann olusturdugu kent suretinden ok hosianmistim. Burada gektigim
fotodrafian en kesa zamanda sergilemeyi planiamakda birfikte, halen bir esere
denUstinmis degilm fakat herhangi bir yerde konteyner gordigimde
mmmmwnmw Sekula’nin bu

Fotograta tekear bakyorum: Agk deniz ortasinda seyreden bir germ 50z
konusu ve konteynerer hig de karada durdukian gibl "yedesik, saglam”
durmuyoriar, hatta gayet "emanet” bir hallen var. lendeks bulutiar guciu

Some warks influancs you immediatily at first sight and stay impnnted

0n your mamory, you cannot forget about them. Taking the: reoent
abundance of images iNto accourt, we can reckon the images leaving an
indesbla imprint on memaodies a5 succasful ones in tams of content and/
or assthatics. In my opinion, Allan Sekida's work “Dismal Sciance: Part 1
Middie Passage. Panorama. Mid-Atlantic, November 16637 is such a work
for me. The work ard survey titled "Fish Story” conducted by the artis:
betwoen 1988 and 1964 in the industna! harbers of aities such as Naw
York, New Jersey, Rotterdam, Los Angeles, Hang Kong, Seul, Barcelona,
Gaansk, Glasgow. London, Newsastie-upon-Tyne, Pusan, San Dieqo,
Utsan, Veracruz, Vige and Warsaw ams discovering tha historical, socio-
poitical, aesthatical and literary connactions amang these cities on a global
scale.

This photo which has been involved in the big exhitition as part of the
viork has considersbly took my attention, | assume hat there ane two
raasons behind thes. One of tham is 1he exhibition of mine titled “Read”
held at Istanbul Modem in 2010 (| am going 10 include a citation from the
conceptual taxt of the exhibition 1owards the end of this article), and the
othar one is my axhitation titlad “Industry as an oon: Industrial assthetics”
held at Garanti Galery, which does not &xdst any mone, In 2005. | went
into the harbior in Harem for this exhibition, ook phiotos:; | iked the Gity
appeamnce creatad by the buks of contanars and the aisies laft foe

the ease of loading, Whila planning to disply those photos as soon as
posabie, | havan't basn abie to tumn them Into a work yat, Yet, whanever |
encounter a container somewhers, my enthusiasm towards this su generis
workd is tigoered. Thes must have baen ona of the reasons wiiy | feal
exciied when | see this work of Sekaula and make it impeinted on my mind
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br firtinanin habenni vertyor gibiler ve bunun yarattid b 1edirgnix soz I'm ook ol
konusu, "Gemi yuksek dalgalaria karglasesa konteynerier dlger mi, onun the
gemi batar me?” gibi olass sordann yarattds bir telinsizlik hissi the lar loud

S10rm and thare 1S tlensiof

var, Bu sathada Sekula'nin bu ¢caksma ile ne gibi bir kavramsal gergeve
cizdigni anlamaya calismakta fayda var. Cesith maliann, parann, biiginin ve
gucun kiresel dedisimi ve hareketi kapsaminda, Sekula; panoramik deniz
marzaralan, denzcik Ghaz ve tagitlannm yakin plan géruntulen, kargo

kenteyneren, ambartar, yelkenciler va tersane sgllerin kaydetmis. Gelgmig slage, 1 would be benafical to mak: o ! kin
kapitaist dinyanin codrafyalannda siregiden seyahatierde cexiimis bu of a conceptual framework Sekuia constructs through this work. In the

@ of the global exchange and movement of vanous goods

fotografa bakarken “gemi batarsa kapitalizm de batar me?” gibi elegtire! bir
soru gelyor kulagma derinlerdan

Ote vandan, Sekula'nn oiadana bir glizefiems yapmay amagiadd da
stytenebily. Kliresel ekonominin igleyis streci iginde bu yolculuklar natin
saylan gindelik olaylarken, sanatginin bunu bize aktanm bicim, baglam
ve herkese nasip olmayacak kigisel tankhty bunu 6zel, biricik bir ofay
halne getirmeye yetiyor. Olagana glizelleme sahsen ¢ok iigi duydugum

HAIm

ontainers, warel

which wa

25 10 my mind trom atar
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bir yonlenme, bu yuzden sanat¢! beyanimin belli bir b&iumind bu tavir
olusturuyor. Clagana odaxfang, onun aksagelinmis aigisin dodistirerak
yeni bir idrak onermek bu tavnn merkezine oturuyor. Buradan tekrar
endUstriye atlamak gerekirse, sanayi yapsannda bulacad®miz ve anonim
bir boyut tagiyan kendine has makine estetidinin de Sekula'nin ligisini

iGin dasuntyorum. Benzer mecralarda dolagan konstriktivist anlaysgs
bad sa Lawrence Rinder gok isabetli bir sekilde kuruyor: “Hem stilistik

:m de termatk olarak Sekuia'nin slerindea; Sergay Eisenstein’n, Rus
Devrimi esnasinda bahnyedek! ayaklanmay konu edindidy 1525 tanhi
Kiasidi ‘Potemkin Zirhks’ fimindeki dykusel ve sirsel gorselligin yansimasing

gomek olas..”

Sanatgnin kendisi ise islerine dair su sbzleri sarf ediyor: “... Gilles Deleuze;
Amerikah yazar Herman Melviie'in Moby Dick ach romaninda tasvir ettigi
ankamda bir "gemi'nin; ddzen ve dizensizlign, kontrol ve kaosun bulugma
noktas: cldudunu one sirer. Sstemsel olarak bakidiginda, gemi bir
dizen, br kap numunesidr, Goningdbiimsel boyutta ise gem bir labirent,
Urkiituc ber cinnet vesiesl, kiostrofobi, koruk ve boduimads, Ik tahayyl
kaptaninkidir, sonraki de murettebatin, Ancak kaptan da bir insandr ve
kendisi kacsa surtkienmeya mayiliyken, mirattebat da ayaklanarak
mustereken dzerk bir yaprya yiikselime eglimi iGinde olabilr, O halde, gemi
hem kendi iging kapanmis mekanse bir heterotopik uzam, hem de aymn
2amandia denizin sonsuziuguna tesim olmus rekabetgi bir gi¢ araci, b
savas makinesidr.”

1970'lerden bu yana Sekula, belgeci fotografin herhangi bir ideologk ithaf
oimadan gerged yansitiyor oidugu iddiatanna en gok karst ¢ikaniardan
birisi oidu. Post-striktUralist ve post-modemist teorlenn etkisini 9oz
etmeyen fotografg, belgeci fotodrafin mucizevi gergeklik vaadini, “naif
gbranekgiik” clarak adlandird). Fotografin ozindeki anlamin ancak gesitli
sunum ve Kullanem bag@armian gergevesinde degerendiniebiiecegni One
surdl. Gergekgilii gegersiz bir yaxlasim clarak gérdl
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the way 1
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unigue modent, Prasing the ordinary is a tendency in whict
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Cafydas fotografa yon veren mihenk tastanndan birisi olarak
degeriendirebilecedimiz Allan Sakula'min "Dismal Science: Part 1. Micksie
Passage. Panorama. Mid-Atlantic, Kasin 1983" adk eseri gUphesiz ki
turistik bir yolculugu belgelemez. Yoida clmanin verdigi dzglinik hissi

i kapitalizmin gl ve kontrol sevdas arasinda gidip gelen bir ruh halini
aktarmak ister gibidir. Yazy bitiricken, “Yol" sergisi konsept metninden
alinti yaparak sreci daha olumiu bir yare tasimak istiyorum: “Simdiye
kadarki yagammda beni en ¢ok rahatsz eden konulardan bird; insanin

her daim meveut konumunu, yasam bigimini, politik gorisind, ait oldudu
gesitlh gruplan bir makam ve tahakkim arac olarak kufanmast oldu, Azinkk
konumunda olaniann bile, hakh bir micadele sonrasinda gucd ellerine
gegirdiklerdnde, madnur ve bagimsz aznliklar clarak kalmay tercih etmek
yerine, ellerindeki glicle yetinmeyip ¢oguniuk olmay arzuladikianry gérdim
siklikla; insanlann sistemlen ykmak istemederinin tek nedeninin xendi
sisternlenini insa etmek cidugunu gordim hayal kinkidy ile. Badimsz kalmay
tercih eden bireylerin ise asiikde, aksiikle, dik bagléikia suclandign tecribe
ettim. Yolda olmak beni bu yikten, skintidan, cendereden, sinflancinrmadan
kurtanr; bagimsz hissetmenin en etkin, heyecan verici, keyifli, devingen

Yol bize buimay 6gretir ya da buldugumuzu sanddgimzdan kurtutabilmeyl,
Yola gkmadik¢a buima, kurtulma sansimiz daha az olur; hayat!
degistirebilecek rastlantilar ancak yoldayken kargimea gkar, Yoldayken
bulduikdanmizia yola gkmadan once yapdan planlar degisebilir, bu ylzden
de yol ashnda yurirken olusur, Yolunu gdzZiediginiz glkar yolu kegfetmenin
yollanndan biri yola gikenakdir,.,”

Kaynakiar:

- AJan Sekuta, “War Without Bodies,” Artforum, Kasim 1981, 5. 107,
- Hilda van Gelder va dider., "A Debate on Critical Realism Today®, 2006, 8. 125.
- hitps//smmoa.org/programs-and-exhibitions/altan-sekuta-fish-stoey/

- hitpe/Aawwe. wodw.ni/event/alan-ser da-fish-story/

- hitp /v tate.org.u/researchVpubications/tate- papers/production-viev-aiian-
sekulas-fish-story-and- thawing-postmodemism
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attribution, Not ignoring the influence of the post-structuraist and post-
modemist theories, the photographer renamed the miraculous promise
of reality by the decumentarist photography as “naive conventionaism”.
He suggestted that the essential meaning of the photography can only
be evaluated within the frameworks of various presentation and utilisation
contexts, He considered raalism an invalid approach.

Who can be considerad one of the benchmarks of contermparary
photography, Allan Sekula’s work titled “Dismal Science: Part 1. Middie
Passage. Panorama. Mid-Atlantic. November 1993 does not provide
evidence for a touristical journey, undoubtedly. It seems like it is trying

1o convey a mood alternating between the feeling of freedom given by
beaing on the road and passion of power and controt found in capitalism,
While enciing my article, | wouid iike to carry the process into a more
positive status by quoting a passage from the conceptual text of the show
"Road™: "One of the issues that has most disturbed me in my life so far

is people's always using their status, life style, political opinion and the
various groups they belong to as a means of position and domination, I've
often seen that even the ones in the position of mincaty, gaining power
after a rightfud struggle, long for being majority instead of sattling for the
power in thelr hands and prefeming to stay as independent minoritias.

I've been disappointed upon seeing that the reason behind people’s wish
10 demgclish the system is to budd up their own system. |'ve experienced
that people preferming to stay independent have been accused of being
rebellious, il-tempered and stubborn. Being on the road sets me free from
this burden, borediom, pressure, classification; being on the road is the
most active, exciting, jolly, dynamic way of feeling independent...

The road teaches us either 10 find or to get rid of the ones we think we
have found. We have a siighter chance of finding or getting rid of unless wi
take the road; we come across coincidences that will change our kves only
on the road., The plans we make before taking the road can change upon
the ones we find on the road; that's why the road comes into being while
wa're walking ¢n it. One of the ways of discovenng the ‘way out’ you've
been waiting for Is taking the road...”

References:

- Allan Sekula, “War Without Bodies,” Artforum, November 1991, page 107,
- Hida van Gelder eic,, “A Debate on Critical Realism Today”, 2008, page 125,
- https.//smmoa.org/programs-and-exnitdions/alian- sekula-fish-story/
« hitpu/Awvanwe o, ni/avent/slan- sekuta-fssh-story/
- hitpu/Awww tate.og uk/resaarchypubicanionsate-papa s production viow-alian
sekulas-fish-sioey-and-thawing-postmodernism
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Nachruf/ Obituary®

Allan Sekula, 1951 - 2013

von / by Christine Frisinghelli

In der Nacht vom 10, auf den 11. August 2013 ist
der Fotograf, Theoretiker, Fotohistoriker, Es-
sayist und Filmemacher Allan Sckula in Los
Angeles gestorben, Allan Sekula wurde am 15.
Jiinner 1951 in Eric, Pennsylvania, geboren. Er
studierte an der Universitiit San Diego und gra-
duierte dort 1974, Seine fotografische Praxis
entwickelt Sekula in seinen frilhen performati-
ven Arbeiten - »Meat Mass« (1972) und »This
Ain't China. A Photonovel« (1974). Diese Arbei-
ten, wie auch die seiner cigenen Familic, der Ar-
beitslosigkeit seines Vaters und der Rolle seiner
Mutter in der Arbeitsteilung zwischen Mann
und Frau gewidmete Arbeit »Aerospace Folk-
tales« (1973), werden in Form von Bildsequen-
zen, Dia-Projektionen, mit Interviews oder ein-
flihrenden Texten als »extended documentary«
priisentiert. Sckula beschreibt diese Arbeits-
weise oft auch als »disassembled movies«, cine
Form, dic er in seinem kiinstlerischen Werk
weiter entwickeln und iiberzeugend einsetzen
wird.

Die Beziehung zwischen Wort und Bild in
der Form ciner Ausstellungsprisentation und in
Buchform zu bewiltigen, ist cines der wesentli-
chen Merkmale seiner Arbeit; gleichzeitig her-
ausfordernd wie beispiclgebend fiir mehr als
eine Generation von Fotografinnen. »Ein Pro-
blem ist die schwankende Stellung der Fotogra-
fie innerhalb der Spitmoderne, in der sie einen
nicht klar definierten Raum zwischen Malerei,
Literatur und Filmkunst einnimmt. Die Vielfalt
der Prasentationsformen in meiner Arbeit - Ga-
lerie, Lesezimmer, Projektionsraum ~ soll der
Ambiguitit dieser schwankenden institutionel-
len Nicht-Position, vom Markt stiindig in Rich-
tung Malerei gedriingt, Rechnung tragen.«'

Insbesondere Sekulas Hauptwerk der letzten
Jahrzehnte, »Fish Story«, an dem er seit 1988 ar-
beitet und das er 1995 als Ausstellung und Buch
priisentieren wird (und zu dem er mit Camera

Allan Sckula, Dear Bill Gates, 1999, C-print
and letter; letter: 30.5 x 22.8 cm (unframed).”
Courtesy: Christopher Grimes Gallery, Sama
Monica / Michel Rein, Paris,

Austria 1996 cin Symposion konzipiert hat) und
das in zahlreichen Hafenstiadten weltweit in im-
mer neuer, auf den Ot bezogener Anordnung
ausgestellt wird, kann als iiberzeugende Neu-
formulierung sozialdokumentarischer Fotogra-
fic bezeichnet werden. Aus diesem Forschungs-
schwerpunkt Sckulas sind zahireiche weitere
Ausstellungs- und Buchprojekte — darunter
»TITANIC's wake« (2001; als Buch 2003 in der
Edition Camera Austria erschicnen), »Ship of
Fools« (2010), »Docker’s Museumw (2012) wie
auch seine Filme »Tsukiji« (2001), »The Lottery
of the Sea« (2006) und der 2010 in Zusammen-
arbeit mit Noél Burch entstandene Film »The
Forgotten Space« hervorgegangen.

Sekulas multidiszipliniire kiinstlerische Ar-
beit, die sich in der Verwendung von Fotografie,
Film und Text als erweiterte dokumentarische
Praxis zeigt, wic seine wegweisenden Essays ha-
ben die Debatte tiber Fotografie, tiber die Repri-
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sentation des Okonomischen, Politischen und

Sozialen im aktwellen Kunst- und Gesellschafts-
diskurs tiefgehend und bleibend veriindert.
Wenn Sekula in seiner kiinstlerischen, histori-
schen und theoretischen Arbeit den Effekten

globaler wirtschaftlicher Entwicklungen auf der
Spur ist, so liegt sein Augenmerk doch vorallem

darauf, diese oft abstrakten oder gar unsichtba-
ren Vorginge an der konkreten Erfahrung derje-
nigen sichthar zu machen, die den globalen Wa-
renfluss in Gang halten, denn, wie es in der Ein-
leitung zu seiner 1999 in der Zeit der Proteste

gegen das WTO-Forum in Seattle entstandenen

Arbeit »Waiting for Tear Gas« heiBt: »SchlieB-
lich waren ¢s die in den Docks arbeitenden Miin-
ner und Fraven, die den Strom der Container aus

Asien unterbrachen — gestitzt auf das personli-
che Wissen, dass auf der anderen Seite des Mee-
res immer ein anderer Kérper steht, der diesclbe

Arbeit verrichtet, dass der gesamte globale Han-
del nicht nur die Sache eines Mausklicks ist.«*

Haben Allan Sekulas kritische theoretische und
historische Beitriige sehr rasch den Diskurs gepriigt,
soistseine bikdkiinstlerische Arbeat (vor allem in den
Vereinigten Staaten) institutionell anfangs cher z06-
gerlichakzeptient worden. Erselbst hat auch zu kemer
Zeiteinen Hehl daraus gemacht, dass es fiir ihn nicht
von Relevanz ist, ob Fotografie nun Kunststatus er-
reicht oder nicht. »Weit interessanter sindd die Be-
scheidenheit dieses Mediums und die durch Konzen-
tration auf genanes, beharrliches Beobachten mogli-
che madikale Erkenntnis. Darin bestehen, grob
skizziert, die philosophischen Grundlagen fiir dic
Behauptung einer speziellen Eignung der Fotografie
zur Abbildung Gkonomischen Geschehens, cinst
»das Dokumentarische< genannt.«'

Wirhatten das Privileg, Allan Sckulas Arbeit
seit 1987 in Ausstellungen und Publikationen
immer wiceder zu begleiten. Wir danken ihm fur
die GroBziigigkeit, mit der er sein unerschopfii-
ches Wissen teilte, filr seine Bescheidenheit und
dic nic nachlassende Aufmerksamkeit, die jede
Begegnung und die Arbeit mit ihm so besonders
machten, und fiir seine Freundschaft.

91
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During the night from 10 to 11 August 2013, the
photographer, theorist, photography historian,
essayist, and film-maker Allan Sekula passed
away in Los Angeles. He was born on 15 January
1951 in Erie, Pennsylvania, and attended the
University of Sun Diego, graduating in 1974, Se-
kula developed his photographic practice in his
carly performative works “"Meat Mass” (1972)
and “This Ain't China: A Photonovel™ (1974),
These two pieces along with “Aerospace Folk-
tales” —which shows his own family, his father’s
state of unemployment, and the role of his mo-
ther in the division of labour between man and
woman—were presented as an “extended docu-
mentary”™ in the form of image sequences or
slide projections, featuring interviews or intro-
ductory texts. Sckulu frequently called this wor-
king approach “disassembled movies™, a form
that he was to further develop and convincingly
apply in his artistic oeuvre,

Addressing the relationship between word
and image in the context of an exhibition pre-
sentation and in book form is one of the distin-
guishing mirks of his work—und it has proven

r 7

on the representation of economic, political, and
social issues in current discussions about art
and society. When Sckula was on the trail of the
effects of global economic development in his
artistic, historical, and theoretical works, his at-
tention was primarily zimed at making visible
processes that are frequently abstract or even in-
visible. He accomplished this by tying into the
concrete experiences of those who keep the glo-
bal flow of goods rolling. As he noted in the in-
troduction to his 1999 work “Waiting for Tear
Gas”, created during the period of demonstra-
tions against the WTO forum in Seattle: It was
the men and women who work on the docks, af-
ter all, who shut down the flow of metal boxes
from Asia, relying on individual knowledge that
there is always another body on the other side of
the sca doing the same work, that all this global
trade is more than o matter of a mouse-click.”™
While Allan Sckula's critical theoretical and
historical contributions were quick to influence
discourse, his work in the visval arts (especially
in the United States) was initially aceepted with
hesitance. The artist himself never made a se-
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Allun Sekula, Dear Bill Gates, 1999, C-print and letter; triptych: 711 x 261.6 cm. Courtesy: Christopher Grimes Gallery, Santa Monica / Michel Rein, Paris,

10 be both a challenge and an example for more
than one generation of photographers. “One
problem is the floating position of photography
within the late modern system of the arts. Pho-
tography occupies a somewhat indeterminate
zone between painting, literature and the ¢i-
nema. The variety of presentational modes |
have used—the picture gailery, the reading
room, and the projection room—are intended to
accommodate the ambiguities of that floating
institutional non-position, which s always
being pushed by market pressures in the unilu-
teral direction of painting.™

Especially Sckula’s main work of recent de-
cades can be considered a persuasive reinven-
tion of social-documentary photography: he
sturted to work on “Fish Story" in 1988 and pre-
sented it as exhibition and book in 1995 (concep-
tually developing a symposium on this topic to
gether with Camera Austria in 1996), before it
wert on to be shown internationally in various
harbour cities with ever new site-specific con-
stellations, Numerous other exhibition and book
projects evolved from this research focus that
Sckula pursued, including “TITANIC's wake"
(2001, published as a book in 2003 in the Edition
Camera Austrial, “Ship of Fools™ (2010), and
“Docker’s Museum™ (2012), as well as his
films “Tsukiji* (2001), “The Lottery of the Sea”
(2006), and “The Forgotten Space™ (2010), with
the latter created in collaboration with No¢l
Burch

Sekula’s multidisciplinary artistic work—an
extended documentary practice, as apparent in
his use of photography, film, and text—and his
groundbreaking essays have profoundly and
abidingly altered discourse on photography and
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cret of his stance that it is irrelevant whether or
not photography attains the status of art. “What
is much more interesting is the modesty of this
medium, and the radical wisdom that follows
from close und sustained attention to observa-
tion, This then, is a schematic philosophic argu-
ment for photography's special aptitude for de-
picting economic life, for what used to be called
‘documentary”’™

It was our pleasure to accompany Allan Se-
kula time and again through exhibitions and pu-
blications starting in 1987. We are grateful to
him for the gencrous way he shared his inex-
haustible knowledge, for his humbleness and
the never-waning attentiveness that made each
encounter and all work with him so special, and
for his friendship.

' Allan Sekula, “On 'Fish Story": The Coffin Learns
To Pance”, Camera Austria International 5960
(1997). 8. / pp. 49-69.5. / p. 57

3 "Whaiting for Tear Gas: White Globe to Black™,
cighty-one-part slide sequence and introductory
text, 1999-2000,

' Cf, FuBoote 1,S.52 / footnote 1, pp. 51-52

* November 30, 1999.—Dear Bill Gates,— I swam
past your dream house the other day, but didn’t stop
to knock. Frankly, your underwaler sensors had
me worrled. | would have hiked 1o take a look st
Winslow Homer's Lost on the Grand Banks, It's a
great painting, but, speaking as a friend and fellow
citizen, at S30 million you paid too much, — HIGH-
EST PRICE EVER PAID FOR AN AMERICAN
PAINTING!!!So why are you so interested in o
picture of two poor lost dory fishermen, momen-
tarily high on a swell, peering into a wall of fog?
They re about as high as they're ever going to be,
unless the sea gets uglier. They are going to die you
koow, and it won't be a pretty death. — And as for
you Bill, when you're on the net, are you lost? Or
found?—And the rest of us —lost or found —are we
on it, or in i7—Your frieml,
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by Julie Portier

| es travailleurs de la mer

= Depuis les années 1970, le photographe, essayiste
et théoricien américain Allan Sekula pointe son objectif
sur les réalités économiques et sociales produites par le
systéme capitaliste avancé. En conjuguant la production
d’images et de récits, il réactive la forme documentaire,
élaborant une méthode de connaissance du réel depuis
un médium dont il s’est emparé comme d’'une arme de
résistance. A partir du milieu des années 1980, sa mise
au jour des refoulés du consumérisme s’est tournée
vers la mer, cet espace oublié d'une modernité focalisée
sur les échanges dématérialisés (  The Forgotten Space du
titre de son dernier film réalisé en collaboration avec
Noél Burch), qui est pourtant le pivot du systéme de
production a échelle planétaire. Oublié aussi du spectacle
médiatique et du sensationnel cinématographique (dont
Sekula dévoile les sordides coulisses de tournages dans
son livre « Titanic’s Wake », paru en 2003 aux éditions
du Point du Jour), la mer est le théatre le plus réaliste de
I'exploitation illégale de la main-d'ceuvre et de la mort
banalisée. Sur les murs de La Criée a Rennes, a hauteur de
genoux de sorte qu'il faille se pencher pour la lire, Sekula
rapporte cette phrase glacante d'un quartier-maitre
écossais : « Chaque année, il y a autant de morts en mer
qu’a bord du Titanic, mais personne n’en parle ».
Mémorial d’'un monde occulté, « The Docker’s
Museum » fait donc escale au centre d’art rennais. Y sont
présentés des « objetsd’intérét »liésau monde marin que
I'artiste collecte assidiment depuis plusieurs années via
des sites de ventes en ligne, en regard des photographies
dont la piéce majeure
est une série de portraits
de I'équipage du Global
Mariner. Ce cargo, sur
lequel a embarqué Sekula
pour un tour du monde, a
été aménagé en 1998 pour
recevoir dans sa cale une
exposition mettant en garde
les marins contre le systéme des pavillons de complaisance
(qui permet aux armateurs de contourner la loi en
achetant leur immatriculation a des nations pauvres).
Dans une savante dialectique entre les objets cristallisant
un imaginaire lointain et acquis en un clic, et, au mur,
le témoignage objectif d'un monde lent et laborieux,
nait la conscience d’une profonde méconnaissance de
cette réalité. Ce temps étiré, nécessaire a la manoeuvre
des cargaisons, feint d’étre décrit image par image dans
le saisissant polyptyque issu de la série  Sugar Gang,
offrant un précieux terrain d'observation (des gestes, des
attitudes, des techniques), mais mettant déja en doute
la capacité de la photographie a rendre compte du réel.

« Chaque année,
il yaautant de
morts en mer qu’a
bord du Titanic,
mais personne n'en
parle »

PARJULIE PORTIER

Allan Sekula,
épreuve chromogeéne issue de « Ship of Fools » (1999/2010).
© Allan Sekula. Courtesy Galerie Michel Rein, Paris.

From Sugar Gang (Santos) , 2010, série de 6,

La démarche a aussi conscience de ses limites quand elle
érige le portrait de ces travailleurs essentiels et inconnus,
venus prendre le flash sur le pont du bateau dans une
pose mal a I'aise qui ne dit rien de qui ils sont, et laisse

leur histoire dans le hors-champ. C'est cette modestie du
médium - compatible avec une grande qualité plastique -
qui rend paradoxalement cette photographie émouvante,
s’évitant fermement toute forme de sentimentalisme ou

de dramatisation. Car si le contexte est sombre et des
plus alarmants pour cet anticapitaliste révolté qu’est
Sekula, 'humeur de ce musée n’est en rien plaintive,
allégée méme par ce ballet d’'objets parfois insolites ou
par les cases de comics reportés sur le mur, a l'exemple de
celle quifigure I'improbable
séance de psychanalyse
d'un matelot. Il y a méme
dans la force des bras
employés a une tache brutale et I’énergie des gestes
répétitifs - comme ceux des ouvriers du port de péche
japonais dans lefilm Tsukijii (2001) dont on découvre les
conditions rudimentaires -, plus qu’'un hommage rendu
aux travailleurs derriére le rideau du prét a consommer,

la conviction que ces poings peuvent un jour se dresser. 1
ALLANSEKU LA, THEDO CKER' SMU SEUM,jusqu’au20 mai,La Criée,
centre d'art contemporain, place Honoré Commeurec, 35000 Rennes,

tél.02 23 62 25 10, www.criee.org

CO MM ISSAIRE : Jurgen Bock
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The Guardian

April 20, 2012

by Sukhdev Sandhu

guardian

Allan Sekula: filming the forgotten
resistance at sea

The photographer's new film, about global maritime trade, has
been hailed by Occupy activists. Its maker has spent a life
challenging new forms of capitalism

Sukhdev Sandhu
guardian.co.uk, Friday 20 April 2012 22.55 BST

Article history

Still from The Forgotten Space. Photograph: Allan Sekula, Noél Burch

Water has always played a large part in the photographer Allan Sekula's life. As a
student in San Diego at the end of the 1960s, he used to wander downtown and gaze up
at the flophouse hotels through whose windows he could see money being exchanged
between prostitutes and sailors. "It was Edward Hopper on military steroids," he
recalls. "That was the time of Vietnam, and there were even mutinies on some ships —
especially among African-American sailors who were protesting against racism in the
navy. Young guys my age from the west coast were being dehumanised and turned into
a few good men.

Damsels in Distress

Production year: 2011
Country: USA

Cert (UK): 15
Runtime: 97 mins
Directors: Whit
Stillman

Cast: Adam Brody,
Analeigh Tipton, Greta
Gerwig
More on this film

The Forgotten Space
by Allan Sekula and
Noél Burch

Tate Modern

Date: 23 April 2012
Time: 6:30pm
Duration: 2 hours
Event website

Add to your calendar

"They'd come to the fence of the Marine Corps Recruiting Depot
and say: 'If I can get over this fence will you meet me at the
laundromat down the street in an hour with a car?' We managed
to get some of them out. But often the shore patrol and navy
police would come and pull them away. They'd be taken to brigs,
assigned to a motivation platoon, and beaten up. The depot was
next to an international airport on the waterfront, and some of
the recruits were so desperate to escape they'd tried to get away
by running across the runways, where they'd be hit by planes and
be killed. This never appeared on the news."

Sekula, who had grown up in the Los Angeles harbour town of
San Pedro, was learning that the maritime world, far from being
a realm of pleasure cruises and play, was riven by struggle and
class conflict. Since then much of his extraordinary body of
experimental work has been devoted to chronicling the social,
economic and political dynamics of life on the oceans. His latest

exercise in hydropoetics, a cine-essay entitled The Forgotten Space that he co-directed
with Noél Burch, uses the statistic that 90% of cargoes today are carried by ship as its
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cue to develop a wide-ranging thesis about containerisation, globalisation and invisible
labour.

Seas are fascinating, Sekula argues, because of the counter-orthodoxies and refutations
they offer to modern political thought. "In Alain Tanner's Les Hommes Du Port, a
documentary about dockworkers in Genoa, he says: The time of the sea runs counter
to the lie.' He doesn't say what the lie is. But you know: it's everything about
neoliberalism. The sea is all about slow time — things move slowly, there's a lot of
waiting — and as such it contradicts all the mythologies of instantaneity perpetuated by
electronic media."

Sekula believes that seafaring work, like many other forms of manual labour, is
ignored by many journalists whose own class status predisposes them towards fixating
on white-collar and mental labour. But, as The Forgotten Space shows to haunting
effect, this invisibility is also structural: containerisation has depeopled the bustling
port cultures of previous eras and left in their wake automated landscapes.

Sekula, who was born in 1951 and whose grandfather migrated to the US from Poland,
thinks that America has a particular amnesia regarding its relation to the sea. "We've
always focused on the frontier hypothesis of US history. In spite of the takeover of the
Panama Canal and the annexing of Hawaii, the sequential opening of western space has
mainly been seen as a matter of terrestrial dominion. Today the function of the US
navy is to protect the sea lanes of the world — that's free trade. And it's America's
technical and legal innovations that have made the globalisation of sea trade possible."

This kind of systematic analysis, allied with deep, almost ethnographic research, is also
present in Sekula's influential book Fish Story (1995), which he describes as "a sort of
experimental essay in words and pictures that sometimes reads like fiction, sometimes
like an essay, sometimes journalism, sometimes prose-poetry". Its photo-text form
recalls earlier investigations of immiserated labour such as George Orwell's The Road

to Wigan Pier (1937) and James Agee and Walker Evans's Let Us Now Praise Famous
Men (1941), both of which Sekula admires.

"I'm more sympathetic to traditions of critical realism than a lot of people in the art
world," he admits. "They treat journalism as a bad object and always think that when
they intervene it's without the naivety of the journalist. That doesn't seem fair to what
the best journalism and non-fiction has been."

Sekula's search for what the film historian Edward Dimendberg has called an "honest
materiality" is informed by his own upbringing in San Pedro (a working-class town).
His first major work, Aerospace Folktales (1973), featured interviews with his father, a
chemical engineer at Lockheed, who had lost his job. "Being working class gives you a
bitter sense that all the promissory notes of the American Dream are rarely cashed in.
You see failure and blockages all around you."

At San Diego, he took classes with the Frankfurt School philosopher Herbert Marcuse
and conceptual artist John Baldessari, and studied alongside Martha Rosler, who
would later come to prominence for her interest in questions of geopolitical
infrastructures and social exclusion. He also read essays on photography by John
Berger and Roland Barthes, and as a result began to theorise his future work. "I wanted

to explore the discursive split between art and documentary, the myth of Alfred
Stieglitz against the myth of Lewis Hine." (Stieglitz was a revered figure in the
development of art photography. Hine, by contrast, used his camera as a tool in the
service of social reform.)

Sekula was sceptical of the romanticism and love of metaphors he discerned in the
work of Stieglitz. "I saw the path of symbolism as one that led to hermeticism or a
retreat from the social," he recalls. "I was trying to defend a critical social realism." His
success at doing this, both in his often-cited study Photography against the Grain:
Essays and Photoworks 1973—83 (1984) and recent films such as The Lottery of the
Sea (2006), has won him many admirers. Among them is the American maritime
historian Marcus Rediker, co-author with Peter Linebaugh of The Many-Headed
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Hydra (2000): "The old national stories just aren't making much sense to people any
more. Once you start thinking transnationally, you're led to the sea: the ship is the first
great instrument of globalisation. Allan's idea that you can observe the compression of
time and space in the modern world from the decks of a containerised cargo vessel is
brilliant."

It's certainly an idea that has considerable potency in the present climate, when
growing numbers of people all around the world are questioning the capitalist
orthodoxies they've been fed by economists and politicians. In Barcelona last year, a
gallery that screened The Forgotten Space was visited by many of the indignados who
were protesting nearby. In Oakland, Occupy activists planned to show a pirated version
of the film on a temporary screen they installed after blocking some of the streets in
the port area.

This kind of resistance reminds Sekula that his collaborator Noél Burch had "hoped the
film could 'be completed by other means — and of necessity it would have to be
completed by different means'. He meant by self-organised political means on the part
of the people. The sea has often been thought of as recuperative; that more and more
dockers and working people are insisting on not being moved on or not being swept
away by the forces of efficiency and rationalisation gives me grounds for optimism."

© 2012 Guardian News and Media Limited or its affiliated companies. All rights reserved.
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[.a mondialisation Selon Allan Sekula

Une dizaine de photographies et une vidéo de I'artiste américain

e n'est sans doute pas dans
l'espace étroit d'une galerie
que le travail d*Allan Sekula
donne sa pleine mesure, A la
Daocumenta de Kassel de 2007,
I"artiste américain avait particulié-
rement soigné sa mise en scéne :
le long d'un escalier monumental
menant ai chateau de la ville, il
avait placé de trés grandes photos
montrant  des  travailleurs
manuels, Les visiteurs qui vou-
lajemt grimper jusquan chiteau
devaient aussi visiter le « monu-
ment des travailleurs » d'Allan
Sekula, I'effort physique lié 4 leur
ascension (¢ing cents marches)
venant évoquer la pénibilite des
métiers fvoquis,
Omn retrouve certaines de ces
images exposdes & la galerie pari-

sienne Michel Rein, qui présente,
jusqu'au 5 avril, une dizaine de
photographies etune vidéo de ar-
tiste, également cridgue et
essayiste. Lu plupart de ces tra-
vaux tentent, exercice difficile, de
donner un visage i la complexité
des échanges économiques eté la
meomdialisation, si souvent désin-
carnée. Le tout sous une forme
documentaire, détachée de tout
Evénement,

Allan Sckula bitit des wripty-
ques ou des diptyques sobres et
harmonicux, portraits ou paysa-
ges qui fonctionnent, au-deld de
leur réalisme, par métaphore ou
allusions. Les images se répé-
tent, le texte se surimpose parfois
alimage, le célébre slogan « Tra-
vailler plus pour gagner plus »

devenant bien ironique lorsqu'il
estimprimé sur l'image d"un sou-
deur de chantier naval décou-
pant de |'acier 4 Ensenada, au
Mexique.

La mer est d’ailleurs omnipré-
sente dans le ravail de Sekula,
Parce gqu'elle offre un liew & la
fois clos et trés plastique, char-
gé de fiction et de fantasmes,
Mais surtout parce qu'elle
concentre, du commerce trian-
gulaire aux marées noires, toute
Phistoire et les avatars de la
mondialisation. m

CLAIRE GUILLOT



