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On the cover

Martin Parr

“Hong Kong,” 2013

Pigment print

101.6 x 152.4 cm (Edition of 5 + AP)

50.8 x 76.2 cm (Edition of 10 + AP)
Courtesy the artist Martin Parr, Blindspot
Gallery, and Magnum Photos
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Welcome to pop eyes, LEAP's photography supplement——our very first supplement
devoted to a particular medium. In a time when boundaries between mediums in
art are increasingly blurred, focusing on one specific medium as a framework for
discussion may not seem like a LEAP deal at first sight. Why choose this moment

to talk about photography? Simply because in today’s “ocean of images,” our
perception of, as well as relationship to, photography is changing at the speed of
light. Evident in MoMA's recent survey exhibition on new photography, photography
as a creative medium is evolving, and expanding into larger realms of art and life.

In pop eyes's inaugural issue, we try to include a diverse range of perspectives,
discursive contexts, and individual practices to explore our photo-based culture
today. From Liz Deschenes’s ontological investigation of the medium, Jean-Luc
Mouléene's use of photography as straightforward documentation, this issue’s cover
artist Martin Parr’'s uncanny street photography, and Han Bing’s painterly photo
stream, to the photographic archives in this issue’s feature package, “Archive Fever,”
photography’s diverse functions and rhetorical power are under review. The images
from the archives of the past might give us clues to a photographic culture of

tomorrow.
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Han Bing: Photography
as Painting
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Han Bing, best known as a painter, treats mobile photography as a platform

for the viewing and analysis of images. The visual logic and compositional
sensibility in her paintings finds a way into her photographic images.
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When we talk about
photography,

what is there left

to say?
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Text: Zhang Hanlu
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PERHAPS NINE OUT of every ten photos today are taken on a cell phone.

When we open the photo album on our phones, a ridiculous scene appears on
screen: it's almost impossible to find a “real” photo! The majority are screenshots,
internet images, or pictures taken of phone numbers, passwords, and takeout
menus. Photos have become post-it notes and memos. Exploring photography from
an ontological perspective, we declared with pain that the images it produces are
essentially random, contingent, and insignificant; and yet today, these “photos” that
really need no more than one viewing have become the detritus of the digital age,
information garbage, truly insignificant trifles that are not worth mentioning.

If we take a close look at those pictures in our cell phone albums that still
deserve to be considered "photography,” we notice that we now hardly ever take
photos when we see something beautiful, grand, or monumental. More often
instead, they are of trivial things, or results of instant reactions to small visual
delights. Meanwhile in the public domain, almost no photo goes untouched, be it
an Instagram photo or a long narrow subway advertisement, in a WeChat Moments
album or in news reports. Do they—these material products of light passing through
a small mechanical box— still bear any relation to what we used to understand as
photography?

While we are at sea about how to carry on our discussions on photography, it
has already transformed completely. How can we talk about it again in face of its
turn towards functionality and fragmentation overnight? All the classical topics have
become ancient history: exhibition value, mechanical reproduction, indexicality,
punctum, power relations, memory, and archive...even debates over the death of
photography have fallen out of fashion.

Now at what moments do we talk about photography? When a photo of a child
stranded on a beach surfaced in the news coverage of the refugee crisis in Europe,
putting the issue of right to photography back on the table of discussion; when Hito
Steyerl discusses the circulation of internet spam and its “visual bond” in her essay
on the “poor image,” bringing photography into spotlight; or when an American
discovers series of strange updates from China in his iPhoto stream—these moments
leave us in awe of the pervasive transmission of photographic images at present.
Discussion about photography is gradually dissolving into larger topics: visual
analysis, cultural studies, social psychology, etc. While our interest in the medium
remains present, it has been integrated into the overall discourse of social criticism.
Perhaps, as the photography turns to serve functional purposes, our discussion about

photography can only follow along the same trajectory.
|
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Martin Parr captures the eccentricities of Hong
Kong street life and finds humor in the ordinary.

fEREBDT - /R 2013 EFEN“ &
B %5

HEZAR, AREBRIE=R
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Works selected from Martin Parr’s
“Hong Kong” series, 2013
Courtesy the artist, Blindspot
Gallery, and Magnum Photos
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THIS YEAR’S MODEL

FEPANERE
A photo book for the digital age

/3 SIS
Text and images by Xiaopeng
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MERSAFT .. FFXALT FARNBERITEEHERMIRE, RETE
BN—EREEMIRERRT T HIRMATME, H8ESABLENER
%, EBRZENANXBEMBER,

IN A TIME when advances in digital imaging and printing
technology far exceed our imagination, how radical can a
photography book be? Japanese photographer Go Itami’s This Year’s
Model is an impressive attempt at this challenge. Itami lives in Tokyo.
The composition of his images bears resemblance to that of graphic
design. Through his lens, scenes from ordinary life glimmer like a
newly polished car, elevating the quotidian to the surreal.

The book is a collection of 75 photographs from the artist’s
recent work. Compared to the relatively flat composition of the
colorful photographs, the material choice for the book cover is
striking—a convincing exemplification of high-level Japanese
bookmaking. The book weighs a full 2.5kg, so heavy that you cannot

hold the book in your hands to read it. Its front and back covers are made of two

R T Photographer :

B35 Go ltami clear Plexiglas sheets, attached to the first and last photographs of the book. Even
Hiff4t Publisher : RONDADE more curious is the book’s binding. Perhaps an attempt from the detail-oriented

R~ Size: 257 x364 mm . . L . .

M Pages : 80 artist to test the limits of bookbinding, only a thin exposed layer of glue is used to
PR 800 47 Edition of 800 join the Plexiglas with the book leaves. This technique seems so precarious you worry

that the book might fall apart, but as soon as you turn the pages, the concern fades

away.
|
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They’re Not Even JPEGs:

On Liz Deschenes’s
Photographs
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Courtesy the artist and Miguel
B, MEAXERLE, ERERK, ENTa8RSHHTHAR - FEEfEPH 360 EZE Abreu Gallery, New York
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(360 E2®, F—hR)
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7, 2009 £

Tilt / Swing (360° field of vision,
version /)

Installation view at Miguel Abreu
Gallery, New York, 2009
Courtesy the artist and Miguel
Abreu Gallery, New York

Photo: John Berens
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A MUSEUM GALLERY. Floor-to-ceiling windows. The white walls shimmer.
Overhead lighting glows. Gallery 7, Liz Deschenes's yearlong exhibition at the
Walker Art Center in Minneapolis in 2014-15, is a series of eleven photograms (images
produced by exposing light-sensitive paper, a hallmark technique for Deschenes) and
digital prints. Freestanding in the light-drenched space, the silver-tinted photograms
reflect its architecture while the blue prints on plastic mirror the sky out the window.
The installation not only responded to the location—it also changed with it. As
time passed and light shone through the window (which Deschenes had removed a
temporary wall to uncover), the photograms grew darker, recreating the patterns
the architecture can't register.

Deschenes comments on the medium she works in by breaking it down and
reconstructing it, minus its central object: the camera. Trained as a photographer (she
received her BFA from the Rhode Island School of Design in 1988), Deschenes'’s works
are composed of the stuff of photography—Ilight, photo paper, chemicals—to create
work that initially seems to be in dialogue with Minimalism and investigations of
the color spectrum, from Yves Klein to Ellsworth Kelly, but develops over time and
exposure to be work inherently about the status, and possibilities, of her medium.

What appears to be a monochrome print is actually an investigation into
the role of color after technology. In the series “Blue Screen Process” (2001-10),
Deschenes examined the use of colors in cinematography in printing wall-sized
monochromes of green screens, that familiar trope of pigment which computers
recognize and dematerialize in order to composite an action filmed in a studio,
against a scenery shot elsewhere. Blue and green screens are synonymous in cinema,
interchangeable in the process known as chroma keying due to the fact that blue
and green are the most different colors from human skin tones. Deschenes’s green
screens are not meant to be used. But they are also stand-ins: for what happens to
color when it is substituted, when its function is not creation but elimination. Tilt/
Swing (360° field of vision, version 1) (2009) was made by exposing six large photo

papers to the moonlight, then affixing the imprint using silver toner. It seems like an
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impression of the effects of light on paper, but its installation hints otherwise. The
six panels are arranged in a circle flanking the walls, floor, and ceiling: a recreation
of Bauhaus designer Herbert Bayer’s diagram for an all-inclusive, 360-degree space
that could contain all viewpoints possible from the center of the ring. Tilt/Swing
explores a limit of the link between photography and perception: you, the viewer,
can see everything. But there is nothing to see. The act of looking is divorced from
the meaning—Ilike the disappearance of color in chroma key technique. And like
Gallery 7, it transforms a space of observation in order to call out attention to the
process of looking at art, what it feels like, and what it could
mean.
Why think in terms of medium specificity today,
when so much art blurs the lines drawn between different
mediums? One of the reasons to do so with photography is
that in the current mode of image circulation, the object of
photography, and especially digital photography, is up for
discussion. For a moment, the photo had its heyday of being
worth a thousand words. Now the viewer doubits its status
as a document and its dissemination: what is the difference
between the high-resolution JPEG and the high-quality print?
It would seem that Deschenes’s images do not participate in
this conversation: they’re not even JPEGs. They are fixed in
their material. But their always morphing nature means they
cannot be captured fully by their own medium: you cannot
photograph Deschenes’s photographs. It's a wholly different
path that resists current tendencies while commenting on

them.
]

3 Eﬁ 7 ”»
ARZRPOLREINT,
XERREEFN, 2014 F

Gallery 7, installation

view at Walker Art Center,
Minneapolis, 2014

Courtesy the artist, Walker

Art Center, Minneapolis, and
Miguel Abreu Gallery, New York
Photo: Gene Pittman
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Text: Wang Huan
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ARCHIVES ARE ESTABLISHED to preserve values that we anticipate—writing,
photographs, music, and film can all be archived. And once their archival fate
comes to an end, they become tombs of past events and memories, buried by the
bare hands of sanctioned truth. However, when artists unearth these historical
documentations and put them into use, they are in turn imbued with a subversive
character. Argentinian artist Helen Zout finds cues in both photographic archives
and police documents to produce a “report of investigation” on the survivors
of the military junta of 1976 — 1983 and the families of its victims. In this work,
past history and the present time are woven together in what look like similar
photographic styles, retelling the stories of those who evaporated after fighting
the power. Zhang Dali's work A Second History compares a collection of altered
historical photographs with their originals, questioning the conceptions of truth and
perfection. Artist Ma Yujiang seeks out photographs of naval battles in World War I
and removes any traces of gunfire and smoke from them, thus revealing a vast ocean
for those separated by it. Looking at the various ways of appropriating archives
in contemporary photographic practices, whether they serve to provide evidence,
discredit false statement, or seek solace in traces of the past, they surpass historical
archives’ functions of witnessing, remembering, and judging; They build upon the

archives, deconstruct them, and establish new ways of looking.
_______________________________________________________________|]

1945 | B, SRESHTE,
hk, &8

January 1945, Attack on Victoria
Harbor, Kowloon, Hong Kong

EEDETIHNER (BX)
Selected from Ma Yujiang’s “Cang
Mang” series

Courtesy the artist

ERAITIL THESIS 17



ik - 2% - BEAN “EITIH”
Labor, Interrupted: Jean-Luc
Moulene’s ‘‘Strike Objects”

X: BN - RE

Text: Leah Pires
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LEFT:
La Pantinoise

Pantin tobacco factory, Seine-
Saint-Denis, 1982-1983

Red pack of cigarettes overlaid
with the text “Sample / Not for
sale / Manufactured by workers on
strike.”

Aa:

BE&&K
HRENBEN, NSREHE
HEERE

SXIEEERRH: “BEEK/
BEBRNIE! " RE: “BAPES
BRTE/ —RI75 N6, 7

RIGHT:
Solidarity Perfume

Bourgogne Applications Plastiques,
Chevigny-Saint-Sauveur, Cote-d’Or
Text states: “Solidarity perfume” /
“Hands off my job!” Reverse: “BAP
will live” / “S.0.S. 175 jobs.”
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LEFT:
Frying Pan 17

Manufrance, Saint-Etienne (Loire),
1993

Frying pan with gold Manufrance
logo overlaid with the text “Free
MF”/ “Employment, Solidarity,
Justice, Liberty.”

a:
EfREIRS KR

2324345, 1987 6A5H,
(=

BFRAZETNET, RED

BRESAER . RE LS
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SERENNBRE LHERA,
U TRBE R 7

RIGHT:
International Herald
Tribune

No. 32434, June 5, 1987, Paris
Newspaper published without
photographs due to photo
engravers’ strike. A notice states:
“To Our Readers: The International
Herald Tribune regrets that
because of a job action it was
unable to publish photographs on
some pages in today’s edition.”

LEERATRDIR EHGRY,
47%36 [EX, 5 MRE

All photographs are cibachrome on
diasec, 47 x 36 cm, edition of 5
Courtesy the artist and Galerie
Chantal Crousel, Paris

© Jean-Luc Mouléne / ADAGP

“1 AM INTERESTED in producing work that is, in itself, the site of conflict,” the
artist Jean-Luc Mouléne has said. In the case of his photographic inventory of “strike
objects,” this aim is doubled by his subject matter: an array of modified products
made by French laborers during work stoppages between the 1970s and 1990s.
Whether by overlaying an agit-prop slogan onto a company logo or conspicuously
removing an element usually taken for granted, these détourned wares reroute
the means of production toward ulterior ends. They were originally circulated to
attract attention, promote solidarity, and raise funds; often, their throwaway forms
scarcely outlived the conflicts that conjured their creation. Mouléne collected
them through ads placed in newspapers and subsequently donated them to the
French national labor archive in Roubaix. Wary of the appropriating pull of the
artist’s signature and the flattening potential of photography, Mouléne declines
ownership of these souvenirs. He insists that they are simply presented, and not

represented, by his work.
|
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Yang Yuanyuan + Zhu Langing:
Photographs within
Photographs
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“LATERAL ROOTS"” IS the result of a collaboration between artists Yang
Yuanyuan and Zhu Langing. The project is developed from existing photographs,
and references Deleuze's concept of the “arborescent” in the title. Here, the “lateral
roots” are elements other than the main subject of the photograph, often captured
inadvertently by the photographer, and sometimes with greater significance.

The images here are selected from the project’s first series “Photographs within
Photographs.”

In the past, the act of taking photos and their subsequent display had a
ceremonial feel. Family photographs were usually placed in prominent positions in
the house and represented the family history, memories, and visions. Photographs
taken at home were often of festive or solemn occasions such as weddings or family
reunions. As photographic technology advances, the photograph is no longer such
a valued object, and has become a flattened JPEG. When we digitally scan these
old photographs, two parallel moments in time appear on the screen. In the blurry
photo within a photo, we can still vaguely discern ash-colored landscapes or make
out the features of a person. The blurriness of the blown-up image is an evidence of
photography’s unique existence as a medium.
|
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Perversion in the Archives:
Revisiting Atom Egoyan’s
The Adjuster

X BAKRiE

Text: Chris Blackmore

28 popeyes T | BOTTOM

(EERS) RUXEIBNEXSRTEE - FXHBRET 1991 FHBEK, FRESE
RHUBETHEERAT SENFARERENEE, BERIYT AXNFRENBROOMTHE
PFERRNERE, BENTXYEEFKOIFRSE . REUHLEESR DA TERLE
BiE. RT - FEANENALRERNRERLZBREDG . ERPHABNRZESLY,
RERS T WX F R E R

FU—WKAN TN EEFNZRREF . RREBERETR— M ERNAE, £FF
REMZHET -8, —AFOZUNEFBREVSERIFR, —OXENMEMEI] L
K. SR, MNEFHN, —MIZINMEANBE, EERNHERMEREZBRENIIE,
WEHEENRIREMAMRTREBEE, HEXEREHORAMNEEEEE,

REBLZTAFTER—ITEET, AERAFRENRMKEM, BAIRLEEX SN
RARIBEMERMFTINE. RAZSENITESEEFSAZMIINREZS, HREGEEHE,
ENMRAGHR2HFMRESHN—MIR: —EREBSHERE, NF R EAMBEEAFRKH.
AIRERIX RN S 5 — XN REREMKKEANRR . BENXKEEENAEREEEZEFRKS
MANMAR, BERHTFX—EN, MNETTEIMFNNETF, MERDIREEN,

2SN, BESESRSHERRENNRBRRERNZGRE, &
B LXp T X B M RREISE . REAPETNSERERRERLN, TEEBESKNBRF,
fBRISLERF IR BB E TS FRELM . A, ERTSHNER MR MENRES, b

BENFERRT, AP T—IMREN. BHNEE, FREEN—
TEERSETFHNEES, ERZALNEREEFAXNE RSP, &
BZHNFRXERS. BEE—HEHERESETAEXTMRK G RPN
BiESH, 5—AEERNT BN STHZERER.
EESARRNEEUKGERFET HEFNS £, KKSE
BEESHNXBAKE, EETNEFREER, REGRBRNEMSEN
BEmzlt,. REEENEBER—IIMERENER, WKREEHS, KT
SHRNRENES. WRRKAGIEFUYEN—BREF, FEE
HERSERR, BUEE, T GiiERE A A8 IR

1% STORYBOARD 29



30 popeyes T | BOTTOM

EBhR, MXLHRNIFXHORLMEEN,

EMEEIAE (HER) —BHMRIN, BREENEKEE "ERTSLEEHETTS
LEH  E(ERRS) B, BINREES TEMFRNNEEMIMAERN T —MERTRE
MiER, CEESILFEERIIMNMEED —MHESTRAMME. Af, YFERARAUIERY
BREE, ENALRRNRNDHESFHKE,

THE ADJUSTER (1991), by Armenian-Canadian filmmaker Atom Egoyan, is a
tempestuous cinematic experience, a meditation on formality and its perversion, as
well as the competing human desires for both a sense of home and the fulfillment
of transgressive sexual desires. These contests are illustrated in a cold, detached style
that renders the primary characters as fundamentally unknowable. Paul Sarossy’s
cinematography moves deftly from panoramic, Cinemascope tableaux of stark

biblical severity to close-ups that fragment bodies and forestall intimacy.

The film hinges on the fraught professional and private lives of a married
couple: an insurance adjuster named Noah (played by Elias Koteas) and his wife
Hera (played by Arsinée Khanjian, Egoyan’s wife), who reviews pornographic films
at the government censorship bureau. Noah is an ambiguous figure acting as both
guardian angel and supreme manipulator, sleeping with traumatized clients in the
motel he puts them up in while settling their financial restitution claims. Meanwhile,
Hera, a new arrival to Canada, uses a video camera to record the hardcore porn she
watches in the censorship bureau’s theatre, subsequently bringing it home to show
her sis-ter Seta.

While the two reside together in spaces of closest physical intimacy, and even
share a child, they are isolated from one another by their idiosyncratic mental and
sexual explorations, as their work lives seep into the home they share, and eventually
engulfing it. Tellingly, this home is itself a simulacrum of middle-class normalcy, an
isolated showhouse in a failed residential development. Their fractured relationship
is closely mirrored by another married couple, Bubba (Maury Chaykin) and Mimi
(Gabrielle Rose). The soft-spoken, portly Bubba deftly stagemanages Mimi’s high-
production value sexual fantasies, eventually renting out Noah and Hera'’s house for
that very purpose, with calamitous results.

The film thrives on undermining the male gaze, which is formally rendered
through a pictorial strategy that associates male bodies with psychic violence and
dismemberment. Noah’s body is constantly glimpsed in fragments: a head here, a
chopped half-figure there, particularly in emotionally intense scenes. In the throes
of intercourse with his client Arianne, for example, he is barely visible, a dark partial
silhouette. Similarly, in the burning house scenes that open and close the film, the key
image is a close-up of Noah'’s hand, illuminated by flames and floating in the darkness.
The image is doubly significant, as it indicates his complicity in scenes of destruction,
as well as the gap between his cognition and the actions taken in his name.

Meanwhile, a similar image of bodily fragmentation is literally projected upon
Mimi by her husband Bubba. Cavorting on a table in Noah’s house in an aquamarine
velvet dress, family photos are beamed across the contours of her body, deforming
and transforming her. Engulfed in the eroticism of family life, the origin of all
sexual pathology, she becomes a screen for male desire. Mimi here embodies the
mirror opposite of Hera at the censorship bureau, dressed in impene-trable black
and dispassionately recording the hardcore spectacles beamed in front of her and
beyond the reach of Egoyan’s camera.

As Jacques Derrida notes in his book Archive Fever, the cataloguing of the
past “produces as much as it records the event.” In The Adjuster, Noah's insurance
adjustment work and Hera's censorship duties exhibit a shared concern with recording
for the sake of the future, generating a sense of social predictability by putting
everything in its place. However, this quest for maximum formality begs for subversion,
as primeval human impulses always find a way to surface, one way or another.
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