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Looking into "The Means of Making"

Photographs are paradoxical documents. We often consider them a form of evidence,
a precise rendering of a given reality-be it person, place, or thing. Yet from the
beginning, the photographic image has been deceptive. Though Joseph Niepce made
the first permanent photograph in 1826, one of the earliest, best-known photographs
is one of a pair made on the same day in 1838 by Niepce's business partner, Louis
Daguerre. The more celebrated of the pair presents in mirror-image a scene from the
3rd arrondisement in Paris.1 The street is empty, not a cart or wagon to be seen, though
strong shadows and highlights suggest Daguerre made his photograph in full sunlight.
Eerily, Paris seems to have been evacuated. The studious viewer, however, will note
the lone figure of a man with one leg raised, as though resting it on a crate. He is the
first human to be photographed, and he seems to have the entire boulevard to himself. In fact, the street would have been crowded with wagons and horses. Pedestrians
would have strolled past the man, who is actually having his boots shined. Thus, there
must be two people in the image, but the necessary bootblack is a truncated figure
whose head sprouts a twisted line, which Daguerre's second image reveals is a stanchion. A scrupulous reader of his first photo can detect at least four other individuals.
Daguerre is said to have taken up to ten minutes to make his exposure, so the traffic,
both human and vehicular, passed before his lens unrecorded. Thus, the reality of
what stood before him is not captured in his photograph. It's an exceedingly realistic
illusion.
Alphonse Bertillon used photography as a record of reality in his work as a pioneer
of early policing science. In 1884, he presented a system (once known as Bertillonage)
designed to track criminals. Bertillon employed anthropometrics-the measuring of
a person's features as a form of positive and permanent identification. Photography
was part of Bertillon's system; he introduced a four-image criminal portrait, the mug
shot, and he also originated the practice of crime scene photography. He merged
these approaches with his invention of the first rigorous method for cataloguing and
retrieving photographs. His combined systems were quickly adopted in France, other
European countries, and the United States. At the same time, the indexical certainty
1

The image is one of the two known as "Two Views of the Boulevard du Temple, Paris, Taken the
Same Day."
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of photographs became even more culturally accepted when George Eastman
invented roll film in 1882. In 1888, he began to mass produce the Kodak camera,
followed by "transparent film" in 1891, which was preloaded in Eastman's Kodaks and
processed free of charge. By century's end, middle-class amateurs enthusiastically
embraced photography.
Because of their supposed indexical nature, photos and their offspring-film,
video, and digital images-are today used as evidence in courtrooms, other tribunals,
and the popular press. Billions of family pictures offer accurate likenesses of our ancestors and their worlds, and a near-infinite number of images are available through
contemporary media. As a result of the ubiquity of photo-based images, we are utterly
at ease with them, and we significantly shape our knowledge of the world through
our individual and organizational production and consumption of detailed images 24
hours a day. We are all photographers now. We steadily post online what we consider
images of reality, yet we are also generally aware that photo-based images can be
easily manipulated, and as the Daguerre example shows, photos have always resulted
from the manipulation of reality or the manipulation of the image during or after
exposure. More than at any time in our history, we live now in contradiction. We
believe photographs capture reality, yet they may also be made to erase what was
present or include what wasn't, thus distorting actuality, even excluding it. The reality
we create from photo-based images is ephemeral, free-floating, superficial.
If photos can be so easily manipulated, why are they so attractive to us? Certain
photographs, such as Daguerre's, draw us in. Because of our ability to simultaneously
focus our eyes and minds on specific features, we may occupy images and begin to
explore. A common, non-photographic example may clarify this process.
Gaze out a window at a view of any kind. Within seconds, most of us begin to isolate specific details-a face, a mountain, a tree, a wall of graffiti. If the scene engages
us, we begin to wander through it. We employ our minds and our power of vision
(both literal and figurative) to look more closely at a face, a wall, a car; we seem able
to zoom-in. We also wonder as we mentally wander: what does this mean, what does
this make known to me? Depending on our knowledge or degree of curiosity, we
begin to interpret and speculate. If in the company of another, we may pose questions
and answers to each other about our observations. The same thing occurs around
shared images from family archives or records of recent events. Thereby, we fabricate
narratives that we see or understand as truthful records. However, once we distance
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ourselves from such activities, we easily accept the proposition that different captions
can lend different meanings to the same image.
Regardless, photographs possess presence. Like hand-written postcards, they invoke that which is absent. They represent the past but are contemplated only in an ongoing present. Certain images contain many levels of resonance for individual viewers,
and almost always that resonance results from the allusions within the photograph or
its range of contexts. Such is the case with Robert Keziere's sequence of photographs
of machines, shot in early December 2009 in artist Geoffrey Smedley's workshop on
Gambier Island.
The front and back covers of TCR 3.15 offer a combined beckoning. Keziere's
diptych shows Smedley's workshop bathed in soft light, implying the skylights and
windows that help illuminate it. Keziere creates a compelling perspective through the
positioning of his camera, which is not a handheld device. It is an 8 x 10 Deardorff
view camera2 , a machine for shaping reflected light, more closely related to cameras
employed by Daguerre and Niepce than to current versions that are small enough to
lose in a handbag. Keziere's exposure times during this shoot ranged from 20 minutes
to almost 50 minutes in one case. In some instances, Keziere made multiple exposures
on the same sheet of film with different intensities and sources of light. Keziere placed
the Deardorff to provide a view into the workspace from one end. The space seems
to glow. Lighted from at least three angles, the machines within are clearly depicted
but enigmatic. Keziere anchors the viewer on the periphery of a space that commands
attention and awakens a desire to know more about what we see but cannot yet fully
grasp. The black rebate (or border) of the diptych suggests a darkness that stops at
the lighted shop. Like a campfire at night, it draws us forward to a threshold we feel
compelled to cross. The only equivalent movement a reader can make is to open the
magazine and seek out the rest of Keziere's images.
The first detailed machine photograph in the sequence is that of a door easily
read as an improvised tool rack (page 62). Huge drill bits anchor the image; companion wrench-caddies crown it. However, Keziere has constructed the image so its
even contrast gives equal weight to all elements in it, not least of which are the pages
tacked to the top of the doorframe. One is a profile of Aristotle, another is an image of
Socrates and Plato from a thirteenth-century manuscript, and the third is a diagram
2

A view camera has a collapsible, light-tight wooden body and uses sheet film, in this case 8" x
in size. Normal operation of such a camera requires refined skills in metering light, placing
additional light sources, and adjusting the camera to accommodate the angles of an object.
10"
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of end mills and slotting drills. Like those found in anyone's workshop, these pages
allude to personal concerns and the instruments used to explore them-through
rumination, calculation, and construction. Another telling detail: the bolt to the door
has not been thrown. Doors commonly symbolize movement across a border-from
anticipation to invitation, from life to death, from ignorance to knowledge, from present to past, or even the reversal of those pairs. In this case, the door alludes both to
an entrance into Smedley's workshop, or a special room within it, and to the transformation that occurs in such workshops. Not only are materials transformed, but
the people who shape them and those who contemplate or use them are also transformed. This photograph and the diptych-covers beckon viewers into both Smedley's
workshop and Keziere's images, for both artists have very similar concerns in their
work: to reveal.
The sequence of the photographs is itself significant. Keziere's machine images
are bracketed by two others, the first introducing a fundamental source for Smedley's
work, the second summarizing Keziere's and Smedley's concerns as artists. Keziere
made these opening and closing images in 2000 when he was documenting several
of Smedley's sculptures 3 which are based on a drawing by the Renaissance artist and
mathematician Piero della Francesca. The first image depicts two pages from his
late fifteenth-century treatise De prospectiva pingendi (On Perspective for Painting), a
work providing orthographic formulae for painting with perspective, something della
Francesca had already achieved as a well-known and successful artist. Perspective derives from a time when ancient architects brought together the horizontal and vertical drawings of a building to form what is commonly known as the plan and elevation
of a structure. Moreover, della Francesca's treatise was centuries ahead of its time,
for he was the first to draw sections of a planned object and combine them with his
orthogonal formulae (or orthogonal projections). He thereby created auxiliary projection, which allows for the accurate depiction of complex, three-dimensional objects
or structures. Also known as descriptive geometry, its formal generalization came
into being 300 years later, attributed to the eighteenth-century French mathematician Gaspard Monge. della Francesca's creation of auxiliary projection is today a key
aspect of neuro-imaging.
These works were created for Smedley's exhibition Memory, Measure, Time, and Numb ers at The
Surrey Institute of Art and Design, The Yorkshire Sculpture Park, and The Canadian Centre for
Architecture.
3
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That he was the first to apply his projections to the human head is also important. In Renaissance thought, the head is a home where intelligence, rationality,
imagination, and their dark opposites dwell. Through the use of perspective, the
Renaissance not only produced realistic work that implies a common reality but also
posited the individuality of people and the importance of the mind in taking the true
measure of humanity. Ironically then, while perspective in Renaissance painting suggests greater realism, perspective also implies a unique point of view. That condition
further suggests that while reality is shared, individual minds perceive it individually
and may choose to represent it uniquely, thereby opening reality to manipulation. All
heads are similar, all faces are different.
The word Renaissance clearly refers to the rebirth of concepts and concerns from
classical Greece, and one element that was revived in fifteenth-century Europe is
techne. The word technology arises from technikon, which in Greek refers to that which
is found in techne, but techne is crucially different from technology. It encompasses not
only the abilities and processes of the craftsman but also includes all the fine arts,
thereby combining the practical and the creative, the scientific and the artistic. This
cultural value was as inherent to ancient Greece as is our current faith in the sciences
to solve global problems. Furthermore, techne implies a complex knowing-to be at
home in a process, to understand it intimately and be expert in it.
The final image in Keziere's sequence represents Smedley's sculpture "The
Numbers," a central work in his aforementioned exhibition, an 8" x 4 human head
derived from the numerical proportions in della Francesca's treatise. 4 "The Numbers"
alludes to the importance of thought, to the intimate entwining of art and science,
and also to proportion-the essential gift of De prospectiva pingendi. During the
Renaissance, proportion and ratio were fundamental for business and manufacturing, particularly since every major town and city had its own system of weights and
measures, and often its own currency. Proportion and ratio, the measure of the relationship among things, were fundamental not only for merchants and manufacturers
of that era, but also for artists and their relationships to their work, their patrons, and
a rapidly developing society. "The Numbers," in part, speaks to an entwining that our
culture has significantly dismantled by privileging science over art. Perhaps hermetic
to the uninitiated, "The Numbers" is a meditation on creation and the kinship be11

tween art and science.
For more representations of Geoffrey Smedley's "The Numbers," see Robert Keziere's sequence
"Eight Photographs" and Smedley's "Notes on Piero's Head" in TCR 2.44 (Fall 2004).
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Keziere's photographs also reflect that combination. As he says, he makes them by
planning, evaluating, and building with light. His images, as well as the machines they
depict and the sculptures Smedley makes with them, combine illumination, time, and
technology. Keziere's photographs possess a quality of light that seems to emanate from
the machines themselves, a result of his patient, time-consuming process of metering ambient light from many angles, then adding or subtracting light from sources he
places in careful relationships to a given machine. Natural light here is a transparent
tool that Keziere employs to emphasize shape, line, and purpose-appropriate, given
that the word photography combines the Greek words for light and drawing.
In the case of the photograph of the Canedy Otto drill press (page 65), light falls
from above. The distinct presence of the machine accumulates as the eye descends, following the increasing contrast on its limbs. The chuck of the drill, however, exudes the
same quality of light as the press-head, re-emphasizing the machine's essence, which
the ancients considered to be the what of a thing: it is what it does; thus, the essence of
a drill is the boring of holes. Martin Heidegger amends that concept in the 1950s: the
essence of a thing is what it reveals.
Were the press in a factory, its essence would refer to technology. In Smedley's
workshop and in Keziere's photograph of it, the drill press is used to create a unique
object designed to provoke thought. Ironically, both the photograph of the Canedy Otto
and the machine itself are inimitable objects. Though photography and mechanical
reproduction are technologies that typically produce countless copies of things, both
Keziere's photograph5 and Smedley's drill press are not countless, identical versions of
themselves. Keziere isolates the drill press, emphasizing its singularity and its potential
outside mass production. His form of portraiture allows this machine to be seen as part
of the revealing that occurs through art-through the inquiry, contemplation, even
mystification it prompts.
Technology achieves a different revealing, a regulating and a securing that result
from humans being ordered (or challenged, as Heidegger puts it) to unlock the energy
concealed in nature. "[W]hat is unlocked is transformed, what is transformed is stored
up [stockpiled or "standing-reserve" in Heidegger's words], what is stored up is, in
turn, distributed, and what is distributed is switched about ever anew." Humans are
part of technology's standing-reserve, always ready to be ordered up-for example, as
5

Keziere's art often consists of suites of carefully constructed, individually printed photographs.
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teachers, miners, soldiers. Such a condition entails the anonymity of workers who tend
to equally anonymous machines or processes dedicated to constant manufacturing,
be it students, industrial diamonds, or dead enemies. In contrast, Keziere's portrait
promotes the inference that the Canedy Otto drill press and all the other machines
in this particular shop respond only to the hand of one artist fashioning singular
works. Smedley's sculptures are made entirely by him with machines he has personally
acquired, refurbished, and now uses to make unique objects. He reverses the original
purpose of the machines, the production of countless copies of the same things. The
machines do nothing on their own but harbour a possibly. Similarly the Deardorff:
rather than being used to produce images for ongoing reproduction in advertisements
or mass production publications, Keziere uses his machine to create unique images.
Both Smedley and Keziere consciously construct objects that simultaneously are
places where we can temporarily live and ponder. Both artists enclose time intellectually to create sites where we may dwell and dwell upon, a practice John Wyclif identified
in the fourteenth century. Contemporary life often dismisses this tradition as unimportant and instead prioritizes marketable services or the production of consumables.
Keziere's machine photographs and Smedley's "The Numbers" are not meant merely
to accurately document something, though both can be said to do that. Instead, they
bring us up short, as happens when we select a compelling detail from our environment and begin to explore its significance, what it reveals or what it truly is.
Keziere and Smedley subvert technology as Heidegger presents it. Both artists
can be considered manual workers. Keziere works with cameras considered by many
to be archaic. They are large; they require special skills to operate effectively and
unusual talent to employ in the making of art. In his art practice, Keziere builds
unique images that encourage scrutiny and exploration. Each one reflects decades of
knowledge and exceptional attention to every aspect of making negatives and prints.
Through their dedication to the act of revealing through their art, both Keziere and
Smedley create clearings in the midst of our cluttered and transient existence. There
they offer us necessary pause to do what Heidegger said humans were meant to dothink.
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