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Lindsay Seers, installation view of It Has To Be This Way at Nikolaj Copenhagen Contemporary Art Center, 2010
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Endnotes

1 See Ray Phillips, Edison’s Kinetoscope and Its Films: A History to 1896 (Westport, Conn.: Greenwood Press, 1997), pp. 37-45: “The 
‘Black Maria’: the world’s first motion picture studio.”
2 See Richard Rorty, Philosophy and the Mirror of Nature (Princeton: Princeton University Press, 1979).
3 Joscelyn Godwin, Athanasius Kircher’s Theatre of the World: The Life and Work of the Last Man to Search for Universal Knowledge 
(Rochester, Vt.: Inner Traditions, 2009), pp. 191-214; Siegfried Zielinski, Deep Time of the Media : Toward an Archaeology of Hearing 
and Seeing By Technical Means (Cambridge, Mass.: MIT Press, 2006), pp. 101-157; Laura Mulvey, Death 24x a Second: Stillness and the 
Moving Image (London: Reaktion Books, 2006), pp. 18-19.
4 For the history of the physiological turn in the understanding of perception, and its effect on the theorization of media, see Jonathan 
Crary, Techniques of the Observer (Cambridge, Mass. and London: The MIT Press, 1990). 
5 See the “neurological” discussion of “Long-Term Memory” in “The Brain from Top to Bottom”, online at http://thebrain.mcgill.ca. 
6 This conception of duration and memory is close to that of Henri Bergson, Matter and Memory (London: Georrge Allen and Unwin, 
1911) where Bergson writes “The whole difficulty of the problem that occupies us comes from the fact that we imagine perception to 
be a kind of photographic view of things, taken from a fixed point by that special apparatus which  is called an organ of perception—a 
photograph which would then be developed in the brain-matter by some unknown chemical and psychical process of elaboration. But 
is it not obvious that the photograph, if photograph there be, is already taken, already developed in the very heart of things at at all 
points of space?” (p. 31). Later he writes concerning the dynamism of the relation of perception and memory: “Our perceptions are 
undoubtedly interlaced with memories, and inversely, a memory... only becomes actual by borrowing the body of some perception into 
which it slips. These two acts, perception and recollection, always interpenetrate each other, are always exchanging something of their 
substance...” (p. 72). See also Gilles Deleuze in Cinema 1: The Movement-Image (London: The Athlone Press, 1986) and Cinema 2: The 
Time-Image (London: The Athlone Press, 1989) which draw on Bergson to develop an ontology of cinema. For a discussion of Bergson, 
Deleuze and photography, see Damien Sutton, Photography, Cinema, Memory: The Crystal Image of Time (Minneapolis: University of 
Minnesota Press, 2009).
7 The memory theatre was formulated in Renaissance Italy by Giulio Camillo as a mnemonic device in which images “mapped” the 
mind. It was then adapted to the form of a theatre in the round through the writings on the esoteric geometry of architecture by John 
Dee, who was a soothsayer to Queen Elizabeth I. See Frances Yates, The Art of Memory (London ; New York: Routledge, 1999). Artists 
also turned to the model of the memory theatre as a basis for media installation from the 1980s, in particular Judith Barry and James 
Coleman.
8 It Has to Be This Way relates two narrative threads that are pursued in the videos that form a part of it:  one concerns Seers’ attempt 
to puzzle out what happened to her art historian step-sister, Christine, who disappeared after losing her memory due to a motor-
scooter accident in Rome where she was pursuing research on Queen Christina of Sweden, and the other is her own research into 
Queen Christina, who owned a manuscript by John Dee and was also an alchemist. The work thus involves a series of similarities and 
identifications. The first version of It Has To Be This Way was installed at Matts Gallery, London, a variation of this, It Has To Be This 
Way 1.5 was shown at Aspex gallery, Portsmouth (2010-11), and the second, different version, It Has To Be This Way2 where the structure 
was based on a West African slave fort, was installed at the National Gallery of Denmark, Copenhagen (2010), the Mead Gallery, 
University of Warwick (2010-11), and the Baltic Centre for Contemporary Art, Gateshead (2011).
9 Jacques Lacan borrows Aristotle’s term “tuché” to describe “the encounter with the real” which he sees as lying behind the repetition 
and insistence of signs and that he associates with “trauma”. Drawing on Freud, he characterizes the “tuché” as the real as encounter in 
so far as it is “essentially the missed encounter” with the trauma as “unassimilable”. Jacques Lacan, The Four Fundamental Concepts of 
Psycho-Analysis (London: Penguin, 1977), pp.53-55.
10 M. Anthony Penwill, It Has To Be This Way (London: Matts Gallery, 2009) and It Has To Be This Way2 (Denmark: National Gallery; 
University of Warwick: Mead Gallery; London: Matts Gallery, 2010). In the undecidability between fiction and document partly 
achieved through the use of photographs, It Has To Be This Way resembles the novels of W. G. Sebald, in particular The Rings of Saturn 
(New York: New Directions, 1999), which also similarly intertwines memoir with history, and draws on the ruminations and a diagram 
by the 17th century doctor and writer Thomas Browne. There are also parallels with Sebald’s technique in Seers’ videos and installations.
11 The traumatic character of the photographic image is discussed in Roland Barthes, Camera Lucida: Reflections on Photography (New 
York: Hill and Wang, 1981). For “spirit photography” see Cheroux Clement, The Perfect Medium: Photography and the Occult (New 
Haven, CT: Yale University Press, 2005).
12 Nicolas Abraham and Maria Torok, The Shell and the Kernel: Renewals of Psychoanalysis (Chicago: University of Chicago Press, 1994).
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All images courtesy of Lindsay Seers and Matt’s Gallery, London.
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