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Afterthoughts, towards
“Full fathom five thy father lies;
Of his bones are coral made;
Those are pearls that were his eyes;
Nothing of him that doth fade,
But doth suffer a sea-change
Into something rich and strange”
William Shakespeare, Tempest.

Once I said: “…the architecture has changed!”
1. Weigel, Sigrid. “Epistemology of
Wandering, Tree and Taxonomy” in Images
Re-vues [online], Hors-série 4, 2013.
www.imagesrevues.revues.org/2934

Aby Warburg
Mnemosyne Atlas
Screenshot of Google
image search

John Soane
Museum Walls
Screenshot of Google
image search
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And this exclamation, this exaltation, signaled the recognition of a
change in wind that necessitated a change in course. This wind-change
arrived whilst in London with the post-diplôme group on a voyage d’étude
in 2014. We had visited the Aby Warburg Institute — an archive and image
collection that in its methods of association and cataloguing seemed to me
to be, perhaps, a predecessor to Google images (this idea has been
enriched further by the recent discovery that Warburg actually tried to
invent algorithms to aid the navigational processes within the montages
of his Mnemosyne Atlas). 1 After the Warburg institute we visited another
vast collection of archaeological objects and architectural artifacts that are
kept within the John Soane museum. The museum, once the home of the
British architect Sir John Soane, contains Soane’s private collection of
objects, paintings and curiosities that he assembled in the 18th and 19th
centuries — partly as a way to bring things from all around the world to
his students in London so that they could learn and draw from original
items. Predating Malraux and his pedagogical plan of a photographic
museum without walls, Soane created a museum very much with walls;
with walls that turn and close and open and become paintings, that can
hide and reveal and change the space of the museum in an uncanny manner — all with a simple swipe of the hand. Perhaps, without wanting to
diminish Soane’s architectural expertise, his designs had predated contemporary computer operating systems - with movable windows and multiscreen capabilities allowing for the bringing together of different spaces
and times into one coherently organized flattening space. As I walked
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through that strange, dark home I felt as if I was inside a computer, experiencing not just the inner workings of its hardware but also the animating processes of its software, of its interface activated for and by my
presence.
But why mention all of this? Because this wind change I experienced
in London brought about a change in the currents of the seascape of my
research and work, of my understanding of the things I had been interested in for many years, the things I had been trying to think through
in relation to the films I was making.
For many years I had been interested in enquiring into certain
(micro)political tensions inherent in the use of archival documents for
the creation of artworks. In particular I had been trying to elaborate a
method of archaeological critique that could counteract the writing of
history from positions of power embedded within institutional archives.
Questions followed: How could an artist intervene within an archive to
bring about an anarcho-democratic reconsideration of the histories
held within all of its material? How could artworks be made that might
be able to undermine the systems of power and control that are set up
by the institutional policing of the stuff of history? How could one
repurpose archive material in a way that would ask questions of the ethics and politics of copyright and access, use and misuse, quotation,
appropriation and theft? How could I work with material from the
world of the dead in a manner that might generate collaborative practices of resistance in the world of the living? What would it mean to dig
up the roots of the past as a way to re-plot new routes for the future?
What this practice of archaeology entailed was an understanding of
the physical space of those archival institutions (all those stratigraphic layers of documents and pieces of paper and dust and boxes and things) as a
potential site for excavation. As a place in which a forensic analysis of certain overlooked fragments from the past could awaken the dead as speaking subjects within the present; in order to reconsider what was being said
about and by whom. This was a political, ethical and aesthetic measure.
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However, after this journey to London, it struck me — that in fact, it
had been some time since I had actually been into an archive. I had
almost entirely stopped visiting archives — or institutional archives as
they stand at Tate Britain for example, and almost all of the work and
research I had been doing for the last year had been online. Nevertheless
I had been working in the same manner with the same questions, desires

and aims, and rather than entering an archive in Saint-Denis in Paris, for
example, I had been entering the enormously vast architecture of the
World Wide Web — one of the largest imaginable depositories of cultural
waste on the planet. This seemed to make perfect sense as I had already
made projects that argued for a material reading of the space of the
Internet as a site in which people could travel, make money, make love
— exist, etc. Yet I had not been aware of the fact that perhaps I needed to
slide my research methods towards a critical reading of precisely this
fact; that an artist using the Internet to make work must be aware of the
political and ethical problems inherent within that space, as a way to be
clear about one’s position in relation to what one decides to speak about.
It was in this sense that the architecture had changed. The architecture of the archives I was working with had gone from bricks and mortar to TCP/IP protocol and undersea fibre optic cables — nothing less
physical or material, in fact perhaps more physical, more material than
ever. Especially when one thinks about the Internet data centres used
to store not only your emails, cat videos, and photos of your food on
Instagram, but also your shopping details, your next holiday plans, messages to that secret lover, for example. These data centres are enormous
places often kept within low-taxed states in the USA, they are built from
many different metals, concrete, glass, wood and plastic amongst other
materials. They use a huge amount of electricity to light the spaces,
open doors, work hardware, cool down the processors that are managing that skype conversation. In doing all of this, the use of the Internet
is directly connected with the extraction of precious metals and carbon
fuels from the earth, the warming up of the planet and its eventual
demise into an ecological catastrophe. As you look closer at the horizon,
that fluffy cloud storage system starts to look more and more like a grey
cloud of smoke, and as the myth of the immateriality of the digital starts
to break, a storm of acid rain starts to fall on our heads.
These reflections, coupled with rich conversations with the postdiplôme group, led me to make the short film All That is Solid in 2014. This
film was one of the first attempts at an archaeology of the Internet; archaeology as a methodological approach to artistic research within the space
of the Internet. Concerned with questions around histories of colonialism
and its relationship to geology, precious metals, mining and their relative
impact on the earth’s many ecosystems, All That is Solid drives an argument about the continuation of these practices of capitalist domination
within a kind of neocolonisation of the space of the Internet — specifically
through large corporations that capitalise on the Internet through Cloud
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2. Jean Jaurès quoted in James, C.L.R. The
Black Jacobins: Toussaint Louverture and
the San Domingo Revolution. London:
Penguin Books, 2001. 39.
3. To go further into this topic I thoroughly
advise the reader to look up the work of
Louis Sala-Molins, particularly The Dark
Side of the Light: Slavery and French
Enlightenment. Minneapolis: University of
Minnesota Press, 2006.
4. The Black Audio Film Collective.
Handsworth Songs. 1986.
5. www.enterprise.microsoft.com/en-us/
industries/government/predictive-policing-the-future-of-law-enforcement/
For a more thorough and critical reading of
this I advise the reader to look into Josh
Scannel’s essay: What Can an Algorithm do?
www.dismagazine.com/discussion/72975/
josh-scannell-what-can-an-algorithm-do/

computing. This was the first instance in which I began the processes of remapping and superimposing my research interests onto a different sphere,
and interestingly the points started to match up and plot new paths.
In October 2014, I decided to turn back to some unresolved questions to do with the Haitian Revolution, the French Revolution of 1789
and France’s history of slavery. I had read a quote from Jean Jaurès inside
CLR James’ The Black Jacobins, in which Jaurès states: “What sad irony
in human history! The fortunes created at Bordeaux, at Nantes, by the
slave trade, gave to the bourgeoisie that pride which needed liberty and
contributed to human emancipation.” 2 I was very interested by this and
the frightening fact of the exclusion of any mention of actual French slavery or Louis XIV’s famous Le Code noir from any writings on emancipation from any of the French Enlightenment philosophers of that period. 3
This whole period of the end of 2014 was decisively marked for me,
amongst many others, by the murder of Michael Brown by police officer
Darren Wilson, on August the 9th of that year. And marked even further
by the subsequent riots and the militarisation of the police in Ferguson
— sparking intense debates across the United States about the relationship between African Americans and the police, the ‘Use of Force
Doctrine,’ policing and prisons as profit, institutional racism and segregation. Whilst all of this was going on, the police in Missouri shot and
killed another young African American, Kajieme Powell, in broad daylight. The murder was recorded on a mobile phone and submitted to youtube, it circulated online, it was used as a piece of evidence in the case
against the police officers in question, eventually it aided their acquittal.
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Looking through the masses of information that were being posted
onto the Internet at that time, from facebook pages to news debates,
YouTube videos to online live commentaries, I couldn’t stop thinking
about the film Handsworth Songs and one of its very famous lines:
“There are no stories in the riots, only the ghosts of other stories.” 4 And
it started to dawn on me that there was perhaps a connection between
these forces of order and control, and the laws that had once governed
these lands centuries before: Le Code noir and eventually, after the Civil
War and the abolishment of slavery, The Black Codes. These codes had
seemed to leave behind an ectoplasm that was refusing to be exorcised,
or worse — was being kept alive as the ideological basis behind the software code being written for the algorithm governance over American
society being developed by the Microsoft Corporation as predictive
policing. 5

This eventuated in a short film made in 2015, Black Code/Code Noir — of
which I will allow the reader to discover as they peruse through these pages,
yet I will just say that the film set out to continue this project of an archaeology of the Internet, in the first instance by excavating the online resources of
information on the events and in the second instance through using the Internet itself as the sole material resource for the images and sounds that make
up the work. The film was made very much in the urgency of the emotion of
that moment, and was first presented at a journée d’étude organised by the
post-diplôme at ENSBA in Paris in June 2015.

6. Eshun, Kodwo. More Brilliant than the
Sun: Adventures in Sonic Fiction. London:
Quartet Books, 1999. 165

It was here in New York where the film first started to take shape
— within the archives (of brick and mortar) at the Schomburg Center for
Research in Black Culture on Malcolm X Boulevard in Harlem. And it was
here in New York where the seeds were first planted for The Black Code
Sessions, the crux of the exhibition Kinesis at Espace Khiasma in June 2016.
The seeds were sown due to the critical response from the audience at the
New York Film Festival towards the film. Especially concerning questions
related to the legitimacy of my position as a white European to speak of
these concerns in such a manner — within the guise of a 21-minute film
that, according to the sharpest of critics, was guilty of flattening out a very
complex, multilayered and stratified histories of slavery in the Americas.
The Black Code Sessions find themselves generated from within this
moment of self-doubt and questioning. The first of them will take place
within the middle of the month of June and will incorporate a two-day
workshop in which 10 people are invited (after having watched the film
Black Code/Code Noir and asked to critically asses it) to bring a piece of
material — an image, a piece of music, a video, an essay, a dance, anything. These fragments of material will be then discussed by the group in
relation to the film and eventually incorporated into the mix to develop
a new version of the original. A new film as a collective remix, that will
take into consideration the criticisms and problems that people may have
with the film as a way to give form to a new series of questions and propositions, that too will be remixed and resampled at a later session.
In the book More Brilliant than the Sun, Kodwo Eshun speaks of Alice
Coltrane’s reconfigured version of John Coltrane’s Living Space, he calls
Alice Coltrane’s practice remixology, and says: “For Alice, remixology is
not heresy but reincarnation, a resurrection technique in which sounds are
rematerialized as spirits on tape.” 6 It is precisely in this line of thinking that
we will begin our remixology of Black Code/Code Noir - as a way to channel
forwards and listen towards which ghosts might be haunting these riots.

• The Day the
Indigenous
Discovered
Colombus:
Ayiti, 1492
Theodor de Bry, 1550.

• Prologue of The
Black Jacobins:
Toussaint
Louverture and
the San Domingo
Revolution
C.L.R. James, 1938.
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Natasha Ginwala

Geophysical Matters
A revolutionary cry is heard in Haiti. Police sirens race across
a Parisian street by night, and we collectively listen to Angela Davis discuss the prison industrial complex : “I want to try to urge you
to think about the historical system of slavery and the institution of
the prison together, and specifically I want us to think about the extent to which the vast global apparatus of imprisonment and particularly, corporate involvement in the business of punishment, are
developments related to what I would call the sedimented history of
slavery that we are living out today.” 1 Further on, grainy cell phone
footage captures a young black man in Ferguson shot down by a United States police officer.
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I would like to read Louis Henderson’s moving image work
Black Code/Code Noir through an understanding of global blackness, where the historical terrains of black radical tradition meet
with oppressive constructions of social control that perform as daily condition: the monitoring processes that manifest “policing” as
an environment of contagion rather than singular identifiable acts
in the body politic of the State, today. In developing an asynchronic
timeline and indeed, a reading of fragmented histories, this artistfilmmaker brings forth a combined setting, the Haitian Revolution
as a rebellion that uproots colonial currents of the Atlantic World
and the algorithmic lens-based systems of Big Data policing that
become entwined with the brutal killings of African Americans in
the United States. Two public documents act as an immanent script
within this film: first, the Code Noir, which was issued in Louis
XIV’s edict of 1685 and taken up under colonial governance at the
coast of Saint-Domingue, and second, the Black Codes of Laws
passed in the Southern States during the mid-nineteenth century
that greatly restricted the rights of newly freed African Americans,
while also perpetuating the intrinsic mechanism of debt as a prolonged arrangement of economic slavery.

Natasha Ginwala is a curator, researcher,
and writer. She is curator of Contour Biennale 8 and curatorial advisor for documenta 14 (2017).
First published for Lux Artists’ Moving
Image on www.lux.org.uk/blog/new-artistfocus-natasha-ginwala-louis-henderson
1. Angela Davis, Slavery and the Prison
Industrial Complex, 5th Annual Eric
Williams Memorial Lecture at Florida
International University, September 2003.

The earliest known
slave revolt in the
New World:
Hispaniola, 1522
Theodor de Bry, 1550.
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2. Munro, Martin and Celia Britton.
American Creoles: The Francophone
Caribbean and the American South.
Liverpool: Liverpool University Press,
2012.
3. Harney, Stefano and Fred Moten. The
Undercommons — Fugitive Planning &
Black Study. Minor Compositions, 2013.
4. Ibid.

The screen is no longer a space of entrapment, but rather the realm
for an exploded narrative. How to resist affirmation and the temptation to repair? Instead, continuing to allow fragments to be avowed
— the shattered image — to dwell as both, witness and testimony.
Henderson’s editing approach for Black Code/Code Noir is agential in
staging a visual form of embodied resistance, sifting through citizen
recordings, official speeches, mass protests, public remembrance and
archives of the slave plantation. Allowing for discord to play out in this
assemblage of found media, which then appear as sites of contrasting evidence — rising through layers of narrative tension and optical
dissensus. The restlessness of bodies invaded by constant vigilance is
resonant in its digital corporeality, as images grapple for a clear horizon but instead become marked by each other, and through the semidarkness of what remains resolutely unfilmable. Henderson provides
a haptic visuality, which challenges the camera-as-weapon under state
violence through a reverse gaze that chronicles the lived struggles for
a true racial democracy.
In recalling impact of the code on black bodies, the cinematic
space emerges as fugitive, channelling the ethics of opacity necessary to approach a common past. 2 These networks of dispossession
call forth a refusal of the undercommons where the call and response
is for dis-order 3 — an address to break through into a world beyond
this world — to rebel against the transparent hierarchy of the code as
linear terror, embedded across genealogies of white sovereignty. If we
then ask, what conclusion is to be reached? It may reside in the insistence of Frantz Fanon, who wants not the end of colonialism but the
end of the standpoint from which colonialism makes sense. 4
The algorithm is a scheme of recurrence that regiments memory.
Louis Henderson’s All that is Solid is a film entirely made with found
and re-edited footage. In a sense it is an act of cannibalization that
foregrounds the Internet as a zone of extreme contact. Building a relation between mass online storage, the cloud database, and the vertical descent of the mining pit. Henderson surveys the necropolitical
scheme of an e-waste dump in Agbogbloshie, Ghana, intersecting with
the neoliberal acceleration toward data storage, cyber security and incessantly upgraded devices.
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The myth of immateriality when considering the trails of cyberspace debris is torn down with a penetrating gaze into energy-fuelled
data centres and computer parts that form a rubble city. The clinically

maintained storage sites for our collective ‘online’ footprint and the
fleshy dramaturgy of Agbogbloshie, where technology may only reside
as a body-in-pieces, become animated as a final frontier. Throughout
the film we embark into acts of unearthing, in this sense archaeological language and techniques bear great importance for this filmmaker.
Not simply in rendering a snapshot of the geophysical state of media
infrastructure but in traversing up-close to a techno-frontier where
there is still a promise of futurity located via the skeletal remains of
apparatus in a wasteland.
Henderson delves into the primal condition of global technology
that thrives in administering a pyramidal web of planetary control and
casting the grid of algorithmic sovereignty over the individual as data
sample. Traveling through a hard drive, cloud contents and the residual sub-terrain of gadgetry, we are left spinning with geologic spectres
of technocratic zeal.
There is a sedimentary affinity in Lettres du Voyant, a film that
precedes All that is Solid. While addressing the history of gold mining in Ghana through current regimes of capital, we roam from animated graphics of the mine as an underground panopticon, to the sentient life of the mineral. Henderson has mentioned the use of “video
as clay”, and it is a quality of sculpting that he brings forward in this
work. A correspondence ensues between an unseen protagonist and
the filmmaker. The act of spreading Internet scams perform as a historical reminder of the mineral sediment that has been stolen from the
erstwhile Gold Coast by disparate colonial agents. The online practice
of Sakawa is one entangled with the Voodoo belief system and ritualistic actions that covert the very terms of definition by which greed and
fraud is determined by Euro-American hegemonic powers. The scam
is instead seen to include ideas of retribution, collective interest and
sacrifice to even out the distributive flows of wealth.
An extraction at symbolic as well as material levels — the film stages a mirroring between traversing the network cables of the Internet
to illicitly access currency and prospecting for the rare earth minerals
within discarded machinery. In the haunting of communication technology, there is a potential address to historical injustice. As a medium
of investigation intrinsically linking the timelines of colonialism and
earth history into a vertical composition, Henderson develops his cinematic works as a channel of deep listening.

• Black Code/Code Noir
Louis Henderson, 2015.
Video still.
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Observatoire de la rumeur
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Extracts from an interview with Leo Goldsmith
New York, October 2015
Leo Goldsmith and Louis Henderson

Converse, Assemble
Leo Goldsmith is co-editor of the Film
section of the Brooklyn Rail and a Ph.D.
candidate in the Department of Cinema
Studies at New York University.

Leo Goldsmith: As someone who makes work both through the appropriation of images and interfaces and through traveling and a more
ethnographic model, do you see any risk in a work that approaches the
Internet, as it were, on its own terms or using its form?
Louis Henderson: Yes, but this immediately sets up a dangerous distinction between activity and passivity, between an inside and an outside, and presents the notion that there’s only one way that we can “do
politics” or make political films.
LG: Or even of this still widely overblown notion of “interactivity,” which
suggests a kind of agency in online spaces that, it seems to me, you’re
trying to interrogate by looking at the material basis of the Internet, its
political uses and misuses…
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LH: Yes — in the case of Black Code/Code Noir, I wanted to excavate the
uses of the Internet as a site for social activism. And this is bound up
with a lot of discourse — interestingly enough, not from social activists, but from tech company executives, people who run Microsoft or
Google, for example. They were very quick to latch onto the idea that the
Egyptian revolution in 2011 was aided by Facebook and Twitter. Or the
Euromaidan uprising in Ukraine happened because of YouTube. Now
when you go to Tahrir Square there is a cafe that has taken as its name:
Facebook. There is a Cafe Facebook on Tahrir Square! But this is a myth
that of course tech executives are going to appropriate as a way of selling their brand. Clearly there is a distinction between a social network
and a social movement, and that’s something I was very interested in
here: to look into the ways that people had tried to use these platforms as
ways to create communities, communities of resistance, to meet online
and to arrange offline meetings: candlelit vigils for Michael Brown, for
example. But the problem with that, I find, is that because we also live in
an age of what we might call datafied policing, we must also think about

the policing of the Internet, the policing of our information and the way
in which our data is used to generate these social platforms themselves
and the profit that the owners of the sites live off.
As we know, we are generating profit for Facebook as we use it,
we are effectively Facebook’s unpaid labourers. So the danger of using
things like Facebook to create resistance movements to social oppression is that we have to think about the way that Facebook itself is bound
up in its own form of capitalistic biopolitical governance because otherwise we get ourselves enmeshed in a really paradoxical web that has a
very specific heteropatriarchal ideological basis. I, for one, don’t think
we can use Facebook or Twitter to create a strong political stance. We
can use computer networks — like the dark nets used in Occupy Wall
Street and mesh networks used in the pro-democracy protests in Hong
Kong in 2014 for example 1 — but I don’t think we can use oligarchic,
corporate social media sites.
Nonetheless, I like this idea of trying to look for the antipoison, the
antidote, within the enemy itself; using the Internet itself to find the
tools within which we might be able to form different ways of being,
thinking, experiencing life, and how that might create a different social
movement. That’s what the film tries to work towards — a kind of Trojan
horse politics of infecting from within.
But, yes, the film does flatten very complex histories and events,
but that’s the problem with all films. It’s the problem with the frame
and with montage: we’re always leaving things out. As much as we create new ideas and connections by piecing things together, there’s also a
sense in which certain things get left out. But that’s why I’m interested
in using the film to begin a set of collaborative works to try and create a
real sense of community around a topic that I think concerns everyone.
And as we learned from that essay by Josh Scannell, 2 the NYPD is
the civic entity that’s been the most prepared for data analysis than any
other in the United States. Which is quite terrifying I think. So I was intrigued by that. I don’t think it’s happening to quite the same extent in
the UK, though they are using data analysis for policing. But it’s in Japan
now as well — Hitachi are doing a similar project: data analysis to do
what they call “preemptive policing.”
LG: But it’s interesting this question about “flattening out”— because it
gets back to notions of space when we’re talking about the digital realm
and the Internet. You use, for example, a lot of superimposition and
compositing, and this seems to function as a means of dimensionalizing
the digital, giving it a sense of depth and proportion that you can then
excavate or view from an archaeological perspective.

1. See Hu, Elise. “How Hong Kong Protestors Are Connecting, Without Cell or Wi-Fi
Networks,” NPR. 2014.
www.npr.org/sections/alltechconsid
red/2014/09/29/352476454/howhongkong-protesters-are-connecting-withoutcell-or-wi-fi-networks/
See also Phiffer, Dan. “Occupy.here: A tiny,
self-contained darknet,” Rhizome. 2013.
www.rhizome.org/editorial/2013/oct/1/
tiny-self-contained-darknet/
2. Scannel, John. “What Can an Algorithm
do?” DIS. 2015.
www.dismagazine.com/discussion/72975/
josh-scannell-what-can-an-algorithm-do/
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LH: Superimposition is very important, but all of that goes back to something I’ve been researching for some years or so now when I began this
practice-based PhD program, which was to try to elaborate an archaeological method within film practice. I’m very interested in the work of
Jean-Marie Straub and Danièle Huillet, and how their methodology might
be archaeological in their reading of landscape and the archive, the material remains of history as they remain within documents and books and
letters. They’re engaged in a kind of archival topography in which they
go and look for the spaces that archival documents might speak about.
And that, for Deleuze in the second volume of Cinema, is a necessarily
archaeological uncovering. In relation to that, he speaks about what he
calls “the stratigraphic image,” meaning that, like in the theatre, cinema
can show an image of something yet speak of something else that is elsewhere. The difference between theatre and cinema is that (uniquely in
cinema) what is being spoken of can literally be buried underneath the
image that we see. The voice that speaks allows for what it speaks of to
rise up from within the landscape, from within the image. In Un Coup de
Dés (1977), there’s a group of film critics and Danièle Huillet, and they are
reciting Mallarmé’s “Un Coup de Dés” while sitting in the Père Lachaise
cemetery on top of the grave of the dead of the Paris Commune. We have
an image of something in the present, but actually, if we start to prise that
image open and look beneath its surface, underneath it is layers and layers of history, still alive, still moving, still very much present.
So all of this — about stratigraphy, about archaeology, about the
burial of histories of resistance struggles underneath the surface of the
earth — led to all these interests of mine, which led to more formal concerns about layering and superimposition. And this is supposed to offer an understanding of a certain depth to an image, that underneath
an image there might be another kind of reality that’s existing at the
same time, even if it’s not existing in the same space. Of course, that’s
quite different from Straub/Huillet, who are much more concerned
with the physical spaces they might film. Whereas when one regards the
Internet as such a space, those temporalities and geographies get completely mixed up and intermeshed, because that’s the very nature of the
Internet — it seems to be a much more rhizomatic space.
But thinking about superimposition: I’m also interested in a filmmaker like Harun Farocki, who is someone who might be said to be doing a media-archaeology in a very different way, archaeology as a critical
approach to media. And Farocki talked about his method of montage as
what he called “soft montage”: we don’t have an image followed up by
another image which, through a series of dialectical clashes might create a third meaning, but instead we have this overlayering of imagery to

show the ways in which two images, two ways of thinking, can exist at
the same time. And within that structure he’s able to show paradox. Like
in Videograms of a Revolution, he shows the time of the live TV stream
and the time of the actual recording of the event, which speaks about
representation and the masking of reality.

3. The 14th article of the Haitian Consitution of 1805 announced: “Haytians shall
hence forward be known only by the generic appellation of Blacks.”

LG: In Farocki, though, it’s a logic of comparison, rather than layering:
images placed side by side, usually in split-screen or multi-channel formats.
LH: Right — and I’m more interested in bringing different times and
spaces together, which is a kind of comparison as well. So, in Black Code/
Code Noir, there’s a triple layering of superimposition in one of the opening shots, in which you see a car driving around a roundabout at Place de
la Bastille in Paris, which is the square that was very important for the
French Revolution in 1789, where the French stormed the Bastille prison
and brought about the revolution and the downfall of the monarchy.
Now, Straub/Huillet have a similar shot in their film Trop tôt/Trop Tard,
in which they also drive around Place de la Bastille but we hear over the
top of the image a voice reading a letter from Friedrich Engels to Marx
about the failures of the French Revolution, how it ended up basically
installing a dictatorship, the Napoleonic regime. But in my film, we hear
the voice of a South American woman reading a text by a Trinidadian
historian C.L.R. James, talking about the Haitian Revolution. And notably he’s talking about a voodoo ritual that took place in a sacred forest.
Then after that there’s a text from Jean Jaurès in which he makes the
claim that the French Revolution was only made possible by the money
that was made from the slave trade. For him, that’s a very paradoxical
situation: a revolution that celebrates liberté, égalité, fraternité, was itself financially based on slavery and oppression.
So, I try to bring all of these elements together in a kind of vertical
composition, to place them in the same space to draw a comparison,
in order to make a point about the hypocrisy of French Enlightenment
thinking that helped form the French Revolution. But also to show that
there are different readings of certain situations: the leader of the Haitian Revolution of 1791, Toussaint Louverture, was strangely influenced
by the French Revolution, so could we then perhaps argue that the Haitian Revolution was the ‘other’ of the French Revolution? And that perhaps, to go even further, the Haitian Revolution was the true example
and actual becoming of the political positioning of the French Enlightenment project — that of creating a universal emancipated citizen living
in a free state with human rights. 3
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LG: This raises the issue of your use of text, and particularly the place
that translation between languages occupies in your work: in many of
your works. There’s not only a lot of language, but a lot of languages.
LH: I was just reading something a very interesting series of interviews
conducted by Angela Melitopoulos and Maurizio Lazzarato called Assemblages, 4 in which the French Ethnologist Barbara Glowczewski
states that there are something like 8,000 languages in existence and
that 6,000 of them are spoken uniquely by aboriginal people — meaning people without a state. And these are languages that don’t follow
what we might call “modern” forms of syntax, that don’t use words in
the same way, that might use sounds, that might use the body, that might
use various gestural forms of communication. And Glowczewski says
that these forms of language presented a huge problem for the European
colonial project, which was interested in one dominant form of language
which has now been exerted over the whole planet as a form of colonial
oppression. But not quite — as Suely Rolnik argues (in the same series
of interviews) these languages continue to exist through micropolitical forms of resistance, such as candomblé in Brazil. Dance, in that instance, is another form of language. And trance and song and rhythm
— different forms of communication that have to be, in some respects,
released so that we can contact one’s spiritual other, for example.
So, how can we use this animist form of thinking as a way in which
to develop a new aesthetic language, pushed through cinema, through
video, through film? And that comes back to a question of translation.
And again in the instance of Black Code/Code Noir, we are talking about
a literal translation of words and languages — English and French and
Spanish — in the form of subtitles and dubbing, with one language over
another. So, how can we use that as a film methodology? How can we use
that to develop different forms of writing within filmmaking?
Nonetheless I’m always limited by a frame and projection and time,
space, sound. That’s my medium. But how can we make transformations
and slippages between these different parts. This also gets back to the
idea that cinema is intimately related with animistic practices. Cinema
itself can be understood as a form of animism. On a very superficial level,
it’s the animating of life into movement — which is a simplistic understanding of animism but it’s related nonetheless. But also the way in
which cinema can create what Suely Rolnik calls “a collective assemblage
of enunciation.” So, how can cinema create a shared aesthetic experience,
a temporary community around a problem, a site of shared interests?
I’m very interested in this idea of Okwui Enwezor’s “dub cinema.” 5
He developed this idea in relation to the film Handsworth Songs by the

Black Audio Film Collective, mainly to talk about the aesthetic concerns
of the way in which a film practice might relate to a musical practice
— of dub reggae, of how you can use reverb and echo, not just in aural
aesthetic terms, but reverb and echo in historical terms; how you can
make echoes of different histories and timeframes. There’s a sort of versioning of history: Handsworth Songs uses a lot of archival imagery and
repetition to talk about the colonial hauntings in present-day England
in 1985. And that suggests the possibility of a real dub cinema. Because
soundsystem culture itself is also about the creation of a temporary
community around a collective experience. Again, it's an assemblage
— both in human and social terms as well as formal terms.
LG: And a kind of meeting of the machinic and the human, as Kodwo Eshun argues in More Brilliant Than the Sun. One dimension of Black Audio Film Collective that fuses these ideas is that they were formed as the
result of a period of social unrest in the UK in the early 80s, after which
the Greater London Council and Channel Four provided institutional
support for Black cultural activity and media non-profits, particularly
around media education. So this is the context in which the Collective,
as well as Sankofa Film/Video Collective, arose: as partly a communitybased media educational and production outfit. Does this relate, in some
way, to what you’re interested in doing with the Black Code Sessions: of
opening it up to, if not a pedagogical space exactly, at least perhaps a
more community-oriented one?
LH: This is precisely what I hope we are reaching. And it is certainly
thought of as a pedagogical project in a sense. A shared pedagogy in
which through creating workshops we can arrive at creating collective
work. Furthermore, it is an occasion to elaborate on important topics
and to see the how these effect many different people in different ways.
In this way, the Black Code Sessions are supposed to create a community around a shared concern, a community based on affinity and not
identity. Through this form of involvement, the idea is that the research
is enriched through taking onboard the many different possible points
of view on these topics —and that these topics and their outcomes are
permanently shaped through the activation and use of the research.
Perhaps in this sense we can understand the Black Code Sessions as one
way of repurposing the architecture of computer algorithms that are
automatically developed by a user’s data. Yet in this instance the social
platform being created actually brings people together and insists, quite
contrarily to what social media may have us believe: that we are not
alone in this world.

• Handsworth Songs
The Black Audio Film
Collective, 1986.
Film stills.
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Extract from conversation: Phoenixology of the Document
Athens, May 2016
Louis Henderson

Dead Alive
“C’est à dire que les poètes meurent et revivent. Dalí a inventé une
science très belle: la phénixologie. La phénixologie, cela veut dire que
les personnes meurent souvent pour renaître. C’est la renaissance
du phénix. Brûle, brûle pour se changer en cendres, et à leur tour les
cendres se changent en soi-même. On devient soi-même à travers ce
phénomène de la phénixologie.” 1
Jean Cocteau.
1. “That is to say that poets die and live
again. Dalí invented a very beautiful
science: pheonixology. Pheonixology, that
means that people often die to be reborn.
It's the rebirth of the phoenix. Burn, burn
to change into ashes, and in their turn the
ashes become oneself. One becomes
oneself through this phenomenon of pheonixology.”
Found here: www.en.wikipedia.org/wiki/
Wikipedia:Reference_desk/Archives/
Language/2012_July_27

I cannot say that the document has died yet — well not my interest
in it and the possibilities it may contain for my work anyway, where
it still holds an important place. However, I am certainly interested
in what the idea of pheonixology can pose conceptually to the ways
in which I would like to continue using, activating and elaborating on
documents.
Yet — perhaps the document was always dead. Perhaps even the
document is death itself. The act of documenting an action could be
understood as the act of instilling the stillness of death into the movement of life, a frieze. This could be the document’s relation to time
— an instant past tense that is created from the very act of taking the
last breath away from the lips of that thing that we so desire to record,
capture, understand or look at.
However, this position becomes difficult to continue to argue when
considering the rich complexities of the document and its generally
shifting, morphing and vibrating ontological status. A document, we
understand increasingly, doesn’t necessarily ever have to have an
indexical relationship to its referent, or even a referent at all. Documents can be fabricated from within fictions that make up reality, and
thus a document could be said to exist on its own, in its own temporal
and spatial sphere — quite removed from any originary being and only
referring to itself.
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So I said the document exists — indeed! It does exist! And I think
I was always told that existing has something to do with being alive

— and not being dead. When something is dead we are led to think
it ceases to exist. But then what about the living dead? Or ghosts? We
could never say that they do not exist, although many people would
like us to believe so. Yet to believe in the non-existence of things so
present in language, mythology, art, religion — things so much everpresent on the tips of our tongues and fingers — is really an absurdity.
I would like to propose that the document is the living dead. Not
the evidence or record of that which is dead, but in fact the continuation of the thing that once was, but that has now become something
else; has morphed and transformed within a contagious proximity
with other things that surround it and that add into the mix of the culture that is being co-produced. The document is not post-humanist it
is compostist. This is how I would propose the document could exist
— it is alive in its death, be-coming in its de-composing, creative, active and productive in its composting — in its desire to die and to be
death.
This is how, for some time, I have understood the potential in a
document and the processes of documenting and working with the
documentary as a genre of fiction. The document brings us into a close
relationship with death as a living and transmutable thing — whether
that document be a handwritten letter kept within an archive, a photograph of a street taken 50 years prior to my arrival on said street, a
series of geological strata in the Sinai desert, a piece of neocolonial
electronic waste on the West coast of Africa, or the mobile phone video
of a young man murdered by the police on the streets of a southern
state in the United states of America.
What has interested me within all of these instances has been the
way in which I can potentially, with filmmaking and montage, breathe
a breath into these documents — to re-activate them, to re-animate
them — and in doing so to bring them into the retinal, sensual, sonic
compost that I wish to create as a generative and productive culture
— a force to grow, to allow to flourish certain new things and new ways
of being. This for me is archaeology — a materialist and animist art.
I would like to speak of a very interesting document that I came
across recently: it was a piece of fossilized coral that was held in the
hands of a paleontologist from Panama, whom I met whilst on the edges of Lago Enriquillo in the Dominican Republic — a hyper-salinated
lake that was once a sea, that is now flooding due to climate change.
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2. Haraway, Donna. “Anthropocene,
Capitalocene, Plantationocene,
Chthulucene: Making Kin”. Environmental
Humanities, vol. 6, 2015. 159-165.
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The Paleontologist explained to me that he was looking at these
enormous fossilized coral reefs to try and find out the ways in which
these now dead creatures were once living — in order to find ways
that their brother and sister corals could continue to live in the present. Something like 95 percent of all coral has died in the Caribbean
due to the enormous rise in sea temperatures in recent years. Yet
the Paleontologist believed that nonetheless, even faced with extinction, the corals of the Caribbean still have the chance to live — and
it is through learning from the dead that he could find new ways in
which the corals can transform and morph and become other forms
of multi-specied, multi-genied ecosystems - as ways to continue to live
with and through their dead beyond the boundary-event that could be
termed the Plantationocene, the Capitalocene, the Petrolocene — the
Anthropocene.
To work towards ending this short note, I would like to point out
that compost is a mass of beings that collectively create a substance
called humus, which is a latin word and relates to the earth, to the
ground, and also eventuates in words such as humility and humbleness
— notions of being grounded and down-to-earth, very important qualities to learn when forming collectives. Humus also relates to the word
Chthonic, which comes from the Greek khthonios, meaning “in, under,
or beneath the earth”, subterranean, underground — and relates ideas
about the interiority of soil, rather than the living surface of the land
or the land as territory. And carried with this, are ideas about spirits
of the underworld, the dead and the graves in which we bury our dead
that eventually also decompose and therefore become-with the earth.

The Sea is History
Louis Henderson, 2016.
Video stills.
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This idea of the Chthonic has been elaborated upon recently by
Donna Haraway — as a way to think possible ways on and beyond the
inevitable deaths on this planet brought on by the Anthropocene. In a
wonderful move she proposes a name for the epoch after the Anthropocene, aptly titled: the Chthulucene.
“One way to live and die well as mortal critters in the Chthulucene
is to join forces to reconstitute refuges, to make possible partial and
robust biological-cultural-political-technological recuperation and
recomposition, which must include mourning irreversible losses.
Thom van Dooren and Vinciane Despret taught me that. There are so
many losses already, and there will be many more. Renewed generative flourishing cannot grow from myths of immortality or failure to
become-with the dead and the extinct.” 2
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Notes from a talk given at Sonic Acts Academy
Amsterdam, February 2016
Louis Henderson

“Animism is the only sensible
version of materialism.” 1
“‘Give me a body then’: this is the formula of a philosophical reversal.
The body is no longer the obstacle that separates thought from itself, that
which it has to overcome to reach thinking. It is on the contrary that which
it plunges into or must plunge into, in order to reach the unthought, that is
life. […] It is through the body (and no longer the intermediary of the body)
that cinema forms its alliance with the spirit, with thought. ‘Give me a body
then’ is first to mount the camera on an everyday body.” 2

1. The title is a phrase written by Eduardo
Viveiros de Castro to Donna Haraway in a
personal email exchange quoted in
Haraway, Donna. “Cosmopolitical Critters”, in Nagai, Kaori ed. Cosmopolitan
Animals. Basingstoke: Palgrave Macmillan,
2015.
2. Deleuze, Gilles. Cinema Two: The TimeImage, trans. Tomlinson, Hugh & Galeta,
Roberta. Minneapolis: University of
Minnesota Press, 1989. 182.

This passage above sets about a challenge to a Socratic/Platonic/Cartesian dualism, that posits the body as an obstacle to be overcome in order to
reach pure thought, pure rational knowledge. Deleuze thinks the body not
as a mere vessel for other, more ‘important’ mental activities, but rather as
the site in which thought can be made possible through the coproduction
of the body and the mind within a particular spatiotemporal sphere. Yet to
go further, what is particularly interesting in this proposition is the alignment of cinema with this process of embodied thought. That cinema,
through mounting the camera onto a body and off the apparatus of the tripod, is able to create an alliance with the spiritual and express actions of
thought with the body and not merely through the body as an image
onscreen or a voice offscreen. What we have in this instance then is an
embodied image — an image that thinks, that speaks, that sees, that
moves —that is animated. An image of animism.
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Now, this idea of an animist cinematic image is something I
approached with the film Lettres du Voyant, as an attempt at a kind of
anti-ethnographic gesture - or a critical enquiry into the images and
forms of narration in the ethnographic cinema of Jean Rouch — in particular Rouch’s desire to ‘become-other’ through his cinema, through his
embodied-camera-vision ciné-trances. This is also according to Deleuze
— who proposes the film Moi, un noir as an attempt by Jean Rouch to flee
his own skin, his own dominative culture, his own whiteness and to
become-other through the forces of fiction — the title: Moi, un noir

The Sea is History
Louis Henderson, 2016.
Video stills.
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4. Rimbaud, Arthur. Rimbaud: Complete
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Edition. Ed. Seth Widden. Trans. Wallace
Fowlie. Chicago: University of Chicago
Press, 2005. 371.
5. Ibid. 371.
6. Pasolini, Pier Paolo. Heretical Empiricism. Ed. Louise K. Barnett. Trans. Ben
Lawton and Louise K. Barnett. Bloomington and Indianapolis: Indiana University
Press, 1988.

literally translates as “Me, a Black.” One of the ways in which Rouch
attempted such a process was through mounting the camera on his body,
and dancing with the gods of West African animists (as in the films Les
Tambours d’avant, or Les Maîtres fous) as a way to decolonise his own
position as a French filmmaker/ethnographer making ethnographic work
in ex-French colonies in West Africa.
“For me then, the only way to film is to walk with the camera, taking it where
it is most effective and improvising another type of ballet with it... Leading or following a dancer, priest, or craftsman, he is no longer himself, but a mechanical
eye accompanied by an electronic ear. It is this strange state of transformation
that takes place in the filmmaker that I have called, analogously to possession
phenomena; ciné-trance.” 3 nomensfqdjkllllqmfjdslkqjfgkldsqjfkljs dlskfjdlskq

director’s point of view and constructed through a camera. This again
indicates an idea of the co-production of subjectivity through the coming
together of different points of view, and speaks of the situatedness of the
human body in relation to other bodies in space — not just humans but
also landscapes, animals, the sky, rocks, the wind in the trees.

7. Viveiros de Castro, Eduardo. In Angela
Melitopoulos and Maurizio Lazzarato,
Assemblages: Félix Guattari and Machinic
Animism. 2012. www.e-flux.com/journal/
assemblages-felix-guattari-and-machinicanimism
8. Ibid.

What this comes down to is a way of thinking through subjectivity on
a material basis — subjectivity as expressed and experienced through the
body — and the possibility for a shared subjectivity that oscillates and
mutates between different states of being different things on similar and
shared planes of experience: becoming-other as a collective process.

flksdqjf skljflksqj

In discussing this potential metamorphic transformation of Rouch
through cinematic trance, I turn to Arthur Rimbaud and his famously
strange line “Je est un autre.” 4 With this sentence, Rimbaud indicates two
coexisting sides to being and suggests, I believe, a materialist reading of
subjectivity. In distancing the I from the first person (I is and not I am)
Rimbaud turns it into an object that exists within a material substrate; a
body, that becomes ‘other’ in the eye (I) of someone else. This could be
understood as the chiasmatic reversibility of perception and expression:
the body can see and be seen, can touch and be touched, yet one action is
not separated from the other as they are both intertwined within the permeable inframince of the skin. Therefore knowledge of oneself is bound
up with the experience of an other and also being an other in the eyes of
another. “I think therefore I am” holds little truth in this instance because
if “I is an other” thinking alone cannot define subjectivity — we must also
be thought of in order to exist.
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In addition to this Rimbaud suggests the possibility for fictionalizing
this “I”, fictionalizing the narrator that speaks as “I”. Rimbaud wanted to
fabulate this becoming-other through what he termed “… a complete
derangement of all the senses” 5 — and for him, this could only come
about through a ritualistic process of trance inducing states: through poison, through love, through madness, through sufferance. Rimbaud writes
about this in his famous Lettres du Voyant, (from which I took the film’s
title) two letters that he wrote to two friends: Georges Izambard and Paul
Demeny in 1871, in which he describes his desire to become a voyant (a
seer) which is another way of saying a poet for Rimbaud. This in many
ways relates also to Pier Paolo Pasolini’s “cinema of poetry”, which Pasolini described through the elaboration of a “free indirect subjective
style” 6 of writing certain images in cinema — images that express a way
of seeing, a point of view of a character that nonetheless is also the

To elaborate on this further I turn to the work of Brazilian ethnologist Eduardo Viveiros de Castro, who has developed a long project of an
ontological turn in anthropology as the creation of a permanent decolonisation of thought. His research has focused on the sharing of philosophical knowledge with Amerindian tribes of the Amazon rainforest in
Brazil and he has co-developed what he calls: “… a materialistic theory of
the subject — the subject as a material subject.” 7 What this has entailed is
learning from Amerindian shamans a different understanding about the
creation of beings in the world, and what or who is human or not — thus
entailing a rethinking of the Western relationship of culture to nature and
in turn a rethinking of traditional Western ontological binary oppositions
that have founded and so restricted the practice of anthropology. Here I
will quote at length from Viveiros de Castro as the passage is quite
remarkable:
“This way of thinking about animism is similar to that of the native Amazonians, a people I know well. They believe that the human and non-human share a common base in humanity, whereas we believe that they share a common base in nonhumanity. We believe, for example, that what people have in common with animals
is material: a body. Among the indigenous, myths always begin with a time when
every living being was human. But in the end the aim is to explain how certain beings
stopped being human. These beings left humanity to become animals or objects.
With our myths, it’s exactly the opposite. In the beginning we were all animals or pure
material. Certain of us then became humanized. So we have the heroic tales of
humanity conquering nature, which is an alterity from the point of view of culture:
culture as modern soul, something that distinguishes us from the rest of creation.
Whereas among the Amazon Indians, it’s exactly the opposite. In their view, we are
all in the world. Humans merely have a particular materiality. What makes us human
as such is our body, not our soul. Our soul is the most common thing in the world.
Everything is animated, you see: animism.” 8

So for the Amerindian animists, and animist thought in general, all
things have a soul, have subjectivity and therefore they all have the ability to communicate and act in the world. What differentiates us is the
material basis of our different bodies, whether human beings, trees,
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rocks, water or the sky for example, and not the idea that only humans
have the capability to think, to be rational or to have a spirit. If everything
is (in an originary sense) human, then subjectivity can be understood as
something very material, because all matter has subjectivity and thus the
subject is outside, it is everywhere.
This way of thinking has very important political ramifications and
can be used as a tool to critically think our own society in the overdeveloped world. Viveiros de Castro places the conception of subjectivity-asoutside in relation to Pierre Clastre’s work on Amerindian communities
as “societies against the state”. 9 For Clastre, ‘primitive’ societies had long
been considered by anthropologists as being backwards, morally
improper and uncivilised, precisely because of their refusal to construct
the apparatus of a state as guardian of a community. Yet Clastre proposes
this opposition of the ‘uncivilised’ as a powerful political position that
creates an egalitarian society not based on oppressive class relations of
‘civilised’ capitalist society. Lets consider our ‘civilised’ Western world as
being that of a society of control and discipline constructed through various state apparatuses. This has a lot to do with the creation of subjectivity by the state, and the interiorisation of the state into the subjectivity of
the dividual — this is essentially the negative and oppressive processes
of subjectifiation through which the phrase “… the state is the self”
becomes frighteningly clear.
So if we can think on Clastre’s terms of a society against the state, it is
thus a kind of society that works against the insistence of an interiority
of a subject contained within itself created by some abstract notion called
‘the state’. A society against the state is a society that only recognizes
itself while being outside of itself, that understands that subjectivity is
contained within all things that constitute a community as cosmology,
that the self can only exist in relation to the other beings that it comes
into contact with and that becoming subject — subjectivation - is a collective process of escape from the trappings of identification. 10 This,
according to Viveiros de Castro is animist thought and a materialist theory of the subject as “the ontology of societies against the state.” 11
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Suely Rolnick thinks along similar lines and speaks of the ways in
which animist thought and practices can work at unleashing potential
generative and creative processes in thought, in being, in life, that have
been repressed and oppressed by European colonialism in Africa and
South America, for example. She speaks similarly of animist thought as
being in opposition to the modern construction of the self governed by

identitarian principles within a society of control and suggests instead
the activation of different modes of being and capacities of the body
through other means of subjectivation — that do not follow the state
guardianship of the modern subject.
“[F]rom a visible and macropolitcal point of view there is the repression and
censorship of these cultures, and from a micropolitical point of view there is an
inhibition of potentialities and of vital power, an inhibition of experiencing the
world through affect, an inhibition of accessing sensation in order to put thought
at the service of the process of actualization. All this remains under repression. I
call this kind of repression colonial repression […] the problem is then to activate
this power and capacity in ourselves [...] Animism is a mode of apprehending the
world, a mode of conducting existence and thought. This ethics of thought is a
fundamental task of thought, from an ethical, political, clinical, and aesthetic perspective in life. This is what colonialism represses par excellence, thus resistance
occurs on the micropolitical plane.” 12 nomensfqdjkllllqmfjdslkqjfgkldsqjfkljs dlsk-

12. Rolnick, Suely. In Angela Melitopoulos
and Maurizio Lazzarato, Assemblages:
Félix Guattari and Machinic Animism.
2012. www.e-flux.com/journal/assemblages-felix-guattari-and-machinicanimism
13. Ibid.
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One way in which Rolnick thinks the opening up of these repressed
creative capacities (and thus resisting colonial repression) is through
experiencing subjectiviation on a different level through animist trance
rituals — she describes how the act of receiving the gods though the body,
as in afro-brazilian trance rituals, is a form of subjectiviation that
expresses the contagion of a collective assemblage of enunciation, “which
is sensed through the body and creates friction between sensations and
potentialites.” 13 Thus the development of the self is again something
entirely dependent on other exterior factors, on the collective assemblage of different subjectivities shared on one plane; that of the body
undergoing the trance brought into contamination with the gods and the
other people taking part in the ritual, the musicians, the priests — perhaps also in Rouch’s case, the dancing cameraperson who is filming the
event.
I believe that cinema can have a lot to do with this way of apprehending the world. Can we start to understand cinema as a site in which a collective assemblage of enunciation is experienced through the sharing of
multiple perspectives both on and off the screen? Can methods of filmmaking that incorporate cameras into bodies both human and nonhuman, express an understanding of the co-production of ourselves with
others? Can the experience of viewing cinema in a particular way that is
not defined by identitarian principles of classical narrative and form
allow for an opening up of new creative potentials and thus propose a
rethinking of the construction of subjectivity as a material and collective
thing? Can the cinematic sonic image migrate off screen into the bodies
of the viewers as a form of contagious, collective, community affect? Can
cinema work towards the decolonisation of thought in, about and
through cinema?

• Lettres du Voyant
Louis Henderson, 2013.
Video still.
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