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not of the place but of the effort to get there, the decision to notice
this nothingness. In the process of getting there, these photograph are
reminders of history and geography as deliberative human processes
rather than unstoppable futurology.

The second of these, the photograph as record of a critical and actual
geographical journey, has remnants of that Situationist conceptual
byway known as psychogeography.

Psychogeography’s current manifestations, after the initial
flurry of Debordian activity, has, in the English language at least, its best
known practitioner in the figure of the often deliberately cussed writing
lain Sinclair. Sinclair begins his book of London walks, Lights Out for
the Territory (1997) with the intention to, as he says, ‘vandalise dormant
energies by an act of ambulant signmaking’.

Sinclair, in this opening chapter, is looking specifically for and

at graffiti, what he calls ‘the pictographs of venom’,

but his journey in this chapter is also an outllne
of a methodology, in which ‘official’ geographical and social ‘paths’
and authorized routes are seen to be marked by the textual remnants
of those excluded from the official narratives and versions of place.
Sinclair’s idiosyncratic mode of writing and the force of his vision stand
as aresistant mode of urban perception. Seeing more than is ‘allowed’,
he is suspicious, conspiratorial, and at times paranoid, but all of this is
a strategy aimed at lamenting and critiquing the ways in which place
is into turned into space, or non-place. »

Paramount to Sinclair’s methodology are walking, reading and writing.
His reading creates a near-obsessive and deeply partisan archive of

a textual London, while his writing, for all its paradoxes and linguistic
density, is fundamentally based in the notion of text as mnemonic record.
Under its layers of irony and syntactical contortion Sinclair’s writing
retains a documentary mode. The walk in Sinclair’s work, meanwhile, is



its phenomenological root/route, a guarantee of its and his ‘reality’ as
against the ‘society of the spectacle’ which threatens to overwhelm the
everyday and its real mysteries.

My suggestion is not that Sinclair is a specific influence on the
photographers | mention below. Rather it is useful to remember that his
work, and psychogeography in general, inhabits the same conceptual
territory as these projects (with some shared and fragmented inheritance
from what Gerald Raunig calls ‘transversal activism’

), pitted against the regulated forms of urban
life which are ‘capitalism’s method for taking over the natural and human
environment’.

Moreover, these projects deploy a phenomenology of travel,
or more precisely the journey and the physicality of standing in one place
as an antidote to the inhuman non-place. Just as Sinclair, for example,
emphasizes his early morning starts, the sweat and dirt he accumulates
on his walks,

so we should
remember, in looking at this kind of landscape photography, thatitis a
form of critique that, as well as being visual, is editorial (that is, it involves
a choice to photograph this) and perambulatory. The journey to get there
is implicit in the image. If we forget the journey we lose part of the impact
which the image can have.

The walk as the basis of an art work has a long tradition, going back
to the Romantic period and beyond, as Rebecca Solnit, among others, has
explored. ¢ 1

In postwar artistic practice artists as diverse as Marina Abramovic
and, most influentially perhaps, Richard Long have used the walk as
means of remembering the corporeal and the body as marker of time
and distance. Long has included Ireland on his travels, though taken in
the round his work has a tendency to allow the conceptual to dominate
over the local.

: For the
photographers I’'m interested in here it is exactly that disappearance of
the local, or the idea of the local, which is under consideration. However,
their collective method (in as much as their work represents a collective
response to the contemporary Irish landscape) draws from the same
resources as Long — with a sense of the solitariness of the individual,
purposefully wandering artist underpinning these ventures, the surface
of their construction, against this strongly authorial, neo-romantic
backdrop, is a blank objectivity. The physicality of the (too
often forgotten) journey to make the image is captured nicely in the
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