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Biography
Lindsay Seers works and lives in London and Sheerness-on-Sea. She studied at 
two of Britains most prestigious art colleges Slade School of Fine Art, University 
College London (BA Hons, Sculpture and Media 1991-94) and at Goldsmiths College, 
University of London (MA Fine Art 1999-2001), she has also worked as a lecturer 
and external examiner at The Slade and is currently a lecturer in MA Fine Art Goldsmiths. 
Her works are in a number of public and private collections including Tate collection, 
Arts Council collection, Artangel collection and the collection of MONA, Tasmania. She 
has won several prestigious grants and awards these include the Sharjah Art Foundation 
Production Award, UAE; Le Jeu de Paume production award for the Toulouse Festival, 
France; the Paul Hamlyn Award; and the Derek Jarman Award for innovative film makers; 
she has received a substantial AHRC award and awards from Henry Moore 
Foundation and a number of Arts Council and British Council Awards in support of her 
large works. She also received the Wingate Scholarship from The British School at 
Rome 2007/8. 

Seers has shown internationally in museums and art centres such as SMK (National 
Gallery of Denmark); MONA (Tasmania); Hayward Gallery (London); Tate Britain 
(London); Kiasma (Helsinki); Bonniers Konsthall, (Sweden) and Venice Biennale.

To experience Seers’ work is to experience snapshots, rumours, doubtful 
information – fascinating fragments that refuse to add up to a neat, narratively 
satisfying whole. To experience one’s memory of her work is something else 
entirely. Recall Extramission 6 on a Monday morning, and it’s a story of childhood 
and exile. Recall it on a Tuesday night, and it’s a meditation on Platonic optics 
and 19th-century methods of indexing and surveillance. Memory does its work, 
generating different readings, different histories, and different shapes for the 
viewer’s future self to adopt.  Tom Morton (Frieze 2009)

What constitutes the artistic practice of Lindsay Seers is not mere storytelling, but a 
matrix where there is no formal separation between the conceptual investigation of the 
act of photography, the camera as apparatus, the common desire for film and 
photography to act as evidence of events, and the complex historical and personal 
synchronicities of events themselves. What we are witnessing is not so much a 
detached systematic outline of these relationships, but the actual unfolding of a creative 
process, where the act of observation and understanding influences the outcome of 
events themselves. Through Seers’ photographic explorations the past is constantly 
reconfigured, as if it contains an infinite virtual potential for different outcomes, which 
are all already embedded in one another. Instead of providing a neutral platform for 
the viewer, her installations place the film imagery within the structures most appropriate 
to the narrative constructs. These structures are both factual and theatrical, thereby 
embodying the dual aspect of the evidence and the artefact. It is impossible for the 
viewer to enter this emotional landscape without making their own identifications and 
associations, without being an implicated participant within the unfolding of history, 
its apparatuses and institutions as well as its human narratives. The personal and 
the collective are all but different features of the monstrous unfolding of the virtual 
event, a spectacle with no singular platform of observation. 



76

previous works

Entangled	II	(Theatre	2)



98

previous works

‘Extramission’,	was	developed	from	a	
number	of	performative	events:
•	 The	work	evolved	across	time	taking		
	 the	concept	human	camera	as	its		
	 starting	point.
•	 A	journey	to	Mauritius	to	find	a		
	 house	with	the	artist’s	mother		
	 (which	they	never	found).	
•	 Performances	on	location	in	Holland
		 and	Mauritius	using	the	mouth	as	a		
	 camera.
•	 Ventriloquist	performances	in		
	 theatres	in	Leicester,	Blackpool	
	 and		London.
•	 Performances	as	a	projector	at		
	 Ealing	Studios.	

Chris	Frith	informed	the	project	with	
Baysian	theory	and	introception.	

The	work	took	personal	biography	and	
used	it	as	an	embodied	experience	of	
photography’s	development	into	film.	
The	work	was	staged	in	a	model	of	
Edison’s	first	film	studio	(Black	Maria)	
as	a	temple	to	his	Kinetograph.	
Funded	by	Arts	Council	London	Arts	
and	Humanities	Research	Council	

Produced	by	Gas	Works	(London);	
Smart	Project	Space	(Amsterdam);
Tate	Britain;	Bonniers	Kunsthalle	
(Stockholm);		Kiasma	(Finland);	
Contemporary	Art	Society	and	Victoria	
and	Albert	Museum	for	Rugby	City	Art	
Gallery;	Images	Festival,	Toronto.	

In order to make clear the artist’s working methods four projects of eight of 
Seers’ episodic works are briefly described below.

One of Many
The	commission	evolved	as	a	
search	into	interlinked	historical	and	
contemporary	events	surrounding	the	
venue	L’Hôtel-Dieu	Saint-Jacques.	
Performances	and	actions	formed	an	
archive.	These	included	searching	for	
Black	Madonnas	on	the	Santiago	de	
Compostela	Pilgrimage	walk	in	France	
and	Spain;	finding	3000	scallop	shells;	
delving	into	city	archives	in	Toulouse	
regarding	a	flood	in	the	building;	the	
biography	of	two	French	protagonists	
with	two	differently	coloured	eyes;	the	‘all	
seeing	eye’	and	the	Masonic	influence	
in	Toulouse.	The	work	took	the	form	
of	a	confessional	divided	between	the	
priest	–	the	virtual;		and	the	penitent	–	
the	actual.	Lens	based	images	pervaded	
the	penitent’s	narrative	and	digital	
animation	the	priest’s	perspective.	

previous works

Produced	by	Toulouse	Festival,Matt’s	
Gallery	and	Lindsay	Seers.	
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It has to be this way
The	work	comprised	of	performative	
actions,	which	constituted	a	search	to	
relive	the	past.

Framed	around	a	re-enactments	of	
Seers’	step-sister’s	biography	the	work	
involved	using	a	method	based	on	
Neo-Platonic	philosophy.	

The	narrative	related	to	this	
philosophical/alchemical	system	
evolved	through	the	stringing	together	
of	moments	chosen	by	the	chance	
finding	of	dead	bees.	Content	included	
the	life	of	Queen	Christina	of	Sweden	
(the	subject	of	Seers’	step-sister’s	PhD	
and	her	obsession).	It	was	shot	on	
location	in	Rome,	Stockholm	and	
Bologna.	Four	writers	of	biographies	of	
Queen	Christina	based	in	Sweden	were	
also	involved	in	the	project.	The	work	
has	two	parts	–	one	originally	
commissioned	by	Matt’s	Gallery	and	
then	also	produced	by	Fact	Liverpool;	
Nikolaj	Art	Centre,	Copenhagen;	
Cricoteka,	Warsaw;	Aspex,	Portsmouth.
	

A	new	commission	saw	part	two	
produced	by	SMK	(National	Gallery	of	
Denmark)	with	The	Baltic	and	Mead	
Gallery	as	co-commissioners.	

The	work	included	large-scale	sculptural	
elements,	three	monitor	works	and	a	
novella	reworked	for	each	venue.	
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Nowhere Less Now

This	episodic	work	is	based	on	
a	photograph	of	a	relative	with	
heterochromia	(an	able	seaman	on	
Royal	Naval	ship).	The	image	unfurls	
across	time	and	location,	the	final	
version	ends	in	Oman.	The	method	
took	the	typical	process	of	searching	
for	narrative	by	re-enacting,	acting	and	
travelling	to	significant	places.	The	
work	was	not	defined	in	advance	of	the	
commission	except	that	it	would	be	in	
the	Tin	Tabernacle.	The	original	work	
evolved	over	a	two	year	period	and	
was	produced	by	Artangel.	

Matt’s	Gallery	assisted	production	for	
its	four	manifestations.	

Nowhere	less	now	1

previous works previous works
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No	where	less	now	2

No	where	less	now	4

Monocular	2

Monocular	4
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Extramission	2

Monocular	4

Monocular	1

previous works previous works



1918

every thought there ever was
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every thought there ever was every thought there ever was

Description of the new work

‘Every	Thought	There	Ever	Was’	is	a	moving-image	installation	to	be	staged	in	
a	constructed	space	(seating	bank	and	light	traps)	over	three	moving	projection	
screens,	they	are	robotically	controlled,	tilting	to	receive	and	reject	imagery,	
patterns	and	colours.	

The	work	requires	blackout	with	low	level	LED	lighting	to	allow	ease	of	access	
to	a	seating	bank.	The	sound	is	delivered	by	both	directional	speakers	for	voices	
and	through	7.1	surround	sound.	The	work	will	be	20	minutes	in	duration	and	play	
twice	an	hour	on	a	timed	system.

The	imagery	that	is	projected	onto	the	screens	concerns	human	consciousness	
and	its	relationship	to	artificial	intelligence.	The	coming	together	and	breaking	
apart	of	conscious	perceptions	of	the	world	and	the	self	is	a	recurring	motif	
for	Seers’	artwork.	The	piece	reflects	these	shifting,	fluctuating	natures	of	our	
perceptions	of	reality.

The	work	draws	on	philosophical	ideas	and	contemporary	scientific	findings.	
A	particular	focus	is	on	current	and	historical	perceptions/representations	of	
conditions	defined	by	extraordinary	brain	functioning,	in	literature,	philosophy	and	
science.	The	light	that	neuroscientific	study	shines	on	the	elusive,	variable	nature	
of	consciousness	in	general	is	an	important	element	of	the	research	for	the	work.

The	work	has	evolved	from	a	number	of	collaborations.	
At	the	Sackler	Centre	for	Consciousness	Science,	Professor	Anil	Seth	examines	
the	effect	of	exposure	to	virtual	reality	on	our	sense	of	self,	our	perception	of	our	
body	and	our	experience	of	subjective	‘reality’.		Work	at	the	Sackler	Centre	is	
focused	on	unravelling	the	biological	basis	of	consciousness	itself.	

Taking	ideas	of	robot	consciousness	into	account	the	screens	move	in	the	space	
and	seem	to	react	to	sound,	light	and	ideas.	Images	fall	on	them	and	across	them.	
Doubling,	(often	present	in	Seer’s	works)	emerges	on	the	three	screens.	They	screens,	
like	a	skin	stand	as	a	membrane	between	inner	and	outer	data.	The	implication	of	
a	computational	brain/a	robot	brain	is	also	part	of	this	doubling	or	reproducibility.	
The	robot	pictured	in	the	film	can	learn	and	has	specific	individual	qualities,	
although	its	mind	comes	from	a	common	structure	biological	elements	allow	it	
subtle	differences	amongst	the	masses.
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Robots 

Beyond	the	presence	of	robots	working	as	screens	in	this	new	work	an	avatar/
robot	is	also	featured	in	the	film.	This	character	(called	James	Miranda	Barry)	
addresses	the	questions	of		its	own	consciousness	through	their	thoughts/
narration.	(NB	The	historic	Barry	disguised	herself	as	a	man	and	served	in	the	
British	Army	in	medical	roles.	No-one	knew	she	was	a	woman	until	her	death.)

The content/subject of Barry/narrative/story

There are three Barry characters in the work (relating to the three screens):
• The historic Barry, Inspector General of Hospitals disguises as a man, 
• The child born of Barry’s Caesarean in South Africa and the generations   
 that have taken the name JM Barry to this day
• The future avatar/robot of Barry 

Historic Barry
Documents	on	Barry	at	the	Wellcome	Library	indicate	that	it	is	not	at	all	certain	
that	Barry	was	female	(although	this	has	been	a	commonly	held	belief)		–	she/
he	may	have	been	hermaphrodite.	Her	body	was	never	seen	by	a	medical	
professional.

As	Inspector	General	of	Hospitals	one	of	his/her	principle	concerns	was	what	
were	then	referred	to	as	‘lunatic	asylums’.	Barry	is	reported	to	have	had	an	
unusually	humanitarian	approach	to	patients	and	understood	that	conditions	were	
responsible	for	some	of	the	mental	states	of	these	patients.	Treatment	took	the	
form	of	punitive	incarceration	in	cells	where	patients	were	beaten	and	chained.	

Caesarean Barry
The	designer	of	the	Barry	Avatars	in	the	film	traces	the	DNA	line	back	to	the	baby	
cut	from	the	womb	and	discovers	many	important	facts	that	had	been	lost	about	
belief	and	practices	from	that	time.	

Future Barry
She/he	is	set	in	a	genderless	future	world	that	has	been	manufactured	-	a	world	
beyond	differentiation	and	beyond	racial	definitions,	the	avatar	muses	on	what	
mistakes	were	made	in	the	past	before	we	understood	the	brain,	consciousness	
and	reproduction.	The	robotic	screens	are	part	of	the	Barry	avatar	-	the	screens	
are	‘characters’	in	the	work.	

every thought there ever was every thought there ever was
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Fabrication details of screens

The	3	flat	circular	screens,	2	of	which	will	be	approx	2m	in	diameter	and	the	
central	screen	3m	in	diameter.	The	side	screens	pan	and	move	along	a	horizontal	
axis,	always	at	the	same	height.	The	larger	central	screen	moves	up	and	down	
on	a	vertical	access	and	backwards	and	forwards	from	a	central	fixed	point.	The	
screens	are	programmed	to	be	synchronised	in	their	movements.	The	wide	angle,	
projectors	will	be	fixed	to	the	mechanism/screens	for	back	projection.

In	terms	of	imagery	that	the	projectors	will	process	there	is	a	requirement	for	
a	good	contrast	ratio	and	significant	luminosity	as	well	as	an	ability	to	render	
movement	smoothly.	There	will	be	patterns,	symbols,	insides	of	the	body/brain,	
robotic	mechanisms	and	lens	based	filmic	and	photographic	imagery	in	this	work	
in	many	forms.	This	will	be	projected	onto	these	physically	animated	screens.	The	
two	brain	hemispheres	and	their	different	ways	of	processing	the	same	information	
is	an	influence	on	this	work.	Split	brain	studies	have	been	very	influential	on	
medical	science	and	understanding	the	brain.	

Screen Movement List:
Left	Screen.
1.	Move	2.4m	from	a	central	position	left	and	right	in	y	co-ordinate.	.
2.	Vertical	rotation	of	screen	90	degrees	inward,	(i.e	front	facing	screen	turns	90	
degrees	to	z)
3.	Move	forward	and	back	in	z	co-ordinate	minimum	2.4m	(potential	3.6m	if	
possible	)

Right	screen	mirrors	left	screen	actions.

Left	and	right	screen	will	eclipse	one	another.	Therefore	there	needs	to	be	a	
distance	between	them	when	intersecting	to	allow	for	the	projector	arm.

Back	Screen
1.	Rise	in	y	co-ordinate	from	a	2m	level	to	2.4m	(or	potential	for	3.6m)
2.	Move	forward	in	z	co-ordinate	
3.	Tilt	90	degrees	to	a	horizontal	position	(screen	facing	up	in	y	co-ordinate).	

Other	requirements
A	seating	bank.	A	wall/barrier	to	block	view	of	screens	on	entry	into	the	gallery.	A	
barrier	to	protect	screen	area.	

every thought there ever was every thought there ever was
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Nowhere	less	now	4	screens,	Hayward	Gallery

More Detail on Methods and Concepts

The Philosophy of the practice and its relationship to neuroscience. The 
use of heterogeneity as a method. The integration of heterogeneity without 
juxtaposition in all aspects, The question of simultaneity as a creative 
method.

Lindsay	Seers’	works	evolve	holistically	so	that	every	part	emerges	simultaneously.	
The	work	does	not	follow	a	method	of	scripting,	visualising	and	enacting	but	takes	
a	dynamic	attitude	towards	events.	This	follows	both	the	philosophy	of	Henri	
Bergson	and	the	findings	of	neuroscience	in	relation	to	heterogeneity.		

“For Bergson, we must understand the duration as a qualitative multiplicity — 
as opposed to a quantitative multiplicity. As the name suggests, a quantitative 
multiplicity enumerates things or states of consciousness by means of 
externalizing one from another in a homogeneous space. In contrast, a 
qualitative multiplicity consists in a temporal heterogeneity, in which “several 
conscious states are organized into a whole, permeate one another, [and] 
gradually gain a richer content” (Time and Free Will, p. 122). Bergson even 
insists that the word ‘several’ is inappropriate to qualitative multiplicity because 
it suggests numbering. In Time and Free Will, Bergson provides examples of a 
quantitative multiplicity; the example of a flock of sheep is perhaps the easiest 
to grasp (Time and Free Will, pp. 76–77). When we look at a flock of sheep, 
what we notice is that they all look alike. We sense no qualitative change as we 
move from one to another. We also notice that we can enumerate the sheep. 
We are able to enumerate them because each sheep is spatially separated 
from or juxtaposed to the others; in other words, each occupies a discernable 
spatial location. Therefore, quantitative multiplicities, as Bergson says, are 
homogeneous and spatial. Moreover, because a quantitative multiplicity is 
homogeneous, we can represent it with a symbol, for instance, a sum:25.

Normally, we would think that if there is heterogeneity, there has to be 
juxtaposition. But, in qualitative multiplicities, there is heterogeneity and no 
juxtaposition. Qualitative multiplicities are temporal; qualitative multiplicity 
defines the duration.” (Stanford Encyclopedia of Philosophy)

“Schizophrenia may  not  be  a  unitary  concept  and  therefore  might  
not  apply  to  a single disease. Heterogeneity in clinical aspects can be 
accounted by the implication of different neural circuits and by psychosocial/
pragmatic sources of noise. Since Kraepelin, schizophrenic clinical picture 
is supposed to spare consciousness, unlike other organic psychoses. But, 
what  if  schizophrenics  and  other  psychotic  patients  have  precisely  a 
disturbed  capacity  to  monitor  and  describe  their  mental  states  and  thus  
their  reported content of consciousness is partly or totally the expression of 
an altered consciousness, rather  than  a  conscious  report  of  alterations  
somewhere  else?  This idea  was  already postulated  by  French  alienists  
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and  continued  by  Continental  psychiatry  but  not  by Anglo-Saxon  one.  
Whereas  the  latter  used  a  metaphor  to  describe  consciousness  as a 
torchlight that illuminates psychic life, the former envisaged consciousness 
as the part of  the  psychic  apparatus  concerned  with  experience.  In the 
last decades, however, through the impact of recent neurocognitive research, 
consciousness has been paid heed again and its role in the psychopathology 
of different symptoms of schizophrenia (involving functions  such  as  memory,  
agency,  self,  etc)  has  gained  relevance.” (Consciousness Disorders in  
Schizophrenia: a Forgotten Land for Psychopathology)

Hence	the	making	of	the	work	involves	setting	up	heterogeneous	methods	and	
engagements	of	all	parts	from	the	outset.	Each	element	of	the	work	is	modified	
and	extended	in	relation	to	a	flux	of	form	and	content.	This	has	been	a	tried	and	
tested	methodology	and	has	produced	successful	results.

This	text	by	Ole	Hagen	elucidates	this	methodology:	

What constitutes the artistic practice of Lindsay Seers is not mere storytelling, 
but a matrix where there is no formal separation between the conceptual 
investigation of the act of photography/filming, the camera as apparatus, the 
common desire for film and photography to act as evidence of events, and 
the complex historical and personal synchronicities of events themselves. 
What we are witnessing is not so much a detached systematic outline of these 
relationships, but the actual unfolding of a creative process, where the act of 
observation and understanding influences the outcome of events themselves. 
Through Seers’ photographic explorations the past is constantly reconfigured, 
as if it contains an infinite virtual potential for different outcomes, which are 
all already embedded in one another. Instead of providing a neutral platform 
for the viewer, her installations place the film imagery within the structures 
most appropriate to the narrative constructs. These structures are both factual 
and theatrical, thereby embodying the dual aspect of the evidence and the 
artefact. It is impossible for the viewer to enter this emotional landscape 
without making their own identifications and associations, without being an 
implicated participant within the unfolding of history, its apparatuses and 
institutions as well as its human narratives. The personal and the collective 
are all but different features of the monstrous unfolding of the virtual event, a 
spectacle with no singular platform of observation.

every thought there ever was every thought there ever was

Nowhere	less	now	5	screens,	Turner	Contemporary
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The philosophical question of perception: 
The	question	of	breaking	down	the	interiority	of	the	subject	and	the	seeming	
exteriority	of	the	world	has	been	long	considered	and	made	porous	by	philosophy	
but	has	in	some	senses	remained	stagnant	in	our	experience	of	theatre	and	
cinema	–	in	which	the	sensation	of	the	passive	observation	of	an	unfolding	
spectral	world	leaves	us	in	an	undeniably	Cartesian	space.	Merleau-Ponty	
uses	the	term	dehiscence,	its	use	in	biology	refers	to	the	splitting	apart	of	fruit,	
seedpods	or	organs	to	bring	forth	a	flesh,	which	differs	from	but	is	of	their	flesh.	
It	is	this	collapse	of	an	inner	and	outer	dichotomy	of	the	structure	of	mind	that	
seems	essential	-	to	go	beyond	the	binary.	

There	is	an	interiority	or	depth	of	being	within	flesh	that	comes	to	the	surface	
in	the	chiasm,	as	an	opening	of	the	perceivable	world.	The	arising	of	sense	is	
a	fleshing	out	of	embodied	existence,	with	flesh	disclosing	its	(in)coherence	or	
carnal	meaning	in	its	differentiation	of	itself.

Like	Bergson,	Merleau-Ponty	draws	on	the	sensation	of	a	person’s	hand	touching	
the	other	hand	as	defining	a	kind	of	mobius	strip	of	interiority	and	exteriority	in	
which	the	sense	of	a	continuous	surface	breaks	down	the	dichotomy	of	subject	
and	object.	How	to	bring	this	collapse	to	the	screen?

Anil	Seth’s	work	questions	how	we	know	what	is	spatially	and	temporally	real	from	
what	is	imagined.	Could	we	accept	that	everything	is	potentially	equivalent	in	the	
perception	of	what	is	imagined	and	what	is	seen?	Is	it	mere	Cartesian	thinking	to	
divide	time	and	space,	(or	form	and	content)	up	into	what	is	spectral,	and	what	
is	spatial	and	concrete.	Given	that	real	space	time	is	always	overlaid	with	virtual	
images	(i.e.	from	our	own	past	experiences)	where	are	we	then	with	reality	and	
consciousness?	Perhaps	more	specifically	where	are	we	with	self-awareness	and	
self-consciousness.	The	future	will	most	probably	find	out,	especially	as	more	
and	more	objects	will	have	the	semblance	of	a	very	basic	consciousness	-	smart	
objects.

What	is	important	about	these	concepts	is	that	they	meet	science	and	how	they	
find	themselves	realised	ontologically	and	physically	in	space	-	that	they	find	a	
narrative,	an	embodied	form	which	evokes	thought.	The	journey	into	the	work	
evolves	from	these	ideas	–	like	a	painter	who	tries	to	paint	what	is	ineffable	it	is	the	act	
of	doing	it	that	brings	it	into	existence	and	that	is	a	struggle	until	the	end.
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previous seating banks

Nowherelessnow	4

Nowherelessnow	1

every thought there ever was

Nowherelessnow	2
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Artangel are celebrated for many things, not least the ingenious eccentricity of their one-off locations: a council 
house in Elephant & Castle, a disused Fire Station, and the V&A’s reserve collection storage unit to name a few. 
Their latest triumph, Lindsay Seers’ ‘Nowhere Less Now,’ takes place in a nineteenth-century Grade II listed 
church just off the Kilburn High Road. The Tin Tabernacle, as it’s colloquially known, was built on a shoe string 
from corrugated iron in the 1860s. Its roof is now full of holes and rust seems to pour from every tumbledown 
wall. Even more extraordinarily, its interior was converted to take the form of a naval ship by the Willesden & St 
Marylebone Sea Cadets when they originally took it as their home in 1947. As I wander around agape with awe 
at the peculiarity of it all, I’m reminded of Ms Seers’ words: ‘site-specificity,’ she told me with a nervous blink, ‘is 
highly problematic as an art form.’

Over the last few years Lindsay Seers has emerged as one of the most distinctive voices in the new generation 
of post-YBA British artists. Simultaneous with her first solo show at Matt’s Gallery ‘It has to be this Way’ in 
January 2009, her captivating immersive installation ‘Extramission 6 (Black Maria)’ was one of the high points of 
Nicholas Bourriaud’s not uncontroversial Tate Triennial, ‘Altermodern.’ This was followed by solo exhibitions at 
BALTIC Gateshead, Mead Gallery Warwick, National Gallery of Denmark and Gallery TPW in Toronto, as well as 
a roster of illustrious group shows and a handful of prestigious awards. Ms Seers’ star is on the rise.
The object of primary interest in Seers’ practice is the camera. The camera, the image, the body and the 
question of how these three relate to one another in a lived sense. More than providing answers, Seers’ work 
poses questions. What roles do the camera and the image play in our society’ Is the camera a tool for capturing 
history or for creating it’ Is truth something that can be told or is it a series of ephemeral and infinitely intercon-
nected moments experienced intuitively by the body as it moves through space’

Seers poses these questions via complex and profoundly inconclusive narratives drawn from her personal 
histories and those of her family, which she then weaves, by way of dense research and intense image making, 
into a wider, and not necessarily directly related, social, political and psycho-geographic context.
From one work to the next a web of intricate tales is spun, apparently autobiographical but always bafflingly 
inconsistent. Beginning with her upbringing on the island of Mauritius, we learn of the artist’s speechlessness as 
a child that resulted from a photographic memory so vivid it abnegated the need for the vocalisation of words. 
When she spoke for the first time at the age of eight, her photographic memory faded, the traumatic loss of 
which led her to attempt to turn herself into a camera by placing photo sensitive paper inside her mouth. Other 
stories tell of a step-sister, Christine, who suffered memory loss following a moped accident in Rome and then 
mysteriously disappeared.

These strange narratives of personal trauma and ancestral psychodrama wind their way through Seers’ work, 
bound together with hints of the psycho-physiological, the paranormal and the occult. It’s a gripping matrix to 
which there is no neat, satisfying resolution.

The key, I eventually realise, is to avoid getting drawn into overly simplistic debates relating to the credibility or 
otherwise of these curious overlapping stories, wildly tempting as that may at first be. There is no resolution to 
the narrative and the search to find one is pointless. What the viewer is being engaged in is a Brechtian 
theatrical event of a highly constructed nature, a performative maze with no exit, around which the inattentive 
viewer could meander for indefinite ages unaware that they are going nowhere. Which is a delicious metaphor 
for life. Nothing is as it seems.

Rather, the autobiographical is engaged by Seers as a trope, a stand-in for selfhood. The work is ontological; it 
is about being in the world. It is about you and it is about me, but it is not personal. In fact, the stories are largely 
irrelevant. They are about human experience, that’s all. As Seers puts it with a gentle smile, ‘any story would do.’ 
The important question is what effect these stories have on consciousness and on how we live our lives. And 
this question Seers addresses through an investigation of her, and our, relationship to image: image as the still 
or moving object captured by the camera and image as the relationship of the individual to her apparent 
surroundings, or as Bergson expressed it in Matter and Memory, ‘a system of images which I term my perception 
of the universe and which may be entirely altered by a very slight change in a certain privileged position - my 
body.’

For Seers the camera is a motivator, a method for living by. She begins work at 7am and finishes, usually, 
around midnight. ‘I’m spending all of my time with this stuff,’ she says, ‘so it becomes lived.’ The camera is at the 
heart of this artist’s personal ontology.

To date Seers’ work has focused on the female side of her family tree. ‘Nowhere less Now’ makes the shift into 
the male side, taking as its departure point her father’s long career with the sea cadets that began in the 1940s 
and a family photograph of her great great uncle, George Edwards, taken aboard the HMS Kingfisher at the end 
of the nineteenth century. Research for the project has had the artist journeying to the archipelago of Zanzibar, 
the seat of East African witchcraft. Into the mix comes artist and occultist Mina Bergson, who was born on 28 
February 1865. Mina Bergson and Lindsay Seers share a birthday, one hundred years apart, and both studied at 
the Slade. Bergson was the sister of Henri Bergson and wife of Samuel Mathers who founded the Hermetic 
Order of the Golden Dawn, one of the most influential organisations in the Western Mystery Tradition. ‘Nowhere 
less Now’ is also the first time that Seers will be projecting her stories into the future; a future, fascinatingly, in 
which the photographic image is no longer a legal entity.

This time with the support of the inventive team behind Artangel, Seers’ idiosyncratic cocktail of photography, 
film, performance, animation and installation proves fascinating. As the elusive truths begin to slip simultane-
ously through the lens and the viewers’ metaphorical fingers, the deeper truths surface. ‘Nowhere Less Now’ is a 
goose-bump inducing aesthetic and intellectual roller coaster, from one of the most promising artists working in 
Britain today. If there’s one thing not to miss this year, it’s this.

Lindsay Seers: Nowhere Less Now runs 8 September - 21 October 2012
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