
Sharon Lockhart: The Films

Auguste and Louis Lumière, La Sortie des usines Lumière (Workers Leaving the Lumière 
Factory), 1895, black-and-white film, 46 sec.

• How is our perception of the workers’ reality altered 
by the extreme slowness of Lockhart’s film Lunch 
Break? What does the slowed-down tempo allow us 
to see differently? In terms of what is seen and what 
remains unseen, how does the camera manipulate the 
viewer’s experience?

• Although it seems improbable that the workers would 
not notice the camera approaching them along the 
narrow corridor, they appear oblivious to its presence. 
How might this unlikely phenomenon impact the 
apparent documentary aspect of Lunch Break?

• Both Exit and Lunch Break engage the viewer in 
meditations on time and space within the structure of a 
workday. Yet these meditations contrast notably from 
each other in terms of pacing, direction, location, and 
focus. For example, in contrast to the “documentary” 
real time of Exit, Lunch Break is filmed in “fictive” 
slowness. What other strategies does Lockhart use to 
ensure these contrasting effects, and how do these 
differences inform our viewing experience? 



Lunch Break film installation from Lunch Break, Vienna Secession, 2008. 
Photo by Alex Slade.

Top: Léon Lhermitte, La Moisson (The Harvest), 1883. Oil on canvas, Mildred Lane Kemper Art 
Museum, Washington University in St. Louis. University Purchase, Parsons Fund, 1912.
Bottom: Jack Delano, Women workers employed as wipers in the roundhouse having lunch in 
their rest room, C. & N.W. R.R., Clinton, Iowa, 1943. Library of Congress, Prints & Photographs 
Division, FSA-OWI Collection.

• Take a moment to consider the art historical tradition 
of portraying workers, such as, for example, in a 
painting by Léon Lhermitte and a photograph by Jack 
Delano. In what ways do Lockhart’s portraits of workers 
and lunch boxes recall these earlier representations? 
How do they differ? 

• Lockhart’s photographs appear to document the 
realities of workers’ lives at Bath Iron Works in Maine. 
Yet the artist prearranges her subjects—in collaboration 
with the workers—with stylistic concerns in mind. 
After examining the photographs in this exhibition, 
what conclusions might you draw about the factual or 
fictional nature of these photographic representations? 

• Take a moment to reflect on how the three series of 
photographs are installed in relation to the architec-
tural installation of the films. How does the architecture 
inform your perception of the photographs? How does it 
impact your viewing of the films? In what ways does it 
alter your museum experience overall? 
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