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Introductory Remarks

$W)DFH9DOXH %H\RQGcomprises papers that were delivered at international conferences over a course of about 10 years. Although the particular contributions
were all guided by an interest in Visual Culture, the single papers were created in
response to particular conference themes. Hence, the contexts in which they were
GHOLYHUHGZHUHKLJKO\GLYHUVLHGDQGVRPHWLPHVZLGHO\DSDUWFRQFHUQLQJWKHLUGLVFLSOLQHV2QWKHVHJURXQGVLWVHHPHGDGLௗFXOWLIQRWLPSRVVLEOHWDVNWROHJLWLPL]H
WKHFRH[LVWHQFHRIWKHVHWH[WVLQRQHERRN,QWHUHVWLQJO\WKRXJKLQKLQGVLJKWDQG
while revising these conference papers, it turned out that there were a few recurring themes governing this text production. This came as a surprising insight and
seemed to sustain the thesis that all our intellectual activities circle around certain
themes that are of particular relevance to us as writers and researchers. We are obYLRXVO\SURQHWRWDNLQJXSFHUWDLQFKDOOHQJHVWLPHDQGDJDLQ(YHQLIZHDUHQRW
IXOO\DZDUHRIWKLVIDVFLQDWLRQRUDEOHWRDFFRXQWIRULWLQDUDWLRQDOZD\VSHFLF
key topics seem to retain their potential to fuel our research interests over years.
,QWKHIROORZLQJ,ZRXOGOLNHWRGHOLQHDWHVRPHRIWKHWUDLWVWKDWVHHPWRJRYHUQ
my intellectual inquisitiveness. As the chapter Conscious and Semi-Conscious States
RI WKH &DPHUD &RPPHQWV RQ D +LVWRU\ RI 3KRWRJUDSKLF 3DUDSUD[HV LQGLFDWHV , DP
deeply fascinated with photographic lapses, failures, and unintended results of the
photographic process. The investigation deals with a kind of early snapshot photography practiced by the Scottish photographer James Craig Annan. At a time
when his fellow photographers worked in a Pictorialist manner trying to tame the
unruly new medium and subject it to the principles of classical picture making,
Craig Annan loosened this tight regime of well calculated photographic output.
,QVWHDGRIPHDVXULQJWKHSKRWRJUDSKLFLPDJHE\SHUIHFWO\FRPSRVHGSDLQWLQJVKH
at a certain point in his career, freed himself from these constraints and embarked
on the recording of fugitive moments, chance constellations, and the unforeseeable. Along with this new direction came an interest in photographic imperfecWLRQQRQMXVWLDEOHGHWDLOVDQGWHFKQLFDODZVWKDWUHVXOWHGIURPDODFNRIFRQWURODQGUHQXQFLDWLRQRIFODVVLFDODXWKRUVKLS,WZDVWKLVVHQVHRIULVNDQGFXULRVLW\
that prompted his investigation into the photo camera´s potential for deviations
from the classical pictorial codes. People like Craig Annan understood that the
medium´s unique sources of aberration would generate unfamiliar images of reality.
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The chapter 8QHGLWHG*ODPRU7KH9LHQQD2SHUD%DOODQG,WV5HQGLWLRQE\1HWZRUN
Cameras deals with a type of observation camera aesthetic that radicalizes Craig
$QQDQvVDWWHPSWWRJLYHIUHHUHLJQWRWKHFDPHUDLQDPXFKIXUWKHUZD\)RUKLV
project Vienna 00,;, Jules Spinatsch, a Swiss artist, delegated the photographic
process of recording the annual Vienna Opera Ball to observation cameras. The interactive digital network cameras installed on the premises of the Vienna opera were
SURJUDPPHGWRFKURQLFOHWKHHQWLUHEDOOIURPLWVVWDUWDWSPWRLWVHQGDW
in the morning. Consequently, the ball reality presented by Spinatsch has very little
in common with the carefully staged images of this prestigious societal event. The
rotating network cameras delivered a splintered, torn up, and disintegrated version
of the ball, which makes it hard to form a cognitive model of the space where the
event took place. Due to the logic of the set-up, the cameras recorded everything
that got caught in their shifting frames, PDNLQJQRGLHUHQFHEHWZHHQVWDWHO\FROumns and a crumpled tissue in a hidden corner. A close reading of Spinatsch´s
project will deal with the problematic aspects, but also the anarchic wit of these
surveillance camera images. Above all, it will focus on the impact of this automatized recording on the depiction of the ball goers whose unfavorable rendering
seems to result from a lack of proper framing and careful staging of their personas.
Jules Spinatsch´s Vienna Opera Ball project has strong media analytical traits. The
same holds true for Thomas Struth´s and Maria Hahnenkamp´s works, which are
the subjects of analysis in the chapter on %ORFNHG9LHZDQG,PSHGHG9LVLRQ,QKLV
early street photography, Struth is much more than a chronicler of urban space
scenarios, but rather designs a setting that allows for a meticulous investigation
RIWKHQDWXUHRIWKHSKRWRJUDSKLFPHGLXP$OOWKHVHSKRWRJUDSKVIURPWKHV
DQGVIROORZDVWURQJSHUVSHFWLYDORUGHUDQGSOD\ZLWKLWVLQKHUHQWSURPLVHRID
potentially unlimited extension of space. At the same time, the photos are taken
in such a way that they block the view and put a clear limit on the invasive gaze.
The viewer´s gaze slams into walls, runs up against major obstacles like building
EORFNVRUQGVLWVHOILQDGHDGHQGVLWXDWLRQ,QWKLVZD\6WUXWKWUDSVWKHSURWUXGLQJJD]HEULQJVLWVH[SDQVLRQWRDKDOWDQGE\GRLQJVRRHUVWKHSRVVLELOLW\ WR UHHFW XSRQ WKH FRQGLWLRQV RI SKRWRJUDSKLF SURGXFWLRQ DQG SHUFHSWLRQ
Maria Hahnenkamp has a strong feminist agenda and her highly conceptual artistic
approach concerns the gendered nature of the gaze. The fragmented female bodies
RIKHU֥WZRZRPHQ֦VHULHVVHHPWRIRUPDQLQVXUPRXQWDEOHEDUULHULQWKHIRUHground of the photos and draw the attention to a long tradition of sexualized use
of the pictorial space. Her adamant red guards deny entry, reject intrusion, ward
RWKHJD]HDQGPRVWQRWDEO\FRQIURQWWKHYLHZHUVZLWKWKHLUVFRSLFGHVLUHVWKDW
thrive on the idea that even hidden and forbidden things will be revealed to them.

Introductory Remarks

$QRWKHUUHFXUULQJIDVFLQDWLRQWKDWFDQEHLGHQWLHGFRQFHUQVWKHXVHRIFORVHXSV
of faces in particular forms of visual communication. The chapter Death Can Wait
deals with the PR campaigns of two Austrian institutions, namely a hospice and a
nursing home. The analysis covers a period of about 10 years (2002 – 2012), during
which both of these institutions tried to promote their cause in the public and create awareness about new forms of aging and dying in post-industrial societies. The
campaign posters displayed on billboards, rolling boards, or in the print media were
powerful and disconcerting and made heavy use of close-ups of aged faces. These
photos of wrinkled faces, sagging skin and age spots seemed to zoom in on an underrepresented or shunned bodily and social reality. My point will be that in the light
RI(PPDQXHO/HYLQDVvHWKLFVWKHYLVXDOVWUDWHJLHVRIWKHVHFDPSDLJQVWDNHRQDSDUticular meaning and prove to be especially powerful. The frontal views of aged faces
ZLWKSDUWLFXODUDWWHQWLRQWRWKHLUH\HVVLPXODWHZKDW/HYLQDVGHQHGDVWKHRULJLQDO
HQFRXQWHUZLWKWKHRWKHUDQGVHHPWREHPXFKPRUHHௗFLHQWWKDQWKHFRPPRQ
photos of old people being taken care of by nursing personnel. Attention will also
be given to those campaigns that emphasized the compatibility of old age and fun,
as well as to others trying to picture the heart-rending irreversibility of a lifetime.
Print and online magazines often work with close-ups of prominent faces. By
repeatedly promoting and circulating particular versions of prominent faces,
they enhance the process of the iconization of these images. One could say that
DFRQVLGHUDEOHDPRXQWRILQSXWLVQHHGHGWRUPO\URRWFHUWDLQIDFLDOIHDWXUHVLQ
WKHSXEOLFvVPLQGDQGWRPDNHWKHPHDVLO\LGHQWLDEOH3DUDGR[LFDOO\WKHHQHUgy invested in building up and establishing recognizable traits can morph into
its opposite and result in a deconstruction of these familiar images. The chapter
'HQLJUDWLYH 9LHZV 2Q WKH 'HFRQVWUXFWLRQ RI 9LVDJHV LQ 3ULQW 0HGLD RHUV DQ H[planation of these negative dynamics by referring to Georges Bataille´s underVWDQGLQJRIHQHUJHWLFSURFHVVHV,QLWVXQERXQGVWDWHWKLVSRWHQWLDOFDQWXUQLQWR
waste, loss, and destruction. The investigation itself focuses on two cover pictures
RI WKH $XVWULDQ QHZV PDJD]LQH ֥SURO֦ IURP  7KH KLJKO\ XQIDYRUable close-up of George W. Bush´s face denies any claim to authority and adds
a visual dimension to an overall critical article about him. With such denigrative views of well-known people, the forces at play are ruthless and disproportional in their will to dismantle prominence. According to the cultural philosoSKHU7KRPDV0DFKR  HQODUJHGIDFHVWKDWDUHSUHVHQWHGDVGLVVHFWHGIURP
the rest of the body are automatically prone to assault and deconstruction. On
these occasions, media practices seem to turn against their own products. A corresponding cover page of the +HUDOG7ULEXQHSUHVHQWLQJDQLPDJHRI֥GLUW\֦*HRUJH
Clooney shall demonstrate that media professionals like Clooney can occasionally
turn the demontage of their glamorous persona into an interesting performance.
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Three of the nine chapters of this publication are based on photo books. The
contemporary photo book is a fascinating genre and much closer to artists´
ERRNVWKDQWRWKHFODVVLFDOFRHHWDEOHERRNZLWKLWVFRPSLODWLRQRIJORVV\SKRtographs under a particular heading. Prize-winning books like Jules Spinatsch´s
volumes on the Vienna Opera Ball are highly ambitious in terms of their layRXWDQGSXVKWKHOLPLWVRILQQRYDWLYHERRNGHVLJQ)RUWKHODVWWR\HDUV
these kinds of publications have become collectibles whose value sometimes increases considerably over relatively short periods of time (Schaden, 2010). Photo books featuring the works of already famous or emerging photographers allow small pocket buyers to own works of their favorite photographers without
having to pay the much higher prices for prints on the art market. The chapter
/RVW LQ 3OHDVXUH 0DG -R\ LQ ,PDJHV RI <RXWK &XOWXUH draws its material of investigation from Be Happy!, a photo book by a young Russian photographer, and
Paul Kwiatkowski´s $QG(YHU\'D\:DV2YHUFDVW, an illustrated novel about his
youth in California. Both books feature disconcerting and bewildering images of
\RXWKH[SHULPHQWLQJZLWKDOWHUQDWLYHOLIHVW\OHV,WJRHVZLWKRXWVD\LQJWKDWIRUPV
RIH[FHVVDQGLQLFWLRQVRIWDERRVFDOOIRUDW\SHRIDHVWKHWLFWKDWDOVRGHYLDWHVIURP
the norm. Norbert Pfaller´s (2000) psychoanalytical approach to cultural pheQRPHQDDQGLQSDUWLFXODUKLVFRQFHSWRI֥LQWHUSDVVLYLW\֦VKDOOSURYLGHDNH\IRU
WKHDQDO\VLVRIWKHSURYRFDWLRQRIWKHROLPLWVMR\VRIWKH\RXQJSURWDJRQLVWV
LHC, the photo book on the construction and set-up of the Large Hadron Collider
DW&(51WKH(XURSHDQ2UJDQL]DWLRQIRU1XFOHDU5HVHDUFKLVDPDVVLYHHODERUDWH
and representative publication that bears the closest resemblance to a classical photo
book. The photographs by Peter Ginter, which are the output of a documentation that went on for 10 years, give a thorough and multifaceted impression of the
ZRUOGvVODUJHVWSDUWLFOHDFFHOHUDWRU)LWWLQJLWVVFLHQWLFVXEMHFWWKHERRNSURYLGHVD
comprehensive and systematic coverage of it topic. Unlike the photo books by Kwiatkowski and Samolet, which follow a rather casual aesthetic, the LHC images were
all subjected to a careful post-production process and attest to the latest standards in
WKLVHOG7KHWH[WThe BeastZLOOFRQFHQWUDWHRQWKHHHFWRIWKHVHGLJLWDOLPSURYHPHQWVRQWKHUHSUHVHQWDWLRQRIWKHDFWLYLWLHVDW&(510\SRLQWZLOOEHWKDWWKHVH
light-enhanced photographs featuring glowing and shiny technology generate an
DOPRVWHVFKDWRORJLFDOGLPHQVLRQLQZKLFKWKHSURFHVVHVDW&(51DUHSHUFHLYHG'XH
to their digital upgrading, scientists mutate into spiritual leaders who pursue their
activities in environments bathed in light. The rhetoric promoting this enlightened
ZRUOGRIVFLHQWLFDPELWLRQDQGKHURLFVWUXJJOHLVK\PQDOLQWRQHDQGWKHWHFKnology discourse featured in LHC heavily dependent on overpowering images.
9LVXDOQDUUDWLYHVDQGWKHLUFRQVWUXFWLRQRIUHDOLWLHVDUHGHQLWHO\RQHRIWKHWKUHDGV
UXQQLQJWKURXJKWKLVORRVHFRPELQDWLRQRIWH[WV7KH&(51YLVXDOVWHOODVXFFHVV
VWRU\RIVFLHQWLFDQGWHFKQRORJLFDODGYDQFHPHQW,WLVDVWRU\RIJUHDWDPELWLRQ

Introductory Remarks

dedication, and impressive results conveyed in a rhetoric that allows for no doubts,
questions, or backtalk. On the other hand, Samolet´s and Kwiatkowski´s stories
do not seek viewer approval, and hope to retain their repulsive tone. The chapter
'UHVVHGWR6XࣽHUDQG5HGHHP deals with another grand narrative, namely the biblical
story of Jesus and its appropriation in contemporary art photography. There is a
long tradition of reviving these religious themes in painting, but the corresponding
investigation in this volume wants to take a closer look at interesting photographic
attempts to re-enact or stage these key narratives of Christian culture. Whereas
WKFHQWXU\SKRWRJUDSKHUVOLNH)+ROODQG'D\WULHGWREHDVLFRQRJUDSKLFDOO\
֥WUXH֦DVSRVVLEOHDQGVWDJHWKHVDFUHGHYHQWVDORQJWKHOLQHVRIIDPRXVIRUHUXQners in art history, contemporary artists like Serge Bramly & Bettina Rheims, or
Adi Nes, tried to actualize and update the core themes of the Bible. Their adaptation of religious narratives transposes them into today´s world and tells them in a
contemporary idiom. This act of translation can be a risk-taking endeavor that,
for many people, borders on blasphemy. My close reading of their images shall
prove that by disclosing the kernels of these stories and giving them a new form,
Bramly & Rheims are able to address leading social issues of the present. By using
the framework of the old stories and drawing on their unbowed powers, they
PDQDJHWRSXWWRGD\vVQRWLRQVRIIRULQVWDQFHPRWKHUKRRGVH[XDOLW\VXHULQJ
guilt, shame, and fear into a perspective that ties in with our cultural heritage.
But what kind of story should one construct from an anonymous slide collecWLRQGLVFRYHUHGDWDHDPDUNHW"+RZWRJHQHUDWHDQDUUDWLYHWKHPDLQSDUDPHWHUV RI ZKLFK DUH PLVVLQJ DQG KDYH IDOOHQ LQWR REOLYLRQ" 6WLOO LW FDQ EH DQ LQteresting and worthwhile endeavor to base a story on careful observations and
assumptions, relying on the fact that all our records of personal history are culturally mediated and strongly informed by comparable stories. When dealing with
these found images, the main challenge was to consider the standardized versions of such documents and at the same time be highly attentive to the individual nuances of these visuals. The chapter 7KH:KLWH+DQGEDJ3KRWRJUDSK\DQG
2ZQHUVKLS WULHV WR FRPH WR FRQFOXVLRQV DERXW WKH OLYHV RI 0V (OIULHGH DQG 0U
Alfred, as they are called in the captions of their slides. They left a slide collecWLRQRIDERXWSKRWRVWRSRVWHULW\SUREDEO\DVVXPLQJWKDWWKHLUHRUWZRXOG
PDWWHU0RVWRIWKHSKRWRVDUHIURPWKHVDQGV7KH\GRFXPHQWHGWKHLU
occasional journeys, proudly presented their belongings, and provided insight
into their habits and their modest social life. ,WPD\ZHOOEHWKDWWKH0V(OIULHde, sitting in their small garden and enjoying the sun, anticipated future viewers
ZKRZRXOGWHVWLI\WRWKHVLJQLFDQFHRIWKHSKRWRJUDSKLFUHPDLQVRIWKHLUGD\V
Postcript
7ZRRIWKHSDSHUVZHUHRULJLQDOO\ZULWWHQLQ*HUPDQDOOWKHRWKHUVZHUHFRQFHLYHGLQ(QJOLVK%HLQJDZDUH
RIP\OLPLWHGPHDQVRIH[SUHVVLRQDVDQRQQDWLYHVSHDNHU,NLQGO\DVNWKHUHDGHUWRWDNHWKLVLQWRFRQVLGHUation and bear with me.
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Conscious and Semi-Conscious
States of the Camera
Comments on a History of Photographic Parapraxes

,QWKHHDUO\GD\VRISKRWRJUDSK\RQHRIWKHGLVDSSRLQWPHQWVLQFRQQHFWLRQZLWK
the new medium was that these photos did not necessarily resemble what was comPRQO\UHJDUGHGDVD֥SLFWXUH֦0HUHO\IUDPLQJVHJPHQWVRIUHDOLW\LQSKRWRJUDSKV
GLGQRWPDNH֥SLFWXUHV֦ -HUH\ 7KHSURFHVVLQJPHFKDQLVPRIWKLVQHZ
image-making device did not seem to have any idea of artistic discipline, let alone
artistic decisions. On the contrary, it appeared to divert creative intentions and steal
visual concepts. For example, when one of these photographers aimed his camera
at a cathedral, he did not only capture the sight itself but also a plethora of details
in need of explanation and additional information interfering with the main focus.

A Photo is a Photo is a Photo
The camera did not select or edit but rather, as William Henry Fox Talbot deplored, delineated a chimney-pot with the same impartiality as the Apollo of Belvedere. The new device was reluctant to compose and unable to call to order the
collected visual elements in good Western tradition, i.e., to join them together
WR IRUP DQ RYHUDOO FRQFHSW ,QVWHDG LW GHOLYHUHG DQ DEXQGDQFH RI GHWDLOV ZKRVH
status was more that of circumstantial evidence. The viewer, spoiled by nicely resolved visual solutions, could but struggle to decipher the puzzling record. William
+HQU\)R[7DOERW֢VWH[WDFFRPSDQ\LQJ֥$9LHZRIWKH%RXOHYDUGVDW3DULV֦IURP
֥7KH3HQFLORI1DWXUH֦  FRXOGEHWDNHQDVRQHH[DPSOHRIWKLVGLOHPPD

7KHYLHZZDVWDNHQIURPRQHRIWKHXSSHUZLQGRZVRIWKH+RWHOGH'RXYUHVVLWXDWHGDWWKH
FRUQHURIWKH5XHGHOD3DL[7KHVSHFWDWRULVORRNLQJWRWKH1RUWKHDVW7KHWLPHLVWKHDIWHUQRRQ>ւ@7KHZHDWKHULVKRWDQGGXVW\DQGWKH\KDYHMXVWEHHQZDWHULQJWKHURDGZKLFK
KDVSURGXFHGWZREURDGEDQGVRIVKDGHXSRQLWZKLFKXQLWHLQWKHIRUHJURXQGEHFDXVHWKH
URDGEHLQJSDUWLDOO\XQGHUUHSDLU DVLVVHHQIURPWKHWZRZKHHOEDUURZV F F WKHZDWHULQJ
PDFKLQHVKDYHEHHQFRPSHOOHGWRFURVVWRWKHRWKHUVLGH%\WKHURDGVLGHDURZRIFLWWDGLQHV
DQGFDEULROHWVDUHZDLWLQJDQGDVLQJOHFDUULDJHVWDQGVDWDGLVWDQFHDORQJZD\WRWKHULJKW
$ZKROHIRUHVWRIFKLPQH\VERUGHUVWKHKRUL]RQ>ւ@ SS
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When a painter positions a solitary carriage on a street corner, it is either a sigQLFDQW UHDO HOHPHQW RU KH KDV VRXQG FRPSRVLWLRQDO UHDVRQV IRU GRLQJ VR $FFRUGLQJ WR WKH FODVVLFDO SLFWRULDO VROXWLRQV ֥D ZKROH IRUHVW RI FKLPQH\V֦ ZRXOG
be a few chimneys too many. Carriage tracks on roads are featured in paintings
with intent and are not merely due to a watering machine forced by a building
site to cross over to the other side of the road. The camera, however, registers
without consideration for culturally conveyed criteria such as composition or
VLJQLFDQFH,QLWVFRPSXOVLRQWRGRFXPHQWLWSURFHHGVGHPRFUDWLFDOO\XQSHUturbed by any selection criteria derived from a long-standing visual tradition.
As we know, however, photographers very soon learned to live with the conditions of the camera and to bring them under control. Looking through the
YLHZQGHUWRRNRYHUWKHPRQLWRULQJIXQFWLRQDQGWKHEOLQGO\UHJLVWHULQJGHYLFH
EHJDQ WR VHQVH LWV PDVWHU ,Q WKH QH[W VWDJH RI GHYHORSPHQW WKH SKRWRJUDSKHUV
began to focus on details of nature in which they saw its beautiful orders preJXUHGRUWKH\VLPSO\ZHQWRYHUWRHGLWLQJWKDWLVWRVD\UHWRXFKLQJDQGPDnipulating their products. The semi-conscious automatism of the camera would
be parried by a conscious claim to authorship. The aim of the project was to harness the camera with its susceptibility to aesthetic parapraxes for the purpose of
conscious image production and, particularly in the subsequent period of Pictorialism, to reconcile photographic records with traditional pictorial codes.
,QWKLVSURFHVVRIDSSURSULDWLRQDQGIXUWKHUGHYHORSPHQW֝QRWWRVD\WRKLJKHUGHvelopment – of a medium, the protagonists of the photographic fraternity naturally
enough let themselves in for a process of winning and losing, as with all comparable
HRUWVRIWKLVNLQG:KLOHWKH\ZRQDXWKRUVKLSDQGZHUHDEOHWRUHKDELOLWDWHDVSLULWOHVVUHJLVWHULQJGHYLFHIRUWKHSXUSRVHRIDUWWKH\ORVWWKHEXON\XQZLHOG\GLHUHQW
nature of the camera that assimilates details of reality in a fascinatingly unexpected
manner. By eliminating the indigestible part of this photographic digestion process,
DVRXUFHRIZLOIXOREVWLQDF\DQGVXUSULVHVZDVORVW7KHVWDQFHRIQHDUWSKRWRJUDphers at the turn of the century towards the technical, chemical nature of their equipPHQWZDVRQHRIODWHQWUHSUHVVLRQEHLQJQRORQJHUZLOOLQJWRKDYH֥SLFWXUHV֦VWROHQ
The following text focuses on an attempt undertaken by the Scottish photographer James Craig Annan to consciously – that is to say, by no means naively – depict once more that which tends to disrupt and destroy beautiful images.

The Enacted Disruption of the Image
,QDSKRWRJUDYXUHRI-&UDLJ$QQDQUVWH[KLELWHGLQDZKLWHKRUVHLVVHHQ
FURVVLQJ WKH SLFWXUH VSDFH 7KH SKRWR HQWLWOHG ֥6WLUOLQJ &DVWOH֦ LV RI DQ DOPRVW

Conscious and Semi-Conscious States of the Camera

1

James Craig Annan, 6WLUOLQJ&DVWOH
3KRWRJUDYXUH
© National Galleries of Scotland Picture Library
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magical strangeness. As the caption suggests, the photograph is about the castle
DQGQRWWKHKRUVHZKLFKVHHPVRXWRISODFH,WVSUHVHQFHLQWKLVQLFHO\FRPSRVHG
LPDJHZRXOGDSSHDUWRKDYH֥KDSSHQHG֦,WLVOLNHDVWDLQWKDWKDVPDGHLWLQWRWKH
picture at the last moment. Something that one might call a disruption, a contamination, a slip, has been caught up in the webs of the device, wrongfully taking
XSSLFWRULDOVSDFH6RPHWKLQJWKDWRQHZRXOGZDQWWRFRYHUXSRUZLSHRKDV
XQMXVWO\JRWWHQSDVWWKHFHQVRUDQGLVQRZURDPLQJWKURXJKWKHSLFWXUH,QIDFW
this foreign body, which cannot justify its existence within the image, restructures
the entire composition, distracting the viewer’s attention in such a way as to push
what is an imposing castle into the background and the back of the mind. (Fig. 1)
The idea is that, with this kind of photo, J. Craig Annan succeeds in picturing something that had been a matter of failure in the early days of photography. Something
unexpected appears and maintains its status as a piece of reality outside the picture’s
FRPSRVLWLRQ7KHGLHUHQFHLVWKDWLQDQHDUO\SKRWRDKRUVHJDOORSLQJWKURXJK
the picture at the very moment when the photograph was taken, would have been
a kind of surprise-outcome accident, whereas J. C. Annan is, of course, miles away
IURPDQ\VXFKQDLYHW\DQGLPPHGLDF\+LVDSSURDFKLVH[WUHPHO\VRSKLVWLFDWHG
the lapse is the result of a high level of receptivity and is due to a state of alert aesWKHWLFUHDGLQHVV7KHHOHPHQWGLVUXSWLQJWKHVWDQGDUGFRPSRVLWLRQLVZLVKHGIRU,Q
this connection it is interesting to read J. Craig Annan’s thoughts on the creation
RI֥$)UDQFLVFDQ9HQLFH֦DSKRWRJUDYXUHRI,Q֥The […] Franciscan,KDG
waited for fully half an hour with the whole composition arranged before the old
gentleman in brown habit came along, and he is unaware to this day of the great
VHUYLFHKHGLGPH֦ $QQDQS 7KLVIHOLFLWRXVVOLSLQWKHSLFWXUHGRHV
QRWFRQFOXGHWKHSKRWRJUDSKLFSURGXFWLRQ,WLVIROORZHGE\ZKDW-&UDLJ$QQDQ  UHIHUVWRDV֥DORQJGUDZQRXWSOHDVXUH֦WKDWLVWRVD\WKHFRPSOLFDWHG
SURFHVV RI WUDQVIHUULQJ WKH QHJDWLYH RQ WR WKH FRSSHUSODWH ,Q WKH FRXUVH RI WKLV
process, Annan naturally edited the photo. The size of the clouds on the right
DERYHWKHFDVWOHIRULQVWDQFHYDULHVLQGLHUHQWSULQWV+RZHYHUWRKLPHGLWLQJGLG
not imply retouching the white horse out of the picture, which would have been
a service to those contemporaries whom this nag must have annoyed intensely.
,Q ֥6WLUOLQJ &DVWOH֦ - &UDLJ $QQDQ SOD\HG R WZR VHHPLQJO\ LQFRPSDWLEOH UHalities against each other. Firstly there is the castle: stately, immobile, solid, built
on rock, upright. The horse, in contrast, is in motion, rumbling about someZKHUH GRZQ EHORZ FUHDWLQJ D FRPPRWLRQ DJLWDWLRQ HHLQJ KRUL]RQWDOO\ RXW
of the picture. As a result of this left-to-right movement, it favors the horizontal orientation of the picture over the vertical. Suddenly, the horizontal lines appear more dominant than the upward pull. Not least, it serves to dismantle the
monumentality of the castle. The truly interesting thing is happening at the base
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of this world of stone. The castle, as mentioned above, is turned into a simple
SLHFH RI VFHQHU\ SURYLGLQJ WKH FDOP WR RVHW WKH PRYHPHQW DQG DVVLVWLQJ DW D
purely temporary occurrence, a performance that could be no more ephemeral and
WUDQVLHQW7KHDUUDQJHPHQWVLQWKHSKRWRDUHODGHQZLWKFRQLFWLQWKDWDFDVWOH
the odds-on favorite and prime subject in this race, was bested by a mere beast.
,QWKLVFRQQHFWLRQRQHLVWHPSWHGWRGUDZSDUDOOHOVWRWKHVWUXFWXUHRISDUDSUD[HV
GHYHORSHGE\6LJPXQG)UHXG  ZKLFKKHGHQHVDVWKH֥SURGXFWRIPXWXDO
LQWHUIHUHQFHEHWZHHQWZRGLHUHQWLQWHQWLRQV>֯@RIZKLFKRQHPD\EHFDOOHG
WKHGLVWXUEHGLQWHQWLRQDQGWKHRWKHURQHWKHGLVWXUELQJRQH֦ S 3DUDSUD[HV֥DULVHIURPPXWXDOLQWHUIHUHQFHEHWZHHQWZRLQWHQWLRQV֦ )UHXGS 
+HDOVRHPSKDVL]HVWKHLPSRUWDQFHRIWKHVOLSDQGSDUDSUD[LVLQKLV֥,QWURGXFWRU\
/HFWXUHVRQ3V\FKR$QDO\VLV֦DVDQ֥LQVWUXPHQWIRUSURGXFLQJDQLPDJLQDWLYHHIIHFW֦ )UHXG  S   $UWLVWV ZRUN ZLWK SDUDSUD[HV SURGXFH SDUDSUD[HV LQ
order to make use of something which eludes rational control and in order to illustrate the mechanisms of the psychic apparatus. Without wishing to overuse this
FRPSDULVRQRQHPLJKWLQWKLVFDVHVSHDNRID֥GLVWXUEHG֦LPDJHFRGHZKLFKZDV
more or less borrowed from painting at the turn of the century. What overturned
and averted this pictorial intention would be a genuinely photographic image inJUHGLHQWIDOOHQWRWKHSKRWRJUDSKHUDQGQRXULVKHGE\WKH֥SUHFRQVFLRXV֦RIWKH
camera, which knows nothing of decorous orders. An illuminating observation
E\,DQ-HUH\  RQ-&UDLJ$QQDQ֢VSRVLWLRQLQWKHKLVWRU\RISKRWRJUDSK\
FKDUDFWHUL]HVKLPDV֥>֯@WKHUVWLURQLVWLQSKRWRJUDSK\WKHUVWWRPDNHSLFWXUHV
ZKLFK UHIHUUHG WR WKH GLHUHQFH EHWZHHQ SHUVRQDO H[SHULHQFH DQG FROOHFWLYH RU
JHQHUDOPHDQLQJ>֯@֦ S -&UDLJ$QQDQFUHDWHGEHDXWLIXOSKRWRVWKDWZHUH
in some cases, composed almost in the manner of an Old Master – his inspirations
in painting are Holbein, Vandyck, and Velázquez – for which he was internationDOO\FHOHEUDWHGDQGDZDUGHGSUL]HV,QWKHVHSKRWRVKHSHUIHFWO\DFFRPPRGDWHVWKH
aesthetic expectations of his age, while at the same time subduing control and visual
SRWHQF\ LQ VHYHUDO RWKHUV JLYLQJ KLPVHOI RYHU WR WKH VLQJXODU LQVLJQLFDQW DQG
coincidental aspects which the new image technology was capable of capturing.

Removing the “Stain”
7RLOOXVWUDWHWKHDIRUHVDLGDQGWRUHHPSKDVL]HWKHSHFXOLDULW\RI֥6WLUOLQJ&DVWOH֦
, ZLOO VHOHFW WZR SKRWRV DV FRPSDUDWLYH H[DPSOHV ֥+DUOHFK &DVWOH֦ E\ *HRUJH
'DYLVRQ DQG ֥$ 6QDSVKRW 3DULV  ֦ E\ $OIUHG 6WLHJOLW] ֥+DUOHFK &DVWOH֦ D
SKRWRJUDYXUH FUHDWHG DW URXJKO\ WKH VDPH WLPH LQ  DQG DOVR SXEOLVKHG E\
Stieglitz in Camera Work, could be seen as the revised version of Annan’s rendering

21

22

At Face Value & Beyond. Photographic Constructions of Reality

2

Alfred Stieglitz, $6QDSVKRW3DULV 
from: Camera Work
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RIDFDVWOH,QWKLVFDVHWKH֥VWDLQ֦WKHPRYLQJLQJUHGLHQWWKHGLVWXUELQJHOHPHQW
KDVEHHQHDFHG֥+DUOHFK&DVWOH֦LVWKHSLFWXUHRIDFDVWOH֥DORQH֦FOHDUO\VWDJHG
as the prominent subject of the image. The castle towers atop a hill and is in the
light, that is to say it appears against the background of a bright band of clouds.
The rest of the environs are blurred in soft focus so as to leave no doubt as to
what the viewer is supposed to concentrate on. There is nothing and no one to
FRQWHVWWKHHHFWRIWKLVVSHFLPHQRIIHXGDODUFKLWHFWXUH,QWKHVHFRQGLWLRQVWKH
castle morphs into a species of prototype, WKH&DVWOH, a Platonic idea of what makes
DFDVWOH7KHYLHZHUVWRRQGWKHPVHOYHVLQDQLGHDOUHFHSWLYHVLWXDWLRQLQWKDW
they have no other choice but to focus and maintain their attention, something
ZKLFKLVJHQHUDOO\DPDWWHURIPHQWDOGHFLVLRQDQGHRUW(YHU\WKLQJLVGHVLJQHG
for undivided attention. This approach could be characterized as the visual strategy
of visual artists. This is how painters treat their viewers, by giving them someWKLQJ WR VHH WKDW WKH\ KDYH ֥VHHQ֦ EHIRUH ֥6WLUOLQJ &DVWOH֦ LQ FRQWUDVW IHDWXUHV
something of the polyphony of life, where things constantly tug at our receptivity, visual impressions struggle for predominance, and various sensations coexist.
George Davison’s picture does not convey a truly photographic experience, but
UDWKHU HQGHDYRUV WR DUULYH DW D SDLQWHUO\ UHVXOW ,Q WKH FDVH RI D SLFWXUH VXFK DV
֥6WLUOLQJ &DVWOH֦ D WK FHQWXU\ SDLQWHU ZRXOG LQ DOO SUREDELOLW\ KDYH KDG JUHDW
trouble justifying why a castle should entail a nag. The horse would in any case
have to be semantically upgraded, which would in turn have consequences in
WHUPVRI LWV GHSLFWLRQ $VLPSOHWURWZRXOGQRW EHWKHHQGRI LW ,W ZRXOG KDYH
WRMXVWLI\LWVOLQNZLWKWKHFDVWOHDFTXLULQJHOGVRIDVVRFLDWLRQPDNHLWVHOIDYDLODEOHDVDJXUHIRUV\PEROLVPDQGLGHQWLFDWLRQRUVLPSO\PDLQWDLQDZHOORUdered formal relationship to the surrounding stalls. To present itself as it does in
the photo would give rise to a complete misunderstanding in painting, and imply mimicking the incidental arrangements and amateurish compositions of life.
7KHVHFRQGFRPSDUDWLYHH[DPSOHDVPHQWLRQHGDERYHLV֥$6QDSVKRW3DULV  ֦
by Alfred Stieglitz. At the time when this picture was taken, Stieglitz had already
GHSDUWHGVRPHZD\IURPWKHUHDOPRIQHDUWSKRWRJUDSK\ZKLFKKHKDGLQLWLDOO\
propagated so successfully. He began to take photos of street scenes, working with
a hand camera. With regard to this new technology, he could draw on J. Craig AnQDQZKRKDGH[KLELWHGWKHUVWSLFWXUHVWDNHQZLWKDKDQGFDPHUDDVHDUO\DV6HSWHPEHUWKXVSXWWLQJKLPDWOHDVWD\HDUHYHQWZRDKHDGRI6WLHJOLW]-&UDLJ
Annan had stood up for this new technology in an issue of The Amateur Photographer IURP0DUFK$V:LOOLDP%XFKDQDQ  SURYHV6WLHJOLW]ZKRZURWH
a related article for 7KH$PHULFDQ$QQXDORI3KRWRJUDSK\LQQRWRQO\DGRSWHG
$QQDQ֢VIRUPRIDUJXPHQWDWLRQEXWDOVRVOLJKWO\PRGLHG$QQDQ֢VRZQZRUGV
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Seeing Horse and Forms
Stieglitz’s photo is once again about a horse. Compared with Davison’s, the photo
LV֥PRGHUQ֦DQGEHKROGHQWRDFRPSOHWHO\GLHUHQWDHVWKHWLF7KHSLFWXUHGVFHQH
is an everyday one, momentary and unspectacular. The fragmentary view of the
horse-drawn carriage can be seen as both a formal statement and as a nod to life
DQG LWV WHQGHQF\ WR LQFRPSOHWHQHVV 7KH HPHUJLQJ ֥VWUDLJKW SKRWRJUDSK\֦ ZLOO
EHDOODERXWUHDOLW\DQGREMHFWLYLW\6WLHJOLW]֢V֥6QDSVKRW֦DQG֥6WLUOLQJ&DVWOH֦DUH
comparable in that they do not eliminate the particular, but rather focus great atWHQWLRQRQWKHFRQFUHWHDQGWKHGHWDLOHG,Q֥6WLUOLQJ&DVWOH֦ZHVHHWKHVWUXFWXUH
RI WKH VWRQH ZDOOV LQ ֥$ 6QDSVKRW 3DULV  ֦ ORJV RI ZRRG WKH FREEOHV WKH
horse’s bridle are made subjects worthy of depiction. To begin with, the Stieglitz
photo appears to come close to the strangeness of Annan’s, but on closer inspection one discerns a dense mesh of formal references, a stringent grid of corresponding lines. The pieces of wood in the foreground correspond to those in the
background. The alignment of the logs is echoed by the rows of cobblestones.
The horse’s body, the side of the road, the stacks of wood all form parallel lines.
The horse’s legs, in turn, can be seen as an analogy to the pieces of wood, and so
on. The possible forms to be seen appear endless, and even if the viewer’s reacWLRQWRWKHVHSUHFRQJXUHGFRUUHODWLRQVRIWKHOLQHVLVRQO\DQXQFRQVFLRXVRQH
he feels the well-composed nature of the picture. At some point, the connotative references to abstract painting, which Stieglitz was exploring in depth at
WKHWLPHSUHGRPLQDWH7KH6WLHJOLW]SKRWRLV֥QHZ֦DQGIDVFLQDWLQJDQGUHYLVHV
photographic codes that had hitherto been valid, but it is also the result of sublime artistic control. J. Craig Annan, in contrast, enacts loss of control. (Fig. 2)
Among Annan’s famous photos there are, however, as mentioned above, several
WKDWDSSHDURYHUGHWHUPLQHGDQGXWWHUO\ZHOOFRPSRVHG,QKLVFRPSLODWLRQRIFRQWHPSRUDU\UHYLHZVRI$QQDQ%XFKDQDQ  IRUH[DPSOHFLWHVDQDQRQ\PRXV
DUWLFOHLQZKLFKWKHUHYLHZHUREVHUYHVRI$QQDQ֢V֥'DUN0RXQWDLQV֦֥WKHZKROH
SLFWXUHVHHPVIXOORIJULPSXUSRVH֦ S 7KHSLFWXUHLVDKDLU֢VEUHDGWKDZD\IURP
what Robert Demachy, in another review of Annan’s work, sees as a misunderstanding in photography, that is, trying to make an allegorical statement (BuchanDQS $QQDQWULHVKLVKDQGDWVXFKDPHVVDJHLQWKHSKRWR֥7KH&KXUFK
RUWKH:RUOG֦$JLUOLQZKLWHURVHVLQKHUKDLUVLWWLQJRQDSRQ\LVDQNHGE\WZR
PRQNV7KHTXLQWHVVHQFHRUPRUDOO\LQWHQVLHGPHVVDJHLVWKDWVKHKDVDUULYHGDWD
crucial point and must decide between religious vows and staying in the world of
IULYROLW\$V%XFKDQDQ S H[SODLQVWKHUHFHSWLRQRIWKLVZRUNZDVUDWKHU
unfortunate, partly because Annan himself, in his love of printing technique variations, occasionally printed the picture mirror-reversed, thus causing the young
lady to appear undecided indeed, tending now in one, now in the other direction.
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The Preconscious of the Camera
As far as the technical side of photography goes, Annan is a master of his craft.
+LVUVWGHDOLQJVZLWKSKRWRJUDSK\ZHUHVFLHQWLFDWWHQGLQJFKHPLVWU\OHFWXUHVDW
$QGHUVHQ&ROOHJHLQ*ODVJRZLQKLVHDUO\WZHQWLHV,QKLVIDWKHU7KRPDV$QQDQ֢V
workshop he learned the trade from the ground up, becoming familiar with the
common printing techniques of the day, carbon and platinum printing. Father and
VRQLPSRUWHGSKRWRJUDYXUHIURP9LHQQDZKHUH.DUHO.OLÏLQWURGXFHGWKHPWRWKLV
technique, subsequently acquiring the rights to this process. Following his father’s
GHDWK$QQDQDQGKLVHOGHUEURWKHUFRQWLQXHGWRZRUNLQWKHLUIDWKHU֢VUPWXUQLQJ
LWLQWRDPRGHOHQWHUSULVHDQGRXULVKLQJFRPSDQ\7 5$QQDQ 6RQV3KRWRJUDSKHUVDQG)LQH$UW3XEOLVKHUVRHUHGSKRWRJUDSKLFVHUYLFHVDQGSULQWLQJRIDOONLQGV
RILPDJHV$QQDQ֢VGHFLVLRQWRSXWWKHFDPHUDWRDQDUWLVWLFXVHGDWHVEDFNWR
+LVQHZGHSDUWXUHFRLQFLGHVZLWKWKHVHFHVVLRQLVWHRUWVRIWKH\RXQJSKRWRJUDSKLFVFHQHLQ(QJODQG$VZHNQRZWKHLinked RingZDVHVWDEOLVKHGLQ0D\
On the one hand, Annan is a perfectionist. He is a master of his trade, controlling his means of production, his name standing for the highest technical demands on the new photography medium. He grew up surrounded by art – his
father, for example, was a close friend of David Octavius Hill – and was highly
aware of visual codes. On the other hand, we see the photographer who emSKDVL]HVWKHLQVWLQFWLYHDVSHFWRIFUHDWLQJSKRWRV֥7KHQDUWLVVRVXEWOHDVXEMHFW
>֯@ HVSHFLDOO\ LI RQH ZRUNV DV , GR PRUH IURP LQVWLQFW DQG WKH LPSUHVVLRQ RI
WKHPRPHQWWKDQIURPDQ\SUHGHWHUPLQHGWKHRU\RUSULQFLSOH֦ $QQDQ
S    +H UHOLHV RQ WKH HHFW RI WKH XQFRQVFLRXV LQ DUWLVWLF SURGXFWLRQ

,WPD\VHHPULGLFXORXVWRPDQ\WRVXJJHVWWKDWWKHXQFRQVFLRXVVLJKWRIDEHDXWLIXOFXUYHRIDFKDLU
DWEUHDNIDVWPD\HQDEOHRQHODWHULQWKHGD\WRSURGXFHDSKRWRJUDSKRIYDOXHZKLFKKHRWKHUZLVHZRXOGQRWKDYHSURGXFHGEXW,DPSHUIHFWO\FRQYLQFHGWKDWVXFKLVWKHIDFW $QQDQ 

7KHFRQGHQFHWKDWWKHVLJKWRIDEHDXWLIXOO\VKDSHGFKDLUDWEUHDNIDVWPD\HQDEOH
one, later in the day, to produce a photograph of value is by no means rationally
MXVWLDEOHEXWUDWKHUH[SUHVVHVSUHFLVHO\WKLVFRQGHQWVWDQFHZLWKUHJDUGWRSURcesses that occur independently of our rational designs. Likewise, the characterizaWLRQRI'DYLG2FWDYLXV+LOOWKDW$QQDQ  XQGHUWRRNIRUCamera Work may
be applied to Annan himself, and it may be taken to infer his own artistic values. This essay speaks of the importance of mustering the courage to venture into
unexplored territory and to be guided by one’s instincts. To Annan, the criteria
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IRUDJRRGSKRWRDUHE\QRPHDQVVXFFHVVIXOO\GHSOR\HGDHVWKHWLFFRGHV,QVWHDG
he indicates the sensory pleasure that a picture must bring forth. A good photo,
moreover, is one which disguises its artistic value. At a time when most ambitious photographers were endeavouring to emphasize the artistic value of their
SURGXFWVKHREVHUYHV֥<RXPD\KDYHQRWLFHGWKHPRWWRRQP\ERRNSODWH֡$UW
is to conceal art’ – that applies to photography – it is not usually the most strikLQJSKRWRJUDSKZKLFKUHSUHVHQWVWKHPRVWJHQXLQHZRUN֦ $QQDQS 
֥$)UDQFLVFDQ9HQLFH֦ )LJ IRUH[DPSOHWRFRPHEDFNWRWKLVSKRWRJUDSKLV
DOPRVWGRFXPHQWDU\LQVW\OH$QQDQWRRNWKHQHJDWLYHLQ9HQLFHLQSXElishing the hand-printed photogravure in Camera Work LQ  $V PHQWLRQHG
above, when taking this picture, Annan waited half an hour for something to appear, something which turned out to be a Franciscan monk. Walking with a slight
stoop, the latter is about to turn the corner. His shadow precedes him. The photographer had been avidly awaiting him, or some similar visual surprise. Annan himself did not know who or what would appear in front of the temporary projection
VFUHHQWKDWZDVWKLVROGZHDWKHUHGZDOO,QWKHHQGLWZDVDPRQNZKRLQVFULEHG
himself into the wall and into the photographic paper of his camera. Unlike the
VKHUPHQDQGWKHFDOPXQKXUULHGPDQQHURIWKHLUJHVWXUHVKHLVZDONLQJDSDFH
VHHPLQJWRVKXQUDWKHUWKDQVHHNWKHFDPHUD,WZDVDTXHVWLRQRISKRWRJUDSKLF
instinct and timing to capture him in the image. The edge of the wall seems like
a dividing line in this picture. Whoever crosses this line may well vanish, invisLEOHORVWWRWKHFDPHUDJRQHIRUJRRG֥DURXQGWKHFRUQHU֦%XWWKHHGJHRIWKH
wall also seems like the dividing line of an ambiguous image. Once the Franciscan
KDVJRQH9HQLFHLVDOOWKHUHZKLOHWKHPRQNLVWKHUH9HQLFHLVIDUDZD\7KLVLV
WKHVDPHLQWHUIHUHQFHVWUXFWXUHPDQLIHVWHGLQ֥6WLUOLQJ&DVWOH֦%\PHDQVRIWKLV
method, Annan has enabled the photographic preconscious, as it were, to register
that which will devalue or indeed deconstruct what is an undisputed view in terms
RILWVSLFWRULDOYDOXH7KHGDUNJXUHRIWKHPRQNSXWV9HQLFHLQWKHVKDGH,Q
WKLVFDVHLWLVWKHVLQJXODUZKLFKGHQHVWKHWLWOHRIWKHLPDJHZLWK9HQLFHWDNLQJ
VHFRQGSODFH,QDQRWKHUSULQWRIWKHVDPHQHJDWLYH$QQDQDGGHGWKHWLWOHRIWKH
SLFWXUH֥7KH)UDQFLVFDQRI,,5HGHQWRUH֦OLNHDVWUHHWQDPHRQWKHZDOODERYHWKH
)UDQFLVFDQWKXVJLYLQJWKHIULDUVRPHWKLQJRIDPXVHXPH[KLELW,WLVKHZKRLV
to be put on display, and not that which is actually worthy of exhibiting, Venice.
Another of Annan’s Venice photos lends itself to closer scrutiny in this context:
֥$ 9HQHWLDQ 5HTXLHP֦ OLNHZLVH D SKRWRJUDYXUH IURP  ,W GHSLFWV D VWUHHW
scene, a kind of Catholic procession that is possibly part of a funeral ceremony.
The young men in ecclesiastical vestments are carrying large monumental candleVWLFNVDQGDDJ&HUWDLQDUFKLWHFWXUDOGHWDLOVSRLQWWR9HQLFHDVWKHVFHQH7KH
players in this ceremony are in the light, in a kind of spotlight of the southern
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James Craig Annan, A Franciscan, Venice
3KRWRJUDYXUH
© Royal Photographic Society / National Media Museum /
Science & Society Picture Library
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4

James Craig Annan, A Venetian Requiem
3KRWRJUDYXUH
© Royal Photographic Society / National Media Museum /
Science & Society Picture Library
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VXQ 7KH RYHUDOO VFHQH LV ֥GLVWXUEHG֦ E\ WZR XQGHUH[SRVHG JXUHV LQ WKH IRUHground that could have been easily retouched out of the picture, but which Annan left in. While the shadows of the servants of the Church are cast according
WR SODQ DQG KDYH WKH SUHVFULEHG IRUP WKHVH WZR JXUHV DUH GHIRUPHG DQG ODFN
any real contour. They are shadowy creatures, mere traces of human beings, inFRPSOHWHO\GHWDLOHGEXWQHYHUWKHOHVVFDSWXUHGRQOPE\WKHJUDFHRIWKHFDPHUD
7KHFDPHUDEHVWRZHGIDPHRQWKHP֝QRWIRUWKHIDPRXV:DUKROLDQIWHHQPLQutes, but for a short photographic eternity. Genuine by virtue of being photoJUDSKLF֥DFFLGHQWV֦DQGLQVFULELQJWKHPVHOYHVLOOLFLWO\֝LQWKHFRXUVHRIDIXQHUDO
– onto the photographic paper, they embody the epiphany of the moment. (Fig. 4)
)ULW]0DWWKLHV0DVXUHQD*HUPDQDGYRFDWHRI3LFWRULDOLVPSUDLVHVWKHWZRJXUHV
LQWKHIRUHJURXQGDVDQRULJLQDOLGHDJRLQJRQWRVD\֥$VLPLODUO\IRUWXQDWHVROXWLRQ
ZRXOGUDUHO\EHVXFFHVVIXO2QHZRXOGQRWQRUPDOO\JHWEH\RQGWKH֡YLHZ֢֦ 0DWWKLHV0DVXUHQS :KDWKHREYLRXVO\PHDQVLVWKDWWKLVDUWLVWLFVROXWLRQ
DOORZHG$QQDQWRGHSLFWVRPHWKLQJOLNHWKHYLHZ7KHGDUNDQNLQJJXUHVFUHDWH
a kind of space, a place from where the gaze comes, thereby bringing something
into the picture that, as Roland Barthes never tires of emphasising, makes up the essence of photography, that is to say, that it depicts what was once the object of a gaze
that is always irrevocably past. The immaterial presence of this view stands for the
heart-rending aspect of photography. The text that Annan has added to the picture,
not as an illustration, but rather in the style of modern-day commercial graphic deVLJQHUVRUOD\RXWDUWLVWVLVDUHTXLHPWH[WWKDWFUHDWHVDSRZHUIXOHOGRIDVVRFLDWLRQV
,WLVDERXWHWHUQDOOLJKWEHLQJWHPSRUDULO\LQWKHOLJKWDVZHOODVWKHXQGHUH[SRVHG
*HQHUDOO\ VSHDNLQJ RQH PLJKW VD\ LQ WKRVH SKRWRV ZKLFK ,DQ -HUH\  
for example, would see as early snapshots, Annan captures singular occurrences which, compared with the visual imagery of photography in those days,
DUH WDQWDPRXQW WR DHVWKHWLF VOLSV 7KHVH VNLOIXOO\ HHFWHG SKRWRJUDSKLF ֥SDUDSUD[HV֦ EHVSHDN PXFK RI WKH GHVLUH IRU WKH RWKHU WKDW DSSHDUV LQ WKH SKRWRgraph without my being able to want it to. One might talk about the wish to
revive the surprising element in early photography that revealed what had been
RYHUORRNHG FKDOOHQJLQJ WKH YLHZHU֢V SRVLWLRQ DV PDVWHU RI WKH HOG RI YLVLRQ

The Digitally Constructed Parapraxis
,Q/HY0DQRYLFKFUHDWHGKLV֥'LJLWDO֦RU֥&RQVWUXFWLYLVW6QDSVKRWV֦0DQRYLFKERUQLQ0RVFRZLQKDGVWXGLHGDUFKLWHFWXUHWKHUHODWHUJRLQJWR
America, where he has pursued his internationally acclaimed academic and artistic career. The catalyst for creating the constructed snapshots was a request by
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Natalie Bookchin to show her some snapshots of his former life in the Soviet
8QLRQ0DQRYLFKFRXOGQRWIXOOOWKLVZLVKKRZHYHUDVWKHUHKDGEHHQQRVQDSshot culture in the USSR. Hardly anyone owned a camera, nor was there any
arrangement stipulating that all events of private life be constantly documented.
To take photos, one went to a studio or borrowed a camera from an amateur
SKRWRJUDSKHU IULHQG %RRNFKLQ 0DQRYLFK   6R EHFDXVH KH KDG QRWKLQJ IURP KLV \RXQJHU GD\V WKDW %RRNFKLQ PLJKW KDYH LGHQWLHG DV ֥VQDSVKRWV֦
0DQRYLFKGHFLGHGWRUHHQDFWVRPHZLWKWKHDLGRIGLJLWDOWHFKQRORJLHV )LJ
This evolved into an art project on which Natalie Bookchin acted as co-author. Her cooperation was required because only she, a representative of a culWXUH RI LQVWDQW SKRWRJUDSK\ FRXOG NQRZ ZKDW D ֥VQDSVKRW֦ XVXDOO\ ORRNV OLNH
ZKDW LWV SXUSRVH ZDV DQG ZKDW LWV SUHIHUUHG PRWLIV ZHUH ,Q RQH RI WKHVH DWtempts – the work consists of three parts – to satisfy an American woman’s expectations of a snapshot and, at the same time, to create a quasi-authentic document of his youth, Manovich constructed a scene at a Moscow subway station.
This retrospective snapshot consists of a photograph of the subway architecture,
clear in terms of perspective, but nevertheless tilted, and the blurred, only partially visible head of a young man blended in at the bottom left of the picture.
The question in our context is: what did Bookchin want to see when she put
KHUUHTXHVWWRKHUFROOHDJXHDQGIULHQG"6KHFHUWDLQO\GLGQRWZDQWDQ\RௗFLDO
authorized photos, but rather photos that she could scan for evidence of everyGD\VLWXDWLRQVDQGZKLFKZRXOGUHYHDOVRPHWKLQJRI֥UHDO֦OLIHSKRWRVWKDWZRXOG
contain more than those who took them intended. She wanted to see blind spots,
overexposed by the camera, relying on the photographic preconscious, indiscriminately receptive within its mechanical and chemical limits. That was her personal
wish. The interesting thing is how Bookchin and Manovich proceeded as artists.
What they constructed on the computer was the photographic mishap, the rule
violation, as it were, of a successful photo. They presented the shaking, blurring
and tilting, leaving the picture’s structure in terms of perspective as is, like the
VLJQLHURIDGLHUHQWRUGHU7KHLUGLJLWDOVLPXODWLRQRIDORVVRIFRQWUROH[SUHVVes something of the old hope that things will appear in photos if we let them.

This paper was originally published in )RWRJHVFKLFKWH%HLWU¦JH]XU*HVFKLFKWHXQGVWKHWLNGHU)RWRJUDࣾH
YRO (www.fotogeschichte.de) and reprinted courtesy of the publisher. The original German
YHUVLRQZDVWUDQVODWHGLQWR(QJOLVKE\5LFKDUG:DWWV ZZZWUDQVODWLRQVDW 
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5

Natalie Bookchin & Lev Manovich, Constructivist Snapshot
 IURPD7KUHH3DUW6HULHV (NWDFRORU3ULQW
© Bookchin & Manovich
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Dressed to Suffer and Redeem
Staged Photography Featuring Biblical Narratives

,QWKHVSULQJRI)+ROODQG'D\VHWRXWWRZRUNRQKLV֥VDFUHGVWX֦ &ODWWHQEXUJS DVKHFDOOHGLWLQDOHWWHUWR$OIUHG6WLHJOLW]7KHLGHDZDV
WR GR D SKRWRJUDSKLF UHFRQVWUXFWLRQ RI WKH OLIH RI &KULVW ֥EHJLQQLQJ ZLWK WKH
$QQXQFLDWLRQ DQG HQGLQJ ZLWK WKH $VFHQVLRQ֦ 'LHNPDQQ  S  
,Q WKH VXPPHU RI WKH VDPH \HDU WKLV PDMRU SURMHFW VWDUWHG WR WDNH VKDSH

+HOHIW%RVWRQZLWKDZKROHWURRSRIPDOHDQGIHPDOHPRGHOVDFFRPSDQLHGE\DZDJRQORDG
RIFRVWXPHVDZRRGHQFURVVDQGRWKHUSDUDSKHUQDOLDIRUVRPHVHFOXGHGVSRWLQWKHYLFLQLW\>ւ@
2XWWKHUHKHZHQWDWRQFHWRZRUNKDGDFURVVHUHFWHGRQWRSRIDKLOOEXLOWDVHSXOFKHUDQG
SUHSDUHGIRUDORQJVWD\7KHQKHEHJDQWKHUHKHDUVLQJRIKLVFRPSDQ\DQGWKHVDFUHGWUDJHG\
ZDVSOD\HGPRUHWKDQDKXQGUHGWLPHVRQWRSRIWKDWKLOOZKLOHFXULRXVIDUPHUVZLWKWKHLUHQWLUH
IDPLOLHVFDPHIURPIDUDQGQHDUWRJD]HDWWKHVWUDQJHVSHFWDFOH +DUWPDQQS 

The whole project, which was obviously inspired by Day´s experience of
WKH 2EHUDPPHUJDX 3DVVLRQ 3OD\ LQ  UHVXOWHG LQ  SKRWRJUDSKV 'D\
assumed the role of the main protagonist in this biblical drama. His eccentric life style as an aesthete and his conception of himself as an outVLGHU ZLOOLQJ WR VXHU IRU KLV DHVWKHWLF LGHDOV SUHGHVWLQHG KLP IRU WKLV UROH
At the same time, Day acted as the stage and art director of this enterprise, a
double function that at times caused problems. Closer inspection of the photos
of Jesus on the cross would reveal the carefully hidden camera delay timer in the
KDQGVRIWKHUHGHHPHU7KHZKROHVHULHVFXOPLQDWHGLQ֦7KH6HYHQ/DVW:RUGV
RI&KULVW֦7KHVHLPDJHVIHDWXULQJVHYHQFORVHXSVRI&KULVWvVDOLDV)+ROODQG
'D\vV WRUPHQWHG EXW QREOH IDFH ZHUH VWDJHG LQ KLV VWXGLR ,Q RUGHU WR DFKLHYH
the most tragic facial expression, Day worked with a mirror attached to his camHUD$ERYHWKHODVWDQGQDOSKRWRJUDSKRIWKHVHULHVWKHZRUGV֥,WLVGRQH֦ZHUH
mounted, which outraged some of his spectators as blatant blasphemy. (Fig. 1)
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:KDWODWHUFDPHWREHNQRZQDVWKH֥0DVVDFKXVHWWV3DVVLRQ֦ZDVGHHSO\URRWHG
LQ D URPDQWLF UHHQDFWPHQW RI WKH VXHULQJ RI &KULVW 7R SOD\ KLV SDUW DV ZHOO
DV SRVVLEOH DQG WR UHDOO\ W WKH UROH 'D\ ORVW ZHLJKW DQG OHW KLV KDLU DQG EHDUG
grow long. Accordingly, the photographs show an emaciated main protagonist
ZKRFRXOGZHOOSDVVDVD-HVXVJXUH6SHDNLQJRYHUDOOWKHDWWHPSWWREHDVDXthentic as possible and to achieve utmost veracity extended to all matters. Clothing and footwear like sandals were taken into consideration. The wooden cross
was produced by carpenters in Syria. Day insisted that the crown of thorns be
PDGHRIUHDOWKRUQVWRFXWLQWRKLVIRUHKHDG7KH֥JDPHRIJUHDWHVWQDWXUDOLVP֦
'LHNPDQQ  S   EHLQJ SOD\HG RXW ZDV LQIRUPHG E\ ZKDW 'LHNPDQQ
FDOOV֥*HQDXLJNHLWVIHWLVFKLVPXV֦ S RUIHWLVKLVPRISUHFLVLRQ$WWHQWLRQ
to details and a strong tribute to art historical sources were intended to authenticate
and legitimize this endeavor of a photographic reconstruction of biblical narratives.
Paradoxically, F. Holland Day´s adaptation of the Jesus story for the camera was
less about an exploration of a photographically generated narrative than entirely
DERXWFRQUPLQJDQGDSSURSULDWLQJWKHFRGHVRISDLQWLQJ,Q'D\vVSKRWRJUDSKLcally enhanced imitatio of the life of Christ there was no room for photographLF H[SHULPHQWV EHFDXVH WKH PHGLXP LWVHOI ZDV RQ WULDO DW WKDW WLPH ,Q WKHLU DWtempts to establish photography as high art, Pictorialists like Day were trying to
prove that the camera was not just a banal recording machine of everyday realLW\EXWDOVRFDSDEOHRIUHQGHULQJDW\SHRIFWLWLRXVVFHQDULROLNHWKHSDVVLRQRI
&KULVW 6SHDNLQJ RI SLFWRULDO FRGHV ֥7KH (QWRPEPHQW֦ RQH RI WKH UVW SKRWRV
RI 'D\vV ֥6DFUHG 6XEMHFWV֦ VHULHV LV VWURQJO\ LQGHEWHG WR 3HGUR 6DQFKH]vV YHUsion of the subject. Day, alias Jesus, assumed the same outstretched position on
a kind of sarcophagus. The protagonist´s head was equally inscribed in a semiFLUFXODUKDORDQGWKHVWLJPDZDVFOHDUO\YLVLEOHDQGLQWKHVDPHSODFH,QKLVHQWRPEPHQWSDLQWLQJ6DQFKH]SODFHGREMHFWVPDLQO\YHVVHOVDORQJVLGHWKHFRௗQ
Day took up this mode of using objects to refer to what happened earlier. All
WKHVHREMHFWVZHUHSODFHGFDUHOHVVO\RQWKHJURXQG$IWHUWKHFUXFL[LRQRI-HVXV
they turned into disposable things. At the same time, they remained indispensable
VLJQLHUVRIWKHVWRU\EHLQJWROG'D\vVDUUDQJHPHQWZDVVROHPQDQGIRFXVHGRQ
a few markers that were indisputably connected with the familiar narrative. The
VSRQJHWKHVLJQIURPWKHFURVVWKHORLQFORWKZHUHDOOLQSODFHDQGWKHQDOFOXH
namely the stigma, was perfectly accentuated against the dark space of the open
tomb in the background. The dark square became a framing device for the open
ZRXQGDQGDSURMHFWLRQVFUHHQIRUHYHU\WKLQJHOVHWKDWZDVOHIWRSHQDQGGHHG
representation. The platinum print gave the photograph a soft tone and seemed
to remove it even more into a painterly realm. Only the grass in the foreground
was strangely reminiscent of the camera´s predilection for mundane reality.
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F. Holland Day, 7KH6HYHQ/DVW:RUGVRI&KULVW
3ODWLQXP3ULQW
© Royal Photographic Society / National Media Museum /
Science & Society Picture Library
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Lejaren à Hiller
)URPWKHVRQWKH$PHULFDQLOOXVWUDWRUDQGSKRWRJUDSKHU/HMDUHQ¢+LOOHU
(born John Arthur Hiller) turned his attention to dramatically staged photoJUDSKLFVFHQDULRV7ZHOYH\HDUVDIWHU)+ROODQG'D\vV֥0DVVDFKXVHWWV3DVVLRQ֦
KH VWDJHG KLV ֥'HSRVLWLRQ IURP WKH &URVV֦ IRU WKH FDPHUD )LJ   7KH SKRWRgraph depicts a group of people engaged in taking Christ down from the cross.
The huge canvas in the background behind the cross evokes the apocalyptic
FLUFXPVWDQFHV FRQQHFWHG ZLWK &KULVWvV GHDWK 7KH JURXS RI JXUHV LV ZHOO DUranged in a triangular composition. The gestures are highly expressive and Hiller´s
FUHZ REYLRXVO\ PDNHV DQ HRUW WR FRQYH\ WKH JUDYLW\ RI WKH VLWXDWLRQ $OO WKH
JD]HVDUHGLUHFWHGWRZDUGVWKHPDLQSURWDJRQLVWFRQUPLQJKLVFHQWUDOUROH(Yeryone seems to be properly dressed for the occasion and even the stones at the
bottom of the cross are clad in some kind of cloth to cover their naked nature.
The actor representing Christ is well chosen, but, for some reason, G.B. Shaw´s
WUHQFKDQW FRPPHQWDU\ RQ WK FHQWXU\ VWDJHG SKRWRJUDSK\ FRPHV WR PLQG

7DNHWKHFDVHRIWKHRUGLQDU\DFDGHPLFLDQ+HJHWVKROGRIDSUHWW\PRGHOKHSXWVDGUHVVRQKHU
DQGKHSDLQWVKHUDVZHOODVKHFDQDQGFDOOVKHUո-XOLHWչDQGSXWVDQLFHYHUVHIURP6KDNHVSHDUH
XQGHUQHDWKDQGSXWVWKHSLFWXUHLQD*DOOHU\,WLVDGPLUHGEH\RQGPHDVXUH7KHSKRWRJUDSKHU
ࣾQGVWKHVDPHSUHWW\JLUOKHGUHVVHVKHUXSDQGSKRWRJUDSKVKHUDQGFDOOVKHUո-XOLHWչEXW
VRPHKRZLWLVQRJRRGհLWLVVWLOO0LVV:LONLQVWKHPRGHO 6KDZ 

)RU+LOOHUZKRODWHURQUHJXODUO\DUUDQJHGWKHDQQXDOFRVWXPHEDOOVRIWKH֥1HZ
<RUN6RFLHW\RI,OOXVWUDWRUV֦WKHTXLWHREYLRXVGLVFUHSDQF\EHWZHHQ֥-HVXV֦DQG
the acting model was certainly less disquieting than for Shaw. Staging dramatic
scenarios for the camera represented a challenging task for him and as the director
of such endeavors he took full charge. People should be moved and entertained
by these photographs created in the tradition of the tableaux vivantes. With his
background in advertising and his position as an eminent photographic illustrator,
KHDSSURDFKHGKLVVXEMHFWLQDGLHUHQWPDQQHUWKDQ+ROODQG)'D\+LOOHUvVYHUVLRQRIDQ֥DUWIXOSDVVLRQSOD\֦ 6DXQGHUV ZDVURRWHGLQSRSXODUFXOWXUHUROH
playing and theatrical conceptions of the grand narrative prevailing at the time.
:KHQ+HOPXW*HUQVKHLPUHIHUVWRWKH֥'HSRVLWLRQIURPWKH&URVV֦DV֥DQH[WUDRUGLQDU\DEHUUDWLRQRIWDVWH֦ S KHDUJXHVIURPDPRGHUQLVWSHUVSHFWLYH
and ties his judgment to modernist aesthetic standards and matters of taste. For
him, Hiller´s photograph is poor and unconvincing. From a postmodern, decon-
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/HMDUHQ¢+LOOHU'HSRVLWLRQIURPWKH&URVV
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3

Adi Nes, 8QWLWOHG
&KURPRJHQLF3ULQW'LPHQVLRQV9DULDEOH
©Adi Nes. Courtesy of the Artist and Jack Shainman Gallery, New York
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VWUXFWLYLVWSRLQWRIYLHZWKRXJK/HMDUHQ¢+LOOHUvVVWDJHGSKRWRJUDSKLVDKLJKO\
intriguing image. All kinds of pictorial slips reveal the constructed nature of the
picture. There is a lot of drapery which covers up bodies and various inconsistencies. Some of the seams and sutures are clearly visible. The white drapery that falls
down from the cross simultaneously conceals and reveals the structural engineering intended to give stability to the cross and the fabricated biblical narrative alike.
,QWKLVUHVSHFWWKHPRVWIDVFLQDWLQJGHWDLOLVWKHGHOLFDWHZKLWHOLQHUXQQLQJGRZQ
the right edge of the painted canvas backdrop. This line is a borderline in that it
VLJQLHVWKHOLPLWVRIDUHDOLW\FRQVWUXFWDQGREVWUXFWVWKHFUHGLELOLW\RIWKHVFHQH,W
SXWVWKHVFHQDULRLQTXRWDWLRQPDUNVDQGSRLQWVWRWKHDUWLFLDOLW\RIWKHHQGHDYRU

Contemporary Appropriations of Biblical Motifs and Narratives
$WWKHHQGRIWKHWKDQGEHJLQQLQJRIWKHWKFHQWXU\GHFRQVWUXFWLYLVWWUDLWVPD\
have happened unintentionally, as in the case of the `borderline´ in the photo by
+LOOHU%XWWKLV֥VXSSOHPHQWDO֦UHHFWLYHVWUXFWXUHZDVQRWSURJUDPPDWLF\HW)RU
WKHFRQWHPSRUDU\,VUDHOLSKRWRJUDSKHU$GL1HVSRVWPRGHUQDSSURSULDWLRQVWUDWHJLHVDUHFRPPRQSUDFWLFH,QKLVLPDJH֥XQWLWOHG֦IURPKLV֥6ROGLHUV֦VHULHVKH
arranged a scenario that explicitly refers to Christian themes. There are two young
soldiers in a barren type of environment, one of them obviously a victim of the war.
The soldier nestling the body of his dead comrade in his arms surprisingly holds a
makeup brush in his left hand. An open paint box suggests cosmetic improvements
JRLQJRQDQGLQGLFDWHVWKHSDLQWHGQDWXUHRIWKHVWLJPDWD,QDQLQWLPDWHVFHQDULR
the earnest-looking paramedic in full rig-out seems to be preparing his fallen comUDGHIRUDSKRWRRSSRUWXQLW\,QWKHPDQQHURIDPDNHXSDUWLVWKHLVDERXWWRDGG
WKHQDOSROLVKWRDERG\PHDQWWRIHDWXUHLQWKHPHGLDDVDYLFWLPL]HGVROGLHU )LJ
But there are additional layers of a reception of Adi Nes´work. He is an artist known
IRUKLVFOHDUDJHQGDFRQFHUQLQJ,VUDHOLPDOHLGHQWLW\DQGJD\LGHQWLW\LQSDUWLFXODU
֥0\VWDJHGSKRWRJUDSKVDUHRYHUVL]HGDQGRIWHQUHFDOOZHOONQRZQVFHQHVIURP
Art History and Western Civilization combined with personal experiences based
RQP\OLIHDVDJD\\RXWKJURZLQJXSLQDVPDOOWRZQRQWKHSHULSKHU\RI,VUDHOL
VRFLHW\֦ 1HV ,QUHJDUGWRWKLVVWDWHPHQWKLVLPDJHRIVWDJHGPDVFXOLQLW\WDNHV
on an additional meaning. As a representation of a tender and caring masculinity,
it stands in strong contrast to the belligerent and aggressive pictures of empowered
PDQKRRGZKLFKDFFRUGLQJWR1HVIUHTXHQWO\DSSHDULQWKH,VUDHOLPHGLD7KHSDVsivity of the scene is striking, the caring gesture of holding a dead comrade on one´s
lap and treating him with utensils tied to femininity is telling. On a less explicit level,
the image also refers to the homoeroticism informing many of the religious images.
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“Ecce Homo” – Exposing and Framing the Subject
%UDPO\ 5KHLPVFUHDWHGWKUHHYHUVLRQVRIWKH(FFH+RPRWKHPH,QWKHWZRYHUVLRQV,ZRXOGOLNHWRGHDOZLWKWKHPDLQFOXHVRIWKHUHOLJLRXVVXEMHFWDUHFOHDUO\
UHIHUHQFHG(YHU\YLHZHUUDLVHGLQD&KULVWLDQWUDGLWLRQFDQFODLPH[SHUWLVHRIWKH
PRWLI֥(FFH+RPR,,֦VKRZVWKHFKDUDFWHULVWLFFORVHXSRIDKDOIOHQJWKSRUWUDLW
of the humiliated Jesus with his crown of thorns and all the traces of violence on
KLVERG\,QWKLVVWDWHWKH5RPDQ3URFRQVXO3RQWLXV3LODWXVDOOHJHGO\SUHVHQWHG
KLP WR WKH KRVWLOH FURZG ֥(FFH +RPR֦ RU ֥%HKROG WKH 0DQ֦ LPSOLHV DQ LPperative to look at this man and consider his further destiny. As the title has it,
DQ\֥(FFH+RPR֦JXUHLVPHUFLOHVVO\H[SRVHGWRWKHJD]HRIWKHRWKHUV )LJ
,Q%UDPO\ 5KHLPVvUHPDNHRIWKHWRSLF֥-HVXV֦LVUHQGHUHGIXOO\SUHVHQWZLWK
DQDOPRVWVFXOSWXUDOTXDOLW\WRKLVERG\7KLVSDUWLFXODU֥(FFH+RPR֦VHHPVWREH
perfectly familiar with the mechanisms of ensuring visibility. His professional perIRUPDQFHWKHZD\KHRHUVKLVERG\IRUYLHZDVZHOODVUHOLHVRQKLVYLVXDODSSHDO
makes him arguably a (fashion) model. With his heavy makeup, he is obviously
VW\OL]HGDVDGUDPDWLFSHUVRQD6WUHDPVRI֥EORRG֦UXQGRZQKLVIDFHDQGRYHUKLV
whole upper body. There are signs of maltreatment and his tantalizers obviously
left traces of their dirty or blood-stained hands on his body. On closer inspection
though, one realizes that the imprints of these hands on this body can also be read
as tender explorations of the muscular male body or materializations of the libidinal
gazes scanning the body of the male protagonist in this story. Bramly & RheLPVv֥(FFH+RPR֦LVUHPLQLVFHQWRIWKHVFRSLFUHJLPHRIWKHIDVKLRQLQGXVWU\EXW
also makes one think of the homoerotic appropriation of such religious imagery.
:LWK%UDPO\ 5KHLPVv֥(FFH+RPR,֦LPDJHWKHGHYLDWLRQIURPWKHZHOOLQWURGXFHGYHUVLRQRIWKHPRWLILVHYHQPRUHVWULNLQJ7KHUHLVQRWUXWKWRWKH֥RULJLQDO֦DV
LQ+ROODQG)'D\vV֥0DVVDFKXVHWWV3DVVLRQ֦7KHGHOLEHUDWHO\GLHUHQWHQDFWPHQW
of the theme seems to call for an equally open type of reading. The image, also a
FORVHXSRIDVLQJOHJXUHGHSLFWVDSHUVRQZKRVHERG\LVVPHDUHGZLWKDGDUNRLO\
VXEVWDQFH7KHPDLQVLJQLHUWKHFURZQRIWKRUQVFRQVLVWVRIPHWDOSDUWVDOOXGLQJ
WRLQGXVWULDOZRUN:LWK֥(FFH+RPR,֦%UDPO\ 5KHLPVGRQRWMXVWSD\WULEXWH
WRDWUDGLWLRQLQSDLQWLQJEXWDOVRDWWHVWWRDFHUWDLQSKRWRJUDSKLFOHJDF\ )LJ
,QP\YLHZWKHLPDJHFDQEHOHJLWLPDWHO\EURXJKWLQFRQQHFWLRQZLWK5LFKDUG
$YHGRQvV SKRWR VHULHV ֥,Q WKH $PHULFDQ :HVW֦ DQG VSHFLFDOO\ ZLWK KLV UHSUHVHQWDWLRQRIPLQHUVLQ&RORUDGR7KHLUERGLHVDUHDOVRVPHDUHGZLWKFRDOGXVW,Q
$YHGRQvVSKRWRJUDSKVWKH\IHDWXUHDVGDUNDQGGLUW\PHQRIVRUURZWUDQVJXUHG
E\WKHLUMREVEHORZJURXQGDQGVKDSHGE\WKHKDUGVKLSRIWKHLUGDLO\OLIH֥,QWKH
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Serge Bramly & Bettina Rheims, ,15,6HULHV
֝ (FFH+RPR,,
© Rheims & Bramly
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Serge Bramly & Bettina Rheims, ,15,6HULHV
֝ (FFH+RPR,
© Rheims & Bramly
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Raymond Voinquel, Christ in Cross,
(VVD\IRUWKH'HYLQH7UDJHG\
© Raymond Voinquel, Ministre de la Culture-France

7

Andres Serrano,
(DUO\:RUNV 3LHW¢ 
,PDJH&RXUWHV\RIWKH$UWLVW
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$PHULFDQ :HVW֦ LQLWLDWHG DQG FRPPLVVLRQHG E\ WKH $PRQ &DUWHU 0XVHXP LQ
Texas, provides haunting and disconcerting images of an under-represented popuODWLRQRI$PHULFD$YHGRQSRUWUD\HGGULIWHUVRLOHOGZRUNHUVZDLWUHVVHVIDFWRU\
workers etc., none of them resembling the prim frontier families of common depictions. Avedon presented his protagonists as stigmatized by the dirt and coal dust
growing on their skins, and monumentalized them by photographing them against
a white background. Some of these miners, as for instance James Story or Hansel
Nicholas Burum, seem to assume poses known from art historical renditions of bibOLFDOJXUHV%UDPO\ 5KHLPVv֥(FFH+RPR,֦WXUQV-HVXVLQWRDQXQGHUGRJZKR
willfully exposes his body carrying all the marks of alienating working conditions.

The Piétà Motif
$V1LVVDQ13HUH]SRLQWVRXWLQKLVGLVVHUWDWLRQ֥3LFWXULQJ)DLWK&KULVWLDQ5HSUHVHQWDWLRQLQ3KRWRJUDSK\֦  WKH3L«W¢WKHPHLVWKHVHFRQGPRVWIUHTXHQW
motif when it comes to photographic reenactments of biblical themes. From
WKHZLGHUDQJHRI3L«W¢UHSUHVHQWDWLRQV5D\PRQG9RLQTXHOvVSKRWRJUDSKIURP
 VHHPV WR DLP DW DQ LFRQRJUDSKLFDOO\ ֥WUXH֦ YHUVLRQ RI WKH PRWLI )LJ 
Voinquel started out as a fashion photographer and later became one of the most
DFFRPSOLVKHGOPVWLOOSKRWRJUDSKHUVRIWKHJROGHQDJHRI)UHQFKOP$VVXFKKH
collaborated with Jean Cocteau, Max Ophuls, Sacha Guitry and others. His image
֥&KULVWLQ&URVV(VVD\VIRUWKH'LYLQH7UDJHG\֦ZDVSDUWRIDVHULHVRISKRWRJUDSKLFWDEOHDX[LQSUHSDUDWLRQIRU$EHO*DQFHvVOP֥/D'LYLQH7UDJHGLH ֝ ֦
7KHOPZDVQHYHUUHDOL]HGEXW9RLQTXHOvVSKRWRJUDSKVJLYHDQLPSUHVVLRQRI
KRZ*DQFHZRXOGKDYHDSSURDFKHGKLVVXEMHFW9RLQTXHOvVWHQWDWLYHOPVWLOOVHHPV
WREHFORVHO\PRGHOHGRQWKH3LHW¢RI9LOOHQHXYHOªV$YLJQRQDQRLOSDLQWLQJRI
WKHPLGWKFHQWXU\DWWULEXWHGWR(QJXHUUDQG4XDUWRQ7KHSKRWRJUDSKSUHVHQWV
the core group of the grieving mother and her dead son. As in Quarton´s painting,
the body of Christ assumes an elegantly curved line with his arm falling to the right
side. This perfect line of beauty, innocence and grace described by Jesus´ body calls
WRPLQGWKHKLJKO\FRQWURYHUVLDODQGSURYRFDWLYH3L«W¢DSSURSULDWLRQRIWKHFRQWHPSRUDU\$PHULFDQSKRWRDUWLVW$QGUHV6HUUDQR+LV֥3LHWD֦IURPIHDWXUHV
DVKRQHRIWKHHDUOLHVWV\PEROVRI&KULVWLQWKHDUPVRIDQXQFRQYHQWLRQDOO\
GHSLFWHG9LUJLQ0DU\,WLVWKHFXUY\IRUPRIWKHVKWKDWXOWLPDWHO\UHVRQDWHVZLWK
DSDUWLFXODUDUWKLVWRULFDOWUDGLWLRQDQGOLQNVWKHLPDJHZLWKWKH3LHW¢PRWLI )LJ
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Bramly & Rheims – Negotiating Motherhood
,QFRPSDULVRQZLWK$EHO*DQFHvVYLVXDOL]DWLRQRIWKHGLYLQHWUDJHG\ZKLFKVKRXOG
obviously be based on reenactments of art historical images familiar to the French
SXEOLF%UDPO\ 5KHLPVIROORZHGDQHQWLUHO\GLHUHQWDUWLVWLFFRQFHSW,QWKHLU
֥,15,֦ -HVXV 1D]DUHQXV 5H[ -XGDHRUXP  VHULHV FUHDWHG LQ  WKH\ H[plicitly wanted to provide an update of the stories of the Gospel and translate these
QDUUDWLYHVLQWRWKHYLVXDOODQJXDJHRIWKHVWFHQWXU\,QWHUPVRILQWHUWH[WXDOLW\WKHLUUHFHSWLRQZRUNVRQERWKDOLWHUDU\DQGDSLFWRULDOOHYHO7KH֥,15,֦
SURMHFWZDVJURXQGHGLQH[WHQVLYHUHVHDUFK֥%HWWLQD5KHLPVDQG6HUJH%UDPO\
began by visiting museums and churches, by reading and re-reading the Scriptures
DQGUHODWHGOLWHUDWXUHDQGE\WDONLQJWRWKHRORJLDQVDQGSULHVWV %HWWLQD5+(,06
6HUJH%5$0/<,15, ֦$IWHUFRQVXOWLQJDOOWKHVHVRXUFHVWKH\GHYHORSHGDURXJKVWRU\ERDUGDQGFUHDWHGDOHFDUGIRUHDFKVFHQHRUWDEOHDX2Q
the cards they indicated which symbolic aspects had to be taken into account and
ZKLFK RXWWV RU DFFHVVRULHV ZHUH LQGLVSHQVDEOH IRU WKH VWDJLQJ RI WKH SDUWLFXODU
VFHQHV7KHGLHUHQWSURWDJRQLVWVDQGVFHQDULRVVKRXOGEHLGHQWLDEOHDQGUHFRJQL]DEOHDWWKHVDPHWLPHWKHDFWXDOL]DWLRQRIWKHVWRU\VKRXOGEHJLYHQSULRULW\
and artistic innovation take precedence over sanctioned modes of representation.
The resulting images caused a considerable scandal in France and spurred a deEDWHDERXWEODVSKHPRXVUHOLJLRXVLPDJHU\,QWKHIROORZLQJ,ZRXOGOLNHWRSURYH
that with some of these photographic reenactments of the holy story, Bramly &
Rheims indeed managed to invest enduring stories with a sense of actuality. For
WKLV GLVFXVVLRQ , FKRVH ֥3L«W¢֦ DQG ֥7KH 7HPSWDWLRQ RI -HVXV֦ ERWK IURP 
%UDPO\ 5KHLPVv֥3L«W¢֦GHYLDWHVZLGHO\IURPDQ\FRPPRQSLFWRULDOVROXWLRQ
EXWVWLOOZKDWLVLWWKDWPDNHVWKHPRWLILQVWDQWO\UHFRJQL]DEOH",WLVWKHFRPELQDWLRQ
RIWKHWZRJXUHVDQGWKHFURZQRIWKRUQVEXWHYHQPRUHLWLVWKHOLPSERG\RIWKH
VWXHGGROOWKDWVLJQDOVD֥GHDG-HVXV֦JXUH,WLVWKHOLIHOHVVQHVVRIWKHERG\WKDWIDOOV
into a familiar position with its right arm hanging down and the particular curved
shape that the deceased body assumes, which ring all the bells and resonates with
our pictorial archives. By these self-evident features the viewer gets assured of his/
her pictorial expertise and can comfortably identify the motif. On the other hand,
WKH-HVXVJXUHLVDELJJHUWKDQOLIHVL]HVWXHGGROODFDUHOHVVO\IDEULFDWHGDUWLIDFW
a mannequin radically striped of any beautifying layers. This abstraction of a human
JXUHLVGLUW\ZRUQRXWPHUHPDWHULDOPDWWHUDQGVWURQJO\FRQWUDGLFWVWKHWUDGLWLRQDOSOHDVLQJO\DUUDQJHGFRUSVHRI&KULVW,Q%UDPO\ 5KHLPVvLQWHUSUHWDWLRQ
GHDWKDQGLWVGHYDVWDWLQJDQGGLVLQWHJUDWLQJSRZHULVIXOO\DFNQRZOHGJHG )LJ
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7KH9LUJLQ0DU\WKHRWKHUHVVHQWLDOJXUHLQWKLVFRPSRVLWLRQLVUHSUHVHQWHGE\
a young girl. She seems strangely disconnected from the giant corpse that besieges
her and apparently has not come to terms with the maternal attribute of femaleness. She looks directly at the viewer, but her facial expression does not mimic the
WUDGLWLRQDO GHVSDLU RI WKH VXHULQJ PRWKHU ,W LV PRUH WKH MXYHQLOH ORVW JHQHUDtion gaze that appears on her face and that turns her into a young girl burdened
with something dead, with a huge weight clinging to her. She is not mothering
this body and it is quite obvious that she has never enjoyed any maternal pleaVXUHVZLWKWKLVFDUHOHVVO\SXWWRJHWKHUGROO,QVWHDGVKHSUHVHQWVWKHYLHZHUZLWK
DQREMHFWVLJQLI\LQJDSRWHQWLDOPLVVLQYHVWPHQWRIHPRWLRQVDQGKRSHV6XHULQJ
takes on a new meaning. The rag doll turns into an emanation of societal presVXUH,WEHFRPHVWKHHPERGLPHQWRIDKDXQWLQJ\HWKLJKO\DPELYDOHQWGHVLUHIRU
motherhood, overpowering and alienating at the same time. Bramly & Rheims
VHHPWRLQYHUWWKHFODVVLFDO3L«W¢UHODWLRQVKLS,QWKHWUDGLWLRQDOVHWWLQJWKH9LUJLQ
Mary assists in the drama of the death of the redeemer and the scandal of his death
clearly exceeds her personal feelings of loss and despair. Bramly & Rheims´ updated version zooms in on the young female. They twist the motif in a way that
HQDEOHVWKHPWREURDFKWKHLVVXHVRIPRWKHUKRRGFRQLFWDQGJULHILQDQHZZD\

Stage Sets That Matter
&RQFHUQLQJWKHEDFNJURXQGRIWKH֥3L«W¢֦%UDPO\ 5KHLPVFKRVHWRGHSLFWD
very unusual setting with no precedent in classical art history. They placed the
WZRJXUHVLQDVSDFHUHPLQLVFHQWRIDJDUDJHIDFWRU\KDOORUDWWLF7KHVOLJKWO\
unfocused background with its dramatic play of light and shadow is bathed in blue
light with light streaming in through the invisible window openings on the left
side of the room. The uniform blue color tone of the space creates the impression
RIDVDGDQGVHFOXGHGDUHDDQGDGGVWRWKHIHHOLQJRIWKHWZRJXUHVEHLQJWUDSSHG
LQWKHUH,QWKLVFRQQHFWLRQ1LVVDQ13HUH]vUHPDUNDERXWEDFNJURXQGLQIRUmation in photographically appropriated biblical stories is particularly interesting.

2QHRIWKHFKDUDFWHULVWLFVRIUHOLJLRXVSKRWRJUDSK\LQJHQHUDODQGDIHDWXUHWKDWGLࣽHUHQWLDWHV
LWJUHDWO\IURPRWKHUDUWVHVSHFLDOO\SDLQWLQJLVWKHXQFRQGLWLRQDOIRFXVRQWKHSHUVRQDFWLQJDV
&KULVWZKLOHWKHEDFNJURXQGLVJHQHUDOO\GLࣽXVH,QWKLVUHVSHFWSKRWRJUDSK\LVFORVHUWRWKH
1HZ7HVWDPHQWZKHUHLQWKHVDFUHGWH[WVCւFRQWDLQKDUGO\DQ\GHWDLOHGGHVFULSWLRQVRIRXWZDUGDSSHDUDQFHVHLWKHUSHRSOHRUODQGVFDSHv 3HUH]S

Dressed to Suffer and Redeem

8

Serge Bramly & Bettina Rheims, ,15,6HULHV
֝ 3L«W¢
© Rheims & Bramly
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,Q RQH RI KLV LQWHUYLHZV 6HUJH %UDPO\   FRPPHQWV RQ WKH OLPLWDWLRQV RI
photographic storytelling because he believes an equal focus on foreground
and background is not possible. Unlike in painting, there is no equal rendering of details and certain areas of the picture will always be given dominance
RYHU RWKHUV 6WLOO WKH KLJKO\ UHGXFHG EDFNJURXQG RI %UDPO\  5KHLPVv ֥3L«W¢֦ RSHQV XS DQ LQWHUHVWLQJ UDQJH RI DOOXVLRQV DVVRFLDWLRQV DQG PHWDQDUUDWLYHV 7R PH WKH GLPO\ OLW ֥3L«W¢֦ VSDFH ZLWK LWV P\VWHULRXV EOXH WRQHV DQG WKH
strong perspectival order clearly reference Anselm Kiefer´s attic paintings from
WKH HDUO\ V ,Q KLV ZRUN ֥)DWKHU 6RQ DQG +RO\ 6SLULW֦   .LHIHU JLYHV
DQXQRUWKRGR[DQGDOVRYHU\FRQWURYHUVLDOUHQGHULQJRIWKHKRO\WULQLW\ )LJ 
The whole scene happens in an attic comparable to the space in which Bramly
5KHLPVSODFHGWKHLU֥3L«W¢֦7KHUHLVQRWKLQJHOVHWREHVHHQRWKHUWKDQWKUHH
FKDLUVZLWKDPHVZKLFKPLUDFXORXVO\GRQRWFRQVXPHWKHZRRGHQVXUURXQGLQJ 7KH VWDJH LV VHW WKH DWWLF LV OOHG ZLWK WKH VSLULWXDO HQHUJ\ RI WKH LQYLVLEOH
protagonists whose existence has to be conjured up by the viewer. Kiefer´s highly
FKDUJHGVFHQDULRVRIWKHVUHIHUWRUHOLJLRXVQDUUDWLYHVEXWDOVRWRWKHJUDQG
VWRULHV RI *HUPDQ KLVWRU\ DQG FXOWXUH ,Q .LHIHUvV FRQFHSWLRQ DWWLFV DUH VWRUDJH
areas, spaces of repressed history or of stories awaiting their revision and reformulation. Here, things can temporarily go undercover in order to one day reemerge and acquire new importance and form. As already mentioned, Bramly
& Rheims did a lot of research for their joint project. Their choice of an atticOLNHVHWWLQJIRUWKHSL«W¢PRWLIPD\ZHOOLQGLFDWHDFRQFHSWXDOPRYH,QOLJKWRI
WKH DERYHPHQWLRQHG .LHIHU UHIHUHQFH WKHLU ֥3L«W¢֦ ZRXOG DOUHDG\ EH SURYLGHG
with a meta-commentary on how the reception of collective stories works. Our
picture archives are sites of latent meaning. The protagonists, the narratives are
DOO WKHUH DQG MXVW QHHG WR EH DFWLYDWHG E\ D WULJJHU 7KDW FDQ EH DPHV RUGLnary stools, or a carelessly manufactured puppet that assumes the right position.

“Protect Me from What I Want”
֥7KH7HPSWDWLRQRI-HVXV֦E\%UDPO\ 5KHLPVLVZLWKRXWGRXEWDPRVWIDVFLnating, but also most puzzling re-writing of a scene from the New Testament.
The work is arranged as a triptych with all the action going on in the middle
part. Again, the main scene takes place in an attic-like space. The illuminated pink
window generates an atmosphere of erotic expectations and desires. Jesus is immediately recognizable. He is shown from behind. The light falls onto his right
shoulder and reveals a devil tattoo there. Another tattoo at the end of his back is
partly covered by his loose trousers, a fashionable adaptation of a full length loin
cloth. The trousers in combination with the muscular body, the particular hair

Dressed to Suffer and Redeem

9

Anselm Kiefer, )DWKHU6RQ+RO\*KRVW
2LORQ&DQYDVFP[FP
© Anselm Kiefer
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10

Serge Bramly & Bettina Rheims, ,15,6HULHV
֝ 7KH7HPSWDWLRQRI-HVXV
© Rheims & Bramly
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VW\OHDQGDJOLPSVHRIWKHSUROHPDNHKLPLPPHGLDWHO\LGHQWLDEOHDVWKHPDLQ
protagonist in this temptation plot. The confrontational setting is another important marker that directs the reception of the narrative displayed. According to the
Gospel, Jesus´ temptation by the devil went on over a period of 40 days. During
WKLVWLPHWKHGHYLODSSHDUHGVHYHUDOWLPHVPDGHKLVRHUVDQGZDVWXUQHGGRZQ
E\-HVXV:LWKWKHFODVVLFDOSLFWRULDOVROXWLRQWKHWZRJXUHVDUHSUHVHQWHGLQDQ
exclusive, yet irreconcilable relationship. Bramly & Rheims´ photograph takes up
WKDWVHWWLQJ$VWKHWHPSWHGJXUH-HVXVLVVKRZQLQDSRVLWLRQRIGHIHQVH7RZDUG
RWKHODGLHVKHLVKROGLQJDFKDLULQIURQWRIKLVORZHUERG\7KHWHPSWUHVVHV
are two young women, playful and crazy in the middle part, but monumentalized and enigmatic in the two side panels of the photographic triptych. (Fig. 10)
,QWKHVLGHSDQHOVWKH\DUHVWDJHGDORQJWKHOLQHVRIWKHGDQJHURXVFDVWUDWLQJIHPPH
IDWDOHRIWKHQGHVLªFOH$VWKHLPDJHVDUHFURSSHGWKHODGLHVOLWHUDOO\RXWJURZ
the picture frame and correspondingly, the threat of erotic appeal they pose to the
YLHZHUVHHPVRYHUSRZHULQJ*XVWDY.OLPWvV֥-XGLWK,֦SDLQWLQJ  FRPHVWR
mind, or his famous red- haired females that test and challenge the male viewer
RIWKHODWHWKDQGHDUO\WKFHQWXU\,QWHUPVRIWKHLUDSSHDUDQFHDQGRXWW
WKHWZRZRPHQDUHLQWURGXFHGDVRSSRVLWHVWKDWFRPSOHPHQWHDFKRWKHU,QWKDW
sense, the two of them together represent the whole specter of femininity and
DUH WKH SHUIHFW HTXLYDOHQW RI ֥DOO WKH NLQJGRPV RI WKH ZRUOG֦ SURPLVHG WR -HVXV
E\WKHGHYLO7KHGLHUHQWLDWLRQEHWZHHQWKHPKDSSHQVYLDVHQVXDOGDWDDQGFROor codes. The stern and iconic rendering of the two women in the side panels
VHHPVWRIRVWHUDFODVVLFDWLRQE\W\SH7KHWZRRSWLRQVDUHDERXWWKHGDUNJLUO
YHUVXVWKHIDLUKDLUHGRQHWKH$VLDQRU(XURSHDQPRGHOSLQNYHUVXV\HOORZRU
VRIWDQGDOOXULQJYHUVXVSURYRFDWLYHDQGGHDQW7KHVLGHSDQHOVRIWKHWULSW\FK
represent two temperaments and two female types from the mail-order catalogue
of male desire. The painted red dot on the dark haired lady´s chest, though, speaks
another language. Since Claude Cahun´s pictorial investigations into a possible
third gender beyond the traditional male/female distinction, the painted nipple has
been an alarming and disconcerting sign of gender role negotiations. The question is, is the person signed by such a marker in fact a woman or is she just actLQJDVVXFKSUHVHQWLQJWKHHQYLURQPHQWZLWKGHFHLYLQJLQGLFDWRUVRIIHPDOHQHVV"
,Q WKH PLGGOH SDQHO DQG PDLQ VFHQH RI DFWLRQ HYHU\WKLQJ LV GLHUHQW 7KH WZR
ladies have left their static pose behind and fully engage in the temptation and
VHGXFWLRQRIWKH-HVXVJXUH7KH\WXUQLQWRZLOGJLUOVXQUHVWULFWHGLQWKHLUGHsires or by gender roles. For their satisfaction they obviously do not necessarily
QHHGWKHPDOHJXUHZKRPWKH\FKDOOHQJH7KH\KDYHHDFKRWKHUDQGDUHZLOOLQJWRWHVWQHZJURXQG,Q%UDPO\ 5KHLPVvYHUVLRQRIWKHELEOLFDOWHPSWDWLRQ
Jesus seems to be the addressee of an invitation he cannot handle. He dreads it
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because the rules of the proposed game are deeply confusing and unclear. As a
PDOH JXUH PRGHOHG RQ KHWHURVH[XDO QRUPV KH LV VLPSO\ QRW XS WR WKH JDPH
played by the two temptresses. Bramly & Rheims´ pictorial strategy forces the
viewers to position themselves in this temptation scenario and cope with quesWLRQVRIVH[XDOLGHQWLW\,QWKHPLGGOHSDQHOWKHJD]HRIWKHEHKROGHULVGLUHFWed towards the two females and their frivolous interaction. As a kind of repousVRLUDQGPHGLDWLQJJXUH֥-HVXV֦OXUHVWKHYLHZHUVLQDQGPDNHVWKHPDGRSWKLV
viewpoint and position. Consequently, they are torn between their fascination
with the erotic game of the young women and the resistance residing in the
ERG\RIWKHJXUHRILGHQWLFDWLRQ$VHYHU\WKLQJLVOHIWXQGHFLGHGWKHVFHQDULR
seems to call for a type of negotiation which extends beyond the picture frame.

Concluding Remarks
All the presented photographic reenactments are informed by a desire for the missing original. Some of the photographers mentioned try to do justice to the motif
E\IXOO\FRQUPLQJWRSUHH[LVWLQJFRGHVRWKHUVOLNH%UDPO\ 5KHLPVRU6HUUDQR
EHQGDQGWZLVWWKHVXEMHFWULVNLQJFRQWURYHUV\DQGUHMHFWLRQ,QRUGHUWREX\LQWR
the biblical story depicted, the viewer has to be hooked by strong, recognizable
features. As long as these indispensable and indisputable traits are there, deviations
DUHLGHQWLDEOHDQGSRVVLEOH7KRVHIHDWXUHVEH\RQGGRXEWZLOOXOWLPDWHO\DXWKRUL]H
WKHFKDQJHVWRWKHVWRU\7KHGHVLUHIRUWKH֥FRUUHFW֦YHUVLRQLVEDVHGRQWKHZLVK
to reconnect with the missing original. As we all know, in this state of imaginary
LGHQWLFDWLRQZHJRIRUWKHZKROHDQGZDQWXOWLPDWHVDWLVIDFWLRQ%UDPO\ 5KHims trade the comfort and appeal of the classical version for sensational images of an
XQSUHFHGHQWHGNLQG,QWKHLPDJHVSUHVHQWHGWKH\SURYLGHWKHYLHZHUZLWKSLFWRrial evidence and still open up a perspective on pressing issues of the present time.
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Serge Bramly & Bettina Rheims, ,15,6HULHV
֝ 7KH7HPSWDWLRQRI-HVXV GHWDLO
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Blocked View and Impeded Vision
An Affective Response to the Photographs of
Maria Hahnenkamp and Thomas Struth

Preamble
Once a year, on the last Sunday of the carnival season, my grandmother summoned our whole family to watch the local carnival parade from the tiny garden
in her backyard. Grandmother’s house bordered Market Street, one of the main
streets in town where the procession of music groups, decorated wagons, etc. took
SODFH7KHJDUGHQZDVIHQFHGRE\SRLQWHGLURQEDUVDQGZDVDERXWKDOIDPHter above street level so that one had a wonderful view of what was happening
on the street. When grandmother invited the family to watch the parade with
her, everyone understood that there was more at stake than just entertainment
and fun: The idea was that the whole family should come together to perform.
On that occasion, grandmother’s rather neglected backyard turned into our
communal family stage. There we presented ourselves to the public and demRQVWUDWHG WKH MR\ RI ֥SULYLOHJHG YLVLRQ֦ )RU RQH 6XQGD\ DIWHUQRRQ 0UV 'UHher and her descendants turned into an elevated caste, indulging in an unreVWULFWHG YLHZ DQG WKH PRUDO VLGH HHFW RI VXFK D SULYLOHJH QDPHO\ WR ORRN OLNH
an intact family. We did not have to mingle with the masses, but were admitted to a kind of private loge from where the happenings on the street took on
a special sense. To a child, it was clear that the carnival princes, riding on
WKHLU YDULRXV YHKLFOHV UHDFKHG SDUWLFXODUO\ GHHS LQWR WKHLU EXFNHWV OOHG ZLWK
sweets when they saw us, and their generosity seemed to signal that we were
alike - nobility of the same kind, who deserved a bigger share of everything.
2QWKLVRQHGD\HYHU\WKLQJVHHPHGQHXQWLOWKHUHJXODUFULVLVEURNHRXWDQGGHVWUR\HGWKHSUHFDULRXVIDPLO\HTXLOLEULXP,WDOZD\VVWDUWHGZLWKDQH[SHULHQFHRID
blocked view. Someone on the street took a child on his or her shoulders, or even
GDUHGWRFOLPEWKHORZZDOOWRRXUJDUGHQ,QWKDWLQVWDQWWKHSKRWRJHQLFDOO\DUUDQJHG
group of family members disintegrated into a desperate crowd of people craving,
JKWLQJDQGJURSLQJIRUDJOLPSVHRIWKHHYHQWVKDSSHQLQJLQWKHVWUHHW:KHQ
WKHFDQGLHVIURPWKHZDJRQVQRORQJHUODQGHGRQRXUWHUULWRU\EXWZHUHFRQVcated by the spectators in front of us, the intricate link between unrestricted view as
a treat and guaranteed candy supplies became obvious. When all these commoners,
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these ordinary street spectators, decided to simply ignore our quite obvious right to
see, hostility and aggression got a hold on our formerly well contained and behaved
group. All we could see was a highly fragmented and distorted version of the carnival
procession, transmitted to us via slots left by the space between the spectators´ bodLHV:HDOZD\VOHIWWKLVVFHQDULRDVDGHIHDWHGFURZGVXHULQJIURPYLVXDOGHSULYDtion and the fact that our right to see unimpeded had again been ignored by others.

Maria Hahnenkamp
Maria Hahnenkamp’s works do the same thing to me. They evoke the same
anger and frustration about not being able to see. They relate the issue of invisibility to pictorial traditions and power-playing in general. During the whole
SURFHVV RI LQYHVWLJDWLRQ RI +DKQHQNDPS֢V ZRUNV , NHHS WHOOLQJ P\VHOI .HHS
WUDFNRI\RXUDQJHUDQGSLQSRLQWWKHVKDPHDQGDVVDXOWRIEORFNHGYLVLRQ6WLFN
to your subject, resist the temptation to bury the strongly sensed insult unGHU OD\HUV DQG OD\HUV RI VFKRODUO\ QGLQJV EH GLVFLSOLQHG UHPDLQ HPRWLRQDO
,Q WKLV UHVSHFW 0DULD +DKQHQNDPSvV SKRWR VHULHV ֥WZR ZRPHQ֦ IURP  LV
especially telling. The two female protagonists of these images, both dressed in
UHGFDPHWRJHWKHUWRERXQFHRWKHYLHZHUvVJD]HDQGWRGHQ\YLVLRQ7KH\DFWDV
red guards. Their mission is radical and non-compromising – namely, to occupy
pictorial space in a way that will leave nothing visible. To keep the gaze out and
to launch their assault on the viewer, they form a phalanx of bodies, positioned
right in the foreground of the pictures. This setting has something highly aggressive and confrontational about it, and the response it creates is frustration. (Fig. 1)
For this series, the artist placed the female bodies behind a glass plate right
LQ IURQW RI WKH FDPHUD 'XH WR WKLV JODVV EDUULHU WKH ERGLHV ORRN DW DQG FRPpressed. Paradoxically, the denial of vision goes hand in hand with an abundance of visual information. There are folds and curves, patterns and textures
the viewer can concentrate on, but still, the overall impression is a lack of visibility. Due to this situation of visual castration, the viewer becomes inventive and
counter-balances the deprivation by referring to the in-between spaces. The gaze
creeps into folds and behind slightly lifted clothes in search of a dimension beyond the surface of the image. Between the bodies, gaps and slits open up and
FDUU\ D SURPLVH RI GHSWK DQG D IXOO YLHZ 7KHVH VSDWLDO LQWHUYDOV ZKLFK DW UVW
sight, look like indeterminable, abstract forms turn out to be suggestive of vaginal
forms and ultimately refer the viewer back to his or her scopic desires. (Fig. 2)

Blocked View and Impeded Vision

1

Maria Hahnenkamp, Body Discourses
&3ULQWVFP[FP
© Hahnenkamp
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2

Maria Hahnenkamp, Landesgalerie at the
2EHU¸VWHUUHLFKLVFKHV/DQGHVPXVHXP, Linz, 2002
© Hahnenkamp

Blocked View and Impeded Vision

As Linda Hentschel (2001) pointed out, scopic desire is intricately linked with the
FRQVWUXFWLRQRISLFWRULDOVSDFHLQWKHHDUO\0RGHUQSHULRG,PSOLHGLQWKLVVSDWLDO
concept is the promise of pure vision, of a potentially unrestricted view of even
concealed and hidden things. Due to this promise, the act of viewing becomes liELGLQDOO\FKDUJHGDQGXOWLPDWHO\LQIRUPHGE\JHQGHULVVXHV֥9LVLRQFDQQRWEHVHSarated from the construction of space, which in turn cannot be separated from the
FRQVWUXFWLRQVRIJHQGHUXSRQZKLFKVH[XDOLW\LVPDSSHGXVXDOO\YLROHQWO\֦ :LOH\
S $VQRDFWRIYLHZLQJLVHYHUQHXWUDOJHQGHUDVSHFWVRZLQWRWKLV
seemingly mathematical model inherent to Western representation. This leads to
ZKDW+HQWVFKHOFDOOVD֥IHPLQL]DWLRQRISLFWRULDOVSDFH֦ S 7KHYLHZHU
originally designed as a rational, autonomous, centered and mostly male subject,
ideally positions himself in front of this space, ready to penetrate the represented
area with his visual acts. The eye as visual agent subjects the space that opens up in
IURQWRIKLPWRWKHUHJLPHDQGSRZHURIWKHJD]H,QDPHWRQ\PLFDOVKLIWDQGSURcess of replacement, the desire for the female body depicted in the picture gets projected onto pictorial space as such. Feminized pictorial space becomes the other of
the male gaze, the other that is open to appropriation, conquest, and subordination.
0DULD +DKQHQNDPSvV JXUHV DFW DV D ֥WDVN IRUFH֦ DJDLQVW WKLV VH[XDOL]HG XVH RI
VSDFH,WLVDWLJKWDQGFUDPPHGVSDFH%XWGHVSLWHWKHLUFORVHQHVVWKHVHIHPDOHVGR
QRWJHWWRJHWKHUWRVQXJJOHXSWRHDFKRWKHU,QVWHDGWKH\GHPRQVWUDWHVROLGDULW\
and pursue a shared strategy of generating a lack of visibility. At the same time,
these images hold a promise of vision and allude to a dimension of increased visibility beyond the surface. The bodies themselves do not justify any sexual projections. They have something high-necked, analytic and straight about them. The
fully covered female bodies cannot be held accountable for the explicit erotic appeal of these images. The scandal of the intimate resides in the splits and the slits
EHWZHHQ WKH ERGLHVZKLFK FUHDWH D NLQG RI SHQHWUDWLQJ UHH[ ZLWK WKH YLHZHU
,WVHHPVDVLIWKHJD]HZDQWVWRWDNHXSWKHLPSXOVHWRHQWHUYLDWKHVHJDSVDQG
IROGVLQRUGHUWRUHJDLQWKHJUDWLFDWLRQRIDIXOODQGXQUHVWULFWHGYLHZ2QHDOVR
cannot but sense the fantasies of violence, which seem to be located in these inbetween spaces that would have to be stretched, widened, torn open to achieve a
better view. The chaste red models play with the desires of the spectator, but the
RHUWKDWWKH\SURSRVHLVOHVVLPPRUDOWKDQGHHSO\GLVLOOXVLRQLQJ:KLFKYLHZHU
FRPIRUWDEO\DWKRPHLQ:HVWHUQUHSUHVHQWDWLRQDOV\VWHPVZRXOGZDQWWRQGVDWisfaction in the anteroom of the foreground before his or her scopic desire, which
LVJHDUHGWRZDUGVWKHGHSWKRIVSDFHFRXOGEXLOGXSLWVIXOOSKDOOLFSRZHU" )LJ
,Q+DKQHQNDPSvVVHULHV֥%RG\'LVFRXUVHV֦IURPWKHERGLHVDUHVKRZQLQD
GLHUHQWSRVLWLRQ7KH\DUHDUUDQJHGLQDKRUL]RQWDORUGHUDQGVHHPWREHRDW-
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ing through pictorial space. This new orientation of the models has wide reaching
FRQVHTXHQFHVIRUYLHZHUVE\WKURZLQJWKHPRWKHLUHPSRZHUHGYHUWLFDOSRVLWLRQ,QDGGLWLRQWKHIRLOULEERQVZLWKWH[WWLHGDURXQGWKHERGLHVFDQRQO\EHUHDG
by twisting the head sideways and by rearranging, repositioning oneself. These
ULEERQV FDUU\ TXRWDWLRQV IURP -XGLWK %XWOHU֢V ֥3V\FKH GHU 0DFKW 'DV 6XEMHNW
GHU8QWHUZHUIXQJ֦1,PSRUWDQWLQRXUFRQWH[WLVWKDWZLWKWKLVSDUWLFXODUZRUN
E\ +DKQHQNDPS FUHDWHG  WKUHH \HDUV DIWHU WKH VHULHV ֥WZR ZRPHQ֦ WKH ERGLHV
still block space, but this time it feels less frustrating and annoying: The viewer
VHHPVWREHIRUFHGLQWRDOHVVFRQIURQWDWLRQDOVHWWLQJ(YHU\WKLQJLVLQPRWLRQDQG
therefore, up for negotiation. Power relations are addressed in the text fragments
and are quite outspoken, which makes it possible to relate to them more readily.
Here is no longer the same stalemate situation where the desire to see increases in
proportion to the denial of a view. Still, Hahnenkamp´s agitated troops are easily
UHFRJQL]DEOH7KH\DJDLQOOWKHPHGLDOVSDFHQHJOLJHQWO\LQFRQVLGHUDWHRIWKH
viewer’s age-old right to see beyond and across. The reading keeps the viewer in
WKHIRUHJURXQGDQGWKHJHQWOHRZRIWKHERGLHVGLVWUDFWVWKHYLHZHUIURPKLVKHU
REVHVVLRQZLWKGHSWK,QVWHDGRIGHSWKWKHUHLVDWQHVV+LSVDQGWKLJKVDUHQRW
spread out, but are depicted in an elegant, aerodynamic form. There is something
highly utopian about this renouncement of the drama of depth. Hahnenkamp´s
females are testing new grounds and demonstrate the ease and relief of gliding
alongside the surface, instead of making their toilsome way into the distance.

Thomas Struth
6LPLODUO\LQ6WUXWKvVSKRWRJUDSKV,UHFRJQL]HDQREVHVVLRQ,FDQUHODWHWR)URP
RQKHIRFXVHVRQEODFNDQGZKLWHSKRWRJUDSKVRIVWUHHWVDQGWRZQVFDSHV
and basically employs the same pictorial scheme over and over again. The photos work with a strong perspectival order, which is subsequently abolished by
buildings that come in the way and block the view into the distance. There is
D VHQVH RI GHVWUXFWLRQ DQG DJJUHVVLRQ DW ZRUN ,W LV GLUHFWHG DJDLQVW WKH H[SHFtations and perceptual habits of the viewer, but also entails some kind of autoaggression against himself as the photographer and the photographic craft
in general. As it turns out on closer inspection, Struth is a master of a kind of
gentle art of aggression, which underpins his photographs and which, so far, has
JRQHDOPRVWXQQRWLFHG3UDFWLFHGRYHU\HDUVKLVUHEXRIWKHYLHZHUFRPHVLQD

1

7KHDUWLVWXVHGTXRWHVIURPWKH*HUPDQHGLWLRQRI%XWOHU-  
7KH3V\FKLF/LIHRI3RZHU7KHRULHVRI6XEMHFWLRQ
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Maria Hahnenkamp, O.T. ( IURPWKH6HULHVո7ZR:RPHQչ)
&3ULQWVFP[FP
© Hahnenkamp
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4

Thomas Struth, WK$YHQXHDWWK6WUHHW0LGWRZQ1HZ<RUN
6LOYHU*HODWLQ3ULQWFP[FP
© Thomas Struth

Blocked View and Impeded Vision

homeopathic dose. His type of viewer is someone who needs ongoing visual proof
of something that is a theoretical given. With Struth, to understand the conditions
RI֥WKHROGSULVRQ֦2 of perspectival order means to represent it again and again.
:LWK LPDJHV OLNH ֥WK $YHQXH DW WK 6WUHHW֦ WDNHQ LQ 1HZ <RUN LQ 
6WUXWK GHQHV D VWDQGDUG VFHQDULR RI SKRWRJUDSKLF LQWHUHVW 7KH 1HZ <RUN
street is depicted as an avenue of escape, dynamically leading into the distance.
$V $QQHWWH (PGH   SRLQWHG RXW LQ KHU FRPSUHKHQVLYH VWXG\ RI 7KRPDV 6WUXWKvV FLW\ DQG VWUHHW SKRWRJUDSKV WKH SKRWR GLVSOD\V D KLJK HOG RI IRFXV
S 7KHKRUL]RQLQWKHLPDJHLVUHODWLYHO\ORZVRWKDWWKHREMHFWVDWWKHIDU
end are disproportionally small, which increases the perspectival pull into the
distance. This orientation towards the horizon is counteracted by minutiae
RI DUFKLWHFWXUDO VWUXFWXUHV WH[WXUHV FRPPHUFLDO VLJQV SDUNHG FDUV HWF )LJ  
֥&URVE\6WUHHW֦IURPUHSUHVHQWVDQRWKHUDWWHPSWWRIHHGUHDOLW\LQWRDSUHH[isting pictorial grid in order to reveal something about the grid itself, but also about
our mode of perceiving photographs. As one can see, Crosby Street used to be a street
in the poorer environment of Soho. Like all the other street photos by Struth, it is
emptied of people. Struth subtly plays with the promises of a central perspective. He
simultaneously enforces and denies its principles. The car parked on the right throws
WKHZKROHFRPSRVLWLRQREDODQFH$WWKHHQGRIWKHDOOH\RIEXLOGLQJVDVOLJKWO\
blurred high-rise structure appears like a phantom. Tellingly, the street sign in the
LPDJHVD\V֥VWRS֦KROG\RXUJD]HLWZLOOEHEORFNHGDWWKHHQGRIWKHVWUHHW )LJ
Struth is testing this same setting over and over again by, for instance, focusing on
streets in Germany with their post-war architecture, or on ordinary residential streets
LQ6FRWODQG,QKLVSKRWRJUDSKRI֥3ULQFH5HJHQW6WUHHW֦WDNHQLQ(GLQEXUJK
the church at the end of the street turns the perspectivally organized space, with its
inherent promise of depth, into an enclosed area. As the gaze is kept from roaming
LQWRWKHGLVWDQFHLWEDVLFDOO\FLUFXODWHVLQWKHFRQQHGVSDFH%\FUHDWLQJDWUDSSHG
YLHZVLWXDWLRQ6WUXWKLVDEOHWRWDPHWKHJD]HDQGGLYHUWLWVFRXUVH,QVWHDGRIPRYing into depth, the viewer scans the facades, glides over the dilapidated pavement,
FRXQWVWKHFKLPQH\VDQGFKHFNVWKHFRQGLWLRQRIWKHIURQW\DUGV )LJ 7KHVWUHHW
setting turns into a kind of interior, an almost domestic space where the potentially
expanding gaze comes to a halt and discovers the sensations of the foreground.
Here, it becomes modest and attentive to details. Under the spell of the pull, exercised by depth, viewers tend to overlook and ignore things that would divert their

2

7KLVWHUPUHIHUVWRDSDQRUDPLFSKRWRJUDSKE\-H:DOORIWKHVDPHWLWOH7KHLPDJHGHSLFWVDQROG
SULVRQEXLOGLQJEXWDOVRUHHFWVXSRQWKHSULQFLSOHVLQKHUHQWLQSKRWRJUDSKLFLPDJHU\
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Thomas Struth, &URVE\6WUHHW6RKR1HZ<RUN
6LOYHU*HODWLQ3ULQWFP[FP
© Thomas Struth
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Thomas Struth, 3ULQFH5HJHQW6WUHHW(GLQEXUJK
6LOYHU*HODWLQ3ULQWFP[FP
© Thomas Struth
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7

Thomas Struth, /H/LJQRQ*HQHYD
6LOYHU*HODWLQ3ULQWFP[FP
© Thomas Struth

Blocked View and Impeded Vision

JD]H,QIDFWVWD\LQJKRPHDQGUHVLVWLQJWKHDOOXULQJGLVWDQFHLVUHZDUGHGE\DPDVV
of interesting visual sensations, even with a site of such banality as an average street.
And, Thomas Struth continues to put up obstacles for the viewer. He shifts viewSRLQWVDQGPRYHVDURXQGDUFKLWHFWXUHLQDSUHJXUHGVHWWLQJZLWKFOHDUFRRUGLQDWHV
With the photographs taken in Naples, Struth takes his experiments another step
IXUWKHU,Q֥&RUVR9LWWRULR(PDQXHOH֦IURPPDVVLYHYHUWLFDOEXLOGLQJEORFNV
ridicule any attempt to view depth. The gaze slams into a wall of solid barriers that
unequivocally tell the viewer that there is nothing to see except buildings – buildings that are piled up in front of the viewer, buildings that appear insurmountable
and that won’t give way to the gaze. With the full authority of the factual, these
buildings counteract the gesture of welcome expressed in the foreground of the image. The dynamic curve of the low wall, the foreshortened line of the parked cars,
WKHLQGLFDWRUVRI֥ZLOGQDWXUH֦EHKLQGWKHZDOOHYHU\WKLQJVSHDNVRIDMRXUQH\LQWR
the open. The small balconies in front of the windows act as additional barriers that
ZDUGRDQ\DWWHPSWWRSURWUXGHWKURXJKWKHRSHQLQJVRIWKHZLQGRZV )LJ
Subsequently, Struth continues with his investigation by introducing a new variation to the game. He depicts building blocks that cut through space like a diagonal.
,QKHWDNHVDSKRWRJUDSKRI֥/H/LJQRQ֦DQDSDUWPHQWEXLOGLQJLQ*HQHYD
The gaze of the viewer glides along the façade, speeding up on its way into the
GLVWDQFH RQO\ WR QG LWVHOI WUDSSHG DJDLQ LQ D GHDGHQG VFHQDULR 7KHUH LQ WKH
deeper reaches, a misty, blurred building block emerges like an insuperable obstacle in a nightmare, phantasmatic and unquestionably real at the same time. All
the viewer can do is take the retour path or, since the buildings´s façade resembles
DOPVWULSSOD\WKHOPEDFNZDUGVDQGDVVXPHWKHSROHSRVLWLRQDJDLQ )LJ
)URPRQ7KRPDV6WUXWKZRUNVRQDVHULHVRISKRWRJUDSKVZKLFKVHHPWR
have nothing in common with his early street photographs. The series, which
FRQVLVWV RI  LPDJHV GHDOV ZLWK IRUHVWV DQG MXQJOHV LQ $XVWUDOLD -DSDQ &KLQD
and California. (Fig.10) All the photographs feature seemingly impenetrable
YLHZV RI ֥DOORYHU֦ QDWXUH 6WUXWK  SDUD   6RPH RI WKH LPDJHV ORRN OLNH
heavily overgrown green curtains which conceal whatever may lie behind
WKHP $Q\ VRFLRFXOWXUDO FRQWH[W LV PLVVLQJ LQVWHDG WKH YLHZHU LV FRQIURQWHG
with a dense thicket of trees, trunks, branches, and foliage. There is no perceivable order in these jungle close-ups and no indication that a human being
would be particularly welcome there or capable of surviving in these worlds.
,QKHULQWHUYLHZZLWK6WUXWKFRQGXFWHGE\$QQHWWH(PGH  VKHUHIHUVWRWKH
concept of his catalogue published in connection with the retrospective of his work
LQWKH86,QWKHH[KLELWLRQVLQ1HZ<RUNDQG&KLFDJR6WUXWKvVSKRWRJUDSKVZHUH
grouped according to themes and motifs, whereas the catalogue breaks up this rig-
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LGRUGHUDQGMX[WDSRVHVZRUNVIURPGLHUHQWSHULRGV S (PGHZRQGHUVDERXW
the arrangement of a jungle image next to a post-war street photograph. Struth´s
WHUVHDQVZHULVWKDWFDWDORJXHVIXQFWLRQGLHUHQWO\WKDQH[KLELWLRQV)URPWKHSRLQW
of view of this paper, such an arrangement makes perfect sense, represents a strong
statement and proves that, irrespective of their various topics, Struth´s images are
LQYHVWHG ZLWK D VWURQJ SDUDGR[LFDOO\ ֥XQFRQVFLRXV֦ PHGLDDQDO\WLFDO LQWHUHVW
,QDWDONLQ֥$UW)RUXP֦6WUXWK SDUD H[SOLFLWO\GUDZVDFRQQHFWLRQEHtween the jungle series and his photographs of street scenarios:

>ւ@ ,vP MXVW EHJLQQLQJ WR XQGHUVWDQG ,QWXLWLRQ LV DQ ROG ZRUG EXW PDQ\ WKLQJV VSURXW
IURPLQQHUSURFHVVHVDQGQHHGVDQGWKHQWDNHRQDIRUP0\DSSURDFKWRWKHMXQJOHSLFWXUHV
PLJKW EH VDLG WR EH QHZ LQ WKDW P\ LQLWLDO LPSXOVHV ZHUH SLFWRULDO DQG HPRWLRQDO UDWKHU
WKDQWKHRUHWLFDO7KH\DUHCXQFRQVFLRXVSODFHVvDQGWKXVVHHPWRIROORZP\HDUO\FLW\SLFWXUHV

This statement shows that Struth approaches his subject intuitively and embarks
on his projects in an almost somnambulant and unconscious manner, obviously
spurred on by a challenge he may not be able to name or to ground theoretically.
,QIDFWKLVODEHOLQJRIWKHFLW\VFDSHVDV֥XQFRQVFLRXVSODFHV֦ZDVQHYHUUHDOO\FRPpatible with the reception of these street views as architectural or post-war, archival,
or documentary photography. As the quote above indicates, the jungle scenarios
TXDOLI\DV֥XQFRQVFLRXVSODFHV֦DQGWKHUHIRUHRZHWKHLUH[LVWHQFHWRDEOLQGVSRWLQ
the artist´s production process. He had to take photos of the jungles, although he
could not entirely account for their curious attraction. The same was the case with
the cityscapes. My argument is that both series are part of the same investigation
about the nature of the photographic medium and its relation to perspectival order.
$V6WUXWK SDUD H[HPSOLHVIXUWKHU֥,QVRPHRIWKHSKRWRJUDSKVWKHSLFture stands like a screen in front of another, invisible image, dissolving the vanishLQJSRLQWWKDWSKRWRJUDSK\XVXDOO\SXWVLQWRIRFXV֦)RUKLP 6WUXWK WKH
MXQJOHYLHZVDUH֥PHPEUDQHVRIPHGLWDWLRQ֦ SDUD 7KH\NHHSWKHYLHZHURXW
Membranes are ephemeral boundaries that despite their near immaterial condition,
are not meant to be traversed. You hold, tame the gaze, and meditate in front of
the empty and silent picture surface that ultimately refers you back to yourself.
$OORIWKHMXQJOHDQGIRUHVWLPDJHVJRE\WKHWLWOH֥3DUDGLVH֦6WUXWKvVXQRUWKRGR[ UHQGHULQJ RI ֥3DUDGLVH֦ KDV QRWKLQJ WR GR ZLWK WKH LG\OOLF SODFHV RI &KULVtian mythology. On a surface level, Struth´s chaotic and immersive versions of
paradise do not seem compatible with the common understanding of this term,
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Thomas Struth, /H/LJQRQ*HQHYD
6LOYHU*HODWLQ3ULQWFP[FP
© Thomas Struth
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but interestingly enough, they create a particular mind set in the spectator. These
LPDJHV VSDUH WKH YLHZHUV WKH HRUW WR LPDJLQH WKHPVHOYHV HOVHZKHUH :KHUHDV
LQD&KULVWLDQXQGHUVWDQGLQJ֥SDUDGLVH֦LVDQH[SHULHQFHWKDWOLHVDKHDGRIXVLV
projected into the far distance, and is something to be postponed, Struth´s junJOHSKRWRJUDSKVSURYLGHDQ֥H[SHULHQFHRISUR[LPLW\֦ 6WUXWKSDUD 7KH
viewers confronted with these close-ups of untamed nature turn into arrivistes.
Their scopic desire is no longer geared towards the far distance, but comes to a
halt and concentrates on the here and now of the visual information available.
Struth´s paradise has nothing to do with all the imaginary spots put up by a perspectival order. His jungle images deny a particular Western pictorial tradition and
LWVLQKHUHQWORJLFEDVHGRQWKHKXEULVWLFSURPLVHRIIXOODQGSXUHYLVLRQ,WPD\EH
no coincidence that many of these jungle photos were taken in Asian countries.
,QWKHLQWHUYLHZPHQWLRQHGHDUOLHU6WUXWK  H[SOLFLWO\UHIHUVWRWKHWLPHKH
spent in these countries and how the Asian experience informed his artistic work.

Coda
Maybe we, the family in grandmother´s yard, should have taken full pleasure in
the split-up version of the carnival event and should have focused on the intimate
details available to us –in the form of the hairline of the people in front of us, on the
skin tones of their necks, the arrangement of their collars, and texture of their coats.

Blocked View and Impeded Vision

9

Thomas Struth, 3DUDGLVH'DLQWUHH$XVWUDOLD
6LOYHU*HODWLQ3ULQWFP[FP
© Thomas Struth
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Unedited Glamor
The Vienna Opera Ball and
Its Rendition by Network Cameras

The Opera Ball, a glamorous societal event, is Vienna´s most prestigious ball which
UHSUHVHQWVWKHXQFRQWHVWHGKLJKOLJKWRIWKHEDOOVHDVRQ,QWKH6ZLVVSKRWRJrapher Jules Spinatsch introduced an unconventional way of recording the annual
Opera Ball. He installed two interactive digital network cameras on the premises
of the Vienna Opera. They were programmed to map the entire space from ceilLQJWRRRU(YHU\WKUHHVHFRQGVRQHLPDJHZDVWDNHQ7KHFDPHUDVUHFRUGHGWKH
HQWLUHEDOOIURPLWVVWDUWDWSPWRLWVHQGDWLQWKHPRUQLQJDQGWRRN
photographs in total. During the designated time, the rotating cameras completed
WZRIXOOFLUFOHVVRWKDWHYHU\VSRWLQWKHRSHUDKRXVHZDVUHFRUGHGWZLFH,Q
-XOHV6SLQDWVFKGLVSOD\HGWKHLPDJHVDW.DUOVSODW]DSXEOLFVSDFHLQWKHFHQWHURI9LHQQD+HVHWXSDGHJUHHSDQRUDPDWKHUHDQGDUUDQJHGWKHLPDJHVDV
a chronological grid allowing the Viennese public to encircle the installation and
KDYHGHPRFUDWLFDFFHVVWRZKDWLVNQRZQDVDQH[FOXVLYHHYHQW,QWKLVUDWKHUPRQXPHQWDOXQGHUWDNLQJSXUVXHG֥ZLWKWKHVREULHW\RIDVFLHQWLFVWXG\֦ &DPSDQ\
S( 6SLQDWVFKUHLQWHJUDWHGWKHGLHUHQWQHWZRUNFDPHUDVKRWVLQWRD
SHUFHLYDEOHVSDWLDORUGHU,QDQRWKHUDSSURDFKIROORZLQJD֥3ODQ%֦KHGLVSOD\HG
the single, blown-up images in a series of thematic grids in the context of a gallery
VSDFH,Q6SLQDWVFKSXEOLVKHGWKHLPDJHVLQDYROXPHERRNZLWKWKHWLWOH
֥9LHQQD00,;֝6XUYHLOODQFH3DQRUDPD3URMHFW1R֝7KH9LHQQD
2SHUD%DOO֦ZKLFKZLOOIRUPWKHEDVLVRIWKHDQDO\VLVRIWKLVSDSHU9ROXPH, consists
RIWKHLPDJHVUHFRUGHGE\WKHFDPHUDV9ROXPH,,GLVSOD\VLPDJHVWKDWZHUH
VLQJOHGRXWE\WKHDUWLVWDQGVHOHFWHGIURPWKHSRRORIWKHLPDJHV9ROXPH
,,, of the publication provides a theoretical background and material for reading.
9ROXPH , ZLWK LWV  SKRWRJUDSKV SURYLGHV D SDQRUDPLF YLHZ RI WKH VSDFH
(DFKRIWKHSDJHVIHDWXUHVRQHPLQXWHRIWKHUHFRUGHGPDWHULDO6SLQDWVFKDUranged the images in the chronological order in which they were taken and fed
them into the disciplinary order of a grid system. The result is an almost cinePDWLFDUUDQJHPHQWWKDWIROORZVWKHVHFRQGPHWHUUK\WKPRIWKHFDPHUD. Still,
despite all the rational parameters at play, the staccato of these images poses a
VHULRXVFKDOOHQJHWRDVHQVHRIRULHQWDWLRQ:KHUHDVWKHODWHWKDQGWKFHQ-
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tury panoramas can be linked to the emergence of a newly empowered bourJHRLVVXEMHFWWKDWSUDFWLFHVDOOVHHLQJ +LFN WKHSDQRUDPLFYLHZSURYLGHG
LQ6SLQDWVFKvVERRNDOORZVIRUYHU\OLPLWHGYLVXDOFRPPDQG7KHLPDJHVRHUD
VSOLQWHUHG WRUQ IUDJPHQWDU\ YHUVLRQ RI WKH EDOO ,Q WKHVH VHFRQG XQLWV HYHU\thing falls to bits and pieces and a cognitive model of the space is hard to attain,
especially since any predetermined spectator position is automatically abolished.
One is confronted with the minutiae of things that one usually tries to eclipse because they form the background noise of any meaningful act of perception. (Fig. 1)
The panoramic project delegated to the network cameras has little in common
with the emancipatory project of the rising bourgeoisie and the central position
LW DVVLJQHG LWVHOI LQ WKLV H[WHQVLRQ RI WKH ERXQGDULHV RI YLVLRQ ,QVWHDG WKH SDQoramic view of the digital machinery looks like mere visual overkill. The rotating cameras practice a type of all-seeing which is not based on human parameters
RIRULHQWDWLRQDQGWKURZVWKHYLHZHUREDODQFH,Q֥3KLORVSKLHGHODGLVRULHQWDWLRQ֦6X]DQQH/HEODQF  UHIHUVWRDQLPDJHXVHGE\/XGZLJ:LWWJHQVWHLQ
  WR GHVFULEH WKLV GLVRULHQWDWLRQ LQ VSDFH ֥, DP VKRZLQJ P\ SXSLOV GHWDLOV
RIDQLPPHQVHODQGVFDSHZKLFKWKH\FDQQRWSRVVLEO\NQRZWKHLUZD\DURXQG֦ S
H 6SLQDWVFKvV9LHQQD 00,; project generates such a vast landscape of photographic input of an event that it cannot be totalized in any way. While WittJHQVWHLQ VWLOO DFNQRZOHGJHG D KXPDQ QHHG IRU ֥VRPH UP JURXQG֦ :LWWJHQVWHLQSH WKLVVHHPVQRORQJHUWKHFDVHLQDQHUDRI֥SRVWRULHQWDWLRQ֦
/HEODQF   ֥LQ ZKLFK GLVRULHQWDWLRQ LV LQWHUUHODWHG ZLWK WKH IXQGDPHQWDO
XQSUHGLFWDELOLW\RILWVPDQ\QRQOLQHDUV\VWHPV֦ /HEODQFS  )LJ 
,QDNLQGRIDXWRPDWLFZULWLQJWKHQHWZRUNFDPHUDVSURYLGHXQOWHUHGDFFHVVWR
what is visually available and as it turns out, the mass of potential data awaiting
their visualization is huge. The impartial cameras record irrespective of any pictorial traditions and codes. They know nothing of compositional rules, good form,
or powerful framing. They simply follow their programmed logic and chronicle whatever appears within their reach. They picture cracks in the Historicist
decoration, a dusty corner, a crumpled tissue behind a stately column, mended
parquet, wires, metal grills, metal chains, ropes, cutting through the space, drapery, ventilation shafts, and many other details that are not necessarily compatLEOHZLWKWKHSHUIHFWO\VHDOHGID©DGHRIWKHWUDGLWLRQDO2SHUD%DOO )LJ)LJ
,Q6SLQDWVFKvVFKRUHRJUDSK\DOOWKHVHEDFNVWDJHDQGWHFKQLFDO VXSSRUWHOHPHQWV
assume the same visual presence as the more glamorous aspects of the spectacle. Most disturbing, though, is the fact that the viewer cannot accurately picture where the shots were taken from. The opera curtain, for instance, sweeps

Unedited Glamor

1

Jules Spinatsch, 9LHQQD00,;հ6XUYHLOODQFH3DQRUDPD
3URMHFW1Rհ7KH9LHQQD2SHUD%DOO
9ROXPH,(YHU\7KUHH6HFRQGV
© Spinatsch
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Unedited Glamor

2

Jules Spinatsch, 'RXEOH3DJH6SUHDGIURP9ROXPH,
© Spinatsch
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Jules Spinatsch, 6LQJOH,PDJHIURP9ROXPH,,
© Spinatsch

Unedited Glamor

across several pages without giving any clue about its spatial position in regard
to the cameras. Most of these disintegrated particles of the ball reality cannot be
localized, and with many of the images a mapping of the space is impossible.
The rotating cameras seem to have seized the space and twisted and turned it.
(OOD &KPLHOHZVNDvV   GHQLWLRQ RI GLVRULHQWDWLRQ DV ֥DQ LPPHUVLYH FRQGLWLRQ DQ LQWHQVHO\ IHOW EOXUULQJ RI VSDWLDO FRQJXUDWLRQ D EUHDNGRZQ RI WRSR
VHQVLWLYH VHPLRWLF SDWWHUQV֦ S   WDNHV WKLV ERGLO\ UHDFWLRQ WR GLVRULHQWDWLRQ
into account and calls to mind the dizziness and vertigo feelings that are menWLRQHGLQVRPHRIWKHUHSRUWVRIWKFHQWXU\YLVLWRUVRQWKHLUSDQRUDPLFH[SHULHQFH +LFN   6SLQDWVFKvV QHWZRUN FDPHUDV ZLWK WKHLU PHUFLOHVV VFDQQLQJ
RIWKHVSDFHGRWKHVDPHWRWKHYLHZHUV:KDWRQH֥VHHV֦LVQDXVHDWLQJ )LJ
The paradox is that although `Spinatsch´s images´ are hard to verify in terms of
their spatial coordinates, they are perceived as unquestionably authentic. This
authenticity results from the absence of any human interference. As writers like
'LHWPDU .DPPHUHU   SRLQWHG RXW VXUYHLOODQFH FDPHUD SKRWRV KDYH WKLV
undeniable touch of authenticity because they seem to restore a reference to the
real which is increasingly lost in times of digital manipulations. Network camera
technology can pass as disinterested in the real sense of the word. The resulting
images owe their production to cameras that have no pact with those segments
RIUHDOLW\WUDGLWLRQDOO\HQWLWOHGWRYLVLELOLW\,QWKLVUHVSHFWWKHWHFKQLFDODQGDHVthetic imperfection of the photos seems to be a plus and provide additional proof of
WKHLUYHUDFLW\,QWHUHVWLQJO\DQGGXHWRWKLVFRQFHSWRIDXWKHQWLFLW\DWHFKQRORJ\
generally viewed with suspicion can come to bear the signs of trustworthiness.

Viewing and Being Viewed
The Opera Ball as an Arena of Visual Presence
,Q3DUW,,,RI9LHQQD00,;, David Campany describes the Vienna Opera as a
perfect arena of societal visibility.

7KHOD\RXWRIWKH9LHQQD2SHUD+RXVHZDVPRGHUQհQRWVRPXFKIRUWKHYLHZRIWKHVWDJHLW
RࣽHUHGWKHDXGLHQFHEXWIRUWKHYLHZWKHDXGLHQFHZDVRࣽHUHGRILWVHOI7KHSODQRSWLPL]HVWKH
QXPEHURIER[HVYLHZDEOHERWKIURPHDFKER[DQGIURPWKHVHDWVLQWKHVWDOOV:KLOHQRWWKH
JUDQGHVWRIRSHUDKRXVHVLWZDVWKHPRVWVXLWHGWRLWVVRFLDOSXUSRVH &DPSDQ\(
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Jules Spinatsch, 'RXEOH3DJH6SUHDGIURP9ROXPH,
© Spinatsch
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)RUKLVSURMHFW6SLQDWVFKFKRVHDWKFHQWXU\EXLOGLQJWKDWZDVVSHFLFDOO\FRQstructed to guarantee a maximum of sight. The opera goers should not just have
a good view of the stage and what was going on there, but should also be able to
ZDWFKHDFKRWKHUSHUIRUP$V&DUO6FKRUVNH  SRLQWHGRXWDWSODFHVOLNHWKH
֥%XUJWKHDWHU֦DQGWKH2SHUDWKHODWHWKFHQWXU\ERXUJHRLVLHFRXOGIUHHO\PLQJOH
with the aristocracy, and demonstrate their cultural standing and sophistication of
appearance. To be viewed at such places meant to belong to the cultural elite of
WKHWLPH,Q*XVWDY.OLPWZDVFRPPLVVLRQHGWRSDLQWWKH2OG%XUJWKHDWUH
before it was torn down to give way to the new building on the Ring. He chose to
SDLQWWKHVHDWLQJVSDFHIURPWKHVWDJHDQGWRGHSLFWPRUHWKDQDKXQGUHGLGHQWLable personalities of the Viennese society. As the story goes, many representatives
RIWKHQGHVLªFOHHVWDEOLVKPHQWZHUHDQ[LRXVWREHLQFOXGHGLQWKHSDLQWLQJDQG
DVVLJQHGDSODFHLQWKLVVRFLHWDOJURXSSRUWUDLW.OLPWUHFHLYHG֥PDQ\RHUVWRVLWIRU
KLP֦ 0RUWRQS ֥/HWWHUVHQJUDYHGZLWKFUHVWV֦DQG֥LQYLWDWLRQVWRWHDLQ
WKH5LQJVWUDVVHVDORQVRIQDQFLDOEDURQV֦ 0RUWRQS PDGHLWFOHDUKRZ
desirable it was to prove one´s regular presence at the theater as a highly contested
battle ground of enhanced societal visibility. Speaking of the presence again, for the
annual Opera Ball the whole space is remodeled to guarantee an even larger arena
of societal performance. Since on this occasion all the seats in the stalls are covered
E\DEDOOURRPRRUWKHZKROHVWDJHH[WHQGVWRDGLPHQVLRQRIPHWHUV )LJ 
As a matter of fact, Spinatsch´s network camera images show the Vienna opHUD SXEOLF LQ REVHUYDWLRQ PRGH DQG PRRG ,Q PDQ\ RI WKH SLFWXUHV WKH\ VHHP
to be watching, observing, and monitoring each other. What actually demands
their attention, one mostly cannot tell or see because the corresponding scenes
OLHRXWVLGHWKHSLFWXUHIUDPHV1HWZRUNFDPHUDVDUHQRWYHUVHGLQWKHOPLFH\H
OLQHPDWFK(VSHFLDOO\WKHSULYLOHJHGSHRSOHLQWKHLUER[HVDUHPRVWO\FDXJKWLQ
the act of observing others. Their elevated position seems to predestine them to
check out others. At the same time, all of them appear highly alert about being
viewed themselves. The space seems to resonate with scopic desire. On closer
inspection, one realizes that there are cameras everywhere, TV cameras, proIHVVLRQDO OP FDPHUDV VLQJOHOHQV UHH[ FDPHUDV FRXQWOHVV SRFNHW FDPHUDV DQG
mobile phones, which are either standing by or randomly directed towards othHUV ,Q DQ LQWHUHVWLQJ VLGH UHPDUN &DPSDQ\   UHIHUV WR WKH PRELOH SKRQH
FDPHUDDV֥WKHORJLFDOH[WHQVLRQRIRSHUDJODVVHV֦ S ( 7KHQHWZRUNFDPHUDV
probably holding the highest position in space, seem to condone these modest
photographic attempts to turn the ball into a memorable event. By photographing the countless other recording devices, they seem to ridicule the limited reach
and capacity of their underprivileged peers. The cameras installed by Spinatsch
KDYH WKH QDO VD\ LQ WKLV VXUYHLOODQFH QDUUDWLYH DQG VXFFHVVIXOO\ HVWDEOLVK D NLQG
RI KLHUDUFK\ EHWZHHQ WKHVH YDULRXV W\SHV RI SKRWRJUDSKLF WHVWLPRQ\ )LJ 

Unedited Glamor

,QWHUPVRIWKHLUDSSHDUDQFHDQGRXWWWKHSHRSOHDWWKH9LHQQD2SHUD%DOODUH
well prepared to meet the eyes of the cameras. They have nothing to fear. Big
EURWKHUZLOOQGWKHPVWURQJDQGZHOOHTXLSSHG7KHLUKDLUVW\OHVDUHLPSHFFDEOH
the females´ cleavages are impressive, their jewelry is shining, and their dresses
SHUIHFWO\WWKHRFFDVLRQ,QIDFWWKH\VHHPWRTXDOLI\IRUDW\SHRIHOHJDQFHNH\HG
WRWKHPHGLDZRUOGDQGLWVSUDFWLFHV,WLVWKHWHUP֥6S\FDP&KLF֦ %RDOS 
as a type of chic that takes the omnipresence of observation cameras into account
ZKLFKFRPHVWRPLQG,QDVXUYHLOODQFHVRFLHW\SHRSOHKDYHWKHREOLJDWLRQWRORRN
JRRGEHFDXVHWKH\FDQJHWRQWKHUDGDURIDFDPHUDDWDOOWLPHV,QOLQHZLWKWKH
DGYHUWLVHPHQWRIDQ$PHULFDQIDVKLRQODEHO%RDO  DNV֥$UH\RXGUHVVHGIRU
LW"֦(ULF+RZHOHU  UHIHUVWRIDVKLRQFLJDUHWWHDQGOLSVWLFNDGVSLQSRLQWLQJ
WKHLUXQGHUO\LQJPHVVDJHDV֥6XUYHLOODQFHLVDJLYHQLWLVHYHU\ZKHUH6XUYHLOODQFH
LV VH[\ %LJ EURWKHU LV ZDWFKLQJ VR \RX KDYH WR ORRN JRRG֦ S   ,Q 'LHWPDU
.DPPHUHUvVYLHZ  REVHUYDWLRQWHFKQRORJ\FUHDWHV֥JODPRURXVVXEMHFWV֦ S
104). The Vienna Opera has always been a place of spectacle and glamour. The
TXHVWLRQZLOOEHZKDWWKHQHWZRUNFDPHUDVPDNHRIWKLVHYHQWDQGZKDWWKHVSHFLF
֥XQHGLWHGJODPRXU֦RIWKHLUUHFRUGLQJVGRHVWRWKHSURWDJRQLVWVRIWKLVVSHFWDFOH
0XFKKDVDOUHDG\EHHQVDLGDERXWWKHFKDQJHGVWDWXVRIWKHVXEMHFWDQGLWVFRQJXUDWLRQLQDVXUYHLOODQFHVRFLHW\:LQIULHG3DXOHLW  IRULQVWDQFHYLHZVREVHUvation technology as intricately linked with new modes of self-perception. Other
than mirrors, this technology allows people to see themselves as others view them.
3DXOHLWGLDJQRVHVDWHFKQRORJLFDOO\HQKDQFHGVHOIUHIHUHQWLDOLW\7RFRQUPWKHLU
subject status, individuals will increasingly rely on camera recordings that attest to
WKHLUSUHVHQFHDQGYLVLELOLW\(QFRXQWHULQJRQHVHOIRQVXFKPRQLWRUVZLOOEHWKH
XOWLPDWHPRGHRISURYLQJRQHvVH[LVWHQFH$V3DXOHLW  SRLQWVRXWWKHFODVVLFDO
psychological model of establishing one´s subjecthood via the other and in interpersonal exchange with the other will become more and more obsolete. Thomas
</HYLQ  SURSRVHVDUHIRUPXODWLRQRI5HQ«'HVFDWHVvIRUPXODC&RJLWRHUJR
VXPv7KHQHZIRUPXODZLOOEH֥,DPVXUYHLOOHGWKHUHIRUH,DP֦ S 6XUYHLOlance technology with its automatized recording can provide existential proof be\RQGGRXEW3HRSOHWXUQLQWRLPDJHVDQGLQWHUQDOL]HWKLVYHUVLRQRIWKHPVHOYHV,Q
-¸UJ0HWHOPDQQvV  XQGHUVWDQGLQJWKHUHLVDIXQGDPHQWDOGLHUHQFHEHWZHHQ
viewing an image that is separated from oneself and the physical experience of perPDQHQWO\DFTXLULQJLPDJHVWDWXVLQDPHGLDZRUOG:KDWKHFDOOV֥LQGHU0HGLHQZHOW6HLQ֦ S LVDVWDWHRIEHLQJDQHZRQWRORJLFDOVWDWHJURXQGHGLQYLVLRQ
6RZKDWDERXWWKHGHSLFWLRQRIWKHEDOOJRHUVLQ6SLQDWVFKvVSKRWRERRNV"+RZDUH
WKH\UHQGHUHGE\WKHQHWZRUNFDPHUDV"$VWKHKXPDQLQYHQWRU\RIWKHHYHQWWKH\
are guaranteed equal treatment as the non-animated parts of the Opera Ball setting.
They are all photographed from a particular angle from above, which gives the im-

83

84

At Face Value & Beyond. Photographic Constructions of Reality

Unedited Glamor

6/7

Jules Spinatsch, 6LQJOH,PDJHIURP9ROXPH,,
© Spinatsch

85

86

At Face Value & Beyond. Photographic Constructions of Reality

pression of them being subjected to some privileged view traditionally associated
with a divine perspective. But, as this impersonal recording machinery above them
has no clue of the intricate link between subjecthood and proper framing, it cannot
FRQUPWKHLUVXEMHFWVWDWXV7KHUHDUHWDNHVZKLFKRFFDVLRQDOO\UHVHPEOHZHOOFRPSRVHGLPDJHVEXWWKRVHFDQEHDWWULEXWHGWRODSVHVRIWKHUHFRUGLQJV\VWHP )LJ
2YHUDOOWKHIUDFWXUHGSLFWXUHXQLWVSUHVHQWWKHSXEOLFDVDQXQUHGHHPHGPDVV,Q
contrast to the usual conviviality of such an event, the network cameras seem to
picture tristesse. The camera recordings turn the ball-goers into a confused and
disintegrated crowd looking, glancing, craving an image of themselves. They are
registered, but in the careless and inconsiderate manner of a disinterested party
that is unable to provide them with the consolation of an acknowledged individual visibility. The visual agent, which could supply them with images of themselves, is hidden from them. No one told them that for the duration of the ball
night their existence would be guaranteed by an almighty surveillance technology watching over them. By mischance, the recording system monitoring them
lacks the mercy of the conventional all-seeing authority. Many of the people are
depicted half way in the process of forming fully integrated and photogenic subjects. There is an abundance of upper bodies, lower bodies, shoulders, legs, etc.
No wonder that their half-obliterated and misshaped representations give them a
WRXFKRI֥GHPLPRQGH֦DQGWKDWWKHLUDFWLRQVIDLOWRORRNPHDQLQJIXO )LJ
,Q WHUPV RI WKH SRZHU VWUXFWXUH HVWDEOLVKHG E\ WKH QHWZRUN FDPHUDV RQH LV
WHPSWHGWRWKLQNRIWKHJD]HDVGHVFULEHGE\-DFTXHV/DFDQ  2WKHUWKDQ
WKH֥ORRN֦ZKLFKFDQEHORFDWHGLQWKHKXPDQH\HDQGZKLFKLVVXHVIURPRQH
point, the gaze is independent of human vision. Lacan compares it to an omnipresent observation camera. There is a tremendous amount of authority on the
part of the gaze. Spinatsch´s network camera photographs seem to reveal the intricate link between power and vision and the anxiety that resides at the heart
RIWKLVUHODWLRQLPDJHVRIRQHEDOOQLJKWJHQHUDWHDORWRIYLVLELOLW\EXW
do not necessarily guarantee an empowered version of those depicted. The Vienna Opera Ball recordings display a type of choreography that is most of the
time detrimental for those who temporarily appear within their shifting frames.

Photographesomenon
The images assembled in 9ROXPH ,, of 9LHQQD 00,; FOHDUO\ VKRZ ZKDW (ULF
+RZHOHU   ODEHOHG DV ֥WKH DHVWKHWLFV RI VXUYHLOODQFH֦ 7KH FKDUDFWHULVtics of this type of representation are, among others, cold colors, graininess, and
DVOLJKWO\GLVWRUWHGRSWLF)RU(ULF%RDO  LWLVWKH֥SL[LODWHGFRRO֦ S RI
WKHVHLPDJHVWKDWPDNHVWKHPVRDWWUDFWLYHDVHOHPHQWVLQOPVDQGDGYHUWLVLQJ
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6XUYHLOODQFHKDVEHFRPHDORRNVH[LHUDQGPRUHVLQLVWHUWKDQDQ\GRFXPHQWDU\,WOHQGVWKH
SRZHUDQGJORU\RILQIRWHFKWRDQ\WKLQJLWWRXFKHVIURPVQHDNHUDGWRWKHEORFNEXVWHUWKULOOHU
7KHPRVWRUGLQDU\LPDJHEHFRPHVFKDUJHGRQFHLWLVLQYHVWHGZLWKDWLPHGDWHVWDPSDJUDLQ\
ORZUHVVXUIDFHDQGWKHRWKHUVLJQDWXUHVRIVS\FDPVW\OH %RDOS

,QWKHFDVHRIWKH9LHQQD2SHUD%DOOWKHLPDJHVDUHQRWIDNHGEXWJHQXLQHVXUveillance photographs. At the same time, they seem to fall into the category of a
֥SKRWRJUDSKHVRPHQRQ֦DVGHVFULEHGE\3DXOHLW S 2EVHUYDWLRQFDPHUDV
are programmed to create a digital duplicate of a particular scenario at a particular
WLPH7KHVHGDWDUDUHO\PDNHLWLQWRWKHUDQNVRIVLQJOHIUDPHLPDJHV֥3KRWRJUDSKHVRPHQD֦DUHODWHQWLPDJHVVXEPHUJHGLQWKHPDVVRIUHFRUGHGPDWHULDOWRHYHQtually serve as evidence one day. As Pauleit puts it, these pictorial units are recorded
in the present in order to be retrieved as images in the future. Various interests, a
suspicion, and investigations of all sorts may legitimize their re-emergence as single
LPDJHVDQGGLHUHQWLDWHWKHPIURPWKHYDVWDPRXQWRIWKHRWKHUVWRUHGYLVXDOV
,Q9ROXPH,,RIKLVSXEOLFDWLRQ6SLQDWVFKSUHVHQWVVXFKLPDJHV$V֥SKRWRJUDSKHVRPHQD֦WKH\DOOKDYHWKHSRWHQWLDOWRGHPRQVWUDWHRUSURYHVRPHWKLQJ\HW
the purpose of their selection remains unclear. Freed from the burden of providing
insight in hindsight, they speak of a visual universe uncontaminated by semantics.
With their anarchic wit they are capable of subverting a long tradition of purposive
SLFWXUHPDNLQJ,QVRPHFDVHVWKH\GRQRWHYHQUHSUHVHQWQDPHO\UHIHUWRVRPH
LGHQWLDEOHUHDOLW\7KH\DUHQRQVHQVLFDOGDWDELWVWKDWZHUHIRUVRPHUHDVRQJLYHQ
SUHIHUHQFHRYHURWKHUV,Q6SLQDWVFKvVDUUDQJHPHQWRIWKHSKRWRVLGHQWLDEOHPRWLIV
alternate with fully abstract pictures of the ball reality. As a matter of fact, the depicted
human protagonists are in a lot of cases quite literally pushed to the margins of the
images and have to compete with a mass of details that would never make it into a
classical picture frame. There seems to be an arguable alliance between digital recording technology and, so far, visually under-represented parts of reality. (Fig. 11/12)
At the same time – and the text by the neurophysiologist Wolf Singer (2014)
in 9ROXPH,,, seems to suggest that – the random data bits of 9ROXPH,, could be
viewed as a commentary on the activities of our brain. As Singer (2014) points
out, in order to come to probable solutions, the brain as a highly complex and
self-referential system has to compare all incoming sensory data with already inVWDOOHG DQG IDPLOLDU PRGHOV RI UHDOLW\ ,Q WKH FRXUVH RI HYDOXDWLQJ WKHVH YDULDEOHV
ZH FRQVWUXFW PHDQLQJ DQG ֥V\QWKHVL]H WKH QHZ GDWD LQWR D FRKHUHQW SLFWXUH RI
WKHZRUOG֦ S( :KDWZHSHUFHLYHDVUHDOLVWKHUHIRUHDOZD\VWKHRXWFRPH
RI DQ LQWHUSUHWDWLYH DFW 7KH ֥SKRWRJUDSKHVRPHQD֦ RI 9LHQQD 00,; 9ROXPH ,,
seem to draw the attention to the constructivist nature of the perceptual process.
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The random visuals presented there appear like raw data with their neurobiological processing still pending. There is also a sense of failure. With these scraps of
visual input a successful completion of the process may not be possible, the neuURELRORJLFDO UHIHUHQFH V\VWHP PD\ UHDFK LWV OLPLW DQG UHPDLQ FOXHOHVV ,Q DQ\
FDVH WKH EDOO ֥UHDOLW\֦ DV VXFK FDQQRW EH KHOG DFFRXQWDEOH IRU WKLV NLQG RI URXW
$V8OULNH+LFN  SRLQWHGRXWWKHWUDGLWLRQDOSDQRUDPDZDVDOVRDSODFHZKHUH
WKHERXQGOHVVJD]HDQGLWVDPELWLRQRIDOOVHHLQJFRXOGEHUHKHDUVHG,QWKHPHGLDO
surrogate of the panorama, the new scopic regime of early industrialization with
its political and social implications could be tested, internalized, and trained. Jules
Spinatsch´s project may provide the same training for his contemporaries. He familiarizes them with a type of all-seeing that largely happens independently of the human
eye. This can be legitimately called a panoramic project of unknown dimensions.

:HDUHDWWKHSRLQW>ւ@ZKHUHWKHPDMRULW\RIWKHZRUOGvVLPDJHVDUHPDGHE\հPDFKLQHVIRU
PDFKLQHV,QWKLVQHZDJHURERWH\HVVHHLQJDOJRULWKPVDQGLPDJLQJPDFKLQHVDUHWKHUXOHDQG
VHHLQJZLWKWKHPHDWH\HVRIRXUKXPDQERGLHVLVLQFUHDVLQJO\WKHH[FHSWLRQ 3DJOHQ 

9LHQQD00,; makes a type of machine-seeing tangible that usually happens beKLQGRXUEDFNV,WGUDZVWKHDWWHQWLRQWRDFRPSHOOLQJLPDJHU\VRGLVWLQFWO\GLIferent from the ones we issue. By revealing the visual register of network cameras,
Spinatsch provides us with an impression of how these images feel, function, and
which impact they may have on the depiction of people and their social realities. On the other hand, Spinatsch makes his viewers aware of a type of aesthetics that has become an indispensable part of the pictorial language of our time.
Surveillance camera aesthetic has been widely appropriated by, for instance,
DGYHUWLVLQJ WKH OP LQGXVWU\ DQG WKH VRFLDO PHGLD ZKLFK ZRUN ZLWK WKH DSpeal and anarchic qualities of these images and try to emulate or fake what deHVPHDQLQJLQWKHFODVVLFDOVHQVH$QHZVSHFWHURIYLVLRQKDVEHHQLQWURGXFHG
and as the constructivist charm of the Opera Ball images suggest, the viewHUVPD\JHWDGGLFWHGWRDNLQGRIYLVXDOWKDWORRNVFDVXDODFFLGHQWDODQGHRUWless in its production while being immune to connoisseurship and expertise.
There is also a nostalgic aspect to this idea of training network cameras on an
HYHQWOLNHWKH9LHQQD2SHUD%DOOEHFDXVHDV+RZHOHU  SXWVLW֥6XUYHLOODQFH
LVRXWPRGHG>֯@&RQWURORFFXUVRQGLHUHQWOHYHOVWKURXJKFUHGLWFKHFNVFDUHHU
PRYHVDQGPHGLFDOKLVWRULHV7KHIDVKLRQDELOLW\RIVXUYHLOODQFHLVQRVWDOJLF֦,QWKDW

Unedited Glamor

VHQVHVXUYHLOODQFHFDPHUDVDVWKHXOWLPDWHVLJQLHUVRIWKHSUHGRPLQDQFHRIYLVLRQ
over any other form of evidence and the splendid arena of the Vienna Opera as one
of the bastions of a collective, real-time celebration of sight and societal visibility
do form a good match.
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Lost in Pleasure
Mad Joy in Images of Youth Culture

֥%HKDSS\֦LVWKHWLWOHRI,JRU6DPROHWvVSKRWRERRN,QWHUPVRIJUDPPDUWKH
Russian artist expresses an imperative, especially as the phrase is followed by an exFODPDWLRQPDUN,PSHUDWLYHVDUHDSSHOODWLYHE\QDWXUHDQGJHDUHGWRZDUGVFKDQJHV
LQWKHFRQGXFWRIRWKHUV,QWKLVFDVHWKHDUWLVWRUUDWKHUWKHSURWDJRQLVWVRIKLV
YLVXDOQDUUDWLYHVHHPWRVD\֥%HKDSS\%HDVKDSS\DVZHDUH7U\RUGDUHWREH
DVKDSS\DVZHDUH֦7KH֥KDSSLQHVV֦DGGUHVVHGKHUHLVGHQLWHO\QRWZKDW2VFDU
:LOGH  KDGLQPLQGZKHQKHVDLG֥3OHDVXUHLVWKHRQO\WKLQJRQHVKRXOGOLYH
IRU1RWKLQJDJHVOLNHKDSSLQHVV֦ S 6DPROHWvVFUHZLV\RXQJDQGLQ:LOGHvV
XQGHUVWDQGLQJKDSSLQHVVZRXOGPDNHWKHPORRNROG,QVWHDGWKH\DUHPRUHOLNHO\
ORVWLQSOHDVXUHDQGPRVWRIWKHLUDFWLRQVVHHPWREHDLPHGDWLQVWDQWIXOOOPHQW
3DXO .ZLDWNRZVNLvV ֥LOOXVWUDWHG QRYHO֦ ֥$QG (YHU\ 'D\ :DV 2YHUFDVW֦ SURviding a visual narrative of his youth in Florida, will feature as the American
FRXQWHUH[DPSOH /LNH 6DPROHWvV ERRN LW ZDV SXEOLVKHG LQ  7KRXJK HDFK
RI WKH WZR ERRNV , ZLOO EH GHDOLQJ ZLWK ZDV FUHDWHG LQ D FRPSOHWHO\ GLHUent context and cultural environment, one in the US, the other in Russia, they
share a comparable spirit and atmosphere and show their youthful protagonists
in the pursuit of digressive and at times even repulsive pleasures. For Dick HebGLJH  WR֥H[FHHGFRQVHQVXDOGHQLWLRQVRIWKHSURSHUDQGWKHSHUPLVVLEOH֦
S   LV RQH SRVVLEOH VWUDWHJ\ IRU \RXWK WR EHFRPH YLVLEOH ֥PDNH WKHLU SUHVHQFH IHOW֦ S   DQG DSSHDU RQ WKH UDGDU RI VRFLDO RU VRFLRORJLFDO DWWHQWLRQ
Methodologically speaking, the question will be how to approach the pleasure
sensed in these photographs of young people and their unorthodox life-styles.
+RZWRIXUQLVKSURRIWKDW֥SOHDVXUH֦LVDWSOD\DOWKRXJKVRPHRIWKHSKRWRJUDSKV
FRQWUDGLFWDQ\FRQFHSWLRQRIZKDWIXQORRNVOLNHLQRXUFRQVXPHUVRFLHW\"+RZ
to bring out the subversive potential of these youthful attempts to get lost in pleaVXUH"+RZWRSLQSRLQW֥SOHDVXUH֦LQYLVXDOWHUPV",QP\UHDGLQJRIWKHSKRWRV
, ZLOO QRW WU\ WR IDOVHO\ ORFDWH WKH SKHQRPHQRQ LQ WKH LPDJHV WKHPVHOYHV EXW
will closely tie it to the reception process. The enjoyment attested to others will
QRWEHSUHVHQWHGDVDSLFWRULDOO\YHULDEOHIDFWEXWDVWKHRXWFRPHRIDFRPSOH[
transference process in a psychoanalytical sense. Following the ideas developed
E\5REHUW3IDOOHU  LQKLVERRN֥'LH,OOXVLRQHQGHUDQGHUHQEHUGDV/XVWSULQ]LSLQGHU.XOWXU֦ 7KH,OOXVLRQVRIWKHRWKHUV$ERXWWKHSOHDVXUHSULQFLSOH
LQ FXOWXUH  , ZLOO WU\ WR JHW EH\RQG WKH PHUH VXUIDFH SOHDVXUH RI WKHVH LPDJHV
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Imaginary Spaces Lending Themselves to Projections of All Sorts
$WWKHEHJLQQLQJRIKLVSKRWRQRYHO.ZLDWNRZVNL  XQGHUWDNHVDKDOIKHDUWed mock attempt to provide the viewer of his book with some spatial coordinates
of where the whole action takes place. On the second double page, an easily overORRNHG VHHPLQJO\ VKDSHOHVV SLQN IRUP WXUQV RXW WR GHSLFW )ORULGD ֥$PHULFDvV
SKDQWRPOLPE֦ S DVKHFDOOVLW7KHZKLWHDVWHULVNLQWKLVPLQLDWXUHPDSORcates the narrator´s hometown as Loxahatchee in South Florida, the topography
RIZKLFKKHGHVFULEHVDVIROORZV֥0\URRWVZHUHVWHHSHGLQVKDOORZHDUWKHDVLO\
H[WUDFWHGIURPDPRUSKRXVWHUUDLQ֝VZDPSVDQGEHDFKHVQHLWKHUODQGQRUZDWHU֦
(p. 14). The corresponding South Florida photographs accompanying the narrative
do not help much to create a distinct idea of the setting. The photographer seems
WRKDYHPDGHDQHRUWQRWWRFRQUPDQ\SUHFRQFHLYHGLGHDVWKHYLHZHUPLJKW
KDYHKDGRI)ORULGD,QWKHSKRWRVWKHUHDUHKDUGO\DQ\VSDWLDOPDUNHUVQRVWUHHW
VLJQVRULGHQWLDEOHYLHZV,QVWHDGWKHSLFWXUHVVKRZVWUHHWVFHQDULRVWKDWFRXOG
EHWDNHQDWDORWRIGLHUHQWSODFHVWKLFNHWVDEDQGRQHGKRXVHVUXLQVRYHUJURZQ
by nature, close-up views which cannot be easily contextualized. As a result of
WKLVVWUDWHJ\YLHZHUVQGWKHPVHOYHVLQDNLQGRIQRPDQvVODQGZKLFKIDFLOLWDWHV
projections of all sorts. The protagonists of the novel seem to be placed in a vaguely outlined and almost imaginary spatial setting where they pursue their strange
rituals, segregated from the rest of the world, on a planet of their own. (Fig. 1)
7KHVDPHKROGVWUXHIRU6DPROHWvVERRN7KHVLWHRIDFWLRQLVVLPSO\֥&LW\&֦LQ
Russia. Although the photos seem to work in a documentary tradition, the photographer refrains from specifying the particular area where the images were taken.
,QVWHDGWKHDFWLRQVRIWKH\RXQJSURWDJRQLVWVDUHWUDQVIHUUHGWRVRPHUHDOOLIHOP
VHWZLWKFKDQJLQJSURSV,QWKHUVWSKRWRVWKHWRQHRIWKHQDUUDWLYHLVVHW7KH
young people gather in a dilapidated, mysterious building, which seems to be offered as the potential site for the transgressions subsequently shown in the book.
With this dark, mysterious building reminiscent of the famous house on the hill in
+LWFKFRFNvV֥3V\FKR֦RUWKHGHPRQL]HGKRXVHLQ3DWULFLD+LJKVPLWKvVVWRU\֥7KH
%ODFN+RXVH֦  DPDVWHUVLJQLHULVLQWURGXFHGZKLFKKHOSVWRFWLRQDOL]H
WKHVSDFHRIDFWLRQ,QERWKERRNVWKH\RXQJSHRSOHVHHPWRKDYHLQYDGHGDQXQNQRZQWHUULWRU\WRIRUPDQHQFODYHWKHUHDQGHVWDEOLVKDWHPSRUDU\UHDOPRI֥KDSSLQHVV֦WKDWLVQRWVXSSRVHGWRDSSHDURQWKHUDGDURIFRQYHQWLRQDOVHDUFKHQJLQHV
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,JRU6DPROHWbe happy!
© Samolet

Lost in Pleasure

What Happiness Looks Like
:KDWGRHVWKH֥KDSSLQHVV֦RI6DPROHWvVSURWDJRQLVWVORRNOLNH"7KH\RXQJSHRSOH
are engaged in all kinds of pleasurable actions: eating, smoking, drinking, fooling around, having sex. There are obviously no restrictions in terms of sexuality.
6H[XDOLW\VHHPVWRHPHUJHIURPERUHGRPLQVWDQWORQJLQJRUDVWKHLSVLGHRI
YLROHQFH7KHUHLVQRWKLQJKLGGHQRUUDUHHGDERXWLWDQGLWLVQRWUHPLQLVFHQWRI
the solitary and charged act practiced in privacy and in designated zones. There
are no recognizable social rules in terms of what is forbidden or accepted in the
group, but the scope of the acceptable is far reaching. Samolet, the chronicler of
the daring behavior of these young people with whom he became friends, bestows everything with equal importance. Violent actions co-exist with endeavors of utmost banality. The camera is present at the most intimate moments,
but there is no sense of indignation, guilt, or shame. Their days seem to lack a
IDPLOLDUVWUXFWXUH ,QIDFWDV6DPROHWWROGPHPRVWRIWKHPZHUHVWXGHQWVDQG
had their summer break when he took the photos) The care-free atmosphere
conveyed by the photographs is also due to the fact that a sense of property
VHHPVWREHHQWLUHO\PLVVLQJ,WLVDOODERXWVKDULQJDQGVHUYLQJRQHVHOI )LJ
Kwiatkowski´s youth enjoy comparable pleasures, but seem to be more alert to
ZKDW WKH FDPHUD ZLOO PDNH RI WKHLU SHUIRUPDQFH ,Q D ORW RI FDVHV WKHLU WUDQVgressive behavior looks experimental and playful. They perform for the camHUD UHKHDUVH DQG VHHP WR FRQVLGHU WKH HHFW RQ WKH YLHZHU 7KH\ SOD\ ZLWK
pre-existing poses and there seems to be an awareness of how easily their
own forms of rebellious pleasure can be appropriated by mainstream culture.

Getting Rid of Oneself
“The Loose Footing I Had in this World Paled”
,Q KLV ERRN ֥'LH ,OOXVLRQHQ GHU DQGHUHQ EHU GDV /XVWSULQ]LS LQ GHU .XOWXU֥
Robert Pfaller (2002) talks about the relief and pleasure of self-absorption. This
often unnoticed mental escape can be one of the most agreeable things and ensure enormous pleasure. According to Pfaller (2002), there is a deep-seated need
to recover from the demands any identity construct imposes on us and to be, at
least temporarily, relieved from the self. While presenting a numb façade to the
others and fooling them with one´s physical presence, one can escape into fantasies or even a state of total mindlessness. Pfaller (2002) compares this type of existence to feigning death. The others believe that you are alive and accessible, but
LQIDFW\RXDUHJRQH,QRUGHUWRH[HPSOLI\KLVLGHD3IDOOHU  UHIHUVWRVSRUW
programs on TV. We watch these programs and make the others think that we
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IROORZZKDWLVJRLQJRQRUHYHQLGHQWLI\ZLWKVRPHRIWKHSURWDJRQLVWV,QUHDOLW\ ZH WDNH WLPH R DQG KLGH EHKLQG D SXEOLFO\ DFFHSWHG DFWLYLW\ WR JHW ULG RI
RXUVHOYHV,QWHUHVWLQJO\LQWKLVVWDWHRIVHOIREOLYLRQSHRSOHKDYHQRGLVWLQFWLPage of themselves while they maintain their visibility for the others who seem to
EHFRQWHQWZLWKWKHGHFHLWIXOLPDJHRHUHGWRWKHP6DPROHW  GHSLFWVWZR
young men in a kitchen. There is food in front of them and there are forks to
HDWWKHIRRGEXWWKH\DUHVWUDQJHO\GLVFRQQHFWHGIURPWKLVVFHQDULR,Q3IDOOHUvV
(2002) understanding, they would be perfectly legitimized as diners, while, in fact,
they left the table unexcused. As Pfaller (2002) points out, one should not disturb or call on people in this state of self-oblivion because they are comparable to
sleepwalkers, and every interaction with them may painfully remind them that
WKH\ DUH ֥VRPHRQH֦ QDPHO\ D FHUWDLQ SHUVRQ ZLWK D SDUWLFXODU LGHQWLW\ 3IDOOHU
(2002) also addresses the socio-political implications of this phenomenon. His
point is that this mechanism of self- absorption as a temporary recuperation phase
can also restore individuals to their full work power and make them even more
FRPSDWLEOHZLWKFDSLWDOLVWHௗFLHQF\7KHPRUHHVFDSHURDGVWRDZRUOGRIEODQNQHVVDQGIDGLQJRXWDVRFLHW\DQGLWVUHVSHFWLYHOHLVXUHLQGXVWULHVRHUWKHKLJKHU
WKHJXDUDQWHHWKDWWKHPHPEHUVRIWKLVVRFLHW\ZLOOIXQFWLRQVPRRWKO\ )LJ 
,Q.ZLDWNRZVNLvV  ERRNWKHUHLVDVWURQJVHQVHRIHQMR\LQJRQHVHOIE\WDNing a leave from the world of normality and its standardized norms. This is conveyed by the images as much as by Kwiatkowski´s narrative, which focuses on
this aspect a lot. Right at the beginning of the novel, Florida is characterized as a
SODFHZKHUHSHRSOH֥FRPHWRYDQLVK֦ S ,QWKHQDUUDWLYHHVFDSLQJDQGGLVDSSHDULQJ DUH SUHVHQWHG DV KLJKO\ GHVLUDEOH FRQGLWLRQV ֥, ORYHG WKH IUHHGRP WR
GLVDSSHDU֦ S DVWKHQDUUDWRUVD\V7RGLVDSSHDUPHDQVWREHHOVHZKHUHWR
become inaccessible to the others. One of the author´s schoolmates, nick-named
Cobain, practices this kind of withdrawal on a regular basis. He escapes via his
walkie-talkie. Whenever the bullying and the humiliations of the others become
onerous, he escapes to a world of ambience noise and random recordings of sonar
ZDYHV 7KHUH LV D ZD\ RXW +H ֥HVFDSHG WKURXJK WKH P\VWHULRXV WUDQVPLVVLRQV֦
S RIKLVUDGLR֥7KLVFOXVWHUIXFNRIQRLVHZDV&REDLQvVVDIHSODFH֦ S 
Most of the time, though, the escape road is drugs, like the ones fabricated by
DIULHQGRIWKHQDUUDWRU֥>֯@+HvGVLSKRQYHQRPRXWRIJODQGVRQWKHLUEDFNV
DQG PL[ LW ZLWK $UL]RQD ,FHG 7HD WR PDNH D KDOOXFLQRJHQLF PLQG IXFN >֯@֦
S WKDWDOORZVIRUD֥VSRUDGLFDOO\JRLQJLQDQGRXWRIEODFNRXWPRGH֦ S 
,QWKLVFRQQHFWLRQWKHPRWWRRI.ZLDWNRZVNLvV  ERRNLVSDUWLFXODUO\WHOOLQJ֥'RQvWFU\,I\RXKDYHEHFRPHKXPDQHQRXJKWRFU\WKHQDOOWKHPDJLF
LQWKHZRUOGFDQQRWFKDQJH\RXEDFN֦7KLVTXRWHVHHPVWRLQGLFDWHWKDWKXPDQ
consciousness and the corresponding subject status are no blessings. The process

103

104

At Face Value & Beyond. Photographic Constructions of Reality

of becoming human will be irreversible, and your upgrading will be permanent.
6HYHUDORI6DPROHWvVSKRWRJUDSKVVHHPWRUHSUHVHQWDQDWWHPSWWR֥FKDQJHWKHP
EDFN֦ DQG WR VKRZ KLV IULHQGV LQ D VWDWH RI DOPRVW XQDQLPDWHG SDVVLYLW\ 7KHUH
LV WKLV SKRWRJUDSK RI D \RXQJ PDQ VLWWLQJ RQ WKH RRU IXOO\ DEVRUEHG E\ KLV
smoking, smoke covering and clouding his forehead. The buckets of paint in
the background give additional weight and some deep and solid gravity to his
ERG\ )LJ  ,Q DQRWKHU LPDJH D \RXQJ ZRPDQ LV FRPIRUWDEO\ O\LQJ RQ WKH
metal planks of a roof, strangely in line with the train wagons parked in a desolate train station. The juxtaposed close-up of a young man looking, one of his
eyes disturbingly red, and subjecting her to the power of his gaze, additionally
contributes to turning her into an object. One more example would be the image of a man peacefully outstretched in a puddle of water with an air of unearthly abstraction about him. He seems to have shed his skin in this shallow water
while roaming elsewhere. As one of the photos suggests, at times, only a bucket
RIFROGZDWHUPD\IRUFHVRPHRIWKHVHUHQHJDGHVEDFNLQWRKXPDQQHVV )LJ

Blurred Versus Hyper-Real Vision
(YHU\RQHZLOODJUHHWKDWDEOXUUHGYLVLRQPD\EHWDNHQDVDQLQGLFDWRURIDODFN
RIDVWUDLJKWDQGIRFXVHGVWDWHRIPLQG,Q.ZLDWNRZVNLvV  LOOXVWUDWHGQRYHO
DORWLVVDLGDERXWGLVWRUWHGYLHZVWKRXJKPRVWO\LQWKHWH[WSDUWRIWKHERRN,Q
WKHDXWKRUvVZULWWHQDFFRXQWRIKLV\RXWKGUXJVDQGWKHLULQXHQFHRQSHUFHSWLRQ
SOD\DPDMRUUROH7KHYHUEDOLPDJHVWKDWKHXVHVWRGHVFULEHWKLV֥FORXG\PHQWDO
VOLGHVKRZ֦ S KDYHDYLYLGLPPHGLDF\֥:KHQ,WXUQHGP\KHDGWKHVZDPS
VPHDUHGLQWRDGLUW\JUHHQEOXU S 2U֥,K\SHUYHQWLODWHGIRUQHDUO\DQKRXU
waiting for abstract fumes of colors to turn solid, for shapes to rearrange themselves
LQWR VRPHWKLQJ IDPLOLDU֦ S   :LWK D IHZ H[FHSWLRQV WKRXJK WKH SKRWRV LQ
Kwiatkowski´s book are in focus. The camera seems to have adjusted the distortions caused by drugs and narcotics. But the images follow a type of unfocused and
negligent aesthetic in the tradition of Nan Goldin, Richard Billingham, or Jürgen
Teller, to just name a few. The photos present random views and seem to be taken
carelessly, without any consideration of composition and sanctioned form. One can
feel the freedom and liberation that come from this care-free aesthetic, which also
SHUIHFWO\UHHFWVWKHFRQWHQWRIWKHERRN7KHSURWDJRQLVWVHQMR\WKHLUOLYHVRXWVLGH
RIVRFLDOQRUPVWKHDXWKRUWDNHVWKHIUHHGRPWRDUUDQJHDIDVFLQDWLQJFRQJORPHUDWH
RILPDJHVPHDQWWRSX]]OHWKHYLHZHUVDQGOHDGWKHPRWKHWUDFNRIFRQYHQLHQWO\
FRPSRVHGFRHHWDEOHERRNV,QIDFWWKHYLVXDOPDWHULDOIRU֥$QG(YHU\'D\:DV
2YHUFDVW֦  ZDVDVVHPEOHGIURPDQXPEHURIKLJKO\GLYHUVHVRXUFHV7KHUHDUH
photos from Kwiatkowski´s family album, interspersed with popular culture collages, original photos from the time period the narrative deals with, found ready-
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made images, and photos that were staged and taken 10 years later when the phoWRJUDSKHUZDVZRUNLQJRQWKHERRN,QWKLVULFKDQGGHQVHO\ZRYHQQHWZRUNRIIDFW
DQGFWLRQWKHZKROHSURMHFWRIUHYLYLQJRQHvV\RXWKEHFRPHVDGHOLULRXVMRXUQH\
,Q.ZLDWNRZVNLvVERRNGHVFULSWLRQVRIEOXUU\PLQGVHWVDQGVHWVRILQFRQVHTXHQWLDOLPDJHVDUHEDODQFHGE\DNLQGRIK\SHUYLVLRQRIVHJPHQWVRIUHDOLW\ )LJ
Anything can take on the intensity of such vision: twigs of a tree breaking through
the darkness like glowing thunder bolts, or illuminated green leaves revealing their
downsides as visual enigmas.

$WWKHEHDFK.\OHDQG,ZHUHODLGRXWEXU\LQJRXUIHHWLQWKHVDQGWDNLQJQRWHRIWKHVN\vV
QRZDSSDUHQWFXUYDWXUHREVFXULQJLQࣾQLWHEODFNQHVV7KHHQWLUHGD\SDVVHGODQJXLGDVWKRXJK,
ZDVDVOHHS%HKLQGXVZHUHEDFNOLWSDOPWUHHVWKHLUVLOKRXHWWHVPDWWHEODFNDQGMDJJHGDJDLQVW
WKHK\SHUFRORUHGVHWWLQJVXQչ .ZLDWNRZVNLS 

,Q WKHVH LPDJHV FHUWDLQ DVSHFWV RI UHDOLW\ DFKLHYH DQ DOPRVW K\SQRWLF K\SHUUHalism and an intensity that bespeaks the perceptual mind set of the Florida kids.
Faded consciousness and radical illumination seem to signify the two poles in
the lives of these young people. Flashing brightness and heightened awareness,
which pose a challenge to normal vision, are followed by states of mind that border on oblivion and total escape. This heightened attention can, for instance,
zoom in on an arrangement as banal as toilet paper and tampons scattered on
the ground, or concentrate on a car wreck making its appearance in the light.
,Q6DPROHWvV  ERRNWKHVWDUNFRQWUDVWEHWZHHQWRWDOGDUNQHVVDQGLOOXPLQDtion is even stronger. The scenes at the beginning of the book all happen at night.
The images feature sparsely lit scenarios, forbidden and dangerous actions going
RQWKHUHP\VWHULRXVUHXQLRQVDURXQGDFDPSUHGHPRQLFDOO\OLWIDFHVWKDWHPHUJH
IURPWKHGDUN,QWKLVFRQQHFWLRQWKHOD\RXWRIWKHERRNLVSDUWLFXODUO\LQWHUHVWLQJ
The book is arranged in corresponding double spreads. At the beginning and end
of the book, all the photo pages are juxtaposed with seemingly black and blank
pages. On closer inspection, though, one realizes that the black pages also contain
visual data and are apparently totally underexposed photographs. When looking
at them from a particular angle, they release some of their submerged information
and one recognizes vague structures and forms. This concept gives the whole narrative an additional dimension. The images that are visible or gained visibility in
the photographic process are especially poignant and precious because they made
it into the light. All the information provided in Samolet´s book is basically prone
to some radical kind of censorship. Consequently, the viewer gets the clear feel-
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ing that they are only provided with a glimpse of what is going on in this comPXQLW\,QWKHPLGGOHRIWKHERRNWKHFRUUHVSRQGLQJGRXEOHSDJHVDUHZKLWHDQG
the narrative seems to stabilize. For a while, the pictures are in no danger of being
reclaimed by the blackness of photographic misfortune or moralistic disapproval.

“Interpassivity” and Delegated Pleasure
,QWKHWZRSKRWRERRNVZHHQFRXQWHULPDJHVRI\RXWKVGULYHQE\WKHSOHDVXUH
principle. They drift through their lives with apparently no disciplining super-ego
VWUXFWXUHLQSODFH7KHLUVXGGHQWVRIDJJUHVVLRQDSSHDUDVDLPOHVVDVWKHLUSKDVHV֥LQ
WKHEODFNRXWPRGH֦7KHSKRWRVH[SRVHWKHPDQGWKH\H[SRVHWKHPVHOYHVLQWKHLU
pursuit of instant satisfaction, while none of these extremes seem to be a source of
shame. As already said at the beginning of this paper, my overall question concerns
the reception of these images: Why are these images so appealing and what about
WKHVXFFHVVRIWKHVHERRNV"7RTXRWHIURPRQHRIWKHUHYLHZVRI.ZLDWNRZVNLvV
QRYHO֥:HQLVKWKHERRNLQDGHOLULRXVVWDWHQRWXQOLNHWKHNLGVZKRVHOLYHVLW
VHHNVWRHYRNH֦ 8OLQ :KHQ֥%H+DSS\֦ZDVUVWSUHVHQWHGDWWKHVienna
3KRWR%RRN)HVWLYDOLWVROGRXWZLWKLQRQHGD\DQGSHRSOHZHUHJKWLQJRYHU
WKHUHPDLQLQJLVVXHV,QWKHIROORZLQJ,ZRXOGOLNHWRRHUDSRVVLEOHH[SODQDWLRQRI
WKLVSKHQRPHQRQE\UHIHUULQJWR5REHUW3IDOOHUvV  FRQFHSWRI֥LQWHUSDVVLYLW\֦
3IDOOHUGHVFULEHVZKDWKHFDOOV֥LQWHUSDVVLYLW\֦IURPDSV\FKRDQDO\WLFSRLQWRIYLHZ
According to Lacan´s notion of the decentralized subject, feelings and convictions
FDQ EH H[WHUQDOL]HG ORFDWHG RXWVLGH DQG OHDG WR DQ ֥REMHFWLYH֦ H[LVWHQFH WKHUH
This act of externalization requires an agent who then becomes the carrier of the
RXWVRXUFHG IHHOLQJV ,Q ֥LQWHUSDVVLYLW\֦ WKH VXEMHFW GHOHJDWHV SOHDVXUH DQG PDQages to enjoy via the other. Pfaller (2002) gives the example of the video recorder
which spares its owner the tedious job of watching all the movies and programs
he/she always wanted to see. The recorder enjoys in my place and frees me from
my own desires, or rather the super-ego command to do so. The idea that all
WKHVHOPVKDYHDOUHDG\EHHQZDWFKHGE\DVXEVWLWXWHFUHDWHVUHOLHIDQGLVSOHDVXUable. This happens by way of self- deception, in a type of magical thinking, as
3IDOOHUFDOOVLW7KRVHZKRGHOHJDWHWKHSOHDVXUHRIZDWFKLQJOPVRIFRXUVHNQRZ
that this is nonsense and will not work, but at the same time, there is this undeniable experience of relief which resists any rationalization of the phenomenon.
My point is that, regarding the reception process of these images, the concept
RI ֥LQWHUSDVVLYLW\֦ FDQ EH DSSOLHG WR .ZLDWNRZVNLvV DQG 6DPROHWvV SKRWRJUDSKV
The question is whether these images of young people in precarious conditions and dilapidated environments justify any talk of an outsourcing of imagi-
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QDU\SOHDVXUHRUZK\WKHVH\RXWKVVKRXOGTXDOLI\DVDJHQWVRIGHOHJDWHGSOHDVXUH"
Let me take the example of Samolet´s images of a group of young people in a
kitchen. They talk, argue, embrace, kiss, serve themselves from the refrigerator,
but most importantly, co-exist in a room that does not seem to be structured to
accommodate individual epicenters. They share the available space, the food,
and collectively fuel the unrestricted energy prevailing in this room. There is a
ORWRIMR\LQWKLVXQUHJXODWHGVRFLDOWUDௗFNLQJLQDNLWFKHQVSDFH1RRQHVHHPV
to be concerned with distance or control. Moving through this space may lead
WRXQIRUHVHHDEOHOLELGLQDOHQFRXQWHUVRUSOHDVXUDEOHFROOLVLRQVRIDOOVRUWV )LJ
Another telling example would be one of Samolet´s photos of two, probably three
adults and one child in what looks like a living room. Despite the considerable
FKDRVLQWKHURRPWKHVSDFHUHVRQDWHVZLWKUHOD[DWLRQDQGHQMR\PHQW7KHJXUHV
almost blend in with their cluttered and messy environment. Piles of clothes, food
left-overs, junk, an old, a torn-up sofa, etc., obviously cannot diminish the ease of
the situation. The fact that the things around them take up most of the space they
inhabit does not seem to bother them and they indulge in this mass of surrounding
items. There is no indicator of an attempt to establish order and, by way of doing
so, increase their self-esteem and sense of command. Such self-assertive measurePHQWVDUHQRWQHHGHG,IDV)UHXG  SRLQWVRXWLQKLVHVVD\RQ1DUFLVVLVP
object libido may thrive at the cost of super-ego structures, then these people in the
PHVV\OLYLQJURRPVLJQLI\WKHHDVHRIDODFNRIVHOIFRQWURODQGGLVFLSOLQH )LJ
,JXHVVZHDOODJUHHWKDWLPDJHVZHFRPPRQO\DVVRFLDWHZLWKSOHDVXUHORRNVOLJKWO\
GLHUHQW7KH\ZRUNZLWKWKHSURPLVHVRIWKHFRQVXPHUVRFLHW\DQGDGYHUWLVLQJ
ERPEDUGV XV ZLWK VXFK LPDJHV RQ D GDLO\ EDVLV ,Q FRPSDULVRQ .ZLDWNRZVNLvV
and Samolet´s photographs are unappealing and depict scenarios that are someWLPHVKDUGWREHDU7KH\RHUQRWKLQJWRLGHQWLI\ZLWKLQDOLQHDUZD\6WLOOP\
point was that the artists´ photographs allow for a kind of delegated pleasure. As
WKHPRGHORI֥LQWHUSDVVLYLW\֦VXJJHVWHGWKHZRUNLQJVRIGHVLUHDUHVOLJKWO\PRUH
complicated when it comes to psychic transactions that imply liking and disliking at the same time. A brief recourse to Lacan sheds light on the deeper roots of
֥LQWHUSDVVLYLW\֦ DQG H[HPSOLHV WKDW ZKDW /DFDQ FDOOV ֥MRXLVVDQFH֦ LV QRW QHFHVVDULO\ EULJKW DQG SRVLWLYH EXW GDUN DQG HYHQ SDLQIXO )RU /DFDQ   ֥MRXLVVDQFH֦WKHSOHDVXUHSULQFLSOHRIWKHVXEMHFWLVVWUXFWXUHGE\WKH֥VLQWKRP֦7KH
symptom is a kind of generative substance at the core of the subject´s existence.
,WLVLQDFFHVVLEOHDQGUHVLVWVGLVVROXWLRQEHFDXVHLWERUGHUVWKH֥UHDO֦RULVDSLHFHRI
WKH֥UHDO֦ZKLFKFDQQHYHUEHLQWHJUDWHGLQWRWKHV\PEROLFRUGHU,QWKHVWDWHRI
֥MRXLVVDQFH֦WKHVXEMHFWHQMR\VWKHIXQGDPHQWDOLQDFFHVVLEOHSDVVLYLW\DWWKHFRUH
RIKLVKHUH[LVWHQFHWKDWDOVRFRQWDLQVWKHNH\VWRWKHVSHFLFG\VIXQFWLRQDOLW\DQG
GHIRUPDWLRQRIWKHVXEMHFW,QRUGHUWRIXQFWLRQLQWKHV\PEROLFRUGHUZHKDYH
to defy this experience, but are at the same time drawn to it. The records of the
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radical attempts of the young to gravitate towards something that has to do with
deep and self-absorbed pleasure and some inert, denied passivity let us partake in
VRPHWKLQJZHDUHZHOOWUDLQHGHQRXJKWRZDUGR:KHQ.ZLDWNRZVNLDQGKLV
friends in South Florida embarked on an alternative life style in exploration of unNQRZQSOHDVXUHVRIFRXUVH֥(YHU\GD\:DV2YHUFDVW֦KRZFRXOGWKHGD\VKDYH
EHHQEULJKWFRQVLGHULQJWKHIXQGDPHQWDODPELYDOHQFHDWWKHKHDUWRIWKLVSURMHFW"
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Death Can Wait
Images of Old Age and
Dying in Austrian Hospice Campaigns

,WFDQEHKLJKO\GLVFRQFHUWLQJWRFRPHDFURVVLQIRUPDWLRQDERXWGHDWKRUSHRSOHFORVH
WRGHDWKZKLOHSXUVXLQJRQHvVHYHU\GD\OLIH,QWKHFDVHRIWKHFDPSDLJQVWKDWZLOOEH
the subject of my analysis, the people in Vienna stumbled on these kinds of messages daily on their way to work, in the newspapers or on billboards viewed from their
car. For me, the haunting images of the campaigns created a feeling of the incomSDWLELOLW\DQGDV\QFKURQ\RIFHUWDLQDVSHFWVRIOLIHDQGLQOWUDWHGWKHGDLO\URXWLQH
with a sense of disruption and deep-seated irritation. At the same time, the images
FDXJKWWKHYLHZHUVRJXDUGEHFDXVHWKH\ZHUHQRWGHVLJQHGDORQJWKHOLQHVRIWKH
FODVVLFDO֥PHPHQWRPRUL֦UKHWRULF7KH\ZHUHPXQGDQHDQGH[SOLFLWDQGUHODWDEOH
)RUWKLVSURMHFW,FKRVHWRZRUNZLWKWKH35FDPSDLJQVRIWZR$XVWULDQLQVWLWXtions which are professionally engaged with old age and dying and to concentrate on the period between 2002 and 2012. One of the institutions is a hospice
LQ 9LHQQD FDOOHG ֥&6 +RVSL] 5HQQZHJ֦ WKH RWKHU LV WKH VRFDOOHG ֧+DXV GHU
%DUPKHU]LJNHLW֥ +RXVH RI 0HUF\  %RWK LQVWLWXWLRQV ODXQFKHG SRZHUIXO FDPpaigns to draw the public´s attention to alternative models of old age and dying.
Both wanted to initiate a public discourse on what old age and dying in postindustrial societies could be like. The images appeared not only on billboards,
as already mentioned, but on rolling boards and in the print media as well. The
two institutions continually compete for money and available resources, and
WKHUHIRUHWU\WRHௗFLHQWO\SURPRWHWKHLUFDXVH,QWKHFDVHRICS Hospiz, 40 percent of the institution´s operating budget comes from private sponsors who, of
FRXUVHZDQWWREHDEOHWRLGHQWLI\ZLWKWKHLQVWLWXWLRQvVSUROHLQWKHSXEOLFH\H
,Q$XVWULDWKHKRVSLFHLGHDHPHUJHGIURPDFRPPXQLW\RIVRFLDOO\HQJDJHGFLWL]HQVPRVWO\ZRPHQZKRZDQWHGWRLQWURGXFHQHZZD\VRIG\LQJLQ֥GLJQLW\
DQGFKDUDFWHU֦,QWKHUVWPRELOHKRVSLFHZDVFUHDWHG,QWKHEHJLQQLQJ
the movement strongly depended on the work and engagement of volunteers.
Today, CS Hospiz is fully institutionalized and has its own building which also
KRXVHV D QXUVLQJ KRPH DQG VRFLDO FHQWHU 7KH ֥ZDUPWK RI WKH RSHQ UH RI WKH
EHJLQQLQJVKDVEHHQUHSODFHGE\DFHQWUDOO\VWHHUHGKHDWLQJV\VWHP֦ +HOOHU
S DVRQHRIWKHIRXQGHUVSXWVLW6WLOOWRWKLVGD\WKHLQVWLWXWLRQUHOLHVKHDYLO\
RQGRQDWLRQVDQGQDQFLDOVXSSRUWIURPVSRQVRUVDQGEDFNHUV$VWKHUHSUHVHQ-
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tatives of CS Hospiz emphasize, it is their aim to stay true to the original ambition of the founding group and carry on their strong social and societal mission. They want to play an active role in social politics and the decision- making
processes involved. Therefore, the campaigns they have been conducting over
WKHSDVW\HDUVDOVRUHSUHVHQWHGDQDWWHPSWWRLQOWUDWHSXEOLFOLIHDQGVRFLHW\ZLWK
powerful and controversial images of old age and life close to death. ֥+DXVGHU
%DUPKHU]LJNHLW֦LVDQLQVWLWXWLRQZLWKDVOLJKWO\GLHUHQWSUROH7KHZLGHVSUHDG
RUJDQL]DWLRQLVUXQE\WKH֥(U]GL¸]HVH:LHQ֦D&DWKROLFRUJDQL]DWLRQWKDWRSerates homes in various locations throughout Lower Austria. Their residents are
patients with long-term, chronic, or terminal diseases, mostly old people but
also young coma patients, etc. As a huge organization that is dedicated to highlevel care and care-intensive treatment, they too rely on money from sponsors.
Both of these institutions worked mostly with Lowe GGK, a nationally and internationally acclaimed Austrian advertising agency, and in particular with
Walther Salvenmoser. He developed most of the ideas and designs for the campaigns, but also helped to secure the necessary advertising space, including
DLU WLPH IRU WKH VKRUW OPV SURGXFHG IRU CS Hospiz. Due to the commitment
of agencies like GGK, CS Hospiz receives publicity worth about one million
(XURD\HDU7KHDJUHHPHQWLVWKDWWKHLQVWLWXWLRQVKRXOGQRWLQWHUIHUHZLWKWKH
agency´s creative freedom. As Mag. Dirnberger, the marketing person of CS
Hospiz, admits, this arrangement is not frictionless and has caused a lot of internal debates. Some relatives of patients who act as models in the campaigns take
RHQVHDQGVSRQVRUVPD\QGWKHPRUHSURYRFDWLYHVROXWLRQVLQDSSURSULDWH$
lot of ethical issues have to be taken into account. But in general, their trust in
6DOYHQPRVHUvV FUHDWLYH GHFLVLRQV KDV SDLG R 6HYHUDO RI WKH FDPSDLJQV HDUQHG
prizes and considerable public recognition. Walther Salvenmoser was also the
mastermind behind most of the +RXVHRI0HUF\ campaigns addressed in this paper.

The Blunt Language of Social Advertising
,QWKH86DORWRIPRQH\RZVLQWRSXEOLFVHUYLFHDGV7KHVHDUHFDPSDLJQVQDQFHGE\SXEOLFRUJRYHUQPHQWDJHQFLHVZLWKWKHREMHFWLYHRILQXHQFLQJSXEOLF
opinion and behavior in matters of, for instance, drug and alcohol abuse, child abuse,
GRPHVWLFYLROHQFH$,'6HWF%\DGGUHVVLQJDUDQJHRIVRFLDOLVVXHVWKHVHDGVDUH
meant to stir discussions, create awareness, and eventually change behaviors. There
has been a lot of debate whether matters of such grave importance should be left
WRDGYHUWLVLQJSHRSOHDQG֥XQGHUWDNHQE\WKHVDPHSHRSOHZKRSHGGOHFRUQDNHV֦
%HUJHUS RUGRJIRRG%XWELOOLRQVRIGROODUVDUHVSHQWRQWKHVHSXEOLF
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CS Hospiz &DPSDLJQ/RZH**.
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Nicholas Nixon, &&%RVWRQ
©Nicholas Nixon, Courtesy of Fraenkel Gallery, San Francisco
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awareness campaigns created by some of the ad industry´s most innovative minds.
The point is that such benevolent advertising, apart from doing a lot of good, can
bring considerable public acclaim and is ideally suited for winning creative awards.
)ROORZLQJWKHDQDO\VLVRI:DUUHQ%HUJHU  ֥WKHVHVRFLDOO\FRQVFLRXVDGVWXUQHG
conventional advertising on its head – they dealt in brutal honesty, not upbeat fanWDV\֦ S )URPWKHVRQWKHLPDJHVEHFDPHHYHQKDUVKHUDQGDOWKRXJK
these ads vary from one cultural context to the next, the more successful social-issue
ads around the world have, according to Berger (2001), one thing in common,
QDPHO\֥DUHOLDQFHRQGLVWXUELQJDQGEOXQWLPDJHU\֦ S 7KH\ZRUNZLWK
shock and drama, and, in a lot of cases, confront the viewer with physical matters
like bruised and battered faces, dying and emaciated bodies, blood and injuries.

Zooming in on Old Faces and Bodies
The Viennese campaigns were comparable to other public service ads in that they
too did not necessarily want to spare the viewer. Certainly, neither CS Hospiz nor
+RXVHRI0HUF\both run by a Catholic organization,KDGDQRௗFLDOPDQGDWHIURP
the socialist city government of Vienna to promote images of old age and terminally
ill people in public. But due to their history, the two institutions have a strong social
agenda – and both have to raise money. So they work with disturbing images and
test the boundaries of what is acceptable in society. Most disconcerting for us are, of
course, plain images of bodily decay and the physical aspects of old age. One such
LPDJHWKDWDFWXDOO\ZRQDQDZDUGLQLVRIDZRPDQLQWKHEDWKWXE$WUVW
one is drawn to her cheerful smile, but then realizes the traces of chemo therapy on
her body. This comes as a shock. There seems to be nothing special about a woman
HQMR\LQJKHUEDWKEXWWKHQWKHGHYDVWDWLQJHHFWRIFDQFHUEHFRPHVREYLRXV7KH
ZRUG֥+RVSHDFH֦DGGHGWRWKHLPDJHVSHDNVRIDZRUOGZKHUHGHDWKLVDUHDOLW\ )LJ
֥,FKPDJMHGHV%LOGYRQPLU6RODQJHHVNHLQ5¸QWJHQELOGLVW֦ ,OLNHHYHU\LPDJHRIP\VHOIDVORQJDVLWLVQRWDQ;UD\   SURYLGHVDQRWKHUFORVHXSRI
DWHUPLQDOO\LOOSHUVRQ,QWKLVFDVHWKHYLHZHULVFRQIURQWHGZLWKWKHROGPDQvV
wrinkles, the specks on his skin, his haggard mouth, the loose skin of his neck, and
the skull-like outlines of his head. Due to the close-up technique of the photo, all
WKHVHGHWDLOVDUHPHUFLOHVVO\EURXJKWWRWKHDWWHQWLRQRIWKHYLHZHU,WLVDW\SHRI
SKRWRWKDWRQHZLOOQRWQGLQSURGXFWDGYHUWLVLQJEXWUHIHUHQFHVFDQEHIRXQG
in photographs by artists. Richard Avedon´s photos of his father Jacob come to
mind, or Nicholas Nixon´s renditions of terminally ill patients in hospitals and
HOGHUO\UHVLGHQWVDWQXUVLQJKRPHVLQWKH86,QFRPSDULVRQWRWKHVHSKRWRJUDSKV
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the hospice images clearly remain within certain limits of the acceptable. Despite
their directness, they are deeply indebted to a humanist tradition in portraiture,
meant to promote an empowered and autonomous version of the human being.
The aged man in the hospice photo is presented as someone who retained his
qualities as a human subject. His smile is intentional and directed. He is fully engaged in blowing someone a kiss, and seems to be conscious and aware of his
HQYLURQPHQW1L[RQvVSKRWRJUDSKVWDNHQLQWKHQXUVLQJKRPHV ֝ GLVSOD\DUDGLFDOO\GLHUHQWDSSURDFK$VDGDULQJGRFXPHQWDULDQKHPHUHO\UHFRUGHG
ZKDWKHHQFRXQWHUHGDWWKHVHKRPHV֥7KHSKRWRVQHLWKHUDWWHUWKHUHVLGHQWVQRU
GLVGDLQWKHP֦ SUHVVUHOHDVH=DEULVNLH*DOOHU\ 7KHUHLVQRLQWHQWWRSURYLGH
a model of meaningful aging. The resident of the nursing home is depicted as
deeply withdrawn in his bodily shell. One cannot tell which degree of consciousness dwells in this body that presents a numb and sealed façade to the environPHQW7KHSKRWRJUDSKUHQGHUVWKHROGSHUVRQDVPHUHSK\VLFDOIDFWDQGPDWWHU,Q
comparison, the hospice image provides the viewers with a mitigated version of
WKHGHFD\DQGWKHGLVLQWHJUDWLRQFDXVHGE\GLVHDVHDQGROGDJH$OWKRXJK,NQRZ
from my own experience how disturbing the campaign photos were and how well
they functioned in a PR context, they are clearly informed by a particular pictorial
WUDGLWLRQDQGWKH&KULVWLDQLGHRORJ\RIWKHLQVWLWXWLRQVSURPRWLQJWKHP )LJ
The humanist roots of the type of portraiture promoted in the hospice photos beFRPHHYHQPRUHHYLGHQWLQWKHFORVHXSRIWKHIDFHRIDQROGZRPDQIURPD
FDPSDLJQ7KHWH[WLQVHUWUHDGV֥,WLVWKHSRZHURIWKHVRXOWRVXHUDQGWRH[SHULHQFH
KDSSLQHVV֦$QGLQGHHGWKHROGODG\LVSUHVHQWHGDVDQHPSRZHUHGDQGGLJQLHGEHing. She is calmly looking at the viewer with the proverbial eyes that have seen a lot.
The crumpled landscape of her face is animated and powered by spirituality. (Fig. 4)
$FRUUHVSRQGLQJLPDJHE\1LFKRODV1L[RQFRQYH\VDWRWDOO\GLHUHQWLPSUHVVLRQRI
old age. The person, probably a woman, seems no longer herself. For lack of a cogniWLYHPRGHORIKHUVHOIVKHSK\VLFDOO\FOLQJVWRKHUVHOIZLWKKHUFODZOLNHQJHUV7KLV
wide-eyed, hairy being with signs of panic and fear cannot perform any mirroring
function. The camera caught her as an alien who has very little in common with the
self-contained, mildly smiling old lady of the CS Hospiz photo. Her physiognomy
FDQQRWEHUHDGDQGROGDJHDQGGLVHDVHKDVOHIWDQDUFKLFPDUNVRQKHUERG\ )LJ 
,Q WKLV FRQQHFWLRQ D ֥/LWWOH %URWKHUVv֦ DG   SURYHV SDUWLFXODUO\ LQWHUHVWLQJ ,W SUHVHQWV DJH OLQHV DV ֥URDGPDSV RI WKH VRXO֦ OLQHV ZKLFK DUH VXSSRVHG
WR EH UHDG DQG GHFLSKHUHG 7KH IXUURZHG EURZ RI WKH PDQ WDONV DERXW ֥:RUU\LQJLI,vGHYHUUHWXUQIURP,YR-LPDDOLYH֦$FFRUGLQJWRWKHXQGHUO\LQJSV\FKRSK\VLRJQRPLF PRGHO KLV UVW HQFRXQWHU ZLWK KLV IXWXUH ZLIH KDG WR OHDYH
a lasting impression on this face. And there are also subversive traits which hint
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CS Hospiz &DPSDLJQ/RZH**.
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Nicholas Nixon, 0$(%RVWRQ
©Nicholas Nixon, Courtesy of Fraenkel Gallery, San Francisco
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DW ֥7KH VPLUN RI D PDQ ZKR LJQRUHG SURKLELWLRQ֦ $V YLHZHUV IDFHG ZLWK WKH
landscape of these old faces, we are supposed to know which events deserve to
be read back into the faces of aged people and to construct a meaningful facial
cartography. Nixon´s photographs, in turn, seem to be random records of wrinNOHVEUXLVHVDJHVSRWVDQGWKHGLVJXUHPHQWRIWKHDSSURDFKLQJGHDWK )LJ

Close-Up Views as a Powerful Pictorial Strategy
When it comes to depicting the reality at nursing homes and hospices, there seems
WREHRQHPDLQW\SHRISLFWRULDOUKHWRULF(YHU\RQHNQRZVWKHFRUUHVSRQGLQJLPDJHV
RIDQROGDQGZHDNSHUVRQEHLQJWDNHQFDUHRIE\DQXUVHRUVRPHRWKHUIULHQGO\VWD
This highly standardized version can be found in many brochures and promotional
materials of institutions like CS Hospiz or +RXVHRI0HUF\. The images emphasize
WKHGHJUHHRIDWWHQWLRQDQGWKHGLDORJLFDOFKDUDFWHURIWKHUHODWLRQVKLSGHSLFWHG,Q
this obviously close relationship, one party needs help and care while the other most
willingly provides what is needed and seems to derive pleasure from this engagePHQW,QWHUHVWLQJO\CS Hospiz and +RXVHRI0HUF\do not argue along these lines in
their public campaigns. :LWKDIHZH[FHSWLRQVWKH\DYRLGVXFKLPDJHU\,QVWHDG
WKH\ZRUNZLWKFORVHXSVRIVLQJOHIDFHVRIWKHLUSDWLHQWV)URPWKHLPDJHV
circulated by the +RXVHRI0HUF\LQWKHDERYHPHQWLRQHGSHULRGRIWKHSKRWRV
are close-ups. They are used in various versions framed by various text messages.
,QOLJKWRI(PPDQXHO/HYLQDVvKXPDQLVWSKLORVRSK\WKLVSLFWRULDOVWUDWHJ\FDQWDNH
on a particular meaning. By confronting the public with these blown-up, frameOOLQJKXPDQIDFHVWKDWORRNGLUHFWO\DWWKHYLHZHUWKHGHVLJQHURIWKHFDPSDLJQ
PDQDJHVWRWXQHWKHSXEOLFLQWRDIXQGDPHQWDOHWKLFDOGLPHQVLRQDV/HYLQDV  
understands it. For him, any ethical relationship is grounded in this face-to-face
H[SHULHQFHRIDQRWKHUKXPDQEHLQJ:KHQORRNLQJLQWRVRPHRQHHOVHvVH\HV,DP
confronted with an ultimate, inaccessible otherness that will always withdraw from
me. We may share a particular language, temporality, and subject status, but, ultimately, the other is out of reach for me. His/her defenseless eyes make me hold my
invasive gaze and by pulling back, in a kind of contraction, self-awareness, and an
understanding of my limitations and boundaries are created. At the same time, any
UHVSRQVLELOLW\IRUWKHRWKHUHPHUJHVIURPWKLVGHHSO\DHFWLQJHQFRXQWHUFDSDEOH
RIWUDQVIRUPLQJWKHVXEMHFW,QDNLQGRISUHOLQJXDOH[SHULHQFHPHGLDWHGE\WKH
HSLSKDQ\RIWKHKXPDQIDFHDSULPDU\LQVLJKWLQWRWKHLUUHGXFLEOHGLHUHQFHDWWKH
KHDUWRIHYHU\WKLQJLVJDLQHG)RU-XGLWK%XWOHU  LWLVDOVRWKLVIDFHWRIDFH
experience through which human beings are confronted with the heteronomy of
existence, and ultimately have to acknowledge their inadequacy and vulnerability.
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But coming back to the campaigns: From Levinas´ perspective, the close-ups of old
faces mainly introduced by the +RXVHRI0HUF\allow for a reenactment of this original experience of otherness that disrupts any certainty and challenges the viewer as
an ethical being. Due to the close-up technique of these photos, one is overwhelmed
and instantly drawn into a relationship that triggers pre-lingual bonds and redeQHVWKHFODVVLFDO,֝\RXUHODWLRQ7KHXQVROYDEOHP\VWHU\RIWKHVHIDFHVJHQHUDWHV
a type of respect that has very little to do with the common attempts to picture the
old person as the receiver of professional care and personal kindness. Presenting the
patient as an object of help and good will would mean to automatically reinforce
the kind of subject – object hierarchy questioned by the humanist philosopher.

The Old Person and His / Her Youthful Other
$ VHFRQG SLFWRULDO VWUDWHJ\ , ZRXOG OLNH WR VLQJOH RXW FRQFHUQV WKH LUUHWULHYDEOH
passing of time and the scourge of aging. How to address these issues in a PR
FDPSDLJQ"$JDLQWKHSRLQWVHHPVWREHWRGUDZHYHU\RQHLQDQGZRUNZLWKWKH
IDFWWKDWHYHU\RQHLVVXEMHFWHGWRWKHVHSURFHVVHV(YHU\RQHZLOOEHROGRQHGD\DQG
a heightened awareness of this heart-rending issue will eventually create solidarity
and result in support for the institutions. Consequently, several of the +RXVHRI0HUcy campaigns deal with the irreducible gap between the former youthful and now
old self of their patients. The corresponding images introduce their protagonists as
SHRSOHZKRKDYHFRPHDORQJZD\,QWKHSDVWWKH\ZHUHDOO\RXQJDQGDWWUDFWLYH
which seems to guarantee them a certain bonus factor in a society that is obsessed
with youthfulness. The fact that they all started out fresh, proper, and handsome
LVVXSSRVHGWRPDNHWKHLUFXUUHQWVWDWHOHVVDOLHQDWLQJ,QWKHIROORZLQJ,ZRXOG
like to present some of the campaigns which approach the topic in variations.
,QRQHRIWKHFDPSDLJQVRIWKH+RXVHRI0HUF\, a close-up of a current view
of an old face is juxtaposed with a photo of the person when she was young. The
snap-shot quality of the current image stands in strong contrast to the framed,
staged, and well-composed old photo presenting an authorized version of the
former self. The eye wanders between the two photos trying to gain orientation
by pinpointing some of the similarities. The task set in this physiognomic puzzle
LV WRFUHDWHOLNHQHVVDQGWRGHWHFWIHDWXUHVXQDOWHUHGE\WLPH;<SURXGO\SUHVents her former self yet untouched by the signs of aging. The close-up of the old
face creates a feeling of unmediated presence, whereas the small framed photograph seems to have emerged from the past as a single, precious, charged item.
The accompanying two sentences further support the antagonistic structure beWZHHQSDVWDQGSUHVHQW,WVD\V֥7KLVDJHLVFDUULHGE\WKHZLQG7KLVDJHLVFDU-
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ULHG VXSSRUWHG E\XV֦ )LJ ֥+HXWHELQLFK֦ 7RGD\,DP UHSUHVHQWV
an even more radical, plain, and unsentimental version of the above-mentioned
concept. An old photograph of a man is presented in front of a wooden background which blocks the sight, allows for no perspective, and has something
highly factual about it. As text and image do not correspond, there is no possiELOLW\WRYHULI\WKHVWDWHPHQWDFFRPSDQ\LQJWKHLPDJH,WLVVLPSO\WKHDXWKRULW\
of the handwritten note and its shaky appearance that evokes an aged version of
the person shown in the photo. Or is it the person´s imaginary voice, verbalizLQJWKLVPHVVDJHWKDWPDNHVXSIRUWKHODFNLQJLPDJH"7KHFRUUHVSRQGLQJYLVXDO
proof is missing, but we all know what time and life do to faces and bodies. He is
still alive, but it does not say how old he was when the photo was taken. He was
in his best years then and that is apparently no more the case now, which is sad
DQGKDUGWRDFFHSWEXWZLOOHYHQWXDOO\JHQHUDWHHPSDWK\DQGVROLGDULW\ )LJ
A comparable strategy is deployed in a +RXVHRI0HUF\FDPSDLJQRIIDOO,W
is about two representations of one person in the same picture frame. The image features two cropped versions of the same person. The person on the right
is set back in space and is therefore smaller in size. The accompanying text
UHDGV֥RU֝VRZKDW7REHROGKDVLWVDGYDQWDJHV$WOHDVWKHUH֦ PHDQLQJLQWKHQXUVLQJKRPH 7KHWH[WPHQWLRQVDQDJHGLHUHQFHEXWWKHIDFHVDUH
LGHQWLFDODQGRIWKHVDPHDJH7KHGLHUHQFHLVJHQHUDWHGE\WKHGLHUHQWSRVLWLRQV LQ VSDFH DQG E\ WKH FRQMXQFWLRQ ֥RU֦ ZKLFK FUHDWHV GLHUHQFH DQG VSHDNV
of alternatives. On the other hand, the image plays with the mechanisms of perFHSWLRQ  RU  GRHV QRW PDNH PXFK RI D GLHUHQFH IRU WKRVH ZKR VWLOO IHHO
֥WKH VDPH֦ $SDUW IURP ELRORJLFDO PDWWHUV LW LV WKH JD]H RI WKH RWKHUV DQG WKHLU
PDSSLQJ RI WKH SHUVRQ RQ D WLPH OLQH ZKLFK GHWHUPLQHV KLVKHU DJH )LJ  

Images of Desire and Fun
Against the Bleakness of Old Age
Another main strategy of these campaigns seems to aim at a revision of old age as a
sad, unpleasant, and austere phase of life. This makes sense in light of the overall goal
of the two institutions to question preconceptions and stereotypes of old age and
to work against its stigmatization in society. The still life arrangement presented in
a CS HospizFDPSDLJQRIZDQWVWRGHPRQVWUDWHWKDWWHUPLQDOLOOQHVV WKHWH[W
PHQWLRQVDQLQFXUDEOHFDQFHUGLVHDVH DQGWHPSRUDU\SOHDVXUHDUHFRPSDWLEOH,QWKH
arrangement of a Campari and candles on a tray, the little red bottle stands out and
VLJQLHVZRUOGO\WHPSWDWLRQVDQGSOHDVXUHV7KHSHUVRQDEVHQWIURPWKHSKRWRDVNHG
for a Campari because he/she felt that this could provide comfort or delight. (Fig. 10)
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+RXVHRI0HUF\Campaign 2004, Lowe GGK
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1H[W , ZRXOG OLNH WR GHDO ZLWK D YDULHW\ RI FDPSDLJQV WKDW WU\ LQ RQH ZD\ RU
WKHRWKHUWROLQNROGDJHZLWKMR\RUHYHQ֥IXQ֦WRXVHRQHRIWKHNH\WHUPVRI
RXUFRQVXPHUVRFLHW\,QD+RXVHRI0HUF\ campaign of Spring 2004, old people
SUHVHQWWKHLUKREELHVDV IRUPHU VRXUFHVRISOHDVXUH,QWKHFDVHRIDPDQLQDQ
RXWGRRUVFHQDULRLWVD\V֥LVGLYLVLEOHVRFLDOUHVSRQVLELOLW\WRR֦+HLVSUHVHQWHG
ZLWKDPRWRUF\FOHEXWIURPKLVVWLDQGLPPRELOHERG\SRVWXUHRQHFDQWHOOWKDW
the times of his wild rides are long gone. He seems strangely removed from the
vehicle. The man has tucked a helmet under his arm and is obviously dressed to
perform as a biker, but there is no indication of action. He is just glancing at the
camera, somehow hoping for approval as a biker. The Kawasaki seems to have
EHHQDGGHGWRWKHVFHQDULRDVDVLJQLHURIWKHPDQvVGHVLUHVRUDVDQDWWULEXWHWKDW
RQFHIRUPHGDSDUWRIKLVLGHQWLW\(YHU\WKLQJLVZHOODUUDQJHGKHLVHYHQZHDULQJ
a leather jacket, but all this attention to details cannot deny the fact that there is a
tremendous and unbridgeable gap between him and his former passion. (Fig. 11)
Classical advertising strategies do not allow for such gaps and the sadness that resides in them, but would rather go for the story of the aged biker who preserved his
YLWDOLW\DQGUHPDLQHGIXOOHGJHGPHPEHURIRXUIXQVRFLHW\$V0DJ6WLSLWVWKH
PR person of the +RXVHRI0HUF\PHQWLRQHGLQFRQYHUVDWLRQWKH\IUHTXHQWO\QG
the concepts and motifs of their campaigns emulated by commercial advertising,
ZKLFKLVDFRQVLGHUDEOHVRXUFHRIIUXVWUDWLRQWRWKHP+HDGGHG֥7KH\XVXDOO\FDQ
DRUGWKHEHWWHUSKRWRJUDSKHUVDQGZLOODOZD\VWU\WRWRSRXULPDJHV֦$QGLQGHHG
an Austrian insurance company seems to have appropriated the motif of the biker.
,QWKLVFDVHLWLVDIHPDOHZKRLVULGLQJDELNH6KHLVVKRZQLQDFWLRQZHDULQJD
helmet, goggles, gloves, and a sporty red jacket. There is more of everything: more
power, more dynamics, more denial of the restrictions of old age, and, of course,
PRUHSURPLVHV7KHDGDUJXHVIRUQDQFLDOVHFXULW\ZKLFKZLOOPDNHWKLVNLQGRI
fun possible. The message is that with the right choice of a retirement savings plan,
WKHSXUVXLWRI\RXUSDVVLRQVZLOOEHJXDUDQWHHG,QWHUPVRIWKHSKRWRJUDSKWKH
DFWLRQVKRWIHDWXUHGLQWKHLQVXUDQFHDGYHUWLVHPHQWLVGHQLWHO\PRUHDPELWLRXV
and exciting than the other more static picture, but it lacks the moving quality
of the latter. Both charity institutions have, so far, recruited their models mostly
IURP DPRQJ WKHLU SDWLHQWV DQG WKDW PDNHV DOO WKH GLHUHQFH LQ WKH ZRUOG 7KH
Kawasaki man may have maintained an imaginary connection with his machine,
but his active time is irretrievably over. One can feel the inadequacy and lack at the
heart of this identity construct, which is not covered up by false promises. (Fig. 12)
Another interesting example of promoting a positive image of old age and at
WKHVDPHWLPHUHHFWLQJXSRQWKHFRQGLWLRQVRIVXFKZHOOEHLQJLVWKHLPDJHRI
WKH֥)DVFKLQJVSDDU֦ FDUQLYDOFRXSOH  The image is cropped and snap shot like.
The protagonists are nicely dressed, as for a ball or a party. She has a nice orchid
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SLQQHGWRKHUGUHVV(YHU\WKLQJVHHPVWREHVOLJKWO\RXWGDWHG7KHSDUW\KRUQVKH
is teasing him with is dated and does not really explain the fun they are obviously
having. They are fully absorbed in their action, but the hand written inscriptions
superimposed on their bodies seem to identify the potential trouble makers that
FRXOGDEUXSWO\SXWDQHQGWRWKHLUHQMR\PHQW,WLVDSUHFLRXVFDUHIUHHPRPHQW
for the time being, thyroid, bladder, prostate, lymph nodes, colon, all collaborate
DQGIXQFWLRQLQDZD\WKDWQRPDMRUGLVWXUEDQFHVDUHWREHH[SHFWHG,WLVDSUHFDULRXVHTXLOLEULXPZKLFKFRXOGEHWKURZQREDODQFHLQWKHQH[WPRPHQW,PDJHV
OLNHWKLVVWDQGLQVWURQJFRQWUDVWWRWKHIDPLOLDUGHSLFWLRQVRIVXSHUWROGSHRSOH
and vital couples who seem to enjoy a kind of well-being that is a given. Unlike the CS Hospiz campaign, these ads leave out the subversive inscriptions or a
kind of accompanying subtext that would add a realistic note to the idea of wellGHVHUYHG DQG WKHUHIRUH XQUHVWULFWHG MR\ LQ WKH DGYDQFHG SKDVHV RI OLIH )LJ  
The question is what to make of the +RXVHRI0HUF\FDPSDLJQ֥/LYH\RXUIUHHGRP :H OLYH RXU UHVSRQVLELOLW\֦ RI VSULQJ " When these images appeared
LQ WKH QHZV PHGLD , FOLSSHG DOO RI WKHP EHFDXVH WKH\ VHHPHG VR LUULWDWLQJ
,Q WKH KHDGOLQH IHDWXUHG RQ WKH SKRWRV IUHHGRP DQG UHVSRQVLELOLW\ DUH MX[WDSRVHG 7KH LPSHUDWLYH ֥/LYH \RXU IUHHGRP֦ VHHPV WR SURYLGH WKH SDWLHQWV ZLWK
NLQGRIDMHVWHUvVOLFHQVHIRUXQUHVWULFWHGEHKDYLRUZKLOHGRFWRUVDQGVWDPDLQtain their sense of responsibility. What could this freedom be about: to do forELGGHQWKLQJVWRULGLFXOHH[SHFWDWLRQVDQGQRUPV"7RPRFNWKHUROHRIWKHHOGHUO\ FKURQLFDOO\ VLFN SHUVRQ LQ WKH ODVW SKDVH RI KLVKHU OLIH" ,V LW DERXW WKH
IUHHGRPWRFDXVHLQGLJQDWLRQLQWKHYLHZHUV"2ULVLWMXVWDERXWWKHIUHHGRPRI
EHLQJ RQHVHOI D ULJKW H[SOLFLWO\ VXSSRUWHG E\ WKH LQVWLWXWLRQ" +RZ GRHV DOO WKLV
JRWRJHWKHUZLWKWKHGLJQLW\WKHVHLQVWLWXWLRQVZDQWWRHQVXUHIRUWKHLUUHVLGHQWV"
֥(GQD֦KDVGUHVVHGXSIRUWKHSKRWRRSSRUWXQLW\6KHKDVSXWRQKHUIDQF\SLQN
glasses, picked her golden gloves and her fan, and carefully arranged a pink scarf.
She is back on stage reviving a former version of herself. As Mag. Stipits points
out, that several of their patients enjoy these kinds of photo sessions a lot and collaborate most willingly. They get excited and draw great pleasure from being part
RIDQDGYHUWLVLQJFDPSDLJQ,Q(GQDvVFDVHVKHUVWHQMR\HGKHUSURPLQHQFHLQ
the community, but soon enough grew tired of her newly achieved glamour and
withdrew more and more afterwards. (Fig. 14) Another protagonist performs as
WKHZHOOGUHVVHGJHQWOHPDQKHSUREDEO\ZDVLQWKHSDVW,QDQLURQLFDODQGDOPRVW
GHDQWDFWKHFUHDWHGDELJFKHZLQJJXPEXEEOHDVSHHFKEXEEOHWDONLQJQRQsense, blown right in the face of the camera. Like all the other models from the
VDPH VHULHV KH LV SUHVHQWHG LQ IURQW RI ZDOOSDSHU UHPLQLVFHQW RI WKH V ZKLFK
seems to contextualize the tame joys of the models in a bygone framework. And
there is the man with the pinwheels in motion. Will the pinwheels let him forget

131

132

At Face Value & Beyond. Photographic Constructions of Reality

13

CS Hospiz Campaign 2004, Lowe GGK
© CS Hospiz Rennweg

Death Can Wait

14

+RXVHRI0HUF\Campaign 2011, Lowe GGK
© Haus der Barmherzigkeit

133

134

At Face Value & Beyond. Photographic Constructions of Reality

KLV ZKHHOFKDLU" 7KH IXQ REMHFW LV DGRUQHG ZLWK GRWV DQG RZHUV EXW WKH PRVW
disconcerting dot can be found above the man´s left eye. No one took the pains
to retouch this marker of mortality. He looks into the camera in a skeptical way
DQGVHHPVWRZRQGHUDERXWWKHHHFWRIKLVSHUIRUPDQFHRQWKHYLHZHU&RQVLGering the fact that the man is no professional model, he plays his part reasonably
ZHOODQGVRPHKRZPDQDJHVWRFRPPXQLFDWHWKDWKHLVVWLOOWIRUIXQ )LJ
1RGRXEWWKHOLEHUDWLQJHHFWRIWKHVHLPDJHVLVWUHPHQGRXV7KHVHYLHZVFRQWUDdict any conception of a stale and mournful last phase of life, and question moralizing and restrictive notions of dignity, maturity, and the so-called wisdom of old age.
On the other hand, this choreography of fun seems to say more about the director
of this show and certain conceptions prevailing in our society than about those deSLFWHG7KHDGUHIHUVWR֥UHVSRQVLELOLW\֦EXWZKRH[DFWO\ZDVUHVSRQVLEOHIRUSURYLGing these requisites of fun which the patients seem to hold in front of themselves as
LIWKH\ZDQWHGWRKLGHEHKLQGWKHP",QDGGLWLRQWKH֥IUHHGRP֦WKDWWKLVFDPSDLJQ
promotes seems to be mostly about dressing up, performing, masquerading, and
pretending to be unburdened and unconcerned. The question is whether this soFDOOHGIUHHGRPFDQEHVXVWDLQHGDQGH[WHQGHGEH\RQGWKHFRQQHVRIDSKRWRVKRRW
,QVSULQJWKH+RXVHRI0HUF\ completely remodeled its campaigns and currently uses comic-like drawings to promote its message. CS Hospiz has refrained more
DQGPRUHIURPZRUNLQJZLWKWKHLU֥JXHVWV֦,QVWHDGWKH\WU\WRGHYHORSSRZHUIXO
PHWDSKRUVDQGVLJQLHUVRIWKHVSHFLDOFRQGLWLRQVRIOLYLQJFORVHWRGHDWK7KHWLPHRI
encountering the photographs of hospice residents in public space seems to be over.

Death Can Wait

15

+RXVHRI0HUF\Campaign 2011, Lowe GGK
© Haus der Barmherzigkeit

16

Photo Shoot at the+RXVHRI0HUF\, 2011
© Haus der Barmherzigkeit

135

136

At Face Value & Beyond. Photographic Constructions of Reality

“The Beast”
On the Photographic Staging of the Large Hadron Collider
at the Nuclear Research Center in Geneva

LHC, the book on the construction and set-up of the Large Hadron Collider
at &(51WKH(XURSHDQ2UJDQL]DWLRQIRU1XFOHDU5HVHDUFKZDVIURPWKHYHU\
beginning promoted with powerful visual metaphors and bombastic rhetoric. The
visual urgency of these motifs left no doubt that this was a photographic project
operating at the borderline of what can be shown. How could the processes in
FRQQHFWLRQZLWKWKHSDUWLFOHDFFHOHUDWRUWKH/DUJH+DGURQ&ROOLGHUEHVKRZQ"
The main challenge obviously existed in developing a visual language that would
make it possible to illustrate these operations, most of which are immaterial and
transcend our human powers of imagination. The photos in the LHC volume
were taken by Peter Ginter, a renowned photographer who works for journals
such as Geo and 1DWLRQDO*HRJUDSKLFand who has, in recent years, made a name
IRU KLPVHOI ZLWK FRPPLVVLRQHG ZRUN LQ YDULRXV KLJKWHFK HOGV LQFOXGLQJ
biotechnology and plasma physics. The pictures assembled in the LHC publication
DUH WKH \LHOG RI D \HDU GRFXPHQWDWLRQ RI WKH SURFHVVHV DURXQG WKH /DUJH
Hadron Collider at &(51֥7KHEHDVW֦RU֥ZRUOGPDFKLQH֦ )UDQ]REHOS
 DVWKHODUJHVWSDUWLFOHDFFHOHUDWRURQHDUWKKDVEHHQFDOOHGLVDEOHWRDFFHOHUDWH
SURWRQVWRDOPRVWWKHVSHHGRIOLJKW,WVXEVHTXHQWO\EULQJVWKHPWRFROOLVLRQLQ
D NLORPHWHU ULQJ KRXVHG LQ D VXEWHUUDQHDQ WXQQHO 7KLV PDNHV LW SRVVLEOH WR
simulate a scenario comparable to the situation immediately after the Big Bang.
,QWKHIROORZLQJ,ZRXOGOLNHWRJLYHDFORVHUHDGLQJRI*LQWHUvVSKRWRJUDSKLF
response to the challenges faced at &(517KHUVWVWULNLQJWKLQJQRWLFHDEOHLQ
KLVSKRWRJUDSKVLVWKHKLJKO\FKDUJHGDWPRVSKHUHFUHDWHGE\WKHOLJKWLQJHHFWV
of these images. The question is how to align these light-enhanced pictures with
WHFKQRORJ\SKRWRJUDSK\LQWKHFRQYHQWLRQDOVHQVH":KLFKYLVXDOGLVFRXUVHVGRVR
FDOOHGWHFKQRORJ\SLFWXUHVIROORZWRGD\"$V3HWHU*LQWHU֢VSKRWRVVHHPWRVXJJHVWD
couple of standard models of picturing high tech institutions and the activities taking
place there have crystallised. These photos, which are included in the annual reports
and information brochures of the respective institutions, show an elevated caste of
scientists pursuing their jobs in an environment that is bathed in a type of radiant
lighting owed to digital post-production. The spirit prevailing in some of Ginter´s
LHC photographs can be best described as awe. Rolf-Dieter Heuer (2011), &(51’s
GLUHFWRUFDOOV*LQWHU֢VSLFWXUHV֥DQLPSUHVVLYHK\PQWRUHVHDUFK֦ S 0RVWRIWKH
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photos are jubilant, solemn, and work with an almost religious pictorial rhetoric.
The protagonists in these photos of a digitally generated afterglow become astral
beings and part of an illuminated world that seems to be conducive to mental clarity
and allows for a type of knowledge production that is without failure. They seem
to be far removed from a more mundane working environment and apparently act
in line with a mission that is legitimized by the strong and all-encompassing light.
,Q*LQWHUvVSKRWRVWKH&(51 crew becomes enlightened in the real sense of the
word .The supernatural lighting turns the formulas on the board into the proverbial
֥ZULWLQJ RQ WKH ZDOO֦ DQG LQYHVWV WKHP ZLWK D VHQVH RI D UHYHODWLRQ )LJ 

Glossy Surfaces
,Q 3HWHU *LQWHUvV YHUVLRQ &(51 becomes an environment of glossy surfaces.
Metal components, tubes, copper wires, the crystals of the CMS subdetectors, the
֥ELJZKHHO֦PDGHRIEUDVVHWF all shine. A reference to the French Abbot Suger
RFFXUV$VHDUO\DVLQWKHWKFHQWXU\KH֥DWWULEXWHG&KULVWLDQFXOWLFREMHFWVPDGH
RIJROGVLOYHUDQGSUHFLRXVVWRQHVZLWKKDYLQJDQHHFWRQWKHVSLULWRIWKHEHOLHYHU
WUDQVFHQGLQJWKHDHVWKHWLF֦ .UDXWHUS 7KHVLJKWRIVKLQLQJSUHFLRXV
metal could result in experiencing levitation and transport the believers to higher
VSKHUHV )LJ $VGHVFULEHGE\$QGUHDV&UHPRQLQL  LQKLVHVVD\֥EHUGHQ
*ODQ]֦ ֥2Q%ULOOLDQFH֦ LQPDQ\FDVHVEULJKWQHVVFDQGHYHORSDQ֥DHVWKHWLFOLIH
of its own, […] which transcends its indexical function of being an expression
RIWKHQDWXUHRIDQREMHFW֦ S ,IRQHFRQVLGHUVVKLQLQHVVDVDVSHFLDOFDVHRI
DUHHFWLRQWKHVHUHHFWLRQVGRQRWQHFHVVDULO\PLUURUWKHHPSLULFDOZRUOGLQD
UHDOLVWLFZD\:KHQOLJKWKLWVFRQFDYHFRQYH[RUPRYLQJVXUIDFHVWKHUHHFWHG
surroundings appear anamorphotically distorted and develop a life of their own. A
KDUGO\QRWLFHDEOHVKLIWRIWKHOLJKWVRXUFHRUWKHUHHFWLQJREMHFWFDQLPPHGLDWHO\
UHVXOWLQIXUWKHUPRGLFDWLRQVRIWKHUHHFWHGUHDOLW\$WWKHVDPHWLPHUHHFWLRQV
on shiny surfaces are extremely dependent on the position and angle of the
YLHZLQJ VXEMHFW *OLQW LV HSKHPHUDO DQG FDQ WKHUHIRUH QRW EH FRXQWHG DPRQJ
WKHVWDELOL]LQJDVSHFWVRIRXUSHUFHSWLRQ,QWKHH\HVRIWKHSKHQRPHQRORJLVWWKH
YLHZHULVDOVRFKDOOHQJHGDQGDHFWHGE\EULOOLDQFHEHFDXVHLWLVDFFRPSDQLHGE\
a kind of blinding and the dissolution of the active gaze. From this dissolution of
WKHDFWLYHJD]HLWLVRQO\DPLQRUVWHSWRWKHFRQFOXVLRQWKDW֥WKLVOLJKWKHUDOGHG
E\DQLUUHDOLQWULQVLFEULOOLDQFHLVQRWRIWKLVZRUOG֦ &UHPRQLQLS 
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Computer Enhanced Documentary Photography
However, in reality everything is actually much more banal, and shiny technology
in contemporary photographs has nothing to do with allusions to a transcendental
reality. The animating forces at play are a matter of selecting the appropriate postSURGXFWLRQ SURJUDPPHV ,Q WKLV FRQQHFWLRQ +HUWD :ROIvV   UHDGLQJ RI D
W\SHRIWHFKQRORJ\SKRWRJUDSK\E\7KRPDV5XSURYHVSDUWLFXODUO\LQWHUHVWLQJ
5X֢V֥0DFKLQHV֦F\FOHIURPIRUPVWKHEDVLVRIKHUDQDO\VLV,QWKLVVHULHV
5X GHDOW ZLWK WKH KROGLQJV RI WKH SLFWXUH DUFKLYHV RI WKH ֥0D\֦ &RPSDQ\ D
WRRO DQG PDFKLQHU\ IDFWRU\ RSHUDWLQJ LQ WKH V LQ '¾VVHOGRUI2EHUNDVVHO
5X VFDQQHG  JODVV QHJDWLYHV SURFHVVHG WKHP GLJLWDOO\ DQG VXEVHTXHQWO\
transformed them into large-format C prints. However, if one looks at these
SLFWXUHV RI SURGXFWV WKDW 5X WLQWHG ZLWK WKH FRORXUV RI ROG KDUGZHDULQJ
industrial paint, it becomes apparent how far these objects are removed from their
RULJLQDO FRQWH[W )LJ   ,Q 5X֢V GLJLWDOO\ SURFHVVHG YHUVLRQ WKH ZRUNSLHFHV
which were originally photographed for the company’s sales catalogue, become
RDWLQJ GD]]OLQJ GLJLWDOO\ SODWRQLF LGHDV RI WKHPVHOYHV 7KH\ DUH WUDQVIRUPHG
into immaculate, hard, shiny objects of a consumer world whose longings they
UHHFW DQG WUDQVSRUW 7KH REMHFWV FDQ VWDQG RQ WKHLU RZQ VWLPXODWH WKHLU RZQ
desire and become simulacra of themselves. As Wolf (2004) continues to elaborate,
5X֢VSKRWRVDUHDFWXDOO\RQO\DQDOEXWORJLFDOVWHSLQDSURFHVVRIDOLHQDWLRQ
and decontextualisation which is inherent in any photographic act. The ongoing
iconization and virtualization of our world have led to a dispensability of the
SKRWRJUDSKLFUHIHUHQW7KHPDFKLQHU\SDUWVVKRZQLQ5X֢VGHSLFWLRQVRZHWKHLU
DSSHDUDQFHWRDKLJKGHJUHHWR֥WKHFRGHVFRQWUROOHGE\WKH DSSURSULDWH FRPSXWHU
JUDSKLF SURJUDPPHV֦ :ROI  S   7KH IDFW WKDW &(51 VWD PHPEHUV
may hardly recognize their immediate working environment in the LHC photos
should therefore come as no surprise. Ginter´s reportage photography actually
creates a digitally processed variant of their familiar reality that follows its own
logic of representation and can only partly be judged on its documentary claims.

On the Staging of the Man-Technology Relationship
+RZLVWKHUHODWLRQVKLSEHWZHHQPDQDQGWHFKQRORJ\VWDJHGLQWKHVHSKRWRV",Q
the beginning of the LHC book, a worker appears inserted into the skeleton of
the LHC FRQVWUXFWLRQ,QWKLVZD\WKHJLJDQWLFWHFKQRORJ\WDNHVRQWKHFKDUDFWHU
of a framing device for the tiny human. Throughout the entire book, numerous
variations on this motif of the individual who occupies the centre of action and
DVVXPHVKLVKHUULJKWIXOSRVLWLRQDWWKHFRUHRIWKLVVFLHQWLFWHFKQRORJLFDORUGHU
are simulated. Many of the photos develop such force because the actual shape
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of the LHC makes it possible to play with the metaphor of the centre and the
desires connected with it. These alluring circular forms appear to breathe new life
LQWRWKHE\JRQH֥YLVLRQVRIFHQWUDOLW\RIWKH1HZWRQLDQDJH֦ YRQ)DONHQKDXVHQ
S :RUNHUVHQJLQHHUVDQGVFLHQWLVWVDFWDVHPSRZHUHGPDVWHUPLQGV
RISURFHVVHVWDNLQJSODFHLQZKDWVHHPVWREHODLGRXWDVDFHQWUHGZRUOG )LJ
One of the pictures that most emphatically spotlights human brain power,
DXWRQRP\DQGVSLULWXDOLW\LVGHQLWHO\WKHSKRWRRIWKH֥PRQN֦LQDPHGLWDWLYHSRVH
This particular motif was also heavily used to advertise the LHCERRN(YHU\WKLQJ
VXUURXQGLQJ WKH SURWDJRQLVW RZV VKLQHV UHHFWV ZKHUHDV KLV GDUN FORWKLQJ
DEVRUEVWKHOLJKWDURXQGKLPDQGDPSOLHVWKHLPSUHVVLRQRIVXEVWDQFHDQGZHLJKW
concentrated in his person. The position of his hands takes up the symbolism of the
FORVHG\RJDFLUFOHRIHQHUJ\,QDGGLWLRQWKHZKLWHZDYHRIHQHUJ\ZKLFKSDVVHV
through him at head level, emphasizes his claim to mental power. On the one hand,
WKHLPDJHIHDWXUHVWKHJXUHRIWKHEROGPRQN֝DVFHWLFFRQFHQWUDWHGDZOHVVZLWK
absolutely nothing redundant about him, invested with the orders of spirituality
DQGDOOWKHZHLJKWRIDFRUSRUHDOLW\GHI\LQJUHHFWLRQV2QWKHRWKHUKDQGWKHUHLV
WKLVPHWDOOLFFRQWUDSWLRQZKLFKDSSHDUVDOPRVWGHPDWHULDOLVHGGXHWRWKHUHHFWLRQV
LFNHULQJDFURVVLWVVXUIDFH7KHSKRWROHDYHVQRGRXEWDVWRZKRLVWKHPDVWHULQ
this scenario, and suggests that it would just take the monk a gesture to withdraw
the machine or subject it to his will. This master/priest/scientist is in control of
WKH WHFKQRORJ\ DQG KDV SUHVHUYHG WKH SRZHU RI SXWWLQJ LW LQ LWV SODFH )LJ 
,QWKLVFRQQHFWLRQ,ZRXOGOLNHWRHVWDEOLVKDFRQQHFWLRQZLWK$QGUHDV*XUVN\vV
work and his revised version of individuality and personal mastery in view of
WKH RYHUSRZHULQJ SURFHVVHV FKDUDFWHULVWLF RI RXU WLPH ,Q *XUVN\vV GLJLWDOO\
processed photos, the individual gets totally assimilated in the structures of a partly
technological, partly economic sublime that exceeds the power of comprehension.
Humans appear to have shrunk in these vast scenarios of proliferation and
multiplication and are no longer assigned privileged positions. At the same time,
these protagonists seem to lack any desire to stand out as single persons or distinguish
WKHPVHOYHV IURP WKHLU GLJLWDO PDWHV ,Q FRPSDULVRQ 3HWHU *LQWHUvV &(51
SHUVRQQHODUHVWLOOFDSDEOHRIGHPRQVWUDWLQJLQGLYLGXDOLW\DQGRIQGLQJVDWLVIDFWLRQ
WKURXJKLGHQWLFDWLRQZLWKDVWURQJVFLHQWLFVXSHUHJR7KH\WRRZRUNDQGDFW
in an environment deemed to relativize human power, but that does not show in
WKHLPDJHV,QWKLVUHJDUG*LQWHUUHYHDOVKLPVHOIDVDUHSUHVHQWDWLYHRIDSKRWR
journalistic tradition that can be traced back to the human interest photography
RIWKHV,QWKRVHLPDJHVWKHKXPDQLQGLYLGXDOZDVVHWRDJDLQVWWKHGLVDVWHU
of the Second World War and reintroduced as a carrier of hope and dignity. As a
photographer who is indebted to this tradition, Ginter has to picture the &(51
VWD DV HPSRZHUHG VXEMHFWV WKDW FDQ OLYH XS WR WKHLU JUDQGLRVH HQYLURQPHQW
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Animated Machines
:LWK VRPH RI *LQWHUvV SKRWRJUDSKV )HOL[ *XDWWDUL֢V WHUP ֥PDFKLQLF DQLPLVP֦
0HOLWRSRXORV /D]]DUDWRS FRPHVWRPLQG$VLVZHOONQRZQ*XDWWDUL
propagated the concept of a decentralised subjectivity that also included the object
DVDEHDUHURIGLPHQVLRQVRISDUWLDOVXEMHFWLYLW\7KLV֥SRO\VHPLFWUDQVLQGLYLGXDODQG
DQLPLVWVXEMHFWLYLW\֦֝RU֥VXEMHFWLW\֦ 0HOLWRSRXORV /D]]DUDWRS DV
Guattari called it – is mainly formed in machinic structures such as social, technical,
DHVWKHWLFRUELRORJLFDOPDFKLQHV,Q*XDWWDULV֢VRSLQLRQDQLPLVWPDFKLQLFVWUXFWXUHV
possess their own power of enunciation.Several of Peter Ginter´s images bestow the
WHFKQRORJ\GHSLFWHGZLWKDNLQGRIHQHUJ\WKDWUHVXOWVLQDQLPDWHGVWUXFWXUHV,Q
this connection, his LHC photograph showing the arrival of a focussing magnet,
SURGXFHG LQ WKH UHVHDUFK FHQWUH ֥)HUPLODE֦ LQ &KLFDJR LV SDUWLFXODUO\ WHOOLQJ
:KDWDWUVWORRNVOLNHWKHGHOLYHU\RIDSLHFHRIWHFKQLFDOHTXLSPHQWWXUQVRXW
to be a celebration of the spectacular arrival of a machine invested with Guattarian
֥VXEMHFWLW\֦ 7KH SKRWRJUDSK VXJJHVWV WKDW WKH IRFXVVLQJ PDJQHW SRZHUHG E\
LWV RZQ ZLOO DQG VHQVH RI RULHQWDWLRQ UHDFKHG LWV QDO GHVWLQDWLRQ ZLWKRXW WKH
QHHGIRUPDQSRZHU,WVSDWKLVPDUNHGE\G\QDPLFOLJKWLQJHHFWV7KHKXPDQ
personnel are only bystanders at this event. The person on the left of the picture
seems to demonstrate the appropriate mode of reception and bears an iconographic
UHVHPEODQFHWRYDULRXVDUWKLVWRULFDOVWDDJHJXUHVWKDWDUHVKRZQVWDQGLQJE\LQ
mere astonishment and wonder. The arrival of the focussing magnet is presented
as an explicit act to enliven the grey-blue façade and enhance the dynamic forces
driving the institution. This is even more interesting as in Guattari´s understanding
a machinic organism like &(51 is a dynamic entity that, in either case, produces
its own subjectivity. As the machinery pulls in with such force, one cannot but
UHDG WKLV DUULYDO DV D GHPRQVWUDWLRQ RI SRWHQF\ $W D HHWLQJ JODQFH RQH FRXOG
read the sign on the focussing magnet as IHPPHand ODSEXWWKDWZRXOGEHDQRWKHU
VWRU\DQGHQWDLOLQYHVWLJDWLQJWKHVHSKRWRVIURPDJHQGHUSRLQWRIYLHZ )LJ

Final Comment
Peter Ginter’s digital post-production can be interpreted as a way of retroactively
SURYLGLQJ OLYHOLQHVV DQG DQLPDWLRQ IRU KLV LPDJHV $V D FRXQWHUH[DPSOH ,
would like to present a quasi non-animated view of the &(51 detector that
featured in the newspaper Die Zeit ,Q FRQWUDVW WR *LQWHU֢V SLFWXUHV WKH LPDJH
VHHPV OXVWUHOHVV GHDG XQLQVSLUHG )LJ   7KH TXHVWLRQ LV ZKHWKHU DOO RI WKLV
sophisticated and skillfully deceptive photographic post-processing cannot simply
be attributed to the age-old frustration about the limitations of the photographic
medium. Photographers such as Ginter upgrade these records of the factual
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and attempt to invest them with an additional dimension meant to increase
WKHLU DSSHDO DQG PDNH WKHP EOD]H VKLQH DQG UDGLDWH 7KH TXHVWLRQ UHPDLQV ,V
*LQWHUDQDQLPLVWRUDQLPDWRU",VKHDQDQLPLVWGULYHQE\WKHGHVLUHWRWDNHWKH
photographic medium beyond its limits or is he more of an animator in the service
of a media society that demands stronger and stronger visual stimuli. Or is he
SULPDULO\DSURIHVVLRQDOZKRPDNHVXVHRIWKHWHFKQRORJ\DYDLODEOHWRKLVFUDIW"
,QDOOIDLUQHVVLWLVQHFHVVDU\WRVD\WKDWQRWDOORIWKHSKRWRVDVVHPEOHGLQWKHLHC
publication follow this sensationalist form of aesthetic. Some of the scenes are
reminiscent of everyday work situations, and appear comparatively sober, while
some even display a sense of ironic distance to the monumental approach of this
SURMHFW ,Q DQ\ FDVH 3HWHU *LQWHU֢V SKRWRV XQGRXEWHGO\ KHOS WR OHJLWLPL]H DQG
promote the &(51 endeavour. By providing the fundamental research being
carried out in Geneva with an almost mythical frame and investing it with religious
overtones, the processes taking place there become emphatically removed from
the sphere of mundane productivity and the various interests involved. When
looking at these charged images, no one would question the legitimacy of the
HQGHDYRXU DQG WKH PRQH\ WKDW RZV LQWR LW 7KH YLHZV RI WKH YLVLWRUVv FHQWUH
included in the LHC volume suggest that the institution itself promotes its cause
with a comparable rhetoric and also draws on the persuasive power of light.

7KLV SDSHU ZDV UVW SXEOLVKHG LQ 3KRWR5HVHDUFKHU (6+3K (XURSHDQ 6RFLHW\ IRU WKH +LVWRU\ RI 3KRWRJUDSK\
9ROand reprinted courtesy of the journal editors.
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Denigrative Views
On the Deconstruction of Visages in Print Media

,Q -XQH  *HRUJH : %XVK ZDV SURPLQHQWO\ IHDWXUHG RQ WKH FRYHU RI WKH
Austrian news magazine SURࣾO 7KH FRUUHVSRQGLQJ KHDGLQJ VDLG ֥7KH &UD]\
World of George W. Bush. From Alcoholic to US President: How does the
OHDGHURIWKHODVWVXSHUSRZHUWLFN"+RZIDQDWLFLVKHUHDOO\"$QGKRZLVKHYLHZHG
E\ WKH $XVWULDQV"֦ At that time, the opinion of the Austrian readers did matter
EHFDXVH %XVK ZDV SD\LQJ DQ RௗFLDO YLVLW WR $XVWULD DQG PDQ\ RI WKH FLWL]HQV
KDG PL[HG IHHOLQJV DERXW KLV VWD\ 7KH KHDGOLQH SURYLGHG D IHZ VLJQLFDQW
clues concerning Bush´s potential image in Austria, but the following analysis
will concentrate on the visual presentation of Bush on this SURࣾO cover. (Fig. 1)
A close-up of his face was basically crammed into the upper part of the page while
the headline accompanying the image was given ample space. His forehead was
FURSSHGDQGDGGLWLRQDOYHUEDOPHVVDJHVZHUHVXSHULPSRVHGRQLW,QWHUPVRIVSDFH
Bush appeared severely restricted and was clearly denied the necessary room to fully
GHYHORSKLVSUHVLGHQWLDODXWKRULW\,QWKDWVHQVHKHZDVLQGHHG֥YHUU¾FNW֦ZKLFKLQ
*HUPDQFDQDOVRPHDQ֥PRYHGDZD\RUSXVKHGRXW֦DVLQWKLVFDVHRIWKHSLFWRULDO
center. The photo was obviously taken in a moment of careless control over his
facial features. Consequently, Bush looked skeptical and clueless. His appearance
GLG QRW PDWFK DQ\ H[SHFWDWLRQV RI ZKDW D GLJQLHG VWDWHVPDQ VKRXOG ORRN OLNH
,QIDFWKHORRNHGLPSUREDEOHXQWUXVWZRUWK\DQGXQUHDVRQDEOH,QWKFHQWXU\
psychological studies, exaggerated facial expressions were considered an indicator of
insanity. At that time, individuals whose facial expressions failed to match behavior
were viewed as a threat to the concept of autonomous subjecthood. Along with the
psychological impressions of President Bush also came a mass of physiological data.
The close-up revealed a badly shaved presidential chin, hair growing out of his
nose, a downward pointed mouth. There were pores and wrinkles, and due to the
uneven lighting, the right half of the face seemed more advanced in terms of aging,
ZKLFKIXUWKHUGHVWUR\HGDQ\LPSUHVVLRQRIV\PPHWU\DQGJRRGIRUPRU֦*HVWDOW֦
,QWKHSULQWPHGLDLPDJHVDUHRIFRXUVHRQO\RQHFRPSRQHQWRIDQRYHUDOOVWUDWHJ\
to convey a particular message. The corresponding visuals are supposed to support
the main arguments of the journalistic text and to illustrate the points made there.
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,QWKDWVHQVHWKHKLJKO\SROHPLFDOYLHZRIWKH$PHULFDQSUHVLGHQWRQWKHSURࣾO
FRYHUVKRXOGSURYLGHDUVWRULHQWDWLRQIRUWKHUHDGHUVDQGWXQHWKHPLQWRDVWRU\
RITXHVWLRQHGDXWKRULW\,QIDFWRQHRIWKHIHDWXUHGVWRULHV SURࣾOS 
referred to a kind of psychogram of the president created by Justin A. Frank, an
$PHULFDQ3V\FKLDWU\3URIHVVRUDQGH[SHUWLQWKHHOGRI$SSOLHG3V\FKRDQDO\VLV
,QKLVERRN֝LWFDUULHVWKHV\PSWRPDWLFWLWOH֥%XVKRQWKH&RXFK֦ )UDQN 
- Frank elaborated on his tele-diagnosis of Bush and contemplated the particular
defaults and handicaps of his potential patient. As the SURࣾO article mentioned, his
GLDJQRVLVZDVPHDQWWRWRSSOHWKHV\PEROLFIDWKHUJXUHRIDQDWLRQDQGGLVPDQWOH
KLV FODLP WR OHDGHUVKLS ,Q WKDW VHQVH WKH LGHD RI %XVK DV D SRWHQWLDO SV\FKLDWULF
patient and Regine Hendrich´s deranged close-up of the president´s face on
the cover of the magazine formed a perfect match in a journalistic discourse.

Excessive Media Discourse
,QWKHIROORZLQJ,ZLOOQRWFRQFHQWUDWHRQWKHSROLWLFDOGLPHQVLRQRIWKHVHGHQLJUDWLQJ
views but will, instead, have a closer look at the destructive energies at play in these
dismantling processes. My point is that unfavorable close-ups of the sort described
above should not just be taken as expressions of criticism and polemics, but could
be viewed as acts of excess by which journalism celebrates the destruction of its
RZQLFRQV7RVXSSRUWP\DUJXPHQW,ZRXOGOLNHWRUHIHUWR*HRUJHV%DWDLOOHDQG
KLVXQGHUVWDQGLQJRIHQHUJHWLFSURFHVVHV$FFRUGLQJWR%DWDLOOH  DOOV\VWHPV
֝DQGMRXUQDOLVPZRXOGEHDVLJQLFDQFHV\VWHP֝DUHIXHOHGE\WKH abundance of
cosmic energy circulating on our planet. These systems assimilate energy and turn
it into production, growth, or the expansion of existing structures. Yet, the capacity
of a system to bind energy and use it productively is limited. At a certain point,
energy as a limitless resource that exceeds any possible economical context regains
its anarchic, unbound status and creates waste, loss, and destruction. The exuberant
energy which can no longer be held at bay by the system eventually subverts it and
an orgiastic, liberating type of force is released. My thesis is that in the case of these
GLVJXUHG FORVHXSV WKH PHGLD LQGXVWU\ GHFRPSRVHV LWV RZQ IDEULFDWLRQV 7KH
GHVWUXFWLYHHQHUJ\LQYROYHGGHHVFXOWXUDOVXEOLPDWLRQDQGVXEVHTXHQWO\FUHDWHV
the abject. The same energy or concern that went into the making of publicly
LQJUDLQHGLPDJHVQRZJRHVZLOGDQGWXUQVDJDLQVWLWVRZQSURGXFWV$VWKHLS
VLGHRIWKHHRUWWRHVWDEOLVKSRVLWLYHDQGLGHQWLDEOHLPDJHVIRUZHOONQRZQIDFHV
WKHVHXQDWWHULQJFORVHXSVDUHRUJLHVRIGHFRQVWUXFWLRQ6RPHWKLQJH[FHVVLYHDQG
cathartic seems to manifest itself in the attempt to distort what was brought into form
before. Distance is replaced by radical closeness and the logic and laws of reception
VHHPWRXQGHUJRDQDUFKDLFUHYLVLRQ,QDFDWKDUWLFDFWWKHSULQWPHGLDDSSDUDWXV
frees itself from the restrictions of its own pictorial standards and conventions.

Denigrative Views

1

7KH&UD]\:RUOGRI*HRUJH:%XVK
SURࣾOQR-XQH
Photograph: Brooks Kraft / Corbis, Regine Hendrich
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Constructing Iconic Faces
,Q RUGHU WR GHFRQVWUXFW LPDJHV WKH PHGLD LQGXVWU\ UVW KDV WR EXLOG WKHP XS
6SXUUHGRQE\DQLQVDWLDEOHQHHGIRULFRQLFLPDJHVDQHRUWKDVWREHPDGHWR
inscribe certain views of prominent individuals in the consciousness of the public.
That requires a repetitive act of presenting certain images over and over again
DQGWRDFKLHYHDEUDQGLQJRIWKHP,QWKLVFRQQHFWLRQ&ODXV&KULVWLDQ&DUERQvV
 UHVHDUFKSDSHUո֦)DPRXVIDFHVDVLFRQV7KHLOOXVLRQRIEHLQJDQH[SHUWLQ
the recognition of famous facesչ GHYHORSHG DW WKH 'HSDUWPHQW RI ([SHULPHQWDO
Psychology at the 8QLYHUVLW\RI9LHQQD proves especially insightful. Carbon basically
ZRUNHGZLWKWZRSRROVRIIDFHV֝IDPRXVIDFHVDQGSHUVRQDOO\IDPLOLDUIDFHV7KH
test persons involved were assigned the task of identifying these images. As it turned
out, the processing of famous faces was quite impressive when the test subjects were
confronted with well-known versions of a famous face. A good example of such
DQLPDJHZRXOGEH$OEHUWR.RUGDvVKLJKO\SRSXODUSKRWRJUDSKRI(UQHVWR&KH
Guevara. When the test persons were confronted with unfamiliar, less promoted
YLHZVRIDFHOHEULW\WKHLGHQWLFDWLRQSHUIRUPDQFHGURSSHGVLJQLFDQWO\,PDJHV
of Che with an altered hair style, of Cindy Crawford without her beauty spot, or of
the pope without his pileolus, posed problems for the persons asked to identify them.
7KHFRQFOXVLRQWKDW&DUERQ  GUDZVIURPWKHVHUHVXOWVLVWKDW֥WKHVXFFHVVIXO
processing of famous faces might depend on icons imbued in society but not the
IDFHVDVVXFK֦ S +HSRLQWVRXWWKDWDOWKRXJKZHDOOFRQVLGHURXUVHOYHVH[SHUWV
in terms of face processing, we are in fact only good at icon processing, which is
֥IRUWKHPRVWSDUWSLFWRULDOO\UDWKHUWKDQVWUXFWXUDOO\EDVHG֦ &DUERQS 
:LWKLPDJHVRISHUVRQDOO\IDPLOLDUSHRSOHWKHUHVXOWVZHUHVLJQLFDQWO\GLHUHQW
7KH SDUWLFLSDQWV LQ WKH WHVWV UHFRJQL]HG WKHVH IDFHV HYHQ LI WKH LGHQWLFDWLRQ
MRE KDG WR EH GRQH ֥XQGHU YHU\ UHVWULFWHG TXDOLW\ FRQGLWLRQV֦ &DUERQ 
S   RU YHU\ TXLFNO\ 7KH\ UHFRJQL]HG WKH LQGLYLGXDOV GHSLFWHG HYHQ LI
WKH SKRWRJUDSKV ZHUH IURP GLHUHQW VWDJHV RI WKHLU OLYHV RU LI WKH YLHZV KDG
EHHQ DOWHUHG :LWK UVWKDQG H[SHULHQFH RU WKH FRUUHVSRQGLQJ PHPRU\ RI D
SHUVRQ WKH UDWH RI LGHQWLFDWLRQ HUURUV WXUQHG RXW WR EH VLJQLFDQWO\ ORZHU
,WVHHPVWREHWKHMRERIWKHPHGLDLQGXVWU\WRUHLQIRUFHWKLVLFRQLFLGHQWLFDWLRQ
by etching particular versions of a prominent face into the viewer´s memory. This
conditioning of the viewer happens in the form of visual bombardment and an
excessive distribution of branded images. At the same time, this dissemination
SURFHVVLVEDVHGRQVHOHFWLRQDQGDVWUHDPOLQLQJRIWKHFRUUHVSRQGLQJRXWSXW,Q
WKHOLJKWRI%DWDLOOHvV  ֥JHQHUDOHFRQRP\֦WKHVHRYHUGHWHUPLQHGPHGLDOFDVWV
are prone to breaking at any time. The available energy accumulates and builds up
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to a certain point and, when reaching a level of saturation, either gets lost or turns
into unbound and destructive forces. With really well introduced views of famous
protagonists, the insults of these merciless dismantling acts are obviously felt the most.

The Formless, the Waste, and the Abject of the Media System
7KHVHFUXVKHGDQGVKDSHOHVVIRUPVFDQEHFRPSDUHGWR*HRUJHV%DWDLOOHvV֥LQIRUPH֦
.UDXVV ,WLVWKHXQDVVLPLODEOHZDVWHFUHDWHGE\DVXUSOXVRIHQHUJ\ZKLFK
undermines processes of giving form and meaning. Another example of such a
denigrating representation would be Alfred Gusenbauer´s image featured on a
cover of SURࣾO shortly after he was nominated the Austrian chancellor in January
7KHKHDGOLQHUHDG֥0DLQ7KLQJ&KDQFHOORUչand referred to the fact that the
Austrian Socialist politician had agreed to severe revisions of the original promises
made during the election phase in order to ensure his chancellorship through an
agreement with the conservative party. On the title page, Gusenbauer looked
foolishly happy. His face, which protruded from a uniform black background, was
reminiscent of a shallow disk, severed from the rest of his body. As his polemically
LQDWHGKHDGODFNHGFOHDURXWOLQHVDQGERXQGDULHVLWWXUQHGLQWRDQRSHQIRUP
unable to contain and to communicate solidity. Monumental in form, but highly
IUDJPHQWDU\DQGDOPRVWXLGE\QDWXUHWKLV֥SRUWUDLW֦RIWKHQHZFKDQFHOORUZDV
not suitable to promote him as a guarantor of reliability. For Thomas Macho
  WKLV NLQG RI UHSUHVHQWDWLRQ ZRXOG EH D SHUIHFW H[DPSOH RI WKH EUDQGHG
IDFHV JHQHUDWHG E\ WKH SULQW PHGLD $V JKRVWOLNH VLJQLHUV RI SURPLQHQFH
WKHLU UHODWLRQ WR D ERGLO\ H[LVWHQFH KDV EHHQ FXW 7KH\ DUH IUHHRDWLQJ IDFLDO
ORJRV WKDW IROORZ WKHLU RZQ G\QDPLF DQG ORJLF RI GLVWULEXWLRQ ,Q 0DFKRvV
view, these severed faces with no reference to a body are particularly prone to
DSSURSULDWLRQVRIDOOVRUWVLQFOXGLQJWKHGLVJXUHPHQWGLVFXVVHGLQWKLVWH[W )LJ 
7KH OLJKWLQJ FRXOG EH GHVFULEHG DV ZKDW 5RVDOLQG .UDXVV   FDOOV ֥ZLOG
OLJKW֦֥>֯@SURGXFLQJWKHVXEMHFW>֯@DVDVWDLQUDWKHUWKDQDFRJLWRDVWDLQ
WKDW PDSV LWVHOI >֯@ RQWR WKH ZRUOGvV SLFWXUH֦ S   ,Q KHU HODERUDWLRQV
RQ WKH IRUPOHVV DQG &LQG\ 6KHUPDQvV ZRUN LQ SDUWLFXODU VKH ZULWHV ֥7KLV
scattered light, which sometimes takes the form of abrupt highlights on bits of
HVKRUIDEULFSRSSLQJRXWRIDQRSDTXHO\XQGLHUHQWLDWHGGDUNQHVV>֯@DFWVWR
SUHYHQW WKH FRDOHVFHQFH RI WKH *HVWDOW֦ .UDXVV  S   7KXV WKH PHGLD
SUDFWLFH RI FUHDWLQJ DOLHQDWLQJ YLHZV RI ZHOO LQWURGXFHG SXEOLF JXUHV FRQIXVHV
FRPPXQLFDWLRQ DQG LQWHUIHUHV ZLWK LGHQWLFDWLRQ 7KLV KDV IDUUHDFKLQJ
psychological consequences for the beholder of such images. How do viewers
UHDFW WR WKLV RYHUGHWHUPLQHG IRUP RI SLFWRULDO UKHWRULF" ,Q WKHVH SROHPLFDOO\
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Alfred Gusenbauer, 0DLQ7KLQJ&KDQFHOORU
SURࣾOQR-DQXDU\
Photograph: Georges Schneider

Denigrative Views

distorted close-ups, an assault against the positive and pleasant form is launched
and a surplus of destructive and image-eroding energy makes itself felt. As Rosalind
.UDXVV   SRLQWV RXW ֥*HVWDOW֦ DV WKH ֥JRRG IRUP֦ LQ WHUPV RI JHRPHWU\
morphology, and cognitive unity has always been a construct. What appears
well-centered, in turn, centers the beholder, the so called well-built stabilizes its
onlooker, and what we perceive as a whole allows the viewer to become complete.

)RUQRPDWWHUKRZULYHQWKHERG\LVEHWZHHQXSDQGGRZQIURQWDQGEDFNDQGULJKWDQG
OHIWDQGWKXVKRZXQHTXDOWKHVSDWLDOFRRUGLQDWHVLWLVWKHFHQWHULQJRIWKHFRQVFLRXVVXEMHFW
WKURXJKWKHH[SHULHQFHRIWKH*HVWDOWLWVHOIDVFHQWULFDOO\RUJDQL]HGLPDJHWKDWLVFRQWLQXDOO\
PDSSHGRQWRWKHSHUFHSWXDOࣾHOG .UDXVVS գ

,QWKDWVHQVHLPDJHVOLNHWKH*XVHQEDXHURU%XVKFORVHXSVGHVWDELOL]HWKHYLHZHU
not just on a surface level of perception but also on a more precarious level of
cognitive balance. Of course, these negative variations of actually positively
connoted pictures create fear, rejection, and aggression on the part of the viewer,
DQGWKHSULQWPHGLDPRVWHௗFLHQWO\XVHWKHVHSV\FKRORJLFDOXQGHUFXUUHQWVWRFUHDWH
hostility and aversion to certain people. However, from the perspective of Bataille
 LQGLYLGXDOVGRQRWMXVWIHDUWKHH[FHVVLPSOLHGLQWKHVHYLVXDODVVDXOWVEXWWKH\
DOVRGHVLUHWKHPDQGZLVKIXOO\DQWLFLSDWHWKHGHYDVWDWLQJHHFWWKDWWKHH[FHVVLYH
might have on their framework of normality. To gain a new distance from role
PRGHOVDQGJXUHVRIDGPLUDWLRQDQGDWWKHVDPHWLPHJHWULGRIWKHVWUDLJKWMDFNHW
RISLFWRULDOSDWWHUQVFDQLQGHHGEHOLEHUDWLQJ7KLVOLEHUDWLQJHHFWPD\DOVRSDUWO\
explain the laughter of people as a possible reaction to such unfavorable images.

The Digital Making of the “Informe”
7KH VSULQJ  FRYHU RI WKH ,QWHUQDWLRQDO +HUDOG 7ULEXQH 6W\OH 0DJD]LQH
presented a Jean-Baptiste Mondino picture of the American actor George
&ORRQH\ 7KH WH[W VXSHULPSRVHG RQ WKH SKRWRJUDSK VDLG ֥WDONLQJ GLUW\֦
DQG UHIHUUHG WR WKH GLUW FRYHULQJ WKH DFWRUvV IDFH DQG ERG\ ,W ZDV ֥GLUW֦ WKDW
looked like a rash. The dirt particles were reminiscent of an infection that
slowly eroded the perfect façade. Uncontrollable organisms seemed to grow
on Mr. Clooney. They invaded his facial territory and bit into the smooth
façade. Their expansion and exuberant growth were especially disconcerting
FRQVLGHULQJ WKH &ORRQH\ IDFH DV D SHUIHFW SURMHFWLRQ IRU PDOH EHDXW\ )LJ 
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,Q0RQGLQRvVYHUVLRQWKH&ORRQH\SRUWUDLWGHYLDWHGVWURQJO\IURPWKHXVXDOZHOO
LQWURGXFHGLFRQLFLPDJHVRIWKHOPVWDU&ORRQH\DVDEUDQGQDPHLQOPLQGXVWU\
stands for a prim look, perfect hairstyle, and elegant clothing. On the +HUDOG
7ULEXQH6W\OH cover the womanizer´s normally perfectly combed hair was messy,
DQGJUH\ZLWKGLUW+LVQHFNZKLFKMXWWHGRXWRIDIRUPHUO\֥WKUHHSLHFHZKLWH
FRWWRQDQGOLQHQVXLWPDGHWRPHDVXUHFRWWRQVKLUWDQGWLH֥ S ZDVDOOEODFN
DQGVXJJHVWHGDGLUW\MRE7KHOLJKWLQJZDVDOVRVLJQLFDQWO\GLHUHQWIURPWKDWRI
DQRUPDOSKRWRVKRRWDQGVHHPHGWRKLW&ORRQH\vVKHDGPRUHE\FRLQFLGHQFH,W
ZDVGHQLWHO\QRWWKHNLQGRIOLJKWLQJPHDQWWREULQJRXWWKHEHVWLQPRYLHVWDUV
As an outcome of this random lighting, the outlines of the upper left part of his
KHDGGLVVROYHGDQGGLXVHGWKHSHUIHFWRYDORIWKLVIDPRXVIDFH'XHWRWKHOLJKWLQJ
WKHDFWRUvVOHIWHDUWXUQHGLQWRDQDOLHQDWLQJERG\SDUW,WLVWKHW\SHRIOLJKWWKDW
5RVDOLQG.UDXVV  UHODWHVWRWKHOXPLQRVLW\DQGJD]HVWUXFWXUHDVGHYHORSHG
by Jacques Lacan. Clooney seemed to be unexpectedly captured by an agent of
visibility that provides random visual renditions of people and denies control over
WKHVHLPDJHV7RWKRVHIDPLOLDUZLWK&ORRQH\LPDJHVWKLVGLGQRWIHHOULJKW,W
was not enough that the star was splattered with dirt and that his Ralph Lauren
RXWWZDVVHYHUHO\UXLQHGWKHUHZDVDOVRWKHSURVSHFWWKDWWKLVJHQWOHPDQPLJKWEH
֥WDONLQJGLUW\֦:LWKWKLVKHDGLQJWKHVH[XDOFRQQRWDWLRQVRIWKLVXQXVXDOGHSLFWLRQ
RI WKH OP VWDU EHFRPH H[SOLFLW (YHU\WKLQJ KLQWHG DW ORZ OHYHO VDWLVIDFWLRQ DQG
liberation from the constraints of sublimation. Playing in the dirt, soiling oneself,
carrying the physical marks of transgression – this was what the image signalled.
As further research on the photographer revealed OXPLHUH-DQ  Jean-Baptiste
0RQGLQR LV D PDVWHU RI GLJLWDO PDQLSXODWLRQV,Q KLV PRUH UHFHQW SKRWR VHULHV
֥PXWLODWLRQV֦KHGLJLWDOO\PDQLSXODWHGVRPHRIWKHKLJKHVWSDLGERGLHVDQGIDFHV
from the world of models and stars. For instance, he presented Shalom with a black
eye, Nadja with her throat slit, and Kristen McMenamy´s body covered with scars.
Apparently most of the models vetoed the publication of these images. As to the image
featured on the +HUDOG7ULEXQH6W\OH0DJD]LQH cover, George Clooney obviously
willingly agreed to Mondino´s experiments and lent him his façade for his digital
transformations. He fearlessly handed himself over to operations that would not
KXUWRUFUHDWHDQ\ERGLO\GLVFRPIRUW$V&ORRQH\vVVHOIFRQGHQWSRVWXUHDQGWKH
expression of his eyes indicate, he was fully comfortable with this digital assault that
ZRXOGMXVWDHFWWKHRXWHUOD\HUVRIKLVSHUVRQD,QWKLVZD\WZRPHGLDSURIHVVLRQDOV
cold bloodedly decided to stage something which looked like the old fashioned
ERG\DQGVRXOUDFNLQJH[FHVVDQGJHQHUDWHGDSRVVLEOHYHUVLRQRIWKH֥LQIRUPH֦
&RQFHUQLQJ 0RQGLQRvV H[SHULPHQW , ZRXOG DUJXH WKDW KLV UHSUHVHQWDWLRQ RI
George Clooney can be taken as a critical comment on print media practices. Both,
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George Clooney, 7DONLQJ'LUW\
,QWHUQDWLRQDO+HUDOG7ULEXQH6W\OH0DJD]LQH6SULQJ
Photograph: Jean-Baptiste Mondino
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SKRWRJUDSKHUDQGDFWRUFROODERUDWHGRQDSURMHFWRIUHHFWLRQXSRQWKHGHVWUXFWLYH
energies which lie at the bottom of all the media attempts to generate appealing
DQG VH[\ LPDJHV ,Q IDFW WKH LPDJH SURGXFLQJ PHGLD PDFKLQHU\ FDQ FDQFHO LWV
contract of loyalty towards its subjects at any time and subsequently destroy what
LW UVW EURXJKW LQWR IRUP 2I FRXUVH LQ PRVW FDVHV WKHVH XQIDYRUDEOH FORVHXSV
DUH HPEHGGHG LQ D MRXUQDOLVWLF FRQWH[W ZKLFK MXVWLHV WKH SROHPLFDOO\ FKDQJHG
view of a person. Still, there is something highly irrational about the verve with
which these pictorial assaults, or violations of JRRGIRUPDUHODXQFKHG,QWKHVH
PHGLDOWVRIDJJUHVVLRQERUHGRPDQGDQQR\DQFHZLWKLWVRZQSURGXFWVDW\SH
of energy breaks free, which is cathartic. There is more at stake than just polemics.
,Q WKH FRXUVH RI WKLV GHPRQWDJH RI SURPLQHQW LQGLYLGXDOV SLFWRULDO DJUHHPHQWV
prevailing in our society and conceptions of subject hood are cancelled and called
LQWR TXHVWLRQ ,Q WLPHV RI GLJLWDO LPDJH SURGXFWLRQ WKLV WUDQVJUHVVLRQ VHHPV WR
be easy to achieve – and George Clooney was even able to turn a denigrating
revision of his well-known persona into another successful media performance.

7KLVSDSHUZDVRULJLQDOO\SXEOLVKHGLQ$XHU$ 6FK¸JO8b (GV   -XELOHHհ<($56(6+3K
&RQJUHVVRI3KRWRJUDSK\LQ9LHQQD. Salzburg: Fotohof edition. (www.fotohof.at $VOLJKWO\PRGLHGYHUVLRQRILW
ZDVUHSULQWHGFRXUWHV\RIWKHSXEOLVKHUb
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The White Handbag
Photography and Ownership

,QWKH$XVWULDQDUWLVW$QGUHDV.DUQHUFDPHDFURVVWKHVOLGHFROOHFWLRQRIDQ
unknown person at the second hand store sponsored by Caritas, a charity organization
in Vienna. He bought the collection of about 1000 slides and decided to make these
LPDJHVWKHEDVLVRIDQDUWLVWLFSURMHFW6XEVHTXHQWO\KHFUHDWHGDFWLWLRXVSRUWUDLW
of the unknown woman who appeared in many of the photos and displayed this
installation in a show at the 2.&HQWUXPI¾U*HJHQZDUWVNXQVW in Linz. He gave the
ZRPDQDQDPHFDOOLQJKHU֥)UDX(OIULHGH֦DQGVHWXSDURRPIRUKHUZKHUHKH
SUHVHQWHGWKHSKRWRJUDSKLFUHPQDQWVRIKHUOLIH7KHLGHDZDVWRJLYH0V(OIULHGH
a space for her imaginary presence where she should be available for assumptions
about her life. Years after the exhibition, the artist generously left the slide collection
to me as one of the co-curators of the show. As a kind of property on loan, it sat
in a box in my working room awaiting further attempts to decipher its riddles.
,QGHHG WKH FKDOOHQJH LV FRQVLGHUDEOH EXW ZRUWK WU\LQJ :LWKRXW DQ\ DYDLODEOH
information about the persons depicted, it takes time and careful scrutiny to reach
conclusions about the identity and role of the depicted people and to determine
WKHLUUHODWLRQVKLSV,WLVREYLRXVWKDWWKHFROOHFWLRQEHORQJHGWRRQHSHUVRQ$OORIWKH
KDQGZULWWHQFDSWLRQVZKLFKDUHFDUHIXOO\Dௗ[HGWRWKHVOLGHVRQQDUURZVWULSVRI
paper, follow the same pattern of recording the date and the locations of the various
images. The captions were obviously written by one person, namely Alfred, an
HOGHUO\PDQE\WKHQ7KLVLVEH\RQGGRXEWEHFDXVHWKHPDQUHIHUUHGWRDV֥$OIUHG֦
LQWKHFDSWLRQVWRRNDSKRWRRIKLPVHOILQWKHPLUURUDQGFDOOHGLWD֥VHOISRUWUDLW֦
The largest portion of the collection, and in particular the photos taken
EHWZHHQ  DQG  DUH WUDYHO SKRWRV 7KHVH SLFWXUHV RZH WKHLU VSHFLDO
FKDUP WR WKH SHUIRUPDQFH RI ֥(OH֦ RU ֥(OIULHGH֦, as she is called For about
a decade, she acts as his partner and travel mate and then again disappears
IURP KLV VOLGHV LQ WKH ODWH V The photographs from this period reveal the
fascinating universe of a couple that enjoyed travelling and took pains to leave
records of their moderate touristic ambition to posterity. They did not venture
out too far, and kept the radius of their touristic explorations manageable.
$SRVVLEOHQDUUDWLYHRIWKHVHMRXUQH\VFRXOGUHYROYHDURXQG0V(OIULHGHDQGKHU
ZKLWHKDQGEDJ,QWHUHVWLQJO\HQRXJKVKHWRRNDSDUWLFXODUZKLWHKDQGEDJZLWK
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her when she travelled. She had it, for instance, with her on their trips to Rovinj
DQG )LJDUROD LQ  WKHLU MRXUQH\V WR 2SLFLQD LQ  DQG 3RUHF LQ 
(Fig. 1) The bag features prominently in the photographs and becomes a strange
VLJQRIIDPLOLDULW\WRWKHYLHZHU,WJXDUDQWHHVFRQWLQXLW\DQGLVWKHFRPIRUWRI
WKHVWUDQJHU,WLVWUXO\RXWVWDQGLQJLQWKHVHQVHWKDWLWGRHVQRWUHDOO\PDWFKKHU
RWKHUFRVWXPHV,QPDQ\RIWKHVOLGHVHVSHFLDOO\WKRVHWDNHQIURPDGLVWDQFHVKH
EHFRPHVLGHQWLDEOHE\KHUZKLWHKDQGEDJ7KHEDJDFFRPSDQLHVKHULVFDUULHG
by her side and sits next to her, respectfully placed like an alter ego. The bag is
ZKLWH FKDVWH FORVHG EXW ZDLWLQJ WR EH OOHG ZLWK HYHQW XQLWV DQG SRUWLRQV RI
foreign reality suitable for the moderate appetite of a middle aged female traveller
RIWKHVDQGV,QLWVFDSDFLW\WRFRQWDLQLWPD\DVZHOOUHFHLYHLPSUHVVLRQVDQG
perceptions and become both the stomach and the mind. The ladylike accessory
can be taken as an indicator of a well-contained receptiveness. No doubt, she
ZDQWVWRFDUU\VRPHWKLQJKRPHEXWWKHDSSHWLWHLQYROYHGLVUHVWULFWHG )LJ
All the travel images of that period seem to follow a particular photographic mode.
0V(OIULHGH0U$OIUHGvVPRGHOVHHPVLQVHUWHGLQWRWKHVHOHFWHGUHDOLW\LQDNLQGRI
montage technique. She primarily stands in the foreground - upright, stable, reliable
DQGUHPLQGVRQHRIWKHPDUNHUJXUHVRIHDUO\WUDYHOSKRWRJUDSK\ZLWKWKHLU
declared aim of introducing a parameter of scale into the unfamiliar surroundings.
:LWK0V(OIULHGHvVDSSHDUDQFHLQWKHSKRWRV$OIUHGVHHPVWRDGGDGRVHRIKXPDQ
SUHVHQFHWRWKHPRVWO\XQSRSXODWHGVFHQHV,QVRPHRIWKHLPDJHVVKHLVSODQWHG
into the Croatian environment like the poplar shown in the background. (Fig. 4)
&RQFHUQLQJWKHLUGRFXPHQWDWLRQRIIRUHLJQUHDOLWLHV0U$OIUHGDQG0V(OIULHGHDFW
as a team. They mutually pose for each other and seem to adhere to a common staging
PHWKRG,WLVHLWKHU(OIULHGHRU$OIUHGZKRRFFXSLHVWKHIRUHJURXQGRIWKHLPDJH
and demands attention from the camera. Their photographer/model relationship
is monogamous. They remain fully concentrated on each other and celebrate
their mutual dependency. Consequently the one behind the camera would never
tolerate a libidinal involvement of his/her model with the reality depicted. The nonnegotiable standardization of their photographic recording results in an aesthetic
stalemate of these images. Staying true to each other and to their documentary
PLVVLRQEDVLFDOO\DOORZVIRUQRLUWDWLRQZLWKWKHUHDOLW\WKH\WXUQWKHLUEDFNVWR

Photography and Ownership
Many of the photographs in Mr. Alfred´s slide collection show personal belongings
which are proudly presented to the viewer. My point is that the pictorial codes
of these images strongly resemble those of the views of the foreign countries
WKDW WKH\ YLVLWHG ,Q WKLV FRQQHFWLRQ 0U $OIUHGvV KRXVH EDU DVVXPHV VSHFLDO

The White Handbag

1

)LJDUROD

165

166

At Face Value & Beyond. Photographic Constructions of Reality

2

%HRJUDG

The White Handbag

importance. Someone, probably the owner himself, opened the door of the bar
to introduce a view of its impressive contents. Bottles of Cinzano, Bols, and Stock
SURPLQHQWO\ IHDWXUH LQ WKH UVW URZ 7KH VFHQH LV WKHDWULFDOO\ OLW E\ WKH W\SH RI
light mechanism that is activated the moment the door is opened. There are
WKUHHJODVVVKHOYHVRIGLHUHQWKHLJKWV7KHERWWOHVDQGJODVVHVSUHVHQWWKHPVHOYHV
in perfect formation. The mirror in the back enhances the illusion of depth and
WKH URZV RI JODVVHV VHHP WR UHFHGH LQ DQ DOPRVW PLOLWDULVWLF RUGHU $ KDOIOOHG
decanter hints at instant and spontaneous consumption. The carefully taken
photograph presents a middle class sanctuary of potential temptations. While the
impressive parade of bottles speaks of alcoholic excesses, the frontal view and rigid
order of the setting suggests that this would not be appropriate. To reach into
the well ordered space of the bar would result in the destabilization of a perfect
DUUDQJHPHQW)RUFHUWDLQWKHWHPSRUDU\UHPRYDORIWKH&LQ]DQRERWWOHLQWKHUVW
URZZRXOGFUHDWHDVFDQGDORXVYRLGDWWKHFRUHRIWKLVGLVFLSOLQHGRUGHU )LJ 
,Q FRQQHFWLRQ ZLWK KLV DQDO\VLV RI WK FHQWXU\ VWLOO OLIH SDLQWLQJV LQ SDUWLFXODU
WKRVH RI -XDQ 6£QFKH] &RW£Q 1RUPDQ %U\VRQ   FDOOV VXFK DUUDQJHPHQWV
RI GHHG DSSHWLWH DQG VXEOLPLQDWHG SOHDVXUH ֥DQRUH[LFչ S   7KLV WHUP VHHPV
DSSOLFDEOH WR 0U $OIUHGvV SKRWRJUDSKV RI KLV DQG (OIULHGHvV EHORQJLQJV :LWK
a motif like the well assorted bar, it becomes especially clear that this zone of
possible consumption is essentially meant for contemplation and documentation.
Pleasure is presented as an option but what is actually celebrated is abstinence.
With post-war house bars of this sort there is too much light, glass and
WUDQSDUHQF\WRJXDUDQWHHD]RQHRIUHPRUVHOHVVFRQVXPSWLRQ7KHVSHFLFOLJKW
PHFKDQLVP ZRXOG DVK XS DQG KDXQW WKH DOFRKRO DGGLFW ZLWK LWV HQOLJKWHQHG
FODULW\ ,Q FRQWUDVW WKH DVK RI WKH FDPHUD HQVXUHV XQVWUHVVHG YLVXDO SOHDVXUHV
Mr. Alfred´s proudly presented personal items are mostly for display. The
Milva cassette is not depicted as a music producing device but as an object of
ZRQGHUPHQWDQGVFRSLFGHVLUH3ODFHGRQWKH֥$JID6WHUHR&KURP֦FRYHUZKLFK
takes the role of a pedestal, no traces of use spoil the image. The intended musical
portrait of the singer turns into a photographic portrait, meant for the eyes only.
And the diva turns to Mr. Alfred, her photographer, acknowledging his sense of
GLVWDQFHDQGKLVGLVFLSOLQHGGHVLUHZLWKDJUDFLRXVDQGPHVPHUL]LQJVPLOH )LJ 

Tourist Photography
0U$OIUHGvVSKRWRJUDSKLFDSSURSULDWLRQRIDIRUHLJQHQYLURQPHQWGRHVQRWGLHU
much from his demonstration of ownership of a Milva cassette or a well-stocked
house bar. The foreign reality is presented within reach but is left untouched.

167

168

At Face Value & Beyond. Photographic Constructions of Reality

3

5RYLQM

The White Handbag

4

%HRJUDG

169

170

At Face Value & Beyond. Photographic Constructions of Reality

5

-DS/DPSH

The White Handbag

,Q KLV SKRWRJUDSKV WKH EDFNFORWK RI WKH XQNQRZQ HQYLURQPHQW UHPDLQV VHDOHG
and unaccessible. As a mere backdrop for their temporary posing, reality takes on
the character of a two-dimensional stage set. This type of photography cannot
be compared with the touristically animated scenarios of today´s travel brochures
where people are shown in interaction with their surroundings. They splash in
WKHZDWHUWDVWHIRRGWDNHXSRHUVFXVWRPWDLORUHGIRUWKHPSDUWLFLSDWHLQORFDO
IHVWLYLWLHV HWF :KHQ 0U $OIUHG GLVFUHHWO\ LQVHUWV (OH LQ WKH FDUSHW PDUNHW LQ
Rovinj, there is no indication of interaction. From today´s point of view, Ms.
(OIULHGH ZRXOG QRW SDVV DV DQ HQWKXVLDVWLF WUDYHOOHU 7KHUH LV QR GHPRQVWUDWLYH
excitement in her encounter with the carpet display behind her. Although a street
PDUNHWZDVSUREDEO\WHPSWLQJDQGDOOXULQJIRUDQ$XVWULDQWUDYHOOHURIWKHODWHV
WKHSKRWRJUDSKGRHVQRWUHQGHUWKLVDSSHDO0V(OIULHGHZLWKKHUZKLWHKDQGEDJ
VWD\VXQDHFWHGE\WKHVFHQDULREHKLQGKHUDQGLVTXLWHREYLRXVO\XQDEOHWRWXUQ
the market into an adventure zone, or an arena for consumption and fun. Neither
does she as a tourist force her environment into a happy relationship. There is a
VHQVHRIVROLWXGHDQGGLVWDQFHLQWKHVHLPDJHVDQGVRPHWKLQJWKDW,HDUOLHUWULHG
WR GHVFULEH DV UPO\ URRWHG LQ D GLDOHFWLFV RI GHVLUH DQG UHQXQFLDWLRQ )LJ 

A Tourist in One’s Own World
6XVDQ 6RQWDJvV VWDWHPHQW   WKDW ֥HVVHQWLDOO\ WKH FDPHUD PDNHV HYHU\RQH D
WRXULVWLQRWKHUSHRSOHvVUHDOLW\DQGHYHQWXDOO\LQRQHvVRZQ֦ S VHHPVWRKROG
true for many of these images. Tourists usually pose in an environment that is not
their own. Their desire for a change of scene provided them with photographic
EDFNJURXQGV WKDW UHTXLUH H[SODQDWLRQ ,Q WKHLU SKRWRV WKH\ ORRN OLNH D VSHFLHV
WDNHQRXWRIFRQWH[WDQGWUDQVSODQWHGLQWRDGLHUHQWKDELWDW&RQVHTXHQWO\WKH
persons in tourist photos sometimes have an air of not-belonging about them.
While the camera should attest to their almost limitless capability to adapt to
DQ\JLYHQIRUHLJQVXUURXQGLQJLWRIWHQSUHVHUYHVWKHLUDOLHQDWHGVWDWXV,QPDQ\
LQVWDQFHV IHDWXUHG LQ WKH GHEDWHG V DQG V SKRWRJUDSKV 0U $OIUHG DQG 0V
(OIULHGH UHPDLQ IRUHLJQHUV 7KHLU OLYHV SDVV LQ IURQW RI WKH UROOLQJ SDQRUDPD RI
(OIULHGHvV UHG OLYLQJ URRP FXUWDLQ 7KH DOPRVW PRQRFKURPH EDFNJURXQG RI
WKHFXUWDLQHHFWLYHO\EULQJVRXWWKHVSHFLFLWLHVRIWKHWUDYHOOHUVvDSSHDUDQFHDW
certain stations of their journey through life. Details of clothing stand out, as for
H[DPSOH0U$OIUHGvVEOXHWXUWOHQHFNSXOORYHUIURPRUWKHFKLFSXOORYHU
WKDW 0V (OIULHGH ZRUH LQ WKH VDPH \HDU 7KHLU SRVHV YDU\ DOPRVW LQGLVFHUQLEO\
while their bodies increasingly show signs of aging. For their photo shooting,
they draw the curtains of their amateur studio, shut out the world and pose
there, strangely disconnected and isolated. For the sake of these records, they
DJUHH WR D ULWXDO RI EHLQJ GLVSODFHG IURP WKHLU RZQ HQYLURQPHQW )LJ  
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Photos Without Elfriede
$V0V(OIULHGHUHSHDWHGO\DVVXPHVWKHVDPHSRVLWLRQLQWKHWUDYHOSKRWRVVKHFDQ
EHOHJLWLPDWHO\FDOOHGDVWUDWHJLFDOO\SODFHGJXUH,QWKDWIXQFWLRQVKHLVRIFRXUVH
replaceable, preferably by another female person who stands in an equally central
position and looks into the camera. There is in fact nothing random about the
FRQVWHOODWLRQLQZKLFKWKH(OIULHGHVLQ0U$OIUHGvVSKRWRVDUHVKRZQ7KH\DUH
his deputies, delegated to ease the conquest of pictorial space. Marked as the main
SURWDJRQLVWVWKH\DUHPHGLDWLQJJXUHVZKRGUDZLQDQGZDUGRDWWKHVDPH
WLPH$VVLJQLHUVRIGHVLUHWKH\FRPPXQLFDWHWKHDSSHDORIWKHUHDOLW\GHSLFWHG%\
occupying privileged pictorial space they, on the other hand, relegate the depicted
reality to the back and thereby establish and guarantee distance from it. Mr. Alfred´s
muses lure in and at the same time protect him from too much closeness. These
observations tie in with investigations about the gendered nature and libidinal
VWUXFWXUHRIWKHFODVVLFDOSHUVSHFWLYDOVSDFH$VDQXPEHURIZULWHUVOLNH6LOYLD(LEOPD\U
 DQG'DQLHOD+DPPHU7XJHQGKDW  KDYHDUJXHGWKHFKDOOHQJHIRUWKH
viewers has always been to feel the allure of this potentially unlimited pictorial space
opening up in front of them and at the same time be safe from its libidinal pull.
,Q(OIULHGHGLVDSSHDUVIRUPWKHVOLGHVDQGSUREDEO\DOVRIURPWKHOLIHRI$OIUHG
ZKR QRQWKHOHVV FRQWLQXHV WR OO KLV ֥EDJ֦ ZLWK SKRWRJUDSKLF QGLQJV IURP KLV
WUDYHOV2QKLVMRXUQH\VWR%HUOLQDQG/HLS]LJ  RUWR5RPHDQG)ORUHQFH  
KHFDQQRORQJHUUHO\RQKHUSHUIRUPDQFHLQKLVLPDJHV7KHDEVHQFHRI0V(OIULHGH
DVFDWDO\VWRIGHVLUHOHDYHVDYDFXXPWKDWWKHSKRWRJUDSKHUUHIXVHVWROO,QVWHDGLQD
most radical move, he empties his photographs of people. With no one looking back
at him, the photographed reality becomes mute and unaware of its appeal. (Fig.11)
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