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Lotte Tauber Lassen. lagttager/Observer, 1993.
from Sx-70 Polaroid.

TRYDELLS TRYCKER INDEX

Trydells Tryckeri Laholm telefon: 0430-731 00 telefax: 0430-731 50
Stockholmskontor telefon: 08-13 15 30 telefax: 08-665 00 85
Malmokontor telefon 040-49 70 51 telefax: 040-49 70 54

Galleri
Roger Bjorkholmen

2 november
Jack Pierson

Magnus Biirtis
Spencer Finch
Jason Middlebrook
Jack Pierson
Thomas Ruff
Jean Skarstedt
Line Walgaard

Tel/Fax 08-642 84 40

MARIA LINDBERG
29 sept - 22 okt

PETER HAGDAHL
26 okt - 26 nov

TAIDETTA, Mari Rantanen
2 dec - 7 jan

andréhn-schiptjenko

STUREPARKEN 1
S-114 26 STOCKHOLM
SWEDEN

TEL +46[8] 676 05 15
FAX +46[8] 676 05 16

oktober:

JIM SHAW
MARNIE WEBER

november:

HELEN SANDBERG

11-19 november ART COLOGNE
december:

HELI HILTUNEN, taidetta
januari:

CLAY KETTER

galleri andreas brandstréom

Mybrogatan 25, 5-114 39 Stockholm.

Telefon +46-8-660 41 53. Telefax +46-8-660 41 68.

Gregory Crewdson

FOTO

10 okt - 11 nov

Christian Rieloff

SWEET MOBILE ART

14-28 nov

GALLERI CHARLOTTE LUND

RIDDARGATAN 17 114 57 STOCKHOLM SWEDEN TEL 46 8 6630979 FAX 46 8663 0978




formas av varje epoks tidsanda, dmahnlng Lveten- .

Tanken var att utifrén dlika unl&uwar lﬂi&ﬂ] I

aeksé v&rl saande i nagot som paverkats av lmmfraua- a
farestaliningar. Seendet forandras umom‘hiamrign, ¢ ’. : Mﬂﬁa Upf". 'i"f.{{'-gﬂd aﬂah

skap, konst och folkliga tﬁras.ﬁlmlnnar. nnf Iﬁrﬁhb‘ I~ ; W1 . I

numret av Index hade arbetsnamnet *0g lstoﬂd"-:- Ve

seendets historia - av nyfikerhel oci? dy att: ,nme;.
spektiv till de forestaliningdr vi har om seendelidag, + * ° .
Sven-Olov Wallenstein skriver orf olika fﬂrmilnlﬁmhn '. i
om kritikerns dga inom knnemrm nm’]ﬂm : '. (o
Jan-Erik Lundstrim skriver om,hur sahpws histo

biivit ett expanderande forskningstlt uslfllw hnsﬁllﬂ‘
ria har blivit bildhistoria. . ~ % : .
Tva av de teoretiker som varit hamt&pium rguet i |
e kn"“aps'thqrmmmm Ma?&’ﬁw ) [ R ke : % - : f : Ceeassresteseritiisiineans
historikern Martin Jay. Genom detla nummiesav Q. = ; ; - : :

tinns Silvermans essé Vad dr en kamera? oc .&p ','.._._ = ¥ _ | thé rethoric of fhe e
Seendets regimer i moderniteten tillgangligd : 4
| en betraktelse av Hans Belimers fbtograf
Archenius upp ett samband mellan m'llsmen! sgende
och samtidens feministiska konst. En idélinje sumlmi’ .
exemplifieras av Ingrid Orfalis verk som Maria Lind prﬁi '
senterar. Konstndren och, fir ménga doldisen, Hans ﬂmr
Feldmann presenteras i en artikel av Magnus Bartds.

Men inte minst, bjuder Indax pa presentationer av slﬁn&!—- BT
navisk samtidskonst. | det har numret far ni mota Ann K. * ’_____:
Llszanaards och Peter Handallls verk - bada a&tualla mad e e el

Jonathan Monk och I]nuglas I?nrﬂnn. =y = o 5% et 1 fran_s{a;:m-ga{ge‘ 119.

Och mycket mycket annat. . ' TN

Index—contemporary scandinavian images

P.0. Box 151 52, 5-104 65 Stackholm, Sweden. Tel: +46 8 641 62 26,
+46.8 641 39 10, Fax: +46 8 64196 08. Utgivare/Publisher:
Stiftelsen for Visuella Studier. Redaktion/Editarial staff: Sara
Arthanivs, Magnus Bartas, Maltias Givell, Maria Lind, Sina Najafi
Design/Prktion: Maltias Givell. Assisternt: Faulina Sokolow.
Ansvarig utgivare/Responsible publisher: Magnus Bértds. = n Mank . ol " fr@'m aﬁ to Jm aqéﬂby Jan
Oversittning /Translation: sv-eng: Kristina Riegert sid: 14-19, : LT ﬁﬁ%gﬂﬁo@ pfz@e 12;0
64-73 och 86-91; Sina Najafi sid: 32-37 och 76-77; Sven Olov L, ® o*® 2%l o
Wallenstein 80-85. eng-sv; Lars Hakan Svenssen s. 38-53, eng- o 4

sv: John Swedenmark och Maja Lundgren $.94-101, eng-sv:
Magnus Bértas 5.24-29 ach 78-79. Annonser/Advertisements:
Maltias Givell, lel: +46 8 641 62 26, fax +46 8 641 96 (8.
Tryck/Printing: Trydells Tryckeri AB, Sweden. © respektive upp-
hovsman. For signerade artikiar ansvarar artikelfdriatiaren, [or
ovrigl material ansvarar redaktionen. Index ansvarar inte for icke
bestallt material. ISSN 1103-0674.

Prenumeration/Subscription: Sverige, Norden och Ballikum
SKr 250:~(privatperson), 200:- (stud.), 300:- {institution), Pg: 65
23 44-3, Stiftelsen for Visuelia Studier,; Rest of Europe and over-
seas: SEK 300 (private), SEK 350~ (Institutions). Please contact
Index office for order. Address above. Pastgira Sverige: 65 23
44-3. Postgiro Danmark: 434-5215. Postgiro Norge: 0806
1905228. Pastgiro Finland: 800059-1091720. Mottagare:
Stiftelsen for Visuella Studierl/Index.

cover: Inrid Orfali. Pelta, 1x1m, ©ingrid orfali



Moderna museet |Spérvagnshallarna

1

LISLEGAARD, NILSSON MISSA INTE

HAGDAHL, BARTAS
ERIKSSON, LARSSON
30 SEPT - 29 OKT

- P : LAURI ASTALA TERESA WENNBERG
P, 0 NOV - 2
s 4 4oV zener The Memory Room

) '; fograterad av [oviog Pani.  Skilotue 1072 v Lisa Pend : MICKE LINDGREN
e e a1 e 3 hov - 2 dec

roi .

Lisa Fonssagrives-Penn. g a I I © NORRTALJE KONSTHALL
Skulpturer och teckningar.

30/3-26/5 Efti?ries;glf:?ve;tstéillning . konst- och poesifestival 9-12 november 1995

den amerikanske skulptoren.

Boka visning pi tel: 666 43 56, 9.30-T1.45. Stiftelsen Galleri Enkehuset

Adress: Birger Jarlsgatan 57. ; =
Tibanz Ridmansgatan, Buss 46. Norrtullsgatan 45 S-113 45 Stockholm

Oppet: tis-tors 12-19, fre-sén 12-17, man stangt.

TA:DETTA

SAMTIDSKONST FRAN FINLAND

1)

23/9-19/11 Nio fragor om ljuset.
Svenskt maleri 1873-1994.
26/12-3/3 Irving Penn. 1oo bilder

av fotokonstens maistare.

Zaaqpui| eraewWw

galleri magnus karlsson

Fér mer information om utstaliningen,

D info: 021-12 50 02 [vasteras] rngiMorrialis Kopothaal,
tel 46-(0)8-34 36 56 Tel 0176-71674. Fax 0176-55236

23/9-29/10 - terra incognita
jan hietala. riksutstallningar

7.10 - 5.11
30/9-26/11 - disneyland after dark

N Tommy Ostmar
24 konstnarer fran 7 Y

/ lander forvandlar . S—

museet till ett ndjesfalt - ett falt
utsvavningar, melankoli och ondska.

11.11 - 10.12
. b - ; Sare . : : e : 6/10-19/11 - taktilt - inte se men réra
Galleri Andreas Brandstrom visar Heli Hiltunen @ Galleri Andréhn-Schiptjenko visar Hetohs Konstitiscer till MARY
Mari Rantanen @ Galerie Aronowitsch visar Carolus Enckell ® Galleri Charlotte Jrdn Annika Eriksson, Anna-Karin Palm,
1/12-21/1 - upplindsk salong Vibeke Tandberg, Katy Shepherd

Lund visar Teemu Maki @ Galleri Engstrom visar Pasi Tammi @ Galleri Index visar prod. Riksutstillningar

arr. uplands konstforening
Eija-Liisa Ahtila @ Galleri Krister Fahl visar Hannu Vaisdnen @ Galleri Lars Bohman

visar Jussi Niva @ Galerie Nordenhake visar Esko Mannikko @ Galleri Olsson visar
Johanna Aalto @ TRE visar Pekka Niskanen @ Riksutstallningar visar Nina Roos

med > ife
and education Olle Olsson-huset
Galleri [Museum

Furug. vid Hagalundsg. 50, Solna
Buss 515 frin Odenplan «ll

S. Kolonnviigen (efter Haga Norra)
Oppet ons-sén 12-16

Tel 08-83 97 44

2. 12, 19957 1. 1996 | STOCKHOILEM

TAZDETTA turnerar med Riksutstallningar 1996-1997 i Norden.

P:




30 september - 2°9 oktober
HENRIK HAKANSSON
"FROGFOR E.S.T.”

2 november - 30 november

JOACHIM GRANIT

2 december - 7 januari

PEKKA NISKANEN

Utstdllningen ingar i
projektet Taidetta

7 oktober - 29 oktober
LIVING TEXTURE, Zirich

TRE visar Anders Boqvist och Henrik
Hakansson pa Ars Futura Galerie

i Ziirich. Projekt med Skandinaviska
gallerier som stéller ut pa gallerier
i Ziirich, initierat av Harm Lux.

11 november - 19 november

ART COLOGNE

december
OSLO-ONE NIGHT STAND

24-timmars video och performance-
projekt.TRE d&r medarrangor.

For ytterligare information kontakta
Axel Mérner eller James Flach

Mer eller mindre

Popkonst och minimalism
fran
Louisiana och Moderna Museet

23 september - 10 december 1995

GALLERI

L\U I OPPET
: ti-tor 12-17

fre-sén 12-16

Haraldsgatan 6
413 14 Goteborg
tel 031-41 00 53
fax 031-82 85 68

14.10-31.10

GALLERIET: Bengt Johansson
BERGRUMMET: Dick Gillberg,
Peter Bjorneblad & Pepe Carlson
PANNRUMMET: Pal Svensson

4.11 - 12.11
GALLERIET: Goran Higg

ROOS€euUm

Gasverksgatan 22, Box 61 86, 200 11 Malmi

Tel: 040 12 17 16, fax: 040 - 30 45 61 25.11-12.12
e GALLERIET: Gorel Steg
BERGRUMMET: Pelle Perlefeldt

PANNRUMMET: Thomas Zornat

BERGRUMMET: Stefan Lindroth
PANNRUMMET: Rousela Ahs

NYBROGATAN 25 114 39 STOCKHOLM TEL 08 663 30 85 FAX 08 663 81 04

MOLNDALS
HH

TRE HJARTAN

niklas eneblom,
johan zetterqvist, ola astrand

galleri Index

28 okt -95 - 7 jan -96

GUN GORDILLO
"TERRA CONNEXA”

neon, reliefer 14 okt - 12 nov

nov 2 - nov 26: Jack Pierson
dec 2 - dec 21: Eija-Liisa Ahtila (TAIDETTA)

BOLAGET VARDAGSBILDER

jubileumsutstalining

We focus on contemporary photography, new media and timebased art.

We also arrange symposia, meetings, and discussions on current art issues.
Become a member ! You will receive all our invitations and magazine Index ,
(4 issues), 250/300 SEK/year. Call/fax us ! 18 nov - 7 jan

LUNDS KONSTHALL HH

Martenstorget 3, tel 046 - 35 52 95 GOTEBORGSVAGEN 19 TEL 677592
TIS - SON 12 - 16 ONS AVEN 18 - 20

s:t paulsgatan 3, box 15152, s-104 65 stockholm, sweden,
tel +46 8 6409492, fax +46 8 6419608
http://www.algonet.se/~karina e-mail: karina@algonet.se




Galerie du Nord

: Claes Hak
Z] N0 =200 Oil_g‘fé ake

HC Ericson

Reningsverk

Thérese Reuterswéird
Mélningar

T =287

2]2_2}]2 BiO*GUI Form

Silver-Glas-Texti-Keramik

Golerfe du Nord - Roland Carson - Yahammarsgatan 810 - Bordis
Tel. 033138680, 0708.228228 - Fax 033138680
Oppet: Vemissagedagor 12-16, éwiga krdagar 11-14,

sond 1316, mand - torsd 11-18, fred sKingt.

Magasin
10.9 - 15.10

Kapprum
Stina Opitz

22.10 - 26.11

Bad Blooms
Helen Chadwick

25.10 - 26.11

Ar varje struktur beboelig?
malningar 1990-95
Anette Abrahamsson
3.12 - 14.1 -96

norrkopings
11

konstmuseum
011 - 15 26 00

GO-GO
Tulancingo

Joakim Gemicke
23.9-15.10

8 malare Valand
21.10 - 19.11

Kommunens konstinkép 1995
visas offentligt 2.12 - 10.12

Jessica Diamond
13.1 - 18.1 -96

Borgmistaregatan 1
S-582 23 Linkdping
Tel +46-13-145030

28 okt - 3 dec 1995

KONKRETISTER

Lars Gunnar Nordstrém
Cajsa Holmstrand

Per Kesselmar

Hans Akerlund

9 dec 1995 - 4 feb 1996

S

Marita Axelsson
Inger Bergstrom

Annette Hammarén
Nella Koskelin

Lili Runefelt

SODERTALJE w6550 222 60
KONSTHALL

Varldens kvinnor

fotograferade av Ulla Lemberg

ARBETETS MUSEUM

Oppet dlla dagar 1199 - 1790, Fi entré!

PAR KOCK

14 okt—26 nov

Maleri
Painting

BIANCA MARIA BARMEN
MIKAEL LUNDBERG
ULF ROLLOF

2 dec-21 jan ‘96

GAVLE KONSTCENTRUM
KYRKOGATAN 29, 803 11 GAVLE,
TFN 026-17 94 23 2425

onsdag, fredag 12-16,
torsdag 12—20,
lordag, s6ndag 12-15

Gotlands Konstmuseum

309 - 12.11
LIV DERKERT (1918-1938)

Minnesutstillning frin Nationalmuseum

309 -28.11
ULRICA HYDMAN-VALLIEN
Katter-illustrationer till Kattbok av Lennart Hellsing

21.10 - Zi.l |
HANS VIKSTEN - LIVSMALAREN(1926-1987)

Moderna Museets samling

18.11-7.1
LISBETH ANDERSSON

Broderier

2.12- 12,12
ERIK OLSSON | SANDA
SKROCK OCH SANT
Malningar, trsnitt

2.12-7.1
THORDBJORN LAAGO
Fotografi
16.12 - 3.2
LARS LERBOM

GAMMALT OCH NYTT
Maleri och grafik

S:t Hansgatan 21, Visby. Tel 0498-24 70 90. Fax 0498-24 75 24.
Oppet tis - son 12-16

21.10 - 10.12 -95

alder

16 kvinnliga fotografer

21.10 - 19.11 -95

margareta krantz

textilt

22.11-10.12-95

ki jakobsdotter-frid

om eld

oo . 20.1-3.3-96 o
dlg i solnedgang

20 konstnérer

. 20.1-11.2-96 o
jakob sandstrom
keramik

konsthallen sandviken

képmannagatan 3, 811 80 sandviken. tel:026-2414 90
ma-to 12-17, fre-16 12-15, okt-apr son 12-16




bland annat:

lars max bethke
philippe blanchard
28,30,31 okt

korda rimoansmusik
18,20,21,22 nov

L - FOTE: TOMAS 008K

K?

dancing finlandia
live show

6-9 dec

bestall hela
programmet:

08-796 0081

DANJEN/

Bla Ladan - Barnhusgatan 12-14
Tel: 08-796 00 81 - Fax: 08-10 87 90
Pris: 150 kr. Under 26 ar alltid 509%

o Hotorget, T-centralen

Billigast | sta |

grafisk tidskrift,
arfoto, Index, katalog,

S:t Pauls
Installationsbi 1
Georgina Starr och |

KONSTMUSEET

ETT AV SVERIGES NYASTE MED
EUROPEISKT, SVENSKT, SKARABORGSKT FRAN
1700-1990-TAL

KONSTHALLEN

BO SWENSON
24 SEPT - 5 NOV

ALG 1 SOLNEDGANG
26 NOV - 7 JAN

TEL 0500-46 85 60/61, FAX 0500-46 85 73

1
edlemmar 10 % rabatt. ; i
Srun era austria, di\k,

Lenke Rothman
239-511-95

Falubiennalen 95 - Nya %rafiker

Grafikelever fran landets konsthagskolor
18.11 -95 - 14.1 -96

Specialutstallning:

The Printmaking Workshop, New York

Crossing overchanging places

Samlingsutstallning med modern amerikansk grafik, Leon Golub m fl
18.11 -95 - 31.3 -96

DALARNAS MUSEUM

Stigaregatan 2-3 Falun, Tel 023-181 60, Fax 023-283 58

SUNDSVALLS MUSEUM

internationella verk ur
moderna museets sarnlmgar
arrangerad i samarbete med Sundsvalls Konstférening

10 sep - 29 okt

lars johnsson
i vantan pa att leva
-fotografisk dokumentation av flyktingliv i Sundsvall

4 nov - 3 dec

hans wigert
retrospektiv utstallning med maleri och grafik

5 nov - 3 dec

jan hietala
terra incognita - installation (prod: Riksutstallningar)

11 nov - 3 dec

sundsvalls biografhistoria
21 okt - 10 dec

marcus lovblad
minnesutstallning 6ver en skulptor fran Njurunda, fodd 1895

21dec- 21 jan

Sundsvalls museum Telefon: +46 (0)60 19 18 03
Kulturmagasinet, $-851 96 Sundsvall Telefax: +46 (0)60 61 58 94

den

har

platsen

kunde

varit

annonsera i sveriges vackraste och billigaste konstkalendarium.
for gallerier, konsthallar, konstnarer, projekt etc...
ex. 1/4-sida s/v — 750:-
tel: 46 8 641 62 26, fax 46 8 641 96 08

=R A

konstens hus

Grafiktriennalen  Nationell jurybedémd grafik 4.11-3.12

Eva Zettervall maleri 9.12-14.1
Elisabeth Englund maleri 9.12-7.1

Ewald Karlsson  mileri, skulptur 16.12-7.1
Pierre Olofsson  grafik, maleri, skulptur 13.1-14.2
Jan-Anders Eriksson mileri 20.1-18.2

OPPET: TISDAG, TORSDAG, FREDAG 11-18
ONSDAG 11-20, LORDAG, SONDAG 12-16

LULEA KULTURFORVALTNING - KONSTENS HUS - 971 79 LULEA
TEL 0920-29 40 80 - FAX 0920-29 40 95
BESOKSADRESS: SMEDJEGATAN 2 - LULEA

2/9 - 30/9
Louise Fenger-Krog

7/10 - 4/11 B
Peter Sternang

11/11 - 16/12

Japanskt

VAXJO
KONSTHALL




02.09 - 24.09 Eva Kun
Sven Pahlsson
Juan Brito Varga
Kristin Aarnes

30.09 - 22.10 Tuomo Klemi
Eva Klerck Gange
Hennie Ann Isdahl
28.10 - 19.11 Karl Hansen
Thorbjorn Skarild
2511 -17.12 Benthe Loise Aas

Margareta Bergman

K
Unge Kunstneres Samfund (UKS),
Radhusgata 19, N-0158 Oslo S
tel. #22 42 66 66 fax. #22 42 68 16
tir-fre 11-17, lor 11-16, sen 12-16 n

MUSEET FOR SAMTIDSKUNST

THE NATIONAL MUSEUM OF CONTEMPORARY ART

16. SEPT - 26. NOV
JAROSLAW KOSLOWSKI

23. SEPT- 12. NOV

DARIO VILLALBA
Utvalgte arbeider 1964-1995

25. NOV - 21. JAN
LEIBLICHER LOGOS
14 kvinnelige kunstnere fra Tyskland

MUSEET FOR SAMTIDSKUNST
BANKPLASSEN 4, PB 8191 DEP, N-0034 OSIO

TEL +47 22 33 58 20, FAX +47 22 33 57 90

TIRSDAGFREDAG: 11.00-19.00, LORDAGS@NDAG: 11.00-16.00
MANDAG STENGT. GRATIS ADGANG

e

23.9-22.10
Payram, Iran/Frankrike

28.10 - 26.11
Jorma Puranen, Finland

30.11-17.12
Fotografernes Stipendutstilling

13.1-18.2
Geir Brungot
Lewis Baltz

Fotogalleriet
Kongensgate 9, N-0153 Oslo
tel. 22 42 49 24/ fax. 22 42 42 09

THE
PHOTOGRAPHIC
MUSEUM
OF FINLAND

6.10. - 12.11.
CAJ BREMER

The Bold and The Beautiful

17.11. - 7.1.
SEPPO SAVES
Five Decades Of Photography

12.1. - 25.2. 1996
SYNTHESIS
12 Young Finnish Photographers

CABLE FACTORY TALLBERGINKATU 1 F
00180 HELSINKI FINLAND
tel +358 (9)0 6941 343 fax +358 (9)0 6941 838

OKTOBER

Kadut - Gator - Streets
Nordisk nutidskonst

NOVEMBER

Malningen och det byggda rummet

12 - 17 DECEMBER

LUX SONOR
Helsingfors Filmverkstad forevisar:
nyheter och klassiker pa filmduken.

HELSINGFORS KONSTHALL

Nervandersgatan 3, 00100 Helsingfors
ring +358-0-444135 for detaljer

SOK TILL
FOTOHOGSKOLANS
UTBILDNINGAR

| GOTEBORG

UNDER VAREN 96.

Tredrig grundutbildning i fotografi, 120 podng,
sista ansokningsdagen den 1 mars 96.

Tvddrig pabyggnadsutbildning, 80 podng,

sista ansokningsdagen den 2 maj 96.

Ring Anna-Greta for ytterligare information
mellan 9-12, tel. 031 - 773 18 28.

Fotohdgskolan vid Goteborgs universitel, Haraldsgatan 24,
413 14 Goteborg. Tel. 031 - 773 18 28, fax 031 - 773 18 37.

valkommen till nya Index

vi skickar garna tidningen
direkt hem till din brevlada.

det kallas prenumeration.

fyra nummer per ar
for futtiga 250:-

vart postgiro:
65 33 24-3
Index



Ingrid Orfali. |, Teresias..., 1x1m, 1989, “ingrid Orfali,

0ga mot oga

Maria Lind om Ingrid Orfalis fotografier

DET BORJAR MED att det &r omdjligt att betrakta
Ingrid Orfalis cibachromefotografier utan att
pa samma géng ocksa se sig sjélv. Den modul
om 1 x 1 meter som hon gjort till sin, &r precis
lagom stor for att den hogblanka ytan ska
kunna innefatta betraktarens dverkropp. Man
finner sig darmed plétsligt std 6ga mot éga
med sig sjélv, och en blickarmnas Narcissus-lek
inleds. Samtidigt &r situationen inte olik den
da det lilla barnet enligt Jacques Lacan intré-
der i spegelstadiet och genom att spegla sig i
andra, och sig sjélv, l6sriver sig fran modern
och paborjar farden mot livet som individ. Spe-
glingen - och blénket i speglingen- i Ingrid Orfalis
fotografier skapar en distans till sjalva bilden,

men man blir ocksd "en annan” ndr man i den .

sammanlénkas med de mest olikartade objekt:

Ingrid Orfali. tv:Paraclet boréal — Borealisk Paraklet, 1x1m, 1987; th. WEMEN, 1x1m, 1988, “ingrid Orfai.

en fingervante, en bevingad glas-penis, en
tampong, ett fiskgap, ett lappstift, ett dga.

Ingrid Orfali etablerade sig snabbt som en
av de intressantare svenska konstnérerna i
slutet av 1980-talet. Hon valde stilleben som
sin genre, med dess historia som en kvinnlig
konstsfar - eftersom kvinnor fram till mitten av
1800-talet inte tillats ta del av konstutbild-
ningen hénvisades de till genrer som varken
kravde anatomiska eller perspektiviska kun-
skaper. Men hennes stilleben bar omisskann-
liga spar av var tid. De &r sammanstéliningar
av kitschféremaél i éverraskande kombinatio-
ner, fotograferade enligt varufotografins f6rfo-
riska principer. Fargerna ar bjarta - treklangen
rott, vitt och svart aterkommer regelbundet -
och ytan kraftigt speglande. Till manga av
hennes fotografier hér smé texttavior - med
den ofta oliklydande titeln pa flera sprék - som
likt satelliter kretsar kring moderbilden och
banar vag for skilda tolkningar.

Fotografierna fungerar som enaktare dar
héndelserna &r koncentrerade i tid och rum -

LT

de paminner om de antika templens metopre-
liefer: Lagom stora for att kunna innefatta strids-
scener mellan gudar och giganter, lapiter och
kentaurer, greker och amazoner - och fére-
malen upptrader som aktorer pa denna ima-
ginara scen. Men sjélva handlingen ager rum
fore, eller efter, historiens halt i fotografierna -
innanfér ramarna rader, liksom i det fransk-
klassiska dramat, ett behé&rskat lugn.! For
aven om Ingrid Orfalis fotografier handlar om
kropp, erotik och vald &r dramatiken forlagd
utanfér  bilden. Till skillnad fran Pierre
Klossowskis bilder, vars erogena fiktion konst-
nédren analyserat i sin doktorsavhandling, &r
hennes fotografier inte erotiska orkestreringar
som syftar till att kittla fram en orgasm utan
snarare kdnspolitiskt fargade hieroglyfer som
ska dechiffreras.?

Tre visuella strategier aterkommer gang pa
géng i hennes verk: den ickeikoniska krop-
pen, kombinationen av text och bild samt
citat, bade litterdra och bildmassiga.® Tre ar
ocksd de omrdden som hennes verk star i
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Ingrid Orfali. La Chute d'Ariane - Challenge for bloody bastards, 1x1m, 1987 (original i f3rg). ®ingrid Orfali

stindig dialog med: surrealismen i Magrittes
tappning, feminismen som sexualpolitik samt
populérkulturen i dess reklamfotografiform.
Tvars dver allt detta skar sedan dessa foto-
grafiers speciella modus vivendi: allegorin.

Allegorin och "det kvinnliga”

For Jorge Luis Borges var allegorin i sig inte
bara dum och frivol, utan till och med out-
hérdlig. Fér Benedetto Croce var den en na-
gel i 6gat genom sin monstruositet, extrava-
gans och excess. Han ansdg den vara natur-
vidrig eftersom den per definition rymmer
ménga betydelser i en enda form, den repre-
senterar dverflod nér det sparsmakade premi-
eras. Inte heller véaxer den fram organiskt.
Men som Craig Owens papekade &r det i teo-
rin, och inte i praktiken, som den allegoriska
impulsen har undertryckts. Han menade att me-
dan allegorin finns in potentia - det vill séga
att den far liv forst i sjalva tolkningsakten - i
den modernistiska konsten &r den uttrycklig i
den postmodernistiska. Som exempel pa den
nya allegoriska impuls han sag omkring sig i
bérjan av 80-talet lyfte han fram bildappropri-
erande konstnérer som Robert Longo och Sherrie
Levine.4 Hit kan man ocksd rdkna Ingrid Orfali
som har spelat med allegorin bade som atti-
tyd och teknik.

Rent bokstavligt handlar allegori om att tala
annorlunda, allos=annorlunda och agoreuei
=att tala. Allegorin later en text lasas genom
en annan och dérigenom blir den ocksé en
modell for sjélva kommentaren. Ett av de fram-
sta argumenten for att avfarda den &r att klas-
sificera den som supplement, som nagot ona-
turligt extra. | detta finns en pataglig likhet
med Jacques Derridas tolkning av den véster-
landska filosofins privligiering av talet pa tex-
tens bekostnad. P4 si vis har texten "femini-
serats” och givits en underordnad - kvinnlig -
position.®
Kan man déarmed tinka sig ett sérskilt férhal-
lande mellan allegorin och "det kvinnliga”? De
strukturella och historiska likheterna mellan
dem &r uppenbara. Dessutom tvingas ofta un-
derordnade och fértryckta grupper - till vilka
kvinnor, och | férlangningen "det kvinnliga”,
kan ségas tillhéra - att anvanda dubbelkod-
ning fér att kunna berétta sina historier. De
nddgas tala i tungor, uttrycka sig i fabler och
allegorier. Pa Ingrid Orfalis romantiskt brunto-
nade fotografi med titeln He, for there could
be no doubt about his sex poserar en Oscar
Wildeliknande figur i kritstrecksrandig kostym.
Liksom den homosexuelle férfattaren var en
dubbelnatur l&ter titeln paskina att modellen

ar man, fastan det i sjdlva verket ar ett sjélv-
portratt. Den grdnséverskridande androgynen
har hér gjort entré till ackompanjemang av
nagra rader ur Virginia Woolfs Orlando, som
inte bara bytte kén under sin levnad utan dven
knét ihop Elizabeth |:s tid med Elizabeth l:s.
En tradition, med ambitioner att kritisera den
bigotta borgerliga kulturen, dar savéal kvinnan,
och "det kvinnliga”, som allegorin stér i fokus,
ar surrealismen. Lange forbisedd, som smatt
pinsam med sin figuration och sina symboler,
av konstvetenskapen i allménhet och den mo-
dernistiska traditionen i synnerhet, har den
hamnat pa undantag. Aven fér den feministis-
ka konstforskningen har surrealismen funge-
rat som slagpdase: de manliga konstnérernas
utnyttjande av kvinnan som musa och kvinno-
barn har till exempel setts som en gettoise-
ring av henne som naturndra och ursprung-
lig. Rosalind Krauss har dock tolkat den sur-
realistiska fotografin som ett omrade dér
kvinnan &r under "produktion”, det vill sdga
att hon snarare konstrueras an ar av naturen
given.” Det ar i kdlvattnet av denna surrealis-
tiska tradition vi finner Ingrid Orfalis fotografier.

Kdonskampen

| likhet med surrealisten Magritte skapar Ingrid
Orfali bilder dér tankar kommuniceras. For
honom var méaleriet en permanent protest mot
allt det man tar for givet i tillvaron.® P4 liknan-
de satt ar Ingrid Orfalis fotografier utmaningar
mot sunt férnuft och vedertagna sanningar,
inte minst de som géller kdnsmaktshierarkin
och den roll kvinnor ges i férhallande till kon-
sten. | La chute d’Ariane - Challenge for bloody
bastards kommenteras kvinnornas utanfor-
skap i den patriarkala kulturen. Mot den blod-
réda bakgrunden avtecknar sig en tampong
som fogats samman med ett l&ppstift (som
egentligen ar en atrapp). Tillsammans bildar
de en missilform som ob&nhérligt pekar
nedat, precis som balken i de aristokratiska
bastardernas vapenskéldar. Man paminns om
det misslyckade franska rymdprogrammet -
med namnet Arianne - och om hela den mili-
tara upprustningens inbyggda haveri. Och &r
inte kvinnorna, med sina orena menstruatio-
ner och fafdnga ndjen, var kulturs utstotta
oéktingar? Men Ariadne da? Ja, hon raddade
Theseus undan monstret Minotauros | Knossos
labyrint med sin trad, men bara for att strax
darefter bli dvergiven av honom.

Paraclet boréal - Borealisk Paraklet innehal-
ler ocksa den tva féremal: en réd fingervante

som stréacker sig mot en glaspenis med ving- .

ar. Parakleten &r en bevingad fallos som i den
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Ingrid Orfali. FEEMALE - pd bettet, 1x1m, 1988. “Ingrid Orfali

Ingrid Orfali. Moby Dick, 1x1m, 1987, ingrid Orfaii.
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katolska kyrkan symboliserar den helige ande
i hans skapande aspekt. Fotografiets réda fing-
er vante rékar vara en vénstervante med vin-
ster som den sinistra - déliga - sidan, eller
med andra ord kvinnosidan. Vi tycks st& infér
kvinnan som forgéves férséker na den ska-
pande principen men som aldrig riktigt nér
fram, liksom skapande i den patriarkala kultu-
ren har varit ett manligt prerogativ, en onébar

Ingrid Orfalis To Sail, To Stop invigdes i Sydney den 23:¢ februari 1992 av den brittiska drottningen Elizabeth |1,

forbjuden frukt fér kvinnorna.

Parakleten aterkommer i Wemen, nu som ett
kamikazebemannat bombplan som just slitit
armen av den gyllene &ngeln. Enligt tecloger-
na ar anglar kénlésa, men de &ar skdna som
kvinnor. Skaparratten som stympar den upp-
studsiga kvinnan? Sjalv skriver konstnaren:
"WEMEN? Det &r vi, manskligheten, We Men,
d.v.s. en vérld som, d& den hors, glémmer

T

bort sin ena halva. WEMEN?
Det &r vi, ménnen, d.v.s. men
only. Begreppet hdller igéng
affarerna... Ordet WOMEN
tycks vara utsatt fér samma
bedrégeri som ordet tystnad.
Ljudet av detta senare ord hén-
visar till motsatsen av sitt in-
nehall. Hérs WOMEN, hérs sam-
tidigt tillintetgdrandet av kvin-
norna. Skulle man, i tystnad,
endast ldsa ordet WOMEN,
skulle fortfarande det sjélvut-
planande imperativet, insiste-
rande, trénga fram: WOE MEN,
sorgens man. Ordet WOMEN
ar alltsd matrisen av kvinnor-
nas sprék. Lik ordet tystnad,
rymmer WOMEN, i sig sjélv, va-
det om sin egen déd.”®

| en kommentar p&pekar
Ingrid Orfali att Feemale - pa
bettet &r en kopia av Magrit-
tes tematiska ménster "man-
nen-utan-huvud”.’® Huvudet
ersétts i hans mélningar av en
rosa ballong, ett gront &pple
eller en vit fagel - har upptas
dess plats av en rod fyrkant
och en tom men girigt gapan-
de fiskkéft. Kroppen &r osmi-
digt fyrkantig och kladd i den
typ av kritstrecksrandig kos-
tym som konstnaren sjilv
med forkérlek upptréader i.
Aven om personen bokstavli-
gen &r pa bettet - tinderna
réda som av blod eller en
passionerad lappstiftskyss -
har det sitt pris att uppratthal-
la bilden av manlighet. Men
att ha blodad tand innebér att
man just borjat.

The Sucker &r i sin tur en
kopia av Feemale - P4 bettet.
Sugaren och utsugaren upp-
tréder i en och samma per-
son da det grinande fiskgapet
omsluter ett lappstift. Horace
Engdahl har tolkat k&ften som en vagina den-
tata med lappstiftet som klitoris, eller mans-
lem.1 | s& fall har vi annu ett exempel pa
Ingrid Orfalis kénsliga omkodning och vi star
infér en hotande kastration. | Heinrich von
Kleists teaterpjas Penthesilea frdn 1808 - dar
den antika mytens handelsférlopp dndras och
Penthesilea gar segrande ur striden - finner
han en litterar klangbotten till konstnérens foto-

grafi. Den vilda amazondrottningen omvixlan-
de kysser och biter Akilles till déds i kérleks-
kampen.

Ogat och kdnet

Men &gat och blicken &r inte endast narva-
rande i m&tet med Ingrid Orfalis speglande foto-
grafier. De bildar &ven ett innehallsligt tema i
hennes bildvérld. Pa Kulturhuset i Stockholm
1990 placerade hon tva runda dgonfotografi-
er - I, Tiresias och Pelta - star 6ga mot dga pa
var sin sida om en svart skulptural vulkan-
form. | sina Metamorfoser beskriver Ovidius hur
Tiresias en dag forvandlas fran man till kvinna
nar han med en kapp slar tvd kopulerande
ormar i skogen. Efter atta &r som kvinna ater-
far han sin manliga identitet. Men hans erfa-
renhet som kvinna leder honom till blindhet: i
en tvist mellan Zeus och Hera om vem som
njuter mest av karleksakten ger han Zeus ratt
i att det ar kvinnan. Hera, som vill behalla hem-
ligheten, berdvar honom darfér synen. Som
balsam pa saren skédnker Zeus honom en
annas slags syn - siaregévan - som bland annat
gor att han kan férutsdga Narcissus tragiska
ode.

| T S Eliots dikt The Waste Land, fran vilken
titeln &r hamtad, &r den blinde Tiresias i kraft
av sin synska férmaga den allseende som
bland annat genomskadar kvinnans lott i det
tidiga 1900-talets vasterland. Han &r dessutom
diktens alla karaktérer i en och samma person.
Allseende &r ocksa Sir Edmond i Georges
Batailles pornografiska roman Ogats histo-
ria.12 P4 avsténd féljer den upphetsade - och
rodégde - engelsmannen med blicken ungdo-
marnas alltmer véldsamma och vansinniga
sexuella lekar. Detta sexuellt giriga 6ga kopp-
las i romanen ihop med konet p& méanga nivéer.
En &r en ren formanalogi: 6gat har sin mot-
svarighet i &ggen som Simon knécker mellan
sina nedre l&ppar, men ocksa i de fladda tjur-
testiklar som Sir Edmond skaffar henne.
Lystet satter hon tandema i en av dem. |
samma stund som hon tillsammans med Sir
Edmond bevittnar hur tjurfaktaren Granero far
sitt hégra 6ga utstunget av en rasande tjur,
fér hon in den andra i slidan.

Om eye/l Tiresias kan tyckas 6ppen och
séarbar, férefaller dgat i den bepansrade Pelta
desto mer skyddat. Ett glansande metallhdlje
héller de anfallande blickarna pé& avstand.
Men liksom den grekiska stridsskolden med
namnet Pelta, som férsetts med ett kikhal for
att krigaren lattare skulle kunna hélla reda pa
sin motstandare, motverkar den sitt syfte och
blir istéllet en maltavla Det slutar med att det

blinda, men allseende, och det seende, men
opassliga, 6gat forsvinner i vulkanens helve-
teskrater, i en avgrund infér vilken kontrollen
férloras och reglerna sétts ur spel. Ogat tycks
|6st fran sin Gverhoghet.

Epilog

Efter en tids tystnad blev Ingrid Orfali och
hennes konst i februari 1992 forstasidesstoff -
nu i Australien. D& invigdes hennes monu-
mentala skulptur To Sail, To Stop av drottning
Elizabeth Il. Den var det vinnande forslaget i
en offentlig tavling som utlysts med anledning
av att Sydney dels ville fira den forsta flottans
avfard fran Storbritannien till Australien 1787,
dels att Sydney ar 1842 upphéjdes fran fang-
|ager till stad. To Sail, To Stop &r en samman-
stélining av ett skepp och ett ankare, som
béda ingér i stadens vapenskdld, och kan ses
som en forts&ttning pa det rese- och aventyr-
stema som konstnéren &gnat sig &t redan tidi-
gare, till exempel i fotografierna Stryk Moby
Dick - Moby Dick Repasse och Das Narrenschiff.
Om man fullbordar linjen i ankarets halvmane-
form bildas dessutom ett upp-och-ned-vant
kvinnotecken. Skulpturen &r utférd i grén aus-
traliensisk marmor och brons och &r placerad
framfér Sydneys radhus pa Sydney Square.
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Ann K. Lisslegaard ar under hésten aktuell med en separatutstélining pa galleri
Schaper-Sundberg och grupputstiliningen Mamma pa Enkehuset i Stockholm.
1995-96 #r hon PS1-stipendiat i New York. Konstens system &r ytterst @mnet i
hennes verk menar Simon Sheikh i en essd om hennes arbeten de senaste aren.

den andra sidan

Simon Sheikh om Ann K Lislegaards suggestionskonst

...come closer

you will now read my words

my words will help you and guide you
deeper and deeper

into the space...

T



Ann K. Lislegaard. The Garden of Eden (gardiner, gult ljus, ljudband: hypnotisk suggestion), 1994.

UNDER OPPNINGSSCENEN av Lars von Triers film
Europa finns en rést som leder huvudperso-
nen pa hans resa in i Europa. Résten tillhér en
hypnotisér som férbereder huvudpersonen
mentalt infér hans upplevelse av Europa. Men
effekten av denna suggestion har tva sidor;
det &r dven en suggestion av publiken och
dess resa in i Europa, in i filmens fiktion, in i
Europa. Publiken férbereds, rent av dvertalas,
att stiga in i upplevelsen av filmen, eller av film
och bio 6verhuvudtaget. Den har “film-av-
filmmetoden” -den moderna perceptionen in-
karnerad - har naturligtvis upprepats genom
filmhistorien. Nagot liknande géller senare
tiders konst, dér tidigare dominerande "L’Art
pour L’Art” tycks ha blivit ersatt av en konst
baserad pa konstens idé, med en metod dar
kontexten &r en del av konstverket,

Aven Ann K. Lislegaard anvinder sig av sug-
gestion som riktlinje och metafor fér konst-
upplevelsen och seendets process, likval som
for sjélva skapandet av konst. Genom sug-
gestionens koncept fokuseras pé forhallande-
na mellan publiken och konstverket, publi-
kens férvantningar pa konstverket, relationen
mellan konstnéren och verket och konstnéren
och publiken. Det &r konstens system -
konstvéarlden — som ytterst &r amnet for dessa
arbeten.

you decide to play the game
you are the game

| installationen The Garden of Eden (1994)
guidas betraktaren genom utstéliningen av en
rost som tillhér en hypnotisér, eller snarare:
upplevelsen av den mjukt avkopplande résten

skapar ett tillstand av 6ppenhet och mottag-
lighet och ett I6fte om att fa sina 6nskningar-
na uppfyllda. Hur som helst &r résten som fyl-
ler rummet férinspelad, speakern ar franva-
rande och darmed &r suggestionens killa
avlagsen. | sjélva verket tillhor rosten utstall-
ningens curator. Det hér &r alltsd inte framst
ett exempel pad en konstnar som fbrséker
styra och manipulera publiken. Eftersom
curatorns nérvaro i verket forflyttar tyngd-
punkten till de organisatoriska och principiel-
la omsténdigheter och férutséttningar som
ligger till grund fér utstaliningen, s inbegrips
de intrikata relationerna mellan konstnéren,
institutionen och publiken i processen.
Strukturerna bakom den aktuella utstalining-
en visas, det som normalt sett inte &r tillgang-
ligt fér publiken blir en del av upplevelsen, om
&n pa distans. Eller snarare, pa en precis dis-
tans: Det &r detta avstdnd (mellan det for
publiken tillgéngliga utrymmet och strukturer-
na bakom det) som &r kruxet. | ett avseende
gors grénsen mellan rummet och de férelig-
gande strukturerna synlig. Aven curatorns roll
som den som ska uppfylla énskningarna pa
ett likartat satt for publiken och konstnéren,
som ska fldta ihop dem med de férvantningar
besbkaren har nar han eller hon kommer in i
denna speciella plats, detta konst-utrymme,
sa att saga.

Detta &r ingen okomplicerad situation, hur
som helst: utrymmet kartlaggs i installationen
av labyrintliknande rader av gardiner som till-
ater ett flertal olika passager. Gardinerna
astadkommer temporéra och spatiala gran-
ser, men den undflyende materialiteten med-
ger Overtradelser. Det &r inte mojligt att ga
runt gardinerna, men vél att g4 igenom dem.
Grénserna mé kodas av omgivningen, men de
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ar inte fixerade pa ett uteslutande satt, inom
ett visst rorelsemonster; den (institutionella)
ramen &r given, men betraktarens férvant-
ningar &r det inte. Verket & uppenbarligen
teatralt, men det &r publiken som utgér ska-
despelarna, och konstndren som &r manus-
forfattaren.

Nér betraktaren beger sig in i (konstjrum-
met kan man trots allt p4sta att han/hon alltid
ar forinstalld pa en viss sorts upplevelse -
konstupplevelsen, med alla dess konnotatio-
ner och férgreningar. Betraktaren &r redan fix
och férdig. P4 grund av institutionerna och
deras odiskutabla makt, och - belysande nog
- pa grund av betraktarens egna frvantning-
ar och egen position. Genom att anvanda sug-
gestion som ett konstnérligt verktyg férs insti-
tutionens utstaliningsstrategi och dess inne-
boende manipulation fram i ljuset. Men denna
manipulation konfronterar paradoxalt nog all-
tid betraktaren med hans eller hennes egna
onskningar och begér i férhallande till konst-
objektet och konstinstitutionerna. Den sociala
miljé i vilken konst upplevs, betraktas och fér-
stds som konst.

you experience all that you desire

you desire the experience

Nu &r det givetvis si att subjektets konfronta-
tion med dess egna 6nskningar och begér,
genom manipulation, alltid varit idén bakom
suggestion, under alla omsténdigheter! Och
om subjektet och konstnidrens subjektivitet
verkar aningen franvarande i processen i The
Garden of Eden, s& &r konstndren subjektet
férsatt i suggestion i en annan installation -
Liberty Bells. (1994/95) | detta verk var konst-
néren instruerad att géra teckningar under
hypnos, hela tiden lockad att réra sig fran rum
till rum, fran territorium till territorium, darmed
korsande grénser pa véagen, granser som hon
noterade nér de blev korsade.

Teckningamna gjorda under péverkan &r
sléende lika teckningar fran tidig surrealism,
och dérmed pa sétt och vis kommentarer till
modernismens lysande férflutna, Men medan
surrealistiska teckningar anségs nd ner i de
djupaste lagren av det ménskliga psyket, s
var samtliga av dessa verk gjorda efter hyp-
notisérens riktlinjer. De var dirigerade. Och
hypnotiséren var i sin tur instruerad av konst-
néren att leda framatskridandet i en viss rikt-
ning. Vad som har dérmed féreligger ar inte
den modernistiska uppfattningen om det fria
flodet —subjektivt manifesterat - fran konstna-

rens psyke, utan en planerad process.

Teckningarna &r inte viljemassiga stélinings-
tagande i sig sjélva, utan rester, dokumenta-
tion av en process. De tycks alla rikta in sig pa
nagot slags granser, pa att markera och
demarkera territorier. Ett sddant territorium,
eller konstnarligt omrade, skulle kunna kallas
subjektivitetens undersékning. Teckningarna
ar inte subjektiva i sin form, men del av en
process som understker sé kallade subjekti-
va verk. Att konstnaren formmassigt bor ut-
trycka subjektivitet ar forstds ocksé en del av
konstnarsrollen. Och kanske ocksé en del av
betraktarens forvantningar p& konstnéren,
eller pa de konstverk betraktaren stéter pa. Vi
har den modernistiska myten om det konst-
nérliga varandet, att konstnéren &ger en insikt
om ett annat omrade for seende, om en an-
nan verklighet. Ett beteende som o&verrens-
stammer med den myten ar vad man forvan-
tar sig av en konstndr. Det ar de hér beteen-
demonstren, for bade konstnéren och publi-
ken, som dessa arbeten handlar om. Territoriet,
eller utrymmet, mellan betraktaren och konst-
objektet.

closer and closer
into the Sphere

Markeringen och demarkeringen av detta ex-
panderande omride r centrala i Lislegaards
konstnarliga projekt, i och med att verken pro-
blematiserar motsétiningarna nérvaro och
franvaro. | verket Zone of fear (1993) &r rum-
met bokstavligen delat i halvor av ett stort
elektriskt stangsel som skar genom rummet.
Objektet markerar en granslinje, inte mellan
framfoér och bakom, utan snarare mellan be-
traktaren och betraktarens forvantningar.
Nétets elekiricitet inbjuder och avvisar kon-
takt p& en och samma gang. Elchocker kan
antingen vara smartsamma eller lockande.
Det kan ocksa vara badadera, beroende pa
dina asikter. Eller beroende pa dina begér!
Som sédant fungerar verket som en granslin-
je mellan betraktaren och hans eller hennes
begér och dnskningar i férhallande till objek-
tet. Den rumsliga grénsen fokuserar pa be-
traktarens avsikt och position, medan objek-
tet & andra sidan kan svara for sig sjélvt, i det
avseendet att det ger ifrn sig elektriska st6-
tar. Det till synes 6mtaliga nétet ar aktivt i pro-
cessen, i upplevelsen. Det &r i hogsta grad
ndrvarande, och som sadant avticker det

betraktarens begér, begdret efter en annan |

tillvaro upplevd genom konst. Bertringen av

Ann K. Lislegaard. U. T (Liberty Bells), (teckning gjord under hypnos i samarbete med professionell hypnotisar). 1994-95.

Ann K. Lislegaard. Zone of Fear (ndt av wire och elektriskt stingsel), 1993,

natet och den péaféljande stéten, inter-age-
randet, blir ocksé ett slags korsning. En dver-
fart till den andra sidan, inte olik den forflytt-
ning som sker under suggestion.

Detta spegelférhallande &r ocksé dmnet for
verket Wandering Stars, dér en text med ett
liknande innehall som ljud-suggestionen fran
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The Garden of Eden, &r screenad pa en stor
spegel som stér lutad mot vaggen. P& viaggen
ar sma paljetter uppklistrade, de imaginara
stjarmorna. Spegeln visar dven den ett imagi-
nart rum, som &r en reflektion av det befintli-
ga rum dar betraktaren aterfinns. Spegeln
fungerar som gréns mellan dessa tva rum; det

bild: Fleenming Hansen



Ann K. Lislegaard.
Wandering Stars
(paletter, hypnotisk
suggestion tryckt
pa spegel),

1995,

imagindra och det verkliga. Genom att titta pa
oss sjélva som tittar, centreras var uppmérk-
samhet till sjilva seendet och pi sjélva pro-
cessen och handlingen i att befinna sig i det
aktuella (konstjrummet. Véra énskningar att
bli sedda blir hdr minst sagt frilagda! Spegeln
anvands for sjalv-reflektion, och som vi lart
oss frén Jacques Lacan, som en plats for iden-
tifikation av jaget, i det s kallade spegel-sta-
diet, dér identitet uppstar och identifikation
sker genom den reflekterade bilden, i dublet-
ten. Med andra ord, genom en alienationens
process, eftersom jaget fysiskt sett dr distan-
serat och ondbart. | Wandering Stars marke-
rar suggestionstexten pa spegeln denna
grans som inte kan &verskridas, och egentli-
gen ett konstverks funktion och dess méjlig-
het att suggerera jaget och begéret, var blicks
intentioner. Vi befinner oss i rummet, men har
&nda ingen mdjlighet att nd vara begérs ob-
jekt genom seendet. | detta avseende speglar
verket inte bara det rum som betraktandet
och upplevandet forutsétter, utan ocksa ett
uppdelat och fragmenterat jag.

you start to sense the room
the room surrounds you

84 formoda att konsten kan trénga in i denna
andra vérld - ett virtuellt omrade - dér det
som inte kan erfaras i eller styras frAn den

omgivande verkligheten utspelas. Den s kal-
lat heroiska naturen hos konstndren bestar i
att vara kapabel att synliggéra denna andra
sida, och i samma process &ven f4 betrakta-
ren att kénna sig heroisk. Det &r en sugges-
tion av betraktaren som i sin metod inte &r olik
den politiska varldens mass-suggestion, lat
vara i mindre skala. Mass-suggestion &r fér-
stds en integrerad del i férutsattningarna for
fascism. Men snarare an att iscensétta dessa
heroiska spektakel - med deras inneboende
politiska aspekter - vill istéllet Lislegaard att
betraktaren ska underséka denna process
inom sig sjélv. Hon vénder var uppmérksam-
het mot det omgivande; den sociala situation
dér konst betraktas, mot konstproduktionens
och utstéliningsverksamhetens sociala kon-
text, ma det vara museets heliga sal eller gal-
leriets vita kub — representationen av subjek-
tivitet, av makt. Att behandla suggestion &r att
behandla (nagons eller nagots) makt. | detta
sammanhang kan konstruktionen av den he-
roiske konstndren ses som en klart manlig
diskurs. En vision om och representation av
ett absolut, koncentrerat, enhetligt och avgé-
rande manligt subjekt; den heroiske konstna-
ren. Sa for att kunna representera sig sjalv
konstnérligt, tvingas en kvinna inta en manlig
position. Kvinnlighet inom representation blir
dérmed en maskerad, en simulation och for-
forelse, en falsk representation. Lislegaards
upptagenhet av suggestion och férférelse av
betraktaren placerar hennes arbete inom en

kvinnlighetens och feminismens diskurs — den
Andres diskurs. Teckningarna, som harmar ti-
diga, auktoritativa modernistiska arbeten, vitt-
nar om en grundldggande brist pa respekt for
denna — pa flera satt — faderliga auktoritet.
Faderlighet som tradition och som kén.

Aven i installationen Into the Mist (1994)
fungerade konstens sociala kontext som en
viktig del av verket. Rummet hade initierats
genom att konstnaren spridit ut vitldkar i alla
hérn. Rummet hade fértrollats av konstnaren.
Vitibkarnas doft och materialitet pAminde pa
nagot sitt besékarna om den sociala kontex-
ten utanfor rummet, om den omgivande verk-
ligheten: Galleriet dr installationen var gjord
ligger i en del av Képenhamn som heter Vester-
bro, kant for sina talrika turkiska och pakis-
tanska invandrare, det vill séga - vitiksétare!
Kopplingen mellan vitlbksdoften och de ori-
entaliska invandrarna sdger en del om be-
traktarens avsikt, hur véldigt enkla sensoriska
impulser dversatts till en specifikt social och,
i detta fall, rasistisk forstaelse. Heligheten i
gallerirummets vita kub saboteras av den
sociala situationen utanfér. Rummet blir i gen-
géld tydliggjort, inte sdsom avskarmat fran utan
beroende av omgivningarna. Om galleriet
varit beldget ndgon annanstans hade lasning-
en av verket blivit totalt annorlunda.

Utspridandet av vitlok skulle t ex kunna
uppfattas som ett sétt att halla vampyrer bor-
ta. Darmed &r mélet med verket inte framst att
gora en tydligt plats-specifik social kommen-

tar, utan snarare att behandla representatio-
nens politik och den avsiktliga och férutbe-
stamda faktorn i seendet. Fragor om identitet
och uteslutning finns inneboende i sjalva
(konstjrummet.

you are at the right place
af the right moment
you are in the space

Lislegaard undersoker i sitt arbete hur vi be-
traktar konst i sin kontext, fran en sarskild
position fér betraktande av konst, inifrén ett
beteendemonster som tillhdr konstvériden
och dess institutioner. Det handlar i sjélva
verket om en uppsétining beteenden som
inte har nagon relevans nagonstans utanfor
konstvarlden, trots att de verkligen speglar ett

helt samhaélles beteende-system, mahanda
inte det mest demokratiska! Konstvarlden har
tagit pé sig uppgiften att vara forum fér den
grénsldsa subjektiviteten. Det som inte far fin-
nas i samhallet har en plats i konsten. Politik
och estetik ses som &tskilda storheter, t o m
motsatser.

Lislegaard fragar istéllet om denna subjek-
tivitet dverhuvudtaget kan framstéllas i ett
konstverk, om huruvida konstverk inte alltid
redan & en del av ett forvantat beteende-
monster, férutbestdmt av ett speciellt slags
representation och reception, och dédrmed
réttar sig efter speciella regler for perception.
| detta avseende &r konstvarldens regler i
grunden alltid konstnérens regler. Konst-
ndrens medvetande och kénslighet och de
objekt han/hon framstéller &r en del av en reifika-
tionsprocess framsprungen ur den kontext
dér konst visas och upplevs. Verken ar darfor

ofullstdndiga, 6ppna fér tolkningar. De
avtécker ett expanderande omréde fér seen-
de mellan verket och publiken, satter upp
grénser runt det sociala och psykiska, snara-
re an runt konstnédren och arbetet, det sub-
jektiva och det materiella. Enligt denna linje
kan Lislegaards projekt ses som en utvid-
gning av attiotalets kritik och dekonstruktion
av modernismen. For nittiotalets konstnéarer
ar konstvarlden och dess rum inte suspende-
rade fran de omgivande realiteterna, utan
existerar snarare som parallell verklighet.

( be there — in the space

Alla suggestions-texter kommer fran ett band med
texter skrivna av Ann K. Lislegaard.

Simon Sheikh &r konsthistoriker samt frilansan-
de curator | Képenhamn.
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Ann K. Lislegaard. Land of Milk and Honey (vaselin p4 gallerifonster, ljudband med blandade hypnotiska suggestioner och ambient hip hop), 1985
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- Sara Arrhenius om Hans Bellmers fotografier och samtidens seende

ANDRE BRETON TRODDE att surrealismen skulle
befria manniskans omedvetna. Sexualiteten
var fér honom en god kraft som som maste
frigdras fréan kulturens konventioner och
moralens h&dmmande band for att na sin fulla
skoénhet och spréangkraft. Det fanns en djup
klyfta mellan Breton och den del av den sur-
realistiska rérelsen som var dominerad av filo-
sofen Georges Bataille. | kretsen kring Bataille
var méanniskobilden mérk och fylld av motsa-
gelser. | litteraturen, konsten, religionen och
myterna hittar de en ménniska vars dodsdrift
och sexualitet inte var tva motsatta krafter,
utan tvértom tatt sammanflatade med varan-
dra. Bretons ovilja att befatta sig med de har
sidorna av den méanskliga naturen - eller ona-
'turen- ledde ocksa till en slutgiltig spricka i
rérelsen dar de "svarta” surrealisterna rensa-
(des ut. Givetvis &r det i den har delen av sur-
‘realismen vi finner den tyske fotografen Hans
Bellmers konstnarskap. Hans markliga erotis-
ka dockor, som &r en nérmast tvangsmassig
undersdkning av begérets aggressiva och
sadistiska sidor, &r nattsidan av Bretons ljusa
erotiska utopi.

Hans Bellmer féddes vid den tysk-polska
gransen 1902. Hans far, en ingenjor med fas-
cistiska sympatier, skickade honom att stu-

' par.

dera vid Berlins tekniska hogskola. Bellmer
avskydde ingenjorsyrket och flydde snart
skolan f6r en bana inom reklamen. P4 tjugo-
talet kom han till Paris, kom i kontakt med
den surrealistiska rorelsen och publicerade
ina forsta fotografier av dockor i den surrea-
Jistiska tidskriften Minotaure 1935. Bilderna
‘isar hans forsta docka - inspirerad av ett ero-
tiskt barndomsminne av en kusin - samman-
fogad av delar fran hans barndoms leksaker
till en grotesk kropp i olika obscena stélining-
ar. Den kropp vi méter i de har fotografierna
ar den omdjliga och obeskrivbara kropp som
annars bara moter oss i drémmen. Den iscen-
satter den perversa drémmen om en kropp
som ar alla kroppar, ett tillstand utan skillna-
der och grénser mellan individer, kén, krop-
Bellmer skapar en fragmentariserad
kropp utan helhet dér varje del &ar utbytbar
mot en annan, ett brost kan vara ett huvud,
ett 6ga kan vara ett ett anus. Hans sadistiska
sonderplockande av kvinnokroppen andas
ocksa en stark kvinnoskrack. P4 en géng ero-
tiskt lockande och hotande ar den kvinno-
kropp han skapar utan ett eget jag, hon exis-
terar bara som ett formldst monster samman-
fogat av fetischiserade kroppsdelar.
| surrealismens fascination for den fotogra-
fiska bilden finns en koppling till deras intres-

se for tillstand av mental automatism dér det
omedvetnas kalla Sppnar sig ocensurerat och
utan hamningar. Kamerans seende ar just
automatiskt, utan varderingar eller medveten
censur. | Bellmers fotografier blir den hér auto-
matismen nagonting skrdmmande, de visar
sig inte manniskans omedvetna som ett vack-
ert fantasilandskap. Hans dockors ledade krop-
par @ som monstrudsa marionetter, de ge-
staltar méanniskan som en automat styrd av
sexualitetens och dodsdriftens bransle.
Bellmer arbetade som scenograf vid Max
Reinhardts uppséttning av en dramatisering
av E T A Hoffmanns saga om Sandmannen. |
sagan berattas om automaten Olympia som
starkt paverkade Bellmers dockor. Hoffmanns
automat &r ocksa central i Freuds tolkning av
var upplevelse av det kusliga som han forkla-
rar som ett méte med bortrangda barndoms-
minnen i symbolens form. Dockans automa-
tiska upprepande rorelser upplevs som
skrammande da de omedvetet minner oss om
upprepningstvangets tvingande kraft.1

Seendets sexualisering

| sin kartlaggning av modernitetens seende
visar Jonathan Crary att det i bérjan av 1800-
talet skedde en genomgripande revolution i



forestallningen om seendet. Fran camera ob-
scurans abstrakta och geometriska véarld, dér
betraktaren hade fullstandig 6verblick och
kontroll dver synféltet, flyttar seendet till det
manskliga 6gats opalitliga och tidligt begrén-
sade kroppslighet. Genom utvecklingen i fysio-
login bérjade seendet mer och mer samman-
kopplas med kroppen och lokaliseras till det
enskilda individens subjektiva upplevelse-
varld. Den har forlusten av en absolut allve-
tande blick till ett kroppsligt och subjektivt
oga &r eft steg mot den splittring av seendet
som kulminerar i den tidiga modernismens
ifrdgasattande av det paradigm i 6gats histo-
ria, som inleddes med rendssansens per-
spektivism.?

Aterférandet av seendet till kroppen kom
ocksa att innebara att 6gat kom att sexualise-
ras. | det borgerliga samhélle som véxer fram
kom njutning alltmer koncentreras till 6gat
och betraktandet, i stddernas lockande skylt-
fénster, i uppfinnandet av en méngd olika tek-
niker fér seende som kameran, stereoskopet,
kalejdoskopet. Den sexuella njutningen blir en
seendets njutning, nagonting som bilir tydligt i
den explosion av pornografi som véxer fram i
det sena 1800-talet.?

| vér tids omskrivning av modernismens
konsthistoria har flera kritiker lyft fram de
rérelser inom modernismen som undersdkt
modernitetens fetichisering av 6gat och seen-
det. Sarskilt surrealismen har varit féremal for
ett intensivt intresse. Fran att tidigare, iallafall
inom amerikansk konsthistorisk kanon, ha be-
traktats som en marginell och alltfor "litterar”
avart i modernismens renhetsstravan har sur-
realismen uppmérksammats for sitt blottlag-
gande och kritik av de strukturer -omedvetna,
politiska, sociala - som stadr bakom den
moderna tidens forestéllningar om seende. |
surrealismen visar sig seendet alltid som
grumlat av andra sinnesintryck och av omed-
vetna impulser. Ogat avslojar sig som en ero-
gen zon och seendet fér ett "omedvetet”.4

Intresset for surrealismen visar sig ocksé i
samtidens konst. Duchamp har varit en cen-
tralgestalt i de senaste decenniets konstde-
batt. Men kritiker har ocksa uppmérksammat
att man hos flera av samtidens konstnarer
som t ex Cindy Sherman, Robert Gober och
Louise Bourgeois kan se en stark influens av
de mer okénda fotografiska arbetena av sur-
realister som t ex Bellmer, Cahun, Ubac och

Hans Bellmer. Doll (La Poupée), 1938.
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Boiffard. | intresset for ménniskans driftstyrda
omedvetna sidor hos konstndrer som t ex
Paul McCarthy och Mike Kelley anar man ett
sldktskap med surrealismens undersékning-
ar. Men ocksa i det satt som dessa konstné-
rer sprénger smak och genrekategorier, deras
spel med det groteska och smakltsa och det
hemlighetsfulla i det triviala, finns ett sam-
band med det som Bataille kallade for "infor-
me”, det som slar sénder och &verskrider alla
kategoriseringar och bendmningar.5

Svart surrealism

Ar det har intensiva intresset fér surrealismen
ett nostalgiskt aterupplivande av ett passerat
formsprak eller finns det djupare éverens-
stdmmelser mellan vér tids och surrealismens
seende? Kan man tala om ett idéhistoriskt
samband, en viss tidsanda som har paralleller
till surrealismen?

En nyckel till forstdelsen av var tids intres-
se for surrealismen &r att se vilken surrealism
som &r kéllan till influens. Det &r inte framst
Breton som intresserar vér tid utan snarare
kretsen kring Bataille. Det &r typiskt att som
Hal Foster i sin nyligen publicerade studie av
surrealismen Compulsive Beauty betona att
det vésentliga for en forstaelse av surrealis-
mens seende &r just Freuds tolkning av det
kusliga "das Unheimliche” som en aterkomst
fér bortrangda trauman och 6nskningar i for-
vriden form. En dterkomst som i Fosters tolk-
ning inte bara berér sexualitetens omedvetna,
utan ocksa ett historiskt och politiskt omed-
vetet dér konsten blir symptom pa en kulturs
undertryckta konflikter.

Den héar gestaltningen av ett samhélles
bortrangningar far i Fosters tolkning sitt mest
koncentrerade uttryck i Hans Bellmers foto-
grafier. | hans mekaniska dockor visar sig en
tidsepoks sexuella trauman, men ocksd
chocken Over krigets, den nya teknologins
och fascismens verkningar. Den centrala stéll-
ning som Hans Bellmers tidigare relativt o-
kénda bilder har fatt i samtidens konstdiskus-
sion bar ocksa en nyckel till férstielsen av
surrealismens betydelse idag. Nar man be-
traktar samtidens konst genom hans fotogra-
fier, ser man att de frdgor som vécks i hans
verk &n idag i allra hégsta grad, &r konfliktfyll-
da och traumatiska.

Det senaste decenniets feminstiska analys av
var kulturs bild av kvinnligheten har uppmark-
sammat hur avgérande maéanniskans omed-
vetna begér och fantasier &r for var konstruk-
tion av kénskillnad. Det hér blottlaggande av

omedvetna strukturer i bilden av manlighet
och kvinnlighet har ocksd varit ett centralt
tema i samtidens feministiskt orienterade
bild-konst.

Rosalind Krauss har papekat att det sétt
som man i surrealismens bildkonst konstrue-
rar kvinnligheten, &r en bérjan till den dekon-
struktion av kénet som &r vér tids. Det finns
ett starkt samband mellan surrealismens bild
av kvinnligheten som byggd av manliga begar
och fantasier, och vér tids feministiska de-
maskering av de omedvetna strukturerna ba-
kom seende och konsskillnad. En idéméssig
och estetiskt influens som innehaller bade er-
kénnande och avstindstagande och som far

tt av sitt mest tydliga utryck i den utveckling

om Cindy Shermans arbeten har tagit. Den

lit tydligare influens av framftrallt Bellmer
'som man idag ser i hennes verk kan inte tol-
kas som ett brott mot hennes tidigare arbe-
ten, utan tvartom som en konsekvens av hen-
nes forstaelse av de omedvetna fantasier som
déljer sig bakom bilden av kvinnan i var kul-
tur.

De senaste &ren har hon arbetat med foto-

grafier av groteska dockor. Ett slags erotise-

rade monster som &r fotograferade i ett dovt

rédskimrade ljus omgivna av fetischistisk
rekvisita, dverblivna eller bortslitna kroppsde-
lar. Vissa fotografier visar bara nagonting som
paminner om kroppsvatskor, blod, svett, tarar
och sperma. Hér finns en uppenbar lank till
Bellmers stympade och bisarrt sammanfoga-
de dockor. Bilderna kan ses som en fortsatt-
ning pa en tidigare serie fotografier dar Cindy
Sherman férkladde sig till en kvinna som blivit
misshandlad, valdtagen och mérdad. Hon
visade sig sjélv s6nderslagen och medvets-
I6s, omgiven av sitt eget blod och sina egna
uppkastningar. Cindy Shermans tidiga kvin-
noportratt visade upp feminitet som ett
skydd, ett satt att ddlja det som inte far visas;
i hennes forkladnader, med deras skadespe-
leri och forforelse, déljs den brist som gér den
kastrerade kvinnan skrammande. | sitt senas-
te verk har den blandande ytan av feminitet
fallit samman och visar den blottade kvinno-
kroppen - sjélva kvinnokdnet i sin olikhet som
nagonting fasansfullt. De har pa ytan s olika
verken sammanlénkas genom att de visar den
skréck infor kvinnokroppens olikhet som finns
inkapslad i vér kulturs férestélining om det
kvinnliga som en brist. | de tidigare bildernas
forfériska maskerad avsléjar Cindy Sherman

Hans Bellmer. Dol (La Poupée), 1934,

kvinnlighetens symboler som fetischer som
ska reparera den stympade kvinnan och ge
henne den fallos hon saknar. Hennes bilder
av misshandlade kvinnokroppar och stympa-
de monstrudsa dockkroppar visar istéllet
Oppet den kvinnoskrack som &r avigsidan av
kénens maskerad.

Martin Jay har i sin nyligen publicerade stu-
die om forestéliningar om seendet i fransk
filosofi under 1900-talet Downcast Eyes, the
Denigration of Vision in Twentieth-Century
French Thought, visat hur seendets centrala
plats i den franska tanketraditionen under
1900-talet utvecklas till ett starkt misstroende
mot seendet, "en antiocularcentrism”. Jay ger
just den svarta surrealismen i kretsen runt
Bataille en framtradande plats i den har
utvecklingen. Han visar ocksé hur den har idé-
strdmningen far ett starkt inflytande pa ut-
vecklingen av feministisk teori i var samtid.
Surrealismens undersékning av modernite-
tens fetichiserade 6ga och seendets omed-
vetna far 6ver Lacans och Foucaults ténkan-
de en fortsattning i feminismens kritik av var
kulturs fallocentriska blick och fetichiseringen
av kvinnan. Jag tror inte heller att de surrea-
listiska influenser som man idag ser framst




hos feministiskt orienterade kvinnliga konst-
nérer, dar Cindy Sherman bara &r en, ska tol-
kas som ett steg bort frn den intellektuella
och konceptuella bildkonst som var 80-talets.
Istéllet kan surrealismens nérvaro i feministisk
bildkonst delvis férklaras som en verkan av
den starka influens av franskt tankeliv som
finns i framférallt anglosaxisk feministisk teori
om seende.

Monstruidsa marionetter

Ett av Bellmers mest fruktansvérda fotografi-
er kom ftill efter andra vérldskriget. Bilden
visar tvd kvinnors nakna underkroppar sam-
manfogade s& de bildar ett hakkors, en por-
nografisk skéndning av nazistsymbolen som
Oppnar Bellmers verk mot sitt historiska sam-
manhang. Hans trasiga dockkroppar, skan-
dade och sénderslagna kan ses som ett slags
férkroppsligande av det fascistiska ménnis-
koféraktets dehumanisering av dem som f&l
utanfor deras ménniskoideal. Men dockornas
ohdlida obscenitet, deras felaktiga kroppar
kan ocksa ségas vara en skdndning av fas-
cismens renhetsideal. | nazismens censur av
"urartad” konst var det egentligen inte ab-
strakt konst som uppfattades som mest sto-

Hans Bellmer. Dol (La Poupée), 1938,

tande utan just framstaliningar av kroppen
som brét mot det officiella kroppsidealet. | det
sammanhanget far Bellmers fotografier pa
markliga omvégar en ovéntad politisk dimen-
sion. Hans dockor framstar plétsligt som ob-
scenitetens demaskering av fascismens mén-
niskoideal: den symmetriska och vildressera-
de manskroppen.

| surrealismen finns en skrackblandad fér-
tjusning i mekaniska dockor, automater, ro-
botar och skyltdockor. Har finns ett samband
med surrealismens undersékning av mannis-
kans omedvetna och hennes driftsliv. Dock-
ans mekaniska rorelser associerar till en bild
av manniskan som en marionett styrd av sina
drifter. Men som Foster pépekar, kan Bellmers
skréckblandade fascination fér dockan - i
motsats till futuristernas maskinkult - ocksa
tolkas som en kritik av det moderna livets
rationalisering och det satt som den nya tek-
nologin paverkade manniskans liv. | den in-
dustriella utvecklingen, i effektiviseringen av
arbete och krigsféring upplevdes manniskan
alltmer disciplinerad och lik en maskin.8

Surrealismens fantasier om en sammansméilt-

ning av ménniska och maskin kan idag tyck-
as &n narmare nér vi med hjdlp av biologisk
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och genetisk teknologi kan I&ka, férandra och
forbéttra vara kroppar. Véra kroppar blir mer
protetiska, vilket gér att gransen mellan mén-
niska och maskin blir alltmer otydlig och svar
att urskilja - den manskliga kroppen har blivit
teknologisk och teknologin organisk. Idag kan
vi inte bara tillverka maskiner som |&nar mén-
niskans kénnetecken utan vi lever ocksa i en
stark symbios med teknologin. Det som gér
var tids maskiner kusliga ar inte heller - som
Bellmers stela dockor - deras oménsklighet,
utan deras ménsklighet. Precis som hos sur-
realisterna kan man idag se hur manga konst-
nérer dr bade lockade och skrdmda av var
kulturs kluvna fantasier om ménniskan och
den moderna hdgteknologin. Hos den ameri-
kanske konstnéren Matthew Barney tar den
hér fascinationen sig utryck i ett prévande av
gréanserna for vad vi kallar manskligt. | sina
videos har han genom fysisk anstrangning,
maskering och genom att anvdnda sig av
mérkliga protetiska hjalpmedel pa sin kropp
pressat sin naturliga kropps grénser. | sitt
senaste verk, en film med titeln Cremaster IV
har han iscensatt en sorts perverterad scien-
ce fictionfantasi befolkad av underliga hybrid-
varelser, varken manniskor, djur eller maski-
ner, inbegripna i mérkliga tavlingar och lekar.
Tekniken i Cremaster IV ar férunderligt orga-
nisk, det &r svart att bestdmma vad olika fére-
mal &r tillverkade av och om de &r konstgjor-
da eller naturliga. Har finns den surrealistiska
glidningen mellan natur och onatur, manniska
och maskin. Genom det hér granséverskri-
dandet blottldgger Matthew Barney den vav
av markliga fantasier och sanningar som vi

spinner runt teknologins méjligheter och

fasor. Men han visar ocksa hur de hér vavar-

na ger oss en mojlighet att forestélla oss

andra sétt att vara, ndgot som ocks3 férskju-

ter vér forestalining om ménniskans natur och

hur vi férestéller oss vara skilda fr&n varandra,

andra livsformer eller maskiner.

Det taktila dgat

Crary papekar i sin studie att trots att stereo-
skopet uppfinns fére kameran, slar det aldrig
igenom som metafor fér seendet p4 samma
sétt som kameran kommer géra, nagot som
Crary menar beror pé att stereoskopet genom
att den utifrin de tvd olika bilder skapar
intrycket av en tredje djupverkande bild, av-
sléjar det bedragliga i ménniskans seende.
Kamerans dominerande stélining i var tids
férestélining om seendet beror delvis pa att
kameran, genom att vara ett fénster mot varl-
den, utgdr en fortsattning pa tidigare bildkon-

ventioner som ger betraktaren en illusorisk
triumf dver att fortfarande vara synfiltets herre.”

Idag befinner vi oss i omfattande omvand-
ling av seendets natur. Den explosionsartade
utvecklingen av digital teknologi for seende
och bildframstéllining haller férmodligen pé att
bryta upp de flesta av vara konventioner om
seendet vad géller relationen mellan observa-
tér, varseblivning och yttervérld. Vi héller pa
att skapa en upplevelsevérid som allt mindre
beror av optisk varseblivning. Det &r en svér-
dverskadlig férandring, och eftersom vi befin-
ner oss mitt i den &r den nastan omdjlig att
gripa och férstd. Men den har utvecklingen
vécker en mangd fragor och det &r onekligen
frestande att spekulera i vilka delar av tidiga-
re forestallningar om seende som kommer att
fortleva och vilkka som kommer att l@mnas
kvar. Kan vi ocksad i forestdliningarna om
seendet i den hér nya teknologin se de spar
av surrealismens 6ga som vi hittar i bildkon-
sten? Den teknologi for seende som utveck-
lats under 1900-talet strivar inte bara efter att
maximera ogats perception. Tekniken har
ocksd blivit mer sensuell och lik vara egna
sinnesférméagor. De nya medierna har éverta-
git vara sinnen och kastat ut dem i en rymd
dér de inte langre stdter mot nagon fysisk
verklighet. Flera kritiker har uppmarksammat
en lank mellan surrealismen langtan efter
ménniskans expansion i okdnda dromvérldar
och den fantasmatiska varld som byggs i
William Gibsons Neuromancer, den bok som
mer &n nagot annat format mytologin om den
nya informationsteknologin. Dess |éften om
den virtuella vdriden som en plats att fullkom-
liga alla sexuella fantasier har sina rétter i sur-
realismens tro p4 den sexuella driftens revo-

lutionara krafter. | Gibsons cyberspace ersét-
ter teknologin det konstnarliga skapandet i
forsdket att spranga medvetandets grénser.
Men inte heller har dr det ett befriat begér
som visar sig, de mérka sidor av ménniskan
sexualitet som regerar Gibsons universum
visar att han hér hemma i den aparta traditio-
nen fran Bataille. &

Jay uppmérksammar hur surrealismens
"orena” seende bryter ner den priviligerade
plats som &gat haft i den idétradition som
borjar med rendssansens perspektivism. Han
papekar hur surrealisterna t ex genom att
anvinda sig av ‘frottage’ ger bilden en skulp-
tural djupverkan som ocksa riktar sig till kén-
selsinnet.?

Den hér nedbrytningen av sinnenas upp-
delning ser man ocksé i Bellmers verk. Hans
fotografier av de egna skulpturala objekt som
s& brutalt riktar sig till kanseln i sin valdsam-
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het och sadism, glider mellan att vara avsed-
da att ses eller att kéinnas pa. | Bellmers verk
blottar den hér glidningen ett 6ga som &r ett
sexuellt organ och som stér pé grénsen fill det
taktila. Genom att dockorna sa uppenbart &r
tillverkade, uppvécker de kanslan av att foto-
grafen inte bara betraktat scenen utan ocksa
skapat den och deltagit i den med alla sina
sinnen. | de experiment man idag gér med att
skapa virtuella verkligheter kan man kénna
bilden som visas bakom glasgonen genom
de elektroder som &r fastade till handen. Den
6gats lust att rora som vi anar i Bellmers
seende tycks fullkomnad i den virtuella verk-
ligheten som innesluter 6gat i en artificiell
varld. Manniskan férbinds till bilden inte bara
till handerna utan ocksd genom elektroder pa
konsorganen. Hér tycks den uppdelning och
rangordning av sinnenena och det avstand
mellan betraktare och bild, som varit sa cen-
tral i den ocularcentriska traditionen fran
rendssansen, upphora att finnas till. Skillna-
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Hans Bellmer. Dol {La Poupée), 1937.

den mellan att se och att réra, att vara néra
och péa avsténd, bryter samman. Ogat har for-
vandlats till ett ljuskénsligt kanselsprét dér
den voyeristiska njutningen ocksa r taktil.
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"Kameran strévar efter att definiera den samtida blicken pa vissa avgdrande s&tt men den far
ocksa det mesta av sin psykiska betydelse genom sin likstéllning med blicken. Nar vi kdnner

den sociala blicken riktas mot oss, upplever vi oss som fotografiskt ‘inramade’.”

—eller synfiltets historia av Kaja
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Kameran och dgat den ... ett monokulart perspektiv, att betral -
taren—sublektet placeras sé att det §%§; ?m

identifiering med kameran som deu
DET HAR LANGE VARIT en av filmteorins centrala  frén vilken man har en séker och samlad
premisser att filmen i ndgon yttersta mening  blick”.8
harror fran rendssansen via mellanliggande Fér bade Metz och Baudry ligger det n
teknologier som camera obscuran, stillbild-  oundvikligt i denna identifiering. Saledes skri-
skameran och stereoskopet - att dess synfalt  ver Metz att "betraktaren kan inte undga att
i vasentlig grad definieras av det monokuldra  identifiera sig med kameran ... som fore
perspektivets regler och den ideologi som f6l-  honom har betraktat vad han nu betraktaroch  ride Fﬁenngen mer tillganglig fﬁr vissa aské-
jer med dem. Eftersom det inom filmen, lik-  vars placering ... bestammer granspunkten”  dare ﬁm_-fﬂr andra Laura Mulvey och andra

som inom fotografin, & kameran som definie-
rar den punkt varifrdn det betraktade gérs
begripligt & det en allman uppfattning att per-
spektivillusionens uppréatthallande &r beroen-
de av en friktionsfri relation mellan betrakta-
ren och apparaten. Bada de génger da
Christian Metz beropar fiortonhundratalets

(49). Och Baudry framstaller primaridentifie-
ringen som den nédvandiga grundvalen fér
andra identifieringsrelationer (295). Det ar vik-
tigt att notera att en lyckad likstéllning med
kameran i fantasin antas innebara inte bara
att man skaffar sig tillgang till seende utan till-
gang till ett skenbart osynligt seende; Metz

lan kam“eran 'de manliga fi gurerna och den
manlige betraktaren. Men till och med nar
den feministiska filmteorin visar att genus pa
ett komplicerat satt modifierar likstallandet av

italienska maleri | The Imaginary Signifier —anmérker att "det sedda &terférs pa férema-  kameran och ¢ utgér den likvél underfér-
overgar han omedelbart till att tala om vikten  let sjalvt” (97). Den betraktare som skapas  stétt frAn attden I_aahske eller "exemplaris-
av vad han kallar "primar” identifiering eller  genom denna anpassning ser skenbart fran  ke” filmaskadaren konstrueras genom identi-

identifiering med apparaten.! Jean-Louis en punkt utanfér skadespelet.

Baudry hévdar ocksa att inom filmen &r per-
spektivets ideologiska effekter beroende av
en identifiering med kameran.2 Och Stephen
Heath konstaterar uttryckligen att *i den man
filmen har sin upprinnelse i fotografin, medfér

Primaridentifieringen innebdr ocksé ett
seende som &ger rum utanfér tid och kropp
och som resulterar i ett omedelbart epistemo-
logiskt herravélde. Fastdn Metz och Baudry
skyndar sig att férdéma detta osynliga,
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fiering med kameran och foljaktligen med
transcendent seende.

Men suturteoretikerna beskriver ett &nnu
mer atskilt och till och med fientligt forhallan-
de mellan kameran och 6gat.5 Askadarens
utbyte, havdar de, &r beroende av en tillsiut-

ska. textans aktmtet ‘som utsaga kan

 inte dbljas helt och héllet. Till och med ett s&
enkelt trick som en antydd ram kring en viss

bild kan tjana som en paminnelse om denna
aktivitet. Och i samma Ggonblick som ramen

tydliggérs, inser betraktaren att han eller hon

bara betraktar ett pa férhand bestdmt skade-
spel och den jouissance som utmérkte det
ursprungliga forhallandet till bilden gar fério-

Suturteoretikerna tematiserar ocksa kame-
ran som "Den Frénvarande” och betonar dar-
igenom ytterligare det avstand som skiljer
den frén betraktarens 6ga. Den representerar
det oreducerbart Andra, det som subjektet
aldrig kan bli. Den Franvarande intar inte bara
en ort utanfor betraktaren utan utdvar tving-
ande makt 6ver dskadarens seende. Askada-
ren &r foljaktligen, som Hitchcock skulle séga,
"ett skraddarsytt vittne".6

‘Och fastdn Metz och Baudry kanske mer
4n nagra andra filmteoretiker insisterar
bgats formaga att i fantasin inta
plats, finns det enskildheter i

:ﬁﬁaralua” sin utgé

Iunda beskaffad é

1ill synes ingar med kameran, betonar han

bara ar utanfor filmen som spegelstadiet kan
ségas mojliggora identifieringen med kame-
ran utan inom filmen sjélv. "Sa kallade sekun-
déra identifieringar”, skriver han, "har en ten-
dens att bryta ner den rena spegelkaraktaren
hos férhéllandet duk/askédare i sig sjalv och

forflytta det in i relationer som &r mer intra— i

textuella i egentlig mening - d v s relationer till -

Askadaren som postuleras inifran bilden och i
rorelsen fran tagning till tagning”.? Ett sarskilt
sléende fall av denna forflyttning ar artikula-
tionen av férhallandet mellan bild/motbild
l&ngs en axel i form av en fiktiv blick, en blick
som medger identifikatoriskt tilltréde till seen-
det endast inifrén sk&despelet och kroppen.
Suturteoretikerna menar att det bara &r ge-

nom sadana spegelmedieringar som
betraktaren kan uppna identifiering med
kameran.

Men inom filmteorin &r det formodligen
molll:som//mestygqvetet g

Wlm-ﬁgﬂ ser UU i
vseend‘ seenden m'ed Sbﬁr’re

‘och den andra
piske betraktare
stallet frammanar

'bart d]up Stereos

for att det f
egna och det
tionsprinciper.
der, varav den

sensoriska apparal
ning av de tva fakti

n i en relatlon ill

T 1 det avaeeudef Kan Saken ga!ser mer
kan s myekat l:vaieraﬂa som naden mellan 6gat och éfén -
_t;oerg}va_-det ménskliga seendet dess skenbara  ten. Stereoskopet ifragasétter faktiskt sfa{vaf
‘hérskarplats. den distinktion som sédant kunﬂande bygger
pa, distinktionen mellan blicken och férema-

‘och skidbspel; Fastan han lAnare fram skiler
‘denna identifiering fran den som betraktaren

Jonathan Crary har nyligen vidareutveckiat
och ytterligt férfinat Comollis resonemang. |
Techniques of the Observer ifrdgasétter han
den kanske mest grundidggande premissen

let. Det 6gat ser nér det tittar in i stereoskopet
&r inte en spegelordning som det sjélvt &r fri-
kopplat fran utan "en inte avgransad terrdng
dér skillnaden mellan inre sensation och yttre

petraffande filmens visuella organisation, en  tecken en gang for alla har suddats ut” (24).
premiss som inte ens Comolli ifrigasétter:  Stereoskopet framtvingar saledes en referen-
han bestrider namligen tanken att en oavbru-  tiell kris. Denna referentiella kris har mindre
ten serie optiska uppfinningar leder fran att skaffa med att verkligheten tréngs undan

' camera obscuran till kameran. Crary for fram  av avbilden 4n med forlusten av tron pa 6gats
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kapacitet att se det som &r "d&r”. Det mansk-
liga seendet, som omplaceras inom kroppens
“instabila fysiologi och temporalitet” (70),
overblickar och beméstrar inte langre lugnt en
domén som den forestaller sig vara skild fran.

| Crarys resonemang &r stereoskopet
ocksd emblematiskt fér artonhundratalets
sétt att ténka sig 6gat | s& métto att det i en
mening "handlar” om dgat som organ; det ar
en direkt utvidgning av upptéackten att det
manskliga subjektets seende &r binokulért
snarare dn monokuldrt. Technigues of the
Observer menar att seendet frAn och med
1820-talet i allt hogre grad kom att fungera
som den optiska kunskapens objekt snarare
an dess subjekt. Denna utforskning av &gat
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bidrog till att ytterligare minska tilltron till dess
férmodade objektivitet och auktoritet. Man
hittade inte bara en blind flack p& den punkt
dér synnerven Oppnar sig i nathinnan (75)
utan synférmégan pévisades fluktuera over
tiden (98). Farg kom att ses mindre som
objektets inneboende attribut &n som en for-
langning av betraktarens fysiologi (67-91).
Och upptackten av efterbilden, som hade en
direkt effekt pa filmen, antydde &n en géng
att det méanskliga 6gat &r kapabelt till kontra-
faktuell perception.

Fastén stereoskopet uppfanns senare an
kameran, goér Crary géllande att bada ingér i
samma epistemologiska brott (5). Fotografin
liksom stereoskopet "&r ett element i en ny
och homogen konsumtions- och cirkulations-
terréng i vilken en observatér inplaceras” (13).
"Observator” &r den term Crary konsekvent
anvénder for att beteckna en betraktare som
inte langre ser vérlden fran en skenbart trans-
cendent och mastrande utsiktspunkt — en -
skadare vars opdlitliga och kroppsligt begran-
sade seende placerar honom eller henne
inom syn- och kunskapsfaltet. Fér-modligen
vill Crary ddrmed antyda (fast han inte
uttrycker saken exakt sd) att kameran pa
grund av sin autonomi visavi det ménskliga
6gat och sin forméaga att *se” annorlunda &n

odgat avldgsnar detta organ fran den till synes
privilegierade position det intar i camera
obscuran.

Langre fram i Techniques of the Observer
péstar Crary att stereoskopet var démt att
férsvinna eftersom det gér atskillnaden mel-
lan kameran och seendet alltfér tydlig. Foto-
grafin — och senare filmen - trdngde undan
det eftersom den vidmakthdll aldre bildkoder,
sérskilt perspektivet, och gjorde det till en
skenbar utvidgning av den ménskliga synen
och sdledes pa nytt insatter betraktaren i en
position dér han eller hon besitter skenbar
visuell auktoritet (136). Liksom Comolli menar
Crary alltsa att den fotografiska bilden skén-
ker 6gat en illusorisk "triumf”.

P& ett egendomligt satt beror emellertid
aven inom fotografin uppréatthallandet av den
referentiella illusionen — att bilden tillskrivs ett
"sant” seende - uttryckligen p& kamerans
isolering fran den manskliga synen. | en viktig
passage fran filmteorins barndom framkastar
André Bazin tanken att kunskapen om atskill-
naden mellan kameran och den méanskliga
synen kan tolereras eftersom fotografiet dari-
genom ger askadaren retroaktiv tillgang till
nagot han eller hon annars skulle sakna. Men
han hévdar ocksa att sddan kunskap ibland
kan forefalla vara det nddvandiga villkoret for
uppratthallandet av tron pa likvardigheten
mellan fotografiet och referenten — att det ar
forst nér kameran har etablerats som obero-
ende av dgat som vi kan skénka den vér till-
tro. "Fér forsta gangen”, skriver han i "Den
fotografiska bildens ontologi”, "ingriper mel-
lan det ursprungliga objektet och dess repro-
duktion bara en liviés agents instrumentalitet.
For forsta gangen skapas en varldsbild auto-
matiskt utan att manniskan ingriper ...
Fotografins objektiva natur skanker den en
trovardighet som &r franvarande i bildskapan-
de av annat slag ... vi tvingas acceptera det
reproducerade objektets existens som néagot
verkligt”.13

Och naturligtvis &r en av de privilegierade
textorter ur vilka filmen kan s&gas héarréra
Muybridges serie av pa varandra féljande foto-
grafier av travande héstar, som producerades
enkom i syfte att krossa en av égats illusioner
- namligen att en hast i rérelse alltid har
atminstone en fot p& marken.’ Har ser
kameran alldeles tydligt ndgot som seendet
inte kan uppfatta. Vi tvingas sdledes 6verviga
mojligheten att perspektivets koder kanske
Gverlever i filmen och fotografin utan nigot
som narmar sig den néra identifiering av 6gat
och den optiska apparaten som var underfér-
stadd i camera obscurans fall.
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Kamerans relation till det ménskliga synorga-
net skulle nu kunna férefalla vara inte sé
mycket analog som proteslik: kameran lovar
att gottgdra dgats brister och att understédija
en distinktion som &gat inte kan uppréatthalla
- distinktionen mellan syn och ské&despel.
Men ocksé denna formulering antyder att
kameran stér i ett mera valvilligt férhallande
till 6gat &n vad som alltid &r fallet. Kameran ar
ofta mindre ett instrument att anvéinda &n en
apparat som anvénder det ménskliga subjek-
tet; som Crary framkastar, &r kameran mer en
maskin an ett redskap (131). Och Vilem
Flusser, en annan kamerateoretiker fran sena-
re tid, menar att fotografen i basta fall &r en
"funktiondr” som handhar denna apparat (19).15
Begreppet “observator” innebdr séledes
inte bara ett forkroppsligat och spektakulise-
rat 8ga vars verksamhet har underkastats en
komplicerad rationalisering - ett 6ga som har
gjorts socialt produktivt. "N&stan samtidigt
som seendets transcendenta grund slutligt
uppléses framtrader en mangfald medel att
omkoda 6gats aktivitet”, skriver Crary:

[medel] att styra det, att forhdja dess
produktivitet och férhindra att det dis-
traheras. Sélunda foérintade den kapita-
listiska modernismens imperativ det
klassiska seendets falt samtidigt som
det genererade tekniker att framtvinga
visuell uppmaérksamhet, rationalisera
férnimmandet och handha perceptio-
nen (24).

| kamerans kélvatten visar sig 6gat tydligt
vara den ort dar en sarskild sorts syn inférs,
en som inte bara &r socialt “nyttig” utan ocksé
Overbestdmd.16

Jag har skrivit sa utforligt om Techniques of
the Observer av tre skél. Fér det forsta pro-
blematiserar den pé ett intrdngande satt den
annu dominerande premissen inom filmteorin
att seendet - eller atminstone det manliga
seendet - |4tt kan jamstillas med kameran
och att relationen mellan kameran och seen-
det alltid fungerar till den ménskliga synens
fordel. Fér det andra innehaller den en myck-
et rik och mangfacetterad redogérelse fér den
verkliga relationen mellan dessa bada uttryck.
Slutligen sammanfaller dess diskussion pa
viktiga punkter med den som &terfinns i
Harun Farockis Bilder der Welt und Inschrift
des Krieges, en film som jag alldeles strax
skall aterkomma till.

Men fastan Techniques of the Observer
ofta erbjuder ovérderlig hjalp nér det galler att
artikulera relationen mellan kameran och

6gat, utelamnar den en viktig term fran ekva-
tionen: blicken. Crary redogér inte fér det
underliggande synfélt pd vilket mots&ttningen
mellan karmera och éga har ritats in. Han nar-
mar sig sitt &mne genom en uteslutande his-
torisk lins att han underldter att upptscka att
kameran far mycket av sin férmaga att
betvinga och definiera genom sin metaforiska
forbindelse med en term som &r mycket &ldre
an den. | sjélva verket férsummar han att skil-
ja det som &r socialt och historiskt relativt i
det synfalt frdn det som drdjer sig kvar fran en
social formering in i nasta.

L&t oss nu ge oss i kast med en text om vil-
ken motsatsen kunde sdgas, en text vars
visuella domén forefaller vara helt tidlés:
Lacans Four Fundamental Concepts of
Psychoanalysis. Som vi skall se, tillhandahél-
ler Lacan en maktig transhistorisk modell for
att teoretisera relationen mellan blick och
seende. Han anvénder ocks& kameran som
metafor fér den férstndmnda av de tvéa ter-
merna. Emellertid ger han sig aldrig riktigt in
pa relationen mellan kameran och blicken
eller framkastar tanken att det kunde vara
centralt for vart nuvarande synfélt. Efter att ha
fort in Lacan i diskussionen som ett sétt att
fortydliga vad som som skulle kunna drdja sig
kvar pa den visuella domanen fran en epok till
en annan, blir jag sedan tvungen att kritisera
honom for att ignorera det som inte drdjer sig
kvar.

Kameran och blicken

| Four Fundamental Concepts of Psycho-ana-
lysis trycker Lacan ocksa pa atskillnaden mel-
lan kameran och égat men i stéllet for att
behandla kameran som en oberoende optisk
apparat anvander han den som en signifiant
for blicken. Den passage i vilken han introdu-
cerar denna metafor placerar tveklst subjek-
tet | sk&despelet och tilldelar kameran/blicken
en konstitutiv funktion vad géller honom eller
henne: "Det som pd den djupaste nivan
bestammer mig i det synliga &r blicken som
finns utanfér. Det &r genom blicken som jag
tréder in i ljuset och det ar av blicken som jag
mottar dess effekter. Darav kommer det sig
att det &r blicken som &r det instrument
genom vilket ljuset férkroppsligas och genom
vilket ...jag foto-graferas”.17

Fastén Lacan betonar kamerans exteriori-
tet i forhallande till seendet, tjanar emellertid

hans bruk av denna apparat som en metafor
for blicken till att sudda ut de historiska
avgrinsningar som dras upp i Techniques of
the Observer. Han forknippar blicken inte
med vérderingar som &r specifika for de
senaste 150 &ren utan snarare med upplys-
ning och “nérvaron av andra som sadana”
(91, 84). | det sammanhang som Four
Fundamental Concepts bildar forefaller blick-
en séledes vara lika gammal som sjélva soci-
aliteten. Till och med i sitt bruk av den foto-
grafiska metaforen avstér Lacan fran en his-
torisk periodisering. Han delar ordet “foto—
graf” i tva halvor och antyder darmed att om
kameran &r en passande metafor for blicken
ar det darfor att den modellerar eller schema-
tiserar sina objekt i ljuset. Detta ar en defini-
tion av fotografin som avklader den det mesta
av dess sérprégel som apparat. Eftersom jag
har diskuterat Lacans modell utforligt pa
annat hall,'8 skall jag har bara upprepa dess
viktigaste kannetecken. Lacan utvecklar syn-
faltet genom nedanstaende tre diagram:

1. objekt

3. blicken

Det forsta diagrammet utgér det inledande
momentet i Lacans uttdmmande dekonstruk-
tion av premisserna bakom perspektivsyste-
met. Subjektet ses betrakta ett féremal frAn
en position som markeras med "geometrisk
punkt”. Han/hon 6verblickar skenbart varlden
fran en osynlig och féljaktligen transcendent
utgdngspunkt. Den intervenerande "bilden”,
som sammanfaller med "duken” i diagram 2,
stéller emellertid omedelbart till med bekym-
mer fér detta skenbara herravilde; betrakta-
ren ses granska objektet inte genom Albertis
genomskinliga glasruta utan via en tredje
term. Han eller hon kan bara se objektet i
form av “bilden” och kan foljaktligen inte g6ra
ansprédk pa den epistemologiska auktoritet
som ligger implicit i perspektivmodelien.
Diagram 2 placerar subjektet vid det lage

" som anges med "bild” och blicken vid det
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som anges med "ljuskallan”. Det lokaliserar
sdledes subjektet i synligheten. Det skiljer
ocksa blicken fran det manskliga 6gat pa ett
dramatiskt satt. Foljaktligen &r bade subjek-
tet-som-skadespel och subjektet-som-seen-
de placerade utanfér blicken. Som jag fram-
kastade tidigare, representerar blicken bade
den punkt fran vilket ljuset kommer och "nér-
varon av andra som sadana” (84). | detta
andra avseende kan den kanske bast forstés
som det symboliskas intrAng i synfiltet.
Blicken &r den "oférnimbara” (83) agent ge-
nom vilken vi socialt accepteras eller under-
kanns som skadespel. Blicken &r Lacans satt
att betona att vi ar beroende av Den Andre
inte bara for var innebérd och véra begér utan
for sjalva "jag"-bekraftelsen. Att "vara” ar i
sjalva verket att "ses”. Aterigen medierar en
tredje term mellan diagrammets tva sidor och
visar att subjektet aldrig "fotograferas” som
"honom sjalv” eller henne sjalv” utan alltid i
skepnad av det som nu betecknas som
"duken”.

geometrisk 2. ljus- &
’ punkt kdlla 4 i

det framstéllda
amnet

Det tredje diagrammet lagger de béada forsta
ovanpéa varandra och antyder darmed att dia-
gram 1 alltid &r inskrivet i diagram 2; i samma
ogonblick som vi tittar, ar vi inne i "bilden”
och alltsd "ett framstéllt subjekt”. (Blicken
intar nu det l1dge som "objektet” hade i dia-
gram 1 och det som "ljuskéllan” hade i dia-
gram 2. | denna dubbla egenskap befinner
den sig nu pa ett &nnu mer emfatiskt avstand
fran det manskliga seendet.) Det forefaller i
sjélva verket “se” tillbaka pa oss precis fran
den ort dér de andra som vi forsoker under-
kasta var visuella granskning befinner sig — att
alltid vara dar vi inte &r. An en gng medieras
relationen mellan termerna till vénster och till
héger, i det har fallet av nagonting som skul-
le kunna kallas "bilden”, "duken” eller “bil-
den/duken” men som jag i fortsattningen helt
enkelt skall kalla "duken”.
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Pa s& satt lamnar Lacan en transhistorisk
redogorelse inte bara for blicken utan for hela
synféltet, vilket f6r honom innefattar seendet
och duken. Four Fundamental Concepts ger
ett ovarderligt korrektiv till den extrema histo-
riska relativismen i Techniques of the Observer.
Lacan menar att det kan ségas finnas en
"djupstruktur” i psyket och socius som &r
okénsligt fér manga tidsrelaterade avgréns-
ningar - nagot som vi till exempel skulle
kunna kalla "libido" i fraga om psyket och
"férhallande” i friga om socius. Féljaktligen
kan vissa element férknippade med bada,
envist leva vidare fran en spegelregim till na-
sta. Emellertid gar Lacan for langt i andra rikt-
ningen. Hans modells utarbetning av synfaltet
ar till slut lika ohéllbar i sin ahistoricism som
en som bara kan erkdnna historisk skillnad.

Jag skall nu férséka sammanféra Crarys
redogorelse for relationen kamera/6ga med
Lacans redogorelse for relationen blick/6ga
genom att lagga fram en provisorisk formule-
ring av vad som &r och inte &r historiskt vari-
abelt i synfaltet. Jag skall ocksa forséka ater-
ge kameran — med vilken Lacan metaforiserar
blicken — en viss sarprégel som apparat och
fundera &ver nagra av implikationerna av
denna metafor. Jag avser att genomféra den
férsta av dessa uppgifter genom en revisio-
nistisk l&sning av det paradigm som laggs
fram i Four Fundamental Concepts, vilken pa
delvis 6verraskande sétt lanar sig till en histo-
risk forfining. Jag kommer att ta mig an den
andra av dessa uppgifter genom att aviagsna
bindestrecket fran "foto-grafera”, genom att
ta Lacans anspelning pa kameran péa storre
allvar &n han avsag.

Lacan forefaller mig ha ratt nar han gér gal-
lande att blicken och seendet i vissa avseen-
den &r ahistoriska. Om blicken skall férbindas
med upplysning och “nédrvaron av andra som
sadana” - vilket jag héller med om att den
skall — tycks den representera ett drag i all
social tillvaro. Den forefaller i sjalva verket
vara registreringen i synféltet av det sociala

subjektets beroende av Den Andre fér hans
eller hennes egen innebérd. Den &r séledes
med nddvandighet oberoende av allt individu-
ellt seende och befinner sig utanfor subjektet
i sina konstitutiva effekter.

Eftersom det 4 ménskligt férefaller seen-
det déremot alltid vara avgransat, alltid for-
kroppsligat och alltid i skddespelet fastéan det
inte nédvandigtvis erkdnner att det &r s
beskaffat. Eftersom seendet &r en psykisk lika
val som visuell kategori, forefaller det ocksé
oundvikligt att det préglas av brist.1? Det fore-
faller féljaktligen drivas av begéret och vara
kansligt for det imaginaras lockelser.

Samtidigt som jag bojer mig for Lacans
modell pa dessa punkter rubbas jag inte i min
overtygelse att skarpa variationer skilier en
kultur och en epok frn en annan i avseende
pa atminstone tre dimensioner inom synféltet.
Dessa variationer har att géra med hur blick-
en uppfattas, hur vérlden férnims och hur
subjektet upplever sin synlighet. Som bor
framga vid det har laget, innebér en faktorin-
delning av variabiliteten i den visuella doma-
nen péa tre sé viktiga orter att man antyder att
denna domén kan anta ytterst divergerande
former.

Jag skulle vilja havda att duken &r den ort
dér den sociala och historiska skillnaden
intrader i synfaltet. | Four Fundamental Concepts
géller Lacans detaljdiskussion av duken
enbart den roll den spelar i den visuella arti-
kulationen av subjektet. | de ovanstéende dia-
grammen intervenerar den inte bara mellan
blicken och subjektet-som-skadespel utan
ocksd mellan blicken och subjektet-som-—
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seende och objektet och subjekiet-som-
seende. Eftersom Lacan karakteriserar duken
som "ogenomskinlig” (96), “6ppnar” den sig
inte bara som en dorr eller ett fénster ut mot
det den blockerar utan trader i det senares
stélle. Foljaktligen maste den bestamma hur
blicken och objektet "ses” likaval som subjek-
tet. Men vad &ar duken?

Fastdn Lacan egentligen inte definierar
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denna komponent i synféltet har han nagra
suggestiva kommentarer till den. Nar han
specificerar dess effekter vad géller subjek-
tet-som-skadespel, kommenterar han den
mojlighet som stér den senare till buds: att
manipulera duken i syfte att skrdmma,
kamouflera eller travestera. Han havdar ocksa
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att det & med duken som "mediering” eller
"mask” som "det maskulina och det feminina
mots som haftigast, intensivast” (107).

P& basis av dessa tva iakttagelser tillskrev
jag for nagra ar sedan duken representatio-
nell konsekvens. Emellertid utvecklade jag
detta resonemang i ordalag som stér i bjért
kontrast till andemeningen i Four Fundamen-
tal Concepts. Jag tilldelade duken en konsti-
tutiv roll med avseende pé en serie sociala
kategorier som Lacan inte befattar sig med.
"Det forefaller mig vara av stdrsta vikt att vi
insisterar pd dukens ideologiska status ge-
nom att beskriva den som en kulturellt gene-
rerad bild eller repertoar av bilder genom vilka
subjektet inte bara konstitueras utan differen-
tieras i forhallande till klass, ras, sexualitet,
alder och nationalitet”, skrev jag i Male
Subjectivity at the Margins (150).

Nu skulle jag vilja tka avstandet mellan mig
sjalv och Séminaire X! ytterligare och definie-
ra duken som den férbindelse genom vilken
den sociala och historiska variabiliteten intro-
duceras inte bara i blickens relation till sub-
jektet-som-skadespel utan ocksé i blickens
relation till subjektet-som-seende.20 Duken
representerar den ort dér blicken definieras
for ett sérskilt samhélle och &r foljaktligen
ansvarig bade fér det satt pa vilket invanarna
i samhéllet upplever blickens effekter och for
mycket av den skenbara sarprigeln i det
samhéllets visuella regim.

Jag skulle ocksa vilia pastd att Lacan abe-
ropar kameran i samband med att han disku-
terar blicken inte bara darfor att kameran lik-
som blicken “graferar” med ljus, utan ocksa
darfor att forbindelsen mellan de tva termerna

4r sa kraftfullt dverbestadmd. Jag amnar fak-
tiskt g& s& langt som att havda att till f6ljd av
att kameran associeras med “sant” och
“objektivt” seende har den alltsedan det tidi-
ga artonhundratalet inrattats som den primé-
ra trop varigenom det vésterlandska subjekiet
uppfattar blicken. Dess upphdjning till den
positionen har framkallat den kris i det
ménskliga seendet som Crary har dokumen-
terat med sadan inlevelse och har tjénat till att
rikta uppmérksamheten pé olikheten mellan
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blick och seende, en olikhet som dbljs av
camera obscuran.

Genom att formulera saken pa det séttet
vill jag bade inféra historien i Lacans para-
digm och férklara hur det kommer sig att
kameran far den enorma betydelse Crary till-
méter den. Kameran strévar efter att definiera
den samtida blicken pa vissa avgdrande sétt
men den far ocksé det mesta av sin psykiska
betydelse genom sin likstalining med blicken.
N&r vi kdnner den sociala blicken riktas mot
oss, upplever vi oss som fotografiskt “inrama-
de”. Motsatsen stammer emellertid ocksé:
nar en verklig kamera vands mot oss kanner
vi oss subjektivt konstituerade som om det
fotografi som blir resultatet pad ndgot satt
skulle kunna bestamma “vem” vi &r.

Nér jag gor ansprék pa kameran som den
grundlaggande metaforen for blicken tvingas
jag till en enorm forfining av den definition jag
tidigare gav duken - att konceptualisera den
mer som en repertoar av ideologiskt differen-
tierande bilder. N&r jag skrev Male Subjectivity
at the Margins hade jag redan forstatt att
duken méste tjana till att bestdmma hur vi
uppfattar blicken liksom hur vi ses. Min fram-
sta avsikt med att teoretisera duken som en
mediering mellan oss och duken var emeller-
tid att finna ett satt att redogora for hur blick-
en, som sjélv ar olokaliserbar och "oftrnim-
bar”, sa lange har forefallit oss vara maskulin.
Jag forstod att blicken bara kunde uppfattas

pa det har sattet om det manliga 6gat likstall- |

des med kameran, Jag insdg ocksé att det

oupphérliga underordnandet av kvinnan-
som-ské&despel var nédvandigt for att denna
likstalining skulle kunna ske. Likvél slog det
mig inte att jag borde stélla den frdga som nu
installer sig med viss pastridighet: "vad &r en
kamera?”

Sa fort den fragan har stélits blir det tydligt
att det inte &r réacker att antyda att duken
genom vilken vi uppfattar blicken &r synonym
med de bilder genom vilka ett givet samhélle
artikulerar auktoritativt seende. Optiska upp-
finningar har atminstone sedan renéssansen
spelat en viktig roll for att avgora hur blicken
uppfattas och sédana uppfinningar kan inte
bara reduceras till ett antal bilder.

Kameran &r inte sa mycket en maskin eller
en framstélining av en maskin som ett kom-
plicerat relationsfalt. Nagra av dessa relatio-
ner finns utanfér kameran som teknologisk
apparat, andra &ter finns inuti den. Det vill
séga, nagra av dem féljer av dess placering
inuti ett stérre socialt och historiskt falt, och
andra hérrdr ur dess sérskilda framstélinings-
logik. Crarys anmarkningar om camera ob-
scuran ar séledes lika tillampliga pa kameran.
"Det som utgdr en camera obscura”, skriver
han

ar just dess mangfaldiga innebord,
dess "blandade” status som epistemo-
logisk figur i en diskursiv ordning och
foremal inom ett arrangemang av olika
slag av kulturell praxis. Camera obscu-
ran ar ... "samtidigt och oskiljaktigt ett
maskinassemblage och ett utsagoas-
semblage” [Deleuze och Guattari 504],
ett objekt om vilket nagonting ségs och
samtidigt ett objekt som anvénds. Det
ar en plats dér en diskursiv formation
skar genom materiell praxis (30-31)

En analys av kameran bade som forestéllan-
de system och som natverk av olika slags
materiell praxis forefaller alltsd vara en forut-
séttning for att férsta den priméra duk som for
nérvarande definierar blicken. Det férefaller
ocksé utgéra forsta steget i en historisk kon-
ceptualisering av duken.

Harun Farockis film fran 1988, Bilder der Welt
und Inschrift des Krieges, rymmer inte bara en
ldng betraktelse kring kamerans framstall-
ningslogik utan tanker sig den som ett intrikat
och standigt skiftande félt av sociala och tek-
nologiska relationer. Dérfér vander jag mig nu
till den i ett férsék att battre férstd vad det
innebér att framstalla blicken som en kamera.
En undersékning av Bilder hjélper oss att for-
tydliga bade kontinuiteten och diskontinuite-
ten mellan kameran och tidigare visuella tek-
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nologier. Det underléttar saledes en ytterliga-
re forfining av de sétt pa vilka en fundamen-
talt a-temporal blick specificeras kulturellt
och historiskt.

Som vi skall se, insisterar Bilder lika enve-
tet som Crary pa atskillnaden mellan kamera
och 6ga, och pa ett satt som pé ett nastan
spoklikt satt erinrar om Lacan. Det &r inte nog
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med att kameran upptréder pa en ort som &r
likvardig med blicken i Four Fundamental
Concepts: det ménskliga seendet placeras &n
en gang tydligt inom skadespelet. Men
Farocki nojer sig inte bara med att sarskilja
kameran/blicken och 6gat och att forldgga
placeringen av det manskliga subjektet inom
denna apparats réckvidd. Han stéller sig
ocksa fragor betraffande en annan av kame-
ran/blickens funktioner - det man skulle
kunna kalla dess "minnesbevarande” funktion
och dess "férédmjukande” effekt.
Tillsammans tjénar dessa bada funktioner
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till att &tminstone delvis definiera det fram-
stéllningssystem som &r typiskt for blicken.
Dessutom understker Farocki det sociala
likaval som det psykiska relationsfalt som
kameran &r synonym med och nagra av de
satt pa vilka kameran tranger sig in pa detta
falt. Han tittar med andra ord pa nagra exem-
plariska fall av materiell praxis varigenom
kamerans atskillnad fran &gat, den artikule-
rande roll den spelar med avseende pa
miansklig subjektivitet, dess minnesbevaran-




de funktion och dess forédmjukande effekt
har utnyttjats historiskt och specificerats dis-
kursivt. Féga férvanande spelar bade genus
och ras pa olika komplexa sétt en roll i Bilder.
Fastan Farocki gang pa gang upprepar att det
bara & genom det kvinnliga ské&despelets

hyperboliska spekularisering som &tskilina-
den mellan kameran och det manliga &gat
kan maskeras, visar han ocksd hur detta
paradigm kan kompliceras genom andra for-
mer av kulturell skilinad. Slutligen férséker
han visa vad som skulle kunna ségas repre-
sentera synens provins om inte kamerans/
blickens doman. En analys av Bilder ger oss
foljaktligen tillfélle inte bara till en ytterligare
férfining av hur blicken gestaltas pa det soci-
ala féltet utan till en provisorisk teoretisering
av seendet

Seendet som skadespel

Bilder der Welt und Inschrift des Krieges bor-
jar med en serie bilder av ett laboratorium
som byggts i Hannover for att studera vatt-
nets rorelser. Dessa bilder &r inte litta att
assimilera med det komplicerade montage
som sedan foljer eftersom de vid férsta
anblicken tycks befinna sig utanfér det nét-
verk av associationer som filmen véver. En
kommentar som beledsagar en upprepning
av en av de hér bilderna litet langre fram fér-
binder den med Auschwitz under det gemen-
samma tecknet "laboratorium”. Och de férsta
ord som uttalas av den kroppslésa kvinnliga
speakerrosten introducerar omedelbart seen-
det som &mne, och uppmanar oss att finna en
relation mellan det och bilderna av det kon-
trollerade vattnet. "Nar vattnet sldr mot land,
oregelbundet men inte slumpmassigt”, kon-
staterar hon, "binder denna rérelse blicken
utan att fjattra den och ger tankarna fritt spel-
rum. Dyningen som sétter tankarna i rorelse

undersoks har vetenskapligt i sin egen rorelse
- i den stora vagkanalen i Hannover.” Denna
korta text uppréattar en motséttning inte bara
mellan regelbundenhet och oregelbundenhet,
fangenskap och frigérelse utan mellan det
vetenskapliga iakttagandet - som héar visas
innefatta en rad visuella teknologier — och
blicken som langt ifrdn beharskar sitt objekt
utan sjélv &r invecklad i eller "férbunden” med
det.

Hannoversekvensen fblis av en extraordi-
nér bildsvit och forminskar ytterligare seen-
dets betydelse genom att 16sgdra det fran
blicken och placera det inom skadespelet.
Den hér sviten boérjar med ett fotografi av en
teckning ur Dirers Ldrobok i méttagning, vil-
ken néra dverensstammer med Lacans férsta
diagram med undantag for en synnerligen vik-
tig detalj. P4 teckningen ser man en ménnis-
kogestalt som tittar fran ena &nden av en tri-
angel mot ett objekt som befinner sig i andra
anden [figur 1]. Ogat &r emellertid inte place-
rat i vad Lacan kallar den "geometriska punk-
ten” utan snarare i triangelns breda énde, dar
han placerar blicken.

Direrteckningen anvands hér for att fram-
stélla en annan modell fér seendet &n den
som vi dr bekanta med, en som tillhandahal-
ler en kraftfull metafor for 6gats bedragliga
overhdghet — en modell av seendet som var
bekant for grekerna och var bruklig i vaster-
landet till tolvhundratalet, enligt vilken ljus fér-
modades utstrila frdn seendet snarare &n
fran objektet, ungefdr som en projektor eller
strélkastare.2? Nar den har bilden visas pa
filmduken, sager den kvinnliga speakern,
"Upplysning — det &r ett uttryck fran idéhisto-
rien - pa tyska 'Aufklérung”.

Ordet "Aufklarung” antar ytterligare bety-
delser under filmens lopp men hér &r det bok-
stavligen det forsta ord som uttalas av spea-
kern efter den ovan citerade texten, en text
som slutar med ordet 'ljus’. Det uppréttar
sdledes en ndra analogiférbindelse mellan
upplysningsprojektets rationalism och huma-
nism och forestéllningen om den manskliga
synen som en agent for belysning och klargs-
rande som Direrteckningen anvénds fér att
gestalta.

Men i samma &gonblick som speakern ytt-
rar ordet "Aufklarung” ersatts teckningen av
en radikalt annorlunda bild. P4 teckningens
hégra sida dér den manskliga gestalten stér
pa den foregéende bilden har det tecknats en
punkt som erinrar om vad Lacan kallar den
"geometriska punkten” [figur 2]. (Jag kommer
att hdvda att i alla diagrammen och teckning-
arna som anvénds i Bilder fér att gestalta den
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plats det ménskliga subjektet intar i synfiltet,
har detta subjekt alltid placerats till héger s&
att det bildar ett annat slags eko av Four
Fundamental Concepts). Linjer som bildar ett
triangulart ménster 16per samman | den har
punkten men vi far inte se vart de leder; tri-
angelns andra &nde har dolts. Denna teckning
forefaller schematisera den modell av seen-
det som vi & mer bekanta med i vilket ljuset
utstrélar inte frn égat utan frdn synobjektet.
Eftersom Bilder s& eftertryckligt jamstéller
den tidigare modellen for seende med stravan
efter herravélde och kunskap, kan omgestalt-
ningen av den ort i den som intas av det
ménskliga 6gat som geometrisk punkt inte ha
ndgon annan effekt &n att minska detta
organs kapacitet. Detta i synnerhet som det
nu har placerats mer som synens objekt &n
som dess agent; vi far inte ens se den beld-
genhet dar det skenbarligen kommer till vila. |
och med den tredje bilden i denna fotosvit blir
seendet spegelartat pa ett &nnu mera uttalat
sétt. Den bilden visar vénstra &égat pa en
modell vars ansikte ar foremal fér en grundlig
sminkning [figur 3]. Hennes dgonlock tyngs
ner av puder och hon blundar nar sminkoren
gnider huden runt hennes 6ga med en bom-
ullstuss. Detta &r ett 6ga som ses mer &n det ser.

Genom denna bild och genom de manga
bilder av kvinnor som vavts in i dess diskurs,
klargér Bilder att det ménskliga dgat genus-
bestdms som "kvinnligt” i samma &gonblick
som det differentieras frdn kameran/blicken.
Det kvinnliga subjektet tvingas med andra ord
att bara spekularitetens tyngd s& att hennes
manliga motparts seende kan jamstéllas med
kameran. Vi behdver bara erinra oss att det i
det mest typiska fallet & pa skédespelets
niva — vanligen genom ett bild/motbild-arran-
gemang - som kvinnan underkastas det man-
liga seendet for att inse hur brécklig eller rent
av omdjlig denna likstalining &r.

Denna sekvens bestdende av tre bilder féljs
av en berattelse om hur man upptéckte skal-
fotografin, en beréttelse som vytterligare

avlagsnar 6gat fran blicken och som gestaltar
den senare med hjdlp av kameran. Ar 1858,
forklarar speakern, miste en kommunaltjén-
steman vid namn Meydenbauer néastan livet
dé han héll pa att utféra skalmétningar av en
katedral i en korg som héngde i en lina fran
taket. Det slog honom senare att det borde
vara mojligt att utféra skalméatningar med
hjélp av fotografi. "Meydenbauder fick idén
att genomféra métningar med hjélp av foto-
grafier sedan han hade svévat mellan liv och
dod”; tillagger speakern. "Det innebér foljan-
de: det &r farligt att fysiskt vistas pad mat-
ningsplatsen. ...Besvarligt och farligt, att
fysiskt vistas pa matningsplatsen. Battre att
ta en bild och underséka den senare vid
arbetsbordet dér man &r skyddad mot vader
och vind." Den méanskliga synen isoleras sle-
des inte bara fran kameran/blicken utan fér-
knippas ocksé med risktagning och livsfara.

N&r vi lyssnar till den hér berattelsen,
betraktar vi aterigen den geometriska punk-
ten och modellens 6ga, tva ytterligare pamin-
nelser om blickens immanens p& skadespe-
lets domén. En annan av de bilder som beled-
sagar beréttelsen om Meydenbauer fértjdnar
ocksa att ndmnas i det har sammanhanget
eftersom den uttryckligen placerar kameran
pa en plats dit Lacan férldgger blicken. Bilden
visar en triangel vars spets gér i samma rikt-
ning som Direrteckningen men anvénds pa
helt andra satt. Kameran star till vanster dar
objektet placerats pa Duirerteckningen [figur 1]
och dar triangeln krymper till en punkt [figur 4].
Den fotograferar ett objekt som placerats till
héger dar den manskliga gestalten befinner
sig pé& Direrteckningen och antyder att vad
kameran anbelangar ar vi alla mindre subjekt
&n objekt. Denna poéng understryks dven av
en annan detalj. Triangelns bredsida &r iden-
tisk med den ort som nu har konstaterats vara
den manskliga uppehalisplatsen pad samma
satt som i Direrteckningen. Men att placeras
pa triangelns bredsida &r inte langre liktydigt
med att vara ljuskéllan utan snarare med att
man lyses upp av ett belysningsljus som har
sitt ursprung nagon annanstans, en upplys-
ning som kanske uttrycks battre metaforiskt
av projektorn &n av kameran. Den betecknar
inte visuellt herravilde som den gér pa
Durerbilden utan snarare "att vara i bilden”,
att "fotograferas” av kameran/blicken. | sjalva
verket utfér sédledes denna bild samma
dekonstruktion av Direrteckningen som Lacans
andra diagram utfér i férhallande till hans for-
sta diagram och visar att i samma &gonblick
som vi betraktar ndgot &r vi redan inuti ska-
despelet.

Senare upprepar Bilder denna dekonstruk-
tion tva ganger i snabb féljd. N&r den kvinnli-
ga speakern anmérker, "Upplysning -
‘Aufklarung’ — det ar ett uttryck fran idéhisto-
rien”, uppmanas vi att betrakta en teckning av
Leonardo av det ménskliga 6gat som &r full av
humanistisk innebord [figur 5]. Detta &r ett
d0ga som sdger inte bara "jag tanker, alltsd
finns jag” utan "jag tanker, alltsd finns vérl-
den” - ett 6ga vars ansprak pa att vara blick-
en &nnu &r orubbat. Emellertid visar den ome-
delbart féregédende bilden aterigen modellens
6ga, vilket nu &r d4nnu mer sminkat &n tidiga-
re [figur 6] och den darpa foljande bilden visar
en bla datortillverkad genomskérning av ett
6ga, som nu inte bara spekulariserats utan
maétts och kvantifierats [figur 7). Nar det ar
dags fér sekvensens fjarde bild, som visar en
rendssanskonstnar som forfardigar en bild
med hjélp av ett perspektivménster som &n
en géng &r placerat p& bildens hégra sida
[figur 8], kan dess hylining till m&nniskans
visuella herravélde bara tolkas som en radikal
meéconnaissance av synfaltet.

En slumpvis péatraffad sekvens senare i fil-
men antyder &nnu kraftfullare &n den dator-
framstéllda genomskarningen av dgat att
detta oaterkalleligen placerats i skddespelet.
Detta avsnitt har hémtats frdn en film om
ergonomiforskning och visar en manlig pilot
som bar en konstruktion som syftar till att
registrera de rérelser hans 6gon gér under en
kort flygtur [figur 9]. Rérelserna upptrader
som vita markeringar som rér sig over ter-
rdngen som piloten tittar pa [figur 10)]; hér kan
man verkligen tala om att distinktionen mellan
ogat och det det ser har brutit samman.

fig.10

Efter Hannoversekvensen évergér Bilder ett
tag till en serie bildklungor som syftar bade till
att likstélla kameran med blicken och att iso-
lera kameran/blicken fran &gat. Samtidigt
berdvas 6gat sina kartesianska pretentioner.
Det visas se inte bara fran en ort utanfér syn-
féltet utan frén en som befinner sig helt innan-
for det. | sjélva verket framtrader égat som ett
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objekt for visuell undersékning. Slutligen dra-
matiseras och omkastas slutgiltigt genom
denna bildklunga den sexuellt differentieran-
de omflyttning varigenom kvinnan far béra
spekularitetens bérda - far fungera som bild
sé att hennes manlige motpart kan likstélla
sig med kameran/blicken och péa s& satt &ter-
vinna sitt férlorade humanistiska arv.

Kameran som social apparat

Som jag redan har namnt, &r skalfotografi en
materiell praxis med vars hjalp Bilder visar att
atskillnaden mellan kameran och &gat &r soci-
alt specificerad. | beréttelsen om Meyden-
bauer utgér skalfotografi ett sitt att anvanda
kameran fér kvantifieringsandaméal Bilder
bemddar sig emellertid att papeka, att om
den kan anvandas fér sddana syften, beror
det p4 att bilderna som den producerar sjélva
ar numeriskt baserade. "Den projektiva geo-
metrins regler”, som speakern vid ett tilifille
framhaller, féregér "avbildning med fotogra-
fiska medel ... Leonardo avbilda[de] projek-
tionen av hela jordsk&despelet pa ytan, den
tvédimensionella bildens niva. Direr & sin
sida matte foremalen, via naturstudier fick
han fram siffror och regler. Dagens raknema-
skiner gér bilder av siffror och regler. Har
Piero della Francesca, sedan bilder som blir
till métt, i dag métt som blir till bilder".
Kameran/blicken upptrider sdledes i Bilder
som en apparat for att producera kvantifiera-
de och kvantifierbara bilder. | det hir per-
spektivet utgér uppfinningen av kameran inte
s& mycket ett brott med tidigare visuella tek-
nologier som det dgonblick da deras implicita
atskillnad fran 6gat blir uppenbar. (Som jag
skall pavisa senare i min essd, forknippar
Bilder vid upprepade tillf4llen 6gat med hog-
gradigt subjektiviserat och icke-kvantifierbart
seende.)

Anvéndningen av flygfotografi under andra
varldskriget &r ytterligare ett exempel pa den
materiella praxis genom vilken Bilder definie-
rar kameran och genom vilken den dramati-
serar dess autonomi gentemot seendet. N&r
den kvinnliga speakern vid ett andra tillfalle
yttrar orden "Upplysning - 'Aufklarung’ — det
ar ett uttryck fran idéhistorien”, lagger hon till:
"P& tyska har 'Aufkldrung’ ocksa en militar
betydelse: rekognoscering. Rekognoscering
med flyg.” Medan vi ser en svit bilder som
visar flygplan p& bombningsuppdrag, en
kamera fastspéand vid en duva, en karta som




utvisar rutten for ett bombningsuppdrag, ett
flygfoto av Auschwitz, Farocki som betraktar
detta flygfoto, militarer som studerar krigsfo-
tografier och ett flygfoto av en fabrik i krigstid,
berattar speakern bakgrunden till att fotogra-
fiet av Auschwitz togs [figur 11], en bild som
filmen upprepade ganger &terkommer till:

Amerikanska flygplan hade startat fran
Foggia i Italien och flugit mot mal i
Schlesien - fabriker som tillverkade
syntetisk olja och gummi ... N&r de flég
over en fabrik tilhérande |G Farben
som annu héll pa att byggas, tryckte
piloten pa sin kameraslutare och tog
fotografier av koncentrationslagret i
Auschwitz. ... Bilderna som togs i april
1944 séndes till Medmenhan i England
for beddmning. Analytikerna upptickte
en kraftstation, en karbidfabrik, en
fabrik under uppférande fér Buna och
ytterligare en fabrik for oljehydrenation.
Man hade inte order att leta efter
Auschwitzlagret och dérfér hittade man
det heller inte.

Hér ar det inte bara sa att kameran tydligt
"uppfattar” nigot som det ménskliga 6gat
inte ser: Ogat forefaller dessutom vara péfal-
lande handikappat av sin historiska och insti-
tutionella beldgenhet som fér att antyda att
militdren soker utstracka sin kontroll till mer
an uppférande, tal, kladsel och kroppshall-
ning: till sjélva sinnesorganen. Denna sekvens
visar med andra ord att den militara discipli-
nen och krigférandets logik fungerar s4 att de
overdriver det avstdnd som skilier seendet
frdn blicken och gér seendet fullstandigt
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underkastat blicken. Speakern tillagger att
fotografiet av Auschwitz férblev otydbart for
manniskodgat till 1977 da det studerades av
tva ClA-tjansteman vars historiska och insti-
tutionella utgangslage kan sdgas ha gjort det
lasbart till slut.

Négot senare i Bilder upprepas en av bilderna
frdn det har flygfotomontaget samtidigt som

speakern fordjupar sig i hur det militdra eta-
blissemanget bade har utnyttjat och bidragit
till att definiera kamerans autonomi visavi
6gat under nittonhundratalet. Medan vi ser ett
fotografi som visar den férstorelse som
astadkoms under ett bombningsuppdrag,
séger kommentatorn: "Eftersom bombpiloter-
na inte egentligen kan bedéma om och i hur
hég grad de har tréffat sitt mal bérjade man
under andra varldskriget att utrusta bombpla-
nen med kameror.” Ett 6gonblick senare till-
agger hon: "Bombpiloterna var de férsta som
hade en arbetsplats dér en kamera anvandes
for att kontrollera effektiviteten”, och visar
igen att i den punkt dar kameran korsar mili-
taretablissemanget &r den inte bara skild fran
ogat utan i konflikt med det. Om man place-
rade kameror i bombplanen under andra
vérldskriget, menar Bilder, var det lika myck-
et for att "observera” piloterna som fér att
iaktta det de inte kan se. Nasta sekvens, som
visar en datorstyrd kamera som kontrollerar
detaljerna pa en fabrikstillverkad dérr, beto-
nar ocksd anvéndbarheten i denna optiska
uppfinning som en mekanism med vars hjélp
man Kkontrollerar arbetarnas effektivitet, nu
inte bara i bombplan utan i industrianlagg-
ningar.

Men Bilder néjer sig inte bara med att dra
en analogi mellan krig och industriell produk-
tion. Omedelbart efter det att speakern har
kommenterat de allierade analytikernas ofér-
méaga att se Auschwitz p& de flygfotografier
som togs den 4 april 1944 anmérker hon: "s&
ndra de bada &r varandra: fabriken - |agret”,
och Farocki visar med tummen och pekfingret
hur litet det geografiska och politiska avstan-
det & som skilier IG Farben-fabriken fran
Auschwitz pa flygfotografiet. Bilder férbinder
séledes kameran inte bara med skalmétning
och modern krigféring utan med masspro-
duktion. Och an en gang méjliggérs den for-
bindelsen genom atskillnaden mellan den tek-
niska apparaten och seendet, som det nu ger
en ny innebord &t.

En lang betraktelse av platvalsning foljer pa
sekvensen om flygfotografierna av Auschwitz.
Liksom inslaget fr&n Hannover forefaller
denna betraktelse inte omedelbart relaterad
till resten av filmen. Emellertid tillater den slut-
ligen Bilder att artikulera kamerans och dgats
autonomi i ordalag som klargdr fotografins
intima relation med industriproduktionen och
som forstarker sambandet mellan denna och
det moderna kriget.

Till att bérja med betonar speakern det
skenbara sléktskapet mellan fotografin och
platvalsningen; bada &r reproduktionsformer
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som har existerat samtidigt under mer an ett
drhundrade. Dessutom valsades metallplatar
under andra vérldskriget "till s6karljus fér att
avsléja flygplan i luften”. Flygplanen & sin sida
"kastade ljusbomber, som ett slags blixtljus,
foér att lysa upp jorden i samband med foto-
grafering”. Emellertid gér speakern det klart
att detta bara var skenbara konvergenser
som mobjliggjordes av vad Marx skulle kalla
"ojamn utveckling”. Fastén platvalsningen
inte & mycket &ldre an fotografin, visar filmen
att den utgér en radikalt annorlunda form av
reproduktion. "Det kunnande som krivs for
platvalsning gar tillbaka pa vad som kravdes
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av yrkesutbvare som baltmakare och vapen-
smed”, kommenterar speakern. Stillbilderna
som visas medan speakern ldser sin text
betonar det intima sambandet mellan platval-
saren och det foremal han producerar [figu-
rerna 12 och 13]; de bér inte bara vittnesbérd
om att hammaren och platvalsen &r under-
ordnade den manskliga handen och &gat
utan avsldjar de spar som finns kvar pa slut-
produkten av kraften bakom varje slag.
Fastén platvalsning till synes &r lika gammal
som fotografin &r platvalsning ett hantverk.
Den var séledes fientlig till krigsproduktion,
som - framhaller Bilder - &r “massproduktion”.

Kameran/blicken visas foljaktligen férestél-
la en helt annan reproduktionsform &n plat-
valsningen. Férst och framst vénder den, som
vi redan har sett, upp och ner pa den hierarki
som &r underforstadd i arbetarens relation till
sitt redskap; medan platvalsarens hammare
ar underordnad hans arm, kan kameran
ségas "anvanda” piloten som maste trycka pa
slutaren varje gang han féller en bomb.
Dessutom kan kameran just pa grund av sin
autonomi visavi det manskliga égat - pa
grund av, som Benjamin skulle séga, att den
utgdr en mekanisk form av reproduktion22 -
anvéndas inte bara for att dvervaka piloten
och malet, utan fér massproduktion av bilder,
en produktion som vida éverstiger bade den
mansklige arbetarens och den ménsklige

konsumentens. Som f&r att ytterligare betona
det sistndmnda, havdar speakern tva génger
att "fler bilder av vérlden [togs under andra

fig.13

vérldskriget] dn soldaternas égon [var] for-
mdogna att konsumera” eller "bedéma”.

Bilder gor géllande att det synfélt som im-
pliceras av kameran ockséa delvis har formats
av det bruk polisen som institution har gjort
av apparaten, ett bruk som aterigen drar nytta
av dess autonomi visavi 6gat. Men eftersom
det i polisfotografier mindre &r frdga om
kamerans férméga att kvantifiera, delta i
massproduktion eller reglera effektiviteten &n
dess férmaga att bendmna och identifiera,
tydliggér den &tskillnaden mellan kameran/
blicken och seendet genom att placera sub-
jektet mycket mer hyperboliskt i skddespelet
dn de andra former av materiell praxis som
Bilder intresserar sig for. Det dgonblick da
Bilder for polisfotografier pé tal &r féljaktligen
det 8gonblick d& uppmarksamheten for férsta
géngen dramatiskt flyttas frén vad det innebér
att fotografera till vad det innebér att bli foto-
graferad.

Hur man firhaller sig
infor en kamera

| bérjan av det avsnitt dar Bilder fér forsta
géngen behandlar fotografier tagna av poli-
sen fragar kommentatorn: "Hur férhaller man
sig infér en kamera?"” Det &r inte forvanande
att det ofullstdndiga svar som filmen l&mnar
pé denna frdga omedelbart nédvéndiggér att
man tar itu med de tva former av social skill-
nad som &dr mest beroende av visuell artikula-
tion: genus och ras. Medan fragan stélls fér vi
se en bild av en algerisk kvinna [figur 14] och den
féljs av en serie andra bilder [figurerna 15-17].
Vid en férsta anblick tycks dessa bilder sta
i full 6verensstdmmelse med den sekvens
som bérjade med Diirerteckningen och sluta-

de med bilden av Diormodellen. Som jag
redan har visat, klargér Bilder genom den
uppmarksamhet som den &gnar modellens
tungt sminkade 6ga att fastan varje subjekt ar
beroende av att "bekréftas” av blicken, férde-
las synligheten ojémnt pa avbildningens
domén och kvinnan tvingas ofta "leva” sin
synlighet i mycket hogre grad &n sin manlige
motpart som i manga diskurser och slag av
materiell praxis ar kamerans/blickens privile-
gierade “"funktionar”. Foljaktligen kan det
kvinnliga subjektet i vissa kulturella kontexter
ségas beteckna inte bara "brist” utan "skade-
spelet”. Genom att fokusera ett annat kvinno-
ansikte just nér speakern fragar "Hur agerar
man framfér en kamera?” tycks Bilder inrikta
sig pa att upprepa den poéngen

Det blir emellertid nastan omedelbart tyd-
ligt att saker och ting inte &r s& enkla i fallet
med de algeriska kvinnorna. Bilden som atfol-
jer fragan "Hur férhéller man sig infér en
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kamera?” pdminner oss om att fastén var kul-
tur uppratthaller en néra férbindelse mellan
termerna "kvinna" och "skadespel”, kan sex-
uella skillnader manifestera sig p& andra sitt
an inom synféltet och kompliceras av andra
slags kulturellt konstituerade skillnader, i det
hér fallet tydligast genom rastillhérighet.

Det visar sig s& smaningom att de bilder av
algeriska kvinnor kring vilka den hér sekven-
sen dr uppbyggd kommer fr&n en bok.
Speakern forklarar att dessa bilder &r identi-
tetsfoton tagna 1960 fér de franska kolonial-
myndigheternas rikning av en menig soldat,
Marc Garanger. Att styra innebér for frans-
ménnen att synliggéra och “laslig”-gora. Ate-
rigen kommer ordet "Aufklarung” med i spe-
let, nu i betydelsen "reda ut ett problem”. Det
franska styret innebar ocks4 att det véster-
landska systemet for sexuell differentiering
genomfdrs, ty kamerans funktion dr alldeles
tydligt att konstituera dessa algeriska kvinnor
inte som koloniinvanare utan som subjekt

-som i ett vésterlandskt sammanhang &r tyd-

ligt kvinnliga. Emellertid Iagger Bilder stor vikt
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vid att visa att n&r man férverkligar detta
imperativ valdfér man sig pa de termer med
vars hjélp den algeriska kulturen sjalv kon-
struerar sexuell skillnad; "kvinnlighet” kraver
dér sldja och innebdr féljaktligen social osyn-
lighet.

Bilder sétter sig inte till doms 6ver dessa
bada system fér sexuell differentiering utan
inriktar sig pa att ifrigasétta den konventio-
nella vasterlandska uppfattningen att det oav-
sett vilken situation det rér sig om, innebéar en
"befrielse” att aviagsna sléjan fran en algerisk
kvinnas ansikte. Sléjan, menar speakern, gér
inte bara sin barerska osynlig i offentliga sam-
manhang utan tillhandahaller ocksé ett slags
skéld. Den erbjuder skydd, inte s& mycket
mot blicken - som sjélv & bade obegriplig
och neutral och i nagon form ovillkorligen
redan en del av dessa kvinnors liv = som mot
den erfarenhet av den som férmedias av den
koloniala anvéandningen av kameran, en
anvéndning som bara kan karakteriseras som
valdférande och underkuvande. "Det fasans-
fulla i att fotograferas for férsta géngen”,
kommenterar speakern medan vi ser den
andra bilden i sekvensen. "Ar 1960 i Algeriet:
kvinnor fotograferas fér férsta gangen. De
skall férses med identitetshandlingar.

Ansikten som &nda till detta &gonblick
hade burit slgjor. Bara nérstdende har sett
dessa ansikten utan sléja - familjen och hus-
hallsmedlemmarna. P4 si satt tjanar slojan,
som i den algeriska kulturen naturligtvis &r ett
av de frdmsta tecknen pa kvinnans underord-
nade status, en helt annorlunda funktion i det
sammanhang som den franska kolonialismen
utgor.

Ett 6gonblick senare séger kommentatorn
att ndr man forsoker beskriva det "fasansfulla
i att fotograferas for forsta gangen” &ar det
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nodvandigt att ta med i berakningen inte bara
den materiella praxis som kameran ingar i och
genom vilken den far sitt varde, utan den
representationella logik som &r specifik fér
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denna apparat. Hon nalkas denna logik
genom att &n en gang differentiera kame-
ran/blicken fran 6gat. "N&r man betraktar en
nérstédendes ansikte”, séger kommentatorn,
*fér man ocksa med sig nagot av det gemen-
samma férflutna. Fotografiet fangar &gon-
blicket och skar pa sa satt bort det forflutna
och framtiden.”

Kommentatorn drar ocksd uppmérksamhe-
ten till en annan av kamerans inneboende
egenskaper som gor den till en s& miéktig
metafor for blicken. Hon menar att fotografin
skulle kunna ségas skilja ut ett dgonblick fran
det tidsfldde som det ingér i och "féra Gver”
det till en annan domén. Hon kommenterar
dérigenom det drag hos fotografin som sér-
skilier det mesta fran andra system for ater-
givning — att det konventionellt kraver ett
objekts fysiska ndrvaro for att man skall
kunna producera en bild av det och att det
foljaktligen skulle kunna sagas inskrida pa
fenomenens doman. Detta drag har inspirerat
manga lovsanger till fotografins och dess sys-
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terkonsts "realism” men Bilder for fram ett
helt annat resonemang. | filmen ségs det att
fotografin inskrider i en verklighet som den
paradoxalt nog inte sjélv kan delta i, en verk-
lighet som den faktiskt bara kan medverka till
att gora mindre verklig. Den &r foljaktligen
egentligen ett antirealistiskt avbildningssystem.

Bilder beskriver séledes fotografin pé ett satt
liknande det som Metz forde fram i
"Photography and Fetish”. Dér karakteriserar

han fotografin som ett "snitt inuti referenten”;
vad han vill ha sagt &r att den producerar bil-
der bara genom att gripa tag i verkligheten.
Denna fangst tillater en bit av verkligheten att
undgé tidens framfart men bara till priset av
ett slags doéd. "Ogonblicksbilden r liksom
ddden”, skriver Metz, “ett dgonblickligt bort-
férande av objektet ur varlden in i en annan
vérld, in i ett annat slags tid ... den fotografis-
ka tagningen #r omedelbar och definitiv ...
Fotografin ...skér av en bit av [referenten], ett
fragment, ett delat objekt, fér en I&ng orérlig
resa utan atervando®.2® Fastin fotografin
skulle kunna ségas odddliggdra det 6gonblick
det avbildar, menar Metz att den gér det bara
genom en devitaliserande héjning, genom att
lyfta ut gonblicket ur tiden in in avbildning-
ens ram. Den konservering som fotografin
medger &r alltsd samtidigt en férstorelse, na-
got som Bilder - som vi skall se — dterkom-
mer till mer &n en géng.

Mellan den férsta och andra delen av den
algeriska sekvensen kommer en grupp bilder
som anger ett annat sétt fér fotografin att
agera destruktivt p& verkligheten, ett sétt som
lamnar ett mer direkt svar pa fragan vad det
innebér att se in i kameran/blicken. Ett kvin-
noansikte framtrider pa en bld videoskdrm
och &ver det laggs forst glaségon och &gon
tillhériga tvd andra personer och sedan hér
och mun frdn en tredje [figur 18]. Denna
sekvens ar skenbarligen en demonstration av
den process polisen anvéander fér att ta fram
en sammansatt fantombild i syfte att gripa en
missténkt men illustrerar pd ett lysande sitt
hur kameran/blicken projicerar duken pa ett
subjekt.24 Den tjanar féljaktligen som en viktig
paminnelse om att kameran/blicken ingriper i
verkligheten inte bara genom att enlevera den
utan ocksa genom att installera en bild i dess
stélle.

Om Metz’ "Photography and Fetish” ger en
exemplarisk kommentar till Bilders férsta
redogérelse for férhallandet mellan fotografi
och referent, ger en passage ur Barthes’
Camera Lucida den definitiva kommentaren
till vad Farocki vill ha sagt med sin "fantom-
bild". Kanske av det enkla skilet att Barthes
hér & mindre intresserad av kameran/blick-
ens forhallande till objektet &n av subjektets
férhallande till apparaten — namligen eftersom
han férsker besvara fragan "Hur férhaller
man sig infdr kameran?” — blir duken viktig fér
honom pé ett sétt som den inte blir fér Metz.
Barthes betonar att nédr subjektet ser in i
kameran/blicken frammanas n&got som inte
fanns dér tidigare, ndgot som han kallar "en
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annan kropp” och "jag sjélv som en annan”.
"Nér jag val kdnner mig observerad av [kame-
rajlinsen”, skriver han, *férandras allting: jag
konstituerar mig sjalv i fard med att 'posera’.
Jag skapar omedelbart en annan kropp &t
mig sjélv, jag férvandlar mig pa férhand till
bild ... Jag k@nner att Fotografiet skapar min
kropp eller férédmjukar den ... Fotografiet
innebar jagets ftillblivelse som nigon annan,
en listig frikoppling av medvetandet fran iden-
titeten”.25

| den hér passagen uttrycker Barthes sub-
jektets relation till kameran pé ett satt som
gor det méjligt for oss att férsta varfér kame-
ran har éverlevt nastan tva arhundraden som
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en privilegierad gestaltning av blicken. Lik-
som kameran skénker blicken identitet bara
genom en oreducerbart yttre bild som inskri-
der mellan den och subjektet. Och likt kame-
ran forser blicken subjektet med en spegel-
kropp samtidigt som den férédmjukar hans
eller hennes verkliga kropp. Déden &r med
andra ord nagot som drabbar den verklighet i
vilken kameran ingriper lika mycket som den
drabbar den verklighet som den bortfér. | det
avseendet liknar fotografiet duken som skén-
ker identitet at subjektet men bara till priset av
hans eller hennes "varelse” 26

Naturligtvis menar jag inte alls att de alge-
riska kvinnor vars fotografier visas i Bilder
bérjade existera som subjekt férst nir den
koloniala kameran véndes mot dem och for-
sag dem med en spegelbild. Det som kanske
slar en forst betrdffande de ansikten som
visas pa dessa fotografier &r i vilken hég
utstrackning de &r kulturellt inskrivna. | flera
fall ar ansiktena s omsorgsfullt tatuerade att
det néstan verkar som om den kulturella
duken hade ympats direkt p4 dem, som om
det tredimensionella fotografi som Roger
Caillois talar om i sin ess& om harmning hade
givits en bokstavlig utformning.2? Hur skall vi
da forsta "snittet inuti referenten” i férhallan-
de till den algeriska sekvensen?

Jag skulle vilja féresla ett tvafaldigt svar pa

den fridgan och dérigenom dessutom visa hur
kamerans forestéliningslogik bade kan utnytt-
jas och moduleras genom en materiell praxis
— i det har fallet kolonialismen. | den mening-
en att ingen av oss nagonsin kan ségas vara
helt och hallet "inuti”* vare sig det spréak eller
de bilder som definierar oss, skulle varje ytt-
rande och varje spegelavbildning kunna sa-
gas &n en ging frammana vér varelses "bort-
tonande”. Att se in i kameran/blicken &r alltid
att uppleva en viss "fasa” eller "forodmjukel-
se” i samma dgonblick som vi anammar dess
konstitutiva effekter. Den franska kolonialis-
tiska kameran kan emellertid ocksé i en me-
ning ségas upprepa samma drama pa en an-
nan nivd, denna gang genom att installera sin
egen duk i stéllet for den algeriska duken. N&r
Garangers kameraslutare sdger klick, "tonar”
den senare "bort” och ersétts av en som kon-
noterar "exotism”, "primitivism” och "under-
stilld ras”. Den ena bilden, som emblematiskt
representeras av sléjan, maste i sjélva verket
"ds” for att den andra skall géra sig géllande.

Liksom Bilder inte nijer sig med att bara dra-
matisera atskillnaden av kamera och 6ga utan
insisterar pa att dven visa nagra materiella
specialfall av denna atskillnad, s& framhéver
den inte bara fotografiets minnesfunktion och
forodmjukande effekt utan, drar uppmark-
samhet till ndgra av de utanférliggande sétt
pa vilka den har anvénts. Filmen inriktar sig
vid upprepade tillfallen pa4 kamerans/blickens
militdra anvdndning som nagot som gor
dessa tva drag hos fotografin till nagot bok-
stavligt. S& far vi veta att Meydenbauer inte
bara var den férste som anvénde kameran foér
skalmétningar utan att han senare "tog initia-
tiv till upprattande av minnesarkiv [for milita-
ren], vilket skapar en korrelation i den me-
ningen att militéren forstdr och de som inrét-
tar monument agerar for att bevara®. Senare
f&r vi se en ovanlig bild frdn andra varldskri-
get, en bild av en bomb pé vig mot sitt mal;
bilden &r tagen dgonblicket innan malet for-
stérs [figur 19]. Speakern kommenterar:
"Fotografiet som bevarar, bomben som fér-
stor — dessa bada trycker sig nu samman.”
Bilder menar saledes att fotografiets minnes-
funktion &r s& ndra sammanhingande med
dess forodmijukande effekt att det blir en ide-
alisk agent fér att representera allt som har
drabbats av en dédsdom.

Fragan "Hur férhaller man sig infor en kame-
ra?” leder till en andra betraktelse foranledd
av en fotografisk bild av en kvinna. Eftersom

fotografiet visar en judisk fange omedelbart -

efter hennes ankomst till Auschwitz och for-

modligen kort fore hennes dod markerar det
ater ett sammanfallande av bokstavligt min-
nesbevarande och forédmjukelse. "Lagret
som handhas av SS kommer att leda till hen-
nes undergéng och fotografen som fangar
hennes skénhet tillhdr samma SS”, kommen-
terar speakern. "Som de tva elementen sam-
verkar — bevarande och forstorelse!”

Liksom i sekvensen med de algeriska kvin-
norna star frdgan om kons- och rasméssig
skillnad ater pé ett komplicerat sétt i férgrun-
den for denna betraktelse kring subjektets
forhallande till kameran/blicken. Bilden, som
utforskas bade av speakern och av Farockis
kamera?8 som inramar den pa tre olika sétt,
visar | sin fullstandigaste version en kvinno-
gestalt med Davidsstjarna fotograferad i halv-
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bild som rér sig framfér en rad judiska mén
som inspekteras av en nazisoldat och bér
Davidsstjarnor [figur 20]. Hon utgdr bildens
centrum och tittar mot kameran/blicken som
fotograferar henne. Den hér bilden &vergar i
tvd andra som astadkoms genom beskéar-
ningar av olika slag. Den férsta av de har vari-
anterna omplacerar henne i bildens hégra
sida [figur 21], i en position som intas av det
manskliga ogat i de olika teckningar och dia-
gram som schematiskt framstéller synféltet.
Dérigenom sérskilier den hennes seende -
som organiserar bilden - fran blicken. Den
andra varianten ar en nérbild som placerar
henne i bildens centrum [figur 22] och gér
hennes drama till fotografiets fokus. Medan
dessa tre bilder visas, féller kommentatorn
féljlande kommentar:

En kvinna har just anlant till Auschwitz;
kameran fangar henne i rorelse.
Fotografen har kameran redo och nar
kvinnan gar forbi trycker han pa sluta-
ren — pa samma sétt som han skulle
kasta en blick pa henne pa gatan déar-
for att hon &r vacker. Kvinnan vet hur
hon skall hélla ansiktet s& att hon fang-
ar fotografens 6ga och hur hon skall
titta sé att blicken faller en aning i sid-
led. P4 en boulevard skulle hon pé
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samma satt titta in i ett skyltfénster s&
att hon ser precis forbi en man som
later dgonen vandra ¢ver henne och
med denna blick at sidan férséker hon
forflytta sig in i en vérld av boulevarder,
mén och skyltfonster. Langt harifran.

Den hér texten &r i forstone chockerande
genom att den ftillskriver den judiska kvinnan
och hennes nazistiske fotograf ett séatt att se
pa varandra som vi férknippar med "normala
férhallanden” och som forefaller otankbart i
eft sammanhang som Auschwitz. En av den
héar sekvensens priméara funktioner ar emeller-
tid att betona att fastén det manliga subjektet
pa sin héjd ar en privilegierad "funktionér”
som betjénar kameran/blicken, s& definieras
den senare som en maskulin utvidgning ge-
nom att en rad institutionella, diskursiva och
forestéllande determinanter sammanfaller.
Atminstone i Vasterlandet forestaller sig sam-
ma determinanter det kvinnliga subjektet som
spegelobjektet par excellence. Med tanke pa
hur &verdeterminerade dessa relationer ar
forefaller det inte finnas ndgot sammanhang -
inte ens ett som &r sa inriktat pa déden som
Auschwitz — som de inte pa négot sétt skulle
kunna infogas i.

Davidsstjarnan spekulariserar den judiska
kvinnan p4 ett annat sétt ocksa dérigenom att
den paminner oss om att Auschwitz liksom
andra nazistiska koncentrationsldger utsatte
sina invanare for éverdriven synlighet och be-
rovade dem deras kldder och &godelar och
utsatte dem som inte omedelbart férdes till
avrattning fér oupphorlig dvervakning. Denna
6vervakning ar bara en ytterligare utvidgning
av den "upptackts”-ideologi med vars hjalp
nazisterna forsokte sérskilja den judiska krop-
pen; inom denna ideologi definierades semi-
tisk tillhérighet som en slédende serie visuella
signifianter.

Till att bérja med kan var och en av dessa
béada slag av synlighet tyckas oka eller férsto-
ra det andra. Men precis som i sekvensen
med identitetsfotografierna, ar ingenting sa
enkelt som det verkar har. Beréttelsen med
vars hjélp Bilder laser fotografiet av den judis-
ka kvinnan definierar de spekuléra relationer
genom vilka sexuell skillnad konventionellt
upptrader i det vasterlandska synféltet som
en flykt undan dem som impliceras av
Auschwitz. Den havdar darigenom att nazis-
men inte bara placerade den judiska kroppen
hyperboliskt inom skédespelet utan infogade
en duk mellan den och kameran/blicken som
var de-idealiserande pa ett mycket mera
djupgdende sétt &n den genom vilken "kvinn-
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ligheten” frammanas - eller, for att uttrycka
saken mer exakt, en duk utan kvinnlighetens
erotiska tvetydighet.

| sekvensen med den judiska kvinnan blir
hur man ses bokstavligen en friga om liv och
déd. Det kritiska problem som Auschwitz-
fangen star infor &r hur hon skall kunna "foto-
graferas” annorlunda — hur hon skall kunna
motivera mobiliseringen av en annan duk.
Men Bilder narrativiserar denna kris pa ett
sétt som &n en gang stor vart vanliga sétt att
ténka vad galler synlighet och sexuell skill-
nad. Enligt den tolkning av fotografiet som
kommentatorn tillhandahaller forsoker den
judiska kvinnan inplacera sig nadgon annan-
stans, i en varld "langt harifran”, genom att
stimulera ett manligt seende och "kvinnlighe-
tens” duk snarare an att till exempel framha-
va sin "tyskhet”). | denna ténkta situation gér
den rasmaéssiga skillnaden fore den sexuella
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skillnaden; "judiskhetens” inskription suddar
ut genustillhorigheten. Bilder menar alltsé att
“kvinnlighetens” duk alltid star narmare till
hands f6r vissa kvinnliga subjekt &n fér andra.
Fastén vi har vant oss vid att tdnka p& de
nackdelar den medfér, innebdr den ocksa
vissa begrénsade privilegier och de privilegi-
erna kan omintetgbras av ras, klass, alder,
nationalitet och andra former av social diskri-
minering.

Publiken stérs ibland - férutom av att
Bilder aberopar sexuell olikhet i ett samman-
hang som Auschwitz — ocksa av att den lag-

ger en beréttelse ovanpa bilden av den judis-
ka kvinnan. Vi inbjuds att “se” nagot som inte
ar med "pa” fotografiet. Speakern har en lik-
nande funktion senare i filmen. Nér vi tittar pa
en detalj fran ett annat fotografi taget av en
annan nazikamera — den har gangen en nér-
bild av en judisk kvinna som stér i en ko i
Auschwitz [figur 23] - faller hon féljande kom-
mentar: "bland de rakade huvudena, en flicka
som ler. | Auschwitz fanns férutom déden och
arbetet en svart marknad, det fanns karleks-
affarer och motstandsgrupper.” Att opponera
sig mot kommentaren darfor att den tillskriver
dessa tva fotografier en innebérd som inte var
tillganglig for kameran/blicken och som inte
kan dokumenteras historiskt, ar att forbise ett
annat vésentligt inslag i Bilders undersokning
av det visuella faltet - dess diskurs om det
manskliga seendet.

Det motstraviga seendet

Som jag ndmnde tidigare, har jag lanat dis-
tinktionen mellan blicken och égat fran Lacan.
Séminaire X behandlar emellertid blicken
mycket utférligare &n 6gat. Lacan kommente-
rar dér i forbigdende en passage i Sartres
Varat och intet som antyder att det férmodli-
gen &r ur en nyckelhélsposition som seendet
upplever blickens utanférskap och skams i
forhallande till det (84).29 Lacan menar ocksé
att dgat upplever sin atskilinad frAn blicken
som kastrering (73). Dessa fa referenser till
seendets ekonomi fick mig att i Male Subjec-
tivity at the Margins pasté att seendet till skill-
nad fran blicken finns i begéret. Jag gjorde
ocksé géllande att det inskrivs av brist som &r
dess centrala angeldgenhet (130). Dessa fa
pastaenden tycks mig fortfarande berora
nagot fundamentalt i seendet men de utgor
bara en ytterst prelimindr borjan till en defini-
tion. Den textmatris som har majliggjort detta
férsok till en historisk specificering av blicken
och dess exakta differentiering fran det
manskliga ogat underlattar emellertid ocksa
en nagot fylligare beskrivning av seendet.
Som vi har sett placerar den forsta av tri-
anglarna fran Four Fundamental Concepts
det den kallar "bilden” mellan 6gat och objek-
tet och visar att var uppfattning av virlden all-
tid medieras av avbildningen. Jag vill hélla
fast vid denna mediering men ocksa mer &n
tidigare betona seendets "irrande” natur, med
vilket jag menar inte bara dess bendgenhet
fér méconnaissance utan dess motstand mot

absolut tyranni av den materiella praxis som
stravar efter att avgora hur och vad den ser.
Fastén det forvisso ar sa att det manskliga
seendet alltid &ger rum genom avbildningens
ram, &r det inte alltid sa |4tt att kontrollera vil-
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ken ram som mobiliseras i en given situation.
Som Norman Bryson s& véltaligt har uttryckt
saken: "Seendets liv utmérks av andlos
reslusta och i sin kroppsliga form &r 6gat
inget annat &n begér.”0

| Techniques of the Observer argumenterar
Crary mot den motsétining som vanligtvis
anses finnas mellan fotografin & ena sidan
och senromantiken och modernismen & den
andra - en motsattning som upprattas pa
basis av den enas skenbara objektivitet och
den andras manifesta subjektivitet. Han anty-
der att bAda dramatiserar 6gats férskjutning
fran blicken men i olika syften. | fotografins
fall tjanar seendets atskilinad frin kameran till
att stddja kamerans ansprék pa ett sannings-
enligt och vetenskapligt seende. | frdga om
romantiken och den tidiga modernismen
stdmmer motsatsen; befriat fran sin likstall-
ning med de optiska apparater som definierar
vad objektivt seende &r och fast férankrad i
en kropp som ofta hotar att dvervéldiga den,
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kan 6gat dverge sitt fafanga projekt att se vad
kameran ser och i stéllet se det den inte kan
se. Som Crary uttrycker saken pé ett stille:
"Nar vél seendet blev omlokaliserat i betrak-

tarens subjektivitet, &ppnade sig tvd sam-
manflétade vagar. Den ena ledde ut mot alla
de méngfaldiga férsékringar om synens suve-
ranitet och autonomi som hérrér ur denna
nyligen bemyndigade kropp. ... Den andra
vagen ledde till en 6kande standardisering
och reglering av betraktaren som kom sig av
kunskap om den visionéra kroppen” (150).

Men samtidigt som jag anvdnder mig av
Crarys formulering vill jag &n en gang mildra
dess strikt historiska avgransningar. Det &r
otvivelaktigt sa att romantiken och den tidiga
modernismen utnyttjiade och hyllade det sub-
jektiva seendet i en omfattning som dittills
saknade motstycke men vi kan inte ge dessa
rérelser dran av att ha inlett ett sddant satt att
se. Om seendet, som jag har pastatt, aldrig
har sammanfallit med blicken (trots att vissa
optiska teknologier kanske har forefallit forne-
ka det avstand som skilier dem &t), betyder
detta inte bara att 6gat aldrig har varit i besitt-
ning av de styrande och konstitutiva funktio-
ner som traditionellt har tillskrivits det. Krop-
pen som den envisas att hra samman med
har alltid placerats i skadespelet. Och slutli-
gen: seendet har hela tiden har haft férmagan
att se annorlunda &n och till och med pa mot-
satt satt &n blicken. Ogat motsétter sig med
andra ord alltid i ndgon mén de diskurser som
vill hérska dver det och reglera det och kan till
och med ibland dramatiskt motséatta sig den
férestéllande logik och materiella praxis som
utmarker vad som vid en viss tidpunkt ar
exemplariskt seende.

Kommentatorn i Bilder forknippar vid flera till-
féllen seendet med formagan att se sadant
som kameran inte kan se. Det forsta tillfallet
da detta sker innebér en férbluffande direkt
dramatisering av Crarys uppfattning att sen-
romantiken och den tidiga modernismen hyl-
lade 6gats oberoende av de optiska redskap
som tidigare definierade det. Omedelbart
efter sekvensen som bérjar med Diirer-teck-
ningen och slutar med mannekéngens 6ga
kommer en sekvens som visar konststude-
rande som tecknar kvinnliga nakenmodeller.
Fastan de alla till synes tecknar samma
modell, en svart kvinna, finns det ingen sam-
stammighet i avbildningarna nér man gar fran
det ena staffliet till det andra. Som Bilder
framhdver nar filmen senare visar fler bilder
frén samma teckningslektion, "ser” varje stu-
dent inte bara nagot annat &n vad alla de
andra studenterna ser [figurerna 24-26] utan —
vilket &r synnerligen dramatiskt - &n vad
kameran ser [figur 27]. Bilder fokuserar lange
rérelserna hos en hand som upprepade gang-

er suddar ut och andrar de yttre konturerna i
den manskliga gestalt den héller pa att teck-
na. Dérigenom framhaver den inte bara det
ombjliga i att faststélla de har gransemna en géang
fér alla, utan inskriver den tvekan och lidelse som
finns i sjdlva den tecknande handen, som om
den ville insistera pa 6gats kroppsliga lokus.
N&r kommentatorn skilier dgat fran kame-
ran/blicken under sin meditation dver de alge-
riska fotona, betonar hon att medan kame-
ran/blicken "fangar égonblicket och sélunda
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skér bort det férflutna och framtiden” sa for-
mér dgat att aterigen satta nuet | kontakt med
det som féregick det. "Nar man betraktar en
narstdendes ansikte”, noterar hon, "fér man
ocks& med sig nagot av det gemensamma
forflutna”. Bilder menar sdledes att om kame-
ran/blicken har en minnesbevarande funktion,
ar seendet allierat med nagonting som uppen-
barligen &r relaterat till den funktionen, men i
sjdlva verket ar helt annorlunda: minnet.
Medan fotografin fullgér sin bevaringsfunk-
tion genom att lyfta ett objekt ut ur tiden och
odadliggdr det i en viss form, handlar minnet
om temporalitet och forandring. Det uppfattar
det andra inte s8 mycket som ett tydligt skis-
serat objekt som ett komplicerat och standigt
skiftande konglomerat av bilder och vérderingar.

Kommentatorn poéngterar detta &n kraft-
fullare senare i filmen. Nar vi tittar pa ytterli-
gare nagra av de identitetsfoton av algeriska
kvinnor som tagits av Marc Garanger, skiljer
hon mellan "bilden av en mansklig varelse” -
varigenom hon tycks utmarka 6gats domaner
- och vad kameran/blicken kan "se” i ordalag
som betonar instabiliteten och ovissheten
hos det objekt dgat ser. Det ar signifikant att
hon &ven tillméter det obestdmda i denna
"bild” stbrre varde an tydligheten hos identi-
tetsfotot:

Polisen hér och i andra lander har foto-
grafier pa miljoner manniskor, miss-
tankta brottslingar. Hur kan en méannis-
kas ansikte beskrivas med sadan
sékerhet att det kan kannas igen av

alla? Av alla — &ven en maskin. Hur
beskriver man ett ansikte? Polisen kan
annu inte registrera de sardrag i ett
manskligt ansikte som &r desamma i
ungdomen séval som i alderdomen, i
sorg savél som i lycka. Polisen vet inte
vad en bild av en ménsklig varelse &r.

Bilder férbinder pé flera andra stéllen seendet
med minnet samtidigt som den utvidgar min-
nets semantiska omfang. N&r kameran vid ett
tilifalle visar oss nagra teckningar av Alfred
Kantor, en f.d.koncentrationslagerfange, asso-
cierar kommentatorn seendet med vad som
skulle kunna kallas "minnessparet”. "Alfred
Kantor, som Gverlevde tre koncentrationsla-
ger, inklusive Auschwitz, gjorde dessa teck-
ningar omedelbart efter Befrielsen”, berattar
hon. Nagra "grundade sig pa skisser som
hade varit i medfangars &go [men] merparten
grundade sig pa hans egna visuella intryck”.
Att associera seendet med minnen eller visu-
ella intryck &r ocksa att &n en gang understry-
ka dess sténdigt skiftande relation till ett givet
objekt. Det innebar ocksa att dess subjektiva
bas &n en gang gors uppenbar. | Drémtydning
menar Freud att flodet av férnimmelser ge-
nom psyket efterlamnar minnes-"spar” eller
avtryck. Dessa minnesspar bidrar emellertid
langt ifrén till att registrera "verkligheten”.31
Nar fornimmelserna genomkorsar psyket in-
nan de nér medvetandet bearbetas de p3 alla
mojliga sétt av censuren och fantasin och denna
process pagar standigt pa minnets niva.

fig.25

Med hénsyn till seendets opdlitighet som
matare av den yttre verkligheten, kan det
forefalla vara en egendomlig ort att férlagga
motstravighet till, men Bilder tvekar inte att
gora det. Sent i filmen berattar speakern, me-
dan vi ser en serie fotografier av koncentra-
tionsléger, en historia som fotografierna pa-
tagligt misslyckas med att dramatisera. Hi-
storien géller tvd fangar i Auschwitz som
rymde fran lagret, kom till Slovakien och skrev
en rapport om den "slutgiltiga lésningen”.
Kommentatorn patalar det riskabla i féretaget




i ordalag som direkt forknippar det med ett
forkroppsligat, dodligt men inte desto mindre
motstravigt seende. Hon framlégger férst den
allménna principen att "det var farligt att vara
dgonvittne™ till det som skedde i Auschwitz
och karakteriserar sedan tva ganger den redo-
gorelse som forfattats av de tva rymlingarna
som "att [lamna] vittnesmal”. Och an en géng
far minnet spela en central roll i denna spe-
gelrevolt; Wetzler, ndmner speakern, "hade
arbetat pa bokféringskontoret” i Auschwitz
dér han "memorerade nykomlingarnas an-
komstdatum, ursprungsland och antal”.

Vid ett tillfalle betonar kommentatorn den
"faktiska” arten av de visuella intryck som
vissa overlevande fran koncentrationslagren
forde med sig frAn Auschwitz och sdledes
dessa intrycks formaga att ersétta fotografier.
Hon betonar emellertid ndstan omedelbart &n
en gang intryckens oftrenlighet med fotogra-
fin. Kantors visuella intryck visar en plats
"som omdjligen kan férmedlas av fotografiska
bilder”. De kommunicerar en "sanning” som
kameran/blicken aldrig skulle kunna fanga
just darfor att den "ser” med en mekanisk och
kroppsbertvad lins — en sanning som &r
oskiljaktig fran den subjektiva och férkropps-
ligade erfarenheten att vara judisk fange i ett
nazistiskt koncentrationsléager.

Aven om denna "sanning” saknar temporal
stabilitet och formellt sammanhang och &ven
om den inte kan verifieras "objektivt” s& pavi-
sas det pd andra hall att den utgjort grunden
fér en politisk revolt. Bilder slutar med en
redogérelse fér ett uppror som ett antal
Auschwitzféngar igdngsatte och som resulte-

fig. 26

rade i att ett krematorium delvis férstordes,
och filmen férbinder uttryckligen detta uppror
med den vidare utldggning om skadespel och
synférmaga som finns i filmen. Medan kame-
ran fokuserar ett fotografi som visar rader av
handskrivna siffror, alla skilda fran varandra
av ett komma [figur 28], formar speakern oss
att &n en gang visualisera det som apparaten
inte kan visa. "Siffror &n en gang. De hér siff-

roma & kodade meddelanden frén Auschwitz-
fdngar som ingick i en motstdndsgrupp. De
utvisar datum for ett uppror”. En nérbild av

fig. 27

det hir fotografiet bildar den nést sista bilden
i Bilder [figur 29] och medan den avtecknar
sig forbinder kommentatorn siffrorna i den lik-
som dem som understryker perspektivsyste-
met med produktionen av en bild: *Fértvivian
och heroiskt mod”, sammanfattar hon, "ska-
pade en bild av de har siffrorna”. Emellertid
har siffrorna som utgjorde kodade meddelan-
den fér en fangrevolt ingenting alls att géra
med matematisk systematisering och kvanti-
fiering; vad de tillater oss att "se” &r nagot
som kameran/blicken inte férmar uppfatta.

Vid det har laget bor det vara uppenbart att
den atskiljande och motsattningspréglade rela-
tionen mellan kameran/blicken och seendet
ofta materialiseras i Bilder genom en brist pa
jamvikt mellan fotografisk bild och ord. Som
vi har sett, talar kommentatorn "medan” bil-
derna av de algeriska kvinnorna och den
judiska koncentrationslagerfangen visas. Hon
forstker pa sa sétt forstd och fa oss att forsta
négonting som fotografierna sjélva inte kan
visa: den subjektiva erfarenheten att vara
"inuti” just de har kropparna i det dgonblick
da en kamera/blick som ingick i ett visst
avbildningssystem och hérde ihop med viss
materiell praxis riktades mot dem.

| den algeriska sekvensen drivs den hér pro-
cessen annu langre. Farockis hand lyfter bok-
stavligen sléjan av en algerisk kvinnamedan
kommentatorn sager: "Sl6jan tacker munnen,
ndsan, kinderna och lamnar égonen fria”. Han
tacker sedan férst munnen och ndsan pa en
annan kvinna och sedan hennes 6gon [figur
30] medan kommentatorn tillagger: "Ogonen
far inte vénja sig vid att moéta en frammande
blick. Munnen far inte véanja sig vid att man
betraktar den”. Speakern jamstéller sig sale-
des ibland néstan exakt med seendet. Hon
artikulerar eller ger vittnesbdrd om vad foto-
grafiet skulle kunna ségas aktivt fortrycka —

L

den kroppsliga och psykiska "verklighet” som
det &r att vara kvinna och algerier i en fransk
koloni &r 1960 eller kvinna och jude i Tyskland
p4 tidigt 1940-tal.

Séledes gor Bilder der Welt und Inschrift
des Krieges mer &n att specificera nagra av
de inre och yttre relationer som konstituerar
den apparat som mer dn nagon annan fortfa-
rande definierar blicken i den vésterldndska
kulturen och underlattar darigenom en battre
forstielse av vad som dr bade historiskt som
transhistoriskt i synféltet. Den gor ocksa mer
&n att visa att seendet finns i skadespelet och
att det kuvas pa alla méjliga satt av den mate-
riella praxis och avbildningslogik genom vil-
ken kameran/blicken gor sig pamind.
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Farockis film visar ocksa att just darfér att
seendet &r placerat i begéret, temporaliteten
och kroppen, kan det ge nytt liv a4t det som
kameran/blicken vill férodmjuka och bevara
ett minne av och éppna det for fordndringar. Det
kan foljaktligen utgora platsen for ett motstrévigt
och till och med transformerande seende.

Den sista rutan i Bilder vittnar just om denna
transformativa potential. Den visar en bild av
Auschwitz som tagits efter den partiella for-
stérelsen av krematoriet [figur 31]. Fastan den
uppenbarligen ar producerad med hjélp av ett
flygfotografi, en materiell praxis som Bilder
har visat definierar kameran/blicken, kan den
inte avldsas med de termer som géller for

detta avbildningssystem; den liknar mer en
abstrakt mélning dn ett fotografi. Eftersom
det dessutom &r denna bild som kommenta-
torns sista ord hanfor sig till, skulle den kunna
ségas framtrada ur mycket annorlunda siffror

fig. 30

an dem som férstérker perspektivet - ur dem
som visas i den nast sista bilden. Eftersom en
orsak-och-verkan-logik impliceras i sam-
manstéliningen av de blackflackade anteck-
ningarna pa det har fotografiet med fotografi-
et av det forstérda krematoriet — det ena moj-
liggér det andra —, antyder Bilder bade seen-
dets oppositionella potential och dess férma-
ga att inskrida i synfaltet. Med andra ord
understryker det seendets férméaga bade att
se det som &r omdjligt for kameran/blicken att
uppfatta och att fordandra det som fotoappa-
raten "fotograferar”. De ord som Sally Potter
later avsiuta The Gold Diggers skulle alltsa
kunna tjana som ett andra motto till den "bild"”
som genereras av de handskrivna siffrorna:
"Jag vet att i samma dgonblick som jag tittar
och i samma 6gonblick som jag ser férandrar
jag det jag ser p&”.
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projekt for Index
s. 54-63

Projektet baserar sig pa videoinstallationen Hysterica.
(tack till Contemporary Art Society, London)
Originalfilmen av Roberto Omega/Camillo Negro, Torino, ltaly, 1908.

Douglas Gordon, 1995.
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det typiskt generella

— Magnus Birtds om Hans Peter Feldmanns konst
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DET VAR PA UTSTALLNINGEN Fotografi i tysk sam-
tidskonst, som visades pa Louisiana forra
sommaren, som jag for forsta gangen kom i
kontakt med Hans Peter Feldmanns konst. Av
den historieskrivning som finns, t ex i Werner
Lipperts bok Hans Peter Feldmann/Das
Museum im Kopf férstdr man att Feldmann
varit verksam utan att géra sa mycket vdsen
av sig. Hans arbeten har inte visats speciellt
mycket utanfér Tyskland!. Han &r fodd 1941,
bosatt i Disseldorf och avsag satta punkt for
sin bana som konstndr 1980 med en utstall-
ning p& Museum van hendaagse Kunst i
Gent, Belgien. Vid den tidpunkten ansag han
att hans idéer inte gick att forena med ett alit
mer kommersialiserat konstliv. Han férnekade
dessutom alla verk som inte befann sig i hans
egen &go.

Men att befinna sig i eller utanfér konstvérl-
den &r ingen friga som bygger pa frivillighet.
Feldmann har p& senare ar "aterupptackts”

och framhdllits som ett slags europeisk fore-
gangare till Richard Prince. Hans l6fte om att
sluta verka i konstvarlden har uppenbarligen
brutits: sedan utstélining pa Louisiana har jag
sett nya verk vid tva tillfallen pa kort tid: pa
Galerie Durand-Dessert i Paris och i samlings-
utstéllningen Take Me (I’'m Yours) pa Serpen-
tine Gallery i London.

Feldmanns “comeback” och det férnyade
intresset fér hans konst beror knappast bara
pé en mediekritisk verksamhet som har vissa
drag gemensamma med Richard Prince 80-
talsproduktion. Det finns andra skal till att
hans konst kénns angeldgen och har en egen
dragningskraft nu i mitten av 90-talet.

| sitt tidiga konstnérskap dgnade sig Hans
Peter Feldmann &t méleri. Han gjorde strikta,
“stillésa” avbildningar av olika ting - en stéam-
pel, en byralada, en blyertspenna. Pa baksi-
dan av dukarna bérjade han gora collage av

bilder klippta ur tidningarna. Det var ansatser-
na till det som sedan skulle bli hans uppgift —
att samla, kategorisera och presentera bilder.
1968 gav han upp maleriet (om man bortser
fran kolorering av fotografier och farglaggning
av statyetter) och bérjade istéllet gora sma
tryckta haften. En stark antiinstitutionell och
antikommersiell attityd féljde med vénsterva-
gen och Feldmann omvandlade dessa idéer i
sitt eget arbete; det fanns en "kunst fiir alle”-
karaktar i hans klamrade haften med graa
kartongomslag. De hade inte mycket av det
som i allt hégre grad tyngt konsten — dyrbar-
het, arkaiserande tonfall, fetischistisk materi-
alitet, bistert allvar och fixering vid teknisk
briljans. Titlarna var lika lakoniska som form-
givningen var enkel: det forsta hette 72 Bilder,
det andra 23 Bilder, det tredje 11 Bilder, o s v.
Alla var de, férutom titeln, stdémplade med
"Feldmann" pa framsidan. Haftena presente-
rade Feldmanns egenhéndigt uppstallda kate-




gorier. 12 Bilder (1968) &r helt enkelt tolv foto-
grafier av flygplan, 45 Bilder (1971) innehéller
fotografier av fyrtiofem par skor, 8 Bilder
(1972) visar &tta bilder av ambulanser och 1
Bild (1970) &r en bild av en rock. Han fram-
stéllde trettiosju sddana héaften mellan 1968
och 1976. P4 galleri- och museiutstallningar
hangde de i snéren fran taket eller lag pa bord
sé att besokaren fritt kunde bladdra i dem.
Feldmanns 6vriga trycksaker — bocker, vy-
kort, fotografiska sviter, m m — &ar gjorda i
samma anda. Liksom Bilder-héftena har de
oftast karaktdren av enkla, okommenterade
dokumentationer, eller inventeringar. Boken

Hans Peter Feldmann. Alle Kleider einer Frau (ur serie om 72 bilder), 1974,

Der Uberfall bestéar av tidningsbilder fran in-
fAngandet av en bankranare i Hilden, 1975. |
Alle Kleider einer Frau (1974), fotograferar han
sig igenom en kvinnas garderob.2 Eine Stadt
— Essen (1977) bestér av konstldésa bilder:
gata upp och gata ner i Essen och de mén-
niskor som rakar befinna sig pa platserna.
Likas& Eine Firma — ett senare arbete (1991) -
dér han halvt mekaniskt fotograferat allt i fir-
man fran direktoren till brickorna i personal-
matsalen. Allt ges samma dignitet, det finns
inga Overordnade och inga underordnade
kategorier.

Denna, pa séatt och vis skréckinjagande vi-

sion av likstalldhet framstar pa ett d&nnu mer
tydligt satt om man forsoker dverblicka hela
Feldmanns produktion. Han manar fram en
varld som bara existerar som bilder — en
"avgjutning” av var vérld. | denna "katalog-
varld” kan allt delas in i grupper om t ex verk-
tyg, fotbollspelare, séngar, knédn eller film-
stjérnor. Ting, djur, genrebegrepp, méanniskor
- alla ingér de i samma ontologiska system
men ingen av dem har foretrade.

S4 langt drev Feldmann likstallandet att
han gjorde héften med totalt olika bilder,
sasom t ex i 4 Bilder fran 1973. Vad hade en
igenbommad affar, en véska, ett uppnalat

portirétt och en motorvdg med varandra att
géra? Var de liksom stolarna, segelbétarna
och boxarna bara variationer av ett tema?
Eller fanns héar plétsligt en narrativ struktur?

Feldmann har inte mycket gemensamt med
konstfotografer. Liksom Andy Warhol 4gnar
han sig istéllet framst &t att presentera repre-
sentationer. Det &r de anonyma fotografernas
bilder Feldmann intresserar sig for.3 Hans
konst utgér fran de generiska bilderna, bilder-
na som finns lagrade i vart medvetande och
formar vart seende, eller snarare: formar se-
endeformer. Seendeformerna &r extraherade
ur den cirka kvarts miljard fotografier som tas
varje dygn, och konstituerar sig bdde som
reflexméssigt kategoritdinkande och som
uttryck fér kulturell konsensus. Ett sidant
konsensus ar "sondagsmotiv'(Sonntagsmotive)
- Feldmanns titel pa de tjugoen posters av
lekande katter, solnedgangar, pussande par
och andra "gulliga” motiv han stéllde ut vid ett
flertal tillféllen, posters som under sina guld-
&ldrar férmodligen &terfinns i hundratusentals
manniskors hem over hela varlden.

Werner Lipperts beskriver inledningsvis i
sin bok ett besodk pa en Intermedia-kongress
i Hamburg 1985. Tidningen Stern demonstre-
rar den tryckta bildens makt genom stora tav-
lor med enbart texter, t ex: "Albert Einstein
racker ut tungan”. Genast formas den berdm-
da bilden i huvudet pa bestkaren: den aldra-
de Einstein som av nagon outgrundlig anled-
ning récker ut sin langa tunga. Han jamfor
upplevelsen med ett besok pa Feldmanns
utstélining i Gent. Feldmanns svartvita, klum-
pigt reproducerade naturscenerier - fotografi-
er av Alp-landskap, sma broar &ver stilla flo-
der — kopplas i Lipperts huvud till de "riktiga”
bilderna, féregéngarna i farg. P4 sa vis kan
man se varje Feldmann-bild som toppen av
ett isberg av konventioner.

Det aningen masochistiska i Feldmanns
projekt — att s& néra ansluta sig fill klichéerna
och till konventionen - fungerar, liksom i
Richard Prince fall, som en subersiv metod.
Det &r férmodligen just den sakliga och "neu-
trala” framstaliningen i hans arbeten som ska-
par potentialen for en kritisk analys av hur bil-
derna &ter sig in i manniskors medvetande. |
sin metod att isolera dem fran sin ursprungli-
ga kontext frigor han deras férmaga, eller
oférmaga till meningsalstring.

Ett langtgéende forstk av detta slag - att
understka hur mycket mening ett fotografi
sldpar med sig nér det 4r bortkopplat frén sitt
ursprung - var ett bidrag till utstéliningen
Projekt'74 i Kéln (1974). Feldmann forsokte
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férma tre olika dagstidningar i Kéln att publi-
cera ett par bilder helt okommenterade. Det
skulle varken finnas bildtexter eller nagon
uppenbar anknytning till ndgon artikel. Ingen
av tidningarna tdnde dock pa idén.

Man kan séga att metoden - att isolera
vanliga, "lattkonsumerade” bilder och be oss
betrakta dem - har en dubbel verkan: den
béade frildgger bildkonventioner — som har ut-
vecklats till konventioner fér seende dverhu-
vudtaget — och aterupprattar, eller snarare
pényttfoder de enskilda bilderna. Férutom att
fa betraktaren att fundera dver om, eller nar
och var deras ursprungliga mening har gatt
forlorad, framhaller den ocksd den nya
mening de erhéllit sdsom "bara bilder” - bil-
der som transporterats langt bort fran sina
referenter. Werner Lippert menar att dessa
bilder inte alls forlorat sin aura, i den mening
som Walter Benjamin anvande begreppet i
sin férutspdende essd “"Konstverket i repro-
duktionséldern”.4 Lippert skriver: "Just anta-
let reproduktioner ger originalen deras egen-
art, deras betydelse korrelerar med kopians
talrikhet. Aura och mekanisk reproducerbar-
het utesluter inte langre varandra, utan snara-
re betingar varandra”. 5

Det ar mellan dessa begrepp som Feld-
manns konst star och véger: de urlakade ko-
piornas meningsléshet och kopiornas férma-
ga till ikonisering av ett oként, men betydel-
sefullt "original”. Det handlar inte om ett origi-
nal i meningen specifik bild, i de flesta fall
aterfinns inte originalet pd n&gon annan niva
an pa konventionens, traditionens och scha-
blonens.

| mitten av 70-talet bérjade Feldmann kolore-
ra barnporttratt, fotokopior av passfoton, bil-
der pa tidningssidor, reproduktioner av pin
up-flickor, klassiska malningar, kopparstick,
leksaksbilar och slutligen gipsstatyetter gjor-
da efter antika skulpturer. Det var den typen
av kolorering som Roland Barthes ogillande
liknade vid "ett slags smink (som det man lag-
ger pé lik)"6 : tydligt lagda fargfélt i starka far-
ger som framhéll karaktéren av dvermalning.
Det fungerar aterigen med den likstéllande
och utjdmnande verkan som jag namnde tidi-
gare. Liksom Bilder-haftena med sina olika
ting framstar de kolorerade bilderna som
(obegripliga) variationer av ett tema. Ur varia-
tionerna destilleras dessa "temata” ut som ett
slags universalia. De existerar pa en likvérdig
niva och &r i stort sett tdmda pa allt det spe-
cifika. Den varld som uppstar liknar den som

skapas i olika sprakinlamingsprogram (fér

barn eller vuxna) pa TV och i bécker: ménnis-

vesl e

Hans Peler Feldmann. 3 Bilder, Stible, 1972,
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Hans Peter Feldmann.

overst Lv: Kolorfert Kinderfoto, 1977
verst th: Der Uberfall, 1975,

t.v: Vier von sechs verschiedenfarbigen,
kolorierten Autos, 1975

ovan: Koloriert Zeitungsseite, 1977.

o

kor uttrycker sig overtydligt och agerar i slow
motion-dramaturgi, livet och umgénget man-
niskor emellan rér sig pa en minsta-gemen-
samma-ndmnare-niva, man talar om bilen,
hasten, systern som om dessa vore stilisera-
de figurer i en pekbok. Ingenting far stora
igenkdnnandet, bendmnandet och artikule-
randet av orden, enbart ordens denotativa
sida tillats verka.

Det k&nns darfor ocksa logiskt att Hans
Peter Feldmann visade sin stora leksakssam-
ling 1975 (p& Galerie Paul Maenz i Kéln). Ate-
rigen visar Feldmann sitt intresse for former
som vilar p4 en grund av konsensus-tankan-
de. Infor leksaker uppkommer ju fragor som:
Varfér har man valt att kopiera och férminska
- gora en leksak - av just detta féremal (eller
djur)? Ar det for att féremalet — ett gevir eller
en hammare — har en viktig plats bland méan-
skliga aktiviteter? Hur mycket gemensamt har
kopian/atrappen med férlagorna?

| skenet av Feldmanns egen konst framstar

Hans Peter Feldmann. /nstallationsbild, 1995. {courtesy Gallerie L&M Durand-Dessert).

leksakernas formaga att"sammanfatta” for-
men av en hel kategori: t ex "bil", "svard” eller
"flygplan”. Sasom "avgjutningar” av var varld
har de ofta "det typiskt generella” - ett destil-
lat, eller ett genomsnitt av likartade former
och forestéliningar.

Feldmanns styrka &r hans sétt att framstal-
la vanlighet. Det &r en vanlighet som inte gar att
avfarda, den pockar istéllet pa forklaringar.
Ett uttalande av Richard Prince kénns aktuellt
i sammanhanget: "l think normality will be the
next special effect”.

| utstéliningen Take me (I'm Yours) pa Ser-
pentine Gallery i varas uppmanades besotkar-
na att ta for sig av och pa olika satt engagera
sig i konsten. Feldmanns bidrag var en enorm
mangd sma fotokopierade bilder som man
fick vélja bland och ta med sig. Man fick ta tre
var, och eftersom vi vat tva tog vi sex: en nés-
apa, en propeller, Beckett, glastgon, en snécka
och manen.

1] | I

Noter.

1. Dock gjorde han en av sina forsta separatutstaliningar i
Képenhamn 1972 pé Daner Galleriet. Feldmann har uppen-
barligen haft god kontakt med det danska konstlivet p& 70-
talet, férmodligen i samband med intresset for Fluxus-kon-
sten. 1973 skrev Per Kirkeby en uppskattande artikel om
Feldmanns konst. Artikeln finns publicerad i Wemer Lipperts
bok Hans Peter Feldmann/Das Museum in Kopf (Verlag der
Buchand-lung Walther Konig, Kdin 1989). Feldmann var dven
med i utstéliningen New Media 1, pd Malmé Konsthall 1975.
2. Har finns en likhet med Christian Boltanskis "arkeologiska”
arbetsmetod, som fatt sitt kanske mest tydliga uttryck i s k
Inventairas, dar han i fotografiska arbeten och installationer
visat olika okanda manniskors tillhérigheter. | Baden-Baden i
Tyskland och i Beis-Colombes utanfér Paris kopte han dbds-
ben efter nyligen aviidna ensamstaende kvinnor och stéllde
sedan ut hela bohagen. | Oxford fotograferade en man av alla
sina tillhérigheter och sande bilderna till Boltanski. Om Christian
Boltanski se t ex Lynn Gumperts bok Christian Boltanski, Paris 1994
3. Se min artikel "Den amonyme fotografen” | 90TAL, nr 11 1994,
4. De nya reproduktionsmetoderna skulle féréandra synen pa
konsten menade Walter Benjamin. Konstverkets aura, som
var beroende av dess originalitet och unicitet, skulle ga férlo-
rad i "reproduktionsdldern”. Det var inget Benjamin sdrjde
eller beklagade, | marxistisk anda sag han méjligheter till en
politisk spréngkraft i den nya konsten. "Konstverket i repro-
duktionséldern” ingdr i Bild och dialektik, Stockolm 1991.

5. Lipperts, a. a, min dvers.

6. Det ljusa rummet, Stockholm 1986, sid 118.

Magnus Bértds dr konstnér, skribent och
medlem av Index redaktion.




Stereoskopbild tillskriven Auguste Belloc, 1854,

fran konst till bild

— nigra anteckningar kring seendets sociala historia av Jan-Erik Lundstréom
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vARA FORESTALLNINGAR oM vad som utgér foto-
grafiets historia har raskt utvidgats under se-
nare ar. Klassiska konsthistoriska mallar med
stabila genrer och en etablerad kanon av
konstnérer/konstverk, har ersatts av en vid-
gad syn pa bild i allménhet, och “konst* och
fotografi i synnerhet. Vi vet nu att det &r omdj-
ligt att begripa fotografiet som ett kapitel eller
en delhistoria inom konsthistorien. Vi vet att
urskiljandet av konst fran andra bilder mesta-
dels &r ett illusionsnummer. Vi vet att fotogra-
fins manga olika praktiker och genrer griper in
i, influerar och definierar varandra. Reklambilden,
modefotot, pressfotografiet, fristdende doku-
mentér bild, familjealbumet, pornografiska fo-
ton och konstfotografiet, flatas samman,
samspelar och motspelar, samsas och kon-
fronteras i fotografiets historia. Vilken i sin tur
ar djupt implicerad i andra bildformer i var kultur.

Konstteoretiska erévringar, omprévningar
av traditionell metodologi och nyténkande i
andra discipliner (psykoanalys och antropolo-
gi for att ndmna de tva omraden som utévat
det starkaste inflytandet pa konst- och foto-
forskningen under det senaste decenniet) har
utsatt konst- och fotohistoriker for ett hart
tryck. Konsthistoria i sig maste idag betraktas

som ingenting annat &n en anomali. Om
strukturalistiskt tdnkande under sent 1960-tal
reviderade synen pa det litterara verket, eller
pa litteraturkritikens uppgift, genom att fér-
flytta tyngdpunkten fran, som det hette, verk
till text, s& héller konsthistoria idag pd att
ersattas av bildhistoria. Den stora beréttelsen
med stora konstnérer som gor stora konst-
verk revideras, byts ut mot bilder av allehan-
da slag, anonyma, triviala, men likval betydel-
sefulla och anvanda i vardagen.

| inledningen till en antologi med titeln
Visual Culture understryker Norman Bryson
att detta inte bara har att géra med att nya
objekt introduceras, att kriterierna for intrade
omvarderas, att historikerna underséker och
uppmérksammar nya typer av bilder.! Bryson
betonar att en bildens historia inte bara upp-
manar historikern att havda estetisk excellens
och briljans hos olika typer av bilder och
bredda repertoaren. Han menar att det fram-
forallt handlar om innebérder och om l4sarter,
om hur betydelser och mening uppstar i de
olikartade kulturella och historiska samman-
hang dér bilder férmedlas och upplevs. Vad
astadkommer en bild? Vad utfér den for arbe-
te? Att understka detta betyder inte att man

s Ples

avvisar estetiska varden. Tvartom. Men per-
spektivet &r resolut post-Kantianskt. Innebérd
finns inte i tinget-i-sig, konstverket har inte ett
eget inneboende vérde; varde och innebérd
finns i dess relationer med betraktare, uttol-
kare, brukare; inga transhistoriska sanningar,
inga oftranderliga kriterier, finns att anvénda
sig av i métet med en bild.

Det manskliga seendet har en historia. Om vi
upplever och skaffar oss kunskap om omvérl-
den, och om vi gestaltar kunskap och upple-
velser genom att géra bilder, s& bidrar dessa
bildpraktiker till att ocksa definiera sjalva vart
seende. Seendet &r inte ett genom historien
oféranderligt biologiskt fenomen. Begreppet
visualitet har allt oftare dykt upp i dessa sam-
manhang, ett begrepp som just definierar
seendet som historiskt/kulturelit, snarare &n
biologiskt/naturligt. Var tid, varje epok har sin
visualitet - eller visualiteter. Jonathan Crarys
Techniques of the Observer har fér den har
forskningsinriktningen varit nagot av en mur-
bracka och vattendelare.?2 Det &r en bok som
handlar om “seendet och dess historiska kon-
struktion®. Skriven i sent 1900-tal, mitt uppe i,
som Crary sjilv siger med hénvisning till

Jacques Antoine Moulin. Folografisk studie, 1853.

elektroniska media och digital teknik, en “sve-
pande omstrukturering av relationen mellan
representationsformer och det observerande
subjektet”, handlar bokens huvudtes om en
annan, enligt Crary, lika omstértande foran-
dring. Han menar att - och Techniques of the
Observer tar fram ett omfangsrikt och tidigare
i mangt och mycket ouppmérksammat empi-
riskt material som stéder hans teser - det tidi-
ga 1800-talet upplevde och stod fér en likar-
tad, och lika omfattande férandring som vart
pégéende intdg i den digitala eran. Crary me-
nar att det under 1800-talets férsta decennier
uppstar viktiga forskjutningar och nymodig-
heter vad géller optiska instrument, rén om
visuell perception och fysiologi, vilka sam-
mantaget innebar ett dramatiskt brott mot
renassansens perspektiviaror och mot klassi-
cistisk rumsbild och ideologi. Crary menar att
har uppkommer “en ny sorts betraktare,...vil-
ken utgjorde en avgbrande foérutséttning
fér...en modern och heterogen visualitet”. |
kontrast till den numera invanda dateringen
av modernismens uppkomst som, atminstone
i bildkonsten, hanfars till 1860- och 1870-tal,
férlagger Crary istéllet denna férandring i
1800-talets forsta decennier; och inte hos en
grupp konstnérer utan hos ett antal filosofer,
vetenskapsmin, uppfinnare, psykologer och
perceptionsteoretiker; det vill siga inte i den
estetiska gestaltningen utan i den vetenskap-
liga eller filosofiska utsagan och i det teknolo-
giska framsteget.

Till det intressantaste i Crarys historik, l&ngt
intressantare &n hans tidigarelaggande av
moderniteten och det moderna seendet, hor
det faktum att han ifrdgasétter den alltfor
vackra och lite utnétta berattelsen om en kon-
tinuerlig, malmedveten, narmast teleologisk
utveckling fr4n renéssansens p& medeltida
teorier baserade perspektividror med rotter
bakat #dnda till Aristoteles De Anima, via

camera obscurans lang-
samma férfining som hjalp-
medel och ritinstrument
under 1600-tal och 1700-
tal, till de forsta anvandba-
ra fotografiska processerna
- daguerrotypin och talbo-
typin - under 1830-tal. Det &r
séledes en utveckling som
vill se fotografin som en te-
knologisk materialisering -
och en estetisk fullandning
- av centralperspektivetd.
Crary menar i stéllet, och
hér ar han fruktbart provo-
kativ, att mellan camera obscuran, som
representant for rendssansens och upplys-
ningens seende, och fotografin, som ett
modernt medium, finns en stor avgrund. Foto-
grafiet méste ses som en del av 1800-talet
och modernitetens visualitet. Camera obscu-
ran och fotografiet & som historiska storheter
radikalt olikartade (kanske ocksd, skulle jag
vilja tillagga, ojamforbara).

Madar. Charles Baudelaire, ca. 1855,

Under camera obscurans paradigm ér, enligt
Crary, distinktionen mellan betraktare och
omvarld fixerad, entydig, given, oproblemati-
serad.4 Seendet ar passivt, mottagande,
registrerande, samt skilt frdn den férnimman-
de manskliga kroppen. Men 1800-talets
modernitet fordndrar detta. Betraktaren blir
produktiv, forhéllandet betraktare och om-
varld blir mangtydigt, instabilt, differentierat.
Seendet ar aktivt, sokande, gestaltande.
Ménniskan &stadkommer sjélv sina sinnesfor-
nimmelser; de kommer inte automatiskt till
henne. Och den egna kroppen blir till seen-

‘dets plattform.
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Crary betonar allisd denna upplésning av
grénserna mellan observatér och det som
observeras, mellan subjekt och objekt, mellan
jaget och den andre, mellan virtuellt och fak-
tiskt, mellan bild och verklighet; ett grénsoé-
verskridande och en kategoriupplésning som
forstds foregriper mycket av t.ex. den post-
moderna diskussionen kring subjektet, mo-
dern epistemologi, eller varfor inte kvantfysik
och Heisenbergs osékerhetsrelation.

Parallellerna ar for ovrigt manga med
Foucaults betraktelse 6ver humanvetenska-
pernas framvéxt under 1800-talet, dér man-
niskan inte bara blir féremal fér nya former av
disciplinering och kontroll, utan framforallt for
kunskap.5 Méanniskan &r en uppfinning séger
Foucault, under denna epok blev hon bade
féremal for kunskap och sjélv kunskapspro-
ducent.

Nu méste man dock fraga sig varfor det mo-
dernistiska avant-gardets estetik - impressio-
nism, expressionism, etc - i stéllet for |4t saga
en mer normativ, allméngiltig eller “populér®
visualitet, skall vara den norm, det seende
kring vilket 1800-talets historieskrivning cen-
treras. Plotsligt kan Crarys beréttelse tyckas
ganska konventionell. Enligt klassiskt moder-
nistiskt monster formeras framstegen hos
avantgardet, for att sedan sippra ner till fot-
folket. Ar det inte en valdigt konsthistorisk fér-
klaringsmodell? Och hur uppréttas egentligen
denna lank mellan tidigare forandringar i psy-
kologi, fysiologi och vetenskapsteori och op-
tisk teknologi, och den framspringande mo-
dernismen med dess abstraktioner, dess sub-
jektivism, dess sociala position?

Istéllet for att se 1800-talets vetenskap, filo-
sofi och bildformer som en férldngning och
fullandning av principer fran rendssansen, sé
ser alltsd Crary framvaxten av ett nytt seende
och ett djupgdende brott mot camera obscu-
rans modell. Uppfinnandet av fotografin inne-
bar helt visst en sorts slutpunkt fér camera
obscuran som faktiskt optiskt instrument. |
och med fotografins uppkomst forlorar den i
stort sett sitt anvandningsomréde.

Men dverges camera obscura-seendet - lat
oss kalla det s - s omedelbart? Tveksamt.
Moderniteten och 1800-talet méste betraktas
som en dragkamp mellan olika paradigm, mel-
lan olika observattrer; mellan ett mimetiskt,
registrerande, “objektivt® seende och ett
autonomt, producerande, “subjektivt” seen-
de. Camera obscura-modellen férlangs in i
fotografiet, filmen, samtidigt som den déar
méter konkurrens och undergrévs. Fotogra-
fiet kan visst pa sétt och vis beskrivas som en




Niepee. Mapoldon Il, ca.1853-55.

l6sning pa rendssansens mimetiska drém;
Alberti s&ger i sin Della Pittura att “méalaren
representerar endast det som kan ses”. Men
samtidigt innebér fotografiets tillkomst att allt
detta ifrigaséatts; att grénserna kropp och
maskin, bild och vérld, natur och kultur, fére-
stélining och verklighet, subjekt och objekt,
statistik och poesi, jag och den andra suddas
ut, problematiseras och, just det, synliggérs
genom denna problematisering. Och visst upp-
loses seendets objekt i moderniteten, men
samtidigt, i fotografisk praktik och i diskus-
sionerna av fotografin, aterupprattas det om
och om igen. Man far ténka sig en utdragen
modernitet, en bdljande modernism, dar varje
generation ateruppréttar, fornyar, férvandlar
sitt forhallande till natur, till ursprung, till det
sublima, till maskinen och dér allt detta bryts
mot tidens nymodigheter - litografiet, fotogra-
fiet, stereoskopet, arkadierna, féljetongen,
maskinerna osv.

Fotografiet dateras oftast till 1839. Detta ar
offentliggér en fransman - Louis Jacques Monde
Daguerre och en engelsman - William Henry
Fox Talbot - tva olika fotografiska processer.
Daguerres - daguerrotypi - & den som framst
fangar det omedelbara intresset. Talbots - kalo-
typi, en negativ-positiv process - ar den som
visar sig innehdlla embryot till fotografins
framtid. Slutfasen kring fotografiets fédelse
sker snabbt, nédstan abrupt tycks det och
efter att de férsta fotografiska processerna
offentliggjorts formligen exploderar markna-
den av likartade eller forbattrade uppfinning-
ar. Men forarbetet har varit médosamt med
uppfinnandet av centralperspektivet, camera
obscuran, fotokemi, glastillverkning och
optik, med mera. Férutom ett allmént tryck pa
bildutbudet fanns ett behov av bilder bl.a fran
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den framvéxande medelklassen - i en forsta
omgang tillgodosett av litografiet, (uppfunnet
1796) - s& foreligger ett antal nodvéndiga for-
utséttningar férst vid 1800-talets borjan: till-
rackligt bra och ljusstarka objektiv att fasta
vid en kamera, en utvecklad kunskap om
metallsalters ljuskanslighet och tillrdckligt
rena och palitiga kemikalier, och kanske fram-
férallt, en idé om att vilja bevara den bild som
projiceras pa kamerans mattskiva, en fore-
stéllning om att detta skulle vara méjligt och
anvandbart, en vilfa att fotografera®.

Litografiet och fotografiet &r startskotten till
en snabbt accelererande bildkultur; en bild-
kultur som pa ett helt annat satt dn tidigare
nér ut till olika samhallsskikt, i kvantiteter och
ett tempo som tidigare varit langt utom rack-
hall, det som Baudelaire, lysande ambivalent
infor detta, kallar for “industriell galenskap®.
Nya teknologier (litografi, fotografi, stereogra-
fi, etc.), nya motiv och nya anvandningsomré-
den sammanfogas i 1800-talets bildindustrier
och skapar den nya massbildkulturen. Och
det &r pa denna arena som nya observatérer,
nya betraktare, nya bildkonsumenter upptré-
der, formas och sjélva formar.

Dessa observattrer borjar ocksd ges kon-
tur och substans i ett antal nyutkomna histo-
riska studier. Som intressanta komplement till
Crarys genialt formalistiska argumentation sé
sammanldnkar andra bildforskare apparatur

Bruno Braquehais. Akademisk studie, ca.1854.

och social praktik i sin forskning?, infér kén,
klass, etnicitet som faktorer i undersékningar
av det visuella som en kulturell praktik i var-
dagen.8 | 1800-talets bildkultur, med de nya
bildmediernas hjalp, initieras en sammansatt
bildpraktik - kunga- och ké&ndisportritt, por-
nografiska bilder, expeditionsfotografin, m.m.
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- som forfér och lockar, bygger sjélviortroen-
den och befaster status quo, som stillar och
vcker begér, pa satt som ingen tidigare bild-
kultur varit i nérheten av.

| sin undersdkning av 1800-talets explosion
av erotiska och pornografiska bilder - som
fotografier, stereografier, och senare film - s6ker
Linda Williams kombinera insikter fran psyko-
analys och teknikhistoria, utan att hamna i
ahistorisk psykologism eller teknikdetermi-
nism, med en analys av sjélva bildmaterialet.
Konkreta historiska situationer och bildinne-
héll ges sdledes féretrade i Williams analys.
Hon pévisar att den tolkning av de optiska
instrumenten och teorierna som Crary ger har
sin motsvarighet i sjélva bildinnehallet.

Stereografins kroppsrelaterade seende -

eller autonoma seende - jamstélls med en
uppmarksamhet pa hur betraktare faktiskt
upplevde och tolkade motiv och innehall i
dessa bilder. Williams talar om “en extas som
finns i kroppen, &ven om den produceras i
férhallande till bilden“ - bilden som en nérva-
ro snarare &n erséttning for ndgot franvaran-
de - och visar att innehéllet i och upplevelsen
av t.ex. de sé vanliga pornografiska stereobil-
derna, ger stéd fér samma “férkroppsligade
seende” som Crary finner i sjélva instrumen-
tet och mediet som sadant. Bade 6gat och
kroppen engageras; seendet har med taktili-
tet, kroppsmedvetenhet och ndrvaro att géra,
samt, inte minst, begér och sjalvtillfredsstal-
lelse.

Fotografiet avancerar snabbt fran att forst ha
varit en uppmérksammad och fértrollande
kuriositet, till att vara ett centralt och sjélvklart
inslag i den urbana kulturen. Antalet yrkes-
verksamma fotografer, antalet ateljéer, bild-
produktionen m.m. véxer snabbt; en mass-
bildkultur och bildindustrier uppkommer.®
Efter bara ndgra decennier visar det sig att
fotografiet & en oundgénglig ingrediens for
uppratthallandet av en masskultur. | fotografi-
et aterfanns méanga av de egenskaper som de
som var positivt instéllda till industrialismen
hyllade: precision, objektivitet, snabbhet,
reproducerbarhet, bekvémlighet. Har ser vi nu
en kultur som inte bara konsumerar féremal,
utan dven visuella erfarenheter. Foljer vi Marx
credo och konstaterar att det &r nu som allt
som &r fast forflyktigas, s& ser vi ocksd att
moderniteten och kapitalismen bygger pa
flexibilitet och fillfalliga tillhérigheter, pa en
mer mangfasetterad, mangfaldigad, promis-
kuds och |6sslappt visualitet.

Parisiskt 1850-tal hor till den forsta epok
dér fotografin blir till ett yrke, en néring och s&

smaningom en industri. Visst finns det fortfa-
rande vid denna tid engagerade amatérer,
gentlemén, vetenskapsmian som soker ut-
veckla det nya mediet, men framforallt &r det
nu entrependrernas period. Det ar en kom-
mersiell fotografi som utvecklas och modifie-
ras i dialog med kunder och uppdragsgivare.
Man kan séllan tala om specifika upphovs-
man; dnd& uppstdr ett rikt spektrum av foto-
grafiska prakiiker; “ett subtilt bildmakande,

en mangfald av smakriktningar, och originella
bildiésningar” hos dessa de forsta yrkesfoto-
graferna.’® Napoleon Il 4r ett av de forsta
statsdverhuvuden som ser till att hans och
hans familjs portratt erhdller maximal sprid-
ning. For detta &ndamal spenderar han en hel
del pengar. Cartes-de-visites-epoken ger
portrattet helt nya férutsattningar att na en
stor mélgrupp och kundkrets; A.A.E. Disdéris
produktion i ateljen hor till de mer omfattan-
de, och han fértecknar 68.000 negativ i sina
register. Det akademiska aktfotografiet, pro-
pagerat av fotografer som Joseph August
Belloc (som ocksa blir arresterad och bétfalld,
beslagtas med flera tusen “obscena” fotogra-
fier) och Bruno Braquehais, ser till att salong-
serotik sprids i stora mangder. Andra fotogra-
ferar arkitektur, expeditioner, reproducerar
andra konstverk, rumsterar om i stillebengen-
ren - allt pa uppdrag av nagon, mestadels
mitt uppe i en snabbt expanderande urban
kultur.

Den andra industrialiseringen av seendet
sker under sent 1800-tal d4 fotografiet genom
nya trycktekniker nér helt andra spridnings-

Nadar, Nadars studio i Paris, ca. 1861,

majligheter och d de forsta stora foretagen
bérjar formera sig. Det ar nu som fotografer
inte bara ar sjélvstandiga entrependrer, som
tar uppdrag fran den som vill ha ett fotogra-
fiskt arbete utfort; nu anstélls fotografer hos
de stora foretagen. Foretagets egen interna
information, reklam, kommunikation med
andra féretag - allt detta passerar genom
fotografen. “Ett stort féretag maste, for att
dverleva, tilhandahélla tolkningar av vérlden
till sina kunder och anstallda” hév-
dar David Nye, vars studie av
General Electric visar exakt hur
detta gar till'!. Den kommersiella
och industriella fotografin forblir
kvantitativt en dominerande bild-
klass. Den é&r ett system av bildgen-
rer, bildklasser, innehall som ut-
vecklats utan en mall, utan en sér-
skild upphovsman (i féretagsfoto-
grafins fall maste man betrakta fére-
taget som upphovsman, inte bara i
juridisk mening), men anda med
stort inflytande och med sofistikera-
de resultat.

En bildhistoria, en seendets sociala
historia, séker dverblicka och grep-
pa denna anonyma, odramatiska,
icke sjalvmedvetna fotografi. Konst-
fotografiet och bildkonsten kan
endast forstds i forhéllandet till
denna stérre bildekonomi. En inte-
grerad fotografihistoria kan inte sérskilja do-
kumentér, konst, amatér, korporativ bild och
industribild fran varandra. Dagens historiker
har bérjat tilhandahélla grundplatarna till en
sé&dan integrerad bildhistoria; bilden visar sig
vara ett komplext samspel mellan visualitet,
apparatur, teknologi, institutioner, sociala va-
nor, mentala diskurser, kroppar, symboler,
motiv. Aven betraktandet, observatorens akti-
viteter, blicken &r ett skiktat och sammansatt
fenomen, lika problematiskt som nagonsin
verbalsprakets plats och roll i var kultur.
Manniskan konstitueras av bade sprak och
bild. Men &ven i vér allt mer genomgripande
och sammansatta varld, som W.J.T. Mitchell
noterar, sa ar “bilder en punkt av mérklig frik-
tion och obekvamlighet..., trots alla bilder, vet
vi fortfarande inte riktigt vad de &r for nagon-
ting, hur de fungerar, vad deras relation till
spraket &r “.12

Noter.

1. Visual Culture - Images and Interpretations, red. Morman
Bryson, Michael Ann Holly och Keith Moxey, Hanover:
Wesleyan University Press, 1994,

" 2. Jonathan Crary, Techniques of the Observer, Cambridge:
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redan hos Heinrich Walfflin, Principles of Art History, London,
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Index; Vision and Visuality, red. Hal Foster, Seattel: Bay
Press, 1988 och Talsprék, Skriftsprék, Bildsprék, red. Jan-
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ett satt att gora bilder som efterliknar det manskliga seendet.
Men han understryker ocksé att dérmed uppfattas dven det
manskliga seendet som bifdiikt, som en bildpraktik.

4, Linda Williams noterar, helt korrekt, att i Crarys schema &r
camera obscuran en optisk princip snarare &n en bildprodu-
cerande apparatur. Se Linda Williams, “Corporealized
Observers - Visual Pornographies and the “Carnal Density of
Vision®, i Fugitive Images, From Photography to Video, red.
Patrice Petro, Bloomington: Indiana University Press, 1995.
5. Michel Foucault, Les Mots et les Choses, Paris: Editions
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Vintage House, 1970.
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opublicerat forelésningsmanuskript fran 1993: "The Will to
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“Burning With Desire: The Birth and Death of Photography,
Afterimage vol. 17, nr 6, 1980.

7. Litteraturen &r omfattande. Till dem som mest bidragit till
denna korta text hér Elizabeth Anne McCauley, Industrial
Madness: Gommercial Photography in Paris, 1848-1871,
New Haven: Yale University Press, 1994; Allan Sekula,
“Kroppen och Arkivet”, Index nr 2, 1995; John Taylor, A
Dream of England: Landscape, Photography and the
Tourist’s Imagination, Manchester: Manchester University
Press, 1994; Linda Williams, Hard Core: Power, Pleasure and
“the Frenzy of the Visible®, Berkeley: University of California
Press, 1989; Linda Williams, “Corporealized Observers®, se
fotnot 4; David Nye, Image Worlds: Corporate Identities at
General Electric, 1880-1930, Cambridge: MIT Press, 1985;
John Tagg, The Burden of Representation, London, 1988.
Miriam Hansen, Babel and Babylon: Spectatorship in American
Silent Film, Cambridge: Harvard University Press, 1991; Hans J
Scheurer, Die Industrialisierung des Blicks: Zur Kultur- und
Mediengeschichte der Fotografie; Kiin; DulMont, 1987.

8. Crarys diskussion av stereoskopet som lokus for den nya for-
kroppsligade observatoren har tex. ingenting att géra med en
bilds innehdll; han namner inte négonting om vilka bilder som fir-
medlades av dessa optiska instrument som han &r sa fascinerad
av, och han deklarerar Sppet att det ar just detta, en besatthet av
de faktiska representationema, han vill undvika.

9. Enligt McCauley fanns i Paris 13 ateljéer &r 1848. 1868 har
antalet vuxit till 365. Se fotnot 7.

10. McCauley, sid.5.

11, Se Nye, fotnot 7

12, W.J.T. Mitchell, Picture Theory, Chicago: University of
Chicago Press, 1994,
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slumber

Paulina Sokolow om Janine Antonis verk Slumber

ATT SYNLIGGORA DET OMEDVETNA, irreella, blev
den roda trad i konsten och naturvetenska-
pen pa nittonhundratalet, som ersatte férald-
rad gudomlighet med modern andlighet. Men
framstaliningen av drémmen med dess surre-
alistiska tids- och rumsférskjutningar var for-
knippad med ett forargligt dilemma. For sa
snart konstnaren visualiserade sin drém i va-
ket tillstdnd, maste drommen passera intel-
lektet och det obearbetade maste ob&nhorli-
gen Overforas med rationella medel.

Séllan har val darfér en konstnar s hand-
gripligt materialiserat sina drémmar som
Janine Antoni gor i sin installation Slumber
(1993). P& Anthony d'Offay Gallery i London
och senare pa gallerier i Zirich och Madrid,
installerade Antoni en sang med baldakin be-
stdende av ulltrddar frAn 316 spolar. Under
sjdlva utstéliningen, pa natten nér inga aska-
dare var pa plats, sov hon i galleriet, kopplad
till en EEG-apparat som registerade REM-
impulserna, det vill sdga de rorelser dgonen
gor under sémnens dromfas. Varje natt spot-
tade apparaten ut langa remsor med grafiska
linjer som redovisade hennes drémaktivitet.
Vid sangens fotdnda placerades en stor vav-
stol vid vilken hon dagtid infér &skadare
vévde en andlos filt av ullen dér remsor fran
ett nattlinne hon haft pa sig nar hon sov, félj-
de REM-utskriftens sick-sackmonster. P& nat-
ten tackte filten konstnérens kropp, allt medan
REM-registreringen fortsatte.

Janine Antonis verk grundar sig i vardagens
alla ritualer. Att ata, att bada och att moppa
golv, det vill sdga de allra mest basala aktivi-
teterna omvandlas i Antonis hander till skulp-
turala processer. Att Antoni &ar kvinna gor

dessutom att man férknippar dessa sysslor
med kvinnligt arbete, men ocksd med beteen-
den associerade med kvinnliga manier.
Samtidigt imiterar hon den traditionella kon-
stens ritualer som till exempel ciselering (som
hon har gjort med sina tander), maleri (som
hon gjort med sitt har och &gonfransar),
modellering och gjutning (som hon gjort med
sin kropp). Gemensamt for materialen hon
anvander ar att de alla kommit i intim kontakt
med konstnérens kropp.

| Butterfly Kisses (1993) "penslade” hon med
sina mascarasmetiga ¢gonfransar genom att
blinka pd en duk 1124 génger. | Slumber &r
hennes drémmar byggstenarna och remsorna
ur hennes nyss kroppsvarma nattlinne &r kon-
struktionen. | bada verken malar Antoni direkt
med Ogonen, det vill siga det organ som
innehaft den mest priviligierade stallningen i
konsten. Men Slumber gér ett steg langre och
lamnar de frivilligt framkallade rorelserna och
later det autonoma nervsystemet ensamt
"méla”. Ogat far teckna.

Janine Antoni forverkligar i Slumber romati-
kens och modernismens léngtan efter synlig-
gorandet av essentiell andlighet, bara for att i
nasta ogonblick médosamt viva ménstret
som EEG-apparaten producerar. Hon ateran-
véander sina drémmar och de ger henne vér-
me under natten.

Det finns ett narcissistiskt drag i Janine
Antonis konst. Hon later ingen av sina spon-
tana reaktioner ga till spillo - de & hennes ra-
material i vilka alla hennes verk har sin bérjan.
Slumber borjar och slutar med Janine Antonis
kropp, i detta mérkliga kretslopp dér hennes
drommar férst passerar modern hégteknologi
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och sedan, i en sorts omvand kronologi, Gver-
fors till ett urgammalt konsthantverk i vavsto-
len.

Vévandet och performenceformen férknip-
pas med 70-talets feministiska performance-
konst och det &r uppenbart att det ar dar
Antoni hamtar sin fréamsta inspiration. Men det
finns en avgérande skillnad. Da handlade det
om utforskandet av den specifikt kvinnliga
erfarenheten och atererévrandet av sin kropp.
Aven traditionellt kvinnliga konsthantverk,
som just vévning eller sémnad av lapptécken
skulle dterupprattas. Medan det da tenderade
att handla om att mystifiera och forhérliga det
essentiellt kvinnliga, finns knappast négon
mystik i Antonis installation. Slumber &r lika
Oppen och saklig i sin redovisning av proces-
sen som en skolévning pa fysiktimmen.

Men resultatet av processen for inte be-
traktaren nérmare konstnaren trots att utskrif-
ten borde vara en direkt lank till hennes
undermedvetna. Antoni kittlar gérna konsthis-
toriens nyckelverk under hakan och Slumber
kan ocksa forstds som en parodi p4 moder-
nismens fafénga jakt efter drémmens och
andlighetens mystik. EEG-apparatens anteck-
ningar &r lika obegripliga som Joan Mirés
"automatiska skrift”.

Janine Antoni leker kurragémma med
betraktaren ndr hon &ppet visar sina drémmar
men samtidigt férnekar en representation av
sig sjélv. Eller ar det mdjligen inte "Kejsarens
nya kléder”hon vaver?

Paulina Sokolow &r konstpedagog, férelédsare,
skribent och praktikant pa Index.

)

Janine Antoni. Siumber, 1993.
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~a black child is suffering”

”Om du fangas av nagon annans drom, ar du forlorad” cittes Deteuze

Foto: Harry Benson

1. Om den Ena

DE VITA KUDDARNA i den svarta kvinnans hander
tacker den nedre delen av hennes kropp. Det
finns en formmassig dverensstdmmelse mel-
lan den skrupelfria amerikanska hotellagarin-
nan Leona Helmsleys utbredda klanning och
de tva kuddarnal. Vid ett forsta dgonkast
kanske vi till och med far for oss att den svar-
ta kvinnan sitter pa sdngkanten. Men icke; det
kan hon inte. Det skulle forstéra den i sjélva
verket ganska enkla kod som den vita kvin-
nans pompa och stat ar beroende av. Allt i

deras mellanhavanden méste vara olikt; den
svarta kvinnans vita kldder &r en flack tvarso-
ver den enfargade harmonin mellan rummet
och den vita kvinnans klader ; den ena flinar
mot den vérld vars blick hon inbjuder och den
andra sanker sin blick i den néstan funda-
mentala gesten av nederlag...

Men fotografiet &r arrangerat: den svarta
kvinnans néarvaro var pa nagot satt efterfra-
gad (men hur?), som ett behov (ett behov hos
vem?). Hur ménga andra fotografier finns det
fran samma tagning? Sag den svarta kvinnan
nagonsin pa sin arbetsgivare eller métte hon
kamerans blick? Utévade hennes blick nagot
tryck i detta rum dar hon rakat hamna? Eller
var hennes blick icke-existerande, sdsom hos
svarta tjinare pa bordeller i New Orleans fére

inbordeskriget, tjanare som kunde ase néar de
vita prostituerade och deras kunder kopulera-
de, darfér att deras blick inte ansags ménsk-
lig?

Men redan dessa fragor rymmer nagot som
inte stdmmer. Den enas ansikte férstarker
omedvetet den mask som fotografiet kréver.
Fér vi ska inte géra négra misstag: fotografi-
ets knep, som bildtexten bekraftar, &r just att
med smicker dra in oss i den h&r masken
genom vilken vi kan ké&nna oss ndjda. Med-
lidandet behéver har en identifikation pé en

Leona Helmsley med tjanstekvinna,

formell niva med just den kraft som vi avfér-
dar. Inviten att ta avstand fran fotografiets
innehall aterintegrerar oss i en annan plats
med samma innehdll. Vi skyr Leona Helmsleys
omansklighet enbart for att ge efter for diskri-
mineringens distanserande retorik som place-
rar den svarta kvinnan som ett objekt for
medlidande. Nar vi avfardar den vita kvinnans
beteende som det l&gsta av beteenden intar
vi exakt samma position som henne genom
den skuldfyllda, narcissistiska njutningen av
att beskriva den svarta kvinnan som ett
"offer”. | bada fallen avfardas den svarta kvin-
nan sdsom ett atrans subjekt. | den meningen
&r vér indignerade blick redan en del av leken,
den &r redan inbegripen i fotografiets ideolo-
giska arbete.

o [

Il. Om den Andre
Nelson Mandelas ansikte &r extraordinart. Det
ar som en mask, ett ansikte som till fullo han-
givit sig at samhallet och historien. Né&r
Roland Barthes diskuterar Richard Avedons
fotografi av William Casby, fodd slav, sdger
han "Masken &r betydelsen s& lange den &r
absolut ren.” Carl Bildt & uppenbarligen
overvaldigad av denna rena betydelse och
kan inte annat an, for ett dgonblick, glémma
sin egen politiskt nédvandiga mask. | motet
dem mellan &r Bildt den oerfarne pojken fran
Forsta Varlden, skyddad fran verklighet, och
Mandela ar det verkliga lidandets rena mask.
Indignationens rorelse i Hemsley-fotografi-
et utgar ifran det faktum att den svarta kvin-
nan ar en osedd accessoar. Nagot liknande
galler Bildts blick som &r éverabsorberad av
Mandela och tycks radikalt franvarande. Men
denna franvaro pa innehalisplanet blir en nar-
varo om vi inkluderar oss sjélva i de involve-
rade blickarnas dynamik, om vi tar i beaktan-
de den respons som det forsta fotografiet
implicerar i sitt satt att tilltala oss. Bildts blick
ar ingenting annat &n den forstorade karnan
av den blick som det Hemsley-fotografiet
inbjuder betraktaren att anta. Bildt kanske
inte &r indignerad (dérfor att det inte finns
nagon lattigenkannlig "vit narcissistisk herre”
har som hos Hemsley) men hans blick ar
exakt det som kvarstar néar vi drar ifran indig-
nation fran det medlidande vi kénde infor det
forsta fotografiet. Hérav fascinationen infér
det Bildt-fotografiet: i det méter vi var egen
blick fran det forsta fotografiet sdsom i en
spegel. | det avseendet avsldjar det annu
battre den narcissistiska komponenten i vart
medlidande som &r mobiliserad av Hemsley-
fotografiet.

. Det eviga offret

Det fundamentala kéannetecknet for en fantasi
i de Sades anda éar, enligt Lacan, lidandets
férevigande. Den vackra oskulden &r oandli-
gen torterad och valdtagen, och dér &nda
aldrig och férlorar aldrig sin skénhet eller sin
nodvéndiga kvalitet som oskuld. Den svarta
personen &r ocksa del av en liknande forlang-

ning av offerskapet inom den vita fantasin.
Den svarta fantasikroppen forblir ett offrets
kropp vars oskyldiga eller hjalplsa blick stir-
rar tillbaka pa oss i ndstan varje nyhetsrap-
portering om "afrikanska tragedier”.

Men det medlidande vi kéinner nar vi moter
den oskyldigt lidande Andres blick gémmer
faktiskt en dold njutning som, liksom alla njut-
ningar, genomborras av skuld. Lat oss ater-
vénda till fotografierna. Mandela &r pa intet
vis ett hjalplost offer, oskyldigt och okunnigt
om de omsténdigheter som har fort honom till
hans position. Som politiker har han spelat
hjélterollen och hans hyllade "lidande” &r till
fullo forklarligt inom ramen fér vérldsliga
angeldgenheter. Mandela &r inget oskyldigt,
forvirrat offer, men i fotografiet ar han aterin-
skriven inom samma ekonomi som den svar-
ta kvinnan. Det & som om det svarta subjek-
tet, oavsett om han/hon dr en amerikansk (?)
kvinnlig arbetare eller en framgangstik sydaf-
rikansk manlig politiker, inte kan splittra teck-
net for identiteten som offer. Eller om han gér
det &gonblickligen - enligt den logik som
Melanie Klein beskrivit? - férvandlas fran en
bra neger till en délig nigger. Det & som om
den svarta identiteten endast kan beskrivas i
tva ytterligheter: ett oskyldigt offer som vi
kénner medlidande for eller den onde knar-
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klangaren, valdtaktsmannen, etc.

Det som stér pa spel bakom alla de har fan-
tasibilderna &r forebyggandet av det Lacan
kallar "passage & i’ acte”. Lacan beréttar his-
torien om Chuang Chou som en natt drémde
att han var en fjéril. Han vaknar upp och
undrar sedan: "Hur vet jag att jag inte &ar en
fiéril som nu dréommer att jag ar Chuang
Chou?” Chuang Chous tvivel & en "passage
4 I'acte” genom att det rycker honom I6s frén
fantasin ("Jag @ Chuang Chou”) som hade
gett stadga &t hans upplevda subjektivitet.
Det vi kallar fér handling 4r i sjélva verket vért
satt att undvika att ta steget over till verklig
handling. Det &r kanske symptomatiskt att det
ar den svenske statsministern som vi ser pa
fotografiet, darfor att Sverige ar ett skolexem-
pel pa hur aktivism for denTredje vérlden fak-
tiskt ar ett satt att slingra sig undan en hand-
ling - en "passage a 'acte” - dar vi skulle kun-
na motverka och Overskrida var fantasi om
den Andre. All denna verksamhet, allt stétan-
de och blétande och prat om humanitér hjélp
ar till for att vi ska kunna slingra oss undan
och inte behdva 6verskrida var fantasi om
Tredje Varlds-medborgaren. Varfér ar den-na
fantasi s& svar att 6verskrida? Darfér att bort-
om den fantasin finns den Andres njutning
och tanken pé den Andres njutningar ar out-
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Nelson Mandela och Carl Bildt. 1992

hardlig for var tids patologiskt narcissistiska
manniska.

"Varfér forblir den Andre en Annan? Vad &r or-
saken till vart hat mot honom, fér vart hat mot
honom i hans innersta vasen? Det &r hatet mot
njutningen hos den Andra. Det skulle i s& fall
vara den mest generella formen av den mo-
derna rasism som vi bevittnar idag: ett hat
mot det sarskilda sétt pa vilket den Andre at-
njuter... den Andre som i grund och botten
stjél mina egna njutningar. Vi vet, naturligtvis,
att objektets fundamentala status innebér att
alltid redan vara bortfért av den Andre...

Problemet &r uppenbarligen olgsligt efter-
som det &r i mitt inre som den Andre &r den
Andre. Roten till rasism &r darfor hatet mot
mina egna njutningar.”?

1. Leona Helmsley, en enormt framgéngsrik och férmégen
dgare av ett antal amerikanska lyxhotell, var kanske ameri-
kansk medias storsta symbol fér Attiotalet; driftig, arrogant,
krass, foraktfull. Hon féll slutligen nér hon sattes i fangelse for
skatteflykt. | rdttegangen atergav en av Helmsleys tjdnare ett
yttrande: "Ni obetydliga manniskor kan betala skatt. Skatt &r
till fér obetydliga ménniskor.”

2. Jacques-Alain Miller: "Extimité”, Paris, 27 november, 1985,
(opublicerad foreldsning), citerad i Slavoj Zizek, Tamying with the
Negative (Durham: Duke University Press, 1993), sid. 203.

Sina Najafi 4r doktorand vid Institutionen fér
journalistik, medier och kommunikation,
Stockholms Universitet och medlem av Index
redaktion.

© Pressens Bild. Foto: Anna Widoff




Laokoongrugpen. (bidhatis

)

ogats retorik

Alltsedan Lessings forsok att en giang fo

ar om genrens renhet kimpat mot tendenser till hyl

av Sven Olov Wallenstein

alla skilja bilden fran ordet, har olika forestallning-

ridisering. Den moderna formalismen ar

den sista arvtagaren till denna tradition, och dér formuleras relationen mellan blick, omdome,

och estetisk autonomi som tydligast. Og

Ineluctable modality of the visible: at least
that if no more, thought through my eyes.

Formalismens dubbla blick

Vem &r det som besitter 8ga? Idag, da miss-
tdnksamheten mot det omedelbara och
"naturliga” sjalv blivit till andra natur, ger
anspraket pa att gora det en kénsla av en for-
géngen tid, ett atervandande till en kategori
som forefallit forbrukad: "att ha 6ga” erinrar
om den gamla goda tid d& man "hade smak”.
Nyligen har begreppet emellertid &teruppli-
vats | vad man far anta vara just ett férsok att
motverka konstkritikens allfor starka avhang-
ighet av sprékliga modeller.? Ett s&dant for-
sok kan rymma allt frén ett ideologiskt beting-
at motstdnd mot samtida konst och dess ifra-
gaséattande av former for visualitet, till ett fullt
rimligt férsdk att ateruppliva en fenomenolo-
giskt baserad kritik, som ger sig in i den
kroppsligt situerade perceptionens labyrin-
ter.2 Givet denna mangtydighet, kan det vara
intressant att ta ett steg tillbaka och undersé-
ka de historiska férutsattningarna for en sa-
dan diskussion - férst d& kan man saga nagot
intressant som overskrider det automatisera-
de forsvaret for de egna preferenserna.
"Qgats retorik” kunde vara titeln pa en sadan
undersdkning, vars sjalva poéng skulle ligga i
att den férbinder tva falt, tva skenbart auto-
noma ordningar, med varandra.

Titeln uttrycker forst en motségelse: Ggat
hor till det visuella, till synen, retoriken ftill
spraket, ordet, det diskursiva. Motsatsstall-
ningen aktiverar ett helt klassiskt system: det
direkta kontra det indirekta, det omedelbart
givna kontra det representerade, och ytterst
férhallandet mellan en instans som antas vara
bortom historien, och en som &r nedsénkt i
tidens relativiserande element.

En av detta systems viktigaste artikula-
tionspunkter, och som &n idag i hemlighet
dverbestdmmer méanga av diskussionens ter-
mer, finns hos Lessing, i hans traktat Laokoon
eller om maleriets och poesins grénser (1766).
Lessing bryter uttryckligen med en lang tradi-
tion frdn renassansen som identifierar poesin
och méleriet i enlighet med Horatius maxim ut
pictura poesis, dér man soker reducera de
olika konstarterna till en enda enhetlig princip,
och istéllet forsoker han ringa in de olika
konstarterna pa basis av deras mediespecifika
egenskaper. Det direkta féremalet for Lessings
kritik &r barockens emblematik dar forstken
att integrera text och bild nar sin héjdpunkt,
liksom forsoken att smalta samman alla
konstarterna till en upplevelsens helhet. Den
paradigmatiska analysen i boken visar hur
framstiliningen av Laokoons valdsamma déd
maste ske pa ett satt | den litterdra texten,
som utvecklas i tiden, och pa ett annat iskulp-
turen, som finns narvarande helt och fullt i ett
nu (och vars vésentliga medium ar rummet).
Lessing kallar dessa tva for successionens
respektive simultanitetens konster, die Kinste
des Nacheinander och die Kiinste des Neben-
einander: i den férsta kan vi tillata oss att skil-
dra véldsamma och sonderslitande kénslor,
eftersom de mildras av det féregdende och
det efterféljande (och av att verket pa det
semiotiska planet distanseras fran betrakta-
ren genom bruket av signa arbitraria), i det
samtidigas konst, méleriet eller skulpturen,
maste vi vélja ut ett idealt och representativt
égonblick, och mildra framstallningen for att
inte obalans och oskénhet ska uppsta (efter-
som det hér rér sig om signa naturalia).

| Lessings efterfolid sker sténdigt nya f6r-
sok att renodla det synliga och det lasbara
som distinkta teckensystem, och en serie for-
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s retorik har dock flera éverraskningar att erbjuda.

sok att definiera vad som &r specifikt fér varje
genre. Sedan Laokoon finns en strid mellan
tendenser till dverklivning och sammansmalt-
ning av genrerna, och en drift efter att renod-
la det egna mediets principer. Modernismen
kommer att oscillera mellan dessa tva alter-
nativ, mellan en strdvan efter renhet (som
ibland kan grénsa till det utopiska, med visio-
ner om en ren spiritualisering, etc), och en
programmatisk hybridisering, en sammansmal-
tning mellan konst och liv (som i exempelvis
dadaismen), och generationer av kritiker kom-
mer att ta stélining for det ena eller andra, och
gora det i namn av den "sanna” mot den "fal-
ska” modernismen.

Konflikten stalls pa sin spets hos en kritiker
som Clement Greenberg, den formalistiska
modernismens stora profet i USA, som
uttryckligen valjer den puristiska linjen. 1940
skriver han essén "Towards a Newer Laocoon”,
vars titel utgér en tydlig halsning till Lessing.
Det géller for Greenberg att tydliggbra den
egentliga modernismen, och motverka "sam-
manblandning av konstarterna”, genom att
frén varje konstart reducera bort det som inte
ar vasentligt fér den. Med négra djérva penn-
drag skisserar han ett par &rhundradens este-
tiska bataljer, dar olika konstarter fungerat
som modell, under det att de andra forsokt
imitera dess effekter. Musiken, litteraturen,
maleriet, har under olika faser utstrackt sitt herra-
vélde dver de andra, i princip alltid med kata-
strofala konsekvenser fér dem som varit
underordnade. Moderniteten innebé&r dock en
uppgérelse med detta: musiken, bildkonsten
och litteraturen kommer alitmer att inrikta sig
pa det mediumspecifika: klangen, visualite-
ten, ordet. Musiken uppnéar emellertid genom
sin natur denna renhet alltfér snabbt, och dar-
fér avstannar dess moderniseringsprocess




tidigt; litteraturen nér bara halvvdags genom
att den fortfarande maste 6verfora begrepps-
lig mening, och férblir bunden till dualiteten
form-innehéll; méleriet och skulpturen kan dér-
emot uppné en &n mer radikal renhet, de smal-
ter samman form och innehall pa ett fullstén-
digt satt, och darfor utgdr de (och framfor allt
méleriet) den i eminent mening moderna kon-
sten. Greenberg drar slutsatsen att deras ut-
seende &r vad de gdr ("they look what they
do”). Bilden eller statyn uttéms genom den vi-
suella férnimmelse den ger upphov till. Det
finns inget att identifiera, associera till eller
ténka péa, utan allt ar kénsla.”3

For att forstd dessa teser fullt ut maste man
undersdka Greenbergs mer sammansatta
idéer om bildplanets utveckling, om passagen
fran rumslig illusionism till "optisk tredimen-
sionalitet”, och det minst sagt problematiska
férhallandet mellan maleri och skulptur, som
jagar varandra i sina forsok att bli till den
exemplariska konstformen, vilket emellertid
skulle leda fér langt | detta sammanhang. Har
galler det att fixera &gats position, som en
yttersta auktoritet utanfér historien. En sédan
Bverhistorisk instans kan férefalla paradoxal,

Morris Louis. Dalet Mun, 1958. (Collection of Lovisiana Museum of Modern Art, Denmark).

givet att Greenberg fattar modernismen just i
termer av en historisk process som genomlé-
per en viss mer eller mindre nédvandig logik,
men motséagelsen ar bara skenbar.
Greenberg aterkommer ofta till att det ar
det férsta dgonkastet som galler, och han &r
misstanksam mot det langsamma och lang-
dragna betraktandet, dér intryckets omedel-
bara fraschér dverlagras av minnet och re-
flektionens bearbetningar och tillrattalaggan-
den. Den ofta citerade anekdoten om hur han
under ateljébestk brukade halla for égonen
anda till det 6gonblick da malningen placerats
framfér honom &r inte bara en illvillig karikatyr,
utan en konsekvens av hans konstsyn. Pa
den niva som géller det "estetiska vardet” finns
egentligen inget att resonera om: antingen ser
man eller ocksd ser man inte. Férmagan att
se, att urskilja kvalitet, 4r en férmaga som
befinner sig bortom historisk relativitet, P& s&
sétt opererar Greenbergs teori med tva villkor:
a ena sidan innesluter varje epok eller histo-
riskt moment en gransbetingelse, en limiting
condition, som férandras och som vi méste
forstd och kunna analysera — det &r inte sam-
ma sak att gora en malning pa Rafaels tid
som pé Pollocks tid, eftersom méjligheterna
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och spelrummet &r annorlunda. Men & andra
sidan sker uppfattandet av kvalitet alltid pa
samma sétt, i en intuitiv kontakt, pa samma
satt som konstndrens kreativitet dr nagot
annat &n en manipulation av det vid varje till-
falle historiskt mojliga. Att ge akt pa gréansvill-
koren #r alitid en nddvandig, men aldrig en
tillrdcklig, betingelse fér att gdra nagot bra.
Mot inspirationens och skapandets &gon-
blickliga impuls, som inte &r nagot blott sub-
jektivt, svarar betraktandets dgonblicklighet,
som inte heller det dr nagot psykologiskt-sub-
jektivt, utan en instans av en allméngiltig
smak som ér otillganglig for vidare reflektion.
If you don’t get it, you don’t. Dessa tva villkor
hamnar oundvikligen i konflikt med varandra,
samtidigt som de forutsatter varandra - det
kravs tva seenden, tva optiker, vars inbérdes
ordning oavlatligt véxlar. A ena sidan har vi
den larda och historiska blicken som identifi-
erar vad som &ar mojligt och omdjligt i en viss
epok, & andra sidan en omedelbar blick som
glémmer den forsta (och ocksa glémmer att
den var den férsta, eftersom detta skulle be-
rova den dess omedelbarhet), lyfter sig ur
tiden och identifierar de eviga estetiska var-
dena bortom den historiska relativiteten.

Dessa tvad seenden forutsatter varandra
cirkuldrt, och den autentiska kritikern lever
pa sé satt i en motségelse som aldrig kan
eller far upphévas.

Limits of the diaphane. But he adds:in bodies.
Then he was aware of them bodies

before of them coloured.

How? Byknockinghis sconce against them, sure.
Go easy.

Bortom hlicken

En annan linje skulle kunna spéras tillbaka till
Duchamp, och hans misstro mot det "retinala
maleriet”. 1913 riktar Duchamp en famés upp-
maning till sig sjélv: "Sluta méla Marcel, skaf-
fa ett jobb!" P& grundval av manga och ytter-
ligt sammansatta motiv4 Gverger han det vi-
suellas primat till férman for en konceptuell
dimension, det osynliga, nagot han ibland skulle
komma att referera till som den fjarde dimen-
sionen, Langt senare genljuder detta uppror i
konceptkonstens manifest, hos Joseph Kosuth,?
som resolut avfdrdar att konst dverhuvudta-
get skulle ha nagot att géra med vad han kal-
lar "morfologiska egenskaper’, det vill sdga

synliga och formella kvaliteter tillgangliga for
en blick. Den konceptuella praktiken sker
snarare i korsningen av visuella stimuli, texter,
berattelser, kontexter, ungeféar som i det ba-
rockemblem som Lessing avfardade som en
dekadent missuppfattning av konstarternas
inneboende logik. Det synliga &r hér bara ett
moment, men inte nagot sjalvtillréckligt.

Greenberg skulle utan tvekan havda att vi har
star infér &nnu en “confusion of the arts”,
ytterligare ett forsok att modellera bildkon-
sten pé en annan genre (exempelvis litteratu-
ren) som har en annan logik, vilket &r till skada
for bada tva. "Ni producerar inget annat &n en
visuell muzak”, replikerar Kosuth med adress
till Greenbergs adepter inom color field-méle-
riet, Morris Louis och Jules Olitski - "ni utgér
slutstationen pd en modernistisk formalism
som till sist inte kan producera mer &n mo-
mentana fargeffekter utan egentligt innehall”.
Kritikerns uppgift blir i konceptkonstens per-
spektiv inte att se, utan att ténka, att identifi-
era pa vilket satt eft givet verk modifierar
begreppet om konst, och inte i vad mén det
lyckas férfina eller manipulera en viss teknik.

- Kosuth skriver att nér Jackson Pollock drop-

pade férg péa en duk, sa bidrog han till konst-

Claude Monet. Nickrosdamm, 1904

begreppet, men nér han i ndsta steg spénde
upp duken pa en ram och havdade att den
var en malning, sa gjorde han det inte langre.
Det &r bara det konceptuella utvidgandet som
har med konst att gbra, och inte de egenska-
per genom vilka ett verk knyter an till en igen-
kannbar "morfologisk” tradition. Att till exem-
pel Pollocks verk "ser ut som” Monets n&ck-
rosor, &r fullkomligt irrelevant for deras konst-
nérliga funktion, for vad Kosuth kallar deras
art condition; déremot kan Pollocks drippings
retroaktivt tillata oss att finna en ny konceptu-
ell dimension hos Monet, som begravis under
en sensualistisk och mediumspecifik l&sning
av hans verk.

Luey Lippard talar om denna process som en
"dematerialisering av konstobjektet” 8 en for-
lust av visualitet, &ven om den drivs olika
I&ngt hos olika konstnérer. Om man vérderar
en sadan utveckling negativt kan man med
fog tala om en sprakimperialism, det diskursi-
vas dverkodning av det visuella; likvél &r det
riktigare att se den som en féljd av tidigare ut-
vecklingar inom processkonst, happenings
och body art. Det &r forst i ett historiskt retro-
spektiv man kan dra klara grénser mellan




Joseph Kosuth. |

Text/Context, Genéve, 1979, | ,W Tt
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dessa genrer, vilka lika ofta var ett satt att
aktivera askadaren kroppsligt, och dér fysika-
litetens och den materiella kontextens plats
var foremal fér omfattande kontroverser av
bade estetisk och ideologisk art. Benjamin
Buchloh formulerar konceptkonstens latenta
ikonoklasm pa féljande satt: "Konceptkon-
stens idé var att ersatta den rumsliga och per-
ceptuella erfarenhetens objekt med uteslu-
tande en spraklig definition (verket som ana-
lytiskt pastaende), och dérigenom utgjorde
den den mest konsekventa attacken pa detta
objekts visualitet, dess varustatus och dess
distributionsform.”” Hans studie visar emel-
lertid att detta projekt i princip aldrig forverk-
ligades, utan alltid stod i konflikt med andra
och motsatta tendenser, och en &éverblick
over en serie tidiga verk som uppfattats som
"konceptuella” i vid mening visar tydligt skill-
naderna vad géller fysikalitetens plats, liksom
den oscillering mellan en inre, "mental” sfar
och en aktivistiskt attityd gentemot den mate-
riella kontexten som &r genomgéende.
Konceptkonsten var aldrig en enhetlig
rorelse, framfér allt var den inte en visuell
"stil”, som exempelvis minimalismen. Den
teoretiska kritiken av varuformen och objek-
tets fetischism, inspirerad av marxistisk teori,
kunde smélta samman med en ny strategi for
anvéndning av fotografi och andra typer av
dokumentation, som sokte undvika att gora
fotot till &nnu en ny fetisch (vilket likvél ofta

Ce teste el une publicité, un 1AL
aun ensemble
présence ici (de
dautre réclame, ce texte sannonce :
de sadresser 2 vous. Sa signification en tant qu instrument

et hypothétique,sinon vide. Comme par une fenétre, il faut

Qi fonctionne mais, sivous Etes conscients..
pas voir a travers.

voir  ravers pour
QUCC’CSEUHCfEnéLre,

plusvaste im

yous ne

blev fallet). Det rérde sig om en serie mer eller
mindre radikala forsok att trada ut ur konst-
systemets effektivitetskray, atminstone péa
den niva som &r konceptkonstens ideologiska
sjalvforstaelse: en revolutiondr och egalitér
attityd som séger konsten tillhor alla och inte
bara en smal galleripublik, inriktad p4 att fér-
vérva extremt exklusiva féremal.

lkonoklasmen blir har till en strategisk néd-
vandighet, dven om den de facto aldrig &ger
rum, utan snarare kommer att upptacka ogats
och det visuellas doman som en retorisk kon-
struktion som det géller att underséka, och inte
underkasta sig eller avvisa.

Limits of the diaphane in.

Why in? Diaphane, adiaphane.
If you can put your

five fingers through it,

it is a gate, if not a door.

Shut your eyes and see.

“Lana mina dgon”

For att undvika alla typer av enkla och bruta-
la motsatsstéllningar, bér man féljaktligen
lagga lika mycket vikt pa bada elementen i
vad jag kallat égats retorik. Det handlar férvis-
so i nagon mening alltid om att se (det vore
orimligt att ténka sig motsatsen), men fragan
ar givetvis vad det i ett givet sammanhang
innebdr att se. Greenbergs I6sning (hénderna
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ment, unc fcnétre) partlape
quivous y relie %;1

méme que lavotre) semble paturelle. A ] instar
Jui-méme; tout en feignant

for dgonen...) forefaller svar att uppritthalla
idag. Snarare kan man peka pa en dominans
hos den tradition som emanerar fr&n Duchamp —
den omedelbara visualitetens upplosning i kon-
text, narrativ, sociala processer, vilka inte pa
nagot omedelbart sitt kan "ses”. Det samtida
anvandandet av fotografiet har paradoxalt
nog férstérkt denna tendens. Den kontinuer-
ligt pAgéende demystifieringen av fotografiets
indexikala och rent avspeglande ansprak
leder till sist till insikten att varje bild déljer
sina produktionsvillkor, att den som rent visu-
ellt faktum inte bara ar fattig p& information,
utan att den ocksa ar uttryck for en vilsele-
dande ideologi. Det synliga ar ett sken som
déljer verkligheten. Anvandandet av fotografi
har pa sa sétt kommit att inrikta sig p4 en kri-
tik av det omedelbart visuella som ideologi,
som begér, och psykoanalysens understk-
ningar av det skopiska begéret, av fetischism,
och av olika processer av identifikation och
projektion, har ytterligare bidragit till att
underminera drémmen om en direkt visuali-
tet. Fotografiet, som av hévd inkallats som
sanningsvittne, och som under mitten av
1800-talet troddes kunna &verta maleriets
representationella roll, har idag den motsatta
funktionen att underminera tron pé alla typer
av omedelbarhet och genomskinlighet.

P4 ett plan férefaller det vara denna tradi-

tion och alla dess fragestallningar man vill
undanréja med talet om "att ha &ga” — det vill

séga anspraket pé att kunna identifiera vad
som 4ar "kvalitet”, omedelbart, helst, eller
egentligen alltid, utan efterféljande diskussion.
Det handlar om drémmen om en ge-menskap
baserad pa smak, vilket idag forefaller som en
forlorad barndom, tillgénglig bara genom en
sorts (o)avsiktlig regression. Vad innebar
smak idag? Oftast anvénds ordet i forhallan-
de till mode, kldder eller heminredning,
uttrycket “att ha god smak" anvénds mera
séllan i diskussioner om konst, eftersom den
bildade borgerlighet for vilket detta be-grepp
spelade en sa stor roll inte finns kvar idag.®

(L&t mig inom parentes peka pa en ofta
citerad passage dér 6gats omedelbarhet dbe-
ropas, tillsammans med en féraning om seen-
dets relativitet, men vars inre komplexitet
mérkligt nog alls inte beaktats: i sina Tankar
om imitationen av de grekiska verken i skulp-
turen och méleriet (1755), tio & innan Lessing
skulle komma att skilja det synliga fran det
ségbara, dlagger oss neoklassicismens fader
Winckelmann att efterbilda antiken; men om
nagon skulle invanda att han inte kan uppfat-
ta dessa verks skonhet, da, sager Winckel-
mann, méa han "l&na mina égon”- den sublima
ironin ar bara att forfattaren vid denna tid
annu inte sett ett enda antikt verk, utan bara
olika kopparstick; seendet, dgats retorik, ut-
gor hér en magnifik fantasm, filirerad genom
lager av forestéllningar och historiska model-
ler, upprattad pad basis av ett paradoxalt
begér. Slutsatsen for ldsaren blir det mérkliga
faktum att han, eftersom han inte bokstavii-
gen kan l&na Winckelmanns dgon, de facto
maste tro honom pé de ord som just férkla-
rats otilliickliga. Har finns fortfarande en stark
subjektivitet, en vilja att dvertyga lasaren om
en personlig upplevelse, dven om den i fallet
Winckelmann, atminstone vid denna tid, helt
och fullt &ger rum i det imaginéras register.?
N&r man idag talar om "6gon” ar det inte s&
mycket en v&djan, en inbjudan till identifika-
tion, utan nagot annat som lurar i bakgrun-
den, namligen ett maktansprak.)

Har &tervander vi till den inledande fragan.
Vad innebér det att ha, eller for den delen,
sakna 6gon? Man kan tdnka sig att anklagel-
sen for bristande 6ga skulle gélla en tveksam
analys, att man missférstér ett verks upp-
byggnad, tar fel vad géller material, teknik,
motiv, en ofillrdcklig analys av de olika mate-
riella och visuella skikten i eft verk. Sadana
misstag ar formodligen jamt férdelade bland
olika kritiker, men 4r med all sannolikhet inte
vad som avses. Snarare géller anklagelsen
bristen pa detta oidentifierbara nagot som till-
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4ter den som har "6gon” att med en suverén
sjilvsdkerhet siga: detta &r bra, detta &r
daligt. Problemet &r att dessa tgon alltid &r
retoriska, aldrig reella. Ogats primat vilar alltid
pé en &vertalningsdefinition, och Se! betyder
helt enkelt: instdm i mina omdoémen!

Detta behover inte innebéra att forkasta
idén om ett kvalitetskriterium, bara en invand-
ning mot att det ska férankras i en blandning
av reaktionar auktoritetstro och mysticism -
formalismen slar i sina rena form ofta Gver i en
absolut mysticism, en tro pa inspirationens
gudagnista, ett extatiskt dgonblick insvept i
en kvasi-religits begreppslighet, som alltid
behdvs for att ge formen dess mening och
energi, dess initiala riktning. Formalism och
mysticism smélter samman i en intuitionism,
som hos Greenberg: den historiska analysen
maste som vi sett kompletteras av nagot
dverhistoriskt, en kénsla, en direkt tillgang till
en kvalitet som &r radikalt bortom-historisk,
och som till sist sjélv férankras i en form av
kvasi-fysiologisk automatism: "Estetiska
omdémen ges och innefattas | den omedel-
bara uppfattningen av konst. De sammanfal-
ler med den; man kommer inte fram till dem i
efterhand genom reflektion och ténkande.
Estetiska omdémen &r ocksa ofrivilliga: man
kan lika lite vélja att tycka om ett konstverk
eller inte, som man kan vélja om socker sma-
kar sott och citroner surt.”10

Kvalitetskriteriet &r forvisso mer diffust idag
an tidigare, eftersom det inte &r knutet till
genremdssiga strukturer, men bara darfor kan
det inte helt enkelt avskaffas. Den Gverhisto-
riska intuitionen hjélper oss emellertid inte
mycket, eftersom den i princip inte lédngre
betyder nagot annat &n "var god och instam i
mina vardeomddmen” (forutsatt att den
ndgonsin betytt ndgot annat). Detta &r smak-
begreppets sista stadium, da det inte langre
vilar pd en konsensus, utan pa olika maktan-
sprak som konkurrerar med varandra.

Uppmaningen Se! kan inte avfardas, men
man maste inse att man med den &nnu inte
sagt ndgot bestamt - ofta har man snarare
flytt in i en till intet forpliktigande tomhet som
bara alltfér snart fylls ut med olika ansprak pa
auktoritet.

Som en reaktion pad de metafysiska anspra-
ken i Yves Kleins presentation av ett tomt gal-
lerirum som konstverk, hdvdade Donald Judd
en gang lakoniskt: "Konst &r helt enkelt nagot
man tittar p4”."" Idag kan vi se hur begransad
en sadan definition ar (och, sedd i sitt ameri-
kanska sammanhang, hur beroende den dr av
Greenbergs dokiriner om direkt visualitet).

o L

Den férutsétter ett stabilt och identifierbart
objekt, en viss begransad optisk situation, en
inramning, négot som berattar for oss vad
som &r det inre och det yitre, etc. "Att se” ar
bara en modalitet av uppmarksamhet, och vi
kan ténka oss en Gppen lista: att forflytta sig,
att fora vidare, att foréndra, att hantera, att
agera... 1972 publicerade Richard Serra en
lang lista av verb, som en &ppen och principi-
ellt cavslutbar definition av processkonstens
territorium: to rip, to tear, to pull...12 Kanske
maste den idag ocksé tdnkas fran betrakta-
rens hall. Fortfarande finns de flesta verk dér
for att man ska titta pa dem, och Ggats reto-
rik har langt ifran uttémts, men det &r inte tro-
ligt att den kan ge en en gang for alla giltig
definition av konst, vare sig fran konstnérens
eller frn betraktarens stédndpunkt.
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Peter Hagdahl ar under hosten aktuell med en separatutstélining

pa galleri Andréhn-Schiptjenko och grupputstilliningen Mamma pa
Enkehuset i Stockholm. | en genomgéng av Peter Hagdahls
arbeten fran de senaste aren presenterar Mats Stjernstedt nagra

centrala verk i hans produktion.

...forlopp.....fo . asai b
ning..forvridning... . w
..forvandling... ' 9

Mats Stjernstedt om Peter Hagdahl

DEN TEKNISKA UTVECKLINGENS snabba framfart
far ibland mer eller mindre bisarra bieffekter.
Tva faktiska situationer, som kommer att till-
delas en ringa uppmarksamhet i historien,
ges harmed en kort presentation:

| omradena kring Heathrows flygplats utan-
for London flammar d& och d& upp smé hér-
dar av malaria, fororsakade av myggor som
foljit med flygplan frén infekterade omraden.

Panik utbrét p& en flygplats i Kuwait da
man i ett flygplan, som just anléant fran ett
pestharjat omrade i Indien, upptackte en ratta
som offrivilligt flugit med.
World Watch Institute i USA har nyligen, med
bland annat dessa tva fall som exempel, for-
utspatt en snar och drastisk 6kning av antalet
globala epidemier. Anledningen till den plots-
liga hotbilden &r kanske inte att djur och
insekter vid enstaka tillfallen férirrat sig in i
moderna och hégteknologiska fortskaffnings-
medel, utan snarare den latthet med vilken
maénniskan intensifierat sitt resande 6ver jord-
klotet. Dérigenom har hon utsatt sig fér nya
virus som tidigare levt i en fungerande terror-

balans med sina djurvardar. | World Watch
Institute’s larmrapport fastslas att manniskan
fran och med nu maste betraktas som en del
av eft globalt ekosystem for sjukdomar, till-
sammans med virus, bakterier och insekter. |
likhet med andra ekosystem kan minsta lilla
férandring var som helst inom detta system
innebédra plotsliga och stora forandringar
nagon helt annanstans. Om vi inte medvetet
planerar for att stoppa det fria flédet av virus,
bakterier och insekter riskerar vi att drabbas
av den ena stora globala epidemin efter den
andra, varnar World Watch Institute.

Dessa fakta kunde for en kort tid sedan in-
héamtas i en av vara stérre dagstidningar.
Referatet kan ockséa sdgas illustrera en metod
anvéand av Peter Hagdahl. Under nittiotalets
inledning har hans arbeten utvecklats till att
omfatta undersdkningar av sambanden mel-
lan olika sociala, politiska, ekonomiska och
ekologiska tillstdnd: hur handelser samman-
lankas, férutsatter varandra, eller hur de som
en foljd av varandra utvecklas i of6rutségbara
kedjereaktioner i alla riktningar. | installationer
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och projekt har Peter Hagdahl visat objekt i
icke-hierarkiska presentationer, tillsammans
med skilda medier som fotografi, méleri och
skulptur. Hans arbeten kan kanske darmed
ldsas som kommentarer till det perceptiva till-
stdnd den samtida manniskan lever i — med
ett dagligt mottagande av ett oreserverat flo-
de av bilder och information. Dessutom upp-
mérksammar Peter Hagdahl de tillfallen d& vi
inte langre kan forlita oss pd véra sinnesor-
gan, d& perceptionen framtrader som halluci-
nationer, fdmimmelser som ldmnat verkligheten.

Nagot som karaktériserade Peter Hagdahls
konst i bérjan av nittiotalet var det intima fér-
hallningsséttet till den personliga historien.
Har ingick undersdkandet av minnets tematik
och intresset att rekonstruera och iscensétta
minnesfragment. Undersékningarna fanns re-
presenterade i verket /I-Beam som visades pa
PS 1 Museum i New York (i anslutning till
Hagdahls stipendievistelse vid PS 1 1991).
Verktiteln rymmer flera betydelser, dels refe-
rerar den till seendet och den perceptiva
akten: /-Beam i bemérkelsen eye-beam eller

Ib"—’ —]
Peter Hagdahl. Sustained/Bevarad (detaljer ur installation), 1992.

ogon-strle, dels refererar den till jaget och
dels en 1.5 ton tung jarnbalks massiva kropp
som utgjorde en del av installationen. P4 och
vid sidan av balken fanns plastflaskor place-
rade, fyllda med véatskor som vatten, coca-
cola, och rengéringsmedel. Dessa flaskor val-
des i snabbkopet efter form eller hdmtades
direkt ur vardagslivet i ateljen. Den massiva
och tungt vilande jérnbalken kontrasterade
mot plastflaskornas fragilitet, samtidigt som
den poéngterade en utstrackning i utstall-
ningsrummet. Den skilde ocksd ut sig pa
grund av sin oerhérda tyngd och blev i utstall-
ningen ett fixerat féoremal som omdjligen
kunde flyttas. De latta plastflaskornas ytor
hade tackts med fotoemulsioner. Bilderna var
sekvenser som visade en privat varld med
fotografier av narstaende, hamtade ur familje-
albumet. Med /-Beam hittade Peter Hagdahl
en form for att gestalta hur det egna minnet
fungerar. De olika historier som verket fér-
medlade foréndrades med betraktarens rorel-
se i rummet och visade diarmed minnet som
avhangigt betraktarens position.

Minnet &r var formdaga att lagra och aterkalla

sjélsliga forestallningar. Det &r den funktion
som garanterar att vara seendeupplevelser
bevaras. | likhet med /-Beam handlade instal-
lationen Sustained/Bevarad ( visad 1992 pé&
Galleri Andréhn-Schiptjenko i Stockholm) om
bevarandet. Inte i bemarkelsen att &terkalla
en personlig historia, utan bevarandet som
besvérjelse och som en omsorg kring det for-
gangliga. Sustained/Bevarad (med undertiteln
system, moment, area(wonder)/system, tid-
punkt, omrade(underverk)) behandlade ocksé
héndelsers dolda samband och vilka férédan-
de konsekvenser en kollaps i en enskild mén-
niskas metabolism kan f& om denna metabo-
lism vid vissa tillfallen kan samverka med
storskaliga, ekonomiska och politiska struktu-
rer. Peter Hagdahl hénvisade i katalogtexten
till vad som hénde den davarande amerikan-
ske presidenten George Bush under en repre-
sentationsmiddag vid ett statsbestk i Japan.
Bush drabbades matforgiftning och kraktes
infor vérldens 6gon. Denna beklagliga, men
samtidigt smatt triviala incident, fick en ovén-
tat snabb effekt pa den internationella ekono-
miska marknaden med dramatiska bors-ras
som en foljd.

Sustained/Bevarad markerade en vandpunkt
dér Peter Hagdahls kartldggande av minnet
frangicks till férman fér samtidens fenomen. |
sitt betraktande av omvérlden blev det alit
svarare for konstnéren att som i de tidigare
verken, till exempel /-Beam, arbeta med en
sluten narration. Sustained/Bevarad 6ppnade
sig mot allt och préglades av ett tillstdnd av
lackage. Politiska, ekologiska och sociala sy-
stem sipprade mellan utstéliningens enheter.
Foremal fran skilda medier sammanférdes:
fotografi, maleri och olika artefakter ur var-
dagslivet. Denna fragmentarisering var ett
medvetet val for att 6ppna en beskrivning mot
det motségelsefulla och heterogena. Genom
att iscensétta ovantade moten mellan utstall-
ningens objekt undvek han ocksa hierarkier.
En generator kopplades till ett frysskap med
glasdérr, som inneholl tva skulpturer av is.
Darmed férutsatte systemen varandra: den
upphettande principen garanterade den ned-
frysande. Omvardnaden, som krévdes for att
systemet skulle halla, tillféll de tvé gallerister-
na som kontinuerligt kontrollerade anslutning-
ar och fylide pa drivmedel. Trots att systemen
i mojligaste man anslutits varandra var en
upplésning oundviklig. Ett 1ackage av restpro-
dukter uppstod och en férorening, oméjlig att
bevara, utvecklades ur generatorn i form av en
tunn och fin gas som letade sig ut och for-
svann. Golvverken omgavs av en fris av foto-
grafier, tabeller och tidningsurklipp som nélats

upp pa véggarna. Frisen fungerade som ett
slags associationskedja. Har anades de under-
liggande sambanden mellan rummets kom-
ponenter.

Samma metod - att skildra handelsers mer
eller mindre uttalade samband - drev Peter
Hagdahl vidare i Intoxicated by your love, en
installation som visats i olika versioner under
1993 och 1994. Projekt uppstod parallelit med
Sustained/Bevarad men i Intoxicated by.your
love finns en mer psykotisk ton. Verket hav-
dade att vi alla ar utsatta fér en yttre press
som paverkar var syn pd omvérlden, en press
som kan liknas vid en slags icke-kemisk drog
som férgiftar oss mentalt, kroppsligt och poli-
tiskt. Installationen bar utseendemdassiga
reminiscenser frén J-Beam — samma barande,
axiala utstrackning. Liksom i det tidigare ver-
ket tangerades ett intimt och personligt plan:
Intoxicated by your fove kan tolkas som be-
réttelsen om Peter Hagdahls tillstdnd under
kérlekens inverkan. | likhet med Sustained/
Bevarad utgjordes verket av en méngd arte-
fakter: klorinflaskor, Hibernal, tidningsurklipp
fran dags- och veckopress, fargfotografier,
klistermarken, oOlbackar, en skulptur i rent
svavel, levande rattor... De inbérdes relatio-
nerna mellan féremalen kunde till en bérjan ge
ett osystematiskt intryck, men vid ett narma-
re betraktande framtrddde en rad komplexa
motsatsforhdllanden. Installationen polarise-
rade mellan det renande klorinet och faktorer
som normalt betraktas som férorenande, till
exempel rattor och svavel. Svavlet, enligt den
alkemiska idén brinnande och fértéarande (mil-
joférstérande i mer moderna termer), ater-
fanns i en oantastlig och sublimerad form,
som en "ren” fororening. Klorinet, kliniskt rent
men ocksa forédande giftigt, &r en biprodukt
som avletts fran klor. Klor utgér i sin tur basen
i Hibernal, ett psykosh&mmande psykofarma-
ka, effektivt for att stévja delirium. Intoxicated
by your love &r dven startpunkten for en under-
s6kning av det deliriska seendet med fotogra-
fiet och den digitala tekninken som redskap.
Har fanns fotografiet representerat i olika
nivelleringar, i lager av emulsioner, egna foto-
grafier, andras fotografier, forestillande - och
framférallt - manipulerade och férvridna.

| de verk som underséker hallucinationen fér-
valtar Peter Hagdahl arvet fran surrealisterna.
Men om till exempel Henri Micheaux pa artifi-
ciell vdg med hjélp av meskalinets paverkan
uppnadde hallucinativa tillstdnd pastéar Peter
Hagdahl nagot kanske &n mer fasansfullt: det
finns en drog som paverkar oss redan i det

Pater Hagdahl. installation i utstaliningsprojektet Lagenhet, 1994.
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Peter Hagdahl. frén projektet Spelets regler, 1993,




Peler Hagdahl. Cry me a river,
(detaljer ur installationpd Stockholm ArtFair), 1984,

verkliga livet. | motsats till attiotaletskonstens
teoretiska diskurser om “representation”, fré-
gar han sig i stéllet vad som hander nar inget
langre representerar nagot. Det &r inte alltid vi
lyckas med att identifiera de faktorer som
péverkar oss. Och vad hander da vi plétsligt
tappar greppet? Intoxicated by your love visar
vad som hander ndr normaliteten plétsligt gar
over styr och borjar skena. | de tidningsarti-
klar som ingick i installationen stod att lasa
om plétsliga klorlackage i Vanadisbadet, om
alderssvaga pensionérer som klorférgiftats av
sjukhusets vardare i utslag av missriktad vél-
vilja. Hér placerade verket normen i en dialek-
tisk position i férhallande till perversionen, vil-
ket gav verket en fragande karaktér. Vad &r
normen och nér dvergdr den till att bli en per-
version? Hur kan tillstdndet vridas tillbaka s&
det &tergdr till att bli en norm?

Utstéliningen Spelets regler var ett utstalinings-
projekt i det offentliga rummet i Stock-holms
innerstad 1993. | projektet fanns en ambition
att undvika styrande hierakier vilket foranled-
de att Spelets Regler genomférdes sjélvstan-
digt och utan medverkan frin curators. Peter
Hagdahl tilldelades korsningen Rehns-gatan-
Luntmakargatan, en nollstalld plats utan nagon
som helst historisk upphéjdhet.

Hagdahl efterstravade att skapa ett konst-
verk efter stadens villkor och, istéllet fér att
infoga objekt i stadsrummet, visa ndgot som
arbetade med staden, inte mot den. Verket
utgjordes av en sopcontainer som innehdll
skrép och returpapper téckta med fotoemul-

sioner av bilder frdn hans egen vérld. Det pri-
vata och det offentliga kom att beréra varan-
dra. | nérheten av containern, pa parkerings-
métare, stuprér och elskdp, kommenterades
koderna for stadens externa och interna sam-
tal: invanarnas informella meddelanden i form
av affischer och klistermarken. Nér val contai-
nern kommit pa plats tdmdes den snabbt pa
sitt innehdll av férbipasserande, bara fér att
pa nytt fyllas med andras brate. Genom att
bade anvandas som en uppsamlingspool och
som en utbytescentral fick verket en interak-
tiv funktion. Nagot liknande intréffade med
affischerna som revs ned och ersattes med
nya. Situationen utvecklades till nagot som
narmast liknade ett stéliningskrig dar spar
overskoljdes och forbattrades. Nagot som skulle
kunna vara stadens eget kretslopp avteckna-
de sig i verket. Som s ofta nér den offentliga
platsen tas i ansprék blev ocksa konstverken
i Spelets Regler vandaliserade. Peter Hagdahls
container var utsatt fér dverkan, detta fanns i
verkets idé, men dé det inte fanns ndgot som
skilde ut sig eller pastod sig vara konst fanns
inget som kunde forstoras.

Ett projekt som i likhet med Spelets regler for-
lades langt utanfor den institutionaliserade
konstkontexten var Ldgenhet. Projektet ge-
nomfordes 1994 i fororterna Rosengérd, Malmé
och Gardsten, Goteborg, dar de tolv medver-
kande konstnérerna fick var sin tom, outhyrd
l&genhet att férfoga Gver. Bland utstélinings-
bidragen félldes flera kommentarer om de
sociala férutsattningarna i férorten.

Peter Hagdahl verkade ta sin utgangspunkt i
en av dess asociala och mindre tilltalande
sidor-tillstdndet av icke-kommunikation. Det
har konstaterats att personer utsatta fér ex-
trem isolering, till exempel fangar i ensamcell
eller forstkspersoner underkastade vetenskap-
liga experiment, utvecklar hallucinativa till-
stand. Det férklaras med att frAnvaron av sin-
nesstimulans suggererar hjarnan att skapa fan-
tasier. Det ar ocksd en forklaring till varfor
vissa personer efter alltfér langvarig isolering
frAn omvériden tratt in i tillstdnd av schizofre-
ni. Peter Hagdahl visade i Ldgenhet tvd mani-
pulerade hallucinationsbilder, fotoemulsioner
som applicerades direkt pd vaggarna. Dar-
med anades en fiktiv ldgenhetsinnehavare, en
ensam ménniska omgiven av synvillor, sedda
som i feber eller i ett halvvaket tillstand.

Installationen Maintaining its status as enigma
visades i tvA versioner under 1995, férst pa
Living Arts Museum i Reykjavik, darefter i
Hora del’ Norte (skandinavisk samtidskonst
visad i Barcelona och Madrid). En video proji-
cerades - som i en loop visande ett tiotal fore-
mal - direkt pa viaggen. De avbildade tingen
genomgick en konstant féréndring dér exem-
pelvis &pplet i en ldngsamt roterande rorelse
och genom morfingteknik 6vergick till en kaf-
fekopps gestalt. Trots att fdreméalen var ham-
tade ur vardagstrivialiteten, utvalda efter
sddana enkla kriterier som en bestamd och
avslutad form och en storleksordning som till-
&t att de rymdes i en kupad handflata, med-
forde féranderligheten att de vélkénda tingen
framstod som frimmande for betraktaren. Ett
surrealistiskt och undflyende stédmningslage
uppstod i installationen, ett stdmningslage
som ocksa forstarktes av verktiteln. Pa flera
plan visade sig transformationen och over-
gangstillstandet var ett centralt tema i instal-
lationen. Férutom projektionen fanns pa gol-
vet ett antal gipsforemal, objekt som tycktes
genomgé en forvandlingsprocess genom att
anta en forestallande form eller 16sas upp till
abstraktion. Ett kopulerande manligt och
kvinnligt kénsorgan, ett slags atrapper fram-
stéllde sexualiteten som en metafor for trans-
formationen. Alldeles intill var en dodskalle
placerad; doden i betydelsen transformatio-
nens motkalla. Mot de forestéllande formerna
stidlldes amorfa, orovéckande uppmjukade
former som gav intrycket att ha blivit "utspill-
da” pa golvet och stelnade pa platsen. Med
sina referenser till sexualitet och dod gav
installationen klassiska konsthistoriska asso-
ciationer, vilket dven géller valet av gips, med
sin egenskap av klassiskt skulpturalt material.

Peter Hagdahl. Maintaining it’s status as enigma, (detalj ur installation), 1995,

| Maintaining its status as enigma finns en for-
skjutning fran en undersékning av det privata
till mer évergripande fragestaliningar, en for-
skjutning som &r utmarkande for utvecklingen
av Peter Hagdahls konstnarsskap de senaste
aren. Hans egna personliga erfarenheter har
borjat samverka med allt storre, allméngiltiga
system. Hans utstéliningar och installationer

' kan séagas fatt funktionen hos kopplingscen-

traler. Samtidens olika véridar ansluts via Peter
Hagdahls egen. Det &r en konst som flyter fritt i
det framvéxande postindustriella samhéllet.
Dar évertrader den grénser med samma l&tt-
het som en malariasmittad mygga, som av
misstag forirrat sig in i ett startklart flygplan.

Mats Stjernstedt bor och arbetar i Malmé som
free-lance curator.
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seendets reqmg

DEN MODERNA TIDSALDERN HAR, pastés det oftal,
dominerats av synsinnet pa ett satt som skil-
jer den fran dess premoderna foregangare,
och kanske ocksa frdn dess postmoderna
eftertradare. Moderniteten, med bdrjan |
rendssansen och den vetenskapliga revolu-
tionen, brukar betraktas som avgjort synsin-
nescentrerad (ocufarcentric). Uppfinnandet av
tryckpressen forstarkte, enligt McLuhans och
Ongs? valkanda tes, det visuellas fGretrade
vilket forstirktes ytterligare av uppfinningar
som teleskopet och mikroskopet. "Det per-
ceptuella falt som konstituerades”, samman-
fattar en typisk beskrivning, "var i grund och
botten ickereflexivt, visuellt och kvantifieran-
de.™

Den underforstadda karakteristiken av an-
dra tidsaldrar som mer vélvilligt instéllda till
vriga sinnen, bér nog tas med en nypa salt?,
men man kan inte forneka att det visuella har
dominerat den moderna vésterlandska kultu-
ren pa flera olika sétt. Vare sig vi med Richard
Rorty fokuserar den filosofiska metaforen
"naturens spegel”, eller med Michel Foucault
framhaver overvakningens herravélde, eller
med Guy Debord beklagar oss tver samhallet
som spektakel®, konfronteras vi om och om
igen med den allestddesndrvarande synen
som sinnenas konung i den moderna tidsal-
dern.

Exaki vari den visuella kulturen bestar &r
dock inte sa uppenbart. Man kan med rétta
stdlla sig frAgan, och darvid lana ett begrepp
av Christian Metz: finns det verkligen en enda
modern "seendets regim” (scopic regime)s,
eller finns det kanske flera, konkurrerande?
For, som Jacgueline Rose nyligen papekat,
"vér forhistoria &r inte en enda forstelnad vi-
suell rymd. N&r vi betraktar den fran ett annat
hall ser vi att den innehéller ett orosmo-
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ment.”” Kan man kanske urskilja flera sddana
moment, dven i undertryckt form, under den
moderna tidsaldern? | sa fall forstar man kan-
ske bést det moderna seendets regim som en
omtvistad mark, snarare an som ett harmo-
niskt integrerat komplex av visuella teorier
och praktiker. Det kanske till och med kan
kannetecknas genom en differentiering av vi-
suella subkulturer, vars sarskiljande tillatit oss
att forstd seendets manga implikationer pa
satt som vi férst nu borjar vardesatta. Denna
nya forstaelse kan mycket val vara en produkt
av en radikal omkastning i hierarkin av visuel-
la subkulturer innanfor seendets regim i den
moderna tidsaldern.

Innan jag réknar upp de okuldra félt (focular
fields) som konkurrerar i den moderna tidsal-
dern, som jag ser dem, vill jag forst pépeka
att jag hér bara erbjuder ytterst grova, stilise-
rade karakteristika av nagra grundtyper, som
latt kan kritiseras for att de ligger 18ngt fran
den invecklade verklighet de forstker nérma
sig. Jag pastér inte heller att de tre visuella
subkulturer jag valjer att sarskilt uppmaérk-
samma skulle vara de enda tankbara i den
langa, vagt definierade epok vi kallar moder-
niteten. Men, vilket snart kommer att framga,
det &r en tillricklig utmaning att férséka gora
rattvisa t de viktigaste av dem.

Lat mig borja med att rikta uppmérksamheten
pa vad som brukar havdas vara den domine-
rande, till och med den totalt hegemoniska,
synmodellen i den moderna tidsaldern, den
som kan likstdllas med renassansens ideer
om centralperspektivet i de avbildande kon-
sterna, och Descartes tankar om den subjek-
tiva rationaliteten inom filosofin . For enkelhe-
tens skull kan vi kalla den for den cartesiska
centralperspektivismen. Att den ofta anses
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sammanfalla med seendets regim per se under
den moderna tidsaldern illustreras av tva an-
markningar fran framstdende kommentatorer.
Den forsta harror fran konsthistorikern William
lvins Jr., som i sin Art and Geometry fran
1946 havdar; "konsthistorien under de 500 ar
som forflutit sedan Alberti har egentligen bara
varit historien om hans idéers langsamma sprid-
ning till konstnarerna och folken i Europa”.®
Den andra kommer fran Richard Rortys mycket
omdiskuterade Philosophy and the Mirror of
Nature, utgiven 1979: "i den cartesiska mo-
dellen inspekterar ett intellekt enheter vars fére-
bilder &r bilder pa nathinnan. Enligt Descartes
uppfattning — som ligger till grund for den mo-
derna epistemologin — ar det som finns i sja-
fen representationer.”? Det antagande som
kommer till uttryck i citaten, att den cartesis-
ka centralperspektivismen ar den forharskan-
de visuslla modellen i den moderna tidsél-
demn, knyts ofta till pastaendet att den lycka-
des med detta for att den bast utiryckte den
"naturliga” erfarenhet av synen som den
vetenskapliga vérldsbilden satte varde pa.
N&r den pastadda dverensstammelsen mellan
det vetenskapliga iakttagandet och den
naturliga variden vél ifrdgasatts blev ocksa
denna visuella subkulturs dominans ifraga-
satt. Ett lysande exempel ar Erwin Panofskys
berémda kritik av perspektivet som varande
blott en konventionell symbolisk form.1°

Men under mycket lang tid likstalldes den
cartesiska centralperspektivismen med den
seendets regim i den moderna tidsaldern kort
och gott. Lat mig nu, trots att jag &r fullt med-
veten:om hur schematiskt det som féljer &r,
forsoka bestamma dess viktigaste egenska-
per. Det finns ju méngder av litteratur om
upptackten, aterupptéckten eller uppfinning-
en av centralperspektivet — vilken av de tre
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termerna som anvands beror pa den skrivan-
des installning till forna tiders kunskaper om
seendet — pa 1400-talet i Italien. Brunelleschi
ar den som oftast far dran av att vara uppfin-
naren i praktiken, medan Alberti s gott som
allmant erkdnns som den forsta teoretiska
uttolkaren. Forskare fran Ivins, Panofsky och
Krautheimer till Edgerton, White och Kuvoby'!
har utforskat s& gott som varenda aspekt av
revolutionen inom perspektivet: de tekniska,
estetiska, psykologiska, religisa, och till och
med de ekonomiska och politiska aspekterna.

Trots att det aterstdr ménga tvistefragor
rader i stort sett enighet pa foljande punkter.
Det linjara perspektivet, som véxte fram ur
medeltidens fascination infor det metafysiska
ljuset — ljus i meningen gudomligt fux snarare
an varseblivningens lumen - kom att symbo-
lisera en harmoni mellan den matematiska
regelbundenheten inom optiken och Guds
viljia. Ocksé nér ekvationens religiésa under-
strommar hade férsvunnit behdll de positiva
konnotationerna kring den féregivet objektiva
optiska ordningen sin starka stélining. Dessa
positiva konnotationer hade forflyttats fran de
féremal som ofta haft ett religidst innehall och
som avbildats i tidigare maleri, till de rumsliga
relationerna i den centralperspektivistiska mél-
ningen. Det nya rumsbegreppet var geome-
triskt isotropiskt, ratlinjigt, abstrakt, och uni-
formt. Den velo eller sléja som Alberti an-
vinde sig av for att avbilda detta rum skapa-
de konventioner pa ett satt som féregrep de
rutnat som &r sa typiska for 1900-talskonsten,
Aven om Albertis slgja, vilket Rosalind Krauss
pamint oss om, ansdgs motsvara den yttre
verkligheten pa ett satt som dess modernis-
tiska efterfoljare inte gjorde.!2

Den centralperspektivistiska traditionens
tredimensionella, rationaliserade rum kunde
&terges pa en tvadimensionell yta, om man
folide de transformationsregler som réknas
upp i Albertis De Pittura och i senare avhand-

lingar av Viator, Diirer, med flera. Grundidén
var en symmetrisk, visuell pyramid eller kon,
vars ena spets utgors av tavlans vikande, for-
svinnande eller centrala punkt, och den andra
av konstnarens eller betraktarens 6ga. Duken
som ett genomskinligt fonster, i Albertis be-
rémda metafor, kan dven uppfattas som en
platt spegel som aterspeglar det geometrika-
liserade rummet i den avbildade scenen till-
baka till det lika geometrikaliserade rum som
stralar ut frén det betraktande dgat.

Betecknande nog var 6gat enstaka, i stéllet
fér den normala synens tva 6gon. Det uppfat-
tades som ett ensamt 6ga som betraktade
scenen genom ett titthal: 6gat tanktes dess-
utom vara statiskt, fixerat snarare &n dyna-
miskt, aldrig blinka utan réra sig med vad
senare forskare skulle kalla "ryckigare” hopp
fran en fixeringspunkt till en annan. Med
Norman Brysons ord folide 6gat Blickens
logik och inte Ogonkastets, och féliden blev
alltsé ett visuellt grepp som var evigt, begran-
sat till en “synvinkel”, och okroppsligt. | det
som Bryson kallar den "Grundléaggande
Varseblivningen” i den cartesianska central-
perspektivismens tradition,

hejdar konstnarens blick fenomenens
flode, begrundar synfaitet fran en
utkiksplats som ligger utanfér nuflédets
rérlighet under det avsldjade nuets
evighetsdgonblick. Det betraktande
subjektet forenar i betraktelsedgon-
blicket sin blick med Den
Grundlaggande Varseblivningen i ett
Bgonblick av perfekt aterskapande av
den férsta epifanin.!?

En rad konsekvenser foljde nar denna visuel-
la ordning anammades. Den abstrakta kylan i
den perspektiviska blicken gjorde att konst-
narens kédnslomaéssiga inblandning i de fére-
mal han mélade in i det geometriska rummet
drogs tillbaka. Den deltagande inlevelse som
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funnits i andra mer uppslukande visuella gen-
rer mattades av, &ven om det aldrig blev helt
borttrangt, nar gapet mellan &skadare och
skadespel dkade. Inslaget av erotisk projek-
tion i seendet — som Augustinus angsligt for-
démde som "Ogats begar"14 - gick férlorat
nar malarens och betraktarens kroppar glém-
des bort, till forméan for ett 6ga som pastods
vara okéttsligt och absolut. Ocksa en sadan
blick kunde forstas falla pa begérsobjekt —
tink bara pad den nakna kvinnan i Dirers
berdmda kopparstick, dar en tecknare ritar av
henne genom en skérm av perspektiviska tra-
dar's — men stéllde sig da framst i en forting-
ligande, manlig blicks tjanst, vilken férvandla-
de sina maéltavior till sten. Den marmorlika
nakenheten témd pé sin férmaga att vacka
begér, utgjorde eller pekade i alla héndelser
mot denna utvecklings resultat. Bortsett fran
nagra viktiga undantag som Caravaggios for-
fériska pojkar eller Tizians Venus av Urbino,
undviker de nakna sjélva att titta ut pa betrak-
taren, och utstrélar ingen erotisk energi at det
hallet. Férst langt senare i den vasterlandska
konsten, med Manets skamldsa, chockeran-
de nakna figurer i Déjeuner sur I'herbe och
Olympia, skulle betraktarens och subjekiets
blickar korsas igen. Men d& hade den for-
nuftsbaserade, visuella ordningen i det carte-
sianska centralperspektivismen redan attack-
erats fran andra hall.

Den hade inte bara averotiserat den visuel-
la ordningen, utan dessutom givit upphov till
vad man kan kalla for en avnarrativisering eller
en avtextualisering. Det vill séga, nér ett ab-
strakt, kvantitativt uppfattat rum blev mer
intressant for konstnéaren &n de kvalitativt skil-
da férem&l som mélats in i detta rum, bley
Atergivandet av scenen ett sjélvdndamal.
Alberti hade visserligen betonat centralper-
spektivets nytta for att aterge istoria, upp-
byggliga historier, men med tiden tycktes
dessa mindre viktiga &n den visuella fingerfar-
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dighet som bevisades genom avbildandet av
dem. Pa sa vis forbereddes den konstnirliga
form som bortser fran det substantiella inne-
hallet, en av klichéerna i historien om 1900-
talsmodernismen, redan fem hundra &r tidiga-
re av den centralperspektivistiska revolutio-
nen. Vad Bryson i sin bok Word and Image
kallar en férsvagning av méleriets diskursiva
funktion, att berétta en historia fér en obildad
massa, till féorman for den figurala funktio-
nen’'s, innebar att bilden blev mer sjélvstindig
i forhallande till varje utomstaende syfte, reli-
gicst eller annat. Den realistiska effekten blev
allts4 stérre nar dukarna fylides av mer och
mer information som inte verkade forhélla sig
till ndgon narrativ eller textuell funktion. Den
cartesiska centralperspektivismen lierade sig
alltsd med den vetenskapliga vérldsbilden,
som inte langre pa hermeneutiskt vis |aste
varlden som en gudomlig text, utan snarare
uppfattade den som inplacerad i en matema-
tisk, regelbunden ordning i tid och rum, fylid
av féremél som endast kunde iakttas utifran
av en neutral forskares lidelsefria 6ga.

Den var ocksé i maskopi, har manga kom-
mentatorer havdat, med den moderna vérldens
i grunden borgerliga etik. Enligt Edgerton blev
de florentinska képménnen, i och med upp-
finningen av den dubbla bokféringen, "mer
och mer instéllda pa en visuell ordning som
stdmde med de prydliga matematiska princi-
per de tilldmpade i sina kassabdcker.”” John
Berger géar s langt som att pasta att det finns
en metafor som passar béttre an Albertis
metafor, fonstret mot vérlden, och det ar ett
"kassaskap i vaggen, dér det synliga depone-
rats.”18 Det var ingen slump, havdar han, att
centralperspektivet uppfanns eller aterupp-
tacktes praktiskt taget samtidigt som oljemal-
ningen inférdes. Den var Iésgjord fran sin
kontext och kép- och séljbar. Det visuella falt
som avbildats p4 andra sidan duken var skilt
fran malaren och betraktaren, och kunde bli
en bérbar handelsvara och uppgd i det kapi-
talistiska kretsloppet. Samtidigt forvandlade,
om filosofer som Martin Heidegger har rétt,
den teknologiska vérldsbilden den synliga
varlden till en "fast reserv” som ett domineran-
de subjekt kunde évervaka och dominera.®

Den cartesiska centralperspektivismen har
ocksé blivit maltavla fér en vida spridd filoso-
fisk kritik, som férdémt dess upphdjande av
ett ohistoriskt, opartiskt, och okroppsligt sub-
jekt, vilket befinner sig utanfor den vérld det
péstar sig forstd bara pa avsténd, Det tvivel-
aktiga antagandet om en transcendental sub-

jektivitet, typiskt for den universalistiska

humanism som bortser ifrén att vi &r nerbéd-

dade i vad Maurice Merleau-Ponty gillade att
kalla fér "varldens kott”, ar pa si vis knutet till
ett "hoghojdstankande”, typiskt for denna
seendets regim. P4 manga sétt har alltsa hela
denna tradition férkastats hel och hallen som
bade falsk och skadlig.

Men tittar man efter lite noggrannare upp-
tacker man inre spanningar i den cartesianska
centralperspektivismen som antyder att den
inte var s& uniformt tvingande som man
ibland tror. John White skiljer till exempel mel-
lan vad han kallar for ett "artificiellt perspek-
tiv", dér spegeln som hélls upp framfér verk-
ligheten &r platt, och ett "syntetiskt” perspek-
tiv, dar spegeln forestélls vara konkav, sa att
den ger ett svangt snarare 4n platt rum pa
duken. Har, menar White, var Paolo Uccello
och Leonardo da Vinci de stora fornyarna, de
erbjod en “sfarisk rymd, homogen men inga-
lunda enkel, och som har en del egenskaper
gemensamma med Einsteins andliga odndlig-
het"20 Aven om det artificiella perspektivet
dominerade glomdes dess konkurrent aldrig
helt bort.

Michael Kubovy bidrog nyligen med iaktta-
gelsen att det som han kallar fér "centralper-
spektivets stadighet”2! medforde att man kan
betrakta rendssansens tavlor fran flera hall an
frAn den tankta spetsen av betraktarens visu-
ella pyramid. Han kritiserar dem som alltfér
lattvindigt satter likhetstecken mellan central-
perspektivets lagar, s som de formulerades
av ledande teoretiker, med konstndrernas
verkliga praxis. Snarare an lagda pa en Pro-
krustesbadd var dessa i praktiken underord-
nade perceptionens krav, och ndr man ford6-
mer deras misslyckande sldss man mot fan-
tomer eller atminstone mot ett fantoméga.

Lika problematisk ar subjektets stélining i
den cartesianska centralperspektivistiska
epistemologin. Det ensamma 6gat i spetsen
av betraktarens pyramid skulle namligen
kunna uppfattas som transcendentalt och
universellt - det vill sdga exakt detsamma for
alla betraktare vid en given punkt i tid och rum
— eller tilifalligt — helt beroende av den sérskil-
da, individuella blicken hos skilda betraktare,
med varsin konkret relation till den scen de
har framfér sig. Nar den férra uppfattningen
évergick i den senare var det inte svart att dra
relativistiska konsekvenser av centralper-
spektivismen. Redan pa 1700-talet stod
denna méjlighet klar for tankare som Leibniz,
Aven om han for det mesta férsokte bortse
frdn de mer oroande konsekvenserna. Forst
under det sena 1800-talet lyftes de fram och
lovprisades av ténkare som Nietzsche. Om
alla har sin egen camera obscura med helt
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skilda titthal, sager han skadeglatt, da &r
ingen transcendental virldsaskadning mojlig.22

Slutligen bar den cartesianska centralper-
spektivismen pd en potentiell inre motstridig-
het, d& den gjorde det mojligt att fristélla
mélarens syn pa den avbildade scenen fran
betraktarens. Bryson kopplar intressant nog
den utvecklingen till Vermeer, som han menar
representerar perspektivismens andra stadi-
um, annu mer okroppsligt @n hos Alberti.
"Bandet till betraktarens kropp &r nu avklippt,
och det iakttagande subjektet antas vara en
tankt punkt, en icke-empirisk blick”.23

Vad som gér det sista pastdendet sé sug-
gestivt &r att det Gppnar upp for funderingar
om en alternativ seendets regim, som kan
ténkas vara mer &n bara en variant av den
cartesianska centralperspektivismen. Jag ska
inte latsas vara en serids Vermeerforskare,
som kan saga emot Brysons tolkning av
Vermeer. Men det kan vara bra att satta in
denna mélare i ett annat sammanhang &n det
som hittills diskuterats. Det vill séga, vi skulle
kunna rédkna in honom och det holldndska
1600-talsmaéleri han var en sa lysande repre-
sentant for i en visuell kultur av ett helt annat
slag an den vi associerar med rendssansens
centralperspektiv, en kultur som Svetlana
Alpers nyligen kallat fér The Art of Describing 24

Enligt Alpers har det italienska maleriets
hegemoni i konsthistorien skymt sikten fér en
annan tradition, som blomstrade i
Nederldnderna p& 1600-talet. Hon lanar
Georg Lukéacs distinktion mellan beréttelse
och beskrivning, som han anvénde for att
kontrastera realistisk och naturalistisk littera-
tur, och hévdar att den italienska rendssans-
konsten, med all sin fascination infér central-
perspektivets teknik, dndéd behdll den avsed-
da funktionen att berétta en historia. Under
rendssansen, skriver hon, var vérlden pa
andra sidan Albertis fénster "en scen dér
ménskliga gestalter utférde meningsfulla
handlingar som gick tillbaka pa poeternas
texter. Det & en narrativ konst”.2% Konsten
uppe i norr ersétter daremot de narrativa och
textuella referenserna med beskrivning, och
visuell yta. Den férkastar det endgda subjek-
tets konstitutiva roll, och betonar i stéllet att
varlden av féremél som avbildas pa den plat-
ta duken existerar i férvdg, oberoende av
betraktarens lage framfér den. Denna varld
ryms dessutom inte helt och hallet inom
ramen fér Albertis fonster, utan tycks fortsét-
ta utanfér den. Det finns ramar &ven runt hol-
landska malningar, men de &ar godtyckliga
och har inte den totaliserande funktion de har



i séderns konst. Har den hollandska konsten
en forebild sa &ar det kartan, med dess obe-
kymrat platta yta, och som gérna innefattar
ord likaval som féremal i sin visuella rymd. For
att sammanfatta skillnaden mellan den be-
skrivande konsten och den cartesiska cen-
tralperspektivismen stéller Alpers upp féljan-
de motsatspar:

uppmarksamhet mot manga sma fére-
mal, i stillet fér nagra stora foremal;
ljus som &terkastas fran foremal i stal-
let fér foremal som skulpteras ur ljus
och skugga; féremalens yta, farg och
textur snarare dn deras placering i en
utlasbar rymd; en bild utan ram i stéllet
fér en tydligt inramad bild; en bild utan
nagon exakt placerad betraktare jam-
fort med en bild som har en sadan
betraktare. Distinktionen féljer en hie-
rarkisk modell, som atskiljer fenomen
som brukar kallas priméara respektive
sekundéra: féremal och rymd gentemot
ytor, former gentemot vérldens texturer. 26

Om det finns ett filosofiskt korrelat till den
nordeuropeiska konsten, sé &r det inte carte-
sianismen med sin tro pa en geometrisk, ra-
tionell och huvudsakligen intellektuell rums-
uppfattning, utan i sa fall den mer empiriska,
visuella erfarenheten i Bacons empirism, som
ar inriktad pé iakttagelse. | den holldndska
kontexten identifierar Alpers den med
Constantin Huygens. Traditionens ickemate-
matiska instinkt stdmmer bra med denna
konsts likgiltighet for de hierarkier, proportio-
ner och analogier som karakteriserade den
cartesiska centralperspektivismen. Istéllet rik-
tar denna konst ett uppmarksamt 6ga mot
virldens fragmentariska, detaljerade och
sammansatta yta, som den ndjer sig med att
beskriva snarare an forklara. Som 1600-talets
forskare vid mikroskopet eller méjligen minia-
tyrmélare — Leeuwenhoeck &r Alpers framsta
exempel — frossar den i den visuella erfaren-
hetens enskildheter och star emot frestelsen
att allegorisera eller typologisera det den ser,
en frestelse Alpers péastar att Sydeuropas
konst villigt dukar under fér.

P4 tvé betydande vis kan den beskrivande
konsten s&gas vara en féregangare till senare
visuella modeller, hur underordnad den &n var
sin rival, den cartesiska centralperspektivis-
men. Som vi redan namnt &r det problema-
tiskt att dra en rak linje fran Albertis velo till
den modernistiska konstens rutnat, eftersom,
som Rosalind Krauss havdar, den forra forut-
satte en tredimensionell varld dér ute i natu-
ren, medan den senare inte gjorde det. En
mer sannolik féregéngare kan alltsa sparas till

den holléandska konsten, som bygger pa kar-
tritarimpulsen. Som Alpers sager:

Trots att det rutnét som féreslogs av
Ptolemaios och de som senare infor-
des av Mercator har den matematiska
uniformiteten i rendssansens rutnat ge-
mensam, s har de inte den fixerade
betraktaren, ramen, och definitionen av
malningen som ett fonster genom vilket
en utanférstdende betraktare tittar in
gemensamma. Alltsd maste det ptole-
maiska rutnitet och faktiskt alla karto-
grafiska rutnat dverhuvudtaget, noga
skiljas fran och inte forvaxlas med det
centralperspektivistiska rutnatet. Man
skulle kunna séga att projektionen ses
frén ingenstans. Inte heller kan man
titta igenom den. Den férutsatter en
slat, arbetande yta eller mdjligen
arbetsyta. 27

Fér det andra féregriper den beskrivande kon-
sten den visuella erfarenhet som frambragtes
av fotografiets uppfinnande pa 1800-talet. De
har flera framtradande drag gemensamt: "det
fragmentariska, den godtyckliga ramen, ome-
delbarheten, som de forsta utévarna gav ord
at nar de hdvdade att fotografiet gav verklig-
heten makt att avbilda sig sjélv, utan hjélp
fran manniskan.”28 Den parallell som ofta dras
mellan fotografiet och den impressionistiska
konstens motstdnd mot centralperspektivis-
men, till exempel av Aaron Scharf pa tal om
Degas?9, borde alltsa dras aven till den hol-
landska konsten pa 1600-talet. Om man ska
tro Peter Galassi i Before Photography fanns
det dven en tradition av topografiskt maleri -
landskapsteckningar av ett fragment av verk-
ligheten — som motstod den cartesiska cen-
tralperspektivismen, och péa s& vis beredde
vig bade for fotografiet och fér impressionis-
mens &tervandande till det tvadimensionella
maleriet.30 Hur vida spridd och medvetet
oppositionell den traditionen var far konsthis-
torikerna avgora. Vad som &r viktigt for vart
syfte hér &r att det fanns en alternativ seen-
dets regim aven under den dominerande tra-
ditionens glansdagar.

Alpers forsok att karakterisera den ar for-
stds dppen for kritik. Den starka motséttning-
en mellan berittelse och beskrivning som hon
stéller upp verkar mindre hallbar, ndr man
drar sig till minnes de av-narrativiserande
impulser som fanns ocksé i den centralper-
spektivistiska konsten. Om man kan urskilja
en viss korrespondens mellan kapitalismens
princip om det fria utbytet och centralper-
spektivets abstrakta, relationella rymd, sa kan
man lika val urskilja en komplementaritet mel-
lan den holldndska konstens uppvéardering av

T o

de materiella ytorna, och den varufetischism
som &r lika typisk fér marknadsekonomin. Pa
si vis kan dessa tva seendets regimer sdgas
avsldja olika sidor av ett komplext men enhet-
ligt fenomen, precis som Descartes och
Bacons filosofier kan sagas Gverensstamma,
om &n péa olika satt, med den vetenskapliga
vérldsbilden.

Men om vi nu vander oss mot en tredje mo-
dell fér seendet, ndgot som kan kallas for det
andra orosmomentet i den dominerande
modellen, kan vi urskilja ett &nnu radikalare
alternativ. Den tredje modellen likstélls kan-
ske bast med barocken. Atminstone sedan
1888, da Heinrich Wolfflins epokgdrande stu-
die Rendssans och Barock utkom, har konst-
historikerna gérna forestallt sig ett stindigt
pendlande mellan de béada stilarna, bade in-
om maéleriet och arkitekturen.3! Som en mot-
sats till rendssansens ljusa, linjara, fixerade,
plana och slutna form, den som Wglfflin sena-
re skulle komma att kalla den klassiska stilen,
var barocken mélerisk, undflyende och mjukt
fokuserad, mangfaldig och &ppen. Barock,
som atminstone enligt ett etymologiskt stan-
dardverk sdgs komma fran ett portugisiskt
ord fér en oregelbunden, underligt formad
parla, konnoterade det bizarra och egendom-
liga, egenskaper som den klara, genomskinli-
ga formens méstare for det mesta sag ner pa.
Aven om det kan vara klokt att begransa
barocken till i férsta hand 1600-talet, och
knyta den till den katolska motreformationen
och den nyuppkomna absoluta statens mani-
pulation av den folkliga kulturen — som exem-
pelvis den spanske historikern José Antonio
Maravall g6r32 — s& kan man &ven se den som
en stindig, ofta undertryckt, visuell mdjlighet
som gar genom hela det moderna tidevarvet.
Den franska filosofen Christine Buci-
Glucksmann ser i sina bocker La Raison
Baroque, 1984, och La folie du voir, 1983,
barocken som det framsta alternativet till den
hegemoniska, visuella stil vi har har kallat for
cartesiansk centralperspektivism. Hon hyllar
barockens bldndande, férvirrande, extatiska
svall av bilder, och betonar dess férkastande
av den cartesiska traditionens entgda geo-
metrikalisering och illusionen att en homogen,
tredimensionell rymd blir sedd pa stort
avstand av ett Guds 6ga. Hon stéller under-
forstatt dven den holldndska beskrivande
konsten, med dess tro pa avlasbara ytor och
tilltro till varidens och materians fasthet, i kon-
trast mot barockens fascination infoér oge-
nomskinligheten, oldsligheten, och otydbar-
barheten hos den verklighet den avbildar.

Foér Buci-Glucksmann ar barocken ett sjélv-
medvetet frosseri i kontraster mellan yta och
djup, och den foraktar foljaktligen alla férsok
att aterféra en mangfald av visuella rymder pa
en enda sammanhangande natur. Den spegel
den haller upp framfér naturen &ar betecknan-
de nog inte det slata, aterspeglande glas som
Edgerton och White menar ar nédvandiga for
ett rationellt eller "analytiskt” perspektiv, utan
snarare en svéangd spegel, antingen konkav
eller konvex, som forvranger den visuella bil-
den - eller ndrmare bestédmt avsldjar att det
"normala” &terspeglandet &r konventionellt
och inte naturligt, eftersom det beror av mate-
rialen hos det speglande mediet. Pa grund av
sin stérre medvetenhet om materialet - som
en modern kommentator, Rodolphe Gasché,
uppmérksammat som "spegelns baksida”34 -
fick barockens visuella erfarenhet en stark
taktil eller haptisk kvalitet som hindrat den
frdn att anamma den absolutistiska synsin-

Jan Vermeer van Delft. Brevet, 1666.

nescentrering som man aterfinner hos dess
cartesianska centralperspektivistiska rival.

Aven om inget filosofiskt system ensamt
kan ségas vara barockens korrelat, kan man
séga att Leibniz mangfald av monadiska syn-
vinklar®s, Pascals meditationer éver paradox-
en, och motreformationens mystiker som
underkastade sig extasens svindlande upple-
velser ar besldktade med den barocka visio-
nen. Den filosofi den gynnade undvek dessut-
om medvetet att som forebild ha intellektuell
klarhet uttryckt pa ett sprak renat frAn tvety-
digheter. | stéllet erkdnde den retorikens och
visionens oupploslighet, vilket betyder att bil-
der ar tecken, och att idéer alltid rymmer en
oreducerbar bildkomponent.

Barockens o6ga, sdger Buci-Glucksmann,
stravade efter att representera det orepresen-
terbara, och nar de oundvikligen misslycka-

des uppstod den melankoli som sérskilt Walter

Benjamin menar &r typisk for den barocka
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kénslan. Darmed narmade den sig vad en
lang estetisk tradition har kallat fér det subli-
ma, i kontrast till det skéna, da den langtade
efter en nérvaro som aldrig kan uppfyllas.
Begéret, i dess erotiska som metafysiska for-
mer, gar via det barocka seendets regim.
Kroppen atervander fér att detronisera den
cartesianska iakttagarens opartiska blick.
Men till skillnad fran de 1900-talsvisioner dar
kroppens aterkomst hyllas, som hos Merleau-
Ponty med sin drém om en meningsladdad
sammanflatning av betraktaren och det be-
traktade i vérldens kott, alstrar denna bara
allegorier om dunkel och ogenomskinlighet.
P4 sé& vis skapar den verkligen ett av de "oros-
moment” som Jacqueline Rose menar utma-
nar den stelnade, visuella ordningen (medan
den beskrivande konsten faktiskt verkar vara
mycket mer tillfreds med véarlden).

Mycket mer skulle kunna ségas om dessa tre
ideala, typiska visuella kulturer, men lat mig
avrunda med nagra spekulationer, om jag far
anvanda en s visuell term, om deras nuva-
rande stéllning. Foér det forsta verkar det o-
nekligen som om vi under 1900-talet bevittnat
en enastdende forandring av den hierarki dér
de tre regimerna ingér. Aven om det vore
dumt att pasta att den cartesiska centralper-
spektivismen motats bort fran faltet, s& har
den i anmérkningsvard utstrackning denatu-
raliserats och kraftigt ifrigasatts, bade inom
filosofin och de visuella konstformerna. Her-
meneutikens framgéang, pragmatikens &ter-
komst, utvecklingen av lingvistiskt orientera-
de strukturalistiska och poststrukturalistiska
séatt att tdnka, har bragt den epistemologiska
tradition som stammar framst fran Descartes
péa defensiven. Och den baconska observa-
tionen, som med jamna mellanrum stiger till
ytan i olika positivistiska tankegangar, har
ocksé visat sig sérbar fér attacker, dven om
man skulle kunna invénda att den visuella
praktik den haft en valfrindskap med, har
visat prov pa en anméarkningsvard férmaga att
aterhamta sig med fotografins véxande status
som en icke perspektivisk konstform (eller,
om man foredrar, en mot-konstform). Vi har
dven samtida konstnérer som den tysk-judis-
ke, numera israeliska malaren Joshua Neustein,
vars fascination infor den platta materialiteten
hos kartor nyligen férlanat honom en jamfo-
relse med Alpers hollandska 1600-talsmalare.36

Men om man ska vélja ut den seendets
regim som kommit till sin réatt i var tid, s ar
det den "visionens darskap” som Buci-
Glucksmann likstaller med barocken. Till och
med fotografiet, om man far tro Rosalind




Krauss verk om surrealisterna®’, kan lana sig
till syften som &r mer i linje med denna visuel-
la impuls, &n med det rena beskrivandets
konst. | den postmoderna diskurs som sétter
det sublima hégre &n det skéna, framstér den
som det "osebaras palimpsest”3® som Buci-
Glucksmann kallar den barocka visionen,
som intressantast. Lagger man till detta viljan
att &terupprétta retoriken, och acceptera det
ofrdnkomliga sprakliga momentet i synsinnet
och det lika insisterande visuella momentet i
spréket, s blir det tydligt att det barocka
alternativet ligger i tiden.

Om jag fér sluta med ett lite udda anslag sa
kanske den radikala detroniseringen av den
cartesiska centralperspektivismen har gatt lite
far langt. | var iver att denaturalisera den och
tillbakavisa dess ansprak pa att representera
visionen per se, frestas vi att gldmma att de
andra seendets regimer jag snabbt skisserat
upp varken &r naturligare eller ligger nérmare
ett "sant” seende. Ogonkastet &r inte Gverlag-
set stirrandet, den begarande blicken inte
nédvandigtvis battre &n ett kyligt dgonkast,
en kropp i vérlden kanske inte alltid upptéck-
er det som syns fr&n "hég hojd” eller fran en
*gudomlig utsiktspunkt”. Hur mycket vi &n
beklagar posivitismens overdrifter kanske
den vasterlandska vetenskapliga traditionen
inte hade varit méjlig utan den cartesiska cen-
tralperspektivismen eller dess komplement,
den baconska konsten att beskriva. Det kan
finnas ett samband mellan fr&nvaron av sada-
na seendets regimer, sarskilt den forsta, i kul-
turer i dst och deras generella brist pa en
inhemskt vetenskaplig revolution. Vi har be-
médat oss om att skrota den rationalistiska
synen som ett skadligt fértingligande av det
visuella flddet, men vi maste ocksa fraga oss
vad ett alltfor kritiskt anammande av alterna-
tiven skulle leda till. | fallet med den beskri-
vande konsten kan vi se &nnu ett fortingligan-
de, det som gér en fetisch av materialets yta
i stéllet for av det tredimensionella djupet.
Lukéacs kritik av naturalistiska beskrivningar i
litteraturen, som Alpers inte tar upp, kan lika
géarna tillampas pa maleriet. Vad betraffar
barockens vision kan man stalla sig undrande
infor forharligandet av 6gats vansinne, som
férsatter en del i extas, andra i férvirring och
osadkerhet. Historiker som Maravall har dys-
tert varnat for att det barocka spektaklets fan-
tasmagori latt kan anvandas till att manipule-
ra dem som utsattes for det. Kulturindustrin,
for att anvdnda en term som Maravall lanar
fran Horkheimer och Adorno i sin studie av
1600-talet, tycks inte vara sarskilt hotat av de

postmodernistiska visuella experimenten med
"la folie du voir’. Man kan snarare pasta mot-
satsen.

| stallet for att uppratta &nnu en hierarki kan
vi tala om vilka seendets regimer som nu &r
tillgéngliga for oss. Hellre &n att demonisera
nagon av dem kan man riskfritt utforska deras
bade positiva och negativa implikationer. Vi
blir aldrig helt av med den kénsla av obehag
som hemsoker den vasterlandska kulturen,
men vi kan lara oss se fordelarna med de o-
lika okuldra erfarenheterna. Vi kan vénja oss
av vid fiktionen att det finns ett "sant” seende,
och i stillet gladja oss at de majligheter som
seendets regimer erbjuder — bade de som vi
redan uppfunnit och de som &r svéra att fore-
stilla sig, men som sakerligen dr pa vég.

Efterskrift

Efter det att jag presenterade denna uppsats
fér férsta géngen, har jag kommit att bli allt-
mer medveten om hur de tre seendets regi-
mer den tar upp tillampats i praktiken.3? Nar
jag fick en inbjudan till en konferens om den
moderna staden pa Institute of Modern Art i
London bérjade jag fundera dver mdjliga kor-
relationer mellan regimerna och olika stads-
byggnadsstilar. Georg Simmels pastéende att
den visuella erfarenheten dominerar den
moderna storstaden har ofta upprepats, men
exakt vari erfarenheten bestar blir ofta utslatat
pa ett orimligt vis. Tillimpar man de tre seen-
dets regimer pa olika urbana visuella kulturer,
kan man f& hjalp att skilja mellan de olika vari-
anter som ofta buntas ihop till en enda ver-
sion av "den moderna staden.”40

Den cartesiska centralperspektivismen
motsvaras bast av den rationellt planerade
staden, vars ursprung stracker sig tillbaka till
Rom. Idealet, en geometriskt isotropisk, réat-
linjig, abstrakt och uniform rymd, innebar hér
att de mer tillfalliga, slingrande férsta bosétt-
ningarna patvingades regelbundna ménster,
vanligen rutnét eller koncentriska cirklar.
Rationaliseringen av stadens rum upphdrde i
regel under medeltiden, men aterupptogs under
rendssansen. Péavarna, t.ex Sixtus V (1585-
90) stravade efter att bygga om Rom léngs
utstrélande linjer, for att aterskapa dess forn-
tida &ra. Under Ludvig den fjortondes rege-
ringstid visar staden Richelieu, byggd som
tva rektanglar utmed kardinalens slott, forbin-
delsen mellan det entgda, centralperspekii-
vistiska subjektet och monarkens maéktiga
blick.41 Senare slottsstdder som Versalilles,
Karlsruhe, Mannheim, till och med L’Enfants
Washington, visade hur statsmakten passade
som hand i handske med stadens rum, byggt

enligt de visuella principer som gélide i den
seendets regim som dominerat den moderna
tidsaldern.

Under upplysningen tog utopiska arkitekter
som Jean-Jacques Lequeu, Etienne-Louis
Bouiliée och Claude-Nicolas Ledeux fram &nnu
storslagnare planer for strangt geometriska
stader i fornuftets tjanst, planer som inte fick
nagot omedelbart genomférande. Det var
férst p&4 1800-talet, med baron Haussmanns
Paris, rutndten i amerikanska stéader, t.ex New
York och Philadelphia, och lidefonso Cerdas
"utvidgning” av Barcelona, som stadens rum
gjordes om enligt den cartesiska centralper-
spektivismen. P& 1900-talet féretrdds de
renaste uttrycken for den visuella ordning
som dominerar moderniteten nog av drom-
marna hos Le Corbusier och andra teknolo-
giskt inspirerade arkitekter inom den interna-
tionella stilen. Det ofta fértalade Brasilia, som
planerades av Lucio Costa pa 50-talet, utgjor-
de kulmen pé deras projekt.

For hacklarna har ett lockande alternativ
ofta dykt upp i stadsrummet, ett som kommer
ndra var andra seendets regim, den som
kopplats till den holldndska beskrivande kon-
sten. Delft, Haarlem, och givetvis Amsterdam
sjélv, & exempel pa stader som sluppit ifrén
geometriska rutnat och skrdmmande monu-
mentala vyer. Centralperspektivistiska effek-
ter undviks medvetet, och stader och kanaler
erbjuder informella, slingrande utsikter som
inte har ndgon central férsvinnande punkt .
Byggnadsmaterialens textur och samspelet
mellan sten, tegel och vatten skapar en lika
haptisk som rent visuell erfarenhet; ren form
4r mindre viktigt &n stdmningar. Som en foljd
dérav verkar sddana stader vara mindre visu-
ella inkarnationer av den disciplinerande sta-
ten, som kontrollerar medborgarna med Gver-
vakning, &n behagliga platser fér ett aktivt,
civilt samhélle.

De berémda interiérer som sa ofta méalades
av Vermeer, De Hooch och andra mastare i
den beskrivande konsten antyder ett stadsliv
som utspelade sig under stor vdlméaga i det
privata rum som skapats av det borgerliga
vélstndet. Hollandska stader har séllan de
monumentala torg eller raka boulevarder som
innebar ett bakslag for det offentliga politiska
eller kulturella livet. Som Alpers papekar®,
avslojar Ruisdaels, Cuyps och Vermeers
stadsvyer en kontinuitet mellan stadsliv och
lantliv, ndgot helt annat &n det brott mellan
"kultur” och "natur” som &r sé tydligt i det
cartesiskt centralperspektivistiska stadsrum-
met. Aven om dessa stider sillan kopierats
och ar démda att évertraffas av andra stads-

modeller kvarstar de som en paminnelse om
att det finns mycket tilltalande alternativ till
det dominerande urbana seendets regim.

En tredje mojlighet erbjuder forstas den allt
oftare genomférda barocka staden, som blom-
strade pa 1600-talet med stadsplanerare som
Bernini i Rom. Genom att Gverge péven
Sixtus réatlinjiga centralperspektivism ville han
vanda upp och ner pa rendssansens rationel-
la nyklassicism. Som Germain Bazin har pa-
pekat: "spektakuléra éverraskningseffekter ar
barockens sjdlva vésen ... Den barocka pla-
nen ... riktade sig till sinnena och inte till fér-
nuftet. Den barocka arkitekten bemédade sig
om att utnyttja minsta rum maximalt genom
uppsplittring av ytor och mjuka kurvor. Han
hade ingen dnskan att géra fasader pa olika
hus och byggnader uniforma. De skulle for-
trolla betraktaren genom sin olikhet.”43
Barockens stader hade stora offentliga torg,
men till skillnad frdn deras cartesiskt central-
perspektivistiska motparter var de hemliga
enklaverna (som Plaza Major i Madrid eller
Piazza Navona i Rom) utan forbindelse med
den kommersiella trafikens artérer. Dessa rum
var ofta arenor for allt fran religiésa fester till
autodaféer.

Man skulle forstds kunna sédga mer for att
skrapa fram férbindelserna mellan seendets
regimer i moderniteten och dess stadsbygn-
nadsstilar. Men som jag gjorde tidigare vill jag
avrunda med att férespraka dem alla istéllet
for att uppratta en ny hierarki. | sjalva verket
har de alla i viss man tenderat att generera de
andra, om s& bara i form av foljeslagare. Till
exempel uppmjukades franskklassicismens
geometriska regelbundenhet som stod pa
toppen under ancien régime ibland av ba-
rocka effekter. Haussmans monumentala
boulevarder, med hus av samma hojd och
vyer som kulminerar i monument, blev platsen
fér det moderna Parisgatulivets subtila bléand-
verk som Baudelaire och méanga efter honom
har hyllat. Cerdas rutnét livades snart upp av
lysande dekorerade art nouveau-fasader, i de
notta horn dar hans gator [6pte samman.

P2 liknande vis har det hollandska stads-
landskapet tolkats som fortéackt barock, pa
grund av att husen som radar upp sig langs
dess kanaler vart och ett har sin sarpragel.44
Och sjélvklart skulle barocken, med sin svind-
lande desorientering av sinnena, aldrig helt
undvara en klassisk stomme i form av de
byggnader dar den placerade sina trompe-
l'oeil-interidrer och sina extravaganta fasader.
Om postmodernismen kan sigas ha fatt den
barocka impulsen, som hyllas av Buci-

Glucksmann, att dteruppsta s& har den ocksé
behdllit den cartesiska centralperspektivis-
mens modernistiska skal. Precis som det inte
finns nagot "naturligt” seende som foregar
kulturen, och alltsd ingen i sig Gverldgsen
seendets regim, s& finns det heller ingen
stadsbyggnadsstil som ensam kan tillfreds-
stélla manniskans langtan efter stimulering av
synsinnet och égonfréjd.
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franslations

Dear Reader.

Indeed our vision has been affected by cultural con-
ceptions. Vision changes throughout history and it is
being formed by the spirit of the time of each
epoch, its technology, science, art, popular ideas.
This double issue of Index has had "History of the
Eye" as a working title. The idea was to make a few
strokes in the history of vision from different angles
of approach - out of sheer curiosity and in order to
give new perspectives to the ideas we've got about
vision today.

Sven-Olov Wallenstein has written an essay on
the different conceptions about "the eye of the cri-
tic" whithin art theory and philosophy. Jan Erik
Lundstrém writes about how the history of the eye
has become an expanded field for research and
about how art history has become history of the
image.

Two of those theorists who have been important
in this new field of knowledge, is the film-researcher
Kaja Silverman and the historian Martin Jay. For this
issue of Index we have translated Silverman's essay
What is a camera? and Jay's Scopic regimes of the
modernity, into Swedish. In a meditation on Hans
Belimer's photographies, Sara Arrhenius draws up
the connection between the vision of the surrealists
and today's feminist art - a discussion exemplyfied
by the works of Ingrid Orfali who Maria Lind writes
about in her essay.

As usual Index offers presentations of contempo-
rary scandinavian art. In this issue you will meet the
art of Ann K. Lislegaard and Peter Hagdahl, both
exhibiting in several exhibitions this fall. Magnus
Bartas presents Hans Peter Feldmann and his pho-
tographs and -least but not at last - we've got pro-
jects, especially made for Index by Michael
Elmgreen and the Scottish artists Douglas Gordon
and Jonathan Monk.

And much, much more.............Happy Reading!

Mirrorings

It starts with the impossibility of viewing Ingrid
Orfali's glossy cibachrome photographs without
simultaneously seeing one’s own reflection looking
back. The 1 x 1 metre module she has appropriated
is just large enough for the shiny surface to include
the upper part of the viewer's body. In this way, you
suddenly discover that you are standing eye to eye
with yourself, and the Marcissus' game of gazes
begins. All the same, the situation is not unlike that
of the little child, who according to Jacques Lacan,
enters the mirror stage where the mirroring of both
himself in others and in the self, allows him to
detach from the mother and begin the journey of life
as an individual. The mirroring—and the gleam from
the mirroring—in Ingrid Orfali's photographs creates
distance from the image itself, but even the viewer
is transformed into "someone else” when linked to
the widest variety of objects: a glove, a winged
glass penis, a tampon, gaping fish, a lipstick, an
eye.

Ingrid Orfali rapidly established herself at the end
of the 80s as one of the most interesting Swedish
artists.! She chose the still life as her genre, histori-
cally a feminine domain in the art world. Since
women could not enter art schools until the middle
of the nineteenth century, they were relegated to
genres where knowledge of anatomy and perspecti-

ve were unnecessary. But Orfali's still lifes have the
unmistakeable mark of our times. They are collec-
tions of surprising combinations of kitsch objects,
photographed according to the seductive principles
of advertising. The colours are glaring—the triad
red, white and black recur with regularity— and the
surface is extremely shiny. Her photographs are
often accompanied by small signs—which contain
often radically different sounding titles in several
languages—which circle around the mother-image
like satelites and open a path towards different
interpretations.

The photographs function as one-act plays
where the event is concentrated in space and
time—they are reminiscent of the antigue temple's
metop reliefs: large enough to comprise battle sce-
nes between gods and giants, centaurs, Greeks
and Amazons. The objects become actors on this
imaginary stage, but the action itself takes place
before or after history's standstill in the photo-
graphs—there is a self-possessed calm within the
frame, like that of French Classicist drama. Because
even if Ingrid Orfali's photographs deal with the
body, eroticism and violence, the drama takes place
outside of the image. In contrast to Pierre
Klossowski's images, whose erogenous fiction the
artist has analysed in her doctoral dissertation,
Orfali's photographs are not erotic orchestrations
whose purpose is to tease out an orgasm, but more
like gender-political hieroglyphics to be deciphered.2

Three visual strategies appear consistently in her
work: the aniconic body, the combination of text
and image, and quotations, both literary and pictori-
al.3 Her work also evinces a constant dialogue with
three spheres of interest: Margritte's version of sur-
realism, feminism as sexual politics and popular cul-
ture in the form of the advertising photograph.
Cutting through all this is the special modus vivendi
of her photographs: the allegory.

Allegory and "the Feminine”

For Jorge Luis Borges, the allegory was not only
stupid and frivolous, but even unbearable. It was a
thorn in the side of Benedetto Croce who conside-
red it to be a monstrosity, extravagant and excessi-
ve. He thought of it as an abomination of nature
since it, per definition, comprises many meanings in
a single form, It represents an over-abundance
when austerity is prized. Neither does it grow orga-
nically. But as Craig Owens pointed out, the supp-
ression of the allegorical impulse takes place in the-
ory and not in practice, He holds that while the alle-
gory exists in modernist art in potentia—i. e. it
comes alive through the act of interpretation—it is
explicit in postmodemn art. He exemplifies the new
allegorical impulse which he saw at the beginning of
the 1880s in image-appropriating artists such as
Robert Longo and Sherrie Levine.* Ingrid Orfali who
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plays with allegory both as an attitude and a techni-
que could also be included in this category.

Allegory is quite literally to speak of something
other, allos=other and agoreuei= to speak. Allegory
allows a text to be read through another and, in
doing this, it also becomes a model for the com-
mentary itself. One of the main arguments for dis-
missing it would be to classify it as a supplement,
an unnatural accessory. This bears a striking resem-
blance to Jacques Derrida’s interpretation of
Western philosophy's privileging of speech at the
expense of text.5 Text has in this way become
"ferninised”, it has been given a subordinate—femi-
nine—position.

Does this mean that we can speak of a special
relationship between allegory and "the feminine?”
The structural and historical similarities are obvious.
Furthermore, subordinate and repressed groups—
where women, and "the feminine” by extension
belong— are often forced to double code in order
to tell their stories. They are forced to speak in ton-
gues, to express themselves in fables and allegori-
es. In Orfali's romantically brown-tinted photograph
entitled He, for there could be no doubt about his
sex, an Oscar Wilde type figure poses in a pinstripe
suit. In the same way that the homosexual author
had a double nature, the title implies that the model
is a man, although the work itself is a self-portrait.
Here the boundless androgyne enters to the
accompaniment of several lines from Virginia
Woolf's Oriando, who not only changes sex during
her life, but even ties together the eras of Elizabeth |
and Elisabeth Il

One tradition whose ambition it is to criticise the
bigoted bourgeois culture, and where the focus is
on the allegory of the female and "the feminine” is
surrealism. Long dismissed and overlooked by both
art history generally and the modemnist tradition par-
ticularly, its figuration and symbols have been seen
as almost embarrassing. Surrealism has also been a
punching bag for Feminist art research: the male
artist's exploitation of woman as a muse and a
child-woman, for instance, has been considered to
relegate women by placing them closer to nature
and to the origin.? Rosalind Krauss has however
interpreted surrealist photography as a sphere
where the woman is "under production,” she is, in
other words, constructed rather than of nature
given.” Ingrid Orfali's photographs can be found in
the wake of this surrealist tradition.

The Baitle of the Sexes
Like the surrealist Magritte, Ingrid Orfali creates ima-
ges where thoughts are communicated. Painting
was for him a permanent protest against everything
which is taken for granted in life.2 Orfali's photo-
graphs are similarly challenging to common sense
and established truths, not least those of the gender
hierarchy and the role women have been given in
refation to art. Women’s alienation in the patriarchi-
cal culture is commented on in La Chute dAriane—
Challenge for bloody bastards. A tampon connec-
ted to a lipstick (which actually is a tester) stands
out against a blood red background. Together they
form a missile which points relentlessly downward,
like the girder in an aristocratic bastard's coat of
arms. It is reminiscent of the failed French space
programme called Arianne and of the inevitable fai-
lure of military rearmament. And are not women,
with their impure menstruation and their vain plea-
sures, our culture’s ostracized bastards? But what
about Ariadne? The one who saved Theseus with
her thread from the monster Minotauros in the laby-
rinth Knossos, only to be abandoned by him directly
afterwards.

Paraclet boréal - Borealisk Paraklet also contains
two objects: a red glove which extends toward a
winged glass penis. The paraclete is a winged phal-

lus which symbolises the Holy Spirit of the Catholic
Church in its procreative guise. The red glove in the
photograph happens to be a left glove, the left hand
represents the sinister, or bad side—in other words,
the female side. We are seemingly confronted with
the woman who desperately reaches for the creati-
ve principle, but who doesn't quite succeed, like the
way the male perogative of creativity in the patriar-
chal culture has been an unattainable forbidden fruit
for women,

The paraclete recurs in Wemen, now in the form
of a bomber manned by a kamikaze pilot who has
just pulled an arm off of the Golden Angel.
According to theologians, angels are sexless, but
they are beautiful like women. Is it the Creator exer-
cising his right to maim the insubordinate woman?
The artist writes: "WEMEN? It is us,mankind, We
men. When it is heard, the word inevitably forgets
half of its content. WEMEN? It is us, the men or;
men only...The word WOMAN is a betrayer of its
meaning, just like the word SILENCE. The sound of
the latter refers to the opposite of its sense. If one
hears WOMEN, one hears simultaneousty: WEMEN.
If one were to sightread WOMEN, the self-destructi-

ve imperative would still be visible: WOE/MAN. The
word WOMEN is, therefore, in many respects the
matrix of women's language. Like the word SILEN-
CE, WOMEN embodies the wager of its own death.9

Ingrid Orfali points out in a commentary that
Feemale—Pa bettet is a copy of Magritte’s thematic
pattern "man without a head."'? In his paintings, the
head is replaced by a red balloon, a green apple, or
a white bird. This work depicts a red square and the
empty but greedily gaping jaws of a fish in its place.
The body is clad in an ill-fitting square pinstripe suit
of the kind the artist has a predilection for. Even if
the individual is literally on the hook—the teeth red
with blood or after a passionate kiss by someone
with red lipstick—the maintainence of the male
image exacts its price. But the implication of "a
taste for blood™ means that this has just begun.

The Sucker is a copy of Feemale—P4 Bettet. The
bait and the baiter are one and the same individual
when the sneering, gaping fish jaws encircle a lip-
stick. Horace Engdahl has interpreted the mouth as
a vagina dentata with the lipstick as a clitoris or a
male member."! If this is the case, then we have
another example of Ingrid Orfali's gender recoding
and we are observing the threat of castration, In
Heinrich ven Kleist's play Penthesilea frorn 1808—in
which ancient mythology's chain of events are alte-
red and Penthesilea emerges victorious from the
battle—Engdanhl finds a literary resonance to Orfali's
photography. The wild Amazon gueen in a battle of
love alternates between kissing and biting Achilles
to death.

The Eye and Gender

It is not simply that the eye and the gaze are pre-
sent when we encounter Ingrid Orfali's mirroring
photographs, they also form a content theme in her
world of images. In |, Tiresias and Pelta, hanging
face to face at Kulturhuset in Stockholm in 1890,
she placed two round photographs of eyes on eit-
her side of a black volcano-shaped sculpture. In his
Metamorphoses, Ovid describes how Tiresias is
transformed from a man to a women after he had
killed a pair of copulating snakes in the woods, After
eight years as a woman he regains his male identity,
but his experience as a women has left him blind. In
the debate between Zeus and Hera about who gets
the most pleasure out of sex, he sides with Zeus
who claims that it is the woman. Hera, who wishes
to keep this a secret, deprives him of his sight. Zeus
attempts to mend the wound by giving him another
kind of sight, the gift of prophesy—which results in
his ability to foresee the tragic fate of Narcissus.

In TS Eliot's poem The Waste Land the blind
Tiresias is by virtue of his psychic powers the
omniscient, one who sees, among other things, the
lot of Western wemen in the early twentieth century.
He is also all the characters in the poem in one per-
son. Sir Edmond in a pornographic novel by
Georges Batailles, Story of the Eys, is also omnisci-
ent.'2 The sexually aroused and red-eyed
Englishman watches from a distance the increasing-
ly violent and insane sexual games of the youth, In
the novel this sexually greedy eye is coupled to sex
on a number of levels. One level is purely a form
analogy: the eye has its counterpart in the egg
which Simon cracks between his lower lips, but also
in the skinned bull's testicles which Sir Edmond
obtains for the girl. She greedily bites into one of
them. And while she and Sir Edmond witness how
bull fighter Granero gets his right eye gashed out by
a raging bull, she pushes the other one up her vagi-
na.

If eye/!, Tiresias seems open and vulnerable then
the eye in the armoured Pelta appears all the more
protected. A gleaming metal casing keeps the
attacking gaze at a distance. But like the Greek
battle shield called Pelta, which included a peep-
hole for the warrior to keep an eye on his opponent,
it counteracts its purpose and becomes the target
instead. It all ends with the blind, but omniscient,
and the seeing, but unsuitable eye disappearing
down into the hellish craters of a volcano, into an
abyss where rules don't count and there is no con-
trol. The eye seems to have lost its authority.

Epilogue

After a period of silence, Ingrid Orfali and her work
became front page news in 1992—this time in
Australia. Her monumental sculpture To Sail, To
Stop was inaugurated by Queen Elisabeth Il. It was
the winning contribution to a public competition
announced by the city in order to celebrate the first
naval departure from Great Britain to Sydney in
1797 and Sydney's elevatation from prison colony
to town in 1842. To Sail, To Stop combines a ship
and an anchor, both of which appear in the city's
coat of arms. These can also be seen as a continu-
ation of the artist's interest in themes of travel and
adventure which is exemplfied by photographs
such as Moby Dick — Moby Dick Repasse and
Das Narrenschiff. If the line in the anchor's half-
moon form is drawn to completion, it forms an upsi-
de down sign of the female. The sculpture is done
in green Australian marble and bronze, and it is
located in front of Sydney's town hall on Sydney
Square.
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Come closer

you will now read my words

my words will help you and guide you
deeper and deeper

into space

In the opening sequence of Lars von Triers film
Europa there is a voice over guiding the protagonist




on his journay into Europe. The voice is that of a
hypnotist, mentally preparing the protagonist for his
experience of Europe. But the effects of this sug-
gestion are twofold; it is also a suggestion of the
audience into the journey to Europe, into the fiction
of the film, into "Europa”. The audience is being
prepared, coaxed even, into the experience of the
film, of film and Cinema itself. This method of film on
film, is of course recurring throughout the history of
film, this modern perception incamate. Likewise in
recent art, where the previous dominant "L'Art pour
L'Art” seems to have been replaced by an Art on
Art idea, with a method of context as content in
works of art.

S

Ann Kristin Lislegaard also in her works uses
suggestion as a guideline through the experience of
art, as a metaphor for the experience of art, the
process of viewing, as well as creating art. The con-
cept of suggestion is used to focus on the relations
between the audience and the artworks, and the
audiences expectations to the artwork, and on the
relation between the artist and the artwork, between
the artist and the audience. It is the system of art -
the art-world - that ultimately is the subject of these
wiorks.

you decide to play the game
you are the game

In the installation The Garden of Eden (1994) the
viewer is guided through the exhibition, or rather,
the experience by the smoothly relaxing voice of a
hypnotist, urging the viewer to be open and recepti-
ve, promising wishfulfilment. However, the voice fil-
ling the space is pre-recorded, the speaker is
absent, the suggestion remote. Actually the voice is
that of the exhibition's curator. In this manner it is
not just a case of the artist trying to move and
manipulate the audience, since the presence of the
curator in the piece shifts the focus to the organisa-
torial and curatorial principles and preconditions
behind the exhibition, thus include the intricate rela-
tions between the artist, the institution and the audi-
ence in the process. The structures behind the
actual show is being shown, things that are normal-
ly unavailable to the audience becomes part of the
experience, however distant, Or rather, precisely
distant: It is this distance (between the public
accessable space and the institutional structures
behind it) that becormnes the crux of the matter. In a
sense, the boundary between the space and the

preconditioning structures are made visible. The role
of the curator as the executor of wishfulfilment, for
the audience and artist alike intertwine with the vie-
wer's expectations upon entering this specific site,
this art-space, so to speak.

This is not an uncomplicated situation, however:
The space is mapped out in the installation by laby-
rinth-like rows of curtains, which allows multiple
passages. The curtains create temporal and spatial
boundaries, but the evasive materiality of the cur-
tains permits transgressions. It is not only possible
to go around the curtains, but, possibly, also to go
through them. The boundaries may be coded by
the context of the space, but they are not fixed with
one mode, within one pattern of movement; the
(institutional) setting is given, but the expectations of
the viewer is not. The piece is obviously theatrical,
but it is the people in the audience who are the
actors, and the artist who is the playwright.

Upon entering the (art)space, though, one could
argue that the viewer is always already predetermi-
ned on a specific mode of experience - the experi-
ence of art, with all its connotations and ramifica-
tions. The viewer is already set-up. By the institu-
tions and their undeniable power, and, signifcantly,
by their own expectations and positions. By using
suggestion as an artistic tool in this way the inherent
manipulation of the institution's exhibition strategy is
brought forth, but this manipulation, paradoxially
always confronts the viewer with his or hers own
wishes and desires, towards the art objects and the
art institutions. The social context in which art is
experienced, seen and understood as art.

vou experience what you wish and
you wish the experience

Now of course the confrontation of the subject with
its own wishes and desires through manipulation
was always the idea behind suggestion, anyway!
And if the subject and subjectivity of the artist see-
med to be somewhat absent from the process in
The Garden of Eden, it is the artist herself who is
the subject under suggestion in another installation,
Liberty Befls (1994/95) In this piece the artist was
instructed to make drawings during hypnosis, being
constantly coaxed to mowve on from room to room,
from territory to territory, crossing boundaries on the
way, and noting them as they were being crossed.
These drawings that were produced under that
influence look hilariousty like drawings from early
surrealism, thus commenting on modernism's illus-
trious past. But whereas surrealist drawings were
supposed to reach the deepest depthst of the
human psyche, these pieces were all made under
the guidelines of the hypnotist. Under direction. And
the hypnotist was instructed by the artist to lead the
proceedings in a certain direction. Thus , what we
have here is not the modernist notion of the free
flow of the artist’s psyche - subjectivity manifested -
but a planned process. The drawnings are not sta-
tements of intent in themselves, but leftovers, docu-
mentation of a process. They all seem to center
around some sorts of boundaries, on marking and
un-marking territories. A territory, or artistic field that
could be called the examination of subjetivity. These
drawnings are not subjetivity in form, but part of a
process that examines the creating of so-called
subjetive works. That the artist should express sub-
jectivity in form is, of course, part of the role of the
artist. And, perhaps, part of the expectations the
viewer has got towards the artists, or on encounte-
ring artworks. The modernist myth of the artist
being, that the artist possesses an insight to an
other field of vision, to an other reality. It is expected
behaviour of the artist. It is these systems of beha-
viour, for the artist and for the audience, that are the
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concern of these works. The territory, or space, bet-
ween the viewer and the art object.

closer and closer
into the Sphere

The marking and un-marking of this expanded field
is central to Lislegaard's artistic project, where the
works problematize the oppositions presence and
absence. In the piece Zone of Fear (1993),the space
is literally diveded into halves by a large electric net
that cuts through the room. The object marks a
borderline, not between an infront and a behind, but
rather between the viewer and the expections of the
viewer, The electricity of the net at once invites con-
tact and negates it. The shock from the electricity
could be be painful, or it could be enticing, It could
also be both, depending on your point of view, On
your desires! As such the piece functions as a bor-
derline between the viewer and his or hers desires
and wishes towards the object. The spatial bounda-
ry shifts the focus to the intentionality and position
of the viewer, while on the other hand the obiject is
able to answer for itself, in the sense that gives
back electric shocks. The seemingly fraglige net is
active in the process, in the experience. It is very
much present, and as such brings forth the desires
of the viewer, The desire of the viewer for an other
realm of being, experienced through art. The tou-
ching of the net and subsequent receiving of an
electric shock, the inter-action, in short, also beco-
mes a crossing of some sort. A crossing into the
other side, not unlike the crossing made under sug-
gestion,

This mirrored condition is also the subject of the
work Wandering Stars (1995), where the audio-sug-
gestion from Garden of Eden appear as text, silk-
screened on a large mirror leaning against the wall,
The wall are plastered with small shiny pieces, the
imaginary stars. The mirror likewise show an imagi-
nary room, which is the reflection of the actual
space in which the viewer is positioned. The mirror
works as a boundary between these two spaces;
the imaginary and the real. By watching ourselves
watching, our attention is brought upon the activity
of viewing in itself, and to the process and procee-
dings of being in this actual (art)space. Our desires
for recognition are obviously played out, to say the
least! The mirror being the place for self-reflection,
and as we know from Jacques Lacan, the place for
self-identification, in the so-called "Mirror Stage”,
where identity and identification take place through
the reflected image, the double. In other words,
through a process of alienation, since the self is
physically distant and unattainable. In Wandering
Stars (1995), the suggestion text on the mirror
marks this boundary which cannot be crossed, and
in effect of the function of artworks as suggestive of
self and desire, of the intentions of our gaze, We are
in the space, yet unable to reach our object of desi-
re within the process of viewing. In this manner the
work not only mirrors the space we posit when we
view artobjects and -experiences, but also a divided
and fragmented self.

you start to sense the room
the room surrounds you

So supposedly art is able to give insight into this
other world - a virtual field - where things that can-
not be experienced or corrected in the surrounding
reality is to take place, is to be represented. The so-
called heroic nature of the arist is to visualize this
other side, and in the process make the viewer feal
heroic, too. A suggestion of the viewer that is not
unlike the mass-suggestion of the political world in

its method, albeit on a smaller scale. Mass-sugges-
tion is of course an integral part of the condition of
Facism. But rather than staging these heroic antics
- with their inherent politics - Lislegaard instead
wants the viewer to examine this process in itself,
turning our attention to the surroundings, the social
situation in which art is seen, to what can be ter-
med the social context of art production and exhibi-
tion, be it in the hallowed halls of the museum or
the white cube of the gallery space. The representa-
tion of subjectivity, of power. To subject to sugges-
tion is to be subject to (someone or something’s)
power. In this respect, the construction of the
heroic artist, can be seen as a distinct male discour-
se. A vision and representation of an absolute, cen-
tered, unitary and decisively masculing subject; the
hergic artist. So in order to represent herself artisti-
cally, a woman is forced to take on a masculine
position. Femininity in representation thus becomes
a masquerade, a simulation and seduction, a false
reprensentation. Lislegaard’s concem with sugges-
tion and seduction of the viewer places her work
within a discourse of femininity and Feminism - the
discourse of the Other. The drawings mocking earty,
authoritative and seminal modernist works, bear wit-
ness to a profound disrespect for this - in more
ways than one - paternal authority. Patemal as tra-
dition, and as Sex.

In the installation Into the Mist (1994), the social
context of art is also the content of the work. the
space is being initiated through the use of garlic
spread around all corners of the room, The space is
under the spell of the artist. The smell and materiali-
ty of the garlic somehow reminded the visitors of
the social context outside the space, of the surroun-
ding reality: The gallery in which the installation was
made is situated in Copenhagen's Vesterbro neigh-
bourhood, notorious for its large population of
Turkish and Pakistani immigrants, i.e. garlic-eaters!
The connecting of the smell of garlic with oriental
immigrants tells us a lot about the intentionality of
the viewer, how very simple sensory impulses are
translated into a specific social, and in this case
racist, understanding. The sanctity of the gallery
space’s white cube is sabotaged by the social situ-
ation outside the actual space, which is, in turn,
exposed as dependent on the surroundings, not
suspended from them. Had the space been situa-
ted elsewhere, the reading of the work would have
been wholly different. The spread of garlic could be
seen as a prop from a vampire flock, for instance.
The object of the piece is not, then, to make a
strictly site-specific social cormment, but rather to
deal with the politics of representation, and with the
intentionality of viewing. Questions of identity, and of
exclusion is inherent in the (art)space itself.

you are in the right place at the right
moment
you are in the space

In her work Lislegaard examines how we view art in
its context, from a certain position of art-viewing,
from a system of behavior that belongs to the art
waorld and its institutions. Indeed, a mode of beha-
vior that probably has no meaning nor place outside
the artworld, although it certainly mirrors behaviorial
systemns of society, albeit not the most democratic!
The artworld is supposedly the realm for expression
of transgressive subjectivity. That which cannot exist
in society must exist in art! Politics and aesthetics
seen as separate entities, indeed as opposites.
Lislegaard instead questions whether this subjec-
tivity can at all be represented in an artwork, whet-
her not antworks are always already part of a sys-
tem of expected behavior, pre-conditioned by a
specific mode of representation and reception, and

thus subject to certain rules of perception. In this
respect the rules of the artworld are always already
the artist's rules. The sense and sensibility of the
artist and their objects are part of a process of reifi-
cation, through the context in which art is exhibited
and experienced. The works are therefore incom-
plete, open to interpretations, opening up an expan-
ded field of vision between the work and the audi-
ence, bordering around the social and psychic, rat-
her than around the artist and the work, the subjec-
tive and the material, As such Lislegaard's project
can be seen as an expansion of the BOs critique
and de-construction of modernism, as is the objec-
tive of most interesting work in the 90s. For artists
of this generation the artworld and its spaces is not
so0 much suspended from the surrounding realities,
but rather existing as a parallel reality. Emerging
from the other side.

be there - in the space

Note: All spliced texts are from a suggestion tape by Ann
Kristin Lislegaard.

Simon Scheikh is an art historian lives in
Copenhagen and works as a free-lance curator.

André Breton thought that surrealism would liberate
the human unconscious. For him, sexuality was a
good force which had to be set free from cultural
conventions and the inhibiting restraints of morality
in order to reach its full beauty and explosive power,
There was a deep division between Breton and that
wing of the surreal movement which was dominated
by the philosopher Georges Bataille. In Bataille's cir-
cle, the image of the human was dark and filled with
contradictions. In literature, art, religion, and myths,
they found in man a being whose death drive and
sexuality were not two opposing forces but rather
tightly interwoven with each other. Breton's unwil-
lingness to concern himself with these sides of
human nature - or unnature- also led to a definitive
and final break in the movement when the “black”
surrealists were cleaned out, Of course, it is in this

part of surrealism that we locate the art of the
German photographer Hans Bellmer. His strange
erotic dolls, which are an almost compulsive exami-
nation of the aggressive and sadistic sides of desire,
are the dark side of Breton's bright erotic utopia.
Hans Bellimer was born by the German-Polish bor-

der in 1902. His father, an engineer with fascist
sympathies, sent him to study at Berlin's polytech-
nic university. Bellmer detested engineering and
s00n left school for a career within advertising.
Arriving in Paris in the twenties, he came into con-
tact with the surrealist movement and published his
first photographs of dolls in the surrealist periodical
Minotaure in 1935. The photographs show his first
doll - inspired by an erctic childhood memory of his
cousin - a grotesque body in various obscene posi-
tions assembled from various parts of his childhood
toys. The body we meet in these photographs is the
impossible and indescribable body which otherwise
only confronts us in our dreams. It stages the per-
verse dream of a body which is all bodies, a condi-
tion without distinctions or borders between indivi-
duals, sexes, bodies, Bellmer creates a fragmented
body with no unity, where every part is exchangea-
ble for another; a breast can be a head, an eye can
be an anus. His sadistic dismantling of the female
body also suggests a deep fear of women.
Simultaneously erotically enticing and threatening,
the female body he creates lacks a self; she only
exists as a formless monster assembled from fetis-
hized body parts.

There is a connection betwesn surrealism’s fasci-
nation with the photographic image and their inter-
est in states of mental automatism where the well of
the unconscious opens itself uncensored and wit-
hout inhibition. The camera's eye is itself automatic,
without value judgments or conscious censorship.
This automatism becomes something frightening in
Bellmer's photographs; they do not portray the
human unconscious as a beautiful fantasy landsca-
pe. His dolls’ disjointed bodies are like monstrous
marionettes; they represent humans as an automa-
ton driven by the fuel of sexuality and the death
drive. Bellmer worked as a stage designer for Max
Reinhardt's production of a dramatization of E.T.A.
Hoffmann's tale of the Sandman. The story of the
automaton Olympia exerted a strong influence on
Bellmer's dolls. Hoffmann's automaton is also cen-
tral to Freud's interpretation of our experience of the
uncanny which he explains as a meeting with
repressed childhood memories in the form of sym-
bols. The automatic, repetitive movernents of the
doll are experienced as frightening when they
unconsciously remind us of the coercive force of the
repetition compulsion.!

The sexualization of vision
In his survey of vision in modermity, Jonathan Crary
shows that at the beginning of the nineteenth cen-
tury a fundamental revolution occurred in the way in
which vision was conceived. Vision shifted from the
camera obscura’s abstract and geometric world,
where the viewer had a complete overview of and
control over the field of vision, to the unreliable and
temporally limited corporeality of the human eye. As
a result of developments in physiclogy, vision was
increasingly connected to the body and localized
within the specific individual's subjective experiential
waorld. This fall from an absolute, omniscient look to
an embodied and subjective eye is a step towards
the splitting of vision which culminates in early
modernism's questioning of the paradigm within the
history of vision which began with Renaissance per-
spectivism.2

The reintegration of vision within the body also
came to mean that the eye was gradually sexuali-
zed. In the developing bourgeois society, pleasure
came to be increasingly concentrated in the eye
and the act of looking, in the appealing shop win-
dows of cities, and in the discovery of a range of
different technologies of vision such as the camera,
the stereoscope, and the kaleidoscope. Sexual ple-
asure became a visual pleasure, something which is
made clear in the explosion of pornography which



erupted at the end of the nineteenth century.3

In contemparary revaluations of modernism in art
history, several critics have picked up on those
movements within modernism which examined
modernity's fetishization of the eye and vision.
Surrealism in particular has been the object of inten-
se interest. Previously conceived, at least within the
American art history canon, as a marginal and
‘over-literary’ mutation within modernism's search
for purity, surrealism has attracted much attention
for its exposure and critique of the structures -
uncanscious, political, social - which stand behind
modern conceptions of visuality. Within surrealism,
vision always shows itself to be clouded by other
sensory impressions and by unconscious impulses.
The eye reveals itself as an erogenous zone and
vision acquires an “unconscious.™

The interest in surrealism is also visible within con-
temporary art. Duchamp has been a central figure in
the art discussions of the last decade. But critics
have also paid attention to the strong influence
which the lesser known photographic warks by sur-
realists such as Bellmer, Cahun, Ubac and Boiffard
have exerted on several contemporary artists, for
example Cindy Sherman, Robert Gober, and Louise
Bourgeois. One can detect in the interest which
artists such as Paul McCarthy and Mike Kelley show
in the drive-controlled unconscious side of man a
connection with the investigations of surrealism. But
there is also a connection between the way in which
these artists blast taste and generic categories, bet-
ween their games with the grotesque and the taste-
less and the hidden dimension in the trivial, and that
which Bataille called the “informe," that which
breaks down and exceeds all categorizations and
designations.s

Black surrealism

Is this intense inferest in surrealism a nostalgic revi-
val of an outmoded form of expression or are there
deeper affinities between vision in our times and
surrealism’s? Can one talk, at the level of a history
of ideas, of a connection, a certain Zeitgeist which
has parallels to surrealism?

The key to understanding the contemporary
interest in surrealism is to see which surrealism is
the source of the influence. It is not Breton who
interests our epoch as much as the circle around
Bataille. It is typical to emphasize, like Hal Foster
does in Compuisive Beauty, his recently published
study of surrealism, that essential to an understan-
ding of vision in surrealism is Freud's interpretation
of “the uncanny” (das Unheimliche) as a return of
repressed traumas and wishes in distorted form. A
retumn which in Foster's interpretation concermns not
only the unconscious of sexuality but also a histori-
cal and political unconscious where art becomes a
symptom of a culture's suppressed conflicts.

This giving form to a society's repressions finds,
in Foster’s interpretation, its most concentrated
expression in the photographs of Hans Bellmer. His
mechanical dolls revealed not only the sexual trau-
mas of an epoch, but also shock at the effects of
war, technology, and fascism. The central role
which Bellmer's photographs, relatively unknown
until now, have come to occupy in contemporary art
discussions provides also a key to the understan-
ding of surrealism'’s meaning today. In looking at
contemporary art through his photographs, one can
see that the questions which his work opens up are
extremely contested and traumatic even today.

The last decade’s feminist analyses of our culture’s
image of womanhood have remarked on how deci-
sive unconscious desires and fantasies are for our
construction of sexual difference. This unmasking of
unconscious structures in images of masculinity and

femininity has also been a central theme in contem-
porary feminist visual art.

Rosalind Krauss has pointed out that the way in
which surrealist visual art constructs femininity is a
predecessor of the deconstruction of gender which
characterizes our times. There is a strong connec-
tion between surrealism's image of womanhood as
a construction of male desires and fantasy and
today’s feminist unmasking of the unconscious
structures behind vision and sexual difference; an
influence at the level of both ideas and esthetics
and which involves a recognition and a dissociation,
and which finds its most clear exprassion in the
course which Cindy Sherman's work has taken. The
increasingly obvious influence from mainly Bellmer
which one can see in her work must not be inter-
preted as a break with her earlier works, but rather
as the consequence of her understanding of the
unconscious fantasies which hide behind images of
woman in our culture.

Her work from the past few years has been pho-
tographs of grotesque dolls; eroticized monsters of
a kind, photographed in a dull, red shimmering light
and surrounded by fetishistic props, abandoned or

worn-out body parts. Certain photographs only
show something which brings to mind bodily fluids,
blood, sweat, tears, and sperm. Here, there is a
clear link to Bellmer's mutilated and bizarrely
assembled dolls, The photographs ¢an be seen as
a continuation of an earlier series of photographs in
which Sherman dressed up as a woman who has
been battered, raped, or murdered, She presented
herself beaten up and unconscious, surrounded by
her own blood and vomit. Sherman's early female
portraits showed femininity as a shield, as a way of
hiding that which cannot be revealed; behind her
disguises, with all its acting and seduction, is hidden
the lack which makes the castrated woman frighte-
ning. In the latest work, the dazzling surface of femi-
ninity has fallen off to show the revealed female
body - the very female organ as something horrific
in its difference .These seemingly different works are
connected in that they show the fear of the female
body's difference which is encapsulated in our cul-
ture’s representation of woman as lack. Sherman's
seductive masguerade reveals the symbols of wom-
anhood as fetishes which are supposed to repair
the mutilated wornan and give her the phallus she
lacks. Her images of abused female bodies and of
the mutilated, monstrous bodies of dolls show
openly instead the fear of woman which is the
unpleasant reverse of the masquerade of genders.
Martin Jay has shown in Downcast Eyes, his
recently published study of vision in twentieth centu-
ry French thought, how the central place of vision in
the French intellectual tradition has developed into a
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strong suspicion of vision, an "antiocularcentrism.”
Jay assigns a primary role in this development to
the group around Bataille. He also shows how this
line of thought attains a strong influence in the cur-
rent development of feminist theory. Surrealism’s
examinations of modernity’s fetishized eye and the
unconscious of vision are continued via the thought
of Lacan and Foucault in feminism’s critique of our
culture's phallocentric gaze and the fetishization of
woman, | also do not think that the surreal influen-
ces which are today most visible among feminist-
oriented female artists (Cindy Sherman being only
one example) should be interpreted as a move
away from the intellectual and conceptual visual art
of the 80s. Instead, the presence of surrealism in
ferinist visual art can be partially explained as the
effect of the strong influence of French thought on
Anglo-Saxon feminist theories of vision.

Monstrous marioneties

One of Bellmer's most horrific photographs was
produced after World War Two. The picture shows
the naked lower bodies of two women entangled so
that they form a swastika, a pomographic desecra-
tion of the Nazi symbol which opens Bellmer's work
to its historical context. His tattered doll bodies, vio-
lated and broken, can be seen as a kind of embodi-
ment of fascist misanthropy's dehumanization of
those who fell outside their human ideal. But the
dolls’ uncovered obscenity, their defective bodies,
can also be said to be a desecration of fascism's
ideal of purity. In Nazism's censorship of “degenera-
te" art, it was not so much abstract art which was
perceived as most objectionable but precisely
representations of bodies which broke with the offi-
cial body ideal. In such a context, Bellmer's photo-
graphs acquire an unexpected political dimension in
a roundabout way. His dolls suddenly emerge as
obscenity's unmasking of fagcism's human ideal:
the symmetric and well-trained male body. In surre-
alism), there is a fear-alloyed delight with mechanical
dolls, automatons, robots, and mannequins. Here
there is a connection with surrealism’s investigation
of the human unconscious and its drives. The
mechanical motions of the dolls associate to an
image of man as a marionette controlled by its dri-
ves. But as Foster points out, Bellmer's fearful fasci-
nation with the doll - in contrast to Futurism's cult of
the machine - can also be interpreted as a critique
of rationalization within modern life and the way in
which new technologies have influenced human life.
I industrial development, in the streamlining of
labor and war, man was experienced as increasingly
disciplined and machine-like.8

Surrealism’s fantasies of a fusion of man and
machine can today seem even more relevant when
we can heal, change, and improve our bodies by
means of biclogical and genetic technology. Our
bodies are becoming more prosthetic, which makes
the border between man and machine ever more
unclear and difficult to discern - the human body
has become technological and technology has
become organic. Today we can not only construct
machines which are endowed with human charac-
teristics but also live in a strong symbiosis with
technology. Nor is what makes today's machines
uncanny their inhumanness - like Bellmer's rigid
dolls - but rather their humanness. In precisely the
same way as the surrealists, one can today see any
number of artists who are both drawn to and frigh-
tened by our culture’s divided fantasies of man and
modermn high technology. In Matthew Barney, this
fascination expresses itself in an examination of the
borders of what we call human. In his videos, he
pushes the limits of his natural body through physi-
cal exertion, masking and use of strange prosthetic
aids. In his latest work, Cremaster IV, he has staged

a perverted science fiction fantasy populated by
odd hybrid creatures, neither man nor animal nor
machine, involved in strange competitions and
games. Technology in Cremaster IV is uncannily
organic; it is difficult to decide what each object is
made of and if they are man-made or natural. Here
there is a surreal slide between nature and unnatu-
re, man and machine. By means of these boundary
transgressions, Matthew Bamey reveals the web of
curious fantasies and truths which we spin around
technology's possibilities and horrors. But he also
shows us how these webs offer us the possibility of
imagining other ways of being. Something which
also displaces our ideas of human nature and how
we think of ourselves as separate from each other,
other life forms, or machines.

The tactile eye

Crary points out in his study that despite the fact
that the sterecscope was invented before the
camera, it never established jtself as a metaphor for
vision in the same way that the camera did. Crary
claims that this depended on the fact that the stere-
oscope, by creating the impression of a third deep-
field image from two different images, revealed the
deceitful character of human vision. The dominant
position of the camera in contemporary conceptions
of vision depends in part on the camera’s continuity
with earlier image conventions which give the spec-
tator the illusionary triumph of still being the master
of the field of vision.”

Today, we are in the middle of a radical transfor-
mation of the nature of vision, The explosive deve-
lopment of digital technologies of vision and image
production seem to be breaking up most of our
visual conventions, and the relationship between
observer, perception, and the outer world. We are
in the process of creating an experiential world
which is less and less dependent on optical percep-
tion. It is a change difficult to survey, since being in
the middle of it makes it almost impossible to grasp
and understand, But this development raises a large
number of questions and it is undeniably terpting
to speculate as to which aspects of our earlier con-
ceptions of vision will survive and which will be
abandoned. Can we see in the conceptions of
vision in these new technologies traces of the surre-
alist eye we find in the visual arts? The visual tech-
nologies which have been developed in the twenti-
eth century do not merely strive to maximize the
eye's perception. The technology has also become
more sensual and more similar to our own sensory
abilities. The new media have taken over our senses
and thrown them out into a space where they no
longer bump against any physical reality. Several
critics have noticed a correspondence between sur-
realism’s longing for the expansion of the human in
unknown dream worlds and the phantasmic world
of William Gibson's Neuromancer, the bock which
more than any other has formed the mythology sur-
rounding the new information technologies. These
promises of the virtual world as a place for the fulfill-
ment of all sexual fantasies have their roots in surre-
alism’s belief in the revolutionary forces of the sexu-
al drive. In Gibson's cyberspace, technology repla-
ces artistic creation in the attempt to blast the limits
of consciousness. But it is not a liberated desire
which shows itself here either; the dark sides of
hurnan sexuality which govem Gibson's universe show
that he belongs to the separate tradition of Bataille®

Jay observes how surrealism’s “unclean” vision
breaks down the privileged place which the eye has
had in the intellsctual tradition which begins with
Renaissance perspectivism. He points out how the
surrealists by using, for example, frottage give the
image a sculptural depth which also addresses the
sense of touch,?

This breakdown of the division of the senses is

also visible in Bellmer's work. The photographs he
takes of his own sculptural objects - which in their
brutality and sadism direct themselves to the sense
of touch - slide between being exclusively set aside
for seeing or for feeling. In Beliman's work, this slide
reveals an eye which is a sexual organ and which
stands on the threshold to the tactile. The obvious
constructedness of the dolls produces the feeling
that the photographer did not merely record the
scene but also shaped it and participated in it with
all his senses. In the experiments today being done
in creating virtual realities, one can feel the images
being shown behind the glasses via electrodes atta-
ched to the hand. The eye's desire for movement
which we can feel in Bellmer's vision seems to have
been fulfiled in a virtual reality which can be mani-
pulated. Here the division and hierarchy of the sen-
ses and the distance between observer and image
which have been so central in the ocularcentric tra-
dition from the Renaissance seem to be on the
verge of dissolving. The distinction between seeing
and touching, being near and being at a distance, is
breaking down. The eye has been transformed to a
light-sensitive feeler in which voyeuristic pleasure is
also tactile.
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Camera and Eye

It has long been one of the governing assumptions
of film theory that the cinema derives in some ulti-
mate sense from the Renaissance, via intervening
technologies like the camera obscura, the still
camera, and the stereoscope, and that its visual
field is defined to a significant degree by the rules

" and ideology of monocular perspective. Since, wit-

hin cinema, as within photography, the camera
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designates the point from which the spectacle is
rendered intelligible, the maintenance of the per-
spectival illusion is assumed to depend upon a
smooth meshing of the spectator with that appara-
tus. Both times that Christian Metz invokes quattro-
cento painting in The Imaginary Signifier, he immedi-
ately goes on to speak about the importance of
what he calls "primary” identification, or identification

fig. 1

with the apparatus.’ Jean-Louis Baudry also main-
tains that, within cinema, the ideological effects of
perspective depend upon identification with the
camera.2 And Stephen Heath explicitly states that
“in so far as it is grounded in the photograph, cine-
ma will...bring with it monocular perspective, the
positioning of the spectator-subject in an identifica-
tion with the camera as the point of a sure and cen-
trally embracing view."?

For both Metz and Baudry, there is a certain ine-
vitability about this identification. Thus, Metz writes
that "the spectator can do no other than identify
with the camera...which has looked before him at
what he is now looking at and whose
stationing...determines the vanishing point” (49).
And Baudry represents primary identification as the
necessary preliminary to other identificatory relations

fig. 2

(295). Significantly, a successful imaginary alignment
with the camera is seen as implying not only an
access to vision, but an access to a seemingly invi-
sible vision; Metz remarks that “the seen is all thrust
back on to the pure object” (97). The spectator con-
stituted through such an alignment seemingly looks
from a vantage outside spectacle. Primary identifi-
cation also implies a vision which is exterior to time
and the body, and which yields an immediate epis-
temological mastery. Although both Metz and
Baudry are quick to denounce this invisible, disem-
bodied, timeless, and all-knowing vision as an ideo-
logical construction, they nevertheless see its illuso-
ry pleasures as an almost unavoidable feature of the
cinematic experience. The viewing subiject is consti-
tuted in and through this fiction.

Feminist film theory has qualified the claims of
Metz and Baudry somewhat by suggesting that
classic cinermna makes primary identification more
available to certain spectators than to others. Laura
Mulvey and others have argued that Hollywood not



only enforces an equation between “woman” and
“spectacle,” but effects a closed relay between the
camera, male characters, and the male viewer.4
However, even while showing that the equation of
camera and eye is qualified in complex ways by
gender, ferinist film theory still implicitly assumes
that the “ideal” or “exemplary” cinematic spectator
is constructed through an identification with the
camera, and, hence, with transcendent vision.

But the theoreticians of suture articulate a more
disjunctive and even antipathetic relation between
camera and eye.3 Spectatorial pleasure, they main-
tain, depends on the occlusion of the enunciatory
point of view, and the seeming boundlessness of
the image. But the enunciatory activities of the cine-
matic text cannot be entirely concealed. Even so
simple a device as the implied frame around a given
shot can serve as a reminder of those activities.
And at the moment that the frame becomes appa-
rent, the viewer realizes that he or she is only seeing
a pre-given spectacle, and the jouissance of the ori-
ginal relation to the image is lost.

fig. 3

The theorists of suture also thematize the camera
as an “Absent One,” thereby further emphasizing
the distance that separates it from the spectatorial
eye. It represents that which is irreducibly Other,
that which the subject can never be. Not only does
the Absent One occupy a site exterior to the spec-
tator, but it also exercises a coercive force over the
spectator’s vision. The spectator is consequently,
as Hitchcock would say, a “made-to-order-
witness."®

And although Metz and Baudry insist perhaps
more than any other film theorists on the capacity of
the eye to accede imaginarily to the place of the
camera, there are elements within each of their wri-
tings which belie that capacity. As Mary Ann Doane
has recently pointed out, the argument advanced by
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Baudry in “The Apparatus” posits a very different
spectator than that assumed by “Ideclogical Effects
of the Basic Cinematographic Apparatus.””
Whereas the earlier essay presents cinema as an
instrument for the perpetuation of the idealist illusion
of a transcendental spectator, the later essay stres-

ses the permeability of the boundary separating the
spectator from the spectacle. The viewer described
by “The Apparatus" is no longer situated at a dis-

tinct remove from the image, but is instead envelo-
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ped by it, even undifferentiated from it. Baudry
stresses that, at the cinema, as in our dreams, there
is “a fusion of the interior with the exterior,"® or — to
state the case slightly differently — a crossing of the
eye over into the field of vision.

And Metz begins the section of The Imaginary
Signifter titled “The All-Perceiving Subject” with an
analogy between cinema and the mirror stage, an
analogy which once again calls into question the
firm demarcation between spectator and spectacle.
Although he subsequently distinguishes this kind of
identification from that which the viewer ostensibly
forms with respect to the camera, he also stresses
that it is only as a result of first passing through the
actual mirror stage that the subject can form such
an identification (45-49), Primary identification is
thus implicitly routed through the image, according
to a kind of retroactive logic.

Geoffrey Nowell-Smith suggests that it is not only
extra-cinematically that the mirror stage might be
said to enable identification with the camera, but
within the cinema itself. “So-called secondary identi-
fications," he writes, “...tend to break down the pure
specularity of the screen/spectator relation in itself
and to displace it onto relations which are more
properly intra-textual — i.e. relations to the specta-
tor posited from within the image and in the move-
ment from shot to shot." A particularly striking
instance of this displacement would seem to be the
articulation of shot/reverse shot relationships along
the axis of a fictional look, which gives identificatory
aceess to vision from within spectacle and the
body. The theoreticians of suture argue that it is
only through such specular mediations that the vie-
wer can sustain an identification with the camera.

But within film theory, it is probably Jean-Louis
Comoalli who has insisted most strenuously on the
non-match of camera and spectatorial look. “At the
very same time that it is thus fascinated and gratifi-
ed by the multiplicity of scopic instruments which
lay a thousand views beneath its gaze,” he writes,
“the human eye loses its immemorial privilege; the
mechanical eye of the photograph machine now
sees in fts place, and in certain aspects with more
sureness. The photograph stands as at once the tri-
umph and the grave of the eye. There is a violent
decentering of the place of mastery in which since
the Renaissance the look had come to reign."10
Comolli argues that the photograph represents the
“triumph” of the eye because it confirms the per-
spectival laws which have for so long constituted
the Western norm of vision — because it shows
what we have learned to accept as “reality.” It
represents the "grave” of the eye because it is pro-
duced by an apparatus capable not only of “seeing”
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this reality more precisely than it can, but of doing
s0 autonomously.'! In this respect, the camera
might be said not so much to confirm as to displace
human vision from its ostensible locus of mastery.

Jonathan Crary has recently expanded upon and
enormously complicated Comolii's argument. In
Techniques of the Observer he calls into question
perhaps the most fundamental assumption about
cinema’s visual organization, an assumption which
even Comolli does not challenge: he disputes the
notion that an uninterrupted series of optical devices
lead from the camera obscura to the camera. Crary
argues convincingly that the nineteenth century wit-
nessed the shift from a “geometrical” to a "physiclo-
gical” optics.'2Techniques of the Observer employs
the camera obscura as the privileged example of
the geometrical optics because, unlike a conven-
tional perspectival construction, it does not prescri-
be a fixed site for the spectator, but permits a cer-
tain degree of physical mobility, thereby fostering
the llusion of spectatorial freedom. Since the viewer
must physically enter the camera obscura in order
to see the images it produces, it also implies “a
spatial and temporal simultaneity of human subjecti-
vity and [optical] apparatus”™ (41), and an emphatic
sequestration of the eye from the world (39). It con-
sequently provides a figure not only for a “free sove-
reign individual” (39), but for a vision which is unbur-
dened by the body, and which is sharply differentia-
ted from what it sees (55).

Whereas the camera obscura is Crary's primary
metaphor for the geometrical optics of the seven-
teenth and eighteenth centuries, the stereoscope is
his emblematic apparatus for the physiological
optics which emerged in the nineteenth century.
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The stereoscope enjoys this status not only becau-
se it provides a heterogeneous and planar appre-
hension of space rather than one which is homoge-
neous and perspectival, but because it foregrounds
the difference between its own principles of organi-
zation and those of human vision. The stereoscope
contains two images, one of which addresses the
left eye, and another which addresses the right.
However, the stereoscopic spectator sees neither.
Instead, his or her bipolar sensory apparatus conju-
res forth a fictive image — a composite of the two
actual images, with an apparent depth-of-field. The
stereoscope thus positions the spectator in a radi-
cally different relation to visual representation than
that implied by the camera obscura or perspectival
painting.

More is at issue here than the dramatic disjunc-
tion of eye and optical apparatus. The stereoscope
calls into question the very distinction upon which
such mastery relies, the distinction between the
look and the object. What the eye sees when pee-
ring into the stereoscope is not a specular order
from which it is detached, but “an undemarcated
terrain on which the distinction between internal
sensation and external signs is irrevocably blurred”

(24). The stereoscope thus precipitates a referential
crisis. This referential crisis has less to do with the
displacement of the real by the simulacrum than
with a loss of belief in the eye’s capacity to see
what is "there." Relocated within the “unstable phy-
siology and temporality" of the body (70}, human
vision no longer serenely surveys and masters a
domain from which it imagines itself to be discrete.

Within Crary's argument, the stereoscope is also
emblematic of nineteenth-century ways of thinking
about the eye in that it is in a sense "about” that
organ; itis a direct extension of the discovery that
the human subject has binocular rather than mono-
cular vision, Techniques of the Observer suggests
that from the 1820's on, vision increasingly functio-
ned as the object rather than as the subject of opti-
cal knowledge. This investigation of the eye worked
to further diminish belief in its supposed objectivity
and authority. Not only was a blind spot uncovered
at the point at which the optic nerve opens onto the
retina (75), but visual apprehension was shown to
fluctuate over time (98). Color came to be under-
stood less as an inherent attribute of the object than
as an extension of the viewer's physiology (67-71).
And the discovery of the after-image, which feeds
directly into cinema, suggested once again that the
hurnan eye is capable of a counter-factual percep-
tion.

Although the invention of the stereoscope post-
dates that of the camera, Crary argues that the
camera is part of the same epistemological rupture
as the stereoscope (5). Pnotography, like the stere-
oscope, is “an element of a new and homogeneous
terrain of consumption and circulation in which an
observer becomes lodged” (13). "Observer” is the
term Crary consistently uses to designate a viewer
who no longer regards the world from an ostensibly
transcendent and mastering vantage-point, a viewer
whose unreliable and corporeally circumscribed
vision locates him or her within the field of vision
and knowledge. Presumably, then (although he
does not argue this case in any specificity), Crary
means to suggest that because of its autonomy
from the human eye, and its capacity to “see” diffe-
rently from the latter, photography also dislodges
that organ from the seemingly privileged position it
occupies within the camera obscura,

Later in Technigues of the Observer, Crary pro-
poses that the stereoscope was doomed to extine-
tion because it makes too manifest the disjuncture
of camera and look. Photography — and later cine-
ma — prevailed because it maintained earlier picto-
rial codes, most particularly perspective, making it
an apparent extension of human vision, and so
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resecuring the viewer in a position of visual authority
(138). Like Comolii, then, Crary suggests that the
photographic image affords the eye an llusory "tri-
umph.”

However, there is a strange way in which, even
within photography, the maintenance of the referen-
tial flusion — the attribution to the image of a “truth-

ful" vision — overtly depends on the isolation of
camera from human look: In a crucial passage from
early film theory, André Bazin suggests that know-
ledge of the discreteness of camera and human
look may be tolerable provided the photograph
seems synonymous with the "real,” since the photo-
araph thereby gives the spectator retroactive
access to what he or she would otherwise lack. But
he also maintains that such knowledge may seem
at moments the necessary condition for sustaining
the belief in the equivalence of photograph and refe-
rent — that only when the camera is established as
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being independent of the eye can we trust it. "For
the first time," he writes in “The Ontology of the
Photographic Image," “between the originating
object and its reproduction there intervenes only the
instrumentality of a nonliving agent. For the first time
an image of the world is formed automatically, wit-
hout the intervention of man....The objective nature
of photography confers upon it a quality of credibili-
ty absent from other picture-making....we are forced
to accept as real the existence of the object repro-
duced."3

And, of course, one of the privileged textual sites
out of which cinema might be said to develop is
Muybridge's series of sequential photographs of
trotting horses, images which were produced preci-
sely to dispel an illusion of the eye — the illusion
that a horse in motion always maintains at least one
foot on the ground.1# Here, the camera manifestly
sees what the look cannot. We are thus obliged to
consider the possibility that the codes of perspecti-
ve may survive in cinema and photography without
anything approximating the close identification of
eye and optical apparatus that was implied in the
case of the camera obscura.

The relation between the camera and the human
optical organ might now seem less analogous than
prosthetic: the camera promises to make good the
deficiencies of the eye, and to shore up a distinction
which the eye alone cannot sustain — the distine-
tion between vision and spectacle. However, even
this formulation suggests that the camera entertains
a more benign relation to the eye than is always the
case. The camera is often less an instrument to be
used that one which uses the human subject; as
Crary suggests, the camera is more a machine than
a tool (131). And Vilem Flusser, another recent theo-
rist of the camera, proposes that the photographer
is at best a "functionary” of that apparatus.is

The concept of the “observer” thus implies not
only an embodied and spectacularized eye, but one
whose operations have been subjected to a com-
plex rationalization — an eye which has been rende-
red socially productive. “Almost simultaneous with
this final dissolution of a transcendent foundation for
vision emerges a plurality of means to recode the
activity of the eye,” Crary writes,

[means] to regiment it, to heighten its productivi-
ty and prevent its distraction. Thus the imperati-

ves of capitalist modernization, while demolishing
the field of classical vision, generated technigues
for imposing visual attentiveness, rationalizing
sensation, and managing perception. (24)

In the wake of the camera, the eye can clearly be
seen to be the site for the induction of a specific
kind of vision, one which is not only socially “useful,”
but also predetermined. 16

| have dwelt at such length on Techniques of the
Observer for three reasons. First, it profoundly pro-
blematizes the still dominant assumptions within film
theory that the look — or at least the male look —
can be easily aligned with the camera, and that the
relation of camera and look always works to the
credit of human vision. Second, it provides a very
rich and multifaceted account of the actual relation
between those two terms. Finally, its discussion of
the camera coincides at crucial points with that
offered in Harun Farocki's Bilder der Wealt und
Inschrift des Krieges, a film to which | will turn shortly.

But even though Techniques of the Observer
offers invaluable assistance in articulating the rela-
tion between the camera and the eye, it omits a
crucial term from that equation: the gaze. Crary
does not account for the underlying field of vision
onto which the camera/eye opposition is mapped.
He approaches his topic through such an exclusive-
ly historical lens that he fails to discern that the
camera derives many of its powers to coerce and.
define through its metaphoric connection to a term
which is much older than it. Indeed, in some larger
sense, he neglects to distinguish what is socially
and historically relative about the field of vision from
what persists beyond one social formation to the
next,

Let us now tum to a text about which the oppo-
site could be said, a text for which the visual
domain would seem to be absolutely timeless:
Lacan's Four Fundamental Concepts of
Psychoanalysis. As we will see, Lacan offers a
powerful trans-historical model for theorizing the
relation of gaze and look. He also uses the camera
as a metaphor for the first of those terms. However,
he never properly interrogates the relation between
camera and gaze, or proposes that it might be cen-
tral to our present field of vision. Having brought
Lacan into the discussion as a way of clarifying
what might persist within the visual domain from
one epoch to ancther, | will then be cbliged to criti-
que him for ignoring what does not.

The Gaze and the Camera

In Four Fundamental Concepts of Psychoanalysis,
Lacan also insists emphatically upon the disjunction
of camera and eye, but instead of deploying the
camera as an independent optical apparatus, he
uses it as a signifier of the gaze. The passage in
which he introduces this metaphor locates the sub-
ject firmly within spectacle, and attributes to the
camera/gaze a constitutive function with respect to




him or her: “What determines me, at the most pro-
found level, in the visible, is the gaze that is outside.
Itis through the gaze that | enter light and it is from
the gaze that | receive its effects. Hence it comes
about that the gaze is the instrument through which
light is embodied and through which...| am photo-
graphed."17
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However, although Lacan emphasizes the exte-
riority of the camera to the look, his use of that
apparatus as a metaphor for the gaze works to
erase the kinds of historical demarcations drawn by
Techniques of the Observer. He associates the gaze
not with values specific to the last century and a
half, but rather with illumination and “the presence
of others as such” (91, 84). Within the context of
Four Fundamental Concepts, the gaze would thus
seem to be as old as sociality itself. Even in his
deployment of the photographic metaphor, Lacan
resists historical periodization. He divides the word
“photo-graph” in half, thereby suggesting that, if the
camera is an appropriate metaphor for the gaze,
that is because it models or schematizes its objects
within light. This is a definition of photography which
strips it of most of its apparatic specificity. Since |
have discussed the Lacanian model at considerable
length elsewhere, 18| will reiterate here only its pri-
mary features. Lacan elaborates the field of vision
through the three diagrams reproduced below:

The first diagram represents the preliminary step in
Lacan's exhaustive deconstruction of the assump-
tions behind the system of perspective. In it, the

subject is shown looking at an object from the posi-
tion marked "geometral point.” He or she seemingly
surveys the world from an invisible, and hence
transcendental, position. However, the intervening
“image,” which coincides with the “screen” in dia-
gram 2, immediately troubles this apparent mastery;
the viewer is shown to survey the object not

through Alberti's transparent pane of glass, but
through the mediation of a third term. He or she can
only see the object in the guise of the “image,” and
can consequently lay claim to none of the epistema-
logical authority implicit in the perspectival model.

Diagram 2 situates the subject at the site marked
“picture,” and the gaze at that marked "point of
light.” It thus locates the subject within visibility, It
also dramatically separates the gaze from the
human eye. Consequently, both the subject-as-
spectacle and the subject-as-look are situated out-
side the gaze. As | suggested earlier, the gaze
represents both the point from which light irradiates,
and the “presence of others as such” (84). In this
second respect, it can perhaps best be understood
as the intrusion of the symboalic into the field of
vision. The gaze is the “"unapprehensible” (83) agen-
cy through which we are socially ratified or negated
as spectacle. It is Lacan's way of stressing that we
depend upon the Other not only for our meaning
and our desires, but also for our very confirmation
of self. To "be" is in effect to "be seen.” Once again,
a third term mediates between the two ends of the
diagram, indicating that the subject is never “photo-
graphed” as “himself” or “herself,” but always in the
shape of what is now designated the “screen.”

The last diagram superimposes the second over
the first, suggesting that diagram 1 is always cir-
cumscribed by diagram 2; even as we look, we are
in the “picture,” and, so, a “subject of representa-
tion.” The gaze now occupies the site of the
‘object” in diagram 1, and that of “point of light" in
diagram 2. In this double capacity, it is now at an
even more emphatic remove from the eye. Indeed,
it would seem to “look” back at us from precisely
the site of those others whom we attempt to subor-
dinate to our visual scrutiny — to always be where
we are not. Once again, the relation between the
terms on the left and those on the right is mediated,
in this case by something that could be called the
“image,” the “screen,” or the “image/screen,” but
which | will henceforth designate simply the
"screen.”

Thus, Lacan provides a trans-historical account
not only of the gaze, but also of the entire field of
vision, which for him includes the look and the
screen, Four Fundamental Concepts offers an
invaluable corrective to the extreme historical relati-
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the subject of
representation

vism of Techniques of the Observer., It suggests that
there might be said to be a “deep structure” to the
psyche and the socius which is indifferent to many
temporal demarcations — something which we
might, for instance, designate as “libido” in the case
of the psyche, and “interrelationship” in the case of
the socius. Consequently, certain elements of each
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may stubbornly persist from one specular regime to
another. However, Lacan's model errs too far in the
other direction. Its elaboration of the field of vision is
finally as untenable in its ahistoricism as one which
can acknowledge only historical difference.

I'will now attempt to bring together Crary's account
of the camera/aye relation with Lacan’s account of
the gaze/eye relation by advancing a provisional for-
mulation of what is and is not historically variable
within the field of vision. | will also attempt 1o give
back to the camera — with which Lacan metaphori-
Zzes the gaze — some apparatic specificity, and to
consider some of the implications of that metaphor.
I propose to perform the first of these tasks through
a revisionary reading of the paradigm put forward
by Four Fundamental Concepts, which lends itself in
some surprising ways to historical elabaration. | will
undertake the second of these tasks by removing
the hyphen from “photo-graph,” by taking Lacan's
allusion to the camera much more seriously than he
intended.
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Lacan seems to me correct when he suggests
that the gaze and the look are in certain respects
ahistorical. If the gaze is to be connected to illumi-
nation and “the presence of others as such” — as |
agree that it should — then it would seem to repre-
sent an inevitable feature of all social existence.
Indeed, it would seem to be the registration within
the field of vision of the dependence of the social
subject upon the Other for his or her own meaning.
It is thus necessarily independent of any individual
look, and exterior to the subject in its constitutive
effects.

As hurman, the look would seem, by contrast, to
be always finite, always embodied, and always wit-
hin spectacle, although it does not necessarily
acknowledge itself as such. Since the look is a psy-
chic as well as a visual category, it would also seem
unavoidably marked by lack.® It would consequent-
ly seem to be propelled by desire, and to be vulne-
rable to the lures of the imaginary.

At the same time that | make these concessions
to the Lacanian model, | remain convinced that
acute variations separate one culture and one
epoch from another with respect to at least three
dimensions of the field of vision. These variations
pertain to how the gaze is apprehended; how the
world is perceived; and how the subject experi-
ences his or her visibility. As should be evident, to
factor variability into the visual domain at three such
crucial sites is to indicate that this domain can assu-
me extremely divergent forms,

| would like to propose that the screen is the site
at which social and historical difference enters the
field of vision. In Four Fundamental Concepts,
Lacan elaborates the screen exclusively in terms of
the determining role it plays in the visual articulation
of the subject. However, in the diagrams included
above, it intervenes not just between the gaze and

the subject-as-spectacle, but also between the
gaze and the subject-as-look, and the object and
the subject-as-look. Since Lacan characterizes the
screen as "opaque” (96), it does not merely “open,”
like a door or a window, onto what it obstructs, but
rather substitutes itself for the latter. It must conse-
quently determine how the gaze and the object, as
well as the subject, are “seen.” But what is the
screen?

Although Lacan does not really define this com-
ponent of the field of vision, he offers a few sugges-
tive remarks about it. In specifying its effects with
respect to the subject-as-spectacle, he comments
on the possibility open to the latter of manipulating
the screen for purposes of intimidation, camouflage,
and travesty. He also maintains that it is through the
“mediation” of the screen, or *mask,” that “the mas-
culine and the feminine meet in the most acute,
most intense way” (107).

On the basis of these two observations, | some
years ago attributed to the screen a representational
consistency. However, | elaborated this argument in
terms which are guite alien to the intent of Four
Fundamental Concepts. | attributed to the screen a
constitutive role with respect to a series of social
categories which do not concern Lacan, "It seems
to me crucial that we insist upon the ideological sta-
tus of the screen by describing it as that culturally
generated image or repertoire of images through
which subjects are not only constituted, but diffe-
rentiated in relation to class, race, sexuality, age,
and nationality,” | wrote in Male Subjectivity at the
Margins (150).

Now, | would like to put an even greater distance
between myself and Seminar X, and define the
screen as the conduit through which social and his-
torical variability is introduced not only into the rela-
tion of the gaze to the subject-as-spectacle, but
also into that of the gaze to the subject-as-look.20
The screen represents the site at which the gaze is
defined for a particular society, and is consequently
responsible both for the way in which the inhabi-
tants of that society experience the gaze's effects,
and for much of the seeming particularity of that
society's visual regime.

I would also like to suggest that Lacan invokes
the camera in the context of discussing the gaze
not just because the camera, like the gaze, "graphs”

with light, but also because the connection between
the two terms is so powerfully overdetermined.
Indeed, | will go so far as to claim that due to its
association with a "true” and “objective vision," the
camera has been installed ever since the early nine-
teenth century as the primary trope through which
the Western subject apprehends the gaze. Its eleva-
tion to that position has precipitated the crisis in
human vision so compellingly documented by Crary,
and has worked to foreground the disparity of look
and gaze concealed by the camera obscura.

In advancing this formulation, | want both to

bring history to the Lacanian paradigm, and to
explain how the camera assumes the enormous
significance Crary imputes to it. Not only does the
camera work to define the contemporary gaze in
certain decisive ways, but the camera derives most
of its psychic significance through its alignment with
the gaze. When we feel the social gaze focused
upon us, we feel photographically “framed.”
However, the converse is also true: when a real
camera is trained upon us, we feel ourselves sub-
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jectively constituted, as if the resulting photograph
could somehow determine “who" we are.

In claiming that the camera is the primary metap-
hor for the gaze, | am obliged to complicate enor-
mously the definition which | earlier offered of the
screen — to conceptualize it as more than a reper-
toire of ideologically differentiating images. At the
time | was writing Male Subjectivity at the Margins, |
has already grasped that the screen must work to
determine how we experience the gaze, as well as
how we are seen. However, my primary concern in
theorizing the screen as a mediation between us
and the gaze was to find a way of accounting for
how the gaze, which is itself unlocalizable and
“unapprehensible,” has for so long seemed to us
masculine. | understood that in order for the gaze to
be perceived in this way, the male eye had neces-
sarily to be aligned with the camera. | also saw that
the endless subordination of woman-as-spectacle
was necessary to the establishment of this align-
ment. Nevertheless, it did not occur to me to ask
the question which now poses itself with a certain
urgency: “What is a camera?”

As soon as that question is asked, it becomes
evident that it is not enough to suggest that the
screen through which we mainly apprehend the
gaze is synonymous with the images by means of
which a given society articulates authoritative vision.
At least since the Renaissance, optical devices have
played a central role in determining how the gaze is
apprehended, and such devices cannot simply be
reduced to a set of images.

The camera is less a machine, or the representa-
tion of a machine, than a complex field of relations.
Some of these relations are extrinsic to the camera
as a technological apparatus, others are intrinsic.
Some follow, that is, from its placement within a lar-
ger social and historical field, and others stem from
its particular representational logic. Crary's remarks
about the camera obscura are thus equally applica-
ble to the camera. “What constitutes the camera
obscura,” he writes,

is precisely its multiple identity, its “mixed” status
as an episternological figure within a discursive
order and an object within an arrangement of
cultural practices. The camera obscura is...
“simultaneously and inseparably a machinic

- assemblage and an assemblage of enunciation,”
an object about which something is said and at
the same time an object that is used. It is a site
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at which a discursive formation intersects with
material practices. (30-31)

An analysis of the camera both as a representatio-
nal system and a network of material practices
would thus seem the precondition for understanding
the primary screen which presently defines the
gaze. It would also seem to constitute the necessa-
ry first step in a historical conceptualization of the
screen.

Harun Farocki's 1988 film, Bilder der Welt und
Inschrift des Krieges (Images of the World and the
Inscription of War) not only offers an extended
meditation on the representational logic of the
camera, but also conceives of it as an intricate and
constantly shifting field of social and technological
relations. It is consequently to this text that | will
now turn in an attempt to arrive at a clearer under-
standing of what it means to represent the gaze as
a camera. An examination of Bifder will help to clari-
fy both the points of continuity and those of dis-
continuity between that apparatus and earlier visual
technologies. It will thus facilitate a further elabora-
tion of the ways in which a fundamentally atemporal
gaze is culturally and historically specified.

As we will see, Farocki insists as strenuously as
Grary upon the disjunction of camera and eye, and
in ways that almost uncannily echo Lacan. Not only
does the camera emerge in Bilder at a site equiva-
lent to the gaze in Four Fundamental Concepts, but
human vision is once again situated manifestly wit-
hin spectacle. But Farocki is not content merely to
disassociate camera/gaze and eye, and to establish
the placement of the human subject within the pur-
view of that apparatus. He also interrogates another
of the camera/gaze’s functions — what might be
called both its “memorializing” and its “mortifying”
effects. Together these two functions serve to defi-
ne at least in part the representational system pro-
per to the gaze. In addition, Farocki scrutinizes the
social as well as the psychic field of relations with
which the camera is synonymous, and some of the
ways in which the social impinges upon the psy-
chic. He looks, that is, at some of the exemplary
material practices through which the camera/gaze's
disjunction from the eye, the articulating role which
it plays with respect to human subjectivity, its
memorializing function, and its mortifying effect have
been historically exploited and discursively specified.
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Not surprisingly, gender and race also come into
play in Bifder in complex ways. Although Farocki rei-
terates again and again in that text that it is only
through the hyperbolic specularization of the female
subject that the disjunction between the camera
and the male eye can be masked, he also shows
how this paradigm can be complicated by other
forms of cultural difference. Finally, he attempts to
indicate what, if not the domain of the camera/gaze,
might be said to represent the province of the look.
An analysis of Bilder will consequently provide the



occasion not only for a further elaboration of how
the gaze is figured within the social field, but also for
a provisional theorization of the look.

The Look as Spectacle

Bilder der Welt und Inschrift des Krieges begins with
a series of images of a laboratory built in Hannowver
for the study of the movement of water. These ima-
ges are not easily assimilated into the complex
montage that follows, since they seem at first glan-
ce outside the associative network the film weaves.
However, the commentary accompanying a later
repetition of one of these images will connect it to
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Auschwitz under the mutual sign “laboratory.” And
the first words uttered by the disembodied female
voice-over immediately introduces the issue of
seeing, encouraging us to find a relation between
vision and the images of controlled water, “When
the sea surges against the land, irregularly, not hap-
hazardly," she observes, "this motion binds the look
without fettering it and sets free the thoughts. The
surge that sets the thoughts in motion is here being
investigated scientifically in its own motion — in the
large wave channel at Hannover.” This brief text
establishes an opposition not only between regulari-
ty and irregularity, fettering and setting free, but bet-
ween scientific observation — which is here shown
to involve a whole range of visual technologies —
and the look, which, far from mastering its object, is
itself implicated or “tied up” with it.

An extraordinary series of shots follows the
Hannover sequence, and further diminishes the aut-
hoerity of the look by dislocating it from the gaze,
and placing it within spectacle. This series begins
with a shot of a drawing from Direr's Instruction in
Measurement, which conforms closely to Lacan's
first diagram, except in one extremely important
detail. In it, a human figure is shown looking from
one end of a triangle at an object which stands at
the other end [figure 1). However, the eye is located
not at what Lacan calls the “geometral point,” but
rather at the wide end of the triangle, where he situ-
ates the gaze.

The Direr drawing is used here to represent a
different model of vision from the one with which we
are familiar, one providing a potent metaphor for the
delusory supremacy of the eye — a model of vision,
available to the Greeks and operative in the West
until the thirteenth century, in which light was assu-
med to proceed from the look rather than object,
much like a projector or flashlight.2! As this image
comes onto the screen, the female voice-over says:
“Enlightenment — that is a word in the history of
ideas — in German ‘Aufkldrung.’ " The word
"Aufkidrung” will accrete additional meanings over
the course of the film, but here it is literally the first
word spoken by the voice-over after the text quoted
above, a text which ends with the word “light.” It
thus establishes a close analogical connection bet-
ween the rationalism and humanism of the
Enlightenment project, and the notion of human

vision as an agent of illumination and clarification,
which the Durer drawing is made to figure.

But at the moment the voice-over utters the
word “Aufikidrung,” the Diirer drawing gives way to a
radically different image. On the right side of the
drawing, where the human figure stood in the
preceding image, a dot is drawn reminiscent of
what Lacan calls the “geometral point” [figure 2]. (I
will be arguing that within all of the diagrams and
drawings used by Bilder to figure the place of the
human subject within the field of vision, that subject
is always situated on the right, in another echo of
Four Fundamental Concepts.) Lines forming a tri-
angular pattern converge toward this point, but we
are not shown where they lead; the other end of the
triangle is occluded. This drawing would seem to
schematize that model of vision with which we are
more familiar, in which light emanates not from the
eye, but from the object of vision.

Because Bilder equates the earlier model of
vision so strongly with the aspiration toward maste-
ry and knowledge, the reconfiguration of the site
occupied in it by the human eye as a geometral
point cannot help but effect a diminution of that
organ's powers. This is particularly the case becau-
se the eye is now positioned more as the object
than as the agent of vision; we are not even shown
the site at which it ostensibly comes to rest. With
the third image in this series of shots, the look is
even more overtly specularized. That image shows
the left eye of a white model, whose face is being
elaborately made up [figure 3]. Her eyelids are
weighted-down with powder, and she blinks as the
make-up man rubs around her eye with a cotton
puff. This is an eye which is less seeing than seen.

Through this shot, and through the many other
images of women woven into its discourse, Bilder
makes clear that the human eye is no sooner diffe-
rentiated from the camera/gaze than it is gendered
“female.” The female subject, in other words, is obli-
ged to bear the burden of specularity so that the
look of her male counterpart can be aligned with the
camera. We need only remember that it is most
typically at the level of spectacle — classically
through the shot/reverse shot formation — that
woman is subordinated to the male look to realize
how precarious or even impossible this alignment is.
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This three-shot sequence is followed by a story
about the discovery of scale photography, a story
which further severs eye from gaze, and which figu-
res the gaze through the camera. In 1858, the voice-
over explains, a local government building officer
named Meydenbauer almost lost his life while per-
forming scale measurements of a cathedral from a
basket suspended from the roof. It subsequently
occurred to him that it might be possible to effect
scale measurement through photography. “The idea
of obtaining measurements through photography
came to Meydenbauer after he was suspended bet-
ween life and death,” the voice-over adds. “That
means: it is dangerous to hold out physically on the
spot....Arduous and dangerous, to hold out physi-
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cally on the spot. Safer to take a picture and evalu-
ate it later, protected from the elements, at one's
desk.” Human vision is thus not only isolated from
the camera/gaze, but also associated with danger
and mortality.

As we listen to this narrative, we look again at
the geometral peint and the model’s eye, two addi-
tional reminders of the immanence of the look to the
domain of spectacle. Ancther of the images which
accompanies the Meydenbauer narrative also war-
rants mention in this context, since it positions the
camera so overtly in the place where Lacan situates
the gaze. That image shows a triangle pointed in
the same direction as the Dlrer drawing, but put to
very different uses. On the left side, where the
object is located in the Direr drawing [figure 1], and
where the triangle narrows to a point, stands the
camera [figure 4]. It photographs an object located
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on the right, where the human figure stands in the
Direr drawing, suggesting that, insofar as the
camera is concerned, each of us is less subject
than object. This peint is driven home by another
detail as well. The wide end of the triangle coincides
with the site which has by now been established as
the human locus, as it does in the Durer drawing.
To be situated at the wide end of the triangle no
longer signifies to be the source of light, but rather
to be lit up by an illumination which has its origin
elsewhere, an illumination which is perhaps better
metaphorized by the projector than the camera. It
thus signifies not visual mastery, as it does in the
Direr image, but rather “to be in the picture,”" “pho-
tographed” by the camera/gaze. In effect, then, this
image performs the same deconstruction of the
Direr drawing as Lacan's second diagram performs
with respect to his first, indicating that even as we
look, we are within spectacle.

Later, Bilder will repeat this deconstruction twice
in quick succession. As the female voice-over
remarks, “Enlightenment —Aufkidrung — that is a
waord in the history of ideas,” we are asked to look
at a Leonardo drawing of the human eye, replete
with humanist significance [figure 5]. This is an eye
which says not only “| think, therefore | am," but |
think, therefore the world is” — an eye which is still
unshaken in its claim to be the gaze. However, the
immediately preceding shot focuses once again
upon the model's eye, even more heavily made up
than before [figure 6], and the following shot reveals
a blue computer cross-section of an eye, which is
now not merely specularized, but measured and
quantified [figure 7). By the time we arrive at the
fourth image in this sequence, which shows a
Renaissance artist producing a picture with the aid
of a perspectival grid, again occupying a position on
the right side of the image [figure 8], its celebration
of man’s visual mastery can only be read as a radi-
cal méconnaissance of the field of vision,

Some found footage later in the film suggests
even more forcefully than the computer cross-sec-
tion of the eye that the eye is situated ireducibly
within spectacle. Taken from a film about ergonomic

research, this found footage shows a male pilot
wearing a device designed to record the move-
ments made by his eyes during a short flight [figure
9]. Those movements manifest themselves as white
marks moving across the terrain at which the
Caucasian pilot looks [figure 10], in a veritable col-
lapse of the distinction between the eye and what it
sees.

After the Hannover sequence, Bilder is thus given
over for some time to a series of shot clusters
which work both to align the camera with the gaze,
and to isolate the camera/gaze from the eye. The
eye is, in the process, shom of its Cartesian preten-
sions. It is shown to look not from a site exterior to
the field of vision, but from one fully inside. Indeed,
the eye itself emerges as an object of visual investi-
gation. Finally, in this series of shot clusters, Bilder
dramatizes and ultimately reverses the sexually dif-
ferentiating displacement whereby woman is made
to bear the burden of specularity — to function as
image, so that her male counterpart can align him-
self with the camera/gaze, and so regain his lost
humanist heritage.

The Camera as Social Apparatus

As | have already indicated, one of the material
practices through which Bilder shows the disjunc-
tion of camera/gaze from eye to be socially specifi-
ed is scale photography. In the Meydenbauer story,
scale photography represents the deployment of
the camera for purposes of quantification. However,
Bilder is careful to note that if it can be used for
such ends that is because the images that it produ-
ces are themselves numerically based. The “rules of
projective geometry,” as the voice-over at cne point
emphasizes, precede “depiction by photographic
means...Leonardo depictfed] the whole earth, pro-
jected onto the surface, the level of the two-dimen-
sional picture. Durer, again, took measurements of
objects, from the study of nature he obtained num-
bers and rules. The calculating machines of today
make pictures out of numbers and rules. Here Piero
della Francesca, then pictures into measurements,
today measurements into pictures.” The
camera/gaze thus emerges within Bilder as an
apparatus for the production of gquantified and
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quantifiable images. From this vantage point, the
invention of the camera represents less a moment
of rupture with earlier visual technologies than the
moment at which their implicit disjuncture from the
eye becomes manifest. (As | will indicate later in this
essay, Bilder repeatedly associates the eye with a
highly subjectivized and non-quantifiable vision.)
The use of aerial photography during World War
Il provides another of the material practices through
which Bilder defines the camera, and through which
it dramatizes its autonomy from the look. The
second time the female commentator utters the
words “Enlightenment — ‘Aufkldrung’ — that is a
word in the history of ideas,” she adds, “In German
‘Aufkldrung’ also has a military meaning: reconnais-

sance. Flight reconnaissance.” Over a series of
shots showing airplanes on a bombing mission, a
camera strapped to a pigeon, a map designating
the itinerary of a bombing mission, an aerial photo-
graph of Auschwitz, Farocki looking at the latter,
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military figures studying war photographs, and an
aerial view of a war production plant, the voice-over
recounts the story behind the production of the
Auschwitz photograph [figure 11], an image to
which the film will repeatedly return:

American aircraft had taken off in Foggia, Italy,
and flown towards targets in Silesia — factories
for synthetic petrol and rubber...On the flight over
the IG Farben company factory still under con-
struction, a pilot clicked his camera shutter and
took photographs of the Auschwitz concentration
camp....The pictures taken in April 1944 arrived
for evaluation in Medmenhan, England. The ana-
lysts discovered a power station, a carbide facto-
ry, a factory under construction for Buna and
another for petrol hydrenation. They were not
under orders to look for the Auschwitz camp,
and thus they did not find it.

Not only does the camera/gaze here manifestly
“apprehend” what the human eye cannot, but the
eye also seems strikingly handicapped by its histori-
cal and institutional placement, as if to suggest that
military control extends beyond behavior, speech,
dress, and bodily posture to the very sensory
organs themselves. This sequence indicates, in
other words, that military discipline and the logic of
warfare function to hyperbolize the distance separa-
ting look from camera/gaze, and to subordinate the
former completely to the latter. The voice-over adds
that the photograph of Auschwitz remained imper-
ceptible to the human viewer until 1977, when it was
studied by two CIA employees, whose historical and
institutional vantage finally rendered it legible.
Slightly later in Bilder, one of the images from this
aerial montage is repeated, as the voice-over pro-
bes more deeply into the ways in which the military
establishment both exploited and helped to define
the autonomy of the camera/gaze from the eye
during the twentieth century. Over a photograph
recording some of the destruction effected during a
bombing mission, the commentator observes,
“Because bomber pilots cannot properly estimate
whether they have hit their target and to what effect,
in World War Il they began to equip bomber planes
with cameras.” A moment later she adds, “The
bomber pilots had the first workplace in which a
camera was employed to control effectivity,” indica-
ting again that at the point where the camera/gaze
intersects with the military establishment it is not
only distinct from, but antinomic to, the eye. If
cameras were placed in World War Il bomber pla-
nes, Bilder suggests, it was as much to “observe”
the pilots as to record what they could not see. The
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next sequence, which shows a computerized came-
ra checking the specifications of a factory-produced
door, also stresses the usefulness of the camera as
a mechanism for controlling worker efficiency, now
not merely in bomber planes, but in industrial sites
as well,

But Bilder is not content merely to analogize war
and industrial production. Immediately after com-
menting on the inability of the Allied analysts to see
Auschwitz in the aerial photographs taken on April
4, 1944, the voice-over remarks, "How close the one
is to the other: the industry — the camp.” As these
words are spoken, Farocki shows with his thumb
and forefinger how little geographical and political
distance separates the IG Farben plant from
Auschwitz on an aerial photograph. Bilder thus con-
nects the camera/gaze not only to scale measure-
ment and modern warfare, but also to mass pro-
duction. And once again that connection is enabled
by the disjunction of optical apparatus and look, to
which it in turn gives new meaning.

A lengthy meditation upon metal pressing follows
the sequence devoted to the aerial photographs of
Auschwitz. Like the Hannover footage, this medita-
tion does not seem at first related to the rest of the
film. However, it ultimately permits Bilder to articula-
te the autonomy of camera/gaze and eye in terms
which make evident photography’s intimate relation
to industrial production, and which tighten the linka-
ge between industry and modern war.

At first the voice-over stresses the apparent affi-
nities between photography and metal pressing;

coexisting for over a century, both are forms of
reproduction. Moreover, during World War Il, metal
sheets were pressed "for searchlights to show up
aircraft in the sky.” The airplanes, in their turn,
“threw light bombs, like a lightning flash, to illumina-
te the earth for a photo.” However, the voice-over
makes clear these were only apparent convergen-
ces, made possible by what Marx would call *une-
ven development.” Although not much older than
photography, metal pressing is shown to represent
a radically different form of reproduction. “The skill
of metal pressing traces back to the trades of belt-
maker and arrmory smith,” the voice-over remarks.
The still photographs over which the commentator
speaks, moreover, stress the intimate connection
between the metal presser and the object he pro-
duces [figures 12, 13]; they attest to the subordina-
tion of hammer and metal press to the human hand
and eye, reveal the traces left upon the end-product
by the force of each blow. Although seemingly con-
temporaneous with photography, metal pressing
was originally artisanal, and even today employs the
hand in a quasi-artisanal capacity. It is hence inimi-
cal to twentieth-century war praduction, which is —
Bilder insists — “mass production.”

The camera/gaze is consequently shown to
represent a very different form of reproduction from
metal pressing. First of all, as we have already seen,
it inverts the hierarchy implicit in the relation of wor-




ker to tool. Whereas the metal presser's hammer is
subordinate to his arm, the camera might be said to
“use” the pilot who is obliged to click its shutter
every time he drops a bomb. Moreover, precisely
because of its autonomy from the human eye —
because, as Benjamin would say, it constitutes a
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mechanical form of reproduction?? — the camera
can be used not only for the surveillance of pilot and
target, but also for the mass production of images,
a production in excess of both the human worker
and the human consumer. As if further to emphasi-
ze this last point, the voice-over twice maintains that
‘more pictures of the world [were taken during
World War 1] than the eyes of the soldiers [were]
capable of consuming” or “evaluating.”

Bilder suggests that the field of vision implied by
the camera/gaze has also been shaped in part by
the uses to which the institution of the police has
put that apparatus, uses which again capitalize on
the latter's autonomy from the eye. However, since
what is at issue in police photography is less its
capacity to quantify, participate in mass production,
or regulate efficiency, than its capacity to name and
identify, it situates the subject much more hyperboli-
cally within spectacle than do the other material
practices that Bilder studies. The moment when
Bilder introduces police photography is consequent-
ly the moment when it first shifts attention dramati-
cally away from what it means to photograph, to
what it means to be photographed.

How to Face a Camera
At the beginning of the section in which Bilder first
addresses the issue of police photography, the
commentator asks: “How to face a camera?” Not
surprisingly, even the partial answer which the film
gives to this guestion immediately necessitates an
engagement with those two forms of social differen-
ce which are most dependent upon a visual articu-
lation: gender and race. As the question is posed,
we are shown a medium close-up image of an
Algerian woman in native dress and jewelry [figure
14], followed by a series of others [figures 15-17].
At first glance, these images seem fully compati-
ble with the sequence that begins with the Direr
drawing, and concludes with the image of the Dior
model. As | have already indicated, through the
attention which Bilder lavishes upon the heavily
made-up eye of that model, it makes clear that,
although every subject depends upon the “affirma-
tion" of the camera/gaze, visibility is differentially dis-
tributed within the domain of representation.
Woman is often obliged to “live” hers much more
fully than is her male counterpart, who is within
many discourses and material practices aligned with
the camera/gaze. Consequently, within certain cul-
tural contexts the female subject might be said to
signify not only “lack,” but “spectacle.” By focusing
on another female face at the point that the voice-
over asks: “How to face a camera?” Bilder appears
intent upon reiterating that point.

However, it becomes almost immediately appa-
rent that, in the case of the Algerian women, things
are not so straightforward. The image which
accompanies the question “How to face a camera?”
reminds us that althouigh Western society maintains
a close connection between the terms “woman”
and “spectacle,” sexual difference can manifest itself
in other ways within the field of vision, and can be
complicated by other kinds of culturally constituted
differences — in this case most manifestly by race.

The images of Algerian women around which this
sequence is organized are eventually shown to deri-
ve from the pages of a book. The voice-over
explains that these images are identity photographs,
produced for the French colonial authorities in 1960
by a conscript soldier, Marc Garanger, for policing
purposes. For the French, to rule is to render visible
and “legible.” Again, the word "Aufkldrung” comes
into play, now in the sense of “clearing up the
case." French rule also implies the impesition of a
Western system of sexual differentiation, for the
camera/gaze clearly functions to constitute these
Algerian women not merely as colonial subjects, but
also as subjects who are, within a Western context,
manifestly female. However, Bilder is at pains to
show that the enactment of this imperative violates
the terms through which Algerian culture itself con-
structs sexual difference; “femininity” there demands
the veil, and hence signifies public invisibility.

Bilder does not adjudicate between these two
systemns of sexual differentiation, but it does work to
challenge the popular Western assumption that
removing the veil from the face of the Algerian
woman would in all situations represent a “libera-
tion.” The voice-over suggests that, in addition to
rendering its wearer publicly invisible, the veil also
provides a kind of shield. It provides protection not
so much from the gaze — which is itself both
“unapprehensible” and neutral, and which is in
some guise necessarily already a part of these
women's lives — as from that experience of it which
is mediated by the colonial deployment of the
camera, a deployment which can only be characte-
rized as a violation and subjugation. “The horror of
being photegraphed for the first time,” the commen-
tator observes over the second image in this sequ-
ence. “The year 1960 in Algeria: women are photo-
graphed for the first time. They are to be issued
with identity cards. Faces which up til then had
worn the veil. Only those close have looked on
these faces without the veil — family and household
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members.” Thus, although within the context of
Algenan culture the veil is obviously one of the pri-
mary signifiers of woman's subordinate status, it
performs a very different function within the context
of French colonialism.

A moment later the commentator suggests that
when attempting to account for the “horror of being
photographed for the first time" it is necessary to
take into account not only the material practices in
which the camera/gaze is embedded, and through
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which it derives its value, but the representational
logic specific to that apparatus. She approaches
this logic by differentiating the camera once again
from the eye. "When one looks into the face of an
intimate,” the commentator observes, "one also
brings in something of the shared past. The photo-
graph captures the moment and thus crops away
past and future.”

The commentator also draws attention to anot-
her of the camera's intrinsic properties, one which
makes it such a potent metaphor for the gaze. She
suggests that the photograph severs a moment
from the temporal continuum, and “carries” it away
to ancther domain. She thus comments on that fea-
ture of photography which most distinguishes it
from other representational systems—the fact that it
conventionally requires the physical presence of an
object in order to produce an image of it. This featu-
re has inspired many paeans to the “realism” of
photography and its sister art, cinema, but Bilder
presents a very different argument. It suggests that
photography intervenes in a real in which it para-
doxically cannot itself participate, a real which it
can, in fact, only work to derealize. It is, consequ-
ently, precisely an anti-realist representational sys-
tem.
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Bilder thus accounts for photography in terms
very similar to those suggested by Metz in
“Photography and Fetishism.” In that text he cha-
racterizes photography as “a cut inside the refe-
rent,” by which he means that it produces images
only by seizing upon the real. This capture permits a
piece of the real to escape the vicissitudes of time,
but only at the cost of a kind of death. “The snaps-
hot, like death,” Metz writes, "is an instantanecus
abduction of the object out of the world into another
world, into another kind of time....the photographic
take is immediate and definitive ..., Photography ...
cuts off a piece of [the referent], a fragment, a part
object, for a long immobile travel of no retumn.”23
Although the photograph might be said to immorta-
lize the moment which it depicts, Metz suggests, it
does so only through a devitalizing sublation, by [if-
ting that moment out of life into the frame of repre-
sentation. The preservation photography affords is
thus simultaneously a destruction, a point upon
which—as we will see—Bilder also insists more
than once.

Between the first and second parts of the
Algerian sequence is a set of images suggesting
another way in which photography acts de-
structively upon the real, and one which provides a
more direct answer to the question of what it means
to face the camera/gaze. A woman's face appears
on a blue video screen and has superimposed upon
it, first, the spectacles and eyes of two other peo-
ple, and then, the hair and mouth of another [figures
18]. Ostensibly a deronstration of the process
whereby a composite police "sketch” is produced
for purposes of apprehending a suspect, this sequ-

ence brilliantly illustrates the projection of the screen
onto the subject by the camera/gaze.?4 It consequ-
ently serves as an important reminder that the
camera/gaze intervenes in the real not only by
abducting it, but also by installing the image in its
place.

If Metz's “Photegraphy and Fetish” provides an
exemplary gloss of Bilder's first account of the rela-
tionship of photograph to referent, a passage from
Barthes's Camera Lucida offers the definitive
commentary on that implied by the composite
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“sketch.” Perhaps because Barthes is concerned
here less with the relation of the camera/gaze to the
object than with the subject’s relation to the came-
ra/gaze — because, that is, he attempts to answer
precisely the question “How to face the camera?'—
the screen comes into focus for him in a way that it
does not for Metz. Barthes stresses that when the
subject faces the camera/gaze something is conju-
red into existence which was not there before,
something which he calls *an other body,” and
“myself as other." “Once | feel myself observed by
the [camera) lens," he writes, “everything changes: |
constitute myself in the process of ‘pasing.’ |
instantaneously make ancther body for myself, |
transform myself in advance into an image....| feel
that the Photograph creates my body or mortifies it
... the Photograph is the advent of myself as other,
a cunning dissociation of consciousness from iden-
tity."25

In this pagssage, Barthes articulates the relation of
subject to camera in ways that permit us to see
why the camera has survived for a century and a
half as a privileged figuration of the gaze. Like the
camera, the gaze confers identity only through an
ireducibly exterior image which intervenes between
it and the subject. And like the camera, the gaze
provides the subject with a specular body at the
same time that it abolishes his or her existential
body. Death, in other words, is something that hap-
pens to the real within which the camera intervenes,
as well as to the real that it carries away. In this
respect, the photograph resembles the screen,
which confers identity upon the subject only at the
expense of his or her "being."28

Of course, | am far from suggesting that the
Algerian women whose photographs Bilder shows
us came into existence as subjects only at the
moment that the colonial camera was trained upon
them, and provided them with a specular image.
What is perhaps most immediately striking about
the faces shown by these photographs is how fully
culturally inscribed they are. Indeed, in several
cases those faces are so elaborately tattooed that it
almost seems as though the screen has been
directly grafted onto them, in a literalization of that
three-dimensional photography Roger Caillois men-
tions in his essay on mimicry.2” So how then are we
to understand the “cut inside the referent” in relation
to the Algerian sequence?

| would like to propose a two-fold answer to this

question, and, in so doing, to indicate further how
the representational logic of the camera can be
both exploited and inflected by a material practice
— in this case, colonialism. Insofar as none of us
can ever be fully "inside" either language or the ima-
ges which define us, each utterance and each spe-
cular captation might be said to induce all over
again the “fading” of our being. To face the came-
ra/gaze is, then, always to experience a certain
“horror” or "mortification,” even as we embrace its
constitutive effects. However, there is also a way in
which the French colonial camera might be said to
repeat the same drama at another level, this time by
installing its own screen in place of the Algerian
screen. With the "clicking” of Garanger's camera
shutter, the Algerian screen "fades” away, and is
replaced by one connoting “exoticism,” “primiti-
vism," “subordinate race,” and a European notion of
femininity (*woman as spectacle”). The one image,
emblematized by the veil, must “die" in order for the
other to prevail.

Just as Bilder is not content merely to dramatize the
disjunction of camera and eye, but insists on sho-
wing some material specifications of that disjuncture
as well, so it not only foregrounds the photograph's
memorial function and mortifying effect, but also
draws attention to some of the extrinsic uses to
which they have been put. The film repeatedly focu-
ses on the military deployment of the camera/gaze
as one which literalizes these two features of photo-
graphy. Thus, we learn that in addition to being the
first to use the camera for the purpose of scale
measurement, Meydenbauer also “initiated the
establishment of memorial archives [for the military],
which creates a correlation, in the sense that the
military destroy and the curators of monuments act
to preserve.” Subsequently, we are shown an extra-
ordinary image of a World War |l bomb approaching
its target, a moment before its destruction [figure
19]. The voice-over comments, “The preserving
photograph, the destroying bomb — these two now
press together.” Bilder thus suggests that the pho-
tograph’s mernorial function is so closely imbricated
with its mortifying effect that it becomes the ideal
agent for representing all that has fallen under the
sentence of death.

The question “How to face a camera?" gives rise
to a second meditation on a photographic image of
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a woman. Because that photograph shows a
Jewish prisoner immediately after her arrival in
Auschwitz, and presumably shortly before her
death, it again marks the point of conjunction for a
literal memorialization and mortification. “The camp
run by the SS shall bring her to destruction and the
photographer who captures her beauty for posterity
is from this same SS," observes the voice-over.
“How the two elements interplay, preservation and

. destruction!”

As in the sequence involving the Algerian
women, questions of sexual and racial difference

e 150 e

are also once again complexly at the forefront of
this meditation upon the subject’s relation to the
camera/gaze. The image, which is interrogated both
by the voice-over and by Farocki's camera, 28 which
frames it in three different ways, shows, in its fullest
exposure, the figure of a woman wearing a star of
David moving in medium shot in front of a line of
Jewish men being inspected by a Nazj soldier, and
wearing stars of David [figure 20]. She occupies the
center of the frame, and looks toward the
camera/gaze which photographs her. This image
gives way to two others, produced through a refra-
ming of the same photograph. The first of these
variants relocates the Jewish woman on the right
side of the image [figure 21], in a position occupied
by the human eye in the various drawings and dia-
grams schematizing the field of vision. It thereby dif-
ferentiates her look — which organizes the image
— from the gaze. The second variant centers her in
close-up [figure 22], making her drama the focal
point of the photograph. Over these three images,
the commentator utters these words:

A woman has arrived at Auschwitz; the camera
captures her in movermnent. The photographer
has his camera installed and as the woman pas-
ses by he clicks the shutter — in the same way
he would cast a glance at her in the street,
because she is beautiful. The woman under-
stands how to pose her face so as to catch the
eye of the photographer, and how to look with a
slight sideways glance. On a boulevard she
would look in the same way just past a man cas-
ting his eye over her at a shop window, and with
this sideways glance she seeks to displace her-
self into a world of boulevards, men , and shop
windows. Far from here.
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At first, this text is shocking in its imputation to the
Jewish woman and her Nazi photographer of vie-
wing relations which we associate with “normality,”
and which seem unthinkable within a context like
Auschwitz. However, one of the primary functions of
this sequence is to stress that, although the male
subject is at most a “functionary” of the
camera/gaze, the camera is defined as a masculine
extension through a whole confluence of institutio-
nal, discursive, and representational determinants.
At least in the West, the same determinants posit
the female subject as the specular object par excel-
lence. Given how overdetermined these relations
are, there would seem to be no context — even
one as given over to death as Auschwitz — in
which they could not be somehow inscribed.

The star of David specularizes the Jewish woman
in a second way, as well, reminding us that
Auschwitz, like other Nazi concentration camps,
subjected its inmates to a hyperbolic visibility, strip-
ping them of their clothes and possessions, and
maintaining those who were not immediately con-
signed to death under an unceasing surveillance.
This surveillance is but a further extension of the



ideology of “detection” through which the Nazis
attempted to root out the Jewish body; within this
ideology, “Jewishness” was defined as a compelling
series of visual signifiers.

Al first, these two kinds of visibility would seem to
compound or magnify each other. However, as with
the sequence devoted to the identity photographs,
things are not so simple here. The narrative through
which Bilder reads the photograph of the Jewish
woman defines the specular relations by means of
which sexual difference conventionally manifests
itself within the Western field of vision as a refuge
from those implied by Auschwitz. It thereby sug-
gests that Nazism not only placed the Jewish body
hyperbolically within spectacle, but also interposed
between it and the camera/gaze a much more pro-
foundly deidealizing screen than that through which
“femininity” is conjured into existence — or, o state
the case more precisely, one without femininity’s
erotic equivocations.

In the sequence devoted to the Jewish woman,
how one is seen becomes literally a matter of life or
death. The critical problem faced by the Auschwitz
inmate is how to be “photographed” differently —
how to motivate the mobilization of another screen.
But Bilder narrativizes this crisis in a way that once
again troubles our usual ways of thinking about
visuality and sexual difference. In the interpretation
of the photograph offered by the commentator, the
Jewish woman attempts to situate herself elsewhe-
re, in a world “far from here,"” by soliciting the male
look and the screen of “femininity,” rather than, for
instance, asserting her "Germanness.” In this imag-
ined situation, racial difference preempts sexual dif-
ference; the inscription of “Jewishness™ works to
cancel out gender. Bilder thus suggests that the
screen of “femininity” is always more available to
certain female subjects than to others. Although we
have grown accustomed to thinking of that screen
in terms of the disadvantages it imposes, it also
implies certain limited privileges, and those privi-
leges may be precluded by race, class, age, natio-
nality, and other forms of social discrimination.

In addition to Bilder's invocation of sexual diffe-
rence in the context of Auschwitz, audiences are
sometimes disturbed by its superimposition of a
narrative upon the image of the Jewish woman. We
are invited to “see” something which is not “in" the
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photograph. The voice-over performs a similar func-
tion later in the film. As we look at a detail from
another photograph taken by a Nazi camera — this
time, a close-up of a Jewish girl standing in an
Auschwitz line [figure 23] — the voice-over remarks:
“Among the shaven heads, a girl who smiles. In
Auschwitz, apart from death and work, there was a
black market, there were love stories and resistance
groups.” To object to the commentary for imputing
to these two photographs meaning which was not
available to the camera/gaze, and which cannot be
historically documented, is to overlook another cru-

cial feature of Bilder's interrogation of the visual field
— its discourse upon the human look.

The Resistant Look

As | indicated earlier, | derive my distinction bet-
ween the gaze and the eye from Lacan. However,
Serninar X! is much more expansive about the gaze
than the eye. In passing, Lacan comments there on
a passage from Sartre’s Being and Nothingness
which suggests that the look is perhaps most likely
to experience the exteriority of the gaze and to feel
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shame in relation to it from a keyhole position (84).29
Lacan also proposes that the eye experiences its
dislocation from the gaze as castration (73). These
few references to the economy of the look led me
to propose in Male Subjectivity at the Margins that,
unlike the gaze, the look is within desire. | also sug-
gested that it is inscribed by lack, with which it is
centrally concerned (130). While these few remarks
still seem to me to touch upen something funda-
mental about the look, they constitute only the most
preliminary form of a definition. However, the textual
matrix that has made possible this attermpt at a his-
torical specification of the gaze, and its more preci-
se differentiation from the human eye, also facilitates
a somewhat fuller elaboration of the look.

As we have seen, the first of the triangles from
Four Fundamental Concepts places what it calls the
“image” between the eye and the object, indicating
that our apprehension of the world is always medi-
ated by representation. While still insisting upon this
mediation, | now want to emphasize more than pre-
viously the “errant” nature of the look, by which |
mean not only its susceptibility to méconnaissance,
but also its resistance to absolute tyranny by the
material practices that work to determine how and
what it sees. Although hurman vision always occurs
through the frame of representation, it is not always
easy to control which frame is mobilized in a given
viewing situation. As Noerman Bryson has eloguently
suggested, “The life of vision is one of endless wan-
derlust, and in its carmnal form the eye is nothing but
desire."

In Techniques of the Observer, Crary argues against
the absoclute opposition that is usually maintained
between photography on the one hand, and late
romanticism and modernism, on the other — an
opposition made on the basis of the one's ostensi-
ble objectivity, and the other's manifest subjectivity.
He suggests that both dramatize the dislocation of
eye from gaze, but to different ends. In the case of
photography, the separation of look from camera
wiorks to buttress the camera's claims to a truthful
and scientific vision. In the case of romanticism and
early modernism, the reverse is true; freed from its
alignment with the optical apparatuses which define
objective vision, and firmly rooted in a body which
often threatens to overwhelm it, the eye can aban-
don its vain project to see what the camera sees,
and instead see what it cannot. As Crary puts it at
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one point, “Once vision became relocated in the
subjectivity of the observer, two intertwined paths
opened up. One led out toward all the multiple affir-
mations of the sovereignty and autonomy of vision
derived from this newly empowered body....The
other path was toward the increasing standardiza-
tion and regulation of the observer that issued from
knowledge of [the] visionary body” (150).

But even as | draw upon Crary's excellent formu-
lation, | want once again to soften the severity of its
historical demarcations. While it is indisputable that
romanticism and early modernism exploited and
celebrated subjective vision to a hitherto unprece-
dented degree, we cannot impute to those move-
ments the inception of such vision. If, as | have
been arguing, the look has never coincided with the
gaze (although certain optical technologies might
have worked to deny the distance which separates
them), then the look has never possessed the mas-
tering and constitutive functions that have
traditionally been attributed to it. The body to which
it stubbornly belongs has also always been positio-
ned within spectacle. Finally, the look has all along
possessed the capacity to see otherwise from and
even in contradiction to the gaze. The eye is always
to some degree resistant to the discourses which
seek to master and regulate it, and can even, on
occasion, dramatically oppose the representational
logic and material practices which specify exempla-
ry vision at a given moment in time.

The commentator of Bilder repeatedly associates
the look with the capacity to see things that the
camera/gaze cannot see. The first occasion on
which it does so provides a startlingly direct
dramatization of Crary's suggestion that late roman-
ticism and maodermism celebrated the independence
of the eye from the optical devices which earlier
defined it. Coming immediately after the sequence
beginning with the Direr drawing and concluding
with the model's eye is a sequence showing art stu-
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dents sketching female nudes. Although they are all
ostensibly drawing the same model, a black
woman, there is no consistency of representation
from one easel to another. As Bilder emphasizes
when it returns later to more footage from the same
modeling session, each student “sees” something
different from every other student [figures 24-26],
and — even more dramatically — from the camera
[figures 27]. Bilder focuses at length upon the
motions of a hand which repeatedly blurs and shifts
the outer boundaries of the human form it is in the
process of drawing. Mot only does it thereby sug-
gest the impossibility of fixing those boundaries
once and for all, but it inscribes the hesitations and
passions of the drawing hand itself, as if to insist
upon the corporeal locus of the eye.

When the commentator distinguishes the eye
from the camera/gaze in the meditation on the
Algerian photos, she stresses that whereas the
camera/gaze "captures the moment and thus crops

away past and future,” the eye is capable of putting
the present once again in contact with what went
before. "When one looks into the face of an intima-
te,” she observes, “one also brings in something of
a shared past.” Bilder thus proposes that if the
camera/gaze performs a memorial function, the look
is allied to something which is ostensibly related to
that function, but is in fact very different: memory.
Whereas photography performs its memorial func-
tion by lifting an object out of time and immortalizing
it forever in a particular form, memory is all about
temporality and change. it apprehends the other
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less as a clearly delineated object than as a com-
plex and constantly shifting conglomeration of ima-
ges and values.

The commentator makes this point even more
forcefully later in the film. As we look at more of the
identity photographs of Algerian women taken by
Marc Garanger, she differentiates “the picture of a
human being” — by which she seems to map out
the domain of the eye — from what the
camera/gaze can “see” in terms of the instability
and uncertainty of the eye's object of vision.
Significantly, she also valorizes the indeterminacy of
that “picture” over the determinacy of the identity
photograph:

The police, here and elsewhere, have on file pho-
tographs of milions of people, criminal suspects.
How can the face of a human being be descri-
bed with certainty so that it can be recognized by
everyone? By everyone — also by a machine.
How to describe a face? The police are not yet
able to register the characteristics of a human
face that remain the same, in youth and old age,
in happiness and in sorrow. The police does not
know what it is, the picture of a human being.

Elsewhere, Bilder reiterates the connection between
the look and recoliection, while extending the
semantic range of memery, At one point, as the
camera shows us some drawings by Alfred Kantor,
a concentration camp survivor, the commentator
associates the look with what might be called the
“memory trace.” “Alfred Kantor, who survived three
concentration camps, including Auschwitz, drew
these pictures immediately after the Liberation,” she
remarks. Some were “based on sketches kept by
fellow-prisoners, [but] most [were] based on his own
visual imprints.” To associate the look with memori-
es or visual imprints is to attest once again to its
ever-changing relation to a given object. It is also to
make evident once again its subjective basis. In The
Interpretation of Dreams, Freud suggests that the
flow of perceptions across the psyche leaves
behind memory “traces” or imprints. These memory
traces are far from providing a registration of the
“real."$! As perceptions flow across the psyche,

prior to arriving at consclousness, they are worked
over in all kinds of ways by censorship and fantasy,
and this process is a continuing one at the level of

memaory.

Given its unreliability as a gauge of external reali-
ty, the look might seem a strange site at which to
locate resistance, but Bilder does not hesitate to do
s0. Late in the film, over a series of concentration
camp photographs, the voice-over tells a story
which those photographs manifestly fail to dramati-
ze. That story involves two Auschwitz inmates who
escaped from the camp, reached Slovakia, and
wrote a report about the “final solution.” The com-
mentator remarks upon the riskiness of their enter-
prise in terms which link it directly to an embodied,
mortal, yet nevertheless resistant look. She first sug-
gests as a general principle that “it was dangerous
to be an eye-witness” to events at Auschwitz, and
then twice characterizes the testimony offered by
the two escapees as “[giving] witness.” And once
again, memory plays a central role in this specular
revolt; Wetzler, the voice-over notes, "had worked in
the clerical office” of Auschwitz, where he “commit-
ted to memory the date, country of origin and the
number of the new arrivals.”

At one point, the commentator stresses the “fac-
tual" nature of the visual imprints that certain con-
centration camp survivors carried away from
Auschwitz, and hence the capacity of these imprints
to substitute for photographs. However, almost
immediately she once again foregrounds the incom-
mensurability of the imprints with photography.
Kantor’'s visual imprints show a place “which cannot
possibly be conveyed by photographic images.”
They communicate a “truth” which the camera/gaze
could never capture, precisely because it “sees”
with a mechanical and decorporealized lens — a
truth which is inseparable from the subjective and
embodied experience of being a Jewish inmate in a
Mazi concentration camp.

Although this “truth” lacks temporal stability and
formal coherence, and although it cannot be “objec-
tively" verified, it is elsewhere shown to provide the
basis for a palitical revolt. Bilder concludes with an
account of an uprising on the part of a group of
Auschwitz inmates which resulted in the partial des-
truction of a crematorium, and it overtly links this
uprising to its larger disquisition upon spectacle and
vision. As the camera focuses on a photograph
showing lines of hand-written numbers, each sepa-
rated from the others by a comma [figure 28], the
voice-over induces us to visualize once more what
that apparatus cannot show: “Numbers once again.
These numbers are coded messages from
Auschwitz prisoners who belonged to a resistance
group. They set the date for an uprising.” A close-
up of this photograph provides the penultimate
image of Bilder [figure 29], and as it materializes the
commentator links its numbers, like those which
underpin the system of perspective, to the produc-
tion of an image: "Despair, and a heroic courage,”
she concludes, “made out of these numbers a pic-
ture.” However, the numbers serving as coded
messages for a prisoner revolt have nothing whate-
ver to do with mathematical systematization and
qguantification; what they permit us to “see” is
something inapprehensible by the camera/gaze.

As should be evident by now, the disjunctive and
oppositional relation between the camera/gaze and
the look is often materialized in Bilder through the
disequivalence of photographic image and word. As
we have seen, the commentator speaks “over” the
photographs of the Algerian women and the Jewish
conceniration camp inmate. She thereby attempts
to apprehend and to make us apprehend somet-
hing the photographs themselves cannot show: the
subjective experience of being “inside” those parti-
cular bodies, as a camera/gaze, caught in a par-
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ticular representational system, and embecdded in
certain material practices, was trained upon them.

In the Algerian sequence, this process is taken even
further. Farocki's hand literally reveils the face of
one Algerian woman as the commentator says,
“The veil covers mouth, nose and cheeks and lea-
ves the eyes free," He then covers first the mouth
and nose of another woman, and later her eyes
[figure 30, as the commentator adds, “The eyes
must be accustomed to meet a strange gaze. The
mouth cannot be accustomed to being looked at.”
The voice-over is thus at moments closely aligned
with the look. It articulates or bears witness to what
the photograph might be said actively to repress —
the corporeal and psychic “reality” of being female
and Algerian in a French colony in 1960, or female
and Jewish in Germany in the early 1940’s,

Thus, Bilder der Welt und Inschrift des Krieges
does more than specify some of the intrinsic and
extrinsic relations which constitute that apparatus
which, more than any other, still defines the gaze
within Western culture, and thereby facilitate a bet-
ter understanding of what is both historical and
trans-historical within the field of vision. It also does
more than show that the look is within spectacle,
and that it is coerced in all kinds of ways by the
material practices and representational logic through
which the camera/gaze makes itself felt. Farocki's
film also indicates that precisely because the look is
located within desire, temporality and the body, it
can reanimate and open to change what the came-
ra/gaze would both mortify and memorialize. It can
consequently provide the locus for a resistant and
even transformative vision.

The final shot of Bilder attests precisely to that
transformative potential. It shows an image of
Auschwitz taken after the partial destruction of
Crematorium 4 [figure 31]. Although it is ostensibly a
product of aerial photography, one of the material
practices which Bilder has shown to define the
camera/gaze, it is not legible within the terms of that

fig. 30

representational system; it resembles an abstract
painting more than a photograph, Moreover, becau-
se the last words spoken by the commentator uiti-
mately refer to this image, it might be said to emer-
ge out of very different numbers than those under-
pinning perspective — out of those shown in the
penultimate shot, Since there is a cause-and-effect
logic implicit in the juxtaposition of that shot's ink-
spotted notations with the photograph of the dama-
ged crematorium, the one making possible the
other, Bilder here suggests both the oppositional
potential of the look, and its capacity to intervene
within the field of vision. In other words, it undersco-
res the capacity of the look not merely to see what
is inapprehensible to the camera/gaze, but also to
alter what that apparatus “photographs.” The words
with which Sally Potter concludes The Gold Diggers



might thus serve as a second epigraph to the “pic-
ture” generated by the hand-written numbers: "l
know that even as | look and even as | see, | am

changing what is there.”
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The first time | came into contact with Hans Peter
Feldmann’s work was at Lousiana's exhibition

Photography in German Contermporary Art last
summer. It is evident from the description of
Feldmann provided by, for example, Werner
Lippert's book Hans Peter Feldmann/Das Museumn
im Kopf, that he has is still active without calling
attention to himself. His work has not been shown
much outside of Germany.! Feldmann, born in 1941
and living in Dlsseldorf, planned to end his career
as an artist in 1980 with an exhibition at the
Museum van Hendaagse Kunst in Ghent, Belgium,
At that time he felt that these ideas were not com-
patible with the growing commercialism of the art
world. He even disowned all the works which were
not in his possession.

To be in or out of the art world is, however, not a
matter of decision. In recent years, Feldmann has
been "rediscovered” and singled out as a kind of
European predecessor to Richard Prince. His oath
to end his participation in the art world has obvious-
ly been broken. Since the exhibition at Louisiana, |
have seen new works on two occasions: at Galerie
Durand-Dessert in Paris and as part of the group
exhibition Take Me (I'm Yours) at the Serpentine
Gallery in London.

Feldmann's "come-back” and the renewed inter-
est in his art is not solely due to the media-critical
dimension of his work which has certain aspects in
comman with Richard Prince's works from the
1990s. There are other reasons his art seems to
have taken on a renewed importance and urgency
now in the mid-1990s.

Hans Peter Feldmann spent the early part of his
career painting. He did strict "style-less” reproduc-
tions of different things—a stamp, a drawer, and a
pencil. On the back of the carvases, he began to
make collages of pictures cut out of newspapers.
These were the first attempts at what he would later
make his task—to collect, categorise and present
pictures. In 1968, he gave up painting (aside from
colouring photographs and figurines) and began to
produce small printed booklets. Feldmann injected
into his work ideas such as the strong anti-institutio-
nalism and anti-commercialism which accompanied
the vogue of the Left; his stapled booklets had a
tinge of "kiinst fiir alle” with their gray cardboard
covers. They did not have much of what has increa-
singly come to burden art—its costliness, its
archaistic tone of voice, its fetishistic tangibility, its

severe sobriety, and its obsession with technical
briliance. His titles were as laconic as his design
was plain: the first was called 12 Bilder, the second
23 Bilder, the third 17 Bilder, etc. All of them, aside
from the titles, were stamped "Feldmann” on the
cover. The booklets introduced Feldmann's perso-

nal arrangement of categories. 12 Bilder (1968) sim-

ply consists of twelve photographs of airplanes. 45
Bilder (1971) contains photegraphs of 45 pairs of
shoes, 8 Bilder (1972) has eight photographs of
ambulances, and 1 Bild (1970) is a picture of a
coat. He made 37 such booklets between 1968
and 1976. At gallery and museurn exhibitions, they
hung by a string from the ceiling or lay on a table
where the visitor could freely thumb through them.

Feldmann’s production of other kinds of printed
matter—books, postcards, photographic seriess—
were made in the same style. Like the Bilder boo-
klets they often have the character of documenta-
tion or inventary, with no further commentary. His
book Der Uberfall consists of press photos from the
capture of a bankrobber in Hiden in 1975. In Alle
Kleider einer Frau (1974), he photographs his way
through a woman's wardrobe.2 Eine Stadt—Essen
(1977) consists of images which lack artistic quality:
taken from up and down the streets of Essen and
of the people who happen to have been there. His
later work Eine Firma (1991) similarly consists of an
almost mechanical photography of everything at a
company from the director to the trays of the lun-
chroom. Every object is given the same dignity,
there are no superior or inferior categories.

This, in some sense, frightening vision of equality
can be seen even more clearly if one attempts to
get a comprehensive picture of Feldmann's entire
produgtion. He calls forth a world which only exists
as images—a "casting” of our world. In this "catalo-
gue world” everything can be divided into groups of,
instruments, football players, beds, knees or film
stars. Objects, animals, concepts of genre, peo-
ple—all are part of the same ontological system, but
none have precedence.

Feldmann drove this equality to such an extent
that he made booklets with totally different images,
such as 4 Bilder (1973). What did a closed-down
shop, a bag, a porirait and a motorway have to do
with each other? Were they like the chairs, the sail-
boats and the boxers all variations of the same
theme, or can we suddenly discern a narrative
structure?

Feldmann has little in common with art photograp-
hers. Like Andy Warhol, he devotes himself mainly
to the introduction of representations. Feldmann’s
interest is drawn to pictures taken by anonymous
photographers.? His art is based on generic images,
those images stored in our consciousness which
form our way of seeing, or rather, which shape our
forms of seeing. These forms of seeing are extrac-
ted from the approximately quarter of a million pho-
tographs taken every 24 hours and which constitute
themselves, both as automatic categorisation and
as an expression of cultural consensus, One such
consensus can be found in his numerous exhibi-
tions of "Sunday's Motif" (Sonntagsmotive) which is
Feldmann'’s title for the 21 posters of cats playing,
sunsets, kissing couples and other "cute” motifs—
which, at the height of their popularity, could proba-
bly be found in hundreds of thousands of people’s
homes all over the world.

By way of introduction, Werner Lippert starts with
a description of a visit to an Intermedia congress in
Hamburg in 1985. The newspaper Stem demon-
strates the power of the printed image by using
large posters consisting only of texts, for example,
"Albert Einstein sticking out his tongue.” The shape
of the famous image immediately forms in the visito-
r's mind: the aging Einstein who, for some unfatho-

mable reason, sticks out his long tongue. He com-
pares the experience with a visit to Feldmann's
exhibition in Ghent. Feldmann's black-and-white,
clumsily reproduced nature scenes—photographs
of Alpine landscapes, small bridges over still
waters—these are coupled in Lippert's mind to the
“real” images, their colour predecessors. In this
way, every Feldmann image can be seen as the top
of the iceberg of conventions.

The hint of a masochistic aspect in Feldmann's
project—in its close adherence to clichés and con-
ventions—functions, just like for Richard Prince, as
a subversive method. It is probably precisely the
objective and "neutral” presentation of his art which
creates the potential for a critical analysis of the way
the images eat into our consciousness. Through his
method of isolating them from their original con-
texts, he liberates their capacity or incapacity to
generate meaning.

A far-reaching attempt of this kind—to study how
much of the original meaning a photograph retains
when taken out of its context—can be found in his
contribution to the exhibition Projekt ‘74 (1974) in
Cologne. Feldmann tried to get three newspapers in
Cologne to publish two photos without any com-
mentary; there would be neither captions nor any
obvious relation to any of the articles. But none of
the newspapers warmed to the idea.

One could say that the method of isolating com-
mon-place "easily consumable” photographs and
asking us to ponder them has a double effect: they
free the artistic conventions of an image—which
have developed into conventions for seeing in the
first place—and they reestablish or rather recreate
the individual image. Aside from getting the viewer
to think about whether, if, and when their original
meaning has been lost, they draw attention to the
new meaning they have conceived as "only ima-
ges"—transported far from their referents. Werner

Lippert says that these images have not at all lost
their aura, in the sense Walter Benjamin used the
concept in his far-sighted essay "The Work of Art in
the Age of Mechanical Reproduction.”* Lippert wri-
tes, "It is the number of reproductions which gives
the original its distinctive character, its meaning is
correlated with the copy's numerical abundance.
Aura and mechanical reproductive capacity no long-
er exclude each other, instead they condition each
other."s

Feldmann's art balances between these con-



cepts: that of the faded copy's meaninglessness
and the copy's ability to iconize an unknown but
important "original.” It is not about the original in the
sense of a specific image, since the orginial is in
most cases not found on any other level than that of
convention, tradition and cliché.

In the mid-1970s, Feldmann began to colour chil-
dren's portraits, copies of passport photos, photo-
graphs of newspaper pages, reproductions of pin-
up girls, classic paintings, copperplates, toy cars
and, lastly, plaster figurine copies of antique sculp-
tures. It was this type of colouring that Roland
Barthes disapprovingly compared to "a kind of cos-
metics (like that used on a corpse)”: clearly laid
fields of strong colour which indicated its re-painted
character.® This has a similar equalising and balan-
cing out function to that mentioned previously. Like
the Bilder booklets with their different objects, these
coloured images seem to be (inconceivable) varia-
tions on a certain theme, and out of the distillation
of such variations a kind of universals emerge. They
exist on an equal level and are to a great extent
emptied of their specificity. The world which dawns
from this can be likened to the world created in dif-
ferent language courses (for either children or
adults) on television or in books: people express
themselves over-explicitly and act out slow-motion
drama. Life and social intercourse move on the level
of the smallest common denominater. The car, the
horse and the system are spoken of as stylised figu-
res from a point-and-name book. Nothing disturbs
the recognition, the denomination and the articula-
tion of the words, and their only function is denctative.

This is also why it seems logical that Hans Peter
Feldmann should exhibit his large collection of toys
like he did in 1975 (at Galerie Paul Maenz in
Cologne). Once again, Feldmann showed his inter-
est for forms which are based on consensusal thin-
king. When viewing these toys, questions arise such
as: why has this precise object (or animal) been
copied, reduced in size and made into a toy? Is it
because this object—a rifle or a hammer—has an
important place in hurman activity? How much does
this copy/replica have to do with the original?

In light of Feldmann's art, the emphasis is on the
toys’ ability to "summarise” the form of an entire
category: for example, "car," "sword," or "airplane.”
As "castings” of our world they are often "typically
general"—a distillation or an averaging out of similar
forms and views of the world.

Feldmann's strength is his way of depicting the
ordinary. It is an ordinariness which cannot be dis-
missed but insists on an explanation. A statement
by Richard Prince seems acutely relevant in this
context: °| think normality will be the next special
effect.”

In the exhibition Take me ('m yours) at Serpentine
Gallery last spring, the visitors were encouraged to
take an active interest in the art. Feldmann's contri-
bution to the exhibition was an enormous number of
small photo-copied pictures from which the visitors
could pick one out and take home. You were aloud
to take three pictures each and since we were two,
we took six: an ape, a propeller, Beckstt, eye-glas-
ses, a shell and a moon.

1.0ne of his first solo exhibitions took place in
Copenhagen in 1972 at the Daner Gallery.
Feldmann has obviocusly had good contact with the
Danish art scene during the 1970s, probably in con-
nection with the interest in Fluxus art. In 1973, Per
Kirkeby wrote an appreciative article about
Feldmann's art. The article is published in Werner
Lippert's book Hans Peter Feldmann/Das Museum
in Kopf (Verlag der Buchandlung Walther Kénig,
Kéin 1988). Feldmann also participated in the exhi-

bition New Media 1 at the Malmd Konsthall in 1975.
2.Here there is a similarity to Christian Boltanski's
"archeclogical” method, which probably finds its
clearest expression in Inventaires, where he shows
in photographic works and installations the posses-
sions of different strangers. In Baden-Baden,
Germany and in Bois-Colombes outside Paris, he
bought the estates of recently deceased unmarried
elderly wornen and exhibited the entire household.
In Oxford, a man photographed all of his posses-
sions and sent them to Boltanski. See, for example,
Christian Boltanski in Lynn Gumpert's book
Christian Boltanski, Paris 1994,

3.See author's article "Den anonyme fotografen™ in
Tidskriften 90-Tal, nr. 11, 1994,

4. Walter Benjamin predicted that the new reproduc-
tion methods would change our concepts of art,
The aura of the artwork, which was dependent on
its originality and uniqueness, would be lost in the
"age of reproduction.” This was nothing Benjamin
lamented or regretted since he saw, in the spirit of a
Marxist, the possibilities of political dynamite in the
new art.

5.Lipperts, op. cit. Translator's note: translation
from present author,

6. Roland Barthes, Camera Lucida: Reflections on
Photography, trans Richard Howard, NY Hill and
Wang, 1981.

Magnus Bértas is an artist, writer and one of the
editor of Index.

In recent years, our notions about what constitutes
the history of photography have been broadened at
an astounding rate. The classical framework of art
history with its stable genres and its established
canon of artists/artworks has been replaced by a
wider concept of the image generally, and "art" and
photography specifically. We now know that it is
impossible to understand photography as a chapter
or a part of art history. We know that it is an exerci-
se in fllusion to distinguish between art and other
images. We know that photography's many practi-
cioners and genres intervene in, influence and defi-
ne each other. Advertising, fashion, the press, the
independent documentary, the family album, porno-
graphy and art are all interwoven; they interact and
oppose each other, they share and confront each
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other in the history of photography. This, in tumn,
deeply implicates other visual forms in our culture.

The achievements of art theory, the reassess-
ment of traditional methodelogy and the new appro-
aches from other disciplines (psychoanalysis and
anthropology, to name two areas which have had
the strongest influence on art and photography
research during the last decade) have put heavy
pressure on art and photography historians. Art his-
tory can not be considered anything else but an
anomaly. If structuralist thought has revised the
concept of the literary product or the task of literary
criticism, through shifting the emphasis from, as it is
expressed, the product to the text, then art history
is in the process of being replaced by a history of
vision, The grand narrative about great artists who
create masterpieces is under revision, replaced by
images of all types: anonymous, trivial, but never-
theless meaningful and functional on a daily basis.

In the intreduction to an anthology with the title
Visual Culture, Norman Bryson underlines the fact
that this is not only due to the introduction of new
objects, the reevaluation of criteria for analysis, or
that historians examine and draw attention to new
types of images.' He emphasises that not only does
a history of vision challenge the historian to assert
the aesthetic excellence and brilliance of different
types of images and to widen their repertaire, but
that such as history mainly deals with implications
and readings, the way in which significance and
meaning are created from the different cultural and
historical contexts where images are transmitted
and experienced. How is an image created? What
kind of work does it do? Investigating this does not
mean rejecting aesthetic values. Quite the opposite.
But the perspective is resolutely post-Kantian.
Meaning is not found in the thing-in-itself; the art-
work has no own inherent value—value and mea-
ning are found in the relation to the observer, the
interpreter, the user; there are no transhistoric
truths, no immutable criteria for use in the encoun-
ter with an image.

There is also a history of human visuality. If we
experience and acquire knowledge about the world,
and if we give shape to knowledge and experience
through the creation of images, then these image
practicioners also contribute to the definition of our
ways of seeing. Vision is not an unchanging biclogi-
cal phenomenon throughout history. The concept of
visuality has increasingly surfaced in this context, it
is a concept which defines vision as historical/cultu-
ral rather than biological/natural. Every period, every
epoch has its visuality—or its visualities. Jonathan
Crary's Techniques of the Observer has been a
watershed and somewhat of a battering ram for this
type of research.2 The book deals with "vision and
its historical construction.” Written at the end of the
twentieth century, in the middle of what Crary, refer-
ring to the electronic media and digital techniques,
calls a "sweeping restructuralisation of the relation
between forms of representation and the observing
subject,” the book's main theme, according to the
author, actually deals with another, similarly revolu-
tionary change. He claims—and Techniques of the
Observer does provide comprehensive and in many
respects overlooked empirical evidence which sup-
ports his thesis—that the early nineteenth century
saw similarly fundamental and far-reaching changes
as those we are currently witnessing as we enter
the digital era. Crary says that important changes
and inventions in optical instruments, together with
new research on visual perception and physiclogy
which took place in the first decades of the nine-
teenth century signified a dramatic break with
Renaissance theories of perspective and with
Classicist spatial concepts and world view. Crary
says that a new kind of observer, the decisive pre-

condition for a "modern and heterogeneous visuali-
ty" emerges from this. In contrast to what is now
the customn, at least in visual arts, of dating the rise
of Modernism to the 1860s and 70s, Crary locates
this change in the first decades of the 1800s, not in
a group of artists, but in a number of philosophers,
scientists, inventors, psychologists, and perception
theorists. In other words, it was not initiated by aes-
thetic form, but by the scientific and philosophical
assertion and technological progress.

One of the most interesting aspects of Crary's his-
tory, much more interesting than his dating of
Modernity and modern visuality, is the fact that he
questions the far too beautiful and slightly worn-out
story of a continuous, purposeful, and almost teleo-
logical development from the Renaissance theories
of perspective—themselves based on medieval the-
ories which can traced all the way back to
Avistoteles’ De Anima—uvia the gradual refinement of
camera obscura as a means and a drawing instru-
ment during the 1600s and 1700s, to the first pho-
tographic processes developed in the 1830s—the
daguerreotype and the talbotype. Such a view
implies that photography is the technological materi-
alisation—and aesthetic perfection—of the central
perspective.? Instead, says Crary, and here he is
imaginatively provocative, there is a huge gulf bet-
ween photography as a modern medium and came-
ra obscura—the representative of Renaissance and
Enlightenment visuality. As historical giants, camera
obscura and photography are radically different
(possibly even incomparable, | would add).

According to Crary, the distinction between the
observer and the outside world in the camera
obscura paradigm is fixed, unequivocal, unquestio-
ning, and unproblematic.4 The gaze is passive,
receiving, registering, as well as separated from the
perceptions of the human body. Nineteenth century
Modernity changes all of this, The observer beco-
mes active, and the relationship between the obser-
ver and the outside world becomes ambiguous,
unstable and differentiated. The gaze is actively
searching and shaping. Human beings themselves
produce their own perceptions; they do not come
automatically. And the body itself becomes visuality-
's platform.

Crary's emphasis is thus on the dissolution of the
boundaries between the observer and the obser-
ved, between subject and object, between the | and
the Other, between virtual and actual, between
image and reality; a transgression of the boundaries
and a category decomposition which, of course,
anticipates much of the postmodern discussion of
the subject, modern epistemology, and why not
quantum physics and Heisenberg's principle of
indeterminacy.

Moreover, there are a number of parallels to
Foucault's discourse on the development of the
social sciences during the 1800s, which deals not
only with man as the object of new forms of discipli-
ne and control, but above all, how he becomes the
object of knowledge.> Man is an invention, said
Foucault, and during this era he became both an
object for knowledge and a producer of knowledge.

We must ask ourselves however why the modernist
aesthetic of the avant garde, the visuality of the
nineteenth century historical accounts—impressio-
nism, expressionism, etc.— is the rule rather than,
let us say a more normative, universal or "popular”
visuality. Suddenly, Crary's narrative seems quite
conventional. According to the classic modernist
model, the progress made by the avant garde will
later trickle down to the grass roots. Is this not a
extremely art theoretical explanatory model? How
then, is the link established between the pravious
advances in psychology, physiology, history of ideas

and optic technology, and burgeoning Modermism
with its abstractions, subjectivism, and its social
position?

Instead of sesing nineteenth century science, its
philosophy and image forms, as an extension and
perfection of Renaissance principles, Crary sees the
development of a new visuality and a profound
break with the camera obscura model. The inven-
tion of photography surely does imply a kind of ter-
mination for camera obscura as an optical instru-
ment. To a great extent, the invention of photograp-
hy meant the loss of its field of application.

But is "camera obscura visuality”, if we can call it
that, abandoned so quickly? Hardly. Modemity and
the nineteenth century period should be seen as a
tug of war between different paradigms, between
different observers; mimetic, registering, "objective”
visuality, and an autonomous, producing "subjecti-
ve" visuality. While the camera obscura model
extends into photography and film, it is simultane-
ously undermined by the competition it encounters.
Certainly, photography can be described as a kind
of solution to the mimetic dream of the
Renaissance; Alberti says in Della Pictura that "the
painter represents only that which is visible." On the
other hand, all this is called into question by the
birth of photography; where the boundaries bet-
ween the human body and maching, image and
reglity, nature and culture, representation and world,
subject and object, statistics and poetry, the | and
the Other, are erased, problematised, and this pro-
blematisation is quite simply now wvisible. Certainly,
the object of vision is dissolved in Modernity; but at
the same time, in the practice and debate of photo-
graphy, they are reestablished again and again. It
may be thought of as a protracted Modermity, a bil-
lowing Modemity, where every generation reesta-
blishes, renews, and transforms its relationship to
nature, to the origin, to the sublime, to the mechani-
cal, and where all of this batters against the novelti-
es of the era—lithography, photography, the stere-
oscope, the arcades, the serial, the machines etc.

Photography is often dated to 1839. This is the year
Frenchman, Louis Monde Daguerre, and
Englishman, Wiliam Fox Talbot, make public two
different photographic processes. Daguerre’s dagu-
errotype gets the greatest immediate publicity while
Talbot's calotype, a negative/positive process, tumns
out to be the embryo for what would be photograp-
hy's future. The last phase of the birth of photo-

~ graphy takes place rapidly, almost abruptly it

seems, since shortly after the first photographic pro-
cesses were published, the market literally exploded
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with similar inventions and improvements. The pre-
paration period had, however, been arduous,
encompassing changes in the central perspective,
camera obscura, photographic chemistry, glass
works and optics, and maore. Aside from the general
pressure on image production, a demand emerged
from, among others, the burgeoning middle clas-
ses—the invention of lithography in 1796 has alrea-
dy pacified the initial phase—but it was not until the
early 1800s that a number of the necessary condi-
tions existed: a sufficiently powerful lens to fasten to
the camera, sufficient knowledge of the light sensiti-
vity of salts of precious metals, pure and reliable
chemicals, and perhaps above all, an idea about the
need fo preserve the image projected onto the
camera's ground-glass, a notion that it was both
possible and functional, a will to photograph.&

The lithograph and the photograph provided the
impetus for a rapidly accelerating image culture, a
culture which was to influence all of the social clas-
ses in a totally different way than previously. The
sheer quantity and tempo of what Baudelaire, brilli-
antly ambivalent, called "industrial madness” had
never before been possible. New technologies (lit-
hography, photography, stereography, etc.), new
motifs, and new fields of application joined together
in the nineteenth century image industry to create
the new culture of mass produced images. This
arena both forms and is formed by new observers,
new thinkers, and new image consumers.

These observers are also starting to exhibit con-
tour and substance through a number of recently
published historical studies. These are interesting
compliments to Crary's brilliantly formalist argumen-
tation, due to the links they establish between pho-
tographic instruments and social practice.” Genus,
class, and ethnicity are factors in such studies of
the visual as a cultural practice of the everyday.8
The image culture of the nineteenth century, with
the help of the new visual media, initiates a compo-
site visual practice—portraits of royalty and celebriti-
es, pornographic images, expedition photography,
etc.—which seduces and entices, increases self-
confidence and consolidates the status quo, which
calms and awakens desire in a way no previous
irmage culture ever had done before.

In her study of the nineteenth century explosion
of erotic and pornographic imagery—photography,
stereography, and later fim— Linda Williams combi-
nes insights from psychoanalysis and the history of
technology in an analysis of concrete historical situ-
ations and image content. Without slipping into
ahistoric psychologism or technical determinism,
she demonstrates that Crary's interpretation and
theories of the implications of optical instruments
are paralleled by the content of the images themsel-
ves. The corporeality of the stereograph’s vision—or
the autonomous visuality—is equally as important as
the focus on how viewers actually experienced and
interpreted motifs and the contents of these images.
Williams speaks of "an ecstasy that is in the body,
but produced in relation to the image"—the image
as a presence rather than a substitute for somet-
hing absent—and shows that the contents and
experience of, for example, the average pornograp-
hic stereographic image provides support for the
same "corporealised observer” which Crary found in
the instruments and the medium itself. Both the eye
and the body are engaged; vision includes the tacti-
le, consciousness of the body and its presence, not
to mention desire and self-satisfaction.

Photagraphy rapidly moves on from an attention-
getting and spell-binding curiosity to become a cen-
tral and taken-for-granted aspect of urban culture.
The number of professionally active photographers,
the number of studios, the production of images
increases quickly; a mass culture of images and



image industries appears.? After only a few decades
the photograph was considered an indispensable
ingredient in the maintenance of a mass culture,
The photograph contains many of those characte-
ristics applauded by the optimists of industrialism:
precision, objectivity, speed, reproductive capacity,
and convenience. Here we can discern a culture
which not only consumes objects, but also visual
experiences. If we follow Marx's credo and establish
that it is during this period that everything solid
melts into air, then we can also see how Modernity
and capitalism are built on flexibility and temporary
possessions, on a more multifaceted, multitudinous,
promiscuous and uninhibited visuality.

The Paris of the 1850s constitutes the first epoch
where photography becomes an occupation, a live-
linood and, a little later, an industry. To be sure, this
period also included active amateurs, gentlemen,
and scientists who attempt to develop the new
medium, but this is mainly the period of the entre-
preneur. It is a commercial photography, developed
and modified in constant dialogue with customers
and employers. While it would be wrong to speak of
specific individuals owning a copyright, there is a
rich spectrum of photographer practicioners; these
first professional photographers exhibited “a subtle
image creation, a multiplicity of tastes, and original
pictorial solutions to practical problems..."1®
Napoleon lll is one of the first heads of state who
sees to it that portraits of himself and his family are
widely distributed, and he spends large sums of
maney for this purpose. The carles de visites era
gave the portrait radically new possibilities for rea-
ching broad target groups and clientele. A A.E.
Disdéris studio production is one of the more exten-
sive; his inventory consisted of 68,000 negatives.
The academic nude studies, propagated by photo-
graphers such as Joseph August Belloc (who is
arrested and fined, several thousand of his "cbsce-
ne" photographs were confiscated) and Bruno
Braguehais, see to it that salon erotica is widely dis-
tributed. Others photograph architecture, expedi-
tions, reproduce artworks, rummage about in the
still life genre—all in the service of someone, in most
cases, someone at the nexus of the rapidly expan-
ding urban culture.

The second industrialisation of vision takes place
during the later part of the nineteenth century when
the first corporations are formed, and new printing
techniques open up totally new possibilities for pho-
tography distribution. Photographers now go from
being independent entrepreneurs, hired by someo-
ne for photographic work, to employees of corpora-
tions. The company's own internal information,
advertising, and communication with other compa-
nies takes place through the photographer. "In
order to survive, a corporation must supply interpre-
tations of the world to its customers and employ-
ees," said David Nye, whose study of General
Electric shows exactly how this happens.’
Commercial and industrial photography remains, in
the quantitative sense, a dominant genre of photo-
graphy. It is a system of image genres, a class of
images, the contents of which have developed with
no model and no specific copyright (in the case of
industrial photography, the company must be consi-
dered the originator, in more than the juridical
sense), but which exercises great influence and has
demonstrated sophisticated results.

A history of images, a social history of vision,
attempts to get an overview and a grasp of this
anonymous, undramatic, and unselfconscious pho-
tography. Art photography and the visual arts can
only be understood in relation to this larger econo-
my of images. An integrated history of photography
should not separate documentary, art, amateur,
corporate and industrial photography from each

other. Contemporary historians have begun to sup-
ply the initial building blocks for such an integrated
history of images. The emerging picture turms out to
be a complex interaction between visuality, appara-
tuses, technology, institutions, social norms, intel-
lectual discourse, bodies, symbols, and motifs. The
act of observation, the activities of the observer,

and the stratified and complex phenomenon of the
gaze is just as problematic as the role of verbal
language in our culture. Man is constituted by both
language and image. But even in our increasingly
interwoven and complicated image world, W.J.T,
Mitchell notes, "images are a point of curious friction
and awkwardness...despite all these images, we still
do not really know what they are, how they func-
tion, what their relationship to language is."12
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11.See Nye, footnote 7.

12.W.J.T. Mitchell, Picture Theory (Chicago:
University of Chicago Press, 1994,

Jan-Erik Lundstrém is a Chief Curator at the
Museum of Photography in Stockholm.

Making the unconscious and the unreal visible is the
commeon thread running through twentieth century
art and science, replacing antiquated divinity with
modern spirituality. But the representation of dre-
ams and their surreal ternporal and spatial displace-
ments met with an irritating dilemma; as soon as
the artist visualized his dream awake, the dream
had to pass through the intellect and the unworked
material had to be inexorably transferred by rational
means.

Seldom therefore has an artist so palpably mate-
rialized her dreams as Janine Antoni does in her
installation Slumber (1994). At Anthony d'Offay
Gallery, London and later in galleries in ZUrich and
Madrid, Antoni installed a bed covered by a balda-
chin made of wool threads from 316 spools. At
night during the exhibition, when no viewer was pre-
sent, she slept in the gallery while connected to an
EEG apparatus which registered her REM impulses,
i.e. the movements the eyes make during the dream

phase of sleep. Every night the apparatus churmed
out long sheets of graphs which kept an account of
her dream activity. At the foot of the bed was a
large loom with which she, by day, wove an endless
wool blanket on which were strips from the night-
gown she had worn while asleep and which folo-
wed the REM printouts’ zigzag patterns. At night
the blanket covered the artist's body while the REM
recordings continued.

Janine Antoni's work is grounded in all the rituals
of everyday life. Eating, bathing, and mopping the
floor, that is to say the most commonplace activiti-
es, are transformed in Antoni’s hands into sculptural
processes. The fact that Antoni is a woman also
means that one associates these activities with
female labor and modern female-related ilnesses.
At the same time, she imitates the rituals of traditio-
nal art, like, for example, chiseling (which she has
done with her teeth), painting (which she has done
with her hair and eyelashes), modeling and moiding
(which she has done with her body). The shared
characteristic of the materials she uses is that they
have all been in intimate contact with the artist's
body.

In Butterfly Kisses (1993), she “brushed" with her
mascara-smudged eyelashes by blinking on a can-
vas 1124 times. In Slumber, the building blocks are
her dreams and the structures are strips from her
nightgown warmed by her body heat. In both
works, Antoni paints directly with her eyes, in other
waords the organ which has occupied the most privi-
leged position in art. But Stumber goes one step
further by abandoning voluntary moverments and let-
ting the autonomous nerve system “paint” alone.

With Slumber, Antoni realizes Romanticism’s and
madernism's desire to render visible an essential
spirituality, only to laboriously weave in the very next
instant the pattern that the EEG apparatus produ-
ces. She recycles her dreams and they give her
warmth at night.

There is a narcissistic character in Janine
Antoni's art. She does not let any of her spontane-
ous reactions go to waste - they are the raw materi-
als which are the source of all her works. Slumber
starts and ends with Antoni's body, in this strange
cycle where her dreams first pass through modern
high technology and are later, in a sort of reversed
chrenology, integrated within a very old handicraft
on the loom.

The weaving and the form of the performance
are related to feminist performance art from the 70s
and it is clearly from there that Antoni receives her
primary inspiration. But there is a decisive differen-
ce. Previously, it was a matter of investigating a
specifically female experience and reclaiming the
female body. Even the traditionally female crafts,
such as weaving and patchwork, were to be taken
up again. While the tendency there was to mystify
and glorify an essential femininity, there is hardly any
trace of mystification in Antoni's installation.

Slumber is as open and matter-of-fact in its account
of the process as a school physics lab.

But the result of the process does not bring the
viewer any closer to the artist even though the print-
out ought to provide a direct link to her uncon-
scious. Antoni is content to tickle art history's key
works under the chin and Slumber can also be read
as a parody of modernism's futile search for the
mystery of dreams and spirituality. The EEG appa-
ratus's drawings are just as incomprehensible as
Joan Mird's “automatic writing."

Janine Antoni plays hide-and-seek with the vie-
wer when she shows her dreams but denies him a
representation of herself. Or is she possibly weaving
“the emperor’'s new clothes” ?

Paulina Sokolow is a pedagogue, lecturer and from
this issue a contributor to Index,

If you are caught in someone else’s dream,
you're I0st. Gites Delewze

1. On the One

The white pillows in the black woman's hands cover
the lower portion of her body. There is a formal
resemblance between the unscrupulous American
hotel owner Lecna Helmsley's outspread skirt and
the shape of the two pillows.! At a first glance, we
might even imagine that the black woman is sitting,
perhaps on the edge of the bed. But she is not; she
cannot. That would destroy the rather simple code
upon which the pomp and circumstance of the
white woman depends. Everything must be different
between the two; the black woman's white clothes
are a stain across the monochromatic harmony bet-
ween the room and Leona Helmsley's clothes (it is
tempting to see in this negative stain, this absence
of photograph, an over-determined white-out); one
is grinning at the world whose gaze she invites and
the other lowers her eyes in the almost primordial
gesture of defeat...

But the photograph is staged: the black woma-
n's presence was asked for somehow {but how?),
needed (by who?). How many other photographs
exist from this same session? Did the black woman
ever look at her employer or meet the gaze of the
camera? Did her look exert any pressure within the
space in which she found herself? Or was her gaze
non-gxistent, like black servants in antebellum New
Orleans brothels who could see the white prostitu-
tes and their clients copulating because their gaze
was not considered human.

But already within these questions there is
something amiss. One's face is unconsciously soli-
difying into the mask which the photograph
demands. For we must make no mistake: the pho-
tograph's ruse, as the caption confirms, is precisely
to flatter us into this mask whereby we can congra-
tulate ourselves. Gompassion here requires an iden-
tification at a formal level with the very power which
we dismiss. The invitation to take distance from the
content of the photograph reintegrates us at anot-
her place within that same content. We shun the
inhumanity of Leona Helmsley only to succumb to
the distancing rhetoric of victimization which posi-
tions the black woman as an object of compassion,
In dismissing the white woman'’s behavior as bank-
rupt, we occupy the exact same position as her
through the guilty, narcissistic pleasure of describing

the black woman as a ‘victim." In both cases, what
is elided is the black woman as the subject of desi-
re. In that sense, our indignant gaze is already part
of the game, is already included in the photograph's
ideological work.

II. On the Other

Nelson Mandela's face is extraordinary. It is like a
mask, a face which has abandoned itself fully to
society and history. In discussing Richard Avedon’s
phatograph of William Casby, bom a slave, Roland
Barthes says “The mask is meaning in so far as it is
pure.” Carl Bildt is obviously overwhelmed by this
pure meaning and cannot but forget his own politi-
cally exigent mask. In the meeting between the twao,
Bildt is the inexperienced First World boy sheltered
from reality and Mandela is the pure mask of real
suffering.

The movement of indignation in the Helmsley
photograph takes flight from the fact that the black
woman Is an unseen accessory; something like
Bildt's gaze, over-absorbed by Mandela, seems
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radically absent there. But this absence at the level
of content becomes a presence if we include our-
selves within the dynamics of looks involved, if we
factor in for the response that the first photograph
implies in its mode of address. Bildt's gaze is not-
hing but the hyperbolized kernel of the gaze which
the Helmsley photograph invites the viewer to
adopt, Bildt may not be indignant (because there is
no easily-recognizable ‘white narcissistic master’
here like Helmsley) but his gaze is exactly what
remains once we subtract indignation from the
compassion we felt in the first photograph. Hence
the fascination of the Bildt photograph: in it we
meet our own gaze from the first photograph like in
a mirror. In that sense, it reveals the narcissistic
component of our compassion mobilized by the
Helmsley photograph.

lll. The Eternal Victim

The fundamental feature of the Sadean fantasy,
according to Lacan, is the eternalization of suffering.
The beautiful virgin is endlessly tortured and raped,
and yet never dies and never loses her beauty or

her essential quality of being a virgin. That is why
the Sadean book is potentially endless. The black
person is also part of a similar prolongation of vic-
timhood within white fantasy. The fantasy-body of
the black remains that of the victim whose innocent
or helpless gaze stares back at us in almost every
news report of "African tragedies".

But the compassion we feel when we meet the
gaze of the innocent suffering Other in fact hides a
hidden enjoyment which, like all enjoyment, is shot
through with guilt. Let us retumn to the photographs.
Mandela is in no way a helpless victim who is inno-
cent and ignorant of the circumstances which have
placed him in that position. As a politician, he has
played the hero and his celebrated ‘suffering’ is fully
explicable within the locus of worldly affairs.
Mandela is not an innocent, perplexed victim but in
the photograph he is reinscribed within the same
economy as the black woman. It is as if the black
subject, be s/he an unknown American(?) female
laborer or a successful South African male politician,
cannot split the sign of identity as victim. Or does
so immediately - according to the logic of Melanie
Klein - and transforms from a good nigger into a
bad nigger?. There is the innocent sufferer for whom
we have compassion, and then there is the drug-
pusher, rapist, etc,

What is at stake behind all these fantasy images
is the prevention of what Lacan calls the "passage a
l'acte”. The "passage & I'acte” displaces us from the
network of Symbolic identifications which provide us
with our consistent and lived subjective coordinates,
tears us from the Symbolic fabric which has been
our very being. Lacan tells the story of Chuang
Chou who one night dreams he is a butterfly. He
wakes up and then wonders: "How do | know that |
am not a butterfly now dreaming | am Chuang
Chou?" Chuang Chou's doubt is a "passage a I'ac-
te” in that it rips him from the fantasy ("l am Chuang
Chou") which had given consistency to his lived
subjectivity. The paradigmatic way of avoiding a true



act, of filling the distance between ourselves and
the act, is in fact what the world calls activity. It is
perhaps symptomatic that it is the Swedish prime
minister involved here, because Sweden is an
exemplary case of how Third World activism is in
fact a way of stalling the "passage & l'acte” whereby
we could traverse our fantasy of the Other. All the
activity, all the hustle and bustle, of humanitarian aid
and talk is there to stall traversing the fantasy of the
Third Worlder. Why is the fantasy so difficult to tra-
verse? Because beyond the fantasy is the Other
who enjoys, the Other of desire, and the idea of the
Other's enjoyment is finally what is unbearable to
the ‘pathological narcissism' which is the privileged
mode of subjectivity of our times.

"Why does the Other remain Other? What is the
cause of our hatred of him, for our hatred of him in
his very being? It is hatred of the enjoyment in the
Other. This would be the most general formula of
the madern racism we are witnessing today: a
hatred of the particular way the Other enjoys...the
Other as he who essentially steals my own enjoy-
ment. We know, of course, thal the fundamental
status of the object is to be always already snat-
ched away by the Other...The problem is apparently
unsolvable as the Other is the Other in my own inte-
rior. The root of racism is thus hatred of my own
enjoyment."3

MNotes.

1.Leona Helmsley, extremely successful and weal-
thy owner of a number of American luxury hotels,
was perhaps the American media's highest symbol
of the 80s; ambitious, arrogant, crass, contemptu-
ous. She finally fell when she was sent to prison
because of tax evasion. At the trial, one of
Helmsley’s servants recalled being told by Helmsley:
“You little people can pay taxes. Taxes are for little
people.”

2.Melanie Klein developped a psychoanalytical theo-
ry of how a child splits the mother into the good
mother and the bad mother, the mother who gives
and the mother who denies.

3.Jacques-Alain Miller, “Extimité," Paris, November
27, 1985 (unpublished lecture), quoted in Slavoj
Zizek, Tarrying with the Negative (Durham, North
Carolina: Duke University Press, 1993), p., 203,

Sina Najafi is a Ph D student at NYU and one of the
editors of Index.

Ever since Lessing's attempt to once and for all
separate image and word, various conceptions of
genre purity have fought with tendencies towards
hybridization. Modern Formalism is the last descen-
dent of this tradition, and it highlights the connec-
tion between gaze, judgement, and aesthetic auto-
nomy. The rhetoric of the eye has, however, more
surprises in store.

Ineluctable modality of the visible: at least
that if no more, thought through my eyes.

I. The double gaze of Formalism

Who possesses eye? Today, when suspicion
against immediacy and the "natural” has itself beco-
me our second nature, such a claim rings of a
bygone era, a return to a category which seems
outdated: to "have an eye" associates to the good
old days when one had "taste.” The notion has,

however, recently been resuscitated in what appe-
ars to be an attempt to counter the influence of lin-
guistic models on art criticism.? Now, such an
attemnpt may contain anything from an ideclogical
resistance to current art practices and their questio-
ning of our modes of visuality, to a fully warranted
call for a revival of a phenomenologically based criti-
cism, probing into the maze of a bodily and situated
perception.2 Given the ambiguity of the claim, it may
prove interesting to take a step back in order to
examine some of the historical conditions for the
discussion—it is only through this that we may dis-
cover something which goes beyond the automatic
defense of one's own preferences. "The Bhetoric of
the Eye” might be the heading for such an investi-
gation, whose point would be that it connects two
fields, two apparently autonomous orders.

Thus already the title harbors a contradiction: the
eye belongs to the order of the visual, of sight, whe-
reas rhetoric belongs to language, speech, the dis-
cursive. The opposition activates a whole classical
system: direct vs. indirect, immediate presence vs.
representation, and, finally, the relation between a
transhistorical instance and one embedded in the
temporal element of relativity.

One of the essential moments of articulation wit-
hin this system, which secretly overdetermines the
terms of the discussion, can be found in Lessing's
treatise Laocoon, or on the Limits of Painting and
Poetry (1766). Lessing explicitly breaks with a long
tradition stemming from the Renaissance, where
poetry and painting were identified according to the
principle of ut pictura poesis and where the different
arts were reduced to one principle, and instead he
attempts to establish the arts in their medium speci-
ficity. The direct object of his attacks is Baroque
emblematics, the apex of the attempt to merge text
and image, as well as all the other arts, into one
encompassing experience.

The paradigmatic analysis in the book demon-
strates how Laocoon's violent death has to be ren-
dered in one way in literature, which unfolds in time,
and in another in sculpture, which is altogether pre-
sent in a now (and whose essential medium is
space). These two arts, literature and the plastic
arts, Lessing names the arts of succession (die
Ktnste des Nacheinander) and of simultaneity (die
Kunste des Nebeneinander) respectively: in the first
we may depict violent and disruptive emotions,
since they are calmed by that which precedes and
succeeds (and since the work is semiotically distan-
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ced from the viewer through the use of signa arbi-
traria); in the art of simultaneity, painting or sculptu-
re, we have to select an ideal and representative
moment, and the representation has to be calmer,
to prevent unbalance and ugliness from occurring
(since we are dealing here with signa naturalia).

In the wake of Lessing, there will be a series of
atternpts to establish the visible and the readable as
two distinct sign systems, and to define the specifi-
city of each genre. Laocoon institutes a battle bet-
ween tendencies to transcend and merge the gen-
res, and a desire to purify the medium and its prin-
ciples. Modernism will oscillate between these two
alternatives: as a will to purity (occasionally borde-
ring on the utopian, with visions of a pure spirituali-
zation), or as a programmatic hybridization or mer-
ging of life and art (as in Dadaism), and generations
of critics will side with one or the other, and do so in
the name of a "trug” vs. a "false” modernism.,

The conflict reaches its peak in a critic ke Clerment
Greenberg, the great American spokesman for a formalist
Alreadly the title of his programmatic 1940 essay, Towards
a Newer Laccoon,” salutes Lessing, The project is to dis-
cem Modemism proper, and counter the "confusion of the
arts,” by reducing from every art form that which is not
essential to it. In a few bold pen strokes, Greenberg deline-
ates the aesthetic battles of the last decades, where diffe-
rent arts have served as models and the others have
attempted to emulate their effects. Music, iterature, and
painting, have during different periads exerted hegemony
over each other, always with fatal consequences for those
forms that were subordinated. Modemity, however, wil
challenge this: music, visual art, and literature begin to focus
Music achieves its purity too quickly, however, and its
modemization quickly comes to a halt; fterature on the
other hand stops haf-way, since it is bound to the task of
transmitting conceptual sense, and thus to the dualism of
form and content; but painting and sculpture are capable of
a more radical purity, and of merging form and contentin a
moare complete way, and thus they (and abowve all painting)
constitute the eminently modem art. Greenberg concludes
that "they lock what they do. The picture or statue exhausts
ftseff in the visual sensattion it produces. There is nothing to
identify, connect or think about, but everything to feel”3

In order to fully grasp these theses, we would have
to examine Greenberg's more complex notions of
the development of the picture plane, of the passa-
ge from a spatial lusion to "optical three-dimensio-
nality,” and the highly problematic relation between
painting and sculpture, chasing each other in their
respective attempts to become the exemplary art
form, a task which would lead us astray in this con-
text. The issue here is rather to locate the position
of the eye, as a final authority outside of history. The
existence of such a suprahistorical instance might
seem paradoxical, given that Greenberg under-
stands Modernism precisely as a historical process
ruled by a more or less compelling logic, but the
contradiction is only apparent. Greenberg often
retumns to the fact that the first look is what is
essential, and he is suspicious of a slow and rumi-
nating beholding, where the immediacy and fresh-
ness of the sensation is overlaid with memory, and
the readjustments of reflection. The often cited
anecdote of how he during studio visits used to
cover his eyes until the painting finally was in place
in front of him is not just a mean-spirited caricature,
but a consequence of his theory of art, On the level
of "aesthetic value,” there is really nothing to argue
about: either you see, or you don't. The capacity to
grasp and discern quality lies beyond any historical
relativity. In this way, Greenberg's theory in fact
operates with twa conditions: on the one hand,
each epoch or historical moment contains a limiting
condition, subject to change, and which we must

be able 1o understand and analyze—to make a
painting in Raphael's time is not the same as in
Pollock's, since the set of possibilities will vary. But
on the other hand, the apprehension of quality
always takes place in the same way, in an intutive
contact, just as the creativity of the artist is somet-
hing else than the mere manipulation of a set of
given historical possibilities. The acknowledgement
of the limiting conditions is always a necessary, yet
never a sufficient, condition for the creation of a
work of quality. To the momentary impulse of inspi-
ration and creativity (which is not something merely
subjective), there corresponds the instantaneity of
beholding, which also surpasses the subjective in
being an instance of a general taste, inaccessible to
further reflection. If you don't get it, you don't.
These two conditions will inevitably end up in con-
flict, while also presupposing each other—two
visions are required, two optics, whose interrelation
will fluctuate. On the one hand, there is the learmed
and historical gaze, identifying the possibilities and
impossibilities in a given epoch; on the other hand,
an immediate gaze forgetting the first (and also for-
getting that it was the first, since this would rob it of
its immediacy), liting itself above time in order to
identify the immutable aesthetic values beyond his-
torical relativity. These two gazes presuppose each
other, and the authentic critic is caught in a contra-
diction which can never nor ought to be overcome.

Limits of the diaphane. But he adds: in bodlies.
Then he was aware of them bodies before of
them coloured.

How? By knocking his sconce against them,
sure. Go easy.

II. Beyond the gaze

Another line could be traced back to Marcel
Duchamp, and his distrust of "retinal painting.” In
1913 he writes a famous note to himself: "No more
painting, Marcel, get a job!" On the basis of several
and highly complex motives,* he abandons the pri-
macy of visuality for a conceptual dimension, the
invisible, to which he would occasionally refer as the
fourth dimension. Much later, this will resound in
Joseph Kosuth and his first manifesto of
Conceptual Art,>where he denies that art has anyt-
hing to do with what he calls "morphological cha-
racteristics,” i.e., visual and formal qualities accessi-
ble to a gaze. Conceptual practice takes place rat-
her at the intersection of visual stimuli, texts, stories
and contexts, similarly to the Baroque emblematics
which Lessing dismissed as a decadent misunder-
standing of the inner logic of the arts.

The visual is here just a moment, but not somet-
hing self-sufficient. Greenberg would no doubt claim
that this is yet another "confusion of the arts,” yet
another attempt to remodel visual art on ancther
genre (literature, for instance), endowed with anot-
her logic, which is detrimental to both, To which
Kosuth replies, addressing Greenberg's acolytes in
color field painting, Morris Louis and Jules Olitski:
you produce nothing but visual muzak, in fact you
are the final stage of a Modernist formalism which at
the end is incapable of creating anything but
momentary color effects devoid of significant con-
tent. From the perspective of conceptual art, the
task of the critic is not to see, but to think, to identi-
fy how a given work modifies the concept of art,
and not to what extent it refines or manipulates a
certain technique, Kosuth claims that when Jackson
Pollock dripped color on an unstretched canvas, he
made a contribution to the concept of art, but when
he proceeded to mount the canvas on a frame and
claimed that it was a painting, he didn’t. Only the
conceptual expansion is related to art, not those
characteristics which connect the work to a recog-
nizable "morphological” tradition. The fact that

Pollock's works "look like” Monet's water-lilies is
completely irrelevant to their "art condition,”
although it may be the case that Pollock's drippings
can allow us to apprehend, retroactively, a concep-
tual dimension in Monet, buried under a sensualist
and medium-specific reading of his work.

Lucy Lippard describes this process as a "demateri-
alization of the art object,”® a loss of visuality, even
though it is not driven equally far by all artists,
Negatively put, this development could be seen as a
linguistic imperialism, as a discursive overcoding of
the visual, although it is historically more correct to
interpret is as resulting from previous strategies in
process art, happenings, and body art. It is only in a
historical retrospective that these movements can

me a sirategic necessity, although it was in fact
never carried out: the issue became to understand
the domain of the eye and the visual as a rhetorical
construction to be scrutinized, and not just simply
endorsed or rejected.

Limits of the diaphane in. Why in? Diaphane,
adiaphane. If you can put your five fingers
through it,

it is a gate, if not a door. Shut your eyes and see.

Il. “Borrow my eyes”

To avoid all simplistic and brutal oppositions, we
should put equal emphasis on both the terms in the
rhetoric of the eye. It will always be a question of

be circumscribed, and they were just as much a
series of allempts to activate the beholder physical-
ly, and the place of physicality and the material con-
text was an object of considerable aesthetic and
ideclogical dispute. Benjamin Buchloh phrases the
latent iconoclasm of conceptual art in the following
way: "The proposal inherent in Conceplual Art was
to replace the object of spatial and perceptual
experience by linguistic definition alone (the work as
analytic proposition) and thus constituted the most
consequential assault on that object's visuality, its
commodity status and its distribution form.™” His
study shows, however, that this project was never
carried out, and that it always was in conflict with
other, opposing tendencies. An overview of a series
of early works considered as "conceptual” in the
wide sense of the word indicates the differences in
the state accorded to physicality, as well as the per-
vasive oscillation between an inner "mental" sphere
and an activist attitude toward the material context.
Conceptual art was never a unified movement:
above all, it was not a visual "style,” as in the case
of minimal art. The Marxist-inspired theoretical criti-
que of the commaodity form and the fetishism of the
object merged with new photograhic and documen-
tary strategies, which attempted to prevent the pho-
tograph from becoming just a new fetish (although
this was often the result). On the level of conceptual
art's ideological seli-image, it was a series of more
or less radical attempts to steer clear of the
demands for efficiency on the part of the art sys-
tem, a revolutionary and egalitarian attitude prociai-

.ming that art belongs to everyone, and not just to

an exclusive gallery audience with a taste for acqui-
fing extremely expensive objects. lconoclasm beca-
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seeing (the opposite would be absurd), but the
“question” is of course what, in a given case, it
means to see. Greenberg's solution (covering your
eyes...) seems difficult to adhere to today. The
momentum has rather been on the side of the tradi-
tion stemming from Duchamp—the dissolution of
immediate visuality in contexts, narratives and social
processes, which cannot be "seen” in any simple
way. The current use of photography has paradoxi-
cally enough strengthened this tendency; the con-
stant demystifying of the indexical and mimetic
claims of photography has led to the insight that
every image tends to conceal its own mode of pro-
duction, that it as a mere visual fact not only holds
information back, but in fact expresses a distorting
ideology. The visible is a mirage which hides reality.
The use of photography has come to focus on a
critique of immediate visuality as ideology, desire,
and the psychoanalytical investigations of scopic
desire, fetishism and different processes of identifi-
cation and projection, have furthered the undermi-
ning of the dream of immediate visuality.
Photography, once the very model of a truthful wit-
ness, and which in the 19th century was called on
1o relieve painting of its representational task, now
has the opposite function of disrupting the faith in all
types of immediacy and transparency.

On one level, it seems to be this tradition and all
its questions which form the target of the newborn
discourse of the "eye"—i.e., a claim to be able to
identify "quality,” immediately, and preferably, or
always, without ensuing discussion. This is a dream
of a community based on taste, like a lost child-
hood, today accessible only through an (injvoluntary
regression. What does taste signify today? We use



the word to talk about fashion, clothes, or interior
decoration, whereas "good taste” rarely applies to
more advanced discussions on art, since the edu-
cated bourgeoisie defined through this concept has
vanished.®

(Allow me to evoke, within parentheses, an often
guoted passage where the immediacy of the eye is
at stake, and which strangely enough also prefigu-
res the relativity of vision, though without this latter
dimension having been sufficiently noticed: in his
Thoughts on the Imitation of Greek Works in
Sculpture and Painting (1755), ten years before
Lessing was to draw a firm line between the visible
and the linguistic, Winckelmann, the father of Neo-
Classsicism, advises us to imitate Antiquity; and if
someone were to object that he is unable to grasp
the beauty of these works, then, Winckelmann says,
"may he borrow my eyes"—the sublime irony here
being that the author at the time had never seen in
fact a single antique work, but merely various cop-
per engravings. Vision, the rhetoric of the eye, here
constitutes a magnificent phantasm, filtered through
layers of representations and historical models, all
erected on the basis of a paradoxical desire. The
reader is forced to draw the strange conclusion that
he, since he cannot literally borrow Winckelmann's
eyes, in fact has to take him on his word, although
they had just been declared insufficient. This exhor-
tation still vibrates with a powerful subjectivity, a will
to convey a highly personal experience to the rea-
der, even though this, at least in the case of
Winckelmann in 1755, was entirely played out in the
imaginary register.? When the word "eyes” is used
today, it is less of a plea or an invitation to identify
with another, than a claim to power looming at the
horizon)

At this point, we return to the initial question. What
does it mean to have, or for that matter, to lack
eye? The latter accusation could be taken to imply
an unsure analysis of a work, a misunderstanding of
its mode of construction, errors regarding materials,
technigues, motifs, an insufficient analysis of the
material and visual strata of a work. Such errors are
probably evenly distributed among critics, although
they are presumably not what is intended. The
accusation rather bears on this unidentifiable
something which permits whoever has “eye” to
state with sovereignty: this is good, this is bad.
These eyes will of course never be anything but rhe-
torical, and never real ones. The primacy of the eye
always rests on a persuasive definition, and Look/
quite simply means: agree with my value judge-
ments.

This is not tantamount to rejecting the notion of
criteria of quality, just an objection to their being
based on reactionary beliefs in authority and mysti-
cism alike—farmalism in its pure state often reverts
to mysticism, to a belief in God-given inspiration, an
ecstatic moment shrouded in a quasi-religious ter-
minology, which is needed to give form its sense
and energy, its initial direction. Formalism and mys-
ticism merge in an intuitionism, as in Greenberg: the
historical analysis has, as we have seen, to be com-
pleted with something transhistorical, an emotion, a
direct access to a radically supra-historical quality,
which in its turn ends up being based on a quasi-
physiological automatism: "Aesthetic judgements
are given and contained in the immediate experien-
ce of art. They coincide with it; they are not arrived
at afterwards through reflection and thought.
Aesthetic judgements are also involuntary: you can
no more choose whether or not to like a work of art
than you can choose to have sugar taste sweet or
lermons sour”.10

The criteria of quality are indeed more diffuse
today than earlier, since they can no longer be tied
to generic structures, although this does not imply

that they should be rejected. The supra-historical
intuition is however of little avail to us, since it today
means little more than "please agree with my value
judgements” (if we accept that it ever meant somet-
hing else in the first place). This is the last stage of
the concept of taste, where it no longer rests on a
consensus, but on different competing claims to
power. The demand Look! cannot be dismissed,
but we have to realize that it implies nothing deter-
minate—rather it means escaping into a vacuous
and undemanding subjectivity, which only too soon
turns into the ventriloguist of wholly different inter-
ests.

Countering the metaphysical claims in Yves Klein's
presentation of an empty gallery space as a work of
art, Donald Judd once laconically stated: "Art is
something you look at."1! Today we can see the
limitations of this phrase (and the extent to which it
depends on Greenbergian doctrines of direct visua-
lity). It presupposes a stable and identifiable object,
a certain delimited optical situation, a framing which
tells us what belongs to the inner and the outer, etc.
"To see” may be just one of many modalities of
attention, and we may conceive of an indefinitely
open list: to move, to prolong, to deal with, to act...
In 1972, Richard Serra published such a list of
verbs as an open-ended and principally interminable
definition of the territory of process art: to rip, to
tear, to pull...'2 Perhaps this has to be reconsidered
from the peint of view of the spectator. It is indeed
true that most works remain there strictly to be loo-
ked at, and we will never finish counting the effects
of the rhetoric of the eye. It is however highly unlike-
ly that it can provide us with an eternally valid defini-
tion of art, either from the point of view of the artist,
or from that of the beholder.
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Peter Hagdah! will come up this fall with a one-man-
show at gallery Andréhn-Schiptienko and the group-
exhibition Mamma (Mather) at gallery Enkehuset,
both in Stockholm. In this reading of Peter Hagdahls
latest works, Mats Stjernstedt presents some of the
main works in his production.

The rapid pace of technological development some-
times has bizarre side-effects. Two real situations,
which will be given little attention in the annals of
history, are sketched below:

In areas around Heathrow airport outside
London, small hotbeds of malaria flare up from
time to time, these are caused by mosquitos car-
ried over from infected areas by the airplanes.

Panic broke out at an airport in Kuwait when it
was discovered that an airplane which had
recently arrived from a plague-infested area of
India had unwittingly brought with it a rat.

World Watch Institute in the US has recently predic-
ted a rapid and drastic increase in the number of
global epidemics using the two above-mentioned
examples. The reasen for this sudden ominous pic-
ture is probably not due to those sporadic occa-
sions when animals and insects get lost in technolo-
gically advanced means of transport, but more likely
the ease with which humans have intensified their
global travel. Through this, man has exposed him-
self to new viruses which previously lived in a func-
tional balance of terror with their animal carriers.
The alarming report from World Watch Institute
establishes that humans must now be considered
as part of a global ecological system of disease, as
well as one of virus, bacteria, and insects. Like
other ecological systems, the tiniest change anyw-
here in the system can mean sudden, large chan-
ges in some other part of the system, If we do not

consciously try to stop the free flow of virus, bacte-
ria, and insects, we risk succumbing to one global
epidemic after another, warns World Watch
Institute,

Not long ago, these facts could be found in one of
our larger dally newspapers. This summary may
also be used to illustrate a method used by Peter
Hagdahl. Since the beginning of the 1990s, the
development of Hagdahl's work has come to inclu-
de investigations of the relationship between diffe-

rent social, political, economic and ecological condi-
tions: the ways events are linked, how they presup-
pose each other, or how their consequences deve-
lop into unexpected chain reactions in all directions.
In both installations and projects, Peter Hagdahl has
presented objects in a non-hierarchical manner
along with different media such as photography,
painting, and sculpture. His wark can perhaps be
read as a commentary on the perceptive condition
of contemporary life—we receive on a daily basis an
unqualified flow of images and information. He also
alerts us to those occasions when we no longer can
trust our sensory organs, when perceptions appear
as hallucinations, sensations remaoved from reality.

Something which characterised Peter Hagdahl's art
at the beginning of the 1990s was his intimate
approach to personal history. This included an inve-
stigation of themes such as memory, through
reconstructing and staging fragments of memory.
These studies are represented in the work /-Beam
which was shown at the PS1 Museum in New York
{in connection with Hagdahl's scholarship to PS1,
1991). The title of the work contains several mea-
nings: it refers partly to the gaze and the perceptive
act, I-Bearn in the sense of eye-beam, partly to the
ego, but also to the heavy 1.5 ton iron beam, a
massive trunk which constituted part of the installa-
tion. On and beside the beam, there were plastic
bottles filed with water, Coca-cola, and cleaning
fluid. These bottles were chosen from the super-
market according to their form, or taken directly
from daily life in the artist's studio. The massive and
weighty iron beam contrasted to the fragile plastic
bottles, while at the same time accentuating an
extension outward in the gallery space. It also diffe-
red on account of its enormous weight which stres-
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sed its presence as a fixed, immovable object in the
exhibition. The thin surfaces of the plastic bottles
were covered with photo emulsion. The images
were sequences depicting a private world with pho-
tographs of close relations, taken from the family
album. In /-Beam, Peter Hagdahl found a form to
give shape to the way his own memory worked.
The work communicated different stories according
to the viewer's movements in the room, and this
showed how memory depended on the position of
the rememberer.

Memory is the our capacity to store and recall
mental pictures and ideas. This is the function
which guarantees the preservation of our experien-
ces of vision. Like /-Beam, the installation
Sustained/Bevarad (shown in 1992 at Galleri
Andréhn/Schiptienko in Stockholm) deals with pre-
servation. Not in the sense of the ability to recall a
personal history, but in the sense of a preservation
of conjuration and a nurturing of mortality.
Sustained/Bevarad, which is subtitled system,
moment, area (wonder)/system, tidpunkt, omrade
(underverk) also dealt with the hidden relationships
between different events and how a single person’s
metabolism could have devastating effects, if this
metaboelism functioned together with large-scale
economic and political structures. In the exhibition
catalogue, Peter Hagdahl refers to what happened
to former President George Bush at a business din-
ner during a state visit fo Japan. Bush got food poi-
soned and threw up in front of the world's cameras.
This regrettable, but almost trivial, incident had an
unexpectedly rapid effect on the international eco-
nomy in the form of a drop in the world's stock
markets. Sustained/Bevarad marks a turning point
where Hagdahl's survey of memory changes over to
an interest in contemporary events. His cbserva-
tions of the world around him macde it more and
more difficult to work with a closed narrative like he
had done with //Beam. Sustained/Bevarad was cha-
racterised by a condition of openness and leakage.
Palitical, ecological and social systems trickled bet-
ween the objects in the exhibition. Objects from dif-
ferent media were brought together: photography,
painting, and different artefacts from daily life. This
fragrnentation was a conscious choice in order to
attain a description of contradictions and heteroge-
nity. He also avoided hierarchies through staging
unexpected encounters between the objects in the
exhibition. A generator was coupled to a freezer
with a glass door which contained two ice sculptu-
res. In this way, the systems presupposed each
ather: the heat principle guarantied the possibility of
freezing. To keep the system going, the two gallery
owners had to constantly check the connections
and refuel it. Although the systems were joined to
the greatest possible extent, a decomposition was
unavoidable. The result was a leakage of residue
and contamination which was impossible to contain,
it developed out of the generator in the form of a
thin, fine gas which leaked out and evaporated. The
works on the floor were surrounded by a frieze of
photographs, tables, and newspaper clippings
which were pinned to the wall. The frieze functioned
like a leng chain of associations, This raised suspi-
cions about the underlying relationships between
the components in the gallery space.

The same method, the depiction of the more or less
openly expressed relationships between events,
drove Peter Hagdahl further in Intoxicated by your
fove, an installation which has been shown in diffe-
rent versions between 1993 and 1994, The project
was begun at the same time as Sustained/Bevarad,
but intoxicated by your love has a more psychotic

. tone. The work demonstrates that the external pres-

sure we are exposed to influences our perception of
the world around us. This pressure can be likened
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to a kind of non-chemical drug which poisons us
mentally, physically and politically. The installation’s
appearance resembles I/Beam—the same funda-
mental axial construction. Like his earlier work, it
also touches on the personal and the private.
Intoxicated by your love can be interpreted as the
story of the condition of Peter Hagdahl under the
influence of love. As in Sustained/Bevarad, it con-
sists of a number of different artefacts: chioride
bottles, Hibernal, articles from newspapers and
magazines, colour photographs, decals, beer cra-
tes, a sculpture made of pure sulphur, live rats....At
first, the mutual relationship between the objects
gives an unsystematic impression, but locking more
closely, a number of complex relations of opposites
appear. The installation is polarised between the
purifying chloride and objects normally considered
to be pollution, like rats and sulphur. The sulphur,
according to the principle of alchemy, burning and
consuming (environmentally dangerous, in modern
terminology), appears in its impeccable and subli-
mated form as "clean” pollution. The chloride, clini-
cally clean but devastatingly poisonous, is a by-pro-
duct derived from chlorine. Chioring is also the base
used in Hibemnal, a psychopharmocologic drug
which inhibits psychosis, and is effective in counte-
racting delirium. Intoxicated by your fove also con-
stitutes the starting point for an investigation of deli-
rious vision by means of photographs and digital
techniques. Photography is presented on a number
of different levels, in layers of emulsions, his own
photographs, the photographs of others, represen-
tational—and above all—manipulated and distorted.
In those works which investigate states of halluci-
nation, Peter Hagdahl administers the legacy from
the surrealist movement. But compared to, for
example, Henri Micheaux who, under the influence
of mescaline artificially reaches a state of hallucina-
tion, then Peter Hagdahl establishes something per-
haps more terrifying: there is already a drug which
influences us in real life. In contrast to the theoretical
discourse of the 1980s about "representation” he
asks instead what happens when nothing no longer
represents anything. And what happens when we

suddenly lose our grip? Intoxicated by your love
shows what happens when normality suddenly
loses control and takes off without you, The new-
spaper articles in the installation contained informa-
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tion about a sudden chlorine leakage at
Vanadisbadet, and about weak old pensioners who
were poisoned with chiorine by a well-intentioned,
but misguided hospital attendant. The work places
the norm in a dialectical position in relation to per-
version which gives it the character of a question.
What is the norm and when does it become a per-
version? How can such a condition be altered back
to the norm?

The exhibition Spefets regler was a project concei-
ved in the public space of the inner city of
Stockholm in 1993. Since the goal of the project
was to avoid the hierarchy’s control, Spefets regler
was produced independently without curators.
Peter Hagdahl was given the comer of Rehngatan
and Luntmakargatan, a location like any other, with
nothing historical to elevate it. Hagdahl's purpose
was to create an artwork which functioned alongsi-
de and togsther with the city's conditions, rather
than to insert a foreign object into the city space.
He used a skip which contained refuse and paper
for recycling and covered it over by photo emul-
sions of images from his own world. In this way, the
private and the public touched each other. Close to
the skip, on a parking meter, a drain pipe and an
electricity box, he comments on the city's coded
external and internal conversations: the informal
messages of the inhabitants in the form of posters
and decals. The skip had barely arrived before it
was emptied of its contents by passersby and refil-
led with other types of rubbish. Its use both as a
collection pool and a centre for exchange gave the
work an interactive function. Something similar took
place when the posters were torn down and repla-
ced by new ones. The situation developed into
something which can almost be likened to trench
warfare, where each trace was washed off and
improved. The work came to demonstrate somet-
hing like the city's life cycle. As often happens to
works of art in public spaces, Hagdahl's work was
also vandalised. The skip was damaged, but since
this aspect was built into the concept of the work,
there was nothing which attracted attention as art,
and thus nothing to destroy.

A project which, like Spelets regler, took place out-
side the institutionalised art context was [Ldgenhet
(flat). The project was set up in the suburbs of
Rosengérd outside Malmo and Gérdsten outside
Gothenburg. Each of the twelve participating artists
had an empty, uninhabited flat at their disposal. A
number of the works also commented on the social
conditions in the suburb itself. Peter Hagdahl seems
to have taken as his point of departure the anti-
social and less attractive aspects—a condition of
non-communication. It has been established that
people who have been isolated from the world for a
long period, like prisoners in isolation cells or human
subjects in scientific experiments can develop hallu-
cinations. The explanation has been that the lack of
sensory stimulation causes the brain to create fan-

tasies. This is also the explanation for why certain
people after a long isolation may fall into a schizo-
phrenic state. In Lagenhet, Peter Hagdahl shows
two manipulated hallucinatory images, photo emul-
sions applied directly to the walls. This implicated a
fictitious inhabitant, a lonely person surrounded by
optical illusions, perceived in a feverish or drowsy
state.

The installation Maintaining its status as enigma was
shown in two versions during 1995, First at the
Living Arts Museum in Reykjavik, lsland, and then
as part of Hora del' Norte (Scandinavian
Contemporary Art in Barcelona and Madrid). A
video was projected—about ten objects shown in a
loop—directly onto the wall. The objects constantly
changed over time, for instance, an apple shown in
a slowly rotating movement is transformed, through
a morfing technique, to the shape of a coffee cup.
Despite the fact that these were trivial everyday
objects, chosen according to simple criteria such as
a firm and closed form, in sizes no larger than what
would fit in the cup of one's hand, their very mallea-
bility as familiar objects made them seem foreign to
the viewer. The installation created a surrealistic and
elusive atmosphere, which was reinforced by the
title of the work. On a number of levels, the central
therne of the exhibition can be said to be states of
transformation and transition. Aside from the projec-
tion, there were a number of plaster objects on the
floor, objects which seem to go through a process
of transformation, either through taking on a repre-
sentational form, or dissolving into abstraction. The
copulating male and female sex organ, a kind of
replica, represented sexuality as a metaphor for
transformation. A skull was placed right next to it,
death in the sense of transformation's anti-source.
These representational forms were contrasted to
amorphous, disconcertingly soft forms which looked
like they had been spilled on the floor and then har-
dened there. The references to sexuality and death
in the installation create associations to classical art
history, this also applies to the use of plaster which
is the classic material used for sculpture.
Maintaining its status as an enigma moves Peter
Hagdahl's investigation of the private to broader
issues, something which has characterised his
development as an artist in recent years. His perso-
nal experiences have begun to work together with
increasingly large, universal systems. His exhibitions
and installations can be said to have acquired the
function of a centre for switchboard operations.
Today's different life worlds join Peter Hagdahl's
own world. It is an art which floats freely in the pro-
gression of postindustrial society, where it steps
over boundaries with the same lightness as a male-
ria-infested mosquito who mistakenly gets lost in a
plane standing ready to take off.

Mats Stiernstedt lives and works in Malmé as a
freelance curator,
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The modemn era, it is often alleged,! has been domi-
nated by the sense of sight in a way that set it apart
from its premodern predecessors and possibly its
postmodern successor. Beginning with the
Renaissance and the scientific revolution, modernity
has been normally considered resolutely ocularcen-
tric. The invention of printing, according to the fami-
liar argument of McLuhan and Ong,? reinforced the
privileging of the visual abetted by such inventions
as the telescope and the microscope. "The percep-
tual field thus constituted," concludes a typical
account, "was fundamentally nonreftexive, visual
and quantitative."3

Although the implied characterization of different
eras in this generalization as more favorably inclined
to other senses should not be taken at face value,*
it is difficult to deny that the visual has been domi-
nant in modern Western culture in a wide variety of
ways. Whether we focus on "the mirror of nature”
metaphor in philosophy with Richard Rorty or
emphasize the prevalence of surveillance with
Michel Foucault or bemoan the society of the spec-
tacle with Guy Debord,5 we confront again and
again the ubiquity of v ision as the master sense of
the modern era.

But what precisely constitutes the v isual culture
of this era is not so readily apparent. Indeed, we
might well ask, barrowing Christian Metz's term, is
there one unified "scopic regime”s of the modern or
are there several, perhaps competing ones? For, as
Jacqueline Rose has recently reminded us, "our
previous history is not the petrified block of a single
v isual space since, locked at obliquely, it can
always be seen to contain its moment of unease. 7
In fact, may there possibly be several such
moments, which can be discerned, if often in
repressed form, in the moderm era? If so, the scopic
regime of modernity may best be understood as a
contested terrain, rather than a harmoniously inte-
grated complex of visual theories and practices. It
may, in fact, be characterized by a differentiation of
visual subcultures, whose separation has allowed us
to understand the multiple implications of sight in
ways that are now only beginning to be apprecia-
ted. That new understanding, | want to suggest,
may well be the product of a radical reversal in the
hierarchy of visual subcultures in the modern scopic
regime.

Before spelling out the competing ocular fields in
the modem era as | understand them, | want to
make clear that | am presenting only very crude
ideal typical characterizations, which can easily be
faulted for their obvious distance from the complex
realities they seek to approximate. | am afso not

suggesting that the three main visual subcultures |
single out for special attention exhaust all those that
might be discerned in the lengthy and loosely defi-
ned epoch we call medernity. But, as will soon
become apparent, it will be challenging encugh to
try to do justice in the limited space | have to those |
do want to highlight as most significant.

Let me begin by tuming to what is normally clai-
med to be the dominant, even totally hegemonic,
visual model of the modern era, that which we can
identify with Renaissance notions of perspective in
the visual arts and Cartesian ideas of subjective
rationality in philosophy. For convenience, it can be
called Cartesian perspectivalism. That it is often
assumed to be eguivalent to the modem scopic
regime per se is ilustrated by two remarks from
prominent commentators. The first is the claim
made by the art historian Wiliam Ivins, Jr., in his Art
and Geometry of 1946 that "the history of art during
the five hundred years that have elapsed since
Alberti wrote has been little more than the story of
the slow diffusion of his ideas through the artists
and peoples of Europe.”® The second is from
Richard Rorty’s widely discussed Philosophy and
the Mirror of Nature, published in 1979: "in the
Cartesian model the intellect inspects entities mode-
led on retinal images.... In Descartes’ conception—
the one that became the basis for ‘modern’ episte-
mology—it is representations which are in the
‘mind."*? The assumption expressed in these cita-
tions that Cartesian perspectivalism is the reigning
visual model of modemity is often tied to the further
contention that it succeeded in becoming so becau-
se it best expressed the "natural” experience of
sight valorized by the scientific world view. When
the assumed equivalence between scientific obser-
vation and the natural world was disputed, so too
was the domination of this visual subculture, a sali-
ent instance being Erwin Panofsky's celebrated criti-
que of perspective as merely a conventional symbo-
lic form. 10

But for a very long time Cartesian perspectiva-
lism was identified with the modern scopic regime
tout court. With full awareness of the schematic
nature of what follows, let me try to establish its
most important characteristics. There is, of course,
an immense literature on the discovery, rediscovery,
or invention of perspective—all three terms are used
depending on the writer's interpretation of ancient
visual knowledge—in the ltalian Quattrocento.
Brunelleschi is traditionally accorded the honor of
being its practical inventor or discoverer, while
Alberti is almost universally acknowledged as its first
theoretical interpreter. From lvins, Panofsky, and
Krautheimer to Edgerton, White, and Kubowy,11
scholars have investigated virtually every aspect of
the perspectivalist revolution, technical, aesthetic,
psychological, religious, even economic and political.

Despite many still disputed issues, a rough con-
sensus seems to have emerged around the follo-
wing points. Growing out of the late medieval fasci-
nation with the metaphysical implications of light—
light as divine lux rather than perceived lumen -
linear perspective came to symbolize a harmaony
between the mathematical regularities in optics and
God's will. Even after the religious underpinnings of
this equation were eroded, the favorable connota-
tions surrounding the allegedly objective optical
order remained powerfully in place. These positive
assoclations had been displaced from the objects,
often religious in content, depicted in earlier painting
to the spatial relations of the perspectival canvas
themselves. This new concept of space was geo-
metrically isotropic, rectilinear, abstract, and uni-
form, The velo or veil of threads Alberti used to
depict it conventionalized that space in a way that
anticipated the grids so characteristic of twentieth-
century art, although, as Rosalind Krauss has

reminded us, Alberti's veil was assumed to corres-
pond to external reality in a way that its modernist
successor did not.12

The three-dimensional, rationalized space of per-
spectival vision could be rendered on a two-dimen-
sional surface by following all of the transformational
rules spelled out in Alberti's De Pittura and later tre-
atises by Viator, Direr, and others. The basic device
was the idea of symmetrical visual pyramids or
cones with one of their apexes the receding vanis-
hing or centric point in the painting, the other the
eye of the painter or the beholder. The transparent
window that was the canvas, in Alberti's famous
metaphor, could also be understood as a flat mirror
reflecting the geometricalized space of the scene
depicted back onto the no less geometricalized
space radiating out from the viewing eye.

Significantly, that eye was singular, rather than
the two eyes of normal binocular vision. It was con-
ceived in the manner of a lone eye looking through
a peephole at the scene in front of it. Such an eye
was, moreover, understood to be static, unblinking,
and fixated, rather than dynamic, moving with what
later scientists would call "saccadic” jumps from
one focal point to another. In Norman Bryson's
terms, it followed the logic of the Gaze rather than
the Glance, thus producing a visual take that was
eternalized, reduced to one "point of view," and dis-
embodied. In what Bryson calls the "Founding
Perception” of the Cartesian perspectivalist tradition,

the gaze of the painter arrests the flux of pheno-
mena, contemplates the visual field from a vanta-
ge-point outside the mobility of duration, in an
eternal moment of disclosed presence; while in
the moment of viewing, the viewing subject uni-
tes his gaze with the Founding Perception, in a
moment of perfect recreation of that first epipha-
ny.13

A number of implications followed from the adoption
of this visual order. The abstract coldness of the
perspectival gaze meant the withdrawal of the pain-
ter's emotional entanglement with the objects
depicted in geometricalized space. The participatory
involvernent of more absorptive visual modes was
diminished, if not entirely suppressed, as the gap
between spectator and spectacle widened. The
moment of erotic projection in vision—what St.
Augustine had anxiously condemned as "ocular
desire’"— was lost as the bodies of the painter and
viewer were forgotten in the name of an allegedly
disincarnated, absolute eye. Although such a gaze
could, of course, still fall on objects of desire—
think, for example, of the female nude in Direr's
famous print of a draftsman drawing her through a
screen of perspectival threads'>—it did so largely in
the service of a reifying male look that turned its tar-
gets into stone. The marmoreal nude drained of its
capacity to arouse desire was at least tendentially
the outcome of this development. Despite important
exceptions, such as Caravaggio's seductive boys or
Titian's Venus of Urbino, the nudes themselves falil
to lock out at the viewer, radiating no erotic energy
in the other direction. Only much later in the history
of Western art, with the brazenly shocking nudes in
Manet's Dgjeuner sur I'herbe and Olympia, did the
crossing of the viewer's gaze with that of the sub-
ject finally occur. By then the rationalized visual
order of Cartesian perspectivalism was already
coming under attack in other ways as well,

In addition to its de-eroticizing of the visual order,
it had also fostered what might be called de-narrati-
vization or de-textualiation. That is, as abstract,
quantitatively conceptualized space became more

. interesting to the artist than the qualitatively differen-

tiated subjects painted within it, the rendering of the
scene became an end in itself. Alberti, to be sure,
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had emphasized the use of perspective to depict
istorfa, ennobling staries, but in time they seemed
less important than the visual skill shown in depic-
ting them. Thus the abstraction of artistic form from
any substantive content, which is part of the cliched
history of twentieth-century modernism, was already
prepared by the perspectival revolution five centuri-
es earlier. What Bryson in his book Word and Image
calls the diminution of the discursive function of
painting, its telling a story to the unlettered masses,
in favor of its figural function, '® meant the increasing
autonomy of the image from any extrinsic purpose,
religious or otherwise. The effect of realism was
consequently enhanced as canvases were filled with
more and more information that seemed unrelated
to any narrative or textual function. Cartesian per-
spectivalism was thus in league with a scientific
world view that no longer hermeneutically read the
world as a divine text, but rather saw it as situated ina
mathematically regular spatio-temporal order filed with
natural objects that could only be observed from wit-
hout by the dispassionate eye of the neutral researcher.

It was also complicitous, so many commentators
have claimed, with the fundamentally bourgeois
ethic of the modern world. According to Edgerton,
Florentineg businessmen with their newly invented
technique of double-entry bookkeeping may have
been "more and more disposed to a v isual order
that would accord with the tidy principles of mathe-
matical order that they applied to their bank
ledgers.7 John Berger goes so far as to claim that
more appropriate than the Albertian metaphor of the
window on the world is that of "a safe let into a wall,
a safe in which the visible has been deposited.® It
was, he contends, no accident that the invention (or
rediscovery) of perspective virtually coincided with
the emergence of the cil painting detached from its
context and available for buying and selling.
Separate from the painter and the viewer, the visual
field depicted on the other side of the canvas could
become a portable commaodity able to enter the cir-
culation of capitalist exchange. At the same time, if
philosophers like Martin Heidegger are correct, the
natural world was transformed through the techno-
logical world view into a “standing reserve” for the
surveillance and manipulation of a dominating subject.!9

Cartesian perspectivalism has, in fact, been the
target of a widespread philosophical critique, which
has denounced its privileging of an ahistorical, disin-
terested, disembodied subject entirely outside of the
waorld it claims to know only from afar. The guestio-
nable assumption of a transcendental subjectivity
characteristic of universalist humanism, which igno-
res our embeddedness in what Maurice Merleau-
Ponty liked to call the flesh of the world, is thus tied
to the "high altitude” thinking characteristic of this
scopic regime. In many accounts, this entire tradi-
tion has thus been subjected to wholesale condem-
nation as both false and pernicious.

Looked at more closely, however, it is possible to
discern internal tensions in Cartesian perspectiva-
lism itself that suggest it was not quite as uniformly
coercive as is sometimes assumed. Thus, for exam-
ple, John White distinguishes between what he
terms "artificial perspective,” in which the mirror held
up to nature is flat, and "synthetic perspective,” in
which that mirror is presumed to be concave, thus
producing a curved rather than planar space on the
canvas. Here, according to White, Paoclo Uccello
and Leonardo da Vinci were the major innovators,
offering a "spherical space which is homogeneous,
but by no means simple, and which possesses
some of the qualities of Einstein’s finite infinity.20
Although artificial perspective was the dominant
maodel, its competitor was never entirely forgotten.

Michael Kubovy has recently added the observa-
tion that what he calls the robustness of
perspective?! meant that Renaissance canvases



could be successfully viewed from more than the
imagined apex of the beholder's visual pyramid. He
criticizes those who naively identify the rules of per-
spective established by its thearetical champions
with the actual practice of the artists themselves.
Rather than a procrustean bed, they were practical-
ly subordinated to the exigencies of perception,
which means that denunciations of their failings are
often directed at a straw man (or at least his straw eye).

Equally problematic is the subject position in the
Cartesian perspectivalist epistemology. For the
maonocular eye at the apex of beholder's pyramid
could be construed as transcendental and univer-
sal—that is, exactly the same for any human viewer
occupying the same point in time and space—or
contingent— solely dependent on the particular,
individual vision of distinct beholders, with their own
concrete relations to the scene in front of them.
When the former was explicitly transformed into the
latter, the relativistic implications of perspectivalism
could be easily drawn. Even in the nineteenth cen-
tury, this potential was apparent to thinkers like
Leibniz, although he generally sought to escape its
more troubling implications. These were not explicit-
ly stressed and than praised until the late nineteenth
century by such thinkers as Mietzsche. If everyone
had his or her own camera obscura with a distinctly
different peephole, he gleefully concluded, then no
transcendental world view was possible.22

Finally, the Cartesian perspectivalist tradition con-
tained a potential for internal contestation in the
possible uncoupling of the painter’s v iew of the
scene from that of the presumed beholder.
Interestingly, Bryson identifies this development with
Vermeer, who represents for him a second state of
perspectivalism even more disincarnated than that
of Alberti. "The bond with the viewer’s physigue is
broken and the viewing subject,” he writes, "is now
proposed and assumed as a notional point, a non-
empirical Gaze.®3

What makes this last observation so suggestive
is the opening it provides for a consideration of an
alternative scopic regime that may be understood
as more than a subvariant of Cartesian perspectiva-
lism. Although | cannet pretend to be a serious stu-
dent of Vermeer able to quarrel with Bryson's inter-
pretation of his work, it might be useful to situate
the painter in a different context from the one we
have been discussing. That is, we might include him
and the Dutch seventeenth-century art of which he
was so great an exemplar in a visual culture very
different from that we associate with Renaissance
perspective, one which Svetlana Alpers has recently
called The Art of Describing.2*

According to Alpers, the hegemonic role of ltalian
painting in art history has occluded an appreciation
of a second tradition, which flourished in the seven-
teenth-century Low Countries. Borrowing (Georg
Lukacs’s distinction between narration and descrip-
tion, which he used to contrast realist and naturalist
fiction, she argues that Italian Renaissance art, for
all its fascination with the techniques of perspective,
still held fast to the storytelling function for which
they were used. In the Renaissance, the world on
the other side of Alberti’'s window, she writes, was a
stage in which human figures performed significant
actions based on the texts of the poets. It is a nar-
rative art.25 Northem art, in contrast, suppresses
narrative and textual reference in favor of descrip-
tion and visual surface. Rejecting the privileged,
constitutive role of the monocular subject, it empha-
sizes instead the prior existence of a world of
objects depicted on the flat canvas, a world indiffe-
rent to the beholder's position in front of it. This
world, moreover, is not contained entirely within the
frame of the Albertian window, but seems instead to
extend beyond it. Frames do exist around Dutch
pictures, but they are arbitrary and without the tota-

lizing function they serve in Southern art. If there is a
model for Dutch art, it is the map with its unapolo-
getically flat surface and its willingness to include
words as well as objects in its visual space.
Summarizing the difference between the art of
describing and Cartesian perspectivalism, Alpers
posits the following oppositions:

attention to many small things versus a few large
ones; light reflected off objects versus objects
modeled by light and shadow; the surface of
objects, their colors and textures, dealt with rat-
her than their placement in a legible space; an
unframed image versus one that is clearly fram-
ed, one with no clearly situated viewer compared
to one with such a viewer. The distinction follows
a hierarchical model of distinguishing between
phenomena commoenly referred to as primary and
secondary. objects and space versus the surfaces,
forms versus the textures of the world, 26

If there is a philosophical correlate to Northern art, it
is not Cartesianism with its faith in a geometricali-
zed, rationalized, essentially intellectual concept of
space but rather the more empirical visual experien-
ce of observationally criented Baconian empiricism.
In the Dutch context Alpers identifies it with
Constantin Huygens. The nonmathematical impulse
of this tradition accords well with the indifference to
hierarchy, propartion, and analogical resemblances
characteristic of Cartesian perspectivalism. Instead,
it casts its attentive eye on the fragmentary, detai-
led, and richly articulated surface of a world it is
content to describe rather than explain. Like the
microscopist of the seventeenth century—
Leeuwenhoeck is her prime example—Dutch art
savors the discrete particularity of visual experience
and resists the temptation to allegorize or typologize
what it sees, a temptation to which she claims
Southern art readily succumbs.

In two significant ways, the art of describing can
be said to have anticipated later visual models,
however much it was subordinated to its Cartesian
perspectivalist rival. As we have already noted, a
direct filiation between Alberti's velo and the grids of
modernist art is problematic because, as Rosalind
Krauss has argued, the former assumed a three-
dimensional world out there in nature, whereas the
latter did not. A more likely predecessor can thus be
located in the Dutch art based on the mapping
impulse. As Alpers notes,

Although the grid that Ptolemy proposed, and
those that Mercator later imposed, share the
mathematical unformity of the Renaissance per-
spective grid, they do not share the positioned
viewer, theframe, and the definition of the picture
as a window through which an external viewer
looks. On these accounts the Ptolemaic grid,
indeed cartographic grids in general, must be
distinguished from, not confused with, the per-
spectival grid. The projection is, one might say,
viewed from nowhere. Nor is it to be looked
through. It assumes a flat working surface.2?

Secondly, the art of describing also anticipates the
visual experience produced by the nineteenth-cen-
tury invention of photography. Both share a number
of salient features: “fragmentariness, arbitrary fram-
es, the immediacy that the first practitioners expres-
sed by claiming that the photograph gave Nature
the power to reproduce herself directly unaided by
man.28 The parallel frequently drawn between pho-
tography and the anti-perspectivalism of impressio-
nist art, made for example by Aaron Scharf in his
discussion of Degas 22 should thus be extended to
include the Dutch art of the seventeenth century,
And if Peter Galassi is correct in Befare
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Photography, there was also a tradition of topo-
graphical painting—landscape sketches of a frag-
ment of reality—that resisted Cartesian perspectiva-
lisrn and thus prepared the way both for photograp-
hy and the impressionist return to two-dimensional
canvases.® How widespread or selfconsciously
oppositional such a tradition was | will leave to
experts in art history to decide. What is important
for our purposes is simply to register the existence
of an alternative scopic regime even during the hey-
day of the dominant tradition.

Alpers’s attempt to characterize it is, of course,
open to possible criticisms. The strong opposition
between narration and description she posits may
seem less firm if we recall the de-narrativizing impul-
se in perspectival art itself mentioned above. And if
we can detect a certain fit between the exchange
principle of capitalism and the abstract relational
space of perspective, we might also discern a com-
plementary fit between the valorization of material
surfaces in Dutch art and the fetishism of commodi-
ties no less characteristic of a market economy. In
this sense, both scopic regimes can be said to
reveal different aspects of a complex but unified
phenomenon, just as Cartesian and Baconian philo-
sophies can be said to be consonant, if in different
walys, with the scientific world view.

If, however, we turn to a third model of vision, or
what can be called the second moment of unease
in the dominant model, the possibilities for an even
more radical alternative can be discermed. This third
model is perhaps best identified with the baroque.
At least as early as 1888 and Heinrich Wfflin'.s
epochal study, Renaissance and Baroque, art histo-
rians have been tempted to postulate a perennial
oscillation between two styles in both painting and
architecture.2! In opposition to the lucid, linear,
solid, fixed, planimetric, closed form of the
Renaissance, or as Walffiin later called it, the classi-
cal style, the baroque was painterly, recessional,
soft-focused, multiple, and open. Derived, at least
according to one standard etymology, from the
Paortuguese word for an irregular, oddly shaped
pearl, the barogue connoted the bizarre and peculi-
ar, traits which were normally disdained by champi-
ons of clarity and transparency of form.

Although it may be prudent to confine the barogue
largely to the seventeenth century and link it with
the Catholic Counter Reforration or the manipula-
tion of popular culture by the newly ascendant
absolutist state - as has, for example, the Spanish
historian José Antonio Maravall®2- it may also be
possible to see it as a permanent, if often repres-
sed, v isual possibility throughout the entire modern
era. In the recent work of the French philosopher
Christine Buci-Glucksmann, La raison baroque of
1984 and La folie du voir of 1986,33 it is precisely
the explosive power of baroque vision that is seen
as the most significant alternative to the hagemonic
visual style we have called Cartesian perspectiva-
lism. Celebrating the dazzling, disorienting, ecstatic
surplus of images in baroque visual experience, she
ernphasizes its rejection of the monocular geometri-
calization of the Cartesian tradition, with its illusion
of homogeneous three-dimensional space seen with
a God's-eye-view from afar. She also tacitly con-
trasts the Dutch art of describing, with its belief in
legible surfaces and faith in the material solidity of
the world its paintings map, with the baroque fasci-
nation for opacity, unreadability, and the indeciphe-
rability of the reality it depicts.

For Buci-Glucksmann, the barogue self-con-
sciously revels in the contradictions between surfa-
ce and depth, disparaging as a result any attempt
to reduce the multiplicity of visual spaces into any
one coherent essence. Significantly, the mirror that
it holds up to nature is not the flat reflecting glass
that commentators like Edgerton and White see as
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vital in the development of rationalized or "analytic”
perspective, but rather the anamorphosistic mirror,
either concave or convex, that distorts the visual
image—or, more precisely, reveals the conventional
rather than natural quality of "normal” specularity by
showing its dependence on the materiality of the
medium of reflection. In fact, because of its greater
awareness of that materiality—what a recent com-
mentator, Rodolphe Gasche, has drawn attention to
as the "tain of the mirror®4—baroque visual experi-
ence has a strongly tactile or haptic quality, which
prevents it from tuming into the absolute ocularcen-
trism of its Cartesian perspectivalist rival,

In philosophical terms, although no one sys-
tem can be seen as its correlate, Lelbniz's pluralism
of monadic viewpoints3S, Pascal's meditations on
paradox, and the Counter Reformation mystics'
submission to vertiginous experiences of rapture
might all be seen as related to barogue vision.
Moreover, the philosophy it favored self-consciously
eschewed the model of intellectual clarity expressed
in a literal language purified of ambiguity. Instead, it
recognized the inextricability of rhetoric and vision,
which meant that images were signs and that con-
cepts always contained an irreducibly imagistic
component.Baroque vision, Buci-Glucksmann also
suggests, sought to represent the unrepresentable
and, necessarily failing, produced the melancholy
that Walter Benjamin in particular saw as characte-
ristic of the baroque sensibility. As such, it was clo-
ser to what a long tradition of aesthetics called the
sublime, in contrast to the beautiful, because of its
yearning for a presence that can never be fulfilled.
Indeed, desire, in its erotic as well as metaphysical
forms, courses through the baroque scopic regime.
The body retuns to dethrone the disinterested gaze
of the disincarnated Cartesian spectator. But unlike
the return of the body celebrated in such twentieth-
century philosophies of vision as Merleau-Ponty's,
with its dreamn of meaning-laden imbrication of the
viewer and the viewed in the flesh of the world, here
it generates only allegories of obscurity and opacity.
Thus it truly produces one of those "moments of
unease” which Jacqueline Rose sees challenging
the petrification of the dominant visual order (the art
of describing seeming in fact far more at ease in the
world).

A great deal more might be said about these
three ideal typical visual cultures, but let me conclu-
de by offering a few speculations, if | can use so
visual a term, on their current status. First, it seems
undeniable that we have witnessed in the twentieth
century a remarkable challenge to the hierarchical
order of the three regimes. Although it would be
foolish to claim that Cartesian perspectivalism has
been driven from the field, the extent to which it has
been denaturalized and vigorously contested, in phi-
losophy as well as in the visual arts, is truly remar-
kable. The rise of hermeneutics, the return of prag-
matism, the profusion of linguistically oriented struc-
turalist and poststructuralist modes of thought have
all put the epistemological tradition derived largely
from Descartes very much on the defensive. And, of
course, the alternative of Baconian observation,
which periodically resurfaces in variants of positivis-
tic thought, has been no less vulnerable to attack,
although one might argue that the visual practice
with which it had an elective affinity has shown
remarkable resilience with the growing status of
photography as a nonperspectival art form (or, if
you prefer, counter-art form). There are as well con-
temporary artists like the German Jewish, now
lsraeli painter Joshua Neustein, whose fascination
with the flat materiality of maps has recently earned
a comparison with Alpers's seventeenth-century
Dutchmen.36

Still, if one had to single out the scopic regi-
me that has finally come into its own in our time, it

wauld be the "madness of vision” Buci-Glucksmann
identifies with the baroque. Even photography, if
Rosalind Krauss's recent work on the Surrealists is
any indication, 7 can lend itself to purposes more in
line with this visual impulse than the art of mere
describing. In the postmadern discourse that eleva-
tes the sublime to a position of superiority over the
beautiful, it is surely the "palimpsests of the unseea-
ble,® as Buci-Glucksmann calls barogue vision, that
seem most compelling. And if we add the current
imperative to restore rhetoric to its rightful place and
accept the imeducible linguistic moment in vision
and the equally insistent visual moment in language,
the timeliness of the baroque alternative once again
seems obvious.

In fact, if | may conclude on a somewhat perverse
note, the radical dethroning of Cartesian perspecti-
valism may have gone a bit too far. In our haste to
denaturalize it and debunk its claims to represent
vision per se, we may be tempted to forget that the
other scopic regimes | have quickly sketched are
themselves no more natural or closer to a "true”
vision. Glancing is not somehow innately superior to
gazing; vision hostage to desire is not necessarily
always better than casting a cold eye; a sight from
the situated context of a body in the world may not
always see things that are visible to a "high-altitude”
or "God's-eye-view." However we may regret the
excesses of scientism, the Western scientific tradi-
tion may have only been made possible by
Cartesian perspectivalism or its complement, the
Baconian art of describing. There may well have
been some link between the absence of such sco-
pic regimes in Eastern cultures, especially the for-
mer, and their general lack of indigenous scientific
revolutions. In our scramble to scrap the rationaliza-
tion of sight as a pernicious reification of visual flui-
dity, we need to ask what the costs of too uncritical
an embrace of its alternatives may be. In the case
of the art of describing, we might see another reifi-
cation at work, that which makes a fetish of the
material surface instead of the three-dimensional
depths. Lukacs's critique of naturalist description in
literature, unmentioned by Alpers, might be applied
to painting as well. In the case of barogue vision,
we might wonder about the celebration of ocular
madness, which may produce ecstasy in some, but
bewilderment and confusion in others. As historians
like Maravall have darkly warmed, the phantasmago-
ria of baroque spectacle was easily used to manipu-
late those who were subjected to it. The current
vision of "the culture industry,” to use the term
Maravall borrows from Horkheimer and Adorno in
his account of the seventeenth century, does not
seem very threatened by postmodernist visual expe-
riments in "la folie du voir.” In fact, the opposite may
well be the case.

Rather than erect another hierarchy, it may there-
fore be more useful to acknowledge the plurality of
scopic regimes now available to us. Rather than
demonize one or ancther, it may be less dangerous
to explore the implications, both positive and negati-
ve, of each. In so doing, we won't lose entirely the
sense of unease that has so long haunted the visual
culture of the West, but we may leam to see the vir-
tues of differentiated ocular experiences. We may
learn to wean ourselves from the fiction of a "true”
vision and revel instead in the possibilities opened
up by the scopic regimes we have already invented
and the ones, now so hard to envision, that are
doubtless to come.

Postscript

After the initial presentation of this paper,2® | beca-
me increasingly aware of the more practical ways in
which the three scopic regimes it discusses have
been realized. In particular, an invitation to refashion
it for a conference on the modern city at the
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Institute of Contemporary Arts in London led me to
speculate on the possible correlations between
each regime and different styles of urban life. Georg
Simmel's contention that visual experience is para-
mount in the modern metropolis has been widely
repeated, but precisely what that experience has
been is often unduly homogenized. Applying the
three scopic regimes to different urban visual cultu-
res may provide a useful way to discriminate among
the varieties that are often conflated into one version
of "the modemn city. 40

Cartesian perspectivalism best corresponds to the
modei of the rationally pianned city, whose origins
go as far back as Rome. Here the ideal of a geome-
tric, isotropic, rectilinear, abstract and uniform
space meant the imposition of regular patterns,
usually grids or radial concentric circles, on the
more casual meanderings of earlier human settle-
ments. The rationalization of urban space was
generally suspended during the Middle Ages, but
was revived during the Renaissance. Popes like
Sixtus V (1585-90) sought to rebuild Rome along
radial lines and recapture its earlier glory. During the
reign of Louis XIV, the town of Richelieu, built as a
double rectangle alongside the chateau of the
Cardinal, demonstrated the link between the mono-
cular, perspectivalist subject and the power of the
sovereign's gaze. 41 Later palace-cities like
Versailles, Karlsruhe, Mannheim, even I'Enfant’'s
Washington showed the fit between state power
and urban space built according to the visual principles
of the dominant scopic regime of the modem era.
During the Enlightenment, utopian architects like
Jean-Jacques Lequeu, Etiennelouis Bouillée and
Claude-Nicolas Ledeux produced even more gran-
diose plans for rigorously geometric cities in the ser-
vice of Reason, plans that were never directly reali-
zed. Only in the nineteenth century with Baron
Haussmann's Paris, the grids of American cities like
New York and Philadelphia, and lidefonso Cerda's
"Extension” of Barcelona was urban space remade
in Cartesian perspectivalist terms. The twentieth-
century dreams of Le Corbusier and other technolo-
gically inspired International Style architects repre-
sent perhaps the purest expressions of the domi-
nant visual order of modernity. The much maligned
Brazilia planned by Lucio Costa in the 1950's was
the culmination of their project.

For those who do the maligning, an appealing alter-
native has often appeared in the urban space more
ciosely approximating our second scopic regime,
that associated with the Dutch art of describing.
Delft, Haarlem and of course Amsterdam itself
represent cities spared the imposition of geometri-
calized grids or intimidating monumental vistas.
Perspectivalist effects are self-consciously absent,
as streets and canals provide informal, curved views
that defy a central vanishing peint. The textures of
building materials and the interplay of stone, brick
and water create as much a haptic as purely visual
experience; clear form is less important than atmos-
phere, As a result, such cities seem less like visual
incarnations of the disciplining state bent on control-
ling its citizenry through surveillance and more like
comfortable sites of an active civil society.

The celebrated interiors so often painted by
Vermeer, De Hooch and other masters of the art of
describing suggest an urban life spent with great
gratification in the private space created by bourge-
ois prosperity. Dutch cities rarely contain the monu-
mental squares or rectilinear boulevards that create
the backdrop for a more public life, either political or
cultural. And as Alpers notes,*2 the views of their
cities by Ruisdael, Cuyp and Vermeer reveal a close
continuity between urban and rural life very different
from the rupture between "culture” and "nature” evi-
dent in Cartesian perspectivalist urban space.
Although rarely duplicated by design and destined




to be surpassed by other urban models, such cities
remain as reminders of highly attractive alternatives
to the dominant scopic/urban regime.

A third possibility, of course, is the more frequently
realized baroque city, which came into its own in
the seventeenth century with such planners as
Bernini in Rome. Abandoning the rectilinear per-
spectivalism of Pape Sixtus, he sought to subvert
the rational nec-classicism of the Renaissance. As
Germain Bazin has noted, "spectacular surprise
effects are the very essence of the
baroque....Baroque planning...was addressed not to
reason but to the senses. The baroque architect
endeavoured to turn the meanest spaces to advan-
tage by the fragmentation of planes, by the elasticity
of curves. He had no desire to bring uniformity to
the facades of different houses and buildings; these
should charm the spectator by their variety.43
Barogue cities had large public squares, but unlike
their Cartesian perspectivalist counterparts, they
were secret enclaves (like the Plaza Major in Madrid
or the Piazza Navona in Rome) unconnected to the
arteries of commercial traffic. Such spaces were
often the theatrical arenas for everything from reli-
gious festivals to autodafes.

More could obviously be said to flesh out the lin-
kages between the scopic regimes of modernity
and its urban styles. But as earlier, | want to
conclude with a plea for the creative nurturance
of all of them rather than the erection of a new
hierarchy. In fact, each has tended to a certain
extent to generate the others, at least as a minor
accompaniment. Thus, for example the geometri-
calized regularities of French classicism at the
height of the ancien regime were sometimes sof-
tened by baroque effects. Haussmann's monu-
mental boulevards with their houses of equal
height and vistas culminating in monuments
became the locus for that evanescent phantas-
magoria of modern Parisian street life celebrated
by Baudelaire and many since. Cerda's grids
were soon enlivened by brilliantly decorated art
nouveau facades on the chamfered corners
where his streets intersected.

Similarly, the Dutch cityscape has been interpre-
ted as covertly barogue because of the individu-
ality of the houses lining its canals.44 And of
course, for all its giddy disorientation of the sen-
ses, the baroque itself could not do away entirely
with the classical underpinnings of the buildings
in which it placed its tromp I'ceil interiors and on
which hung its extravagant facades. If post-
modernism can be said to have resurrected the
barogue impulses celebrated by Buci-
Gluckmann, it too has retained the modernist
shells of Cartesian perspectivism. In Short, just
as there is no "natural” vision prior to cultural
meditation and therefore no intrinsically superior
scopic regime, there is no one urban style which
can satisfy by itself the human yearning for ocular
stimulation and visual delight.
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