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"Chapter 1

Nicholas Mirzoeff

THE SUBJECT OF VISUAL CULTURE

Durur-u:. THE FIRST DAYS of the NATO attack on Serbia in April 1999 1
was watching a CNN live report from Belgrade. The pictures showed a burning
building somewhere in Belgrade while the anchor quietly relayed official commu-
niques. A little logo indicated that the pictures were coming from Serbian television.

- At this point, the surreal calm of the broadcast was suddenly disrupted. Serbian

television, n_'all:r.ing that CNN were using their feed, switched to carrying the
American images designated by the CNN logo. Thus CNN viewers were now
watching Serbian television watch them watching. CNN had displayed the Serbian
television logo as a warning, indicating to its American audience that the pictures
were not entirely to be trusted. Well aware that its own viewers shared this skep-
ticism, Serbian television switched leeds in order to assert to its domestic audience
that because l]n:}' WO oW wal{:h:'ng what CNN viewers were watl:hing., t'h:}'
should in fact trust the I'.I:il:lllrL‘E- Serbian television used the gln!:ral television station
to vindicate its local coverage. The now angry anchor intervened and CNN ntnppcd
s]mwl'ng the pictures, The glnha] corporation had lost control of the hg{:-: and hence
the image, This, then, was a struggle about images as well as a struggle over terrain,
This little incident expressed the formal condition of contemporary visual
culture that 1 call intrn‘ixualir}', the simultaneous displa}' and interaction of a varicty
of modes of visuality, CNN sees itself as the global surveillance channel for Western
viewers. Like the jailer in the imaginary prison known as the Panopticon (see
p. 397), the CNN camera is supposed 1o be invisible to participants in news events,
This enables transmission from behind enemy lines or at the heart of an ongoing
riot. In fact, this uanumt i hlghl} n:sl:n{:ttd :.Tvr:atmg the -L'IPP-LH’tI.II'III::f for
Serbian television to play its game with the logos, The switch in Ingu! revealed that
the imag:.'i were not pure '|.':i5i|'.l:i1'|t:|r bt ]1'|E]1|].-' mediated rnprcir:ntatim, The Iﬂ-gu
itselfl is an expression of a chain of images, discourses and material rf:.alit}r, that is
to say, an icon, representing both an older and a newer form of visuality than the
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panopticon — older in the Christian icon, newer in the computer software icon,
Finally, the rapid change of feed from Serbian television to CNN and back to the
studio highlighted that the domain of the contemporary image is literally and
metiphr:lrir;all}' electric. NATO forces were tlirﬂ:ting the war l.]ﬂing satellite images
and ]:lhnt-:-graphs as high]}' accurate guides for missiles. However, the effectiveness
of this strategy still depended on accurate interpretation of the image, as was made
clear h}' the unintended h:mbin.g of the Chinese Emba.ss}' in Hclgrarh‘. — mistaken
by US intelligence for a Serbian facility. The pilots who flew the missions were
trained in Hight simulators but were only allowed up in clear weather conditions so
that they could accurately survey the terrain below.

This was a media war in all senses. On April 21, 1999 NATO planes attacked
the television station belonging to Marija Milosevic, daughter of Serbian President
Slobodan Milosevie, and in so -r]ui.ng also knocked out two other television stations
transmitting from the same building. In the fire 123 episodes of The Simpsons as well
as new cpisodes of Chicago Hope and Friends were destroyed, pitting the American
armed forces against their own television networks. In a further twist, knowing that
the Western media would carry Fl'tutmi of the d.a.magi_ the government plm:-:d a
poster in English directly in front of the damaged Usce building that housed the
television stations. It showed a computer generated image of the Eiffel Tower in
Paris seeming to collapse in lames under military attack. The destruction of global
tourist symbaols that was imagined in the science-fiction film Independence Day (1996)
Was [OW drplu]ﬂ:d in what one would hesitate to call lr::a.lit:,-',r were it not for the
all-too-real consequences of the weapons being used on both sides. Agence France-
Prosse duhr cnsured that the image was scen around the world { New York Times April
22, 1999: A15). The caption read “Just Imagine! Stop The Bombs." It artfully mixed
the Nike Just Do It’ mantra with Arjun Appadurai’s observation that in g]nha]ua-
tion, the imagination is a social fact {Appadurai: all bold-face references are to
pieces in this Reader). The Serbian government was, of course, no friend to freedom
of expression and closed down the independent radio station B-92, whose reports
wWiere ot wl'lull}' favorable to the regime. B-92 quiukl}' found a new home on the
Dutch website Nettime. It continued to "broadcast” but only to those with internet
acoess, It is not too much to say that \-IISLIEIZif."I. the intersection of power w rith visual

representation — was literally hr:mg fought over here. All available media from the
Pliﬂt 5 hm‘ ﬂ‘t 'bl'i.lﬂn | (8 'i-ﬂ.t.l"”ltl:‘-l'!l'l'(‘ﬂtﬂd. E'I'.I.H.ll."l'lll'l.i: ‘rlﬂlﬂl’l phﬂmg’l"ﬂph:’ r]]g.;ta“}
altered images and the g]nha] mass media were arenas of contestation. Visual culture
is a tactic for those who do not control such dominant means of visual production
to negotiate the hvpervisuality of everyday life in a digitized global cultare.

Oin Stptcmh:r 11, 2001, the world became aware of just how dramatic the
consequences of the militarization of the gl::ﬂ:l.al inﬁginaﬁx:n could be when hi'pad:t:!
airliners were crashed into the World Trade Center. This moment enacted in
terrible rnalit_'!.' the destruction of a national :}mbnl that had been :imagim:d first in
cinema and then h'_'r' the r:m:g.u'lr: Serbian state. A full hi.-:tnr:.r of the visual dimen-
sions of the terrorist act would locate it as the most extreme possible outcome of
the strategic manipulation of the image that began with the British government’s
media strategy during the 1982 Falklands war. It would then look at the well-
orchestrated rcpn,:m:nutinn of the Gulf war of 1991, which the Kosovo war seemed
to confirm as the new standard. Jonathan L. Beller describes ‘how in tele-visual
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Figure 1.1  Serbian government poster, after NATO bombing, April 22, 1999
{April 2000 © Agence France Presse)

warfare the spectacular intensity of destruction as well as the illusion of its collec-
tive sanction creates certain subjective effects — a sense of agency and power which
for the generalized lack of these in daily life’ (Beller 1998: 55-56).
War is, then, the subject of these images but it is also a means of creating subjects,
visual subjects. In the Gulf war strategy, the agency belonged to the *West,” seen
from the Pﬂiﬂt af view of the Weapons themselves, Pictures were transmitted
showing their ‘view' of their targets right up until the moment of impact. This stun-
ning representation of war seemed to suggest a new surgical precision of warfare,
the endpaoint of Walter Benjamin's famous comparison of the surgeon and the camera
operator, On September 11, the West discovered what it is like to be on the
receiving end of tele-visual war. As millions watched the destruction of the World
Trade Center live on television, it must be acknowledged that the sense of empow-
erment Beller deseribes was felt by some viewers, most notoriously in Palestine,
where there were public celebrations. This is not to argue that the United States
‘deserved’ the attack or that it was in any way justified but 1o call attention 10 the
way in which the Western notion of carefully controlled tele-visual war was appro-
priated and enlarged by those who engineered the attacks. The globalization of
culture turns out to be less predictable and far more dangerous than had been

supposed.

Visual events

In the first edition of this Reader, | argued that visual culture is concerned with
visual events in which the user seeks information, meaning or pleasure in an inter-

face with visual tcd!mu]-ug:qr. This formula bears re-examination, given the npid pace
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of change. | continue to think that visual culture — rather than visual studies or other
such formulations — is the right phrase for the discursive formation that this Reader
secks to represent, By retaining the term culture in the foreground, critics and prac-
titioners alike are reminded of the political stakes inherent in what we do. For
otherwise it can and has been argued that there is no particular need for visual
culture as an academic subheld. Visual culture has come into a certain prominence
now because many artists, critics and scholars have felt that the new urgency of the
visual cannot be fully considered in the established visual disciplines. One way of
connecting these different disciplinary dilemmas — whether in art history, film
studies or cultural studies — is to l:-mpha.size the continuingly dynamic force of femi-
nism (taken in the broad sense to incorporate gender and sexuvality studies) to
dul]enge disciplinarity of all kinds,

From these hcginning.-:, visual culture is now an inmaa.ingl:; important meeting
place for critics, historians and practitioners in all visual media who are impatient
with the tired nostrums of their “home’ llL-ﬂ:'l[.':Hm: or medium, This convergence i
above all enabled and mandated h],-' fll'gl'tal tcchnnlng}' {Eartwright}, The emer-
gence of multi-media has created an apparent state of emergency in North American
universities at the level of criticism, pﬂi.a,gn-g:, anel institutional practice, Hﬁpﬂnwﬂ
include the creation of new centers and programs; the organizing of conferences and
symposia; the installation of as-yet-unprofitable on-line courses; and the publication
of a seemingly endless stream of papers. Behind all this activity lurks the fear of an
emergent contradiction; tligila] culture promotes a foorm of ump-nwun:d amateurism

make your own movie, cut your own CD, publish vour own wehsite — that
cuts across professionalization and specialization, the twin justihcations of the liberal
arts university. Visual culture is not a traditional discipline, then, because before
\‘E‘T‘r |ung l'I“'."rE ma'\' eyt I'.H: ].I'I"l't.l.'lll'lg I]kﬂ ﬂ'.l.f' current IITa‘r nr fll'i-l"lr.lltﬂfrl Raﬂ"u::r it
15 ONe among a number of critically engaged means to work out what doing post-
disciplinary practice might be like and, further, to try and ensure that it is not simply
a form of pre-job training. That might mean, for example, trving to hind ways to
think about what dig'lta] culture does and H‘h}', rather than simp]:.' tr.al:h'mg software,
cither as practice or as what Lev Manovich calls “software studies.”

The constituent element of visual culture’s practice is the visual event. The
event is the effect of a network in which subjects operate and which in turn condi-
tions their freedom of action. What took place in the battle of logos during the
NATO attack was a small example, and September 11 was the apogee of all such
events. But as Michel Foucault argu::-r] in the 1970s, “the J::rul:rlum i5 at once o
{||'5tingui5|1 among events, to differentiate the networks and levels to which I:]'H:}'
hrlnng, and to reconstitute the lines a]nng which rh::_'!.' are connected and c:ngum'lr:r
one another’ t_Fnur.:ault 2000 116). He .-..'uggc.-:tcd that the 51:L|-:|:.-' of events *works
h:’r rm151:|1.]f:l:ing I.Tﬂ'l.ll'ld. t]'ﬂ." s'mgu lar cyent mﬂl}'—ﬁ:‘d a5 PTTH‘.E‘EH- a ‘Fﬂ].}'gﬂﬂu or, Tﬂ.thﬂ]',
“polyhedron™ of intelligibility, the number of whose faces is not given in advance
and never properly be taken as finite’ (227). That is to say, in what Manuel Castells
has called “the network society” in which we live, events are not always fully know-
able. As the popular version ul' chaos theory has it, the butterfly ﬂaps its wings and
that movement of air later culminates in a |1l.1t‘r|1.al'|:. but su::h chains of events
canmot .]Iw.;hvﬂ 111." Irﬂ-ﬁ'l{f“fl |]'|. a Imaore I‘V{'I}L—Il}' -rnnt{“.tt Cause -3.!'“'] ["EI'_"\'Et l_l'.l'l'l.tll'“.l.ﬂ [Ei]

“-EI-TIIE TI'I'I..IEI'I as 'I'J"I-I;"I. CVeT I'.ll.-l.'l HII.LIZ l:ﬂd.ﬂ.'i" -] EI[]-I'.H.I lli-l:l-L'Il.l:'lr 1% |[|ZLI'E.|.I:|- I'.ILt'H-Drk‘EL‘I. I
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: ways that are far clearer to the 400 million I:H:DPII: worldwide who now have internet
» access — according to journalistic estimates in June 2001 — than they were to all but
' the most astute thinkers of the 1970s, with consequences that were not foreseeable
at that time.
_ Let's think about how the televising of the Serbian war might be networked in
the dynamically multifaceted way suggested by Foucault. At a theoretical level, we
5, have learnt from the poststructuralist generation that, far from being an exception
1o nun‘nilil:r, war is rather the clearest expression ol that nunnalit],r, whether in
Foucault's analysis of power, Stuart Hall's post-Gramscian call for a cultural war of
position, or Michel de Certeau's adl'uca:::,' of gm:rilla-st}'lc ‘tactics’ as a means of
engaging with everyday life. Clearly, as Paul Virilio once observed, *there is no war
without representation’ (Virilio 1989: 6). But it is no longer simply the case that
¢ war is cinema, as Virilio asserted, if by cinema we refer to the classic Hollywood
! narrative film. The al:llll.hr of CNN and uﬂn:r news stations Lo hH.t'lg war Lo 'I:l'r: lhring
* room, often on the same monitor used to play ‘first person shooter’ video games,
1 or to watch videotape or DVD versions of films, is closely linked to the public sanc-
| tion of war and its empowering, if necessarily transitory, sense of a collective and
individual agency. The Serbian disruption of that viewing had to be removed from
| the audience's view to sustain the mml'uﬂing illusion that ‘we’ are in charge and
that no risk to any of "us’ {read American) is involved. War is also a gendered
activity, rendering the subject masculine and its object feminine. When war was
cincma and cinema war, it followed that the gaze in that cinema was male. The
representation of war has recently been a central issue for both military strategy
and film in different but related ways. Since the Vietnam war, the US military have
dramatically changed their representations of their actions, following dmlr belief
that the war was lost in US public opinion rather than on the battlefield, des]:utt
the enormous effort to annihilate the Viet Cong. Converging with this military need
" to represent war differently, Hollywood cinema came to feel itself under threat
from tligital media, as the entire apparatus associated with celluloid Alm has become
outdated., The Dogma 95 movement in Europe that refuses to use any form of
sp-:::'ia.l effect has been one tari:r response to this crisis, which has yet to be pla:,-'::d
out in global cinema.

Stephen Spiclberg’s 1998 epic Saving Private Ryan addressed both the military
and the cinematic need for a renewed mode of representation. The ilm was cnrllessl:,'
hyped for its realism, especially in representing the sounds of war. While the redis-
covery of the epic format appeared to reinvigorate the film tradition, at the level
of the ]:rlnt, realism was hard to find in Saving Private Ryan. The dramatic opening
segment showed Omaha Beach being captured in twenty minutes, an operation that
HI:TLIEII]}' took hours to c‘umplctc and cost over a thousand American lives in the
opening minutes of the landing alone. ‘Realism,” then, was not an accurate depic-
tion of the |i|ru:|ing but the representation of the death of American soldiers with
speaking roles. These deaths of the subsequently hyped “greatest generation” stand
in for the now un'lmag'm:hlf: death of a contempaorary American ml:]itr-suhil:::t,
Recent film scholarship has opened up new ways nfthinl-::ing about the Second World
War and its relationship to cinema. During the war, cinema audiences did not behave
like the silent and immobile spectators of classic film theory, William Friedman
Fagelson has excavated fascinating accounts of cinema audwnce behavior in wartime.
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Films were Sl.ll:l-j-E'l:'t o i 'Lﬂll-and-rrspunm_" audience that Time magam’n{' noted:
‘howled, hissed, and booed at pictures, demanded Westerns, carved their initials
on seats, sometimes even fired buckshot at the screen” (Fagelson 2001: 94). A partic-
ularly demanding audience were the troops themselves, who saw films on ships and
in rest areas behind the front lines, as well as at home. Soldiers critiqued the tech-
nical aspects of the representation of war and indulgcd in what one reporter called
‘a torrent of verbal reaction that accompanies every foot of the film and affords a
spectacle far exceeding any film drama in human interest and undistilled enjovment’
{Fagu]ﬁun 2007 2 949, ."deing to this .'-tl.ll:l}' of reception, John Bodnar (2001) argues
that film represented Second World War as a “people’s war,” in the phrase of the
time., The overt content of the films, although often mocked by the troops studied
by Fagelson, created a context in which war goals included expanding democracy
anl prﬂipl:rit}' at home. On the other l’la.rld, .':farinﬂ Private Hjm seeks “to preserve
the TNy ol patriotic sacrifice more than it desires to txplnn: the causes of the
trauma and violence’ (Bodnar 2001: 817), while at the same time forgetting ‘a far-
n:a::i'ni.ng contest over how to recall and I'inrgnt the war” (813) from the late 19405
on, In this emergent view, the classic post-war cinema that generated so much of
current theories of the gaze and spectatorship was also a displacement of a certain
film practice that was participatory and progressive. After the events of September
11, it might have to be hazarded that it is now terrorism that is cinema. The visual
drama of the events in New York played out as il cinematically directed. The largest
Pﬁssil:lle target was hit with the most f:xp]ns:h'u force pn.-iﬁih]{: to ]:lr-l}dun: the
maximum effect on the viewer. At a symbolic level, the disaster was the result of
the impact of the two dominant symbols of modemity’s triumph over the limita-
tions of body and space — the airplane and the skyscraper. The scenario made sense
to the viewer precisely because we had all seen it before. Hollywood had turned
to the terrorist as a substitute for the previously all-pervasive communist as its
preferred villain from the collapse of the Soviet system in 1991 right up until the
attacks. Many of the eyewitness accounts used the metaphor of cinema to trv and
verbalize the enormity of what had I'Lappr.m'.r]. Unpa::l‘.ing this mctap]mr is going to
be an important task that will not be possible until the events in .-'Lfghani.-ﬂ:an and
‘E‘I.'i-l.'“'hl.'r‘l'_" are EDI'I'II'.I']ETE‘I.'I-

This complicated, global proliferation of gazes and technologies makes it neces-
sary to revise my earlier formulation that visual culture necessarily privileges the
viewpoint of the consumer in a given visual event. This assertion was motivated by
a puliu'cal sense, learned from Glm thn:ur:,‘, social art hismr}r and British cultural
studies that this \l'u.“p-uint had h.isturl'calh' been obscured for reasons of race, class
a.nd ELn.dlr 1-']:1': difﬁtult}' Frﬂﬂ:l’l‘lﬂd b}' ﬂll! E.Pl:lrml:h was |'|uw | 4] IF!I':I'.I“:l'r"l 'I'_ll'li."II
visual consumer, If one took the a.ppruad'l of ]:maﬂmn Lrar_'r one could wa;:rl; with
the ideal observer predicated by Western observational science (Crary 1991). This
attention to the visual tracks changes in the understanding and interpretation of the
processes of sight and seeks to map them onto visual representation. However, in
a given moment of representation, all those historical factors necessarily elided by
the formation of an idealized observer must come into plav. Cultural studies work
has been so aware of these Prublrms that it has tended to work with a E‘.i.'i"l:l'.l. group
of observers in a method derived from an'l‘]'lmpﬂ'l{}g}' known as partil:ip:mt ohser-
vation. That is to say, the researcher does not pretend to the impossible position
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of the ideal observer but involves her himself into the group and uses that involve-
ment as the basis for interpretation through interviews and other forms of joint
participation. A very important variant of this approach has been the representation
of a previously marginalized point of view by an artist or writer who claims member-
ship in that subaltern group. Remarkably even these oppositional viewpoints have
become to some extent absorbed into the global network. The Serbian billboard
discussed above attempted to mobilize liberal and left-wing opinion in Europe for
its own ends, even though the Milosevic regime repressed precisely these points of
view in Yugoslavia. More generally, marketing in the highly competitive environ-
ment of late capital seeks out any specific group it can and makes use of formerly
resistant techniques to sell products. So Volkswagen produced a series of television
ads for cars in the US that were widely understood to feature gav men, creating a
meta-discussion about the ad and Volkswagen that benefited the manufacturer enor-
mously. Meanwhile all kinds of products and services are being promoted “below
the line’ — that is to say, using hand-distributed flyers or posteards, or even word
of mouth tt;-clumir.lues. that were once reserved for underground nightclubs aimed
at specific subcultures, or political organizations, To be consumer-oriented is now
the mantra of glubal business. Without Inning sight of the individual viewer, visual
culture must go back and forth across the interface that is now much more multi-
faceted than the object-screen-viewer triptych.

At the same time, it is becoming clear that what Kobena Mercer has called the
‘mantra’ of race, gender and class as the three lenses with which to study culture
is also in need of revision, This is not to say that any of the issues raised ].'l}' these
analyses have disappeared or are no longer of importance but that the dominant
culture has found ways to negotiate them. To put it another way, the deployment
of race, gender and class no longer surprises people, whether they are supportive
or hostile, 1 shall take two examples from the semiotics of advertising — so forma-
tive for visual culture from Barthes's Mythologies to Berger's Ways of Secing and
Williamson's Decoding Adverrisements — local to where 1 am writing in Australia. In
these ads, racism and sexism can now be evoked directly or indirectly in ways that
are not secret and therefore resistant to decoding in the classic cultural studies
fashion. A 2001 ad for dnnl::lng milk features two building workers. One tells the
other that he has gone soft when he fails to leer at a passing woman, 1.'L-1'ual|:.-' repre-
sented by the soft man being out of focus, He drinks milk, comes into focus, and
then pcrfnms an astﬂni.shing range of sexist catcalls, whistles and fadial contortions
to another woman. In a discussion in the Sydney Morning Herald of this and similar
advertising, Julia Baird concluded that it was so over the top that a veneer of irony
protected the ad from a feminist critique (Baird 2001), The 2001 national election
campaign in Australia turned on the question of asylum seckers that the coalition
government of John Howard successfully portrayed as ‘illegals’ threatening the
Australian way of life. In a widely seen full- page newspaper advertisement, a picture
of Howard taken from below, standing in front of two Australian flags, with his jaw
jutting was completed with the quotation *We decide who comes to this country
and under what circumstances.” The photograph was more than faintly ruh-:'u]a::uﬂ
reminiscent of Charlie Ll‘laphn in The Great Dictator. But the essage |:|-i' the under-
lined ‘we’ was clear to all: we, the white people. In an elfective strategy of
disavowal, Howard nonetheless rupcatﬂl]}' denied that the FRESSAge Was racist and
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mobilized a degree of working-class resentment against intellectual elites for
suggesting that it was, Both these examples suggest that questions of class, gender,
mxualit}' and cthnicity are as important as ever as means of creating and contesting
it‘lc'ntit:r'. At the same time h}' their careful strategy of at onoe :im'nlu'ng the forbidden
and disamwlng it, they anticipate and in a certain sense welcome their critique.
Ambivalence and amhigully, classic Fu&tsh’uctura]i.qt ﬁgun‘.'.s, are here invoked b-:,.' a
very conservative administration and an advertisement for milk. In both cases, if
there was no frisson of conservative transgression of what have become mainstream
norms, the message would not have been so effective. Ironically, then, the opposi-
tional methods of cultural analysis and of visual representation that in many ways
led to the emergence of visual culture are now its ohject of criticism.

Visual subjects

The ‘media-environment” for war and its cognates in evervday life is the aperating
arena for a new visual 51.l|:||1.~L'ln|tJ.' This -iu]::jm'tnlh i5 “h.]t s ufumatel} at stake
tor visual culture. By the visval subject, I mean a person who is both constituted as
an agent of sight {regardless of his or her hnlngLﬂ] capacity to sec) and as the effect
of a series of categories of visual 5uhjc;|:.1'|\r'|t:;. nuring the modern Perinl:l a two-fold
visual subject was predicated by the disciplinary society. That subject added to
Descartes’s early modern definition of selll - °I think therefore 1 am’ (Descartes)

a new mantra of visual subjectivity: ‘I am scen and | see that | am seen.” This
sense of being the subject of surveillance provoked wir]-u:--ranging forms of resistance
that were nonetheless, as Michel Foucault has argn.u:tl. predicted by the operations
of power. In 1786 the British philosopher Jeremy Bentham invented a perfect prison
that he called the panopticon. The panopticon was an inspection house for the refor-
mation of morals, whether of prisoners, workers or prostitutes by means of constant
surveillance that the inmates could not perceive, a system summed up by Michel
Foucault in the aphorism ‘visibility is a trap.” In Foucault's view, the panopticon
was a model for the iliEL'iPIil‘.laI‘_‘r‘ seciety at |arg+: but the practices of 1.':i.-gihilit],-' WETe
not part of his inquiry. Rather, he simply assumed with Bentham that a straight sight
line -:qual_ud L l'is:il.'rllit}'. For visual culture, 1.-'isﬂ::'i]:it:l.r is not S0 Himpln, It ﬂhje::*t ol
study is precisely the entitics that come into being at the points of intersection of
l'iscihill't}' with social power,

To take two examples: the blind became an object of state concern at the begin-
ning of the panoptic era, leading to the establishment of state institutions for the
blind and Louis Braille's invention of a tactile language in 1826 from within the
Paris Institute for the Blind. I‘am:r]:lli::jzim created the blind as what has now become
a ‘natural’ l.argu:l of social and state concern pmcl's-r:]_'!.' hecause .qmjn'[_rl and h-eing SEETY
was the concern of the disciplinary nation-state, If in this instance panopticism was
in a certain sense empowering, it was in many more controlling or repressive. One
of the most important examples is ‘race,” the visual network in which one person
is ﬂtﬁigﬂuti‘d as different from another I:l}' reason of Fr]‘t}'slm.] or inherited charac-
teristics, B_}' the I}Egiming ol the twenticth century W.E B, Dubois discerned what
he famously called “the color line,” an arbitrary division of people into racial types
that took on the status of social fact (Dubois). So powertul was this means of seeing
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- that Ralph Ellison famously announced to a segregated United States in 1952 that
. the African American was an ‘invisible man.” The color line had become imper-
meable. Panopticism, then, was a willed form of seeing in which the refusal to see
certain objects or people was as constitutive of its success as the perception of self
or others. This doubled sensation of seeing and being seen was reworked in a psvcho-
i analytic context by Jacques Lacan. Lacan internalized the process of surveillance
- under the command of a sense of shame in his famous formula of the gaze as being
- a process in which °l see myself seeing mysell’ (Lacan). In so doing, as his refer-
ence to Sartre's Being and Nothingness made clear, Lacan envisaged the subject
' monitoring itself for transgression. In the passage Lacan cites, Sartre describes vision
- as being like the voveuristic pleasure of looking through a kevhole that is then
- dL-irupt-I:d h:.-' the ﬁ:-uling of hcing looked at h:,' someone clse, causing a scnse af
. shame. This shame disciplines the gaze. Lacan turned this surveillance into sell-
- surveillance, making each visual subject the locus of a panoptic drama of identity.
[ In advanced capitalist societies across the planet, people are now tt:;d'ﬁng them-
i'l:'l\'ﬂ.'i T I'.H:' rm‘:dil, Tht}" -ﬂttﬂl:‘h dllg'lltal Eﬂmﬂﬂ]"dfr.'i | K1 ] ﬂ'l'E"i.T l;'.}'l:'! at m}" cvent ﬂF
public or private importance and make endless overlapping records of their memo-
ries, which, like those of Blade Runner's replicants, are given out in advance. As the
success of Shrek brought a new wave of hyperreal digital animated features to North
American multipl::x::.-i in the summer of 2001, it scemed that audiences were
|¢:arnin.g to see like computers, That is to say, ru“uwin,g Dosmina Hmway‘s famious
assertion that we are all now cyborgs, we need to know how the computer sees,
to learn how to recognize its gaze and then to imitate it. In Final Fantasy: The Spirits
Within (2001), the heroes battle the aliens for the possession ol spirits, a formula
echoed by Ghosts of Mars (2001). In short, can humans still be media? As this is still
‘Hollywood,” the answer was never in doubt and audiences stayed away in droves.
A younger generation takes the di.gltal gare for gran'r.ud. On the Cartoon Channel,
the hugtl_'!.' popular digitally animated ﬁgu.n:s of the Power Pull Girls deal up the
Punl'shm:nt of bad Euys once reserved for male ﬂup-l:rhtrnci alone, The Power Pull
Girls lack the ripped muscles of carlier Avengers but are drawn in the style of
Japanese anime with vast eves perched on insignificant bodies. These digital eyes
emit blasts of unspecified energy at their enemies, much like the mutants Cyclops
and Storm in the 2000 hit film The X-Men, based on a long-standing Marvel Comics
series. The Power Pulf Girls are pixilated panopticism, in which the body is a vehicle
for visual surveillance unhindered |.'r:|. a self or an idunﬁt}'-
Outside the world of superheroes and aliens, things are less certain (Jones).
The boundaries of the visual subject are under erasure from within and without.
Today it is possible 1o feel constantly under surveillance and that no one is watching
at all as we move from the gare of one camera to the next. For the crisis of the
visual subject has been brought into sharp reliel under the symbiotic influences of
glub:liratiun and {||'g|'tal culture. In the short life of the Information .hgr.:, this is
perhaps the most interesting moment in which to attempt digltal criticism, During
the internet boom years, comment seemed almost beside the point as vast sums
were raised for ideas that barely filled a cocktail napkin. In 1999, Amazon.com
was worth more money than General Motors, according to the stock market, despite
never having earned a penny. During this period Allucquére Roseanne Stone
argued that there were only two responses to the question “what has been changed
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Figure 1.2 Digital ghost
{Courtesy of the International Ghost Hunters Society www-ighei.::umj

by digital culture?” — everything or nothing. On the *everything” side were Nicholas
Negroponte, the MIT Media Lab, Wired magazine, endless websites and media
commentators, all claiming that life was set to change beyvond recognition bt
offering only such dreary carrots as smart re !'11111 rators or mqmm]zed dlgltal I WS-
papers. This small beer was easily decried by the *nothing’ crowd of academics and
commentators, who were also ahlr to pmnl, to a variety of tl_-::-l'uu;ulugy._s that antici-
pated some of the features of today’s “new’ T.-;-::Imu!uq:._

As the dust settles from the l.rilsh,, it may now b P[JE.HII.‘I-]T. to resolve some of
these disputes. For example, Stone asserted that ¢ veryone is trmﬁgc:nrlcn:rl on-line,
an asscasment hull}' di:-i;:rul_ml 11:'.' those who PL‘I-'i]'Il:E"-[I to very traditional sexual uses
of the net. Yet from the failure of nutragr.rl conservatives to drive President Clinton
from ofhice, to the success of the hlm Boys Don’t Cry (Halberstam) and the relaxed
attitude of many younger people to experiments with sexual and gender identity,
a change does seem to have taken place. On the other hand, as several essays in this
Reader indicate (Chun, Nakamura, Parks), ‘race’ continues to be ﬁtrnngl}'
marked in digital culture. Rather than asking whether digita] culture has ch:;mgn:-rl
everything or not, we can now ask more specihcally why it seems to have enabled
or been a part of a shift in attitudes to gc':nrlr-r and sexuality, but has not resulted
in similar change with regard to ethnicity and “race.’ It seems that the endless repe-
tition of visual selves has led to a gr-:-atvr degree of indifference as to sexual and
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gender identity, while sustaining ‘race’ in difference. The ebb and Hlow of visual
differentiation across the boundaries of identity is d.i_-f.url'n:n'r_i.ng {a term that in itself
seems to suggest an ethnic differentiation) and dizzying, a loss of difference that can
end in the loss of the self. Paradoxical as it may seem, there is even a certain nus't:lg‘ia

tor the sensation of surveillance, the odd plc:asurrﬂ of being watched,

- Digiteyes

b H'.IL qLI'I'_"Stll'_'I-I'L I'.l'l.EU'I.'I'.ILS- “-I'Iﬂt are H'IE' F-].&LL! E.I'I'EI means IJ:r WI'L'I.-I'_'I'I 11:||:nl'.|ﬁ|:at|cm I.I'l'l']

1 its correlatives such as disidentification, can find a purchase in the networked global

‘culture of the present? The question of digital identity finds a metonym in the
intensely popular webcam format (Campanella). In 1991 a Cambridge University
Iahuratnr}r put a real-time Phntugmpl‘lic irna.gc of its coffee maker on-line so that its
staff could know whether coffee was available, Much to their surprise, thousands
[}f ul'l'll'_"l._ “'l:h 5“rrl'.r!’i- came Lo Il!lk, II'.I l']'lﬂ ':uh'u:ql,lt:nt dcmdﬂ" wch:a.ms — a5 'l'l'll:}'
have come to be known — have become one of the “killer apps’ of the net, offering
a seeming inﬁ.nit}' of views, Webcams come in two distinct types, First, as a gaze
Jout on a particular view or gmgraphir location, ranging from skyline views, to
“wilderness sites and trafhic stops. These can be seen, as Bolter and Grusin have
'argur.:rl, as a remediation of television (Boulter and Grusin 1999: 208). There is
nonetheless a far more personal dimension to such telemediation of exterior reality

“than is offered by television. In Don Delillo’s novel The Body Arist (2001}, for
' uxam]:rh:, a F::rfurmam.‘:: artist finds |uu|;.i|1g at a guict stretch of road in Finland an
effective balm for the pain of grieving. The choice of location to be viewed seems

to be the viewer's not the network's for, .a.h‘]mug}'l it is mot p-ussl.blt to direct an

exterior camera oneself, there are so many choices that no one feels constrained.

The second, more popular variety of webcam turns the gaze inwards on itself.

' Where Nicephore Nicpee pointed his prototype camera out of his bedroom window
in 1823 to create what is often celebrated as the first photograph (Batchen),

webcam users make the bedroom interior the scene of the action, On popular sites

like Jennicam or Anacam, the viewer sees the ostensibly private space of the ]JhL‘I-'LDg-

‘rapher. The webcam depicts the interior of the closet, the most private domestic
space, while camera is itsell the Latin word for a room. Queer culture has, of course,

‘theorized the closet as a space in which the queer subject hides his or her identity
"from the disciplinary gaze. Coming out is, then, both a risk and a necessary affir-
Imation of the sclf, To stay in the closet is to l.'If_".'EI:m:.-' the self with dc:nr:ptinn and
.guilt- Webcam users do not come out of the closet but make their closet visible to
anyone with internet access, For a fee, viewers are guaranl;r.r:d constant access, the
place of the panoptic jailer for $19.95 a month. Here the closet is not something
to come out of but rather the closet-camera serves as a device to validate the desire

and hence the very existence of the Western visual subject itsell. In this evacuated
version of visual subjectivity, the subject simply says: ‘I want to be seen,” using the

closeted camera to reveal and conceal at once, It is not surprising that young, white

women have most quicH}' 1dn|1'r.-|:|:! the webcam format both because of the I'L}T.H:I’-

"I'l':i.bi]il}' of the female |:ur]:,' in consumer culture and because women since Lad}'

Hawarden have queered photography by not looking out of its closet (Mavor).
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For ]{"I"IIZ'IHL‘IZ" Hing]u:..- of Jennicam, T am dning Jennicam not because | wamnt
other people to watch but because 1 don’t care if people watch.” What matters,
then, is the interiorized sensation of |.'|-|::ing monitored h}' a di.g'ltal other that is enabled
by the self. Ana, the host of Anacam, offers her artwork — made with Paint Shop
Pro — in her gallery that declares: ‘I'll be your mother, mirroring back 2 U." This
apparent parody of Barbara Kruger's already parodic postmodern theorizing of
gender and desire creates a digital mirror stage. For this self-surveillance and self-
-rliﬂpla}' leads to a digitizing of desire. Natacha Merrit, author of the Digital Diaries
(20001}, a collection of images of staged sexual encounters in hotel rooms, claims
that ‘'my photo needs and my sexual needs are one and the same’ (Merrit 2000).
Merrit uses only digital cameras in her practice, as if analog film is somehow inap-
propriate to this uxchangq: of garcs. I)igiul desire dissolves the self — the !f{':.'l: 8
often evoked in theoretical discourse — at the heart of the subject and replaces it
with an 1.'I'|.l.“l.':ﬁ|}' manipulahl-_- :]'Lgilal screen. A similar erasure was pr:tlirtr.r] ]13'
Foucault in the famous conclusion to his 1967 Order of Things, where he suggested
that the human was about to be erased like a face in the sand. Sand, like the :Iigital
chip, is made of silicon, It is the unnerving task of the present to find out what
COMmes next.

‘I am not here and never have been’

These dramas were remarkably performed in June 2000, when the Roval Court
Jl_'rwu-ud Theatre Upﬁtaiﬂ:, London, 5ta.g-rr| Sarah Kane's piece 4 48 F{}’rhmr'r. 4 48
was a visualized text of extraordinary power, exploring whether it is possible for
the self to see itsell when mind and body are not just separated but unrelated, The
piece takes its title from the notion that at 4,48 in the morning the body is at its
lowest ehb, the most likely time for a person to kill themselves. In a long medita-
tion on the possibility of sell- killing that is written in different voices but not as
-i:.pa:mh.h- named characters, Kane mixes Artaud and Plato, a mix that can {:nl\' be
called performed deconstruction. Three actors perform on a stage whose emptiness
was broken only by a table. The mise-en-scene, created by director James McDonald
and :JLSLEn:.r ]L:I'Lm\' Herbert, Pla::u! a mirror the ILngﬂl of the stage at a ft}rt} -hive
degree angle facing the audience. The mirror made it possible for the actors 1o
perform lving down and still be seen by the audience but at the same time it
converted the entire performance space into a camera, mirroring the reflex lens.
Within this camera space, a video was played at frequent intervals, showing the
view from a London window, as trafhe and pedestrians passed by, It was in effect
il “'{'IIBITI. T]'I'I."' \'I-'l'.h{"ﬂ.m WAk Fr[}jl'.ij.ﬂd oo tl'"." tﬂbll".' ﬂn‘m:ing d SCCeTY d'lﬂt Wk
visible in the mirror. The speech of the actors was broken at intervals by the white
noise of a pixilated screen without a picture, like a television set that has lost recep-
tion. In short, 4.48 Psychosis plaved out in the contested space of the contemporary
visual subject n:pr::ﬁ::nl::{l as a camera, a dark reom in which digital, pq:rrurma.lin:
and photographic renditions of exteriority were explored, compared and analyzed.
In one monologue a character describes:
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Figpure 1.3 Sarah Kane
(Courtesy of www lainfisher .com)

abstraction to the point of . .,
dislike

dislocate

disembedy

deconstruct.

(Kane 200: 20)

he visual subject is no longer at home,

For in Kane's view, Cartesian reason was a barrier 1o undurﬁ!.inding existence:
‘And | am deadlocked by that smooth psychiatric voice of reason which tells me
there is an objective reality in which my body and mind are one. But [ am not here
andl never have been’ (6). Kane simply asserts that in the hypervisual digital world,
the single person split into two (mind/body) whose dissolution was prevented by
the watchiul paee of the Christian 'I'rinit}' nao |ungf.'r exists. Or in a Lacanian view,
it is as if there was no mirror stage for Kane to identify herself as an image, only
the indifferent reflection of the all-encompassing mirror of the mass media, The
stage-long mirror is a visualization of both losses of identity. Now body and soul
do not form a unit or even a mhizuphrcnir. network: ﬂ'u:}' .'Eil!'l'.l].'ll}' do not I'.H.'.]l.‘ll'lg
together: "Do you think it's possible for a person to be born in the wrong hn-rl:r?
( Silence) Do you think it's possible for a person to be born in the wrong era?’ (13).
Fane explores how metaphysical reason, personal love, and pharmacological psychi-
atry all attempt to close the gap in which the mind is a camera admitting light all
Loy infrl:ql.l::hll:r and with uncertain results (3):

a consolidated consciousness resides in a darkened banqueting
hall near the ceiling of a mind whose Hoor shifts as ten
thnu'untl :':wkr{mr}wﬁ. “']'I.I'I'I | 'ii'l.ﬂ.rt ﬂf Iig_l'!t enters as .ﬂ."
'|J'.|u|.lg|.'ll"i unite in an instant of accord body no lrmgt r t']:]:wurnt

as Tj'll. COH l'.m.ll'."]'lt 1. ] {'{!ll'.l'll!]"“.ll." a lruth ll.ln-I!IIl."J"I no One ever utters,
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The camera of the mind is deserted now, inhabited :mh- h'r pa.rasitic insects,
Confronted h!. the indifferent -..'un'ﬂ"anrr of htr -u;ap]ta.h':t .'amct'l.r and Ar :Ibﬁ{‘l‘l.t
god, the tuh-]{'rr disintegrates. At 4,48 ‘sanity visits/for one hour and twelve
minutes’ and as the performing voices suicide lh:.mﬁ:.lﬂ:s ‘it is done.” The piece
ends with a final aphorism:

It is myself | have never met whose face is pasted on the
underside of my mind,

There is a Iung pause and then an actor says: ‘Please open the curtains.” The three
performers silently move to the sides of the space and pull back black-painted shut-
ters, opening the camera to the quiet West London light. There is no stage direction
to indicate this anti-Platonic gesture which may read on the page as a banal coup de
theéatre but the audience of which 1 was a part uxp::riun-r_'::d it as shock. In 1839
Hippu]}'h: I:'la:,-ard I:H:rrurmu:l a ml':rm'r_T:r of mimesis when he ].'Ihﬂtl'lgl’ﬂ.}'ll‘ll:d his Sgﬂl
portrait as a Drowned Man, a knowing play on photography and death. On February
20, 1999 at the age of twenty-eight Sarah Kane had killed hersell in a small room
adjoining her hospital bedroom, her camera, her closet. The networked subject is
everywhere on screen but no one is watching, least of all herself,

The transverse glanm‘:

Some critics might retort that that crisis affecting Kane is that of the white visual
subject interpellated by its male gaze that has dominated Western thought since
Diescartes. At the same time, the non-white, queer, or otherwise subaltern subject
is familiar with the indifference of tli:icipiinar:p' socicty, Global capital .-u'm]:||:,' treats
the West with the same indifference that it once reserved for its others. Why should
the local issues of a British artist concern a globally oriented academy? Globalization
cannot mean that Western scholars now have the entire glnl:n: as their domain as a
form of intellectual cmpirc. As Peter Hitchoock has .a.rgur;di, it is the task of African
cinema ‘to represent Africans to Africans’ (Hitchcock 2000: 271); or by extension
any of the world’s variously orientalized and subaltern peoples should represem
themselves to themselves. What matters is being constantly aware of the global
dimensions to the work that one is doing (Appadurai). In visual culture, this means
looking with a transverse glance from multiple viewpoints across and against the
imperial perspective. That implies, for example, calling attention to the glnhal aspi-
rations of panopticism itsclf, The panopticon was created when Bentham mmﬂd a
system his brother had used in Russia, in order to persuade the British government
to replace its system ol deportation to the new colony of Australia with a system of
moral discipline derived from the Jesuit colonies in Paraguay (Foucault). That is
to say, p.am]pt'l[: mn-tl:‘mit:.-‘ Was alw.a_}'ﬁ a gl[]hal system that affected different parts
of the world unevenly,

This current moment of globalization is especially enacted on, through and by the
temale body. Global capital has changed not just relations of consumption but rela-
tions of production, as Gayatri Spivak has argued: “The subaltern woman is now to a
rather ]argt: extent the support of |'.l1:1'1-r||.1vr.ti|:'Ju1,1 thrnugh pil::n': work, sweat .-:]'mp labor
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and repmducﬁw: labor in low- -wage economies, This condition is ;rknnwll:rigl:d in
the West by displacement. That is to say, as in the examples above from Jennicam to
Sarah Kim:, globalization within the West is culturally figured as feminine, which 1
take to be a contested cultural category rather than a hu:rlﬁgiral given. At the same
time, this gendered representation of contemporary culture, while of Western
origin, has global effects. The contradiction of this moment can be expressed in many
ways but here's one that 1 have used since 2000 that has become VETy acute SINCe
Septemhtr 11. The Iranian video artist Shirin Neshat, w:}rlcl'ng in exile in New York,
is rigl'll‘l}' btcnnﬂ.ﬂga glubal star for her t:::lzllur.at'mm of the Ecnrlmd divide in Islamic
culture, Neshat's video work is lushly cinematic, creating ten-minute epics with casts
of hundreds. Black veiled women hired on location pirouette at the edge of the sea in
a disidentification with Orientalism that is nonetheless starkly beautiful. At the same
time, after their takeover of power, the Taliban in Mgluni.r,tan held public destruc-
tions of artworks, television sets and videotapes, while forcibly constraining women
to the home and making them literally invisible in public behind the veil. The
Taliban's anti-modernity relied on the global media to disseminate their actions and
discipline their own subjects, even as it disavows visual culture. For it was an open
secret, repnrted in the Western media, that many .'\rgh.ms continued to watch tele-
vision and videos and these were of course the peuple least convinced by the Taliban,
The paradox here is that the apparently head-on collision of contemporary |df'n|ngj
between the feminist artist Neshat and the Taliban dictatorship of clerics both rely on
nineteenth-century modes of visuality, Orientalism on the one side, panopticism on
the other centered on the figure of the veiled woman, so familiar from imperial cul-
ture (Alloulah). In this light, the events of September 11 were literally reactionary,
an attempt to eliminate transculture and recreate a starkly divided world of good and
evil that has until the time l:lfwl'itil'lg been disturl:lingl}' successful,

For all these hil.l-.t'll.ing reminders of the past, I would still argue — Now more
than ever — that something new is being forged out of these multiple collisions of
past with present and Future, T am dtlil:u:rattl}' using what one might call a strategic
optimism here to suggest that this moment that has been called “post’ so often is in
fact a moment before. This is to say that the present is what Helen Grace has called
a "pre-history’ to an emergent configuration that may be more than the constant
revolutions of global capitalism (Grace 2000). It is a prehistory under the sign of
what Micke Bal has called the “preposterous,” a curious clision of the post and the
pre that can seem absurd (Bal 1999). It is what one mi.g]'lt call prcfnrmath‘r — SO
thing is beginning to be formed that is intensely performative. Visual culture can
be seen as a ghost, returning from another moment of prehistory, the late 19504
and early 1960s. At that time, capitalism seemed every bit as hegemonic as it does
today, only for a striking wave of change to break in the late 1960s and 1970s, It
was heralded by writers like Daniel |. Boorstin and Marshall McLuhan calling atten-
tion to the increasingly visualized nature of contemporary socicty. It was in fact
McLuhan who first used the term visual culture, in the sense in which it is used
here, in his classic Understanding Media (1964).

If visual culture is a ghost, how does it see?' Unlike the disciplinary subject that
sees itsell SEEing itsell, its ghﬂﬂ‘. sees that it is seen and thtr{:h}' becomes visible to
itself and others in the constantly weaving spiral of transculture, a transforming
encounter that leaves nutl'ling the same as it was before, Rather than retreat 1o the
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digital closet of isolated being, these multiple viewpaoints can help triangulate the
viewer in relation to herself, the watchers and the watched. The scholarship of
modern visuality has often wanted to constrain the unpredictable effects of the
netw I:}]'l“."{l 1.15ua|. evient ||'|.:.L'| Ll:.ar g::um:. er_ ]Jarnmc'r.ll. rs, W "“. |J.'“.|.' ‘JL rJ'H.d rl.‘um art
historical formalism, panoptic surveillance or Lacan’s gaze theory, Itis time, perhaps
past time or just before time, to look with ‘double vision' (Thomas and Losche
1999), ‘parallax vision' (Mayne 1993) or ‘multiple viewpoints' (Mirzoefl), This
is the transient, transnational, transgendered way of seeing that visual culture secks
to define, describe and deconstruct with the transverse look or glance — not a gaze,
there have been l.‘nnugh gares already. There are several key components of the
transverse glance. In the view of Fernando Ortiz, transculture is the product of an
cncounter between an existing culture or subculture and a newly arrived migrant
culture that violently transforms them both and in the process creates a neo-culture
that is itself immediately subject to transculturation (Ortiz 1995), This transcul-
turation is in turn subject to difference and deferral. The difference is what James
Clifford has called the Squanto effect, named for the Pequot Indian who met the
Pilgrim Fathers just after his return from Britain, where he had learned English
(Clifford 1988). In other words, cultures were never isolated islands, developing
h:.' themselves. The deferral comes from what Emmanuel Levinas called the ethical
uh]iga.tinn to the Other that results from the ‘face-to-face” encounter at the heart
of transculture {Levinas 1997). | cannot privilege my own culture in this encounter
but must defer and accept my responsibility to the Other. Ortiz wrote on and about
the island of Cuba. Transculture and its accompanying transyness seem closer to
Edouard Glissant's formulation of the archipelago, a series of connected islands. The
virtue of the archipelago is that a series of very difterent entities can be connected,
The transverse glam.'l;. is not a gaze because it resists the imp-u:-rial domain of gﬂ‘m"-l.'“!‘ﬂ"
sexuality, using what Judith Halberstam calls in this volume “the trans gaze.” If this
seems a little utopian, let it also be said that this transverse practice is at all times
at risk of being undercut by transnational capital.

For as many of the essays in this volume suggest, visual culture will best
contribute to the working out of a new visual subjectivity by secking to be active
in ways that do not create additional value for transnational capital. Visual culture
needs to retain its links to cultural studies in looking to fimd ways to interact with
visual practice and cultural lmlin in the wide- -ranging arcas of its interest. Some
might do this like Irit Rogoff by working with visual artists, others like Lisa Parks
by visual activism, still others lw transnational pedagogy. For Coco Fusco, perfor-
mance is a medium that transforms viewer and performer, while Kobena Mercer
and mysell have argued for the diasporic viewpoint. And so on, for each contrib-
utor to this volume, another path. The tools for this work are readily to hand (at
least for those in the West) in the form of brand-new but obsolescent visual and
digital technologies such as non-broadeast quality video, CD-ROMSs, analog photog-
raph-. and all computers not running Windows XP or O5 X. 2. These pmduﬂs
without function, in some cases htrralh. without exchange value — ever tried to sell
a four-year-old computer? — can be diverted to other uses bevond those of the global
market. As more links are created in this network by the engagements of individuals
or groups, it may be possible to look transversely across the gaze, across the color
line, across surveillance and to see otherwise.
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Introductions/ Provocations/ Conversations

This edition of the Visual Calture Reader offers a diverse group of intru-r]ul:t[}r:.-‘ mater-
ials, The held of visual culture is now .-.'uH"'lrinnﬂJr well established and d}mmir to

- sustain a plurality of views without fracturing into warring camps. Rather than the

future of visual culture being in question, there is a space to debate what that future

might b amaong the widu-mnglng group of pmpl-e whio take an interest in it. The

two Introductions and Provocations from the first (1998) Visual Culture Reader by
Ella Shohat and Robert Stam and by Irit Rogoft have been widely cited in discus-
sions of the iield and are now indispensable to its theorization. Aside from the debate
with Ocrober maga.u'ru: what has been so impurlanl about these CERaYS has been their
sugge stion of nampl-r:mt ntary avenues for the tlr:vrlnprnrnt of l;l'!ll: field. Rugnﬂ'-i
“"ngnm that 'if feminist deconstructive writing has Inng held the pla::u. of writing
as the endless {||5p|au'_m-. nt of meaning, then visual culture prov ides the visual artic-

ulation of the continuous L{lspla::i.n‘mnl al meaning in the field of vision and the

. visible,” is amply borne out in this volume and elsewhere. By the same token, Ella

Shohat and Robert Stam called in 1998 for a rm:nw:rptuahntmn of visual culture
moving away from the Euro-american progression of realism/modernism/
postmodernism to a polveentric globalized held of study, There is a good deal of
agreement on these g::ralﬁ now m:king it possible to at least envisage :u;hi:‘:ving their
gml of a ‘mutual and rc:crlprn:‘al relativization, ' n-fﬁ:ring the chance of ‘coming not
only to “see” other groups, but also, through a salutary estrangement, to see how
[each] is itself seen.’

In his remarkable essay “Kino-l, Kino-World: notes on the cinematic mode of
production,” written for this Reader, Jonathan L. Beller asks us to reconsider some
of our most fundamental presuppositions about the place of the visual in culture.
Rather than !il‘:l.'.il"l.g visual culture as an ansj:lring of late l:.ap:ita.li.-:m, Beller argucs for
a theory of the ‘cinematic mode of production’ in which ‘|ﬂ-u|:ing is posited
by capital as labor.” Beller extends Marx"s classic theory of value in which profit is
created by the extraction of a surplus value of work performed by the laborer over
and above what is n.qu:irl:tl to carn his/her wages and benefits. Now work is
performed visually via the seeking of human attention — think of all those banner
ads wanting you to ‘click here' that ]i.l-L‘TJ]I}" carn someone two cents when you da,
or the t:::lmp-t‘.tl"r_inn for television rlti:ngs that dirrcﬂ}' generate arlvcr'l;ising revenues,
In this view, the cinema does not reflect the social, it is the sodial, ]:urnvid:ing that
we understand “cinema’ to mean the irn.;gr‘-mal:ing apparatus i gr.m:r.al, However,
Beller does not assert that grasping his attention thr:nr}' of value Pm\fidcn an answer
to the riddle of gluhaliirali:m but .-u'm]:rl}r that it has ‘a gurm'ma] contribution to make
tin cnmtrr-hl:grm{mic .litrugglr,' Beller Em'ltrnu:'n‘.i.al]}' argues that ]:l.-i:,'d'manﬂ}'iiﬁ,
for so long the dominant theoretical model is cinema studies, is itself merely a
symptom of the cinematic mode of production: *“Film" can be understood as the
social relation which separates the visual component of human subjective activity
from the body in its immediate environment, while "cinema” is the systemic organi-
zation of this productive separation.” In this sense, dream-work is in ‘Fact real work.
H}' the same T.ulu.l‘l deconstruction is framed as a historical moment ﬂgnlr}'lng a
ledmulr:gica! transformation in Fulili-;:a.l cconomy {an argument in fact close to
Derrida’s own remarks in his 1994 treatise on globalization Specters of Marx).
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In this essay, there is much excitement, much that needs building on and no doubt
much to disagree with, But it is exhilarating to see the long stagnant pools of crit-
ical theory churned up so vigorously and with an energy that is both angry and
focused.

These pieces are joined by a meditation on the status of visual culture by W.J.T
Mitchell, entitled ‘Showing seeing: a critique of visual culture.’ Mitchell’s book
Picture Theory (1994) is widely held to be the first major publication in the field.
Here he flows widely across theoretical, institutional and pedagogical questions in
a picce that is bound to provoke wide-ranging discussion. | shall simply restrict
m}“ﬁl:"!r (L] }H:]ﬂg amnng thl;" ET'"i.t [R] {Illmf! what I IUEPEEI “-:i“ I'.H." 'I.'l'.r:." []FIL'TI q'l.l'[]tfd
'pl'lr;l.‘i.l:'ﬁ.. First, lini{ing mgr.thq'r all these intrmlut:t:}:r:,-‘ piuu:: i s way, is
Mitchell’s observation that: ‘the disl:rip]lmr}' a.nx:ic:t:,' prm‘:}]u':d h} visual studies is a
classic instance of what Jacques Derrida has called “the dangerous supplement.”
Derrida is cited in all the essays in this section ﬁhl:m'ing that — to Farnd}' Geoff
Bennington - like deconstruction, visual culture is not what you think. At one level,
it is rare to hear visual culture described as a deconstructive untul:rl::ri:u:. At another
it suggests that the work of visual culture holds a number of surprises in store.
Mitchell himself suggests one when he writes in his 'Eight counter-theses on visual
culture’ that *visual culture is the visual construction of the socal, not just the social
construction of vision." To suggest :ml:,' ane p-nﬁr:ihll:. intl:.rpr:latim of this remark:
it turns out, then, that visual culture is not so much the descendant of the social
hiﬁ-tl'_lrl"!.' I'Ir art as itf. 'I.'Il;"m'l'lﬁ-‘l'l"l.]l'.tﬂr.

Another discussion comes in a multi-authored F:icul: h}' Raiford Guins, Joanne
Morra, Marqu;lrcl Smith and Omayra Cruz, who work in: film studies; a school of
art publishing and music; a school of art, film and visual media; and a department
of literature / cultural studies. This pluralism has produced an engaged and engaging
approach that urges us to get away from the anthropological question “what is visual
culture?" and instead think about what it is that visual culture can articulate and for
whom. In which “district,” to use their term, should we work and using what
archives? 1114::.-' righl]_‘y conclude: 'mn:]y for the moment it is not so much what
visual culture is, but rather what it can be enabled to do that matters.”

Using the VCR 2.0

This version of the Reader has been substantially redesigned and reworked following
the suggestions of people who have read and used the book in its first incarnation.
There are major changes in content as well as style and so it seemed appropriate to
n:igna.l an upgra-:ll: in the title, meaning to suggest that the basis of the book will be
familiar to readers but it offers a new and improved format. In general, this version
is more open and wide-ranging than its predecessor. When Ocober magazine
launched its now notoricus and ultimately self-destructive assault on visual culture
in 1996, it scemed that there might be a repeat of the struggle over cultural studies
in literature depa.rtmcnts mnmming visual culture in its various academic homes.
Perhaps because visual culture is not so precisely located — at least in the United
States — that did not ha.Pl;H:n. Omne of the most interesting du#'ulﬂpm:nta has been
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the very positive response to visual culture from artists and art schools, l.'Il'.".'ith‘l.’! the
occasional thundering from art historians that visual culture is the end of Art, Artists
have of course been wurking with the end of modernist models of art for over thirt}'
years now, so this is perhaps not so very surprising, More seriously, some have
d‘;a.rgt:{l that visual culture is fa]ling into the same trap as cultural studies by hrring
too Western, too white and too Anglophone. OF course all of Anglophone acad-
emia is to some extent guilty of this charge. As visual culture programs or classes
have been now established to my, no doubt limited, knowledge in the Czech
Republic, Finland, Holland, Hungary, South Africa, Sweden, Tajikistan, Taiwan and
Turkey, | am hopeful that it is at least to be found a moderate offender. As 1 argued
above, the measure of visual culture’s success in this n:ga.rd will be the extent to
which it learns to imagim: the Elnhal in all aspects of its Fra::'ti-r.r.

Given these positive changes, the model I have had in mind for this edition was
that of a network in which readers and other users would bring their own ideas,
readings and images to bear on the selections here. The sections are both intended
to be Prmlucl‘.i\'tl}' interactive with cach other and are better balanced amiong the
various visual media. Responding to an often-made suggestion, 1 have also added a
section of short clips from classic theoretical texts that might not be familiar to
everyone and always bear re-examination. In terms of content, the questions of
ﬂigil.al culture and glﬂl}ili.xal.inn that loomed |Elrg«E inmy introduction have of course
had to be reflected in the new volume, In 1995 when the first edition was planned
even Bill Gates did not think the internet was all that impurr..a.nt- P::rh.aps h}' the
next edition of this Reader it will not be, [ have mughl; out both nul_-itmriing younger
scholars and well-established figures to contribute essays to the new version, which
containg much more :}:I‘igina.l material than its prr:d::ct:ﬁsur- Mo sing]u volume can
adequately represent the polymorphous field that visual culture is becoming. | am
also cditing a new series called '||1'51gh1'.: Huuth::igu: Visual Culture’ which will offer
readers and texts on specific subjects within visual culture. The first volume to be
published will be Feminism and Visual Culture, edited by Amelia Jones (2002) and
many others are Plinm:d. In addition the visual culture listsery continues to discuss
these and other issues on a daily basis. This book has enabled teachers all over the
world to create courses on visual culture and convince both their students and
administrators that there really is a subject of this name. That alone justifies this
renewed enterprise to my mind.

The presence of [. . .] denotes a cut made h}' the editor in the interests of l{rngth.
Each part has a new introduction and there are updated bibliographies and web
references.

Note

1 See my essay "Ghostwriting: working out visual culture,” the fournal of Visual
Culture, (vol. 1 no. 2): pp. 239-54, that is in a sense the ghost of this chapter.
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Chapter 2

Irit Rogoff

STUDYING VISUAL CULTURE

| raise my cycs and [ sec America.
{Newt Gingrich, New York Times, 19 April 1995)

*And F]uasr: remember, just a hint of starch in Mr. Everett’s shirts.’

For one brief moment their eyes artual]_y met, Blanche was the first to

look away. "Yes ma'am.” After Grace left the kitchen, Blanche sat down

at the table, Was it just the old race thing that had thrown her off when

her eyes met Grace's! Her neighbor Wilma's father said he'd never in
his adult life looked a white person in the eve.

{ Barbara Ntcl:r, Blanche on the Lam, 1992)

His smoldering eves saw right through my tremulous heart,
{Barbara Cartland, The Pirate’s Return, 1987)

Huw CAN WE CHARACTERIZE the emergent field ‘visual culture’? To begin
with, we must insist that this encompasses a great deal more than the study
of images, of even the most open-ended and cross-disciplinary study of images. At
one level we r{'minl:,' focus on the r.r.nm]it:.r of vision and the visual world in
producing meanings, establishing and maintaining aesthetic values, gender stereo-
types and power relations within culture. At another level we recognize that opening
up the field of vision as an arena in which cultural meanings get constituted, also
slmultanrnu-i]'l. anchors to it an entire ra.ng-: of anah-.u.r. and mlf_rpn:lahﬂns of the
audio, the 'i.].'llal‘Ji] and of the psy chic tl} namics of EFfL'tlturﬁhlp Thus visual culture
lI]PIEI‘I"i l.lp an ["'Ht'l'ﬁ:‘ “-nrlr| f'.ll'F :lntrrrt'xtuallt} in “lh]l"h Jmagr': 'i-DIII'.I.dE ﬂI'Id SPEI'JH]
delineations are read on to and through one another, lending ever-aceruing layers
of mea.nings and of subjective responses Lo each encounter we might have with film,
TV, atl'l.'frtising, art works, huili:lings or urban cnvironments. In a sense we have
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[ |}n:u|ul.'{_'l.l a held of vision version of Derrida’s concept of Jmﬁmmg and its achieve-

e

ment has had a twolold effect both on the structures of meaning and interpretation
and on the epistemic and institutional frameworks that attempt to organize them.
Derrida’s fﬂl'l-l_':}pl.ua[izatiun ol Jiﬂ?mnce takes the form of a critique of the b:i:nar:.r
logic in which every element of meaning constitution is locked into 5.1'Eg1iﬁcatii:|n in
relation to the other (a Ic_gacy of Saussurian ]ingu:istim‘ insistence on Ia.nguag:r as a
system of negative differentiation). Instead what we have begun to uncover is the
free play of the signifier, a freedom to understand meaning in relation to images,
sounds or spaces not ﬂl.l‘L'Eﬁ!'ia.l"i].}' ]}:ru:ivu:.l to operate in a direct, causal or c‘pis-
temic relation to ecither their context or to one another. If feminist deconstructive
writing has long held the place of writing as the endless displacement of meaning,
then visual culture provides the visual articulation of the continuous displacement

* of meaning in the field of vision and the visible.

This insistence on the contingent, the subjective and the constantly reproduced
state of meanings in the visual field is equally signihicant for the institutional or disci-

- plinary location of this work. If we do not revert to a.wﬁbing meaning cxclusivcl}r

to an author, nor to the conditions and historical specificities of its n-LaI:ing, nor to
the politics of an authorizing community, then we 5imu|t.anmu5|}' evacuate the object
of study from the disciplinary and other forms of knowledge territorialization.
Perhaps then we are at long last approaching Roland Barthes's description of inter-
disclp]maril:,- nol as surrnumling a chosen nhj(:r;.'t with numerous modes of scientific
inquiry, but rather as the constitution of a new object of knowledge. The following
brief attempt to engage with the arena of visual culture will touch on some of these
themes as well as on the thorny politics of historical specificity: its advantages, its
limitations, and the dangers and freedoms inherent in attempting to move out of a
traditional and internally coherent and unexamined model of what it means to be

| h:iﬁt:}ﬁml]}' spnn'ﬁr:,

Vision as critigue

In today's world meanings circulate visvally, in addition to orally and textually.
Images Convey information, altord p]ua.':urr: andd d'tﬁplra_quﬂ;, influence st}rle, deter-
mine L'u-mumpliun and mediate power rclations. Who we see and who we do not
see; who is privileged within the regime of specularity; which aspects of the histor-
ical past actually have circulating visual representations and which do not; whose
fantasies of what are fed by which visual images? Those are some of the fuestions
which we pose r-cgarr]ing images and their circulation. Much of the practice of intel-
lectual work within the framework of cultural problematics has to do with being
able to ask new and alternative questions, rather than reproducing old knowledge
by asking the old questions. (Often in class the sudents complain that the language of
theoretical inguiry is J_Jfﬁcuh. that ‘it is mot English.” 'I'Fm;.- need considerable persuasion that
one cannot ask the new questions in the old language, thar language is meaning. In the end
almaost always their inherent excitement at any notion of ‘the new” wins the day and by the

" end gfrﬁf trimester someone invariably produces a perfw;iy_ﬁrmﬂmﬂ remark abowt discourse,

representation and meaning muaI{pfanamd by a waﬂder:ﬁﬂe.cf pause at the recognition that
they have just utrered something entirely ‘different’. )
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E'n' I'ncuscing on a field of vision and of visual culture {:lp-t':mti':ng within it, we
tr!:ah_ the space for the articulation of -[hu't not mece H"i.a.l!'.ll'\- the response to) such
qu: Htlﬂﬂ"i- a%; W]'Iat anre tl'.ll." ".l'il.'l.i.l I:THIL"E h‘r “h]{'h ST arc .a."l]“["ll.'l to |1]Dk ﬂthl:.'rS
tor hazard a ]JL‘El: and still others arc ﬁ:tﬂ'uddr:n to look altngﬂh::r"' In what ]'mhtlral
discourses can we understand looking and returning the gaze as an act of political
resistance? Can we actually participate in the pleasure and identity with the images
produced by culturally specific groups to which we do not belong? These are the
questions which we must address to the vast body of images that surrounds us daily.
Furthermore we need to understand how we actively interact with images from all
arenas to remake the world in the 5]13511: of our fantasies and desires or to narrate
the stories which we carry within us. In the arena of visual culture the scrap of an
image connects with a sequence of a film and with the corner of a billboard or the
window display of a shop we have passed by, to produce a new narrative formed
out of both our experienced journey and our unconscious, Images do not stay within
discrete disciplinary fields such as “documentary film’ or “Renaissance Fa.u.nl.mg,
since neither the eye nor the psvche operates alung or recognizes such divisions.
Instead 'Li'u_} }':ruudL the upp-nrlumt:r for a mode of new cultural wntlng :‘xlmng at
the intersections of both objectivities and subjectivities. In a critical culture in which
we have been trying to wrest representation away from the dominance of patriar-
chal, Eurocentric and heterosexist normativization, visual culture provides immense
opportunitics for rfwriting culture thrnugh our concerns and our journeys.

The emergence of visual culture as a transdisciplinary and cross-methodological
field of inquiry means nothing less and nothing more than an opportunity to recon-
sider some of the present culture’s thorniest problems from yet another angle. In
its formulation of both the objects of its inquiry and of its methodological processes,
it reflects the present moment in the arena of cultural studies in all of its complex-
ities. How would | categorize this present moment? From the perspective | inhahit
it seems to reflect a shift from a phase of intensely a:ul:.-‘ti::‘al activity we went thmugh
during the late 1970s and the 1980s, when we gathered a wide assortment of wols
of analysis to a moment in which new cultural objects are actually being produced.
While :]1:::[::!}' rooted in an un{l::r:ilanding af the ::Fislcmulugicai denaturalization of
inherited t:at::gnrlr:i and Slll'jjf!l'.l‘_li revealed thmugh thi anal}'t.ic.al moadels of struc-
turalist and pnﬁtﬁlru:‘r,uraliil ﬂ'lnught and the .f.pur.iﬁt introdduction of theories of
sexual and cultural difference, these new objects of inquiry go beyond analysis
towards higuring out new and alternative languages which reflect the contemporary
AW AU ss h"r' “'I'IIL]'I W ll\l. Ooul our II"rL" .Iﬂln“ ir[]l.l.'l'llil LS ﬁL'lI[H'I."i E'I.II'_'h da= TEI'I]
Morrison's B-c'Iﬂn:'J, autobiographies such as Sara Suleri's Meatless Days, hlms such as
Terry Ew_'!.'gnﬁ"ﬁ Crumb and n::umpl:‘x multimedia art installations such as Vera
Frenkel's Transic Bar, live out precarious and immensely creative relations between
analysis, hiction and the uneasy conditions of our critically informed lives,

One of the most important issues cultural studies has taken on is to provide a
‘hands-on” application of the epistemological shift which Gayatri Spivak has charac-
terized thus: ‘It is the questions that we ask that produce the field of inquiry
and not some body of materials which determines what questions need o be
posed to it In doing so we have affected a shift from the old logical-positivist
waorld of L't:lgnilitm to a more conlemporary arcna of r::prl;:i::ntat:iun and of situated
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knowledges. The emergence of a relatively new arena such as visual culture provides
- the possibility of unframing some of the discussions we have been engaged in
rega.n‘l.ing presences and absences, 'Lm'i.'..ihilit_',r and stereotypes, desires, reibications
and objectifications from the disciplinary fields — art history, film studies, mass media
and communications, theoretical articulations of vision, spectatorship and the power
relations that animate the arena we call the feld of vision — which first articulated
their status as texts and objects. Thereby unframing them from a set of conven-
tional values as either highly valued or hlghl.v marginalized or outside of the scope of
sanctioned vision altogether. Equally they are unframed from the specific historics
of their maln'ng and the muﬂlmlul{]gi::al maodels ::I‘anal:,-sus which have more r:z-c::-nt]}-
served for their unmaking. The field that | work in, which labors heavy-handedly
. under the title of the critical theorization of visual culture {or visual culture for
short) does not function as a form of art history or film studies or mass media, but
is cluarl:r' informed h:r all of them and intersects with all of them. It does not histori-
cize the art object or any other visual image, nor does it provide for it either a
narrow history within art nor a broader genealogy within the world of social and
cultural developments. It does not assume that if we overpopulate the field of vision
with ever more L'I.Impll_'m:."rllﬂrf information, we shall a::tually gain any greater
' insight into it

{ When | was training as an art historian, we were instructed in staring ar pictures. The
assumption was that the harder we looked, the more would be revealed to us; that a rigorous,
precise and historically informed looking would reveal a wealth of hidden meanings. This
belief produced a new anatomical formation called “the good eye.” Later, in teaching in art
| hj.'.'mr_r ﬂ'-epurtments, whenever | would r:ﬂ-mpfﬂin about some student'’s lack q_ffm:”nctuaf
curiosity, about their overly literal perception of the field of study or of their narrow under-
standing of culture as a series of radiant objects, someone else on the faculty would always
rf.'rpamf bjr saying 'Oh, but thr.:_p' have a de a;n'.‘}l

Nor doces this ficld function as a form of art (or any other visual artefact) crit-
icism, It does not serve the purpose of evaluating a project, of complementing or
condemning it, of assuming some notion of universal quality that can be applied
to all and sundry, Furthermore it does not aim at cataloguing the offenses and
redressing the balances, nor of enumerating who is in and wheo is out, of what was
chosen and what was discarded. These were an important part of an earlier project
in which the glaring exclusions, erasures and distortions of every form ol otherness
— women, homosexuals and non-European peoples to mention a few categories —
had to be located and named and a judgment had to be passed on the conditions
of their initial exclusion. All of this, however, would constitute a “speaking about™:
an objectification of a moment in culture such as an exhibition or a film or a literary
text, into a solid and immutable entity which does not afford us as the viewing
audience, the pn-ﬁﬁl'hill"t.it:.-: of pla:.r, the pns.-iihilitir:-s of rrwritl'ng the exhibition {or
the site of any other artefact) as an arcna for our many and different concerns. 1t
would assume that the moment in culture known as the exhibition should ideally
dictate a set of fixed meanings rather than serve as the site for the continuous
(rejproduction of meanings.

In fact the perspectives that | would like to try and represent, the critical anal ysis
of visual culture, would want to do E\'Lﬂ':r'ﬂ'lil'l.g to avoid a discourse which perceives
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of itself as ‘speaking about’ and shift towards one of ‘speaking to". In the words
of Trinh T. Min-ha, ‘Tale, told, to be told/Are you truthful?', acknowledging the
{'nmplrxitjrﬁ inherent in any 5].1:1'.::]1 act does not m:cﬂssari]}' moean ta!u':lg away or
compromising the qualities of a fine story.

Who speaks? What speaks? The question is implied and the function
named, but the individual never reigns, and the subject :-'.|:i]:|-!-i away
without narurall':l:ing its voice, 5/he who speaks, speaks to the tale as
5/ he hr:ginn tflli“ﬂ and rc;tt:“i.ng it, 5/he does not 5|'H:a|c about it. For
without a certain work of displacement, ‘.r.p-r:al-::ing about’ only partakes
in the conservation of systems of binary opposition (subject/ object, 1/it,
we/they) on which territorialized knowledge depends.

Trinh suggests here not merely that in reading /looking we rewrite (*speak about”)
the text. More importantly, she recognizes that in claiming and retelling the
narratives (‘speaking to'), we alter the verv structures by which we organize and
inhabit cultare,

[t is this qucsﬂ;inn:ing of the ways it which we inhabit and IJ.'IL‘FI.'IJ:F L'u-nsiinll}'
make and remake our own culture that informs the arena of visual culture. It is an
understanding that the field is made up of at least three different components. First,
there are the images that come into being and are claimed by various, and often
contested histories, Second, there are the viewing apparatuses that we have at our
disposal that are guidt:d by cultural models such as narrative or technology. Third,
there are the subjectivities of identihcation or desire or abjection from which we
view and by which we inform what we view. While I am obviously focusing here
on the reception rather than the production of images and objects or environments,
it is clearly one of the maost interesting aspects of visual culture that the boundary
lines between making, theorizing and historicizing have been greatly eroded and no
Inng-c'r exist in exclusive distinction from one another.

For some years | have been H‘umltring about the formation of a counter viewing
position to that old art historical chestnut “the good eye.” Are we developing “the
mean eye, the jaunfl'iﬂ;'d, sl:r:‘pti::‘al r}'r?' Is the critical eye one that guanlri j::a.l:}usl"j
against pi-camr-:'? Hardly so, if we are to engage with the fantasy formations that
inform viewing subjectivities, For the moment, and following some of Laura
Mulvey's later work within feminist film theory, | have settled on the notion of “the
curious eye’ to counter the ‘good eye’ of connoisseurship. Curiosity implies a certain
unsettling; a notion of things outside the realm of the known, of things not yet quite
understood or articulated; the plca.mru.-i of the forbidden or the hidden or the
mﬂiuughl_i the optimism :;ri'lﬁnding out mmr:t]'ti:ng one had not known or been able
to conceive of before. It is in the spirit of such a ‘curious 1::.'::’ that 1 want to open
up some dimension of this field of activity,

Perhaps one of the best indications of just hovw {h:ﬁtahi.ll'?.i.ng this form of
L4;'|_|rin.uiil;].-" for the nut-yct-knm\'n can be, is the alarm which scems to be caused ]::]r
the clearly emerging institutional formations of this new field of *visual culture.” A
recent issue of the journal Octaber contained a questionnaire on the subject of this
emergent arena of inquiry. All of the statements to which correspondents
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were asked to r:‘:pl:,.' indicated some prr.-fnund sense of loss — the loss of historical
specificities and of material groundings and of fixed notions of quality and excel-
lence, ete., which the editors who had set them seem to view as the loss of the

unding navigational principles for their activities, Apparently the most alarming

. of all has been the infiltration of the field of art history by something termed the

‘anthropological model.” T pueeled long and hard over both this analysis and
the dread it seemed to provoke. | spoke to all my sophisticated cultural ant*ru'upnla
ogist acquaintances to try and understand what they may have foisted on us
unawares, | read all the predictable responses to the questionnaire set by the October
editors, and still not the .-:Iightr.:it glimm:-r of comprehension cm:rgl:d. Finally,
reading through Tom Conley's very refreshing and extremely well-judged response
“Laughter and Alarm,” it seemed that all this fuss was being provoked by the growing
presence or preference for a “relativist” model of cultural analysis. As far as | could
make out, the so-called ‘relativism” of this assumed inﬂ'll‘upulugical model involves
a nontransferable ipcul"uh' for the context of any cultural prnduﬂ.mn Thus the
ability to establish a set of inherent values or criteria of excellence for images or
cultural objects which would transcend the conditions of their making and consti-
tute a metacultural relationality (as for example in the traditional modernist model
for the historical avant-garde of Europe and the United States as a set of inter-
national, interlinked, innovative art movements sharing a particular confrontational
spirit and a commitment to formal experimentation) is seemingly negated or sacri-
ﬁmd tl'lruugl'l ﬂ'.l.'iﬁ e current rﬂlalim-al mlﬂ]l."l.

Now, the editors of Oaober who have articulated all of these anxieties about the
erosion of good old art history through the cncmafhing dangers of so-called anthro-
pological relativism are haru:il'l.I an intellectually maive lot; indeed thl.':!r were in part
responsible for acquainting my generation of art historians and critics with impor-
tant analytical models and m'r_h important cultural criticism from both France and
Germany as well as debates carried on in the US. Nor are thc:.r in any way provin-
cial intellectuals, locked up within the confining frameworks of one single, national,
cultural discussion, Thr:}' are l.'!IEa.rl_'!.’ more than aware that the notion of ‘relativist’
carries within it all kinds of intimations of cultural conservatism. One of the most
publicized cases of polemics for and against historical relativism was the case of the
1980s German Historikerstreit, in which a group of conservative German historians
such as Nolte and Broszat began making claims for a study of German fascism in
the 19305 and 1940s as relational w all the other fascisms and rotalitarian h:gjm:-s
around at that same historical moment. The German neo-conservative historians'
prnjt'.::"r. was unrl:rpinnm‘l h}' a pnl:it'u:5 that aimed at l:sscning guilt ﬂ'm:rugh under-
min:ing historical EI'.I'EL'I'FI.-Lit} bath at the level of cause and of effect. The accusations
of *relativism’ with which this “rltlng Fru]cct Wk gructt:l |:n' more left-liberal
I'll':tnnant iR t!'l.l" Wr'i.t WEre I.'II,II" Ii.l'gﬂ].'lr Ty d'](" fﬂﬂ d'llt mur_"l'l ﬂr d'l.l!- “']'ltl.ng Was
aimed at a re-evaluation, in moralizing terms, of the events and policies of the period,
Thus nationalist-socialist fascism was graded in relation to other Western fascisms
and to Soviet totalitarian regimes and was found either to have been a response to
them or to have similarities with them, or to compare not quite so horrifically with
these other models. What it did not attempt was to reframe understandings of a
very notion of fascism or to think it away from a national ]"Ii.'it!'ll!‘}', or to understand
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it in relation to certain values and aesthetics within the modern period, or any of
the other possibilities available for unframing a discussion of fascism and gaining an
alternative set of um.{::rslandlngx into it, of aL'tua“}' quustlnni.ng the rc:rtal'n.t:.' that
we know what fascism, the object of inquiry, is. Cultural specihicity in this partic-
ular historical discussion takes the form of two hxities: {a) a discrete, stable and
clearly known object of study and (b) discrete, stable and fixed contexts (in this
case of national cultures with clear lines of division between them) which contain
and separate their histories. It presumes to know, in no uncertain terms, what a
pulitiur_'al movement is, where a national culture begins and ends, and it assumes that
endlessly complex social, cultural, racial and sexuval differences rnighl: anual]}'
coalesce around such a dramatic articulation of a subject known as ‘fascism.” In
contrast the cultural studies project which October characterizes as hau.'ing been infil-
trated h}' a so-called 'anthrn}'u:r]ngiral model’ aims at citah]i_ahing internal cultural
specihicities which can in turn attempt intercultural conversations while maintaining
the necessary regard for the value and serious significance of anyene’s cultural
prm!ud‘.mn- There is a world of acute Pu[iliq:al difference between the F-nl:itl{.'.-i of
these two cultural fanalytical projects which seem to be conflated here. 50 how to
explain what is clearly a most confusing political slippage?

I could adopt a mean-spirited and pragmatic attitude and say that all this is
simply about the loss of territories of knowledge and reputations established in given
disciplinary helds which are being called into question (the helds, not the reputa-
li[]ﬂ!‘i_] 11}' d“." l:ml:rgl:n-r_'r.: {]r {]ﬂ'.lL'r.| NMNEWEr ﬁtld’."i. Bl'l.ll. I]Iilt H'ﬂl.l](l I'.H.' [Iiﬁrﬂﬁpﬂ.‘{.‘tfﬂ] [N
a publication that contributed much to my own intellectual development and it
would only serve the purpose of personalizing a serious political issue and thereby
devaluing its importance. To address the argument as presented in October both in
its stated terms and with attention to the alarm utldcrlying it is to take issue with
the r_'au'L'L{:lning againﬁt undifferentiated relativism and unsituated kfmwlutlgrs hq:ing
put forward h}' its editors. E]t:a.rl}', notions of ‘relativism’ cannot be tlmggq:d around
from one discussion to another with complete disregard to the politics that inform
each of these. To unframe hierarchies of excellence and of universal value that priv-
ilege one strand of cultural production while committing every other mode to
cultural oblivion, as claims the not fully articulated accusation in October, does not
m<an tl'lﬂt One lﬁ |a.um.|.1lng Al md:frmnhal-l:d l.1.11n-l:1:'5a||5m in “'I'"Lh tTLnﬂ"ﬂg (]
equal to everything else. Rather it opens up the possibilities for analyzing the poli-
tics that stand behind each particular relativist model and of differentiating between
those rather than between the supposed value of objects and images. The history
whose loss the editors of Ocober seem to be lamenting has not disappeared, it has
simply shifted ground. In visual culture the history becomes that of the viewer or
that of the auth:m'ring discourse rather than that of the object. By necessity this shift
in turn determines a rhangi. in the very subject of the discussion or .anahn-i a shift
in which the necessity for having the discussion in the first place and for haung it
in a particular mnthﬂdﬁlﬂglmi mode and at a particular time become part of this
very discussion. This conjunction of situated knowledge and self-reflexive discourse
analysis accompanied by a conscious history for the viewing subject hardly seems
grnuntlﬁ for such a pessimistic lament, ﬂmpl}' an opportunity for a bit of self-
consciousness and a serious examination of the politics inherent in each project of
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cultural assessment. { The whele discussion reminds me lirﬂ' drmd'fuf m:‘inf{!&r mn_,r'ermre I

- artended a few years ago av Berkeley in which a very authoritative and very semior woman

sociologist complained thar witheur standards of excellence how would she be able 1o hire and
fire people or accept or dismiss students? A fellow attendee at the conference who happened 1o
he sitting next o me h:pt muttering under his breath in a very hmt}' Swedish accent 'Hﬁf
don't you already stop hiring and firing?" Enough said.)

Spel:ta.turship in the field of vision

The space this investigation inhabits is the field of vision, which is a much wider
arena than a sphere for the circulation of images or questions regarding the nature
of representation. This space, the field of vision, is to begin with a vastly over-
determined one. In the West, it bears the hr:at'}' burden of Pust-Enli.ghlcnn‘ttnl
scientific amd philmnphira] discourses rt:gardl'ng the m:ntralit}' of vision for an
empirical determination of the world as perceivable, In these analyses we find the
gaze described as an apparatus of investigation, verification, surveillance and ¢

tion, which has served to sustain the traditions of Western post-Enlightenment
scientificity and early modern technologies. The limitations of such historical
accounts of the held of vision as central to the continuing Western Enlighten-
ment project (such as Martin Jay's exceptionally scholarly and informative recent
book Dewncast Eyes) is that it is vacated of any l!-ﬂlil:il.".a.l l.'l:rl!'lll'l'llll:ﬁ or models of
subjectivity. It becomes a neutral field in which some innocent objective eye’ is
deployed by an unsituated viewer. Therefore the kind of looking that was sanc-

tioned and lcglhm.a.l:tf by scientific imperatives or the kind of surveillance which
Elalmﬂ" IE I'“:L'E“lt‘f ﬂlmugh l|J'|.L LEtihElEl'III'IEI'.I.T. ﬂr L'I"!l].'l.l.\" Illml.l.gl'l a tuutlng ot Ur
criminality, can now be understood through questions ahﬂut wha is allowed to look,

to what purposes, and h}' what academic and state discourses it is |¢gll:'|matn|:|. The
recent spate of literature regarding ‘vision' as it appears in numerous learned
discourses does precisely the opposite of what “visual culture’ sets out to do. It
reproduces a tedious and traditional corpus of knowledge and tells us how cach
great philosopher and thinker saw the concept of vision within an undisputed
philosophical or other paradigm. Most ignominiously, feminist theorists such as Luce
Irigaray (who in their writing undid territorialities of hicrarchized, linear know-
ledge), get written into this trajectory in some misguided form of tribute to feminism
via its inclusion within the annals of Western thought. By contrast, a parallel discus-
sion in visual culture might venture to ask how bodies of thought produced a notion
of vision in the service of a particular politics or ideology and populated it with a
select set of images, viewed through specific apparatuses and serving the needs of
distinct subjectivities.

The discussion of spectatorship in (rather than and) sexuval and culwral differ-
ence, begun within feminist film theory and continued by the critical discourses of
m]:n{]nl;:r al'l.l'l [ mi::rgn:.‘nl: :,.'l.ll‘l:un. 5, CCHICCTTES 'll'."il.. Ir "l'lllﬂ'l. d“. ga.?.c a5 lll:ih'l: “’hld’l "iPI".E
spectatorship into the arena of desiring subjects and desired objects. Currently
such binary separations have been increasingly tempered by the slippages between
the ever-eroding boundaries of exclusive objecthood or coherent subjecthood,
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At present we have arrived at an understanding that much of initial sexual and racial
identity in the held of vision is formed through processes of negative differentiation:
that whiteness needs blackness to constitute itsell as whiteness; that masculinity
I'lLLdE ﬁ:m]nlnll\ or f:.mlmxl_l.{ miﬂullnlt\ jKi] L'U“EthutL ]Tj mﬁf_'llllnlt\r in agn:cd
upon normative modes; that :'nﬂlhr anl hmrgt (Y n'rj:mrtahllll;} nq‘n‘l the stereo-
typical unruly ‘others” — be they drunks or cultural minorities or anyone else
positioned outside phantasmatic norms — to define the nonexistent codes of what
constitutes “acceptable” behavior. However, at the same time we have understood
that all of these are mx:ia]l:r' constructed, 'pl.:rﬂmna[.i.\'ﬂ::' rather than L'ﬁm:ntla"_y attrib-
uted, and theretore highly unstable entities. Thus the field of vision becomes a
ground for contestation in which unstable normativity constantly and vehemently
atternpts to shore itsell up. Films such as The Crying Game or The Last Seduction played
precisely with the erosion of assumptions that something — gender identity in both
cases — ‘looks like' that which names it and the cataclysmic results which such
processes of destabilization produce. Spectatorship as an investigative field under-
stands that what the oye Fuq'lurtﬂl]t ‘sees’ is dictated to it h'l. an entire set of belicks
HJ'IFI dﬂilrr_‘i ﬂl'.ll'l h‘r a sct ﬂr E{H.:ll:d Ia.nguagcs -ﬂl'ld. gl"l'l.ﬂl'll: apparatu'u:li.

Finally the field of vision is sustained through an illusion of transparent space.
This is the illusion of transparﬂwv which is claimed in the quote from Newt Glngﬁc'h
with which | hgan this Cssay ‘I raisc my eyes and | sce America,” In this scenario,
he has the ability to see. America — in all its supposed unity and homogeneity — is
there available to his vision; it can be seen |}1|- him and TJ'u: space between them is
a lran:[_'lar:. nt entity in which no obstacles obscure the directness and clarity of (his)
"l-l"il:l-.ll'l Fﬂi'ltlf'ﬂ"]r ﬂl'lrl ]'Ihl]nmphl('ﬂl]} l';I'I:I.'i mﬂr]'ltlﬂﬂ .I'Iﬂﬁ l'.l{"l:"ﬂ I'.I'l;"'i-t tl'l('ﬂﬂ?.ﬂd .h"'f Hﬂ'ﬂn
Lefebyvre in The Production of Space (1991) when he says:

Here space appears as luminous, as intelligible, as giving action free
rein. What happens in space lends a miraculous quality to thought, which
becomes incarnate by means of a design {in both senses of the word).
The {|u|gn serves as a mediator — Ith]F[}:F gre at ﬁlll:].lh" between mental
activity (invention) and social activity (realization); and it is deploved in
space. The illusion of transparency goes hand in hand with a view of
space as innocent, as free of traps or secret places. Anything hidden or
dissimulated — and hence dangnmus — is antagonistic to transparency,
under whose rrlgn m‘rr}"ﬂ'ﬁng can be taken in h}r a .'i:il'lgli: g]am:\‘: from
the mental eve which illuminates whatever it contemplates.

To some extent the project of visual culture has been to try and repopulate space
with all the obstacles and all the unknown images, w hich the illusion uftt‘ihupan:m\r
evacuated from it. Space, as we have understood, is always differentiated: it is always
sexual or racial; it is always constituted out of nn:'ulatmg capital; and it is always
subject to the invisible I:ruumlarv lines that determine inclusions and exclusions.
Most importantly it is alw En-s pupulal:d with the unrecognized obstacles which never
allow us to actually “sec’ "what is out there beyond what we expect to find. To
repopulate space with all of its constitutive obstacles as we learn to recognize them
and name them, is to understand how hard we have to strain to sce, and how
complex is the work of visual culture.
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. The visual conditions of historicizing

I have attempted to map out some constitutive components of the arena of visual
culture. Most importantly [ need to try to articulate the importance of its opera-
tions as a held of ]mt}wh:tlgc- In the first instance | would argue that the unframing
operations | have described above 'might lead towards a new object of study which

- would be determined around issues. Those issues in turn are determined by the

various urgent cultural conditions and cultural problematics with which we are faced
every day. To be able to assemble a group of materials and a variety of method-
ological analyses around an issue that is determined out of cultural and political
rcalitics rather than out of traditions of learned arguments, seems an important step
forward in the project of reformulating knowledge to deal responsibly with the lived
conditions of highl}' contested realities, such as we face at the turn of this century
in the West,

This is however also a cautionary moment: as we divest ourselves of historical

. periods, schools of stylistic or aesthetic affiliation, national cultural locations, or the
- limitations of reading objects through maodes and conditions of production, we run
i the tlangtr nf'rliw:ﬁting oursclves of self location, It is at this point that we enter

perhaps the thomiest and most contentious aspect of this entire project, for it has
become clear to each and every one of us — though we may belong to radically
different collectives and cultural mobilizations within the arena of contemporary
feminist, multicultural and critically /theoretically informed culture — that historic
specificity is a critically important part of coming into cultural recognition and artic-
ulation. Every movement that has attempted to liberate marginalized groups from
the oppressions of elision and invisibility has, to all intents and purposes, insisted
o hin'ing ﬁurnuﬂn'ng Lo say, on hm'ing a |angu.a.gu to say it in, and on hl#'in.g a posi-
tion from which to speak.

My own coming into critical consciousness took place within the feminist theory
of the 1980s in Europe and the United States. Without doubt, the historical uncov-
ering and location of earlier female subjects and their numerous histories and the
insistence on 5|:|-|:akJ'nE as women were a very important part of feminist critique,
just as emergent cultural minority discourses are presently important in the
rewriting of culture h}' prr:'l.'inusl}-' colonized ]:rcuplu.-i. Having established these as
hath int:‘“r.rma“:,' important and in.*.:t'ltu'r_inl:ulI"l.r lcgi'r_imatt:, the next pha_'n: moved
to u.r.:ing Er.nrl-r:r as a category for the anal:.rsi.-: of such cattgnrir:—s as st_ﬂ:: or Fl:ri.m!-
icity or such overall L‘I.'Ll':gnl'iﬁ as ‘modernism,” which enfold both. (And this was
not at all simple — | will n:r.:r_ﬁ:rgﬂ the comments .:J-_J"# Vassar art history Pr?_rﬂmr d__ﬁer a
lecture | gave there on the visual construction Elfmmcufjnir:p' and masculine artistic privilege
through sell-portraiture. He announced uncategorically thar my few comments on the
subsidiary female figures within these paintings were far more interesting than my efforts at
theorizing the visual constructions c_rll'_mu'sfull'fnft_.r and that as aﬁmﬁniﬂ art historian [ should
stick with those.)

At stake therefore are Pul':l:inl questions concerning who is allowed to spcak
about what. These can set up limitations to our intellectual capacity to engage
with all the texts, images and other stimuli and frameworks we encounter; to break
down the barriers of permissible and territorialized knowledge rather than simply

redraw them almg another formalized sct of lines. The answer lies, to my mind at
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least, in substituting the historical specificity of that being studicd with the histor-
ical specificity of him/her/them doing the 5lu|.{3.-lng. In order to effect such a shift
stipulates experience as a basis for knowledge, we attempt to read each culture
through other, often hostile and competitive, cultural narratives. This process of
continuous translation and negotiation is often r:t]uus.ﬁng in its denial of a ixed and
firm position, but it does allow us to shift the burden of specificity from the material
to the reader and protects us from the dangers of complete dislocation. Perhaps it
mlg}'ll even hu:lp us tor understand that at the very moment in which historical speci-
heity can provide liberation and political strength o some of the dispossessed, it
also imprisons others within an old h:'nar}' structure that no |nng|;~r reflects the condi-
tions and realities of their current existence.

[ should like to demonstrate this process ]JJ' ]::n:rﬂ:nling a condensed version of
a long project in which | have been involved over the past three years, The project
is in several parts and involves different types of activity, both historical and crit-
ical, often involving a certain amount of fiction writing. The starting point for me
has been my need to think through some issues regarding projects of public
commemoration and the ]:ln]lli:.al uses Il1r..1' serve in different cultures at different
times, My need to think t]Im-ugh these th]{'l‘t‘l'i. in relation to one another and
against their official articulation by the commemorating culture, has to do with my
location as a native of Israel, as someone who has for many years spent long ]:r:rnuds
of time in Ge “TIany and has been very involved with ]Jul'il.i:.a.l culture on the German
left, and most rece nt‘h.r as a teacher aml cultural organizer in the LS where | have
I'H‘mmc‘ ac':]u:untvd W Ith :lm‘l ﬂha]'ﬂ:"fl h'\ C fl!ﬂ"l.:lﬂ.:nni ﬂl mult!f‘“h’urﬂhﬁm .ﬁ“l'l Luh_l""al
difference. As a native of Israel | grew up in the shadow of a trauma, the grnmdr
of European Jews during the Second World War and of its consequences in the
establishment of the modern state of lsrael. Simultaneously this history served in
covert and unar_'knuwh:dgﬂl ways Lo li:g.itimal:: numerous acts of violence; against
the indign:nm.r_q anulatl'nn of Palestine and for the marg‘inali?atirm of Arab Jews,
who were not pr.r{;r.i\'u:'d as part of this F.urupc;.an horror, which p-r.n'{:r.-ir:]}' Came o
define rights of inclusion and participation within the Jewish state of Israel, Perhaps
even more importantly, the plethora of commemoration practices of this horror
within lsrael became extremely important in maintaining a culture of constant and
high anxiety within the population of the country, a kind of manifest haunting which
could not be shaken l.'lt‘.'il'.l'il-l." all evidence of I:'I'.I.'III"I'.E.'I!'"_[ and tu‘lrmlug'bm] supremacy in
the eastern Mediterranean. No matter how many battles were won and how many
enemies vanquished, no matter how often the US assured the population of its
undying support and loyalty, not to mention huge and constant influxes of cash and
privileged markets, people in lsrael have continued to live out their days driven by
a fear of annihilation which the ever-present Holocaust monuments have sustained
and maintained. So that has been one part of the |'J-n||"L1'L'a| urgency of my project,
to question the contemporary political uses of commemoration practices,

At the same time [ have had to face the recent spate of commemoration activi-
ties in Germany and to contend with German discourses of guilt and of mmpulmr}'
public memory. Operating in this other context, | understood that discourses of
guilt and monumental public commemaoration affect a form of historical closure. To
begin with they assume that one can replace an absence (many millions of murdered
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. subjects) with a presence (a column or a statue or a complex conceptual set of public
| space interrogations). Second, the protagonists are frozen into binary, occupying
. positions of victim and perpetrator, both of whom have seemingly come to a
- miserable end. The newly hybridized and continuing cultural development of not
- only Jewish and German but also many other lives affected by the cataclysmic events
i of fascism and war, elsewhere around the glnht: and in relation to other grngnpi'uri
- and cultures, is denied in its entirety. Finally the historic trauma of the Holocaust
- linked to the specter of European fascism becomes the index of all political horror

and its consequence, imposing once again a Eurocentric index of measure and
political identity on the very concept of political horror.

Viewed from the perspective of the US | have watched with l.{isrni}' the emer-
gence of more and more Holocaust muscums across the country over the past four
years, Situated within the contexts of the current culture wars I.‘II:I!'I'.I.PI:i.ﬁI:d I:I:.-' the
multicultural contestation of the traditional and ongoing supremacy of European
American cultural legacies, these museums have begun to take on an extremely
disturbing dimension: a form of rewriting of the recent past in which a European
account of horror would vie with the locally generated horror of slavery and the
annihilation of native pﬂ:pl{'s. It also assumes the form of a ':rn‘:-1.|'||'|'|.1'.tv|:m'.ng1 of
the migrant hr:n'ugr of the United States at a moment in which immigration
is constantly discussed through non-European and racially marked bodies. This is

~ disturbing in more ways that | can recount in this quick summary of a problematic,

but primarily | have been thinking of the ways in which this account writes all of
the Jewish world as European, which of course it never has been, and the ways in
which it scts up contestations of horror within US histories, between Jewish,
African-American and Native American populations.

As a culturally displaced person 1 move between all of these cultures and
languages and inhabit positions within all of their political discourses. My displam-
ment being neither tragic nor disadvantaged but rather the product of restless
curiosity, | have an :Jhliga.liun to write all these thlﬂmatiu across one another
and to see whether they yield insights beyond their specific cultural and political
location. As anvone who inhabits an intercultural or cross-cultural position (which
increasingly, with ever-growing self-consciousness, is most of us) knows, this
constant translation and mediation process is a deeply exhausting business and one
would like to put it to some productive use so that the permanent unease might
unravel some other possible perspective on problems viewed almost exclusively
from within each of the cultures involved. While | have had the opportunity to
write cach one within its own context, that was m::n:l:.' the rtprndurtl'un of an
analysis situated within a culture. What then are the possibilities of unframing these
pruhl::mar.'nm and seeing how d‘ll.‘_}' interlink and inform one another? I’urhapu CYEN

" more :imp{]rl.antl_'!.' I would like to see if [ can find a model of upu:n.i:lg up a l:l.niquul}'

European horror to a :'-t‘.llt:'-:lnm]'Lt:lr with all the le'lti::al horror txpcri:nn:ﬂ h}'
migrating populations elsewhere around the glnhr: around the same time. | think
that the loss of historical specificity in this instance will be compensated for by
the undoing of an indexical hierarchy of horrors, in which one is a:u]turall;r privi-
leged over others. | hope that in the process some understanding of the degree 1o
which “Trauma’” informs all of our originary myths, means that some patterns and
symptoms are shared by the culture at large, even if its populations have radically
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different specific histories. It might even help me to think through the constant state
of cultural haunting, the underlying conditions of unease emanating from shared but
denied histories between the West and non-West, that silently ruftle the surfaces
of our :iailj.-' lives.

That, in a nutshell, constitutes the political urgency of the specific project | am
describing, and in writing projects pul:rlished clsewhere, | hope to demonstrate a
possible model for its exploration within the arena ol visual culture. These have
taken the form of |:mg-h:rm collaborations with conceptual artist Jochen Gere, with
video and multimedia artist Vera Frenkel, and with computer and electronic artist
George Legrady. These are collaborations in which | approach the work with my
5]:|r::||:|'ﬁ-t: issues at hand and in'ran'a]:rl:,' find in it a set of thnught_-i and "II'I'IEEI:'S that allow
me to formulate the next stage of my investigation. In turn my theoretical articu-
lations locate the artists’ work within a set of cultural debates in which the visual
arts rarely find representation. It assumes the form of a practice, of a “writing with’
an artist's work rather than about it, a dehierarchization of the question of whether
the artist, the critic or the historian, the advertising copywriter or the commercial
sponsor, the studio or the director, has the hinal word in determining the meaning
of a work in visual culture. (Oddly this lesson was learned far from the field of dealing
with contemporary objects, through Derek Jarman's extraordinary film Caravaggio which,
more than anything I had encountered in the early 1980s, produced o model for “contempo-
rizing ﬁ:iitm:_p" and m:di'nlg historical angﬁrns !hmuyh Current preoccupations such as the
jnﬂu.l':ljfig' .:_l-jl'- the sexual nature Efﬂmder -r::rrﬂarirs. .»'Iﬁer u'einﬂ :ﬁjsﬁ.fm I npen'rnced the
very necessary delights of uncertainty, of never being quite sure of whar I was looking at.)

One of the many advantages of encountering and analyzing issues of commem-
oration across a broad range of visual representations that function in public and in
private spaces, that tease the viewer with their reluctant visible presence or with
their entire physical absence, that broadcast on monitors or lie within the bowels
of the computer “aiting to be unfolded in real tme, is that t]'u:\- straddle the sPal'.l'a]
trawt‘tnn hi.‘t'l.'-t‘cn Memcry am:l O mnratln'n a T_nl]l::"tnr\r d'.l.ﬂ.t SIS PE.I'EH.‘E].
to our dilemma within the intellectual work of the academy. In the unframed field
of vision there exist possibilities for simultaneously rv:ernheﬂng as we structure
solid commemorative arguments, amass facts and iugg]l:. anal:rtl'cal models.



Chapter 3

Ella Shohat and Robert Stam

NARRATIVIZING VISUAL CULTURE
Towards a polycentric aesthetics

UESTIONS OF MODERNISM and postmodernism are usually ‘centered’
within the limited and ultimately provincial frame of European art. The
emergng field of *visual culture’, for us, Fﬂtﬂnﬁil“!" represents a break with the
Eurccentrism not nnl}' of conservative 1gvl:r::-l:'l ujr::' art hiitl'.lr}' but also with presum-
:bl:.r radical, high-mm:li:rnist 11.-'1|1t-gi|r~|:|ism1 which Ful:rhaps cxplaihs thie apupltclic-
reactions that ‘visual culture’ has sometimes prm.'nh:::d. In our view, *visual culture”
as a field interrogates the ways both art history and visual culture have been narra-
tivized so as to privilege certain locations and geographies of art over others, often
within a 3u,gi5|: and 1;|rv|;:|gn:*'.i.'lii1.r,:1 histnnr where realism, modernism and pﬂstt'nml-
ernism are t]’mu_ght to supersede one shother Ih & beat and orderly linear succession.
Such a narrative, we would suggest, provides an impoverished framework even for
European art, and it collapses completely if we take non-European art into account.
Our purpose here is to recast these questions not only by stressing the aesthetic
contributions of non-European cultures but also by insisting on the longstanding
interconnectedness between the arts of Europe and those outside it. We want to
address visual culture in a way that does not always assume Europe - taken here in
the broad sense to include the neo-Europes that colonialism installed around the
warld — as the normative culture of reference, Traditional art history, in this sense,
exists on a continuum with official history in general, which figures Furope as a
unique source of meaning, as the world's center of gravity, as ontological “reality’
to the world’s shadow. Endowing a mythical “West" with an almost providential
sense of historical destiny, Eurocentric history sees Europe, alone and unaided, as
the motor, the primum mobile, for Prugrcssh‘u historical d'l.a.ng::, including progres-
sive d'ungl: in the arts. An arrogant munnlngiim exalts only one ]r.gl"tim.atr: culture,
one narrative, one trajectory, one Pad'.l to acsthetic creation.,
Most writing on modernism, for example, restricts its attention to move-
ments in European and Morth American capitals like Paris, London, New York and
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Zurich, while consigning to oblivion similar modernist movements in such places
a8 530 Paolo, Havana, Mexico l.'_Ll\r and Bucnos Aires (to ‘II‘.H,'“.iI{ nnl\r of Latin
America). Periodization and theoretical formulations too have been relent]essl:-,
monochromatic, A single, local perspective has been presented as ‘central” and
‘universal,” while the productions of what is patmni‘..r.ing]}' called ‘the rest of the
world,” when discussed at all, are assumed to be pale copies of European originals,
aesthetically inferior and chronologically posterior, mere latter-day echoes of
]JIDHE{'rIng Eur{:p-r.an gestures. The dominant literature on mnr]rrmsm often
regards Europe as simply absorbing “primitive art” and ANGIYIMOUS ‘folklore” as raw
materials to be refined and rcshapcd h}r European artists. This view ]Jmlnnga the
colonial trope which projected colonized people as body rather than mind, much
as the colonized world was seen as a source of raw material rather than of mental
.li'ti"r'it}' or manulacture. El.ll:‘upl: thius aFFmFriatml the material and cultural pro-
duction of non-Europeans while denying both their achievements and its own
appropriation, thus consolidating its sense of sell and glorifying its own cultural
anthropophagy.

The notion of non-European cultural practices as untouched by avant-gardist
modernism or mass-mediated postmodernism, we would argue, is often sublimi-
nally imbricated with a view of Africa, Latin America and Asia as ‘underdeveloped’
or “developing,” as if it lived in another time zone apart from the global system of
the late capitalist world. Such a view bears the traces of the infmtlliring trope,
which projects colonized people as embodying an earlier stage of individual
human or broad cultural development, a trope which posits the cultural immatu-
rity of colonized or formerly colonized peoples. As diplomatic synonyms for
‘childlike,” terms like “underdevelopment” project the infantilizing trope on a global
scale. The Third World toddler, even when the Fl‘DI:IlJ.EI: of a millennial civilization,
is not vet in control of his ]'md'l. J"]'rln-::lu and therefore needs the I'I.l:']'l:l of the more
‘adult’ and ‘advanced’ societies.” Like the sociology of ‘modemnization” and the
economics of ‘development,” the aesthetics ol modernism (and of postmodernism)
often covertly assume a telos toward which Third World cultural practices are
presumed to be evolvi ing. Even such a generally acute cultural theorist as Fredric
Jameson, in his H.nr.mgii on Third World literature and hlm, tends to underesti-
mate the radical revisioning of acsthetics performed by Third World and diasporic
artists. Although he is (thankfully) inconsistent on this point, Jameson in his
unguarded moments seems to conflate the terms of political cconomy (where he
projects the Third World into a less developed, less modern frame), and those of
acsthetic and cultural periodization (where he projects it into a “pre-modernist’
or ‘pre-postmodernist” past). A residual economism or “stagism’ here leads to the
equation of late capitalist/ postmodernist and precapitalist/ pre-modernist, as when
Jameson speaks of the *belated emergence of a kind of modernism in the modern-
inng Third World, at a moment when the so-called advanced countries are
themselves sinking into full postmodernity.'! Thus the Third World always seems
to lag behind, not only economically but also culturally, condemned to a perpetual
game of catch-up, in whl::h it can unh nplal on another register the history of the
fadvanced” world, This pi.j‘s]:u:tllu. |gr.|un_s the ‘5:-,sl‘.cms I‘JIn::vl:.|r|r1 ﬂut S0E
all the “worlds" as coeval, interlinked, |itirtg the same historical moment (but under
diverse modalities of subordination or domination). It also ignores the view that
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posits the neologistic cultures of Latin America, for example — products of uneven
development and of multifaceted transactions with other cultures, as the privileged
scenes of copy and pastiche — as themselves the proleptic site of postmodernist
practices.

A more adl:quah: formulation, in our view, would see tcmpurall't}' as sCram-
bled and E‘.I.!]'i.l'l'lp.'il:!iti(: in all the worlds, with the Frr:-rrmdr:rn, the modemn, the
postmodern coexisting globally, although the ‘dominant” might vary from region to

region. Thus the Pennsylvanian Dutch, who eschew all modern technology,

and the cybernetic technocrats of Silicon Valley, both live in ‘postmodern’
America, while the 'stum:-.ﬁge' Kavapo and sophisticated urban Euro-Brazilians

- both live in Brazil, vet the Kavapo use camcorders while the sophisticates

adhere to supposedly “archaic” Afro-Brazilian religions. Thus all cultures, and the

*texts generated by these cultures, we assume, are multiple, hybrid, heteroglossic,
S unevenly developed, characterized by multiple historical trajectories, rhythms and

l::rn]:luralzitits.
As seen through this grid, visual culture manifests what Canclini calls *multi-

. l_:.mPural hl.:'r.Lrug:.m.':l\',' i.e. the simultaneous, 5upr:rirn|:mm::! spatio- T.n:mpuralil‘.il:s

which characterize the contemporary social text. The widely disseminated trope of
the palimpsest, the parchment on which are inscribed the il} ered traces of diverse
moments of past writing, contains within it this idea of multiple temporalities. The
postmodern moment, similarly, is seen as chaotically plural and contradictory, while
its acsthetic is seen as an aggregate of hislurinlljr dated El:rll.‘i randnml:,‘ reassembled
in the present. For Bakhtin, all artistic texts n{'an:.r mmp]c:xit}r ‘embed’ semantic
treasures drawn from multiple epochs. All artistic texts, within this perspective, are
palimpsestic, analvzable within a millennial, Jongue durée. Nor is this aesthetic the
special preserve of canonical writers, since dialogism operates within all cultural
production, whether literate or non-literate, high-brow or lowbrow. European or
non-buropean. Rap music’s cut'n’mix aesthetic of sa.mPl:inE, for u:a.ml.'lll:, can be
seen as a street-smart embodiment of this temporally embedded intertextuality, in
that rap bears the stamp and rhythm of multiple times and meters. As in artistic
collage or literary quotation, the sampled texts carry with them the time-connoted
memory of their previous existences.

The palimpsestic multi-trace nature of art operates both within and across
cultures. The multicultural dialogue between Europe and its others, for example,
is not of recent date. Although a Eurocentric narrative constructs an artificial wall
of separation between European and non-European culture, in fact Europe itself is
a synthesis of many cultures, Western and non-Western. The notion of a *pure’
Eum]:ﬂ. urlglnatlng Il'l L].-HESCILEI LIl'Ll."LI. 15 F-]"LI'HIEL'{I i LrUL'.Iﬂ.I LILII.IEHJI'.I.E fITJITI lLI'I.L
African and Asiatic influences that shaped classical Greece itself, to the osmotic
Sephardi- Judaic-Islamic culture that played such a crudal role dur'mg the so-called
Dark Ages (an ethnocentric label for a period of oriental ascendancy), the Middle
Ages, and the Renaissance. All the celebrated milestones of European progress
Greece, Rome, Christianit}', Renaissance, Enlightenment — are moments of cultural
mixing. The "West’ then is itsell a collective heritage, an omnivorous mélange of
cultures; it did not simply absorb non-European influences, as Jon Pietersie points
out, ‘it was constituted by them." Western art, then, has always been indebted
to and transformed by non-Western art. The movement of aesthetic ideas has

]
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been (at least) two-way, hence the Moorish influence on the poetry of murtl}' love,
the African influence on modernist painting, the impact of Asian forms (Kabuki,
Noh drama, Balinese theater, ideographic writing) on European theater and film,
and the influence of Africanized forms on such chorcographers as Martha Graham
and George Ballanchine.

The debt of the European avant-gardes to the arts of Africa, Asia, and indige-
nous America has been extensively documented. Leger, Cendrars, and Milhaud
based their staging of La Création du Monde on African m.'.mnlnga'. Bataille wrote
about pre-Columbian art and Aztec sacrifices. Artaud fled France for the Mexico of
the Tarahumara Indians; and the avant-parde generally cultivated the mystique of
Vodun and of African art. The British sx:ulpr.ur Henry Moore, in this same vein,
modeled his recumbent statues on the Chac Mool stone ﬁgu.rﬂ::s of ancient Mexico.
Although it may be true that it was the ‘impact of surrealism,’ as Roy Armes
suggests, ‘that liberated the Caribbean and African poets of Negritude from the
constraints of a borrowed language,” it was also African and Asian and American
indigenous art that liberated the European modernists by provoking them to ques-
tion their own culture-bound aesthetic of realism.®

While a Euro-diffusionist narrative makes Europe a perpetual fountain of artistic
innovation, we would argue for a multidirectional How of aesthetic ideas, with inter-
secting, criss-crossing ripples and eddies. Indeed, it could be argued that many of
the highpoints of Western creativity — the Renaissance, modernism - have been
those moments when Europe loses its sealed-off and seli-sufficient character;
moments when its art was most hybridized, most traversed by currents from
elsewhere. European modernism, in this sense, constituted a moment in which non-
European cultures became the catalysts for the supersession, within Europe, of a
rutmgradr: culture-bound verism, in which Africa, Asia, and the Americas stimu-
lated alternative forms and attitudes.

Nor can one assume that “avant-garde’ alwavs means *white” and 'European,’
nor that non- Eurupum art 15 a]wa}':q realist or prc:-mnr]cmist.“ Fven the c'quatin]n ol
'n.'ﬂ:::-'.i?it}" with European modernism is qurﬁtinn.ahlr. Within the Western tradi-
tion reflexivity goes at least as far back as Cervantes and Shakespeare, not to mention
Aristophanes. And outside Europe, the Mesoamerican tecamoxtli or cosmic books
feature mise-en-abime images of deerskin drawn upon the deerskins of which l‘]‘u::.r
are made, just as the Mavan Popol Vuh ‘creates itsell in analogy with the world-
making it describes or narrates.”” African scholars, meanwhile, have discerned
common elements in deconstruction and Yoruba oriki praise poctry, sp&rjﬁ:‘all}' inde-
terminacy, intertextuality and constant variability.” And for Henry Louis Gates, the
Yoruba trickster-figure Eshu-Elegbara emblematizes the deconstructive ‘signifying'
of African-derived art forms.

Third Waorld cinema too has been rich in avant-garde, modernist, and post-
modernist movements, Quite apart from the confluence of Brechtian modernism
and Marxist modernization in the ‘new cinemas’ of Cuba (Alea), Brazil (Guerra),
Egypt (Chahine), Senegal (Sembene), and India (Sen), there have been many
maodernist and avant-garde films in the Third World, going all the way back to
hilms like $30 Paulo: h'jrzll'::nia de una Cidade (530 Paulo: "wmphm'p:.- of a Cit}r, 1928)
and Limite (1930), both from Brazil, and forward through the Senegalese
director Djibril Diop Mambete's Touki-Bouki (1973) and, from Mauritania, Med
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Hondo's Soleil O (1970) and West Indies (1975) to the u:nlcrgrnund movements of
Argentina and Brazil, through Kidlat Tahimik's anti-colonialist experiments in the
Philippines. The point is not to brandish terms like “reflexive’ or “deconstructive’

| or ‘postmodern’ as honorifics ~ you see, the Third World is postmodern tool — but
rather to set the debates within a relational framework in terms of both space
and time.

Our specihic gnal here is to interrogate the conventional sequencing of

. realism/modernism/postmodernism by looking at some of the alternative aes-

- thetics offered by Third World, postcolonial, and minoritarian cultural practices:

i ]:rra.L'tiLcs that dialugu:. with Western art movements but which also L'ritiqul: them

| EIII.'i I SCEmme “a\"q gﬂ ]:H'."\'Dﬂd tjll:m “r].'IIIL ITIL'I.LI'l recent erIJI'Ig }Iﬂ.ﬁ I:Efl'l dl:"l'ull.‘d

1 ti -I:‘.Iipf.ﬁlng_ t]u: rxrlusmns and blindnesses of Eurocentric n:pr::ir:ntatlum and
; discourses, the actual cultural productions of non-Europeans have been ignored, a
neglect which reinscribes the exclusion even while denouncing it, shifting it o
another register, Part of the burden of this essay is o reframe the debates about
modernism and postmodernism in visual culture by rurcgr{nmding certain alterna-
tive acsthetics associated with non-European and minoritarian locations, These
aesthetics bypass the formal conventions of dramatic realism in favor of such modes
and strategies as the carivalesque, the anthropophagic, the magical realist, the
reflexive modernist, and the resistant postmodernist. These aesthetics are often
rooted in non-realist, often non-Western or para- Western cultural traditions
featuring other historical rhythms, other narrative structures, other views of the
* body, sexuality, spirituality, and the collective life. Many incorporate non-modern
traditions into clearly modernizing or postmodernizing arcithctbc'i and thus prob-
lematize facile dichotomies such as traditional/modern, realist/ modernist, and
modernist/ postmodernist.

These movements have also been fecund in m.'ulugljl.ii. acsthetics, Iiurar\
Pamtu_rh and cinematic: “lo real maravilloso americano’ (Carpentier), ahﬂiruplj]:rhag}'
(the Brazilian Modernists), the “aesthetics of hunger” (Glauber Rocha), *Cine imper-
fecto” (Julio Garcia Espinosa), ‘cigarette-butt aesthetics’ (Ousmane Sembene), the
“aesthetics of garbage’ (Rogerio Sganzerla), “Tropicalia® (Gilberto Gil and Caetano
Velosn), the *salamander’ (as u]:tpmﬂ.'d to the Hull:,'n'ur.ﬂl dinosaur) aesthetic (Paul
Leduc), ‘termite terrorism’ (Gilhermo del Toro), ‘hoodoo aesthetics’ (Ishmael
Reed), the ‘ri:ignlf}'ing-m{mku:f acsthetic” (1 lenry Louis Gates), ‘nomadic aesthetics’
{Teshome Gabriel), ‘diaspora aesthetics” (Kobena Mercer), ‘rasquachisme” (Tomas-
Ibarra Frausto), and ‘santeria aesthetics’ (Arturo Lindsay). Most of these alternative
aesthetics revalorize by inversion what had formerly been seen as negame espe-
cially within fn-|nr|1a||'..t discourse, Thus ritual rmmhalnm for centuries the VEry
name of the savage, abject other, becomes with the Brazilian modernists an anti-
colonialist trope and a term of value. (Even ‘magic realism’ inverts the colonial
view of magic as irrational superstition.) At the same time, these aesthetics share
the ju-jitsu trait of turning strategic weakness into tactical strength. By appropri-
1'r_mg an existing discourse for their own ends, they deploy the force of the dominant
against domination. Here we shall cxp]nn: just a few of these aesthetics. In cach
case, we are dealing simultaneously with a trope — cannibalism, carnival, garbage
— with an aesthetic movement, and implicitly with a methodological pmpm’-al for
an alternative model for analyzing visual (multi) culture.
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The archaic postmodern

Artistic modernism was traditionally defined in contradistinction to realism as the
dominant norm in representation.  But outside of the West, realism was r.arc!].'
the dominant: hence modernist r:-ﬂ::xi\'it}' as a reaction against realism, could
-:-:arwh- wield the same power of scandal and provocation, Modernism, in this sense,
can be seen as in some ways a rather provincial, local rebellion. Vast regions of
the world, and long periods of artistic history, have shown litde allegiance 1o or
even interest in realism. Kapila Malik "val!ﬂ}a.n speaks of a very different aesthetic
that held sway in much of the world:

A common aesthetic theory governed all the arts, both perf::-nmng and
plastic, in South and South East Asia. Roughly speaking, the comman
trends may be identified as the negation of the principle of realistic imita-
tion in art, the establishment of a hiuran.‘h:.-‘ of realities where the
principle of suggestion through abstraction is followed and the manifes-
tation in the arts of the belief that time is cyelic rather than linear . . |
This tradition of the arts appears to have been pervasive from ﬁfghanjstan
and India to Japan and Indonesia over two thousand years of |'|.1_n1t::|.t'_','_"1

In India, a two-thousand vear tradition of theater circles back to the classical
Sanskrit drama, which tells the myvths ol Hindu culture thmugh an aesthetic based
I!.'!ﬁ- LE]ip] L'UI'.IL'rL"TIl L‘|'l.a.|:'alr_'tr:r a.nl:l ]'lm‘ar P]nt tha.n on ThE" Suhtlﬂ' mmu]ﬂ.ﬂﬂ-ﬂj l:rf mmd
and feeling (rasa). Chinese painting, in the same vein, has often ignored both perspec-
tive and realism. Much African art, s’.imil.a.rty1 has cultivated what Robert Farris
Thompson calls *mid-point mimesis,’ i.e. a style that avoids both illusionistic realism
and hyperabstraction. " The censure of *graven images” in Judeo-Islamic art, finally,
cast theological suspicion on directly hgurative representation and thus on the very
un‘tulu-g}' of the mimetic arts. Indeed, it was nnl}' thanks to imp{vria]ism that mimetic
traditions penetrated the Islamic world. As appendages to imperial culture, art
schools were founded in places like Istanbul, Alexandria, and Beirut, where the
artists of the ‘Orient” learned to ‘disorient” their art h}' mimir]ting Mimesis itself
in the form of the veristic procedures of Western art,

Just as the European avant-garde became ‘advanced” by drawing on the *archaic’
and “primitive,” so non-European artists, in an aesthetic version of “revolutionary
nostalgia,” have drawn on the most traditional elements of their cultures, elements
less “pre-madern’ (a term that embeds modernity as telos) than ‘para-modern.” In
the arts, we would argue, the distinction archaic/modernist is often non-pertinent,
in the sense that both share a refusal of the conventions of mimetic realism. It is thus
less a question of juxtaposing the archaic and the modern than cll:rplu}"ing the archaic
in arder, paradoxically, to modernize, in a dissonant temporality which combines a
past imaginary communitas with an equally imaginary future utopia. In their attempts
to forge a liberatory language, for example, alternative hilm traditions draw on para-
modern icnumuna such as Fupular rﬂ::l'lgirm and ritual magic. In Nigeria, filmmaker
Ola H-al:}gl.m r:xp]a'lns, it is less appropriate to .'IFH:.]I: af 'qufuming arts’ than to
speak of “ritual or folk performances or of communicative arts . . . ceremonies of a
social or r&ligiuus nature into which dramatic elements are incurmratrd. """ In some
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recent African films such as Yeelen (1987), Jitr (1992), and Kasarmu Ce (This Land Is
Ours, 1991), magical spirits become an aesthetic resource, a means for breaking
away, often in comical ways, from the linear, cause-and-effect conventions of
Aristotelian narrative poetics, a way of defying the “gravity,” in both senses of that
waord, of chronological time and literal space.

The values of African religious culture inform not only African cinema but also
a good deal of Afro-diasporic cinema, for example Brazilian films like Rocha's
Barravento (1962) and Cavalcanti's 4 Forca de Xango (The Force of Xango, 1977),
Amuleto de Ogum (Ogum’s Amulet, 1975), Cuban hlms like Patakin and Ogum, and
African-American films like Julie Dash’s Daugheers of the Dust, all of which inscribe
African (usually Yoruba) religious symbolism and practice. Indecd, the preference
for Yoruba symbaolism is itself significant, since the performing arts are at the very
kernel of the Yoruba religions themselves, unlike other religions where the
performing arts are grafted on to a theological /textual core. The arts inform the
religil:ms in multifaceted ways. The arts — costume, dance, poetry, music - create
the apprupria.m a.tmusphcn: for w::rrsl'lip, The arts also inform COSMOZONY and
theu:lll:lgr, The ﬁgurr.: of Olodumare, as creator of the universe, can be seen as the

test artist, and many of the spirits {orizds) are not nnl}-‘ artists {Chgum is the
Pau‘m-d-e:it}' of all those who work with metals, for ttxa:n]::ll.'.] but Il'm}' also have
artistic tastes. The notion that the classical Greek pantheon is noble and beautiful
and at the very roots of Western civilization, while the pods of Africa are merely
the ".'l:_ll.'l'g!ial superstitions of a backward people, also belongs in the trashcan of
Eurocentric hierarchies. As poetic figures, the orixds now play an artistic role in
Africa and the diaspora akin to the role of the classical deities of the Greek pantheon
within literature, painting and sculpture, We are not here npc‘aking of a discourse
of the ‘authentic,” but rather of a sophisticated deployment of cultural knowledges.
The orixas permeate the sculpture of "Mestre Didi," the photography ol Picrre
Verger; the painting of Carybe, the plays of Wole Soyinka, and the music of
Olodum, lle Aivé, and Timbalada, and recently of Paul Simon and David Byrne,
Indeed, Arturo I_.i.ndsa:,r speaks of a ‘neo- -Yoruba' genre of contemporary art. iz

The question of the contemporary aesthetic implications of ancient African reli-
gions illustrates the pitlalls of imposing a linear narrative of cultural progress’ in
the manner of ‘dﬂ'clupmtnt' rJ'II:L'I-]":f', which sees cultures as mired in an inert, pre-
literate “tradition,” seen as the pnlar antithesis of a vibrant ml!ll:mit:_i', Some recent
African films scramble this binarism by creating a kind of village or extended family
aesthetic which fosters a collective traditional space, but now within an overarching
modernist or postmodernist frame. Jean-Pierre Bekolo's Quartier Mozart (1992),
which portrays a Cameroon ncighhnurhnm‘] {the ‘Mozart Quarter’ of the title),
never sutures us via pl:ﬁm-c:f-ﬁrw ﬂditing into the individual desires of .*iingil: char-
acters of either gendcr:_ mxu.;llil,}'. as in carnival, becomes a r!Llas:i-FuHic affair, In
the film’s ‘magical’ format, a sorceress (Maman Thekla) helps a schoolgirl, "Queen
of the Hood,” enter the body of a man (‘My Guy’) in order to explore gendercd
boundaries. The sorceress takes the shape of “Panka,” familiar from Cameroonian
folklore, who can make a man's penis disa.Pp-l:iJ‘ with a handshake, While the
magia] devices of Quartier Mozart arc on one level ‘archaic’ — in that t]u:}-' trans-
locate traditional folktale motifs into a contemporary ﬁr:tting — the it:fll.' i .a,llusivrl:.-‘
postmodern  (referring especially to Spike Lee and his witty direct-address



44 ELLA SHOHAT AND ROBERT STAM

[:L‘hll:iqul:s’}, media-conscious (the n{:ig‘]‘lhnrhnnd girlﬁ preter Denzel Was}ﬁngtun Lo
Michael Jackson) and music-video slick.

-Carniulesque subversions

Another alternative aesthetic, and one that further problematizes the canonical narra-
tivizing ol art history, is the tradition of the ‘carnivalesque.” Within the standard
modernist narrative, the historical avant-gardes represent a radical break with the
past, a decisive rupture with the mimetic tradition, In another perspective, however,
the historical a\-am-ganlus can be seen as a return to carlier traditions such as the
Menippeia and the camivalesque. As the transposition into art of the spirit of popular
festivities, the carnivalesque forms a counter-hegemonic tradition with a history that
runs (to speak only of Europe) from Greek Dionysian festivals (and classical Greece,
we recall, was an amalgam of African, Asian, and Greek elements) and the Roman
saturnalia through the grotesque realism of the medieval ‘carnivalesque’ (Rabelaisian
blasphemics, for example) and baroque theater, to Jarry, surrealism, and on to the
counter-cultural art of recent decades.

Given the decline of the carnival ethos and the CMCTgence of an individualist
society, carnival could no longer be a collective cleansing ritual open to all the
people; it became a merely artistic practice, the instrument of a marginalized caste.
Carnival shares with the avant-garde its impulse toward sodal, formal, and libid-
inal rebellion, but the modernist rebellion could no |mgc:r be allied with ]:hapuhr
a{h'::rsar}' culture., The elimination of carnival as a real social ]Jf-ﬂ.fti{‘-l._" led 1o the
development of salon carnivals, compensatory bohemias offering what Allon White
calls ‘liminoid Im.-iitinl!l{ on the marg:in.li of F}:ﬂit:: mﬂ'{'t}', Thus movements such as
expressionism and surrealism took over in displaced form much of the grotesque
l'h}dl.h s:.'mlmlism and pla:.'l'ul dislocations — exiled fragrm:nL-i of the ‘{:m:i!.'all;:ﬁquc
-:liaspr:ura' { White) — which had once formed part off Luropean carnival, Carnival, in
this modihied form, is present in the provocations of Dada, the dislocations of surre-
alism, in the hermaphrodytic torsos of Magritte, in the violations of social and
cinematic decorum in Buniuel’s 1'Age d'Or, in the travesty-revolts of Genet's The
Maids or The Blacks:, and indeed in the avam-ga.r-]c gu.-m.-rall V. In Fact, it is in its Formal
transgressions, and not 'Dnl}' in its violations of sodal decorum, that the m'mt-garfll:
betrays its link to the perennial rituals of carnival. (And carnival itself, as a counter-
institutional mode of cultoral prm‘luﬂ:inn, can e seen as Pmlnpt;i-: of the
avant-garde.) Thus it is possible to see the more democratizing of the avant-garde
movements — we are not speaking here of high-toned autotelic modernism — not
s miuch as decisive breaks with tradition but rather as one of the Frrc:nm'q.l redis-
L'(ﬂ'E"l.‘.il:?i HF tl“." l.'.nrp{m‘.a] :mtrag{'numﬁﬁ al'll'l a.nti-gr.]mmﬂ.ﬁ{'i]'it:.’ DF thE upﬂdﬂ"dﬂ'ﬁ'ﬂ
waorld of the carnivalesque, "

Although European real-life carnivals have generally degenerated into the
ossificd repetition of perennial rituals, it would be Eurocentric wo speak of the ‘end
of carnival’ as a resource for artistic renovation, First, nearly all cultures
have carnival-like traditions. ."Lml:mg the Navajos {i}im:hjl, 5}'mt:ia] rituals exist for
t}n.'rlurning gﬂ[}l! {:lr[]t'.r ﬂl'll'l. n‘..".]'rw.'tahhr ﬂl'!.'id'l{"t'i{;.'i-, Tl'li: l,"ﬂl'll:ﬂp" 'DI'I Fif&ql“ﬂ{'ﬁm
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(from Nahuatl) similarly evokes deliberate bad taste and the ludic undermining of
norms."* For the Hopi, ritual clowns are those who violate conventional expecta-

tl‘ﬂl'l-ﬂ Il'l ] ﬂplr.lt ﬂr gﬂ"{ rl:lil:lﬂtv 15 w".ll:rﬂl:r e ﬁnd.'i ||'!Lq|.l|ul.5 r}f F[]‘“'ET “EHIT_.I'I

and status, one also finds a culturf of the ‘world upside down.” Thus the saturnalia
of ancient Rome, carnival in the Caribbean, and the Feast of Krishna in India all
translate FIIJPLIII.I’ rebelliousness 'I:hrﬂugh images of millenarian reversals. Second, in
conterporary Latin America and the Caribbean, carnival remains a living, vibrant
tradition, where a Fﬂ]fuundljr mestizo culture builds on indigcnnus and African
traditional festivals to forge an immensely creative cultural phenomenon. It is not
surprising, in this sense, that many Latin American theorists have seen the carniva-
lesque as a key to Latin American artistic production. What was remote and merely
metaphoric for European modernism -~ magic, carnival, anthropophagy - was
familiar and quasi-literal for Latin Americans, Indeed, many of the talismanic phrases
associated with Latin American art and literature — ‘magical realism,” *quotidian
surreality” — not only assert an alternative culture but also suggest the inadequacy
of the high mimetic European tradition for the expressive needs ol an oppressed
but F-ul}'l:vl‘tutm_ culture, It was Pﬂl‘tl} his contact with  such f:r-itn-a.]s

and with Haitian Vodun, that led the Cuban writer Alejo Carpentier to contrast the
quotidian magic of Latin American life with Europe's labored attempts to resuscitate
the marvelous.'® If the best that Europe can come up with is “the intersection on a
dissecting table of an umbrella and a sewing machine,” Carpentier suggests, the
Americas could offer the explosive counterpoints of indigenous, African, and
European cultures thrown up l:la.“}' h}' Latin Amcrican life and art: counterpoints
where the tensions are never completely resolved or harmonized, where the cultural
dialogue is tense, transgressive, and endlessly surprising. Rather than merely reflect
a pre-existing hybridity, the Brazilian cinema (of a Glauber Rocha for example)
actively hybridizes, it stages and performs hyvbridity, counterpointing cultural forces
through surprising, even disconcerting juxtapositions, At its best, it orchestrates not
a bland ]_::lur.a.lism but rather a strong counterpoint between in some ways incom-
mensurable yet nevertheless thoroughly co-implicated cultures.

What Bakhtin calls ‘carnivalization” is not an ‘external and immobile schema
which is imposed upon ready-made content” but “an extraordinary flexible torm of
artistic visualization, a peculiar sort of heuristic principle making possible the
d.'l.sl‘.‘l:l'l"f_"f} of new and as yet unseen 'I'_]1ing5.1” As theorized h}' Bakhtin, carnival as
an artistic practice transforms into art the spirit of pnpular festivitics, r.mhnring an
anticlassical aesthetic that rejects formal harmony and unity in favor of the
asymmetrical, the heterogeneous, the oxymoronic, the miscegenated. Carnival’s
Fg:n:rl::l:!.l:pn: realism’ turms conventional aesthetics on its head in order to locate a
new kind of popular, convulsive, rebellious beauty: one that dares to reveal the
grotesquery of the powerful and the latent beauty of the “vulgar.” In the carnival

tic, everything is pregnant with its opposite, within an alternative logic of
rmanent contradiction and nonexclusive opposites that transgresses the mono-
logic true-or-false thinking typical of a certain kind of positivist rationalism. Carnival
also proposes a very different concept of the body. Instead of an abstract rage against
figuration — which Nicholas Mirzoell sces as encoding hostility to the body itsclf -
carnival proposes a glterully distorted btul}' of outlandish Fr{qmrtinns-w The carmival
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hml:.' is unfinished, clastic, malleable; it outgrows itself, transgresses its own limits
and conceives new bodies. Against the static, classic, finished beauty of antique
5c'u1ptur-:, carmival counterposes the mutable body, the “passing ol one form into
another,” n:l]u-;:ting the “ever :inL'urnplutmi character of |'1-u|:ing.'1‘I By ralling atten-
tion to the paradoxical attractiveness of the grotesque body, carnival rejects what
might be called the *fascism of beauty,” the construction of an ideal type or language
of beauty in relation to which other types are seen as inferior, ‘dialectical’ varia-
tiosns.

This is hardly the place to survey the vast repertoire of the cinematic carniva-
Icsquc- A Suffice it o say that mrn]va! has taken very diverse forms. There are
filims that ]lan]h I'_]1L~mat|:..r:. carnival (Black ﬂ'rpher.r'i A Pmpm' de Nige, Xica da Silva);
films that anarchize institutional hicrarchics (Bern in Flames); hlms that fﬂr{'grcrum:l
the “lower bodily stratum” (George Kuchar, John Waters); films that favor grotesque
realism { Macunaima) and anti-grammaticality (Bruce Conner, Rogerio Sganzerla);
films that celebrate social and racial inversions (Alea’s The Last Supper). Brazilian
cinema especially has always been d{:cpl:.' impmgnal;ﬂl h}' the cultural values
associated with carnival. The ‘chanchadas’ or filmes carnavalescos (carnivalesque films),
the musical comedies popular from the 1930s through the 19508, were not only
released at carnival time but were intended to promote the annual repertory of
carnival songs.”' One chanchada, namely Carnaval Atlantida (1952) proposes a model
of cinema based on sublime debauchery and carnivalesque irony. (Modernist reflex-
ivity is not the .-ipcc[ill preserve of elite culture: it can also characterize pﬂpular anil
mass-mediated culture.) The Glm revolves around a Euro-Brazilian film director,
Cedilio B, De Milho {Cedl B, De Comn}, wh Eml]}' abandons his plan for an epic
pr::—duﬂ.l{‘m of the story of Helen of Troy. H[}ll}'n‘:n::]-{littﬁtml standards, he
discovers, with their ostentatious sets and the pmt'{'rhia.l cast of thousands, are
simply not feasible in a poor, Third World country. Against the overreaching
e Milho, other characters argue for a more [::upular, linss |ufl.]r' iur]a|:|n‘|'.i|.lir:rr|.1 FECOIT -
rm:n{ll'ng that the director discard the pn}p{]!ﬂ:d epic in favor of a carnival film. In
one sequence, e Milho explains his conception of Helen of Troy. His elitist,
grandiose vision is contrasted with the point ol view ol two Afre-Brazilian studio
janitors and aspiring scriptwriters (Cole and Grande Otelo), through whose eyes
we move from De Milho's “scene” to the scene as they imagine it: the black singer
Blecaute appears dressed in Greek costume, singing Dona Cegonha, a carnival samba
written for that year’s celebration, accompanied by Grande Otelo tripping over his
toga, European themes, then, had to be parodically relocated within the context of
Brazilian carnival. "Helen of Troy won't work,” De Milho is told, “the people want
to dance and move.” The Hollvwood/Greek model is dropped in favor of an
Africanized Fu]::ular culture.

Carnival favors an acsthetic of mistakes, what Rabelais called a gramatica jocosa
(‘laughing grammar’) in which artistic language is liberated from the stifling norms
of correctedness. Carnivalesque art is thus ‘anti-canonical,” it deconstructs not only
the canon, but also the generating matrix that makes canons and grammaticality.
The concept of ‘laughing grammar’ reminds one of how black musicians have
}'Li!iturit_'ail:r turned ‘[[:m'l}" materials {washboards, tubs, oil drums) inte vibrant
TI'.I'I..I!'iZilZEIZit._l_.'. or how jazz artists have stretched the “normal’ capacities of European
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instruments by plaving the trumpet ‘higher’ than it was supposed to go, by “hitting

- two keys, mis-hitting kevs (like Monk did), Iluhhlng notes 1o Iight the uquipm:m‘w:
i In such cases, the violation of aesthetic ctiquette and decorum gocs hand in

hand with an irnpl'l::it critique of conventional social and Pn]iti:.ﬂ hierarchics, Arthur
Jaffa (director of photography for Daugheers of the Dust) speaks of the cinematic

| possibilities of ‘black visual intonation,” whereby ‘irregular, nontempered (non-

metronomic) camera rates and frame replication . . . prompt filmic movement

“to function in a manner that approximates black vocal intonation,” forging the

flmic Lquit'alml of the tendency in black music to ‘treat notes as indeterminate,

“inherently unstable sonic frequencies rather than . . . fixed phenomena, ™! The possi-

bilities of an *aesthetic of mistakes” are suggestively evoked in the work of pioneering
African- American filmmaker William Greaves. In his reflexive EJ'nvbing'rhﬂTa:iHmm

| — Take One (hlmed in 1967 but still to be commerdally released), the hlmmaker-

| in-the-hlm becomes the Latalnt whose very refusal to direct in-itigah.s a revolt

' (devoutly desired by the director) on the part of actors and crew., With the filming

of 'Over the Clit" in Central Park - consisting of endless reshooting of the same
scene of marital breakup — as a decoy, the director provokes the crew and cast 1o
film themselves arguing about the director’s manipul.atiﬂ: refusal to direct. With
Miles Davis's In a Silent Way on the soundtrack, the film is built, like jazz itself, on
signifying ‘mistakes’: the film runs out, the camera jams, the actors become rest-
less and irritable. The film analogizes jaze's relation to the European mainstream by
purfurming a hlmic critique of dominant cinema conventions and suhlly tt‘uki.ng,
in a tour de_ll'T:ln:e of improvisation, mu]tlp]u resistances and insurgent energies against
diverse authoritarianisms and oppressions.

Modernist anthropophagy

Another important aesthetic movement from a non- European location, and one that
casts further doubt on linear stagist narratives of artistic progress, is the "anthro-
pophagic’ movement from Brazil, a movement which was self-designated as ‘'mod-
ernist’ vet which anticipated aspects of both postmodernity and postcoloniality. The
currently fashionable talk of ‘hybridity” and ‘syncretism,” usually associated with
‘postcolonial” theory, elides the fact that artists/intellectuals in Brazil (and the

Caribbean) were theorizing hybridity over half a century carlier, The fact that the

achicvernents of Brazilian artists like Oswald de Andrade and Mario de Andrade are
not as well known as those of a James Jovee or an Alfred Jarry, has less to do with
the uriginalit}' of their intervention than with the incquitable distribution of artistic
Iﬂl.'l'l.'(‘:l!'i. arnun-rl Tj'l.l." wnrld, "u'r'hl:'l'ﬂ l::u]tural I'.ll'E'i-ti.gE Pﬂl'l'i.ﬂl]}' l.'IEP‘ETI'FIE o d'll:' I:HJ“"ET ‘IIZII:|
a country and the dissemination of its language. The Brazilian modernists of the 19205
wrote from the "wmng' location and in the ‘wrong' language.

The ‘Maodern Art Week’ held in Sio Paulo in February 1922 was an
attempt by Brazilian poets, musicians, and visual artists to break with the Europhile
academicism of the time. The “Anthropophagy” movement mingled homages 1o
i.l‘.ltliH-L‘]‘l{JlJ_‘i culture with acsthetic modermnism. On one level, artists like Oswald
de Andrade and Mario de Andrade qualify as early examples of James Clifford’s



48 ELLA SHOHAT AND ROBERT STAM

‘uﬂmngraphlc surrcalism,’ with its fascination with the primitive, with the difference
that the Brazilian modermnists were more ‘inside’ of the cultures they were investi-
gating. Mario de Andrade’s anthropological and musical researches, for example,
became a way of Pmbing, with ml'ngll:d distance and identification, his own roots
as an artist of indigenous, African, and European ancestry. The Brazilian movement
not only called itself modernism (modernisme) but saw itself as allied and conceptu-
ally parallel to European avant-garde movements like futurism, Dada and surrealism,
In two manifestos — "Manilesto of Brazlwood I"nutrr'g." (1924} and ‘Cannibalist
Manifesto’ (1928) — Oswald de Andrade pointed the way to an artistic practice at
once nationalist and cosmopolitan, nativist and modern. In the earlier text, de
Andrade called for an '::Jtp-url-qmlit}" poctry that would not borrow impnrtq‘d
*canned’ European models but would find its roots in m'cr:.rda}r life and pnpula:r
culture. Where colonialist discourse had posited the Carib as a ferocious cannibal,
as diacritical token of Europe’s moral supu.-riu::rrit"r', Oiswald called in the *Cannibalist
Mi.'l'llrﬂitﬂ .I:-H'I' ad FI'.""I-HII.IT.'IHI'.I I.I'IETIItI.I"r g‘r::atr:r 'l]'lﬂl'l 'L]'I'I." Frr‘nrh I'l.'"l-ﬂ]l.lt]nl'l. 'I.'Ia.ﬂ'“:l"r
the “Carib revolution,” without which *Europe wouldn't even have its meager decla-
ration of the rights of man.""* The cannibalist metaphor was also circulated among
European m‘nm-ga.rdists; but cannibalism in Europe, as Augusto de Campos points
DI]T, eveEr I'_"f.lﬂ.'i-ti.tllt('.‘{l da l::u]rural mﬂ\'ﬂm(‘:ﬂt. mever f!l."'ﬁﬂl:‘fl &n idm]ﬂm", .al'll'] mever
enjoyed the profound resonances within the culture that it did in Brazil. Although
Alfred _]'arr}f in his .*IanrmFﬂphﬂHff (1902) $|:r|:|n|r.t‘.' of that ‘branche trop MH}iHe'r de I'an-
iﬁrupaphrrgie' and in ‘I "Almanach du Pére Uby" addressed himself to “amareurs cannibals,’
ared alﬂiuugh the Dadaists entitled one of their organs Cannibale and in 1920 Francis
Picabia issued the ‘Manifeste Cannibale Dada,” the nihilism of Dada had little to do
with what 'CEITII'.H::H- called the "g::m:mus i{luu]ngi::al utn::ln|_::ni.iF of Brarzilian anthro-
pophagy.”® Only in Brazil did anthropophagy become a key trope in a longstanding
cultural movement, ranging from the first *Cannibalistic Review" in the 1920s, with
its various “dentitions,’ 1:J1mugh Oswald de Andrade’s speculations in the 1950s on
mlhmpupl‘lag}' as ‘the Fh:il{:lmph}' ol the technicized pn'mltiw:,' to the pop-recy-
rling:'i of the mrrtaphm' in the trnp'lr.;ﬂiﬁt movement of the late 196(0s,

There was, of course, a good deal of concrete interanimation between the
Brazilian and European avant-gardes. Blaise Cendrars, Le Corbusier, Marinetti, and
Benjamin Peret all went to Brazil, just as Oswald de Andrade, Sergio Millet, Paulo
Prado, and other ||u:3r Egun:!: in the Brarilian modernist movement made rn:qucnt
trips to Europe. The Brazilian modernist painter Tarsila do Amaral studied with
Fernand Leger, and she and her husband Oswald numbered Leger, Brancusi, Satie,
Coctean, Breton, Stravinsky, and Milhaud among their close friends. Oswald de
Andrade saluted surrealism, in a self-mockingly patronizing and ‘stagist” manner,
as one of the richest II.'I-l‘lL'-i!"IuIrUI.'H.IIJ-I‘.lag:iL'I Frov ermenils. ;"I.[lhu-ugh aﬂﬂﬂj‘upu]jhag}r ‘set
its face against the Occident,” a:unrding to Andrade, it waﬂ'n]}- ‘embraces the discon-
tented European, the European nauscated h]r' the farce of Eurn]:rr:-'m The exoticizing
metaphors of the European avant-garde had a strange way of ‘taking flesh’ in the
Latin American context, resulting in a kind of ironic echo effect between the
European and Latin American modernism. When reinvoiced in Brazil, all this
became quite concrete and literal, Thus Jarry's ‘neglected branch of anthropophagy’
came to refer in Brazil to the putatively real cannibalism of the Tupinamba, and
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surrealist ‘trance writing' mctamﬂrplmmrl intoe the collective trance of Afro-
Brazilian rcligimu like candomble. Brazilian familiarity with the ‘madness’ of carnival,
with African-derived trance religions, thus made it easy for Brazilian artists to assim-
ilate and transform artistic Pmdums that in Europe had represented a more
dramatic rupture with ambient values and spiritual traditions,

The Brazilian modernists made the trope of cannibalism the basis of an insur-
gent aesthetic, calling for a creative synthesis of European avant-g:lrdism and
Brazilian ‘cannibalism,” and invoking an ‘anthropophagic’ devouring of the tech-
niques and information of the super-developed countries in order the better to
struggle against domination. Just as the aboriginal Tupinamba Indians devoured their
enemies to appropriate their force, the modernists argued, Brazilian artists and intel-
lectuals should dig:::it imp-urt:d cultural Pmﬂlu::ta and uxp]uit them as raw material
for a new synthesis, thus tuming the imposed culture back, transformed, against
the colonizer. The modernists also called for the ‘de-Vespucciazation' of the
Americas (the reference is to Amerigo Vespucci) and the ‘de-Cabralization’
of Brazil (referring to Pedro Cabral, Brazil's Portuguese “discoverer’). The Revista
de Antropofagia {Cannibalist Review) laments that Brazilians continue to be “slaves’
to a 'rutting European culture’ and to a ‘colonial j‘m:rrl'..a.lit:}n.'.'iIT At the same time,
the notion of 'mﬂ]mpnplug}" assumes the inuvitahllit}' of cultural i.l.'lh.'r{_'l‘lll‘l.gl:
between “center” and ‘periphery,” and the consequent impossibility of any nostalgic
return to an originary purity. Since there can be no unproblematic recovery of
national origins undefiled by alien influences, the artist in the dominated culture
should not ignore the foreign presence but must swallow it, carnivalize it,
recycle it for national ends, always from a position of cultural self-conbdence.
{.&nﬂ';mpuphag}r in this sense is just another name for transcultural intertextuality,
this time in the context of asymmetrical power relations. )

As exploited by the Brazilian modernists, the cannibalist metaphor had a
negative and a positive pole. The negative pole deployed cannibalism to expose the
cxplﬂitatiw: social Darwinism of class socicty, But the positive P{}lﬂ wWas ultl'm.m:]:r
more suggestive: ra-:li::.alin'ng the Enlight-l:nmcnt valorization of indigenous
Amerindian freedom, it highlighted aboriginal matriarchy and communalism as a
utopian model. De Andrade wanted to liberate culture from religious mortification
and capitalist utilitarianism. Synthesizing insights from Montaigne, Nietzsche, Marx,
and Freud, along with what he knew of native Brazilian societies, he purtra:.'c-d
J'ndigcnuus culture as nffi:ring a more adcquah: social model than the European one,
a model based on the Full cnju}rmr:nt of letsure, I"]a._y'ing on the Purtuguum: word
‘negocio’ — ‘husiness,’ but |it-r!rail3r ‘nr.g-m:in,' or the negation of leisure, de Andrade
offered a Frntu-Mar:'uscan encomium Lo ‘sacer-docie” or ‘sacred leisure.”™ Here again
we find a literalization of the mtl.ilphun of the European armt-gard::- The Dadaists
too had called for *prngrr.'..-isi\r{r unc:mpln}mcnt' and Breton's surrealist ‘rules” had
torbidden regular work, Brazilian artist-intellectuals, however, had the advantage
of being able to point to existing indigenous societies quite free both from
waork, in the occidental sense of salaried labor, and from coercive power. And these
societies lived not in poverty but in material abundance.

Much later, the modernist movement came to inflect Brazilian cinema through
the cultural movement called tropicalism, which emerged in Brazil in the late 1960s,



50 ELLA SHOHAT AND ROBERT STAM

Indeed, a Sao Paulo art historian recycles cannibalist tropes to suggest that anthro-
pophagy continues to empower artists: “Brazilian art of the twentieth century is a
totemic banquet in which Father-Europe is being devoured.'™ Like Brazilian
modernism {and unlike European modernism), rmpil;'alism fused pﬂlit:ic'al nation-
alism with aesthetic internationalism. Here we will briefly cite just three of the
many hlms influenced by both modernism and wropicalism. Joaquim Pedro de
Andrade’s Macunaima (1969}, based on Mario de Andrade's modemnist classic, turns
the theme of cannibalism into a '.}'rringhnard for a critiqur of repressive mi]ltnn' rule
and of the predatory capitalist model of the short-lived Brazilian ‘economic miracle.’
Melson Pereira dos Santos How Tasty Was My Frenchman (1971) subverts the conven-
tional identification with the [urnp-ran pmtagnmﬂtﬁ af c—aptnu:,' narratives b:,.
maintaining a neutral and ironic attitude toward the titular Frenchman's deglutition
by the Tupinamba. Artur Omar's Triste Tropico (1974), hnally, also draws on the
taproot of anthropophagy. Best defined as a fictive anthropological documentary,
the hilm's title, transpar:;-nt]}' a]luding to Lévi-Strauss’s uﬂmngra.phic: memaoir about
Bravil, triggers an evocative chain of cultural associations, While Lévi-Strauss went
from Europe to Brazil only to discover the ethnocentric prejudices of Europe, the
protagonist of Triste Tropice goes to Europe — and here his trajectory parallels that
of innumerable Brazilian intellectuals - [ml:.-' to discover Brazil. Thus the film inserts
itsell’ into the ongoing discussion of Brazil's problematic cultural mlatinnship to
Europe, a discussion unrlirrgning frequent changes of etiquette: ‘indianism,” *nation-
alism,” ‘modernism,’ “tropicalism.”

Triste Tropice's opening shots — traffic in 830 Paulo, old family album }'rhntngraph!i.

lead us to expect a fairiy conventional d{:ln::l.lm:ml.:rf, The off-screen narrator,
spea.klng in the stilted d.'l.'!].i.'i't."]“r'p' to which canonical doecumentaries have accustomed
us, tells us about a certain Arthur Alvare de Noronha, known as Dr Artur,
who returned from studies in Paris 1o practice medicine in Brazil, Home-movie
footage shows a man with his family; we infer that the man is Dr Artur. In Paris,
we are told, the doctor became friendly with André Breton, Paul Eluard, and
Max Ernst. This is our first clue that a l.:rul}' surrcal hiugmph:r awaits us. As the film
continues, the narration becomes prngr{‘miu:‘l:; more improbable and hallucina-
tory. The doctor becomes involved with Indians, compiles an almanac of herbal
panaceas, becomes an indigenous Messiah, and finally degenerates into sodomy
{an Lxu_larnatun intertitle underlines the horror!) aml cannibalism, thus recapitu-
lating the trajectory of a certain body of colonialist literature. The descent of the
story into this Brazilian Heart of Darkness coincides with our own descent into a
tangled jungle of cinematic confusion. For the images gradually detach themselves
from the narration, becoming less and less illustrative and more and more disjunc-
tively chaotic. We begin to suspect that we have been the dupes of an immense
joke, as il Borges had slyly rewritten Conrad and that the illustrious Dr Artur is
merely the hgment of the imagination of the director, whose name, we may
remember, is also Artur.

The central procedure of Triste Tropice is to superimpose an impeccably linear
{albeit absurd) narration on extremely discontinuous sounds and images. While the
off-screen narration is coherent (within the limits of its 'me]au.-i.ihil:it}'}, all the other
tracks — image, music, noise, titles — form a serial chaos, an organized delirium
ol wil{ll}' heterogencous materials: amateur movies, European travel footage, shots
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of Rio’s carnival, stnged scenes, archival material, clips from other hlms, engrav-
ings, book covers, almanac illustrations, Within this audio-visual bricolage we
encounter certain structured oppositions: some specifically cinematic (black/white
versus color; old footage versus new) and some broadly cultural: coast and inte-
rior, ‘raw’ Brazil and ‘cooked” Europe; Apollonian order and Dionysian freney;
la pensée sauvage and la pensée civilisée, but presented in such a way as to offer what
would now be called a postmodern take on structuralism,

The aesthetics of garbage

Another feature of alternative bricolage aesthetics is their common leitmotif of the
strategic redemption of the low, the despised, the imperfect, and the 'tms.h}" as
part of a social overturning. This strategic n‘dtmpﬁun of the marginai also has
echoes in the realms of high theory and cultural studies, One thinks, for example,
of Derrida’s recuperation of the marginalia of the classical philosophical text;
of Bakhtin’s exaltation of ‘redeeming filth’ and of low ‘carnivalized’ genres; of
Benjamin's ‘trash of history” and his view of the work of art as constituting itself
out nl'appa.rl:ntl.}r J'.nn.igniﬁt:ant Fragmcn'rs; of Ei.'l11P15 ironic reappropriation of kitsch;
of cultural studies’ recuperation of subliterary forms and “subcultural styles’; and
of visual culture's democratization of the held of art, In the plastii_' arts in the US,
the 'gaﬂ:tag«e girls.’ {Mierle Laderman Ukeles, C]‘Ln'ﬁt}' Rupp, Betty Beaumont) d:pl:}_}'
waste dlspuaa] as a tra.mpﬂlmc for art, Ukeles, for rxa:n]:rli. :.]'mrr:ngraph::{l a “strect
ballet" of garbage trucks.™ Joseph Cornell, similarly, turned the flotsam of daily life
— broken dolls, paper cutouts, wine glasses, medicine bottles — into luminous, ch:lll:l
like EEH-EIE-EE In the cinema, an ‘aesthetics of garbage’ performs a kind of ju-jitsu
h:.r recuperating cinematic waste materials, For hilmmakers without great resources,
r:l.w-fmta.gc minimalism reflects practical necessity as well as artistic strategy. In a
film like Hour of the Furnaces, unpromising raw footage is transmogrificd into art, as

the alchemy of sound-image montage transforms the base metals of titles, blank
frames, and wild sound into the gold and silver of rhythmic virtuosity, Compilation
filmmakers like Bruce Conner, Mark Rappaport, and Sherry Millner/Ernest Larsen
rearrange and re-edit pre-existing filmic materials, while trying to fly below the
radar of bourgeois legalities. Craig Baldwin, a San Francisco film programmer,
rc!ihapc.-l. outtakes and puh]ic domain materials into witty t{}rnp'lli‘tjun films. In Sonic
Owutlaws, he and his collaborators argue for a media dérournement which deploys the
charismatic power of dominant media against itself, all the time disp]a}"ing a rn:l.'al
rlisn:gar:l for the niceties u-f::up:,-'righl. Baldwin's anti-Columbus quincentennial ilm
(0 No Corenado! (1992), for example, demystifies the conquistador whose desperate
search for the mythical Seven Cities of Cibola led him into a fruitless, murderous
journey across what is now the American southwest. To relate this calamitous epic,
Baldwin deplovs not ﬂnl:.r his own ﬂag-cd dramatizations but also the detritus of the
filmic archive: stock fmtigr.:., p-cﬂagngica] films, industrial documentaries, swash-
bucklers, and tacky historical epics,

In an Afro-diasporic context, the ‘redemption of detritus’ evokes another,
historically fraught strategy, specifically the ways that dispossessed New World
blacks have managed to transmogrify waste products into art. The Afro-diaspora,
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coming trom at‘tlsliml]}' :h:\'l:lt:lpl:d African culture but now of freedom, education,
and material possibilities, managed to tease beauty out of the very guts of depriva-
tion, whether through the musical use of discarded oil barrels (the steel drums of
Trinidad), the culinary use of throwaway parts of animals (soul food, feijoada), or
the use in weaving of ‘throwaway fabrics {quﬂlmg_} This “negation of the negation’

also has to do with a spu.tal :rLIaUnmhlp to othcial history. As those whose l'ux»‘r.un'
has been destroyed and misrepresented, as those whose very history has I'H;'t;n
dispersed and d]ﬂ.sl.'n.'lrln:{l rather than ]mmg]m memarialized, ;md as those whose
history has often been told, danced, and sung rather than written, oppressed
pmplt have been obliged to recreate history out of scraps and remnants and debris,

In aesthetic terms, these hand-me-down a.l.'"'il'.].'lr‘t‘l.{'i. and I'I'Iﬁ[ﬂ-‘l":,. m.a.kmg eml‘md} an
art of discontinuity - the heterogencous scraps making up a quilt, for example,
incorporate diverse 5T.}'|c:.*:, timc ]wr'jndﬂ and materials ~ whence their aiignmr.:nt
with artistic modernism as an art of jazzy “breaking’ and discontinuity, and with
postmodernism as an art of recveling and pastiche. "

Eduardo Coutinho’s documentary 0 Fio da Memoria (The Thread of Memaory,
1991), reflects on the !-iu:qut'.]_ti of ﬂarr‘r_\' in Brazil. Instead of hi.!tl:lr}' a% a »::'-u::|h|=:rvr:r'|rl1
linear narrative, the film offers a history based on disjunctive scraps and fragments,
Here the interwoven strands or rragmum:. taken tngr:.thr.r become emblematic of
the fragmentary interwovenness of black life in Brazil. One strand consists of the
diary of Gabriel Joaguim dos Saints, an elderly black man who had constructed his
own dream house as a work of art made completely out of garbage and detritus:
cracked tiles, broken platus, empty cans, For Gabriel, the city of Rio represents the
‘power of wealth,” while his house, constructed from the ‘city’s leftovers,” repre-
sents the “power of poverty.” Garbage thus becomes an ideal medium for those who
themselves have been cast off and broken down:; who have been ‘down in the
dumps’; who feel, as the blues line had it, ‘like a tin can on that old dumping
ground.” A transformative impulse takes an object considered worthless and turns
it into something of value. Here the restoration of the buried worth of a cast-off
object analogizes the process of revealing the hidden worth of the despised, devalued
artist himself.™ This recuperation of fragments also has a spiritual dimension in
terms of African culture. 'I"hmughuul West and Central Africa, “the rubbish hr:ap
is a metaphor for the grave, a point of contact with the world of the dead.” The
broken vessels tlixpla}'i:r] on I‘Cnngn graves, Robert Farris T]'mmpsm informs us,
serve as reminders that broken objects become whole again in the other world. ™

At the same time, we witness an example of a strategy of resourcefulness in a
situation of scarcity, The trash of the haves becomes the treasure of the have-nots;
the dark and unsanitary is transmogrified into the sublime and the beautiful. What
had been an evesore is transformed into a sight for sore eyes, The burned-out light
bulb, wasted icon of modern inventiveness, becomes an emblem of beauty, With
great im]lrﬁ\'iﬂtiulml Hair, the poor, ttnlali\'r.:l}' literate Gabriel appropriates the
discarded products of industrial society for his own recreational purposes, in proce-
dures that inadverten Ll:r' evoke those of modernism and the .a,va,nt.ga,rdc; the
formalists” “defamiliarization,” the cubists’ *found objects,” Brecht's ‘refunctioning,”
the situationists” “déreurnement.”

As a diasporized, heterotropic site, the point of promiscuous mingling of rich
and poor, center and IJ-l.'riIJ]'I.E]’"f, the industrial and the artisanal, the nrg;mic: and the
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inorganic, the national and the international, the local and the global; as a mixed,
syncretic, radically decentered social text, garbage provides an ideal postmodern
and posteolonial metaphor. As a place of buried memories and traces, meanwhile,
garbage exemplifies what David Harvey calls the “time—space compression” typical
of the acceleration produced by contemporary technologies. In Foucault’s terms,
garbage is ‘heterochronic’; it concentrates time in a circumscribed  space
(Archeology, it has been suggested, is simply a sophisticated form of garbology.) As
time materialized in space, it is coagulated sociality, a gooey distillation of society’s
contradictions.

As the quintessence of the negative, garbage can also be an object of artistic
ju-jitsu and ironic reappropriation. In aesthetic terms, garbage can be scen as an
aleatory collage or surrealist enumeration, a case of the definitive by chance, a
random ‘F“I': of objets trouvés and papiers collés, a place of violent, surprising juxtapo-
sitions.** Garbage, like death and excrement, is also a great social leveler; the
trysting point of the funky and the chi-chi, the terminus for what Mary Douglas
calls ‘matter out of place.’ ‘As the lower stratum of the socius, the 5!."m'|:|-c]1c ‘bottom”
of the body politic, garbage signals the return of the repressed. It is the place where
used condoms, bloody tampons, infected needles, and unwanted babies are left: the
ultimate resting place of all that society both produces and represses, secretes and
makes secret. The final shot of Bufivel's Loz Olvidados, we may recall, shows the
corpse of the film's lumpen protagonist being unceremﬂnmusly -rlumpﬂ'l on a Mexico
City garbage pile. Grossly material, garbage is society’s id; it steams and smells
belmv the 'I.'I'1.'|."E:!l"|.l.1|l:|. of !dmlugl-l:i] rationalization and sublimation. At the same
time, garbage is reflective of social prestige; wealth and status are correlated with
the capacity of a person {or a society) to discard commodities, i.e. to generate
garbage, (The average American discards 5 pounds of garbage per day.) Like
h}'hridit}r, g.arhagr: too is power-laden. The power clite can gentrify a slum, make
landfill a gn:l-und for quur:,r apartments, or dump toxic wastes in a poor neighbor-
hood, * They can even r{'qrc:ln their own fat from rump to cheek in the form of
plastic surgery.

It is one of the utopian, recombinant functions of art to work over dystopian,
disagreeable, and malodorous materials. Brazil's wdigrudi (underground) hlm-
makers of the late 1960s were the first, to our knowledge, to speak of the ‘aesthetics
of parbage’ (estetica do lixe). The valorization of ‘sleaze, punk, trash, and garbage’
that Jameson posits as characteristic of First World postmodernism, was already
present in the palpably grubby “dirty screens’ of the Brazilian movement, {This
historical priority confirms the Latin American conviction that Latin America, as a
marginalized society caught in a peculiar realm of irony imposed by its neocolonial
position, was postmodern avant la letere.) The garbage movement’s hlm manifesto,
Sganzerla’s Red Light Bandit (1968), began with a shot of young favelados dancing on
burning garbage piles. The films were made in the S5io Faulo neighborhood called
‘boca de lixe” (mouth of garbage) a red-light district named in diacritical contrast
with the high-class, red-light district called *boca de luxo’ (mouth of luxury). For the
undcrgrﬂund filmmakers, the gi.rhagn: ml:lap-hur mplur::d the sense of margiﬂﬂ]i.l}*.,
of bci.ng condemned to survive within scarcity, of being the dumping ground for
transnational c:apil;alism, of ]'H:*'mg nhll'gl:{l i n:L'J.'::h: the materials of the dominant
culture. ' The title of Eduardo Coutinho's (much later) ‘garbage’ documentary Boca
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de Lixo (literally ‘mouth of garbage’, but translated as “The Scavengers,” 1992)
qliﬂ:rﬂ}' links it to the ‘acsthetics of ga.rl'.kilg-r,r since its F‘nrtugu-_‘ﬂ.c title refers o the
o Paulo district where the “garbage’ films were produced. The film centers on
Impoveris | Brazilians who survive thanks to a ga.rhagf dump outside of Rio, where
they toil against the backdrop of the outstretched, ever-merciful arms of the Christ
of Corcovado,

Jorge Furtado’s lde of Flowers (1989), meanwhile, brings the ‘garbage aesthetic’
into the ]mstmndc-m era, while also durnumtratitlg the cinema's mpacit}' as a vehicle
tor political /aesthetic reflection. Rather than an aestheticization of garbage, here
garbage is both theme and formal strategy. Described by its author as a ‘letter to
a Martian who knows nothing of the earth and its social systems,” Furtado's
short uses Monty Python-style animation, archival footage, and parodic/reflexive
dﬁcumentmj' t:‘:thnjquq:s to indict the distribution of wealth and food around the
world. The “isle of Howers™ of the title is a Brazilian garbage dump where famished
women and children, in groups of ten, are given five minutes to scrounge for
food. But before we get to the garbage dump, we are given the itinerary of a tomato
from farm to !iu]:H:rmarlu:t T |!murg{'ni5 kitchen to garhagn:- can to the ‘lsle of
Flowers.” Furtado’s edited collage is structured as a social lexicon or glossary,
or better surrealist enumeration of Iu:'r'.' words such as 'Figs,' 'mn:nc}',' and ‘human
h::ings.1 The dehnitions are interconnected  and multi-{'hrnnq;:tl:rpic; the:.r lead out
into multiple historical frames and historical situations. In order to follow the trajec-
tory of the tomato, we need to know the origin of money: ‘Money was created
in the seventh century belore Christ. Christ was a Jew, and ]tus are human
hung:.- As the audience is stll |aug|::|ng from this ahm]:lt transition, the hlm cuts
directly to the photographic residue of the Holocaust, where Jews, garbage-like,
are thrown into death camp piles. (The Nazis, we are reminded, were no strangers
to recycling.)

But this summary gives little sense of the exXperience of the film, of its PL]}r with
documentary art form and expectations. First, the film’s visuals — old TV commer-
cials, newspaper advertisements, healthcare manuals - themselves constitute a kind
of thmwaway. visual g&l‘l‘na.gu. {In the silent F-i:riml of cinema, we are reminded,
hlms were seen as transient entertainments rather than artistic durables and there-
fore as not worth sav “'lg- durlng the First World War thn WETE EVET) rmﬂ{'d for
their lead content.) Second, the film mocks the positivist mania for factual detail by
offering useless, gratuitous precision: “We are in Belem Novo, city of Porto Ale gre,
state of Rio Grande do Sul. More precisely, at 30 dugrr_'m, 12 minutes and 30
seconds latitude south, and 51 {It‘gn'.l‘!-i 11 minutes and 23 seconds |ungitude wiest,
Third, the film mocks the protocols of rationalist science, through absurd classifi-
catory schemes (‘Dona Anete is a Roman Catholic female biped mammal®) and
tautological syllogisms ("Mr’ Suzuzki is Japanese, and therefore a human being’).
Fourth, the hlm parodies the conventions of the educational ilm, with its authori-
tative voice-over and quiz-like questions {“What is a history quiz?”). Humor becomes
a kind of trap; the spectator who |:u_gm-i h\- |aughmg L!I'l{l"i up, il not tnmg at least
reflecting very seriously. Opposable thumbs and highly developed telencephalon,
we are told, have given *human beings the possibility of making many improve-
ments in their planet’, a shot of a nuclear explosion serves as illustration. Thanks
to the universality of money, we are told, we are now ‘Free!” — a snippet of the
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" “Hallelujah Chorus® celebrates the thought. Furtado invokes the old carnival motif
L of pigs anl sausage, but with a |1-n|:iT.i.{:..|] twist; here the pigs, given L‘ql.l;ita.hll:. dlistri-
¢ bution down the food chain, eat better than people.™ The tomato links the urban
" bourgeois family to the rural poor via the sausage and the tomato within a web of
'.Elnhal relationality, In this culinary r:c:.rcling, we are given a social examination
of garbage; the truth of a society is in its detritus. The socially peripheral points to
:|, the 5}'|‘n|.m|i1.'a|]}' central.
: In all these films, the garl:la.gi: dump becomes a critical vantage point from
: which to view society as a whole. The garbage dump shows the endpoint of an all-
permeating ]ng'l:: of commodification, iugical telos of the consumer society, and it=
ethos of planned obsolescence. Garbage becomes the morning after of the romance
v of the new. In the dump's &qmlid ]:lhantasmagm‘ii, the same commodities that
had been fetishized by advertising, dynamized by montage, and haloed through
backlighting, are now stripped of their aura of charismatic power. We are confronted
with the seamy underside of Elt:—ha.liu‘r_iun and its facile discourse of one world
under a consumerist groove. Garbage reveals the social formation as seen ‘from
below.” As the overdetermined depot of social meanings, garbage is the place where
h}fhri{l, mul'Li-d'Lmn-:J-tuFiu relations are reinvoiced and reinscribed. I’ulj-'m:mit and
_ multivocal, garl:-a.g-_- is seen literally {garbage as a source of food tor poor people,
E Eaﬂ'ragc: as the site of ccn]ngica] disaster), but it is also read s}'m]:llm'niﬂf_ﬂl}r, as a
metaphorical figure for social indictment {poor people treated like garbage; garbage
as the ‘dumping’ of pharmaceutical products or of ‘canned” TV programs; slums
{and jails) as human garbage dumps). These films reveal the ‘hidden transcripts” of
garhagr, r:.*a:h'ng it as an alll.zguril.'al text to be dt:(:iph-.:n:tl, a form of social colonics
where the truth of a society can be ‘read’ in its waste products,

Towards a polycentric visual culture

The visual, in our view, never comes ‘pure,’ it is always ‘contaminated’ by the
wark of other senses (hearing, wuch, smell), touched by other texts and discourses,
and imbricated in a whole series of apparatuses the museum, the &E‘I.dt"m:p'. the
art world, the publishing industry, even the nation state — which govern the pro-
duction, dissemination, and legitimation of artistic ]deun:tiuns. It is not now a
question of rr:]:llu:i:ng the blindnesses of the '|ingui=l.il;: turn’ with the ‘new’ blind-
nesses of the “visual turn.” To hypostasize the visual risks of reinstalling the
hrgfmrm}- of the “noble” sense of sight (etvmologically linked to wisdom in many
languages) over hearing and the more *vulgar’ senses of smell and taste. The visual,
we would argue, is ‘Iangmgcd,' just as Ianguagu itself has a visual dimension.
M{'thnrlnlngi{:al grirls, or ‘new objects of ||tn1';r|.-.']4;:||'lgv|::,F turthermore, do not super-
sede one another in a neat, clear-cut progression. They do not become extinet within
a Darwinian competition. They do not die; they transtorm themselves, Inaving traces
and reminiscences. The visual is also an intug_ral part of a culture and of hizitur_:.', not
in the sense of a static backdrop (rather like second unit hadngruund ﬂml.agr: ina
Hollywood matte shot), but rather as a complexly activating principle. The visual
is simply one point of entry, and a very strategic one at this historical moment, into
a multidimensional world of intertextual dialogism.
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We have called here for a polycentric, dialogical, and relational analysis of visual
cultures existing in relation to one another. We have tried to project one set of
histories across another set of histories, in such a way as to make diverse cultural
experiences concurrent and relatable within a logic of co-implication. Within a poly-
centric approach, the world of visual culture has many dynamic locations, many
possible vantage points. The emphasis in *polycentrism’ is not on spatial or primary
points of origins or on a hnite list of centers but rather on a systematic principle of
differentiation, relationality, and linkage. No single community or part of the world,
whatever its economic or political power, should be epistemologically privileged.

We do not see P[}].}'L'L‘]'Ilri!im as a matter of first dcﬁning modernism as a set of
attributes or procedures, and then ‘ﬁudlug' these attributes in the cultural produc-
tions from other locations, It is not a matter of 'cxtendjng the r_t:rpus' or ‘up:_-ning
up the canon’ in an additive approach, but rather of rethinking the global relation-
alities of artistic production and reception. For us, art is born berween individuals
and communities and cultures in the process of dialogic interaction. Creation takes
place not within the suffocating contines of Cartesian CEOS OF cven between discrete
bounded cultures but rather between permeable, changing communities. Nor is it
a question of a mindless ‘anthropological” leveling which denies all eriteria of
aesthetic evaluation but rather of hislur‘jfalh' grr:rundtd inal}'n_'. of multicultural rela-
tionality, where one history is read f:nntrapunta][lr across another in a gesture of
I‘rll.llua] haunllng H.TI'[I ]‘I."‘['l]'lrn'l_ﬂ.l r{']ﬂtl\ Iz,ﬂt]ﬂﬂ

Our im’grr concern has been not 1o establish priority — who did what first -
but rather to analvee what mobilizes change and innovation in art. It has become a
commonplace to speak of the exhaustion (and sometimes of the co-optation) of the
a\'ant-garde in a world where all the great works have already been made. But in
our view aesthetic innovation arises, not exclusively but importantly, from multi-
cultaral h!uw]udgﬂ. It emerges from the encounter of a Picasso with African
sculpture for example; from the comings and goings between Europe and Latin
America of an Alejo Carpentier; from the encounter of a Rushdie with the West;
from the encounter of a Mario de Andrade simultaneously with surrealism, on the
one hand, and Amazonian legend on the other. Innovation occurs on the borders
of cultures, communitics, and disciplines, “Newness enters the world,’ according
to Salman Rushdie, through “hybridity, impurity, intermingling, the transformation
that comes of new and unexpected combinations of human IJ-I'_'ZiIIEE, ideas, Pnlitim,
movies, songs [from] . . . Melange, hotchpoteh, a bit of this and a bit of that."™

Central to a truly |:u.|-|:r':.1:lltri1.' vision is the notion of the mutual and rr:.c‘ipmml
relativization, the ‘reversibility of perspectives’ (Merleau-Ponty); the idea that the
diverse cultures should come o perceive the limitations of their own social and
cultural perspective. Each group offers its own exotopy (Bakhtin), its own ‘excess
seeing,” hopefully coming not only to *see” ather groups, but also, through a salutary
estrangement, to see how it is itsell seen. The point is not to embrace mmplch;l:,-
the other perspective but at least to recognize it, a.{'knuw]edge it, take it into
account, be n'.al:i}' to be transformed h} it, H}' munt{:rp-l:lim'jng embodied cultural
perspectives, we cut across the monocular and monocultural field of what Donna
Haraw ay haz characterized as “the 5‘La.l1d]:|uinl of the master, the Man, the One God,
whose Eve produces, appropriates and orders all difference.” At the same time,
historical configurations of power and knowledge generate a clear asymmetry within
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this relativization. The culturally empowered are not accustomed to being rela-
tivized; the world's institutions and representations are tailored to the measure of
their narcissism. Thus a sudden relativization by a less flattering perspective is expe-
rienced as a shock, an outrage, giving rise to a hysterical discourse of besicged
standards and desecrated icons. A polycentric approach, in our view, is a long-
overdue gesture toward historical equity and lucidity, a way of re-envisioning the
global politics of visual culture,
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Chapter 4

Jonathan L. Beller

KINO-I, KINO-WORLD

Notes on the cinematic mode
of production

But all the story of the tlight told over,
And their minds transhgured so mgl:th:'r,
More witnesseth than fancies images,
And grows to something of great constancy;
But, howsoever, strange and admirable.

A Midsummer Night's Dream (the movie)

The cinematic mode of Fruducti{m

T HE TERM “CINEMATIC MODE of production’ (CMP) suggests that cinema
and its succeeding, if still simultaneous, formations, particularly television,
video, computers and internet, are deterritorialized factories in which spectators
work, that is, in which they perform value-productive labor, In the cinematic image
and its legacy, that gossamer imaginary arising out of a matrix of socio-psycho-
material relations, we make our lives. This claim suggests that not only do we
confront the image at the scene of the screen, but we confront the It:-g:isli::s of the
image wherever we turn 'Lmag'mal functions arc tm:l.a.'l. imbricated in perception
itself, Mot only do the denizens of capital labor to maintain themselves as image,
we labor in the image. The image, which pervades all appearing, is the mise-en-scéne
of the new work.

What is jmdelath 5ugg::hl::{| 111 the CMP, I'.I]':]].'H.""I!’]'I. understond, is that a social
hl?la'l'.l.ﬂh “I"Ll.LI'l e rELI:] % l]'“. 'Ll.l.'“.mﬂ |.‘| t{?’[]ﬂ.\ [ ha]’art.-l.":l'l":tll: ‘EIF 'iﬂﬂi.llt:r gﬂnﬂrﬂl |_'I|I'
As Pierre Boulez says, “Art transforms the |mpmhah|e into the inevitable, "' Hll]mugh
it first appeared in the late nineteenth century as the built-in response to a
technological oddity, cinematic spectatorship (emerging in conjunction with the
clumsily cobbled together image-production mechanisms necessary to that situation)
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surreptitiously became the formal paradigm and structural template for social, that
is, becoming-global, organization generally. By some te-::lmc-bgic:al sleight of hand,

| machinc-mediated perception is now inextricable from your Fa}'clwluginl, eoo-

nomic, visceral and idenlugical dispensations. Spectatorship, as the fusion and devel-
apment of the cultural, industrial, economic and Ps}':ﬂmlugi.cﬂ, qui-l:l:]_llr gaim‘:d a
handhold on human fate and then became decisive. Now, visuality reigns and social
theory needs to become film theory,

At the moment, in principle, that is, in accord with the principles of late capi-
talism, to look is to labor. The dnematicization of the visual, the fusion of the visual
with a set of socio-technical institutions and apparatuses, gives rise to the advanced

. forms of networked expropriation characteristic of the present period. Capitalized

machinic interfaces prey on visuality. Recently, corporations such as FreePC, which

- during the NASDAQ glory days gave out “free” computers in exchange for recipi-
. ents’ agreement to supply extensive personal information and to spend a certain

amount of time online, strove to demonstrate in practice that Imking at a screen
can pn:-tluu: value, Almost a decade ago, | argu.u:l that the historical moment had
arrived which allowed us to grasp that looking is posited by capital as labor. If, in
the early 1990s, the idea was difhecult for academics to fathom, corporations have
been faster on the uptake. What | call *the attention theory of value' finds in the
notion of ‘labor,’ elaborated in Marx's labor rhr:ur;r of value, the prototype of the
source of all value production under capitalism today: value-producing human atten-
tion, Attention, in all forms imaginahlr: and yet to be imigl'rmd { from asicm'bl:,'-linc
waork to spectatorship to internet-working and beyond), is that necessary cybernetic
relation to the socius for the production of all value lor late capital. At once the means
and archetype for the transfer of attentional biopower (its conversion into value and
surplus value) to capital, what is meant today by “the imagf:' i5 a cryptic synonym
tor these relations of production. The history of the cinema, its development from
an industrial to an electronic form, is the open book in which the history of the image
as the emergent technology for the leveraged interface of bio-power and the social
mechanism may be read.

The world-historical restructuring of the image as the paradigmatic social rela-
tion is currently being acted upon in practice by large corporations. However
seductive the appearance and however devastating the consequences of the capital-
ization and expropriation of the image relation (of the imaginary) may be for the
vast majority on the }'llim"t, this r.x]:rlnitati:m is in |u:|:ping with the &c\'tlnl:lm:nta]
logic of capital and must therefore be understood as business as usual. For the new
thing that is the image and its attendant attentional productivity sustains the
perpetuation of extant waged, gendered, nationalized and enslaved labor. That
extraordinary innovation goes hand in glove, or better, tongue in cheek, with the
intensification of world ﬂFPI‘I:E‘HilII‘I may Lunw:niunﬂ}' be understood in ['ruis-::i:rl:u:
I_an:lp-r:du.u'i assessment of the dialectics of domination, ’Th.i:ngs miust dflangr. in
order to stay the same.” The image structures the visible and the invisible, absorbs
freeing power and sucks up solidarity time. The mode of domination shifts in
order to maintain hierarchical society. As spectators begin to value their attention
(their attending), corporations struggle to get more of what they previously got for
n-uﬂ‘dng- Last yiar, for l:xar:'lplr.:, in the San Jose Mercury News M_j'p-uinis.::um adver-
tised with the copy "We'll pav vou to read this ad.” At the same moment another
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website banner displaved disembaodicd roving eves with the caption "We'll pay you
lor vour attention.” It should come as no Surprise that ‘bellweather” inmternet
company Yahoo, which has always considered itself a media company, recently hired
TJ."I‘T:.' Semel, former chiel of Warner Brothers studio, to head its operations.

The failure of some of these dotcom corporations should not lead us to believe
that this new era of corporate designs on our attention was a temporary specula-
tive error, As Jefl Bezos, founder of Amazon.com, is (understandably) fond of
pn-inting out, ‘just because 2,700 automobile manufacturers folded in the -Ea.l'l'l."
twentieth century doesn’t mean that the car was a bad idea [sic]’ (it was). Bemdf_-s,
in hmdmght mass-media L::-rpnrau:m-s have |nnE_r| given out “free” content over the
airways in exchange for viewer attention that would then be marketed to adver-
tisers, Remember television? ﬁdﬂ;litjmmll}-, as Ben Anderson has fnrc‘r.fu][:; .auﬂl:smd
with respect to print media, even those contents for which we Paid a detiy‘er}'
surcharge in coin had a productive effect, and therefore something like a production
agenda, far in excess of the single instance of consumption. Imagine, communities,
nay, nations, hr:ing produced by simply reading the newspapers! Rey Chow's
brilliant critigue of Anderson in Primitive Passions, in which Lu Xun's traumatic
encounter with the cinematic image marks the fﬂunding moment of Chinese literary
maodernism, places visuality at the center of emergent nationalism, and suggests that
modern literature is a consequence of the blow dealt to language by the techno-
Iﬂgitﬂ nnsliught of imag::s.} Thus the entire hi.-itnr}' of mndl:.mjr}' stands rl:-ad:,.' for
a thorough reconceptualization as hlm practice. Stated diﬁer{'nﬂ}" because of the
transformation of sociality by and as 1'i5ua|1't;|.', film thmr:.-‘ is today confronted with
the task of writing a political economy of culture as mode of production,

Nowadays, as it enlists viewers to build the pathways for its infrastructure, both
as hixed mpita| and in themselves, {'Urpura.u: America :mn.'.cinus]!.' rc;mgni:a;!s that
ramifying the sensual pathways to the body can produce value, even if the mechan-
isms of value production have not been fully theorized. Sensuo-perceptual contact
between body and social mechanism, what Sean Cubitt refers to as ‘cybertime,’
provides opportunities for value-extraction for capital. That gap between the prac-
tice of stealing human attention and a radical theory of this practice exists in part
because there is no money in 'L]'Luurix'mg the mechanisms of value Prnduc‘tinn as a
dialectical relation, just as for Marx there was money neither in the labor theory of
value nor in Marxism. Put another way, the generalized blindness with respect o
the economicization of the senses is constitutive of hegemony. This leveraged theft
of sensual labor is the |.'rui1.1‘nm|l:m version of L'ap:ital'.-i l.'[lll't}" secret; the spectator is
the Lukacsian quh]':ct nhiﬂ't of histm",.',

The history of advertising, with its utilization of psychoanalysis and statistics to
sell product, clucidates the uses capital makes of cultural theory. At the level of
engagement with the body (as desiring subject, as unit of the mass market) there
are pl:’:nl.j.-' of theories, but at the level of prn!i't-taking, pragmatir_'i pn;n'irl-m the
bottom line. Advertising power-houses use pﬁ}'rhm.malj'ti{' techniques under the
rubric of “theater of the mind," and only the marginalized think to argue with suceess.
Thus the lﬂgistits of social production in general, and the conceptualizations thereof,
remain difhcult 1o grasp, prufilal:-l}' buricd as lhr.::.' are under the surface of simula-
tion, Probably the most eloquent and realistic image of the current situation of social
production via the image as the pre-eminent social relation publicly available is to
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be found in the late-capitalist social realist film, The Marrix (1999). That film depicts
a sitvation in which the computerized (incorporated) control of the sensual paﬂ'l-
ways to our h-t:{!}' have reduced us, from the point ol view of the system, Lo sheer
biopower, the dry-cells enlisted by the omnipresent spectacle to fuel an anti-human
artificial intelligence. Whatever life-energy we put into the world is converted into
the encrgy to run the ima,gl:-wnrld and its i“u.-iur}' !ugh: while we remain unknow-
ingly imprisoned in a malevolent bathosphere, intuiting our situation only through
g].itr]'br_:ﬁ in the program, Ohur desires for deviance, our bouts with pﬁ!.l‘-l:hl:rpaﬂmlu_g}',
even our fantasies of wealth and power represent such glitches, but as is well
known to advertisers, media moguls and cold war policymakers alike, these mini-

. revolutions can also readily be made to turn a profit for Big Capital,

Such a relation of the senses and particularly of the visual to production did not
emerge overnight, and providing a theoretical and historical account is one prin-
c‘ipa] purpose of my thcnr_',.' of cinema, l.nn]-r.'mg has |rmg been Fu.-il'tcd as labor ]:::.-'
capital, in the present moment it is being presupposed as such. The lagging of a
critical theory of the mode of exploitation behind the practice of e.tpl.uita.tic-n is no
]-u::nger tenable, if it ever was. ﬁwr.n:nming this r:pi.-:tfrm:ic Iag-timr: is another aim
here, one bound up in the revolutionary potential contained in understanding how
the world goes on as it does and in whose interests. The transformative saturation
of the visual realm, which gives rise to the terms “virtual reality,” but also “visuality,”
was itself Pmducl_‘rl. The transformation of the visual from a zone of unalienated
creative practice to one of alienated labor is the result of capital accumulation, i.e.,
the historical agglomeration of exploited labor. By the “alienation of vision' 1 do not

. mean that there have not existed prior scopic regimes which structured sight, rather

I have in mind the Marxist notions of separation and expropriation endemic to
commaodification. This estrangement of the visual, its new qualities of ‘not belonging
to me' characteristic of the cinema and its dissodation from ‘natural 1a.nguagu,' are
simultancous with the semi-autonomization of the visual — what we call “visuality.”
Furthermore, the maintenance and intensification of the transformed situation of
'visuality” remain essential to capital’s expansion and valorization. But despite the
world-historical truth of this claim it remains difficult 1o write sentences written in
the key of Marx: '‘Communism is the riddle of history solved and knows itself to
be this solution.” The streamlined, scaled-back, post-modernized equivalent reads,
“The attention I.h::{:lr}r of value is the riddle of puﬁt-glﬂl:rill ﬂ]Jitﬂllsm pmperl}' JJ-DS-EIL
and has a g{'rrninal contribution to make to counter-hegemonic struggle.” At the
maost basic level, grasping mediation as the extraction of productive labor (value)
from the body radically alters the question of visual pleasure by contaminating it
with the question of murder.

Maturia]l:.-‘ .lip-i:al:_ing industrialization enters the visual as follows. Earl}r cinefmatic
montage extended the Iugir of the assembly-line (the sequencing of discreet,
programmatic machine-orchestrated human operations) to the sensorium  and
brought the industrial revolution to the eye. Cinema welds human sensual activity,
what Marx called ‘sensual labor,” in the context of mmmndit].r prl::rdut'ticrm to
celluloid. Instead of striking a blow to sheet metal wrapped around a mold or
tightening a bolt, we sutured one image to the next (and, like workers who dis-
appeared in the commaodities they produced, we sutured ourselves into the image).
We manufactured the new commoddities ]'.:}-' inl::mdf}'ing an aspect of the old ones,
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their imagr.'.-mlmp{ml::nt, Cincma was to a ].a.rgr. cxtent the hypr.r-r]m‘:‘ln]]mcnt of
commadity fetishism, that is, of the peeled-away, semi-autonomous, psychically
charged image from the materiality of the commaodity. The fetish character of the
commedity drew its energy from the enthalpy of repression — the famous non-
appearing of the larger totality of social relations. With important moditications,
the situation of workers on a ra.tiur'_'p' as:ﬂ:mhl}' line foreshadows the situation of
spectators in the cinema. "The cut,’ already implicit in the piecemeal production
ijﬁr.mh]}'-l:in{.‘ wnr]-r., hﬂl"ﬂmf‘ d tr:-r.hniqul:: rnr d'l('. nrgam':r:ati::m I.TI'[I pn‘.ll:luvl:tinn Dr d'!l:
fetish character of the commaodity and then part of a qualitatively new production
regime long misnamed consumerism. Consumers produced their fetishes in the
deterritorialized ract:}r:,' of the cinema. As in the ra-r:tmj', in the movie theater we
make and remake the world and oursclves along with it,

OF course the interiorization of the dynamics of the mode of production is a
lot more complex than the sketch above might allow. Cinema took the formal prop-
erties of the assembly line and introjected them as consciousness, This introjection
inaugurated huge shifts in language function. Additionally, the shift in industrial rela-
tions that is cinema indicates a general shift in the organization of political economy,
and this change does not occur because of a single technology. The development of
cinema marks r|r.|:'p structural shifts and accommodations in a ::umplcx and varie-
gated world. Certainly, the world-historical role for cinema demands a total
reconceptualization of the imaginary. The imaginary, both as the faculty of imagi-
nation and in Althusser’s sense of it as iduuln-g_}', the constitutive mediation between
the suhjl::l:.'t and the real, must be graspcd as a work in progress, pm\ridud, of course,
that one sees the development of capitalism as progress. Numerous works on the
mediatic organization of the Western imaginary exist and the scale of its restruc-
turing b}' 'u:::]'l.nulug:.-' is ]:l::i.ng more and more ::11:31'1}' graspud- Hcid::ggtr‘u works
on t.l;'l.'.]'ll'll'll[lg_ﬁ.‘ and the world picture could be read this way as could the work of
someone like Baudrillard.,

In The Imaginary Signifier: Psychoanalysis and the Cinema,’ Christian Metz sp-E':lks
of the three machines of cinema - the outer machine (the cinema industry), the inner
machine (the spectator’s psychology) and the third machine (the cinematic writer)
— and proposes that ‘the institution [the coordination of the three machines] has
filmic pleasure alone as its aim” (7). Metz argues that “cinema is a technique of the
imaginary’ (3) and indeed modifies spectators through a system of *financial feed-
back” (91}, These claims are appropriate to the moment of psychoanalytic theories
of the cinema in which the cinema is believed to engage the dynamics of an existing
psyche. However, the scope of today’s {(counterjrevolution — a revolution which at
first glance might appear merely as a technological shift - emerges from a reversal
ﬂrﬂwﬂ{" "I.l:'r\" terms:; Ihﬂ rmﬂyll‘lﬂ'{}-‘ isa fﬂl’.'hl'llql'.l'ﬂ grr:rnzl:r:lﬂ' i mﬂ'u.r []‘f ml.'dlatlﬂn gLn-
erally. Such a reversal de- ontologizes the unconscious and further suggests that the
unconscious is cinema’s product: its functions, which is to say, its existence as such,
emerge out of a dynamic relation to technology/ capital (technology being under-
stood here as sedimented, alienated species I.'u_-ing}_ Thus Metz's sense of what the
spectator does in the cinema, ‘T watch, and [ help’ (93), can be grasped as an intu-
ition about the labor required for the madihcation of a cybernetic body organized
through financial feedback. This labor is human attention building a new form of
5[}1.'.'|a|:iT.}': hardware, software and wetware, At m:arl;r the same moment of the
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Metzian shift, albeit with different purposes in mind than my own, [ean-Louis
Commoli, in his canonical essay *Machines of the visible,” comes out and in an echo
of the Althusserian theory of the subject, says explicitly that ‘the spectator . .,
works.”™ However, the participatory and even contestatory roles of spectators in the
1970s and 1980s were understood as an artifact of the tcrhnn]ng_‘,r, a necessary made
of engagement with a commerdially available pleasure rather than a structural shift
in the organizational protocols of globalizing capital.

More r::{:unﬂ:r, Rugi.-i |_'!|::]::|n‘|:|r1 in Media Manfﬁ'rm: gives an account of the funda-
mental shifts in the social |ugi{: of mediation wmught |::|:|-' the emergence of the
current ‘'mediasphere,” what he calls “the videosphere.” The videosphere, which
Debray dates from the mid-nineteenth century, succeeds the logosphere and the
graphusl::htr:. For I}chn}".

The sphere extends the visible system of mediation to the invisible
Macrosystem that gives it meaning. We see the microwave oven but not
the immense grid of electric power that it is plugged into. We see the
automobile but not the highway system, gasoline storage facilities,
refineries, petroleum tankers, no more than we see the factories and
research installations upstream and all the maintenance and safety equip-
ment downstream. The wide-bodied jet hides from view the planetary
spider’s web of the international civil aviation organization, of which it
is but one strictly teleglided element. To speak of the videosphere is to
be reminded that the screen of the television receiving signals is the head
of a pin buried in one home out of millions, or a homing device, part
of a hugc; nrgam'ut'mn without real organizers — of a character at once
social, economic, technological, scientific, political — much more in any
event than a network of corporate controlled production and program-
ming ol electronic images,

(MM, 33)

Debray, for whom *“ideclogy” could be defined as the play of ideas in the silence
of t::vr_'|'||'n‘.::|1.1:_g_1'1:51 (MM, 31}, invokes the term ““medium” in the strofng sense | o]
apparatus-support-procedure’ (MM, 13, italics in original) to foreground the techno-
Ingi{:al basis of mediation and to denature consciousness, Thus for Df:hra}r, ‘our
study borders more directly on a sociology of artistic perception’ (MM, 136). He
writes, "Our history of visual efhcacies needs to be written in two columns: the
one that takes account of the material equipment or *tool kit" enabling the fabrica-
tion, d:isplajr., and distribution of nhjc::t:q of ﬁight, and the other which chronicles
the beliet systems in which they were inscribed’ (MM, 136). "The mediological

. approach . .. would consist in multiplying the bridges that can be thrown up between the

aesthetic and technological’ (MM, 137). Media Manifestos makes explicit that what has
been at stake in mediation has been the mode of inscription and the fu.m.‘r_iunalit:,'
of signs — their organizing force. Although Debray is committed to thinking ““the
becoming-material” forces of symbaolic forms' (MM, 8) and retains a sense of the
violence inherent in mediation (“transmission’s rhyme with submission,’ MM, 46),
and is further aware that technology is the repressed of the history of conscious-
ness, he is no Iungur interested in Pmdu:."u'un per se. This weakness, consistent with
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his devolving relation to Marxism, renders the passages on ethics in this work lame,
andl very nr:ar]:.' posits h-:hnn]ng}' as ru":.' autonomous {*A gm:ﬂ:! Fr.tlit:ir_q can no
more prevent a mass medium from funr.t:inm'ng .irl:.:}rdlng to its own economy than
it can prevent a severe drought,” MM, 124). Without the standpoint of production,
in which mass media and even droughts are seen as the product of human activity,
ﬂ'l.l.' Mevy Urdl.'r UrLUﬂH'iUUEnEH, CYEn “'I'“."ﬂ ul'.lll'i."rﬁl.'l'.ﬂﬂj A% E“'i.']'l.l Cannot ]J'E' aduq_uah:l:.-‘
challenged.

My own work, noted below, specihcally addresses the cinematic image as
machinic interface with the socius emerging as a response to the crisis for capital
known as “the fall'mg rate of pr[:-ﬁl,1 | continue to see the m:mmndit}' form, the
money system, and capital’s violent hierarchical domination as the limit questions
faced by our species. The crisis that is the falling rate of profit, in my view, results
in the century-long fusing ol culture and industry, deepening, to borrow Stephen
Heath's words, the relation of ‘the technical and the social as cinema.'™ Cinema,
becomes a means to extend the range and cffect of capitalized machinery. The
cinematic mode of production becomes the necessary means of extending the work
da}' while rcdur.:.ing real wWages. ‘Iilm'il’f.lng‘ L'mnmml:it}' prmlucti:m to the visual
realm, cinema extracts human labor and pays in fun (enjoy|njment). Cultural path-
Ways, inr.]u:l:'ng those mapped under the categorics of race, g{*nd{'r, sexuality, and
nation, are thus being subsumed as media of capitalist domination — zones of oppres-
sion which capital exploits lor its own purposes. Thus in an act mimetic of the
relation between cinema and culture, where cinema subsumes culture and renders
it prmlucti\'r for ra}'lita]l.-im, the concept of the CMP would nrgan'lzl: the major
theoretical contributions of the works cited above, as well as many others here over-
looked, under its own rubric.” In what follows | highlight some of cinema’s horizons
ol transformation, while suggesting that 'l]u:f.:lr:.r1 as the critical 'll'luught which follows
(%111 d'.ll' I'll"l'_"[!’i "r ].'lhi!“"i-ﬂpl'l:rl"i- l.lr:mi_lir.‘ wWas Flim T.]'H'nr}' ﬂtl ﬂ.].ﬂl'lg,

S0 not just ps}r::huanalyti:: film =t]1|@‘:1:u'3r but pﬁ}'chuana]}rsi.s
as Frutu-ﬁlm theory

The CMP would argue that cinema was, in the twentieth century, the emerging
paradigm for the total reorganization of society and (therefore) of the subject. From
a systemic point of view, cinema arises out of a need for the intensification of the
extraction of value from human bodies |:h|::r'und mormal ph}'adr_'al and E-Paliﬂ] limits
and beyond normal working hours — it is an innovation that will combat the
generalized falling rate of profit. Understood as a precursor to television, computing,
email and the world wide web, cinema can be scen as part ol an emerging l.'_}"]'.'ll.‘l!’-
netic ::nmp]ux, which, from the 5tar|.-c||:|-nin1‘. of an emergent giuha] labor force,
I:'unL'tI'nn!i as a tl"l'.'l'll'l{:l](lg}' rnr l']'“.' L'-E.Ftl.l.l'ﬂ a.n:i n::illrl::.‘lln:ln [}:I'- g]ﬂhl] |a!:|r[]r'5 I'E"f'lltll-
tionary social agency and potentiality.

Utilizing vision and, later, sound, industrial capital develops a new, visceral and
complex machinery capable of interfacing with bodies and establishing an altogether
{counter)revolutionary cvbernesis. This increasing incorporation of bodies by capital
co-opls the ever-increasing abilities of the masses to organize themselves, As a deter-
ritorialized ﬁﬂnr:.' running on a new order (the superset) of m{ri.]":r productive
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labor — attention — cinema as a sociological complex inaugurates a new order of
Pruclu-cti::m JIIJTlE with new terms of social organization, and thus ol domination.
‘Cinema' is a new social logic, the film theater the tip of the iceberg, the *head of
the pin.” The mystery that is the image announces a new symptom tor analysis by

| contemporary pnlit:i-:':ll CCONOmMY, Production enters the visual and the virtual enters

reality. Labor as dissymmetrical exchange with capital is transacted across the image.

Under the rubric of the CMP, “cinema’ refers not only to what one sees on the
sereen or even to the institutions and apparatuses which generate film but to
that rnta]it}r of relations which generates the m}-n'ad appearances of the world on
the & hillion screens of ‘consciousness.’ Cinema means the Prudu{:tl'un of instru-
mental images through the organization of animated materials. These materials
include uh‘::r}'ﬂ'ling from actors, to ]..a..l'ldEL'l.PtS., (4} pnpulaﬂﬁns, o W'idgl'."‘ts, T Eightnr-
planes, to electrons. Cinema is a material practice of global scope, the movement
of capital in, through and as image. *Cinema’ marks the changeover to a mode of
production in which images, working in concert, form the organizational principles

! for the prmlur.t!'nn of n:.a.lit:.-'. The whaole n:girm: of classical value prﬂducﬂﬂn extends

itsell into the visual, The new orders of interactivity (ATM, internet, cell, GPS)
testify to the deep entrenchment and central role of the capitalization of images in
the organization of society. As Warren Sack muses, *Children born now will wonder
how previous generations just sat in front of the screen without anything to do.’
And vet something was being done. What is so far not at all clearly grasped with
respect to the central role of image technologies in social organization, and may be
first mmgni'md in its mature form in the cinema, is media’s capitalization of the
aesthetic faculties and imaginary practices of viewers, Below I will indicate the co-
extensive world-historical determinants for the simultancous socio-technological
articulation of consciousness and cinema, and lurther suggest that not un]}' are
consciousness and cinema mulua“}' determined |.'r} the constraints of {'apltnlist
production but that they increasingly function on a continuum.*

For a first-order approximation of the cinematization of social relations one
might turn to the cnematic d}'nal‘nits ol social ]:nmdu:t:inn lmp]i{'it in {FrCnSitDt'l
h\.j the 5hil’ting terms of the inh.'.r[w.“ati[m of 5uhj|::|r_'t_-¢ b:,r an increasing number of
institutions and apparatuses (the state, multinational corporations, politicians, "the
media,” boards, offices, et ) variously invested in the expansion of [‘-;lpita.l. Take,
for r:xamplfr, the observation common dur].ng the last :uuple of decades that
everyone is concerned with their 'imagc:,' The term is no mere ﬁgun: of speech,
but rather a *condensation,” in Freud's sense, a matrix of partially unconscious forces
that means something else. What is meant by this condensed metaphor, produced
and utilized by contemporary consciousness neurotically and now psvchotically
pursuing the L'tJmlltluns- for its own perpetuation, can only be fully elaborated if we
take consciousness itself as the l.']r-rp:. ratc measure to account for tl'n: dreams dreamt
by, in, through, and as the contemporary world system. In doing so, 1 am in no
way endeavoring to delimit the variations of consciousness which are possible from
the outset, nor to p.a,trnm'nt what can be thr}ug]'lt and felt. Rather, in the context
of the production and reproduction of society under capitalist domination, 1 am
trying to register the shifting terms of language-function and subject formation in

s the rm{:rging media-environment., T]"HCi.I:'Ig the im:rr&asing margina]imtinn ol

L

Imgqur h:r' images in "Language, images and the F-cmtmul:h:rn pn:dif:arnrnt,' Wilad
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Godzich puts it thus: "Where with language we have a discourse on the world, with
human hu;‘ingﬁ Ea.d;:ing the world in order to name it, phntngraph}' substitutes the
simple appearance of things; it is a discourse of the world. . . . Images now allow
tor the paradox that the world states itself before human ]a.nguage."’Tn register the
crisis that the proliferation of images poses for language and thus for the conscious
mind would be to agree with Godzich that today language is outpaced by images,
“Images are scrambling the function of language which must operate out of the imag-
inar}' to function [:||'.tli|'1‘|a]l"l.',1 "™ The overall effect is the radical alienation of
consciousness, its isolation and separation, its inability convincingly to language
n:ality and thus its reduction to E'L:IITIL'IJ'IiI'lE on the order of a fr:.t-flualing halludi-
nation, cut away as it is from all ground.

This demotion of ]a.nguagt: and of its capacity to slow down the movement of
reality suggests, when linked to the rise of image technologies, that the radical alien-
ation of language, that is, the alienation of the subject and its principal means of
s-r:lf—:.tph:sslun and sq:lf-undurx-ta.nd.i.ng, is a structural effect of the intensihcation of
capitalism and, therefore, an instrumental strategy of domination. Bodies become
deprived of the pewer of speech. This image-consciousness or, better, image/
consciousness participates in the rendering of an intensified auratic component, theo-
rized as ‘simulation’ or ‘the simulacrum,” to m:arl:r' every aspect of social existence
in the technologically permeated world. Beyond all reckoning, the objective world
is newly regnant with an excess of sign value or, rather, with values exceeding
the capacities of the sign. Such a prumim_uitw of signiication, what Baudrillard called

TJ'II' l"ﬁtl“ 'I::II:l ﬁ:mmunl:,allun Im]:lllrli. II'J 'il'.lnrt d’](‘ ﬁdml Il'ljtal'ﬂllt.T a.'l.'ld un-
anchoredness and inconsistency of consciousness such that consciousness becomes
un:.‘nnirlnum::i'i h} nﬂ'lrr IMuEans. ﬂ.llhnug]‘l TJ'.I[' Enhqul: D:F mct.aPI'I}-'i:I('E um‘lr:r I'J'!('
sign of ‘deconstruction,” imputes a certain transhistoricity to these excesses of the
sign, and generates its jouissance through the truth effect produced by its analytical
crasure of the I'I'Il.'.tal'.l]'l}"!iil.‘al securities of gn:n.md anl presence, we must now
recognize deconstruction as an historical phenomenon of the 1970s and 1980s and
pose the question of the very historicity of its critique. In light of the CMP, decon-
struction appears not as an advance in intellectual history which reveals the
misapprehended truth {(under erasure) of all previous eras, but as a philosophico-
linguistic turn brought about in relation to a socio-technological transformation in
political economy. The CMP's account of the crisis of metaphysics might assert that
all that is solid melts into cinema. It is the visual eoonomy and the transformation
of labor that |:i1:|ui't|at:.-i ]:H.'mg The ﬁiﬂ'u_ring away of the state of bl:ing under the
mahqs of the |'.|n||t1ra| CCOnoOmy of the slgmﬁrr binds its historical conditions of
pnssll:r:ll.ln for its deconstructive neurosis in the delimitation of the province
of language by the image. Language just can’t process all that visuality — it's like
trying to eat vour way out of a whale, which, of course, is mmcwl‘mn_ you don’t
I'H:']ﬂng in the hrst p]a.u‘ That's “h} ynu is such a hard ﬂmng to be,'

Thus to “win the imaginary for the svmbolic,” as Metz described the task of film
theory, means today codifving the cinematicity of domination for consciousness. '
A n:'ndr.rin,g that reveals cinema as a new Faradlgm of socio-material organization
would answer Fredric Jameson’s thoughtful imperative: ‘Perhaps today, where the
triumph of more utopian theories of mass culture seems complete and virtually
hngrmnnic, we need the corrective of some new thmr:.' of manipu]atinn, and of a
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properly postmodern commodification, "' with an anal ysis of the image as the cutting
n:dg:: ol capital, and ‘media-ocracy” as the highest stage of capitalism (to date), To
rethink the Para»:li'gm that is the cinema means to inscribe the material basis of visu-
ality in the unthought of the image and to disrupt its affect of immediacy, plenitude
and truth. This inscription of the materiality of the virtual must traverse not just
technology as it is ordinarily understood, but social relations: psychology, migration,
the masses. Though not everything is an image, nearly everything is con(s)tEained
by them.

In considering the retooling of human thinking which, along with industrial and
technological transformations, led up to cinema as it came to be during the twenti-
cth century, let me pursue my reversal of the assumption that historically cinema
and cinematic form emerges out of the unconscious (creating, for c:a.m]::lr, images

¢ ‘cut to the measure of male desire,” as Laura Mulv:;-}' savs of film imagcs of women},

by saying that the unconscious emerges out of cinema (male desire is cut to the measure
of cinema). This reversal restores a lost dimension of the dialectical development of
each, The coincidence of Freud's theory of the unconscious (1895) with the Lumiere

* brothers’ first hlm (1895) is no mere coincidence, Theorists of suture, sexuality and
" more recently Hitcheock (Zizek) assert that cinema engages the architecture of the

unconscious in a kind of play. This engagement with an actually existing unconscious
is not unlike what Sartre in “Why write?' called, somewhat hlmically, the ‘directed
creation’" engaged in by a perceiver but with somewhat fewer degrees of freedom.
To the situation of Sartre’s technologically embedded perceiver as “director of being”
(italics mine), in which “our car or our airplane . . . arganizes the t masses of
the earth,” Stephen Heath asserts that cinema adds the following delimitations: "The
passage from views [early French films were listed in catalogues as views| to the
process of vision [in cinemal is essentially that of the coding of relations of mobility
an mnﬁnuit}'-'u In other words, cinema codifies technological movement and juxta-
Imslti:m for and as conscousness, 'I"]'lrnugh the simultaneous processes nfd::limiﬁng

- the significance of movement and developing conventions for the production of con-

tinuity, what is often referred to by the misleading term “hlm language” is created,
But perhaps, following my suggestion that it is the unconscious which emerges out

of cinema, it is just as il]uminati.ng here to think of the dnematic apparatus not as a

late blooming technology for imaginary titillation through an industrial interface with
the unconscious, but indeed as the precursor of and model for the unconscious as it
is has been theorized {|un'ng the course of the twentieth century, As the dreulation
ﬂfprngrammatil: images increases, there's more unconscious around,

One could take Adorno’s observation about the culture :rn'lu:il'r'!r as ‘Pa:.-'chu-
anal}r.-u's in reverse' as a thesis on the h'l.-itnr_'!.' of consciousness — in which industrial
culture produces not just the modern psyche but psychoanalysis itself (cinema’s third
machine, the expanded version). In an essay entitled “The unconscious of the uncon-
scious: the work of consciousness in the age of technological imagination,” | use this
approach to consciousness as besieged by the rising imaginary as 1 work my way
ﬂ'u:‘uugh a rather sp::cia]'ur.::l:l form of consciousncss, .'i[l-l:l:iﬁ.-l;a“}". a th::nr_',' of
consciousness — the one given voice in Jacques Lacan's famed Seminar X1, The Four
Fundamental Concepis qfﬁj‘:hﬂunnb‘:r’:.u Writ large and oo briefly, my argument is
that if, as Lacan says, the unconscious, in a most cinematic fashion, first appears
I=':]'ln‘.lnugh the structure of the gap' (FFCP, 29), that is, in the cut between words,
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then the unconscious of the unconscious is cinema. The unconscous appears through
the breakdown of the symbaolic order (parapraxis in Freud), but is theorized in Lacan
as being inaugurated scopically (the objer perit a s, after all, an image). On the whole,
this situation of linguistic breakdown conforms to Godeich's deseription of language
confronted h}' images. Add o that the fact that Lacan’s ﬁgun.'.r. for the unconscious
aften involve t:t:hnnlngit:s of visual ru:'prﬂdu:'riun, and one hl_‘gins to feel that the
technological is the repressed of the theory of the unconscious, Thus when in *The
network of 5igl:|.'lfi::r5' {italics mine) Lacan writes:

Last time, | apu:uke to vou about the concept of the unconscious, whose

true function is pr:.'u'ﬁuly that of hq:ing i pr{]fnunr], initial, inaugural

relation with the function of the concept of the Unbegriff — or Begriff of
the nriginal Un, namely the cut,

I =aw a prolound link between this cut and the function as such of

the subject, of the subject in its constituent relation to the .-i;ign'lﬁr.r itself,

(FFCP43)

‘the cut’ is no mere hgure, it is a technical function as well as a dpher of cinematic
|ugi.::. The optics of the cut undermine the unq_urstinnml !:‘giﬁmar}' of the s.igq'liﬁc:r‘s.
denotation, Likewise, what Lacan calls “the pulsative function’ (FFCP, 43) of the
unconscious is formally inseparable from the persistence of vision — where the unlan-
guagﬁlh]u medium exerts its invisible pressure on the appearance of t]'r'mgs.

If the cinematic cut is paradigmatic of the appearance of the unconscious, then
Lacan's comments on the structure and function of the unconscious are a proto-
theory of cinema, an earlier endeavor “to win the imaginary for the symbaolic.” It is
a theory of cinema and of cinematic cffects that does not recognize itself as such,
To say that “cinema is the unconscious of the unconscious' means ps:.’chuanal}'s.i.a
appears as a form of thought which takes cinema as its paradigm, albeit uncon-
sciously, I find in Lacan's endeavor to language the image (the imaginary) a response
to a crisis — the increasing cinematicity of the world. “The unconscious' is the
mlsrm_-ugniliun {méconnaissance) of cinema, This n:adlng mnx‘rnicntl:r links the emer-
gence of the modern subject, psychoanalytic theory, mediation and economics.

Throughout the Four Fundamental Concepts the unconscious is described in cine-
matic tropes, “the cut,” ‘montage,” and is hgured through technological devices for
the creation and reproduction of visual images: paintings, p]’mtngra];:h.'., flms. If, as
I argue, the image is a cut in language, and if psychoanalysis appears as a film the-
ory of the imaginary, then psychoanalytic film criticism would be less like an inven-
tion or an elaboration of psychoanalysis and more like the Lip]-u:r of an archeological
dlﬂ{]‘rﬂ.r\' l]i:. {IlE'LU'I-Lr\' urﬂ'l.L L'.Inl.mal.li.ll\ Urﬂ'l.L unL1m'i-E|[}u'i It 15 Il."'iﬁ ﬂlat E].ITI:
theory turnu:l to Lacan and maore that the Slaian n!Fpﬁ d‘tnanahrm-: returned to spawn
in the filmic waters of its origins. As Slavoj Zizek says, ‘the symptom,” which in my
l.‘I.IE-L HH“J'TI L}f]l_-ﬂli.a.'l'l | |1 F"'i-}l.]'l{lﬂ.l'l.ﬂl:r"i]ﬁ “'ﬂ.][ 45 d ""r\l.tum {:IF tI'IE' e PT('“EI'I ]5 PTI:‘I:']E:"I}'

. an ¢ffect which FT:.‘*L‘L"{IL'!'& its cause (its hidden kernel, its rrH:ming]n and in work-
ing through the symptom we are precisely “bringing about the past™ — we are
producing the symbolic reality of past, long-forgotten traumatic events.”"* By taking
the cinematic image as it appears in Lacan, which it does with some regularity, as
something like a dream element in the discourse of psychoanalysis, it is indeed
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' pmsihlu s shiow ps}'chuil'l.a.l':rs:is as symptomatic of the trauma induced I.'-].- the emerg-

ing organization of visualit:.- under the pamligm of cinema, Noting the appearance
of cinema and 'I‘Jningi cinematic in Lacan l'l.E]P'i- to build an an.al\ﬂ'.is of Pﬁ\rchnanql vsis
that functions in accord with the principles of psychoanalysis while leading beyond
them. The process of such an approach would at once allow the claims of pa}dm
analysis regarding the structuring of the subject to stand while retroactively show-
ing that cinema is, to pla]r' on a formulation of Lacan, ‘in it more than it’; in other

E words, that it is, finally, psychoanalysis itself thar is the symprom — of cinema,

h‘laterialit}r and dematerialization

Very likely, revolutionary Soviet filmmakers, particularly Dziga Vertov and Sergei
[IE’EnHtLII'.I wWore Pall'.l:l'-u“"r AW are I;J‘:I:-LE.FItIl ] LleﬂaL‘I'lInLrlt oan |l'“." \'uuaL PI.-LL_]ELI"!
because t]'H:t fought capital on its most advanced front. These directors went
directly to t.hc evolving properties of the visual to combat capital expansion. Vertov's
decodification of commodity reification in Man with @ Movie Camera, his ‘communist
decoding of the world,” tracks process of industrial assemblage. The image composes
itself in such a way that objects become legible as process, At the same time the
image trac ks {represents) its own conditions and strategics of production, and effec-
tively reveals that the image is built like a mmm::brllh In Man with a Movie Camera
mdustrul culture attains the visual and cinema is grasped as the necessary medium
for the decodification of objectibcation under capitalism — the rendering of objects
and images as social relations.

The easy legibility of this relation between image-objects and the process of
their is.-i::mhlagq: s01 ::.a.n:ful]}' articulated b} Yertoy quitH}' falls back into the
unt]'mught of the image rlu:ring the course of flm hiﬁtur}'- However, the structure
of the image thus revealed nonetheless continues to pi:niin.” For his part, Eisen-
stein, an engineer by training, works, early on, with the industrial application of
visual technology. He deploys it in accord with the logic of Pavlovian behaviorism
ﬂ.l'.ld Tﬂ\'l[}nxﬂ.u[]n and lﬂkl.'ﬁ IJ'“. Imilgl. a5 a tLL'I'IJ'IL'I‘]U'g} rur th'l. Urgar"ﬂuﬂn Ur'l..h'l.
audience with organized material,’ effectively grasping cinema as a social machine
for engineering the socius. For Eisenstein, a hlm is ‘a tractor ploughing over the
audience’s psvehe.” Even lhuugh not conceived precisely in these terms, in the films
of Eisenstei =, for the first time |magt machines are slated to function for the ::nnﬁg
uration, extraction and application of what Marx termed ‘sensuous labor.""® The
films were to release the necessary energy for the proletariat to continue that labor-
intensive project called revolution.

Whereas in Vertov the audience must be shown going to the theater in order
to develop a critical relation to ambient images, and in Eisenstein the director
controls the effect of the imagu on the audience b} rigidl}r L':mtru]ing their u:rgam'-
zation according to a sequencing of conditioned reflexes, some seventy years
later in Oliver Stone’s Natural Born Killers the images come to viewers higgledy-
piggledy. " Here the image, rather than a mere outgrowth of industrial society, has
folded itself back into the fabric of the socius. Viewers do not encounter the techno-
imaginar}' :ml:,-' on the screen, its ]ng'l:: is aln:ad}' inside them, This unf::rhling of the
image into the social fabric was already implicit in Vertov; the Kino-Eye project
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was to make new films every day and was to be part of the qu-::ltidi:m apprehension
of mmallt\- Film was to Ian'l.Lr alter prroe pT.L{m Howe Ver, in mm::thlng like an
ironic fulfillment of Marxist utopian poetics, NBK marks the technological realiza-
tion of this condition of ubiquitous, ambient, instrumental images and the fusion of
perception with technology, because the mediations presented in the film are those
of L'a[:li'tal. The images do not foster dialectical thi:nl:ing; rather, thr}r are the raw
material of the dialectic itsell — the rnudalit:,.' of mpital's articulation of the viewer.
The images are capital’s cutting edge. They dream us while we dream for them.

In NBK we may mark an evolutionary moment in the history of cinema, Instead
of, as in Vertoy, I'I‘I.I':rl:l_"g‘ F[}siting a new order of consciousness mediated h} images,
the money-driven image is shown to envelop consciousness, In NBK the image,
ﬂ'tmugh an increase in sheer quantity, achieves a shift in quality, n:ali:rjng a cha,ngc of
state in which images themselves become the mise-en-seéne for action. Natural
Born Killers, in which two young lovers rescue one another from drudgery and oppres-
sion, become mass murderers and then celebrities, is about the conditions of person-
ality formation in such a media-environment. Accordingly, in the opening credits of
NBK, Mitk}’ and Ma]lﬂr_'.r are dri !.':i]'lg I‘h:rnugh a m{'dia:u;apc in which natural lam:lsc'apcﬂ
fuse SEEII'.IIE"S.'E'.!.’ with computer generatnd imagery, resu]ting if hallucimmr;w shifts in
context and scale. This world is not virtual in the sense that it is make-believe or
PrEtEtld, but virtualized h}' virtue of |1u|::.1.|nming bereft of its traditional zil',.au'prlarr]s,|
properties and proportions, all of which have been geographically, temporally,
perceptually and proprioceptually transformed by media capital. In this new warld,
where nature is not nature (but always already mediation) and people are 'rmtura]l:.r'
born killers, the image of a nuclear explosion or of two open-mouthed hippos having
intercourse in a swamp are of the same order: they are pure affect machines. They are
on parity here; each exists here as an intensity in an endless series of dematerialized
Hows. The images come out of the walls and the woodwork and their emnipresence
alters the sign.i.ﬁl;:an::u, that is, the sl'gm'ﬁcat'mn, of ecach and all forever.

It is the image as the context for action which not only renders ethics virtual
but allows Micky and Mallory to accelerate the logic of capital in the creation of
their pu:-rmnalities.. Instead of uteal'mg the lives of others over an extended ]::ﬂ'in:]
ol time, as do ]:Ili.l'Ll bosses, Flantati{m owners and stockholders in order to estab-
lish themselves as social agents, M:il:.l::r' and Mallnr:r use weapons to appropriate the
value of individual lives all at once. Micky and Mallory see through the media and
having internalized its vision, act out its very logic. They are, in short, higher iter-
ations of capital. Because they have tele-vision (they are television incarnate), that
is, because their ﬂghr. is televisual, 'I'h:}' SOC ::'l.'-.'.r:r'rhing as if it were alr{r.atl],-' an img{:,
people included, The depthlessness and ostensible immateriality of others acceler-
ates the rapidity with which others can be liquidated and their subjective potential
prohtably taken. They convert people into spectacle.

Such a conversion process depends upon an evacuation of the Other and is in
accord with an intensification of the constitutive relation in the formation of the
subject described by the Lacanian theory of the objer petit a. As is the case with
P:__pcﬁu s MNorman Ball."s whose name | have long been convinced is the jump-cut
version of the Phra.'-u. Thc Mormal Man Masturbates,' desire's !ill'lﬂ'l'"t.-d:'l.]tl.'ll'lg around
the social prohibitions that give the Other subjective amplitude, and its unrepressed
taking of Others as image-objects, outside the socially prescribed codes laid out in
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psychoanalytic theory, leads to psychosis and murder. OF course these short cuts
| (the knife in the bath) are symptomatic of over-‘objectification’ and are a cultural

'u_ndenu of capitalist reification. The object is deep frozen as image and drained of
‘ all SIII}]LLII\L content. In Natural Born Killers, identity based on mass murder made
possible Ihr{:lugh the I.alv:ing of the Other as image is the |::|-g1(,a| outcome of the
constitutive relation between the subject and the objer a, a relation of capital from
an earlier social moment, now placed under the pressure of an intensifying capi-
talism where language can no longer fill in the troublesome image of the Other.
.‘i-uhju::t_q assert themselves in the |:i1:|u|'daliLm ol other 5Llhi1:|::t= h}' lalu'ng these others
as images. Self is produced and maintained today through an intensification of the
" annihilating function of the gaze. With the deepening penetration of materiality by
media, a process which really means the intensifving mediation of materiality, a
L | rll:rnal;rnal:lxatll:m nr ﬂ'l.l." ﬂhjﬂf't “ﬂrld (OIS, -r].'H: TN 'I.'IEI'."PI"F I:Tltrl:'l'ld'l.‘:d 1'|.'I
i matn:-ml structures capitalist mediation becomes, the more everything tends toward
[ the image. Here is Guyv Debord:

R A= -

Every given ::umm{}dilj' ﬁghu for itself, cannot a.r_'l;nuwludgt the others,
and attempts to impose itself everywhere as if it were the only one, The
spectacle, then, is the epic poem of this struggle, an epic which cannot
be concluded |.n the fall of any Tr-r.‘n The upn:u_*la:.]t dies not smg the
Frﬂl"i-L!- ﬂr | gy al'll.:l TJ'I.L“_ “LﬂFﬂJﬂﬁ- I.'ﬂ.ll Ur LL}:I‘nI'I'IudIt:IL:» a.l‘.d I'J'“."ir P-a!iﬁl[]rl."i
In this blind ﬂrugglr every mmmndlt\. Fursuln,g its paslunn UACEHL-
sciously realizes something higher: the becoming-world of the
{.urnrnud:t\ which is also the becoming -commeodity of the world. Thus
by means ufa ruse of commodity logic, what's spcnﬁn. in the commaodity
wears itsell out in the E‘gh'r. wl‘ulr: the c'ummnriltf form moves 'l;.n“i.rd
its absolute realization.

This passage might well be taken as a thesis on the philosophy of cinema history,
that is, a meditation on the adventures of the medium par excellence for the epic
poem of the commaodity. It also provides a chilling image for the struggles of cine-
miatic-cybernetic “subject’: us. For it is finally we ourselves, the Kino-ls, who engage
in a pathological life-and-death struggle with/as the commodity form. However, if
Debord's attention to the spectacular and the visual as the paramount held of capital
exploitation is to be properly understood, then that which he calls ‘a ruse of
commaodity logic,” which over time allows for the liquidation of the specihic
materialities of commaodities as it brings the commodity-form toward ‘its absolute
realization” (as image), must be shown in its socially productive aspect. The spec-
tacle means not just commedihcation but pmdm:ti:m. P‘s_ychupar]mlug}r, which, if
you will excuse me, all of you are guilty of, is a means of production, which is to
Eﬂ}" that :r'l::l"l,.l.I| kinn-:.‘n-u, are a moans HF prnl."u-l:tirm.

Visual economy

To understand the material history of the spectacle, one must show 1) the emer-
gence of cinema out of industrial f_'a|:|nila|i:m1 2} the reorganization of the socius, the



74 JONATHAN L. BELLER

subject, and the built environment by the image in circulation, and 3) the utter
remnl‘igura.tic-n af mpital-lugic and hence of labor and accumulation in and as visu-
ality. If the spectacular, the simulated and the virtual are not somehow eminently
productive of culture, and if culture is not, again, somehow, eminently productive
of capital (in the strict sense of ‘productive’ as utilized by political economy) then
all the hmp!a CveT deslran::mism is 5im|:|nl_'3.r wrong.

Let me, then, add a few maore periodizing markers to our time-line in order to
show the general fit of cinema with cultural shifts. What I call “the cinematic mode
ol pru:n-clu-.'tiu:-n' b-i:gins with the codification of carl:.-' cinema and ]Jﬁ}'dmanalynjﬂ {hut
also behaviourism) and culminates, as it were, in the Pnﬁtmnd{lm and the advance
of new media, Thus the CMP begins with the historical moment in which the
Concrete tu::hn::rlﬂg}' of cinema is codibed ﬂmultam:{]usl}' with the abstract, socio-
subjective and bureaucratic technologics of monopaoly capital {Edison) and continues
into the present.”’ Thus, the CMP spans the three fundamental movements in
capitalism as specified by Ernest Mandel, beginning in the shift from steam-driven
motors to electric and combustion motors, and continuing thrmjgh the fhangem'er
to electronic and nuclear-powered apparatuses that is sull occurring. Cinema thus
spans the three great machine ages, each one marking, for capital, a dialectical expan-
sion over the previous stage. These stages are, associated with market capitalism,
the I:'I'I.'l:':ll'l'l'.lpulj-' stage or the stage of imp-i:n'll'l.-im, anl Pn.'i-trl'.lndl:l'l‘l:it_‘!.’ or the stage of
neo-imperialism, and what one might call neo-totalitarianism, respectively.”
Somewhat c‘mdel:,' put, it could be said that cinema has its origins in the shift from
market to monopoly capital and reconstitutes itself in the shift from mnnupu]}r to
multinational capitalism, Another useful index of the character of these transfor-
mations in the evolving logics of capitalized production and circulation is the mode
of image making itself, the indexicality of the photograph, the analog electronic
signal, and the digital image

The CMFP would propose that both cinema and capital employ the same abstract,
that is, formal structures to realize their functions — the hc:mming~imagn of the
world (the IMAX-NASA image of earth), or rather the dematerialization of
the com t'|‘|r.xiil:r necessary for the malr.ing of this hlm, is alse necaﬂm:pfar mplmf devel-
opment. Capital’s fundamental transformation during the twentieth century is
cinematic, that is, it becomes visual, Cinema, and the circulation of the image,
provide the archetype lor capital production and circulation gl.m_ralh' My ;lr|.a|1,.':|5
of the structure and d'nl‘tan‘llui of the cinematic ap]::aratus is nnﬂ.‘ung less than
exploration of the industrial extension of capital’s ‘re-mediation” and reconfigura-
tion of the functioning of the body through the historically achieved interface known
as the image. The mining of human bodies of their power has always been the goal
of capital. The continuing ‘liberation of the productive forces” depends upon the
non-liberation of the producers.

Th!ﬁ [N m‘ll:‘nn Lo ﬂ.n.'l"'l thl:" drma.t.ll."n.ﬂh'.al;lnn ﬂf mﬂﬂl 'ﬂ:‘]ﬂnl:lﬂ.ﬂ l:_mfﬂnlng abﬂtrﬂ['
tion, codification through visuality, the increasing leverage of exchange-value over
use-value) is accelerated by this sellsame cinematic technology, which, it must
immediately be said, anchors itself in place through ever more rigid material
constraints (poverty, dependence, psvchosis). The mediation and modulation of
appearance becomes an essential dimension of sodal organization, structuring the
beliefs, desires and proprioception of image-consumers in ways productive for
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Lapilal expansion. Much of this social programming {for that is what it is, even if

¢ the results are somewhat indeterminate) occurs outside of the current (possible?)

purview of semiotics, meaning to say in zones which elude or exceed meaning even
as they structure practice.

Already in the nincteenth century, the commodity had a pronounced visual-
libidinal component — a fetish character. If in Freud the fetish arouses and cancels
the know l:dgu of castration, in Marx it arouses and cancels the Iu'mw].::dg: of alien-
ated production. In the commodity, this beacon of quashed subjectivity (“the

- feminine'?) scintillated in the material, making overtures towards becoming
- animate. Such a beckoning presence of impacted subjectivity in the commadity-

form underlies the modernist theories of collecting as redemption — a messianic
endeavor to remove objects from commodity circulation and revive them in a more

' benevolent setting.” Cinema, which is tl:dmn]nglm]h on a continuum with
* industry, latches on to a nascent aspect of the commaodity in circulation — the produc-

' tive potential of its fetish character — and circulates it through the sensorium with
La new intensity: the objects ‘spualc.'” In ather words, the affective dimension of

the Lummmi:it_}' s umphasi?.::d and rendered more r:luql.u:nl- If ane views the mechan-

, i-r..]]l:.r rq'prndu::o.d imagr‘ as a new order of reihcation, a :Iualitatlvr. shift in the shine
“as well as in the materiality of the commaodity-form, then cinema as an industry is
_the productive orchestration of images and therefore, necessarily, the consequent

extraction and management of human subjective potential.

Both the fetish character of the {::}mmudl"t}' and what Baudrillard calls simula-
tion, two perceptual phenomena which are predominantly visual in the first instance,
have been theorized to a greater or lesser extent as artilacts of reification under the
capitalist regime of dissymmetrical exchange. In brief, these arguments can be

cgrasped as follows: the mmqu of exchange-value over use-value (the domina-
“tion and tendency towards liquidation of the latter by the former) warps the
| visun-prrmptua] field in and as an EXPression of the pi}rrhn-lihidirml dimensions of
“alienation. In the classical four-told account of alienation from Marx's Economic and
" Philosophic Manuscripts of 1844, humans are alienated from their products, from the

work process, from each other and from the species. The alienation of sensual labor
leads to an alienation of the senses. The VETY elfacement and naturalization of the
historical production of alienation leaves its auratic or phantasmagoric impress on
the sensorium. Objects have a new pyrotechnics.

When in capitalist production, worker’s product confronts him or her as *some-
thing alien,” a new order of perceptuo-imaginary pyrotechnics is inaugurated, the
order which leads Marx to introduce the category of fetishism. This COnsequencoe
of alienation is precisely the phantasmagoria of the object, the part which stands out
in Fla.m: of the whole as a tnta]lt}r of process, the mpplcmtn'r.al excesses of a |'|i.-..'|:vnr':|r
rendered invisible vet smoldering within the material. The fetish is the severance
of community appearing as an object, It is the activity which the object undertakes

-as a medium for severing consumer from community. It is violated subjective and

intersubjective activity. OF course it is essential to recall here that the experience
of this phenomenon is not without its pleasures, its ecstasy. Indeed one might see
in I:.'I.'Imm{il-d:il_'_l' fetishism a kind of severance pay, a pl::aﬁun' in the mode of Platonic
]:mg'mg for a lost wholeness, in which l::nmrnm'lit}' as missing piece promises whole-
ness, completion, repletion. This relation between human beings which first appears



76 JOMNATHAN L. BELLER

on a massive scale during the industrial revolution as a thing, finds its higher artic-
ulation in the S]JE.'{'HE'LE which Debord describes as the false community of the
commaodity.

If one wanted to trace the cultural logic of the spectacle, the place to look for
a formal precursor is in the operations and movements of money. According to
Georg Simmel in The Philosophy of Money, law, intellectuality and money ‘have the
Puwr.r to lay down forms and directions for contents to which they are indifferent.””
So it is with film. It might be said here that money, as an un]vmg medium which
leaves its Irt'lpt'].t'lt on all aspects of cerebral activ |t]r1 and which is an empty form
that can take on any contents, assumes film-form, while capital as an evolving system
of organization, production and expleitation, becomes cinematic. Historically, of
COUrse, capital prm:m]:rs CINema as we L‘umm[ml:.-‘ understand the term. Ml:lm‘_"}l' is
the medium for regulating wage labor (the spread and development of the money-
form coincides with the putting in place of a global working class) while capital
denotes the system of dissymmetrical exchange. “Film™ can be understood as the social
relation which separates the visual component of human subjective activity from the
body in its immediate environment, while ‘cinema’ is the systemic organization of
this productive separation.

If the commaodity-object is an impacted social relation in which the subjective
contribution of the human worker is cffaced, so much the more for the image. .-'md:.r
Warhol registers this change in much of his work, but perhaps never more elegantly
than in the Campbell’s Soup silk screens. These soups are indeed condensed: objects
formed by the condensation of farming technologies, migrant labor, canning process,
trucking, warchousing and supermarketing. Warhol grasps the mass-produced
object as an icon of reification, cffectively peeling the label from the can, and
allowing it to circulate unencumbered. This tree-floating signifier of an already
reified condensation dramatizes the mode of appearance for the soup, a soup which
a8 I-:ung as it is to remain a l;:vl.ml'l‘tI'I‘ut:l;i|.l.3r must also remain invri:!-il'l:tl].-' locked in a hermetic
tin. In increasing the distance between the label and the use-value, Warhol regis-
ters the ascendance of image over materiality, distancing yet further whatever human
subjective elements comprise the soup proper while dramatizing the subjective
[.‘J:.-'rt:lh:::|‘|.1‘|i::5 of the imagu-t_'{:lmmnrlit}' itself. Where once a Fnrrrait would have been
displayed, there hangs an image of a commaodity, itself a higher order of commadity.

Warhol underscores the ascendant dimension of the commaodity-image by repro-
ducing it, not as an anonymous d::riignur, but as an artist, By ins:,ﬁhing the ima.gc at
a distance, he also inscribes its social effects, he becomes the representative of a
representation. Like previous art icons, Warhol is an author of an imagistic rela-
tion, but unlike others he is an author who does not immediately appear to create
an original text, he only grasps it through reproduction. In the postmodern the
image always occurs twice, the first time as commaodity, the second as art,

As importantly as the subjective labor which goes into the production ﬂfimﬂgﬂﬁ
— in hoth the objectification that becomes the referent and the imagification that
becomes the image in circulation, human subjectivity is bound to the image in its very
circulation, and that in two very dilferent ways, 1) Our gazes accrete on the im
and :int::ns:if}' its power, Take, for r:xamplr.:, the case of a work of Vincent Van Gugh.
The 50 million-dollar fetish character is an index of visual accretion, that is, of alien-
ated sensual labor resultant from the mass mediation of the unique work of art.



KINO-1, KIND-WORLD 77

All that looking sticks to the canvas and increases its value. To develop that rela-
tion has been the job of the painter, and remains the strategy of PITH"I,H.'I"I’E of unique
works of art, The traditional labor theory of value cannot explain this hysterical
production of value, only a theory which accounts for the systemic alienation of the
labor of looking can. Equa.II} sugmhcant 2} in viewing the image we simultaneously
and micrologically modily ourselves in relation to the image as we “consume’ it

¢ a misnomer if there ever was one, since images uqua“:,', or almost r.:nl;i'n.:l},', CONSUIME
Lus ™ If this production of both value and self (as worker, as consumer, as fecund
perceiver) through looking is indeed the case, then the emergence of visual culture

must be set in relation to the dwa:lﬂpment and intensihcation of mmmndlt}r
fetishism.

L

1

" The assertion that glubal Frudu::ﬁ.un is co-ordinated I'lln::ugh the screen of capl'tal
{ﬂju screens of the many l:apil.i]j} 1% lJPI::"I.‘.I.T.'i.UI‘I.ilI}I' correct, and, if one considers
“the role of CNN, international cable stations, Bloomberg machines, computers,
Hnll}'wmﬂ film, international adwrrtiﬂing, etc., may pl:rhapﬁ RECTT intuiu'w:l:,'
“obvious, However, this operational category must become analytical (Metz's project
“again, but now in a politico-economic I:e:.']n. The development of a new order of
visualit}' and ol a visual econemy is :ignalud here bjr a quall'tati.vu shift in the char-
acter of capital. This shift is colloquially known — at least ]:::.r the theory crowd — as
pestmodernism, It is arguable that even in its early stages capital was already cine-
matic: ‘capital,’ in the work of Marx, was the screen of appearance for all
spolitico-economic and therefore social metamorphosis. In Marx’s representation
(Darstellung) of capital process, all that is solid melts into air precisely on the screen
-ufcapital; cach moment of pru-rluctiun as well as of world |'|.1'5tur:,' is marched across
sthe frame that capital provides. In short, like Vertov's Man with a Movie Camera,
‘Marx's *capital” films social practice, and in fact, that is, in practice, it was precisely
ithrough the framework of capital that the social was grasped.”” Cinema is first posited
by capital, and then presupposed.
i As noted, photography and the cinematic apparatus are no mere perks or spin-
‘offs of industry as Tang was to the space program. Visual technologies developed
“the lu::, Pa.'l].'l'llri\l"i foor taPitaJ cxpansi:m im:n::s'mg as thm' do the spl:cd and inten-
sity of commodity circulation, as well as historically mudlfymg the visual pathway
itsell, tramlﬂrmmg the character of sight. The visual as a productive relation
for capital clears the way for the institution of what Fredric Jameson identifies as
“constitutive features of postmodernism’: ‘a new depthlessness,” “a weakening
of historicity,” ‘a whole new type of emotional ground tone’ under the heading of
‘intensities,” ‘the deep constitutive relationships of all this to a whole new tech-
nology which is itself a figure for a whole new economic world system” and
‘mutations in the lived experience of built space itself.”™ This cultural sea change
known as postmodernism may be defined as the subsumption of formerly semi-
_lutunm'nuus cultural %Pl'u:n 1'::( L'apital, This ."il.ll'.l!-'l,.lml'.l-t.‘il_‘ll‘l of culture rc;gist-r:n the
dl.‘mgu of state necessary o “economic gr[]ﬂn-urlll,1 0o !iil"l!'lPI}l' dev:k}pm.cnt' (neo-
imperialism) in the latter twentieth century. Culture became a scene, and is fast

Globalization, affect and negation
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becoming the principal scene (the mise-en-scéne) of economic production, It should
be noted that the postmodern “special effects” mentioned by Jameson above, though
they impact every aspect of human culture, are predominantly visual in their first
instance, Without the rcnrga:liuti{:n of the visual, the massive, g]nhal Immiseration
that currently exists could not be effected. The postmodern distortions, which are
actually spatial, temporal and corporeal ransformations, and hence new forms of
social relations, are created and sustained through a generalized extension of the
['apat:it:.-‘ to mediate vision and to pmlnng the interface between human I'.H'.I'I'lgi and
social machines.

The new order of uqu.ﬂlh marks a transformation of that rLlal.lurlr.luF between
bodies and machines prev |ﬂmh epitomized by the assembly line. Visual images of
cybernetics such as those found in Rebocop or Terminator are actually the interfaces
T.l'l.l:mil:].".L"i -r]'l.l" I'.I‘il'ﬂ?d'lﬂ"‘ili ].'I'I'."Tl I"i- 'H'la.l ll'H. Prl.l'“.l.F]L ]UL".LE E}f H'“. dlEE}mmflr'Lﬁl
L‘.l;l:h:lngf.' {exploitation) characteristic of Money-Capital-Money where the second
M is larger than the first is the imaginary. Labor is done in what Althusser calls ‘an
imaginary relation to the real,” but in an utterly transformed because massivel:.-'
moediated imaglnar:-‘ and with effects that are no less material for all that, The Iargr:-
scale t{'rhnnlnginal mediation of the imaginary is also a material shift.

Jean-Joseph Goux positions what might be recognized as the imaginary in rela-
tion to cconomic ]:rrnduL'i:iun thus: ‘consciousness (social or individual) . . . [i]s
congitured in its very form, in its mode qj-reﬁertiﬂn. h}' and in the process of sodal
exchange.”™ Goux's work, which in ways similar to my own delineates the homal-
ogous structurcs of psychoanalysis and political economy, lacks for all of its
undeniable brilliance, a materialist theory of mediation, Goux lacks an answer to
the question *how do you get capitalism into the psyche, and how do you gr:t the
psyche into capital?' ™ He argues that ‘the affective mode of exchange,” meaning the
symbolic, is a function of ‘the dominant form of exchange,” meaning capital. The
expression of the imaginary is therefore a function of the dominant mode of
cxrhangt.'. While Goux's statement is accurate, what is left out is that it requires
the history of twentieth-century visuality to make it so. The twentieth century is
the cinematic century, in which Lﬂpila] aspir::—s to the imagc- and the image corrodes
traditional language function and creates the conceptual conformation, that is the
very form, of the I:k.'i}'L‘l'.Il.' as limned I.'I'}' ]:r:-i:-'l;:i'mana[]rsis- The cinematic image, as medi-
ator between these two orders of production (political economy and the
psycho-symbaolic) better describes the historically necessary, mutual articulation of
consciousness and capital expansion than does Goux’s provocative but abstract idea
of the 'ﬁﬂrin-gﬂnntit‘. |'1:|'r::|-::|:'11'!¢r in which sodal forms m}'sl-l::rl'uusl:r influence one
another or take on analogical similarities. Goux's theory of mediations itself lacks
a general theory of mediation. It is only by tracing the trajectory of the capitalized
image and the introjection of its logic into the sensorium that we may observe the
1'[][' mﬂ‘n{'quml:fﬁ ﬂF tl'l[" rlnmmant mn{ll. {]r ]:Ir{]l;]UL"hnn {Hﬁ‘“_ml?]\'-llnl:' Lal:llta.llﬁm}
becoming “the dominant mode of representation” as cinema: the automation of the
“subject’ by the laws of exchange. This transformed situation of the subject demands
a thn‘r‘nugh]}' new epistemology almost as urgently as it demands new forms of tran-
scendence,

If we combine such a thesis with Guy Debord’s insight that “the spectacle is the
guardian of s-lLﬂ:p,'“ then it becomes clear that the terrain of cinematics is at once
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macro- and microscopic, that is world-systemic, economic and historical, as well

as individual, perceptual and psychological, What was already true for Lacan, albeit

- ontologically, here takes on its world-historical character: the dominant mode of

r:;-presc-ntatinn induces unconsciousness, Cinema is an orchestration of the uncon-

* scious and the unconscious is a scene of production. Dream-work turns out to be
Creal work, It s important to remember here that the category ‘cinema’ is now

detached from the film industry and its array of institutions and provides a figure
for the orchestration of material prmiu::tiﬂn I:-:, images. Indeed with even greater
range anl slgniﬁc:am;:{* than war or the iut{}mnhi!u,” as the Fn:tlurninantl:,' visual

- mediation of material relations cinema ceaselessly co-ordinates global economic

forces with the extremely local (meaning regional, but also interior to particular

individuals) pn]dm:li:}n.-i of affect, trajectories of desire and proprioception,

How does this cybernesis function? Antonio Negri describes postmodernism as

| the “*“real subsumption” of society in capital’” and afhirms that the ‘form of value is
+ the VETY *communication” which tIl.“I'L'IuFE- among PI"LH.!UL‘li"r'I.' forces.'"? He then
Jraises the fu-ll::m'ing question:

If ‘communication’ constitutes the fabric of production and the substance
of the form of value, if capital has become therefore so permeable that
it can hlter every relation 'I:]"lruugl'l the material thicknesses of Fl‘udu-:.
tion, if the labouring processes extend equally as far as the social extends,
what then are the consequences that we can draw with respect to the
law of value?™ (139)

Negri's stunning “Twenty theses on Marx” from which this passage was taken,

- ultimately answers the question by calling for the radical wresting of ‘social coop-
! eration’ (labor) from ‘productive command” (capital). These extremely promising

-

categorics and the work which informs their constitution demand :l.gniﬁcmt atten-
tion. However encouraging Negri's assertion is, that the history of the proletarian
power is asymmetrical with the history of capitalist power and that what he calls
‘the proletariat” has therefore never been in lockstep with capitalist exploitation,
Adormo and Horkheimer's c'ritiqut: of the culture induﬂr:r i not adr:qua‘tu]}'

| dispensed with in Negri's model,

Adorno and Horkheimer's critique, in which human interiority has been eflec-

I tively liquidated and replaced by the culture industry: ‘the inflection on the

telephone or in the most intimate situation, the choice of words in conversation,
and the whole inner life . . . bear witness to man’s attempt to make himself a proh-
cient apparatus, similar (even in emotions) to the model served up by the culture
industry” — has been criticized for an inadequate account of different modes of recep-
tion and use of mass mediated cultural production by the incredible variety of
consumers extant, but Negri himsell almost inadvertently proposes a grim
addendum to the Frankfurt school architectonic that *Amusement under late capi-
talism is the pml:mgati:m of work.”™ In his words, with respect to the I.'It'.'l-'l'.‘l:[]-l:ll‘l'l{!]'ll:
of capital, ‘every innovation is the secularization of revolution.”™ This statement,
meant to underscore the creative and liberatory power of workers, strikes me as
also providing the appropriate negative dialectic for thinking about image-culture
as a system: the creativity of the masses, their quests for empowerment, fulfillment
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and, why not say it, ‘freedom’ are absorbed and rendered productive for capital, "
What a century ago LP. Pavlov observed as ‘the freedom reflex” is harnessed h}'
capital for alienated production. New affects, aspirations and forms of interiority
are experiments in J:.apitall'st prn-rluctivit}'.

With this recuperative aspect of capital in mind, along with the rise of the emer-
gence of visuality as | have described it thus far, it would be important not to abandon
the dialectics of negation. Thus far, only the negative dialectic allows us to think
the pnlitit:.al CCONOMY of the visual and hence the paratligm of a gl[]l'.ba.l dominant.
Negation, however, has very serious limits which may u]tl.matel? include it as among
t]'l.l." pln:;‘]‘lnpathl:]]ngli.at ':I'.ra.T.l:glL'i ﬂr thL Klnu-I ﬂi:nl‘.:.r Il'l L[]’I'H.l.“’lﬂg tl'lﬂ 'I':""H:'
mannt!. of ]:lrnr]ur;'t.lnn the fabrication of affect as well as the valorization of i images
by watching them must be grasped as a new order of production slated by the
emerging visual economy. The cinematicity of capital dialectically reordains the
categorics of political economy, meaning that it leaves its older forms extant (wage
labor, circulation, capital, use-value, exchange-value, etc.) while bringing them to
a higher level of articulation. It also, in ways which exceed the scope of this essay,
reordains the k::_'y pperators of race, EL‘]'I-IJI.T, s-r:xualil}r and nation. The commodi-
hed object tends toward the image, money tends toward hlm and capital tends
toward cinema. People are slotted in according, value-producing media for the new
visual economy, as if living in accord with preordained scripts or programs. Thus,
as | have only suggested here, the labor theory of value which has been in Marxism
the basis on which capital was valorized during the production process and also the
basis on which revolutionary action was predicated, must be reformulated as the
attention lhun-r_',.' of value, that is, as the Pradur:t;inr ralue qfhuman attention. This refor-
mulation leaves labor as a subset of value-productive attention while positing the
dﬂ'clnpmrnt I.'.HF da Mew i.'.l:rl:]l.':r 'FI:]-T {::‘m-r:rll:ing [}f 1'_1'|£ FOCTRES. Ful:"t!'il::l‘mun: :i.l. acoounts
tor the capitalization of forms of interstitial human activity (‘women's’ work,
“desiring-production,” survival) which previously fell beyond the purview of the
formal scene of value production, the workplace. Additionally, such a new order
ﬂr Frﬂfh“mlﬂﬂ [§Ta]s ﬂnl‘r r}l;tl:nd'. ﬂ'l'l."' 'I.lrrjt‘l:mg 'u']ﬂ.'l ﬂﬂd I]Il.rLf{]rl. L'ﬂmhﬂ.tﬁ "}“: ra“it'lg
rate of profit, it instantiates new orders of commaodities such as air, time and vision
itself, whose values are measured, for example, by a statistical estimate of the size
and now the 'qualil.}" of an audience. ¥

Visual, pﬁ}':‘]'uﬂngir:al, visceral and ]'laptil_' events are the Fa'l‘hways for new kinds
of work, new kinds of machine/body interfaces, which simultancously instantiate
an effective reality or media-environment for the subject-form (and its fragments)
as a context for its action, and valorize capjtnl investment. The more an image is
watched, the more value accrues to it. This is a cybernetic model but here cine-
matized vision is the key pathway of a cybernetic capitalism and the image is the
key interface. In short, by bringing the industrial revolution to the eye, cinema
subsumes the environment and realizes what theorists of modernity already recog-
nized as a second nature, the naturalization of the alienated human production of
Fr.]c'uc'a]hr oV l:l"l."l.']'ilng_ When appearance itself is pru{lut:tlun the ostensible imme-
diacy of the world always already passes through the production system. Cinema is
a deterritorialized faﬂur}r which extends the working day in space and time while
introjecting the systems languag-.-. of capital into the sensorium. Cinema means a
fully-mediated mise-en-scéne which provides humans with the contexts and options
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for response. As cinema mediates the apparent world it also structures perception.
The becoming-images of the objective world mean that cinematic practices of assem-
blage and reception (programs for sensual labor) characterize daily life, and not just
the concrete interface with the screen. The generalized movement of commadities
t]'-mugh the sensorium and of the sensorium through commaodities is cinematic. Thus
cinema means mediation between the world system and the very interiority of the
spectator. It is the global expansion as well as the corkscrewing inwards of the viral
logic of the mmmndit‘:,'rfurm."""
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tive, “affective” mode of exchange, as a function of the dominant form of exc han“
how it is determined by the mode of symbolizing, conditioned by the cconomic
process — is to become able to consider consciousness (social or individualy no
longer as a simple mirror, an unvarying agency of reflection, but rather as consi-
tuted in its very form, in its mode of reflection. by and in the process of social
:::u_'ha.ngi:-' For Goux the l|Jr:.:r|::::5!'i of social l:!lr.l.'h:l.r'lgi:1 rather than ‘the mode of
production’ is the significant matrix of relations which will exercise its overde-
termination effects on consciousness. This difference with classical Marxism is
significant because it registers a slippage between the two categories, one which
allows the mode of exchange to be taken as the mode of prmlurt:ilm and vice
versa, This back-and-forth movement coincides precisely with my argument that
the dominant mode of production has become an image based mode of l‘Il’.‘I’IiI!'IEL‘.
*Just as the gr.nr:ﬁ.i:. of the money form is the construction that accounts for the
enigmatic disjunction between money and the commaodity (a disjunction, more-
over, which is n:quirr'd for the rapilali.lit mioside of pnu‘iur.'tinn to be establishedy,
so the p:s:.-'{:hi:: apparatus is the construction that accounts for the distance between
nunlinguiu.iil: forms of consciousmess and linguistic forms of consciousness’
{Symbelic Economies, p. T7).
Guy Debord, Sociery of the Specracle, Red and Black, 1977; #21.
The three things that in “The Culture Industry: Enlightenment as Mass Deception”
“keep the whaole TJ'Jing lngll:lhur " The passage reads: “MNo mention is made of the
fact that the basis on which I_q:r.hnn]ng_'..' acquires power over society is the power
of those whose cconomic hold over socicty is the greatest. A I.L::hnulngua.l ratio-
nale is the rationale of domination itself. It is the coercive nature of society
alienated from itself. Automobiles, bombs and movies keep the whole thing
tngrthr.r until their ]m'rling clement shows its .liln:ngﬂ'l in the VErY wrong which
it furthered. 1t has made the technology of the culture industry no more than the
achievement of standardization and mass prm]urtiun, m‘riﬁring whatever involved
a distinction between the logic of the work and that of the social system. This is
the result not of a law of movement in tc:.‘hnu]ug.' as such but of its function in
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today's economy” (Theodore Adorno and Max Horkheimer, Dialectic of Enlighten-
ment, New York: Continuum, 1991, p. 121). See also Elaine Scarry, The Body in
Pain, especially the chapter entitled *“War as Injuring.” See also Kristin Ross, Fast
Cars, Clean Bodies: Decolonization and the Reordering of French Culeure, Cambridge:
MIT Press, 1995, in which Ross argues that ‘the car is the L'nmmudit}' form as
such in the twentieth century’(p. 6). Additionally, see Paul Virilio, War and
Cinema, London: Verso, 1989 and Virilio, The Vision Machine, Elmingmn-.
Indiana University Press, 1994,

Antonio Negri, “Twenty Theses on Marx,” trans. Michael Hardt, Polygraph 5:
Contesting the New World Order, p. 139, Here is the relevant passage: “When the
L'a]:ril:ali.ﬁl pricess of Fr{}du-;.‘tiun has attained such a high level of dnmlnpmcnt S0
as to comprehend every even small fraction of social production, one can speak,
in Marxian terms, of a “real subsumption” of society in capital. The contempo-
Fary *maoule of pr{rdu::ll'un' is this "ﬁuhamnptiun-’ What is the form of value of
the *maode of production which is called the “real subsumption?” It is a form in
which there is an immediate translatability between the social forces of produc-
tion and the relations of production themselves. In other words, the mode of
production has become so flexible that it can be effectively confused with the
movements of the productive forces, that is with the movements of all the subjects
which l:l.a.ril'-;:ipa'tu in Frtrdu::tiun. It is the entirety of these relations which comnsti-
tutes the form of value of the “real suElEUmpliun.' We can dr\'clup this concept
affirming that this form of value is the very “communication” which develops
amang pnﬂuu.‘liﬂ: forces {p- 139).

Negri, p. 139, Note Negri's own periodization of the three moments of class
struggle,

Adorno and Horkheimer, p. 137, See also passage on p. 124 on Gesomtkunsowerk.
Negri, pp. 146-7.

Negri of course intends 1o furcETmmd ir.:ml:rhing quite different: that the pml-n-
tariat is the motor force of history, its creative agent, not capital. Further, for
Negri, the innovation of the proletariat is a kind of continuing revolution against
capitalism.

The task of negation includes the necessity of needing to adopt the standpoint of
domination, for cxamplr', as in this essay. Such a move, even with negation as the
g-l.hl.].. runs the VErY serious risk of presenting a uniform, undifferentiated socius
everywhere subject to the same law, of being unable to observe what is at vari-
ance with the law. In giving the ::umprr:hcmirc ﬂlmr",-' here it has been NECEssary
to adopt the standpoint of full comprehension — that of capital. In my view it is
pathological, even suicidal to remain here. The negative critique must impel the
shattered subject to new forms of contemporary athrmation. Elsewhere | have
tried to think many of these issues through from a more affirmative subaltern per-
spective. See my forthcoming book, Visual Transfermations in Philippine Modernity:
Notes Toward an Investigation of the World- Media-System, in which | confront the logis-
tics implied by the CMP in the context of Flipino struggles which of necessity
restore categories of race, gender, and nation to analytic prominence.

Robin Andersen t'umpllcatu:-i the plcture Eigrlirlli.il'lllj-': ‘Manufacturers and the
agency representative are no longer satished simply with quantity — the number
of people watching TV shows. Now they are concerned with audience “quality”
as well. And there is a fundamental connection between programming environ-
ment and audience quality. A “quality” audience is one that has been primed, with
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appropriate programming, to be more receptive to advertising messages” Consumer
Culture and TV Programming, Boulder, Col_: Westview Press, 1995 p. 4, Andersen
adds that ‘It is a Hollywood joke that broadcasters are selling eyehalls 1o adver-
tisers. It is fair to say, then, that in selling commerdial time to advertisers to sell
products, broadcasters are also selling a product — their audiences” (p. 5). What
needs to be theorized is that the audience is not just one commodity among many,
but a unique commodity in the sense that labour is a unique commodity — that
is, it is the commodity capable of producing surplus value through dissymetrical
exchange with capital.
In keeping with Rosa Luxemburg's The Accumulation of Capiral, New Haven: Yale
University Press, 1951, in which capital always needs a periphery for expansion,
we could say that the Third World, and the Unconscious, to name the two most
significant peripheries of the dominant, are new frontiers of cinematic capitalism,
In its translation of image into action and action into image, cinema transforms
the perceptual ficld, the sensorium and the significance of objects. 1 have already
sted, however telegraphically, that the rise of image culture parallels and
indeed induces the rise of the unconscious. This takes F]I.l'.‘l’: in the transition from
the first to the second machine age. 1 would also like to propose that in the tran-
sition from the second to the third machine age, the increased quantity of images
induces another crisis in language compared to which the coming of the uncon-
scious was only a preamble. This second crisis would of course be the moment
of deconstruction and the demise of the subject. The philosophical explication of
the holes in lu‘:guage which bcgih to appear everywhere in the 1960s (an event
which can only be explained via a materialist history and not an intellectual history)
is directed less against the unconscious and more pointedly against unconscious-
ness itself, To take this thought a step farther, deconstruction’s continual railing
against the unthought ought to be allied with the rejection of a continual produc-
tion of the unconsciousness of the laboring Third World or of the laboring Third
World as the unconscious. Here it would be necessary Lo break with a strict
geographical conceptualization of Third Worldness in order to apprebend it as
the impoverished and othered dimensions of human becoming. For the rendering
of vast regions of human experience invisible is the essential condition for the
production of whatever consciousness is attendant to the public sphere. It would
be important then in this context to sce a computer made in Malaysia as a new
kind of orientalist image, ]:mmiur.td in ‘the orient,” but fum:tl'unh'ig for purposes
which lltl::l.'l:f occlude the |i|nl:|ac.ap|: of its ]:rru-dm_ﬁnn-



Chapter 5

W.J.T. Mitchell

SHOWING SEEING
A critique of visual culture

WH&T 1§ *VISUAL CULTURE' or "visual studies™' Is it an emergent disci-
pline, a passing moment of interdisciplinary turbulence, a research topic, a
field or subheld of cultural studies, media studies, rhetoric and communication, art
history, or aesthetics? Does it have a specific object of research, or is it a grab-bag
ol problems left over from respectable, well-established disciplines? If it is a ficld,
what are its boundaries and limmiting definitions? Should it be institutionalized as an
academic structure, made into a department or given programmatic status, with all
the appurtenances of syllabi, textbooks, prerequisites, requirements, and degrees?
How should it be mught? What would it mean 1w 'Flruf::.-is' visual culture in a way
that is more than improvisatory?

| have to confess that, after almost ten years of tcarhing a course called *Visual
Culture’ at the Unn ersity of Chicago, | I still do not have e categorical answers to all
these questions.” What I can offer is my own take on where the field of visual studies
i gumg ll;.'ﬂ]ﬂh and how it mJg]'Ll avoid a number of Pltfallq alnng the way, Wohat
:I'D“H“"i |$ h-i]"“.d ma.”ll'i LH I'I'I.\ awn F::lrm.alt[}n a5 A lit{'rar\-‘ Sﬂ,hﬂlir “hﬂ h..]ﬂ I:H:"l'_"ﬂ
invalved as a migrant “{:rk::r in the helds of art hpntr_lr\,, aesthetics, and media
stuclies. It is also based on my experience as a teacher attempting to awaken students
to the wonders of “visuality,” practices of secing the world and especially the seeing
of other PED]JII.". My aim in this course has been to overcome the veil of farni]i.arit}'
and self-evidence that surrounds the L*J:pr.n'-.'m'{: of .Tc:ing, and to turn it into a
problem for analysis, a mystery to be unraveled. In doing this, | suspect that 1 am
rather typical of those that teach this subject, and that this is the common core of
our interest, however different our methods or reading lists might be. The problem
|"i- [T {Jl ﬁliglng d IHI.‘E.I.I[]I I'.hal an hf' r{:l:rmulah‘{l mn a nl.lml'.lll;'r ﬂf (L [I'|| L that \ISICI-H
is itsell invisible; that we cannot see what seeing is; that the eveball Um.:'.p Emerson)
|:‘i- never T.rmﬁparcnt. I tﬂl'n'.l. 'IT.I_'!. l'ﬂ."'lk a5 a4 tl"al._'l'll." r 1oy h'l;" | 11] ﬂ'l-]kl:" ﬁﬂl:"ll'lg Rhl'_l“ It‘ZS{"IL
to put it on display, and make it accessible to analysis. I call this “showing seeing,”
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a variation on the American clcmr:ntir‘v school ritual called “show and tell,” and 1

will return to it at the conclusion of this paper.

The dm1gemus supplement

Let me begin, however, with the gray matters — the questions of disciplines, ficlds,
and programs that are intersected by visual studies. | think it's useful at the outset
to distinguish between “visual studies’ and “visual culture’ as, respectively, the held
of study and the object or target of study, Visual studies is the study of visual culture.
This avoids the ambiguity that plagues subjects like “history,” in which the field and
the t,hing.'a covered h}' the hield bear the same name, In practice, of course, we often
confuse the two, and [ prefer to let “visual culture’ stand for both the field and its
content, and to let the context clarify the meaning. | also prefer visual culture
because it is less neutral than ‘visual studies,” and commits one at the ouset 1o a
set of h}'pntht,:.w.s that need to be tested — for l.'.:l;ampll_'., that vision is {as we say)
a ‘cultural construction,” that it is learned and cultivated, not simply given by nature;
that therefore it might have a history related in some yet to be determined way
with the history of arts, technologies, media, and social practices of display and
spectatorship; and (finally) that it is deeply involved with human societies, with the
ethics and Pul.{l.i::s, acsthetics and -::pish:l‘nulug:,' af secing and IJ'E:i.TIH seen, So far, |
hope (possibly in vain) that we are all singing the same tune,’

The dissonance begins, as | see it, when we ask what the relation of visual studies
is to existing disciplines such as art history and aesthetics.® At this point, certain
disciplinary anxieties, not to mention territorial grumpiness and defensiveness, begin
to emerge. If | were a representative of cinema and media studies, for instance, |
would ask wh}' the disdpllm: that addresses the major new art forms of the twen-
tieth century is so often marginalized in favor of fields that date to the eighteenth
and nineteenth centuries.” If | were here to represent “visual studies’ (which I am)
I might see the triangulation of my field in relation to the venerable helds of art
hismqr and aesthetics as a classic pincer movement, designed to erase visual studies
from the map. The logic of this operation is casy enough to describe. Aesthetics
and art ]'ua:l:ur}r are in a {.um]::lu_ml:ntin and {:u"ahnratlu alliance. Aesthetics is the
theoretical branch of the study of art. It raises fundamental questions about the
nature of art, artistic value, and artistic perception within the grm‘ral field of percep-
tual experience. Art history is the historical study of artists, artistic practices, styles,
movements, and institutions, TﬂgH]‘h'r. then, ar hiutnrj and acsthetics ].'lﬂ:l"r'il']t‘ a
kind completeness; they “cover’ any conceivable question one might have about the
visual arts. And if one conceives them in their most expansive manifestations, art
history as a general iconology or hermeneutics of visual images, aesthetics as the
st'ud}' of sensation and perceplion, then it seems clear that Il'll:.‘}' alnral;i}' take care of
any issues that a “visual studies’ might want to raise. The theory of visual experi-
ence would be dealt with in aesthetics; the h.istm}' urimag-::i and visual forms would
be dealt with in art history

Visual studies, then, is from a certain familiar l.'Ii.'i.EipIil'.Ia.l!'_‘_l' point of view, quite
unnecessary. We don’t need it. It adds on a vague, ill-defined bady of issues that
are covered qu]h: a:l|:|:|'u.:‘|l|::|"l|r within the cxisti:ng academic structure of k,nnwlur]gu.
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And vet, here it is, cropping up as a kind of quasi-field or pseudo-discipline, complete
with ml]mlngl'q:s», courses, debates, conferences, and pmrur.ﬁ:}rs- The unl}' question
is: what is visual studies a symptom of 7 Why has this unnecessary thing appeared?
It should be clear by this point that the disciplinary anxiety provoked by visual
studies is a classic instance of what Jacques Derrida called “the rl.mgnrnuﬁ supple-
ment.” Visual studies stands in an ambiguous relation to art history and aesthetics.
On the one hand, it functions as an internal complement to these hields, a way of
ﬁl]'tng in a gap. If art l'|i51‘.v|.:lr3r is about visual images, and aesthetics about the senses,
what could be more natural than a ::uhrlimiplim‘ that would focus on 1.'|'5ua]it:r as such,
linking aesthetics and art history around the problems of light, optics, visual appa-
ratuses and experience, the eve as a perceptual organ, the scopic drive, etc.? But
'L]'II"i- r[}m}'lll. m:‘ntm rlll'l.l.'tl“n I]F\li“ﬂ] qt'l,.l'l'll('ﬁ TJ'lr{'atrrl:-'- Lk b[“'l'ﬂmf' 5l.]|1p]l:mrnt.an A%
well, first, in that it indicates an incompleteness in the internal coherence of
aesthetics and art history, as il these disciplines had somehow failed to pay attention
to what was most central in their own domains and, second, in that it opens bath
disciplines to ‘outside’ issues that threaten their boundaries. Visual studies threat-
ens to make art history and aesthetics into subdisciplines within some ‘expanded
field” of inquir_',.' whose boundaries are .an:rthing but clear, What, after all, can “ht’
inside the domain of visual studies? Not just art history and aesthetics, but scientific
and technical imaging, film, television, and digllal media, as well as Fhilusuphi::al
inquiries into the epistemology of vision, semiotic studies of images and visual signs,
psychoanalytic investigation of the scopic "drive,” phenomenaological, physiclogical,
and cognitive studies of the visual process, sociological studies of spectatorship and
tlis]::la;n', visual anﬂ'l.rupulug‘v, Pl‘lj’ﬁit‘al optics and animal vision, and so forth and so
on. If the object of *visual studies” is what Hal Foster calls “visuality,” it is a capa-
cious topic indeed, one that may be impossible to delimit in a systematic way.”
Can visual studies be an emergent held, a discipline, a coherent domain of
research, even (mirabile dictu) an academic department? Should art history fold its tent,
and, in a new alliance with aesthetics and media studies, aim to build a larger edifice
around the concept of visual culture? Should we just merge everything into Cultural
Studies? We know very well, of course, that institutional efforts of this sort have
already been under way for some time at places like Irvine, Rochester, Chic
menmm and no doubt others of which 1 am unaware. | have been a small part nf
some these efforts, and have generally been supportive of institution- I:-m]dmg eflorts.
I 41T erll:]’t_ul hﬂ“ CVer, []"F d'.IL Ia‘rg:_r rul'l'_l."ﬁ mn -ELH.I.:I.L!TI]L PJIIT_'IE W].'IIL'I'.I. ].'Iﬂ'ﬂ: JII ST
cases, exploited interdisciplinary efforts like cultural studies in order to down-size
and eliminate traditional departments and disciplines, or to produce what Tom
'Lr[:r“ I'.IH La“Ld i (IL Wk.'l“]]'lg 11':- “I'“II.L g::'m.ra'tl{:lns Ur 5-1.}.'[!'3.1'5 v 11"|.L ET‘JEI';II‘I ﬂr H'“:
forensic skills of mnnniﬁ.-:{'ur::hip and authentication among art historians in favor of
a generalized ‘iconological” interpretive expertise is a trade-off that ought to trouble
us. | want both kinds of expertise to be available, so that the next generation of art
historians will be skilled with boh the concrete materiality of art objects and prac-
tices and with the intricacies of the r]aJ:..r.ll'rLg PowerPoint presentation that moves
effortlessly across the audio-visual media in search of meaning. I want visual studies
to attend both to the specificity of the things we see, and to the fact that most of tradi-
tional art hiﬁt[}r:.-‘ was aln:a{l:.' mediated i:l:.-' highlf impd:rﬂ::rt representations such as

the lantern slide, and before that by engraving, lithagraphs, or verbal description.®
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So if visual studies is a 'd.ang::ruus 5ul:rl}]1:mt:nt' to art h.iﬁmr_',' and acsthetics, it
seems to me important neither to romanticize nor to underestimate the danger, but
also important not to let disciplinary anxieties lure us into a siege mentality, circling
our wagons around 'stﬁight art -hisl-r.:r"ir,1 or narrow notions of tradition.” We ]'I'I'i.E]'il
take some comfort from the precedent of Derrida’s own canonical Egun: of the
dangerous supplement, the phenomenon of writing, and its relation to speech, to
the study of language, literature, and philosophical discourse. Derrida wraces the
way that writing, traditionally thought of as a merely instrumental tool for recording
speech, invades the domain of speech once one understands the general condition
of language to be its iterability, its foundation in repetition and re-citation. The
authentic presence of the voice, of the phonocentric core of language, immediarely
connected to meaning in the speaker’s mind, is lost in the traces of writing, which
remain when the speaker is absent — and ultimately cven when he is present, The
whole onto-theological domain of originary self-presence undermined and restaged
as an effect of writing, ol an inhnite series of substitutions, deferrals, and differen-
tials."” This was heady, intoxicating and dangerous news in the 1970s when it hit
the American academy. Could it be that not only linguistics, but all the human
sciences, indeed all human knowledge, was about to be swallowed up in a new held
called ‘grammatology’? Could it be that our own anxieties about the boundlessness
of visual studies are a replay of an earlier panic brought on by the news that there
is *nothing outside the text'?

One obvious connection between the two panic attacks is their common
emphasis on visuality and spacing. Grammatology promoted the visible signs of
written language, from pictographs to hieroglyphics to alphabetic scripts o the
invention of printing andd ﬁn.a'll}' of rligital media, from their status as luns'ltir.al
supplements to an original, phonetic language-as-speech, to the position of primacy,
as the general precondition for all notions of language, meaning, and presence.
Grammatology challenged the primacy of language as invisible, authentic speech in
the same way that iconology challenges the primacy of the unique, original artifact.
A general condition of itfra.hilil}r or tilﬂ.til’.ll'li]il}' the n:pcal.al:-l:: acoustic image in
one case, the visual image in the other — undermines the Pri'lr'ill::[_llr of both visual
art and literary language, placing them inside a larger held that, at first, scemed
merely supplementary to them. "Writing,” not so accidentally, stands at the nexus
of language and vision, epitomized in the figure of the rebus or hieroglyphic, the
‘painted word’ or the visible language of a gesture-speech that precedes vocal
expresainn." Both grimrnamln-g} and itunulug_.\', then, evoke the fear of the visual
image, an iconoclastic panic that, in the one case, involves anxieties about rendering
the invisible spirit of language in visible forms, in the other, the worry that the
immediacy and concreteness of the visible image is in danger of being spirited away
by the dematerialized, visual copy - a mere image of an image. It is no accident
that Martin Jay's investigation of the history of philosophical optics is mainly
a story of suspicion and anxiety about vision, or that my own cxplorations of
'icmnhgv’ tended to fnd a fear of imagurf |urking beneath EVETY t]'u‘.nr}'
of imagery."

Defensive postures and territorial anxieties may be inevitable in the bureau-
cratic battlegrounds of academic institutions, but they are notoriously bad for the
purposes of clear, dispmimute ﬂﬂﬂkihg. M:.-' sense is that visual studies is not quite
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as dangerous as it has been made out to be (as, for instance, a training ground to
‘prepare subjects for the next phase of global cap:italism'}' "but that its own defenders
have not been especially adroit in questioning the assumptions and impact of their
own emergent field either, | want to turn, then, 1o a set of fallacies or myths about
visual studies that are commonly accepted (with different value quotients) by both
'L]'I'I." ﬂpr.ll'“!l'.l'.lf_"i -HI'II'I. ].':lr{]r!:ll'.ll'l'.lt"i {:Ir I]'Ii"i- H.‘El{l. I “'i“ I]'I'I'_‘TI {:IITET & s5CL nf EEI-'I,.II!'I'L('I-TI'LI.'!.'I‘.‘E
which, in my view, emerge when the study of visual culture moves beyond these
received ideas, and begins to detine and analyre its object of investigation in some
detail. 1 have summarized these fallacies and counter-theses in the following broad-
side (followed by a commentary). The broadside may be handy lor nailing up on
the doors of certain academic drpartmrntr.,

Critique: m}rthzi and counter-theses

Ten m_rth; dabout visual culture

=

10

Visual culture entails the liquidation of art as we have known it.

Visual culture accepts without question the view that art is to be defined by
its w:}rlcing -I.‘!H']I..I"i:i!.'l‘ll' ﬂ'Lmugh the npti-.'al facultics.,

Visual culture transforms the history of art into a history of images.

‘I' I"Fuﬂ] [ II] fure Implli.‘*. tl'lﬂ.'t t]'H: l{lrrl renocds I'.ll't“ il i 1It:.‘ra|:"|. Text ﬂl'ld a palntlng
is a non-problem. Words and images dissolve into undl.m*rtntlah_d repre-
sentation,”

Visual culture implies a predilection for the disembodied, dematerialized
image.

We live in a E:r::-tln-m'ltlzuul:.' visual era. Mmlurtlit_'g.' entails the hug::t‘l‘mn}' of
vision and visual media,

There is a coherent class of things called ‘visual media.’

Visual culture is fundamentally about the social construction of the visual field.
What we see, and the manner in which we come to see it, is not simply part
of a natural ability.

Visual culture entails an anthropological, and therefore unhistorical, approach
by vislon.

Visual culture consists of *scopic regimes’ and mystifving images to be over-
thrown by political critique.

Eight counter-theses on visual culture

Visual culture encourages reflection on the diflerences between art and non-
art, visual and verbal signs, and ratios between different SENSOTY and semiotic
modes

Visual culture entails a meditation on blindness, the invisible, the unseen, the
unseeable, and the overlooked: also on deafness and the visible |iu1guagr.: of
gesture; it also compels attention to the tactile, the auditory, the haptic, and
the Fhunumum:n ol !i:r'l'll.'b'l]'ﬂ..'siﬂ.
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3 Wisual culture is not limited to the study of images or media, but extends to
ey L‘I‘}'d:‘l}' practices ol seeing and :‘i]"l.ﬂ“':i]‘lE, L‘?i]}L'L'i.EII]_'I' those that we take to be
immediate or unmediated. It is less concerned with the meaning of images
than with their lives and loves,

4  There are no visual media. All media are mixed media, with varying ratios of

senses and sign-types,

The disembodied image and the embaodied artifact are permanent elements in

the dialectics of visual culture. Images are to pictures and works of art as

species are to specimens in |'|iu|ugr'|-'.

6 We do not live in a uniqurl}' visual era. The ‘visual' or ‘pit‘l{:ria! turn’ is a
recurrent trope that displaces moral and political panic onto images and so-
called visual media. Images are convenient scapegoats, and the offensive cye
i 1'it'uall}' plucked out by ruthless critique.

7 Visual culture is the visual construction of the social, not just the sodal
construction of vision. The fuestion ol visual nature is therefore a central and
unavoidable issue, a|nn1,1 with the role of animals as images and spectators,

&  The political task of visual culture is to perform critique without the comforts
of iconoclasm.

(¥ ]

Note: most of the fallacies above are quotations or close paraphrases of statements
h}' well-known eritics of visual culture. A [Jri?.f..‘ will be awarded o anyone who can
identify all ot them,

Commentary

I there is a dehning moment in the concept of visual culture, 1 suppose it would
be in that instant that the hoary concept of “social construction” made itselt central
to the field. We are all familiar with this "Eurcka!” moment, when we reveal to our
students and colleagues that vision and visual images, things that (to the novice) are
appan‘nl]_'r automatic, transparent, and natural, are :L:"ruall}' .f.:l.'m'|m|:il_' constructions,
like a language to be learned, a svstem of codes that interposes an ideological veil
between us and the real world,'* This D¥ercoming of what has been called the
‘natural attitude’ has been crucial to the elaboration of visual studies as an arena for
political and ethical critique, and we should not underestimate its importance. " B
il it becomes an unexamined dogma, it threatens to become a fallacy just as disabling
as the ‘naturalistic tallacy” it Hyughl to overturn, To what extent is vision unlike
language, working (as Roland Barthes observed of photography) like a ‘message
without a code’#'® In what ways does it transcend specibic or local forms of ‘social
construction’ to function like a universal language that is relatively free of textual
of interpretive clements? {We should recall that BI'."E]'I{:IIJ- I’-':'rl-:rll:}', whao hrst claimed
that vision was like a |.1ng1|;1g¢, also insisted that it was a universal |.1r'|gu.14gr:1 maot a4
lovcal or national |anguagﬂ.'? To what extent is vision not a *learned’ at‘l'n‘il:r, biat
a gvnl:l_ir.n"}' determined capacity, and a pmgrnmmnl set of automatisms that has
to be activated at the right time, but that are not learned in anything like the way
that human languages are learned?
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A dialectical concept of visual culture leaves itself open to these questions rather
than foreclosing them with the received wisdom of social construction and linguis-
tic models, It expects that the very notion of vision as a cultural activity necessarily
entails an investigation of its non- -cultural dimensions, its pervasiveness as a SENSOry
mechanism that operates in animal organisms all the wav from the flea to the
elephant. This version of visual culture understands itself as the opening of a dialogue
with visual rarure, It does not forget Lacan’s reminder that “the eve goes back as far
as the species that represent the appearance of life,” and that oysters are seeing
{:rgan.isms_‘" | does not content itself with victories over “natural attitudes’ and
‘naturalistic fallacies,” but rt:garrl.i the sceming naturalness of vision and visual
imagery as a problem to be explored, rather than a benighted prejudice to be over-
come.'” In short, a dialectical concept of visual culture cannot rest content with a
definition of its object as the *social construction of the visual field,” but must insist
on exploring the chiastic reversal of this proposition, the visual construction of the social
field. It is not just that we see the way we do because we are social animals, but also
that our social arrangements take the forms they do because we are seeing animals.

The fallacy of overcoming the “naturalistic fallacy’ (we might call it “the natu-
ralistic fa.ﬂa.{'}' Ei||a=."}'.,' or “naturalistic I'a“lu.':.-h} i= not the only received idea that
has hamstrung the embryonic discipline of visual culture.™ The field has trapped
itsell inside of a whole set of related assumptions and commonplaces that, unfor-
tunately, have become the common currency of both those who defend and attack
visual studies as a dangerous supplement to art history and acsthetics. Here is a

resume of what might be called the ‘constitutive fallacies” or m:.l‘l:ha of visual culture,
as outlined in the broadside above.

| That visual culture means an end to the distinction between artistic and non-
artistic images, a dlsmhmg of the history of art into a h:.qtnr:,- of i images, This
might be called the ‘democratic” or ‘lev eling” fallacy, and it is greeted with
alarm by unreconstructed high modernists and old fashioned aesthetes, and
heralded as a remlutmnar} breakthrough by the theorists of visual culture, It
involves related worries {or clahun] at th: It'l.r]mg of semiotic distinctions
between words and images, digital and analog communication, between art
and non-art, and between different kinds of media, or different concrete arti-
factual specimens.

That it is a reflex of, and consists in a “visual turn” or 'hcgi:.mnn}f of the visible'

in modern culture, a dominance of visual media and spectacle over the verbal

activities of speech, writing, textuality, and reading. It is often linked with
the notion that other sensory maodalities such as hearing and wouch are likely

Lo a.lr-l::ph}- in the age uh‘iaua]ll_y. This mighl be called the I'a“m::r of the 'pictn-

rial turn,” a development viewed with horror by iconophobes and opponents

of mass culture, who see it is as the cause of decline in literacy, and with
delight by iconophiles who see new and higher forms of consciousness

L‘Im::rging fr{:lm TJ'l.l: PIC":J.'H]TE ::IF \'iﬁ“ﬂl imﬂgf‘i ﬂ.l'll'l m[‘:{liﬂ..

3 That the “hegemony of the visible” is a Western, modern invention, a product
of new media tn‘.hnnlnglf‘ﬂ, and not a fundamental component of human
cultures as such. Let’s call this the fallacy of technical modernity, a received
idea which never fails o stir the ire of those who study non-Western and non-

]
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modern visual cultures, and which is g:nl:ra“}' taken as sell-evident ]:l}" those
who believe that modern technical media (television, cinema, photography,
the internet) simply are the central content and determining instances of visual
culture.,

That there are such rhings as ‘visual media,” typically exemplified by film,
pl'h]tugﬂph}f, video, television, and the internet. This, the fallacy of the “visual
media,” is repeated by both sides as if it denoted something real. When media
theorists object that it might be better to think of at least some of these as
‘audio-visual” media, or composite, mixed media that combine image and text,
the fall-back position is an assertion of the dominance of the visual in the tech-
nical, mass media. Thus it is claimed that *we watch television, we don’t listen
to it,” an argument that is clinched by noting that the remote control has a
mute button, but no control to blank out the picture.

That vision and visual images are expressions of power relations in which the
spectator dominates the visual object and images and their producers exert
power over viewers. This commonplace “power fallacy” is shared by oppo-
nents and proponents of visual culture who wWorry about the L"I'.'IiI'I'IPII'L'it:r' ol
visual media with regimes of spectacle and surveillance, the use of advertising,
propaganda, and snooping to control mass populations and erode democratic
institutions. The split comes over the question of whether we need a disci-
Pl:im: called ‘visual culture’ to prm‘iﬂt an uppu:sclliunal critigue of these l:M.'r:rl:ni::
regimes,” or whether this critique is better handled by sticking to aesthetics
and art histur}', with their clm:p roots in human values, or media studies, with
its emphasis on institutional and technical expertise.

It would take many pages to refute each of these received ideas in detail. Let me
just outline the main theses of a :uunl:rpusi‘l:.i:m that would treat them as 1 have
treated the naturalistic fallacy fallacy, not as axioms of visual culture, but as
invitations to qu:sﬂun and M1'rsﬁg1tu.

1

The democratic or ‘levelling” fallacy. There is no doubt that many people
think the distinction between high art and mass culture is disappearing in our
time, or that distinctions between media, or between verbal and visual images,
are being undone. The question is: is it true? Does the blockbuster exhibition
mean that art museums are now mass media, indistinguishable from sporting
events and circuses? [s it I'l:illjl' that simpll::" | think not. The fact that some
scholars want to open up the ‘domain of images' to consider both artistic and
non-artistic images does not automatically abolish the differences between
these domains.”’ One could as easily argue that, in fact, the boundaries of
art/non-art rml}' become clear when one looks at both sides of this ever-
shifting border and traces the transactions and translations between them.
Similarly, with semiotic distinctions between words and images, or between
media types, the opening out of a general field of study does not abolish differ-
ence, but makes it available for investigation, as uppuu-r:d to treating it as a
barrier that must be policed and never crossed. T have been working between
literature and visual arts, and between artistic and non-artistic images for the
last three decades, and | have never found mrs:lr confuscd about which was
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which, though I have sometimes been confused about what made people so
anxious about this work. As a practical matter, distinctions between the arts
and media are reid}*-tu-hmd, a vermacular form of ﬂwnri;ﬁing. The diiﬁcu]tj.-
arises (as Lessing noted long ago in his Laocoon), when we try to make these
distinctions systematic and metaphysical.”’

The fallacy of a “pictorial turn.” Since this is a phrase that 1 have coined,” ']
try to set the record straight on what T meant by it. First, [ did not mean to
make the claim that the modern era is uni-r.luL- or unl:!rm_'mh:ntr-:] in its obscs-
sion with vision and visual representation. My aim was to a:-l:n::-wlmlgc the
I]l.'l‘\l.‘{‘].'lliuﬁ of a "turn to the visual” or to the J'magt as a q'nmmpnpjm-n a thing
that is said casually and unreflectively about our time, and is usually greeted
with unreflective assent both by those who like the idea and those who hate
it. But the pictorial turn is a trope, a figure of speech that has been rc‘pmtﬂl
many times since antiquity, When the Israelites “turn aside’ from the invisible
gl.‘.ﬂ'l to a visible idol, 'LI'I.I.":&' are engaged in a pictorial turn. When Plato warns
against the domination of thought by images, semblances, and opinions in the
allegory of the cave, he is urging a turn aw ay from the pictures that hold human-
ity captive and toward the pure light of reason. When Le Lessing warns, in the
J'.ar:rcmrr, abaout the lLI'I.'IZI:.I'II.'} to imitate the effects of visual art in the Iitqrnr:r
arts, he is trying to combat a pictorial turn that he regards as a degradation of
acsthetic and cultural proprieties, When Wittgenstein complains that “a picture
held us raptiw:‘ in the Philosophical Investigations, he is lamenting the rule of a
certain mutaphur for mental life that has held Fh:il.{:lﬂnl'.l-]i}' in its grip.

The pictorial or visual turn, then, is not unique to our time. It is a repeated
narrative Iigun:' that takes on a very spu::Lal [orm in our time, but which scems
to be available in its schematic form in an innumerable variety of circum-
stances, A critical and historical use of this figure would be as a diagnostic ool
tio aml}'r.e specific moments when a new medium, a technical invention, or a
cultural practice erupts in symptoms of panic or euphoria (uﬁuall}' both) about
“the visual.” The invention of photography, of oil painting, of artificial perspec-
tive, of sculptural casting, of the internet, of writing, of mimesis itself’ are
CONSPICUONS BOCASIons when a new way of making visual jma_gci seemed to
mark a historical turu:ing E':Il]i.l'lt for better or worse. The mistake is to construct
a gl‘:lml himr}- mmodel of hiﬁlur‘r centered on just one of these turn'mg points,
and to declare a sing]i: ‘Erc:at divide" between the 'agt: of Ii‘[l‘_‘l‘;it‘}'l (for instance )
and the "age of visuality.” These kinds of narratives are beguiling, handy for
the purposes ol presentist polemics, and useless for the purposes of genuine
historical criticism,

It should be clear, then, that the supposed “hegemony of the visible” in our
time (or in the ever-flexible period of ‘modernity,” or the equally fexible
domain of ‘the West") is a chimera that has outlived its uselulness. If visual
culture is to mean m}'ﬂ‘ling, it has to be gl_'m:rali'.'.w] as the sr.ud}' of all the
social practices of human visuality, and not confined to modernity or the West.
To live in any culture whatsoever is to live in a visual culture, except perhaps
for those rare instances of societies of the blind, which Fur that very reason
';IL?i-l."r'H.. ?i-PL“L IEJ Itt.‘Ll'l.llU]'I lrl -al'!"l ll'l';.“ur\" UI Ly I!i-uil lL‘LlIt'LI.l'E' Jq."l Fﬂr TJ'I.E 'EII.'ILWII.I.']I'I.
of *hegemony,” what could be more archaic and traditional than the prejudice
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in favor of sight? Vision has played the role of the “sovereign sense’ since God
looked at his own creation and saw that it was good, or perhaps even earlier
when he began the act of creation with the division of the J'lght from the dark-
ness. The notion of vision as “hegemonic’ or non-hegemonic is simply too
blunt an instrument to produce much in the way of historical or critical differ-
entiation, The important task is to describe the sp::-r.‘iﬁu relations of vision 1o
the other senses, especially hearing and touch, as they are elaborated within
particular cultural practices. Descartes regarded vision as simply an extended
and highly sensitive form of touch, which is why (in his Opties) he compared
evesight to the sticks a blind man uses 1o grope his way about in real space.
The history of cinema is in part the history of collaboration and contlict
between T.L-:.]'m:}]ngi::-q of visual and audio r::PnH]u:tl'un The evolution of film
is in no way aided by explaining it in terms of received ideas about the hege-
muony of the visible,

4 Which leads us to the fourth myth, the notion of “visual media.” I understand
the use of this phrase as a shorthand figure to pick out the difference between
{say) photographs and phonograph records, or paintings and novels, but | do
object to the confident assertion that “the’ visual media are really a distinct
class of '|'J'I:i]1g!'i, or that there is such a tl'l'mg_ as an u:tlusiv::lf, a pure]}- visual
medium. ™ Let us try out, as a counter-axiom, the notion that all media are
mixed media, and see where that leads its, One place it will not lead us is
into misguided characterizations of audio-visual media like cinema and televi-
sion as il they were exclusively or *predominantly’ (echoes of the hegcmﬂmc
fallacy) visual. The postulate of mixed, hybrid media leads us to the specificity
of mdq.s materials, technologies, pr:mepl.ua] practices, sign-lunctions, and
institutional conditions of production and consumption that go to make up a
medium. It allows us to break up the reihcation of media around a s'mglc
sensory organ (or a single sign-type, or material vehicle) and to pay attention
to what is in front of us. Instead of the stunning redundancy of declaring liter-
ature to be a “verbal and not a visual medium,’ for instance, we are allowed
to say what is true: that literature, insofar as it is written or printed, has an
unavoidable visual component which bears a specibic relation to an auditory
component, which is wh_'!.' it makes a difference whether a novel is read aloud
or silently, We are also allowed to notice that literature, in techniques like
rl:phra.-:ii and drﬂﬁpﬁnn, as well as in more subtle str.a.tcgics of formal
arrangement, involves “virtual” or ‘imaginative’ experiences of space and vision
that are no less real for being indirectly conveyed through language.

5 We come finally to the question of the power of visual images, their efficacy
as instruments or agents of domination, seduction, persuasion, and deception.
This topic is important because it exposes the motivation for the wildly,
varying Fulilin;:.al and ethical estimations of images, their celebration as gate-

||' ways to new consclousness, their l:|1:nigml:iun as htg::munic forces, the need

fior P{}]i.{_'il'lg and thus r-t'.if}’lng the differences between ‘the visual media’ and
the others, or between the realm of art and the wider domain of imag:s,

While there is no doubt that visual culture (like material, oral, or ]ittr.m"',-
I culture) can be an instrument of domination, | do not think it is }'lr-ndmivr o .ﬂing]t:

i 1
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out visuality or images or spectacle or surveillance as the exclusive vehicle of polit-
ical tyranny. | wish not to be misunderstood here, | :I'l.'li.'ﬂg‘.l'li?.l.'. that much of the
interesting work in visual culture has come out of politically motivated scholar-
ship, especially the study of the construction of racial and sexual difference in the
field of the gaze. But the heady days when we were first discovering the ‘male gare'
or the feminine character of the image are now well behind us, and most scholars
of visual culture who are invested in questions of identity are aware of this.
Nevertheless, there is an unfortunate tendency to slide back into reductive treat-
ments of visual images as all-powerful forces and to engage in a kind of iconoclastic
l::ritiqlll:' which lmagit'll.'i that the destruction or cXposure of false imagc's AMMOuUnts
to a political victory. As I've said on other occasions, *Pictures are a popular political
antagonist because one can take a tough stand on them and vet, at the end of the
day, everything remains pretty much the same. Scopic regimes can be overturned
repeatedly without any visible effect on either visual or political culture, "

| propose what [ hope is a more nuanced and balanced approach located in the
equivocation between the visual image as instrument and agency, the image as a
tool for manipulation, on the one hand, and as an apparently autonomous source
of its own purposes and meanings on the other. This approach would treat visual
culture and visual images as ‘go-betweens’ in social transactions, as a repertoire
of screen images or templates that structure our encounters with other human
l'lt'jJ"IHE- Visual culture would find its ]:rrimal scene, then, in what Emmanuel Levinas
calls the face of the Other {huglnning, I suppose, with the face of the Mother): the
face to face encounter, the evidemtly hard-wired disposition 1o recognize the eyes
of another Organism (whlat Lacan and Sartre call the gaze), Sercotypes, caricatures,
c‘lnssiﬁmt::rr}' figures, search images, mappings of the visible body, of the social
spaces in which it appears would constitute the fundamental elaborations of visual
culture on which the domain of the image — and of the Other — is constructed.
As gcr-hctwcens or ‘subaltern” entities, these images are the hlters dzmugh which
we recognize and of course misrecognize other people. Thcz,.' are the paradoxical
mediations which make possible what we call the ‘unmediated’ or ‘face to face’
relations that Raymond Williams postulates as the origin of society as such. And
this means that thE social construction of the visual ficld" has to hr mml.muﬂusl}
replaved as “the visual construction of the social held,” an invisible screen or lattice-
“'Urk ur al:r]:larﬂntl}' unmcdlatﬂ.‘d Flg'l.l]-["ﬁ that mah‘! thl:" I:'FFII{'t.‘i ﬂf mEdiﬂtEd imﬂ.gfﬂ
Fu!i!:lhll.'.,

Lacan, you will recall, diagrams the structure of the scopic field as a cat’s cradle
of dialectical intersections with a screened imagr.: at its center. The two hands that
rock this cradle are the subject and the object, the observer and the observed. But
between them, rocking in the cradle of the eye and the gaze, is this curious inter-
mediary thing, the image and the screen or medium in which it appears. This
Fhanlaamat'l:: ‘Ihing' was {|r:p|'1:tr:c| in ancient optics as the “cidolon,” the pmj:‘:{'tcd
template hurled outward by the probing, secking eve, or the simulacrum of the
seen object, cast oft or “propagated’ by the object like a snake shedding its skin in
an infinite number of repetitions. See David Lindbergh, Ancient Optical Theory: Optics
from Al-Kindi 1o Kepler (Chicago: University of Chicago Press, 1981). Both the
extramission and intramission ﬂ'n:‘nr:.r of vision share the same pic“rur{' of the visual
process, differing only in the direction of the flow of energy and information. This
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ancient model, while no doubt incorrect as an account of the physical and physio-
|ug1-|::|l structure of vision, is still the best picture we have of vision as a pﬁy{'hu-m::ial
process. It provides an especially powerful tool for understanding why it is that
images, works of art, media, hgurﬁ and mrm]:lhn:}rs have ‘lives of t]'ul:lr own,’ and
cannot be explained simply as rhetorical, communicative instruments or epistemo-
logical windows onto reality, The cat's cradle of intersubjective vision helps us to
see why it is that objects and images “look back’ at us; why the “eidolon’ has a
tendency to become an idol that talks back to us, gives orders, and demands sacri-
fices; wh:.r the "prnp:.ga‘r.t:d' image ol an object is so efficacious for propaganda, so
fecund in reproducing an infinite number of copies of itself. It helps us to see why
vision is never a one-way street, but a multiple intersection teeming with dialec-
tical images, why the child’s doll has a playful half-life on the borders of the animate
and inanimate, and wh:,r the fossil traces of extinct life are resurrected in the
beholder’s imagination. It makes it clear why the questions to ask about images are
not just ‘what do they mean?’ or ‘what do they do?' but "what is the secret of their
vitality?” and ‘what do they want?*

Showing seeing

| want to conclude b:r reﬂacﬁng on the tli.':-l::iplirur}' location of visual studics. | hupr:
it's clear that 1 have no interest in rushing out to establish programs or riepartmr:ma.
The interest of visual culture seems to me to reside precisely at the transitional
points in the educational process — at the introductory level (what we used to call
‘Art Appreciation’), at the passageway from undergraduate to graduate education,
and at the frontiers of advanced research.”’ Visual studies belongs, then, in the
freshman year in college, in the introduction to graduate studies in the humanities,
and in the graduate workshop or seminar,

In all of these locations [ have found it useful 1o return to one of the earliest
pedagogical rituals in American elementary education, the ‘show and tell” exercise.
In this case, however, the object of the show and tell performance is the process of
seeing itself, and the exercise could be called “showing seeing.” I ask the students
to frame their presentations by assuming that they are ethnographers who come
from, and arc reporting back to, a society that has no concept of visual culture,
They cannot take for granted that their audience has any familiarity with everyday
notions such as color, line, eve contact, cosmetics, clothing, facial expressions,
mirrors, glasses, or voyeurism, much less with photography, painting, sculpture or
other so-called ‘visual media.” Visual culture is thus made to seem strange, exolic,
and in need of explanation.

The .u.u'gnrn:nt 15 ﬂmmughl}' pmdn:im], of course. The audicnce does in fact
live in a visible world, and yet has to accept the fiction that it does not, and that
everything which seems transparent and self-evident is in need of explanation. |
leave it to the students to construct an enabling fiction. Some choose to ask the
audience to close their eves and to take in the presentation solely with their cars
and other senses. They work primarily by description and evocation of the visual
l‘]iruugh Ianguag: and sound, l‘.u:l].ing ‘as,” rather than *and’ shuwing- Anather ﬁtrah:gzr
is to pn‘.:tl:m:[ that the audience has just been Frnvir]r.d with prnsﬂ'br:tic visual organs,
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but do not yet know how to see with them. This is the favored strategy, since it
allows for a visual presentation of objects and images. The audience has to pretend
ignorance, and the presenter has to lead them toward the un[lr.rﬁl‘..inrll'ng of 1:]1ing.-i
they would ordinarily take for granted.

The range of examples and objects that students bring to class is quite broad
and unpredictah]c- Some t]1ings ruulim_'l_}' appear: u:,'r:-glas.ii::!-i are favorite nhjcrtq of
explanation, and someone almost always brings in a pair of *mirror shades’ to illus-
trate the situation of “seeing without being seen,” and the masking of the eves as a
COMMOon strategy i a visual culture. Masks and {|:iﬁgui5|:5 maore grntral]}' are popu-
lar props. Windows, binoculars, kaleidoscopes, microscopes, and other pieces of
optical apparatus are commonly adduced. Mirrors are frequently brought in, gener-
ally with no hint of an awareness of Lacan’s mirror stage, but often with learned
expositions of the optical laws of reflection, or discourses on vanity, narcissism, and
self- Ia:sl'llm'llhg Cameras are often exhibited, not just to explain 'r]'li:'lr “:}rlcmgr. but
to talk about the rituals and superstitions that accompany their use. One student
elicited the familiar reflex of ‘camera shyness’ by aggressively taking snapshots of
other members of the class. Other presentations require even fewer props,
sometimes [ocus :Hr‘u:::tl!:r on the |1-|.rr]}'-imag{_' of the presenter, h:.r way of attention
ity clurhing, cosmetics, facial eXpressions, gestures, andd other formsz of ‘I_h::d:,'
language.” | have had students conduct rehearsals of a repertoire of facial expres-
sions, change clothing in front of the class, perform tasteful (and limited) evocations
of a striptease, put on rmk::—u]:: {one student put on white face Paint., r]{'sﬂ'il}ing his
own sensations as he entered into the mute world of the mime; another introduced
himsell as a twin, and asked him to p-untlr:r the Flﬂi!-ii'h'lllit_!_.' that he might he his brother
impersonating himself; still another, a male student, did a cr:}ﬁﬁ-dr{:sﬁing perform-
ance with his girlfr'lr:n:] in which TJ'II.'."\-‘ asked the question of what the difference is
between male and female transvestism). Other students who have gifts with per-
formance have acted out things like blushing and crving, |::ading to discussions of
shame and self-conscousness at hL:ing SCTH, inxnluntar\r visual responses, and the
importance of the eye as an expressive as well as receptive organ. Perhaps the sim-
plest ‘gadget-free’ performance | have ever witnessed was by a student who led the
class through an introduction to the experience ol “eve contact’ which culminated
in that old first-grade game, the “stare-down’ contest (the first to blink is the loser),

Without question, the funniest and weirdest show and tell performance that |
have ever seen was b}' a young woman whose ‘prop’ was her nine-month-old baby
boy. She presented the baby as an object of visual culture whose specific visual attrib-
utes (small body, large head, pudgy face, bright eyes) added up, in her words, to a
strange visual eftect that human beings call ‘cuteness.” She confessed her inability to
prhln cuteness, but Elrguul that it must be an iml:lurta.nt aspect of visual culture,
because all the other SENSOry -ugnal"i gnr:n off I'.H. the I'.hﬂ.l'.l'l. — smell and noise in
particular — would lead us to despise and pmhah]m kill the object producing them,
if it were not for the countervailing effect of *cuteness.” The truly wondrous thing
about this performance, however, was the behavior of the infant. While his mother
was ma.king her serious pr:ﬁ:nta'r_inn, thi hal:r}' was wiggling in her arms, mugl'ng
tor the audience, and responding to their laughter — at first with fright, but gradu-
ally (as he realized he was safe) with a kind of delighted and aggressive showman-
ship. He began ‘showing off” for the class while his mother tried, with frequent
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interruptions, to continue her “telling” of the visual characteristics ol the human
infant. The total effect was of a contrapuntal, mixed media performance which
stressed the dissonance or lack of suturing between vision and voice, showing anil
telling, while demonstrating something quite complex about the very nature of the
show and tell ritual as such.

What do we learn from these presentations? The reports of my students suggest
that the ‘showing seeing’ performances are the thing that remains most memorable
about the course, long after the details of perspective theory, optics, and the gaze
have faded from memory. The performances have the effect of acting out the method
and lessons of the curriculum, which is elaborated around a set of simple but
r:xtrtm:l:.r difficult questions: What is vision? What iz a visual im-il.gr? What is a
medium? What is the relation of vision to the other senses? To language? Why is
visual experien['e S I:raught with mxint}r and ranta.-:}'? Does vision have a histur:r'?
How do visual encounters with other people (and with images and objects) inform
the construction of social life? The performance of “showing seeing’ assembles an
archive of practical demonstrations that can be referenced within the sometimes
abstract realm of visual theory. It is astonishing how much clearer the Sartrean and
Lacanian ‘paranoid theories of vision” become after you have had a few performances
that highlight the aggressivity of vision. Merleau-Ponty's abstruse discussions of the
dialectics of seeing, the ‘chiasmus” of the eye and the gaze, and the entangling of
vision with the ‘flesh of the world," become much more down to earth when the
spemmrfspﬂmd: has been visibly embodied and performed in the classroom.

A more ambitious aim of '3huwing :i:*-r:ing1 is its p-nt::ntl'.ﬂ as a reflection on
theory and method in themselves. As should be evident, the approach is informed
by a kind of pragmatism, but not {one hopes) of a kind that is closed off to specu-
lation, experiment, and even metaphysics. At the most fundamental level, it is an
invitation to rethink what thmri?_i:ng 15, to 'pictun: ﬂ'rr_'ur}" and 'Fq:rrurm t!l'mur}-' A%
a visible, embodied, communal practice, not as the solitary introspection of a dis-
embodied intelligence.

The simplest lesson of ‘showing seeing” is a kind of de-disciplinary exercise.
We learn to get away from the notion that ‘visual culture” is ‘covered” by the mater-
ials or methods of art history, aesthetics, and media studies. Visual culture starts
out in an area beneath the notice of these disciplines — the realm of non-artistic,
non-aesthetic, and unmediated or 'immediate’ visual images and experiences. It
comprises a larger held of what | would call “vernacular visualit}" or '{"-'l.‘l'}"'l'l.]:r'
mcing' that is bracketed out h} the {|:i5L1']:|||'m:-5 addressed to visual arts and media.
Like ordinary language philosophy and speech act theory, it looks at the strange
t]:.ings we do while looking, gazing, showing, and showing off - or while hiding,
diml:rnhling, and refusing to look. In particular, it helps us to see that even some-
thing as broad as ‘the imi.gu:' does not exhaust the held of \'J'jll.a.lil}", that visual studies
is not the same 'l:hing as 'imagl,: studies,” and that the study of the visual image is
just one component of the |argi.‘.r field. Societies which ban imagr.:ﬁ {like the Taliban)
still have a rigorously policed visual culture in which the everyday practices of human
display (especially of women's bodies) are subject to regulation. We might even go
so far as to say that visual culture emerges in sharpest reliel’ when the second
commandment, the ban on the production and display of graven images, is observed
most lih:rall}', when seeing is Pru]‘l“:ih:d and ih\'i:il.'hﬂil:r' is mandated,
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One final thing the “showing seeing’ exercise demonstrates is that visuality, not
just the “social construction of vision,” but the visual construction of the social, is
a problem in its own right that is approached, but never quite engaged by the tradi-
tional disciplines of aesthetics and art history, or even by the new disciplines of
media studies. That is, visual studies is not mr.rc:]:.' an 'indiﬂ.ciplinc' or dangemus
supplement to the traditional vision-oriented disciplines, but an “interdiscipline” that
draws on their resources and those of other disciplines to construct a new and
distinctive object of research. Visual culture is, then, a specific domain of research,
one whose fundamental principles and problems are being articulated freshly in our
time. The .f-h::l-wing seeing exercise is one way to accomplish the first step in the
formation of any new hicld, and that is to rend the veil of rmiliaﬁr}' and awaken
the sense of wonder, so that many of the things that are taken for granted about
the visual arts and media (and perhaps the verbal ones as welly are put into ques-
tion. If nothing else, it may send ws back to the traditional disciplines of the
humanities and social sciences with fresh eyes, new questions, and open minds.

Notes

1 1 am grateful to Jonathan Bordo, James Elkins, Ellen Esrock, Joel Snyder, and
Micholas Mireoell lor their valuable comments and advice.

2 For anyone interested in my previous stabs at them, however, see “What is Visual
Culture?” in Meaning in the Visual Arts: Essays in Honor :‘rfﬂrr.in Fﬂr].:hrﬁi:__r's 1k
Birthday, ed. Irving Lavin (Princeton: Princeton University Press, 1995) and
"[Illtf:liaiplinuiw and Visual Culture,” Art Bullerin 77: 4 (December 1995),

i space FLTI'.I.'III:lEd I would insert here a rather Inngﬂn footnote on the many
kinds of work that have made it possible to even conceive of a hield such as uml:
studics,”

4 This paper was hrst writien for a conference on “Art History, Aesthetics, and
Visual Studies,” held at the Clark Institute, Williamstown, Mass., in May 2001,
For a discussion of the peculiar distancing between Visual Studies and Cinema
Studies, see Anu Koivunen and Astrid Soderbergh Widding, “Cinema Studies into
Visual Theory?” in the on-line journal fatroduction, at http:/ / www utu.fi /hum/
etvtiede / preview . html. Other institutional formations that seem nuuh]}' excluded
are visual anthropology (which now has its own journal, with articles collected
in Visualizing Theory, ed. Lucien Ta:r'lnr (New York: Rnutl-edge. 1994, cognitive
sCienoe {]'u'ghl:r influential in contemporary flm studies), and communications
theory and rhetoric, which have ambitions to instal visual studies as a component
of intrn-rlucmr_'!.' m|lpg|:'-lm':~1 writing programs

6 In Vision and Visuality (Seattle: Bay Press, 1986).

7 See Crow's response to the questionnaire on visual culture in October no. 77
(Summer 199G,

8 For a masterly study of art historical mediations, sce Robert Nelson, “The Slide
Lecture: The Work of Art History in the the Age of Mechanical Reproduction,’
Critical Inguiry 26: 3 (Spring 2000).

9 I'm alilmti.ng here 1o a lecture entitled 'Sira'lghi Art hislur}" given b} 0K,
Werckmeister at the Art Institute nl'{:_'hil:'a.gn several vears ago. I have great respect
for Werckmeister's work, and rr.gard this lecture as a n:'gmttahlr '|.1p3e from his
usual rigor.
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SHOWING SEEING: A CRITIQUE OF VISUAL CULTURE 101

See Derrida, “The Dangerous Supplement,’ in Of Grammatology trans. Gayatri
E.F-i\':k i Baltimore: !-nhm anlcins University Press, 1978).

For further discussion of the convergence of painting and language in the written
sign, see ‘Blake’s Wondrous Art of Writing,' in Picrure Theory (Chicago, 1994).
Jay, Downcast Eyes; Mitchell, leonalogy.

A phrase that appears in the October questionnaire on visual culture,

This defining moment had been rehearsed, of course, many times by art histo-
rians in their encounters with literary naivete about pictures. One of the recurrent
rituals in teaching interdisciplinary courses that draw students from both litera-
ture and art history is the moment when the art history students “set straight” the
literary folks about the non-transparency of visual representation, the need to
understand the Imguagqs of gesture, costume, L'umpusl'lima] arrangement, and
iconographic motifs. The second, more difficult moment in this ritual is when the
art historians have to explain why all these conventional meanings don’t add up
to a Iinguistic or semiotic decoding of pictures, why there is some non-verhaliz-
able .uu'plu: in the image.

See Norman Bryson, ‘The Natural Attitude,” chapter 1 of Vision and Painting: The
Logic of the Gaze (New Haven: Yale University Press, 1983).

See Barthes, Camera Lucida, New York: Hill & Wang, 1982,

A New ]1:::!1:}' of Vision {1709},

Lacan, ‘The Eye and the Gaze,' in Four Fundamental Concepes of Psychoanalysis (New
York: W.W. Norton, 1977), 91.

Bryson's denunciation of ‘the natural attitude’ which he sees as the common error
of ‘Pliny, Villani, Vasari, Berenson, and Francastel,’” and no doubt the entire
I'I.'IHtI;J-I"}' of image theory up to his time. Vision and Painting, 7.

I owe this Pl’pn.u: to Michacl Taussig, who dcwlupﬂi the idea in our joint seminar,
*Vital Signs: The Life of Representations,’ at Columbia University and NYU in
the fall of 2000,

I am echoing here the title of James Elkin’s recent book, The Domain of Images.
See the discussion of Lessing in lconology, chapter 4,

Picture Theory, chapter 1.

See Jose Saramago’s marvelous novel Blindness (New York: Harcourt, 1997),
which explores the premise ol a socicty 5ul:|dt:n|3r plungcl:l inlo an ::Fid::mir; of
blindness spread, appropriately enough, by eve contact.

See Picture Theory for a fuller discussion of the claim that ‘all media are mixed
media,” and espedially the discussion of Clement Greenberg's search for optical
purity in abstract painting, Indecd, unmediated vision itself is not a Pun‘:ly ::lpu'n]
affair, but a coordination of optical and tactile information.

*What do pictures want?' Ocober no, 77.

It may be worth mentioning here that the hrst course in Visual Culture ever
offered at the University of Chicago was the “Art 1017 course | gave in the fall
of 1991 with the marvelous assistance of Tina ‘:’arlmnm.gh.
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CONVERSATIONS IN VISUAL
CULTURE!

Questioning the question: What is it?

HAT 1S VISUAL cuLTurEe? Such a question is complicated by the enor-

mity of what visual culture can be understood to entail. After all, both the
terms ‘visual' and Cculture” have the pntr:ntia| to Cover an a]rc'al:l\' broad amd
extending diversity of experiences. In this instance, it is neither mapprupnah_ to
cite Martin Jay's observation that: ‘Anything that can imprint itscll on the retina
has seemed fair game lor the new paradigm, which prides itsell on its democratic
inclusivity” (1996: 42); nor is it inappropriate to cite Raymond Williams' renowned
maxim that: 'Culture is one of the two or three most complicated words in the
F,ng]i!h language” (1976: 87). The expansiveness of these two terms is testament to
the «:lj-'nami.::s that have come to characterize two major conversations that we
perceive to currently dominate the discourse of visual culture. For both proponents
of and antagonists towards visual culture, these conversations revolve around the
nnmlng:.' of visual culture. The first conversation pertains to its dehnition. The
second concerns its status.

With regards to the question “What is it?’ — on which the first conversation
hinges — a series of questions have been asked: Is it a subject? Is it a discipline? 1s it
an Dhjl.‘{'t? Is it a held? Iz visual culture an arena or an arca? These quc—sti::ma. are
born of the NeCessary but dubious ]JII.'E!'FLIFL'E of definition, of _aulcing a claim to know-
l{:-[lgﬂ pall::mr:-tl after the drive to Ela.ﬂﬁil‘l'.}', I]'l'l.'nl:il'l.g the question, ‘What is it#' may
be thought of in at least three ways. First, it may simply express a practical interest
which asks: How is visual culture to be identified’? What are its composite parts?
How does it account tor itsell? It says: I am interested in this t]'ling called wvisual
culture. Second, the question “What is it?' resonates with a more sinister tone. It
plays a notable part in the historical treatment of persons who have not conformed
to sexual or L'L'J"Itil.‘l‘ normative standards, as well as racialized discourses that have
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called the humanit}r of various individuals into question, For :::-timpll:, a-r_'i:l.:ril:ing Lo
James W. Cook ]r's analysis of P.T. Barnum’s ‘What Is It'#" exhibition, Barnum
used the term ‘nondescript’ to advertise his infamously dehumanizing display of
an African American man marketed as a missing link. William Hunt‘:r Jehnson, who
for decades Fl:;l.}rcd Barnum’s *“What Is It?", was offered up as a liminal space over
which the nation’s qm-nﬂii:ting :iclmlngk:ﬂ dur'mg the late antebellum and Reconstruc-
tion eras could be voiced without any clear reference to US slavery. In short, “What
is it?" is, in this second sense, hardly an innocent question. It can cither point to an
entity, that has not vet been classificd, that fails to confirm existent categorizing
impulsﬂ, or that achieves “the most liminal sense of resisting classification, or strad-
dling descriptive boundaries’ (1996: 147). This last point offers something other
than the delimiting restrictions that one might first expect from the practice of clas-
sihcation, As Michel Foucault Fulntud ol Iung aga inn The Order qll'- Thjnﬂs and The
Archacology of Knowledge as well as elsewhere, it is the clashing practice of organizing
knowledge itself that puts the structure of knowledge under pressurc,

This leads us to our third engagement with the question, "What is it?", which
is where we would like to h-cgin our intervention into these debates. !'ip-ui:i.lical]}',
how ought we to extricate ourselves from a potentially counterproductive onto-
logical colossus while maintaining its myriad possibilities? Simply stated, we would
like to pose the question *What is it?" differently. We propose that the question
may be asked from an epistemological rather than an ontological perspective. Such
a shift involves drawing on the conversations surrounding visual culture’s ontology
to create an l:lpr.:m'ng., an cngagcmr:nt with the quu.-:li{}n as a moxde of H-]J-L"L'l.l].-ﬂl.i\-'l.‘.,
self-reflective cpigtrmnlug;nr. As an r.piﬂtt,:mn]ngi::'al question, “What is it?" involves
not an answer, but an interrogation of the query itself as it pertains to the forma-
tion of visual culture.’

To a certain extent, the work of dclimiﬂng visual culture has |ur|g been under
way since the expansiveness associated with the term exerts a generative influence
on the second conversation we have identihed: its status. This second, more prac-
tical and institutionally minded conversation asks: Where does it go? Or more
specifically, where is the study of visual culture to be housed, and how? From a
different .angit:, where nught not and is not visual culture hq:ing allowed to dwell?
The conversation around visual culture’s status is primarily a matter ol discipli-
narity, of location — that is, of belonging. So where does visual culture belong given
that the disciplines with which it has been associated — such as art history, media,
hlm, architecture, and cultural studies — entail distinct histories, methodologies,
formal interests, archives, and modalities of engagement? In addition, materially
speaking, these disciplines do not generally share funding, space in the university,
or even publication forums.

Where visual culture is located I'I'Ijli'tuliut'lill}-' has been and argu.ahl:.-‘ will
continue to form the basis of its constitution as an academic discipline or ficld of
studlr — which does not limit what visual culture might he able to do. F't'nplr in the
disciplines with which visual culture is associated do not always sce eve to eve either
with each other or with it. Indeed, they need not. Rather than accepting this poten-
tial impasse, perhaps visual culture can best be conceived of as a district within which,
currently, a number of disciplinary interests reside. Anyvone familiar with the work-
ings of US and UK education or voting districts {or bumughs-} is= aware of their
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frequently shifting [:!a:‘z|l‘t'|||.'l::t‘s.1 Formed for various political purposes, districts are
a means of managing the administration of groups that may ke, t]mugh are often
not, hnmngcnnu': H.Ithnugh such groupings may coincide with established commu-

nities, and may from time to time promote the emergence of community, they need
not be based on L‘UI‘I'IT'I'I'LII:'IIT.'I. In the district of visual L11|tl.:|rL W are nmghburs

Somc nmghl'mr-: are friends, am‘l to the rest it is worthwhile to be civil. Within this
metaphorics, visual culture can be considered an epistemological district. An epis-
temological district would be an approach to the production of relational visual
knuwludgus hr:}ug]'ll: 'tngc:ﬂu:r to meet the needs of its di..q:;'lp]i.nar}' constituents, It
is thus not based on an attempt to classify objects that are properly the domain of
visual culture,

Cmne might be inclined to argue that the last thing visual culture requires is addi-
tions to the I'ray of terms that are lH:ing contested under its mame. However,
following Williams's trajectory in Keywords, one is confronted with the question of
what, more than vocabulary, can we bring to the practice of defining anything, much
less w0 H]il::pl:r].r and seductive an cnt'lt:.-' as visual culture, This said, our additions to
the strategic vocabulary currently in place to address visual culture are the afore-
mentioned use of the term district, and the forthcoming discussions of articulation
and archives as a means of considering some of the circumstances that inform the
r:}mplrx constitution of visual culture tm‘[a:r.

District, articulation and archives

A suggestion: visual culture can at this tumultuous moment in its history and ever-
increasing institutionalization and formalization, continue to learn a great deal from
other cross-disciplinary programs and fields currently districted within the Western
academy. Ethnic, disability, African-American, queer, gender, and espedially
cultural studics offer visual culture ways {rf:atl cpisturnn!-ngir.s}, in addition to those
already historically specific to it, to critique the disparate range of subjects related
to, emanating from, and working through the broadest possible notions of visuality
anedl visual culture.

Cultural studies is F-!'I"r'll].tgl."d here because of its Frm‘ruq.m-;:ud position as one of
the main disciplines against which visual culture is being defined — art history being
another (and this too will soon be discussed). Cultural studies is called upon to high-

light the emergence of visual culture as a site for cross-disciplinary analysis. This
has recently been noted in texts by Mirzoefl (1999), Evans and Hall {IH‘H}
Sturken and Canunght {2001). Our understanding of visual culture is to some
extent contingent upon this relationship with cultural studies, and it is one from
which we draw EI"E'L']}'-

To this end, Stuart Hall's interpretation of ‘articulation’ is {:m]_::lu_fcd in a consid-
eration of how and what visual culture can learn from cultural studies, In our attempt
to articulate visual culture we proceed not to ask how visual culture resembles cultural
studies, but rather how visual culture articulates its many diversified helds of vision
].I'H.'I 'II“.I.BI “fﬂ"]l'lﬁ- [ﬂ mmlmng 'l]'llﬁ- Wi ﬂl'.l].\" Cver 'iuggcst l']'li.T. :i]frl.‘rcn'l: Idl'."iﬁ
objects, and practices can be utilized to make connections within visual culture,
Hall adopts the process of articulation to enable a complex discussion of the dynamic
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between hfgu:lm:-n'iq' andl L'mmwr-hq‘g-:nmuit structuring iof iflrnlng?.' that neither
reduces the m:n:ju-|:|-u|:itj1.'u] :i|:|-}11.'rr: to the level of discourse nor subsumes it to the
h.lnall't}' of economic overdetermination. EFiﬁlL‘mUIuEL‘E]I}', articulation dh‘rrgl‘:ﬁ
from the bias that pri'l.'ilr cs the E.nting as somchow more important and more real
than transitory or :ph: moeral unities, Hall most -:Ira.rlr demonstrates this is in an
interview with Lawrence hrmhlu‘rg entitled *On I’u.r.lmm{{ rnism and Articulation.’
He suggests that the F.nbhr.h e .]nlngu of the term “articulation’ refer to both a prac-
tice of uttering or speaking mmrlhing, and a very material torm of connection
as in an articulated Jurr_".' ithe n:iatium:hip between a truck and its detachable load).
The concept thus involves a sense of the productivity of language as related to
material circumstance — and the a -i|il_1.' andd Hli'l"t:i]'l.gnl:‘i.li of both. As Hall states:

An articulation is thus the form of the connection that can make a unity
of two different elements under certain conditions. It is a linkage which
5 mot necessary, determined, absolute and essential for all tme. You
have to ask, under what circumstances cen a2 connection be Fnrgi:tl or
made? [ . ] Thus, a theory of articulation is both a way of understand-
ing ]'m'n quu]uEu.aI elements come, under certain -:umlltmn:-:, to cohere
tr:-grthrr with a discourse, and a way of :J_Iilc:ing how I_hr:}' do or do not
become .].rtin;'ul.]!ﬁl, at -;p-u.m'il"u' conjunctures, to pnhriral ﬁuhir‘ctr.,
{(Grossberg 1996: 142-3)

By taking Hall's approach to articulation and translating it into a discussion of visual
culture, it becomes |:|-u:'i:~=i.h]1: to maintain that visual culture I:Ju_ghr. not be under-
stood as merely an arbitrary formation. Visual culture is in large part a discursive
construct, vet its discursive parameters have a complex history that is based on
more than the material circumstances of its existence within institutions nrganm'd
along strict rather than fuidic disciplinary lines. In terms ol a discussion of
visual culture, articulation provides a way of acknowledging the consequences
of what arc often strategic and transient inl:‘nliﬁt'ip]inar‘r alliances and cross-
identifications.,

Articulation s a concept that we consider to be p.lrli:'ul.lrh‘ .'iu:itahlr ]'H‘TI'I.H]'!'-i
necessary, to a discussion of visual culture. Our suggestion is not unique. Articula-
than is a word already used to discuss visual culture. For example, Irit Rogofl writes:

‘If ferminist deconstructive w riting has long held the place of writing as the endless
-.Implar.t'mr:nt of meaning, then visual culture PH:\[[IL‘. the visnal articulation of the
continuous l.ll:-i]'rla-;'rnwn'l of meaning in the held of vision and the visible” (1998:
15, italics added). Hall also takes great care to l_'xpli:'atl: his use of articulation as a
process of |m1:agr wherein the connections made are historically located, transi-
tory, and non-essentialist. The epistemological tools offered by Hall’s ‘articulation’
and linkage” and Rogofl’s “displacement of meaning” can lead to an interrogation
of the ways in which new knowledges are formed for visual culture. As a prelude
to such a step, one should ask if the conjoining of these tools is viable and uselul.
If so, then what are the cffects of these linkages and displacements in the practice
of .1rti{'u|:|.lin1_:: visual culture’s ¢|',|-i'-;tq~m-r:]ngir;|] districts? One pmsihh: elect is the
way in which the concept of ]1n|r..1g-. allows us to transform the question which
haunts the present debates on visual culture from, What elements are enveloped
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under the auspices of visual culture? to the discursive question of, What allows for
a sense of hq:l::rung::nus unities to be achieved from such an articulation?

Hall purports that in order to make an articulation, one has to ask *under what
circumstances can a connection be f{:lrg::tl or made?" {ﬂrnﬂhﬂ:rg 1996; 142). Within
the academy, the conditions al}-l:r:tmg visual culture result from its location and the
rubric undcr which it is welcomed. We have put forward the ‘district’ metaphor
rather than ‘arena’ or “housing” because a district is neither lasti ng nor consistent.
Moreover, it does not I'I'lll'i.I!'I.'ii.{ZH]I}" posit a community. A district is not imperm-
eable and concrete, but loosely organized according to various ideological shifts.
Earlicr we suggested that the broadest possible notion of the visual be implemented
when rliﬂtrin'ing visual culture; and it is now time for that earlier proposition to be
trana-pnscl.'l into this present discussion of articulation.

On the one hand, we are left to consider how investigations of visual culture
and inquiries into the visual ought not to function in a limiting capacity; one that
returns to the habitual act of a bounded and finite ficld. (Although, it must be
noted that the “disciplining’ of visual culture will inevitably lead to such demarca-
tions, even within an interdisciplinary framework.) To conceive of visual culture
as confined to a static disciplinary regime is to impose restrictions, To district
visual culture according to a specific medium or to center it exclusively on a
thematics, such as a concern for consumption over production of the image, circum-
vents certain possibilities. On the other hand, one has no difficulty expanding even
Jay's elastic, *Anything that can imprint itself on the retina,” to include the more
abstract and metaphorical uses of the visual and its related historical concept of
vision, as well as their impact upon social and suhj{'c'ﬂvc' formations. The ngihle
benefits of a broad usage of “the visual” are not a priori determined by what already
counts as visual culture, but by how something becomes, and is articulated as visual
culture,

On this question of history, the October “Questionnaire” on visual culture, for
example, worries over an elision of ‘the model of history” within visual culture,
and its replacement with ‘the model of anthropology’ (Ocober 1996: 25). The
"‘Quiestionnaire’ warns against this shift from an historical to a more cultural model
of understanding social and subjective formation ]a.rglrl}' derived from the perspec-
tive of a.nl]'lmj:mlug:.'. The most important stake in such a shift, one that is not
necessarily rendered apparent in the questions, is the relationship of culture to
history. To return to Williams's definition of ‘culture’ in Keywords, our contempo-
rary use of the term is a modern invention of the late {-ig'htc'l:nth and nineteenth
century. If we recognize Williams's historicization of culture, and relationship to
history, then the name of visual culture already speaks its reliance on history,
However, if history is not acknowledged as an integral component of any discus.
sion of culture, visual or otherwise, then it would be invaluable for visual culture
to put forth a concept of history that precedes and parallels the modern construc-
tion of the notion of culture, as well as any investigation of culture, Here, art
histm‘}', with its reliance on hjjlur_y, and its 'th:rrngatirm of its own understand-
ing of history, becomes a toolbox from which to borrow concepts of history and
historiography for visual culture, Depending on where one wishes to borrow, history
is of utmost importance and necessary to visual culture, It allows fertile analysis of
vision and visual representation within an historical framework. The districting,
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articulation and archives of visual culture depend upon historical investigation for
1]llﬁit'mu|{:lgua|! and En extension, uutulugu.a] n'I:Lg{JI.:aT_L{Jn-

To develop this suggestion, a discussion of archive is required. Jacques Derrida,
for instance, and Walter Benjamin, h:l:gi‘ru':] Kracauer, ."I.h}' W ;lrhurg and Michel
Foucault belore him, have considered the pruHurna:ic ol the archive in ways that
can enable an articulation of the districts of visual culture, its linkages and displace-
ments. In Archive Fever, Derrida formulates the dua]ir.:.' of the archive as both a
commencement in “the physical, historical or ontological sense,” and the place of order
and jurisprudence in which laws find ‘consignation’ in a heterogeneous 'tﬂpi}lﬂgj'l
(1996: 2-3). For our purposes, the archive becomes a strategy for recognizing the
mobile structures of visual culture as pmﬁihili‘lr Il visual culture functions as an
archive, heterogeneous visual consignations are structurally, discursively, legally,
historically, materially, and nnmlngu'alh determined and mrrtlcttrmmrrl. They
adhere to and resist their disciplinary habitats, thereby articulating and :iletrmmg
new know l("{ILL!l Each encounter with an archive reanimates it chﬂ'n:'n*nt]'l.-

To unify according to the structure of archives and articulation forces a plurality
of linkages across disciplinary boundaries. This does not entail a “free-for-all.” Visual
culture’s propensity to lorm links across these boundaries raises the lollowing ques-
tions: What happens to the boundaries crossed? Relatedly, can they be maintained:?
At another level, what happens to the knowledges and methodologies within those
boundaries? Borders that are traversed are transformed. The intersection of bound-
aries constitutes a form of union, which as Hall sugpests, rt*:'nnﬁgun's how the
disparate elements can be known, Kn-r:!.'.'h*dgc.-c. may be lost: new knnwlvdgl: may
be created. What warrants an articulation is the recognized, if not habitual bound
aries, that are discombited, overcome, and transformed anew, Therefore, visual
culture is concerned with {Ii.ﬁtri-.'ling aml ar:‘hiring L'nntingtnt an:l hrl:‘rng-:nfuu.-i
gatherings, and the mutations resulting from such consignations. Visual culture has
the capacity to be articulated and |J-r.au.'lin;1':] within and between existing :]i!-i::iplin:lr}'
boundarics.

Visual culture cxists. We :s.r.u'ak of it. We participate in it. To articulate, district
and archive visual culture is to enunciate the connections that it has generated and
generates, with an eve towards the contingency that was and is both its limitation
and it= condition of puwilrilit}'. Hur-.-l‘v for the moment, it is not so much what visual
culture is, but rather what it can be enabled to do that matters

Notes

l The four of us come from a flm studies program; a school of art, publishing and
music; a school of art, film and visual media; and a department of literature with
a cultural studies component. It is in bringing l.c:ugfl_hrr these tairly diverse ficlds
of ﬂu:lx that we suggest visual culture may be considered via the conversations
that take place around it, and that it can generate between and within disciplines,
2 Prior to answering the question “What is visual culture?”, it is useful to note the
problems associated with its naming, The difficulties in naming are illustrated by
twa very different takes on it: Michael Ann |[IZJ]|'|-'I"E in'l:*rrnga‘l:i:m “What docs
visual tulturr study? (1996: 405: and Geoff Waite's separation of "visual studics
{our subject) |a.r|l.ﬂ visual culture {our object)’ (1996: 63). One of the interesting
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points about this example is the fact that visual culture is hi:fing used both as a
noun — an object of study — and as a verb — the practice of studying. This careful
and intentional use of the term visual culture is testament to the Pruhlcmarit_' af
naming a difference. Often this difference appears as a slipl:ugr: and intcrchangf:-
ahi]it}' between the names visual culture, visual studies, and visual cultural studies
{which may also be included in this grouping). Both of these situations highlight
an ontological crisis of nomenclature associated with visual culture.

i We acknowledge the danger of comparing a suspect political process to the work-
ings of the i.L'a.l:I-EI'.I.'I}'. However, a sensitive use of diﬁlrirl.i.ng and its practices may
still produce worthwhile if unexpected epistemological gains,
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Introduction to Plug-in theory

- Nicholas Mirzoeff

HE INTENT OF THIS SECTION of the Reader is to add a range of often-

cited theoretical materials to back up the longer excerpts and essays in other
sections, though it can also be read in its own right. I have tried to pick some key
moments in the thearization of visual culture that can be ‘plugged in® to other read-
ings. These clips are on the whole much shorter than elsewhere, although | have
added some of the materials from the first edition of the Reader to this section.

. Descartes’s theory of optics is the visual dimension to what has so often been
referred to in recent critical work as the Cartesian self. It is included here,
then, not so much as a gesture to the history of optics but as a still active
part of contemporary critical discourse. Descartes’s work was both more skep-
tical of vision and placed more reliance on it than that of his classically trained
predecessors.,

. Marx is back in vogue these days, being cited in the New Yorker magazine
and Wall Street Journal as an early prophet of globalization. The notion of
commodity fetishism that Marx introduces here is certainly indispensable to
consumer culture. Arguing that our desire for commodities is not connected
to their usefulness, Marx defines them as ‘sensuous things which are at the
same time suprasensual or social. In the same way, the impression made by
a thing on the optic nerve is perceived not as a subjective excitation of the
nerve but as the objective form of the thing outside the eye.” Visual culture,
then, transforms the physical into the social. By contrast, the commodity-form
- what we see in advertisements or on the shelf — generates its own autonomous
life, entering into relations both with other commaodity-forms and with people.
This unreal relation that is nonetheless ‘inseparable from the production of
commaodities’ is what Marx called fetishism.
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. Fetishism is not a neutral term. Long before Marx’s appropriation of the term,
Europeans had called African religion ‘fetishism,” meaning by this a deroga-
tory (and inaccurate) description of the supposed African belief in the powers
of inanimate objects. The long history of slavery and colonialism that produced
such attitudes genmerated W.E.B. Dubois’s famous concept of ‘double-
consciousness.” That is to say, writing as he was in the first years of the
twentieth century, Dubois perceived that the African American was regarded
as a "problem’ by his *‘white’ peers. This ‘color-line’ created what Dubois called
a 'second sight’: ‘1t is a peculiar sensation, this double-consciousness, this
sense of always looking at oneself through the eves of others ... One ever
feels his twoness, - an American, a Negro.” The color-line was visualized as
a social fact and became one that Dubois rightly predicted would be one of
the key problems of the century.

. The two-fold nature of looking described by Dubois was later theorized as the
‘gaze’ by the psychoanalyst Jacques Lacan. Although his work was extremely
controversial in clinical psychoanalysis, Lacan's theories have had enormous
influence in visual culture. Lacan argued that all seeing is the intersection of
the gaze and the subject of representation, that is to say, the viewer: ‘in the
scopic field, the gaze is outside, T am looked at, that is to say, | am a picture.”
The effects of the gaze can be felt in the sensation of being looked at, that
can also be a sexuval or gender surveillance, or the racialized distinction high-
lighted by Dubois. The consequence is 'a fracture, a bi-partition, a splitting
of the being’ from which Lacan draws wide conseguences in terms of philo-
sophical knowledge and gender identification. What we call vision takes place
at the screen, the point of intersection between the subject and the gaze that
becomes a quite crucial *locus of mediation.” These ideas were indispensable
to the formation of film theory in the 1970s, perhaps especially Laura Mulvey's
theory of the gendered gaze in which the *masculine’ actively looks, while the
‘feminine’ is that which is looked at.

. Frantz Fanon was a practicing psychoanalyst from the Caribbean island of
Martinique, then a French colony. His work in Algeria and his personal expe-
rience of the Caribbean were combined in his theoretical work, such as this
excerpt from Black Skin, White Masks. Fanon recalls a moment in his child-
hood when another (white) child calls out to his mother on seeing the young
Fanon: *Look! A MNegro.’ Lacan®s theory of the gare and Dubois’s analysis of
the formation of double-consciousness meet in this moment, emblazoned on
Fanon's memaory. 'Race’ is not inherent but is added to our bodies by the
careful surveillance by others. What is especially chilling about Fanon®s recol-
lection is that it was a child policing the color line, so early are these
distinctions socialized into people.

. Marshall McLuhan's essay *“Woman in a Mirror® uses psychoanalysis to work
on what Marx would have called commaodity fetishism. MclLuhan reads an
advertisement for nylons like a Picasso painting to show that it works on an
unconscious association of the rearing stallion as a sexualized symbaol of *brutal
violation® with the image of the ‘familiar Hollywood Bergman type ... of
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“good girl”. Referring to Ingrid Bergman, star of Casablanca, McLuhan points
out that this technique of juxtaposition permits the advertiser to say ‘what
could never pass the censor of consciousness.” Or at least not in 1951. Qur
current culture considers itself far more sophisticated and mature, ironizing
both the hard sell and the sexualized ‘come-on’ of advertising. But the prod-
ucts themselves still sell rather well.

Roland Barthes used an everyday commaodity to exemplify his analysis of the
rhetoric of the image. He challenged those who saw the image as an “extremely
rudimentary system in comparison with language’ in his reading of another
advertisement, this time for pasta. He describes at least four kinds of sign at
work in the simple image that can variously be described as linguistic or iconic,
In addition to these layers, a third term can be discerned that Barthes called
a ‘message without a code,” the directness of the relationship between the
objects themselves and their representations. At a certain paint, it is neces-
sary to recognize the image as an image. Within the visual image is a structural
split analogous to that between the signifier (pattern of letters and sounds)
and signified {the meaning) in a word. The literal message of the abject’s exis-
tence becomes what Barthes called the ‘support’ for the cultural meanings to
be deduced within it. The literal meaning is thus denoted, whereas the symbolic
meaning is connoted and thereby opens itself to dispute and debate.

In his theory derived from both Marx and Lacan, the French philosopher Louis
Althusser called this process ‘interpellation.” Althusser wanted to guestion the
‘obviousness’ of each person thinking themselves to be an individual subject.
Rather than taking place at some exalted philosophical or religious level,
Althusser argues that it is a social process but one that is constitutive of what
it is to be a social being., He names this interactive category ‘ideclogy’ that
causes us to recognize the “obvious' as ‘true.” When someong comes to the
door and says ‘It's me,” we accept this and immediately find that it is true.
Althusser generates a first principle from this notion that: ‘all ideology hails
or interpellates concrete individuals as concrete subjects.’ This theary of inter-
pellation continues to underwrite much contemporary work in identity politics,
especially in the examination of moments that refuse to be ‘obvious.’
Society of the Spectacle, by the founder of the Situationist International, Guy
Debord, was perhaps the first text to emphasize the visual spectacle of everyday
life in late capitalism. For Debord, ‘all that once was directly lived has become
mere representation.’ The spectacle, as he termed it, was a fallen state, *an
inversion of life.” For all his anger, Debard’s analysis was acute. He saw that
the spectacle was not simply an accumulation of images but ‘a social rela-
tionship that is mediated by images.’ This relationship was global and at root
economic: ‘the spectacle is capital accumulated to the point where it becomes
image.” Read together in the later 1960s and early 1970s, Althusser and
Debord contributed to a revision of Marx’'s critique of capital that was enor-
mously influential on the formation of British cultural studies, especially in
the work of Stuart Hall, Dick Hebdige and Angela McRobbie (to name but
three).
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. The philesophy of Jean Baudrillard has become widely cited in the mass media,
as well as in academic circles, for his prescient evocation of the contempo-
rary moment as being the era of the simulacrum. In Baudrillard’'s view,
representation precedes reality in what he has famously called ‘the precession
of simulacra.’ In this environment the real dissolves into the hyperreal, a
culture in which Disneyland is not a distraction from reality, it is what is left
of reality: it is a question of substituting signs of the real for the real itself,’
Baudrillard consistently enrages his critics by denying the surface appearance
of events, as in his pamphlet *The Gulf War Never Happened,' but his insights
are not so easy to dispose of.

. In her landmark study Gender Trouble (1990), the philosopher Judith Butler
challenged the then conventional view that while gender was cultural, sex was
natural. Rather she insisted that all questions of gendered and sexualized iden-
tity were the product of a certain performance, within a necessarily limited
range of possibilities. Building on the psychoanalyst Joan Riviere's refusal to
‘draw the line between genuine womanliness and the “masguerade,””’ Butler
argues that ‘gender is not written on the body’ but rather is a ‘stylized repe-
tition of acts.’ Through such repetition, gender comes to seem ‘natural” but it
can also be challenged. In the decade since Butler's book was published, drag
has become sufficiently widely accepted that the conservative mayor of New
York Rudolph Giuliani — who in other contexts likes to censor art — jumps
into high heels at every opportunity. Today gender is normally in trouble,
thanks in some considerable part to Judith Butler's work.

. M. Katherine Hayles holds PhD degrees in both science and humanities, placing
her in the perfect situation to analyze the new technological culture. In her
already classic reading of information as culture, Hayles argues that infor-
mation is structured around the alternance of pattern and randomness. It is
important to realize, however, that information can be both pattern and
randomness. What is striking is the interface created by information media,
a complex space in which discursive formations based on pattern and random-
ness jostle and compete with formations based on presence and absence.” Thus
the era of information technology changes both the body of the user and the
means of representation, a connection Hayles calls ‘the virtual body and the
flickering signifier.’
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Chapter 7

René Descartes

OPTICS

Discourse One: Light

T HE CONDUCT OF OUR LIFE depends entirely on our senses, and since sight
is the noblest and most comprehensive of the senses, inventions which serve
to increase its power are undoubtedly among the most useful there can be. And it
is dithcult to find any such inventions which do more to increase the power of EIEhl:
than those uﬂndtﬁul tflu.m.np&:. “l'lll::h I‘huugh in use for :mh a short time, have
alrLa{l} FL"I-LH!I."L:I da gl'["ﬂtl'_‘"!' I'lIJI'I'II'.HZ‘T ﬂf meEw stars ﬂ.T'II!'] ﬂthl:“'l:' sy ﬂh]("[‘tﬁ ahﬂl'l[" [hl:
carth than we had seen there before. Carrying our vision much further than our
forebears could normally extend their imagination, these telescopes seem to have
-Dpfnc'd the way for us to attain a knun]uigu of nature much greater and more
perfect than they possessed . . . But inventions of any L‘nmp]rmh do not reach their
highest degree of perfection right away, and this one is still sufhiciently problemat-

ical to give me cause to write about it, And since the construction of the things of
which I shall speak must depend on the skill of craftsmen, who usually have linle
formal education, 1 shall try to make mysell intelligible to evervone; and 1 shall try
not o omit a.rl:.-'thing, or o assume .a.n];'thing that requires knﬁn'l{*dg{' of other
sciences. This is why 1 shall begin by explaining light and light-rays; then, having
hric-ﬂ:r described the parts of the eve, | shall give a detailed account of how vision
comes about; and, after nuling all the "]‘.I:i]'lg!i which are r:a]:ral'.l]l:. of :ma.]ting vislon
more |:H|:r|'1_'::r.1 I shall show how t]ur.}r can be aided h}' the inventions which 1 shall
describe,

Now since my only reason for speaking of light here is to explain how its rays
enter into the eye, and how they may be deflected by the various bodies thm
encounter, | t'lu:d not attempt Lo say uha.l is its true nature. It will, 1 think, sufﬁn:
it I use two or three comparizons in order to facilitate that conception of light
which seems most suitable for e:]:ulajning all those of its properties that we know
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through experience and for then deducing all the ather properties that we cannot
observe so easily. In this | am imitating the astronomers, whose suppositions are
almost all false or uncertain, but who nevertheless draw many very true and certain
consequences from them because they are related to various observations they
]'I.ul'.l.'l-L ]‘[Id'lL
N{:l l:]nul:l-t Vil ]'l.ﬂ.'l-l I'.l-!d lJ.'IL i I[.”. I._ILl'l.‘LL" {Jr “a]]ilng at I'l.l.gl'll. LN = ruugh g_rt}ul.'ll:]
L0 S Ithuul a ||.Eh|. -E.I'Id I]]'I.{III'I.E |1. ntt‘tmn L0y use & “llﬁ.k imn unl:.r (i ] Euldﬂ. YOS lr
You may then have been able to notice that by means of this stick you could feel
the various objects situated around you, and that you could even tell whether
I.hl."_'l.' Wirre Lrees or sbones or :‘i-a.l'“] or water or gra.!'iri o IT.ILHI oar ﬂ.l'l.-:l L11J'.|1:r Eu::i'l. lhln.g..
It is true that this kind of sensation is somewhat confused and obscure in those
who do not have lnng practice with it, But consider it in those born blind, who
have made use of it all their lives: with them, vou will find, it is so perfect and so
exact that one might almost say that they see with their hands, or that their stick is
the organ of some sixth sense given to them in place of sight. In order to draw a
comparison from this, | would have you consider the Iigh'l in bodies we call “lumi-
nous’ to be nothing other than a certain movement, or very rapid and lively action,
"u'i']'lifl"l Pﬂﬁ!{"ﬁ o Our {"}'I."'ﬁ t]‘lr‘nugh l'hl:" ml"'fl'i'l.ll'l'l. ﬂr t]'lf' air ﬂ.nl.'] ﬁthf"l" rranﬁparf‘nt
bodies, just as the movement or resistance of the bodies encountered by a blind
man PEHT-'L": {8 ] ]'|.|.'1 hﬂnll I}". Imcans HF hl"i- "i-tl.‘Ll;. I]'I :J'I'L IJr".iL FIE'L'L ll'll!'! W |." I}I.'L\ ent '“.".I
from finding it strange that this light can extend its rays instantancously from ‘the
sun to us. For you know that the action by which we move one end of a stick must
pass instantaneously to the other end, and that the action of light would have 1o
pass from the heavens to the earth in the same way, even though the distance in
thl.'1 Case |'1 'IT.I'LII:I'I gn. ater lhﬂl'l lhﬂt I.'?'I'."t'l.".l:‘ll'l thl" lﬂdﬁ ﬂEi "ﬂ'.l.l'.k "J':}T W I]l. "r':}'l.l hnd
it strange that by means of this action we can see all sorts of colours. You may
perhaps even be pn'p.lrwl to believe that in the bodies we call ‘coloured’ the colours
are nothing other than the various ways in which the bodies receive light and reflect
it :I.galnil' QT o 'H.'"‘i- 1': (¥ I'lﬂ"u'l." :}nl‘.- (W] E'ﬂﬂ"i-l{h"r T_h.a.t TJ'l.'I." l:]'l Erl:"l'l Mes a hllm‘l marn notices
between trees, rocks, water and similar things by means of his stick do not seem
an} h.!‘?i L I'“ITI T.]‘Lﬂ.n th‘L {I]JT‘.T‘LTIL'LH- h!.l.“ (5 1] ]‘l.".l 'H.Ilﬂ"i'i gl'-l.l.l:'l J.t'lt] E” tl'l‘. Ulhl‘
I'_'ll'lll:}'l.l.rﬁ secm to us, iﬂﬂ.l "rﬂ.l. ||.'I :II] tl'lll‘ﬂ. ]'H::";]H": ﬂ'l.ll. [I]FI-‘LTl Moes ars TI[]TJ'LU.'IE ﬂid“.'
thﬂn l|:I'|l. ta.‘nnu"i W E"ﬁ"- l:]'l' Moy Iﬂ; LI'I[ "i-t'l{ l;. ar "t rc tlh'l:]ng |t“1 MOovements, iILI'I.Lﬂ." "|-[}'LI
will have reason to conclude that there is no need to suppose that something material
passes from objects to our eves to make us see colours and light, or even that there
is something in the objects which resembles the ideas or sensations that we have of
them. In just the same way, when a blind man feels bodies, nothing has to issue
from the bodies and [rass ﬂ]ung his stick to his hand; and the resistance or move-
ment of the bodies, which is the sole cause of the sensations he has of them, is
m:tl‘ling like the i{||: -as he l'nrml. of them . By this means, your mind will be deliv-
ered from all es flitting thmugh the air, called ‘intentional forms’,'
Y h“.'l'l 10 ] l.}l:l.rL!:-:L '.I'“. Irrlagmilllc}n HI ﬂ'l.l. Fl‘.l:ll{:l:iupl‘.ll:r!i. ‘I’nu "|'|-|" CYen Fl.l'ld It La!'i} Lia
settle the current philosophical debate concerning the origin of the action which

causes visual perception. For, just as our blind man can feel the bodies around him
not only through the action of these bodies when they move against his stick, but
also thmugh the action of his hand when they do nc-thmg but resist the stick, so we
must acknow ]L-'Jgt that the 1.:||I:I:|Ll'.'1.?~ al :ilgl"ll can be PL"[‘ILI.I'ILI:] T un]:. ll}' means of
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the action in them which is directed towards our eves, but also by the action in our
eyes which is directed towards them, Nev l':t“l']"LL]Ls!i because the latter action is
nothing other than light, we must note that it is ’rhunrl c.n!:.r in the eves of those
creatures which can see in the dark, such as cats, whereas a man normally sees only
through the action which comes from the objects, For experience shows us that
these objects must be luminous or illuminated in order to be seen, and not that our
eves must be luminous or illuminated in order to see them. But because our blind
man’s stick differs greatly from the air and the other transparent bodies through the
medium of which we see, | must make use of vet another comparison.

Consider a wine-vat at harvest time, full to the brim with half-pressed grapes,
in the bottom of which we have made one or two holes through which the unfer-
mented wine can flow. NMow observe that, since there is no vacuum in nature
(as nearly all philosophers acknowledge), and yet there are many pores in all the
bodies we perceive around us (as experience can show quite {'ll:;lrh], it is neces-
sary that these pores be flled with some VETY subtle and very fluid matter,
'ﬁhll:.]'l: extends without interruption from the hrau:-nl:. badies to us. Now, if you
compare this subtle matter with the wine in the vat, and compare the less fluid or
coarser parts of the air and the other transparent bodies with the bunches of grapes
which are mixed in with the wine, you will rravrl:il.:.' understand the following. The
parts of wine at one place tend to go down in a straight line through one hole at
the very instant it is opened, and at the same time through the other hole, while
the parts at other places also tend at the same time to go down through these
two holes, without these actions huing imp{'.:]l:'d h:\-‘ cach other or 11:;' the resistance
of the bunches of grapes in the vat, This happc'n_q EVEn thnugh the bunches support
cach other and so do not tend in the least o go down thrnug]'i the holes, as
does the wine, and at the same time tJ'h:}' can ¢ven be moved in many other
ways by the bunches which press upon them. In the same way, all the parts of the
subtle matter in contact with the side of the sun facing us tend in a straight line
towards our eyes at the very instant 1]11::.-' are tlpnmr-tl, without these parts jmpe{ling
each other, and even without their hring impeded ]1:;' the coarser parts of the trans-
parent bodies which lie between them. This happens whether these bodies move in
other Ways like the air which is almost alwa}'s agit.atr::l ]::}' some wind — or are
motionless — say, like glass or crystal. And note here that it is necessary to distin-
guish between the movement and the action or tendency to move. For we may
very l:‘.:lﬁ-il:r' conceive that the parts of wine at one place should tend towards
one hole and at the same time towards the nthrr, CVET thn-ugh t]‘m:,.' Canmot a.{'tua.":,.'
move towards both holes at the same time, and that thn::.' should tend c*xm:‘tl:,' in a
straight line towards one and towards the other, even though they cannot move
exactly in a straight line because of the bunches of grapes which are between them
In the same way, considering that the light of a luminous body must be rr'g.arl:lcd
as being not so much its movement as its action, you must think of the rays of light
as nothing other than the lines along which this action tends. Thus there is an infinity
U‘F "FIJL]"I. ra.'l'ﬁ “I'I]LI'I COITN I—'I.'ﬂm al] 'lhE' ].'“]'lﬂt"i ﬂf a |l.1mlnnu': hﬂfl.\" tﬂ“ﬂrdﬁ a" th(‘
points of the bodies it illuminates, just as you can imagine an infinity of straight
lines al::ng which the actions coming irnm all the points. of the surlau_- of the
wine tend towards one hole, and an infinity of others along which the actions
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coming from the same points tend also towards the other hole, without either
impeding the other.

Moreover, these rays must always be imagined to be exactly straight when they
pass through a single transparent body which is uniform throughout, But when they
meet certain other bodies, they are liable to be deflected by them, or weakened,
in the same way that the movement of a ball or stone thrown into the air is deflected
by the bodies it encounters. For it is VETY £asy to believe that the action or tc-ndcnm
to move (which, 1 have said, should be taken for light) must in this respect ul.'u
the same laws as the movement itself. In order that | may give a complete account
of this third comparison, consider that a ball passing through the air may encounter
bodies that are soft or hard or fluid. If the bodies are soft, tl‘u!':r' campletn.*l}f stop the
ball and check its movement, as when it strikes linen sheets or sand or mud. But if
they are hard, they send the ball in another direction without stopping it, and they
do so in many different ways. For their surface may be quite even and smooth, or
mugh and uneven: if even, ecither Hat or curved; il uneven, its uncvenness may
consist merely in its being composed of many variously curved parts, each quite
smooth in itself, or also in its having many different angles or points, or some parts
harder than others, or parts which are moving (their movements being varied in a
thousand imaginable ways). And it must be noted that the ball, besides moving in
the simple and ordinary way which takes it from one place to another, may move
in yet a second way, turing on its axis, and that the speed of the latter movement
may have many different relations with that of the former. Thus, when many balls
coming from the same direction meet a body whose surface is mmp!Lt-.h smooth
and even, they are reflected uniformly and in the same order, so that if this surface
is completely flat they keep the same distance between them after having met it as
they had beforehand; and if it is curved inward or outward they come towards cach
other or go away from each other in the same order, more or less, on account of
this curvature . . . It is necessary to consider, in the same manner, that there are
bodies which break up the light-rays that meet them and take away all their force
(namely bodies called ‘black,” which have no color other than that of shadows); and
there are others which cause the ravs to be reflected, some in the same order as
thr;-}' receive them {n.-;mle]_'!.r bodies with highl}' lel'.':]'u:d surfaces, which can serve as
mirrors, both flat and curved), and others in many directions in complete disarray.
Among the latter, again, some bodies cause the rays to be reflected without bringing
about any other change in their action (namely bodies we call “white"}, and others
bring about an additional change similar to that which the movement of a ball under-
goes when we graze it {namely bodies which are red, or yellow, or blue or some
other such color). For | believe | can determine the nature of cach of these colors,
and reveal it experimentally; but this goes beyond the limits of my subject. All' |
need to do here is to point out that the light-rays falling on bodies which are colored
and not polished are usually reflected in every direction even if they come from
only a single direction . . . Finally, consider that the rays are also dcﬂcﬂﬁl in the
same way as the ball just described, when they fall ﬂhllquﬂ'l} on the surface of a
transparent body and penetrate this body more or less easily than the body from
which they come. This mode of deflection is called ‘refraction.”?

[...1
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Discourse Four: The senses in general

Now I must tell you something about the nature of the senses in general, the more
easily to explain that of sight in particular. We know for certain that it is the soul
which has sensory awareness, and not the body. For when the soul is distracted by
an ecstasy or deep contemplation, we see that the whole body remains without
sensation, even though it has various objects touching it. And we know that it is
not, properly speaking, because of its presence in the parts of the body which func-
tion as organs of the external senses that the soul has sensory awareness, but because
of its presence in the brain, where it exercises the fa.-u:u|t:.r called the '‘common’
sense. For we observe injuries and diseases which attack the brain alone and impede
all the senses generally, even though the rest of the body continues to be animated.
We know, lastly, that it is through the nerves that the impressions formed by objects
in the external parts of the body reach the soul in the brain. For we observe various
accidents which cause injury only to a nerve, and destroy sensation in all the parts
of the body to which this nerve sends its branches, without causing it to diminish
elsewhere. . . ." We must take care not to assume - as our philosophers commonly
do — that in order to have sensory awareness the soul must contemplate certain
images* transmitted by objects to the brain; or at any rate we must conceive the
nature of these images in an entirely different manner from that of the philosophers.
For since their conception of the images is confined to the requirement that they
should resemble the objects they represent, the philosophers cannot possibly show
us how the images can be farmed by the objects, or how they can be received by
the external sense organs and tnnsm:tt:rf by the nerves to the brain. Their sole
reason for positing such images was that they saw how easily a picture can stimu-
late our mind to conceive the objects dcpu:tnd in it, and so it seemed to them that
the mind must be stimulated to conceive the objects that affect our senses in the
same way that is, by little pictures formed in our head. We should, however,
recall that our mind can be stimulated |.'|-_1.' many 'rhi.ngﬁ other than !'m.agm - h:,' signs
and words, for example, which in no way resemble the things they signify. And if,
in order to depart as little as possible from accepted views, we prefer to maintain
that the objects which we perceive by our senses really send images of themselves
to the inside of our brain, we must at least observe that in no case does an image
have to resemble the object it represents in all respects, for otherwise there would
be no distinction between the object and its image. It is enough that the image
resembles its object in a few respects. Indeed the perfection of an image often
depends on its not resembling its object as much as it might. You can sce this in
the case of engravings: consisting ﬂmp]_'!.' of a little ink p]aﬂ'd here and there on a
piece of paper, they represent to us forests, towns, people, and even battles and
storms; and although they make us think of countless different qualities in these
objects, it is only in respect of shape that there is any real resemblance. And even
this resemblance is very impurﬁ:cl, since engravings represent to us bodies of varying
relief and l.'ll."‘Fﬂ'! on a surface which is r.nn'rcl}' Hat. Moreover, in accordance with
the rules of perspective they often represent circles by ovals better than by other
circles, sequares b}f rhomibises better than ]:l:r other sjuares, anid sl':rnilarl}' for other
shapes. Thus it often happens that in order to be more perfect as an image and to
represent an object better, an engraving ought not to resemble it. Now we must
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think of the images formed in our brain in just the same way, and note that the
problem is to know simply how they can enable the soul to have sensory awareness
of all the various qualities of the objects to which they correspond — not to know
how they can resemble these objects. For instance, when our blind man touches
bodies with his stick, they certainly do not transmit anything to him except in so
far as they cause his stick to move in different ways according to the different qual-
ities in them, thus likewise setting in motion the nerves in his hand, and then the
regions of his brain where these nerves originate, This is what occasions his soul to
have sensory awareness of just as many different qualities in these bodies as there
are differences in the movements caused by them in his brain.

(-]

MNotes

I A reference to the scholastic doctrine that material objects transmit to the soul
“Torms" or |m.a.ges {Fr. ﬁp¢¢¢: Lat, species) rﬁl:ml'.ll:lng them.,

2 Discourses Two and Three are omitted here.

3 There follows an account of the function of the nerves and animal spirits in
producing sensation and movement. CI. Treatise on Man, AT x1 132 Y aned Passions.

4 See note 1 above.



Chapter 8

Karl Marx

THE FETISHISM OF THE
COMMODITY

[

COMMODITY APPEARS, at first sight an extremely obvious, trivial thing.

But its analysis brings out that it is a very strange thing, abounding in meta-
physical subtleties and theological niceties. So far as it is a use-value, there is nothing
mysterious about it, whether we consider it from the point of view that h:.r its prop-
erties it satishes human needs, or that it first takes on these properties as the product
of human labor, It is ahm]utl:'l}-' clear thar, by his activity, man changes the forms
of the materials of nature in such a way as to make them useful to him, The form
of wood, for instance, is altered if a table is made out of it. Nevertheless the table
continues to be wood, an ordinary, sensuous thing. But as soon as it emerges as a
commaodity, it changc-s into a thing which transcends sensuousness, It not only stands
with its feet on the ground, but, in relation to all other commodities, it stands on
its head, and evolves out of its wooden brain grotesque ideas, far more wonderful
than if it were to begin dancing of its own free will.'

TI'“.' f“:l'Et.iL'-ﬂ.l. l.'ililraﬁ:l'.ll.':r U[ ﬂ'l.ﬂ r.'nmm:}l‘lit}' l'll.'.".':.'i st Thl:"rl:'ﬂ]r[" i'ﬁ.SE‘ fmm its [VETSE
value. Just as lidle does it proceed from the nature of the determinants of value.
For in the first place, however varied the useful kinds of labor, or productive activ-
itics, it is a Ph}'&iﬂ-lnﬁfﬂl fact that they are functions of the human organism, and
that cach such Tunction, whatever may be its nature or its form, is essentially the
expenditure of human brain, nerves, muscles and sense organs. Secondly, with
rcgar:l to the foundation of the quantitative determination of value, nnmel:,.- the dura-
tion of that expenditure or the quantity of labor, this is quite palpably different from
its qualit:.'. In all situations, the labor-time it costs to produce the means of subsis-
tence must necessarily concern mankind, a.ItImugh not to the same tlegn:n at
dilTeremt stages ui-d:.ul.'l:]t:n|'.L1'lu'n1'..E And ﬁna]!:.r, as soon as men start to work for each
other in any way, their labor also assumes a social form.
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Whence, then, arises the enigmatic character of the product of labor, as soon
as it assumes the form of a commodity? Clearly, it arises from this form itself, The

o equality of the kinds of human labor takes on a physical form in the equal objec-

4
I
[
I

tivity of the products of labor as values; the measure of the expenditure of human
labor-power by its duration takes on the form of the magnitude of the value of the
products of labor; and finally the relationships between the producers, within which
the social characteristics of their labors are manifested, take on the form of a social
relation between the products of labor.

The mysterious character of the commodity-form consists therefore simply in
the fact that the commodity reflects the social characteristics of men’s own labor as

. objective characteristics of the products of labor themselves, as the socio-natural
. properties of these things, Hence it also reflects the social relation of the producers

to the sum total of labor as a sodal relation between objects, a relation which exists
apart from and outside the producers. Through this substitution, the products of
labor become commodities, sensuous things which are at the same time supra-
sensible or social. In the same way, the impression made by a thing on the optic
nerve is perceived not as a subjective excitation of that nerve but as the objective
form of a thmg outside the ¢ ve, In the act of wrlng, of ¢ CUTSE ].IE]!'II: 15 n:a“\- trans-

ITIIT.T.Ld FTHTI'.I onec 'I'J'I.lfl'g.| tl“. cxte mal DI'J]EL'T. b ﬂ.n{]d'.l.Lr |'J'Ill'lg Ij'll. 'E'}'E Itiza P]'i}'!ll.i.l
relation between physical things. As against this, the commodity-form, and the

' value-relation of the ’prcu:l.um of labor within which it appears, have absolutely no

connection with the physical nature of the commodity and the material [dinglich]
relations arising out of this. It is nnth:i:ng but the definite social relation between
men themselves which assumes here, for them, the fantastic form of a relation
between things. In order, therefore, to find an analogy we must take Hight into the
misty realm of religion. There the products of the human brain appear as
autonomous Egun'.n endowed with a life of their own, which enter into relations
both with each other and with the human race. So it is in the world of commodi-
ties with the products of men’s hands. 1 call this the fetishism which attaches itself
to the products of labor as soon as they are produced as commaodities, and is there-

Fore inﬁtpmhl{: from the prn-tlur.ti:m of commodities,
[...]

Notes

1 CUme may recall that China and the tables began to dance when the rest of the
world appeared to be standing still — pour encourager les autres *

2 Among the ancient Germans the size of a piece of land was measured according
to the labour of a L:ll:r'; hence the acre was called Tagwerk, Tagwanne { jurnale, or
terrd jumnfr’:, of diornalish, Mannwerk, Hnnnsﬁr-:_lﬁ. Mannsmaad, Mannshauet, etc, See
Georg I_ul:h-.'ig von Maurer, Einleitung zur Geschichte der Mark-, H:_IF, USW. If'qjhﬁung,
Munich, 1854, p. 129 if.

» "To encourage the others,” A reference to the simultancous emergence in the
18505 of the Taiping revolt in China and the craze for ipirltualism which swept
over upper-class German society. The rest of the world was “standing still” in the
ptrinri of reaction immrdia.trl:.r after the defeat of the 1848 Revolutions,



Chapter 9

W.E.B. Dubois

DOUBLE CONSCIOUSNESS

B ETWEEN ME AND THE OTHER WORLE there is ever an unasked question:
unasked by some through feclings of delicacy; by others through the difficulty
of rightly framing it. All, nevertheless, flutter round it. They approach me in a half-
hesitant sort of way, eve me curiously or compassionately, and then, instead of
saving directly, How does it feel to be a problem? they say, | know an excellent
colored man in my town; or, | fought at Mechanicsville; or, Do not these Southern
outrages make vour blood boil? At these | smile, or am interested, or reduce the
b-l:lilj.t'lg to a simmer, as the oocasion may require. To the real question, How does
it feel to be a problem? I answer seldom a word.

And yet, being a problem is a strange experience, - peculiar even for one who
has never been a.ml]ﬂng else, save P-l:rha]:r.-i in I'M.I'.I_'!."]'H.’H‘.H.‘I and in Europe. It is in the
carly days of rollicking boyhood that the revelation first bursts upon one, all in a
day, as it were, | remember well when the shadow swept across me. I was a little
thing, away up in the hills of New England, where the dark Housatonic winds
between Hoosac and Taghlca.nir:' to the sca, In a wee wooden schoolhouse, some-
thing put it into the boys” and girls” heads to buy gorgeous visiting-cards — ten cents
a parc'kagr: and :'.'HC}'I.E.I:'IEE.'- The i:."r.l;.'l‘tangt wWas merry, till one girl, a tall newcomer,
refused my card, - refused it peremptorily, with a glance. Then it dawned upon
me with a certain suddenness that | was different from the others; or like, mayhap,
in heart and life and longing, but shut out from their world by a vast veil. | had
thereafter no desire to tear down that veil, to creep through; 1 held all bevond it
in common contempt, and lived above it in a n:g'inn of blue sk].r and great wnnde]-jng
shadows, That sky was bluest when I could beat my mates at examination-time, or
beat them at a foot-race, or even beat their stringy heads. Alas, with the vears all
this fine contempt began to fade; for the worlds [ longed for, and all their dazzling
opportunities, were theirs, not mine. But they should not keep these prizes, [ said;
some, all, | would wrest from them. Just how [ would do it 1 could never decide:
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h_'.' n'a||in!_!| law, h_'..' h:*:tling the sick, h}' h'||ir|g the wonderful tales that swam in my
head, — some way. With other black bovs the strife was not so hercely sunny: their
¥ outh shrunk into tasteless h\u:p]'m.rm or into silent hatred of the pal-.- " I:J-.I‘]i.l about
1|1l.'m and moc lr.u:u._ distrust of ¢ very 1]-”"51 white; or wasted itself in a bitter cry, Why
did God make me an outcast and a stranger in mine own house? The shades of the
pnmn-hnuw closed round about us all: walls strait and stubborn to the whitest, but
relentlessly narrow, tall, and unscalable to sons of night who must plod darkly on
in resignation, or beat ummiling ]hlll'm: against the stone, or slvmlﬂy.', half |’|.4.:|'.~|.'-
lessly, watch the streak of blue above.

After the I:._g:r]'rli.m and Indian, the Greek and Roman, the Teuton and
Mongolian, the Negro is a sort of seventh son, born with a veil, and gifted with
'-H.'t't:lnd[-:-ighl: in this American world, — a world which j‘i:‘l:]x him no true selb
consciousness, but only lets him see himsell through the revelation of the other
world. It is a [:wt-ulu:r sensation, this double-consciousness, this sense of .Lln:n'a
looking at one’s self through the eyes of others, of measuring one’s soul by the tape
of a world that looks on in am u.w:] contempt and pitv. One ever feels Im: twoness,

an American, a ."'-.'rgr-r:-; two souls, two 'rhnughlh',, two unreconciled strivings; two
warring ideals in one dark body, whose dogged strength alone keeps it from hn;ing
torn asunder.



Chapter 10

Jacgues Lacan

WHAT IS A PICTURE?

Bcr'n;g and its semblance - The Ture i:,lrthr SCFEen - Dumptu-rugartl and h‘um[ﬂ:-
I'eil' + The backward g}.::n;'e © Gesture and touch - Le donner-a-voir amd
invidia®

Tm:uv. THEN, I MusT KEEP to the wager to which I committed myself in
choosing the terrain in which the shjer @ is most evanescent in its function of
symbolizing the central lack of desire, which | have always indicated in a univocal
way by the algorithm (—dy).

| {ltm1l l:.l'l.{]"r\' “'I'“."l.l'“."r }'t:u Can scd ﬂ'H.': hla::]r.h:}ard, I'.ll.'l.t a5 'Ll!'iu.ﬂl I I'li."!'l;" marl:r.‘d
out a few reference-points. The objet a in the field of the visible is the gaze. After
which, enclosed in a chain bracket, 1 have written:

I IFr FRAELRE

= ()

We can grasp in effect something which, already in nature, appropriates the
gaze to the function to which it may be put in the symbolic relation in man.

Below this, 1 have drawn the two 'r_n'.angu]ar systems that | have alrcil:l_'gr intro-
duced — the hrst is that which, in the geometral held, puts in our place the subject
of the representation, and the second is that which twmns me into a picture. On the
right-hand line is situated, then, the apex of the first triangle, the point of the geome-
tral subject, and it is on that line that 1, wo, turn mysell into a picture under the
gaze, which is inscribed at the apex of the second triang]r The two rriangh:i are
here superimposed, as in fact they are in the functioning of the scopic register.

I must, to begin with, insist on the following: in the scopic field, the gaze is
outside, | am looked at, that is to say, | am a picture.
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The paze ] The subject of representation

This is the function that is found at the heart of the institution of the subject in
the visible, What determines me, at the most prnrnuml level, in the visible, is the
gaze that is outside. It is through the gaze that | enter light and it is from the gaze
that | receive its effects, Hence it comes about that the gare is the instrument ﬂm:-ugh
which light is embodied and through which — it you will allow me to use a word,
as | often do, in a Fragm::nh:d form - | am Fhﬂ!ﬂ-gfﬂphﬂ:il.

What is at issue here is not the philosophical problem of representation. From
that point of view, when | am presented with a representation, 1 assure my'm::!’r that
I know quite a lnl. about it, | assure mysell as a consciousness that knows that it is
::l-nl:,. representation, and that there is, bevond, the ﬂ'ung the thing itself. Behind
the phenomenon, there is the noumenon, for example. 1 may not be able to do
anything about it, because my transcendental categories, as Kant would say, do just as
T_h-r::,' th_‘a.'-il‘. and force me to take the ﬂﬂng in their way. But, then, that’s all r‘]ght,,
really — everything works out for the best.

In my opinion, it is not in this dialectic between the surface and that which is
h{‘}'ﬂnrl that thingﬁ are ﬁuspr.ndn;‘d, For my part, I set out from the fact that there is
something that establishes a fracture, a bi-partition, a splitting of the being to which
the hclng accommaodates itsell, even in the natural world.

This fact is observable in the variously modulated scale of what may be included,
ultimately, under the general heading of mimicry. It is this that comes into play,
quite obviously, both in sexual union and in the struggle to the death. In both
situations, the h[‘.ing breaks up, in an :‘.xu:mrtiinar_f way, between its bting anel its
semblance, between itself and that paper tiger it shows to the other, In the case of
display, usually on the part of the male animal, or in the case of grimacing swelling
h}' which the animal enters the Pla}' of combat in the form of intimidation, the being
gives of himself, or receives from the other, something that is like a mask, a double,
an envelope, a thrown-off skin, thrown off in order to cover the frame of a shield.
It is 1;!1rnugh this separated form of himself that the being comes into play in his
effects of life and death, and it might be said that it is with the help of this doubling
of the other, or of oneself, that is realized the conjunction from which proceeds the
renewal of beings in reproduction.

The lure plays an essential function therefore. Itis not something else that seizes
us at the Yery level of clinical experience, when, in relation o what one J:'I‘.Li.E].'It
imagine of the attraction to the other pole as conjoining masculine and feminine,
we apprehend the prevalence of that which is presented as travesty. It is no doubt
Ihr{:lug]'t the mediation of masks that the masculine and the feminine meet in the
most acute, Most intense way.

Only the subject — the human subject, the subject of the desire that is the essence
of man — is not, unlike the animal, entirely caught up in this imaginary capture. He
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rmaps himsell in it. How? In so far as he isolates the function of the screen and pla}'s
with it. Man, in effect, knows how to play with the mask as that beyond which
there is the gaze. The screen is here the locus of mediation.

-1

MNotes

1 The sense of the verb dompeer is “to tame,” “to subdue.” The reference, then, is
b a situation in which the gare is tamed h} SOINE erl'J-jvm:t_r such as a picture. Lacan
has invented the |:|hra5:: dempte-regard as a counterpart to the notion of trompe-
Foeil, which has of course Fla.ziﬂ:l.‘l into the Ehgllsh langl.la.g:: |Tr.].

2 Donner-a-voir means literally “to give to be seen’ and, therefore, ‘to offer to the
view.” The Latin invidia, translated as "envy,” derives, as Lacan points out, from
videre, 10 see.



Chapter 11

Frantz Fanon

THE FACT OF BLACKNESS

& D IRTY MIGGER!" O !-iirnp-l].'1 ‘Look, a ?*{cgru!'

I came into the world imbued with the will to find a meaning in things,
my spirit filled with the desire to attain to the source of the world, and then [ found
that | was an object in the midst of other objects,

Sealed into that crushing objecthood, | turned beseechingly to others. Their
attention was a liberation, running over my body suddenly abraded into nonbeing,
endowing me once more with an agility that | had rJ*mught lost, and by taking me
out of the world, restoring me to it. But just as | reached the other -m]L | stum-
bled, and the movements, the attitudes, the glances of the other fixed me there, in
the sense in which a chemical solution is fixed by a dye. | was indignant; | demanded
an :::-:plana'r_inn- Ht}ﬂ'ting happu:m't!- I burst apart. Now the Eragm::nl:-i have been put
tngvth-:r again by another self.

As |nng as the black man is among his own, he will have no occasion, except
in minor internal contlicts, to experience his being through others, There is of course
the moment of ‘being for others,” of which Hegel speaks, but every ontology is
made unattainable in a colonized and civilized society. It would seem that this tact
has not been given sufhicient attention by those who have discuoased the question. In
the Weltanschauung of a colonized pwph there is an impurity, a Haw that outlaws
any ontological explanation. Someone may object that this is the case with every
individual, but such an objection merely conceals a basic problem, Unuﬂug:.' once
it is hinally admitted as leaving existence by the wayside-does not permit us to under-
stand the being of the black man. For not only must the black man be black; he
must be black in relation to the white man. Some critics will take it on themselves
to remind us that this proposition has a converse, | sy that this is false. The black
man has no ontological resistance in the eyes of the w hite man. Owernight the Negro
has been given two frames of reference within which he has had to ]JI.!.LL himself.
His metaphysics, or, less pretentiously, his customs and the sources on which they
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were based, were wiped out because they were in conflict with a civilization that
he did not know and that imposed itsell on him.

The black man among his own in the twentieth century does not know at what
moment his inferiority comes into being through the other. OF course 1 have talked
about the black problem with friends, or, more rarely, with American Negroes.
Together we protested, we asserted the equality of all men in the world. In the
Antilles there was also that little gull that exists among the almost-white, the
mulatto, and the niggl:r- But I was satishied with an intellectual undt:ntanding of
these differences. It was not really dramatic. And then. . .

And then the occasion arose when | had to meet the white man’s eyes. An un-
familiar wq:ight burdencd me. The real world a:.haiimgnd my claims. In the white
world the man of color encounters difficulties in the tlf\t‘lﬂpml. nt of his hnrlil}
schema, Consciousness of the body is solely a negating activity. It is a third-person
consciousness. The body is surrounded by an atmosphere of certain uncertainty. |
knu“ l]lat ]EI want Lo Emﬂlﬂ. I !lhﬂ”. hﬂ\l (€3] rLa-Lh (¥t m:r Eht I'lﬂ.l'l.l'l H.I'l.l'l tﬂkr ﬂ'ﬂ'
pack of cigarettes lying at the other end of the table. The matches, however, are in
the drawer on the left, and | shall have to lean back sl:igh'r.ly_ And all these move-
ments are made not out of habit but out of implicit knowledge. A slow composition
of my self as a body in the middle of a spatial and temporal world — such seems to
be the schema. It does not impose itsell on me; it is, rather, a definitive structuring
of the self and of the world — definitive because it creates a real dialectic between
my body and the world,

For several years certain laboratories have been trying to produce a serum for
‘denegrihication’; with all the carmnestness in the world, laboratories have sterilized
their test tubes, checked their scales, and embarked on rescarches that might make
it possible for the miscrable Negro to whiten himsclf and thus to throw off the
burden of that mrpumal malediction. Below the corporeal schema | had sketched
a historico-racial schema. The elements that | used had been prm'l'dctl for me not
by ‘residual sensations and perceptions primarily of a tactile, vestibular, kinesthetic,
and visual character,”’ but by the other, the white man, who had woven me out of
a thousand details, anecdotes, stories. | thuught that what | had in hand was to
construct a Fh}'ﬁi[}]ugi::.al self, to balance space, to localize sensations, and here [
was called on for more.

‘Look, a Negro!” It was an external stimulus that Hicked over me as | passed
by. | made a tight smile.

‘Look, a Negro!” It was true, It amused me,

‘Look, a Negro!” The circle was drawing a bit tighter. I made no secret of my
amusement

"‘Mama, see the Negro! I'm frightened!” Frightened! Frightened! Now they were
beginning to be afraid of me. 1 made up my mind to laugh myself to tears, but
laughter had become impossible.

| could no lnngur |aug]1, because | a]n:ad_'!.' knew that there were |::g1:nd5, storics,
history, and above all histericity, which 1 had learned about from Jaspers. Then,
assailed at various points, the corporeal schema crumbled, its place taken by a racial
epidermal schema. In the train it was no longer a question of being aware of my
body in the third person but in a triple person, In the train [ was given not one but
twao, three places. I had already stopped being amused. It was not that I was finding



THE FACT OF BLACKNESS 131

tebrile coordinates in the world. | existed 1ri|}l:.'. lnl.'a'l.q:lii.'tl space. | moved toward
the other . . . and the evanescent other, hostile but not opaque, transparent, not
there, :|i*~'=||:rpl.'11r~|:l;]. Mausea. . ..

| was responsible at the same time lor my body, for my race, for my ancestors.
I subjected rmwlf to an obhjective cxamination, | discovered my blac knl"ﬁ my cthnic
characteristics; and [ was battered down by tom-toms, L.]nmhah-.m intellectual defi-
ciency, fetichism, racial delects, !'i]-ul'tl‘-hhlr.l:-:-, and above all else, above all: “Sho’ good
eatin .

(n that -;|;u. u:mphh]-. dislocated, unable to be abroad with the other, the
white man, who unme -reifully imprisoned me, | took myself far off from my own
presence, far indeed, and mace mysell an object. What else could it be for me but
an amputation, an excision, a Iwmurrh.ly.- that spattered my whole body with black
blood? But 1 did not want this revision, this thematization. All I wanted was wo be
a man among other men, | wanted to come lithe and voung into a world that was
aurs and to Iu-lp tor bl it tngu.-'r!u-r.

MNote

| Jean Lhermitte, ['lmage de motre corps { Paris, Nouvelle Revue critique, 1939), p. 17.



Chapter 12

Marshall McLuhan

WOMAN IN A MIRROR

Just another stallion and a sweet kid?

What was that sound of g]a..tis? A window
gone in the subconscious? Or was it Nature's
hre-alarm box?

The ad men break through the mind again?

The Senate sub-committee on mental
h_}'gii:nu reports that it wasn't loaded?

The Greeks manage these matters in myths?

HIS AD EMPLOYS (Figure 13.1) the same technique as Picasso in The Mirrer,

The differences, of course, are obvious ::nuugh- By setting a conventional dl}'-
sclfl over .a.ga'ln.ﬂ a tra.gk; night-ﬂtlf, Picasso is able to pm\ridc a time cap;ul: of an
entire life. He reduces a full-length novel (or movie) like Madame Bovary to a single
image of great intensity. By juxtaposition and contrast he is able to ‘say’ a great
deal and to provide much intelligibility for daily life. This artistic discovery for
a:']'l'lm'ing rich implirati:m h}r widuhnld.i.ng the 53"r|t11.1.i::a.| connection is stated as a
principle of modern physics by AN, Whitchead in Seience and the Modern World.

In hr:*lng aware of the bodily experience, we must thereby be aware of
aspects of the whole spatio-temporal world as mirrored within the bodily
life. . . . my theory involves the entire abandonment of the notion that
simple location is the primary way in which things are involved in space-
time.
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Which is te say, among other things, that there can be symbolic unity among the
most diverse and externally unconnected facts or situations.

The layout men of the present ad debased this technique by making it a vehicle
for ‘saying’ a great deal about sex, stallions, and ‘ritzy dames” who are provided
with custom-bailt allure.

Superheially, the ad shows a horse, which suggests classical sculpture, and a
woman as serenely innocent as a coke-ad damsel. The opposition of the cool

clements, phallic and ambrosial, provides a chain reaction, The girl in the ad is the
Farniliar H::rlh!.-'-md E-ergma.n type of ‘somnambule,” or the dream walker. Stately,
maodest, and “classical,” she is the ‘good girl,” usually counter-pointed against the
gur:u{ -lime glrl,‘ who is wide awake and peppy. The ﬂaleI} dream girl comes trailing
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Figure 12,1 Advert for Berkshire Nylon Stockings, 1947



134 MARSHALL MCLUHAN

clouds of culture as [rom some Eurupl:a.n castle, Effective a:]u'rti.-n'ng ga'm.t its ends
parﬂ}' h]r' distracti ng the attention of the reader from its FT[‘!HPP{IEitiﬂl‘I! and h:,.' its
quiet fusion with other levels of experience. And in this respect it is the supreme
form of cynical demagogic Hattery.

The color in the nrigina.l ad is described as *borrowed from the sun-soaked gnlrl
of a stallion’s satin coat . . . the color that's pure sensation . . . for the loveliest legs
in the world.” The rearing horse completes the general idea. Many ads now follow
this method nrg:rnllu, nudging '!iuhtii.'.t:,-'. " Juxtaposition of items permits the adver-
tiser to ‘say,’ by methods which Time has used to great effect, what could never
pass the censor of consciousness, A most necessary contrast to ’r;.ging ;mim.]]it:r" is
that a girl should appear gentle, refined, aloof, and innocent. It's her innocence,
her obvious “class’ that's terrihic, because dramalil;:a“}' Uppl::-sutl to the suggestion of
brutal violation, Describing his heroine in The Grear Garshy, Scott Fitzgerald notes:

Her face was sad and lovely with bright things in it, bright eves and a
bright passionate mouth . . . a promise that she had done gay, exciting
thingﬁ just awhile since and that there were gay, exciting thingﬁ hoveri ng
in the next hour.

She sits down at the table “as if she were gﬂling inter bed,”
This sort of thing in Fitzgerald pretty well does what the present ad does, When
{ialsh:.- kisses this glrl there is a kind of breathless mund-up of the ad man’s rhetoric.

His heart beat faster and faster as Daisy's white face came up to his own.
He knew that when he kissed this girl and forever wed his unutterable
vision to her perishable breath, his mind would never romp again like
the mind of God. 5o he waited, listening for a moment longer o the
tuning-f‘nr]-r. that had struck upon a star. Then he kissed her. At his lips’
touch she blossomed for him like a Hower, and the incamation was
complete.

It would seem to take a certain amount of theology to bring off these masterpieces
of sentimental vulgarity. A kind of spectacular emptying out of established mean-
ings and signihicances is necessary to the great thrills. Something important, a man
or a thought, must be destroved in order to deliver the supreme visceral wallop.
In the present ad it is ‘rehnement,” ‘naturalness,” and lgi:‘li:-ih Eriul.'lu:1 which are
offered up. In one movie ad the woman savs: 1 killed a man for this kiss, so vou'd
better make it good.” Romantic formula for hssion?



Chapter 13

Roland Barthes

RHETORIC OF THE IMAGE

CCORDING TO AN ANCIENT etymology, the word image should be linked

to the root imitari. Thus we find ourselves immediately at the heart of the most
important problem facing the semiology of images: can analogical representation
(the 'mp}"} Frﬂdun: true systems of signs and not merely simple aggluﬁnatiuns of
sjmhuh.? Is it possible to conceive of an analngica.l ‘code’ (as opposed to a digiu]
one)? We know that linguists refuse the status of language to all communication by
analogy — from the ‘language’ of bees to the *language” of gesture — the moment such
communications are not doubly articulated, are not founded on a combinatory system
ol digita] units as phonemes are. Nor are linguists the only ones to be suspicious as
to the linguistic nature of the image; general opinion too has a vague conception of
the image as an area of resistance to meaning — this in the name of a certain mythi-
cal idea of Life: the image is re-presentation, which is to say ultimately resurrection,
and, as we know, the intelligible is reputed antipathetic to lived experience. Thus
from both sides the image is felt 1o be weak in respect of meaning: there are those
who think that the imag-r; is an f:xtn‘:mr,:l}' rurlimcnt.ar_'p' system in comparison with
language and those who think that signification cannot exhaust the image’s ineffable
richness. Now even — and above all if — the image is in a certain manner the limie of
meaning, it permits the consideration of a veritable ontology of the process of signi-
fhcation. How does meaning get into the image? Where does it end? And if it ends,
what is there beyond? Such are the questions that I wish to raise by submitting the
image to a spectral analysis of the messages it may contain. We will start by making
it considerably easier for ourselves: we will only study the advertising image. Why?
Because in ldv:l‘tisil‘lg the sigrﬂﬁrﬂﬂﬂn of the image is unduublm]l:-' intentional; the
Eigniﬁcd: of the advtrtising message are formed a priori by certain attributes of the
products and these signifieds have to be transmitted as clearly as possible. If the image
contains signs, we can be sure that in advertising these signs are full, formed with a
view to the optimum reading: the advertising image is frank, or at least emphatic.
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The three messages

Here we have a Panzani advertisement: some packets of pasta, a tin, a sachet, some
tomatoes, onions, peppers, a mushroom, all emerging from a hal[—np:n ﬁl'ring hag,
in :;r*llnw.-: and greens on a red ha::kg;’nuntl.' Let us try to ‘skim oft” the different
messages it contains.

The image immudialcl}- }'iulds a hrst message whose substance is |:ingu|'stil:; its
supports are the caption, which is marginal, and the labels, these being inserted into
the natural l:Iis-]msitiun of the scene, ‘en abyme’. The code from which this message
has been taken is none other than that of the French language; the only hwwl:dg::
required to decipher it is a knowledge of writing and French. In fact, this message
can itself be further broken down, for the sign Panzani gives not simply the name
of the firm but also, h}' its assonance, an additional sigm'ﬁcd, that of ']l;alianic:it}','
The linguistic message is thus twolold (at least in this particular image): denota-
tional and connotational, Since, however, we have here unl}' a 5ingh: t_'!.IPi::.al .-iign,l
namely that of articulated (written) language, it will be counted as one message,

Putting aside the Iinguistic message, we are left with the pure image (even if
the labels are part of it, anecdotally), This image straightaway provides a series of
discontinuous signs. First (the order is unimportant as these signs are not linear),
the idea that what we have in the scenc represented is a return from the market.
A signified which itself implies two euphoric values: that of the freshness of the
prmlm.t-i. and that of the l.'.."ﬁl:l'll:iall}-‘ domestic preparation for which l;hr.:,r are destined.
Its signifier is the half-ﬂp-m bag which lets the provisions spill out over the table,
'unpar_'ln:tl,' To read this first sign requires rml}' a Icnnw]cdgc which is in some sort
implanlf:d as part of the habits of a very widcspn:ad culture where ‘.-ihnp]:lin,g around
for oneself” is opposed to the hasty stocking up (preserves, refrigerators) of a more
‘mechanical’ civilization. A second sign is more or less equally evident; its signiber
is the bringing together of the tomato, the pepper and the tricoloured hues
(yellow, green, red) of the poster; its signified is Italy or rather lalianicity. This
sign stands in a relation of redundancy with the connoted sign of the linguistic
message (the ltalian assonance of the name Panzani) and the knowledge it draws
upon is already more particular; it is a specifically “French’ knowledge (an Italian
“'ﬂ'l.lll'l. bﬂr'l'_"l}" P'I.':'T[H'_'"i\'ﬂ I'J'll:' Conntation 'l.'.l’:| ﬂll’." TLAETe, I e Prﬂlﬁhl}' l]':an }'Iﬂ H'T_Iul.t'l
the Italianicity of tomato and pepper), based on a familiarity with certain tourist
stereotypes. Continuing to explore the image {which is not to say that it is not
entirely clear at the first glance), there is no difficulty in discovering at least two
other signs: in the first, the serried collection of different objects transmits the idea
of a total l:ull'nar}' service, on the one hand as Tl'mugh Panzani furnished nv:r:,ﬂﬁ.ng
necessary for a carefully balanced dish and on the other as though the concentrate
in the tin were equivalent to the natural produce surrounding it; in the other sign,
the composition of the image, evoking the memory of innumerable alimentary paint-
ings, sends us to an acsthetic ﬁigniﬁq:d: the ‘nature morte” or; as it is better rxph‘::isl:{l
in other languages, the “still life’;" the knowledge on which this sign depends is
heavily cultural. It might be suggested that, in addition to these four signs, there is
a further information pointer, that which tells us that this is an advertisement
and which arises both from the place of the image in the magazine and from the
emphasis of the labels (not to mention the caption). This last information, however,
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is co-extensive with the scene; it eludes .':ig'niﬁcatinn in so far as the arlv:rr_i_qing
nature of the image is essentially functional; to utter something is not necessarily
to declare | am :Pcrd'.mg, l:xi:tp't in a delibe ral:.h- reflexive system such as literature.

Thus there are four signs for this image and we will assume that they form a
coherent whole (for they are all discontinuous), require a generally cultural know-
ledge, and refer back to signiheds each of which is global (for example, Ialianicity),
imbued with euphoric values. After the linguistic message, then, we can see a
second, iconic message. Is that the end? If all these signs are removed from the
image, we are still left with a certain informational matter; deprived of all know-
ledge, | continue to “read’ the image, to “understand’ that it assembles in a common
space a number of identihable (nameable) objects, not merely shapes and colors.
The signifieds of this third message are constituted by the real objects in the scene,
the signifiers by these same objects photographed, for, given that the relation
between thing signified and image signifving in analogical representation is not “arbi-
I.l‘al‘}f' {as it is in language}, it is no |ur|grr necessary to dose the rf:ta].r with a third
term in the guise of the psychic image of the object. What defines the third message
is precisely that the relation between signified and signifier is quasi-tautological; no
doubt the photograph involves a certain arrangement of the scene (framing, reduc.
tion, flattening) but this transition is not a transformation (in the way a coding can
be); we have here a loss of the equivalence characteristic of true sign systems and
a statement of quasi-identity. In other words, the sign of this message is not drawn
from an institutional stock, is not coded, and we are brought up against the paradox
(to which we will return) of a message without a code. This ]:u.'t_'ufiarit}' can be seen
again at the level of the knowledge invested in the reading of the message; in order
to ‘read’ this last {or first) level of the image, all that is necded is the knnwll:r!gl:
bound up with our perception. That knmrlrdgr iz not nil, for we need to know
what an image is (children only learn this at about the age of four) and what a
tomato, a string-bag, a packet of pasta are, but it is a matter of an almost anthro-
pﬂlngital l;nnwh:dgt_ This message L‘ur.l‘l:.'i':l:}l'l.d!. as it were, to the letter of the
im:gc and we can agree to call it the literal message, as nppnwrl tor the previous
5}111".H.'I|2i4,'.' m .

If our reading is satisfactory, the photograph analysed offers us three messages:
a linguistic message, a coded iconic message, and a non-coded iconic message. The
linguistic message can be readily separated from the other two, but since the latter
share the same (iconic) substance, to what extent have we the right to separate
them? It is certain that the distinction between the two iconic messages is not made
spontaneously in ordinary reading: the viewer of the image receives at one and the
ame time TJ'H: FH:rL'ﬂFT.'LI-HI mL'ﬁagl: ﬂ.l'.l.l.'l ﬂ'l'l'." t"u!tural mrq-:'-'.ag{', Il'l.'l.'l lt "u'h]" I'.H:‘ SECT Iitfr
that this confusion in reading corresponds to the function of the mass image (our
concern here). The distinction, however, has an operational validity, analogous to
that which allows the distinction in the linguistic sign of a signifier and a signified
(even though in reality no one is able to separate the ‘word” from its meaning except
by recourse to the metalanguage of a definition). If the distinction permits us to
describe the structure of the image in a simplc and coherent fashion and if this
description paves the way for an explanation of the role of the image in society, we
will take it to be justified. The task now is thus to reconsider cach type of message
so as to explore it in its generality, without !ns:ing .-:ight of our aim of understanding
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the overall structure of the image, the final inter-relationship of the three messages.
Ciiven that what is in question is not a *naive’ anal:mi.': but a structural dﬂﬂcﬁptim,'
the order of the messages will be modified a little by the inversion of the cultural
message and the literal message; of the two iconic messages, the birst is in some sort
imprinted on the second: the literal message appears as the support of the ‘symbolic’
message. Hence, knowing that a system which takes over the signs of another system
in order to make them its signihers is a system ol connotation,” we may say imme-
tll'atr.]}' that the literal image is denored and the s}"m]'m]il:' :imagc! conmared,

Motes

1 The descriprion of the photograph is given here with prudence, for it already consti-
tutes a metalanguage.

2 By typical sign is meant the sign of a system in so far as it is adequately defined
by its substance: the verbal sign, the iconic sign, the gestural sign are so many

t}']:rl-r_'al signs,

3 In French, the CXPression naiure morte refers to the un'ginil presence of funcreal
objects, such as a skull, in certain pictures,

4 ‘Maive’ analysis is an enumeration of clements, structural description aims to grasp

the relation of these elements by virtue of the principle of the solidarity holding
between the terms of a structure: if one term changes, so also do the others.
Cl. R. Barthes, Eléments de sémiologie, Communications 4, 1964, p. 130 [trans,
Elements of Semiolagy, London 1967 & New York 1968, pp, 89-92].

=



Chapter 14

Louis Althusser

IDEOLOGY AND IDEOLOGICAL
STATE APPARATUSES

[ -]

T H1S THESIS IS SIMPLY amatter of making my last proposition explicit: there
is no ideology except by the subject and for subjects. Meaning, there is no
id:ﬂlﬂg}' except for concrete suh]ccl_-f., and this destination for l{lu:}l{]g}' is :}nl:.-' made
possible by the subject: meaning, by the cavegory of the subject and its functioning,

By this | mean that, even if it only appears under this name (the subject) with
the rise of buurg:nis ideology, above all with the rise of legal iduul[}g}',' the cate-
gory of the subject (which may function under other names: e.g., as the soul in
Plato, as God, etc.) is the constitutive category of all ideology, whatever its deter-
mination (reg:iuna.l or class) and whatever its historical date — since ideology has no
history.

I say: the category of the subject is constitutive of all ideology, but at the same
time and immediately 1 add that the caregory of the subject is only constitutive of all
idealogy insofar as all ideology has the function {which defines it) of ‘constituting” concrere
individuals as mﬁ;erh In the interaction of this double constitution exists the func-
tioning of all ideology, ideology being nothing but its functioning in the material
forms of existence of that functioning.

In order to grasp what [ollows, it is essential to realize that both he who is
wﬁting these lines and the reader who reads them are themselves suhj{'ﬂ.q. and
therefore ideological subjects (a tautological proposition), i.e. that the author and
the reader of these lines both live ‘spontaneously” or ‘naturally” in ideology in the
sense in which | have said that ‘man is an ideological animal by nature.’

That the author, insofar as he writes the lines of a discourse which claims to be
scientific, is completely absent as a “subject’ from “his" scientific discourse (for all
scientific discourse is by definition a subject-less discourse, there is no "Subject of
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science’ except in an ideology of science) is a different question which 1 shall leave
on one side for the moment.

As 5t Paul admirably put it, it is in the 'Logos,” meaning in ideology, that we

‘live, move and have our being.” It follows that, for you and for me, the Lala;-g-::rv
'ﬂ' ﬂ'I'L "i-uhltl.'t |5 a phm.a.n [i'.ﬂ l{]uﬁnf'ﬁ [:Iﬂ'.lrl.ﬂuﬁnf'ﬁﬁ A al“ﬂ\"ﬁ anan_:l It |5
clear that vou and | are subjects (free, ethical, etc. . . .). Like all obviousnesses,
including those that make a word ‘name a thing’ or ham-_- a meaning’ (therefore
including the obviousness of the “transparency’ of language), the ‘obviousness' that
}'ﬂ“ anl I anre ﬁ-uhil:i.'rj — am‘] t]'lﬂt that dfl’l'_'i Mt Cause ﬂ.'l'l}" Frnl'.ll{"l'l'lj — 18 an Efll:'ﬂllﬂg'
ical effect, the elementary ideological effect.” It is indeed a peculiarity of ideology
that it imposes {without appearing to do so, since these are ‘olwiousnesses’)
obviousnesses as obviousnesses, which we ::mnul_fai.f te recognize and before which
we have the inevitable and natural reaction of crying out {aloud or in the “still, small
voice of conscience’): “That's obvious! That's right! That's true!”

At work in this reaction is the ith:nlngim] recognition function which is one of
the two functions of ideology as such (its inverse being the function of misrecogni-
tion — méronnaisance).

To take al'lighl}' ‘concrete” ::xampl::, we all have friends who, when Ih::_'!.' knock
on our door and we ask, ﬂ'trnugh the door, the question “Who's t]'pq'rr?", ANSWET
{since “it’s obvious’) ‘It's me.” And we recognize that ‘it is him,” or ‘her.” We open
the door, and “it's true, it r::a.“}' was she who was there.” To take another -:.xa.mplr.,
when we recognize mmchud:.‘ of our (previous) acquaintance ((re)-connaisance) in
the street, we show him that we have rcmgniiud him (and have recognized that he
has recognized us) by saving 1o him “Hello, my friend,” and shaking his hand (a
material ritual practice of ideological recognition in evervday lite — in France, at
least; elsewhere, there are other rituals).

In this preliminary remark and these concrete illustrations, [ only wish to point
out that you and | are always already subjects, and as such constantly practice the
rituals of iduul[:-gital recognition, which guarantee for us that we are indeed
concrete, individual, rl:istinguis]uh]c: and {naturallj.-'j J'rrrp]a.r.r.ah]r .-:uh]'c:ﬂ.r., The
writing | am currently executing and the reading you are currently’ performing are
also in this respect rituals of ldu.ulugir.a.l recognition, including the “obviousness’
with which the “truth” or “error’ of my reflections may impose itself on vou.

But to rec ngmﬂ that we are '-iuhlLL'ﬁ and that we runvr.tlun in the ]::'raL"uca] rituals
of the most elementary everyday life (the hand-shake, the fact of calling you by your
name, the fact of Imuwing, even il [ do not know what it is, that you ‘have’ a name
of vour own, which means that you are recognized as a unique subject, ete.) — this
recognition r,m|}' Eives us the ‘consciousness” ol our incessant (eternal) practice of
ideclogical recognition — its consciousness, i.e. its recognition — but in no sense does
it give us the (scientific) knowledge of the mechanism of this recognition. Now it is
this l:nnwlmlgr: that we have to reach, if you will, while sp::al-'.ihg ifn jduﬂ]ﬁg}', and
from within idcnlng_w we have to outline a discourse which tries to break with
idealogy, in order to dare to be the beginning of a scientihic (i.e. subject-less)
discourse on i{lu{:l]ug}'-

Thus in order to represent w]'l_':r the category ol the ‘.-»il.ﬂ'lnj::n'_'lr is constitutive of
ideology, which only exists by constituting concrete subjects as subjects, | shall
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employ a special mode of exposition: ‘concrete’ enough to be recognized, but
abstract enough to be thinkable and thought, giving rise to a knowledge.

As a first formulation 1 shall say: all ideolagy hails or interpellates concrete individ-

uals as concrete subjects, by the functioning of the category of the subject.

MNotes

1 Which borrowed the legal category of “subject in law’ to make an ideclogical
notion: man is by nature a subject.

2 Linguists and those who appeal to linguistics for various purposes often run up
against difficulties which arise because they ignore the action of the ideological
effects in all discourses — J'm:lul:h'ng even scientific discourses.

i

NB: this double “currently’ is one more proof of the fact that ideclogy is “eternal,’
since these two ‘curn:ntlys‘ are 5|:|:|»1rat-|:~|:| hjr an indefinite interval: | am writing
these lines on 6 April 1969, you may read them at any subsequent time.



Chapter 15

Guy Debord

THE SOCIETY OF THE SPECTACLE

[ -]

1 HE WHOLE LIFE OF THOSE SOCIETIES in which modern conditions
T of production prevail presents itself as an immense accumulation of spec-
tacles. All that once was directly lived has become mere representation.

2 Images detached from every aspect of life merge into a common stream, and
the former unity of life is lost forever. Apprehended in a partial way, reality
unfolds in a new generality as a pseudo-world apart, solely as an object of
mntu:-mp]atmn The te nqu toward the EFLL']a.h?.I.tI.nI'.I nflma.gl;q. -of-the-world
finds its highl:st expression in the world of the autonomous image, where
deceit deceives itself. The sprrtarlr in its grm_‘ralit}' is a concrete inversion of
life, and, as such, the autonomous movement of non-life.

3 The spectacle appears at once as society itself, as a part of society and as a
means of unification. As a part of society, it is that sector where all attention,
all consciousness, converges. Being isolated — and precisely for that reason —
this sector is the locus of illusion and false consciousness; the unity it imposes
is merely the official language of generalized separation.

4 The spectacle is not a collection of images; rather, it is a social relatiunship
between p::uplr.: that is mediated h}' imagnﬁ.

5 The spectacle cannot be understood either as a deliberate distortion of the
visual world or as a product of the technology of the mass dissemination of
images. It iz far better viewed as a weﬂamr:huur.rnrg that has been actualized,
translated into the material realm — a world view transformed into an -nb-jec-
tive force,

6 Understood in its totality, the spectacle is both the outcome and the goal of
the dominant mode of production. It is not something added to the real world

not a decorative element, so to speak. On the contrary, it is the very heart
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of society’s real unreality. In all its specific manifestations — news or propa-
ganda, advertising or the actual consumption of entertainment — the spectacle
epitomizes the ]ln'\'.l“lng model of sodal life. It is the omnipresent celebra-
tion of a choice already made in the sphere of production, and the consummate
result of that choice. In form as in content the spectacle serves as total justi-
fication for the conditions and aims of the existing system, It further ensures
the permanent presence of that justification, for it governs almost all time spent
outside the |}I‘v:u.|ut'liun process itsell,

The ph:‘num{'nnn of separation is part and parn‘] of the unity of the world,
of a glnh:tl social praxis that has split up into reality on the one hand and image
on the other. Social practice, which the spectacle’s amtonomy challenges, is
also the real totality to which the spectacle is subordinate. So 1l|.-1:|1- is the rift
in this totality, however . that the spectacle is able to emerge as its apparent
goal, The language of the spectacle is composed of signs of the dominant orga-
nization of production — signs which are at the same time the ultimate
L'ml-pr{:ldu::t:a of that urgani?.ar.i{:ln-

The spectacle cannot be set in abstract opposition to concrete social activity,
for the ll!L]'I.l:llI:.II"I]'I. between ]'L‘-u‘.l.lll'l- and image will survive on either side of
any such {Inhmlmn Thus the spectacle, thuugh it turns reality on its head, is
itsell a product of real activity, Likewise, lived reality suffers the material
assaults of the spectacle’s mechanisms of mntn.-mplaimn, incorporating the
spectacular order and lending that order positive support. Each side therefore
has its share of objective reality, And every concept, as it takes its place on
one side or the other, has no foundation apart from its transtormation into its
Opposite: ruaiiu- Erupls w ithin the ~i|.'|-|.'r.LlL']1.' and the 'il]-l.':.‘l-‘:'l[‘]t' is real. This
reciprocal alienation is the essence and underpinning of society as it exists,

In a world that really has been turned on its head, truth is a moment of false-

hood.

The concept of the spectacle hringﬁ L{:gc't]'u‘r andd r:cp]alm a wide range of
apparently disparate phenomena. Diversities and contrasts among  such
phrnnmrna are the appearances af the ﬁprc-ta-rll: the appearances of a social
organization of appearances that needs to be grasped in its general truth.
Understood on its own terms, the spectacle pruul.'laim-i the predominance of
appearances and asserts that all human life, which is to say all social life, is
mere appearance. But any critique capable of appn*hmrlmg the spectacle’s
essential character must expose it as a visible negation of life - and as a nega-
tion of life that has invented a visual form for itself.

In order to describe the !-ipd:r.“tafh:, its formation, its functions and whatever
forces may hasten its demise, a few artificial distinctions are called for. To
analyze the spectacle means l:ll!{ing its |.1nguagl: to some {I:‘grrﬂ to the
{Icgrvc, in fact, that we are nhljgm:! to engage the nwlh:winlng}' of the society
to which the :'l|1|l.'1.'l|]l'.'|l.' gives expression. For what the F:II-L'L'[IIL"L" expresses is
the total practice of one |mr1i1.'ulnr economic and social formation; it is, so to
Hprak, that formation’s ulqmdu. It is alzso the historical moment h:.' which we
happen to be governed.
The spectacle manitests itself as an enormous positivity, out of reach and
hl‘_‘_n'l::ll'l‘ll 1||':c|:lut-.'. All it says is: 'Ew:r_\'r_hi.ng that appears is Eu-::d,' whatever is
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good will appear.” The attitude that it demands in principle is the same passive
acceptance that it has alrr:atl:.-' secured h:.' means of its sr:r.ming incontrovert-
ibility, and indeed h:r its monopolization of the realm of appearances,

The EPL"I..'tiL'IL' is ::sud:llLiaﬂ}' laur.u]ugi::al, lor the sl'rn]:rlc reason that its means
and its ends are identical. It is the sun that never sets on the empire of modern
passivity. It covers the entire globe, basking in the perpetual warmth of its
own glory.

The spec tacular character of modern industrial uJ-Ll'Lt]f has m}ti'ling fortuitous
or superficial about it; on the contrary, this society is based on the spectacle
in the most fundamental way. For the spectacle, as the perfect image of the
rl.l]ll'lg L“me“. T.:Ird!.r tnds are nu!l'llr.lg ﬂ.l'.l.d 'rJLw:].-r.:IPmEnl: 15 ﬂ.“ — a.ll']'luugl‘l
the only thing into which the spectacle plans to develop is itself.

As the indispcnsnh]e packaging for things produced as they are now produced,
as a general gloss on the rationality of the system, and as the advanced
economic sector directly responsible for the manufacture of an ever-growing
mass of image-objects, the spectacle is the chief product of present-day society.

-

The spectacle is capital accumulated to the point where it becomes image.



Chapter 16

Jean Baudrillard

SIMULACRA AND SIMULATIONS

The simulacrum is never that which conceals the truth it is the truth
which conceals that there is none.
The simulacrum is true.

Ecelesiastes

I|= WE WERE ABLE TO TAKE as the hinest allegory of simulation the Borges
tale where the l:armgraphcn of the Empirc draw up a map so detailed that it
ends up exactly covering the territory (but where, with the decline of the Empire
this map becomes frayed and finally ruined, a few shreds still discernible in the
deserts — the metaphysical beauty of this ruined abstraction, bearing witness to an
imperial pride and rotting like a carcass, returning to the substance of the soil, rather
as an a.gl'ng double ends up h:i.rlg confused with the real Uﬂng}, thi= fable would
then have come full circle for us, and now has nothing but the discrete charm of
second-order simulacra.

Abstraction today is no longer that of the map, the double, the mirror or the
concept. Simulation is no longer that of a territory, a referential being or a substance.
It is the generation by models of a real without origin or reality: a hyperreal. The
territory no longer precedes the map, nor survives it. Henceforth, it is the map
that precedes the territory — precession of simulacra — it is the map that engenders the
territory and if we were to revive the [able 'lﬂ{li_}', it would be the territory whose
shreds are slowly rotting across the map. It is the real, and not the map, whose
I'E.'iﬁgl‘.:! subsist here and there, in the deserts which are no ]ungcr those of the
Empire, but our own, The desert of the real itself.

In fact, even inverted, the fable is uscless. Perhaps only the allcgnr_'p' of the
Empire remains. For it is with the same imperialism that present-day simulators
try to make the real, all the real, coincide with their simulation models. But it is
no longer a question of either maps or territory. Something has disappeared: the
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sovereign difference between them that was the abstraction’s charm. For it is the
dillerence which forms the poctry of the map and the charm of the territory, the
magic of the concept and the charm of the real. This representational imaginary,
which hoth culminates in and is engulfed by the cartographer’s mad project of an
ity between the map and the territory, disappears with simulation,
whose operation is nuclear and genetic, and no ]{Jngur 5]1n:u|.a.r and discursive. With
it goes all of metaphysics. No more mirror of being and appearances, of the real
and its concept; no more imaginary coextensivity: rather, genetic miniaturization
is the dimension of simulation. The real is produced from miniaturized units, from
matrices, memory banks and command models — and with these it can be n:pru-
‘:Iuﬂ.ﬂ."ll an II‘I.!.l:’.'EII"I.lI.t: nut‘l‘.l.b:.l.‘ Ur l.llT“.' It Ty l{]l'lglr I'.IES (4] hl'." ra.l:lnnal ﬂll'l.ll;l;" It 'Iﬂ [NEE]
longer measured against some ideal or negative instance. It is nothing more than
np-c'ratiﬂna.l. In fact, since it is no |ung|:r L'I']'l-'l.'IUFll.'d IJ}' an imaginary, it is no lnngcr
real at all. It is a hyperreal: the product of an :in'adi.atl'ng synthesis of mmhinamr}'
models in a h}'lh:!‘:‘i-]:lal.'l: without alm[riph'.rr:,

In this passage to a space whose curvature is no I::rnger that of the real, nor of
truth, the age of simulation thus begins with a liquidation of all referentials — worse:
h:.' their artificial resurrection in systerms of 5:igns, which are a more ductile material
|hﬂ|'.| mfiln'mg_, il'l. ﬂ'ﬂt '&I’E’}' i('.l'.ll'l th:n'l.ﬂrh‘r.ﬂ [14] J" H_\'ﬁtf'mﬂ I'Ir l:‘qui\'.ﬂll}nl:'ﬁ'. a_" hi“ﬂr}r
oppositions and all combinatory algebra. It is no longer a question of imitation, nor
of red uplication, nor even ol parody. It is rather a question of substituting signs of
the real for the real itself; that is, an operation to deter every real process b}r its
operational double, a metastable, programmatic, perfect descriptive machine which
prﬂvides all the signs of the real and short-circuits all its vicissitudes, Never again
will the real have to be produced: this is the vital function of the model in a system
ol death, or rather of anlit‘i.pah:d resurrection which no lnngr.r lcaves any chance
even in the event of death. A hyperreal henceforth sheltered from the imaginary,
and from any distinction between the real and the imaginary, leaving room only for
the orbital recurrence of models and the simulated guncrat:iun of difference,

Il



Chapter 17

Judith Butler

PROHIBITION, PSYCHOANALYSIS AND
THE HETEROSEXUAL MATRIX

UBLISHED IN 1929, ]::ra.n Riviere's cssay, "Womanliness as a Ma.':qul_tra[il.'.' !
[P]intmduﬁ-a the notion of femininity as masquerade in terms of a theory of
aggression and conflict resolution. This theory appears at first to be far aheld from
Lacan's a.l'l]l}".ii.'i- of ma_ﬂ:lu:nllc in terms of the l_'{:ll‘['lt'lil"g' of sexual IJu.‘Jsj‘lim‘l.:i. She
begins with a respectful review of Ernest Jones's typology of the development of
female sexuality into heterosexual and homosexual forms. She focuses, however,
on the ‘intermediate types' that blur the boundaries between the heterosexual and
the homosexual and, impli::ill},r, contest the :lust_'l‘il.'r'th'u uapaq_-it:.- ol jut‘l:.'.-i's classifi-
catory sjr.mtcm. In a remark that resonates with Lacan’s facile reference to
‘observation,” Riviere secks recourse to mundane perception or experience to vali-
date her focus on these ‘intermediate types’: “In daily life types of men and women
are constantly met with who, while mainly heterosexual in their development,
plainly display strong features of the other sex.” What is here most plain is the clas-
sihcations that condition and structure the perception of this mix of attributes.
CLe:a.rl}r, Riviere be:gim with set notions about what it is to rliﬂp]a:.' characteristics
of one's sex, and how it is that those plain characteristics are understood to express
or reflect an ostensible sexual orientation. This perception or observation not only
assumes a correlation amaong characteristics, desires, and ‘orientations,” but creates
that unity thrnugh the perceptual act itself. Riviere's postulated unity between
gender 1rrr1'hu1:es- and a naturalized ‘orientation’ appears as an instance of what Wittig
refers to as the “imaginary formation’ of sex.

And yet, Riviere calls into question these naturalized t_'g']::ulugi::!i Illruugh an
ap];u:.a.l to a |15}rd'ma:|al}"r_ic account that locates the mr:am'ng of mixed gi:n{h:r
attributes in the 'J'ntr,:rl:ll.;}' of conflicts.’ Sig]'liﬁmnti;f, she contrasts this kind of
psychoanalytic theory with one that would reduce the presence of ostensibly ‘mascu-
line’ attributes in a woman to a ‘radical or fundamental tendency.” In other
words, the acquisition of such attributes and the accomplishment of a heterosexual



148 JUDITH BUTLER

or homosexual orientation are Produ-r_'ud ﬂu‘uugh the resolution of conflicts that have
as their aim the suppression of anxiety. Citing Ferenczi in order to establish an
analogy with her own account, Riviere writes:

Ferenczi pointed out . . . that homosexual men exaggerate their hetero-
sexuality as a “defence’ against their homosexuality. | shall attempt w
show that women who wish for ma..ii:n.ll:init:,' may put on a mask of
womanliness to avert anxiety and the retribution feared from men.

{Riviere 1986: 35)

It is unclear what is the "exaggerated’ form of heterosexuality the homosexual
man is alleged to display, but the phenomenon under notice here might simply be
that gay men simply may not look much different from their heterosexual coun-
terparts, This lack of an overt differentiating style or appearance may be diagnosed
as a symptomatic “defense’ only because the gay man in question does not conform
to the idea of the homosexual that the ana]}ﬁt has drawn and sustained from cultural
stereotypes. A Lacanian analysis might argue that the supposed “exaggeration” in the
homosexual man of whatever attributes count as apparent heterosexuality is the
ﬂ.T.I.El'IIPl to ‘have’ the H'La“l.w the sul:nj::t:t I:HJSI'LIUI‘I that entails an active and hetero-
sexualized desire. Similarly, ﬂ'l-E' ‘mask’ of the *women who wish for masculinity’
can be interpreted as an eflort to renounce the *having” of the Phallus is order to
avert retribution by those from whom it must have been procured through castra-
tion. Riviere :txplairl.-i the fear of retribution as the consequence of a woman's r.anta.-i:,'
to take the place of men, more precisely, of the father. In the case that she herself
examines, which some consider to be aumhingnphic'a], the n'valr_'!.' with the father
is not over the desire of the mother, as one might expect, but over the place of the
father in public discourse as speaker, lecturer, writer — that is, as a user of signs
rather than a sign-object, an item of exchange, This castrating desire might be under-
stood as the desire to relinquish the status of woman-as-sign in order to appear as
a subject within language.

Indeed, the .ar:a]ng}-' that Riviere draws between the homosexual man and the
masked woman is not, in her view, an analogy between male and female homo-
sexuality. Femininity is taken on h].r a woman who ‘wishes for masculinity,” but
fears ﬂ'!L retributive CONSECUENCes uf'ta]ung on the pul:].l.-:. appcarance af ITLa."iLIl”.I.'IIT.‘l'
Masculinity is taken on by the male homosexual who, presumably, sceks to hide —
not from others, but from himself — an ostensible femininity, The woman takes on
a masquerade knowingly in order to conceal her masculinity from the masculine
audience she wants to castrate. But the homosexual man is said 10 exaggerate his
‘heterosexuality’ (meaning a masculinity that allows him to pass as heterosexual?)
a5 a IIl.'lI:,"Fl;':l'l:':'d.',",I| uﬂkm]“’iﬂgl}" I'.I‘('Eﬂ.u'il' I'lﬂ l.".ﬂl'll'l.'[]t ﬂﬂkﬂl“\'lt[ig‘.’. hll'i- CFWIn h:nn{:l!u'.xu-
ality {or is it that the analyst would not acknowledge it, if it were his?). In other
words, the homosexual man takes unconscious retribution on himself, both dﬁiring
and fearing the consequences of castration, The male homosexual does not "know’
his homosexuality, although Ferenczi and Riviere apparently do.

But does Riviere know the homosexuality of the woman in masquerade that
she describes? When it comes to the counterpart of the analogy that she herself sets
up, the woman who ‘wishes for masculinity’ is homosexual only in terms of
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sustaining a masculine identification, but not in terms of a sexual orientation or
desire, In'l.'nlting _]::lm'.ii'h' l:.'Fuh}g:r' Once ag_a.in, as if it were a Fl'la“ii.: !'ihlii..'.]l.‘l.l she formu-
lates a "defense’ that dl:ﬁignat:‘.li as ascxual a class of female homosexuals understood
as the masquerading type: ‘his first group of homosexual women who, while taking
no interest in other women, wish for rm:ﬂgmtmn of their masculinity from
men and claim to be the equals of men, or in other words, to be men 'Ll'wm'-:-rh'-:
{Riviere 1986: 37). As in Lacan, the ]l'..'ihlal'.l is here mg'nlh{:d as an asexual position,
as indeed, a position that refuses :'il.'IualiT"t'. For the earlier analug}' with Ferencei to
become complete, it would seem that this description enacts the “defence’ against
female homosexuality as sexuality th.‘:t is nevertheless understood as the reflexive
structure of the |Jun'|us:|:}|:ua| man. And 1.'I_T. there is no clear way o read this
duunpimn of a female humnwxuaht\ that is not about a sexual dt_sm_ for women.
Riviere would have us believe that this curious tymlngucal anomaly cannot be
reduced to a repressed female homosexuality or hcternsexuaiit}'. What iz hidden is
not sexuality, but rage.

One possible interpretation is that the woman in masquerade wishes for
ma:iL'ulinil}' in order to engage in ]::'uhli-;: discourse with men and as a man as part
of a male homoerotic exchange. And precisely because that male homoerotic
l:m'hangu: would ﬁignil'\.' castration, she fears the same retribution that motivates the
‘defenses” of the homosexual man. Indeed, perhaps femininity as masquerade is
meant to deflect from male homosexuality — that being the erotic presupposition
of hegemonic discourse, the "hommo-sexuality” that Irigaray suggests. In any case,
Riviere would have us consider that such women sustain masculine identifications
not to ocoupy a position in a sexual exchange, but, rather, to pursue a rivalry that
has no sexual object or, at least, that has none that she will name.

Riviere's text offers a way to reconsider the fuestion: What is masked |:r:.'
masquerade? In a key passage that marks a departure from the restricted analysis
demarcated by Jones's classihicatory system, she suggests that ‘masquerade’ is more
than the characteristic of an ‘intermediate t}'pv,' that it is central to all *womanli-
Mess

The reader may now ask how [ define womanliness or where | draw the
line between genuine womanliness and the ‘masquerade.” My sugges
tion is not, however, that there is any such difference; whether radical
OF Hl.:l]lL'I'"iL‘iH]., I.hl;:_!.' are the same 1.|1ing.

(Riviere 1986 38)

This refusal to J.rt:l:ir.ulah' a Ii.'nlzininir.}' that is prior to mimicry and the mask is
taken up h}' Htrp]‘wn Heath in “Joan Riviere and the 3‘!.-'|.a_li|:'!|1.L1:J'.lvrl-r:F as evidence for
the notion that “authentic womanliness is such a mimicry, is the masquerade.’
Relyving on the postulated characterization of libido as masculine, Heath concludes
that femininity is the denial of that libido, the “dissimulation of a fundamental
I:'I:I-a."i';.'LI.II.I'I.i.l}'..I"

Femininity becomes a mask that dominates/resolves a masculine identification,
for a masculine identification would, within the presumed heterosexual matrix of
desire, produce a desire for a female object, the Phallus; hence, the donning
of F:‘:mininit}' as mask may reveal a refusal of a female humum.'xua]il}' and, at the
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same time, the hyperbolic incorporation of that female Other who is refused — an
odd form of preserving and protecting that love within the circle of the melancholic
and negative narcissism that results from the psvchic inculcation of compulsory
heterosexuality.

One mighl read Riviere as fearful of her own Fhaﬂicism — that is, of the Flullil::
ilentity she risks exposing in the course of her lecture, her writing, indeed, the
writing of this phallicism that the essay itself both conceals and enacts. It may,
however, be less her own masculine ir]t:ntit:; than the masculine heterosexual desire
that is its !i:iE‘litlJ.l.‘l: that she secks both to l.'I-l’.‘]'I}' and enact h:.-' I'H."l.'.{]I'I'I:i]'IE the nhjc:l::t
she forbids herself to love. This is the predicament produced by a matrix that
accounts for all desire for women by subjects of whatever sex or gender as origi-
na'ting in a masculine, heterosexual prosition, The libido-as-masculine is the source
from which all possible sexuality is presumed to come.

Here the n'pull:rg}' of gender and sexuality needs to give way to a discursive
account of the cultural production of gender. If Riviere's analﬂan-r] is a homosexual
without hum[}-if_xuallh, that may be because that {}PII[II'I i% a]n adv refused he “r: the
cultural existence of this prohibition is there in the lecture space, determining
and differe ‘ntiating her as speaker and her mainly male audience. hlthnugh she fears
that her castrating wish might be understood, she denies that there is a contest
over a common object of desire without which the masculine identification that she
does aq:kmm'h:dgu would lack its confirmation and essential sign Indeed, her account
]'.Ir{“ﬂl.lppmﬂ the primacy of aggression over sexuality, the desire to castrate and take

the place of the masculine subject, a desire a.mm:d]v rooted in a rivalry, but one
which, for her, exhausts itsell in the act of lll!il.'llil.‘ti"l‘fll.'l"ll. But the qul:x»ﬂun might
usefully be asked: What sexual fantasy does this aggression serve, and what sexu-
ality does it authorize? Although the right to occupy the position of a language user
is the ostensible purpose of the anal:;.tﬂml'ﬁ aggn*ﬁsi{m, we can ask whether there is
not a repudiation of the feminine that prepares this position within speech and which,
invariably, re-emerges as the Phallic-Other that will phantasmatically confirm the
aulhurlh' of the -i]:n.a.king sul:r]rm_'l?

W 4 ]'I'I]Ej'ﬂ thl n n"r]'nnlc T.]'I’I."' \Tn rlr[:l't:lnnﬁ ';]'I:- maﬁl-l.lllnlt"r a.n{| 'Fl.mll'll.l'l]'r.\'
constructed here as rooted in unresolved homosexual cathexes, The mehnc‘h@]\
refusal /domination of homosexuality culminates in the incorporation of the same-
sexed object of desire and re-cmerges in the construction of discrete sexual ‘natures’
that require and institute their opposites through exclusion. To presume the primacy
of bisexuality or the primary characterization of the libido as masculine is still no
to account for the construction of these various ‘primacies.” Some psychoanalytic
accounts would arguc that rl:m:ininil"lr' is based in the exclusion of the masculine,
where the masculine is one “part’ of a bisexual psychic composition. The coexis-
tence of the binary is assumed, and then repression and exclusion intercede to craft
diﬁcr{'h‘.]}' Ei.'mlr:n::] “identities” out of this |!|-it'lal‘:.-'1 with the result that id(‘lltit}' is
alwa}'ﬁ .]i'l"l:-.]:‘l:.' inherent in a bisexual dispn.-:lti:m that is, ﬂlr:mgh repression, severed
into its component parts. In a sense, the binary restriction on culture postures as
the precultural bisexuality that sunders into heterosexual familiarity through its
advent into ‘culture.” Fr{Jm the start, however, the binary restriction on sexuality
shows clearly that culture in no way postdates the bls-.'-xuahn that it purports to
T'l:'P'I."l:"iﬁ It mnﬁt“utﬁ t!'l.l." 'rnal:rlx Hr Inl:l:.‘“:lg.ll'lllll\" l]'lruug].‘l 'th“.'l'l Frlmi.n I."‘IE-L xu-al]t.\
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I:it'il.‘lf becomes thinkable, The ‘hi:u:xualilf that is Pn:ill::{l as a Ps:,-'d‘l.h_' foundation
“and is said to be repressed at a later date is a discursive production that claims to

be prior to all discourse, eflected through the compulsory and generative exclu-
“sionary practices of normative heterosexuality.

! [

1 Joan Riviere (1986) "Womanliness as a Masquerade,” in Victor Burgin, James
Donald, Cora Kap]a.n {eds), Formations nganms__r, London: Methuen, PR 3544
2 Stephen Heath, “Joan Riviere and the Masquerade’, ibid., pp. 45-61.



Chapter 18

N. Katherine Hayles

VIRTUAL BODIES AND
FLICKERING SIGNIFIERS

We might regard patterning or predictability as the very essence and
raison d'ére of communication . . . communication is the creation of
redundancy or patterning.

Gregory Bateson, Steps to an Ecology of Mind

THF. DEVELOPMENT OF INFORMATION THEORY in the wake of World
War Il left as its legacy a conundrum: even though information provides the
basis for much of contemporary US society, it has been constructed never to be
present in itsell, In information theoretic terms, as we saw in [Ha}rlezsr] n:ha.Pter 1
information is conceptually distinet from the markers that embody it, for example
newsprint or electromagnetic waves. It is a pattern rather than a presence, defined
I:I}' the probability distribution of the t:m‘ling elements composing the message. If
information is pattern, then noninformation should be the absence of pattern, that
i5, randomness. This commonsense expectation ran into unexpected complications
when certain developments within information theory implied that information
could be equated with randomness as well as with pattern.’ Identifying information
with both pattern and randomness proved to be a powerful paradox, leading to the
realization that in some instances, an infusion of noise into a system can cause it to
reorganize at a higher level of complexity.” Within such a system, pattern and
randomness are bound together in a complex dialectic that makes them not so much
opposites as complements or supplements to one another. Each helps to define the
m‘her each contributes to the flow of information ﬂlmugh the system,

Were this dialectical relation only an aspect of the formal dlmn', its impact
might well be limited to the problems of maximizing channel utility and minimizing
noise that concern electrical engineers. Through the development of information
technologies, however, the interplay between pattern and randomness became a
feature of everyday life. As Friedrich Kittler has demonstrated in Discourse Networks
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1800/ 1900, media come into existence when technologies of inscription intervene
between the hand gripping the pen or the mouth framing the sounds and the produc-
tion of the texts. In a literal sense, technologies of inscription are media when they
are pereeived as mediating, inserting themselves into the chain of textual produc-
tion. Kittler identifies the innovative characteristics of the typewriter, urigj.nall}r
designed for the blind, not with speed but rather with “spatially designated and
discrete signs,’ along with a corresponding shift from the word as flowing image to
the word “as a geometrical figure created by the spatial arrangements of the leter
keys (here Kittler quotes Richard Herbertz).” The emphasis on spatially fixed and
geometrically arranged letters is significant, for it points to the physicality of the

involved, Tyvpewriter keys are directly proportionate to the script they
produce. One keystroke yields one letter, and striking the key harder produces a
darker letter. The system lends itself to a signification model that links signifier to
signified in direct correspondence, for there is a one-to-one relation between the
key and the letter it produces, Moreover, the signifier itself is spatially discrete,
durably inscribed, and flat.

How does this experience change with electronic media? The relation between
3l:rilr.ing a Im:,r and pm-du:ing text with a computer is very different from the relation
achieved with a typewriter, Diupla}' bri ess is unrelated to keystroke pressure,
and striking a single ].:-e}' can effect massive chmgc5 in the entire text, The computer
restores and heightens the sense of word as image — an image drawn in a medium as
fluid and changeable as water. Interacting with electronic images rather than with a
materially resistant text, 1 absorb through my fingers as well as my mind a model of
signification in which no simple one-to-one correspondence exists between signihier
and signified. | know kinesthetically as well as conceptually that the text can be manip-
ulated in ways that would be impnem'hl: if it existed as a material ubjl‘:i:t rather than
a visual display. As I work with the text-as-flickering-image, I instantiate within my
body the habitual patterns of movement that make pattern and randomness more
real, more relevant, and more powerful than presence and absence.

The technologies of virtual reality, with their potential for full-body mediation,
further illustrate the kind of phenomena that foreground pattern and randomness
and make presence and absence seem irrelevant. Already an industry worth hundreds
of millions of dollars, virtual reality puts the user’s sensory system into a direct
feedback Loop witha I:'l_'.l'l'l'l.pl.].tl:!l’.i In one version, the user wears a stereovision helmet
and a body glove with sensors at joint positions, The user's movements are repro-
duced by a simulacrum, called an avatar, on the computer screen. When the user
turns his or her head, the computer display changes in a corresponding fashion. At
the same time, aurliuphmi:_'a create a three-dimensional sound field. Kinesthetic
sensations, such as G-loads for flight simulators, can be supplied through more exten-
sive and elaborate body coverings. The result is a multisensory interaction that
creates the illusion that the user is inside the computer. From my experience with
the virtual reality simulations at the Human Interface Technology Laboratory and
elsewhere, | can attest to the disnrit:nting, I:Jthilaratl'ng effect of the ﬁ:ul:i.ng that
subjectivity is dispersed throughout the cybernetic circuit, In these systems, the user
learns, kinesthetically and proprioceptively, that the relevant boundaries for inter-
action are defined less by the skin than by the feedback loops connecting body and
simulation in a technobio-integrated circuit.
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CQuestions about presence and absence do not yield much leverage in this
situation, for the avatar both is and is not present, just as the user both is and is not
inside the screen. Instead, the focus shifts wo guestions about patterm and random-
ness, What transformations govern the connections between user and avatar? What
parameters control the construction of the screen world? What patterns can the
user discover ﬂ'truugh interaction with the ﬁ:.'ritum? Where do these patterns fade
into randomness? What stimuli cannot be encoded within the system and therefore
exist only as extraneous noise? When and how does this noise coalesce into pattern?
Wﬂrhng from a different theoretical framework, Allucquere Roseanne Stone has
prupuﬁml that one need not enter virtual n:alit:.' to encounter these questions,
although VR brings them vividly into the foreground. Merely communicating by
email or participating in a text-based MUD (multi-user domain) already problema-
tizes thinking of the body as a self-evident physiua!il}--“' In the face of such
technologies, Stone proposes that we think of subjectivity as a multiple warranted
by the body rather than contained within it, Sherry Turkle, in her fascinating work
on people who spend serious time in MUDs, convincingly shows that virtual tech-
nulu-g:iuﬁ, in a ripti:lq: ol reverse inHuence, aftect how real life is seen. 'Hua.iil}' is
not my best window," one of her respondents remarks.”

In socicties enmeshed within information networks, as the ULS, and other first
world societies are, these examples can be multiplied a thousandfold. Money is
'lm'n:uingl_}' u:P::ﬁ{:nu:d as informational patterns stored in computer banks rather
than as the presence of cash; surrogacy and in vitro fertilization court cases offer
examples ol informational genetic patterns competing with physical presence for
the righ't to determine the '|r.Eit|'matr:' parcnt; automated factories are controlled
by programs that constitute the physical realities of work assignments and produc-
tion schedules as flows of information TJ'lrnugh the 51.'-itl.'.m',u criminals are tied to
crime scenes through DNA patterns rather than through eyewitness accounts veri-
fung their presemnce; access Lok mmpulur networks rather TJ‘La.t'l Fl‘n:m_a] pum*ssuun
of data determines nine-tenths of computer law 1 sexual relationships are pursued
through the virtual spaces of computer networks rather than through meetings at
which the participants are physically Prt."&l.‘l"lt.m The effect of these translormations
is to create a h:ig]'tl}' h::n:rngl::nl:nuﬁ and fissured space in which discursive forma-
tions based on pattern and randomness jostle and compete with formations based
on presence and absence. Given the long tradition of dominance that presence and
absence have ::niu:.'ul.{ in the Western tradition, the surprise is not that formations
based on them continue to exist but that these formations are being displaced so
rapidly across a wide range of caltural sites.

These examples, taken from studies of information Li:l.'hnnlugi{.‘i, illustrate
concerns that are also appropriate for literary texts, If the effects that the shift toward
pattern/ randomness has on literature are not widely recognized, perhaps it is
because they are at once pervasive and elusive. A book produced by typesetting may
look very similar to one generated by a computerized program, but the techno-
1{:|g|'m| processes involved in this transformation are not neutral,  Different
technologies of text production suggest different models of signification; changes in
signification are linked with shifts in consumption; shifting patterns of consumption
initiate new experiences of embodiment; and embodied experience interacts
with codes of representation to generate new kinds of textual worlds.” In fact, each
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category pm-cluuli:m. Figl'li.f-ll'.'-ulli.tlll'l., consumption, hmli]_‘r expericnce, and repre-
sentation — is in constant feedback and feedforward Il!]-HFI.*\'-. with the others,

As the emphasis shifts to pattern and randomness, characteristics of print
texts that used to be transparent (because they were so pervasive) are becoming
visible again through their differences from digital textuality. We lose the oppor-
tunity to understand the II'I"II:I-l.IL-.l[I.I::II'I"i of these shifts il we mntaku the dominance of
pallcm.-‘ra.ndnmnl:% for the 1||'-mp|'u arance of the material world, In fact, it is
precisely because material interfaces have changed that pattern and randomness can
be perceived as dominant over presence and absence. The pattern/randomness
dialectic does not erase the material world; information in fact derives its efhcacy
from the material infrastructures it appears to obscure. This illusion of erasure should
be the subject of inquiry, not a presupposition that ingquiry takes for ET.;II'I‘I;{'T[

To explore the importance of the medium’s materiality, let us consider the book.
Like the human bady, the book is a form of information transmission and storage,
and like the human body, the book incorporates its encodings in a durable material
substrate, Once enc mhnL in the material base has taken place, it cannot easily be
changed. Print and proteins in this sense have more in common with each other than
with magnetic encodings, which can be erased and rewritten simply by changing the
Fdrlarl'tuw- {In Hay les™ {1990 :haplt:r % we shall have an opportunity to sec how a
book's self- -representations -.h.mp: when the book is linked with magnetic encod-
ings.) The printing metaphors pervasive in the discourse of genetics are constituted
through and by this similarity of corporeal encoding in books and bodies.

Thr I.]'I.l.ll'l;_:ll"]'l.'“"‘nt of L.|§‘n.a| and materiality in bodies and books confers on them
a parallel doubleness. As we have seen, the human hmh is understood in molec-
ular biology simultaneously as an expression of genetic information and as a physical
structure. Similarly, the ]||:L'rar1. corpus is at once a physical object and a space of
representation, a hmh and a message, Because they have bodies, books and humans
have something to lose if they are regarded solely as m!nrnunnml patterns, namely
the resistant materiality that has traditionally marked the durable insc ription of books
no less than it has marked our experiences of living as embodied creatures. From
this allmll} emerge Lun1|:|r1 feedback |.IZJI:.I'|'.J!'i between contemporary literature, the
technologies that produce it, and the embodied readers who produce and are
Pmdur:rd h}' books and IL'-.'hnnlngi-::s.. L'h.:mgrri in bodies as thc:.' are r:*pr:'ﬂ*nrﬁl
within literary texts have deep connections with changes in textual bodies as they
are encoded within information media, and both types of changes stand in complex
relation to changes in the construction of human bodics as they interface with infor-
mation tec hnn|f:|g|w. The term [ use to de signate this network of relations is
infermatics, Following Donna Haraway, | take informatics to mean the technologics
of information as well as the biological, social, linguistic, and cultural changes that
initiate, accompany, and complicate their development.'

| am now in a position to state my thesis cx]jli:.'ill}'. The contemporary pres-
sure toward dematerialization, understood as an epistemic shift toward pattern/
randomness and away from presence/absence, affects human and textual bodies on
two levels at once, as a :'h..mgu; in the body (the material substrate) and as a :'J'l..'-mgn*
in the message (the codes ol representation). The connectivity between these
changes is, as they sav in the computer industry, massively parallel and highly inter-
digil.llﬂl. My narrative will therefore weave back and forth between the rf'!'ll!‘l.‘."il.‘l'ltt‘l'l
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worlds of contemporary fictions, models of signification implicit in word processing,
embodied experience as it is constructed by interactions with information tech-
nologies, and the technologies themselves,

-]
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Introduction to part one

n Nicholas Mirzoeff

HE QUESTION OF GLOBALIZATION and its representations is clearly going to
The central to intellectual and political debate for the foreseeable future, even
as the nature of what is happening seems to shift on an all but daily basis. The
global “war on terrorism’ that is ongoing as [ write could not have been predicted

prior to September 11 and other such developments will no doubt occur. However,

it is clear that this moment of globalization is characterized over a longer span by

* the transformation of culture by digital technology. The contradictions produced by

this process can be exemplified in the Cyber Towers housing complex with T-1 access

. to the internet recently built in Bangalore, India. It is physically adjacent to *Third

World' housing but is conceptually part of the global digital sphere, The success of
globalization as a capitalist enterprise will depend in considerable part on its being
able to sustain such apparent dichotomies without provoking a reaction from the
excluded. In ‘Imagining globalization,” therefore, we look first at the different ways
in which glebalization has been imagined and the place of imagination as a global
practice. In the second section, ‘Space, identity, and digital culture,’ we consider
how space has been shaped and deployed in digital culture.

(a) Imagining globalization

One of the first scholars to highlight globalization as a critical question was the
Indian sociclogist Arjun Appadurai. In the introduction to his already classic study
Modernity at Large: Cultural Dimensions of Globalization (1996), Appadurai con-
structed what he called ‘a theory of rupture that takes media and migration as its
two major, and interconnected, diacritics and explores their joint effect on the work
of the imagination.’ Emphasizing that the imagination is no lenger confined — if
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indeed it ever was — to the creative artist but that it is now a ‘social fact,” Appadurai
in effect calls for a revaluation of the work of the image. Visual culture is a key part
of the response to that demand. He stresses that the self-imaging and work of the
imagination in everyday lives across the globe contradict any view of the electronic
media as simply pacifying the masses.

Appadurai argues that ‘the widespread appearance of various kinds of diasporic
public spheres . . . constitute one special diacritic of the global modern.’ The subse-
guent essays in this section examine different examples of these diasporic public
spheres in the visual arts, as indeed do many of the other essays in this volume
(Joseph, Joselit, Shohat and Stam, Wallace, Nakamura, Fusco, Piper). Néstor
Garcia Canclini asks ‘what type of visual thinking can speak today significantly in
the discordant dialogue between fundamentalism and globalization?’ Aware that
Latin American art history has been excluded as exotic or primitive from that “history
of art as the history of nations,” Canclini emphasizes that not only is this an igno-
rant account of Latin American culture, it is now an irrelevance in the age of
deterritorialized art and the cosmopalitan artist. Drawing directly on Appadurai‘s
work, Canclini turns his attention to art like the airmail paintings of Eugenio
Dittborn that stem from identities that are *polyglot and migrant, they can function
in diverse and multiple contexts and permit divergent readings from their hybrid
constitution.” This effort is in tension both with attempts to sustain the national and
with more nuanced strategies to recognize a multiculturalism that nonetheless
situates its practitioners as subalterns, For the Argentinine artist Sebastian Ldopez
this amounts to saying ‘the universal is “ours,” the local is “yours.””

In a characteristically brilliant essay, Kobena Mercer looks at the callision of
the diasporic and the lacal in recent British art., He shows how the creation of ‘young
British artists’ (yBA) and their counterparts at the International Institute of Visual
Arts (inIVA) in Britain were ‘the fallout of two contradictory responses to global-
ization as a new phase of capitalist modernization.” Arguing that the corporate
rhetoric of visible multiculturalism has undercut radical demands for representation
rather than simple inclusion, Mercer satirizes the ‘pathetic nationalism’ of the yBAs,
while noting that the goals of cultural practice have had to change. This new prob-
lematic is summed up by Mercer as *a scenario in which the longstanding metaphor
of minority “invisibility” has given way to a new and whally unanticipated predica-
ment of “hypervisibility.”* That is to say, with art galleries, movies and television
shows alike now being careful to ensure at least token participation by blacks and
other minorities, there is a new visibility of diaspora peoples even as long-standing
problems of racism and underrepresentation remain substantially the same in
Britain. This situation is named *multicultural normalization’ by Mercer. In response
black British artists have tried to elude this normalization with disruptive strate-
gies such as Chris Ofili's now notorious use of elephant dung in his paintings. For
such artists and their supporters the poststructuralist critique of representation is
part of the problem rather than the solution, dismissed as ‘boring.” Mercer thus
situates ‘inlVA’'s unpopularity as an outcome of its association with the bureau-
cratic institutionalization of cultural theory.” Attempting to go beyond this impasse
involves both recovering ‘the genealogy of the mixed times and spaces inhabited by
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diaspora artists,” and an understanding that *a certain Britishness was always already
hybridized in the encounter with Asian, African and Caribbean diasporas.’ This
reminder is salutary at a time when conservative leaders refer to Britain as a *foreign
land’ and British immigration officials refuse entry to anyone who appears to be
Roma (aka ‘gypsy’) at special checkpoints in Prague airport.

My own essay, taken from the edited volume, Diaspora and Viswal Culture:
Representing Africans and Jews (2000), develops Mercer's call for a genealogy of
diaspora by examining the historical and critical interaction between African and
Jewish diasporas. [t is motivated by the belief that diaspora is an inevitably plural
noun, meaning that diasporas cannot be properly understood in isolation. Diaspora
generates what [ call a *‘multiple viewpoint’ in any diasporic visual image. This view-
point incorporates Derrida’s différance, the painter R.B. Kitaj's ‘many views' of
diaspora, and what Ella Shohat and Robert Stam have called a ‘polycentric vision,’
in which the visual is located *between individuals and communities and cultures in
the process of dialogic interaction’ (Shohat and Stam). The multiple viewpoint moves
beyond the one-point perspective of Cartesian ratiomalism in the search for a
forward-looking, transcultural and transitive place from which to look and be seen.
In the contemporary moment, when imagination itself *is neither purely emancipa-
tary nor entirely disciplined but is a space of contestation in which individuals and
groups seek to annex the global into their own practices of the modern’ {Appadurai),
changing the way in which people see themselves is in all senses a critical activity.

Lisa Bloom's essay on ‘Gender, nationalism, and internationalism in Japanese
contemporary art’ is an example of what she calls, borrowing from Inderpal Grewal
and Caren Kaplan, ‘transnational feminist cultural studies.’ The phrase is suggestive
of the difficulties critical work has encountered in attempting to refashion itself
from local to global perspectives. Bloom has encountered these problems at first
hand teaching visual culture in Japan, where the notion of Nikhonjinron - ‘the master
narrative celebrating Japanese uniqueness’ — complicates efforts to think about
diversity. While some intellectuals are drawn to the very Western theories of multi-
culturalism that scholars like Mercer are now critiquing, there are new initiatives to
consider the tension between ‘advanced countries advocating globalization and the
third worlds adherence to ethnicity.’ Rather than offer a global solution, Bloom
stresses the local happenstance that enabled her to undertake this study. Feminist
art and art criticism in Japan have been connected to Japan’s imperial history by
both its supporters and critics. Bloom emphasizes the importance of ‘connecting a
critique of Japan’s emperor system and its hierarchy to the effects this system has
had on the lives of women in Japan and Asia.’ Japanese artists dealing with such
themes are marginalized in favor of splashy shows of French Impressionism. So while
Woestern artists are comfortable in their subject position as artists, in Japan and else-
where in Asia simply being a contemporary artist is a problem. Add to that the com-
plex historical tensions between Japan and other East Asian nations, and it is perhaps
less surprising that Bloom found a ‘hostility to art work and scholarship that deals
with issues of gender, race and nation’ that are so central to Western concerns. These
difficulties suggest that ‘there is a lot for visual critics . . . to learn” from such inter-
sections. Working them out is the challenge for visual culture’s next decade,
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(b) The space of the digital

The digital is all about space. During the gold rush years of digital culture, cyber-
space came to have an apparent physical geography to match its virtual counterpart.
It was a global hierarchy whose downtown was in MIT and Silicon Valley, with all-
powerful suburbs in Redmond (home of Microsoft) and with blue-collar districts in
locales such as Bangalore, India. The global class system created by this remap-
ping of physical and virtual space had paradoxical consequences. In 2000, “white’
peaple were in a minority in Silicon Valley, squeezed between the South Asian soft-
ware engineers produced by India’s elite institutes of technology and the Latinafo
workers who kept the place running. In a number of East Asian countries, ground-
up cyber cities were begun ranging from Malaysia’s Cyberjaya, which claimed it
would be the first green city, to Indonesia‘’s Cyber City, which was to be built on a
disused airport, symbolizing the transition from mass physical transport to high
bandwidth virtual teletransport. The websites of these proposed capitals of the era
of electronic reproduction are not being updated now and it is unclear what is
happening on the ground.

In these new spaces, what happens to identity, that place from which a person
says *1° and imagines a ‘we’? In the first days of cyberculture, there was a utopian
sense that fixed, corporeal markers of identity were open to free-flowing change in
cyberspace, On-line it seemed that one could adopt a new gender or sexual identity
without risk, or refuse to be named by a racialized identity, or look at the world
from the perspective of another person, The hope was that this temporary shift,
mostly enacted through text-only role-playing games or in chat rooms, might in turn
have a positive effect in real life, In her 1997 book Life on Screen, analyst Sherry
Turkle claimed that people were gaining therapeutic benefits from such role play,
which is itself a therapeutic exercise after all. To some extent such hopes have been
realized. For many young people who are (or think that they might be} queer, the
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internet has proved to be an important resource, offering contacts, information,
support and a certain form of sexual experience, In his series of postings entitled
“Voices from the Hellmouth' at the techie site slashdot.com, Jon Katz has detailed
. how many frustrated and alienated teenagers responded to his article on the
- Columbine High Schoal shootings. Katz described how high schoaols decided to target
[th!lr already marginalized geeks, Goths and digital freaks as if they were all likely
; to reenact the events of Columbine., He was greeted with an avalanche of email
" from teenagers in high school and those recalling the misery of those days. Some
| postings compared the list to Stonewall, the now legendary 1969 fightback by
i harassed gays and lesbhians against the police in New York. That view, which saw
. the emergence of a new on-line identity, was swamped by a far more prevalent one:
i that in a few years, all the geeks would be making far more money than their current
IL- harassers. & common scenaric was the now-persecuted geek pulling up to a
i McDonalds in his (gender intended) expensive car and being served by a jock, prep
! ar other bully. It is not my intent to decry what is clearly a satisfactory and non-
[ violent means of turning the tables. Rather it perhaps suggests the limits of
: cyberspace for the creation of new identities. For a certain minority, cyberspace is
¢ liberatory, creating parallels with other minority groups. For the majority, digital
culture was the pathway to a new car — with fries.

The internet crash puts a question mark over all that fast money. For the first
time since the shares began soaring in the early 1990s, it might be possible to ask
seriously what cyberspace is for, where it came from, what its limits are and who
can use it? Looking back at Michel Foucault's 1967 essay '0f Other Spaces’ today,
one cannot help but be struck by his apparent prescience in writing: "We are at a
maoment, | believe, when our experience of the world is less that of a long life devel-
oping through time than that of a network that connects points and intersects with
its own skein.’ He then argues that in this network ‘the site has been substituted
for extension’ so that *space takes for us the form of relations between sites.” While
these expressions seem to predict the internet, it might be more accurate to say that
they were indicative of the kind of thinking that made something like the internet
possible. Foucault cast his own gaze backwards, analyzing the spaces that he called
‘heterotopias,” places where the sites in a culture are ‘simultaneously represented,
contested and inverted.” Examples like the hospital, the prison and the elderly home
are ‘heterotopias of deviation® that delimit, define and contain the boundaries of a
culture. Clearly cyberspace it a form of heterotopia that causes us to re-examine
the very question of space in itself.

Pursuing the examination of this space, Geoffrey Batchen compares and
contrasts nineteenth-century representations of space in photography and stereo-
scopy with early predictions of the imminent emergence of Virtual Reality or VER.
VR was supposed to be a fully immersive environment with which the user would
ultimately be able to interact fully. It has faded from view as the technology stub-
bornly refuses to develop fast enough for the attention span of cyberjournalism.
Such accounts, as Batchen argues, “leave no room for complexity; for the complexity
of the operations of both power and history; [and] for the complexity and diversity
of cyberspace itself.” Comparing the dynamics of virtual reality to that of the
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invention of photography, Batchen suggests that such guestions of space and
identity are ‘not something peculiar to a particular technology or to postmodern
discourse but is rather one of the fundamental conditions of modernity itself.” And
the new cyberhistory, encompassing Victorian scientists like Charles Babbage and
Ada Lovelace, the telegraph and the rise of electricity, seems to bear Batchen's
theory out.

As Wendy Hui Kyong Chun notes in her essay, taken from her forthcoming
book, ‘like all explorations, charting cyberspaces entailed uncovering what was
always already there and declaring it “new." " Drawing on Foucault’s discussion of
the mirror as a heterotopia, Chun argues that the computer ‘enables one to see
oneself . .. where one is not.” Rather than concentrate on the distinction between
the ‘virtual’ and ‘real’ self, Chun examines how ‘these images become spectacles in
their own right.” Noting that the web has engendered fantasies of perfect “passing,”
she shows that, just as Foucault's ‘perfect” heterotopias were dependent on an active
forgetting of Native American and indigenous presence, so too does web passing
depend an an illusion that the user is fully in control of the system. Critiquing the
widespread notion that the web user is the contemporary equivalent of the Adneur,
the dandy who sees without being seen, Chun argues that ‘every spectator is also a
spectacle, given that everyone automatically produces traces.” She suggests that
a better, if less flattering name, for on-line spectators would be that of badauwd, that
is a gawker or rubberneck. The gawker is so caught up in the ecstasy of what is
being seen that s’he becomes a spectacle, while fantasizing that sthe is a flaneur.
These fantasies were enabled by the founding imaginary rendition of cyberspace in
cyberpunk fiction, such as the novels of William Gibson and Neal Stephenson.
Preceding the mass-user internet by a number of years, these novels created a desire
for cyberspace that was based on what Chun calls a ‘high tech arientalism.” This
formula for navigation-by-difference emerged in a period of US pessimism that
imagined a Japanese-dominated future as in effect synonymous with the emergence
of a high tech society. Although this vision was of the future, it was based on the
nineteenth-century colonial past in which (white) settlers conquered the frontier. In
short, Chun's essay suggests that for all the futuristic talk associated with the
internet, the dominant models of internet use rely on nineteenth-century ideas of
the colonizing subject and skate over the implications of the largely independent
ways computers actually exchange data.

By the same token, Lisa Nakamura explodes one of the myths of the new internet
identity as circulated by advertising, that there is no difference between people on-
line. In a certain sense, a virtual company exists only in its media. More conventional
companies that use information technology have picked up on this idea to sell the
theory that on the net ‘there are only minds,” to quote an MCI ad, ‘uninfluenced by
the rest of it.” Nakamura shows that, on the contrary, the depiction of ‘race’ in such
advertising is ‘designed to stabilize contemporary anxieties that networking tech-
nology and access to cyberspace may break down ethnic and racial differences.” This
advertising hinges on the contradiction that the erasure of ‘race,’ as Nakamura
argues, ‘can only be understood in terms of its presence.” This conundrum has
haunted many artists and filmmakers trying to deal with representations of ethnicity
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i but iz used by advertisers to create both a positive image of high technology as
ecological and responsible and at the same time to reinforce power differentials
" between first and third world peoples as being natural because they are visible. One
| striking example cited by Nakamura shows a camel driver seated on his animal in
the shade of the Great Pyramids of Giza. As she rightly says: ‘great pains are taken
in this ad to make the camel rider seem real, truly different from us, and “authentic”
in order to build up an idealized Other whose unspoiled nature shores up the tourist’s
sense that he is indeed seeing the “real” thing.' IBM's ad offers a view that no
tourist on the ground could see for the pyramids are now |located in close proximity
‘to the Cairo suburbs that have been digitally erased from the background of the
: image. The only camel drivers in the area are there to offer rides to tourists that
! dlways mysteriously culminate in a visit to a souvenir shop the driver happens to
| know. This is Orientalism lite, a visibly recognizable symbal carefully detached from
i any trace of its local context in the patronizing confidence that viewers will not
[ know the difference, The text of this and other [BM ads produced subaltern citi-
zens ‘who miraculously speak like “us” but still look like “them.”" Here, then, is
" the cyber version of the project of (neo) colonial mimicry identified by Homi Ehabha
|_ in which the raced and ethnic body of the subaltern is made to perform the labor
desired by the colonizer but is nonetheless still visibly ‘different.’

In this view, then, digital technology is in some senses enabling the completion
of epistemological and political projects that have a long history in ways that are
sometimes obviously suspect and sometimes not. In Thomas Campanella’s view, the
creation of the webcamera is one stage in a long history of the abnegation of distance
that marks an important if not final step towards the enactment of telepresence.
Telepresence would be a reciprocal relationship between observer and observed such
that ‘the observer is telepresent in the remote environment, and the observed environ-
ment is telepresent in the physical space in which the cbserver is viewing the scene.”
A conventional photograph, then, allows only for a small degree of telepresence for
the observer, in conditions dictated by the photographer, while the observed is not
telepresent at all. Campanella notes that the same pyramids discussed by Nakamura
were a popular subject for stereoscopic cards in the nineteenth century (discussed
by Batchen) as the illusion of three dimensions created by the stereoscope enhanced
the experience for the viewer. To what extent are the small fixed images offered by
webcameras an improvement on the stereoscope? Your answer to this guestion will
indicate with some accuracy where you stand in the whole digital debate. If you
think it is hardly different at all, you are a cyberskeptic. If it seems radically new,
you are a cyberutopian. Campanella admits that the webcamera offers ‘only the
maost basic variety of telepresence.’ But he points to the NASA Pathfinder mission
to Mars in 1997 as an example of what might be achieved. When Martian images
were posted to the NASA server more than 45 million viewers logged on to see
them, generating 80 million hits a day during the first week of operation. These
pictures were ‘fresh and clear enough to afford a convincing spatial sense of another
world.” At the same time, the event was a defining moment for the internet itself
as its users, not the commercial companies seeking to sell things, made the net do
something different. Of course doubts persist and are inherent to the medium. When
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Campanella views a water buffalo drinking at an African game reserve, he wonders:
*Were those animals pixelated a day or a month age and long vanished?’ Just as
Victorians gazing at the earliest photographs realized that reality had been newly
defined in ways they were not sure they liked, so we look at webcameras and ask:
“What is the integrity of the knowledge received from a webcamera and how are
we to verify it?* To which one should perhaps add: and how is this knowledge
different from that produced by an analog camera?

In her essay, Lisa Parks suggests that these epistemaological and historical ques-
tions will require political and cultural answers as well as academic ones. In her
consideration of the Digital Earth Project, Parks shows what is at stake for visual
culture in working with the digital. The Digital Earth is envisioned as ‘a virtual
environment that encompasses the entire planet and enables a user to explore vast
amounts of information gathered about the earth.’ As the first mover of the project
was former US Vice-President Al Gore and its major backers are global corpora-
tions, it is not surprising that the project currently lacks a critical edge. But rather
than write the project off as another corporate hype, Parks argues that “the project
should be re-fashioned as an interdisciplinary “contact zone” that will not only
extend public access to satellite and digital technologies, but help erode the
sciencefculture divide.” By borrowing the notion of a contact zone from the post-
colonial critic Mary-Louise Pratt, Parks recognizes the neo-colonial aspects of
digital culture highlighted by Lisa Nakamura. At the same time she acknowledges,
in the manner of Thomas Campanella, that a new form of visual culture has been
created by the satellite representation of earth and its digital reconfigurations: ‘the
orbital view can provide an uwnearthly platform from which to evaluate and
complicate the truth status of what appears in the frame; it can lead to cultural
excavation or infusion of the world's chaos and complexity.” But the digital rendering
of this view is so seamless that such possibilities within the frame seem to be elided.
Parks calls for a contestation of what she calls visual capital: ‘a system of social
differentiation based upon usersiviewers’ relative access to technologies of global
media. . .. For in an age of technologized vision, how, what, and when one sees/
knows increasingly determines one‘s place within a broader system of power rela-
tions.” The Digital Earth is an example, of course, of the immense visual capital of
the US. But Parks exploits the project’s own rhetoric to call for a wider invalve-
ment of artists, critics and even broadcasters, forging a ‘contact zone to foster
intellectual interdisciplinarity and collaborative work across the science/culture
divide.’ This project will run into charges of being either insufficiently far-reaching
or hopelessly ambitious. Those who want a thorough-going transformation of late
capitalist soclety will certainly be in the former camp but they have little by way
of practical strategies to offer. On the other side will be those who will say that
neither government nor business will ever respond to such a challenge. But what
Parks - like the other essays in this section — offers is the possibility of a specific
place to begin to try to effect change. Here visual culture becomes not simply oppo-
sitional but engaged in trying to shape and form cultural policy in the vital but
poorly understood area of the digital image.
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Chapter 19

Arjun Appadurai

HERE AND NOW

[ ]

ALL MAJOR SOCIAL FORCES MAVE precursors, precedents, anah;:gn and
sources in the past. It is these deep and multiple genealogies . . . that have
frustrated the aspirations of modernizers in very different societies to smc‘hmmm
their historical watches, This [Appadurai’s] book, teo, argues for a g:.ru.ra] rupture
in the tenor of intersocietal relations in the past few decades. This view of change

indeed, of rupture — needs to be explicated and distinguished from some earlier
theories of radical transformation.

One of the most problematic legacies of grand Western social science (Auguste
Comte, Karl Marx, Ferdinand Toennics, Max Weber, Emile Durkheim) is that it
has steadily reinforced the sense of some single moment — call it the modern moment
~ that h}" its appearance creates a dramatic and unpn:mﬂcntt:d break between past
and present. Reincarnated as the break between tradition and modernity and typol-
ogized as the difference between ostensibly traditional and modern societies, this
view has been shown repeatedly to distort the meanings of change and the politics
of pastness. Yet the world in which we now live — in which modernity is decisively
at I:rg:, irrr:gularl}r self-conscious, and unm‘cnl:.r experienced — surely does involve
a general break with all sorts of pasts. "Ir"h"hat sort of break is this, il it is not the one
identified by modernization theory. .

Implicit in this book is a theory ul' rupture that takes media and migration as
its two major, and interconnected, dla-l:n".lll! and cxp]nrc;s their joint effect on the
work of the imagination as a constitutive feature of modern subjectivity. The first step
in this argument is that electronic media decisively change the wider field of mass
media and other traditional media. This is not a monocausal fetishization of the elec-
tronic. Such media transform the field of mass mediation because they offer new
resources and new disciplines for the construction of imagined selves and imagined
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waorlds, This is a relational argumi:nt- Electronic media mark and reconstitute a
much wider held, in which print mediation and other forms of oral, visual, and
auditr}r}' mediation might continue to be important. Through such effects as the
t-l:l.-l'.‘il'.'f.ll:'.ll'l'l.g of news into audio-video h],'l:rs, Ihr-nugh the tension between the puh]i::‘
spaces of cinema and the more exclusive spaces of video watching, through the
immediacy of their absorption into public discourse, and through their tendency o
be associated with glarnn-ur, cosmopolitanism, and the new, electronic media
(whether associated with the news, politics, family life, or spectacular entertain-
ment) tend to interrogate, subvert, and transform other contextual literacies. In the
chapters that follow, I track some wavs in which electronic mediation transforms
preexisting worlds of communication and conduct.

Electronic media gin: a new twist to the environment within which the modern
and the global often appear as Hip sides of the same coin. Always carrying the sense
of distance between viewer and event, these media nevertheless compel the trans-
formation of uu'::r}'l.{a]f discourse. At the same tme, I‘Ju:}r are resources for
experiments with !il.'.lf-m.alr.ing in all sorts of socicties, for all sorts of persons. Tl'lr.:,-'
allow scripts for possible lives to be imbricated with the glamour of film stars and
[antastic flm plubi and 1.-:.1 also to be tied to the ]:llawilhllltv of news 'il'.lu‘l\-"i docu-
mf‘ntirlﬁ‘ﬁ i.'l'll:l ntht‘r hl.lll."k J.TII.'! “h]tll." 'I'ﬁm'!lﬂ ﬂd’ t("l(‘ml:'t'll.a.tlm al"ll'l I'_I'I.']T'It["’l.'l text,
Because of the sheer multiplicity of the forms in which they appear (cinema, tele-
vision, computers, and telephones) and because of the rapid way in which they move
ﬂ'lmugh -:]a'tl:,-' life routines, electronic media prnvi:]-.‘. resources for mlf—imgining as
an everyday social project.

As with mediation, so with motion. The story of mass migrations (voluntary
and forced) is hardly a new teature of human history. But when it is juxtaposed
with the npi:i How of mass-mediated images, scripts, and sensations, we have a new
order of instability in the production of modern subjectivities. As Turkish guest
workers in Germany watch Turkish films in their German flats, as Koreans in
Iqiiladt]phia watch the 1988 Ul_!..'m]::iu in Seoul ﬂ1mugh satellite feeds from Korea,
and as Pakistani cabdrivers in Chicago listen to cassettes of sermons recorded in
mosques in Pakistan or Iran, we see moving images meet deterritorialized viewers.
These create diasporic public spheres, phenomena that confound theories that
l.ir:]:u:nd on the continued salience of the nation-state as the kﬂ}' arbiter of impeor-
tant social changes,

Thus, to put it summarily, electronic mediation and mass migration mark the
world of the present not as technically new forces but as ones that seem to impel
{and sometimes L‘tlml‘.H.'.I} the work of the imagination, Tuguﬂuur, ﬂ!c}r create sp-:ciﬁc
irregularitics because both viewers and images are in simultancous circulation,
Neither images nor viewers fit into circuits or audiences that are easily bound within
local, national, or n:g'lunal Spaces. OF course, many ViewWeTrs may not themselves
migrate. And many mass-mediated events are highly local in scope, as with cable
television in some parts of the United States. But few important films, news broad-
casts, or television spectacles are entirely unaffected by other media events that
COTe Trum r'l.ll'l'l'l'l'_"l' -EI'-ILId. J’LT“! rL\'i F'Lr'ﬂm"'i- II'.I l']'IL nurld tuda\r dﬂ not haw.:- a fl'll:l'ld
relative, or coworker who is not on the road to somewhere else or already coming
back home, bearing stories and possibilities. In this sense, both persons and images
often meet unpﬂ'diclahl}', outside the certainties of home and the cordon sanitaire
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of local and national media effects. This mobile and unforeseeable relationship
‘between mass-mediated events and migratory audiences defines the core of the link
:’netwucn globalization and the modern. In the chapters that follow, I show that the
iw::-t'k ol the imagination, viewed in this context, is neither purely emancipatory nor
fntirrl}' diir‘iplin:‘d but is a space of contestation in which individuals and groups
seck to annex the global into their own practices of the modern,

: Ever since Durkheim, and the work of the Années Sociologigues group, anthro-
‘pologists have learned to regard collective representations as social facts — that is,
‘to see them as transcending individual volition, as weighted with the force of social
imorality, and as objective social realities, What | wish to suggest is that there has
tbeen a shift in recent decades, hui]tling an tl:r:hrmlugi::a.l Lhangﬂ-ﬁ over the past
seentury or so, in which the imagination has become a collective, social fact, This
'd{*\'i:lupmt.'.nt, in turn, is the basis of the plum]it}r of ima.gim:tl worlds,

On the face of it, it seems absurd to suggest that there is anything new about
“the role of the imagination in the contemporary world, After all, we are now accus-
‘:tnmﬁl to 't]'l.'mlting about all socictics as hax‘ing produced their versions of art, m}'th,
and legend, expressions that implied the potential evanescence of ordinary soecial
E]:if{:, In these expressions, all societies showed that they could both transcend and
reframe ordinary social life by recourse to mythologics of various kinds in which
social life was imaginatively deformed. In dreams, finally, individuals even in the
most simple societies have found the space to refigure their social lives, live out
Prmm‘ihﬂ:d emotional states and sensations, and see things that have then sPillr.:-r] OVET
‘into their sense of ordinary life. All these expressions, further, have been the basis
‘wof a ::umpl{:x -.Iia]t:lguu between the imaginali:m and ritual in many human societies,
through which the force of ordinary social norms was somehow deepened, thmugh
inversion, irony, or the pl_rf{:lﬂ‘na‘r_i'l.l_ intensity and the collaborative work demanded
h} many lum'ili -nf ritual. All this is the surest sort of I:nnwlr:dg-c bequeathed to us
by the best of canonical anthropology over the past century.

In suggesting that the imagination in the p-nate]e-:tmmc world plays a newly
stgniﬁrmt role, | rest my case on three distinctions. First, the imagination has broken
out of the special expressive space of art, myth, and ritual and has now become a
part of the quotidian mental work of ordinary people in many societies. It has entered
the logic of ordinary life from which it had largely been successtully sequestered.
Of course, this has precedents in the great revolutions, cargo cults, and messianic
movements of other times, in which forceful leaders implmtf:-cl their visions into
social life, thus creating powerful movements for social change, Now, however, it
is no iungﬂ.r a matter of "i-Pt."LIH]I"r endowed (charismatic) individuals, II]]*.L“I.II]g the
imagination where it does not belong. Ordinary people have begun to deploy their
imaglnall:m-i in the pmr.ll::l_ of their Lu.r_'g'day lives. This fact is Lx:.mplihtd in the
mutual contextualizing of motion and mediation,

More people than ever before seem to imagine routinely the possibility that
they or their children will live and work in places other than where they were born:
this is the wellspring of the increased rates of migration at every level of social,
mnational, and glnlul life, Others are rlraggm‘] imto new .w.tt:ing.r., as the n‘:Fugm: camps
of Thailand, Ethiopia, Tamil Nadu, and Palestine remind us. For these people, they
move and must dmg their imagination for new ways of living a!nng with them. And
then there are those who move in search of work, wealth, and opportunity often
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because their current circumstances are intolerable. fill'ghtl:.r transfnrming and
extending Albert Hirschman's important terms lopalty and exit, we may speak of
-rliaspm'as of hope, diasporas ol terror, and diasporas of despair. But in every case,
these :‘]'Laspnras hn':ng the force of the inugimrinn, as hoth mMemory and -|:||:3-si1‘|:-f it
the lives of many ordinary people, into mythographies different from the disciplines
of IZ'I‘L}'ﬂ'I and ritual of the classic sort. The |u::.-' difference here is that these new
mythographies are charters for new social projects, and not just a counterpoint to
the certainties of daily life. They move the glacial force of the habitus into the quick-
encd beat of improvization for |a.rg:: groups of PEUF]L‘. Here the images, scripts,
maodels, and narratives that come through mass mediation (in its realistic and
hctional modes) make the difference between migration today and in the past. Those
who wish to move, those who have moved, those whoe wish to return, and
those who choose to stay rarely formulate their plans outside the sphere of radio
and television, cassettes and videos, nuwspn'nt and t:lrphm‘m, For migra.l:n;:i_r both
the politics of adaptation to new environments and the stimulus to move or return
are deeply affected by a mass-mediated imaginary that frequently transcends national
EFEL'L'-

The second distinction is between imaginali:m and rantas:r, Thereis a |argl: andl
respectable body of writing, notably by the critics of mass culture of the Frankfurt
Schoal and anti:.‘ipattd in the work of Max Weber, that views the modern world
as growing into an iron cage and predicts that the imagination will be stunted by
the forces of commoditization, industrial Lapil.a]'uim, and the gr.m.'.ralin:d r:‘.gimr:n-
tation and secularization of the world. The modernization theorists of the past three
decades (from Weber by way of Talcott Parsons and Edward Shils to Daniel Lerner,
Alex Inkeles, and many others) largely accepted the view of the modern world as
a space ol shrinking religiosity (and greater scientism), less play (and incre a':lng]v
regimented leisure), and inhibited spontaneity at every level, There are many strands
in this view, strands that link theorists as different as Norbert Elias and Robert Bell
but there is something fundamentally wrong with it. The error works on two levels,
First, it is based on a premature requiem for the death of rLligixm and the victory
of science. There is vast evidence in new religiosities of every sort that religion is
not only not dead but that it may be more consequential than ever in today’s highly
mohile aml interconnected gluhal politics. On another level, it is Wrong to assume
that the electronic media are the opium of the masses. This view, which is only
hl':ginhing to be corrected, is based on the notion that the mechanical arts of repro-
duction largul:r I'l:PI!'i.I!‘I'L-I’.‘t'I un:l'mar_'g' pcnp]c for industrial work, It is far too simplr.,

There is growing evidence that the consumption of the mass media throughout
the world often provokes resistance, irony, selectivity, and, in general, agency.
Terrorists modeling themselves on Rambo-like higures {who have themselves gener-
ated a host of non-Western counterparts), housewives n;:atling romances and soap
operas as part of their efforts to construct their own lives; Muslim family gather-
ings |isl+:ning Loy !ilh:r.dw.s ]1:\-' Islamic leaders on cassette tapes; domestic servants in
South India lal:ing pa{_'ka,g_utl tours to Kashmir: these are all uumr}l-l:i of the active
way in which media are appropriated by people throughout the world. T-shirts,
billbﬂaﬁls, aniel gﬁﬂiﬂ as well as rap mugic, street :ia.nt:i:ng, and slum hnusing all
show that the images of the media are quickly moved into local repertoires of irony,
anger, humor, and resistance.
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Mor is this just a matter of Third Waorld |'.H:|.‘.IF|1: reacting to American media,
but it is equally true of people throughout the world reacting to their own national,
clectronic media. On these gruumlx» alone, the 'r.!'u:ur}' of media as the opium of the
people needs to be looked at with great skepticism. This is not to suggest that
consumers are_free agents, living happily in a world of safe malls, free lunches, and
quick hxes. As 1 suggest in Lhapttr 4, consumption in the contemporary waorld is

‘often a form of drudgery, part of the capitalist civilizing process. Nevertheless,
‘where there is consumption there is pleasure, and where there is pleasure there is
agency. Freedom, on the other hand, is a rather more elusive commaodity.

Further, the idea of Fmt.as}' carries with it the inl:ﬁr:a]:lahlc connotation of

thought divorced from projects and actions, and it also has a private, even individ-
‘ualistic sound about it. The imagination, on the other hand, has a projective sense
!ahuut it, the sense of huing a prelude to some sort of expression, whether aesthetic
‘or otherwise, Fantasy can dissipate (because its logic is so often autotelic), but the
Jimagination, especially when collective, can become the fuel for action. It is the
,imaginatirm, in its collective forms, that creates ideas of nuighhnrhmd and nation-
hood, of moral economies and unjust rule, of higher wages and foreign labor
']:rnupuc'r_ﬂ. The imagination is today a staging gruund for action, and not only tor
escape.

The third distinction is between the individual and collective senses of the imag-
dnation. It is important to stress here that [ am sl::::aking of the imagination now as
a property of collectives, and not merely as a faculty of the gifted individual (its
‘tacit sense since the Howering of European Romanticism). Part of what the mass
media make pu.-islhlu, because of the conditions of collective r:ading, criticism, and
pleasure, is what | have elsewhere called a “community of sentiment” (Appadurai
1996}, a group that begins to imagine and feel things topether. As Benedict Anderson
{1983) has shown so well, print capitalism can be one important way in which
groups who have never been in face-to-face contact can begin to think of themselves
as Indonesian or Indian or Malaysian. But other forms of electronic c'apiulism can
I'Ia'l"l: ﬁim”ﬂr.' ﬂl'.ll'l CVEn Imere II“'!'ETFL'I l:“-tljﬁ.l f{]r ﬂ'.IL'} L:Iﬂ not ‘!"Urk UIII}' at I'J'“." Il:"r'l."l
‘of the nation-state. Collective exXperiences of the mass media, l:..lipm:'lall:.r film and
video, can create sodalities of wuraihip and charisma, such as those that formed
h:gi::ma]l:r around the Indian female duit}' Santoshi Ma in the seventies and i:lg]"l'li:.'s
and n'.am'.natim'la”}' around ."I.:.'atn]hh Khomeini in rnugh]}r the same pcr'nm'l, Similar
sodalities can form around sport and internationalism, as the transnational effects
of the Olympics so clearly show. Tenements and buildings house video clubs in
p]a-::l:.-i like Kathmandu and Hﬂl‘l‘ll‘.la}'. Fan clubs and p{:l]i.ti-;:a.l f:}lluwings emerge from
small-town media cultures, as in South India.

These sodalities resemble what Diana Crane has called ‘invisible colleges” in
reference to the world of science, but they are more volatile, less prnfe-.ss:iﬂnalir.ed,
less subject to L'u“l:i.‘Li.\"l:l_‘!.' shared criteria of pl::a.mn:, taste, or mutual relevance.
They are communities in themselves but always potentially communities for them-
sclves, capable of moving from shared imagination to collective action. Most
important, as | will argue in the conclusion to this chapter, these sodalities are often
transnational, even postnational, and they frequently operate beyond the boundaries
of the nation, These mass-mediated sodalities have the additional Lumplﬁxll:.r that,
in them, diverse local experiences of taste, pleasure, and politics can crisscross with
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one another, thus creating the possibility of convergences in translocal social action
that would otherwise be hard to imagine,

No single episode captures these realities better than the now mindnumbing
Salman Rushdie affair, involvi ing a banned book, a religiously mandated death
sentence, and an author committed to personal voice and aesthetic freedom. The
Satanic l’cm‘s prmukml Muslims (and others) across the world to debate the p:}h-
tics of I:‘uading, the cultural relevance IlF{;(‘.I‘IHirHl'liF. the -rlignit}r of rn;‘ligicm, and the
freedom of some groups to judge authors without independent knowledge of the
text. The Rushdie affair is about a text-in-motion, whose commoditized tr.ajrctl:rr}'
brought it outside the safe haven of Western norms about artistic freedom and
aesthetic rights into the space of religious rage and the authority of religious scholars
in their own transnational spheres. Here, the transnational worlds of liberal
acsthetics and radical Islam met head-on, in the very different settings of Bradford
and Karachi, New York and New Delhi. In this episode, we can also see how global
processes im'{:lt:ihg mobile texts and migrant audiences create implmiv:‘. events that
fold global pressures into small, already politicized arenas . . ., producing locality
in new, globalized ways.

This ﬂiu:ur;u' of a break — or rupture — with its stromng cm]:tha.r.i.q on electronic
mediation and mass migration, is necessarily a theory of the recent past (or the
extended present) because it is only in the past two decades or so that media and
migration have become so massively globalized, that is to say, active across la
am.{ ]mgu]ar tranﬁnatl{]n.al t{‘nm:n*i Wh\ l'lﬂ I mﬂ'i.l.'l.'ll;"r tI'I.'I.ﬂ Thmrv i I_'H.',' ﬂﬂ:rth'lng
more than an update of older social theories of the ruptures of modernization? First,
t'I‘LInL lE not a e Il."'[]lﬂglli.a.l IJ‘L“[J"} w Iti"l E ]'L"'['IP’L f[}]' I'lﬂ'“ m{}::|c']'r|u.i|l;mn “]“ l.]nl"n ==
sally yield rationality, punctuality, democracy, the free market, and a higher gross
national product. Second, the pivot of my theory is not any large-scale project of
social engineering {whether organized by states, international agencies, or other
technocratic clites) but is the evervday cultural practice thrnugh which the work of
the imagination is transtormed. Third, my approach leaves entirely open the ques-
tion of where the experiments with modernity that electronic mediation enables
ml.Eht I(":“'] m terms ﬂ{' natlnnzllﬁrn 'l.lnl:‘nr'{- .Il'h'l il]l:"lﬂ.l Il]"itl['f' F'th ﬂnﬂthfr Wﬂﬁ I
am more deeply ambivalent about prognosis than any variant of classical modern-
iwation ﬂ’lmr:. of which | am aware. Fourth, and most important, my i]p]:lmaq_h o
the break caused by the joint force of electronic mediation and mass migration is
Lx[.‘;!]i{:itlv transnational — even pt:x»'trlat:inn.al — as | suggest in the last part of this
book. As such, it moves away dramatically from the architecture of classical modern-
ization theory, which one mlght call lundament.all} realist insofar as it assumes the
SEIJEI'I.‘L'E I'.I'Dd'l mrthur'nlnglral i.'l'll.'! f'd'l.'l.ll:ﬂ] ﬂf thf‘ na.tl.nn -state,

We cannot simplify matters by imagining that the global is to space what the
modern is to time. For many societies, modemity is an elsewhere, just as the global
is a temporal wave that must be encountered in their present. Globalization has
shrunk the distance between elites, shifted key relations between producers and
consumers, broken many links between labor and family life, obscured the lines
between temporary lacales and imaginary national attachments. Mn-l.'il:l‘n:it_j" now
seems more practical and less F-Ld.agngi:. more experiential and less disciplin-
ary than in the fifties and sixties, when it was mostly experienced (especially for
1.hum. outside the national elite) ﬂ'l.l.‘uugh the prnpagan-:la apparatusecs of the m‘wl}r
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independent nation-states and their great leaders, like Jawaharlal Nehru, Gamal
Abdel Nasser, Kwame Nkrumah, and Sukamo. The megarhetoric of developmental
modernization (economic growth, high technology, agribusiness, schooling, milita-
rization) in many countries is still with us. But it is often ]:lun{:tual::d, in1‘..‘:rr{_1-g,a‘t1:d1
and domesticated by the micronarratives of film, television, music, and other expres-
sive forms, which allow modernity to be rewritten more as vernacular globalization
and less as a concession to large-scale national and international policies. As |
suggested earlier, there was something of this experiential quality for those (such
cas mysell) born into the ruling classes of the new nations in the fifties and sixties,
but for many working people and the poor, this experiential engagement with
maodernity is a relatively recent fact,

These subversive micronarratives also fuel r:-ppmitinnal movements, ranging
from the f'il'lim'ng Path in Peru to Habitat for Humanity, from green movements in
Europe to Tamil nationalism in Sri Lanka, from Islamic groups in Egypt to break-
away nationalist guerrillas in Chechnya. In these movements, some of which are

Lrepressive and violent while others are democratic and F::a::urul, we can see that

velectronic mass mediation and transnational mobilization have broken the monopoly

‘ol autonomous nation-states over the project of modernization. The transformation

cof everyday subjectivities through electronic mediation and the work of the imagi-

‘mation is not only a cultural fact. It is deeply connected to politics, through the new
ways in which individual attachments, interests, and aspirations increasingly crosscut
those of the nation-state.

The diasporic public spheres that such encounters create are no longer small,
I‘na.rglnal O exoe pht:nal TI'“. "." are ]::art I}'FTJ'I.L E“]turﬂl dmﬂ.l'l'l]c nfurhan .IIFE' 1n mmast
:.'ll::l.:lnlrLL'-q EI'.II'I L':ml:lnr‘nl_'i ]TI “I'I]{ I'I mlgratln!‘l a.l'lll.'l mass ml‘,‘vrl:l.a.t:n-n: cm“mt[‘ a MW
sense of the global as modern and the modern as global. Mira Nair’s film Mississippi
Masala, for example, is an epic of diaspora and race redoubled, exploring how Indians
transformed and displaced by race relations in Uganda deal with the intricacies of
race in the American South, all the time retaining their sense of Indianness-in-
motion. The viewing ol cricket matches between India and Pakistan by migrants in
the Gulf states from these countries . . . is about the peculiarities of diasporic nation-
alism in an cmergent Indian Ocean politics. The intense battles over the English
language and about immigrant rights now heating up (again) in the United States
are not just one more variant on the politics of pluralism: they are about the capa-
bility of American politics to contain the diasporic politics of Mexicans in Southern
California, Haitians in Miami, Colombians in New York, and Koreans in Los
Angeles. Indeed, as [ will propose in my concluding observations, it is the wide-
zipn:a:l appearance of various kinds of -tll'aspurl{: puhlit; spht.'.r{::a that constitute one
special diacritic of the global modern.

l. -
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Chapter 20

Néstor Garcia Canclini

REMAKING PASSPORTS

Visual thought in the debate on
multiculturalism

Hﬂw DO WE INTERPRET the changes in contemporary visual thought? One
of the greatest difficulties rests in the fact that tendencies do not develop from
one paradigm to the next. We are not displacing ourselves from one type of rational -
ity and visuality to another as in the Renaissance or in the transition from classicism
to romanticism, nor as in the substitution that happened amongst the avant-gardes
throughout the twentieth century. A real reorganisation has r.mr.rgi::d from the inter-
section of multiple, simultaneous processes. Rather than changing, art appears to
be vacillating. | am going to linger over one of those fluctuations which | consider
to be crucial in the debate on identities: | am r::ﬁ:rrlng to the oscillation between
a national visuality and the deterritorialised and transcultural forms of art and
communication. Concerning the basis of this analysis, we might ask ourselves what
type ol visual thinking can speak today signihcantly in the discordant dialogue

between fundamentalism and gluhal:i:iatinn,

How are artists thinking?

This is difhcult to answer if we consider that the Fultmi{: at the core of the modern
acsthetic, that lll'.I-P{]!ii.lil:m between romanticism and EIE.'iEiL‘i.‘iITI' ]:lr:rsistq CVen
into postmodernity. For the romantics, art is a production of the intuitive and soli-
tary genius; in the same way, reception is dehned as an act of unconditional
contemplation, the empathy of an individual sensitive disposition which allows
itself to be penetrated by the mysterious eloquence of the work. Classical thought,
by contrast, always works to subordinate sensibility and intuition to the order
of reason: artistic ]::rudu::tl{:ln should be a way ol presenting multiplr: meanings
and expand the world in relation to its lorms; we the spectators see those images
in diverse ways — from the different codes imprinted in us by our social and
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educational structures searching for the geometry of the real or expressionistic-

ial]}' lamenting its loss.

I The history of modern art, written as the history of avant-gardes, has
contributed to the maintenance of this disjunction: on one hand, Surrealism, Pop
Art and ‘Bad F'aint'mg', for rx.a.mplc; and on the other, Constructivism, the Bauhaus,
Geometricism and all the self-reflexive artists from Marcel Duchamp to the
Conceptualists, for whom art is a mental activity. The disillusioned farewell to the

!avqnt-gardcﬁ did not end this rlir.'hntnm}'; SO I:H.'I.'i-'l:l'l'.l.ﬂdl’:l'l!li nust:lginll}' pursue

‘the order of Hellenic or Renaissance symmetry (even if it is under the sceptical-
Jdronic form of the ruin); others place their irrationalist vocation in the enigmatic
exuberance of rituals and tribal objects. In the former case, the artist as archacolo-

~gist or restorer of classical harmony; in the second, as a ‘magician of the earth’.

Such work, part of the hypothesis of contemporary epistemology, at least since

| Gaston Bachelard and Claude Lévi-Strauss, argues that the theory of art stems
from the dilemma between rationalism and irrationalism. 1 agree with Michel
“Serres when he said that Bachelard is the last romantic (his cultural psychoanalysis
a-rlu]:rtl::tl a non-positivist Ful}:u:m} ufmﬁ-anmg} and the first Neo-classicist (because
hl:' reunited “the clarity of form for freedom and the density of content for

] und::rsl.andmg 1.! His new scientific spirit coincides, up to a point, with that of Lévi-
Strauss when he demonstrated that the difference between science and magic, or
between science and art, is not the distance between the rational and the pre-

rational, but between two types of thought, one expressed in concepts and the other
.-iu]::m::rgurl in images. Magic and art are not weak or habl:rling forms of science, but

' together with it — strategic and distinct levels in which nature and society allow
themselves to be attacked '|.'|Jr l:ll.:l.l:EliL‘rI'l.! of knm\rlfdgf-?

The second h].-'pnﬂu:-ﬁis is that a ﬂ'ﬂ:ur}r of art capa]::lt: of U'mmcm:l:irng the antag-
onism between thought and intuition could contribute to a re-claboration of the
dilemmas of the end of the century, when all the sociocultural structures are
destabilized and we ask ourselves if it is possible to construct imaginaries that do
not empty into irrational arguments. We need to discover if the actual nrgan:isau'nn
of the aesthetic field (producers, museums, galleries, historians, critics and the
public) contributes, and in what way, 1o the elaboration of shared imaginaries. Itis
not only the wit of a picture or the will of the artist that is inserted in or isolated

¢ from social history; it is also the interaction between the diverse members of the
field {as both cultural system and ma.rlcut] which situates the sign:iﬁ::a:n:c of art in
the vacillating meaning of the world. “In posing the problem in this way, it is possible
to include in the question something about how art thinks today, even its innova-
tive gestures: what capacity to think about a waorld urph:med of paradigms do
transgressive or deconstructive works prssess that are submitted to the order of the
museums and the market?

Owr third hypothesis is that this contribution of art is enabled by tendencies
which are not only dedicated to thinking about the national but also to mult-
culturalism and glnha] isation, It scems unattractive to elaborate this theme from the
perspective of Latin American art, because many artists are moving in that direc-
tion; but the strategics of the market, of international exhibitions and of the critics
almost always banish it to the margins as the magic realism of local color. Even
when our people migrate extensivel}- and a large part of our art work and literature
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is dedicated to thinking about the multicultural, Latin America continues to be inter-
esting unh as a continent ol a violent nature, ol an archaicism irreducible to modern
natmnalm an carth fertilised by an art Lnnn:'m:d as tribal or national dreaming and
not as thmkmg about the gluhal and the complex,

How is the nation thinking, how is the market thinking?

Are the artists thinking the nation or thinking for it? When one observes, for
u:mmplu, the !'i-t"_l']i!'i-ﬂi’.‘ unlrurmil}' of French Bareque, Mexican Muralism or American
Pop, one might ask if the artists of those currents thought the nation in their work
or if they left the pre-existing cultural structure to shape the configuration. Individual
1|I"1.!I‘Lt‘lu.s in creative gestures are undeniable, but in the |argr..r traje :.1nr1. of these
maovemoents t]'l.f"l'ﬂ. ha!’i- ]'Irﬂ\ﬂ.'llﬂ.'il tl'.ll L ﬂl.]n[,'latllm [}f 40 IIII."'[}]HE:} ﬂf Imagﬁ. e | m“ﬂnﬂ]
community, that has proclaimed the heroism of the citizen, from David and
Duplessis in pre-Revolutionary France,” across the reiterations of Diego Rivera,
5:it.|l.l1:irus and their innumerable followers in Mexican |1:g::nd5, and 'Lhruugh the work
of Jasper Johns, Claes Oldenburg, Rauschenberg and others in the imaginary of the
American consumer.

It is not possible to enter here into a debate on how far the possessions or patri-
mony of a nation condition fine art discourses and to what degree personal
innovations evade such 1.'{:lndi'r.it:n'mg.5 Rather, 1 am interested in umpha:.i!:i.ng that
the modern hl'.-:lnr}' of art has been pr.irti.wd and written, to a great extent, as a
history of the art of nations. This way of suppressing the object of study was mostly
a fiction, but it possessed a verisimilitude over several centuries because the nations
appeared to be the ‘logical” mode of organisation of culture and the arts, Even the
vanguards that meant to  distance themselves from the sociocultural codes
are identified with certain countrics, as if these national PI!‘IJE]L‘."F- would ]1-|:lp to define
their renovative projects: thus, one talks about Italian Futurism, Russian Construc-
tivism and the Mexican Muralist Schoal.

A large amount of actual artistic production is made as an expression of national
i:'{:nngraphic traditions and circulates nnl}' in its own country. In this way fine art
remains one of the nuclei of the national imaginary, scenarios of the dedication and
COMIMUTICAR I [}Zl'-ﬁjg'.l'l!i urn:gicmal identitics, But a sector, im.'n:asi:ng]_'!.' more exten-
sive in the creation, the diffusion and the reception of art, is I:apl'wning tu-tla}' in a
deterritorialised manner. Many painters whom critical favour and cultural diplo-
macy promote as the “big national artists,” for example Tamayo and Botero, manifest
a sense of the cosmopolitan in their work, which partly contributes to their inter-
n.a.li:m;ll TeEscsmance, E"n-'l:"l'l Thﬂﬁ-ﬂ I.']'H:I."ﬂ.':l'l. Al ﬂ'H: "I-'ﬂllL'ﬂ!'i- Ur Inare: nﬂrl'ﬂ“'l}' 'i!L'r]]'II.“l.I
countries — Tepito or the Bronx, the myths of the Zapotecos or the Chicano Frontier

become significant in the market and in the exhibitions of American art in so far
as their work is a “transcultural quntat:it:n-""

It is not strange that time and .a,g.a'm international  exhibitions  subsume
the particularities of each country under conceptual transnational networks, The
shows in the Georges Pompidou Centre, ‘Paris-Berlin® and ‘Paris-New York," for
example, purported to look at the history of contemporary art not suppressing
national patrimonies but distinguishing axes that run through frontiers. But it is
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above all the art market that declassibes national artists, or at least subordinates the
local connotations of the work, ctm\'l:rl:ing them into EEE{Jl‘H.'liI.I"Ir' folklaric references
of an international, I'mmugcnjstd discourse. The internal differences of the world
market point less to national characteristics than to the aesthetic currents monop-
olised by the leading galleries, whose headquarters in New York, London, Paris,
Milan and Tokyo circulate work in a deterritorialised form and encourage the artists
to adapt to different 'Elr.ll:ln.allF publics. The art fairs and the biennials also contribute
to this multicultural game, as one could see in the last Venice Biennale, where the
majority of the fifty-six countries represented did not have their own pavilion:
most of the Latin Americans {Bolivia, Chile, Colombia, Costa Rica, Cuba, Ecuador,
El Salvador, Mexico, Panama, Paraguay and Peru) exhibited in the lalian section,
but that mattered little in a show dedicated, under the title *Puntos cardinales del
arte/Cardinal Points of Art,’ to exhibiting what today is constituted as “cultural
nomacdism. "’

As these international events and the art magazines, the museums and the metro-
politan critics manage aesthetic criteria homologous to the criteria of the market,
s0 the artists who insist on national particularity rarely get recognition. The incor-
poration for short periods of some territorial movements into the mainstream, as
thpcn:d with Land Art, or rccl:nt]:r, with ma.rgl'nal positions, such as the Chicanos
and Neomexicanists, does not negate the above analysis, The short-term specula-
tions of the art market and their “innovative and perpetual turbulence™ is as harmiul
in the long run to national cultures as to the personal and lengthy productions
ol artists; only a lew can be adopted for a while to renovate the attraction of the
proposition. It is in this sense that I‘]'linEing today for much visual art means to be
I‘Jmughl; h}' the market.

From cosmopolitanism to globalisation

References to foreign art accompany the whole history of Latin American art.
Appropriating the aesthetic innovations of the metropolises was a means for much
art to rethink its own cultural heritage: from Diego Rivera to Antonio Berni, innu-
merable painters fed on Cubism, Surrealism and other Parisian vanguards to
elaborate national discourses. Anita Malfatti found in New York Expressionism and
Berlin Fauvism the tools to reconceptualise Brazilian identity, analngnu; to the w ay
Oswald de Andrade utilised the Futurist Manifesto to re- mtahl!ﬁh links between
tradition and modernity in Sio Paulo.

This L'mm:}pnltta.lﬂsm of Latin American artists resulted, in most cases, in the
affirmation of the self. A national consciousness has existed, torn by doubts about
our capacity to be moderns, but capable of integrating into the construction of reper-
toires of images the journeys, the itinerant glances, which would differentiate cach
penple The rnrtigl1 ‘influences’” were translated and relocated in national matrices,
in projects which united the liberal, rationalist aspiration for rnnrlrrmt'l,. with a
nationalism stamped with the Romantic, by which the identity of cach pmpk- could
be one, distinctive and hl:lmugrm"nu-i

The pretension of constructing national cultures and representing them by
specific iconographies is challenged in our time by the processes of an economic and
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symbolic transnationalisation. Arjun Appadurai groups these processes into hve
tendencies:

1 the p::-pulntinn movements of emigrants, tourists, refugees, exiles and foreign
workers;

2 the flows prmlm_'ul h}' tut‘hnulugiu: and transnational corporations;

3 the exchanges of multinational hinanciers;

4 the repertoires of images and information distributed throughout the planet
|:r}' newspapers, magazines and television channels;

the ideological models representative of what one might call Western moder-
nity: concepts of democracy, liberty, wellbeing and human rights, which
transcend the definitions of particular identities,”

(e

Taking into account the magnitude of this change, the deterritorialisation
of art appears un]_'!.' f:artl}' the ]:lruduc:t ol the market. !itri::tl}r 5pca'kin\g, a part is
formed by a greater process of globalisation of the economy, communications and
cultures. ldentities are constituted now not only in relation to unique territories,
but in the multicultural intersection of I:]hjl:{i'i., MCssages and Pcnplc n:}rm'ng from
diverse directions,

Many Latin American artists are participating in the elaboration of a new visual
thn-ught which corresponds to this situation. There is no .-:ing]i:: pathway for this
search. One is amazed that the preoccupation with decentring the artistic discourse
from national niches crosses as much l]1|‘u1.lg11 the uxph_'ﬁium':li:: Romantics as those
who cultivate rationalism in conceptual practices and installations,

| agree with Luis Fc]'tpc Mo and his defence of an aesthetic that ‘doesn’™t need
a passport,” We cannot, he says, interrogate identity as a simple reaction against
cultural dependency: to pose it in that way is like proposing “to reply to a policeman
who H:qlliﬂ.'!i documents I:JfI'lJL‘I'IliT."_l' or like a Funcr.iunary who asks for a birth certifi-
cate.” For this reason, he afhirms that the question whether there exists a Latin
American art is one that is “absurdly totalitarian, "™

Rather than devote ourselves to the m:rstalgir_' ‘scarch for a non-existent tradi-
tion” he proposes we take on the diverse Baroque nature of our history, reproduced
in many contemporary painters by ‘an incapacity to make a synthesis faced with
the excess of objects.”'! He pleads for an expressionistic painting, like that of his
own work: trying to feel oneself primitive in the face of the world, but transcended
not so much by nature as by the multiplicity and dispersion of cultures. In this
way, his paintings escape from the frame, reach from ceiling to floor, in tempes-
tuous lands that ‘rediscover’ the Amazons, historical battles, the g]a.m:t of the frst
conguistador.

In another way, of a conceptual character, Alfredo Jaar realises an amlﬂgical
search. He invented a Chilean passport, in which only the covers replicated the ofhi-
cial document. Inside, cach double page opened to show the barbed wire of a
concentration camp which receded towards an infinity uninterrupted by the moun-
tains. The scene could be in his native Chile or in Hong Kong — where he made a
documentary for the Vietnamese exiles — or in any of those countries where people
speak seven languages and which repeat the phrase ‘opening new doors,” written
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in the sky of this closed horizontal: English, Cantonese, French, Italian, Spanish,
German and Japanese. They correspond to certain nations with harder migration
problems and with a more restrictive politics of migration. As the document of
identification, at the same time national and individual, the passport is made to
locate the origin of the traveller. It enables the passage from one country to another,
but also stamps people by their place of birth and at times impedes them from
|!1.1||g|' The passport, as a :\:i'ﬂll!lt'!'i:i?i of access entrapment, serves as a m{-tapht}r
to men and women of a multicultural age, and amnngﬂ t]'u:m b0 artists rur whom
‘their place is not within any particular culture, but in the interstices between them
in transit’,!’

How can we study this delocalised art? By contrast to those l:}c]::lamtmm. refer-
r|r1" Lix a El"[}gﬁphll TI'!'I':I'LH L i | "i-ll'!li']ﬂl I.'ll'l'lt'lr m;ln‘p -]i,"tuﬂ] -ﬂ,l"‘tl.st!‘_ “rl;'_I'T"G.E I.'Il_'l;_"l:l L IJ‘L
SCCTY S mmrthlng tran-qmrtml Guy Brett used this formula for the ‘airmail’ paint-
ings of Eugﬂ:lﬁ Ditthorn, those luld up and l.{:lmpartmfmtu:'d ralt.a that one receives
in order to return: they are for ‘secing between two journeys”.'’ They are supported
by a poetic of the transitory, in which their own peripheric nation — in this case
Chile, the same as _la.-II.I:' can be the |:|-u|nt of dt.parturrr, but not the destination.
"\-.rlil-.i I8 any ml..r.rupuli':i, as believed h}' SOTE mgnmpnlit:m Latin Americans,
because the *airmail’ paintings, zaid Roberto Merino, also -;:hnng:: muh‘n]:lnl'l.-u:.-i into
places of transit. Without centre, without hierarchical trajectories, these works, like
those of Felipe Ehrenberg, Leon Ferrari and many others who make postal art, speak
about Chile, Mexico or Argentina but overflow their own territories, because the
works' journeys make its external resonance a component of the message.

Figure 20,1 Guillermo Kuitca, installation at IVAM Centro del Carme, Valencia,
Spain, 1993 (From Third Text: Third World Perspectives on Contemporary Art
and Coefture, 28/29 Autumn/ Winter 1994)
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Dittborn used to include little houses in his paintings. The same tension between
the journcy and the period of residence is encountered in the maps and beds of
Guillermo Kuitca, His images name at the same time the relation between partic-
ular territories and deterritorialisation. On one hand, street maps like that of Bngnt;i,
whose streets are not drawn in lines but in syringes, or the maps of apartments
made with bones, reflectors which illuminate uninhabited beds, the r{'mrding
machines and the microphones without personages which allude to the terror in
."Ll‘gl.‘r'ltil'la. 'lJurjng the time of the Malvinas | started to pa'mt little beds |, | | it was
a ]'.h:*rim] of {|l:|:tn~!mi{m and what | wanted to transmit in the work was that | was
staying quict with the paintbrush in my hand, and, to produce the painting, what
was moving was the bed. "™

The qu:iututlr of the brush while the context was transformed, while Pmplt
travel. In painting over the mattress maps of Latin America and Europe, Kuitca
n::.unﬁgurt:ﬁ the tensions of many exiles: from Europe to America, from onc
America to another, from America again to Europe. Is it for this reason that the
‘beds are without homes™?"* To organise the world, Kuitca poses it at the same time
as travel and rest: the maps of citics on the mattresses scem intended to -rlis.rupt
rest. He wants to reconcile the romantic sense, uncertain or simply a painful journey
with the organised space of a regular mattress, or conversely, exasperate the rigorous
geometry of the maps, superimposing them over the territory of dreams. The
map as a ghost, or the bed as a root: bedmaps, in this way migrates the person who
looks for roots,

Who Ei"b’EE passp-urts?

These works do not allow us to interrogate them for social identities and the iden-
tity of art. But they attempt to be an art that recognises the exhaustion of ethnic
xr nill.lul:ul M- l{ll.'n'l'.tlll:.‘-ﬁ “]'IIL'I'I. r_ll'lll'.l.k_H ) errL'u"nl ".L]_'i- I'I“.Il E'.ll.l.t t:lli:j :II'.H'“IT
local and non-temporal essences. The material that creates their icons are not
unigquely persistent objects, the monuments and rituals that gave stability and distinc-
tion to the culture are also related o passports, the beds with maps, the vibrant
images of the media. Like today’s identitics, their works are Fnhglnl, anl migrant,
.'I'Il\ Can 'I'l.]nl:,'t'lﬂl'l ]]'I {Il\.rrﬁl_‘ ﬂ.nfl mult:l].':lr contexts 3.1'“] |'H."1'1T|:|1.' l't“ r‘rgt'-nt T["al.'i'l'l'lgﬁ
from their hybrid constitution,

But these multicultural reformulations of visual thinking are in conflict with at
least three tendencies in the artistic camp/ context. In the first place, in front of the
inertia of the artist, intermediaries and public that continue to demand from art that
it is representative of a pre-nationalised globalised identity. In the second place, the
artist who relativises national traditions has djmf_'uh:r' h::ing accommaodated h}' state
prnmnt:inn which expects work from its creators that has the {:apa{_'l"t}' tor show to
the metropolis the splendor of many centuries of national history,

Finally, the Latin American artists who work with globalisation and multi-
culturalism interact with the strategy of museums, g.aﬂu:ri::s and critics of the
mﬂmpﬂ]i!«i who prrfr-r to Icrn:*p them as rrpn'wntati\'ri of exotic cultures, of cthnic
alterity and Latin otherness, that is, in the margins. In the US, George Yudice
ﬂhﬁ["l"\ R, t]'bl:' I'I'Il,]l."ﬂlltur.;ll I'.I'I'lllt]{"l- III'F th{" TS UIms a.'l'“! |.'|]'I“ i_‘ﬁltll 5 I'.Iﬂ I'H. il O R T FLI.I
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Figure 2002 Luis Felipe No¢, Algin dia de estos [One of These Days], 1963 (Courtesy
of the Museo de Arte Ennmmpnrinem Buenos Aidres)

maore to the rec ugml.lun ol difference than as an interlocutor ina Jla]ugl.:h_ ol -E:.lua!ll\'
Lia "i-lll.lE.T.l. ﬂ'u"m a4 a il.ilh'.l.ltli.rl.'l COrmer []f l.I'.IL -'!me:r‘.lr:un I-IE_J- ﬂ‘fh’r-! " I:H.rﬂrl." IJ'“. \" a;]u.d.
| atin Americans to illustrate pure surrcalism, as in the case nrﬁl.llr]n '.'_a.rpi:nht:r with
his “marvellous realism” or his sunteria, now today they are asking that Latin
Americans become something like “Chicano™ or “Lating”, e Also, in Europe, the
mechanisms of determination of artistic value hope that Latin Americans act and
ilustrate their difference: in a recent multicultural exhibition that took place in
Halland, Her Klimaar (The Climate), the r_'ata]uguu maintained that ‘for the non-
Western artist or intellectual it is above all essential to create and recreate the
historical and il.ll_'ulug'lru] conditions that more or less [.':Il‘t:r'r'ilji.' the Pﬂssihilit}' 1o exist.’
The ."Lrgi.‘.nl:inia.n artist Schastian L&upl:z c‘hal]ungcd this ’cnnd:.lir:t'n'r]ing ]J{J:i]'lt of view'
which relegates foreign artists to exhibiting their work in the alternative circuits:

While the European artist is allowed to investigate other cultures and
enrich their own work and perspective, it is expected that the artist from
another culture only works in the background and with the artistic tradi-
tions connected to his or her place of origin (even though many Dutch
managers ol cultural puii1.i4.'5, curators, dealers were ignorant of these
traditions and their contemporary manifestations). If the foreign artist
does not conform to this separation, he is considered inauthentic,
Westernised, and an imitator copryist of ‘what we do’. The universal is
‘ours, the local is }'-UUTF-.'I-'I

'I']'ti:ni:ing Luda:.' is, as aln‘a}'ﬁ, 1.hin||;1'ng difference. In this time of g]uhaliuttun
this means that visual lh:inking transcends as much the romantic conceit of nation-
alism as the geometric orders of a hnmngunmug transnationalism . We need :ima.gc:s



188 NESTOR GARCIA CANCLINI

of transits, of crossings and inu'.rdungnﬁ, not only visual discourses but also open,
Hlexible reflections, which find a way between these two intense activities: the nation-
alist fundamentalism which seeks to conjure magically the uncertainties of
multiculturalism, and on the other, the glnha]iﬁl'ng abstractions of the market and
the mega exhibitions, where one loses the will and desire for reformulating the
manner in which we are thought. "
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Chapter 21

Kobena Mercer

ETHNICITY AND

INTERNATIONALITY

New British art and diaspora-based
blackness

Nﬂ W THAT THE *YOUNG BRITISH ARTIST® {vBa) phenomenon is m:}sﬂ}'
tired and expired it seems timely o ask: what was all that about? To tell the
story as a simple sequence that starts with the 1988 “Freere’ exhibition, organised
by Damien Hirst and other Goldsmiths' students in a Docklands w:rehm.uae, and
‘l‘hﬂt ends with the Rmal H.q.adn_mx of Art's 1998 *Sensation” exhibition of Charles
bﬂa.t.{_h] b ] L'UI]LL'.I[}TI i5 to I'.'ﬂl]'l.l[l(" “]ﬂ'l m:ﬂhnlﬂg} Taklng AcCount ﬂl' l'hl'_' aﬂﬁmful
cultural and, above all, ideological aspects of *the myth of the voung British arris't,”
this article considers the curious position(s) of diaspora artists amidst the contra-
lLIil;:tur}' forces of art world g]nhal'w.atinn and regressive localism which, 1 shall argue,
are the key factors in critically understanding recent shifts around cultral identity.

Viewed as an artistic phenomenon, New British Art was neither new nor British.
Loosely defined to include renewed interest in painting (Gary Hume, Richard
Patterson) and sculpture (Anya Gallacio, Jake and Dinos Chapman), it was charac-
terised, above all, by neo- or post-conceptualist approaches to the installation genre,
The choice of mc-l:hum whether film {Douglas Gordon), video (Gillian Wearing)
or photography (Sam Taylor-Wood), was secondary to the provocative and irrev-
erent “attitude’ whereby, as Michael Bracewell observed, ‘the new generation of
British artists had taken irurw and punning — on materials, roles and titles — as the
kevnote of their projects.” ! This much vaunted matter of “attitude,” however, would
be more usefully described generationally rather than nationally, for its hyper-ironic
ambiguities ac‘tualh originated in the aesthetics of abjection that first emerged among
American artists such as Mike Kelley, Sean Landers and Sue Williams.

Hal Foster argues that the carly Nincties “cult of abjection’ signalled a genera-
tional reaction against an impasse in which art became embroiled in the “culture
wars.” He suggests that an interest in abjection — that which is expelled from iden-
tity as an unrepresentable excess or remainder - led younger artists to break out
of the left/right stalemate over identity politics in favour of a “return of the real.’?
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Reactivating the ‘crux” of 1960s pop, minimalist and conceptualist strategies, with
a knowingly inter-textual twist absorbed from such 1980s appropriation artists as
Cindy Sherman, the neo- or post-conceptualist outlook has brought about a massive
disarticulation of the values that made questions of representation central to the
critical ambitions of various twentieth-century avant-gardes,

While the CONsequences of this :l:'ﬁpl&::um::nt cannot be underestimated
rejecting high seriousness for ephemerality and fun, for example - it would be
mistaken to view yBa irreverence as merely the antipolitical animus of Thatcher’s
children. Whereas Andrew Renton wrote in Technigue Anglais (1991), that ‘a certain
kind of irresponsibility seems to me to be a very key concept that brings these people
together acsthetically,” Angela McRobbie has observed that, "The don’t care atti-
tude had the effect of freeing artists from the burden of being classified in terms of
great, good, mediocre or bad. ™

Viewed as a cultural phenomenon, the yBa mytheme did indeed reveal un-
resolved faultlines in Nineties Britain. As it developed from an underground ‘scene,’
comprising entrepreneurial dealers, quick-witted curators and an overabundance of
unemployed art school graduates, the yBa won widespread media attention, lts
arrival as news item was marked by tabloid outcries over Rachel Whitercad's public
commission, House (1993), and by further controversy when pop group KLF bumed
a million I_'munds after she won the Tate Ua“ur}r‘s 1994 Turner Prize.

With “the appropriation of Damien Hirst's tanked-halves acsthetic to advertise
Ford cars,” a network of new connections between art markets, youth cultures,
urban spaces and cultural industries had -:m-:rgcrl as a ‘creative menage-d-Irois
between popular culture, fine art and metropolitan fashionability.™ By virtue of an
unprecedented synergy (to use marketing-speak) between these hitherto disparate
clements, the yBa meshed with other strands in popular culture - laddism, foot-
ball, BritPop. It was repackaged for mass consumption as a rerun of the Swinging
Sixties. Hutwitl‘isl‘.mrling the invention of the Sixtics m}'ﬂ‘t I.J:r' two American jour-
nalists, the highly ‘retro’ Nineties version equally centred on London as the creative
hub for trends in music, fashion, art and design. Brand new, you're retro, one might
say, for it was Prcrrim:l:,' the a]l-P:n':si\rt retro-ness that characterizsed the Britishness
of New British Art in this much hyped moment of going uwrgrmmrl.

In contrast to what was called "Pat]u:tic art’ or ‘loser art” in the US, which over-
lapped with the slacker or grunge aesthetic in youth culture, yBa Britishness revealed
itself in the jokey way it practised ‘the conceptual gag with an ironic punchline.”
Sarah Lucas's Two Fried Eggs and a Kebab (1992) was a visual pun on a pathetic
male colloquialism for breasts and vagina. Gavin Turk’s Pap (1993) was a life-size
waxwork of the artist posing as Sid Vicious, after the manner of Andy Warhaol's
Triple Elvis {1964). A lot of it was hilarious, some of it was silly, and as Bracewell
noted, ‘in a media-literate age of some sophistication, the immediacy or obscurity
of British nen-mncepnulism was either the Arst test of its intentions or the last.’
He adds, *‘Whether this was a rampant complicity with the branding of meaning
invoked by cultural commadification, or a grapeshot expression of violent alien-
ation in the face of it, remained the fulerum on which much of its ambiguit}' -~ in
terms of a generational solidarity — was balanced. ™

In the thick of this promiscuous interplay between a neo-conceptual cleverness
and a nudge-wjnk vernacular, some artists accentuated the ambivalence to offer wry
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insights on everyday life. Taking Royal Ascot horscracing as subject-matter in Race,
Class, Sex (1992), Mark Wallinger addressed national identity in the realm of sports,
as did Roddy Buchanan's Flhulugl‘ill.'lh! of Glasgow soccer fans wearing Inter-Milan
strips, Gillian ‘I.-'i"{'.a.r.ing's Dancing in Peckham (1995} hmught a deadpan populism to
a playful neo-conceptualist questioning of vox-pop authenticity.

However, as Simon Ford argues, “the question of whether the myth of the yBa
is nationalistic does not exhaust itself with an examination of individual works: how
the work is used and promoted abroad should also be taken into account.” Over
and above the p.astl'l:'hr Fatn'nti.-:m that often surfaced as the |n;r.r:-, signaturr: of a self-
deprecating Englishness, the London-centred localism of the New Brit Art ‘scene’
gradua“}' became the touchstone of an ofhical institutional :Iduulﬂg}'. With salon-
style annual exhibitions, such as Saatchi's *Young British Artists’ (1992-97) and the
Arts Council’s touring ‘British Art Shows' (1993-96), a new private-public sector
partnership pattern took hold. This in turn led to the export-driven promotional
aims of British Council sponsored exhibitions such as ‘General Release” (1995) at
the Venice Biennale,

With the spate of exhibitions marked by “Live/Life” (Musee d"Art Moderne,
Paris, 1996), ‘Brilliant!” (Walker Art Center, Minneapolis, 1995) and ‘Pictura
Britannica’ (Museum of Contemporary Art, Svdney, 1997), however, the limita-
tions of relying on highly stereo-typed invocations of Britishness to market the yBa
|n1.‘4:':rn.a.tmna|l1.r became all too apparent, as Patricia Bickers astutely observed, !
Foreign audiences were undoubtedly entertained by its quirky cultural specificity,
but relative indifference to the hype in New York or the German-hosted *Documenta
X' (1997) made one wonder whether it was not the British themselves who really
needed to believe in it.

Such underlying insecurities about Britishness received momentary reliet with
the arrival of New Labour, which added a final twist to the tale h!r a.ssimilati.ng the
vHa to its cultural industrics marl:ctl'ng pitch dubbed Cool Britannia (ouch!). While
the volatile mix of Blairite populism is examined below, at this stage it is precisely
the discrepancy between parochial yBa inwardness and art world internationalism
that nhl:igr.s us to intcrrogate the idﬂulug}' of New British Art as a defensive and,
above all, regressive response to the bewildering effects of globalization.

Whatever happened to the new internationalism?

Once seen as a local response to art waorld gluhal:iﬁatinn, the nationalistic content
beneath the cheeky neo-conceptual irony revealed itself by contrast with a coun-
tervailing tendency which emerged at the same time, but which, it seems fair 1o
say, did not win out, namr:l:r' the so-called new internationalism.

In 1994 the Institute of International Visual Arts (inlVA) was established by the
Arts Council in the aftermath of a failed attempt to convert London’s Roundhouse
into a black arts centre, Seen from abroad, inlVA is unique. Unlike European coun-
tries in which multicultural arts policy is either non-existent {Germany, France) or
only relatively recent (Holland), it shows how far UK policy has come in what Gavin
Jantjes optimistically described as “the |nng march from “ethnic arts” to “new inter-
nationalism™.""" Closer to home, however, inlVA has been ignnn:d or dispmgt;d
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cither on account of its state subsidy which is at odds with entreprencurialism, or
maore imp:rtantl}-, on account of the vagueness with which it has im]’;lrmn‘nh‘ﬂ its
mission to “promote the work of artists, academics and curators from a |'J|urai1'r.}' af
cultures,” Critic Niru Ratnam regards inI¥A's founding decision not to be associ-
ated with a dedicated exhibition venue as an evasion of the difficult question of "how
[to] exhibit, rather than write about, art that addresses identity E.mnlih'd;:'l."I

Considering the discrepancy between yBa localism and I:I'.I[1'!".|"I. 5 pluralism, we
get a Lhmpu' into the perple xing coaditions oo cupied h!.' l.'II.]"-'.FlE'I-TJ artists such as
Steve MeQueen, Chris Ohli, Hamad Butt and i’rrmlmlr:r Kaur. Making artistic
choices fully congruent with the return to the ‘crux’ of Pop, Minimalism and
Lnnu]tluahﬂ their hlgh]ﬁ. individualized F.lr{ll]l'l'."LH mark out a strong contrast with
the collectivist ethos of the E1E_r|hl;u:1-., as writers such as Stuart Mn:}rgan noted '
However, to reduce such generational shifts to a before-and-after story about the
fate of Et]rntil}' [:luiii:ia.'ﬁ is to fail to recognise that the E{JE]PEEIH of cultural practice
have themselves radically shifted. Individual choices are conditioned by structural
{'hnng:*t: in institutional !1{1]1'1;'].' and i:]rnlng:.', and such altered art world outlooks
have arisen, in part, because the critique of multiculturalism debated so vehemently
in the Eighties was not entirely unsuccesstul, even though the resulting consequences
were entirely unpredicted.

One of the distinctive features of the contemporary international art world is
that although cultural difference is now more visible than ever before, the unspoken
rule is that you would look a bit dumb if vou made a |1lg issue out of it. How did
this Janus- like turnaround come about? r:ﬂl:}wmi‘ the controversial “Magiciens de
la terre’ exhibition in 1989, a slew of large-scale survey exhibitions such as “The
Oither f'jlur‘r' {1989) and ‘The Decade Show' (1990) imugurah:d the blockbuster
model of multicultural inclusion as a problem-solving response to criticisms of
ethnocentric exclusion. As the multicultural paradigm passed through the fashion
cycle, the institutional embrace of cultural difference reached saturation point with
hostile FEsponses 1o the 1993 1|-"|'r|]:i1.]'l:l_"".' Biennial exhibition. After ‘the Other is in,”
as Coco Fusco once observed, there was a Huhwqurnl reaction, in Britain at least,
in which aln:rir!.' was booted back out .'l_g:lil'l.” T.]l{ing a gl:ﬂul view, however, what
emerged was a complex compromise between ethnicity and internationality.

On the one hand, the over-inclusive mt'ga-i'xhihiti[]n became paradigmalit' for
the expanding circuit of biennales which extended beyond the Euro-American axis
to include geopolitical spaces in Australia, Latin America, South Africa, Korea and
Turlu::.. In this respect, the outward face of glullﬂljs:lliutl installed an iduulug}' of
corporate internationalism whose cumulative effect was to sublare the discourse of
multiculturalism. Cultural difference was acknowledged and made highly visible as
the sign of a ‘progressive” disposition, but radical ditference was gradually detached
from the p::||il.i¢'a| or moral claims once made in its name, such as the demand for
recognition at stake in rtghm-n. debates on ‘black representation.”

The moment of sublation simultaneously cancels and preserves the antagonism
of thesis and antithesis; but far from arriving at a happy synthesis, what we witness
in the dialectical mis-match between inlVA's critical |1|ura|1'.tim and yBa ‘don't care’
localism is a lingering tension around questions of responsibility that made matters
of representation crucial to the articulation of aesthetics and politics throughout
‘lwunliulh-run{ur}' art movements. Local disdain towards inlVA's apl.'rmﬂ.d‘: must be
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seen through the lens of post-Thatcherite ileology. Artist Stuart Brisley revealed
its outlook when he remarked that New British Art “has a |:u:|n|::1_||a;r energy
because | . | it docsn't suffer from the constraints of state patronage. There is an
atmaosphere of libertarianism and a release from social responsibilities,”" Gallerist
Jay Jopling provided further insight when he said, ‘I'm not at all interested in issue-
based art . .. 1 am interested in art which has a certain degree of universality and
is able to transcend certain cultural and g-.'m'.ratinnal differences.”"® While the :.rBa‘a
populist edge defined itself against F.'Lghtirs multiculturalism,'” we can see in the
British art world habitus the fallout of two L‘ﬂt’ll!“ﬂdi:-L“lur}' responscs to glnha]l?.atiun
as a new phase of capitalist modernization.

Viewed as a branding campaign in the transnational marketplace, the vBa's
pathetic neo-nationalism must be understood as a paradoxical attempt to hook up
with global Hows of art world capital, not by joining in and moving outward to
embrace new art from Hong Kong, or Africa, or Scandinavia, but by standing apart
and turning inward to promote its own cultural identity as an ‘extra added value.’
Rather than align itself with corporate internationalism h:,' cnnlirln::ntl}' welcoming
the differences of “others,” the yBa stridently asserted its own cultural distinetive-
ness such that it moved forward to embrace the challenges of globalisation only by
maoving backwards and ever inwards into its own ethnicity. The arsey-versey
dynamic of ‘regress as progress''™ pinpoints the yBa's reliance on outmoded stereo-
types of Britishness, whether Tommy Cooper or the Sex Pistols. Such jokeyness
Uﬂ‘r'lltlll'lgh' |!:ILlI‘a\-tl.| what Stuart ||a|] described as,

one of the most profound historical facts about the British social forma-
tion: that it had never, ever, properlv entered the era of modern
bourgeois civilization . . . It never transtormed its old industrial and
]mlltital structures, It never became a second c‘.apitalist-industrial-
revolution power, in the way the US did, and by another route (the
‘Prussian’ route), Germany and Japan did. Britain never undertook that
deep transformation which, at the end of the nineteenth century, remade
both capitalism and the working classes. Consequently, Mrs Thatcher
knows, as the left does not, that there is no serious political project in
Britain today which is not alse about constructing a politics and an image
ol what modernity would be like for our |:u:-::|-]:|||}."EII

Hall's Cum.'upl ol h:gn_':i.-ih'u mm:'ernf.mtiﬂn, far from appl}'i'ng to Thatcherism
alone, I"I.l.']Fi us to grasp how New Labour's project to modernise all aspects of
society nonetheless resulted in the retro-centric idiom of Cool Britannia. It also illu-
minates the way New British Art dealt with the collapse of the critical distance
between mass culture and avant-garde ambition under postmodernism, n:mnl}' b}'
withdrawing and retreating from ‘difference’ into an identity politics of its own:
come back to what vou know. And where did that leave African and Asian artists?
Highly visible vet evasively mute.
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Multicultural normalization

Amidst the uneven coexistence of corporate internationalism and regressive
localism, the Nineties generation of black British artists were neither invisible nor
excluded from the hyper-ironic ‘attitude’ in which the yBa was immersed, but
cnju}rcd acoess to an art world in which ::'lhl'lir_'it}' was admitted T.]'lmugh an unapuken
policy of integrated casting,

Like their trans-Atlantic counterparts, such as Kara Walker, Michacl Ray
Charles and Ellen Gallagher, they arrived into a habitus in which the de-tunding of
puhliu: mhn.idjr gave the market a greater role in di:lrihuling u]:lpurtun'llil:s for hith-
erto 'm‘inurit}r' artists. Whercas Howardena Pindell’s late Eightiu.-i rescarch found
that few New York palleries and museums rcprmunmi Latin, Asian, Native or
African American artists,™ tnr]a.}' one would be hard FI‘L‘!‘."iI.'II to hnd a commercial
gallery or public museum that did not represent at least one or two “artists of color.”
Diversity is now normal, not ‘spm:i:l.’

Taking stock of this unprecedented turnaround in art world attitudes, Jean
Fisher argues that, ‘cultural 1'n..1.rg:':'|a|:'Lt_'!|r [is] no |ung::r a problem of invisibility bu
one of excess visibility in terms of a reading of cultural difference that is too casily
marketable.””' Cultural difference appears more visibly integrated into mainstream
markets than ever before, but it is accompanied by a privatised ethos in which it is
no longer an ‘issue’ for public debate. How have these changes influenced the choices
diaspora artists make? To explore this question it is necessary to take account of
parallel changes in black popular culture, not only because some artists take it as
source material for conceptual inquiry, but because the visible integration of cultural
difference into the global spheres of postmodern capitalism, whether Benetton, Nike
or Coca Cola, informs the cultural horizon against which diaspora art practices are
widely interpreted.

Taking account of hip-hop in the music industry, of black-themed cinema in
Hn]l:,rwn-ud, and the plethora of African American images on US network televi-
sion, especially Rupert Murdoch's Fox channel, Herman Gray observed that, *given
the level of saturation of the media with representations of blackness, the media-
scape can no longer be characterized using terms such as invisibility. Rather, we
might well deseribe ours as a moment of hyperblackness.”"" The marked degree of
concurrence between the observations of Gray and Fisher allows us to suggest that
US-centred Elnhallutm has moved the Eni]Pr.lﬁl‘_'i. around the nghh and wrongs of

‘black representation’ so profoundly that we now have a scenario in which the long-
standing metaphor of minority ‘invisibility’ has given way to a new and wholly
unanticipated predicament of “hypervisibility.”

Associated with Ralph Ellison’s modernist classic, fnvisible Man (1952}, the trope
of invisibility addressed the demand for recognition that Frantz Fanon articulated in
Peau noir, masques blanc (1952}, Voiced in relation to the clear cut political bound-
aries of colonial domination or supremacist racism, the metaphor posited an
equivalence between political empowerment and public visibility. While this over-
arching equation was held together during late modernity, such that struggles for
voice and for Ti&il.'tilit}' meant that blackness embodied a diacritical ‘difference’ as a
source of protest or resistance in relation to the culturally dominant, the cra of
Pmtmudl:mit}' has g‘iﬂ:n risc to the pn-.:t-'.':i'ril Rightj ]:lrfdiram-r:nt which has torn
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such equivalences apart. Visibility has been won, in the African American world,
through complicity with the compromise formation of cultural substitutionism.
‘Hyperblackness” in the media and entertainment industries serves not to critique
social injustice, but to cover over and conceal increasingly sharp inequalities that
are most polarised within black society itself, namely between a so-called urban
underclass and an ::xpam:]l::d. middle class that benehted from afhrmative action.

The sociological dimension in black Britain is quite distinct, although the under-
lying {]:i:i::rupan::}' whu:r::b],' media-visible ﬁgurl:s like lan Wright co-exist with the
Et:phcn Lawrence iru]uir_'!.' Fnint.-: to similar turmoil, chr}' Louis Gates observed,
“there vou have the central contradictions of post-Thatcherite England: the growing
cultural prominence of black culture doesn't mean that racism itsell has much
abated."*® In the realm of the visual arts, the highly vocal dissidence of Eighties
artists and arts activists like Keith Piper and Eddie Chambers sought visibility
against exclusionary boundaries that regulated access to the art world such that black
artists were burdened with the responsibility of speaking on behalf of the socially
excluded. Although Fisher regards their efforts as a ‘limited success,"™ 1 would
arguc that it was the institurional response Lo the agumla, during the late Eightir_r.
moment that brought about a sea-change in the 'relations of representation,”” that
created the scenario in which Nineties black artists sought distance from the hyper-
politicization of difference.

Seemingly released from the "burden of representation,” black artists now enjoy
a sense of permission that contrasts with the gravitas associated with the frontier-
effects of institutional racism 15 years . However, hau.'ing won such individual
freedom of expression (which was always normative for Euro-American
maodernisms), the pendulum swung to the opposite extreme, such that difference
was almost unmentionable. What arose was a trade-off whereby the ‘excess
l"i_‘iihi.lllt}" associated with both multicultural exhibitionism, and its sublation into
corporate internationalism, was offset by a mute or evasive positioning on the part
of younger artists who no longer felt ‘responsible’ for a blackness that was itself
incn::sing]}r h:.rpq:rvis.ihlu in the glubal market of multicultural commodity fetishism,

Despite the variety of individual artistic concerns, the generational shift was of
a piece with the overall loss of direction consequent upon the collapse of clear-cut
frontiers in cultural politics. The neo-black subject of the Nineties, born under a
bad sign of global risk and uncertainty, faced the false choice of three new identity
options: neo-assimilationist, closet resegregationist, or genuinely confused! More-
over, when so-called Generation X full},-' embraced the mass consumption of ironic
and p.arn-rlit;: h:,-'pcrh]a‘.lm-r:i!i in gangsta rap, club culture or th:iigm:r label dnﬂ'ling,
all common currency in global youth culture, the ground was pulled from under
the diacritical or even “oppositional” positioning of blackness. It was this gradual de-
mupiing of ];mlil;l'r.al empowerment and cultural \'iﬁihi]it}' that ushered in a new
regime of multicultural normalisation.

Morms are slipp‘:r}' I‘J1ing5. Mot as formal as rules or laws, lh::}' require social
consent and psychic investment in order to ri:gulah: structural contradictions and
social antagonisms, But what happens when hitherto contested notions of cultural
difference become socially normative? Be as visibly different as vou want o be, says
the all inclusive idiom of free market enterprise, but woe betide you if yvou try and
make any critical or dissident claim on the basis of your Fatl'u:u'l: little '||:|t:|'1'|‘:'|t:|r1 says
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the sodial authoritarianism of neo-liberal mana.g::ri.al:ism. The art world mirrors this
| [Janus-like constellation. Its growing informality among younger audiences is said to
i ve overcome modernism’s great divide between hne art and evervday life,
although the production of such we-fecling is nonetheless accompanied by the
managerialist rhetoric of making ‘tough choices.” Under such circumstances, the
ow-you-see-it, now-vou-don't equivocation around difference, often employed in
aming the projects of contemporary diaspora artists, is understandable as a response
o another interrelated process. To the extent that diversity is mcreaﬂngly admin-
istered as a social and cultural norm of postmodernity, it has become part of the
tablishment. Artists have therefore sought to slip out of its tendency towards fixity
in the visual management of cultural ditference.
In ncn-cunmzptualir.t installations u!ii.ng wax-print fabric, such as Double Durch
(1994), Yinka Shonibare eludes the heavy handed approach to ethnic authenticity
in official multicultaralism by unravelling the intercultural story woven into the
threads of his found object. Seen as :xuﬁ{:ill}r ‘African,’ the material uriginat:d in
:[ndﬂncsian batik, was reinvested for mass manufacture by Dutch and English
textile industries, was exported to West and Central African markets as luxury
goods, and then appropriated by Afro-Americans as a badge of counter-modern
!l:rlackness 2
X Chris Ohli's paintings, such as the Caprain Shit serics (1997-98), are cngnrgr_‘d
‘upon a carnivalesque repertoire of art historical allusions, all of which are embedded
tin a selt-deprecating take on the foibles of black macho in gangsta nihilism or blax-
Plultahnn |11.|:H:r|m|1_ Whereas Shonibare is happ}' to describe his outlook as that of
“a 'posteolonial hybrid,"™ the story of Ohli's scholarship year in Zimbabwe, and his
“discovery of Elephant dung, did the rounds so often as to become a bit of a p::kl.':,
-'althuu.gh it alludes to David Hammons's arte pevera of unwanted “waste’ materials, ™
The subtle interplay of sacred and profane in Ohli’s devotion to decorative |:|-|'_':1ut:.r1
is covered over by the artist’s willingness to play along with the jokey yBa demeanaor,
When adjectives like “funkadelic” arise in critic’s responses, on the other hand, one
wonders whether, rather than engage with Ofili's interests, the concern lies with
is conveying a post-boomer whiteness that is au fait with the black vernacular - a
whiteness of the sort Quentin Tarantino enacted in Pulp Fiction (1993} in a Frunx_}'
of over-identification with the abjected 'nigga.’

Steve McQueen's early wrilogy, Bear (1993), Five Easy Pieces (1994) and Srage
(1996}, seemed to offer critical distance by creating subtle provocation around the
intimacy and anxiety of bodies in the spatial cube of video installation. Taking up
much debated fears and fantasies around the black male h-nvrl}' — which t-nr].a}r., in the
form of Nike's Michael Jordan jump-man |ugn, makes hyperblackness a visual cliche
-as lame as Linford’s lunchbox — McQueen's post-Minimalist approach emptied the

t:i.mage of such stereotypical investments. Arousing intense vet undefinable Feeling,
“the work called for careful critical response; but when asked, in a hrnadl}' sympa-
thetic interview, whether fust Above My Head (1997) dealt with ‘questions of
visibility,” McQueen seemed irritated at the mere mention of the idea and replied,
"When [ walk out into the street or go to the toilet, I don’t think of myself as black.
OF course, other people think of me as black when T walk into a pub. Obviously
“being black is part of me like being a woman is part of vou. " An equally tetchwf
tone came across when he announced, ‘Just like everyone else | want people to




198 KOBENA MERCER

Figure 21.1  Steve MoQueen, Bear, 1993, 16mm flm/video transfer (still)
(Photo courtesy of the artist and Anthony Reynolds Gallery, London)

think ]':r:.'und race, nal:iunu.l:it_'r and all that kind of crap, This debate is tired, ugl}'
and beat up . . . it is boring, *H

‘Plaving dumb . . . and taking your knickers down has become an attractive move
in the face of the institutionalisation of critical theory,” quips John Roberts, ™ whose
m'u-pupuhh'l n:atllnL_ of New British Art, a|lhuug]1 mtrinsic a”} ]'.tmhh:matu , nonethe-
less pinrﬂ:il‘l‘ti SO |1r:u.li.1.i|':]1' reasons for M:"[J'urtn'.ﬂ boredom and .liplr;vn_ Roberts
perceives the yBa's dumb ]m:w as a knowingly “philistine” rejection of the textualist
‘politics of representation’ associated with the impact of poststructuralist theory over
the past twenty vears, The rapid incorporation of cultural studies into Nineties h]ghl.
education both neutralized its critical ambitions and made it a target for the "cynical
reason’ of the shortlived British journal The Modern Review. Relatedly, to the extent
that the postcolonial vocabulary, characterized by such terms as diaspora, ethnicity
and hybridity, has successtully displaced earlier immigration narratives of assimila-
tion, adaptation and integration, its broad influence has extended to the apparatus of
‘bureavcratic multiculturalism’ it once m:ugh'l Loy r.'rjticlut',

For 1|i.1.~'-pn1'.3 artists cnga cd in neo- or !‘Hiﬁt-t'llﬂ:‘t']‘lll!aliﬁt practices, an impasse
had arisen in art’s relationship to (postcolonial) theory. Rence Green mused,
“There's a certain power dynamic that occurs in terms of how the artists e proosi-
tioned that disturbs me. 1 would like to restructure this dynamic so that it doesn't
feel like art is mt-ra.h a decorative element — something which is tagged on to the
*heavier ideas.” ' When art is reduced to visualising theory, or worse, when the
avsthetic encounter is over-determined in advance, ML{‘]um.n s annovance is intel-
ligible as an attempt to evade ideological capture, Arising from both the institutional
incorporation of critical theory’s once adversarial idiom, and the market’s preferred
solution, which is to :irnr:lj.' that the w ay toa race-free future is to 5imp]_'g.' stop la":'lng
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about divisive matters of ‘difference,’ these hidden pressures call for a more
empathic understanding of McQueen's post-identitarian predicament when he says:

I'm in a position I am because of what other people have done and I'm
gratcl'u], for sure. But at the same time, | am black, ves., [ am British as
well, But as Miles Davis said, “So what# [ don't say that flippantl}- but
like any one else 1 deal with certain T.]'Litlgri in my work because of who |
am. | make work in order to make people think

Cosmopolitan locales

Prﬂ'ariuuﬂ}' Fﬂi.!-il"li] between the art market’s corporate transnationalism and the
inward prov incialism of the London “scene,’ lliaﬁ-FI:JT.! artists inhabit the :hntr.lrliut'tnr_v
conditions of ]Hmt-}_"mpin' Hritain. "L':l.p:itali.ﬁm nnl:.' advances, as it WETe, 0N Contra-
l-‘|'Li'tHr}' terrain, It is the contradictions which it has to overcome that ]:trnl;]u:'r its
own forms of expansion’, Stuart Hall has said on the subject of globalisation and
ethnicity,” The particularities of Britain's skewed insertion into the world system
of modernity enable the contradictory coexistence of regressive neo-nationalism and
multicultural normalisation within its art world.

In his insightfully wide ranging story of ‘the pop cultural constitution of
]':':n_gli:-d‘tm*.ti:t,1 Michael Bracewell evokes British mndcrnit}- as a centu "',""l'-‘“,l_i ‘retreat
from Arcady,” which engendered a quintessential ambivalence best encapsulated
when Noel Coward quii}pml, T am ]inghnd, and E:nglaml is me, We have a love-
hate I."L']-.lli.I:.I.r'L?iI'IjFI with each other, " H:~1.'~.'a|ing|_1.'. Bracewell Fl(‘pil:ts. MNew British Art
as a loscr in an either/or |'l|.].:.-nH' between such ambivalent ironies of Englishness
and the bland multiculti-commodifcation of ‘difference’ in US-centred gl:}h.]]
capitalism:

With . . . the replacement of Englishness, as a current cultural term,
with the multiculturalism of Britishness, the baton in the cultural rl:la:.-
race between hne art, literature, music, hlm and drama, could be said
to have been exchanged for a basketball and a pair of Nikes. "

While sympathetic towards ‘the creative marriage’ of African American-
nrlglnati o] i{;ll'lll'.i. culture and the |1.'g:|l.'u ol sixties pEyc hedelia which he hears in
Goldie’s drum “n’ bass {whose coexistence alongside BritPop's retro-centric ironies
echoes the art world tensions we have examined), Bracewell's tl:||ing distinction
between Britishness and Englishness is left symptomatically unresolved. In his
ambivalently open-ended conclusions, Morrisey's ‘Hang the D],” which ‘sings of
Englaml and mmn‘thing black, absurd and hateful at its heart,"™ allows the sorre voce
suggestion that multicultural otherness is an obstacle to the L‘r}mp]('t:i{:n of English
l:'tlmit'itj.'. .-"|.|lhuugh it stops short of Enoch Powell’s discourse on “alien cultures,
what we see Jt'knm!.'ll::]gﬂi in this irresolution is the open wound of whiteness other-
wise fetishistically covered over and smoothed out by the managerial feel-good factor
of Cool Britannia,
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In an art world habitus shot through with these simmering tensions, we may
understand inlVA’s unpopularity as an outcome of its association with the bureau-
cratic  institutionalisation of cultural theory. By virtue of its free-Hoating
p]arrlrﬁ.snrss, or rather its reluctance to author a distinct curatorial .'.ignamrl::, inlV A
effectively withdrew from a public debate about misperceptions of minority artists.
The Roundhouse project failed because black artists could not agree on a common
purpose for it 'L'mnmcnting that, among arts administrators, ‘The rr.mum'ling
response was “whatever you do, don’t build a black art gallery,”" inlVA’s director
Gilane Tawadros disclosed the reasoning behind the organisation’s obedience. She
states: “There was a time when it was important to make black artists visible in the
same way that women artists were ma]r.'mg themselves visible, but that time has
passed. You cannot differentiate black art history from white. These things come
together and both their currencies are intimately intertwined."™

While entirely valid and necessary as a starting point for a more inclusive account
ol contemporary art which assumes cultural mixing, or hybridity, as a comerstone
Feature of modernism and mnd-r:mit:r, the prnhlrm is that the story of how “that
time has passed,” and the whys and wherefores of its passing, were not opened up
for public discussion. By retreating from the challenge of examining why nobody
likes "black art” as a classificatory or curatorial category, Tawadros’s evasive posi-
tioning reciprocally mirrors and inverts Steve McQueen’s, suggesting that inlVA
too was vulnerable to hidden pressures. Whereas one tactic sought resolution by
simply not talking about “it,” another tactic was to talk about *it" all too much, using
the language of posteolonial theory to cover over and conceal unresolved tensions
in the art world's management of cultural difference. In this way, inlVA went along
with the decoupling of aesthetic interests and social responsibility that made matters
of representation crucial to the counter-modern traditions of the various Caribbean,
African and Asian dia.':puras for whom Britain was also a placr: called home, whose
cold comforts Perminder Kaur evoked in her Cor (1993),

While the subversive potential once invested in concepts of hybridity has been
tempered by pre-millennial downsizing, the grey area of complicity that Nikos
Papastergiadis perceives between identity-driven demands for minority representa-
tion and market-based adaptation to diversity suggests that the outcomes of social
agonism over norms can never be guaranteed in advance.™ Such inlVA exhibitions
as ‘Aubrey Williams® (1998) have drawn attention to the Caribbean Artists
Movement {CAM), a loose network of artists, writers, students and teachers who
met at the West Indian Students Centre in London between 1966 and 1972,
."llﬂ'u:uugh Prima.n'l:r Iih:rar}' in oricntation, with Edward Kamau Brathwaite, Andrew
Salkey and John La Rose as its organizers, CAM articulated an ‘outernationalist’
outlook among the post-independence generation. While some participants returned
to the Caribbean to influence cultural policy, others remigrated to North America,
and vet others stayed on to shape the black British arts sector in the Seventies,

The CAM story was simultancously culturally nationalist, exilically inter-
nationalist, and Black Atlanticist, and as such it offers a vivid example of Homi
Rhabha’s ‘vernacular t"l.':.-.'n'l.n|'Ju::||itan:iﬁm,""'I ald'.luugh the modest localism of the narra-
tive might not fulfil the more bombastic claims that posteolonial theory sometimes
aspires to. For me, the value of Ann Walmsley's lucid documentation lies in
its pr{n‘isi{m of a Er:nr:aluﬂ of the mixed times and spaces inhabited h}' diaspuﬂ
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artists.*’ This is a starting point for the *homework” which visual studies has yet to
catch up with in terms Df'rcscanﬁi.ng the distinct art-historical milicux out of which
Asian, African and Caribbean artists in Britain crisscrossed paths with various critical
modernisms.,

]ca.n Fisher is an imp-urtant, contemporary art critic who has gl'w:n time and
trouble to these g:m:alng'icil matters that form part of the unexplored historical
context of black British visual practices."’ However, the proposed distinction
between h:,r'hriditjr and syncretism misleadingly contrasts different colonial attitudes
to cultural mixing, without recognizing that the mix among Anglophone, Franco-
ﬁmne and Hi.qpani: di.qpn.-iitimq is Frm’rin:l]r what makes “the Caribbean” a tliispr.trlr.
location where the encounter with difference is a regulating convention of everyday
life, i.e. a norm. To n‘:gard ‘the Caribbean” as the name of a habitus in which
hybridity is normal is not to say that everywhere else is like that now, but that the
wurlding of the ethnic .-:igniﬁt:r may take forms other than pn'\'ai]ing trends towards
market-based multicultural normalization.

What I liked about the trans-localism of the CAM story was that it was made
p-uihh: h}r London's cmmnpuhtan status as a world city, which in my view makes
CAM the site of a specibically British vernacular modernism. To the extent that this
would imply that a certain Britishness was always already hybridized in the encounter
with Asian, African and Caribbean di.asp-ums, it confirms Stuart Hall's account of
the postcolonial as the time of a double inscription, in which elements hitherto
banished to the constitutive outside of society return through the ga.ps in the signi-
fying chain of cultural identity to decentre its symbolic authority.™

Dnlng our ]'I-r.lIm:H"url: MCans n]:rl.‘nlng ot 'i-l.ll:h 'i-tnn:.‘ﬁ 50¥ tl'l.ﬂt T_.I'I'I.""'h 'h‘]nng
not just to British artists and audiences, but to anyone interested in art’s ability 1o
survive the wr-:c'kag: of !'I'ILHII:I'I:'IIT.}' rL'“II'IE l]'u_:u_ stories reactivates ulc.as of
syncretism, creolité and metissage which are all conceptually hybrid. To paraphrase
]ﬂlmn}l Rotten, one might say that such ]:lu:l::ulutli:l h:{bl‘idi are the lowers in the
dustbin of art’s history.
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Chapter 22

Nicholas Mirzoeff

THE MULTIPLE VIEWPOINT
Diaspora and visual culture

The Jew and I: Since [ was not satished to be racialized, by a lucky turn
of fate, | was humanized. 1 joined the Jew, my brother in misery.
Frantz Fanon (Fanon 1967: 122)

Kishinev and St Louis ~ the same soil, the same people. It is a distance
of four and hall’ thousand miles between these two cities and yet they

are s0 close and so similar to each other.

The Forward, 1917 (quoted in Takaki 1995)

WIIEN MARSHALL McLUuMAN hrst coined the phrase ‘Elnhal ﬁllagc' in the
1950s, it must have had a comforting ring. It implies that despite the aston-
ishing proliteration of new technologies, life in the information age will have the
same sense of belonging and rootedness that goes along with village life. From our
fin-de-siécle perspective, the information age scems much less optimistic. In place of
firm notions of ':{lr.ntit:r has come an era of mass m:igrm;inns, displmmcnu, exile
and transition. Capitalism has become postnational, operating in the blocs consti-
tuted by such agreements as the North American Free Trade Association, GATT
and the European Union. From France to Rwanda and the Middle East, virulent
right-wing nationalist movements have sprung up in response to these challenges to
the nation-state. On the other hand, artists, critics and writers have re-examined
tl'l(' l."l.l]tl,.lrl."i nr diﬂjpﬂ!’ﬂ 45 a4 misans f'.l-'l:- u“dﬂﬁtﬂﬂﬂl'i.ﬂg .H.TH.'I oven rmhrat’ing 'l'.hl: new
modes of prﬁtnatinnal {itj?{'n.lihl'];r, For, as J‘Lrjun .-lp],'lar]urai has 1:|11':|.-i.||;r'v.ri;‘m'lr lijn
the postnational world we are seeing emerge, diaspora runs with, and not against,
the grain of identity, movement and reproduction” {Appadurai 1993: 803). From
academic journals like Transition and Diaspora to popular music anthems like Soul 11
Soul's Keep On Movin', artworks like Vera Frenkel's . . . from the Transit Bar and hlms
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such as Mississippi Masala, the idea that culture must be based in one nation is increas-
ingly being challenged, Now it is time to look at the way that culture crosses borders
and oceans with ease in a constant state of evolution.

The new insistence on the diasporic in the work of such critics as Rey Chow
{1993), James Cliftord (1997), Paul Gilroy (1993), Stuart Hall (1990) and others
results from a changed perception of the nature and meaning of diaspora itself, In
t}l‘: I‘Iir'l:‘.'ll.'i."l'lth L'Unlur_'i', dia:‘il]'l:lr-ﬂ. J::lL".:lI:I.l‘L':"i WWLUre s00n as a di.!'i!'l.'l]'ltll:}n [N thf" narura|
economy of the nation-state. Diaspora peoples themselves envisaged an end to dias-
pora whether in Theodore Herzl's Zionism or Marcus Garvey's return to Africa.
For the self-conceived domestic population, diaspora p::-u:uplr::: WEre an excess to
naticnal need, to be disposed of by migration, colonial resettlement or ultimately
b}' extermination. Diaspora was ﬁ-::mrthl'ng that happrnrd to ‘them’ not "us.” That
comforting division no longer holds good. Olabivi Babalola Yai tells us that the
Turuhﬂ Pl.":]l:lh.":‘i UE. “'-L'?i-t .'%.i.ri.L'E l'[]rl.!iil{L'T ﬂ'u.‘.mﬁ['l'l.‘{‘.?: (0] hl."' a rhr']'rnan{'ntl:,.' di.]ﬁ.'l'}ll.'l'l_j{'
people, a consequence no doubt of the experiences of slavery and colonization (Yai
1994). In the late twenticth century, that ’r'ﬁ:|ing has gone glnha]. Whereas nine-
teenth-century diasporas revealed interconnected nations, our current experience
is of an increasingly interdependent planet.

There is a growing sensc that we now hnd ourselves at, to use Stuart Hall's
thu. , ‘the in-between of different cultures.” This essay is dedicated to thinking
Ihl'uug]l what that in-between looks like in the African am‘l Jewish dlaq]'mrqi It is
maotivated by the belief that diaspora is an inevitably plural noun, meaning that dias-
Pﬂr"ﬂ"‘ Cannot I'H.' Pr[]]:ﬂ.'r]'l. LII'I‘.IL"I.'?'.[]LHI 1 ]H[]]all(m "I.l- ﬂ'l.l. thﬂ.tl{:ll'lq at lhl."' I'“.":II:] 'EIF tl'l'l"i
chapter indicate, Africans and Jews have |nng looked to each other for an explana-
tion of what it means to be in diaspora, an understanding that is now in urgent need
of renewal. For the inability of traditional politics to cope with the postnational
world has been au.vmpamn;:tl by a remarkable efflorescence of cultural work of all
kinds dedicated to unrl:‘mmnrllng the genealogy of the new global culture and its
pnn:'nti.]] to transtorm the way we look at ourselves and at others.

I.I.'I'IL'I'L" i:‘i, |1I::I‘|'I-'{"p't‘r, d FI]'I:}]]IL"[TI H’]n{':‘ming I'hl:" rr‘prc‘ﬁc‘ntatiﬁn l.-l"l'I {Iiiﬁpﬁrﬂ.ﬂ.
Diaspora cannot by its very nature be fully known, seen or quantified, even — or
especially — by its own members. The notion of diaspora and visual culture embodies
this pm‘mlux- A 1||=|bpura cannot be seen in any traditional sense and it :Tn‘th
Canmot I:H." ["L"I:I'rl'"iLlﬂ.Lli.l 'rnrrl tJ'I.I.' ".'I.L Ly F"ll'lt I::I+ ”ﬂ'_"-]'l'l':li]'ll' ]'_H:'T"iPI:‘ft'I\l:‘ T]'Ii:" nat]ﬂn, h‘h‘
contrast, has Inni‘ been central to Western visual culture. While we have ]}u_q_umq_-
accustomed to thinking of the nation-state as an “imagined community’ {Anderson
1992}, it can nonetheless call on a range of geographical sites, monuments and
symbols to create a j}uuurlu] visual rhetoric of nationality. The nineteenth-century
creation of an extensive museum culture based on the idea of unfolding national
histories gave institutional force to this vision of national culture (Sherman and
Rﬂgnl}x 1994; Cliftord 1991). A distinction was made between historical objects
which were displayed in national museums and the disinterested category of art,
both of which excluded diaspora peoples. Museums served to emphasize the
Western notion that history logically tended towards the dominance of the impr-
rl.]] ]Jl::l"l'i"‘.']‘ﬁ- L ht]l.' art Lﬁ]‘llflil{]l'l"l "iL'r'H."d L re Inl{:lrl:'l" thl:" FII: [ l"u{'fl. HI.JPI:‘I'IHI'IH I!'rl‘-
Western culture. Dm_-»ilmra |wup|v1 have been margmahw:d h\. this visualization of
I']a.r.l.[]l'l.il tultunﬁ In MUsSCums, w 'TI'.I:" {'ﬁnh]il'l:'nt]:ﬁ' Ilﬁlng 'ﬁ"lsuﬂl Imeans 1o I"l'_"l‘_':ll"l._!'il_'[ﬂ
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their notions of loss, hv]nnﬁ'ng, dispersal and i{lrntir:.r, For example, the Border Art
Waorkshop/Taller de Arte Frontizero and the collaborative work of Guillermo
Gomez-Peiia and Coco Fusco have provided a powerful alternative way of conceiving
the US/Mexican rt]alim‘ml'til:l to the x:mu]:lhuhi-;: !-il'm]:rl;ic'ltl'u:s of Ross Perot and
California’s Governor Pete Wilson (Fusco 1995: 145-201). In the ar.a.tlnm:.r, art
history's notion of stylistic influence is another case in point. A successful attribu-
tion of ﬁt}-'l:islir: influence relies on a clear visual h:m:lng}' between a source and its
descendant together with evidence that the source was known to the artist. Martin
J. Powers argues that “[wlhat we call *style”™ is an important means whereby social
groups project their constructed identities and stake their claims in the world. It
rmay have been FI‘L'-L'I'EL[\ for this reason that nineteenth- and much of twentieth-
century art history stressed the “national” and personal element in style, since it was
thuught to be the visual counterpart of some internal essence’ (Powers 1995: 384).

That essence was, of course, race. Powers does notl mean o suggest that all art
hi:il{:lr:" must be rejected as racist but that, when we are involved in cross-cultural
work, the traditional tools of the discipline must be handled with the greatest of
care. Writing the history of diaspora visual cultures will, then, pose important
mrll'lmh:l]ngiral questions for hoth tlia:ipnra studics and the visual rli.u;:iplinc:s,

Diaspuras and intervisualit}'

In much dii!i-]:ﬂ:]fi mim]a.r:ahip, the Jewish :]iarip-t:ll‘a has been taken as the “ideal l}'pu'
of the experience (Clifford 1997: 247-8), leading other diasporic experience to be
mappﬁl against this model, However, l.‘I.'IES-]J{}]I"F are ra.n:i}' considered in tandem,
For Jews, the parallel has often been to compare ‘Jewish’ (nomadic) culture with
‘Greek” (national) culture in a tradition stemming from Matthew Arnold’s Culiure
and Anarchy {1864) via James Joyee's formulation of the neologism ‘jewgreek.” In
the case of the African diaspora, the key question has been continuity with African
traditions, rather than relations with other diaspora groups (Thompson 1983).
Recent discussions of Alfrican-Jewish relations have thus concentrated almost exclu-
sively on the case of North America since the Civil Rights era of the 1960s (Salzmann
1992). Even in this limited geographic space, Africans and Jews have been encoun-
tering one another since the seventeenth century, meaning that the hybridity
Er'm*rated by diaspora is not just an interaction with the *host” nation but among
rlia_ﬁp-c:raﬁ themselves, For much of this time, Africans and Jews have seen their histo-
ries as mirroring one another. The nineteenth-century African diaspora theorist
Edward Wilmaot Bl}'dun stated the parallul dln:::tl:.r: “The Hebrews could not see or
serve God in the land of the Egyptians; no more can the Negro under the Angln-
Saxon.” In the contemporary world in which the dominant tension between center
and periphery has been replaced by a global pattern of Hows and resistances
{Appadurai 1996}, both Africans and ]n:‘u s can benefit from renewing their sense of
diaspora culture with reference to the other as well as the self. It is no coincidence
that Paul [}i]my, who has taken a strong position against essentialist notions of
African i:!t.'.ntir:r', has also hrnughl the African- Jewish comparison to the heart of his
work (Gilroy 1993: 205-16), implying a challenge to the historians of the Jewish
d:ia.!-ipura to follow suit. The -;:umph:t-_' hislur:.' ol such parallu:l djaspuras is hey::rnd
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the scope of this book and probably beyond any one individual writer. What can
b achieved is the reopening of a discussion and the beginnings of new patterns of
thought. By bringing together the work of a variety of scholars working on the visual
cultures of African and Jewish diasporas, this book offers the reader an opportunity
to undertake the traditional art historical task to ‘compare and contrast.’

More importantly, it highlights new ways of thinking of diaspora as becoming,
in the lineage of Stuart Hall's now classic essay “Cultural Identity and Diaspora.’
For Hall, “diaspora identities are those which are constantly producing and repro-
E.lv:'ing themselves anew, through transformation and difference.” This insight was
in part inspired by Jacques Derrida’s notion of différance, a state between differing
and dr:ﬁ*rn'ng. For Dierrida himself, this implies that Jewishness, as opposed to
Judaism, is ‘open to a future radically to come, which is to say indeterminate, deter-
mined only by this opening of the fature to come’ (Derrida 1996: 70). Similarly,
the Jewish-American artist R.B. Kitaj notes in his ﬂim]mrm Manifesto: 'l try to be,
3I|ﬂﬂg with many artists, forward- luukm.g (Kitaj 1989: 65)." Dlupﬂﬂ has 1DI'I=E been
understood as duterminecl by the past, by the land which has been lost. More exactly,
W.E.B. Dubuis’s concept of “deuble consciousness’ has dominated understandings
nfd.iaspcrra: ‘One ever feels his twoness — an American, a Negro; two souls, two
thoughts, two unreconciled strivings; two warring ideals in one dark body, whose
dogged strength alone keeps it from being torn asunder’ (Dubois 1989 [1903]: 5).
Dubois saw this double consciousness as the defining problem of the twentieth
wentury and so it has proved. This tension can in part be understood as a dialectic
between past and present. It may be possible, by developing the notion of the future
into the dlaspcrm ]dennn to rl:*;v:m't:r a:]dltmnal dimensions to diaspora conscious-
ness. I it can now be ruhuught as an indeterminate future to come, that will imply
a significant reevaluation of diasporas past, present and future to which this volume
can only contribute.

However, debate over the African and Jewish diasporas has instead been domi-
nated by the highly effective and notorious preaching of Minister Louis Farrakhan
of the Nation of [slam (Berman 1994). Farrakhan straightforwardly asserts that:

*Some of the biggest slave merchants were Jews. The owners of the slave ships were
Jews. . . . It's been a master-slave relationship” (Gardell 1996: 260). Although histo-
rians have shown the absolute inaccuracy of such statements (Faber 1998), their
work has had little effect on the impact of Farrakhan’s comments, not least because
of Fr,rs:iﬁt:*nt racism in some sections of the Jewish cummun:it}'. His gﬂﬂ' is not to
change the academic consensus on slavery but for the Nation of Islam to take over
the metaphorical place of the Jews in modern American popular culture: °l declare
to the world that the people of God are not those who call themselves Jews, but
the people of God who are chosen in this critical time in history are you, the black
people of America, the lost, the despised, the rejected’ (Gardell 1996; 258),
Farrakhan's argument is, in c-fl'ec't that the present relative wealth of American Jews
by comparison with African-Americans invalidates any claim that they might have
to be the people of God. This message has found a stgmhﬁnt audience in the world
ol rap andd h|]:| hop, where many prrrnnnm have turned to the Nation of Islam.
One of the most notorious Farrakhan aides, Khallid Abdul Mohammad, has
performed with rap group Public Enemy and the LA gangsta rapper lce Cube, Rap
now sells extensively to white teenagers in the suburbs but individual artists continue
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to base their claim to authenticity or “realness” on their roots in the black g]'u:'ttn,
While not every American Jew has achieved great wealth, few can claim ‘realness’
on this level, However, this is not a suciulngiral debate, as evidenced h:. the success
of the suburban Jew turned rapper, Adam Horowitz of the Beastic Boys. What is
at stake is the claim to a metaphorical and rhetorical position as the absolute
Diaspora, perceived as a singular and exclusive condition, Both Farrakhan's
supporters and some of those who use him as demon figure use the Other diaspora
as a means of disciplining their own, That is to sav, in a world marked by hybridity
and diversity, the absolute evil of the Other is P'E'I'lllp.'i the only means hv which the
integrity of ‘the same can be sustained. As long as ‘realness’ is perceiv ed solely in
Fu.'rrurmaliu: terms of the 'urigin' of diaﬁ]::{:-n, this debate will continue to be as
unproductive as it has been to date. In some senses, it could be argued that the
tensions between Africans and Jews in the United States stem from this insistence
that diaspora is only about origins and the past. Both groups claim to have suffered
most in diaspora and at the same time to assert a crudal place in modemn
‘Americanness,’ To adopt Gilroy's distinction, both groups need to reassert their
‘routes’ over their ‘roots,” while also paving attention both to those places where
African and Jewish routes have overlapped in the past and to ways in which they
might again merge in the future.

For the notion of a “route” may be too singular. In his Digsporist Manifesto Kitaj
defines the -:]'Lanpnri.-i.l as instead appearing in “every [ml}'glt}t matrix,” an appropri-
ately fractal metaphor for these complicated times. He later glossed the “polyglot’
to mean ‘Jew, Black, Arab, Homosexual, Gypsy, Asian, emigre from despotism,
bad luck etc.,” divorcing the idea of diaspora from any essentialist notion ol “race’
or uﬂmitil}' (Kitaj 1989 75). By ::xh:mling the categories of the :iia.'-ip-urist hL"!.'nm.{
the dispersed nation-state, Kitaj ::halicngm us to rethink the notion of authenticity,
as applied both to national and diaspora cultures. It further opens diaspora to cate-
gories beyond the national, espedially sexual minorities. Indeed, it almost suggests
that :{'l;us]'mrq i5 hc'l.'nming a majnrit:,.‘ condition in g|nhal rapitalism. This pﬂl}'mnr—
phous notion of diaspora transforms the visual image itself for: “the Diasporist
painting | have always done also often represents more than one view” (Kitaj 1989:
73). Kitaj's sense of the mullipli-.:'ll_].' af {|:ia_-i|1ura is not limited to his own art but,
as the essays in this collection show, is also part of the revision of modernism
commonly known as postmodernism. Diaspora generates what | shall call a *multiple
viewpoint” in any diasporic visual image. This viewpoint incorporates Derrida’s
differance, Kitaj's many views and what Ella Shohat and Robert Stam have called a
‘polveentric vision” in which the visual is located “between individuals and commu-
nities and cultures in the process of dialogic interaction’ (Shohat and Stam), The
multiple viewpoint moves bevond the one-point perspective of Cartesian rationalism
in the scarch for a rnr“'arn']-lnnlcing, transcultural and transitive pla::c from which
to look and be seen. In the contemporary moment, when imagination itselt 'is
neither purely emancipatory nor entirely disciplined but is a space of contestation
in which individuals and groups seck to annex the glubﬂ] into their own PJ‘i.L'tiu.'s
of the modern’ (Appadurai 1996: 4), rhang'ng the way in which people see them-
selves is in all senses a critical activity.

For those contemporary artists, critics and historians concerned with -_Ii:spura,
the kr}' question thus becomes i:lﬂfrmining what such multi]::lr ‘n-'lll."\'l.']'b{}:inl.'i- look like
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now, in the past and in the future. Indeed, the multiple viewpoint has much to offer
dll those secking new ways to formulate key questions of the gaze and spectator-
ship. Just as theories of h\-hnl:ht!.- and mestizaje developed in the Caribbean, India
and Latin America, now seem the most contemporary tools with which to examine
the “West,” so may visual theory developed in rethinking diaspora contribute to the
engoing r-:-tlunkmg of the visual that has come to be termed visual culture. Such
questions, by their nature, are unlikely to produce an answer in the form of tradi-
tional ‘evidence.” Homi Bhabha has situated his influential endorsement of hybridity
under the sign of a double negative, “neither the one, nor the other.” He nonethe-
h.'iﬁ ].'I{]II:E ﬂ'lﬂt a new  art ma}' :,‘m:.‘rgl:. Frl:lm tl'll." wnrlr.'lng ﬂ'lr:]-ugh ﬂr tl'l.l:"il:
eontradictions, provided that it

demands an encounter with ‘newness’ that is not part of the continuum
of past and present. It creates a sense of the new as an insurgent act of
cultural translation. Such art does not merely recall the past as social
cause or aesthetic precedent; it renews the past, refiguring it as a contin-
gent ‘in-between' space, that innovates and interrupts the Ptrfunnannc
of the present. The “past-present” becomes part of the necessity, not the
nostalgia, of living.

(Bhabha 1994: 7)

From the fragments of the past-present - that is to say double consciousness
Bhabha sces the creation of multiple diaspora futures, futures forged from memory
and experience but not dependent on them., This kind of work cannot be done bi.
standard histories and realist representations. It is what Jean-Frangois Lyotard meant
when he called the sublime the modern mode of presenting the u.nprtstntablu- This,
then, is the postmodern diasporic dilemma: how can something be visualized that
is adequate to puide us round what is so widely felt to be new, when all that is
available is the discredited apparatus of the modern? One method of constructing
answers to that question lies in writing diasporist gencalogies of the present that
h:ﬁgur:: the past in order to facilitate the theoretical and phr:nnmcnn]ngi::al under-
standing of the multiple viewpoint of diaspora. Such work entails a certain risk,
described by lain Chambers as "embracing a mode of thought that is destined to be
incomplete’ (Chambers 1994: 70). Any writing that addresses the future must, by
its very nature, fail to ru]l"r succeed.
The diasporic visual image is nﬂ:::.-maril:r' intertextual, in that the spectator needs
o hl‘il'tg extra-textual information to bear on what is seen within the frame in order
to make full sense of it. However, in the visual image, intertextuality is not simply
a matter of inturlm‘l:ing texts but of inu:ﬁ:.-r.ing and inu:nlcp:nr]cnt modes of visu-
ality that I shall call intervisuality. From a particular starting point, a diasporic image
- can create multiple visual and intellectual associations both within and beyond the
intent of the pru{lu-r.'::r of that image, Raobert Farris Tlmmpmn'ﬂ cxa.mpli:: of the
yoidel shows how even a certain sound becomes the gateway to a multiple view-
point on the African :Iia.sp-.-ra.’ The _'!-'I.Hill.'l is ‘a chest/head, hi.gh low SNAP ACTOSs an
octave [that| is one of the hallmarks of the singing of rainforest pygmies in Central
Africa.” Thompson hears the echo of that yodel in Kongo music and from there in
the Mississippi Delta blues, a sound that resonated with the wail of a steam engine:
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"By the 1940s, if your ear were culturally prepared, you could hear a lonesome
train whistle in the night and immediately think of black people, on the move. From
Memphis to Mobile, Goin' to Chiragn, SOTTY that | can't take }-TH.I1 FHnrann 1989
98). The American railway was the means by which the Great Migration of African-
Americans from South o North wok place, as depicted by Jacob Lawrence in his
series painting The Migration of the Negro (1940). This modern diaspora im'.viuhlzf'
evoked the forced transatlantic diaspora of slavery that had brought Africans to
America, creating musics like the blues, jazz and soul in which the train was hoth
in!rj'l-l'ratl'nn and :':uh]'t:l'.l-mattl:.r, In short, the train whistle had become what Mikhail
lampolski has called a ‘hyperquote,’ an artifact generating multiple intertextual
references {Iamp-ul:iki 1998 35). Learning to hear under Thumpsun':i tuition, one
could even go further, The American railroads were built by Africans, Chicanos,
Chinese, Irish, Japanese and other imm:igra.nm, cach with their own song expressing
the pain of the work. Frederick Douglass heard echoes of African song in Irish ballads
(Takaki 1995: 21-2). Others have made a similar connection to the Yiddish music
of eastern Europe. As has been widely noted, the train itself is a privileged site in
the creation of Western visual culture, for the view from the train window was the
first perception of the :rnm.'i.ng imagq: that later became institutionalized as cinema.
The train, to use Stephen Heath's distinction, was where the seen first became the
scene. By the 1940s, the railway had been transformed from a symbol of European
progress to the facilitator of the Holocaust, with spn;-:ial meaning for Jews, gypsies,
gays, the disabled and the other victims of slaughter. This resonance informs work
as various as R.B. Kitaj's painting The Jewish Rider, Vera Frenkel's installation piece
and web site ... from the Transit Bar and Claude Lanzmann's epic documentary
Shoah. Diasporas do not occur one by one but inevitably overlap, creating poly-
valent 5}'mh-u|5 that are sometimes shared, sometimes contested. Diispl:rri. moves
like that, adjacently and in free-style.

[Hanpura Pnlitics

There is, however, a danger that diaspora can be taken as truly ‘authentic,’ a new
universalism in contrast to the formal structures of national culture. It certainly
seems to come packaged in an attractive “alternative’ wrapping, promising inter-
{||'s:.1']:t|inar:r and cross-cultural ideas that hl::l-PL' to resist the nurl'l‘ial:li:il'lg tendencies
of the critical process. However, the attractions of the nomad lifestyle are as clear
to clites as to popular and critical groups. Almost all Americans now seek a connec-
tion to alterity, as evidenced by every recent US president discovering their “lrish’

roots on the campaign trail. Sq.n'ldenlv, diaspora as a subject position has become
Fashionable, leaving the historical djaspura communities with some quandaries. In
an age wh::n the most marked di,a.-ipura is that of ::aplit:l1 we are all the ‘wretched
of the earth,’ (:\]'bcrpmlﬂ'urt ]a-l:qwi Attali heralds the CMCTEence of a new class he
calls “liberated nomads bound by nothing but desire and imagination, greed and
ambition’{Owen 19%: 31). This new superclass will use their ‘nomadic objects’

like laptops with radio faxmodems, cellular phones and DAT recorders to regulate
a workforce {:nm}':r"t'.:i to be nomadic in pursuit of l."l'l.‘.!‘-llil‘ﬂihi!il‘ti.tlg :‘.'mp]u].rmr.:rll.
As diaspora becomes a way of life, it is emerging as a fragmented class-riven norm,
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rather than the romanticized n:fu,gc of the |1-L'r51:::1.|l:d. In Latin America, h}’hridilj'
under the name mestizaje is already a central element of government strategy, as
Scan Cubitt l:xpla.insz

When presidents in Bolivia or Brazil want to lay claim to legitimacy in
a continent whose cultures and economies are ml.rla:,s of indig:.nuus
colonial and slave populations, they claim mestizaje: no longer the prop-
erty of resistance, this hybridity is ‘the authority of rule — like Clinton's
m::-phm'be it marks a place between, a fictive and utopian space, a terri-
tory of meeting, empathy, commonality.

{Cubitt 1995: 71

Thus the claim to hvhndlt}' that Mmay secm to be the mark of resistance in the former
colonial powers can be the sign of pnlltlml authority in some former colonies. The
Latin American experience can stand as a useful corrective to some of the more
present-centered approaches all too common in today's cultural studies. Even if that
work often refers nnl:,-' to Great Britain, it ignur::i Britain's cthnic d'n'm'nt:r' in the
eighteenth century, whose visibility was diminished in the nineteenth century
through intermarriage but far from eradicated, as historians have recently argued
(Wilson 1995). Further, as Robert Young has shown, hyvbridity was a central goal
of nineteenth-century imperial administrators (Young 1995). Caution is therefore
required in making exclusively positive use of such terms as hybridity and diaspora,

Indeed, the African critic V.Y. Mudimbe has recemly critiqued the new focus
on diaspora culture as being governed by an unthinking continuity with the nine-
teenth-century nation state: ‘|OJur contemporary thought seems to be a thought of
exile, a thought hiding behind a nostalgia for the recent past, a thought speaking
from spaces and cultures that no longer exist and were dead long before the death
of the long nineteenth century’ (Mudimbe 1995: 983). Mudimbe might perhaps
have had in mind ]':u‘nes Clifford’s earlier celebration of the wraveler or Paul
Gilm}"s focus on the sailor as a hero of di:spura narratives. At the same time, this
re-emergence of nineteenth century discursive practice as a motive force of late
twentieth-century culture was by no means self-evident until the end of the Cold
War. Mudimbe's critique thus highlights the ways in which the postmodern permits
a rerﬂ.ding of the modern in the light of the failure of modernist grand narratives,
It suggests that the nation-state depended on its diasporic others as a means nrnrga-
tive differentiation, That is to say, diaspora peoples like Alricans, Armenians, gypsies
and Jews were the definition of what a nation was not and, as a consequence, were
the target of sustained nationally nrgmir.r:d terror ﬂ'lrnughnu't the modern pt:'rind.
Simply inverting the terms to privilege the diasporic over the national will not, in
Mudimbe’s view, change the fundamental structure of the discourse. The contained
dialogue of the past with the present needs to be broken by the indeterminate higure
of the future.

Oine way to think t]'u‘uugh this pmblum was supp]'u:d h}r Jean-Frangois I.}'ntar:i
in his response o the H-Eideggl:r affair. In 1987, Victor Farias puh]L-ihl::] a book
called Heidegger and Nazism, which demonstrated that the German philosopher
Martin H:ideggtr had far more extensive connections with the Nazi party than had
previously been thought (Steiner 1995 177-88). Although Heidegger's Nazi past
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was no secret — Jean-Paul Sartre had refused to meet him for this very reason — the
charges took on greater importance due to the centrality of Heidegger's thought in
French poststructuralism. Could it in some way be said that poststructuralism’s
fuestioning of Western p]1'||u5u]:||1:.-' was tainted h}’ association with Nazism? For
those opposed to poststructural thought, the answer was simply “yes,” forcing many
into equivocal defenses of Heidegger. By contrast, Lyotard realized that the crisis
in modern lhuughl Was Prm_'i:a:]}' that H::i:ll:ggur was at one and the same time a
great thinker and someone who had a *deliberate, profound [and] persistent” involve-
ment with National Socialism. Consistent with his earlier assertion that we have
paid too high a price for the sustainment of modernism’s grand narratives, Lyotard
argued that this contradiction in Heidegger was most strikingly apparent in his
inability to understand those who are not authentic to his twin principles of Being
(Dasein) and people (Volk). Lyotard names these people “the jews': “They are what
cannot be domesticated in the obsession to dominate, in the compulsion to control
domain, in the passion for empire. . . . “The jews,” never at home wherever they
are, cannot be integrated, converted or expelled. They are also always away from
humt., when they are at home, in their so-called own wadition” {L}D‘ti.l"l'l 1990: 22).
For both Kitaj and Lyotard, then, the diasporists or ‘the jews' are the sign that
modern aspirations to a fully authentic national culture can never be realized. The
past cannot be synthesized into the present without creating a remainder.

One incident may serve to indicate how much work there is to be done. In
19495 Etl'u'npian Israclis 1.1'.|:r.mnnt1}' P]'ﬂ'l:-l’.‘il:[‘l‘l when it was revealed that Isracli
authoritics had been disposing of Ethiopian blood donations motivated by an
unfounded fear of AIDS. There is no more charged symbaol in African and Jewish
history than blood. Since the early Christian era, Jews have been slandered with the
infamous blood libel, that is say, the beliel that Jews murder Christians in order
to make various religious uses of their blood. Far from being restricted to medieval
persecutions, the blood libel revived periodically throughout modern history, with
a rash of cases in the late nincteenth century, Bath the Spa.rlish Inquisition and the
Nazis sought to keep the blood of their Gentile population *pure’ of contamination
by Jewish blood. So intense was this passion that the Inquisition ‘investigated” the
Virgin Mary herself in order to prove her racial purity. This same doctrine lay behind
much of the racist practice of the American South, where individuals were defined
as “black” by the “one drop ol blood” rule. In other words, anyone who had any
African ancestry whatsoever was ]:II:I!‘L'{.‘I\"'L‘d as black. B-:-,' this .['I'_'Igil_' of course the entire
world population is black, but logic has had little role to play in such debates. One
would therefore imagine that it ought to have been impossible for Israeli “white’
Jews to believe that *black” Jews had contaminated blood. It seems that the myths
of hundreds of vears of diaspora have not been ended by forty vears of statehood
nor are diasporists themselves immune to such mistaken but powerful myths, Blood
is a pnwerful symbol that is remarkably intervisual in ways that cannot always be
contained,

While blood insists on the singular and the unique, for the diasporist multi-
plicity is the key to identity, interpretation and visual pleasure. The intervisual
encounter continues to produce new transcultural meanings for diasporic cultures,
In Mathicu Kossovitz's striking film La Haine (Hate) (1995), depicting life in the
Parisian projects, there is a moment in which the polyphony of diaspora is actively
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wisualized. After a riot in which one young Arab man is left in a coma, Sayid and
his friends Vinz and Hubert are killing time in their project when a D] opens his
windows and begins to play. He scratches up a break beat and overlays it with the
ehorus from Edith Pial's Je Ne Regrette Rien. The trio — composed of one Arab, one
il:w and one black African — are mesmerized by the sound. The transcultural mix
incorporates African-American hip-hop beats with classic French cabaret singing o
create a new mix that, just for a moment, transforms the empty space of the housing
roject into a place where people from different backgrounds can belong. This brief
moment of optimism is offset by a violent and ultimately fatal series of confronta-
ions between the young men and the police, [t is in the interstices of such moments,
t once contradictory, polyphonic and utopian, that the investigation of the visual
ultures of diaspora will go on,
!

Notes

i1 Interestlngh. Kitaj hints that he was also influenced by deconstruction: “Thirty
years later, I've learnt of the Diasporists of the Ecole ‘de Yale [de Man and his
students] and their crazed and fascinating Cult of the Fragment (based on their
French Diasporist mentor)’ (Kitaj 198%: 59).

-2 While this is not the place to pursue the argument, Derrida has shown that sound

is incorporated into any ‘pictogram’ in alphabetic societies: “the sound may also
be an atomic clement itself entering into the mmp-vnaitinn' {Derrida 1976: 90y,
In other nun]s it is Lntln:h- consistent with the |ug1r_ of FI'II:]III.‘H:I:H".I’IL culture to
h-l‘:gm with a sound in IJursl.urLg the visual :rnagq.
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Chapter 23

Lisa Bloom

GENDER, RACE AND NATION IN
JAPANESE CONTEMPORARY ART AND
CRITICISM

Iw HEN | BEGAN FORMULATING my ideas for this article, I was looking for
f ways Lo link the Lﬁallcngu antl np]:lm'tuniﬁus J'-iu;'mg feminist artists and critics
Jn Japan with the current uneven state of feminist practices in the art world and
qacademe in the USA." However, given the enormity of this topic, | thought
ithat it might be more effective to first focus on the discussions emerging from
‘work done in Japan by my peers on feminism, nationalism and a new kind of
feminist transnationalism in the arts that stimulated my interest o l:pegm with,
and leave to the end the ways this work has made me rethink some of the issues of
feminism, art theory, and cultural difference in the US. Since my goal was to stim-
ulate discussions and not arrive at any ready-made conclusions, [ thought the fewer
direct L‘l.lmpﬂ.l.‘]ﬁl’.‘ll‘lj an the basis of natmn alnm. the better., Lcrt::.nl} the limits of
Iiillng 'r.]'lﬂl I:II'I{I "r{ []]'I'.I]Jiritl"c-ﬂ. anal}'wi I.'.ll. Lween TJ'II' LI"'II and JI.F-EH ]'Iﬂ'l"l: a.lrf:ad:.- I'.H:l:'ﬂ
convincingly argued against in recent books such as fapan Made in the USA, a crit-
ical analysis by leading Japanese and American scholars on how New York Times
reporters often reproduce the “Japan is behind the US model” in their fﬂn:ign
coverage of Japan.’

This article stems from my ongoing work editing a multidisciplinary leminist
anthology on feminism, colonialism, and nationalism in visual culture that was just
puhli.-ihl.'.d this fall under the title, With Oher Eyes: Looking at Race and Gender Politics
in Visual Culture (University of Minnesota Press, 1999), The anthology is an inter-
vention in current debates over future directions in art history and Women's Studies
and represents writing by two generations of feminist scholars working between art
|'|.i_-itur3', Women's Studies and the humanitics intt.trna,tjnnall:,'. The CRSAYS in the
anthology are examples of how recent work coming out of feminist visual cultural
studies puts into practice the writing and teaching of a different kind of feminist art
history and art criticism.
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My approach in the anthology, as an editor, as well as in this essay is similar to
other feminists who are curremtly writing on what Inderpal Grewal and Caren
Kaplan call ‘transnational feminist cultural studies."* Like them, 1, too, am uneasy
with a feminism which claims to be innocent of any colonial or racial overtones. In
the area of feminist sr_'hular:d'ii.p, work on sex tourism, dm‘l.'.]npm(:nt issues, labor
movements and women's labor has created a context to discuss bath power rila-
tions between women as well as what constitutes Feminist practices in a transnational
world of g]ulmti?_ing eeonomic structures and vast movements of pnpulatlnn.'i.
cultural products, labor, etc. However, not only does one need to think about how
new forms of impurial practices that are guml::n:d are hq:ing enacted within glnhal
ecomomic structures in the arts — for example in the arena of imernational
art exhibitions — but also how these operate nationally. Nationalist right-wing art
critics in both countries remind us only too often that there is a colonial and racial
context that remains real, which they will all too freely draw on and powerfully
exploit to their own end.

Teaching visual culture in the first Women's Studies Ph.DD. program in Japan
for the past year, has made me qut'!rr.iun some of the issues of feminism, and the
specificity of location regarding the writing, teaching and exhibiting of international
contemporary leminist art and video in both the USA and Japan. My situation in
Japan is a relatively unusual one, since the university where | teach prioritises inter-
disciplinarity, a notion of internationalism that | will return to, and women’s studies
over more discipline-bound approaches to visual culture, The emphasis on feminist
approaches that foreground issues of race and colonialism in an innovative curric-
ulum is the result of the efforts of a top feminist administrator, Moriko Mizuta, and
a mentoring system rather than any student, faculty, or community pressure or athr-
mative action ].'H]-“F,‘il."i ‘it!’ahgil'&- which would be more frr:qm nth‘ be the casc in
the USA. Similarly, the diversity of both the faculty and students who are mostly
from ditferent parts of East and Southeast Asia is {qu_ not to outside community
pressure but to an institutional mandate of internationalism determined in part ]1_'!.
the Ministry of Education {Menbushe). And, one cannot think of the international
(kokusatka) as practiced at certain international Japanese universities since the 1980s
without also addressi ng the ways its reinscribes the discourse called Nihonjinron, “the
master narrative celebrating Japanese uniqueness’ in both art institutions and univer-
sities, and the interests of the stale to engineer a society of homogeneous citizens
which :igl'l{]i'l"!i bath ]a}'ran's trade with citizens of other countries and cultures and
the diversity of people within Japan. So successful is this national fiction of homo-
geneous Japan that most Japanese people in Japan feel uneasy mixing with people
from other cultures and societies. International schools and universities are at best
onc site at which citizens are hq:ginning tor deal with issues of di\'l:t‘:il:.-‘ and differ-
ence, and one of the starting points for thinking about multilingualism: and multi-
culturalism in relation to internationalism in Japan. Ideas of multiculturalism
now attracting attention in Japan ﬂlgmﬁmnt]v draw on theories and models imported
from the West rather than from Japan's former colonized occupied territories of
East Asia.* For example, in the case of more progressive intellectuals in Japan, there
is r'urn'ntl}' a lot of interest in multicultural theories and |:|-u|:it_'i1:5 5t1:mm:ing from
imrnl'gq?nt cultures such as the United States, Canada, and Australia, However, it
would be a mistake to assume such theories would or could be a::c::ph.'d intact since
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the context in Japan is so different.’ However, such models are used strategically
Jlu a way to counter more conservative examples of citizenship and immigration
policies.

Mevertheless, there remains considerable interest in Japan on the part of intel-
Jectuals to consider the problem of Japanese identity and the nation-state in Japan
and the question of why Asia is so seldom discussed within the Japanese discourse
‘of multiculturalism and multilingualism. This is important since ‘Japanese’ society
;l'i- nit hnm:}gﬂ. neous but made up o many communitics divided h} l:‘l‘]'ll'.IJ.-I:IT.}'. Citizen-
'Ih]].'l, E.I'III plan" ﬂt Tl:'qld'ETIE'l ]a I'_"EL" q!Ill:'t:f a5 a W}ID].T_" I.'II.'.H:W- not consist F.I'I'Il:r I:lf
‘peaple of Japanese descent living in Japan but also East Asians from its former
‘colonies and occupied territories, Ainu, Okinawans, people of foreign ancestry living
iin Japan, as well as Japanese living abroad. For example, at the Ritsumeikan
‘University International Institute of Language and Cultural Studies in Kyoto there
ds a 10 year ongoing re search project concerned with 'Lunsidl:ring the problem of
“forming a new identity for the 21st century which transcends the nation-state and
‘current “houndaries.”*® As Nishikawa Nagao, the Director of the Institute put it,

How can we overcome the oppositional relationship of advanced coun-
tries advocating  globalization and the third world’s adherence to
ethnicity, or the majority advocating multiculturalism and the minority
arlh-::ring to its own culture? What role does the concept of the creole
play in this? Furthermore, in a country like Japan, a country that has
linked America and Europe to Asia in the 20th century world-system,
what is the significance of thinking of these sort of problems?’

The invitation | received to teach feminism and visuval culture in relation to
questions of nationalism and multiculturalism at a new international university in
Japan stems in part from such questioning. However, such an opening could be
pme:iblu unl}' at a new university where there is a ]u:}' feminist administrator from
a generation that contested some of the official masculinist ideologies and arrange-
ments of postwar Japan and now has the power to implement her ideas. Also, it is
significant that there is no art or art history department established at this school,
since the scholarly held of art history in Japan has mostly ig'nurc:] the issue :fg::ndur
and race and its importance to the field.” Just as a tradition bound and nationalist
notion of ]apa.m:.-ir.: art dominates, so too does a more canonical and mainstream
approach to Western art. Megumi Kitahara, a Japancse feminist art critic, has written
at length about her concern with a heightened Japanese nationalist presence in the
arts, citing the differemt writings of both Haruo Sanda, a journalist, and Inaga

_ Shigemi, an art historian who is a Professor at the International Japanese Cultural
Center in Kyoto, Both these men published articles that openly displayed a rift
between a Japanese art establishment and those curators, art historians and artists
who espouse feminism and multiculturalism. Whereas Haruo Sanda attacked femi-
nists for importing Western 'I'J'I.l'.ll.ight and for the low aesthetic qualit}- of feminist
art work, Inaga Shigemi criticized feminist art historians who want to rethink the
history of Japanese art history in terms of both Japan’s colonial past as well as from
the perspective ol gender as ‘masochistic.” In response to Sanda’s and Shigemi's
]::uhll'c criticisms of feminist artists, critics and art historians, Kitahara wrote
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Figure 23.1 Yoshiko Shimada, Sheoting Lesson (1992}, EI:EIliI'I.g
fﬂm.l.t‘tl:i}' ol the artist)

why did Haruo Sanda and Inaga Shigemi attack feminist art historians at
the same time? One ol the reasons is the drastic increase in exhibitions
on gender in Japan recently, Also we have to think of the effect that the
rise of neo-nationalism in Japan amengst Japanese politicians and histo-
rians is having on art critics and historians now. '

Given this highly charged political context, issues concerning the Emperor are
especially contentious for art historians rethinking the discipline of Japanese art
history, according to Megumi Kitahara who writes,

the construction of Japanese art history is closely related to the creation
of the Emperor system. In order to create Japanese art history, we use
the power of the emperor. . . To make certain exhibitions important,
we say the Emperor saw that exhibition,”

Kitahara also sees a tension between a certain kind of Japanese nationalism and
more critical approaches 1o the nation as evidenced h}' the court case filed against
the Tovama Public Museum of Art for purchasing the works of Japanese contem-
porary artist Nobuyuki Ohura. Ohura’s use of cutup images of the Emperor in his
photomontages were seen as so blasphemous, so much so that even catalogues of
his works have been burned by the museum sponsoring the exhibition.

One response to the court case has been the work of Yoshiko Shimada who
used an image of the late Emperor Hirohito in one of her art works in 1993 for a
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larger piece of work which deals with Japanese war crimes in Asia, a piece that
feminist art critic, Hagiwara Hiroko, has written about in greater detail.'” In the
picce entitled A Picure ro be Burne (1993), Shimada uses an iconic image of Emperor
Hirchito in a military uniform, which the artist then dishgures by covering the whole
Plu{r in :rul and ].'rut‘r.mg an x thruug]'l it, and then hurn:l:ng out its CYCs, Given the
prior fate of Nobuyuki Ohura’s catalogue which Shimada references in the title of
her picce, it is not surprising that the only place that this piece is reproduced is
outside of ]aPan, on the cover of a 1994 issuc of Asian At News, a Fl,ﬂ::lil:al'.l'nn in
English from Hong Kong.

What is particularly significant is how artists including Shimada and Ohura,
among others,'* are using their art work as a way to critique the crucial role the
state plays in shaping the content of Japan’s national history by also setting limits

~on the style in which the past is remembered. Since for them the function and insti-

“tution of memory, and thereby of history, is a critical mechanism through which
the present gets constructed for younger penerations. What | find significant about

 Shimada's work, as well as the writing on Shimada by Rebecca Jennison'* and Hiroko
Hagiwara is how a kind of transnational feminist art work and visual cultural criti-
cism puts weight on connecting a critique of Japan’s Emper::rr System and its
]'l“. rﬂr{.'l'l."l' T ﬂ'IlE 'I:'frm'i- tl'll'i- "i"'"i-tﬂm ]'Ia."i ]'Iﬂ'[l {mn I'j'll:' I] Vs {]f WWOITNED ll'l Ja.p-a.n a.m:] .H.Elﬂ
Since tl'll!' institution of ‘Motherhood’ still remains as one of the most contentious
issues for even contemporary Japanese feminists, Shimada's critical reframing of

stills from old Alms and official photographs that sanctified the image of mother-

~hood in Japan during the 1930s and 1940s in her art work series White Aprons, Past
Imperfect, Shooting Lesson, Mother and Child and other work of hers from 1993 is
unusual, Shimada uxpla.inﬁ the J'mFu:lus behind w]'l_'gr she did this work:

Shooting Lesson is one of the first works | have done relating war and
women, | was ]rml:ing I;l'u‘nugh old pr:}];uaganda p]ml;ngr.a.phs rlurlng the
war, and this photograph struck me as something peculiar, women in
white aprons shuuting- M];' mother’s generation of women i!lwa}'s told
us about the hardship of the war, how they suffered. But here is a photo-
graph of Japanese women in the Japanese colony of North Korea
practicing shﬂuling Lo protect themselves and their families from anti-
Japanese Korean farmers. If the Japanese women were wearing military
uniforms | would not have been so shocked, but 1 did not expect that
the women would be wearing white aprons — symbols of maternal love
am‘l care, II'I. thl"i Ima,glr Whﬂt ] I'.Ia.l.'l Prﬂ\-lﬂ“'ﬂl'\l thﬂught as tTwin ﬂppﬂ'il.t{"
entities, motherhood and Imperialism, seemed to merge together in,
what for me, was a surprising image of the Japanese Imperial system."

To give you a greater sense of the range of her work on this issue, 1 want 1o
contrast Shooting Lesson with another of her pieces Mother and Child from 1993, In
this work, she points out the inequalities between Japanese mothers during the war.
If the official state IH:IL[]-'.{:Ig'lr was hakko Ichiv which meant t‘igl'l't. waorlds under the one
universe of the Emperor’s love, Shimada's work shows the ways that this ideal failed
for certain women. For Shimada, not all Japanese mothers’ lives were, in the end,
saved by the gigantic will of the state, That is why she contrasts the fates of different
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Figure 232 Yoshiko Shimada, Mother and Child (1993), etching
{Courtesy of the artist)

mothers: on the top, she shows the Empress, Hirohito's wife, h::lcling the current
Emperor Akihito; the middle part of the work represents compliant Japanese
mothers who were encouraged to produce soldiers for the nation-state proudly sacri-
ficing their sons, and at the bottom, she reproduces a photograph of a mother and
baby killed in an Osaka air raid.

As | was Enviu:aging how Shimada's work and the feminist art criticism sur-
rounding it was practicing feminism differently, I was struck by the wider implica-
tions of Shimada’s critique of the sanctity of motherhood and its connection o a

Copyrighted material
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ﬂﬂtiﬂl’lﬂli‘ﬂ i'I'IE_"I'_'Ilﬂg\'. Nl‘lt I!]-Til"n' Was I'I("l' 'I.'.'I:'ITI{ mcant to malu‘ M {'I:]-TI'IPII."'I tl'll." hi"i-
tory of this institution of rnnll'u:rh::ml as it is understood within ]apa.n but its JI:'I'IP]I
cations are much more wide- mngln[_ and ﬂ;‘nlhnanr As Hiroko Hagm ara put it:

In her prints, installations and FI:TI.{J]'I'I'IJI'H_'\'..‘H Shimada deals with issues
nI'_].]P.u,nr::«iq: war crimes in Asia, for which even nr{l:inar:.' ]apa.m:m‘ WOITIET
were responsible, and with Asian women's experiences, which made a
remarkable contrast with those of ]ai:lanl.:-st: women. To focus on differ-
ences between ‘Japan and Asia’ is the artist’s far-sighted strategy to
position Japan in Asia.'®

Thnugh Shimada has a small Fn"nwing in Japan amongst feminist and leftist
critics and curators, her work was also attacked indirectly (not by name) by Japanese
journalist Haruo Sanda, cited earlier, for not being *Japanese’ l.'l'l.i.:ll.:lgh-“‘ Her femi-
nist perspective, political emphasis in situating Japan within Asia, and her method
of using found images which she alters is highly unusual in Japan. 30 too is Tomiyama
Tacko's work, She is a Japanese printmaker and painter of an older generation than
Shimada whose work has also been extensively written about by Rebecca Jennison
and Hiroko Hagiwara. Writing about the difficulties she has encountered exhibiting
her work in Japan, the artist claims that:

'Wurking on a theme related to South Korea hrnught me up against a
wall of prejudice in the art world of Japan. The ‘Oriental Art® t}'piﬁ{'il
]1?.' Lee Dynasty ceramics or l_'a"lgraph}' mighl be HJIE'i.E]'il..I but in a Western
oriented art world, modern Asia was not a subject for art. It was next
ti im]'r{:m.tiil'rlc to find ga”vr'u'ﬁ' that would exhibit my pictures, aimed as
the y were at -r_;,||||r|g back to mind a war that ev eryone w anted to ’ru-rgl.'

a :'ulunlal past that no one wanted to deal with. i

Tokyo based curator, Toshio Shimizu explains further:

he Japanese public prefers exhibitions of French Impressionism over
any other kind of art, and u.'mltlw collectors in the past have spent hug:*
sums of money on paintings h'l. impressionist masters. The Japanese
avant- gart]r n.iu.l.ml [lLLI.L‘l'i.l} Loy Lhanth in art movements abroad, hrst
in France and then in the United States. Even today Japanese contem-
porary art is gu:m‘r;tl]_'.' considered to be r|in=-|:'||}' influenced h}' European
and American trends. ™

Shimizu points out that the reverse was true with respect to Asia. Until recently,
outside of very limited circles. there was little information on Asian art available in
Japan. The situation l:u.:gan Lo -;.'hnng:: in the 1990s when six major exhibitions of
Korean art were held in Japanese public museums during the first halfl of the decade,
with the most recent hi.*ing an exhibition of Korean residents in ]apan.:"' According
to Raiji Kuroda, a curator at the new Fukuoka Asian Art Museum,'' the most
symbolic event of the boom was a symposium in Tokyo entitled The Potential of Asian
Thought m'g.]nl?.ﬂl by the Japan Foundation which invited Chinese, and Southeast
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Asian speakers rather than only artists and curators from North America and
Western BEuropean countries., still, ]apm‘s hiﬁtnri:'all:,' colonialist attitude towards
Asian culture has made at least some South-East Asian curators cautious about
whether Japanese interest in Asia will turn out to be another form of cultural hu:‘gl::-
mony. As Apinan Poshyvananda, the Thai art eritic and curator, put it at the 1994
symposium in Tokvo, the ‘Japan-led or Japan-determined Asian Spirit will have to
be scrutinized {:]u:-u:]‘}' l‘rr\' her n::ighl.muri and cousins” to see whether it is not m::n:]}’
‘the III'IP]H._'!.' of cultural I‘II.‘.E{"TI'.IHI'.I}' tor exhibit .-:upc'n'nrit:.r of one culture over another
through art exchange programs.” Though in certain instances Poshyananda's reser-
vations might ring true, the recent construction of the ‘Asian’ Museum this vear in
Fukuoka City with Raiji Kuroda as one of its curators, suggests that a more
thoughtful approach to the issue of situating Japan within Asia is emerging. Raiji
Kuroda writes:

In order to renovate the concept of ‘contemporary art’ in Asia, it is
:impurtanl tor understand the art movements of each country, in their
socio-historical contexts and backgrounds, not by comparison with the
mainstream of Japanese or western history. Secondly, we must dehine
contemporary art by the degree it reflects the present situation, and not

't]'trnugh in:]it’l{lualit}', nriginalit}' or how a\'antg;rdirit it may appi.tar.”

How has the longtime emphasis on more avantgardist forms of Western art,
the silence on feminism, and the limited interest in East Asia in mainstream Japanese
muscums historically affected the development of feminist art historical scholarship
in Japan? Why didn't feminist artists and art historians turn until recently to the
issue of rethinking Japanese feminism from a perspective which takes into account
]apan'!i colonial hiﬁtnr}r? Cdne reason among others offered 11-:,-' Ml;gum:i Kitahara is
that feminist scholarship has probably been more influenced by other factors outside
the held, for u:am[.:l]u, the end of the cold war and the debates within Japan around
the Korean comfort women issue which hr:g:n in 1991 when three Korean comfort
women filed a landmark lawsuit against Japan for rlraﬁing them -rluring the Pacific
war. Remarking on the temporal coincidence between these two events, Chungmoo
Choi a guest editor of the journal Positions, writes that

during the cold war, not only was debate on Japan's colonialism
5up]:rru554:d under USA h::-gumun:,‘, but so was discussion of such heinous
crimes as the experiments on live human subjects for the development
of biological warfare by Japanese Army Unit 731,

Now that rethinking Japan's colonial past has become a part of a greater feminist
project in Japan that extends bevond the arts, more feminist scholarship in English
I'J'lﬂ.t dl HJ‘H W Iﬂ'l. qu-L‘-Htlun'i I:]I:- rate a.'l'“l L‘ulunlill'im "FLlL'I'.l. a5 d'.ll: “'[]‘rk !]‘f [.rrllil:ldil
Pollock, Gavatri Spivak, Trinh T. Minh-ha, Lisa Lowe, Rey Chow and others has
been recently translated into Japanese and there seems to be a greater international
exchange recently between feminist scholars who are working on these issues.™

It is also worth pointing out that doing work on feminism in the arts in Japan
15 very different instit ut‘iuni”}' than in the USA. There is only one women's studies
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program at this uniﬂ:r!i.it}r, but women's studies courses on the arts exist in Western
Civilization, Communication, and American and English literature departments,
among others. With the exception of the exhibition of the work of Yavoi Kusama,
there is very little known in the USA about Japanese feminist artists. This lack is
reflective not only of feminism’s institutional situation in the USA and Japan but
also how it is frequently perceived by opinion-makers and journalists in both coun-
tries, For example, one independent feminist forum is the Tokyo-based Image and
(render Research ﬁmup which was founded in 1995 and has been successtul in creating
an innovative monthly lecture series in feminist theory and the arts as well as work-
shops on institutional policy issues, such as sexual harassment. It, too, has attracted
negative attention from the same male critics mentioned carlier.’ " One of the argu-
ments against the group by Haruo Sanda who refers to the group as a *political sect’
is a right wing nationalist one — similar 1o a critique of multiculturalism and multi-
lingualism — that is feminism too is seen simply as another borrowed idea from the
West of little concern to authentic ]apam s intellectuals and {:lrl;]man citizens, It is
significant that many of the feminist curators, art critics and art historians in the
group, though they have travelled and in some cases lived outside of Japan and speak
several languages, have nevertheless chosen to work in Japan in an attempt to inter
vene in the art establishment here as well as o offer a much needed forum for
younger feminists working in the arts. In some cases, those who have remained have
only gained recognition abroad and have to exhibit or publish their work outside of
Japan to gain attention.

M}r participation and involvement in the fmage and Gender Research Group has
made me realize how different feminist artists and critics’ groups are in the two
countries. Perhaps the hostility to art work and scholarship that deals with issues of
gender, race and nation is more overt in Japan, and that has made Japanese femi-
nist art critics, academics, activists, curators, publishers, and artists more able to
bridge constituencies, and academic divisions more easily and communicate with
each other more intensely than women artists, curators, and critics do in the USA,
This uneven :lialugu:: between feminists in the USA s ].'I-L"I'I'I..E.F!'i- one of the conse-
quences of a fractured feminist art community divided alnng ethnic, racial, national,
and class lines, as well as a certain kind of USA parochialism that results in part
from the overspecialisation of scholars in the academy, the separation of the art
schools and art duplﬂmunh from women's studics, cthnic studics, and arca studices
dq_paﬂmmts on um-u:rsdtv Campuses.

A major dnulng furu: behind a shift amongst Japanese feminists in Japan tow arids
a more complex notion of feminist art in relation to race, ethnicity and nationalism
has brgl.ln to unleash a new form of transnational feminism ni'm_h 15 very different
than the older European-based notion of a cosmopolitan feminism and its prob-
lematic Eurocentrism. If USA feminists are to contribute to dev urin-]]mg A new
teminist transnationalism in the arts — they might begin by engaging more seriously
with the work of feminist artists, curators, and critics from Southeast and East Asia
as well as Japan, and work harder at malr.lng connections between LSA based artists
and critics and those feminists in Asia, Australia and Japan. There is a lot for visual
cultural critics like myself to learn. For example, part of the rethinking needed is
to recognize that the internal dynamics of feminist art practices and academe in the
LISA is not a smooth or a Simph: art hi:ﬂur}' but one that has VEry distinct r::g'L{:lnal
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locations (in which New York based artists tended to be favoured) and that this was
the direct result of a Eurocentric cosmopolitanism which excluded Chicanos, African
Americans, or Asian Americans. However, it is not perhaps by chance that some of
the most influential practices in Japan can also be found in artists and cultural critics
located on the West coast of the USA who are also elaborating a new kind of femi-
nism in relation to issues of multiculturalism and transnationalism. 1 am tllin]:.'mg of
the art work of Hung Liu and Yong Soon Min, as well as some of the feminist
cultural critics such as Lisa Yoneyama, Tessa Morris-Suruki, Dorinne Kondo,
Miriam Hi]tl::rhr.rg, H:,'l.]:n ook Kim, L'hungmnn Choi, and others who are currcnti:.r
writing for the journal Positions, What connects their work is a concern with how
visual culture — photographs and hlms — represents contentious sites where national
history is written and the significance and impact of new and old politics of remem-
bering and forgetting on the lives of women in Asia, Japan, and their diasporas.
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]ap.a,n' for the Cnl]rgr Art Association that took p].m-r in Los Fmgq!]r.i, Cal,, in
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349 63,
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on the overall issue of citizenship and internationalism in Japan, see Tessa Morris-
Suruki, Retnventing Japan: Time, Space, Nation. i London: An East Gate Book, 1998)
pp- 185209,

6 Nishikawa Nagao, "The 20th Century: How Do We Get Over It?, Risumeikan
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For further background on the important ways that art historians are currently
rethinking Japanese art history, see Kojin Karatani, ‘History as museum: Okakura
Tenshin and Ernest Fenollosa’ and the published proceedings from the December
1997 conference, The Present, and the Discipline of Are History in Japan (Tokvo:
Tokyo National Rescarch Institute of Cultural Propertics, 1999). For further
discussion about how the issue of gender has been largely ignored within the field
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Japanese Art Historical Discourse,’ in The Present, and the Discipline of Art History
in fapan, pp. 4647, as well as Inaga Shigemi's critical response to Kaori's paper
in Aide, 1998, vol, 20,

Inaga Shiguml, *To Kitahara, Megumi R.-r.m'ling Art Activism # 22 (Letters to
Editor section), Impaction 112, 1999, pp. 170-73; Haruo Sanda, Live and Review,
1997, Rugan]ing ﬁhigcmi'ﬁ use of the term “masochism,” it is important to point
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Megumi Kitahara, "The Debate around “Just Only™: Gender Difference in the
Japanese Art World from 19971998, Impaction 110 (1998), pp. 96107, (This
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Interview with Megumi Kitahara, November 14, 1999,

Hiroko Hagiwara, "Comfort Women: Women of Conformity: the work of
Shimada Yoshiko,” Grisclda Pollock (ed.) Generations and Geagraphies of the Visual
Ares (London and New York: Routledge, 1996) pp. 2534,

Also see the work of photographer Ishikawa Mao and sculptor Tomotori Mitako.
Ishikawa Mao's work is on the symbolism of the hinamaru in Okinawa in the late
1980s. Tomotori Mitako's work deals with the resurgence of Ainu identity poli-
tics in the 1990s after Ainu dtizens were deprived of access to the rivers and
forests which sustained their lives. For further information on Tomotori Mitako,
sce Megumi Kitahara, 'Cutting in the Memory: Tomotari Mitako's Nibutani
Project,” Impaction, no. 25, p- 130,
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Haruo Sanda, Live and Review, 1997. Haruo Sanda’s criticism followed the exhibi-
tion Gender Beyond Memory: The Works of Contemporary Women Artists, curated by the
feminist critic, Michiko Kasahara in 1996 at the Tokyo Metropolitan Museum of
Photography, which included Yoshiko Shimada’s work. Harue Sanda’s criticism
of Yoshiko Shimada resonates with the return of expressions such as hikokumin,
literally meaning ‘non nationals’ which was a term of abuse applied to Japanese
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citizens who showed insulficient enthusiasm for their nation’s effort dun'ng World
War Il. This neo-nationalism has also manilested itsell in recent |Egal F:J-l'ur_'}'
changes in Japan during August of 1999 regarding svmbaols of the Japanese national
heritage. Recent bills that legalized the Hinomaru Hag as the national flag of Japan
and the Kimigaye as the ofhcial national anthem have been seen as highly contro-
versial. Both were key touchstones of Japanese national unity during World War
II; the Kimigayo is seen as especially problematic since it was a song to admire the
Emperor as a living god during World War 1. It is also significant that both were
proposed as bills days after a high school principal in Hiroshima Prefecture com-

mitted suicide on I-rl:rruan 28, 1999 after being seen as disloyal to the nation for
refusing to obey an education board order that the flag be raised and the Kimigayo
b sung at the school's graduall{m. S 'Fl.ag, anthem vicws vary among [xll]l:r:i,'
Japan Times, August 6, 1999, p. 1.

Tomivama Tacko, bhadu“s from a Distant Scene,” in the catalogue: Silenced by
Haﬂar} Tomiyama Taeko's Work, pp. 5960,
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Interview with Raiji Kuroda, June 19%9. See the catalogue for the Commemorative
Exhibition of the Inauguration of Fukuoaka Asian Art Mugeum, The Ist Fukvoka Asian Art
Triennial 1999, March 6th—June 6th, 1999,
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Internationalism in the Viswal Aris (London: Kala Press, 1994, p- 148,
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Chapter 24

Michel Foucault

OF OTHER SPACES!

HE GREAT 0OBSESSI0N of the nineteenth century was, as we know, history:

with its themes of development and crfsuspemmn, of crisis and cycle, themes
of the ever-accumulating past, with its great preponderance of dead men and
the menacing glaciation of the world. The nincteenth century found its essential
mythological resources in the second principle of thermodynamics. The present
epoch will perhaps be above all the epoch of space. We are in the epoch of simul-
taneity: we are in the epoch of juxtaposition, the epoch of the near and far, of the
side-by-side, of the dispersed. We are at a moment, I believe, when our experi-
ence of the world is less that of a long life developing through time than that
of a network that connects points and intersects with its own skein, One could
perhaps say that certain ideological conflicts animating present-day  polemics
oppose the pious descendants of time and the determined inhabitants of space.
Structuralism, or at least that which is grouped under this slightly too generﬂ namse,
is the effort to establish, between elements that could have been connected on a
temporal axis, an ensemble of relations that makes them appear as juxtaposed, set
ofl against one another, implicated by each other — that makes them appear, in
short, as a sort of configuration. Actually, structuralism does not entail a denial of
time; it does involve a certain manner of dealing with what we call time and what
we call history.

Yet it is necessary to notice that the space which today appears to form the
horizon of our concerns, our theory, our systems, is not an innovation; space itself
has a history in Western experience and it is not possible to disregard the fatal
intersection of time with space. One could say, by way of retracing this history
of space very roughly, that in the Middle Ages there was a hierarchic ensemble of
places: sacred places and profane places; protected places and open, exposed places;
urban places and rural places (all these concern the real life of men). In cosmologi-
cal theory, there were the supercelestial places, as opposed to the celestial, and the
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celestial place was in its turn opposed to the terrestrial place. There were places
where l]lings had been put because 1.‘]1:}' had been 1.'1'ni1;~n1;|:|-' displac‘cd. and then on
the contrary places where things found their natural ground and stability. It was
this mmp]u‘tu |Ii|:rarf:|'|}', this opposition, this intersection ::rfp|acl:5 that constituted
what could very roughly be called medieval space: the space of emplacement.

This space -:-I'a.mplar.'mwnl wWas u[_u.md up l'n Galileo, For the real scandal of
Galilen’s work lay not so much in his -I.'l:l‘il;‘l'l'l.{!ﬂ or T'I:TIHC'EI\{']"I,'. that the earth
revolved around the sun, but in his constitution of an infinite, and infinitely open
space. In such a space the place of the Middle Apges turned out to be dwmlmrl as
it were; a thing's place was no |nng: r .am.‘thing but a point in its movement, just as
the stability of a thing was only its movement indefinitely slowed down. In other
words, starting with Galileo a.nd the seventeenth century, extension was substituted
for localization.

T-Dda.}' the site has been substituted for extension which itself had rcplamcl
urnplau:::n‘wnl. The site is defined h} relations of Pl‘ﬂ'ﬂimir}' between pﬂints ar
clements; formally, we can describe these relations as series, trees, or grids, More-
over, the importance of the site as a problem in contemporary technical work is well
known: the storage of data or of the intermediate results of a caleulation in the mem-
ory of a machine; the circulation of discrete elements with a random output (auto-
maobile trathe is a ."iiI'I'I]:IIL' case, or indeed the sounds on a tele]]hcrne line); the
identihcation of marked or coded elements inside a set that may he randc:-ml:,-' dis-
tributed, or may be arranged according to single or 1o multiple classifications.

In a still more concrete manner, the Pr'LJI'.I']E]'I'.I of !il"r_ing or pl.m-r;mt:nt arises for
mankind in terms of 1|::m{:lgra|1|1_;|.'- This pmhlrm of the human site or Iil."lng space
1% fol ?i:il'lfl".ll:n‘ that of kn::u'lng whether there will be r.m;lugh space for men in the
waorld — a problem that is certainly quite important - but also that of knowing what
relations of pmpinqult:.-, what lype of storage, circulation, rnarl:ing. and classifica-
tion of human elements should be adopted in a given situation in order to achieve
a given end, Our Ep-ﬂd’t is one in which space takes for us the form of relations
among sites.

In any case | believe that the anxiety of our era has to do fundamentally with
space, no doubt a great deal more than with time. Time probably appears to us
t:ml:- as one of the various distributive operations that are possible for the elements
that are Epi‘::atl ol in space.

Now, despite all the techniques for appropriating space, despite the whole network
of knowledge that enables us to delimit or to formalize it, contemporary space is
perhaps still not entirely desanctified (apparently unlike time, it would seem, which
was detached from the sacred in the nineteenth century). To be sure a certain theo-
retical desanctihcation of space (the one ":'Lgna]i_ «d by Galileo’s work) has occurred,
but we may still not have reached the point of a Pr;qcnca.[ desanctihcation of space.
And p-r'rhap.ﬂ our life is still governed by a certain number of oppositions that remain
lmmlahh that our institutions and Flrar:r.u es have not :,ﬂ dared to break down.
These are oppositions that we regard as simple givens: for example between private
space and public space, between family space and social space, between cultural
space and useful space, between the space of leisure and that of work. All these are
still nurtured |J-_'g.' the hidden presence of the sacred.
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Bachelard’s monumental work and the descriptions of phenomenologists have
nught us that we do not live ina ht:mt:y*m*nuh and em pty space, but on the contrary
in a space thoroughly imbued with quantities and perhaps thoroughly fantasmatic
as well, The space of our primary perception, the space of our dreams,
and that of our passions hold within themselves t|:ua|'Ll|'l:5 that seem intrinsic: there
is a light, ethereal, transparent space, or again a dark, rough, encumbered space; a
space from above, of summits, or on the contrary a space from below, of mud; or
again a space that can be Howing like sparkling water, or a space that is fixed,
congealed, like stone or crystal. Yet these analyses, while fundamental for retlec-
tion in our timec, |1-rin1.1ri|:.' concern internal space, | should like to Hpral: now of
external space.

The space in which we live, which draws us out of ourselves, in which the
erosion of our lives, our time, and our history occurs, the space that claws and
gn.mw at us, is also, in itself, a ]11.-tq.-rugr:n-:uu~: space. In other words, we do not live
in a kind of void, inside of which we could place individuals and things, We do not
live inside a void that could be colored with diverse shades of |1'g]'1t1 we live inside
a set of relations that delineates sites which are irreducible to one another and
absolutely not superimposable on one another.

Of course one might attempt to describe these different sites by looking
for the set of relations by which a given site can be defined. For example, describ-
ing the set of relations that define the sites of transportation, streets, trains (a train
is an l:ﬂrdunllna.r\ bundle ol relations because it is 'imm.".l'lmg T]'Ll‘uugh which one
goes, it is also something by means of which one can go from one point to another,
and then it is also r-.nmrthmg that goes by). One could describe, via the cluster :ﬂ
relations that allows them to be defined, the sites of temporary relaxation - cafes,
cinemas, beaches. Likewise one could describe, via its network of relations, the
closed or semi-closed sites of rest — the house, the bedroom, the bed, etc. But among
all these sites, | am interested in certain ones that have the curious property of being
in relation with all the other sites, but in such a way as to suspect, neutralize, or
invert the set of relations that th:*:u.' h.]pprn i -:h'xlgmtr, mirror, or reflect, These
spaces, as it were, which are linked with all the others, which however contradict
all the other sites, are of two main types.

First there are the utopias. Utopias are sites with no real place. They are sites
that have a general relation of direct or inverted analogy with the real space of
society. Thm' present society itself in a prrﬁ*:'n*c] form, or clse society turned up.rﬂ'{l:*
down, but in any case these utopias are fundamentally unreal spaces.

There are d'."i" F:lrulul:h in every culture, in every civilization, real places
places that do exist and that are formed in the VEry Inuuchnz of society — which are
ST Lhmg likee counter-sites, a kind of -_'m:ulu'h. enacted utopia in which the real
sites, all the other real sites that can be found within the culture, are :iirnullam'uu:d:.'
represented, contested, and inverted. Places of this kind are outside of all places,
even t]'l.-l':ll.'ILI'I it may ke putmih]r to indicate their location in r-ra]i.l.\' Because these
I:I-L',Ili_' 5 are .1hm|ul:~h different from all the sites that they reflect and speak about, |
ghall call them, |:'n way of contrast to utupm hrlt't‘ul.upl.]*-u | believe that between
utopias and these quite other sites, these heterotopias, there might be a sort of mixed,
joint experience, which would be the mirror, The mirror is, after all, a utopia, since
it is a placeless place. In the mirror, | see myself there where 1 am not, in an unreal,
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virtual space that opens up behind the surface; 1 am over there, there where | am
not, a sort of shadow that gives my own visibility to myself| that enables me to sec
myself there where | am absent: such is the utopia of the mirror, But it is also a het-
crotopia in so far as the mirror does exist in n;:a,hn, where it exerts a sort of coun-
teraction on the position that 1 occupy. From the s.tandpmnt of the mirror, | discover
my absence from the place where [ am, since [ sce myself over there, Starting from
this gaze that is, as it were, directed toward me, from the ground of this virtual
space that is on the other side of the glass, 1 come back toward myself; [ begin again
to direct my eyes toward mysell and to reconstitute myself there where I am. The
mirror functions as a heterotopia in this respect: it makes this place that | occupy at
the moment when 1 look at myself in the glass at once absolutely real, connected
with all the space that surrounds it, and absolutely unreal, since in order to be per-
ceived it has to pass T.}'I.t'ﬂugh this virtual point which is over there.,

As for the heterotopias as such, how can H-uu, be described, what meaning do
l]'l:.'lr ha\ L'-" “ L |.T.|.|.E].'I|. ||T|3.gl]1l. a 500t ﬂr 5\'5.:["'“3“(' dfqﬂnptlﬂ“ — I I:II:I st Eﬂ} d HL“_"HLI:'
because the term is too galvanized now — that would, in a given socicty, take as its
object the study, analysis, description, and 'r:ra{ling' (as some like to say m:l-wada.}rs)
of these different spaces, of these other places. As a sort of simultaneously mythic
and real contestation of the space in which we live, this description could be called
heterotopology. Its firs principle is that there is probably not a single culture in the
world that fails to constitute hetemmpias. That is a constant of every human group,
But the heterotopias obviously take quite varied forms, and perhaps no one
absolutely universal form of heterotopia would be found. We can however classify
them in two main categories,

In the so-called primitive societies, there is a certain form of heterotopia that
I would call crisis heterotopias, i.e., there are privileged or sacred or forbidden
places, reserved for individuals who are, in relation to society and to the human
environment in which they live, in a state of crisis: adolescents, menstruating
women, pregnant women, the elderly, ete, In our society, these crisis hetero-
topias are persistently diﬂpp-r'an'ng thnugh a few remmnants can still be found. For
example, the boarding school, in its nineteenth-century form, or military service
tor young men, have certainly played such a role, as the first manifestations of sexual
virility were in fact sup]:l{}sr_d to take place r]m“hrr{' than at home. For girls,
there was, until the middle of the twentieth century, a tradition called the *honey-
moon trip” which was an ancestral theme. The young woman's drﬂml;cring could
take plau‘: ‘nowhere’ and, at the moment of its ococurrence the train or hﬂne}'mmn
hotel was indeed the place of this nowhere, this heterotopia without geographical
marlc:‘rﬁ.

But these heterotopias of erisis are disappearing today and are being replaced,
I believe, by what we might call heterotopias of deviation: those in which individ-
uals whose behaviour is deviant in relation to the required mean or norm are placed,
Cases of this are rest homes and ps:.'{:hiatrl{' hmpit.al.-i., and of course prisons; and
one should perhaps add retirement homes that are, as it were, on the borderline
between the heterotopia of crisis and the heterotopia of deviation since, after all,
old age is a crisis, but is also a deviation since, in our society where leisure is the
rule, idleness is a sort of deviation.
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j The second Frinripfr of this dq.si.ri.pt:iun of hc'trrnt.npi'as is that a socicty, as its
lll*i‘r.nrv unfolds, can make an c:xlsnng heterotopia function in a very different fashion;
rl:rr l:'a:?h hftfrﬂtﬂp!ﬂ has a precise aned determined function mthln a society and the
same heterotopia can, according to the synchrony of the culture in which it occurs,
have one function or another.

As an example I shall take the strange heterotopia of the cemetery, The ceme-
E:]‘}' is certainly a place unlike ordinary cultural spaces. It is a space that is however

mnected with all the sites of the city-state or society or village, ete., since each
lnrlu idual, each family has relatives in the cemetery. In Western mltun: the ceme-
I:Eﬂ- hias pra::*t]f.a]l"r a]'n ays existed. But it has undrrgnnr important -chang{'s Lintil
!hr. end of the t::ghtLLnﬂ'l century, the cemetery was placed at the heart of the eity,
next to the church. In it there was a hierarchy of possible tombs. There was the
charnel house in which bodies lost the last traces of indiv iaality, there were a few
individual tombs, and then there were the tombs inside the church. These latter
anhcs were themselves of two types, either simply tombstones with an inscription,

r mausoleums with statues. This cemetery housed inside the sacred space of the
Ehurch has taken on a quite different cast in modern civilizations, and curiously,

in a time when civilization has become ‘atheistic’ as one says very crudely, that
WLuttm culture has established what is termed the cult of the dead

Hasically it was quite natural that, in a time of real belief in the resurrection of
bodies and the immortality of the soul, overriding importance was not accorded to
the body's remains. On the contrary, from the moment when people are no longer
sure that they have a soul or that the body will regain life, it is perhaps necessary
to give much more attention to the dead hu-rl\r, which is u]twnatnl:,. the crnl} tr.-a.-ce
of our existence in the world and in Iangua[_rlc In any case, it is from the beginning
of the nincteenth century that everyone has a right to her or his own little box for
her or his own little personal decay; but on the other hand, it is un]}' from the start
of the nineteenth century that cemeteries began to be located at the outside border
of cities. In correlation with the individualization of death and the bourgeois
appropriation af the cemetery, there arises an obsession with death as an ‘illness’.
The dead, it is supposed, bring illnesses to the living, and it is the presence and
proximity of the dead right beside the houses, next to the church, almost in the
middle of the street, it is this proximity that propagates death itself. This major
theme of illness spread by the contagion in the cemeteries persisted until the end
of the cighteenth century, until, during the nineteenth century, the shift of ceme-
teries toward the suburbs was initiated. The cemeteries then came to constitute,
no longer the sacred and immortal heart of the city, but ‘the other city,” where
each family possesses its dark resting place.

Third principle. The heterotopia is capable of juxtaposing in a single real place
several spaces, several sites that are in themselves incompatible. Thus it is that the
theater brings onto the rectangle of the stage, one after the other, a whole series
of places that are foreign to one another; thus it is that the cinema is a very odd
rl:cta.ngulnr room, at the end of which, on a two-dimensional screen, one sees the
projection of a three-dimensional space; but perhaps the oldest example of these
heterotopias that take the form of contradictory sites is the parden. We must
not forget that in the Orient the garden, an astonishing creation that is now a
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thousand years old, had very deep and seemingly superimposed meanings. The tradi-
tional garden of the Persians was a sacred space that was supposed to bring together
inside its rectangle four parts representing the four parts of the world, with a space
still more sacred than the others that were like an umbilicus, the navel of the world
at its center (the basin and water fountain were there); and all the vegetation of the
garden was auHma*d to come together in this space, in this sort of microcosm. As
for carpets, ﬂ'u::,-' WETe {Jn'g.ina“}' rr.:prnducti:mr. ol gan'lr.:n.-: {the gar:icn isa rug onto
which the whole world comes to enact its symbolic perfection, and the rug is a sort
of garden that can move across space). The ga.rden is the smallest parcr.-l of the world
and then it is the totality of the world, The ganfr::n has been a sort of happy, univer-
salizing heterotopia since the beginnings of antiquity (our modern zoological gardens
spring from that source).

Fourth principle. Heterotopias are most often linked to slices in time — which is
to say that they open onto what might be termed, for the sake of symmetry, hete-
rochronies. The h:t{:rut[:-pia hcgiru’. to function at full capacity when men arrive at
a sort of absolute break with their traditional time. This situation shows us
that the cemetery is indeed a highly heterotopic place since, for the individual, the
cemetery b::glns with this strange |11:l|:rm:|‘|.run}', the loss of life, and with this uasi-
eternity in which her permanent lot is dissolution and disappearance,

From a general standpoint, in a society like ours heterotopias and heterochronies
are structured and distributed in a relatively complex fashion. First of all, there are
heterotopias of indefinitely accumulating time, for example museums and libraries,
Museums and libraries have become heterotopias in which time never stops building
up andd topping its own summit, whereas in the seventeenth century, even at the
cnd of the century, museums and libraries were the c'xprrmi:nn of an individual
choice. By contrast, the idea of accumulating everything, of establishing a sort of
general ar{:h.l'u., the will to enclose in one place all times, all epochs, all forms, all
l'.a.'ﬂ{"i tl'll. |l'|.‘|."'a. {:II'- mﬂ'itltutlﬂg a PIHE" ﬂf H]I tlmr'i d'lat 1= “'jr_"]r nuﬁldﬂ nf tll'l“: II'H.'I
inaccessible to its ravages, the project of organizing in this way a sort of perpetual
and indehnite accumulation of time in an immobile place, this whole idea belongs
to our mndr:mit}'. The muscum and the Iihnr:,-‘ are ]'mtcrntup:ia..-i that arc proper to
Western culture of the nineteenth century.

Opposite these heterotopias that are linked to the accumulation of time, there
are those linked, on the contrary, to time in its most fh:i:l.il'l.g;,| transitory, precar-
ious aspect, to time in the mode of the festival. These heterotopias are not oriented
toward the eternal, they are rather absolutely temporal [chroniques|. Such, for
example, are the fairgrounds, these marvelous empty sites on the outskirts of cities
that teem once or twice a year with stands, displays, heteroclite objects, wrestlers,
snakewomen, fortune-tellers, and so forth, Quite recently, a new kind of temporal
hl:lf:rut[}pia has been invented: vacation l'illag:::i, such as those |"u|}'m:5ian 1.-'illal.g_l:.-i
that offer a compact three weeks of primitive and eternal nudity to the inhabitants
of the cities. You see, moreover, that through the two forms of heterotopias that
come together here, the heterotopia of the festival and that of the eternity of accu-
mulating time, the huts of Ierba are in a sense relatives of libraries and museums.
For the rediscovery of Polynesian life abolishes time; yet the experience is just as
much the rediscovery of time, it is as if the entire history of humanity reaching hack
to its origin were accessible in a sort of immediate knnwh‘tlgc*.
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Fifth principle. Heterotopias always presuppose a system of opening and closing
that both isolates them and makes them Pn:nc:trahlr, In g:'m:ral, the heterotopic site
is not freely accessible like a public place. Either the entry is compulsory, as in the
case of entering a barracks or a prison, or else the individual has to submit to rites
and puﬁﬁ::ati.umi, To gt in onc must have a certain permission and make certain
gestures. Moreover, there are even heterotopias that are entirely consecrated to
these activities of purification — purification that is partly religious and partly
l}'giun:ic, such as the hammam of the Moslems, or else Fur'lEL'atiun that appears to
be pur:‘l}-‘ h:,'gir.nii:, as is Scandinavian saunas.

There are others, on the contrary, that seem to be pure and ﬁmpllr.' openings,
but that generally hide curious exclusions. Everyone can enter into these hetero-
topic sites, but in fact that is only an illusion: we think we enter where we are, by
the very fact that we enter, excluded. 1 am Ihinking, for example, of the famous
bedrooms that existed on the great farms of Brazil and elsewhere in South America.
The entry daor did not lead into the central room where the I-ami.l}' lives, and eVery
individual or traveler who came by had the right to open this door, to enter into
the bedroom and to sleep there for a night, Now these bedrooms were such that
the individual who went into them never had access to the family’s quarters; the
wisitor was abﬁuluh:l}' the guest in transit, was not rr:a."}' the invited guest. This type
of heterotopia, which has practically disappeared from our civilizations, could
'r{-rhaps be found in the famous American motel rooms where a man goes with his
car and his mistress and where illicit sex is both absolutely sheltered and absolutely
hidden, kept isolated without however being allowed out in the open

The last trait of h::luruluplas is that Il'u:}' have a function in relation to all the
space that remains, This function unfolds between two extreme poles. Either their
role is to create a space of illusion that exposes every real space, all the sites inside
of which human life is partitioned, as still more illusory {perhaps that is the role
that was played by those famous brothels of which we are now deprived). Or else,
on the contrary, their role is to create a space that is other, another real space, as

rfect, as meticulous, as well arrang::d as ours is messy, ill constructed, and
jumbled. This latter type would be the heterotopia, not of illusion, but of compen-
gation, and | wonder i certain colonies have not functioned somewhat in this
manner, In certain cases, they have played, on the level of the general organization
of terrestrial space, the role of heterotopias. | am thinking, for example, of the first
wave ol colonization in the seventeenth century, of the Puritan societies that the
English had founded in America and that were absolutely perfect other places. 1 am
also thinking of those extraordinary Jesuit colonies that were founded in South
America: marvelous, absolutely regulated colonies in which human perfection was
effectively achieved. The Jesuits of Paraguay established colonies in which existence
was rq_gulal.c{l at every turn, The ul]agu was laid out a-:rnr{hng to a rigorous plan
I:rnun-d da TLLTE.TIEU]ET PIH.EI'_" at I'j“'." E‘ﬂ{]t ﬂr“hld‘l WS T.]'H: Ehl.'l]'l'h O o "ild(' 'l;l'u."rr
was the school; on the other, the cemetery; and then, in front of the church, an
avenue st out that another crossed at rlghl H.I'lgll."."i', cach famil:r had its little cabin
l]cmg these two axes and thus the sign of Christ was rxa,c.'tl:,.' reproduced. Christianity
marked the space and geography of the American world with its fundamental sign.
The daily life of individuals was regulated, not by the whistle, but by the bell,
Everyone was awakened at the same time, everyone began work at the same time;



236 MICHEL FOUCAULT

meals were at noon and five o’clock; then came bedtime, and at midnight came
what was called the marital wake-up, that is, at the chime of the churchbell, each
person carried out her/his duty.

Brothels and colonies are two extreme Lypes of hul::rulu]:ii, and if we think,
after all, that the boat is a ﬂua'l‘_ing piece of space, a place without a place, that exists
by itself, that is closed in on itself and at the same time is given over to the infinity
of the sea and that, from port to port, from tack to tack, from brothel to brothel,
it gocs as far as the colonies in search of the most Fr::ciuu.-i treasures Th::_f conceal
in their gardens, you will understand why the boat has not only been for our civi-
lization, from the sixteenth century until the present, the great instrument of
economic development . . . but has been simultancously the greatest reserve of the
imagination. The ship is the heterotopia par excellence. In civilizations without boats,
dr{:a.ln.'i dr}' “P.| Lﬁpiﬂﬂﬂgﬂ tﬂkﬂ'ﬁ "J'.I.l: PIH.L'f Ur ad\.'l:ntur{:, ﬂ.ﬂd ﬂ'.ll: P'L'l']i‘l'.'l: tlkl: 1'_]1':' PIEEI:‘
of pirates.

Note

1 This text, entitled “Des Espaces Autres,” and published by the French journal
Architecture- Mouvement- Continuité in October 1984, was the basis of a lecture given
by Michel Foucault in March 1967, Although not reviewed for publication by the
author and thus not part of the official coOrpus of his work, the manu.-u;:ript was
released into the |:|ul:rlirr_' domain for an exhibition in Berlin shurtljr before Michel
Foucault’s death. Attentive readers will note that the text retains the quality of
lecture notes. It was ranslated by Jay Miskowicc,



Chapter 25

Geoffrey Batchen

SPECTRES OF CYBERSPACE

Not here vet but already a force to be reckoned with, the apparition of VR is
st-like indeed, Even the words themselves have a certain Fha.ntum qualil_'!.'. Virtual
Reality — a reality which is apparently true but not truly True, a reality which is
apparently real but not really Real, The term has been coined to describe an imag-
ined assemblage of human and machine so intertwined that the division between
the two is no |mgcr discernible. In VR, so it is said, the human will be l'rn:si:-ilihl}'
melded to the morphology of its technological supplement. The resulting biomarph
will inhabit a world beyond the surface of the screen, living behind or perhaps even
within that boundary which has traditionally been thought o separate reality from
its representation. The cybernaut won't just step into the picture; he/she/it will
become the picture itsell.

Various combinations of ttchnnlug}' promise to induce this i::ﬁrmhiagr, but its
principal spatial and temporal horizons are provided by a computer-generated, inter-
active virtual environment known as cyberspace. It is the threc-dimensional
simulation offered b}' this L}'l:rurspau: that :im:ml'nglj.r lies at the heart of VR's
projected field of dreams. For, according to at least one critic: “these new spaces
instantiate the L‘I‘.IHI.PSE of the boundarics between the social and t{rrhnnlngl{';l,
Hnlug]' and machine, natural and artificial that are part of the pmlmndrm
imaginary.’

This particular imaginary has tended to attract contradictory responses, some-
times from the same commentators, One response laments the possible loss of
the human, the body, community, sexual difference, reality, and all those other
Prl'\'i]:gcd foundations of a modern Cartesian rpist:‘mning_.\', The other celebrates
this same loss on behalf of the disabled, the military, world communication, the
sexually promiscuous, the leisure industry, medicine, and a host of other presumed
henefactors.

q NEW SPECTRE is haurlting Western culture — the spectre of Virtual Reality,
host
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Figure 25.1 'Cvbernauts of the nineteenth century’

What is interesting about both arguments is the assumption that YR s ].".lr[]!l'l'liiﬂ.‘{l
Implm».lnn ﬂlr I .ﬂl!t'ﬁ :Im'E 'I-I:'FIT["“. nT,.'ﬂ'l.nn ]ﬂ 'II'I gOme “'.]'ﬁ- 4 NewW, even Tl:'\'l:llunﬂ“a.n
phenomenaon. It is, after all, only because a completely plausible VR is not yet hu‘e,
not yet actual, that critics feel moved 16 speak about its potential for sumal change,
'l.'.-l'.LL!.l'll.r lI:I'.IL"r H'L'L'I'Ik ﬂ'l.ﬂ.l. I'.'l'l.ﬂIlgI: Iq- llktl"n Lin E'.H:" Iil ."Ttl'l,.“.-r_l.'lf' or |:|'|'H:*1"atnr_'!.f, Th[': "'IFI;':r-
ence is that, even in the imaginary, cyberspace represents the possibility of a
distinctive and definitive move bevond the modern era. Postmodernism has at last
been given a technological face, the inscrutable space-age visage of the VR headset,
But what character can be ascribed to this parti::ula.r phyﬁiugnmn}'? What is new
about a desire that already seems so strangely familiar? How is a virtual reality
different from the one which lor so long we have simply and complacently called
‘the Real’?

Such questions suggest that, to look ahead, it might also be necessary to look
hﬂlh il anil]'ntli_a] gl.&lun. t].'lﬂl. “U“]‘.I [}.l.- TSt TLF]J.{.E.'LL lJ'.Il. rﬂmi.l'l.]t bl.ﬂ. 'I.I'I"ﬁ'ﬂl'd
stare of the Fu]h equipped VR cybernaut. Conjoining a future that is already here
with a past that continually returns, the spectral matter of cyberspace is perhaps
something that can be conjured only through a reflexive repetition of its own pecu-
liar trajectory through space and time.

However, this trajectory is itsell a matter of some debate, In Cyberspace: First
Steps Michael Benedikt, for example, wants us to go back beyond William Gibson's

Neuromancer of 1984 and seek the historical un'gimi of r:,'hfr.lipa.{.'c in our culture’s
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displacement from ‘the temperate and fertile plains of Africa two million years ago
& from Eden if vou will." David Tomas looks a little closer to home, measuring
eyberspace against the ‘master space’ of a Euclidean world-view that is as much
social as it is geometric. While conceding that VR is ‘new’ and ‘postindustrial,’
Tomas argues that ::J.'hr:rspacc also represents a ritual process ol D‘.‘Jnl{'ﬂting cultural
F.mwledge that is as old as society itself. In a 1995 essay for the Canadian journal

lic, Dale Bradley also points to the generative accumulations of the postindustrial
;:bte, insisting that:

it is the social space of late L‘.!.Filﬂli.!l‘l'l which . . . constitutes the surface
of emergence for cyberspace. . . . cyberspace is the embodiment or
concretization of a |::|rgit.' of control already existent in the power rela-
tions that define late capitalism and the modern welfare state.

Some of VR s historians pn_ﬁ:r to concentrate on the story of its techm]n::glml
rather than its social development. This doesn’t m‘cc:as.anly make the tale any
]-Jmplq.r Howard Hl'n.mguld for :xample traces ‘the fArst virtual maht:r to 'I;hl:
development of tools 30,000 vears ago in an upper paleolithic cave. Nevertheless,
]'n_ then goes on to spend most of his book, Virual Reality, recounting his personal
:xpcnrnr:‘ of more recent experiments involving computers and scientihic visual-
ization. Allucquere Rosanne Stone also concentrates on questions of technology.
%he is perhaps the most ubiquitous of VR's historians, having already provided the
medium with a number of informative if competing 'urigin rn:,.'ﬂ‘lai.1 In one of these,
she divides the history of cyberspace into four successive epochs, beginning with
the introduction of printed texts in the mid-1600s, then jumping to the develop-
ment of clectronic communication systems like the telegraph in the hrst years of
the twentieth-century. This is followed by the rapid expansion of computerized
dinformation technology in the 1960s and then finally by the new sense of commu-
ity given representation by Gibson's 1984 science fiction novel, Not content with
this already complex historical stratification, Stone provided yet another at a 1991
symposium in San Francisco. In this case she specifically traced the gencalogy of
Virtual Reality back to the invention of the stereoscope in 1838,

This last point of origin is a partirularl:r intriguing one. Conceived in the 1530s
by Charles Wheatstone and David Brewster (who in 1815 had also invented the
kaleidoscope), the stereoscope was, according to Jonathan Crary, "the most signifi-
cant form of visual imagery in the nineteenth century, with the exception of
_Phﬂtﬂgrﬂphi.1 American critic Oliver Wendell Holmes ]Jr{:l‘r'id-ES us with a number
of stirring accounts of stercoscopy written in the 1850s and 1860s. These descrip-
tions speak of the stereograph as producing ‘a dream-like exaltation in which we
seem to leave the body behind us and sail away into one strange scene after another,
like disembodied spirits," Holmes describes this cyber-like stereoscopic experience
in equally ecstatic detail in an essay published in 1859:

Oh, inhinite volumes of pocms that | treasure in this small ||'|.1nra.r}' of EIHH
and pasteboard! I creep over the vast features of Rameses, on the face
of his rockhewn Nubian temple; [ scale the huge mountain-crystal that
calls itself the Pyramid of Cheops. | pace the |:':I'Igl‘h of the three Titanic
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stones of the wall of Baalbec, — mightiest masses of quarried rock that
man has lifted into the air. . . . [1] leave my outward frame in the arm-
chair at my table, while in spirit | am looking down upon Jerusalem
from the Mount of Olives.

Here we have a l.‘I.L'E-LﬁFliU:I‘I of an c.arlj' n:im:lm:nlh-ﬂ:nlurj 'r.l:d'muln-g}' of !u::.'ing
that would appear to parallel closely the VR experience that so many commenta-
tors want to call “revolutionary” and ‘altogether new.” Nor do the parallels end
there. Charles Babbage (1792-1871), inventor of the hrst analytical machine or
computer {based in turn on his 1822 Difference Machine), was also the first person
to sit for a stereoscopic portrait (taken by Henry Collen, probably in 1841, for
Charles Wheatstone). We can presume that he was therefore also one of the carliest
stereo-cybernauts. But what was the nature of the space he explored? And how does
this stereo-space relate to the computer-induced environment we now want to privi-
|l::gr with the name of E}'ht‘rﬁpﬂl‘.:‘?

Julian Bleecker is one critic who argues that the implications of stercoscopy and
VR are “fundamentally different.” While agrecing that there are some ‘initial simi-
larities” between the two, in a 1992 essay for Afterimage he draws a contrast between
the stereoscope’s emergence out of scientific investigations of vision physiology and
VR's involvement with the computerized organization and dissemination of infor-
mation. Bleecker takes a dark view of VR's easy assimilation into milimj,', corporate,
and consumerist machinations, Lum_'luding that it has become a Lml:l_u-r'lz.rl‘l'l for
the influential and hesemonic state of the information distribution appmtl.r_-i,'
Predictably enough, this simplistic sketch of the relationship between power and
technology ends with a paean to the anti-technological innocence of the Australian
Aborigine — or at least to those virtual primitives portraved in Wim Wenders™ 1991
film Urneil the End qf:hr Warld.

The problem with Bleecker's account is that it leaves no room for complexity;
for the l."[iIITIPIL'II'T.}' of the operations of both power and hiﬁlur_'g', for the L‘UI‘I’IFII.‘IiT._\_'
and diversity of cyberspace itself {in which systems established by the Pentagon have
already been taken over by undergraduates and Chiapis rebels alike as Multiple User
]Jialugur.: and ec-mail services), and, last but not least, for the L‘DI‘I‘IF].E.tit}' of
Pl.l:rurigl'nal culture {which has for some time been quiull:r' [.:rul.’futing some of the
most interesting hilm and television in Australia),

Nevertheless, Bleecker's dire warnings do at least turn our discussion to the
question of E_'!.'I'JE'I.'EEIE!.‘L" and ]:|n<::|]i.li::51 to the question of L'}'I'.IIEI’.'F_FIEEE as a Fuli'ric.-:- In
this rt:garr], it is interesting to note that tl.!['hnﬂl.nglll.'..'i- such as sterenscopy are but
one manifestation of a general dissolution in the vears around 1800 of the bound-
aries between observer and observed, subject and object, sell and other, virtual
and actual, representation and real — the very dissolution which some want to claim
is peculiar to a newly emergent and postmodern VR. We can find this same dis-
ruption, for example, inscribed within apparently “realist” image-making processes
like photography. Conceived in the 17%0s but only placed on the market in 1839,
the concept-metaphor of photography centered on the virtual image produced
by a mirrored surface exposed to the perspectival order of the camera’s optical
geometry. However photography’s many inventors never seemed able to define
satisfactorily exactly what the photograph was. For with photography they found
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themselves h-]l'il'lg to describe :'a-ul'm'l'.hil'|‘|51h -:nl‘luguﬂ'wr new to them, an appar{'nll}'
interconstitutive relationship involving both a viewer and a thing viewed, repre-
:'ntmg and being represented, fixity and transience, nature and culture — such that
all of these terms are radically ru_umhguru] This conundrum is embodied in the
eventual choice of |:|]1nl_c}gra!1hj: as the word for this relationship. Operating simul-
tancously as verb and noun, photography describes a form of *writing” that produces
while being produced, inscribing even as it is inscribed. It is as if Phu:utugraph:..' can
only be properly represented by way of a Mobius-like enfoldment of One within
its Other.

Seen in the context of its own convoluted 1=I1.n1n|nglml hﬁtnr'l. th-r_:gmph'.' is
in its turn strikingly reminiscent of the paradoxical play of {Ilm.i].'ulmnn power that
Michel Foucault has associated with panopticism. Conceived by Jeremy Bentham in
1791 {i.e. in the same decade that F-hul!ngraph}' is also conceived), the Panopticon

, for Foucault, the exemplary technological metaphor for the operations of modern
systems of power. The circular architecture of this new notion of the prison allowed
each prisoner to be continually surveyed by a ﬂlng]v viewer HI.]]'I.E"ITlE in a central
tower, Thanks to a bright light shining from the top of the tower, the warder
remained invisible to those in the cells. The tower could even be left empty with
no detrimental effect on the process of surveillance. As the prisoner never knows
if he is being watched or not, he must assume that it is always so, He is thereby
forced to survey and discipline himself. Continually projecting himsell into a space
between tower and cell, the panoptic subject becomes both the prisoner and the
one who imprisons, both the subject and the object of his own gaze. As Foucault
savs, ‘he becomes the principle of his own subjection,”

Remember that, for Foucault, panopticism is not just an efficient piece of
Pri.*-;nn t|:‘ﬁign but also ‘the {Iiagram ol a mechanism of power reduced to its ideal
form.” His own work returned again and again to such tliagr.]ms of power, alu'.]}':«i
finding within them a peculiarly modern conhguration of human subjectivity.
Positioned as both the subject and object of kmm']rdgﬂ: this modern human is, he
says, an undoubtedly ‘strange empirico-transcendental doublet.” As an effect of and
'I't‘|1li le for the exercise of pow er/ know |1.'nlg1.' the modern human '-iuhlﬂ'i is, in other
words, a hult]g pm:luu::l within the interstices of a continual negotiation of virtual
and real.

Such a notion is hal'iﬂ:ﬁ peculiar to Foucault. Jacques Lacan reiterates something
of this same L'LJI]L'L'[Jthl economy in his 1936 meditations on the *Mirror ﬁt;l.gf,"
This is what he called that inevitable phase in our infant development where, by
hlf]'ng hrnught face to face with the image of a virtual Other, we leamn to recognize
ourselves as a self. .-".t't'r:n'ding to Lacan’s =|L'.'-=l.'l‘ipliur'| ol the Mirror Stage, our uncon-
scious cftorts to incorporate a perceis ed difference between real and virtual result
in our hu:l..umil'lg an irr:.'lriw.'ah-l:.' :-iFl]iI hi:ing, a creature a|'|.\'.:|:..'.-=. in the process of
h-l:ing divided from itself, The w ay Lacan tells it, the ;m:r]uniun of this !plil subjec-
I:J"rit_r centers on

a series of gestures in which [the child] experiences in play the relation

between the movements assumed in the image and the reflected envi-

ronment, and between this virtual complex and the reality it reduplicates
the child’s own body, and the persons and rhing.-:, around him.
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To become a complete subject in a world of differentiations, the child has no choice
but to invent a cvberspace of which it becomes the convulsive possession. Thus, in
Lacan’s schema, a never-resolved assemblage of virtual and real is what makes up
the very fabric of human subjectivity.

T]'u-i story ' *curr[\ rehearsed eve ry time we, as adults, conlront oursclves in
an actual mirror, there to be faced with an apparently real but completely inverted
l'LPl.l'i.a. “L ﬂ.l.‘lﬂ. d |'|a.r|.t| ﬂl.'“.:l FI]'I';] []"Llf"lﬂ.l"r!."l LI I'.H.rrL'L':. |'.la.1.‘.|11un:|. “'lﬂ'l. H'.II: nP]JI'JEltL
hand of our replicant self, the one foating before us in virtual space. This replicant
is a separate entity, but is also inseparable from our other ‘real’ self. In order to
coincide with this sell-same simulacra, the body must break the boundary of its skin
am‘l "ilmu.l'.ﬂl'.ll"ﬂu'i-l.'\" ﬂ'l.-l.-Llr.ll\ I'.HTl'.h ﬁldf‘i nr |t5 BCNMSCSs, ]t Must ﬂﬂmrhﬂﬂ Inm:rT.l-nral;:‘
this divided self and be both before and behind the mirror, be both subject and
object of its own gaze. When we move through the world, it is as the embodied
enactment of this continual double gesture,

These selected examples, no more than cursorily sketched here, suggest that a
L:]‘I‘I‘I.Frt‘]‘l-l’.‘]‘l'i:i\l account of the him:n and cultural 'me]'n:atinm of L‘}'h-r:r.-rpac'c has
yet to be written. However, one could already argue that the problematic of a

urlual reality’ (and the threatened dissolution of boundaries and oppositions it s
presumed to represent) is not -i.nmrthlng peculiar to a particular w::'}innlng:,' ar to
postmodern discourse but is rather one of the fundamental conditions of modernity
itsell. Thus, those that lament VR's destruction of the body, the human, and so on,
arc in fact mourning a Cartesian reality and subject that have already been under
erasure for nigh on 200 years,

This image of cyberspace as something that has for some time already been with
us returns my paper to its beginnings, to VR's present haunting of Western cultural
discourse. For if we are properly to characterize cyberspace as a postmodern
phenomenon, it must be as part of a postmodernism that does not come alter the
modern so much as assertively re-enacts modernism’s desire to fold back in on itself.
Like VR, this viral p:ﬁlmmlrmiﬁm takes nourishment from an :in.'.upar.al:lu haost,
replicating itself as an aberrant form of the other and thereby leaving us with
a troubling because all oo faithtul repetition of the same. It is here then, here in
the {:ump]ux interweave ol this unlanglcmunt here within the spa-r_-ing ol One with
its Other — that the political and historical identity of cyberspace might best be
:-i:}ughl.



Chapter 26

Wendy Hui Kyong Chun

OTHERING SPACE

En RLY ON, CYBERSPACE SUPPOSED *OPENNESS® and endlessness was key
to imagining it as a terrestrial version of outer space. Constructed as an elec-
tronic frontier, L':-'I'H:TF-P.]L'C managed global hber optic networks by lransﬂtrmi.ng
nodes, wires, cables and computers into an infinite enterprise .-"'flis-u;'cul.'er}- zone. Like
all explorations, charting L'}'lwrﬁp:u'r entailed uncovering what was always already
there and dl"'i.'l-ll'il'lg it ‘new,’ [t entailed uhsn.‘u:ring aln.'.ath' existing gi:ngr.aphiﬂ and
structures so that space becames vacuous vet o hartahln:, unl-:nnu. n 'l.'-a:t 'PD]JI.]]J.[E-I,‘I and
poj wilatable. Like the New World and Iht_ frontier, settlers L]atmml this ‘new’ space
and declared themselves its citizens.' Advocacy groups, such as the Electronic
Frontier Foundation, exploited the metaphor of the frontier in order to argue that
I.‘\'IH.'.rwpa-;:q: lies both outside and inside the United States. Moreover, n'hcr-:p.]u_'l_- as
a terrestrial yet ephemeral outer-space turned our attention away from national and
local fiber optic networks already in place and towards dreams of glnha! CONNEC-
tivity and post-citizenship. Those interested in ‘wiring the world” reproduced - and
still rf:prmlun narratives of “darkest Africa’ and of civilizing missions. These
benevolent missions, aimed at :I]ll..“l-'i-ﬂ.lil'lg the ::Ii.‘il'.la.l!’il}' between connected  and
unconnected areas, :'m'-:rtl:.', il not uwrl!}', conflate Hpn"ading the |ight with m;Lking
a |.‘.|rr_1i'il'..'1 Tl'lruugh this renaming, -.-:.-hn-r:ipau- bath remaps the world and makes it
ripc for uxpluratixm ONCE MOTe,

Cyberspace as a frontier structures ‘l-:r.'t:'uni-: networks as an ‘other space,” as
a heterotopia. According to Foucault, in “OF Other Spaces,” heterotopias are “like
counter-sites, a kind of -:ﬁ-:-;'tiwl_!.' 1._‘!1..'-|.|:_'tl_"|::| utopia in which the real sites, all the
other real sites that can be found within the culture, are simultaneously represented,
contested, and inverted. Places of this kind are outside of all Fl]i.{'{"-i CVEn thnugl'l it
may be possible to indicate their location in rn:'alltx {_\herqpac'n: lies outside of all
PIEL"L'?;- and its location cannot be indicated :flu:hnmu_h, vet it does exist. One can
view documents and conversations that take place in eyberspace, even il evberspace
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makes phrases such as “taking place” catachrestic. Moreover, cyberspace as a hetero-
topia simultancously represents, contests and inverts public spaces and place. On
the one hand, as Manovich (2001: 258) arguces, the lack of '.'ip:lc'{" in L}'hfrspam:-
reflects the general American apathy towards communal or public spaces:

The spatialized Web envisioned by VRML [Virtual Reality Markup
Language] (itself a product of California) reflects the treatment of space
in American culture gunurall:.', in its lack of attention to any zone not
functionally used. The marginal areas that exist between privately owned
houses, businesses and parks are left to decay. The VRML universe, as
defined by software standards and the default settings of software tools,
pushes this tendency to the limit: it does not contain space as such but
only objects that belong to different individuals,

Om the other hand, although this lack of interest in marginal areas reflects American
possessive individualism, the lack of decay within them reverses our usual under-
:itm{ll'ng of how spaces operate — these spaces may be margina] bt T,h-l;w are not
decrepit. As well, decayed ‘places’ are not those marginal non-spaces in between
pri\'ah:l}' U“'l'.lﬂd. Fﬂg‘.’!, but ﬁﬂ'l.l:r ﬂ'.lum: Fa.gl".'i- 1'.]13'. dre: Thcx ].{:Ingll::r U]:lda.tﬂlL Pﬂgﬂ"i
that list last year's lectures as next year's coming events. More importantly, the
'n'jsil.'r'llit"r and |.'u.rrla|}ilil.:|: of VRML and HTML code uum]:lliu_'ah:s the separation of
public from private objects and spaces. Given that one can easily copy and replicate
another's ‘private object,” especially since one downloads what one views, the
‘ownership’ of virtual items is not so easy to define. The rampant copving neces-
sary to the functioning of electronic communications troubles the simple idea of
'uwning' a text. Unlike a ph:rsical object, such as a book, | can quickl:..- 'I:.'UFI:FI vour
program and we can both use it simultancously — possession is not exclusive,

Cyberspace’s status as a counter-site does mean that it is a no-place. As the
MCl commercial insists, the internet is not a utopia, and Foucault uses mirrors to
illustrate the relation between utopias and heterotopias:

I believe that between ulopias and these quite other sites, these hetero-
topias, there might be a sort of mixed, joint experience, which would
be the mirror. The mirror is, after all, a utopia, since it is a placeless
place. In the mirror, | see mysell there where | am not, in an unreal,
virtual space that opens up behind the surface; 1 am over there, there
where | am not, a sort of shadow that gi.'l.'{!:'-'. my oW \.'isil'ﬂ'lit}' 28] m:fﬁr:lf,
that enables me to see myself there where 1 am absent: such is the utopia
of the mirror. But it is also a heterotopia in so far as the mirror does
exist in realitv, where it exerts a sort of counteraction on the position
that [-I][‘{'l.]]:l:.'. From the F.tanr]]'_mint of the mirror 1 discover my absence
from the place where | am since | see mysell over there. Starting from
this gaze that is, as it were, directed toward me, from the gmuml of
this virtual space that is on the other side of the glass, | come back toward
myself; | begin again to direct my eyes toward myself and to reconsti-
tute myself there where T am. The mirror functions as a heterotopia in
this respect: it makes this plau_' that | oCCupy at the moment when [ look
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at myself in the glass at once absolutely real, connected to all the space
that surrounds it, and absolutely unreal, since in order to be perceived
it has to pass thr-nugh this virtual point which is over there.

The jacked-in computer screen enables one to see oneself — or at the very least
once's words or representations — where one is not. In terms of ‘live chat,” one
participates in a conversation that takes place in the virtual space of a chat room.
In terms of ‘homepages,” one makes a home in a place where one physically is not,
often inhabiting it with imaginary or representative images of onesell or one’s posses-
sions, At the same time, being in real-time or immersive ‘cyberspace’ marks one’s
absence from one’s actual Fh}'sml location: when one is on a MOOY such as
LambdaMoo, one is supposedly in a living room, hot b, sex room, night club,
Howard H]ll:ingnld, cxpliinin.g virtual community, declares that *we do uﬁ'::r}'ﬂ'ling
p-euplc do when people get tugc'thr.r, but we do it with words on computer screens,
leaving our bodies behind' (*Slice’ n.p.). This disappearing body supposedly enables
infinite self-recreation and/or disengagement and begs the question *“Where am |
n:all}ri"" If I am single-mindedly participating in an on-line conversation, am | not
absent from my physical location? Do 1 shuttle between various “windows’ - RL
(real life) and VR {virtual rc.;]it:,']? Further, if | am a female parap]l::gl'l:. on-ling, but
a male psychiatrist off-line, who am | really? These questions, which led Sherry
Turkle and Sandy Stone to theorize on-line interactions as normalizing or dissemi-
n.al:ing mul'l:i]:h: F-r:r!una]it}' disorder, focus attention on the relation between the
mirror and real images, thus overlooking the ways in which these images become
spectacles in their own right.

In the early to mid-1990s, cyberspace was also marked as a heterotopia of
compensation — as a space for economic, social or sexual redress, * According o
Sherry Turkle, young adults who inhabit multi-user domains (MUDs) often build
virtual representations of economic rewards that have been denied to them in real
lite. If in real life their college education has not enabled their entry into well
paying jobs, ‘MUDs get [them| back to the middle class’ (240). Rather than iignaling
the end of “difference,” cyberspace enables virtual passing (Piper). It allows us 1o
compensate for our own body by passing as others online. Although MUDs have
faded with the rise of the WWW |, the structure of virtual passing, whether in terms
of chat rooms or wchmrﬁng, remains in plan‘:. This virtual passing promiscs to
protect our ‘real’ bodies and selves from the consequences of such public partici-
pation, from the glare of publicity. If those ‘in the public eye” have had to trade
their privacy for public exposure, il they have spread their images at the risk of
reducing their entire existence to proliferating images, cyberspace, by denying
indexicality, seems to enable unscathed participation. Such passing enables a flight
to a simpler, less encumbered and arbitrary space in which one’s representation
need not mirror one’s actual image or circumstance. By passing in c_}'bcrspau:, e
supposedly escapes from representation and representivity, Passing enables an imita-
tion indistinguishable from the ‘real thing," vet completely separate from the real
thing — one passes when one’s inner and outer identities cannot or do not coincide,
or when one does not want them to coindde.

Cyberspace as a heterotopia of compensation follows in the tradition of other
compensatory spaces such as the colonies. Drawing on Puritan socicties in New
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England and on Jesuits of Paraguay, Foucault argues that compensatory hetero-
topias represent a space of pure order. They are ‘as perfect, as meticulous, as
well arranged as ours is messy, ill constructed, and jumbled.” They are “absolutely
perfect other spaces.” Foucault describes the Jesuit colonies in South America as
‘marvelous, absolutely regulated colonies in which human perfection was effectively
achieved . . . in which existence was rr.gu]atn‘l at every turn’ ("Of Other Spaces’
p- 229). The WWW's transformation into an e-commerce paradise exemplifies the
portraval of the internet as an absolutely perfect other space. On-line, there are no
crowids or obnoxious Ha.lf"ﬁl'.ld.'.:]].':lll' — no parl‘.ing lots or mall corridors to n{:gm'iatc.
Also, unlike a store, everything is displayed; everything is indable, searchable and
orderable.

Foucault, however, glosses over the fact that this placing of pure order simul-
l_anuuu.-;I],- obluscates — il not annihilates — other !iPa.I’.'I.‘!'i.'"PIiL'l:S aln:m:l:r' in existence,
namely Native America in his example. (Hart and Negri® similarly point out that
the LIS view of empire as ever expanding depends on the deliberate and brutal igno-
rance ol Native America). These other spaces, however, do not completely dissolve,
but rather continually threaten ‘pure order.” Puritan societies had 1o defend them-
selves against indigenous populations that threatened their colony, keeping their
utopia from ever being effectively realized. This subordination of Native America
thus grounds notions of the open frontier, of possibilities. Regardless — and perhaps
because of — the difhculty of maintaining heterotopias Foucault settles on the figure
of the boat as “the heterotopia par excellence.” The boat is exemplary because it is a
Hoating piece of space, a place without a place, that exists by itself, that is closed
in on itsell and at the same time is given over to the infinity of the sea and, from
port to port, from tack to tack, from brothel to brothel, it goes as far as the colonies
in search of the most precious treasures they conceal in their gardens.” Foucault’s
privileging of the boat and nautical navigation resonates with Wiener's privileging
of k}'hr:rmm: OF ZOVErnOs. Mist imp{:rtanll}' for Foucault, “in cvilizations without
boats, dreams dry up, espionage takes the place of adventure, and the police take
the place of pirates."”

Cyberspace, then, offers wet dreams of exploration and piracy. Fl.cmn'ling to
David Brande, cyberspace, by proffering of limitless opportunity and open spaces,
reinvigorates capitalism (100-102). Cyberspace ends the narratives of the end, ends
narratives of postmodern/ postindustrial society’s ennui and exhaustion. Through
its use of nautical navigation, cyberspace also profters direction and orientation in
a world disoriented by technological and political change, disoriented by increasing
surveillance and mediation. However, cyberspace also disseminates what it would
eradicate; it reflects back what it would rlr.:n}', l'_'}'hcrﬁpau'. perpetuates the differ-
ences and contingencies it seeks to render accidental. *Passing” in cyberspace does
not adequately protect viewers from becoming spectacles, from being in public.
Rather, in order to maintain the hetion of the all-powerful user who wses, rather
than is used by the system, narratives on and about cyvberspace locus the user’s paze
away from his or her own vulnerability and towards the spectacle of the other.
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Gawkers

Convincing the user that s/he is not a spectacle, that s/he does not have to become
data in order to acoess data, anuin.':i on- and off-line intervention. Browsers delib-
eratelv conceal the constant exch ange of information between so-called *clients” and
“hosts” required by various internet protocols to work by offering us spinning globes
anil |1g|'|t|1nut.cl. at which to gaze as time gocs h'l.. "'\uﬂalnmL the fiction of users as
spectators rather than spectacles also Impprm at the level of critical theory. Recent
attempts to understand the position of the user as a flanewr or an -:.xp]nn r, for
instance, move the focus away from user as spectacle 1o user as spectator. Lev
Manovich for instance offers a provocative Jnnl}'ﬁiﬁ of the ways in which users emerge
from two major phenotypes: flineurs and explorers. Drawing a trajectory from the
novels of Fenimore Cooper and Mark Twain, he argues that game users mimic
explorers in their navigation of a virtually empty and adventure hlled space. Drawing
a trajectory from Baudelaire’s flineur, he argues that the WWW and/or email user,
like the Hum'ur iz the |.‘Jl..t‘|rl.1 s}‘.nw.iamr who feels at home l;.l-l'll'-' AMONE Crow ds,
nnh while maving. To make this argument, he conflates Geert Lm ink’s concepl of
the current net user/ listserv poste r/data accumulator as a ‘data dandy’ with his
notion of the reincarnated flanewr who, “finds peace in the knowledge that she can
slide over endless fields of data Im':m'ng any morsel of information with the click of
a button, zooming through file systems and networks, comforted by data manipu
lation operations at her antral’ (274). Although these two ]Jhunc}t} pes are
compe lhng it is also important, as Manovich himself argues, to see the limitations
of these |J-]'|.4. notypes and these Lah'gtm.r,nmm-i L=h|u':|a|]1. since, as ﬂ.mfrir :Jupum]ud
in IETE:I. part on Fenimore Cooper’s portrayal of the frontier, a flanear would
never post,

The abilitv to observe, to be the per fect spectator, flrpl."n-h on the ahlht'n' €]
sce, but not be scen, the .3'|u|1t_~. to ‘read’ others and uncover their traces, while
|u.]1.'|ng none of its own. Baudelaire argues that:

For the perfect flaneur, . . it is an immense joy to set up house in the
heart of the multitude, amid the ebb and low, . .. To be away from
home, vet to feel onesell evervwhere at home; to see the world, to be
at the center of the world, vet to remain hidden from the world — such
are a few of the .'i|igh||.'.'il pleasures of those i.mh'pvnd-:nl, passionate,
impartial [!!| natures which the tongue can but clumsily define, The spec-
tator is a prince whao CVETYW here rejoices in his incognito. . . .

{as quoted by Benjamin in Arcades, 443)

However, can you have a flaneur on the internet — a detached observer who remains
hidden from the world while at the center, given that every spectator is also a spec-
tacle, given that everyone dulurndli:.‘nll_v |]'I'I.H|1J.-L'l'.‘:'i traces? Do we have mnwthin_g
like a flineur who operates and moves with search engines, or does the act of
searching not entail more active observation, observation that follows along the lines
of American hard-boiled detective hiction, rather than the calm indifference of nine-
teenth-century armchair detectives? Does the act of searching not also belie the
traceless detective, since every search must produce a return address®® As an
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observer par excellence, lh::ﬁﬁrr«mr all::mp'tud Lo assert :inth:p-umh:nn" from and offer
in.-iight into the urban scenes he witnessed, As Tom (_iunning argues, ‘thc_ﬂ'&nﬂur
Haunted a characteristic detachment which depended on the leisurely pace of the
stroll and the stroller’s possession of a fund of knowledge about the city and its
inhabitants' {28). In the so-called information super-highway, strollers are road kill,
or at least a source for knowledge.

Rather than the flinewr, the gawker is a better model for users.” Whereas the
simple flaneur is always in possession of his individuality, the individuality of the
gawker (the badoud, which Kevin Mclaughlin and Howard Eiland translate as
rubbermnecker), an‘-rnr:!ing to Benjamin, disappears, Pr{"r'q::'ing Victor Fournel's
description of the badaud with ‘remarkable distinction between flineur and rubber-
neck (badaud)’ Benjamin quotes:

Let us not, however, confuse the flineur with the rubberneck: there is
a subtle difference, . . . The a#'d:ragt:_ﬂﬁneur i% a!wa_g-s in full I:H:I!iE-L".'li!'i:iun
of his individuality, while that of the rubberneck disappears, absorbed
h}' the external world, . . . which moves him to the peint of intoxica-
tion and ecstasy. Under the influence of the spectacle, the rubberneck
becomes an impersonal being. He is no longer a man — he is the public;
he is the crowd.

{Arcades, 429)

The gawl»:l:r, l:.aught h}' visual forms of the commaodities, becomes a sprnarlr just
]1:.' .*:tam'ling and sta.n'ng, The intense spﬂ:ta-l;ularit}' of the nh'pc't;'t at which it gazes
cnables the gau‘k{'r to f:}:r'grt its own status as a .r.p-r:mr]c:, Like the lurker, it is inun-
dated with information; like the lurker, it is the object of someone else’s gaze.

Indeed, the myth of users as super- a.gl.l'lL"i who supposedly dismantle and engage
code, who are active rather than passive, who are explorers rather than explored,

has emerged in order to compensate for the vulnerable position of the lurker or
networked user. This m}'lh works |:r}' convincing the lurker, or badaud, that s/he is
a flineur who leaves no traces as s/he observes, When not ']urking,' a/he is the
useful flineur, the active searcher of information. This role emphasizes user control,
while at the same time lending itself to tantasies of paranoid spectatorship. If the
uscr is “':ltr]'ling {cither T_]'lrnugh cam sites) or deliberately !wi:lcl'ng information, is
someone not deliberately seeking our own information? Such a positing, of course,
overlooks the systemic and involuntary dissemination ol information in favor of a
Paranuid |l;:|rg1'.vr.' that insists on agency and conspiracy.

In order to circumvent this paranoid doubt, or any admission of vulnerability,
internet promoters promised spectacular spectacles, or at the very least sites that
cmphasized the agency of the user, and not the server. Literary representations of
cyberspace in particular promised the spectacular and, along with early net theory,
which celebrated the user and focused on its divided subjectivities, allowed us to
dm\' Our oW imnlunt.ir:,.‘ representations, The activity of the network was
g]n-i.sﬂd OVET hu. some fantasy of a frontier, some fantasy of others as data. Faced
with ‘new’ encounters between computer and humans, human and humans, cyber-
punk literature, which originated the desire for cyberspace if not cyberspace itself,
responded with a seductive orientation that denied representation through dreams
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of disembodiment, Much c-rlwrpunl: uses unnerving yet ulrinuttl}- readable '.ta.a-.-agr'
‘otherness” in order to create the mythic user. These narratives, which are the Hip
side to u'guruphabu reaction I'urnhll.lun"i romanticize networks, g:rlih Ii.'.||'.\ streets and
their colorful inhabitants. In them, bad-ass heroines and gee k-cool hackers navigate
through disorienting urban and virtual as urban landscapes, populated by noble and
not so noble others. Rather than looking backwards to happier and simpler times,
lhr.:\' look forward o mlgw' and \'aquuh' E‘I\"-iltl]'liﬂ" ones, in which familiar markers
have been altered vnuui‘h to disorient as well as orient (in Gibson's cyberspace
ir I]uLh'h'., Newromancer, tor instance, Atlanta has become the end point of BAMA
the Boston-to-Atlanta n'w'trnpnhl:m axis), Rather than nl'ﬂ:nng hap]'r'!.' CONSCTISLS-
driven spaces in w hich difterences disappear, they offer spaces p:}ckmarhv{l by racial
and cultural differences, which mav be 1au.w|1. b rninnL, but are u]tlmalrh read-
able and rln;.gullai:rl-:- Rather than brush aside fear of strange locations, s strangers and
their dark secrets h}' insisting that we are all the same, Ihr:n.', like the detective fiction
on which they are often based, make readable, traceable and solvable the lawless
ness and cultural differences that tiu]':putiml]'r breed in crowds and cities.

The retreat to understanding the ‘savage’ as a way to confront disorient-
mg crowds links tnggthq. r the would be cy hcnpa-rn:' he rm'mn:' with the ¢ mrrglng nine-
teenth-century detective, while at the same time Lallmg into question the import.
ance of emptiness to the frontier. It is not !i:irnpl}', as Hardt and MNegri argue, that

the North American terrain can be imaginu;l as empty only by willfully
ignoring the existence of the Native Americans — or rcal]'n conceiving
them as a different order of human bei ing, as subhuman, part of the
natural environment . . . the Native Americans were regarded as merely
a particularly thorny element of nature, and a continuous war was aimed
at their l‘:{|hl.ill!-iiurl and /or elimination (170},

It is also that the Native Americans were considered prototypical American
::xl:rlt:ll'r.:rs, doomed o be rL'|1|:|L1::] by white Americans. Benjamin, quoting Irom
C.G. Jung, notes that:

in the American hero-fantasy, the Indian’s character plays a leading role

Un]\. the Indian rites of initiation can compare with the ruthless-
ness and savagery of rigorous American training. . . . In everything on
which the American has I'ru]l\ set his heart, we catch a glimpﬁu ol the
Indian. His extraordinary concentration on a particular poal, his tenacity
of purpose, his unllun.hmg endurance of the greatest hardships — in all
this the legendary virtues of the Indian find full expression.

(Arcodes, 4440

This model of the noble and |L'gi:|:|¢lnr_1.' savage, i[:g:::ih'ti h:.' the American hero,
reprats itself in ninc*trvnth-:‘vntur}' .ldapt:l't:innﬁ of l.'..'cmpi.*r'!i works, for both the
Parisian detective — wurban spectator par excellence, also the fldneur with an indus-
trious gleam — and the Farisian criminal are based upon models of the ‘good” and
‘bad” savage. This model is also repeated in cvberpunk fiction, which seeks to clas-
.ti:i’r':.' and navigate lhrnug]'l ]anc]:::'.lprﬁ |:|-_'|.' rr-.luring others to their markers of difference
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in ways that make discrimination invisible and difference noble. In the end, these
spaces, for all their unfamiliarity, and all their inhabitants, can be reduced to humanly
accessible information - to a vast virtual library. Indeed what makes these public
spaces ‘mavigable’ vet forcign, readable vet cryptic are differences, differences
which, rather than indicating discrimination or exclusion, serve simply as an infor-
mation marker, as yet another database category, Thus these narratives imagiru: a
world dominated by ‘global’ difference in order to dispel the hostility and inva-
siveness of such a world, Difference thus gmun{ls L'}'I'.H:T!.]JEL'L' a% a lrLirlriEill'.I]l:: .-ipa{_'t.,'
because difference is the marker by which we steer, and sometimes conquer.

This navigate-by-difference narrative is what | call high tech Orientalism, a
5tratt‘g:r tl'lﬂt ﬁl’.“ﬂkﬁ Ly {]I'i!.'l'lt |l'|l'." I'I:ld'l'."r Tor a t-l:dlnnlug_‘l_.'-{n‘:rl[}a.dl:tl Pr-l:.li-:nl:."'Futu‘rL'
(which is portraved as belonging to the Japanese or other Far Eastern countries)
through the promise of readable difference, and through a conflation of information
networks with urban landscape. It is no accident that William Gibson's novels, which
are perhaps the most influential examples of high tech orientalism are also influen-
tial ‘pre-visions' of cyberspace. Gibson's work was certainly not the first to parallel
Fh}'::lml and virtual spaces — such mutaphuri-r,aliun Was Iiu}' Lo |::..‘ir|3r Cinematic repre-
sentations of computers such as Steven Lisberger’s 1982 feature Tron, Mainstream
cinema arguably drove the spatialization of information (Gibson himself considers
his work to be in dialogue with visual forms of popular culture). Since information
networks and data are invisible, cinema offered, and continues to offer, visual paral-
lels consistent with its wsual conflation of secing with lmuwing {(in order to
understand computer networks, one must be able to visualize them). lain Softley’s
1995 Hackers, like many Hollywood movies, maps information flow onto city traffic
ithese visualizations are :J.I".'-MS disparaged by the so-called “true’ hacker commu-
nity as inadequate and ndumw} But upatlalmng is not necessarily orientalizing:
p]l::.]surr.: and power marks the difference between the mere .':Pal;ialiuti.{m of infor-
mation and high tech orientalism. High tech Orientalism is pleasurable - it offers
the pluasurr.: ufuxp]uring, the pl::asu.n: of 'li:aming,' and the pl::asun: url.'ﬂ:;irlg SO~
what overwhelmed, but ultimately ‘jacked-in." It consistently carries with it the
promise of intimate knowledge, of sexual concourse with the ‘other,” which renders
it comprehensible and enjovable, and, in many cases this intimate knowledge is
compensation for lack of mastery. The drive towards kmm‘]tﬂgﬁ: not {m.l:,' structures
the plot of many cyberpunk novels, it also structures the reader’s relation to the
text, for the reader is always “learning,” while reading these texts that, in their first
ﬁl:r_tlnns r‘l'_"tl'_"ntil:'iﬁl\ '“:Ll: Lip Elmr'l.l'i-l: I'J'.IL rf:.a.tlr.:r T]'H: Tl:adl:r E“Tﬂt“ill"r L‘m-r_‘rgi:'i a%
a hero/ine for haung figured out the landscape, for having mugated these fast-
paced and initially unfriendly texts, since, the many unrelated plots come together
at the end and revelations abound. This readerly satisfaction generates pleasure and
desire for these never realizable, vet always seemingly approaching, vaguely
dystopian futures. This explains why these texts have inspired such utopian long-
ings. It is not -iimph- that all L}erpqmli fans in Silicon "-’alll.'v are ‘bad readers,’ for
they do not necessarily desire the future as described by these texts, Rather, they
|::-r|g for the uhlmat-;-h steerable vet sexy ﬂhﬂt‘spam, which always seems so
approachable, even as it slips from T]‘u_ ﬁ.:IT.LIH. Lo past.

.-'-.]'I‘,]'mugh high tech Orientalism may offer a way 1o navigatt‘. ﬂ'mmgh the future,
or more properly represent the future as something that can be navigated, it is not
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simply “a western style for dominating, restructuring, and hay ing authority over the
Orient” (Said, 2). If Edward Said’s groundbreaking interrogation of Orientalism
examined it in a period of colonial control, high tech Orientalism takes place in a
pericd of US anxiety and vulnerability. As David Morley and Kevin Robins argue,
techno-orientalism engages the cconomic crises of the 1980s, which ﬁupl:l:r.-ir:{l]_'r
threatened to ‘emasculate’ the West (in 1985, Japan became the world’s |.1rgr.lit
creditor nation and threatened to “say no’). Faced with a “Japanese future,’ high
tech Orientalism resurrects the frontier — in a virtual form — in order to secure
open space for America. As opposed to openly racist science fiction of the mrl:.' to
mid-twentieth century that featured the ‘vellow peril,” cyberpunk fiction does
not advocate white supremacy or resurrecting a strong United States of America.
It rather offers representations of survivors, of savvy-navigators who can open
closed spaces.

In its representation of a Japanese future pockmarked by other types of primi-
tive difference, hiEh tech Orientalism :']4:.;1']1' exaggerates American pq':“'i:rli:st.m*ﬁq
and thus also conveniently releases US corporations and government from respon-
~'-Lh||1l.1. for the dul:}pun near future, Japanese zaibatsus rather than American
multinationals have reduced men to machines. Japanese yakuza, not US criminals,
run the drug trade and underground clinics. And if Africa is still depressed and
“dark’ — it is not due to Western imperialism, but rather simply the way it is. These
novels offer a g|nha| vision, in which the US has disappeared but inequities due to
irresponsible globalization have not. Cyberpunk, however, is not simply a form of
U5 apologetics and it is also Imlm.'t!:-uh ]mpular in Japan. In Mamoru Oshii's anime
{animated cartoon) Ghost in the Shell series, the future remains ].ll'la.l'll‘hl_‘, but the
{I}'H‘t"pjal'l influences of tn::'hnnh:ug:.' are traced back to America. Ghost in the Shell,
however, is not a native “refutation’ of Gibson’s Orientalism, but rather stems from
what Toshiva Ueno calls the “japanoid :imagv' and it too relies on its Eastern natives,
who are this time Htmg H:rrlg Chinese,

To be clear, 1 am not irnp]_'n'ing that cvberspace can only be understood as an
Orientalist space, but rather, that cyberspace has been constructed as such in influ-
ential off-line r-:prn:m.-nt.]tjun-a that have impacted, it not shaped, popular off- and
on-line conceptions of the internet. Impur'lanlh all nlu:rpunk is not Orientalist.
Key cvberpunk writers, such as Pat C a.l.lli‘al'l create their futures without pinning
them to all II'III'IE‘-. Oriental (carrying nnh the nhllgatnrv relerences to fast-food

sushi). Cadigan, at the same time, however, does not equate jacking into the net
{or perhaps more properly being jacked by the net) with bodiless exultation and
jacking in can kill. Although not traditionally considered cyberpunk, Octavia Butler's
Parternmaster series also exposes exactly how disruptive and controlling mind-to
mind communications can be: empaths regularly commit suicide. As well, in her
Farable series, Butler presents “evberspace” technologies as middle-class tovs, rather
than tools that are “detourned” by the oppressed — a representation {_uhqnn s fiction
disseminates and which Samuel R. De lany criticizes as deliberately nostalgic.' In
Butler's hction, one cannot Ihl'hqull.L' |H or romanticize difference. L:.uill'- Iugh tech
Orientalism does not seal fiber optic networks. The virtual, rather than f_iu-img off
meaningful contact, can inaugurate it,

lin ader Lo :|i5]11'| Oirientalist dreams of q':rlwrﬂpm;'u:, we must not 5irn|:|-|:.' argue
that others are selves too, Rather, we must displace this disembodied binary by
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examining the ways in which the self is always compromised both on- and off-line.
Indeed, Gibson's texts, which are often um‘.ritiml]}' read S viewed as celebrations of
cyberspace, also critique dreams of disembodiment precisely through their portrayal
of L'_'_.'ht'rﬁparu as Enahling.-"hcing enabled h-} Orientalism, (In order to see these texts
as simply promoting high tech Orientalism, one must conflate the narrator and
author.) Cyberpunk texts also focus on the limits of subjectivization, by portraving
their prnugnni.-:t_q as pa_'i.-i.i vie, Their actions ]'h‘,".'i-l'.l-l‘.ll'll‘l to others: their pi;:rt:-l;:ptim.-i COme
to them. Thus, analyzing the importance of Orientalism to cyberspace does not
dismiss cyberspace and electronic communications as inherently Oriental, but rather
sceks to understand how narratives of and on cvberspace seek to manage and engage
interactivity, In order to displace high tech Orientalism, we must also debunk myths
of the frontier and the value of open space — myths that also buttress the internet
as a new uloplan space - without retreating o the mulaphur of the markftplat::,
In other words, we must engage the ‘newness’ and disruption with which high tech
Oirientalism [nitial]_'!r gra]:lplcs, without ral]ing into dreams of super-agency or
without covering over our vulnerability with dreams of our “usefulness.”

MNotes

I For setilers” claims, see John Perry Barlow, “A Declaration of the Independence
of Cyberspace,” (February 1996). http://www.eff.org/ ~barlow / Declaration-
Final html (accessed 10/372002). Cleo Odeer, Firtual Spaces: Sex and the
CyberCitizen. New York: Berkley Books, 1997, and Howard Rheingold, A Stice of
Life in My Viewal Community. Big Dummies’ Guide to the Intermer: A Round Trip
Through Global Networks, Life in Cyberspace and Everything’. Textinfo Edition 1.02
(September 1993, bup:/ /www hoe hawaii.edu/bdguei/bdgrei-1.02_1 8. himl#
SECI? {accessed 6/1./99),

?  For Wired's version of the L'i.'l':i].i.‘.l'.’iIlE mission, sce Jell Greenwald's ‘Wiring Africa,’
Wired 2.06 (June 1994). http://www wired.com/ wired/archive/2.06/africa.
html {accessed 10/3/2002). John Perry Barlow's “Africa Rising,” Wired 6.01
(January  1998).  http:/ /www. wired.com/ wired farchive /6.01 /barlow html]
{accessed 10/3/72002), Nicolas T";L'grupunh:’ri “The Third Shall be First,’
Wired 6.01 (January 1998), hup:/ /www wired.com/ wired/archive/6.01/
m:gr{:p{mtc.html {accessed 571799, and Neal Sh:ph-r:nmn'S ‘Mother Earth
Mother Board." Wired 4.12 (December 1996)  http://www. wired.com/
wired/archive/4.12/figlass.html (accessed 10/3/2002).

i In ﬂchlining cyberspace as a heterotopia instead of a utopia, 1 am responding to
critics of the internet, such as James Brook and lain A. Boal. “Preface.’ Resisting
the Virtual Life: The Culture and Politics of Information. Eds. James Brook and lain A.
Boal. San Francisco: City Lights, 1995, vii-xv. Kevin Robins. ‘Cyberspace and
the World We Live In." Cyberspace/ Cyberbodies / Cyberpunk: Cultures of Technological
Embodiment. Eds. Michael Featherstone and Roger Burrows. London, Thousand
Oaks, and New Delhi: SAGE Publications, 1995, 135-155. Brook, Boal, and
Robins insist that the internct is not a utopia, and that the m}l‘t]'mhgj' of the
internet must be dc-hunktﬂfdu-m}“ﬁliiiu{. Whereas lhr.:r' seck 1o put 'ﬂ.ﬂ.‘in-!ug}'
before mythology” and look at its relation to the ‘real world,” | argue that its
mythology is precisely what links it to the real world, not as a regression or
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fantasy, but rather as a public space. This is not to say that sociology is not impor-
tant. This is to sy that it must not be an either/or, but bath at once.

For more on the question of “where am [ really?’ see Sherry Turkle’s Life on the
Sereen f-tf:'ﬂ!r';'r in the Age .|3|"|}:; Interner, Mew York:; Simon and Schuster, 1995, and
."l.llu::qut"rr Roscanne Stone, The War ‘E'.FI Desire and Technology ar the Close r:l_frhf
Mechanical Age. Caml:lr'r:lgc, MA: MIT, 1995, Many have also rn"r_iclu:d the notion
of the d:isapp:::ring or virtual I.H.H.'I}'. For instance, Vivian Sobchack concentrates on
the ways in which pain reminds us that we are not simply virtual bodies (see
*Beating the Meat fﬂun'iving the Text, or How to Get Out of this Century Alive,”
Cyberspace / Cyberbodies / Cyberpunk: Cultures of Technological Embodiment. Eds. Michael
Featherstone and Roger Burrows. London, Thousand Oaks, and New Delhi: SAGE
Publications, 1995, 205-214), For more on the virtual / non-virtual burl"ur, sec Anne
Balsamo's  ‘Forms of T::dmul::lglcal Embodiment: R::.ad.ing the H-ucl:r in
Contemporary Cultare,” Cyberspace / Cyberhodies / Cyberpunk: Cultures of Technological
Embodiment, Eds, Michael Featherstone and Roger Burrows. London, Thousand
Ohaks, and New Delhi: SAGE Publications, 1995, 215-237: Michelle Kendrick's
'C:-'hl:rﬁpau: and the Tc::hnu]ugl'c'a] Real,” Virtwal Realities and Their Discontents. Ed.
Robert Markley. Baltimore and London: Johns Hopkins UP, 1996, 143-160; Katie
Argyle and Rob Shields™ ‘ls There a Body on the Net?” Cultures of Interner: Virwal
Spaces, Real Histories, Living Bodies, Ed. Rob Shields. London, Thousand Oaks, and
MNew Delhi: SAGE Publications, 1996, 58-69; Theresa M. Senft's ‘Introduction:
Performing the Digital Body — A Ghost Story,” Women and Performance Issue 17
http:/ fwww echonye.com/ ~women/lssuel 7/ introduction. htm (accessed 6/8/
99y; and the articles collected in Part I *Self, Id::ntlt}' and Budj-‘ in the Age of the
Virtual” in Virtwal Polivies: Ideneity and Community in Cyberspace. Ed. David Holmes,
London, Thousand Oaks, and New Delhi: SAGE Publications, 1997,

Foucault categorizes l'u:l::rulupi.as into crisis IIL"LI.'I'UI.UFI'IHE {the bt.ra.tﬂ:ing school and
hLﬂ‘u.::r'erh], huh:m'r.upla.ﬁ ol deviance (rest homes and prisons), l'mlemiuplas of
illusion (nineteenth-century brothels), and, most important for our purposes,
hﬂrrntnrﬂiaa of compensation {colonies), "OF Other Spanﬂ,' Trans, A, M.
Sheridan Smith. diacritics (Spring 1986): 22-7,

Hardt, Michael and Negri, Antonio (2000) Empire, Cambridge, Mass. and London:
Harvard University Press,

Boats, of course, also have an alternate history that places them as dystopian
hl:l::ruiu]:tLa:i- The Middle Passage and the Vietnamese boat Pi:uplc also show the
dreams enabled by boats as nightmares. Neal Stephenson plays on both images of
boats in Snew Crash: New York: Bantam Books, 1992,

Using a service, like the anonymizer, allows users to cover their tracks |::|\r erasing
all record of interactions between an individual client and their site. Servers that
track users therefore supposedly reach a “dead end” at the anonymizer, Installing
a tracking program on the user's computer can circumvent this erasure that
supposedly protects the user. Also, the user must trust that such sites actually
erase all traces.

In mah'ng this argument, [ am draw ing from Tom Gunning': i.l'.l.ll‘l'!-:i.E of La.rh
cinemagoers in “From the Kateidu&:upt to the X-ray: Urban b;p-ertamrshlp, Powe,
Benjamin and Traftic is Souls (1913)." Wide Angle I'El' 4, 2543,

See Mark Dl:r"g‘l!i ‘Black to the Future: Interviews with Samuel R. Dt:lan:.-', Greg
Tate, and Tricia Rose.” SAQ 92:4 (Fall 1993): 735-778.
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Chapter 27

Lisa Nakamura

‘WHERE DO YOU WANT TO GO TODAY?/

Cybernetic tourism, the Internet, and
transnationality

There 15 no race. There s no g_l:.ntlr‘r, There is no age, There are no
infirmities, There are only minds. Utopia? No, Internet.
*Anthem,” television commercial for MCI

HE TELEVISION COMMERCIAL ‘Anthem’ claims that on the Internet, there

are no infirmities, no gundi::r, no age, that there are 1:m|}r minds, This pure,
democratic, cerebral form of communication is touted as a utopia, a pure no-place
where human interaction can occur, as the voice-over says, "uninfluenced by the
rest of it.” Yet can the “rest of it” be written out as easily as the word race is crossed
out on the chalkhoard l'n the hand of an Indian girl in this commencial?

It is ‘the rest of it,” the specter of racial and ethnic difference and its visual and
textual representation in print and television advertisements that appeared in 1997
by Compaq, IBM, and Origin, that I will address in this chapter. The ads 1 will
discuss all sell networking and communications technologies that depict racial differ-
ence, the ‘rest of it,” as a visual marker. The spectacles of race in these adv{'rﬁsing
images are designed to stabilize contemporary anxieties that networking technology
anel access to cyberspace may break down ethnic and racial differences. These adver-
Lisements, whll;.]'L promote thf. g]nrlﬁ ol cyberspace, cast the viewer in the position
of the tourist, and sketch out a future in which difference is either elided or put in
its proper plar:t'..

The ironies in *Anthem’ exist on several levels. For one, the advertisement posi-
tions MCI's commadity — “the largest Internet network in the world” — as a solu-
tion to social problems. The advertisement claims to produce a radical form of
-demﬂcrac':.-' that refers to and extends an ‘American’ model of sodal {‘qua].it}' and
l!qu-ﬂ access, This patriotic anthem, however, is a paradoxical one: the visual images
of 'I'Izi'.-'l."t"iin (old, vening, black, white, deal, etc) are ::l'lr.pla\-i:rl and celebrated as
spectacles of difference that the narrative ﬁlmult.ancnur.h attempts to erase |::|1,. claim-
ing that MC1's |.'|-r‘|.|-t|u1_l will reduce the different hndn:'ﬂ that we sce to ‘just mmds.
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The ad gestures towards a democracy founded upon disembodiment and uncon-
taminated by physical difterence, but it must also showcase a dizeving parade of
difference in order to make its point, Diversity is displayed as the sign of what the
product will eradicate. lts erasure and elision can only be understood in terms of
its presence; like the word ‘race’ on the chalkboard, it can only be crossed out if
it is written or displaved. This ad writes race and poses it as both a beautiful spec-
tacle and a vexing question. lts narrative describes a “postethnic America,” 1o use
David H:}“l'ngrr"i p]'lr.a..t.:. where these :.at::-gnri:—q will be made not to count, The
wp-pnwdh liberal and progressive tone of the ad mmn-uﬂagn its depiction nf'nl:c
as something to be eliminated, or made "not to count,” through technol
computers and networks can help us to communicate without “the rest of it,’ that
residue of difference with its power to disturb, disrupt, and challenge, then we can
all exist in a world *without boundaries.’

Another television commercial, this one by AT&T, that aired during the 1996
Olympics asks the viewer to ‘imagine a world without limits — AT&T believes
communication can make it happen.” Like *Anthem,” this narrative posits a connec-
tion between networking and a democratic ethos in which differences will be elided.
In addition, it resorts to a similar visual strategy — it depicts a black man in track
shorts leaping over the Grand Canyon,

Like many of the ads by high ‘tech and communications companies that aired
during the 'DI]. mpics, this one has an ‘international” or multicultural flavor that
seems to celebrate national and ethnic identities. This world without limits is repre-
sented by vivid and often sublime images of displayed ethnic and radial difference
in order to bracket them off as exotic and irremediably other. Images of this other
as primitive, anachronistic, and picturesque decorate the landscape of these ads,

Microsoft’s recent television and print media campaign markets access to
personal computing and Internet connectivity by rlc'sm'hing these activities as a form
of travel. Travel and twurism, like networking technology, are commodities that
dehne the pr‘in‘i]ugﬂl, industrialized hirst-world subject, and 'I'J‘n:}' situate him in the
position of the one who looks, the one who has access, the one who communicates,
Microsoft’s omnipresent !-i!ngan “Where do you want to go l[Jda}r?' rh::luri:“:a"_? plau:5
this consumer in the position of the user with unlimited choice; access to Microsoft's
trr'l'l.nnlng} and networks promises the consumer a *world without limits’ where he
can possess an idealized mobility. Microsoft's ]'.:r{:mlic to transport the user to new
(cyber)spaces where desire can be fulfilled is enticing in its very vagueness, offering
a seemingly open-ended invitation for travel and new experiences. A sort of tech-
nologically enabled transnationality is evoked here, but one that directly addresses
the first-world user, whose position on the network will allow him o t'm:taphurl-
:,".a"}' gﬂ “'I'I.I'.rﬁ“l."ﬂr h(' I:i.k'r_'i.

Thiﬂ r!n‘arn i fﬂ.l'l.taﬁ-} U'F !Il'IE'aI tra\-'::l OO Lo nl:t“n'rl:ing al:l\'i:rtl'scmtnls
constructs a destination that can look like an African safari, a trip to the Amazonian
rain forest, or a camel caravan in the Egyptian desert. The iconography of the tray-
elogue or tourist attraction in these ads places the viewer in the position of the
tourist who, in Dean MacCannell's words, ‘simply collects experiences of differ-
ence (different Fu:upiu, different Pliu_'::s]l' and Ll.'l‘fl‘l:'.'l'gl.'s as a miniature clone of the
old Western philosophical subject, thinking itsell unified, central, in control, etc.,
mastering Otherness and profiting from it’ (xv), Networking ads that promise the
viewer control and mastery over technology and communications discursively and
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Figure 27,1 Grand Canyvon, advert for Compag

visually link this power toa vision of the other which, in contrast to the mobile and
networked tourist/user, isn't going anywhere. The continued presence of stable
signihers of otherness in telecommunications advertising guarantees the Western
subject that his position, wherever he may choose to go today, remains privileged,

An ad trom Compaq (Figure 27.1) that appeared in the Chronicle of Higher
Education reads ‘Introducing a world where the words ®you can’t get there from here”
arce never heard.” It tILFm ts a ‘sandstone mesa’ with the inset |n'|i|.g1. of a monitor from
which two schoolchildren garc rurlnu.lﬂ:. at the mghl. The ad is s:“mg "Compaq net-
worked multimedia, With it, the classroom is no longer a destination, it's a starting
point.” Like the Microsoft and AT&T slogans, it links networks with privileged forms
ol travel, and reinforces the metaphor by visually depicting sights that viewers asso-
clate with tourism. The networked classroom is envisioned as a glass window from
which networked users can consume the 5ig]1[5 of travel as it-ﬂ"l-l_'_'_i' Were Lourists,

Another ad from the Compaq series (Figure 27.2) shows the same children
.3-;|r11|.ru|" the networked rain forest from their Flaﬁ."'i- inside the networked class-
reHm, ngl'lkhl't] by the frame of the monitor, The tiny box on the up]:mr-rlghl -hand
side of the image evokes the distinctive menu bar of a Windows product, and frames
the whaole ad for its viewer as a window onto an ‘other” world,

The sublime beauty of the mesa and the lush pastoral images of the rain forest
are nostalgically qumr_{l here in order to assuage an anxiety about the environmental
effects of L‘fI}LrlL"-LI'.II'L{:I]UE\'- In a world where sandstone mesas and rain forests are
|'". - l:lll'lll:l:._-‘_" Irll n’ﬂﬁlng‘l_\" rarc, ]'.l:lrl.l_"i- 45 & rL'"’i-'LlIt ﬁlF |nl‘|ﬂ5trla|]xﬂl“m' l]'ll.ﬁl. a.‘[lﬁ- Fﬂ:ﬁ-lll[}n
networking as a benign, ‘green’ type of product that will preserve the beauty of
nature, at least as an image on the screen, As John Macgregor Wise puts it, this is
part of the modernist discourse that envisioned :*Ir{.‘t:ri:."tly as “transcendent, pure
and clean,’ unlike mechanical tm:hm:]ng}'. The same structures of metaphor that
allow this ad to dub the experience of using networked communications ‘travel’
also enable it to equate an image of a rain forest with Mature (with a capital N),
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Figure 27,2 Raimlorest, advert tor Compa

The enraptured American schoolchildren, with their backpacks and French braids,
are framed as user-travelers. With the assistance of {"ﬂmpaq they have found their
way to a world that seems to be without limits, one in which Il'w imaghes ol nature
are as good as or better than reality.

The virtually real rain forest and mesa participate in a postevberspace paradox
of n:pr::m:.n‘latmn the locution ‘virtual n_alll} sugge sts that the line or ‘limit’
between the authentic .‘illgl'.lt.-‘riill‘ and its simulation has become blurred, This dis-
course has become familiar, and was anticipated by Jean Baudrillard pre-Internet.
Familiar as it is, the Internet and its representations in media such as advertising have
refigured the discourse in different contours. The ads that | discuss attempt to stabil-
ize the :‘-llppt:r\' r-u.]auunsiup between the virtual and the real ln ||:|*~|51‘.mg LCHr the
monolithic visual differences between first- and third-world I:II'HI"F-LEII.'H_H and people.

This virtual feld lril:r frames MNature as a tourist mg}tl: and !1_gurL~h Lnrnpaq as
the educational tour guide. In this post-Internet culture of simulation in which we
live, it is in-LT:.'nsingl}' NeCEssary for stable, iconic images of Nature and the Other
to be evoked in the world of technology advertising. These images guarantee and
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ture toward the unthreatened and unproblematic existence of a destination for
travel, a place whose beauty and exoticism will somehow remain intact and attrac-
ive. IF technology will indeed make everyone, m'nr}rthing, andd every place the same,
5 ‘Anthem’ claims in its ambivalent way, then where is there left to go? What is
there left to see? What is the use of being asked where you want to go today if
every place is just like here? Difference, in the form of exotic places or exotic
iPECr]Jlf, must be demonstrated i::nnngraphir.a"}r in order to shore up the Western

ser's identity as himself.

This ld:,]llc image of an Arab on his camel, with the pyramids picturesquely
squatting in the background, belongs in a coffee-table book (sec Figure 27.3), The
imeless quality of this image of an exotic other untouched by madernity is disrupted
¥ the cartoon dii]ﬂguc text, which reads “What do you say we head back and down-
oad the results of the equestrian finals?’ This dissonant use of contemporary
wvernacular American technoslang is supposed to be read comically; the man is meant
to look unlike anyone who would speak these words,
. The gap between the exotic Otherness of the image and the familiarity of its
‘American rhetoric can be read as more than an attempt at humor, however. IBM,
‘whaose slogan *solutions for a small planet” is contained in an icon button in the lower
eft hand side of the image, is literally putting these incongruous words into the
Other's mouth, thus rlﬂmunstral_ing the h::g-umun:ic power of its '|11'g|1 .‘II:H;!I::'] infor-
‘mation network” to make the planet smaller by causing everyone to speak the same
.]angu:g:r fnmputtf-sp‘:ak. His position as the exotic Other must be emph.xgizfd
and foregrounded in order for this strategy to waork, for the image’'s appeal rests
‘upon its evocation of the exotic. The rider’s classical antique ‘look and feel” atop his
O1d Testament camel guarantee that his access to a high speed network will not rob
s, the tourist/ viewer, of the spectacle of his difference. In the phantasmatic world
‘of Internet advertising, he can download all the results he likes, so long as his visual
appeal to us, the viewer, reassures us that we are still in the position of the tourist,
the Western subject, whose privilege it is to enjoy him in all his anachronistic glory.

These ads claim a world without boundaries for us, their consumers and target
audience, and by so doing they show us exactly where and what these boundaries
rcall}' are, These boundaries are ethnic and racal ones. Rather than hi:ing effaced,
these l:li'lr'iding lines are evoked over and over again. In addition, the ads sanitize and
idealize their depictions of the Other and Otherness h:;' rh:lnting all references that
‘might threaten their status as timeless icons. In the camel image, the sky is an untrou-
bled blue, the pyramids have fresh, clean, sharp outlines, and there are no signs
whatsoever of pollution, roadkill, litter, or fighter jets.

Including these “real life” images in the advertisement would disrupt the picture
it presents us of an Other whaose “unspaoiled” qualities are so highly valued by tourists,
Indeed, as Trinh Minh-Ha notes, even very sophisticated tourists are quick to reject
experiences that challenge their received notions of authentic Otherness, Trinh
writes, ‘the Third World representative the modern mphistic‘ated puhl:ic 1d|=_-a|l}-
seeks is the r.rm}'-u:'i.frd' Alrican, Asian, or Native American, who remains more preoc-
cupied with his/her image as the real native — the truly different — than with the issues
of hegemony, feminism, and social change’ (88). Great pains are taken in this ad to
make the camel rider appear real, truly different from us, and ‘authentic’ in order
to build an idealized Other whose unspoiled nature shores up the tourist's sense
that he is indeed seeing the “real” thing. In the post-Internet world of simulation,
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Filqurf 27.3  Arab and camel, advert for IBM

‘real’ things are fixed and preserved in images such as these in order to anchor the
Western viewing subject's sense of himsclf as a Pr'u'ili.‘.grd and mobile viewer.

Since the conflicts in Mogadishu, Sarajevo, and Zaire (images of which are found
elsewhere in the magazines from which these ads came), ethnic difference in the
world of Internet advertising is visually *cleansed” of its divisive, problematic, tragic
connotations. The ads function as corrective texts for readers deluged with images
of racial conllicts and bloodshed both at home and abroad. These advertisements
put the world right; their claims for better living (and better boundaries) through
te :'|'|.11::|-|.:}g:- are grapi'u:ﬂh acted out in idealized lmagr.'-r. of (thers who m1ra-|:u|uu511r
‘iF“_.;Ik ]lkl l.'l!ﬁ h'l..lt "i-tl.l] I:J-nk ][ki. thlm

The Indian man (pictured in an IBM print advertisment that appeared in
Smithsonian, January 1996) whose iconic Indian elephant gazes sidelong at the viewer
as he alfectionately curls his trunk around his owner's neck, has much in common
with his Egyptian counterpart in the previous ad. (The ad’s text tells us that his
name is Sikander, m':lk:ing him somewhat less generic than his counterpart, but not
much. Where is the last name?) The thematics of this series produced for IBM
plays upon the depiction of ethnic, racial, and linguistic differences, usually all at
the same time, in order to highlight the hegemonic power of 1BM's technulug}'
IBM’s television ads (there were several produced and aired in this same series in
1997) were memorable because they were all subtitled vignettes of Italian nuns,
Japanecse surgeons, and Norwegian skiers engaged in their quaint and distinctively
ethnic pursuits, but united in their use of IBM m:lwnrking machines. The sounds
of I:r:rﬂgn |;|ngu;|gr.=| hring !-iPnlﬂ'.l'l in television ads had their own ahilit}' to shock
andl attract attention, all to the same end — the one phrase that was spoken in English,
albeit heavily accented English, was “IBM.’

Thus, the transnational language, the one designed to end all barriers between
speakers, the speech that evervone can pronounce and that cannot be translated or
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incorporated into another tongue, turns out not to be Esperanto but rather IBM-
qmak, the |.1nguag~: ol American corporate h-L'l'mul{Jgjr'. The ﬁ:-ri.'.l'gnm‘.lis of the Other
is txph:litt'd here to remind the viewer — who may fear that "Hﬂ-ipl_‘ﬂl{ will make
the world smaller in undesirable ways (for example, that they might compete for
our jobs, move into our neighborhoods, go to our schools) — that the Other is still
]:n.l_ur‘wr.lm This classically Orientalized Other, such as the camel rider and
Sikander, is marked as uul'hrnrnth different from us, the projected viewers, in order
to cncourage us to retain our pmmnm as privileged tourists and users,

Sikander's cartoon-bubble, emblazoned across his face and his elephant’s, asks,
‘How come | keep trashing my hardware every 9 months#!” This question can be
read as a rhetorical example of what postcolonial theorist and novelist Salman
Rushdie has termed ‘globalizing Coca-Colonization.” Again, the language of tech-
nology, with its hacker-dude vernacular, is figured here as the transnational tongue,
miraq.'u]uu-ﬂh- emerging from ey ery mouth. Possible fears that the exoticism and het-
erogeneity of the Other will be 11||'.t]1{:lnl_'d off or eradicated by his use of ]'anugc'-
ncous technospeak are cased |':-1. the visual i impact of the clrphant, whose trunk frames
Sikander's face. Elephants, rain forests, and unspoiled mesas are all endangered
markers of cultural difference that re present spe ~cific stereotype ] ways ol bei ‘ing Other
to Western eyes. If we did not know that Sikander was a “real’ Indian (as opposed
to Indian- Ame rican, Indian-Canadian, or Int]u- "l.n;_,‘lmn] the presence of his ¢ ]rphant
as well as the text’s reference to *Nirvana,” proves to us l:h]'i}LIEh the power of famil-
jar images, that he is. We are meant to assume that even after Sikander's hardware
problems are solved by IBM’s *consultants who consider where you are as well are
where you're headed' he will still look as picturesque, as ‘Indian’ as he did pre-1BM.

Two other ads, part of the same series produced by IBM, feature more ambigu-
l:ll.hl". ethnic Ilhurn The first one of these l.Il.IJ-ILl"i a ]_-u'.llll'lil E1r| who is a.ﬁklng her
tq..au.hnr Mrs. Alvares, how to telnet to a remote server. She wears a straw hat,
which makes reference to the Southwest, ThnuLh she is nnl:l. rnght OT ten years old,
her speech has already acquired the distinctive sounds of technospeak — for example,
she uses “telnet” as a verb. The man in the second advertisement, an antique -looking
fellow with old fashioned glasses, a dark tumic, dark skin, and an untidy beard
proclaims that “you're hosed when a virus sneaks into your hard drive.” He, too,
sp-.-ak.w the transnational vernacular — the diction of Wayne and Garth from Wayne's
World has sneaked into his hard drive like a rhetorical virus, These images, like the
preceding ones, enact a sort of cultural ventriloquism that demonstrates the hq:gr-
monic power of American technospeak. The identifiably ethnic faces, with their
distinctive props and costumes, that utter these words, however, attest to the im-
portance of Ortherness as a marker of a difference that the ads strive to preserve.

This I[\-‘rigil'l ad -u].r.ll}i.'u‘.ll‘l.‘l.] in Wired magazine, which, like Time, Smithsonian, the
New Yorker, and The Chronicle of Higher Education directs its advertising toward upper-
middle-class, I'|H|:i:|1|:.' white readers (see Figure 27.4). In addition, Wired is read
mainly by men, it has an unabashedly libertarian bias, and its stance toward tech-
nulug} i% gwwral]m utopian. Unlike the othe r ads, this one directly and ov :‘rtl". poses
ethnicity and cultural difference as part of a political and commercial dilemma that
Origin networks can solve. The text reads, in part,

| We| believe that wiring machines is the job, but connecting ]'.H:'clph.‘ the
art. Which means besides skills you also need wisdom and un:i-:n:t.a.m]ing.
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An understanding of how people think and communicate, And the
“"i:‘i{l[}m Lia ]'l':'ip'l.'l'l. ll'll' Iin[:lwlﬁigl‘ ﬂl'.l(l I_-Llltl..lrt'ﬁ I:}.F I}rhl‘rﬂ. Bf['ﬂ.u.'i{' nﬂl:_l'
then can you create systems and standards they can work with. And
common goals which all involved are willing to achieve.

The image of an African 1‘!:}3‘. surrounded i:}' his tribe, :u:::mingl}-‘ t:ll.'rfnrming a Sear
Trek Vulean mind meld with a red-haired and fxln:rnr]:.' palr h:}', c:*n't:ra"}' situates
the white child, whose arm is visible in an unbroken line, as the Eigu re who is SUppOs-
L‘tl]\. as wi“lni_ to learn as he 15 to teach,

However, the text implies that the purpose of the white boy's encounter with an
Alrican boy and his tribe is for him to learn just -E'ni::u.gh about them to create the * §Y'5-
tems and standards that THEY can work with.’ The producer of marketable knuu-
|l:t!gq:, the setter of netw Lﬂ'l:.lng and software- ]anguagr standards, is still defined here
as the Western subject. This image, which could have come out of National Geographic
any time in the last hundred years, participates in the familiar iconography of colo-
nialism and its contemporary cousin, tourism. And in keeping with this association,
it depicts the African as unspoiled and authentic. Its appeal to travel across national
and geographical borders as a means of understanding the Other, “the art of connect-
ing [::||:.'~[:l|.'|nlr.',1 is defined as a L'ul:nmmlil}' which this ad and others prmiun:d h],' net-
working companics sell alung with their fiber optics and rnnﬁult:ing SCTVICES,

The notion of the computer-enabled “global village” envisioned by Marshall
MclLuhan also participates in this rhetoric that links exotic travel and tourism with
I.n:q.-hnﬂi-:ng}-- The Origin image comments on the nature of the global village by
mal‘.ihg it guite clear 1o the viewer that di.':.:l:lih' llri.'hnu]ug_'l."!i claims to radir:a]l:,.' and
imal.anl:h' level cultural .md racial differences (or in a more extreme statement, such
a5 that made by ‘Anthe m,” to lite 1-.1“1,- cross them out) there will ;jluau he 'I."I:I].;Lg{"i
full of ‘real’ "l.ﬁ':mm !unl{lng just as thﬂ alw ays have.

It is part of the business of arln:rtlslng to {lupn.l utopias: ideal depictions of being
that correctively reenvision the world and prescribe a solution to its ills in the form
of a u:l'rlmul.ht\ of some sort. And like tourist pumphl:‘:h I:J'lt:\' often propose that
their products will produce, in Dean MacCannell's phrase, a "utopia of difference,’
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Figure 274 Black boy and white boy, advert for Origin
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such as has been pil.'lurﬂl In many Benetton and Coca-Cola a:h‘t‘ﬂixing L'ampa:ign.ti.

Coca-Caola's "’;I:'E'-Iln from the seventies and uig]ll'tuﬂ ‘I'd like to teach the world
to sing,” both predates and prefigures these ads by IBM, Compaq, Origin, and MCIL.
The Coca-Cola ads picture black, white, young, old, and so0 on J'u::]dlng hands and
Inrm]:ng a veritable Rainbow (_n.].htmn n-f human div ersity. These singers are unite |
by their shared song and, most important, their consumption of bottles of Coke.
”'u. viewer, meant to infer that the be VErage was the direct cause of these diverse
Coke drinkers overcoming their ethnic and racial difterences, was given the same
m-_wagn. then that many Internet related advertisements give us today. The message
is that cybertec |'|nn]ng_1. like Coke, will magically strip users down to ‘just minds,’
all singing the same corporate anth: M.

And what of the ‘rest of it," the raced and ethnic body that cvberspace’s
"Anthem’ claims to leave behind? It seems that the fantasy terrain of advertising is
loath to leave out this marked body because it represents the exotic Other which
both attracts us with its beauty and picturesqueness and reassures us of our own
identities as ‘not Other.” The “rest of it” is visually quoted in these images and then
Fi}inlﬂ]h‘ marginalized and established as Other. The iconography of these advertis-
mg images demonstrates that the corporate image factory meeds i images ol the Other
in order to depict its product: a tec hn{:]ngual utopia of difference. It is not, how-
ever, a utopia for the Other or one that includes it in any meaningful or progressive
way. Rather, it proposes an tc]u.ll world of virtual social and cultural reality based
on r:|:u|.-;.|hr. methods of “Othe rlrlg, a project that | would term ‘the gluha]mng{_nm
Colonization of cyberspace and the media complex within which it is embedded.’
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Chapter 28

Thomas J. Campanella

EDEN BY WIRE
Webcameras and the telepresent landscape

Hello, and welcome to my webcam; it points out of my window here
in Cambridge, and looks toward the centre of town . , '

Wake up to find out that you are the eyes of the World.”

Tu E SUN NEVER SETS on the cyberspatial empire; somewhere on the glnl-n:,
at any hour, an electronic retina is receiving |1'g_']'|.t1 converting sunbeams into a
stream of ones and zeros, Since the prwlari:cali[m of the Internet several years ago,
hundreds of ‘wehcameras” have gone live, a globe-spanning matrix of electro-optical
devices serving images to the World Wide Web. The scenes the:,.' afford range lrom
the sublime to the ridiculous — from toilets to the Statue of T_III'.DEIT:,'- Amaong the
most compelling are those webcameras trained on urban and rural landscapes, and
which enable the remote observation of distant outdoor scenes in real or close to
real time, Webcameras indeed constitute :mmﬂhing of a grassrools Eluhal tele-
presence project. William |, Mitchell has described the Internet as “a worldwide,
time-zonc-spanning  optic nerve with electronic eyeballs at its endpoints.”
Webcameras are those eveballs. If the Internet and World Wide Web represent the
al.]gﬂ'l(‘:l'l.tﬂtiﬂﬂ nf' m]IMi\(" mr.mm].', 'L]'Iﬂ]'l \'r'('l'.lfﬂml:"'l'ﬂ.'-'l are a st ﬂr '“"irl:l'l E:r'l:'ﬂ. a
digital extension of the human faculty of vision.

Hrrnr{‘ ﬂ'H." ad'r{.‘nt [}f "l"n-'l.'I'.I'L'ﬂI'I'II."rﬂ_‘-ir "J'.Il'. !'i-_"|.'l'|.ll'.'|'.|!|'l]]'l[]l'|.l!‘i- l]]'l!'i-l_'r\"atil'ﬂ'l []-f roemaole I'.I-.lﬂl."l:.'i
(those farther than the reach of mechano-optical devices such as telescope or hinoc-
ulars) was impossible for the average person - even the computer literate. To watch
the sun sct over Victoria Harbor in Hnng Kung would have r::qu:ircd ]JI'I}-'.'&:i.Ea."}" br:'lng
in Hong Kong, unless you happened to tune in to a live television broadcast from
the harbor’s edge (an unlilu:-h event, a8 sunsets g:*.-m:-ral]\. do not make news). Now
it is possible to log into one of several webcameras in that city and monitor the
descendent sun even as the momning's e-mail is read (Figure 28, I] We can, at the
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Figure 28.1  View of harbor and the Hong Kong Convention and Exhibition Centre
from webcamera at Pacific Place. {:nurtm}' Hnen.g Kl:mg Tourist
Association {htlp: .l"fwww-hlcl.a.{:rgj,

same time, watch the sun rise over Chicago, or stream its noonday rays over Paris,
simply by opening additional browser windows and logging into the appropriate
sites. As little as a decade ago, this would have been the stuff of science fiction,

Of course, remote observation I.‘hr{:lugh a tiny dcsktup |:rurta| will never apprual:h
the tull sensory richness of a sunset over the South China sea; telepresence is an ambi-
tious term. Webcameras may not cure seasonal affective disorder; vet, there is
rir.rnu'lh.':ng magi::al — even surrcal — about wa'tdling the far-off sun bring l.'li.}" to a
city on the far side of the planet. That we can set our eves on a sun-tossed Aus-
tralian street scene, from the depths of a New England winter night, is oddly
reassuring — evidence that the home star is burning bright and heading toward
LELET "u"l"i'l'l.[ilil"l-"l :

The al:megati{m of distance

Webcameras enable us to select from hundreds of destinations, and observe these
al ﬂl'l"'_!' I"I.Ul.l.i.' IJFT.]'I'L' da} o ﬂig_i'lt- I-:I..I'.Il: I:H'.'I'H'Er Lk 'Elﬂ Ky I'EPI'I.'.E-I:I'[E d qumtun’.l E‘I.F-ﬂ.l'l-
sion of our personal space-time envelope; webcameras are a relatively simple
technology, yet they are changing the way we think about time, space and geographic
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distance, As byte-sized portals into far-off worlds, webcameras demonstrate effec-
tively how twhnnlngl}' is tlwindhng the one-time vastness of the earth.

The story of 'I'.IJL'J.'II'IUIUE_'_F is Iargel:.- one of a]:mugaling distance — time uxpru!i.-iﬂl
in terms of space. For most of human history, communication in real time was
limited to the natural carrying range of the human voice, or the distance sound-
producing instruments (drums, horns, bells, cannon, and the like) could be heard.
Visual real-time communication over wide areas could be achieved u!ii.ng flags,
smoke signals or, as Paul Revere found effective, a lantern in a belfry. However,
such means were restricted h:r 11‘_1'm:5i:||1|:rir: conditions and intr.n'rming tupugra}'lh:,'.
Asynchronous messages — using the earlier innovations of language, writing, and
printing — could conceivably be carried around the globe by the fifteenth century;
but dning so took vears, Transportation and communications remained primitive
well into the nineteenth century, effectively limiting the geographic “footprint” of
the average person to the proximate landscape of his birth. The space-time enve-
lope of the typical peasant, for example, was restricted to the fields and byways of
her village and surrounding countryside; that of the medieval townsman h\. the
ramparts of the city in which he liv ed. Travel, even between settlements, was msth
and ttangt oS l'l'll.'.l‘ﬁ'r_" l'I'I-I'I.l.':l T.n{};r. [£4] l'J'l(' rnatls Wiere ﬂﬁLn I:.Tl:rnlrlaJ'i aIlL:l CHItCasts rmm
society, Indeed, the etymological source of the word travel is the Old French rravailler
or “travail’ — to toil and suffer hardship.

It was not until about 1850 that technology began to profoundly alter the spa-
tial limits of the individual, collapsing distance and expanding the geography of daily
life. The development of the locomotive and rail transport in this period had the
greatest impact on notions of time and space. The railroad destroved the tyranny of
vastness and the old spatial order; it was a technology that, as "rtrphn:‘n Kern has put
it, ‘ended the H-.E.'I'IL'T.IJET}- ol remoteness.”™ Once-distant rural towns sudtluﬂz. ferund
lhl‘m!i-l'i'\.‘l'!i within reach of urban markets, if ﬂiu:.-' were fortunate ::11:11.Igh 1o be prosi-
tioned q]nng the new ‘metropolitan corridor’ (towns bypassed, conversely, often
found themselves newly remote, a particularly tough fate for places previously well-
served h}' canal or !'i1'..i|.g;i.‘.]-.i Rail transport also hruught about a new lumpural order:
Countless local time zones made the ﬂd'u':du]lng of trains a lc}g'iﬁtiral night_man:, and
eventually led to the adoption of a uniform time standard in the United States.®

Subsequent advances in transportation technology — fast steamers, the Suez
Canal and ﬂ'::ntual]}' the :ﬂ'rplam: — osculated the great distances separating Euru[.u.',
Asia, and America. Circumnavigation of the globe itself, a dream of ages, became
reality not long after Jules Verne's Around the World in Eighty Days was published in
1873, Inspired by the novel, American journalist Nellie Bly became, in 1890, the
first to circle 1;|'|.-|: carth in Iﬁﬁ than the vaunted [‘IEI'IH- rla\r. " In the fu“u'u.-mg two
decades, this figure - and the scale of the globe itself — progressively shrank. A
journey to China — once an impossibility for all but the most mtrn:-pl-(l seafarers —
had become, h!. 1936, a two- fl.a.x H]ﬁ'ﬂ. |'.ur Pan American "China Ll:ppi.r With the
arrival of commercial jet aviation in the 1960s, traversing the carth was reduced to
a day’s travel and a middle-class budget.

Thr .]hn:'ga;tmn of distance h1. clectricity was somewhat less romantic, but no
less profound. Innovations such as the tr:legrnph ‘wireless” and radio neutralized
distance by making communication possible irrespective of space and intervening
gmgrﬂpl]:.'. Immediate, A}Tbc'hrnnnuﬁ, real-time communication could take pla::c via
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"s'mg:'ng wires' or even thin air, The first electric t{:l:g:iph line linked Baltimore
and Washington in 1844, and two decades later the first transatlantic cable went
into aperation the alp]'la segment af luda.\r § gluba] telecommunications network.,
Harmm discovered that trlrgraph:r li:lgl'l.ill'i J:'n-uld be transmitted via r:lnch‘nmagnctlc
waves, and in 1902 succeeded in sending the first transatlantic wireless message.
The telephone, which spanned the United States by 1915, brought the power of
distant synchronous communication into the kitchen. It made the electronic abnega-
tion of space routine, and prompted predictions of home-based work and “action
at a distance’ as early as 1914 "

The more recent development of the networked digital computer has further
neutralized distance and geography. The globe-spanning Internet, described as a
'fundamcnta]lv and me{:un:lhr anti-ipa.tiaj' t::ur:hnn]ng}r, has in effect cast a great data
met over the h-umps puddles, and ngu]a.ntu:q of the physical world. The ‘cvber-
Ipm:e of the Net operates more or less independently of physical place, terrain,
‘eugnph} and the built landscape This was partly by design. The origins of the
Internet may be traced to ARPANET, a Cold War initiative of the United States
pnpammmt of Defense intended to create a multinodal knowledge-sharing infra-
structure that could withstand nuclear attack: if any on¢ part of the system was
destroyed by an ICBM — for example New York or Washington — data would simply
re-route itsell around the blockage.

If the Net and the ‘mirror world" of cyberspace is spatially abstract, webcam-
eras can be interpreted as mediating devices — points of contact between the virtual
and the real, or spatial ‘anchors’ in a placeless sea.’ Webcameras open digital
windows onto real scenes within the Far-Hung gt:ngraph!.r of the Internet. The
networked computer enables the exchange of text-based information with distal
persons or machines; webcameras add to that a degree of real-time visual know-
E.!gc- As Garnet Hertz put it, webcameras constitute an attempt “to re-introduce
a physical sense of actual sight into the disembodied digital self.’"" In a rudimentary
way, they make us telepresent, in places far removed from our bodies.

Varieties of telePresem::e

The term telepresence, like its cousin virtual reality, has been applied to a wide range
ol Phl.hulm_ma andd often ina{_::l.lralr..h It was coined in 1980 ]::1.- Marvin Min:k\r,
who applied it to teleoperation systems used in remote object- rnampulanﬂn appli-
cations. As Jonathan Steuer has defined it, te lepresence is ‘the experience of presence
in an environment by means of a communication medium.’ Put another way, it is
the mediated perception of “a temporally or spatially distant real environment’ via
telecommunications, Telepresence is reciprocal, im-'n-hring both the observer and
the observed. In other words, the observer is telepresent in the remote environ-
ment, and the observed environment is telepresent in the physical space in which
the observer is 'Fir:wing the scene.,'?

The genealogy of visual synchronicity begins with the development of simple
optical devices to augment sight, such as the telescope, binoculars, microscope, the
camera fr.r.l:id.a, and the comera obscura [agmchrmau: Co-presence, on the other hahtll
can be traced back to scenic depictions by primitive cave painters, though its modern
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roots lie with the discovery of photography and the later development of the stere-
OECOpE. This latter lLﬂLﬁulug}' ph‘.n'idu:l an illusion of a third dimension, dnmau'::a“}'
increasing the sense of immersion into the photographic scene; by the turn of the
century, stereoscopic cards were immensely popular, and depicted such exotic land-
scapes as the I":.'raml'rl!i of Giza)."?

Synchronous visual co-presence by means of electricity was a dream long before
it became n:al':t:r'. One fanciful d:}':il:tim, pul':l:iﬁhr.:l in an 1879 edition of Punch,
imagined an “Edison Telephonoscope’ enabling family members in Ceylon to be
l.::l::pn:m:nt in a Wilton Place villa."® The first experiments in transmitting still images
via T.ulugraph took place in the 1840s, with Alexander Bain's proposal for a trans-
mission system based on the electrochemical effects of light. Twenty years later,
Abbe Caselli devised a similar system that used rotating cylinders wrapped with tin
foil to transmit and receive ]Jhutugraphs and handwritten notes,'® As uarl:,' as the
1880s, photographs had been transmitted via radio signal in England; by 1935,
Wirephotos enabled the rapid transmission of photographs around the globe. '

The electrical transmission of live J'magci was hirst Explnn‘:-rl 1'::,-' the German
physicist Paul Nipkow in the 1880s. Nipkow understood that the electrical conduc-
tivity of selenium - itself discovered in 1817 - changed with exposure to I:'ght1 and
that all images were essentially composed of patterns of light and dark. Based on
this principle, he devised an apparatus to scan (using a rotating, perforated ‘Nipkow
disk’) a moving image into its component patterns of light and dark, and convert
this into electrical signals using selenium cells. The signals would then illuminate a
distant set of lamps, projecting the scanned image on a screen. Nipkow's ideas,
which remained theoretical, prm'idu:d the basis for the l:arl:,' d::vu]upmtnl of tele-
vision, which by the 19205 was transmitting live images overseas,

Lintil the advent of the Net, television remained the closest thl'ng to ti:'[c:];:mmm
most people would ever experience. Even with the development of videoconfer-
encing lu_'hnulug_}' in the last decade, access to the hardware and software n:quir::d
to expericnce even basic telepresence was limited to a privileged few. Proprietary
videoconferencing systems were costly and required specialized installation and
service. The arrival of the World Wide Web, h:.-' pru'lr'i:!:i.ng inexpensive and rr:a~|:|:|.'
access to a global computer network, made telepresence a reality for anyone with
a modem, a PC, and a video camera. The World Wide Web, enabling webcameras
as well as sim plt'. l;]l.‘.skl:}]:r 'v.'i[i-:.::l-t:[mﬁ.'.r::m:lhg appll-r_'a'r_inns such as ClsceMe, hrnught
tf‘lf‘Fr["ﬂ[‘ﬂm ] th(" graﬁﬁrrmti.

Admittedly, webcamera technology as it exists today affords only the most basic
variety of telepresence. The simple observation of distal scenes, even in real time,
haril]_vl.' satishics most definitions of t::l::pn:m:m:c. David Zeltzer has irgucd that a
sense of ‘being in and of the world” — real or virtual — requires no less than a *“bath”
of sensation,” and this can be achieved only when we are receiving a high-band-
width, multisensory stream of information about the remote world — somethin
hardly provided by most webcamera sites, " According to Held and Durlach, “high
telepresence’ requires a transparent display system (one with few distractions),
high resolution image and wide held of view, a multiplicity of feedback channels
ivisual as well as aural and tactile information, and even environmental data such
as moisture level and air temperature), and a consistency of information between
these, Moreover, the system should afford the user n:Iul:rnhr in manipulating or
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muv‘ing about the remote environment, with I'Lig]'l corrclation, between the user’s
movements and the actions of the remote ‘slave robot.""™ Sheridan similarly
proposed three ‘measurable physical attributes’ to determine telepresence: extent
of sensory information received from the remote environment; control of relation
of sensors to that environment (the ability of the observer to maodify his viewpoint);
and the abilitjr Lo mud.ir}' the tl:ll:FI‘l:El:l‘ﬂ ph}'skil environment. "

With sluggish images appearing in a tiny box on a desktop, webcameras hardly
constitute full sensory immersion in a distant world, let alone mobility and engage-
ment in that world. While it is true that some of the more sophisticated webcamera
sites offer a modicum of telerobotic interactivity, these tend to be clumsy and difh-
Eult Loy use — Pa.rli{.ulilrl} I'l'lll'.l.l:l'.l. a numl:hl:r Ur LSErs arce ﬁg}lliﬂg r'L'I'T d'“." L‘u-ntrU]s.m
Wchcamu:ms afford what might be described as “low h_|1_|:||rv|_:f.||_|1¢_|'..1 (ily 'FuFular tele-
presence., ' But their limitations are at least Partlilh- mmpl:n.utrd h\ the vast extent
of the webcam network, which itself can be seen as enabling remote-world mobility
simply by providing such a wide range of geographic destinations,

Coffee pot to deep space

The accessibility of the Net and the simplicity of webcamera technology produced,
in less than a decade, a network of independent cameras spanning the globe. As
netwarl:jn,g lechnulug;r evolved, it was discovered that a SCNSOryY device afhxed to
a server could distribute real-time visual information to a |i|rg:: number of FI.‘I:!P'.L‘-
In 1991 a Pair of l:amhrirlg:: l.[niw:r.-i.it}' computer scientists, Cuentin Stafford-Fraser
and Paul Jardetzky, attached a recycled video camera to an old computer and video
frame-grabber, and aimed it at a colfee pot outside a computer lab known as the
Trojan Room. They wrote a simple client-server program to capture images from
the camera every few minutes and distribute them on a local network, thus rna]':ling
people in remote parts of the building to check if there was coffee available before
making the long trek downstairs.”' Later served over the Internet (and still in oper-
ation) the Trojan Room Coffee Cam became the Internet’s first webcamera.

I.ns‘pired hjr Coffee Cam, Steve Mann — at the time a gmduatu student at the
MIT Media Lab — devised a wireless head-mounted webcamera unit in the c.arl:.-'
19905 that fed a chain of imagﬂ via radio to a hixed base station and server. His
‘experiment in connectivity’ enabled anyone logged into his website to simultane-
::-us-l",r share his field ﬂf\rlslﬂn or trace his movements in space l]1ru-ugh the da'l. h\
LIIJTII‘I!‘III'LE mntmuuu:l} archived ]TI'.IEEES Mann's unit evolved from l:‘;.:rl} r::pq;'n
ments h}' Ivan Sutherland, in which half-silvered mirrors in a head-mounted :']i_'ipla:,'
enabled the wearer to sec a virtual environment imposed upon actual scenes, The
WearCam enabled Mann to in effect become a webcamera, blurring the line between
reality and virtuality, presence and telepresence.™

Webcamera technology is simple enough to allow even individuals with minimal
computer experience to set one up, and many have done so, displa}':ing prosaic views
of driveways, backvards, and streets. A simple ‘golfball’ camera such as the ubig-
uitous Connectix Quidu_am can be used to supp]}' irna.grﬁ to a I:ram{'-gra.hhq‘:r at a
predetermined interval or as requested by a client, .i".ssignﬂl a unique 1P (Internet
protocol) address, the captured frame is then served over the World Wide Web
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and made available to one or more websites. Most webcameras capture and send a
H:ingh: frame at a time, while more mphi.-iu'cat::tl sites 'push' a continuous stream of
images to the client, thus providing a moving picture. Most live-streaming web-
AT a rﬂl.'d!i dare 5' UH.EIHI':I. ﬂl'.l.'lj l‘l_'mFl."I'ﬂ.mL"TIlﬂ], I.Tul. |J.'|l.":|' u-fr::r i L'!JmFl.'I] Ill'lg_ m:ar-lhr{:
Elim]'m' into a remote place.

By 1995, dozens of webcameras were feeding pixels to armchair voyeurs around
the world. Following the geography of the Net itsell, the early webcameras were
located mainly in the United States, Europe, and Japan. More recently, such devices
have appeared in places farther off the digital mainline — including Pakistan, Russia,
Poland, Mexico, Chile, Brazil, Croatia, Colombia, South Africa, and the Crech
Republic. The geography of webcameras now extends to space itself. A number of
telerobotic webcamera-equipped telescopes are in operation in the United States
and Europe. These include relatively simple units such as one developed by the
Remaote Access Astronomy Project (RAAP) at the University of California, Santa
Barbara {a"nw:ing high school students to I'L'ITIIJH:].}" observe the heavens for science
projects), o more Hlphir.ﬂf_ﬂtud devices such as the Bradlord Robotic Tl:].l:!’-L‘l]Pl," in
the United Kingdom, and the powertul 3.5-meter Apache Point telescope in New
Mexico — operated via the Internet by researchers at the University of Chicago and
elsewhere. An interface program called Remark affords seamless control of the
.-‘l.pm*h-: Point instrument, mplimting a sense of 'hn:-ing at the telescope’ (and creating
in effect two “piggybacked” sets of telepresent space — that of the telescope itself
and that of the celestial world glim]::.rur.r] h:;' its lens and the attached ramf:ra}.n

Near-real-time satellite images of the earth are available over the Net, gener-
ated h\- the gu:r-il.a‘unnan GOES-8 and GOES-10 satellites [}pr'ratcd |'n' the National
Oeeanic and "leuipl'u ric Administration.”* Plans for an even more -mpluthah:d
earth-observing satellite were unveiled by vice president Al Gore in the spring of
1998, The satellite, to bear the name “Triana’ in honor of Columbus's navigator,
would F:rm':itl:: ‘the ultimate macro world view,’ ﬂ:::tling hig]'l-r::-.-in]u'r_inn :imagr_':i T
three earth stations, where they would be compiled into a full-disk portrait of the
home planet and made continuously available to viewers on the Net. Pointing out
tl'lﬂt tl'll.' ]ﬂ."it r'l,.ll] -F[]l.ll.'“] imlg('.!‘i- ‘I::Ii:| ﬂ'l.l': L'a.rf_h CAmC Twos dﬂfﬂfl('.!‘i- ﬂgﬂ' dul‘i.ng ﬂ'ﬂ: .IHLFH:I"D
mission, Gore urged support and Congressional apprm'ﬂ tor the orbiting web-
camera, noting that the 550 million project would both aftord “a clearer view of
YU CIWWTH “'(?rld.‘ ﬁl'.ll.‘! I."f“.'ﬂluﬂ.gl: I|'|.1:"|l|I Il"\"l'."l!’i- ﬂr unt‘IL"rsl.al'.lrling' Ilr l']'ll: P.I:a.l'":t ﬂ.'I'H.'I i‘l'ﬁ-
*natura] aﬂf] {ultural 5}'51{:]'“5.'15

One of the most spectacular moments in webcamera-enabled telepresence took
place in July of 1997, during the Mars Pathhinder mission. A remarkable stream of
ima.gi:s, transmitted from the spac::-r.Tafl itsell and {::mtl'nu.ill],' u}'}datcd to the Mars
Pathfinder website, stunned the Net world. Though not real-time in the strictest
sense, the images of the Red Planet and its rock-strewn surface were fresh and clear
rnnugh to afford a convind ng spatial sense of another world. More than 45 million
viewers logged into the Jet Propulsion Laboratory sites during the first week of the
t}]:H.:t‘atlun — an Internet record — and over 80 million hits a tla.}' were recorded in
the first week of the operations, One writer described the Pathfinder Imrli:ng as a
‘defining moment for the Net,” and compared it to similarly definitive moments in
the evolution of other media — the outbreak of the Civil War and newspaper; Pearl
Harbor and radio; the Kennedy assassination and television. Had these images not
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been so n:adil:,f available on the Internet, it is likely that the Pathhnder ]a.nding would
have remained an abstraction; television coverage of the event was typically brief
and superficial. ”®

[ -]

Desktop sublime

Dvigital technology, including webcameras, is being applied to the task of returning
us to the mythic garden, albeit in a disembodied state. In this country, the rela-
tionship between nature, culture, and technology has long been a site of conflict
and contradiction. From the carliest -I:ll}'! of the I"l_l:pu.l]:lll't_'1 Americans have rha.]:l-
sodized the virtues of a.grarian.iam, Pa.-.'tnral nature and the Arcadian ‘middle
landscape’ between wilderness and the city.”" Distrustful of the urban even as it
urbanized, America looked to the natural world as both a source of national iden-
tity and moral salvation. This was, after all, ‘nature's nation."™®

The opposition of the machine and the garden, technology and nature, became
one of the central dialectics in American history. The machine, representing civi-
lization and the city, appeared to fundamentally threaten the sanctity of the natural
world (in which, found the Transcendentalists, lay enlightenment). But the tension
between machine and garden also yielded a great paradox: technology was
condemned on the one hand as spoiler of the garden, yet embraced on the other as
the very means ol g:t‘l]rlg ‘back to nature.” Even Thoreau was conflicted on the
5ul:|rjm|:t. He lived EIE'I“:H:HIZEI}' at Walden Pond ‘to hear what was in the wind,” but
the wind often carried the whistle of a locomotive on the nearby Fitchburg line.
For Thoreau, the train was a herald of the rushed, restless life of the city; with its
passage *So is your pastoral life whirled past and away.” But Thoreau was drawn to
the machine: ‘1 watch the passage of the morning cars,” he wrote, ‘with the same
ﬁ:i:ling that 1 do the rising of the sun’; ‘l am refreshed and mpandrd when the
freight train rattles past me."™

Even as technology abrogated the garden, Americans employed it to retumn to
nature. The interurban trolleys delighted city dwellers with Sunday jaunts 1o open
fields at the end of the line; railroad companies pushed track high into newly minted
national parlr_'- like Yellowstone, Glacier, and Yosemite, The automobile \"L-E'Hﬂl an
‘autocamper’ craze. Motorists took to the muddy roads of America in their Model
T Fords, secking Arcadia and an unspoiled view. By the 1930s in Westchester
Euun’t}r, New York, an entire Farl: system had been built — Ft:atun'ng such landmark
roads as the Bronx and Hutchinson River Parlcwa.}'s — to accommaodate auto-bome
da}'-triPF-:n in their quest for nature,

In a similar vein, the networked tligiul computer has also been made to :.'irlrl
new glimpses of the mythic garden. We have used the affordances of virtual reality
and globe-spanning networks to both create simulacra of nature in cybernetic
space, as well as to bring remote real environments into closer view. One of the
most compelling examples of a virtually real organic environment is Char Davies’
‘Osmose’ project, an installation meant to abrogate the ‘Cartesian split between
mind and hﬂd}" that, au:c::rnll.ng to the artist, has dominated conceptions of virtual
reality and cyberspace, Described as “an inspired silicon dream about nature, life,
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and the body,” Osmose plunges the user (the “immersant’) in an alter-space meant
not so much to mimic nature as to evoke its lavered, sensory richness. As Davies
has put it, Osmose is intended to “distill or amplify certain interpretive aspects’ of
the natural world, The immersant, outhtted with a headmounted VR diﬂp]a}r driven
by a Silicon Graphics Onvx engine, wanders through a sequence of ‘phosphores-
cent’ spaces the Grid, the ﬂluadng, the Forest, the Leal, the Pond - a gardr:n of
light framed by “stands of softly glowing, semitransparent trees.™

While Osmose uses virtual realit:.- to bathe the viewer in a pseudo-organic
world, the Black Rock Forest project offers ‘immersion’ in a forest in the Hudson
River highlands of New York. An array of environmental sensors provides a real-
time data portrait ol the |J'\'1'ng woodland and its coosystems; information about air
quality, stream Hows and water temperature, precipitation, and soil acidity is relayed
via the Internet to remote users around the world. The effort was meant to situate
abstract environmental issues within the context of metropolitan New York, and
underscore the connections between an apparently remote forest and the city 40
miles to its south, By tapping into the project website, urban students could learn
about Black Rock Forest and request detailed information about the status of its
constituent ecosystems in real time. "

Webcameras offer a modest degree of telepresence in numerous nonurban, even
wilderness spaces around the world. While the subject of most outdoor webcam-
eras is the urban built environment, many take in remote, natural landscapes; these

Figure 28.2  View of Mt. Everest from the Everest Live webcamera, Autumn 1998,
Copyright 1998 Everest Live Executive Committee {http:a"' fwww,
m.chiba-u.ac.cp/ class/ respir/eve_e. him)
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Figure 28.3  Satellite phone used to relay camera images of Mt, Everest to the web-
server in Kathmandu,and then onto the Internet. The unit was FUH‘EE‘L"I:I
by solar pancls. 1998 Everest Live Executive Committee (hitp: / / www,
m.chiba-u.ac.jp/ class/ respir/eve_e. htm)

olfcr the desk-bound Dilbert a glimpse of scenes ranging from suburban backyards
to Everest itsell, Some of the most L-urnpq:liing webcameras in operation are those
that have been installed atop high mountain summits, such as on the summits of
M1, Washington in New Hampshire and Oregon'’s Mt. Hood. Others are trained on
famous mountains, mclurlmg Pikes Peak, |1;.1.|\r 5 Mt. Vesuvius, Yosemite's Half
Dome, and Popocatépetl in Mexico; and at lcast four webcameras are aimed at
Mt, Fuji. A Japanese organization maintains a webcamera in the Himalavas, which
serves a shot of Mt, Everest, one of the most remote places on earth (Figure 28.2).
Captured by a video camera from a window in the Hotel Everest View at Khumbu,
NL'|:.1] {clevation 1883 meters), the imag::s are n:la'_n:ﬁ b:.r MICTOWave [I:IEPI'I.UHE ter
4 Met connection in Kathmandu, and from there to a webserver in Japan (Figure
25.3).%

Orther remote |.1.11t|::-c’apm have been placed n-r:wl:.r within teach via webcamera,
The frozen expanse of Mawson Station in Antarctica is within digital reach via
webcamera at an Australian research base. Real-time temperature and wind speed
data is also supplied, reminding viewers of the inconceivable wildness of the scene
they are observing (a webcamera at a second Australian base, Davis Station, had
been knocked off its mount by a blizzard, vet continued to pump images of its
battered  surrounds). Equally remote are African landscapes made desktop-
telepresent via webcameras in the Djuma and Sabi Sabi Game Reserves, and Kruger
Mational Park, The cameras, mounted in weather- and creature-proof hous-
ings, take in water holes frequented by wildlife, They are illuminated at night by a
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Figure 28,4  AlriCam image showing rhinoceros at Sabi Sabi Game Reserve, 18
I"rhru.lr}' 1999 ©) AfriCam 1hll|1:.-"."u.'ww-afrit'am.rumj
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Figure 28.5 | I.-|>||.|||r i parting Gowrie wats rhole, Djuma Game Reserve, 25 February
1999, © AfriCam chll:p:.-".-"www.al'n'rim.l;:'rrn:l
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Eﬂnndlight (which ‘does not bother the animals,” we are assured), enabling insom-
miac Net surfers in New York to catch a drinking L'lcphant (Figures 28.4 and 28.5)."
l"ft is not uncommon to sce such animals within the camera’s range, if images archived
Hrom days past are to be believed.

Indeed, webcameras bring newly to the fore issues of verisimilitude and truth-
dulness in representation. It is common knowledge that digital images are easily
‘manipulated; are those we receive via webcamera suspect, too? Doubt creeps in
with EVEry mouse- click, and, for me, seems to increase prnpu::rtiunalh with distance.
.Hau. we rra|!|1. been aftorded the power to watch African water buffaloes wallow
in real time, as | am now doing while writing this in a Hong Kong office? Or were
il‘]ﬂﬁl’.' animals pixclated a day or a month ago, and ]nng vanished? Like the solar disk
Flungmg into the South China sea on my desktop, this is a scene almost too incred-

le to be real. The reload button is tapped expectantly, hoping it will yield evidence

of life — a shilt in position, a newly allghtcd hird, an insect on the lens. My buffalo
:rrmaln lmpmhahh still. | click my way to a sun-bleached water hole at IJ|uma The
l:amnzm s on-screen clock tells me the view is indeed hr:mg refreshed, every few
‘minutes; but [ can detect no traces of movement. All is inscrutable and still, like a
ﬁ_pr.r:nr from a Doris Lessing novel. H
k For better or worse, we have come to trust the 1mag{:f. delivered to us h1,. the
-tw.nmg news as authoritative (the films Wag the Dog and Capricorn One were cap-
tivating precisely because they suggested otherwise). Webcameras, a grassroots
phenomenon largely ung::—u.rnul by norms or r:-gularmns has been free to expani
dnto a populist, globe-spanning broadcast medium — a shadow of the Net itself. But
such free-form evolution has come at a cost. It is difficult, if not impn.'.s'lh]c:, to sepa-
rate truth from fiction, to determine with certainty which webcameras are conv eving
accurate visual information, and which are frauds passing off still images or a
'QUIE‘kﬂNE‘ MOvie a8 just- a.apturul rLal.ul_} This is an Lpui'ti:mul:}gucal issuc, What is
‘the ltltl!grlt\ ol the knowle dgﬂ. received from a nchl:amn:ra., and how are we to
,'ln-:.nr\' it? To an extent, those webcameras that afford telerobotic mtu-rnn:t]ut\- cnable
‘s to make inquiries as to the truthfulness of the view — though here, too, a savvy
programmer could easily create a simulacra of telerobotic response, The most reli-
-able means of checking the ve rity of our telepresent landscape may well be the sun
itself — the most ancient of our fhrmmgraphu aids.

[ -]

‘I°1l be watching you'

Webcameras do not always generate such enthusiasm. The specter of surveillance
and the vielation ui'privacy are real and vexing issues, and the Fu".um'hilit}r of Orwellian
over-exposure has made many people anxious and fearful of webcameras. Uhiquitn-ua
surveillance was the subject of the popular 1998 film The Truman Show, in which the
feckless hero (Jim Carey) is, since birth, the unwitting star in his own quotidian
‘drama. Tit'l}' Cameras, i;llg::tduusl:r' concealed in dashboard radios, lawnmowers, and
bathroom mirrors, relay a perpetual stream of images to voyeurs in televisionland
~ unbeknownst to him. Unfortunately, the technological aspects of the film are well
within reach, R-:markahl:.- small cameras are available from security suppljr houses,
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along with tiny transmitters and dummy appliances in which to conceal them (one
company gleefully advertises a wall clock, concealing a tiny video camera, as an ideal
solution for keeping an eye on employees).

Then again, surveillance is nothing new. Video cameras are a ubiquitous part
of the urban landscape, so much so that we scarcely notice them; we are watched
constantly, and have been for vears. Supermarkets, convenience store, elevators,
aull:}rr.lal{.‘-[l tl:".{"'l' rnaL'|'L1']1r.‘5, anl.'] {}fﬁf{" Iﬂhhiﬂ.’i arc 3'] mmitnn"ﬂ ".'ia CAImeTra h}'
persons unscen, ' Public spaces such as tunnels and hrirlgﬁ, toll booths, m”{'gi:-
campuses, streets and public squares are, increasingly, also being watched. In the
United I{ing:]um home of Bentham's Pa.n.{:lptirnn dorens of town centers are
patrolled by video cameras, and Liverpool police recently h:‘gan ur.ln% a svstem of
20 cameras to produce full color, highly magnified nocturnal images.

Surveillance has also moved beyond the visual. In 1996 Redlands, California,
installed an ‘Urban Gunshot Location !'i"\-'.ti'u:m,r unn:-'.i.'rl:'mg of a matrix of sound
sensors at intersection in the city enabling police to instantaneously detect and locate
gunlin-.” Of course, such app]imﬁumi are intended to serve the interest of puhl:ic
health and safety; but surveillance is by nature a clandestine act, and the risks of
abuse, of invasions of personal and group privacy, are very real. Astonishi ng abuses
have already been committed. Several years ago a minuscule hidden camera was
discovered in a locker room of Boston's Sheraton Hotel, recording emplovees in
various states of undress (the hotel daimed it !'Fu.'i-]:l-L‘i'_'tL'{I umplu}'uu drug use): in
Calitornia a |. C. Penny clerk filed suit when she learned that a guartl had been
zooming a ceiling-mounted security camera on her breasts, *

The growing popularity of webcameras has raised the prospect of similar mis-
chief. At first it would seem like anger misp]a{:::d protest should be aimed at the
'glaﬂi {':‘iling domes of wine-dark opacity " of institutional surveillance, rather than the
innocuous home-rigged webcamera aimed out a kitchen window, * Steve Mann has
argued, institutions and the government have for vears been “shooting” cameras at us;
what webcameras enable is a chance to “shoot back’ at Hig Brother.* Then again,
"u'l-'l'l.ll."l'l. LTS mnﬁiﬂ{'rﬁ tl‘l(" CIOTTTRCFLES E:Intf_.‘ntia.] autll'l.‘.m;::: at tl'll.': ]'I."[.'l.'.i\-'il'l.g E'T“] I:]-'F il “'l':h-
camera, the seemingly innocent device on the window ledge becomes a threat indeed

Little Brother is also \»'atr.'hing, and he is hitched to a g!ubal network, indeed, per-
sons in webcamera view are theorerically exposed to millions of users on the Net, not
just a half-awake night guard at a security desk. Even if no one is watching — and most
of the time no one is ~ the mere presence of a webcamera compromises pn:m::nnal
space. In a fecdback thread on the Trim't_'!.' Square Strect-Cam site in Colchester,
Lnited Kingﬂnm. oOne wioman wirote: "H-ig brother is watch'mg ws and we don't like
it! We have no choice but to be in view going to work. . . . We are ANNOYED!”

MNotes
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2 Lyrics from the Grateful Dead anthem ‘Eves of the World” by Robert Hunter.
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Chapter 29

Lisa Parks

SATELLITE AND CYBER VISUALITIES
Analyzing ‘digital earth’

'S IMPORTANT TO REMEMBER in this Information Age dominated by
IlliH‘UﬁiuHh of ‘cyber this and cyber that’ that the world’s first satellites were
being developed in US Defense Department labs around the same time computer
networks were. Both satellites and computer networks became the quintessential
strategic technologies, emerging at the peak of the Cold War. As the computer
historian Paul Edwards writes “OfF all the I_-:-L'hnt:-lugil.'.ﬂ built 1o ii_ghl the Cold War,
:1igi|.ﬂ computers have become its most ubiquitous, and perhaps its most import-
ant, iug.]-.-_'r." Edwards suggests that computers helped create and sustain a
‘closed-world discourse’ ]‘.'_1.' '.1]|r:m'ing the pra.:"tia.'.ll construction of central real-time
milit.m':.' control systems on a gigantic scale” and h:.' ‘t'aa.'iJil:lting the metaphorical
understanding of world politics as a sort of system subject to technological manage
ment.”” If computers closed the world in, as Edwards suggests, satellites opened it
up, connecting people across vast spaces, exposing the earth as it had never been
seen before, and revealing its “origins” in deep space.”” While Defense Department
enginecrs l.ll'lLI. red with computers in closed-off labs, NASA very |:ruhhr.]1. {|:|*=[:|]aw:|
the first satellites (Explorer, Echo, Telstar), showcasing their hn:rv launches, encour-
aging amateur satellite-gazing, and promising the world would become a smaller
and more intimate '|'I|.;l:'1.".-| Satellites n-nl_'..' ril,ll‘r"'h{]]'l‘:‘il such tantasies of g|nlm| unity
during the Cold War, however, because they also offered the possibility of planet
ary omniscience,’

More recently, NASA has done away with space-age spectacles and has tried to
reinvent itself in the {Ilglt.a| age, As ]n-l:ll Dean explains, ‘Positive associations with
the space program [that were| prevalent in the sixties have been transterred to
computers and networked communications l.-ﬂ'hnn]ugil:.ﬂ. ... With the Internet,
we hring L'wr}'thing to us, without ever h.]ring to go anvwhere.™ If there is one
project that encapsulates the convergence of satellite and computer technologies as
well as NASA s attempt to make itself relevant to the information ecanomy it is
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the Digital Earth Project. First introduced by former US Vice President Al Gore in
1998, the Digital Earth is envisioned as a virtual environment that encompasses the
entire planet and enables a user to explore vast amounts of information gathcrr_‘d
about the earth.” It includes a user interface, an enormous networked database of
geospatial information (satellite images, photographs, computer models, digita]
animation, ctc.), and software for integrating and l.iiﬁ]:rll}':'ng information from
multiple sources. Gore compared the Digital Earth to the world wide web,
suggesting it would be a “grassroots effort” and he insisted the Digital Earth would
stimulate the next burst of exXpansion on the web. The project has continued under
the Bush administration, and it is led by an inter-agency working group at NASA's
Goxddard Space Flighl Center.” It involves state agencices and ofhicials, private corpo-
rations, cartographers, geologists, photo interpreters, astronomers, computer
experts, and a handbul of television producers, museum curators and educators.

Althnugh this puh]ic—prira.tl;* consortium has solicited the Parti::ip;tinn of other
nation-states. Gore has used the Digital Earth first and foremost as a platform to
support various Clinton administration initiatives ranging from the commercializa-
tion (and declassification) of satellite imaging and global positioning  systems
((sP5s) to the continuing pransiun and privatization of his other pet project, the
‘Information Superhighway.” In this chapter, | examine the Digital Earth website,
publicity and prototypes to discuss some of the ideological underpinnings of its narl:,
incarnations. Embedded within the project’s mission are the very discourses of elec-
tronic global unity celebrated by experimental broadcasters who during the 1960s
linked the plaru.'t in Our World, the hrst live gluha.l satellite TV show ever. The
l'liglta] Earth project reinforces what I call the “as the earth spins” discourse of early
live glnhal TV, which suggests that just as the world rotates on its axis, the Western
spectator could be anywhere and everywhere upon it."” The call for a Digital
Earth also incorporates recent eftorts by m:'ham]ﬂgis.ts 0 use remote sensing satel-
lites and GPS receivers to unpack l:nr..t‘s of the earth and pinpoint the bedrock of
Western civilization. rln.a.lh the flrr.:ln fora I'}hgltal Earth resonates with the work
of astronomers who have us-:-d Hubble Space Telescope imagery as “cosmic sono-
gramﬁ' to construct the r:.a.r]_'!.r carth's stages of rlm'u]uprm:nt- What the Digital Earth
adds to these other satellite televisualities is an interface that would provide regular
public access to satellite images as well as other torms of digital media. But instead
of designing user interfaces that might serve broad public interests by extending
visual literacy, encouraging intercultural dialogues, or spurring political debate, the
vigital Earth has thus far been guided most forcefully by US corporate and scien-
tiic intercsts which imagine the user as ha\'ing the world at his/her ﬁngcrtip.r.,
I argue that the project should be refashioned as an interdisciplinary ‘contact zone’
that will not only extend public access to satellite and computer technologies, but
hi.'.l]'r to crode the science S culture divide,

Palm planet

During the 1960s the "]::a]-:: blue dot’ p]'mtmi of the Earth mapp::d h}' Hpu“u astro-
nauts were thought of as rare treasures that dramatized the fragility and uniqueness
of the p]anttt. Since then thousands of carth observation satellites have been l:ll:l:l-].{]:r'l:'l:l
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in space, their automated gaze constantly photographing and scanning the carth as
they pass overhead, In part, it is the plethora of satellite data accumulated over the
past 'I:i'lil!'t_".' years that motivated Gore's pmpum] for the L'Iigil.nl Earth. As he :‘Il'll.:llll'l.li._
‘we have more (satellite) information than we know what do with.' Landsat, for
instance, is capable of taking photos of the complete earth every two weeks and has
been {|-:1-|nL this for twenty years, " The Digital Earth puts to use decades of satel-
lite images funded by taxpayer dollars ranging from the public Landsat images to
r:.'l_'::ml} declassibied Spy 'il'l'l.'l.gt‘.“. of the Corona Prf:njnrﬂ_”

In addition to satellite imagery, the lligjla[ Earth will include various forms of
visual, oral, and written culture, immersing the user quite Ii[cra_ll}- within an infor-
mation landscape. |}|:‘.'1'|:'|'.il|'li.l’!|!:§ a hyvpothetical user, Gore explains:

After Llur'll'lirng a head-mounted 1|ir-r:u]a:r, she sees Earth as it appears from
space. U.ﬂing a data glul-'l:, she #ooms in, using hight'r and hlghr'r levels
of resolution, to see continents, then H‘Ei.ﬂ'n'-i countries, cities, and
hinally individual houses, trees and other natural and man-made objects,
Having found an area of the planet she is interested in exploring, she
takes the equivalent of a ‘magic carpet ride’ thrnugl'l a 3-D visualization
of the terrain. . . . She is not limited to maoving l_hruugh space, but can
also travel through time. After taking a virtual field trip to Paris to visit
the Louvre, she moves backward in time to learn about French his.tm':.',
perusing digitized maps overlaid on the surface of the Digital Earth,
newsreel h:-r:tagr: oral history, newspapers and other primary sources.
The time-line, which stretc hes off in the distance, can be set for davs,

vears, centuries or even gctﬂnglr:al r:p-:u'h:-i. L

While Gore's portrait of the user e’nm'igatur is somewhat provocative in that it p]a{'r:.li
a glrl at a web interface im.]gil'u.‘d as a site of education {rather than commerce), his
description forecasts the kind of world this project is |i|-'.:'|}' to construct — one of
Eurocentrism, cultural elitism, and sanitized hiutnr:.'. The girl navigator is invoked
simulum‘uu.ﬂl}' in a liberal feminist gesture of ‘q::.]ua.l access to the project inter-
tace, and as sign of paternalist protectionism with respect to what she is allowed 1o
see and where she is allowed to go. What is not antiripamd is that the girl spec-
tator/ navigator I'l'lighl stumble in the Digital Earth upon historical trauma — such as
the conflicts of the French Revolution or the stolen artifacts of colonized territories
kept as treasures in the Louvre, or that she might take a ‘magic carpet ride’ through
war-torn regions like the Balkans or Central Africa. Gore imagines a neat and clean,
antiseptic p|:1m‘l t|is-:|'rl.]j.'m| thh:ugh high-h'r.'h, higl'l-:ipw:c] interfaces where signs of
struggle are submerged or kept out of view.

This publicity for the 1'Jigil;,1| Earth resonates with glossy advertisements for com-
puter rwhnfﬂngiw: and networks that address consumers as world tourists, Ads from
companies such as MCI, Microsolt, AT&T, Compag and IBM prf:nmulg.]tr naive fan
tasies of a "global 1.':i||.igc~,' promoting visions of L‘}'herﬂp:wr that magically elide racial
and ethnic differences as well as history. Lisa Nakamura suggests that Microsoft's
"Where Do You Want to Go Today?" ad campaign 'p1':}ml~=u-' the consumer a “world
without limits™ where he can possess an idealized mobility.” She continues, *Ethnicity
in the world of Internet advertising is visually “cleansed” ‘of divinive , problematic and
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tragic connotations.” " Since these ads are often read alongside news coverage of war
and bloodshed in the former Yugoslavia, Central Africa, or Iraq, they function “as
corrective texts for readers, . . . [for they] put the world right; their claims for bet-
ter living {and better boundaries) through technology are graphically acted out in
idealized images of Others who mimu]uusly 5]:H:a.k like “us™ but still look like
“them.”""*

Since the Digital Earth is a federally funded public initiative, it ostensibly should
serve the public interest, but so far it has been shaped most forcefully by corporate
visions. Very few public interest groups or activist social organizations have actually
been involved in the Digital Earth project, which is a point to which [ shall return
later., P'l.'.rhaps this is not !iuq'rrLr.irLg, thnugh, since Al Gore has been the ofhicial gury
of on-line commercialism all along, hrst offering the metaphor of an ‘Information
Superhighway™ to augur ﬁ'u::-l‘]uwing c-commerce, and then PUHI'J.‘iIIE ‘the l]igl't.al
Earth' to further elaborate what media critic Dan Schiller has called ‘digital capital-
ism.” Digital capitalism emerges with the neoliberal deregulation of new media
l::i_'hnulugius dun':ng the 1990s, which made the high-h:d‘l sector ‘free to |:ﬂ1}'5'|::al|:,'
transcend territorial boundaries and, more important, to take economic advantage
of the sudden absence of geopaolitical constraints on its rlr.-v-c'lﬂpment."“ The goal,
Schiller uxp]ains, is 1o -r]::n:]ﬂp an uL‘unum}'-wid:: network that is “the central pro-
duction and control apparatus of an increasingly supranational market system."'” Gore
admits that the project is designed to stimulate a new phase of the information econ-
omy through partnerships of government and commerce. In classic neoliberalist
rhetoric he proclaims, “Working together, we can help solve many of the most press-
ing problems facing our society, inspire our children to learn more about the world
around them, and accelerate the growth of a multi-billion dollar industry. "'

This collusion of corporate and governmental agencies in the formation of the
internet and the Digital Earth is not just economic and organizational, however.
It is encoded in the visual discourses of project prototypes and publicity as well. To
reinforce this ]:mint and to prm'ir]l:' a more concrete sense of how the Digita] Earth
is currently taking shape, 1 want briefly to discuss two prototype interfaces, one
sponsored by NASA and one by SRI International, which have been made available
on the project website. The Digital Earth Work Bench, developed at NASA's
Goddard Space Center, is an interactive intertace that allows users to retrieve, view
and compare varth-related information. Using the Work Bench the user (whether
a gradr school student or a gmph}tqic:ist} can navigate the glnhl: and view satellite
imagery and topography of any location on the Earth. According to the prototype’s
website, “Using intuitive hand movements, Digital Earth explorers can literally grab
the computer-generated Earth with their hands - lik