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Abstract

The questions that this project poses are centred on an examination of
photography’s relationship to modernist architectural space. Polarising the
melancholic and the utopian, the definition of photography is extended to
include its manifestation across a number of diverse sites and processes. What
is the connection between the processes and technology of photography and its
representation of modernist space? How can these relationships inform and

articulate a photographic practice?

This thesis comprises five key areas of investigation, with each theoretical
chapter being followed by a complementary sequence of photographic images.
The first section considers the process of ‘fragmentation’ in relation to a body
of photographs which I have termed ‘fragments’. These images reveal the
aspirational or utopian content of modernist architecture as a condition of loss
or melancholy. The second section develops the notion of the ‘fragment’ in
relation to ‘allegory’, which I argue, opens photography to metaphoric
interpretation thus taking on the duality of meaning. The third section uses
W.G.Sebald’s novel Austerlitz and Kracauer’s work on history, to locate this
duality within Husserl’s Lebenswelt. The fourth section shifts the emphasis of
inquiry towards an examination of how the utopian emerges within specific
aspects of the photo-reprographic process, such as the error of misregistration in
colour printing. This forms the basis for a development of the practice into the
field of the photographic representation of colour. The fifth section looks at
how colour has been added to the monochromatic image in a series of postcards
of modernist architecture from the 1930’s thus suggesting a site of utopian
investment. With reference to Kristeva and Benjamin I develop the notion of

colour as an excess of meaning indicative of utopian aspiration.

The conclusion of the project is firmly located in the practice outcome and a
body of work, which I have termed ‘constructed images’. Representing a
convergence of the five themes, these reveal the ability of photography to
uniquely articulate the utopian-melancholy polarity, a transformative process,

intervening into architectural space to indicate new ways of thinking about it.
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Prologue: On Methodology.

My intention in this project is to not to simply provide a context for my
practice but rather to establish a process of inquiry as an integrated relationship
between practice and theory. I therefore hope that the following work will be
seen as developing a particular model for practice-based PhD research. The
evolution of this work has followed a consistent pattern in which the analysis
and theoretical examination of the practice has led to a consequent regeneration
of the process through particular issues and ideas coming to the surface as key

forms for development.

The progression of this project has therefore been allowed to pursue a number
of avenues that have opened up as a result of this process, leading to a practice
outcome that was not anticipated at the beginning. By looking at how objects
or images are themselves generated within a set of unstable relationships of
which the written is only one, it is possible to explore new areas of significance
that might remain foreclosed within a purely academic discourse. For example
some of the historical photographic images that I consider and the structures of
representation that they serve to configure, when deconstructed both
theoretically and materially, have suggested new possibilities for practice as
well as for the reading of the photographic medium in relation to wider cultural

frameworks.

I have structured my thesis to reflect the development of my working process:
each of the five main chapters begins by addressing what I feel to be the key
theoretical issues pertaining to a thematic aspect of my practice. Each chapter
will then follow the progression from theory towards its assimilation into
developments within my practice. The first chapter, which looks at the notion
of the fragment as a key trope of modernity, is formulated as response to the
existing archive of photographs that I had made documenting modernist
architectural space, and which served to instigate the trajectory of this project.
At the end of this and each subsequent chapter is a folio section reflecting this




theme. All other illustrations will be embedded in the text. My intention with
the folio sections is that they can be read in relation to each other as a visual
document in their own terms. Each of these sections will show my own work
except for that which follows the chapter on history and memory which will
indicate the range of historical material that has informed my thinking and

working process.

It should be possible therefore to follow the trajectory of the research project
through the developing dialogue between theory and practice, as a set of
developing ideas which converge in the production of the final body of work

which I have termed, constructed images.



Nigel Green, Fragment photographs — Rouen.



Introduction.

We can speak of two directions in this work: one which goes from the
past into the present and shows the arcades, and all the rest, as
precursors, and one which goes from the present into the past so as to
have the revolutionary potential of these ‘precursors’ explode in the

present.

Walter Benjamin'

This project has evolved as a process of reflection upon the phenomenal
actuality of the inherited environment as manifest in the legacy of modernist
architectural space, its photographic representation and related artefacts. My
interest in this subject has been motivated and sustained by an ongoing
photographic practice that engages with this legacy and which has generated a
substantial archive of images. My primary concern is therefore to establish a
discourse between photographic practice and a diverse body of theory as a
means to expand the operative potential and conceptual framework of both
fields.

It is my proposition that photography functions as a privileged site through
which to examine the afterlife of modemnist architectural space and by
corollary, notions of history, cultural memory and loss as well as the
ideological concerns that constitute the aspirations upon which it was founded.
The process of looking at the photographic representation of modernist space
consequently leads to a fundamental rethinking of how the photograph

operates.

'Quoted in Gilloch, Graeme, Walter Benjamin: Critical Constellations, Polity Press, 2002, p.
122. Extract from Benjamin, Walter, 056, The Arcades Project, Harvard University Press, 1999,
p. 862.



I use the terms modernist space, architectural space and modernist architectural
space to define a particular set of ideas. Modernist space refers to the
reconfiguration of space by the impact of modernity and modernist art practices,
which can be seen as a significant break with the past and tradition.
Characterised by fragmentation and revaluation, time and space are subject to

new forms of conceptualisation to which photography is intricately bound.

Architectural space simply refers to the spaces determined by the architectural
object both as a physical presence that is experienced as an environment and as
a form that is represented photographically. In this sense the photograph
determines the reading of architectural space as much as the object itself.
Throughout my thesis this relationship will act to locate a discourse between

object and image, origin and afterlife.

Consequently modernist architectural space represents the specific expression
of modernist thinking that redefines the experience of the architectural object

and environment according to new ideological principles of organisation. My
use of this term is intended to include the ‘new’ architecture of the 1920’s and

30’s along with its later post-war variants.

These reflections are ultimately driven by the desire to make sense of the
constantly shifting ground that defines our relationship to the made
environment, and its complex archaeology of layers and constructs that are
inevitably interwoven with individual experience and memory. The
photographic practice, which forms the basis of this project, encounters this
space by establishing a series of key themes. These serve to identify specific
areas of theoretical debate that emerge from the interconnection of photography
and modernist space.

The photography of modernist space is in some sense at variance from other
forms of photographic document in that it is complicated by the aspirational
nature of the subject. Most photography is recuperative; it serves to sever the
present from the flow of events that would otherwise overlay upon it. The

photography of modernist space however records a present that intrinsically



acts as an indication of the future. Like the photograph itself, modernist
architecture constitutes a severance from the past. Whereas the photograph
projects the past to the present, the photography of modernist architecture
projects a reconfigured past via its manifestation in the present, as the new,

onto the future.

The photograph constitutes the site of convergence for these factors by fixing
them in a single image. Once adrift from the discourse from which it
originated through the palimpsest of time, the artefact, which emerges, defines
a unique cultural space. We literally see an image of the future from the past.
It is this complication of the photographs relationship to the past, present and
future as made evident in images of aspirational space that underpins this

project.

It is important however that the ideas which follow are not limited to a purely
theoretical discourse but serve to reflect upon our relationship to the world we
inhabit and the operations that are possible within it. It is easy to identify how
the processes of modernity have fractured the space we occupy and how this
might be set in opposition to a unified condition of being such as that
represented by Heidegger’s notion of dwelling. The question that arises is,
how does the past interact with the present and what does the recuperation of

the past come to represent without the lineage of ‘tradition’” to organise it?

The sites I wish to identify within the legacy of modernist space are the
overlooked and quiescent spaces which are seemingly adrift from the
contemporary flow of change and development, spaces that serve to act as
memory traces to the past. These configure the past in such a way that is,
arguably, incommensurate with the present, and include ephemera such as
book reproductions, postcards, photographs as well as architecture itself. This
non —concurrence is a separation or disjunction that some objects and spaces

have in relation to any current discourse. It is a condition whereby something

? [ use tradition in the sense that Walter Benjamin’s uses the term Erfahrung to suggest a
gradual accumulative and shared formation of experience. See pages 18-19 of this text.



exists in both the past and the present at the same time. This condition of past-

ness becomes the overriding and defining factor of otherness.

When I first began to outline this project it became evident that my concerns
were oriented around two distinct trajectories that served to frame a polarised
conception of modernist space: the melancholic and the utopian. Although
these continue to underpin the conception of this project, my use of these terms
is not to establish and maintain a binary opposition but to figure the two
characteristics that define the parameters of this discourse. The melancholic
and the utopian can be seen as different and separate strategies of responding
to the challenges of modernity as is represented by the contrasting practices of
the photographer Eugene Atget and the architect Le Corbusier. Ultimately
however my interest lies in how these two concepts overlap and function
within the other to establish a dialectical process that determines an
intermediary space such as is emblematically expressed in the motif of the

ruin.

In proposing a polarization of the melancholic and the utopian, my central
concern is to look at the role of the photographic image and process within this
opposition. The documentary photography of Eugene Atget and the
architectural practice of Le Corbusier serve to highlight these conflicting
trajectories. At the root of this duality is the photograph’s ability to construct a
representation of reality, while at the same time being an indexical trace, a
mechanical recording of it. The former reflects photography’s ability to select,
isolate and determine a particular reading of the represented object, something
that is taken to another level by post-production techniques of visual editing.
The latter however accounts for photography’s optical unconscious, which
manifests itself in the ability to indiscriminately record the smallest detail of a

given reality.

The role assigned to Atget in photographic history has been largely established
retrospectively and institutionally as a convenient bridge between the 19™ and

20™ centuries; a view expressed by Abigail Solomon-Godeau when she wrote:



‘if Eugene Atget had not existed, he would he have to be invented.”® The
collection of around 7000 photographs that he had made at the time of his
death nonetheless provide a unique documentation of an environment of which
he had an intimate knowledge, and perhaps more significantly, which serve to
pose a series of questions around the nature of the photographic document

itself. As Molly Nesbit has written in response to this:

Here the photograph becomes more than a mirror of nature: it
participates in the higher orders of communication. Very simply, the
photograph enters language. The document became such an important
kind of picture because it set up new, modern models for the

relationship between pictorial form and knowledge.*

This statement establishes a key function of the photographic document, which
we will return to later; the important link here however is the point that Nesbit
continues to develop which is that the document is simply the starting point for
the production of further knowledge. Atget’s photographs were intended for
use by artists, artisans, and historians. Their meaning was established
dialectically by the viewer ‘extracting a certain kind of technical information
from the picture and by the picture’s ability to display just that technical sign.”’

In the context that Atget’s work is now situated, as the historically significant
photographic object, the document becomes unhinged from this reciprocal
process of signification and use value. The qualities that emerge as a result are
comparable to the ones that the Surrealists identified as revealing a
transformation of the ordinary into the extraordinary. As Nesbit also points

3 Solomon-Godeau, Abigail, Photography at the Dock: Essays on Photographic History,
Institutions and Practices (Media & Society series), Minneapolis, University of Minnesota
Press, 1991, p. 29.

* Nesbit, Molly, ‘Photography and History: Eugene Atget’, in Frizot, Michel. (ed.) The New
History of Photography, Konemann, 1998, pp. 402-403.

* Ibid., p. 403.



Fig 1 Eugene Atget, 63, quai de la Tournelle, “Au tambour”, 1908.

out with respect to a photograph titled, Windmill in the Somme Department.®
circa 1890, that, ‘it was a wilfully incomplete composition that demanded a
more complete realisation.”” This image was used as a reference source for a
painting by Edouard Detaille titled, Reporting to Headquarters® Thus Atget’s
photographs provided specific detailed information or ‘technical signs’ for

those who could recognise and use them.

f Ibid., illustration, p. 405.
" Ibid., p. 406.
¥ Ibid., illustration, p. 405



Fig 3 Edouard Detaille, Reporting to Headquarters, 1903.

The sense of an ‘incomplete composition’ suggests not only that the image was
intended to show specific information but also that its formal qualities were
subject to this agenda and characterised as being unresolved, indeterminate
and open, revealing a type of space that the Surrealists termed terrain vague.’
In this context the ‘complete realisation’ of the image lies less in it’s
intermediary status as raw information that can be used in another form, but
perhaps should be seen as a site in which the viewer may invest their own
desires. The shift in status from utility object to art object is paralleled by a

transition to a new kind of value, which is uitimately underpinned by the loss

® For further examination of the relationship between Atget and the Surrealist movement see,
Walker, Ian, City Gorged with Dreams: Surrealism and Documentary Photography in Interwar
Paris, Manchester University Press, 2002.



of original meaning. Nonetheless Atget’s photographs function as a kind of
factual detritus, which reveals a world that has seemingly disappeared.

In 1898 Atget began to programmatically photograph ‘Old Paris’'’, the parts of
the city that dated before 1789 and were as yet untouched by the rebuilding
program started by Haussmann in 1853. This concurred with the establishing
of the Commission du Vieux Paris, to coordinate the research and
documentation of the old city. Atget subsequently sold his photographs to

various institutions such as the Bibliotheque Nationale."'

With this concern to document and create an archive of old Paris in its then
present condition, his focus was not on changing the world but on recording
the way it was. His prime objective concerns an engagement with place as
opposed to a re-definition of space. This division of place and space is central
to the melancholic- utopian polarity. Atget’s representation of place
acknowledges the viscera and disorder of life, which manifests itself in the
layers and traces of human presence within the images. Anthony Vidler writes

of Atget’s photographs that, if:

one might detect a certain melancholy, this was because the
photographic medium, intersecting with the street as subject, fostered a
kind of self-estrangement allowing for a closer identification with the

objects observed.'?

What comes to us from the viewing of Atget’s photographs is a direct
connection to another world, one that remains intact. Significantly this is the
result of the initial ‘estrangement’ produced by the ‘photographic medium’. In
a sense the primary incision into the subject that constitutes the photographic
act brings us closer to it by fixing ‘objects’ in its mechanical gaze. The fixed

optical viewpoint of the camera lens in contradistinction to the wandering

' Krase, Andreas, ‘Archive of Visions, Inventory of Things: Eugene Atget’s Paris’ in Adam,
Hans Christian, (ed.) Eugene Atget’s Paris, Taschen, 2001, p. 26.

" Ibid., p.26. The historical details in this paragraph are taken from Krase’s text.

2 Vidler, Anthony, Warped Space: Art, Architecture, and Anxiety in Modern Culture, MIT
Press, 2001, p. 113.



Fig 5 Eugene Atget, 90, rue Qumcamp01x



perception of the human eye establishes the photographic medium’s ability to
represent otherness in the world around us. It is paradoxical that the
photograph in allowing us a closer ‘identification’ with ‘objects’ also becomes
the source of our increasing sense of distance and separation from them
through time itself. It is this sense of loss revealed by time that is the

photograph’s source of melancholy. The photographs that Atget took reveal

Fig 6 Eugene Atget, Rag Picker’s House, 1912.

the past manifesting itself in the present. Taken with the knowledge that what
he recorded might soon be lost, his photographs show a world in the process of
disappearing. Atget’s photographs record, and indeed are a product of, what

13

Barthes termed the ‘artisanal era’ or ‘vegetal age’” prior to its subsequent

replacement by the machine age of modemity.

'* Barthes, Roland, ‘The Plates of the Encyclopedia’ in Barthes: Selected Writings, Fontana
Press, January, 1989, p. 220.

10



Eugene Atget died on the 4™ of August 1927, four years after the publication
of Le Corbusier’s, Vers une Architecture (Towards a New Architecture) and in
the same year that the Villa Stein was completed in the Paris suburb of
Garches. Also in this year the Weissenhof exhibition took place in Stuttgart as
a showcase of modernist architecture under the direction of Mies van der

Rohe, which also included a contribution by Le Corbusier.

Fig 7 Le Corbusier, Villa at Garches, 1927.

The driving aspiration of Le Corbusier’s work, and that which had the greatest
impact on architectural and urban planning and consequentially 20" century
society, was essentially utopian. It proposed a replacement of the existing
built environment with one based on a radical ‘new’ vision of the future.
Indeed the streets that Atget documented represented an anathema for Le
Corbusier who went so far as to state: ‘We must kill the street.”'* Responding
to the technological and industrial developments that were already impacting
upon the social order, Le Corbusier in his seminal book, 7owards a New
Architecture, identified both a need and a model for the way architecture could
revolutionize the way we live. The central factor of change was space itself,

which had the potential to re-shape both the material form of the urban fabric

" Quoted in, Berman, Marshall, A/l That is Solid Melts Into Air: The Experience of Modernity,
London, Penguin Books, 1988, p. 168.

11



but also to completely re-modify the way both the individual and collective

should evolve and interact with it.

Fig 8 Le Corbusier, Weissenhof, Stuttgart, 1927.

One only has to consider Le Corbusier’s, the Plan Voisin'®, a scheme for the
centre of Paris, that was exhibited in the Pavilion de L 'Esprit Nouveau'® in
1925, which would have required the levelling of a district to the north-east of
the Louvre to see that the new was to uncompromisingly replace the old. The
future was dependant on the decontamination of the past, a sanitised tabula rasa
that could not be further from the organic and corrupted spaces that Atget

documented. In the concluding paragraph of Towards a New Architecture, Le

Corbusier writes:

15 See Blake, Peter, Le Corbusier: Architecture and Form, Pelican Books, 1963, pp. 50-53.
' The Pavilion de L Esprit Nouveau was designed and built for the International Exhibition of
Decorative Arts that took place in Paris in 1925. See Blake pp. 50-53.

12



There reigns a great disagreement between the modern state of mind,
which is an admonition to us, and the stifling accumulation of age-long
detritus.

The problem is one of adaptation, in which the realities of our life are in
question.

Society is filled with a violent desire for something which it may obtain
or may not. Everything lies in that: everything depends on the effort
made and the attention paid to these alarming symptoms.

Architecture or revolution.

Revolution can be avoided. '

R

A i e

=

g’!r'.:d.

Fig 9 Le Corbusier, Pavilion De L’Esprit Nouveau, 1925.

My intention is not to write specifically about the work of Eugene Atget and Le
Corbusier but rather to indicate how they served to configure a particular frame
of thinking that initiated and underpinned the evolution of this project.
Wherever one chooses to look, the conflict between the inherited environment
and the forces of change are ubiquitously evident. I will return to Le
Corbusier’s use of photography in relation to the utopian aspiration of
modernist architectural practice later, the melancholic trajectory will no longer
be tracked through Atget, but with reference to other examples of its cultural

emergence.

17 Le Corbusier, Towards a New Architecture, The Architectural Press, London, 1948, pp. 268-
269.

13



Fig 10 Le Corbusier, Plan Voisin, 1925.

The questions that this project poses are therefore centred on an examination of
photography’s relationship to modernist architectural space within the polarity
of the melancholic and the utopian, and where the definition of photography is
extended to include its manifestation across a number of diverse sites and
processes. What is the connection between the processes and technology of
photography and its representation of modernist space? How can these
relationships inform and articulate a photographic practice?

I have structured my thesis around five key themes which build to form the
overall framework of my argument and which are accompanied by sequential
responses and developments within my practice. The first chapter will consider
photography’s relationship to notions of the fragment as a central trope of
modernist practice. The information that the photograph conveys, I will argue,

is defined by its fragmentary status. It is this aspect that is central to the

evolution of my practice.
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The second chapter will consider the photograph and the fragment in relation to

allegory. My intention is to explore aspects of allegorical thinking and how this
might be embedded in the processes of photography itself. Allegory allows for
multiple streams of information and meaning to coexist simultaneously, hence

its interrogative potential and significance for practice innovation.

If the first two chapters consider photographic representation primarily as a
process, the third chapter will look at the photograph’s unique status in relation
to history and memory. Characterised by its contingency the photograph
eludes systematic thinking and hence configures the world in a way that is
congruent with it. Rather than occupying a fixed relationship to the past and
present the photograph will be considered as a site which complicates a stable
schema of temporality. As will have been indicated in the section on allegory
the photograph becomes capable of resituating the past into the future, an aspect

that will become central to the consideration of the historical modernist artefact.

The fourth chapter will look specifically at the melancholic — utopian polarity in
relation to the photographic representation of modernist architecture. The
emphasis of my argument will shift the reading of the utopian away from the
notion of a constructed ideological representation to something, which emerges
from the technological processes of representation itself. In this sense the
utopian can be seen as a bi-product of technologies that are characterised by
imperfection, a condition that finds affinity with melancholy.

One of the driving forces and hence central concerns in the technological
development of photographic and reprographic processes was the representation
of colour itself. For this reason colour takes central stage for the final chapter
which will consider its function in relation to a series of examples that serve to
illustrate a diversity of solutions to this problem. Seen in relation to the
photographic representation of modernist architectural space, colour becomes a

unique site of utopian investment.

It is the close consideration of the processes involved in the representation of

colour along with the practice developments that have evolved from each of the
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preceding areas of inquiry that coalesce into the final body of work which I

have termed constructed images.

Fig 11 Le Corbusier, Plan Voisin, 1925.
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The Fragment — Composing and Decomposing Modernity.

The notion of the fragment has become central to the critical debate
surrounding the historical conceptualisation of modernism and its practices.
The focus of this chapter is to examine how the fragment articulates and
configures a series of ideas that can be used to situate modernist architectural
space in relation to its photographic representation. In order to clarify the
different functions of the fragment it is necessary to define the three distinct
roles that the notion of the fragment performs in the context of my argument.
Although the fragment can be broken down into different categories to
demonstrate a specific context in which it functions, the direction of my
argument is based on the idea that these categories do not remain separate but

are intermeshed.

The first is the use of the fragment as a means to describe and reflect the
impact of modernisation, which in turn becomes replicated as a central trope of
modernist practice. The second aspect of the fragment to be considered is its
intrinsic connection to the medium of photography as a technical fulfilment
and reproduction of the processes of modernity. Lastly is the process of
fragmentation itself, which describes the transformative potential of the
fragment as a creative “force’. In the context of my project this aspect will be
read in relation to the development of my practice, which is also where my

conceptualisation of the fragment first arose.

In his essay, Modernist Space and the Fragment, Sanford Kwinter identifies
the passage from the nineteenth century to the beginning of the twentieth as a
point of transition between the culmination of modernity as a ‘transvaluation

of all values’ and its subsequent encoding in modernism as a process of
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fragmentation'. Fragmentation is not simply replicated in representation but
becomes the overwhelming experience of modernism, with the conception of
time and space being equally subject to a fundamental restructuring. I want to
look in some detail at the chapter in Kwinter’s essay titled, 7ime, Space, and
Force, as I feel his use of these terms can provide a pertinent structure both as
a means to examine the fragment in relationship to modernism but also as a
means to introduce some of the key ideas that I will develop later in my

argument.

Kwinter’s conceptualization of the fragment acknowledges its historical and
cultural placement in relation to a world that is no longer whole. The question
he asks is whether it is possible to restore to the fragment its positivity, ‘as a
specific characterisation of matter within a continuous, fluctuating, and time-
imbued multiplicity.” The categories of ‘“Time, Space, and Force,” represent
the identification of specific sites within historical modernist culture where a

‘specific approach to the fragment and multiplicity, appears to emerge.’

Kwinter argues that the ‘heterogeneous field of modernist culture’ could be
reduced to a threefold axis, ‘that of classical time, that of space, and that of
movement and complexity, or force.” It is the primary definitions that Kwinter
gives to these categories that will prove useful to the examination of the

fragment within the field of photographic representation. As Kwinter writes:

The “time’ axis, for example, would concern principally those aspects
of modernist culture in which the subject is endowed with a fully
transcendental radicality: meaning, origins, and tradition serve as the
primary elements within such a configuration, providing a ground for

interpretation and exegesis, which then become the principal heuristic

activities.

! Kwinter, Sanford, Architectures of Time: Toward a Theory of Event in Modernist Culture,
MIT, 2001, p. 35.

2 Ibid., p. 38.
3 Ibid., p. 38.
* Ibid., pp. 38-39.
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Phenomenology and psychoanalysis, along with ‘historicist/symbolist’ writing
such as Joyce, Eliot, Pound and surrealism are placed in this category’. The
subject becomes the site for a new configuration of the conditions of

knowledge, history and reality.

In contrast to an epistemology of tradition reorganised in the “fluid
consciousness’ of the subject, the ‘spatial” axis is oriented towards the object,
as expressed in ‘mathematical logic,” ‘ideality,” and in ‘modernist formalisms.’
De Stijl, constructivism and the modern movement all display a ‘tendency that
excludes both time and the subject from the field of work,” ‘a certain
transcendence of the object’ and a “positivistic transparency of knowledge and
perception.”® The temporality of the subject is replaced by ‘apodictic’ forms

that are directed towards the ‘transcendent-ideal.”’

The third axis of ‘movement or force’ ruptures this binary status and ‘implodes
the opposition of terms such as subject/object and space/time.” In
contradistinction to the classical relationship between time and space, ‘force’
or ‘complexity,” constitutes a ‘radical perspectivism.” The emphasis is that
this perspectivism is not ‘subject-based, but is rooted in a dynamic cosmology
based on multiplicity, chance, and hazard (the unforeseeable and unexpected)
and a universal immanent individuating principle that governs these.’
Nietzsche is posited as the exemplar of this kind of perspectivism. Kwinter
continues by stating that, ‘once an object or sign is embedded within the
streaming, chaotic, world of force, its so-called meaning must give way to pure
affectivity: the capacity to bear, transmit, or block and turn inward a unit of
Will to Power.’® This axis is characterised by ‘dynamic metastabilities’ or

‘meaning-events’ with ‘matter, form and subjects’ emerging as ‘produced
effect.’

From Nietzsche onward, what works of this nature have in common, far

more than just a critique of transcendence, is the elaboration of a

3 Ibid., p. 39.
¢ Ibid., p. 39.
7 Ibid., p. 40.
¥ Ibid., p. 40.
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concrete new field endowed with an “immanent transcendental” — that
is, “things,” phenomena, though sundered from the metaphysical
structure that grounds them in “meaning,” now finds their principle of

being nowhere else but within themselves. 4

Dalibor Vasely also asserts a similar position in his book Architecture in the
Age of Divided Representation, when he points out that although
fragmentation is ‘one of the main characteristics of our modern predicament,’
it should not be seen as, isolating, disintegrating and chaotic but rather as,
‘contributing to the formation of meaning and a sense of wholeness.’ 1% Citing
the examples of Synthetic Cubism and Surrealism, he makes the point with
specific reference to the art of collage, that under certain circumstances such a
work might be seen as, ‘arbitrary, chaotic and rather meaningless,” but will,
‘under different conditions of understanding .... represent a meaningful
configuration.”'’ Although fragmentation can be seen to play a fundamental
role in the creative process as a means through which new forms can emerge,
there is, as both Kwinter and Vasely acknowledge an accompanying sense of
loss in relation to a conceived condition of pre-existing wholeness. This is
perhaps best characterised as an increasing atomisation through specialisation,
driven by the evolution of new systems of knowledge and technological
development that ultimately impacts on every epistemological and ontological

foundation of existence.

[ feel that it is therefore necessary to look at this aspect of fragmentation, as
the increasing dominance of new technology becomes the primary interface
through which ideas about the world are both configured and expressed. In his
essay The Nature of the Modern Fragment and the Sense of Wholeness,

Vasely provides an account of what, as he makes clear, is only one of the

? Ibid., p. 40.

' Vesely, Dalibor, Architecture in the Age of Divided Representation: The Question of
Creativity in the Shadow of Production, MIT, 2004, p. 318.

"' bid., p. 318.

' Vesely, Dalibor, ‘The Nature of the Modern Fragment and The sense of Wholeness’ in
Bergdoll, Barry and Oechslin, Werner, (ed.) Fragments: Architecture and the Unfinished —
Essays Presented to Robin Middleton, London, Thames and Hudson, 2006.
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conditions that brought the modern fragment into existence. This centres on
the Baroque concept of the monad as ‘the overwhelming individualisation of
culture’.® The monad was ‘seen as a spiritual universe, an isolated and
perfectly self-sufficient world; each was a different expression of the same
universe’. The content of the monad was dictated by ‘internal reasons’, and
the law which governed the relationship between each monad was determined
by God, as existing in a ‘pre-established harmony’. '* A fundamental shift
occurs with the ‘loss of faith in the original meaning of pre-established
harmony’ with the result that only mathematical laws and ‘isolated
perceptions’'” remain; the coherence of an external universal order, which

holds things in place, falls away.

The result as we know too well is modern pluralism, the fragmentation
of scientific knowledge and human experience. The reality of the
modern world is divided into isolated areas of specialised knowledge
and the specialised production of fragmented realities. The process of
specialisation and fragmentation is not intentional. It is the inevitable
product of modern knowledge, based, paradoxically, on the ideal of
mathematical universality, which can only be achieved piecemeal. The
process of fragmentation is thus like an unwanted guest, a by-product of
an underlying tendency in the evolution of modernity. As such it must

be accepted as destiny.'®

Thus fragmentation is an intrinsic and inevitable process of modernisation,
which can be seen as the replacement of a harmonic unity with a new
condition of heterogeneity sustained by continued fracture and differentiation.
Perhaps the only connecting or homogenising factor linking divergent and
multiple, ‘fragmented realities’ is how they might be transformed and
registered in binary code. The continual process of fragmentation raises the
question; at what point does a radical shift in the relationship between the

fragment and its cohesive context occur? Such a transition point would

" Ibid., p. 44.
" Ibid., p. 44.
" Ibid., p. 44.
% Ibid., p. 44.
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constitute a devolution from the binary, part-whole correlation to a component
part-part relationship, that is isolated from the whole. The initial stages of
fragmentation that Vesely and, as we shall see, Linda Nochlin'’, identify as
unfolding in the eighteenth century are hinged on a specific connection of the
fragmented part to a conceivable or imaginable whole such as the grandeur of
the classical past or the function of ornament in the Baroque rocaille'®. As the
process of ‘fragmentation’ folds back upon the ‘fragmented” in an exponential
multiplicity, any possibility of reassembling the whole from constituent parts,
either schematically or imaginatively will only produce meaning within the
limited domain of an immediate complexity. The ‘production of fragmented

realities” implies a new totality of isolation.

Thus in Kwinter’s ‘time — space” categorisation we can see that the logical
divisibility of space is now governed by technologies defined by the binary
logic of digital models. Time, which is orientated towards subjective
reconfiguration, is in a sense, a new form of infinitesimal monad isolated in a
meaningless order, with meaning itself unable to extend beyond the immediate
complexity of manifold fragmentation. The impact of fragmentation on the
‘subject’ is addressed by Jonathan Crary in his book, Suspensions of
Perception, in which he uses the frame of attention to examine the
fundamental changes in perception brought about through the processes of
modernisation.'® In the introduction he states; ‘that our lives are so thoroughly
a patchwork of such disconnected sites is not a “natural’ condition but rather
the product of a dense and powerful remaking of human subjectivity in the
West over the last 150 years.”® Thus ‘spectacular culture’ is not founded on
enabling the subject to ‘see, but rather on strategies in which individuals are
isolated, separated, and inhabit time as disempowered.’21 Fragmentation as we

have already seen is central to the creative process; the cost of this however is

' See Nochlin, Linda, The Body in Pieces: The Fragment as a Metaphor of modernity, Thames
and Hudson, 1994.

'® See Vesely, Dalibor, The Nature of the Modern Fragment and The sense of Wholeness,
PP- 44-45.

Crary, Jonathan, Suspensions of Perception: Attention, Spectacle, and Modern Culture, MIT
Press, 2001.
» Ibid., p. 1.
2 Ibid., p. 3.
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an increased distance from unifying or cohesive factors that might previously

have underpinned it.

This lineage of programmatic fragmentation links directly back to the
dismemberment of social order enacted in the French Revolution, which as
Linda Nochlin rightly points out, in relation to Gericault’s imagery of

wounded men and severed limbs that they:

serve to remind us that there are times in the history of modern
representation when the dismembered human body exists for the viewer

not just as a metaphor but as an historical reality.”

From the historical emergence of the fragment in the eighteenth century to its
current manifestations in the ‘post-modern’ world we can see that
fragmentation functions across a diversity of sites both metaphorically and as

actuality.

The Fragment and Photography.

In looking at the link between modernist architectural space and its
photographic representation it is important to stress that the modernist space to
which I refer, is now part of an inherited or received space, the knowledge of
which, is derived from its artefacts. The formation of modernist space as
generated from within its own discourse, is a past event. We encounter the
legacy of modernist space in everyday life as fragments, divorced from the
signification of the discourse from which it evolved. The trajectory of
modernist architectural discourse was essentially utopian whereas the
remnants of its afterlife are defined by the melancholy of loss. The

photograph functions as a key site through which the different aspects of the

fragment reveal themselves.

22 Nochlin, op. cit., p. 16-18.
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Fig 12 Fuseli, The artist overwhelmed by the grandeur of antique ruins,
1778-79.

Firstly, I want to look at how the fragment is used by Linda Nochlin as a
means to establish the photographic fragment within modernist discourse and
as the site of a utopian-melancholy polarity. Although the fragment figures as
an essential condition and critical conceptualisation of modernity and
modernism, its quintessential emblem, the photograph, has remained at the
periphery of these debates. Photography evolved as a technological
development of modernity that reached a level of maturity as a modernist
practice. The fragmentation of experience that accompanied modernity is both
reflected in, and replicated by photography. Thus photography itself should be
viewed as a prime agent of fragmentation. In The Body in Pieces: The
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Fragment as Metaphor of Modernity, Linda Nochlin, referring to Fuseli’s
chalk and wash drawing, ‘The artist overwhelmed by the grandeur of antique

ruins, 1778-79,” (Fig 12) states:

And yet the loss of the whole is more than tragedy. Out of this loss is
constructed a distinctively modern view of antiquity as loss —a view, a

‘crop,” that will constitute the essence of representational modernism.”

Both Nochlin and Kwinter concur that the experience of modernity was
accompanied by a sense of loss with the fragment becoming the site of its
investment. I will return to the notion of loss and the fragment, but the key
point here is the link between the ‘crop’ and ‘representational modernism,’
which forms the basis of Nochlin’s argument. In her examination of Edouard
Manet’s, Masked Ball at the Opera, 1873, (Fig 13) she identifies the paintings
compositional complexity as highlighting the, ‘significations of the crop, the
cut, and the fragmented figure in relation to the representation of modernity
and the construction of modernism as a style.”>* The painting laying out these
conditions ‘in all their aspects.’** In considering the difference between the
cutting, or cropping of the ‘pictorial space’ and the ‘fragmented bodies’
created as a result, she offers three ‘opposing interpretations.’*® The first being
that of ‘total contingency,” in which the picture reflects the ‘meaningless flow
of modern reality itself,” thus also being devoid of a narrative structure. She
relates this to both the realism of nineteenth century literature and to the ‘new
medium’ of photography with its ability to indiscriminately record visual data,
the cropped figures at the edge of the painting exhibiting the same
serendipitous dissection as that created by the photographic frame. In her
second interpretation she takes the ‘total determination’ of the aesthetic to be a
product of the artist’s will. The cut or the crop becomes a strategy through
which the ‘device’ of the modernist work is made self-evident. Attention is

drawn to the ‘formal organisation of the picture surface’ as a ‘pictorial

 Nochlin, op. cit., p. 8.
*bid., p. 36.
 Ibid., p. 36.
% Ibid., p. 37.
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signifier’ and not a ‘simulacrum of reality.””’ Finally she contemplates the
possibility that the cropped borders designate a process of ‘image-making as
play.” The borders revealing an ‘oscillation between contingency and

determination.’

Fig 13 Manet, Masked Ball at the Opera, 1873.

The specific qualities that Nochlin identifies in Manet’s painting provide an
appropriate model to think about the process of fragmentation that is inherent
in photography. Although Nochlin views these as opposing interpretations I
would argue that they are not exclusive and do in fact combine to express a
logic of fragmentation, especially if the impact of photography’s ability to
reorganise space is foregrounded. In her later examination of cropping in the
paintings of Degas, it would appear almost self-evident that such images are
informed by photography, Degas was fascinated by photography and his use of
the medium is well documented.”® Nochlin’s argument that the fragmentation
of the body is the defining metaphor of modernity with the ‘crop’

27 1

Ibid., p. 37.
- Edgar Degas as Photographer, Feb 2 to March 28, 1999. J. Paul. Getty Museum. An
exhibition of forty photographs shown in the context of other work by Degas.
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underpinning ‘representational modernism,” can also be seen as a definition of
photography’s ability to cut up and fracture the world. Photography can also
be read in terms of contingency and determination; it both reflects and acts
upon the process of change and revaluation brought about by the impact of
modernity. As Peter Osborne observes in his essay, An Historical Index of

Images: The Aesthetic Signification of the Photograph;

The continuous or ‘all-over’ image imposed by the technical form of
the photographic process became a new socio-historically imposed
normative form of aesthetic totality to which all other forms—painterly,

musical, literary—were tendentially subject. =

Thus photography provides a model for the internal reconfiguration of other
fields of representation. This consequentially impacts on every aspect of socio-
cultural development and is therefore central to the processes of
modernisation. Jonathan Crary also affirms that modernist painting of the
1870’s and 1880’s was not the privileged site for the reconfiguration of the
observer and visual practices but rather that these ‘took shape in an already
reconfigured field of techniques and discourses about visuality and an

observing subject.”*

The photograph, the photographic representation of modernist space and the
practice that constitutes this project can also be read in relation to Kwinter’s
threefold axis. In the first axis of temporality the subject, according to
Kwinter, becomes the primary site for the reconfiguration of tradition and
history. In these terms the photograph configures history via the subjective
agency of the photographer, it is both contingent and psychic. Meaning, in
this context equally lies outside the image as something added to it through
‘interpretation and exegesis.” The photograph extends subjective agency; it is
not merely a reproduction of form as representation but an active

reconfiguration of form into the connotative realm of multiple meanings. Thus

% Osborne, Peter, ‘An Historical Index of Images: The Aesthetic Signification of the
Photograph,” essay for the exhibition Ruins in Reverse: Time and Progress in Contemporary

4 4 . by
3ort, at CEPA Qallery, Buffalo NY, 1998-99. Published online: www.cepagallery.com
Crary, op. cit., p. 6.
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the object as a locus of historical specificity is immediately placed into an

interpretative field that is both contingent and mutative. g

The photograph as a fragment of the world is merely a duplication of the
fragmented subject. Thus tradition and history, as they become reconfigured
by the “fluid consciousness’ of the subject reflect the rupturing and eroding

32 Tradition

forces of what might be more appropriately termed ‘modernismus
as manifest in history enters the photographic space as a fragment. In
Benjamin’s terminology, tradition becomes ‘Erfahrung,” a concept that
denotes life experience as an ‘accumulation of sensations, information and
events,” which ‘can be said to be collective and unconscious.’® This is in
contrast to Erlebnis, where sensations are not ‘integrated into life experience,’
but remain disconnected and atomised.’* For Benjamin this is reflected in the
destruction of the aura in the work of art by techniques of reproduction. ‘One
might generalise by saying: the technique of reproduction detaches the
reproduced object from the domain of tradition.”*> Benjamin worked through
these conflicting perceptions of experience in his work on Baudelaire, who
according to David Frisby was the first to formulate the essential condition of
modernity in his Painter of Modern Life as being, ‘the ephemeral, the fugitive,
the contingent, the half of art whose other half is the eternal and the
immutable.”*® For Kwinter, tradition in ‘modernist culture’ becomes the basis
for a subjective interpretation that generates the emergence of the new. In
contrast to Benjamin’s view, the erosion of tradition by the multiple sensations

of modernity is in this context, assigned a positive role.

The photograph configures history at the very point it becomes a severance

from it. The point that I am trying to make in relation to Kwinter’s ‘time’ axis

3! This is essentially a definition of photography and history as being subject to the same laws
g)zf contingency a.nd temporality as developed by Kracauer which will be introduced later.

I have used this term as it is employed by Eleanor Hight in Picturing Modernism as a means
to conflate modernity, modernisation and modernism. The fragmentation to which I am
referring here being common to each. See Hight, Eleanor M, Picturing Modernism: Mohly-
]s\sfagy and Photography in Weimar Germany, MIT Press, 1995, p. 3.
= gggnen,glgi]de, Architecture and Modernity: A Critique, MIT Press, 2000, p. 98.

id., p. 98.

% Ibid., p. 99.

% Frisby, David, Fragments of Modernity: Theories of Modernity in the Work of Simmel,
Kracauer and Benjamin, Polity Press, 1985, p. 16.
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is that history is configured by the agency of chance as mediated through the
subjective act of taking a photograph. The resulting artefact defines a
historical space by virtue of a rupture from the continuum of lived time.
Although this does not act as a substitute for the loss of tradition it is also
neither completely bound to the non-integratative aspects of sensation itself,
but functions under certain conditions, to form a bridge between the two; a
differential other that can emerge to connect the past to the present. Thus the
photograph is suspended in the increasing distance between the contingency of

its origin and its consequent afterlife.

In the second axis, Kwinter asserts that in modernism, spatiality orientates
itself toward the structural, formal and the ideal. As photography became the
primary means for the dissemination of modernist architecture during the 20°s
and 30’s it becomes evident that the spatial ideology of modernism is
reconfigured in the images potential to fix the ‘transcendent ideal.” As
Moholy-Nagy wrote in 1932:

Through photography, we can participate in new experiences of
space.... With their help, and that of the new school of architects, we
have an enlargement and sublimation of our appreciation of space, the

comprehension of a new spatial culture. 2

The photographic images of modernist architecture reflect the formal aesthetic
principles of “New Objectivity,” and serve to construct spaces that are
seemingly resistant to temporal, historical and subjective corruption. The
architectural object is forever fixed within the image frame of its own
ideological inception. (Its historical potential lies in exactly how it re-emerges
to the present.) The seriality and mass reproduction of the postcard image™,
which was one of the most common means of representing the new
architecture at this time also betrays an extension of the same systematic logic

that Kwinter associates with this axis. (See Figs 14 and 15)

%7 Hight, Eleanor M. Picturing Modernism: Mohly-Nagy and Photography in Weimar
Germany, MIT Press, 1995, p. 111.

** See Baumann, Kristen and Sachsse, Rolf, (ed.) Modern Greetings: Photographed
Architecture on Picture Postcards 1919-1939, Arnoldsche Art Publishers, 2004.
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I will look at the third axis of ‘force’ specifically in relation to my practice in

the section that follows.

Fig 15 Wermer Mantz, (photographer).
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The Fragment as Practice.

In 1996 1 became aware of certain chemical changes that took place in the
conventional, black and white photographic process during printing in the
darkroom. I exploited this phenomenon to develop an ongoing archive of
work documenting modernist architecture and space. Hence the central
concern of my project is to look at how the medium of photography
reconfigures architectural space as a representation; how the one becomes
translated into and read through the other. The process, which I will examine
at length later, essentially involves the extraction of specific details from the
frame of the negative which, after exposure, are subjected to an interrupted
and corrupted development. The dual fragmentation of process and image
composition along with their specific object quality, led me to think about the

final images in relation to notions of the fragment.

Fig 16 Nigel Green, Fragment Photograph — Kralupy, 1998.

A simple description of the photographs would draw attention to the fact that
each image is very small, only a few centimetres in dimension,*® and are
usually placed in relation to other images. This allows for pairs or small
groups of images to be sequenced into larger combinations thus allowing for
the presentation of the work as an archive. Owing to the variations intrinsic to

the process every image is unique even when the same image has been

39 ‘ » .
The size of the images is always smaller than the conventional 6” x 4” photographic format.
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replicated. Equally no two images are exactly the same size as the paper is cut
or torn by eye and in some cases the image might be further cropped once it is
fixed. Image dimensions are entirely dependant on the content. The other
factor that stands out in the immediate appearance of the images is their
surface tonality or irregularity along with subtle colouration, varying from a
leaden grey through sepia to pale red/orange, and in exceptional cases pale
blue. This is also accompanied by a variance in the register of the image in
relation to the overall surface tonality. In some instances the subject takes on a
heightened graphic quality while in others the subject is reduced to a liminal
presence and is only just visible. Often this is misread as a sign of aging
common to early photographs. The combination of size and surface quality
serve to emphasise the object nature of the photographs; this is often extended
by the subject matter itself, which is usually focussed and specific, eradicating
any unnecessary information. Further variation results where, in some cases,
the paper has been hand coated with silver emulsion. The density of the
emulsion and the texture of the paper add to the equation of possible
outcomes. Each of the works defining characteristics emphasises an affinity
with the notion of the fragment, which has led me to refer to this specific
archive of work as ‘fragment” photographs.

Fig 17 Nigel Green Fragment Photograph -- Barrandorf Restaurant, 1997.

Emerging from the material nature of the chemical photographic process, the
practice of corrupted operation serves to counter the paradigmatic black and

white photographic image by having the potential to undermine and
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interrogate this paradigm from within. My practice therefore represents an
attempt to look at the photograph in a radically different way, one which
serves to counter the ‘grand narrative’ of modernism and the ‘spectacular’ in
architectural photography. By fragmenting the different processes of
photographic image production, a play is established between composition and
decomposition, of realisation and failure. It is for this reason that this process
of working has congruency with the ideas configured within the melancholic —

utopian polarity.

Before looking at the ‘force’ axis I want to
summarise the significance of Kwinter’s
conceptualisation of time and space in
relation to the photographic image and the
fragment as the model for a practice.
Time and space are configured in the
photograph as mutually coexistent: they
replicate the classical binary schema.
Time accounts for the restructuring of
tradition and history through the subject.
The indexical nature of the photograph
determines a contingency that is
inseparable from its origin. Yet history’s
link to the subject implies a continual
process of revision, it is always a starting
point from which a new interpretation can

emerge.

Fig 18 N. Green, Fragment
Photograph— Expo 58, 1998.

In the photographic practice that underpins
this project the relationship between the
indexicality of the photographic negative and the produced positive image is
equally unstable. The operations that constitute my practice intrinsically deny
the epistemic certainty of a single and logical reversal from negative to
positive. Instead the negative becomes the site for continued interpretation

and hybridisation as is demonstrated by a series or versions of the image,
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which never come to rest in a single finality. As already stated, each image is
unique, differing in cropping, size, colouration and surface disturbance. There
can be no authoritative image as implied in the ontology of the photographic
paradigm. The index and the icon in Charles Sanders Pierce’s definition are
mutually constitutive of the photographic image. Yet in relation to the
intersection of Kwinter’s time and space it is perhaps possible to assign them
slightly different roles. The index is tied to a point of origin in a way that the
icon under certain conditions can break away from. If we think of the
index/icon relationship in the photographic terms of the negative and positive
image it is possible to argue that the negative has a specific temporal
relationship to the object that the icon, as the photographic image tied to the
material substrate of paper and chemistry does not. These can change in time
as new interpretations are generated thus representing a different configuration
of time and space. The index describes a unique and unalterable relationship to
a point of origin in the same way that the icon or legibility of the index has a
unique relationship to the present. The index constitutes an indelible trace to a
lost other whereas the materiality of the image/icon is purely that which
emerges to the present. (This is the origin of the allegorical and hieroglyphic
nature of the photograph as fragment.)

Origin Specific Present

T < Continual Present &

* N Distance b

Index Icon
Photographic Negative Photographic Positive

If we now think about the photograph in relation to Kwinter’s third axis of

“force,” ‘movement’ and ‘complexity,” we can see that it functions to
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‘implode,” destabilize and fragment the binary equilibrium of time and space
within the system of representation itself. Time and space are configured in
the photograph through the internal paradigmatic laws of the medium. These
operate over a series of logical and sequential sites, which calibrate exposure
with chemical sensitivity. In this context ‘force’ is analogous to the operations
I employ as darkroom practice, in that it functions to break the classical’
schema of photographic reproduction through the ‘complex’ agency of
‘chance and hazard.” These factors initiate an internal disfiguration of the
chemical photograph, which serves to open it to an inclusion of another kind
of actuality in the form of ‘produced effects.” The represented object
undergoes a further transfiguration by the fugitive materiality of a corrupted
and disordered process. The practices that I employ undermine the ‘ideality’
of the photographic paradigm,; it constitutes a fundamental intervention into
the ontological foundations of photographic representation. The represented
object is dematerialised by the internal auto-destructive potential, inherent in
the material processes that are constitutive of photographic representation

itself.

Although the practice I have developed involves aspects indicative of light
exposure during printing such as is evident in solarization and the Sabbatier
effect, these are only a part of the operations that I employ. Essentially no two
images are subject to exactly the same process of development with each one
being the result of numerous variations in the calibration of chemical
sensitivity, intensity of light source, duration and sequential interference.
Some images remain in a state of indefinite incubation before their final state
is established and fixed, while others remain partially fugitive and subject to

continued change and transformation.

The evolution of my project has led me to look at the digita! process in the
context of these ideas. The dialogue between the analogue model of the
darkroom practice and the potential for its reinterpretation across the different

sites of the digital process forms the basis of my practice development and

outcome.
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Fig 19 Nigel Green, Fragment Photographs — Versailles, 2004.
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In Architectures of Time, Kwinter’s central concern is with the nature of ‘time’
itself, and the changes it underwent in the twentieth-century from absolute and
mechanistic models to its re-conceptualisation in accordance with
thermodynamic and biological models. In the first essay, 7he Complex and
the Singular, Kwinter asks what would change in the arts and sciences if ‘time
were conceived of as something real.”*® In contrast to the rationalised,
systematic and abstract notion of time designed to measure and master an
otherwise ‘senseless procession of events,” stands ‘nature itself” as “wild,

indifferent, and accidental.”*!

Real time is more truly an engine, however, than a procession of images
— it is expressed only in the concrete, plastic medium of duration. Time
always expresses itself by producing, or more precisely, by drawing
matter into a process of becoming-ever-different, and to the product of
this becoming-ever-different — to this inbuilt wildness — we have given

the name novelz‘y.42

Civilisation and the social, religious, political and philosophical beliefs that
underpin it are directed towards the containment and ordering of the mutative
and chaotic. Novelty in the sense that Kwinter defines it is a ‘modality’ or

‘vehicle’ that facilitates the emergence of the ‘new’ in the world.*

What I am trying to do here is establish the notion that fluidity and
transformation which emerge within and are co-existent with ‘duration,’
function in the same way as the practices I employ in the darkroom as a
facilitator for the ‘new’. The transformative operations that constitute the
practice are primarily agents of decomposition and de-spatialization, (non
mechanistic time/duration), that work against the systematic paradigm of

photographic representation and its replication of classical order.

% Kwinter, op. cit., p. 4.
' Ibid., p. 4.

“ Ibid., p. 4-5.

* Ibid., p. 5.
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It is through the development of this argument that the problem of
novelty takes on its full importance. For the very same principle that
“corrupts,” transforms, and diminishes Forms, evolving them towards
disuse, decrepitude, and disappearance, also gives, produces, and
creates. No object in nature — be it organic, mineral, or entirely abstract
or immaterial such as an idea, a desire, or a function — escapes the
perpetual onslaught of differentiation according to which objects are
continually becoming different from themselves, undergoing

transformation.**

Kwinter identifies ‘novelty’ as a single “principle’ that is both corruptive and
regenerative, a process that is embedded in the transformation of materiality
and ideas. It would perhaps be useful at this point to imagine the “principle’ of
‘novelty’ not as it might emerge in either materiality or the realm of ideas but
how each unfolds within the other as an interwoven fabric. In this way the
categories of ‘Time, Space and Force’ rather than remaining distinct sites that
track fragmentation, should be viewed as a conglomerate entity sustained by
cross contamination. The practice should be seen as a complication of
photographic representation that stages an interaction between the visual
signifier of the image, with the social, cultural and historical references that
are encoded within it and the fluid materiality of the chemical medium itself.
The image is either formed by the medium or subsumed within it so that only a

trace of chemica! reaction remains.

In the broader sphere of photo-reprographics this becomes evident in the
technologies and techniques of reproduction as the imperfections of error and
misregistration. Thus there are varying degrees of interaction between the
‘photograph’ as referent and its materiality as an object. The transformation of
the ‘image’ referent by the emergence of the materiality of the medium does

not foreclose the potential of the idea content, but rather opens it up and

“ Ibid., pp. 7-8.
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extends it. It takes on new forms and conceptual frameworks by

accommodating the factors that threaten its destruction.

In Kwinter’s conceptualisation, the pivotal distinction is between the classical
model of the ‘possible’ and the ‘real,”* which is a process of realisation, and
the ‘virtual’ and the ‘actual” which is a process of actualization. The virtual in
contradistinction to the possible is ‘already fully real.” The established
paradigm of the photograph enacts the realisation of the possible, and so in this
sense replicates it. On the other hand, the operations determined in the field of

practice, constitute a site of transformation that actualises the new.

The so-called emergence and evolution of form will no longer follow
the classical, eidetic pathway determined by the possible and the real.
Rather, it will follow the dynamic and uncertain processes that
characterise the schema that links a virfual, component to an actual one.
What is important to understand here is that unlike the previous schema
where the ‘possible’ had no reality (before emerging), here the virtual,
though it may yet have no actuality, is nonetheless already fully real. It
exists, one might say, as a free difference or singularity, not yet
combined with other differences into a complex ensemble or salient
form. What this means is that the virtual does not have to be realised,
but only actualised (activated and integrated); its adventure involves a
developmental passage from one state to another. The virtual is
gathered, selected — let us say incarnated — it passes from one moment-
event (or complex) in order to emerge — differently, uniquely — within
another. Indeed the actual does not resemble the virtual, as something
performed or preexisting itself. The relation of the virtual to the actual
is therefore not one of resemblance but rather of difference, innovation,
or creation (every complex, or moment-event, is unique and new). Thus
the following should be clear: realisation (of a possible) and creation
(through actualisation-differentiation) are two intrinsically distinct and

irreducible processes. The first programmatically reproduces what was

* See Ibid., pp. 67 for a full account of this argument,
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already there, formed and given in advance, while the other invents
through a continuous, positive, and dynamic process of transmission,

differentiation, and evolution. -

If we look at fragmentation as an intrinsic condition of modernisation and
modernist practices from the perspective that Kwinter has defined as ‘novelty,’
we can see that it is aligned with creativity and the generation of the ‘new’.
Fragmentation does not simply represent the disintegration of wholeness but is
a positive force of transformation and evolution. This can be encoded in a

complex and innovative strategy of practice.

Fig 20 Nigel Green, Fragment Photograph — Versailles, 2004.

“ Ibid., p. 8-10.
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Folio A

Selection of Fragment Photographs 2001 — 2004.

The photographs in this folio section were taken at different sites in Germany,
Peru, England and France, and show different examples of modernist
architecture from the iconic to the provincial. Taken as one ongoing body of
work these images represent only a small selection from a much larger archive,
which is represented in different combinations according to context, such as
exhibition or publication. Each of the images is reproduced at actual size. The
originals are unique, one-off fibre based silver prints made using the black and

white chemical process as discussed in the text.
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Dessau - Kornhaus
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Dessau — Steel House
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Gloucester - Cattle Market
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Gloucester - Cattle Market
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Poissy - Villa Savoye
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The Allegorical Fragment

The idea is a monad — that means briefly: every idea contains the image
of the world. The purpose of the representation of the idea is nothing

less than the abbreviated outline of this image of the world. -

Having established the relationship of the fragment to modernism and
photography, I now want to continue by looking at the allegorical function of
the fragment and how this can determine a specific reading of photography.
My intention for doing this is to indicate how the operative functions of
allegory were carried through in my practice. Equally I want to establish the
metaphorical - allegorical nature of the fragment within the melancholic -
utopian polarity.

The baroque allegorical fragment is central to Walter Benjamin’s thesis on the
Trauerspiel in The Origin of German Tragic Drama, which also serves to
provide a theoretical reference for Craig Owens’ essay 7he allegorical
Impulse: Toward a Theory of Postmodernism. These two texts frame the
modernist fragment in so much as Benjamin defines its conception prior to
allegory becoming a redundant form in the modern period, whilst Owens
outlines its re-emergence as a tactic of postmodernist practice. Equally the
allegorical fragment provides another framework and commentary upon time
and chance, which as we have seen are central to the conceptualisation of
modernism. These find representation in the motif of the ruin and the

transitory and transformative aspects of nature as exemplified by the process

! Benjamin, Walter, The Origin of German Tragic Drama, Verso, 2003, from the Epistemo-
Critical Prologue, p. 48.
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of decay. As Benjamin notes, the allegorical spirit of the trauerspiel, “is

. s 2
conceived from the outset as a ruin, a fragment.’

Benjamin conceptualised the relationship between the fragment and the whole

as analogous to the individual tessera to the overall mosaic.

The relationship between the minute precision of the work and the
proportions of the sculptural or intellectual whole demonstrates that the
truth-content is only to be grasped through the immersion in the most

minute details of subject-matter. *

As Graeme Gilloch writes, ‘nothing is too arcane, nothing is too marginal, to
be ignored or excluded. Fragments which seem inconsequential may be the
most precious for the purpose of oblique represe:ntation.’4 It is the key
concepts of the mosaic-constellation and the idea of origin that shape

Benjamin’s notions on the relationship between the fragment and allegory.

The naturalism’ of Baroque allegory is perhaps best expressed in the form of
the vanitas, in which objects are arranged in a significant order so that, ‘the
beholder is enabled to pass from familiar visible things to the contemplation of

invisible ones.’ ¢

? Gilloch, op. cit., p. 83. Extract from Benjamin, Origin of German Tragic Drama, p. 218.
i Ibid., p. 68. Extract from Benjamin, Origin of German Tragic Drama, p. 29.

Ibid., p. 68.
’ The naturalism of representation employed to communicate this message is further
demonstrated by the flower paintings of Jan Brueghel the Elder or Van Beyeren, which simply
point to the transitory nature of life. The vanitas theme was particularly common in the period
following the Thirty Years’ War (1618-1648) when much of Europe was devastated and faced
economic ruin. The discrepancy between the ideological motivation for war and the reality of
the ambition to conquer had been exposed as fallacy. (See Schneider, Norbert, Still Life.
Taschen, 2003. Pages 79-80 & 82,85.) Benjamin made the distinction between allegorical poets
and allegorical eras and the commonality these periods have is the aftermath of conflict and it
was the effect of the Great War that led him to identify his own time as allegorical. It is of
course the aftermath of the Second World War that provides a similar context for W.G.Sebald’s
Austerlitz.

¢ Martin, John Rupert, Baroque, Penguin, 1991, p. 119.
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Fig 21 Antonio de Pereda, Allegory of Transience, c.1640.

The example of Antonio de Pereda’s Allegory of Transience, ¢.1640 (Fig 21)
illustrates this, by providing a specific commentary on the vanity and
temporality of earthly power with reference to the short-lived reign of Charles
V, King of Spain and Emperor of Germany. The skulls, hourglass and
extinguished candle, symbolize human existence and ambition as being
ephemeral and subject to decay. An inscription on the table beneath the skull

in the central foreground proclaims NIL OMNE, (Everything is nothing). As

Michael Camille writes;

In Benjamin’s analysis no one object has priority over another since
allegory petrifies all into rigidly readable signs. There is no hierarchy

of meaning, only the dialectical movement from materiality to meaning

in each case.’

7 Camille, Michael, ‘Walter Benjamin and Durer’s Melancholia I: The Dialectics of Allegory
and the Limits of Iconology’, /deas and Production, Issue 5, History of Art, 1986, p. 65.
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Thus in the allegorical image there is a constant relay between the materiality
of the represented object and a field of meaning that lies outside it. The
absence of a ‘hierarchy of meaning’ is also evident in the flattening of things
that occurs in the two dimensional space of the photograph. Across the
photographic plane no one thing has ‘priority over another’ as everything is
reduced to ‘rigidly readable signs.” In this sense the allegorical image is

hieroglyphic as it composes a rebus of concrete signs.

By conceiving of the photograph as a hieroglyph one can move beyond the
purely mimetic conception of the photographic image to its metaphoric
potential, a movement from the literal to the figural. Allegory allows for a
reading to develop beyond a specific path of signification through its ability to
layer or substitute multiple readings vertically, in the metaphoric axis.® It is
through the function of allegory that the historical image can be detached from

its original context in order to be reconfigured anew in the present.

It is significant however that the connection between materiality and meaning
is dependent upon historical context. Although the frame of meaning might
remain stable as is evident in the vanitas, the frame of understanding will
however be contingent on its conception in the present. Thus the relation
between object and meaning also defines the specific temporality that
configured it as an historical event. The re-conception of the historical
relationship in the present both serves to place an origin and extend the frame
of meaning to included the concerns of the present. The dialectical movement
that characterises the allegorical function connects not only materiality to
meaning, but also the past to the present. Therefore the historical material
artefact facilitates a transition of a time specific configuration of meaning to
the present. Meaning is always defined in the present. (In relation to the
melancholy — utopian polarity, the historical artefact can be seen as dormant

under the sign of melancholy but becomes active when reconsidered in the

® In Roman Jakobson’s schema allegory develops form the projection of the vertical axis of
metaphor onto the horizontal axis of metonymy. See Fineman, Joel, ‘The Structure of

Allegorical Desire’ in Michelson, Annette, (ed.) October: The First Decade 1976-1986, MIT
Press, 1987, p. 376.
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present, hence in the case of the modernist image, the potential exists for a
utopian revelation, a return of the pasts’ conception of the future. In
Benjamin’s terms this represents the notion of origin, which he suggests
should be the goal of critical study’.) In this sense Fineman’s argument in 7he
Structure of Allegorical Desire regarding the formation of language through
the palimpsest of erasure that occurs in the extension of basic sound forms is

also applicable. The present overlays its meaning on to that of the past.

Time is central to allegorical form. Susan Buck-Morss in her commentary on

Benjamin’s Trauerspiel writes:

In allegory, history appears as nature in decay or ruins and the temporal
mode is one of retrospective contemplation; but time enters the symbol
as an instantaneous present - ‘the mystical Nu’ - in which the empirical
and the transcendent appear momentarily fused within a fleeting,
natural form. Organic nature that is ‘fluid and changing’ is the stuff of
symbol, whereas in allegory, time finds expression in nature mortified,
not ‘in bud and bloom, but in the over ripeness and decay of her

creations. '°

She defines the ‘temporality of the symbol: fleeting eternity’ and the
‘temporality of allegory: eternal fleetingness.”'" Graeme Gilloch points out

that, “in the search for truth, both allegory and criticism are concerned with

* See Gilloch, op. cit., p. 73. Concerning Benjamin’s notion of origin Graeme Gilloch writes:
‘qu Benjamin, ‘origin’ refers to the moment when the constellation of phenomena comes into
being, when it is suddenly recognised as a constellation, when the idea is perceived by the critic.
This is_ﬁmdamental. Individual works which compose the idea are always in flux, always
becoming something other than what they were, through the corrosive, ruinous action of
criticism. Although individual works of art come into existence at a particular moment, their
meaning is not thereby fixed by the author, but instead is continuously reconstituted in their
afterlife. Origin as the recognition of the meaning of, and truth within, the phenomenon is not
so much an occurrence prior to the afterlife of the work of art as, paradoxically, its final
moment of mortification. Origin is a temporal disturbance, an ‘eddy in the stream of becoming’
as time is folded back upon itself. Thus, origin is a historical moment in which the idea is
represented and recognised and the phenomena which compose it are redeemed. Origin
becomes the goal of study, not its starting point.’

' Buck-Morss, Susan, The Dialectics of Seeing: Walter Benjamin and the Arcades Project,
MIT Press, 1989, p. 167-168.
"' Ibid., p. 167-168
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ruination of (beautiful) appearance and the illusion of totality which
characterise the work of art and in particular, the symbol.’ &

Benjamin questioned the prioritizing of the symbol over the allegorical. The
notion that the work of art was an ‘un-definable essence’ that was ‘dependant
on the transcendent instant,” was a legacy of Romantic aesthetics,"” and
countered by Benjamin with the idea that the work of art was not ‘beyond
words’ but that it could be ‘laboriously decoded in time ‘as a form of

"% In contrast to Panofsky’s iconological method of interpretation in

writing.
which there is a progression from the instance of the object to its “essence’ or
concept, Benjamin saw the image as ‘only a signature, a monogram of

essence.” Its material and historical nature should not be erased in the process

of understanding.

The concrete representation of the allegorical form is the Baroque emblem.
The origins of this lay in Renaissance attempts to decipher Egyptian
hieroglyphs in which it was thought God had communicated the meaning of
his creations to man. As the embodiment of ‘divine ideas’ there was ‘nothing
arbitrary in the connection between sign and referent.”'> The form of the
emblem normally comprises of the inscriptio or title, which acts as a naming,
The subsciptio is an explanatory text below, and in the middle is the unifying
pictura. Each contributes to the deciphering of the true meaning. The
allegorical emblem ‘can make even the most trivial object enter into an

> 16

incomparably rich set of connections.” " This connectivity across different

:: Gilloch, op. cit., p. 83.
Craig Qweqs points out it was the “critical suppression of allegory” by “romantic art theory
that was inherited uncritically by modernism.” Owens, Craig, ‘The Allegorical Impulse: Toward

a T.heory of Postmodernism’, in Beyond Recognition: Representation, Power and Culture,
University of California Press, 1992, p. 58.

' Camille, op. cit., p. 60.
' Buck-Morss, op. cit., p. 172.

' Camille, op. cit., p. 61.
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Vivitur ingenio.

EMBLEMA XXIZX

Regnacadunt , urbes peresnt, nec que fiit olim
Roma manet , preter nomen inane , nibi
Solatamen rerum , doclis quafitalibellss,

Effugiunt ftruétos Fama decufgue rogos.

6.2 “Vivitur Ingenio,” emblem by Florentius Schoonhovius, ca. 1618.

Rulers fall, cities perish, nothing of
What Rome once was remains.
The past is empty, nothing.

Only those things of learning and
Books that give fame and respect
Escape the funeral pyre created

By time and death

Fig 22 Emblem by Florentius Schoonhovius, ¢.1618.
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forms of representation, where further combinations construct new meanings,

is central to allegory.

The emblematist does not present the essence implicitly, ‘behind the
image’. He drags the essence of what is depicted out before the image,
in writing, as a caption, such as, in the emblem-books, forms an

intimate part of what is depicted."’

Inscriptio .......... Title
Pictura ............ Image ................ Typical emblem layout.
Subscriptio ... ..... Explanatory text

The emblem was most often published as a collection in a book, for instance
the Iconologia of Cesare Ripa 1593 or Quarles Emblems 1635." The moral,
philosophical and theological purpose of these works, which included subjects
both ‘sacred and profane, *’ was achieved through the act of contemplation.
The scale of the emblem is consistently small and intimate, suitably portable
for personal consultation. It presents us with a reflective space where the
visual and textual iconography initiates the process of reading and the
formulation of meaning. Text and image have parity in the process of reading
and each extends the significance of the other. As a meditative object the space

of the image enters the space of the viewer.

'7 Benjamin, op. cit., p. 185.
'® This represents the typical emblem layout but the text image format can differ.

19 s %
See also emblems by Alciato, Henry Hawkins, and Hans Holbein the Younger.
% Rupert Martin, op. cit., p. 121.




TETRASTICHON.

\®| A usmc lictt instantis timeam conamina Parce,

! Et breuis inccreas terminet hora dies.
Y| Qurd eum? quo nocearciners Fortuns /rfulro,
Nihil habet,d tumulo livor & omuis abit.

QVATRAIN.

Puis quela Loy de Naturg clt comune:
Et que mourir a tous il eft conclus:
& ray vn confort, ceft qug Enuig & For- (g
tune
Ne me pourrdt apres mort nuyre plus.

Quatrain.

Now I can rightly fear the attack of the threatening Parcae [Fates], and a swift
hour finishes my uncertain days. What then? Fortune has no way to harm ashes

once interred, and all envy departs from the grave.

Fig 23 Emblem by Guillaume La Perriere from his book Morosophie, 1553.




POESIS:
EX MAXIMO MINIMVM.

55

H e Sunt Relliquiz Sacrarifyin quo
Fertur vina Dei fuifSe imago.
Hzc eft sllins & domus ymna,
Inqua olim Ratiotenebat arcem.
At nunc boriibilis figura Movtss.
V entofum caput.hand habens cercbrnm.
D 4

EX MAXIMO MINIMUM: The Greatest Shall Be Smallest.

Gaze, Reader, on the modest remains of the temple that, they say, once held the
living image of God, and the ruins of the house where Reason once held sway.
But it is now a horrid shape of death, a windy headful without a brain in sight.

Fig 24 Emblem by Barthelemy Aneau from Picta Poesis 1552.



The Allegorical Function in Photographic Practice.

In his essay The Allegorical Impulse: Toward a Theory of Postmodernism,
Craig Owens underwrites his title with a quote from Walter Benjamin’s,
Theses on the Philosophy of History: ‘Every image of the past that is not
recognized by the present as one of its own concerns threatens to disappear
irretrievably.’>' Owens goes on to state that allegory has the ‘capacity to
rescue from historical oblivion that which threatens to disappear.” % Allegory
therefore performs the function of recuperating the past by re-presenting it to

the present in another form.

At this point I do not want to look at how these statements might be applied to
the subject of the photograph but rather at how it, along with Owens’ other
thoughts on allegory might be used as a means to interpret the processes that

serve to constitute the photographic image itself.

By placing the developmental process of photography within the time frame of
past and present we can identify the final image as the one, which becomes
fixed in the moment of ‘present concern’. The subject configured in the time
of photographic exposure is only rescued from the passing of time by its re-
presentation as a visual document. As Owens states, ‘as an allegorical art,
then, photography would represent our desire to fix the transitory, the
ephemeral, in a stable and stabilizing image.” Yet the process that defines the
photographic image®* also threatens its disappearance. The photographic
image represents the arrested point of development within a sequential

process. If development is unchecked and not fixed, then the image will de-

form into the seamless black of exposed silver emulsion. See Fig 25.

The process that underpins my photographic practice originates in the

corruption of this established chronology of development and extends the end

! Owens, op. cit., p. 52.

22 1bid., pp. 52-53.

> Ibid., p. 56.

* 1t is necessary to reiterate that the photographic process to which I refer throughout this
section is that of the traditional black and white, wet chemical process. Where I refer to digital
processes I will make this specifically clear.
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Fig 25 Nigel Green, Fragment Photograph — Deformed Image, 2005.

point of the image across the limits of its formation. The image therefore
emerges from the co-authorship of the process as a dialectic progression of
move and countermove. This successive interruption articulates the formation
of the image between the polarities of non-appearance and total obliteration.
The brief history that constitutes this process, the act of its making, brings
forth the appearance of an image only to subject it to potential loss. What does

this play of opposing conditions represent and how might this be allegorical?

At the extremities of the photographic process the image is not present; it
either exists as potential or in the dissolution of a chemical after-state. The
image can only exist in the degrees of space in between. This ‘gap between a
present and a past’ is where Owens places the functioning of the allegorical.

‘Since allegory is an attitude as well as a technique, a perception as well as a

66




procedure.’25 In this sense, process alone allegorizes the image by prescribing
the “direction its own commentary,” which according to Northrop Frye is an

internal structural element. *°

The process of fragmentation that determines my darkroom practice serves to
open up the space of photography; it differentiates itself from the photographic
sequence by its mutable and transformative potential, in which the logical
progression of the process is disrupted. If we consider the printing process as
one part of an equilibrium that is the photographic act; then it constitutes a
reversal of its first stage which is the moment of light capture, the release of
the shutter and the exposure of the film emulsion. (The light source being the
world — which is made visible to the eye and the camera by the presence of
light.) In the darkroom, light comes from the controlled source of the enlarger
and is projected through the trace of the negative onto light sensitive paper.
Emitted in short bursts it re-creates a counter version of the world captured. It
is at this point in the oscillation between light and dark that the syntagmatic
structure of the photographic process can be interrupted and transformed. By
prioritizing disjunction over the realization of the processes sequential logic

the resulting image/object becomes a fragment of the projected yet unrealized

whole.

Central to the structure of allegory is the notion that, ‘one text is read through
another.””’ The practices that I employ present a way of re-reading the
photographic process as well as providing commentary on the subject of the
image itself. (Thus when it comes to making photographs of modernist space
the processes I employ become instrumental in allegorizing the relationship of
the two spaces.) Through the re-articulation of the photographic process the
representation of modernist space is not just simply presented in the form of an
image, but is rather embedded in a process of commentary that is structurally

intrinsic to photographic imaging. Therefore the photograph serves to provide

25 Owens, op. cit., p. 53.
% Ibid., p.53.
7 Ibid., p. 54.
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a commentary on modernist space by engaging with the structure of the

photographic process itself.

Owens states that the allegorist ‘does not restore an original meaning that may
have been lost or obscured... .. Rather, he adds another meaning to the image.
If he adds, however, he does so only to replace: the allegorical meaning
supplants an antecedent one; it is a supplement.””® Owens is outlining the
significance of allegory as part of a critical post-modern discourse.
‘Appropriation, site specificity, impermanence, accumulation, discursivity,
hybridization —these diverse strategies characterize much of the art of the
present and distinguish it from its modernist predecessors.”*’ This project
represents a practice that engages with these concerns by attempting to
reconfigure the relationship between the historical object (the modernist
image/artifact), its representation and the function of the photographic medium

as a structural process.

Walter Benjamin saw the ruin as the quintessential allegorical emblem.
Allegory as Owens points out, ‘is consistently attracted to the fragmentary, the
imperfect, the incomplete — an affinity which finds its most comprehensive
expression in the ruin.”** As Gilloch states, ‘allegory is a mode of ruination for
the sake of truth.”'

The processes that I employ can be read as a ruination of the photographic
paradigm; they constitute an impairment of the projected photographic
structure. The notion of an intentional fragment or an artificial ruin is not only
encoded in the Trauerspiel but is also found in other forms of the Baroque
such as Piranesi’s capricci or the fictional ruins of the garden fubrigues.*> As
Vesely writes, “all works of art generated by the discovered power of nature in

the rocaille appear as unfinished, more like fragments or ruins.™

% Ibid., p. 54.
* Ibid., p. 58.
* Ibid., p. 55.
*! Gilloch, op. cit., p. 83.

2 Vesely, Architecture in the Age of Divided Representation, pp. 46-50.
* Ibid., p46.
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The fragmented photographic process does not represent the ruination of a
whole but the ruination of the possibility of becoming whole. This is founded
on a fundamental re-conception of meaning and its relocation in

incompleteness.

The intentionally unfinished character of the fragment marks the
distinction between the mimetic nature and completeness of the work of
art and the new sense of creativity based on the assumption that every
artist is representative of all humanity and that every work of art is a

representation of the universe in the process of becoming.**

For a photograph to exist, a formulaic procedure is initiated. The object of the
perfect photograph has become intrinsic to the historical development of
photography so that technical proficiency is placed above subjective qualities:
mimesis and analogy constitute the foundation of the photograph as a cultural
object. Identity is ascribed to the image through comparison to an external
referent; delineation and not obscurity are its purpose. So to ‘ruin’ this process
by interruption and corruption places the process not only within the lineage of
modernist experimentalism but also serves to define its allegorical potential.
Owens rightly points out that forms of modernist practice that use
fragmentation such as collage and photo-montage reveal that ‘modernism and

allegory are not antithetical’*’ per se, but that such a reading has been
theoretically repressed.

Another aspect of allegory that Owens identifies in modernist art practice are
‘strategies of accumulation,” such as is made evident in the work of Carl
Andre in which simple elements are repeated. The mathematical sequence

becomes the paradigm for the allegorical work in which ‘progression that can

z‘; Vesely, ‘The Nature of the Modern Fragment and The sense of Wholeness’, p. 46.
Owens, op. cit., p. 61.
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go on ad infinitum’ without any ‘inherent “organic” limit of magnitude.’36 In
the Origin of German Tragic Drama Walter Benjamin writes that in baroque
allegory it was common practice ‘to pile up fragments ceaselessly, without any
strict idea of a goal, and, in the unremitting expectation of a miracle, to take
the repetition of stereotypes for a process of intensification.”®” The images that
result from my darkroom practice can be seen as sequential fragments. Each
repetition of an image encounters the process differently with the result that no
two images are identical. By accumulating variants of a single image, reading
is determined by relational differences. Each successive addition to the ‘pile’
or archive extends and modifies the entity as a whole, it <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>