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sche Bildwelten, die sich iiber die Ernsthaftig-
keit vieler ihrer Akteur*innen und die tradierten
Erwartungshaltungen ihrer Betrachter*innen
amiisieren. Haufig weisen Lays skulpturale Bil-
der dabei stilistische Ahnlichkeit mit einer auf-
wendig inszenierten Produkt- oder Sachfotogra-
fie auf. Doch stets unterléuft der Kiinstler deren
Warenformigkeit durch die Dysfunktionalisie-
rung oder Autodestruktion seines Gegenstandes.
Etwa, wenn sich eine Siebtrigermaschine in der
mehrteiligen Serie mod. CLASSIC (2019) lang-
sam in ihrer Vitrine selbst mit Kaffee ertrinkt.
In ZIP TIE (s) (2017) wirft ein knallgelber, fiir
den Gebrauch viel zu kurzer Kabelbinder den
Schatten einer Gabel auf den kiihlblauen Un-
tergrund. Das kann als historische Referenz an
André Kertész’ beriihmte Fotografie Die Gabel,
Paris (1928) gelesen werden, muss es aber nicht.
Vielmehr erzeugen solch surrealistische Kom-
positionen eine visuelle Komik, die durch Mo-
mente der Irritation zur reflexiven Distanznahme
einlidt. Auf diese Weise formulieren Lays Foto-
grafien trotz ihrer Albernheit eine radikale Bild-
kritik, die die Absurditit fotografischer Indexi-
kalititsanspriiche mithilfe magischer Bildwelten
offenlegt.

Mira Anneli Naf ist Kunst- und Fotohistorikerin. Als
wissenschaftliche Mitarbeiterin arbeitet sie an der Uni-
versitiit Bremen (DE).

Europe: Ancient Future

HALLE FUR KUNST Steiermark, Graz,
23.4,—15.8.2021

by Max L. Feldman

“Modernism is our antiquity,” runs T. J. Clark’s
adage in Farewell to an Idea: Episodes from a
History of Modernism (p. 3). According to Fred-
ric Jameson in The Ancients and the Postmod-
erns, however, Alexander Kluge puts it slightly
differently —modernism is our classicism, he
said, apparently (p. 3). These claims are subtly
but significantly different. If modernism is our
antiquity, it is no longer ours; if it is our classi-
cism, it still provides what Wittgenstein called
the “depth grammar” for the visual and concep-
tual language of contemporary art. The shared
point is this: though it might only be a century or
so old, modernism is distant enough that its great
works seem like ruins to us, as mysterious and
uninhabited as any site of archaeological interest.

This explains part of the starting point for Eu-
rope: Ancient Future, but only part. It helps to
make sense of the ancient future dynamic more
than the Europe bit, unless this is taken to mean
that the concept of Europe needs to be decente-
red, made strange to itself, just as the possibi-
lities of modernism are no longer self-evident
to us.

This is clearest in three sets of works. There
are, firstly, those that directly refer to classical
art and architecture: James Welling’s four pho-
tographs of the Acropolis and Athenian Agora
and Shahryar Nashat’s blocks of gray and black
marble pedestals on pink palettes with wheels,
Mother on Wheels (Nero Marguina 1 + 2) (both
2016). Then there are those which deviate from
classical techniques while either showing us or
questioning the ideals of proportion and har-
mony: Reclining Pan and Sleeping Boy (both
2021), Oliver Laric’s classical-looking sculp-
tures using ultra-contemporary materials and
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techniques, contrasted with Barbara Kapusta’s
work using disembodied hands. The Europe fo-
cus is crystallized, finally, in Franz Kapfer’s dis-
turbing installation At My Back, the Ruins of Eu-
rope (2019-21).

It begins, however, before you even step in-
side the building, where Sandro Droschl, curator
and director of the just renamed HALLE FUR
KUNST Steiermark, has arranged for the build-
ing’s facade to be temporarily masked by the
Temple of Europa. It is an Tonic temple porch:
six columns made from steel and Styrodur witha
relief of Europa, the Phoenician consort of Zeus,
riding a bull. The effect is double: it makes the
building look like it’s in costume —like a guest

Oliver Laric, Reclining Pan; Sleeping Boy, both
2021. Installation view at HALLE FUR KUNST
Steiermark, Graz, 2021. Photo: kunst-dokumen-
tation.com.

atatoga party —and at the same time it looks like
postmodern historicist architecture, in which
contemporary styles refer to those of the past,
introducing if not reflecting the ancient futurity
at work in Welling, Laric, and Kapusta.

James Welling’s photographs, Head of a God-
dess, Acropolis Museum. Karyatid, Erechtheion.
North Porch, and Torso of a Youth (all 2019),
were all made on aluminum composite panel-
ing using a UV printer. By integrating layers of
paint onto the images, Welling reimagines these
objects in color, as they would have been all
those centuries ago, further disenchanting them.
Acropolis Museum. Karyatid shows us the in-
tricate hair and back of one of the canephor—a
caryatid holding a basket on her head, possibly
carrying sacred objects used during the feasts of
Athena and Artemis—from the Acropolis Mu-
seurn in Athens. The colors look warped, murky,
like a pixelated screen. Torso of @ Youth shows an
image of anatomical perfection splattered with
flecks of black, orange, yellow, and blue digital
ink. Unlike the other three images, Welling used
analogue techniques, specifically oil pigment, to
produce Head of a Goddess, a head with bro-
ken nose, lips, eye, and hairline, that seems not
only to be floating in midair, but appears also to
be crying.

Where Welling’s photographs are digitally
distorted representations of ancient Greek re-
ligious art, Laric’s sculptures are one-to-one

scale reproductions of sculptures from the Re-
naissance that return to the forms and ideals of
the ancient world — Reclining Pan reconfigures
a sculpture of a human-goat hybrid by Francesco
da Sangallo (ca. 1535), but the provenance of
Sleeping Boy is unclear. More obvious is Laric’s
attempt to undermine the stable relationship be-
tween copy and original, a staple of both Euro-
pean art theory since Plato, but also part of the ro-
mantic concept of genius that contemporary art
still grapples with. This is because they are made
by measuring and copying the originals using
the most advanced technical capacities currently
available to form parts of the originals with ad-
vanced materials. Not only does this challenge
classical ideals about proportion and harmony,
since the different body parts—Pan’s head, body,
and hooves, the boy’s head, torso, thighs, calves,
and feet—Ilook like they’ve been sutured to-
gether from other sculptures, producing subtle
but noticeable contrasts in color and tone. It also
destabilizes ideals about skill and craftsmanship,
because, in principle, anybody can produce and
distribute their own versions of these works,
since access to the digital code is free.

Barbara Kapusta, meanwhile, offers six por-
celain sculptures — Absorbing Body, Anxiously
Leaking, Body Liking It, Damp Being, Leaking
Body, and Open Body (all 2020) —and a six-min-
ute video, Empathic Creatures (2018). In each
of the sculptures, hands (or fragments of hands)
paw at the open space with no pedestal to sup-
port them. And without the rest of a body —or,
in the case of Anxiously Leaking, Body Liking
It, and Open Body,even a wrist or arm—to give
them context, the viewer has no idea what kind
of physique they belong to: human or alien, suf-
fering or acting heroically, subjugated or in a po-
sition of power, living or dead. Though, like the
sculptures, Empathic Creatures shows us incor-
poreal limbs, here they belong to four different
liquescent bodies, freely flowing in a simulated
landscape, combining and recombining at will
to produce new, previously unimaginable, forms.

At My Back, the Ruins of Europe by Franz
Kapfer, however, offers a completely different
take on an ancient future. The work consists of
dozens of frightening wooden shields showing
symbols of various European far-right groups,
including the black sun and various crossed
swords, and riffs on the two-barred cross (Byz-
antine in origin, ironically) dangling from the
ceiling by rusty chains. There is one light source,
a single unshaded bulb, allowing the shields to
throw eerie shadows on the floor and walls of the
white cube, whose powers of de- and recontex-
tualization make it look less like a dungeon for
ideas with no merit and more like a political mes-
sage of its own, however ingenuous: that fascist
ideologists recycle “ancient” symbols, giving
them a false antiquity to promote an idea of Eu-
rope rooted in blood and soil and not frail, imper-
fect democratic institutions.

Whatever we make of the uneven relation-
ship between the two “sides™ of the curatorial
concept, there is a clear problem that goes unac-
knowledged. It’s hard for any “ancient future” to
not be conservative. If “ancient” imagery is left
alone to be organized or reproduced outright us-
ing “futuristic” technology, as in Welling, Laric,
and Kapfer (but unlike Kapusta), then it says
nothing about how to make something substan-
tially new, only ever more sophisticated-looking
heritage pieces, let alone how to rethink a con-
cept as big as Europe.

Max L. Feldman, born 1988 in London (GB), is a wri-
ter, art critic, and educator based in Vienna (AT).

Biicher / Books

Luce Lebart and Marie Robert (eds.), Une
histoire mondiale des femmes photographes

Les éditions textuel, Paris 2020

by Christin Miiller

“For me, the vision of a male photographer will
never be the only way to see the world.” This
quote by Elisabeth Hase (1905-1991) frames the
issues explored in the impressive compendium
by Luce Lebart and Marie Robert. Une histoire
mondiale des femmes photographes (A World
History of Women Photographers) gives insight
into the life and work of 300 women photogra-
phers. Instead of highlighting a specific female
gaze or deconstructing existing reference works,
the editors view their book as a necessary addi-
tion. It shows how women have contributed to
the development of photography as a medium
since it was invented in the mid-nineteenth cen-
tury —on all five continents — through both their
work and their dedicated activity as lecturers,
collectors, curators, theorists, and publishers.

The two-year research project for this book
began in 2018. That same year, the French daily
newspaper Libération published an open let-
ter to Sam Stourdzé, director of Rencontres de
la photographie at the time, criticizing the gi-
ant disparity between women and men pho-
tographers in the festival’s exhibitions in Ar-
les. Though in 2019 the share of women pho-
tographers had risen, the concomitant demand
of opening up the field for non-Western photog-
raphers had hardly been addressed at all (see e.g.
Camera Austria International No. 147). Then, in
late 2020, this world history of women photogra-
phers was released with the support of the Arles
festival; it was published by Les éditions textuel
solely in French, and the first edition sold out
immediately in early 2021 (a second edition was
reprinted directly).

With their book, the editors position them-
selves in the tradition of reframing the history of
photography, an endeavor that has been going on
for forty years already and to which they provide
a visual counterpart on the cover of their book
taking the form of an embossed, rotated picture
frame. What is more, the woman by Pushpamala
N. found there takes aim at the viewer, paying
tribute to the stark seriousness of the book proj-
ect. With the aim of addressing the long history
of discrediting female and non-Western photo-
graphic artists, Lebart and Robert invited 164

Une histoire mon-
diale des femmes
photographes.

Ed. by Luce Lebart
and Marie Robert.

Les éditions textuel, Paris 2020 (fre.).

504 pages, 25 x 28, numerous b/w and color
illustrations.

€ 69— / ISBN 978-2-84597-843-0

Soemiba Es

1912 — 2012, Turquis:

Spread from: Luce Lebart and Marie Robert (eds.),
pp. 234-35.

female authors from all over the world to pen
contributions about well-known, unrecognized,
and forgotten women photographers. At just 400
words each, the texts are relatively short, each il-
lustrated by an image and sometimes augmented
by a quote by the respective photographer. The
presentation of the texts’ content and language is
remarkable. Instead of stringing together facts in
a lexical way, an essayistic approach is taken to
describing the interests of these women photog-
raphers, their life circumstances, and the chal-
lenges associated with their work and its recep-
tion. In places, questions about the respective
work remain open, such as in the case of Olga
Spolarics (b. 1895-96, d. 1969): “Wasn’t exag-
geration a means of repressing the fears that fe-
male sexuality arouses (in each of us)?” (p. 145)
At times it becomes poetic: the photographs
by Sarah Moon (b. 1941), for example, are de-
scribed with the words: “Her pictures are like
pieces of music that caress us with their gentle
touch.” (p. 323)

The contributions are arranged according to
the birth year of the photographers and divided
into five sections featuring collections of pho-
tographs, each covering around two to three de-
cades. This chronology goes beyond simply de-
tailing the development of the medium; it also
shows how the artworks and the working condi-
tions change based on shifting social conditions
and how certain topics reemerge again and again.
As ateaser for the contributions, all of which are
worth reading, here are several details discov-
ered while going through the book. It begins
with Anna Atkins (1799—-1871), who created the
first photobook, published under the title Pho-
tographs of British Algae: Cyanotype Impres-
sions from 1843 to 1853. The oldest photograph
in Lebart and Robert’s book was taken in 1843
by Constance Talbot (1811-1880), whose con-
tribution to the development of photography, as
so frequently the case for other women as well,
disappeared behind the work of men. As an as-
sistant to her husband William Henry Fox Talbot,
the founder of the positive-negative process,
she was presumably the first woman to ever pro-
duce a photograph. The Chinese Empress Cixi

Kati Horna

1912, Hongrie — 2000, Mexique

Une histoire mondiale des femmes photographes, 2020,

(1835-1908), the first non-Western woman pho-
tographer to appear in the book, was fully aware
of the power of this new pictorial medium as a
means of visual, cultural, and political emanci-
pation. Although she didn’t snap the shutter-re-
lease button herself, she did in fact compose the
images and assist in their development. The first
known woman photographer in New Zealand
was Elizabeth Pulman (1836-1900): in Argen-
tina, it was Josefina Oliver (1875-1956), and in
West Africa it was the Ghanaian Felicia Ansah
Abban (b. 1935).

Mary Dillwyn (1816-1906) was interested in
how lighting conditions changed seasonally, and
she was presumably, in 1853, the first to photo-
graph a snowman being built. Eliza Withington
(1825-1877) already published her essay “How
a Woman Makes Landscape Photographs” in
1876. An early camera-toting globetrotter was
Isabella Bird (1831-1904). Alice Schalek (1874—
1956), in turn, was one of Austria’s first war cor-
respondents, documenting the front during the
First World War, while Maria Chroussachi (1899—
1972) worked as a nurse during the Second World
War and photographed activity behind the Greek
front lines, and Tsuneko Sasamoto (b. 1914) was
the first Japanese photojournalist to document
wartime events in Japan. Naciye Suman (1881-
1973), the first woman photographer in the Ot-
toman Empire, ran a photo studio for women in
Constantinople as of 1919 and thus lucratively
closed a gap, for Muslim women were not al-
lowed to pose for men. Thérése Bonney (1894—
1978) was a mediator and disseminator between
the United States and France, and in 1923-24
she had the idea to establish a photo agency for
the American press. Lucia Moholy (1894-1989),
for her part, recognized early on the potential of
microfilm for the contexts of science and edu-
cation. In 1946, after the founding of UNESCO,
she was responsible for its cultural-historical ar-
chive and thus ended up being a pioneer of dig-
italization. In 1971, Artforum featured a picture
of Diane Arbus (1923-1971) on its cover and
also printed five of her photographs inside; it was
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the first contribution dedicated to photographic
work in the history of the art magazine. For
Letizia Battaglia (b. 1935), as for many women,
the camera served to open doors; for over thirty
years she documented the activities of the Sicil-
ian mafia and in 2017 founded an international
center for photography in Palermo. The Ameri-
can Joan Lyons (b. 1937) was one of the first to
use photocopiers in the production of her artis-
tic work, while the photographer Gauri Gill (b.
1970) of India newly defined the idea of collab-
oration through forms of working cooperatively
with her models over many years, or through the
co-creation of work with artists from rural areas.
The youngest woman photographer in the book
is Newsha Tavakolian (b. 1981), who actively
turned to journalistic photography at the age of
sixteen, when state reforms in Iran allowed the
publication of modern magazines for a short
time. The most recent photograph published in
the book was created in 2019, taken by the South
African artist Zanele Muholi (b. 1972), who calls
herself a visual activist and, in her work, stands
up for marginalized women and for the LGBTQI
community in South Africa. Lebart and Robert
chose the end of the twentieth century as the fi-
nal point of their selection. In their eyes, a new
landscape (nouveau paysage) commenced with
the advent of digitalization and globalization —
and covering this would be the task of a new re-
search project.

Une histoire mondiale des femmes photo-
graphes explicitly focuses on the female protag-
onists. In addition to the single contributions, two
essays written by the editors thoroughly describe
the state of research on the featured photogra-
phers. A reference list and short biographies in-
vite readers to follow up on the book’s protago-
nists: the woman photographers and authors. Dif-
ferent than other reference works, this book does
without additional information, such as a glos-
sary of terms or lists of exhibitions and publica-
tions, which is not necessarily detrimental. How-
ever, it’s a pity that no sources are provided for the
quotes, nor is information given about the dimen-
sions or technique of the photographs rendered.
All in all, the book closes a giant gap in photo-
graphic historiography, while also being appeal-
ing in terms of content and design, thus providing
much reading enjoyment. The book certainly de-
serves to be translated into other languages.

Translated from German: Dawn Michelle d’Atri

Christin Miiller is a freelance curator and author liv-
ing in Leipzig (DE).

Anais Horn, Je suis malheureuse et heureuse

META/BOOKS, Amsterdam 2020

by Federica Chiocchetti

There are books that you wish had existed and
landed on your inexperienced teenage retinas
and mind, only to realize that most likely you
would not have fully grasped them.

Anais Horn’s multilayered image-text book
Je suis malheureuse et heureuse (I Am Sad and
Happy), published by Delphine Bedel’s inde-
pendent feminist label META /BOQKS, is one
of them. Poignantly capturing the barely percep-
tible phase of indeterminacy that haunts female
adolescence, toward which only contradictory
feelings seem possible, Horn encourages us to
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reflect on the impalpable notion of coming of
age.

The early diaries by the controversial author
Anais Nin inspired the book, particularly the sec-
ond Journal d’enfance that she wrote when she
was sixteen in 1919-20, a hundred years ago.

Spreads from: Anais Horn, Je suis malheureuse
et heureuse, 2020, pp. 32-33; 46-47; 52-53.

What I like about Horn’s approach is that she
manages to keep out of the picture the celebrity
and scandalous aura that surrounds Nin. Focus-
ing on the fascinating, still innocent state of lim-
inality of Nin’s youth, Horn has managed to uni-
versalize it by teleporting it to the present day,
through the expressions of her sitters, and by en-
riching it with further sophisticated layers of vi-
sual and verbal narratives that compose her book.
“T was ignorant, shy, naive, like a country girl.
Slowly I grew up; I wrote things that I found un-
explainable at the time and that now I understand.
I am sad and happy. Around me, the natural and
inevitable tragedy of life unfolds. My personality
is developing, my handwriting is changing . . . .
This transformation, which is so normal, is like
an abyss that makes me dizzy. It is a deep mys-
tery of nature that takes my breath away™ (Nin,
diary entry, June 13,1919, New York, p. 251).
This mesmerizing passage —together with
the other epic one in which Nin describes, in a
state of ecstatic joy, her own experience of being
photographed —prompted Horn to transform
her Parisian studio at Cité des Arts into a photo-
graphic laboratory to observe and portray female
teenagers of our time. I could write about how

Horn’s portraits contribute to the “youth pho-
tography” canon and compare them with a few
big names such as Rineke Dijkstra and Tobias
Zielony, which is something that Maren Liibbke-
Tidow’s insightful text partly does. However, be-
sides their formal qualities and thanks to the lay-
ers of research and narrative in Horn’s project,
the hypnotic effect of her portraits goes one step
further, hooking the reader/viewer magnetically.

Horn is clearly a virtuosa of composition,
lighting, and minimal yet fundamental props
that blissfully strip away the excessively con-
temporary noise. You can tell that she makes
the sitter feel at ease and understand her proj-
ect, Each of these girls seems to utter, “T am sad
and happy™; this limbo is in both their eyes and
their posture. Horn has adroitly decided to inter-
sperse these girls with other compelling voices
and characters that, all together, if we close our
eyes, conjure up almost every mixed feeling of
our own adolescence, miraculously without fall-
ing into melancholy, as there is no sign of nostal-
gia in Horn’s gaze.

The happy decision to show the original hand-
writing of Nin, on a dark blue background, el-
egantly marries the layout of the blown-up ex-
cerpts from the journal of the contemporary poet
Jackie Wang, whose “whole being is at war with
impermanence,” as she confesses, powerfully
resonating with Nin’s words, despite the cen-
tury that separates them. The video stills from
Horn’s piece La Boum (The Party, 2018), which
pays homage to the eponymous pop cult movie
that we, the daughters of the 1980s, watched so
many times, shimmer between chaos and order
and are dynamically followed by the most inti-
mate and spontaneous text of the book by Verena
Walzl, an Austrian artist that Horn met at Cité
des Arts and with whom she shared indelible mo-
ments and existential issues in Paris. Dulcis in
fundo, the cherry on the cake: the cover and back
cover show a contact sheet of Horn’s self-por-
traits, presumed lost and somehow forgotten by
the author, posing possibly sad and happy in a
seemingly professional photographic studio.

AsIclose Horn’s book, I cannot help but think
that life goes in cycles. If we are lucky, and espe-
cially predisposed to catching them, those fleet-
ing moments of feeling young will knock on our
mind’s door every now and then, and they do not
necessarily have to be nostalgic.

Federica Chiocchetti is a writer and curator who ex-
plores, through her platform Photocaptionist, the in-
tersections of images and words, from the invention

of photography to contemporary practices. She col-
laborates with international institutions such as Jeu de
Paume (FR), Aperture (US), and Fotomuseum Winter-
thur (CH).

Anais Horn: Je suis mal-
heureuse et heureuse.

With excerpts from diaries and journals by
Anais Nin and Jackie Wang and contribu-

tions by Maren Liibbke-Tidow and Verena
Walzl (eng.).

META /BOOKS, Amsterdam 2020,

160 pages, 15 x 22 cm, numerous b/w and
color illustrations.

€ 34—~/ ISBN 978-90-821182-9-2

Steven Humblet (ed.), Off Camera

Roma Publications, Amsterdam 2021

by Taco Hidde Bakker

Any new medium changes existing media and
the relations between them. As soon as photog-
raphy entered the stage, painters and engravers
feared that it would eclipse their noble profes-
sions. The machine was encouraged rather than
the genius artist. But within a few decades, pho-
tography had penetrated nearly all aspects of
life; it had even surpassed engraving and lithog-
raphy as a means of reproducing artworks.

The change that photography has brought to
other means of image-making is not a one-way
street. Speculatively, examples of the photo-
graphic can be traced to pre-photographic paint-
ing and printmaking (e.g., the suggestion of lens
blurring or the sharp cutting off of figures as in
snapshots). The compounding influences are not
easy to unravel, yet photography has unmistak-
ably and profoundly impacted the visual arts and
still does so today.

The myriad ways in which photography has
permeated the thinking and production pro-
cesses of contemporary artists are the focus of
an inquisitive book resulting from a project by
the research group Thinking Tools at the Royal
Academy of Fine Arts Antwerp. Thinking Tools
focuses on “the photographic,” which is devised
as “a collective name for all possible implica-
tions arising from the introduction of a mechan-
ically and automatically operating device in the
production process of images.” They demon-
strate this through exhibitions, lectures, and pub-
lications arising from research projects and artist
residencies.

After group exhibitions in Ghent (The Pho-
tographic I — Other Pictures,2017-18) and Ant-
werp (The Unruly Apparatus, 2020), there is
now a “group show” in a book titled Off Cam-
era. It could be seen as a catalogue for a show
that isn’t (or perhaps is still to come). As the ed-
itor Steven Humblet notes in the introductory
text, Off Camera operates as a visual manifesto,
developing its “main argument” by means of a
visual essay comprising photographic reproduc-
tions of works by forty-eight artists, from Robert
Rauschenberg’s Automobile Tire Print (1953) to
Moyra Davey’s Trinity Dogs (2015), the latter

Off Camera.
Ed. by Steven
Humblet.

Camena

With a contribution by the editor and con-
versations with Marc De Blieck, Markus
Kramer, and Joanna Zylinska (eng.).

With works by Thomas Barrow, Walead
Beshty, Sylvie Bonnot, Dirk Braeckman,
Matthew Brandt, Marco Breuer, Moyra
Davey a.o.

Roma Publications, Amsterdam 2021.

154 pages and a 16-page text insert, 24 x 31
cm, numerous b/w and color illustrations.
€32.70 / ISBN 978-94-92811-88-2

being a series of photographs that were folded
as envelopes and mailed. In between is an array
of photographically reproduced artworks, some
of which are instantly recognizable as photo-
graphs, albeit rather experimental ones, while
quite a few others are images of sculptures, in-
stallations, or 3D prints.

Part of what interests Thinking Tools is the
zone of friction between artist, apparatus, and
image. A thread running through the wide-rang-
ing selection of artworks is the concern with pro-
cesses of present-day technical picture-making
and its material and philosophical implications.
The photographic is a method or idea at work in

cal handles, by means of the four thematic chap-
ters, each of which is prefaced by a brief expla-
nation—and also by Humblet’s introduction and
his conversations with Kramer, with the media
theorist and artist Joanna Zylinska, and with the
artist Marc De Blieck.

The four chapters are “The Photographic Fos-
sil” (about tracing through contact), “Chemical
Matter” (light-sensitive substances as living
matter ultimately subject to decay), “Optical
Confusion” (disturbances breaking spatial con-
sistency or optical effects caused by experiments
with liquids, light, or polyester film), and “Per-
forming the Image” (moments of co-creation

Spread from: Steven Humblet (ed.), Off Camera, 2021, pp. 28-29.

processes of photography, which can result in im-
ages (or objects) that do not resemble what most
people would call photographs. For Humblet,
“the photographic™ names the unsolved within
the practice of photography, hence it cannot be
precisely defined.

The selection brought together in Off Camera
is seriously indebted to the work of the German
critic and art collector Markus Kramer, who in
exhibitions and the books Photographic Objects
(2012) and The Technological Hand (2018) fo-
cused on Thomas Ruff’s photographic objects
and a handful of younger artists who engage in
debates about the nature of photography by vi-
sual means. Their aesthetic derives from produc-
tion processes through their use of what Kramer
calls “indexical-technological transformations
of input into output” (p. V).

Besides Ruff, Kramer illustrated his thesis
with works by, among others, Jan Dibbets, Seth
Price, Wade Guyton, and Spiros Hadjidjanos, all
of whom likewise play key roles in Off Cam-
era. These artists “test and thereby define the im-
pact of technological tools on strategies of im-
age finding” (p. VI), as Kramer stated in one of
three interviews printed in a separate text insert
to Off Camera.

In The Technological Hand , Kramer roots the
new paradigm of conceptual art in Sol LeWitt’s
ideas about technological processes replacing
the signature of the artist; and he gives impetus
to a rigorous, theoretical discourse concerning
the decoupling of the photographic object from
the pictorial format. Off Camera casts a much
wider net and operates more intuitively, its the-
ory predominantly constituted by the selected
works of art. However, there are some theoreti-

with forces beyond the control of the artists, such
as automated processes, feedback loops, failing
programs, and invisible patterns of distribution).
The traces in “The Photographic Fossil” run
from Rauschenberg’s aforementioned tire print
to Asta Griting’s silicone and wax castings of
building facades in Berlin (Fassade, 2019), in-
cluding traces of war, and Thomas Ruff’s rphg
digital photograms (2012). “Chemical Matter”
touches on Alison Rossiter’s processed films
that expired long ago (Eastman Kodak Velvet
Green, expired May Ist 1916, processed 2017,
2017), Susanne Kriemann’s autoradiographs
(light-sensitive papers exposed to pitchblende
specimens for many days, Autoradiography [28
days] and Autoradiography [112 days], both
2016), and also Liesbet Grupping’s Matter in
Progress (projections of slides filled with wa-
ter, 2010). “Optical Confusion™ includes Jan
Dibbets’s famous Perspectiefcorrectie (1969),
Noémi Goudal’s more complex, spatial inter-
pretation of photographic and architectural per-
spective, Study on Perspective I (2014), and Paul
Mpagi Sepuya’s layered meta-portraits, which
include the conditions of their own making (Mir-
ror Study [0X5A5051],2018). “Performing the
Image,” finally, comes closest to Kramer's artist
selections and includes reproductions and instal-
lation views by Ruff, Price, Hadjidjanos, Guyton,
Bernard Voita, and Walead Beshty. By the lat-
ter, there is a FedEx glasswork playfully laying
bare a part of the worldwide postal distribution
system that remains largely invisible. The work
seems far removed from photography, but think-
ing through its distribution logic and glass mate-
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