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Ann Hamilton's Oral Fix and the Naked Eye 
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The Ohio State University 

The t a n ~ o c ~  obucu~n \\as argwald, the first i n~ t r~ i~ner i t  to 
rneiliate prrc eptiorl and alter t apaldities for representatior~.' Its 
e\ollition into photograph! has had an immeasurable effec t on 
the c on.tructed art< and on hurnan iight.' Folloning dexelop- 
merit of the clir~ni('dl process for fixing the image produced b~ 
the cntntla obsclrra. wientists were prolided nit11 a d e ~ i c e  for 
measuring time, capturing light, stopping mo\ement. and 
representing truth through the docunientation of redlit\. 
Aloder~lit~ \\itnessed the artistic appropriation of the loohing 
mat hinr fur maling generalized specific irnageq. Each image is 
a tratr to \ ~ h i c h  the referent adheres. (Rarthes)' The modern 
photograph. therefore. shaped a relised relationihip Iretuern 
arti-t and subject. For the odalisque. but e\en for the landscape 
and the 411 liie. pl~otographj a c t i ~  ated the pose of the suhject. 
~ h i k  the photographer uas  disenibodied. and the resultant 
representation bec.anie transparent. El  entuall! modern p1ioto;- 
raph, d e ~  eloped in c orrqrlenlentaq direction< nith the creation 
of both surrealist solarization and the perfect print. The latter 
ha,. do~ninated 20th centur, representation. a, the t amera 

redeiined sight-srrir~g. and tlie h u ~ n a n  e!e was prixilrged and 
i n s t r u n ~ e n t ~ l i d  to make silent irnpres4um from life. 

hfet~harrizdtion 01 the ilnage-1nalii11g procebs neutralized the 
bod! of the photographer in carrjing out the photographit a c t  
'il it11 nlodernit~. \ision predominated o\er all the sense?. The 
camera filter? and fragments what the llunian eje doe* naturall! 
through the rnetrics of the lens. f-stop, shutter arid a p e r t ~ r e . ~  
The erawre of tlw hod! gets ( ornpleted when the trip-pod and 
shutter release cable are appencled to the procew. Initiall\. it 
seemed. pliutograph! ga\ e nature the power to reproduce itself 
unaided h! man. 1 et as the t ulture surrounding the medium 
has e~olxed. so too lids the \$ill of tlie photographer to construct 
the photographic image. 

1 ariablri of control allov for manipulation of possible I iew- of 
the subjecxt'q space. light arid time. The act of mechanital 
reproduction r e p l a t d  the aura of the norli of art to in turn 
111ahe \\a! for neu means of communication, r ornrnodification. 

face 10 fncr: rnonnelt b! Ann Hamilton 



31 6 RECALIBRATING CENTERS AND MARGINS 

and ~iiualization in the fornis of cinema. spectacle. and 
ahitraction (Benjamin).' From the perfect print of straight 
photography ha< arisen the explicati~e works of llfretl Stieglitz. 
Eugene ltget. Berrnic e U111ot. and Insel Adan~s. I s  B e ~ ~ j a n ~ i n  
haa i a ~ n o u s l ~  namrd Itget'* Paris portraits for capturing " t h e  
scene 01 a crime." ne  might see them in relation to LeCorhusi- 
er'i \ illa Saxoj 11llotos. iince Le ('o~husier. as v e  I m o ~ .  staged 
man! of the icerlei in hi- published h o u s ~  interiors."~~ 
architectural photopdphj. principles illustrated b j  Florence 
Henri. Ilargaret Burlye-\ hite. Ezra Stoller. and Juliui Schul- - 
man ha1 e proxided clear paradigm-. Henri produced pro1 oca- 
t i ~ e  ~onitructiori. of ahstract spate that are latent in Peter 
Eisenman's exprrinlental houses. The morlts of Indreas Fein- 
inger. Henri Cartier-Bresson. Rohert Capa and the Magnum-. 
ha\ e fwu-ed the ( lose up I ieu .- While difi erent in genre, these 
artist>" approache* to technoloo are all rernarkablj similar. 
mhat they share in c~ornmori nith Iirzysztof &odiczko^s 
monumental project~on*. D a ~ i d  Hocknej's joiners. lbelardo 
hlorell's pin-hole ern ironnients. Thomas Struth's uitness to 
publit ewpe~ience. and Hiroshi Suginioto's repetithe reduct i~  e 
landicapeb lies in the mediating instrument of the camera and 
the erasure of the bod\ from their representational protesies. 
Distinct content not~ith+tanding. each of the artists capture< 
spate and form in real time with a common toc~l. a seeing 
ma( hine. an  ocular pio~thesii. Prosthetic sight. like that of the 
~nitro>cope and binoculars. call> for related interstitial teclinol- 
ogiea to create a ien-e of distance no rrlatter h o ~  close the 
plmtugraphe~ is to hi\ or her sul~ject. Truth through science is 
implicated. Enhanrecl tisual capabilities empoxer the photog- 
rapher to in turn control reality. 

Tec hnological proresirs here intermingle \\it11 narratixe and 
other c ontent-dri\ en drategies in the c~reation of meaning 
through form. Arc hitec tural criticism is called to tail' \\here 
repreientations of vale. metaphor% of .pace. the incorporation 
of the hod\. and per( eption and cognition impact the meaning 
of the artifact. The term 'camera' is the Latin ~ o r d  for 'rooni'. 

so in I t~ l ian  the dexic,e ior rrlaliing image. ihift. from the place 
to the machine 1 ) ~  na~ning the  dexic e 'una macchmcr fotognfi- 

(a.' If v e  can agree that the  architecture of pllotoprapllj has 
been lepi theorized than the  photography oj architecture in 
rec rnt years. then rex ersing the  lens ma! pro\ e fruitful to 
engage the method and mechanic i of this representation a5 
process in tande~n uith product. We can then a& hon that 
a~mhiosis of tool. process. unconscioui desire or conscious 
intent are central to the content of the image. 

Here Rlartin Jay's interrogation of 1 ision as the master sense of 
the nlodern era desen es a look. He  uripaclis for us the \zritings 
of w man) brilliant hut difficult French gul s . T l i o > e  nho ha\ e 
thecrizt.tl \ isualit! and Cartesian ideas ot subjec ti1 e rationality 
prmide elident linkc between critiques of modern photograph! 
and   nod ern architecture. A chorus oi I oices ha1 e called out the 
natural experience of sight. aided b! s~ience .  a i  the dominant 
sense used in gaining modern lirio\\ledpe arid mareness. 
\ ision's predon~inmc~e for more than a centuu guided prrcrp- 
tioris of ahtract. quantitative. conceptualized space. Jaj assem- 
hlei hii cadre of French theorists to argue that the rationalized 
ant1 dispdssionate exe of the neutral ob iene r  ha5 had the effect 
of de-eroticizing arid de-textualizing our ~tor ld .  Rendering the 
b( ene be( anle an end in itself. qirning for ohjertix it! resulted in 
the repetition of ordering tools including the grid. the btdtionary 
lieupoint. and the perfect print. 

Lndrrstanding the sj~nbiosis of process and cultural con- 
sciousnes. can benefit from reading uorlis of art that relax or 
rebut nindernitj's stopic regimes. Perhaps teasing modernisms' 
demon-trated wajs of qeeing could open a fresh relationship 
h e t ~ e e n  architectural space and photographic representations 
of that space. RIj interest in nem portraits of space brought me 
to the black and ~ h i t e  photograph! of in-tallation artist I n n  
Hamilton. 1% hich I in\ estigate in this paper. " Hrr recent xt ork 
rexerses the decorporealized model of frozen time capture by 
eliminating the machine and reintroducing the hod\ into the 
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act of i~nag( '  ~t 'plodu( tion. F<otli the clocli and t h ( '  calnrrd r f ~ e  
( on-tincts. iifteentli ( rntur\ n i~~ i -n iade  d e ~  I (  t+. \\hit 11 measure 

HAMILTON'S NAKED MOI1TH: 

B hen intenieaed about her installation irr the 1900 \ enice 
Biennale entitled. \I jeir~:  

.'The rr ord 1n5tnllat~on 1 5  not a usefid term at t h ~ c  pornt 

. . . . though I'm ctzll rntrrestrd ~n ttorkrrzg in that f o m .  I 
(17n IYT? ~ntrrestcd zn rnnkrng u recponw to tlw urcllrtec- 
t ~ r a l  und 50(lal contest of rihateter y a t e  I am ~~orkrrrg 
zn. I am riot denjzng the p c r  In an? N U ) .  A lot of 
gestures occur Iiteral!~ In the membrane of the burld- 
Ing. ""1 

-Inn Hamilton 

hel\cwri na tu~e  and rldture. and 1)) tmga"j~g the bod? lull\ 
into 1 i t ~ 1  s p r *  that hu1111ari~- of intinlao a t 3  ~ o i ~ t i r i e l ~  
trd~~\gre-rd. Irt I~ i tcc tu~al  space and i1111dl)itation l i p ~ e  into 
lwr .eniil)ilitiei. and i l ~ e  trace5 tht. ~u l~ l in rc~  t l i l ~ u ~ l ~  I ~ a p t ~ ,  
t ognition. 111 rnarn oi lwr pait ( onstrut tion*. intelior a\itie- of 
the hod\ ( ommingle -it11 tlie loom and \it e 1 erid. -Inr onr of 
Haniiltorl's (onqdex spaceb ~ e q u i r e  inhalritdtion and ll lie\ 
bcjond de-tription. let 111ost i e n e  to illustrate t h r  l)odil\ 
preienc e a* thrmatit in her work. In rnrrl~rlrct~on. -ht. repratc& 
11 stuffed a piece of bread dough into 1lc.r mouth until it took 
the forni of the mouth*s liollov c a\ it\ .I1 T l u w  oral inlp)rr,4ons 
\+ere then collected in a ljasket raihet for the d~iration of tlie 
she\\. During zndrcpo blue. salixa applied In the artist'< tongue to 
the end of a Pinli Pearl eraser Mas I I ~  to sc rat, 11 out line* of 
text along the p a p  of thin blue naT al 11oolii. Slladml) figurei. 
moiqt indec ip1ieral)le I d >  part*. \+ rirlgir~g or 1% orlung lldnds. 
leal<\. dripping fluidi are repeated motif< in her ~ o r h .  1 iiitol, 
to clleph heard and ~ i t n e s i e d  l ideo projection of itones hitting 
teeth and rolling in the hollov calit! of the mouth's interior. 
Similar n i o ~ i ~ l g  images nit11 associated w i n d s  in salrc re\ ealed 
a profile T ieu of a head and open mouth \+it11 endlrsi lengths of 
string heing continuousl! d r a ~ t n  from inside.12 

4s media-ab-orbed consumers, we are all too aware of the role 
photograph! has played in the cornmoditit ation of architectural 
images. Repeat performances of huiltling~ l \e  hnov about but 
1la.i e nr \  er experienced are ubiquitou* at cwr~ierenc es like this 
one. The impact of Hamilton's photograph! is to implicate the 
rxprrience of the bodl. orifices. the tartile grasp. and human 
mmernent into the realm of architecture. and ?stdhlish h i k i  
directl, from the I ieceral to I erhal language. T ieners are 
reminded of the recorded experience d- an inllalrited one. 
Tracrcl sensation and open interpretation displace quantifiable 
anah i i i  in the subjectix e processes 01 scrutin~ . 

Coincident with her earliest perforn~ar~ce installations. Hamil- 
ton produced straight photograph< in her Irod>/object wries 
that p r u ~  o l e  playful tension h e t ~ e e n  words and images. In the 
context of her recent pinhole photograpl~s the! oHer a 
hindsight critique of the traditional photo shoot. Since its - 
inception. photograph! has distanced the rrlalter from the 
subject of exposure bv inserting an in-trument brtueen them. 
hlec>hanical reproduction can result in norh  of art generated 
more b! mediation than h! meditation. For still photograph\. 
the camera is emplojed to ".shoot'* the suhject and the r r l )~  
rec ord primaril! static qualities. fixed plac ement. textures. and 
frozen gestures. The photographer doe+ri't kill the subject. in 
spite of the rrietaphor. He ideall? ~ital izes it. Artists of straight 
photograph! perfected the print to capture bedut! in blacli and 
\\liite. But metaphors of pox\er and control haunt the language 
of photograpllic acts. characterizing its methods of production. 
arid further characterizing Jaj's modern scopic regimes. T M e  
the technologies and sopllisticatiori of the photographic process 
ha1 r changed little in more than a centur~.  the ma\ \be en\isiori 
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arid niechariicall\ represent the subject cmntiriueq to e \ohe .  
l r m  Hamilton's lateit photographs rediscmer the uniqueneb- 
of the ~ o r h  of art rmbedded in the fabric, of tradition while 
challenging relation- hetveen perception and meaning. 

The ~~lachirit.-~nc.di~tvd proce-i tliat ( Iieriiic~all~ fix+ tlir rer or11 
of the tnrrlcln ohvurc~ hold- dutlmritj in iti irihe~erit capacit\ 
ior trutli. Rolarid Bartlieq' reflcc tions on pliotograpli! under- 
<( ored the iri~portarice of tlie subject'* babi- in rcalit! for the 
punctum to he felt. Bartlie-' puncturn is that atlec ti\ e i haracter- 
istic tliat perirtratrs to pritli tlie \ ieuPr and di-tinguish a uork 
of art from a11 otherni-e rrierel\ interesting. initructixe. or 

useful photo. In his ternis. Inec liariical reproduction depend, 
upon it< relatioriship to realit\ for that caparit!. \et the f a ~ t  that 
tlie ""referent adheres." lie \\rote. rnalcep it "diHicult to focus on 
pliotograpli! .""" a alter Benjamin's adoration for tlie loss ot 
aura \\ith met hanit a1 reproduction begins \$itti a notion of 
photogrdphy as technologicallj enhanccd xisio~i that is infinite- 
1) repuducihle. The autllentititj of the original. that is. the 
authorit\ of its co~iterit. ib the easence of that uhicli can be 
transmitted. B hile uniquene~s  of the origindl diminishes. the 
tranimissihilit! of the \\orb of art to the public become., 
poiqih1e.l' Tee hnolog~ dnd the act of producing an image 
wrpdis all queatioris about the relation he t~ \ ren  the ~ i s ib le  
suhject and the inrisible artist. hen Robert Capa arid Henri 
C artier-Bresson reco~nmended getting I loher arid closer to take 
the perfee? shot. the! igrlo~ed the fact that the instrument 
disguised the pl~otogrdplier. The) coxertlj aifirnird the mask. 
the built-in artifice that hides the identit! of the photographe1 
from hi< wbjrt t. Therein. the subject. \\illing or not. can hest 
be seen \\lien laid hare and rsseritial detail or relationships are 
~nariipuldted h! the photographer. To acco~npliih this ideal. the 
nlaber i- decorporalized arid berornes the frarriirig brain 
behind-or ~ i t h i n - t h e  instrument. Self-portraits h! Fred 4rther 
and lndrras Fciniriger pro1 ide apt images for the diaenlhodied 
artist \{herein the photographer arid can~era  bet orne one. Eac 11 

\, A 

instrument arid pair uf hands mark the features of the face to 
transforni the artists' own image. 

?Inn Hamilton^s retent worh speak> about photograph\ 131 

uttering images that -a! somethir~g else ahout the relation 
betueen ~ n a n  and machine. artist and her suhjecti. B! more 
o \ e r t l ~  perwmalizing her point of \ i e ~ + .  she tacit]! rrlmti 
a-qumption~ about photographic truth and authoritx. She llai 
entered the picture in a difterent \\a!. and as plmtographer she 
is irn~narientl~ pre*ent. She if also xist erall! present. Her 
tongue-iwclieeli pinhole print< lea1 e her mouth's trace as she 
hold< her portraits and landscapes betnee11 her lips. These 
photo shoots ale sublime experiences. She records not onl! 
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uhat her eles we. 11ut also what her bod! feels. Both model arid definrd b! Berijamin as a unique plienornenon of distance 
photographer hold firm. unar~nrd.  at arms length for up to 2 0  l i o ~ \ e ~ e r  ilose one ma\ be. T h r  naked e!e appears to %inp 
seconds grasping the tension of tlie distance bet~veen the shared things closer, spatiall! and humanl!. ~ h i l e  01 ercoming tlie 
gaze of their naked e!es. Both partiripants inhabit suspended uniqueneys of eIer! realit! b! accepting its reproduction 
time. Not onlj does the artist reveal her 01\11 identit!. she (Benjaniin)."" 
maintains e je  c ontac t Izliile breathing in her subject. To be 
captured in thib ma) i~ to experience the aura of the original. 
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111 Hamilton's worh. her mouth replace* thr e!e a+ the 
aperture - her trace ib cwrlcrrried neither \+it11 focu- nor proof. 
Tllr rnout11 Iwcorne+ a room that d ~ j e c t  and rie\\er are iuritetl 
to enter. From drep inside that room. t l ~ r  toii cx of the artist is 
heard. -Is \\it11 '111 of Harriilton*. roomi. there is something 
tahoo and uncanm about tlw ruperience \\ithin. The photogra- 
pher de~ ia t e s  from her t~pic-a1 protected poiition br tauie  in 
this proceb- she i q  not inlisi1)le. The arti+t i- a direct r+itneis 
while accepting a rulrwrahle stand. TS it11 mouth hanging open 
and exposed. Hamilton re\ ers+ the pose. and as part of thr  act 
rejcals \$hat ic not social]! acceptable to see: tongue. teeth. 
tonsils. Beyond anatornj. \\hat has no ribual form is the human 
breath and its expre,ision of a r ~ x i e t ~  or c dim. B j  choosing +u 
intimate d stance. the po\+er uwallj asburned h\ the photugra- 
plier is exchanged for compliance rzith the subject. The 
photograph i i  then a joint itud! hetween t ~ o  complices. 
Frontall! poised, artiit and d j e c t  engage and exchange 
glance* in a silent comrrsation. 

Harnilton adrrlits that she uftrn frr l i  ullcomfortahle in the act of 
nlalsing these photographs. This is uriderstandahle mhen 
reropiz ing that each print ii a record of a relationship and a 
prrforr~latire act. Seen here ii Rleretfith Monk. with ~ h o m  

Hdndtor~ joiritl! produced and performed "Rlrrcj" acrov the 
count? last pear. \lonli i- depicted as ~ o i c e  and texture. torm 
and forte. and motion. Her chant\ beem emhodied in Hamil- 
ton', ~nouthpiece. d11 apt \$a! to graphicall! reprebent the 
artist>' rollaboratio~~." These prints hold traces of more 
r omplex. l c s  clear truths. Standing face-to-face, human cor~tac t 

is restored. The photographer hdi nothing to ma& her face or 
conceal her ejes. -l+  hen r $ ~  squint to erase detail in order to 
see prirnar) cornpo4tional form. Hamilton exchanges the acopic 
claritj capable of magni$ir~g hair follicles for something more 
esientidl. 

Harnilton^,i photographq are trtite framed, blurred. distorted. 
arid re1 italized. Thc. o b i e r ~  er of these image5 i+ an ac c omplic (1. 

no\+ inside her. ai  though ihe  has sr+allomed an audience to 
nhom she has tllen offered a glirripse. And the  image i i  also dri 

e?e, with the iu l~j r r t  poiitionecl ds the pupil staring hacli. TI+- 
'shot-rererse-slrot' djnamic places the riewer in the hot box 
in~ i t ed  to participate in a game. Eje. mouth. and bod! are more 
than metaphor+ in a creatir e process that engages postures and 
sense? be! orld merel~  I iwal  pert eption. TS orkq are hung in a 
space at e!e lexel \+it11 the image ueighted in the frame a+ the 
mouth in a facr replicating the ph~s ica l  distance het\+een artist 

face to  facr: Gracr 
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and her subject. For this form of reproduction. Hamilton has 
eliminated the mechanical counterpart to become the aperture. 
the oracle. and she places the obsener in her spot. The 
resultant sketch is no still life. but fluctuates and floats as the 
space of the image is elasticized and heartbeats are registered. 

Hamilton has made the photographer corporeal. mind and bod! 
reunited. 1 i ~ w e r i  are inrited in. Blurred images of her subjects 
express themselxes more through gesture than teature. \here 
nlodern photograph! fetiqhized the captured detail and the 
periect r~rint. these oral pin-holes trace something more human. 
That ~ h i c h  is xz h o l l ~  relational emergeq. Hamilton's hi-ped tri- 
pod needs neither flash nor close-up lens. Binocular \ ision 
denied. the distance from the subject is measured in each 
image. Blac li spac e surround* the elongated hio-rnorphic frame 
of the composition that also seem$ to s l o ~  the image in time. 

The artist's mouth becomes an organic flexible metric. The 
amount of the subject held between the lips rexeals the distance 
betxzeen tlw artist and her subject. and therein a relationihip is 
inferred. The foreground holds within its IT-shaped armature 
the compositiorial ~nitldle ground arid background. vhich exist 
in illunlinated space. In %race."' the framed contents a l h  

mce niox ement x ieners to read the curtains being dralkn back. 5' 
is exaggerated at close range, faces blur and details are 
diminished. For Ha~nilton's portraiture. the hod! of the subject 
is rernmed. but maj be present as the source of xibrations 
bithill the frame. Character is neither xeiled nor magnified. hut 
allowed to rexeal itself sloxklj. The subject needn't bother to 
comb her hair. The aura of tlle original wbject transcends 
particdar detail. and the communicatixe. haptic gesture is 
conxejed poignantl! in tlle reproducible form. 

fuce to face: Emmetc 
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To wrnmari7r. n~otlernit\'s sc opic I egililei l l a ~  e Lee11 perhaps 
the  most prolific image maker- in hii ton.  Martin Ja\'s 
throretical inr estigatioll in French pllilo-oph! helps to eitah- 
lish a link bet\+een modern artllitecture and other nlodern 
forms of the  arts that ha1 e p r i ~  ileged tlie iwal. 1 et e l tno~\  
from Jonathan (:raq that these tetllniques of tlie ohsewer are 
not determined Ir! technolog alone. Purpose. passion. and 
priorities are determined Irr the pi!chei that n~achines are 
sought to serve. (''UIxw tlw pod b a ~  door. HAL." "+I'm sorrj. I 
can't do that, Dare.'? The inlpdssioned e\es of subject i~e  
01weneri are nor+ callcd on to reengage the sensual in 
emhodied acts of representation. 

4110~ me to speculate he~or id  the speiular. as I drau n q  
cont lusion about a p o 4 h l e  corollar! hetn een photograph\ and 
architecture. B hdt l h d  oi architecture ~ + o u l d  Hamilton's oral 
pin-holes conjure I ha1 e presented her \lark in  the 
context of this conference to pose that question. Rather than 
suggesting a "ne\+ arcl~itecture." 1 see her nev \+a! of seeing as 
opening fresh interpretations of and en~agrinent mith past. 
current and forth( oniinp architectures. Since her means oi  
representation is neither fast. nor focused or final. it begs the 
limits of representation and invite< per-onal, suhjectike experi- 
e n c ~  in tracing our landscapes. 

' For d i ~ n s s i o n  of the l~iatorj  of thr  cnmrnr obscum and perception. uh i ch  
lirnits rhc likel! rolr of the blark bow in her of thr  more potent glass lens. 
sce S\etlana Alprrz 'l'hc Art of Llescrihing: I)otch Art in the Seventeenth 
Lrntur j  (Chicago: The Unixcrsit! of C h i ~ i g o  Press. 1983) pp. 29-32. 

' In Techniques uf the Obsenrr :  on \ision and modernit! in t he  n i r~ r t r en th  
<.er~tury/(CarnbritIge. RIass. : XIIT Presr. c l9O~l)  lortathalt Crar! gixes ribe to 
the dominance of cultural e \ o lu t~on  o\er trl hnnlogical deternlinisrrr in the 
de\clopmrnt of prartims in photr~graph! since 1820. \\ithout disputing the  
significance of Crar!'s historical Ilocuntcntation a r ~ d  cnni.lusions. thia paper . . 

in, es t iga te~ t he  rolc OF the n~ach inc  a* a mechanism of nwdiation to distancr 
or erase hurnan presertcr from the rlorm of photograph! a i  a craft. 

{ Roland Barthrs dcfinrs photograph! tor thc purpose of his subjecti\'e critil,,~l 
stratew % .  b! idcntif!ing the quintes*rntt;~l chdracter of the graxen image a> it  is 
tautologicall! 1inkc.d to its subject i r ~  hi. text lor (,amera 1,ucida: I<cfle,tinns 
on  Photograph!. tranilatrd h! Richard Iioxard. (Yex'iork: t he  Zoonda! 
Press. Farrar. Striius and Giro11x. I9I:l). 

' K-alter Benjamin ~ r o t i .  in hi> c a n ~ n i c  \tork un mrchani<,al reproduction. .'For 
rxample. i r ~  photograph!. process r c p r u d ~ ~ h o n  can hrirrg out those aspects of 
the nriginal that art, unattainahlr tu the naked eye !et accessible to thv 
l en s .~h i ch  is adjn-table and chooirs ~ t -  angle at will. 4nd photographic 
reproduction. with thr  aid 11f ct-rtairi prow>-et. ~ c h  an mlargen~errt  o r  slou 

' I ~ , I I ~ ~ I I T I I I I .  ..( ) I I I .  r11igI11 > ~ I I . L I ~ I I I ,  t t~ t .  clin~~n:it~vl vlcnirnt i l l  t l ~ i ,  t,,rrtl . ' I I J S ~ .  and 
go 1 1 1 1  *:I\: thr~t M I I ~ ,  11 \ t i t l~~, r .  ~ I I  tti,, 01' 1111~<~1tani<,a  r c f ~ r i ~ i 1 ~ ~ ~ t i n n  i h  ~ I I C  
C I I I ~ C I  I I I  thv \<<rrIi 111 art. Tlii.. i* ;i ~ ! r r ~ p r o ~ r ~ i ~ t i ~  ~ r r ~ w e ~ s  M I I I I V ,  . I ~ I I ~ ~ ~ I , L I I I ~ I ~  

~ ~ i i i r ~ r i  I I I . ! I I ~ I ~  t l ~ r  r , . c ~ l ~ ~ ~  0 1  'irt . . . il c h a n p  i t ]  t l ~ e  n~e t l i i ~ r r~  ol'c~rr~t~~rrrpor;ir! 
l ~ t w t . ~ ~ t i ~ n r ~  l ~ t l  I I I I I I I I ~ I , ~ ~ , I I ~ ~  as ~ I , I . ~ I \  01 rl~rr~i. it i r  ~ ( I S ~ I I I ~ .  10 ~ I I o \ \  it> 
> I I I  ial ,airs<.. . . .\\I, il<~l'ir~i- thi- a11ra . . . t11c u ~ ~ i q u ( ,  p I i c n o r r ~ ~ , ~ ~ ~ r ~  0 1  
~li>t.in(,~.. ho \ \~ - \< , r  rlc~cc. i t  nla! ht.." pp. 221-222. 

Inhn Sarko\<sl<i. forrr~r,r vtlrator of photopniph! at the. Rlusrum of Rlird~rn irt .  
h ,~> 11rl';nrtl ~'str,ti;ht" a d  .'s!r~thrtic" ph~liograph! to distingu14t br tuern  
mrrhorlJ 111 repr r \wta t ior~  that rel! tlirwtl! on rnechrmi(~a1 rcproductinn 01' 
light or1 ;I s ~ ~ r l a c c .  iron1 thosc mediating trchniques that emplo! po>tl~rird~r<.- 
t i w  n ~ ( ~ t t t ~ d s  in thi. darliroom or be!or~d to craft a photographii irnagr. 

"a!. RIartirt. Ih\trtr,ant E!r>: The  tienigrarion r t f  \ ision irt 2Otl1 i . rn tu5  Frcnch 
thoughl (Brrkelc! and Lob 4ngeles: Lniicrsit! of California Press  1993) 
dra\\r from the  nriting* of Barthcs. F ~ I I I ~ Y ~ I J ~ .  Irigara! 

" .\nn Harnilton. rrno\\nrd American installatiirn artist. rcprrser~trd the Lnltetl 
%tcs In t l ~ e  1990 \ m i l  r Llirmnale and rrcci\cd a Rlae i r thnr  gentus grant in 
1995. 

"Ilogrri. Sarah 1.. the hod! and the  ohjwt: i n n  Hamilton 1981-1Wh 
(Columl~~rs:  \\exner ( h t c r  for the  Arts: 1096) p p  30-31. 56. 

I ?  For illustration an11 lurthrr desuip t ior~  of Hamilton's installations heforc 
100h. wc:  t h r  bod! and thr  ohjrct: .Inn Hamilton 198.1-I900 produced I-!! 
the, Texrtrr  Centrr  lor t t ~ r  Arts and \\r i tkn b l  Sarah .I .  Rogers. Thc  
intera~ t n c  CI)-Run1 derrtorrstatrs 10 in~ta l l~ i t ior~i  from hcfore 1900. 

Rarthrs. Roland. Camera 1 , u d a .  Reflection. on  Photograph!, trdnh1atl.d h! 
Rithard Hovard. (Nc\4\r11rA: the Noonda! Press. Farrar. Strrirra a ~ ~ d  Ciroux. 
1081). p. b. 

'%rr~neth Fran~ptorl  \\rote "Thc famous aphoridic line. Keci tuera crla' from 
Victor Hugo's book Xutre Dame. has  wn le  home to  roost in more \\a!. th;i( 
one. and ~ h i l e  one ma! bul~lly claim that architecturr i h  not !et dead. itre 
triumph of the p r i n~ i r~g  press. and of' photograph!. has often had ncgati\r  
c o r ~ s r q i r m i ~ s  fnr thr >wcallcd mistress art." Frampton has bought to ;u.jtain 
.'a gr,lphics or ~ ) r n r n i t n ~ m t  and value. rathrr than the  value-free p a p h i e  of 
riesthrt~c drtarhnrcr~t." H r  used as his cotintrr-example of a \<ell-portra!ed 
icun thr eahausti\t. Hat*clblad documentation of Giuseppc Terragni'b Casa 
del Eascio in Qunclrr~n~r putrlished \ \hen  thc building \ \as completed in the 
19302. '.I Kotc on Photograph! and its infll~cnrr on  irchitecturr" Prrspectu 
22 ( 3 e ~  \~o rk :  Rizzoli International. 1980) pp. 40-11. 

'j Ber~i ,~n~in .  \\alter. Jll~rminations. Essa!; and Rei'lcctinns. rditrd h! I Idnnal~  
I r r r~d t .  translated h! Iiarr! Zohr~.  ( N m l o r k :  t l ,~rcourt  Uraci: and K-orld. In(.. 
1908) p. 240. 

15 # 1 t d rcccnt regional mrcting of ACS1  scholars. 1 attcndcd a prescntatirtn h! a 

collt ,ag~~c \t hn I I ~  Grrhard Richter's paintings to situatr the ~ror~trrrtpr~rar\  
fascination \\itkt blurrirtg a s  h e  d i su s sed  ~liller+Scofidio's "Blur Building" on 
Lak,, Nru~ , l~a t e l  at l\erdon-les-Bains. S\\itzcrlarld. 4t that time I thought 
about ho\+ much more eft'rcti\el! IIanriltnn's \\orli ~ o u l d  illustrate hts 
argument. Y ct I do not intend this a t ten~pt  to engage Hamilton's photographs 
lo bf' tdken as a sirnplr formal proposition. 
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