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COURSE PROPOSAL 

My work has always been concerned with a layered image; whether reflections 
through glass, water or projected slides, in an attempt to produce photography that 
is not just a single event, but contains layers of space and time. 

In an attempt to have greater control over all the elements of the photograph, and to 
achieve the depth of image desired, required the development of a collage technique, 
using transparent bromides suspended in water in conjunction with my own 
photographs. Having collected the images (whether self made or found), one is then 
free to construct the image much as one would a painting or poem. Unlike 
traditional collage methods however, the use of glass, water and acetate, the action 
of light on so many reflectit-e surf aces., produces such distortion and fusion of 
images that one is able to transform the original images, thus constructing a new 
work, and this is a technique I wish to continue developing. 

The elements of time, history, past, future, decay, memory (best described using a 
collage method) are subject matter influenced by a recent trip to Europe, where the 
transformations of time and decay, the sense of things being~ not fixed, but in a 
constant state of change, is so much more obvious. The foot~holes worn in stone 
steps, testament to the passing of now-vanished generations, the physical quality of 
frescoes - not of style or subject matter - but rather the flaking paint, the faded 
image, the areas of stone wall that have started to reappear as if the painting, the 
painter and the ideas of his time had never existed. These works contain so many 
layers. The history of the painting, the life of the time and of the painter, the works' 
place in art history, the myth of the story projected, and the physical wearing of 
time and history on the actual artwork. 

Danish churches have a ship hanging from the ceiling signifying one's individual 
journey from birth to death. Roman ruins, reconstructions of Roman life, reveal 
people's basic needs have remained similar since 200A.D. Only signs are left 
behind of the individual's journey, memories, deeds, grave markers - like the 
roomful of ancient tombstones seen in Thailand - time having worn away 
inscriptions in an unknown language. As with the frescoes, a history is erased or 
another layer added, and an individual history becomes part of a collective history. 

? 

I was also intrigued by painting pre-1500, before the invention of perspective. The 
problems of perspective are solved inherently by photography, yet when using a 
collage method, they arise again. A picture may depict a man's life deeds -
birthplace, schooling, conquests, funeral procession and so back to his birthplace -
all on the one plane. In these pictures the importance of the figure or event is 
expressed by its size and position within the whole, the comparative size of objects 
being ruled by emotion and importance, rather than perspective. 

One of photography's greatest strengths is its relation to life, in that, in order to 
depict an event, whether staged or not, that event must have actually occurred. This 
is also very limiting when dealing with a mental rather than physical reality - when 
trying to externalize an internal world. I have gathered a collection of newspaper 
photographs, which, when taken out of context and juxtaposed, can be used to 
illustrate many human themes. This frees the photographer from having to 'shop' 
for images, or use models to represent life. Newspaper images become a library 
which can then be used as freely as the imagination. Newspaper images are 
collective, shared and seen by everyone and set very much in the everyday. I would 
like to use these everyday images of our time, to evoke the passage of time, 



transitoriness, distant glimpses - like fleeting memories - of things one once knew 
to be real as one's surroundings now appear real, and death is a part of this. 

This transformation of the everyday must also be achieved within the actual method 
of representation - the physical quality of the finished print - achieved through the 
layering and distortion available with my-working method, resulting in a fusion and 
poetry of images, one which relies on the association of images, rather than 
narrative theme or structure. This would entail developing work methods which 
may include hand colouring, painting, inking or scratching on glass, the use of 
mural paper, and the use of my own images in conjunction with newspaper images 
to complete ideas, as the greater clarity of photographs has a sense of immediacy 
not contained in the comparatively distant quality of newsprint photographs. 

March 1987. 



REVIEW OF PROPOSAL 

While generally adhering to the original proposal, the idea of using newspaper 
photographs and found images was discarded after the first review in June 1987. 
Proving restrictive, it resulted in a literal and narrative reading of 'history', instead 
of the evocations of transitoriness and absence which I hoped to achieve. 
Thereafter, while retaining the collage method, specific photographs were taken to 
be used in combination in each new series of work. 

Many of the concerns, the working method and particularly the source material 
outlined have, however, remained relevant, whilst undergoing considerable 
clarification, development and refinement as a result of access to photographic 
theory, and the general critical and theoretical components of the course. 

November 1989 



THEORETICAL SUBMISSION 



SEMINAR PAPER I 



NOCTIS .... TERMINOS 
( The edge of night ) 

Experimenters have found that if the spectrum is thrown upon a sheet of 
sensitive paper, the violet end produces the principle effect, and what is truly 
remarkable, a similar effect is produced by certain invisible rays which lie 
beyond the limits of the spectrum, and whose existence is only revealed by the 
actions they exert 

Now I would propose to separate these invisible rays from the rest by suffering 
them to pass through an aperture in a wall or screen of partition. This 
apartment would thus become filled (we must not call it illuminated) with 
invisible rays, which might be scattered in all directions by a convex lens 
placed behind the aperture. If there were a number of persons in the room, no 
one would see the other; and yet if a camera were so placed as to point in the 
direction in which anyone were standing, it would take his portrait and reveal 
his actions. For to use a metaphor we have already employed, the eye of the 
camera would see plainly where the human eye would see nothing but darkness. 

Alas that this speculation is somewhat too refined to be introduced with effect 
into a modem novel or romance; for what a denouement we should have, if we 
could suppose the secrets of the darkened chamber to be revealed by the 
testimony of the imprinted paper.1 

To be photographed in a darkened chamber in the manner Talbot proposes would be 
to be photographed in disappearance; it would be to produce, impossibly, a 
depiction of invisibility. Talbot wishes to reveal the nature of night, not to light the 
darkness. Central to his proposition is a confusion between these two states of 
darkness, between darkness which is merely the temporary absence of light, and 
absolute night - darkness which doesn't know light - the irreconcilable negative. An 
image of the first would merely reveal the scene as it is in day. But for the 
denouement to occur, for the "secrets of the darkened chamber" to be revealed, 
requires an image of the second type of darkness. Profound darkness, the 
inherently invisible. 

In night one is blind; all that one sees is the impossibility of sight. The mental 
images of internal vision are the only sight of darkness. "When one looks into 
darkness, everyone sees in their own way"2; the sight of unreason sees the infinite 
imaginary images of darkness, the "multitudinous population of night. "3 

If I close my eyes you cannot see me, for the world in which I appear has 
disappeared, and you the spectator no longer exist. The darkness which I have now 
entered, this private, solitary night, is the second type of darkness, the "other 
night", darkness in which we see. It is this darkness Talbot hoped to make 
manifest; this darkness which is that, "absolutely precious, inalienable site where 
my image is free (free to abolish itself.)"4 

For in the dark the world disappears, flesh disappears and the body is stripped of 
corporeality by darkness. Paradoxically it is in this disappearance that it is revealed 
in its essential form: a revelation intrinsically unavailable to sight. If to be in 
Talbot's darkened chamber is to sense a presence that cannot be seen, it is this same 
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presence which again eludes vision in the "triumph of the gaze that is represented by 
the autopsy"!, in which the search for life reveals to the day only death. The essence 
of the body - the quest of the study - remains in darkness and the search for vitality 
renders to the visible only mortality. The body without life is only an image of life; 
which is death. That which is the object of the investigation is precisely that which 
expires in the process of becoming visible. 

The promise of Talbot's invisible rays is that one might reveal that which slips away 
upon illumination, as if by stealth one could wrest these images from the night. 
Illumination generates an image, an image which is the deferral of presence. If one 
could undermine illumination, an expectation raised by the "invisible rays", one 
could capture this presence which remains intractably within the night, that which 
remains behilld the image, the photograph . 

... at first sight the image does not resemble a cadaver, but it could be that the 
strangeness of the cadaver is also the strangeness of the image.2 

In a darkened chamber all that is left is disembodied presence. Precisely the 
opposite, the negative of that which is rendered by illumination, by the image, the 
photograph. What the image gives us is always the deferral of presence - rendered 
absence. 

To see a picture of oneself is to see the self as Other. What is generated is an effigy, 
an identity without consciousness. If the photography Talbot proposes were 
possible, one would be able to distinguish in a photograph between a person who 
was dead and one who was merely sleeping, for what Talbot seeks to record is 
consciousness, precisely that which escapes the image, and leaves only a cadaver. 

The photograph, "this image which produces death while trying to preserve life"3, 
conveys a deferral of presence similar to the curious kind of death which occurs in 
the process of naming. The object or the person, ceases to be and becomes an idea, 
"the word gives me the being but it gives it to me deprived of being. "4 The world is 
effaced and replaced by an image, an image which "affirms things in their 
disappearance. "5 

The cadaver is not the person who has departed but is the perfect likeness. The 
cadaver, like the image, is the presence of absence. If what is rendered by 
illumination, the photograph, is death, a death which serves to affirm things in their 
disappearance, which is the embodiment of their absence, what we are given in 
Talbot's chamber, in darkness, the unrevealed, is precisely the opposite: 
disembodied latent presence. 

If absence gives rise to desire and desire motivates representation (Dibutades tracing 
the shadow of her departing lover), representation is always the deferral of 
presence. "This is the condition of temporality, the net in which we are caught, 
which art seeks to transcend, a transcendence perpetually deferred. "6 It is this 
temporality, the mediated distance of representation which Talbot believes he can 
circumvent via his "invisible rays". The photograph Talbot describes would be the 
appearance of disappearance. 
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When everything has disappeared into the night, 'everything [which] has 
disappeared', appears. This is the other night. The night is the apparition of 
'everything [that] has disappeared'. It is what is intimated when dreams 
replace sleep, when the dead go into the depths of the night, when the depths 
of the night appear in those who have disappeared.1 

* 

But he, the conjuror, may he settle 
under the calm of the eye's lowered lid.2 

The darkness Talbot wishes to render visible is the same darkness which Orpheus 
enters when he descends into death in search of Eurydice. It is the "other night", 
where concealment becomes visible, where one crosses over, abandons the real, 
and like Orpheus, enters death. 

Orpheus, the singer/prophet and shaman, is able to tame animals and nature through 
the power of his song, an attribute he uses in the second part of the myth, the 
katabasis, when his beloved Eurydice, bitten by a snake, dies and so enters the 
underworld. Orpheus, charming Pluto and Persephone with his lyre, persuades 
them to allow him to enter hell and retrieve Eurydice, on the condition that he not 
turn back to look at her before they have reached the upper air, a condition he 
necessarily fails. Unable to resist, on the edge of night, Orpheus glances back, 
whereupon he loses Eurydice and returns to the world alone. In the third part, the 
sparagmos, Orpheus, shunning all women, is torn apart by the Maenads, but his 
dismembered head continues to sing and to prophesy and his lyre continues to 
sound, reaffirming, in the myth, the power of song as a force transcending death. 

The dead person cannot move, breathe, hear, speak or feel; consequently that 
which survives in death, must be identical with that which enabled his body to 
move, breathe, speak, hear or feel in life.3 

In the traditional myth Orpheus's task is the freeing of Eurydice's immortal soul 
from the fleshy tomb. This "life soul" is supposed to reside in the blood, or 
preferably in the breath; this exhalation, is a silent, invisible emanation, (hence the 
proposition that these could be made visible by other invisible emanations). That 
which separates sleep from death, which escapes the autopsy, which leaves the 
image as a cadaver, this is what Orpheus enters death in search of. 

Orpheus becomes a figure which can cross the threshold, descend into death, enter 
darkness, night, and, critically, return again to the light of day. He represents the 
possibility of a reconciliation of opposites, for he is not only the desire to see, but 
also the desire to make manifest this vision, to make the night appear in the day, "to 
bring it back to us and in the daylight give it form, figure and reality."4 

He is an intermediary, linking the day with the nether world, the internal with the 
external, the private with the public and the latent with the manifest. It is only 
through the return of Orpheus and his mythical status as a composite of the 
Apollonian and Dionysian that he is able to offer the hope of the resurrection of 
Eurydice. 
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Apollo it is true more or less loses his name to the other God, but by no 
means the power of his artistic creativeness, forever articulating but the 
Dionysian chaos in distinct shapes, sounds and images, which are Dionysian 
only because they are still aglow with the heat of the primeval fire.1 

If darkness, night, is the failure of sight, Orpheus's descent is the desire to see, his 
mythical return being the possibility of the manifestation of this vision, of this 
night, the Dionysian chaos - Chaos, Ancient Night. Representing in modern poetry, 
"the progressive colonization of inwardness"2, the inwardness Orpheus plumbs is 
the darkness which Eurydice inhabits, for she is the ultimate goal of his quest. 

Eurydice is the limit of what art can attain ... she is the profoundly dark point 
toward which art, desire, death and the night all seem to lead. She is the instant 
in which the essence of the night approaches as the other night.3 

As the hope of manifesting the images Talbot wished to reveal, the images of 
unreason, Eurydice is the Dionysian fire which is always extinguished on contact 
with the upper air. 

* 

All ordinary dreams tum into pointless stories as soon as one relates them to someone4 

Traditionally a wood nymph, Eurydice is closer to being a Cimmerian, one of a 
people who lived in a land of darkness at the edge of the world. Eurydice is the 
point at which the night advances as the "other night", the night in which we see. 
For her black is the colour of the light, for her black illuminates. 

Eurydice is all the intimate, infinite, images that arise in darkness, she is what fills 
the darkened chamber. She is the embodiment of all that Talbot hoped to render, for 
were it possible to capture an image with Talbot's invisible rays it would be 
Eurydice, for she is the manifestation of all the emanations of night, of absence, that 
would be revealed. She is the essence of night: the enigmatic, the ungraspable, the 
hidden personification of the impossible and the unattainable. 

Talbot wants to reveal the nature of night, not to light the darkness, just as Orpheus 
wants to see Eurydice in her latent form. To see her in invisibility, freed of earthly 
form, is an opportunity provided by the death which Orpheus has now entered. For 
he, 

... does not demand Eurydice in her diurnal truth and her everyday charm, but in 
her nocturnal darkness, in her distance, her body closed, her face sealed, [he 
wants to] see her not when she is visible, but when she is invisible, and not as 
the intimacy of a familiar life, but as the strangeness of that which excludes all 
intimacy; does not want to make her live but to have the fullness of her death 
living in her.5 

When Orpheus seeks Eurydice in death, goes down into the night to secure her 
return, he cannot help but glance backwards, to see her in disappearance, to see her 
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not as she is revealed in daylight, but in the more essential, perfect form which she 
achieves in night. "Death gives us the opportunity to realize our full potential, and 
become what he created us to be, perfect, even as he is perfect. "lThe latent 
Eurydice whom Orpheus draws toward the mouth of Hades, is a rich night, an 
exorbitant promise, replete with a potential which is only matched by the futility 
which remains after the careless look. 

"Art is the power which causes the night to open"2, is what allows Orpheus the 
possibility of transgression. Allows him the hope of night, of unreason, of all that 
is destroyed before the law. For the day brings the realization of its impossibility. 

Unrevealed, yet manifested, "Eurydice" is behind every image, every resemblance. 
The photograph by its very nature is always impersonal, distant, inaccessible. The 
image, resemblance, is necessarily the denial of Eurydice, and paradoxically, it is 
by this very denial that she is constantly drawn toward the day, drawn upward by 
Orpheus in a reconciliation of opposition. 

Darkness is the domain of the private, the interior. When Eurydice reaches light she 
is dead. We witness only an image of Eurydice, the cadaver of Eurydice. Eurydice 
dies when touched by light, she dies on the threshold of day, just as that which one 
goes to the photo in search of dies on reaching the surface, dies before one can lay 
one's eyes on it. 

Both the image and the photograph are of the public domain, and that which appears 
in the world gives us death. The photograph can be neither resurrection nor 
exhumation, for it cannot reveal the private, essential Eurydice, cannot reveal " ... an 
interiority which I believe is identified with my truth, or if you like with the 
intractable of which I consist. "3 Talbot hoped to photograph just this interiority, 
sharing with Barthes a desire to, "utter interiority without yielding intimacy. "4 Such 
an image is an impossibility; the photograph, always public, reveals only the 
absence of Eurydice, the death of Eurydice. 

The photograph invokes death by making the past a reality, by causing the past to 
appear in the present, but it is this same re-presentation which also offers the hope 
of resurrection. By fixing a date from which we have come, death is made a 
certainty, and yet in the photo we will be, (temporarily and in our absence), 
returned to the world.This is the photograph's relation to Eurydice - the image as 
resurrection, the appearance of the dead in life. Like Orpheus's descent, the 
photograph is at once the possibility of seeing Eurydice, and always the fixing of 
the absence of Eurydice in daylight. Necessarily conjuring her presence in night, in 
that which the photo promises but will not let us see, the photograph which only 
shows us so much and nothing more. 

Eurydice shows only the promise of a face, just as the photograph gives us only the 
promise of resurrection. "It was not she and yet it was no-one else. "5 A promise it 
will never deliver. It offers us the return of the dead as they appeared in life, but 
gives them to us without life, renders them up dead: always there is the possibility 
that one can accede to what is behind the image, for does not the myth affirm the 
presence of all in this darkness, if only one could secure it? Guarantee the latent 
beneath the image if only one could reach it, if one had access to the inaccessible? 
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The resemblance of cadavers is a haunting obsession, but the act of haunting is 
not the unreal visitation of the ideal, what haunts is the inaccessible, which one 
cannot rid oneself of, what one does not find, and because of that, does not 
allow one to avoid it. The ungraspable is what one does not escape.1 

To see and to grasp Eurydice lost. The one in the photograph is lost, and the lost, 
like the dead Eurydice, is irretrievable. We can, like Orpheus, go down into death, 
enter the death the image gives us, "enter crazily into the spectacle"2, enter memory, 
reverie, the imaginary, enter the image by using the photograph as a catalyst to a 
staging in imagination or a restaging in memory. But always the photo oscillates 
between throne room and torture chamber, between an unremitting presence and an 
overbearing sense of loss. 

Like Orpheus we will always lose Eurydice twice over, will fail to bring her back 
with us. The shock of the photograph is its relation with reality, its little too much 
of reality: the photograph maintains by its very nature a "critical edge against the 
real." It is at this same point that Eurydice slips away, this is the site of the 
photograph's oscillation, the point on which it pivots. "All art tries to draw out into 
the daylight the elemental depths that the world denies and drives back as it asserts 
itself."3 

Though it may have "the power to give physical form to the insubstantial image that 
vanishes as soon as it is perceived, leaving no shadow on the mirror, no ripple on 
the surface of the water"4, that is, can capture the transitory, the evanescent, as it 
disappears, photography cannot capture the object in its disappearance. This was 
Talbot's dilemma and this is Orpheus's task. 

What is this "insubstantial image which vanishes as soon as it is perceived", if not a 
description of Eurydice, of all that evaporates in the process of apprehension, 
leaving only an absence, an afterimage - the expiring ghosts of peripheral vision. 

By this criterion, one may capture Eurydice at the very edge of night, may secure an 
image the instant she slips away into the darkness; Eurydice, hovering on the brink 
of appearance, but one cannot capture her in the next instant, in her chthonic, 
nocturnal form. This image of Eurydice, hovering on the brink of appearance, an 
image not quite fixed in its public form (for it will never be revealed in its private 
form); this image half physical, half mythical, is the image in which Barthes claims 
to see his mother: the Winter Garden Photograph. 

* 

What is special about a poem is that nothing in it strikes a vivid image.5 

Whether or not the photograph of his mother around which Barthes bases Camera 
Lucida actually exists is irrelevant, for even as he describes it in the text, it is the 
description of an image which barely exists, which is barely able to be seen; both as 
a physical object in a state of deterioration and as an image with a tenuous link to his 
descent. An almost effaced image of the mother as child; in a state barely formed. 
An image simultaneously on the brink of fixing appearances and in the final stages 
of disappearance. An image with both edges very close to the night. 
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Barthes, like Orpheus, enters death in the hope of retrieving his Eurydice, of 
finding the image of his mother which contains that which is essentially "her". His 
is a desire to see her as she is in death, and this he claims to do in " ... a lost remote 
photograph, one which does not look 'like' her, the photograph of a child I never 
knew."1 

It is an image, not of imitation, but of intimation. Despite the fixed image, the 
photograph, she still remains hidden from him; remains an essentially potential 
image, for the image in which he 'finds' her (and it can only be this image), has no 
match, has no memory with which to coincide, is an image of her from a time 
before memory. And just as she is not apparent to his memory, we also have no 
image against which to match his description. She becomes, as Eurydice does, an 
imaginary image, an ideal (ized) image, absent to sight yet present to the imaginary. 
The photograph gives him the manifestation of an imaginary being linked to him 
only by the validation the photograph provides. She has no relation with the world 
in which she appears except as this "testimony of the imprinted paper". 

An image caught between two opposing forces, she is Eurydice trying to reach the 
surf ace and being erased by the world in the very process of appearing. This image, 
"however pale", the mother as child, is the appearance of the figure in a nascent 
state, a potential form, paused at the penumbra. On the edge of entering the world, 
that is, the known reality of resemblance, or more concretely, recollection. 
Alternately summoned and dismissed, " ... without either showing or hiding 
herself ... "2, half hidden, half revealed, " ... the sepia print ha[ s] faded and the print 
[has] just managed to show ... "3 If time, the world, has all but effaced the image, 
causing it to disappear, the image in the picture is an image hovering on the verge of 
fixing appearance, an image not yet settled into its final configuration, an image 
continually threatening to vanish. 

As the "photograph of a child I never knew", it is the manifestation of a chimera, 
half historical, half imaginary. Simultaneously an image of "not yet" and "not any 
more", it is as close to the appearance of "everything has disappeared", as the image 
can grant. An image hovering on the brink of appearance and on the brink of 
eternity, for both Eurydice and the Winter Garden Photograph are, " ... born out of 
nothing ... they have no background in the double sense that they are silhouetted 
against only the most monotonous darkness, ... nothing can assign them their 
origin, their limit and their nature. "4 (To see Eurydice would be to exhaust the 
infinite.) 

Barthes glimpses her not in the photograph but through the photograph, the 
photograph becomes a window onto the night. Just as Orpheus is an intermediary 
between reality (the world) and the imaginary (death), so perhaps is the photograph. 
'Camera obscura' - literally dark chamber, dark passageway - regained. "All such 
talismanic uses of photography are attempts to contact or lay claim to another 
reality."5 An image in evanescence, she is an allusion to the limitless images of 
night, and it is only in this fugitive, potential form that he can possibly lay claim to 
having 'seen' her. 
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Truly the photograph of an eidolon in both senses of the word. As an, 
"unsubstantial image, apparition, phantom", it could indeed be the physical form of 
Nadar's "transient insubstantial image"; and as an, "ideal or idealized figure", it is 
as near to the fixing of an image of Talbot's darkened chamber as is possible. 

* 

We weep then, not ... through an excess of pleasure, but through a certain 
petulant, impatient sorrow, at our inability to grasp, now, wholly, here on 
earth, at once and forever, those divine and rapturous joys, of which through the 
poem or through the music, we attain but brief and indeterminate glimpses.1 

Orpheus must necessarily always fail, must always return alone. The retrieval of 
Eurydice is a transcendent ambition, for, " ... nowadays darkness is the 
representation of this Utopia. Art's Utopia, the counterfactual yet to come, is draped 
in black. It goes on being a recollection of the possible with a critical edge against 
the real."2 

What is Eurydice but the counterfactual, she who is revealed only by her absence, 
she who is dispelled precisely on contact with this edge of the real? Eurydice 
becomes then, the unrevealed, the hidden incarnation of this dark utopia, as the limit 
of what art can attain. The impossible that is realized only in its own negative 
outline, in the blackness of the shadow it itself casts. Art's impossibility, then, is 
also its impetus: "It is the possible as promised by its impossibility. "3 

It is this same "critical edge against the real", which governs Orpheus's failure, for, 
in the sane light of day, to recover Eurydice would constitute a resurrection, which 
is to invoke the divine. 

Exodus 33.18 Then Moses asked to see God's glory. 
33.20 But you may not see the glory of my face. 
33.22 And when my glory goes by I will put you in the cleft of 

the rock and cover you with my hand until I have passed. 
Then I shall remove my hand and you shall see my back 
but not my face. 

All we can sense of inspiration is its failure.4 

The only art which succeeds is that which fails.5 

But does not Barthes claim to have glimpsed the impossible: " ... that cry, the end of 
all language. "6 Barthes' book gains its elegaic form through having glimpsed, 
fleetingly, impossibly, the face on the penumbra, the promise of a face and a face of 
promise, his Eurydice. 
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Does not Orpheus continue to sing upon his return and is not the loss necessary for 
the song? For what remains of Orpheus's journey, what he brings to the light of 
day, is only his song, his lament and, " ... behind Orpheus's lament shines the glory 
of having seen, however fleetingly, the unattainable face at the very instant it turned 
away and returned to darkness, a nameless, placeless hymn to the light."1 

Orpheus's song is consecrated, becomes a hymn through an act of grace. It is a 
lament which glows with the luminous presence of a tantalizing intimation of the 
unattainable in the last gleamings of diminution, the same reflected light which 
reveals the moon, divine absence. 

The project of creating, in a secular culture, an institution that can manifest a 
dark, hidden reality, is a contradiction in terms.2 

The face of Eurydice remains irredeemably within the night, within the myth, as the 
Winter Garden Photograph remains the profoundly dark centre of Barthes' book 
which neither image nor text reveals. "The depth does not reveal itself face to face, 
it reveals itself by concealing itself within the work. "3 Her absent presence 
pervades, darkly illuminates the text, she appears only through the act of writing, 
just as Eurydice exists only as the quest of Orpheus's tale. A negative 
transcendence, the lament, then, evokes the lost in the very statement of its absence, 
evokes its appearance in disappearance. 
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Joy knows and Longing has accepted 
Only Lament still learns; upon her beads 
night after night, she counts the ancient curse. 

Yet awkward as she is, she suddenly 
Lifts a constellation of our voice 
glittering into the pure nocturnal sky.4 
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EX POTENT!A 



SEMINAR PAPER II 



FASCINUM 
( a bewitching ) 

What song the Sirens sang or what name Achilles assumed when he hid 
himself among women, although puzzling questions are not beyond all 
conjecture.1 

In Homer's "Odyssey", one of the many trials Ulysses must overcome during his 
epic voyage homeward is an encounter with the Sirens. These seductive and deadly 
creatures, half woman, half bird, inhabit the flower-strewn meadows of the rocky 
Siren Isles, rocks which are littered with the bones of the dead. Their names; 
Aglaophonos (of the brilliant voice), Thelxepia (of the words which enchant), 
Persinoe (the persuasive), and Molpe (song), are testament to the Sirens' special 
attribute, their spellbinding song. The name Siren derives from a Greek root 
meaning "to bind or attach", and the Sirens sing a song so enchanting, so alluring 
that no man is able to resist its fatal charms; but those who succumb to the song 
never return. Ulysses, having been forewarned by Circe of the dangers of the 
Sirens' song and its powerful temptation, orders his crew to stop their ears with 
wax, lest they be seduced into diving overboard and Ulysses, wishing to hear the 
song but not to yield, has himself securely lashed to the mast of the ship; and so 
they are able to pass the Sirens in safety. 

'Draw near', they sang, 'illustrious Odysseus, flower of Aechean chivalry, and 
bring your ship to rest so that you may hear our voices. No seaman ever sailed 
his black ship past this spot without listening to the sweet tones that flow 
from our lips, and none that listened has not been delighted and gone on a wiser 
man. For we know all that the Argives and Trojans suffered on the broad plain 
of Troy by the will of the Gods, and we have foreknowledge of all that is going 
to happen on this fruitful earth'.2 

This song, the song the sailors hear, is only the song of a song yet to come. A song 
which entices one to draw near in order to hear the real song. It remains always, no 
more than the fatal promise of a future song, yet it is this promise that is the source 
of the Sirens' enchantment. The victims of the Sirens are like men spellbound by a 
singer whose tale does not end, until his listeners have died listening. For, 
seductive and alluring, the Sirens are the embodiment of fascination. 

Fascination, the source of the Sirens' power, is defined as the ability to, "deprive 
(victim) of the power of escape or resistance by one's look or presence (esp. of 
serpents); to attract irresistibly, enchant, chann"3 and this the Sirens exert through 
their spellbinding song. For these prophetesses promise a song which will sing the 
future, sing of the gift of wisdom to whoever stops to listen; indeed, the temptation 
of their song is comparable to the serpent's temptation in Genesis. Both carry the 
promise of extraordinary knowledge, and both are gained only at the greatest cost. 
If the serpent's promise to Eve was the wisdom of God, the song the Sirens sing is 
an elusive and alluring form of the forbidden voice, for they sing the powerful 
appeal of ,an extra-systemic knowledge of unimaginable delight. 

Provoking dread in the listener, where one fears, but what one fears one also 
desires, the Sirens, powerfully attractive and lethal, horrifying and alluring, unite an 
unbridgeable distance with the promise of engulfment into a sublime state of grace. 
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Theirs is the promise of unification at the price of annihilation, for the death the 
Sirens deliver, the death that fascination leads to, is the death of the perceiving 
subject. 

To hear the song requires listening, and listening requires absorption, immersion, 
removal. ff "no-one can have an idea once he starts really listening",1 the terror of 
fascination is that it invites the listener not to reinforce or express himself, but on 
the contrary, it entices him to lose himself, to renounce himself. It is this immersion 
that takes the fascinated to the edge of the abyss, that makes fascination a state of 
suspension. For the fascinated viewer seeks intensity, the exquisite danger of 
tottering on the edge of reality, testing the bounds of reason. It is this very 
contemplation on the loss of self, the "grandeur of the fall", creating an acute 
experience on the brink of hallucination and abjection, that is the seduction of 
fascination; for it awakens in man, "that extreme delight in falling that he cannot 
satisfy in the normal conditions of his life. "2 

Fascination is a crisis. The line on which it is drawn is the interstice between the 
real and the imaginary, between illusion and hallucination. Entering the tale and 
hearing the first song one maintains contact with reality. The result of a temporary 
suspension of disbelief, the Sirens remain an illusion. To dive overboard in order to 
hear the second song is to cross over into the imaginary. Believing the image to be 
reality, the Sirens then become an hallucination, and hallucination is blindness. 

Fascination arises in the gap. It is that exact moment when sight becomes blindness. 
Not a blindness filled with the imaginary images of the abyss, but as the last point 
of contact with reality; at the future edge of vision - a white blindness. Fascination 
marks an end point. No longer active seeing, the sight of reason finds its limit and 
the light of understanding becomes opaque, causing the window of the gaze to 
become a mirror. Unable to relinquish its hold on reality, fascination is where "our 
gaze solidifies into light"} Being sight that can go no further, the light of the gaze 
reflected off the opaque yet beckoning abyss results in a white blindness replete 
with potential. Fascination discerns this potential of the song-to-be but cannot 
determine its form; hearing only the elusive future of the song, it is sight full of 
images yet to be. Supremely attractive, "splendid because it is unrevealed",4 this 
reflected light calls for the loss of the perceiving subject. A loss which the Sirens 
invite Ulysses to partake. 

Ulysses can only state the events leading up to this moment, for everything before 
him is hidden - brilliant and fascinating, dazzling but unrevealed. He sees only a 
blinding, reflected light, which is alien to revelation. Everything he desires to see 
remains stubbornly out of view, for the "new is a blindspot, as empty as perfect 
thisness",5 and it is this blindspot Ulysses must see, cannot see, that is the lure of 
the Sirens song; the cause of his fascination. "Impossible to grasp, impossible to 
relinquish, the unsettled moment of fascination. "6 

The sight of fascination is attention without perception. Attention from which there 
is no release because there was never any soliciting of it. In a self reflexive vision 
without end, all links with the world are cut in the thrall of the image. The look 
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becomes the stare, and the stare is "as far from history, as close to eternity as 
contemporary art can get. "1 

This interval between the real and the imaginary is the line the Sirens invite Ulysses 
to cross, for, 

... each wants to be everything, wants to be the absolute world, which would 
make it impossible for him to co-exist with the other absolute world, and yet 
the greatest desire of each is for this co-existence, and this encounter.2 

This encounter would be the achievement of an impossible equilibrium, one in 
which the promise of fascination would be realized; that one could know the abyss -
revelation without the loss of the perceiving subject. The action of fascination is 
seeking this interval between illusion and hallucination in an attempt to establish 
such an equilibrium, resulting in an uneasy balance which is the site of the intensity, 
of the strange stasis of fascination, where the nature of viewing could be termed 
'arrested consumption'. 

For that which we find fascinating, "takes away our power to give it meaning, 
abandons its perceptible nature, abandons the world ... "3 In the same way Duchamp 
calls his readymades "arrests", or Breton describes utensils as, "those outmoded, 
fragmented, unusable, almost incomprehensible, perverse objects", a description of 
the state of things when they have subsided into their image; "the object no longer 
disappearing in use, appears. "4 That is, it suddenly appears purely as object; having 
lost its ability to signify, divorced from its cultural significance, to enter fascination 
is to enter a second order of signification. "One peels back language, allowing the 
things themselves to speak. 115 

"Only what has surrendered itself to the image appears and everything that appears 
is in this sense, imaginary".6 That which the fascinated person sees, "does not 
belong to the world of reality, but to the indeterminate realm of fascination. "7 

Marking the end of interrogative sight, under fascination the image, though not 
interpreted or mastered, continues to exert an effect, and this effect is the result of 
the connotative rather than denotative power of the image. 

Discerning the gap between the image of an object and the meaning of that object, 
fascination entails the relinquishing of critical distance - site of its perilous flirtation 
with the abyss. It is through this very disassociation from meaning, from culture, 
from the world in which it appears, that fascination derives its insistent attraction -
site of the longing for the song-to-be. 

To compensate for this ignominious enslavement to history, the artist exalts 
himself with the dream of a wholly ahistorical, and therefore, unalienated art.8 

The revelation this intermediate realm of fascination promises - but necessarily 
never delivers - the seduction it exerts, is that the artist would be, 
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... no longer guided by a culture that made him the object and master of an 
object of glory. Instead he has become the genius, the involuntary receptacle of 
inspiration which comes to him from some "je ne sais quoi."1 

It is just this condition that determines the promise and renunciation intrinsic to 
fascination. For in the reflected, indeterminate world fascination opens, the image, 
no longer seen as a transparent world of limitless depth, becomes opaque. It is this 
very opacity which renders the promise of a "re-enchantment of a fragment of 
imagery",2 an opacity which promises revelation in the same way the blinding light 
of the abyss promises revelation. 

Art that is "silent" constitutes one approach to this visionary ahistorical 
condition.3 

* 

Silence ... augural absence of a voice which fascinates. 4 

The fascinated viewer "discerns in the image not the perspicuity of discourse, but a 
certain opacity". 5 The opaque image, the image which no longer retains the 
transparency of communication is silent, and the silent image is impenetrable. It is 
this impenetrability, where sight can go no further that engenders sight that will not 
end - fascination, for "silence is a prophesy. "6 

The song the sailors hear does not contain the forbidden knowledge of which it 
speaks, nor does any presence shine in the Sirens' words. A song of insufficiency, 
the opposite of a hymn, it remains always a song to be, a song which designates far 
more than it articulates and gains its meaning from this very economy. In this 
respect the sailors hear a voice that sings blankly and this is as it must be, for what 
they are singing is the promise of the new, and the "new is necessarily abstract. "7 

What makes the words so seductive is not the meaning of these words. That which 
communicates is what "sparkles in the remoteness of their words, the future of what 
they say."8 If desirability is enhanced by distance, this remoteness only serves to 
enhance the fascination the new exerts. It is a song which ever affirms that which it 
at the same time denies, a song which by its very blankness assures the richest of 
melodies, the most intense of experiences, which is why the opaque light of the 
abyss is so enticing. 

And so it is with the fascinating image. It is an image to which one can no longer 
impute meaning, cannot interpret, understand, add, enter, change. It has become an 
absolute and "like all absolutes can only be considered without reason. "9 So to see 
the image under the thrall of fascination is to perceive the image as full, as an 
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impenetrability that is due to its plenitude. The opaqueness the image acquires under 
fascination corresponds to the blankness of the song the sailors hear. Such silence, 
such opacity, points to its own transcendence, to a speech beyond silence, to a 
meaning, a transparency, beyond opacity. This is why the opaque image, the blank 
song, the reflected light, carry the promise of a "sudden revelation, the mystical 
illumination of the Symbolists."1 " ... silence opens up an array of possibilities for 
interpreting that silence, for imputing speech to it. "2 

Homer's description of the song, circumventing its specifics, nevertheless derives 
its power from the unknown, obscure, foreign point to which it constantly alludes, 
which it exists to designate. The song is then a signifier without a signified, and the 
tale of _the Sirens is the tale of an approach. It is a movement toward an unknown 
point (or point of the unknown), and all the power of the song is derived from this 
point. But this point has no prior existence, indeed does not exist, except within the 
description of a song yet to come. In order to hear this song to be, one must step 
into the interstice, enter the myth, enter the intermediate realm off ascination; 
conditionally accept the Sirens as real. For this is the site of the connection between 
the new signifier (or signifier of the new) and the unknown signified, and it is the 
"connection itself which generates meaning, not any 'real' world beyond it to which 
it refers. "3 

This unreachable point is similar to Barthes' indescribable "punctum", a point 
which creates (divines) a "blind field". This 'blind field' being the 'beyond' of the 
photograph just as the actual words the Sirens sing are the 'beyond' of the tale. 
Both the song and the punctum "launch desire beyond what it permits us to see",4 

or to hear. The song and the punctum both imply the hidden or partially revealed 
existence of something both mystified and known, concealed yet referred to. "I 
cannot manage to describe, only designate a location. "5 

For the song, fascination, opens up a distance and designates this as a distance to be 
covered. In a state of transit - sailors never discuss their destination - they are in a 
continual present, of continually approaching yet never arriving. Constantly 
between departure (past) and destination (future). An intermediate world. That 
whole other world art creates, Paul Klee's "eine Zweischenweit", a between world. 
"Divine intoxication, to which the instincts of childhood are so closely related, is 
entirely in the present. "6 

"I dismiss all knowledge, all culture. I refuse to inherit anything from another eye 
than my own", or, "I wanted to be a child, a primitive, a maniac". 7 Both statements 
invite fascination, express a desire to succumb to the incantation of the image, to 
find that little in the image that is pure image. They are all states which through 
deliberate lack of reason desire a fascinated response to the image; states under 
which the photograph's seemingly evidential power becomes opaque. Barthes' 
notions of the 'punctum' and the 'obtuse'; occurrences outside of "articulated 
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language, yet nevertheless within interlocution", 1 discerned under such fascinated 
conditions, are responses not of "critical distance, but of jouissance" .2 

Jouissance that results when the text, or the photograph, derived from certain given 
signifiers, "creates from these new signifieds, a new reality, which is not given and 
which surpasses the original in invention and beauty".3 Jouissance - the 
discernment of a "radically violent pleasure", an erotic interruption involving the 
subversion of the text, and the loss of one's cultural identity: 'divine intoxication'. 
The intensity of jouissance, its sense of breakthrough, resulting in a fleeting 
sensation of that 'extreme delight in falling' promised by fascination. 

* 

... am I hearing voices within the voice? but isn't the truth of the voice to be 
hallucinated?4 

Behind the task of the translator of Homer is the supposition that something in the 
original (oral) tale did convince one of the terrible beauty of the Sirens' appeal. 
Perhaps this could only be conveyed in the telling, it was the oratorical power, the 
lost music of a now dead language that swayed; what Barthes would call "the grain 
of the voice". 

Fischer-Dieskau is assuredly an artist beyond reproach, everything in the 
(semantic and lyrical) structure is respected, and yet nothing seduces, nothing 
sways us to jouissance. 5 

Perhaps the translator's, like Fischer-Dieskau's work is, "articulated, detached, 
emphasized, in order to fulfill the clarity of meaning. "6 But fascination, and the 
song surely engenders fascination, is an absorption which necessarily precludes 
such critical distance. To be fascinated is to hear the song as if "patinated, given the 
wear of a language that has been living, functioning and working for ages past. .. 
there lay the truth oflanguage, not its functionality, (clarity, expressivity, 
communication). "7 

The task of the translator of a vanished language resembles that of Daniel called to 
read the writing on the wall at Belshazzer's feast. Whether the words were written 
in a familiar language, and it was just difficult to interpret their prophetic 
significance, or whether the words were written in an unknown language and he 
communicated a sense or vision of their meaning, Daniel is working with what 
could be termed visual aphasia. 
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For though words, verbal meaning per se, might convey nothing, spoken 
language is usually suffused with "tone", embedded in an expressiveness which 
transcends the verbal - and it is this expressiveness so deep, so various, so 
complex, so subtle, which is perfectly preserved in aphasia, though 
understanding of words be destroyed.8 
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Because it is at the expense of critical distance, is where one searches for a meaning 
that is outside cultural significance, whereupon the meaning of words is again 
destroyed, fascination, like aphasia, like Barthes' obtuse meaning (which is also 
indifferent to the story and to obvious meaning), works as access to significance, 
which is access to "meaning in its potential voluptuousness" .1 If under fascination 
we are deprived of the ability to discern meaning, fascination then engenders a 
visual aphasia, working, like Daniel, to communicate a sense or vision of a now 
unknown language, an understanding through tone, through the connotation rather 
than denotation of the image. The "last and sovereign power of things", 2 that reigns 
under fascination is equivalent to the understanding of tone that is left in aphasia. 
Under fascination, under aphasia, the adjective is meaningless. 

Ornamentation indeed holds some interest but not nearly so much as does tone. 
There are insignificant little works, quite summary, almost formless, but which 
nonetheless ring very loudly - which is precisely why we prefer them to the 
monumental works of illustrious professionals.3 

Ulysses' narration lacks tone. Ulysses gains his salvation and lives to relate his 
triumphant narrative, his 'monumental, professional' narrative, but it is a narrative 
without risk, without authenticity; it is a tale that does not disturb, does not sway. 

When we admire the tone of a work, responding to the tone as that which is 
most authentic about it, what are we referring to? Not to the style, and not to 
the interest and quality of the language, but precisely the silence ... the virile 
force through which the person writes.4 

One seeks fascination in the pursuit of intensity; witness Ulysses writhing, tied to 
the mast, tormented into an intense immobility by the song. And yet he remains 
safely within his own self-imposed reason. He can hear and understand but cannot 
act, that is cannot react with anything but reason. His experience then is of a 
"cowardly, mediocre and tranquil pleasure", it is a pleasure that risks nothing. His 
action becomes the epitome of Bataille's "walk through the fields with a botanical 
textbook", or Sontag's interpretation that "makes art manageable, comfortable." 
Ulysses remains just as he had always been, his world becoming, "poorer perhaps, 
but firmer and more sure. "5 

"The man who provides himself, or is provided with an adjective, is now hurt, now 
pleased, but always constituted",6 as the curious but cautious Ulysses always 
remains a constituted perceiving subject, and of course, this is the only way he can 
live to relate the tale. If "an object worthy of contemplation is one which, in effect, 
annihilates the perceiving subject", 7 disengagement is necessary for 
communication. As the tale clearly shows, one cannot encounter the abyss and 
return, for the centre of the tale, the point to which it constantly entices through its 
music, is precisely the point where, "music had disappeared more completely than 
in any other place in the world. rrg 

By tying himself to the mast Ulysses has broken with true fascination, he translates 
his emotion through reason, giving the experience meaning through critical 
distance. Having been forewarned and forearmed, his is not a true encounter, it is 
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an, "art that inoculates pleasure (by reducing it to a known, coded emotion)",1 in 
this case, merely temptation. Those that perish under true fascination and the 
abjection that threatens to follow are victims of the significance of the song - where 
it escapes the 'tyranny of meaning'. Because of his caution the song Ulysses hears 
never exceeds culture. This then is why the true words of the Sirens' Song, the 
words heard by those who perish, will never be written: the song cannot be reduced 
to the adjective - known coded emotion. 

The rhetoric of the troubadours, precisely the famous joie/joi Goy) of their song 
both represents the inscription of the other, not as the one to whom the 
message is addressed, but as a term, a signifier, interior to an exalted 
enunciation. The song of joy does not represent the loved or the lover, it is 
love ... on the condition that language be full of unbridled nonsense.2 

As it is under aphasia. The same unbridled nonsense Barthes would call the 
"frivolous insignificance oflanguage", where the "suspension of images ... be the 
very space of love, its music. "3 

Would it be that music is access to jouissance, to loss ... 4 

We will never hear the real Sirens' song, for this would be to hear the language 
Adam spoke, " ... the only natural language, the sole language free from distortion 
and illusion [which] man will speak again when he recovers paradise."5Hence the 
renunciation the song demands and the redemption it promises. The Sirens' song 
exists only as a signifier, it only indicates where lies the true source of the 
happiness of which it sings. If "art is the promise of happiness, a promise that is 
constantly being broken", 6 the lure of fascination is an attempt to regain something 
of this lost happiness (the loss of an immanent symbolic order?); for under 
fascination one gains access to significance, to "tone", and so to "jouissance." "Joy 
- the intensification of Being. "7 

In this way the Sirens' Song resembles the song of Kafk:a's "Josephine", the 
singing mouse, 

... something of our poor brief childhood is in it, something of lost happiness 
which can never be found again, but also something of rresent day life, of its 
small gaieties, unaccountable, yet real and unquenchable. 

The site of the yearning fascination expresses, where its bearing one on toward a 
utopian time is merely an act of retrieval, is related to this "poor, brief childhood", 
because childhood is the "moment of fascination, it is fascinated itself', and the 

1 
2 
3 
4 
5 
6 
7 
8 

Barthes, R. "The Third Meaning", op.cit.; 61 
Kristeva, J. "Say Nothing", On The Beach No. 3/4; 14 
Barthes, R. "Camera Lucida", op. cit.; 72 
Barthes, R. "The Grain of the Voice", op.cit.; 179 
Boehme, J., cited in Sontag S., op. cit.; 22 
op.cit. Adorno, T.; 196 
op.cit. Lyotard, J.F.; 37 
Benjamin, W. "Franz Kafka", in his Illuminations, (trans. H.Zohn) New York 1969 p.118. 
In his story "Silence of the Sirens", Kafka's Sirens do not sing. Promising only death, they 
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countenance a transcendence which would reconcile one to death. His is the denial of the 
hope of song for, "music and singing are an expression or at least a token of escape, a token 
of hope that comes to us from that intermediate world." Fascination too, creates such an 
intermediate world, ".at once unfinished and commonplace, comforting and silly." It is 
because both the song and fascination exist in, open up or attest to the existence of this 
intermediate world, that they are able to offer hope. They engender the possibility of the 
revelation fascination promises and so are able to appear full. 



magic of the intermediate world fascination opens is that, "contemplation liberated 
from discursive reflection has the simplicity of a child's laugh. "1 

Fascination is a matter of intensification, not of elevation or transcendence. There 
will be no sudden revelation, no illumination. The stasis of fascination remains 
promissory purely through its opacity, just as the Sirens' song retains its power 
purely because one cannot represent a state past law-abiding language. Fascination 
renders them promissory because it presents them as negative signs - signs that 
merely "attest to the immense power of ideas" ,2 in which case they rely on their 
very insufficiency for their meaning, which becomes then the "other of all 
meaning."3 

If "the incapacity to name is a good symptom of disturbance" ,4 a disturbance, 
which, like jouissance, comes from a sense of breakdown or interruption, this 
disturbance acts as a crease in the fabric of meaning, and it is through these ruptures 
that "real art has the capacity to make us nervous. "5 A disturbance Ulysses was 
unwilling to risk. Both significance - the song of a song still to come - and 
jouissance - small gaieties, ("pure untranslatable, sensuous immediacy") - through 
their very unaccountability are inexhaustible. 
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There will be no unique name, even if it were the name of Being. And we must 
think this without nostalgia, that is, outside the myth of a purely maternal or 
paternal language, a lost native country of thought. On the contrary, we must 
affirm this in the sense in which Nietszche put affirmation into play, in a 
certain laughter and a certain step of the dance. 6 
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The sun and death are the most abstract of objects for neither can be looked upon 
directly. These absolutes, one total darkness - black, the other dazzling radiance -
white, represent the limits of vision, for to see either is an impossible transgression. 
One cannot look upon the face of death - Orpheus's task - nor can one foresee the 
new - Ulysses desire. 

Being the denial of sight, a blindness in which one nonetheless continues to see, 
they become states replete with potential, states which portend to all that is beyond 
vision. Potentia - the possibility of development into a state of actuality. That which 
Orpheus enters the underworld in search of, death, 'that which has been', is "ex 
potentia", while Ulysses, hearing the song to be, discerns "in potentia", the sun, the 
new, 'that which will be'. 

Since its invention photography has engendered the possibility of manifesting that 
which is beyond the visible spectrum (spiritualist photographs, x rays, infra red and 
microscopic images, space probes, etc.). An impossibility and a contradiction, 
given the photographs total reliance on its referent. It cannot register other than a 
trace of that which has physically existed in front of the camera, thereby validating 
that which appears in the image. Yet it is this same capacity for the fixing of sight, 
which raises the expectation of also manifesting internal vision, or at least those 
fleeting glimpses on the edges of peripheral vision in which reality and imagination 
merge. 

One cannot photograph that which exceeds the limits of vision. One can only allude 
to that which is beyond physical sight by approaching the extreme edges of vision, 
thereby evoking "potentia". Forpotentia, by alluding to that which cannot be 
manifested - that which escapes into the night (ex potentia) or that which has not yet 
fully appeared (in potentia) - approaches just these points of conjunction between 
the real and the imaginary. 

While one cannot transcend the physical, through the use of collage, reality can be 
transformed to the point where potentia arises, transformed into what is when there 
is "no more world, when there is no world yet", whilst always maintaining a critical 
edge against the real. 

" .. .it cannot be said that the unconscious and the metaphysical exist without 
any relations to the operations of the material world, or the acting/viewing 
subject. An appeal to metaphysics is not the sole province of personal 
expressionism. Awe inspiring phenomena don't necessarily occur just 
within the depths of subjectivity, but can also be suggested by the 
manipulation of imagery and phenomena produced and cultivated by the 
material world. Art that draws upon a bank of already existing imagery can 
be a departure point for demonstrating the metaphysical." 

* 
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NOTES ON THE WORK 

The first series of work using found images in a perspectival space led 
one to an historical and narrative reading, one which was not intended 
and which it could not sustain. However, the quality of the light and 
nature of the space were retained in later work. 

Series II, III, and IV are concerned with 'ex potentia' - death as the 
disappearance of the physical. 

Series II deals with the dissolution of the physical - the fall of the body 
into decay, while Series ill, taken from antique glass negatives, shows 
the figure hovering on the brink of both appearance and disappearance, 
being erased by the indifference of history in the very process of 
emerging. 

Through attempts to place the figure within a deep atmospheric space, it 
became obvious that the point of the image was precisely the absence of 
such a figure, resulting in Series IV, the depiction of interior alcoves or 
recesses filled with carvings and graffiti, intended to evoke such an 
absent presence. 

The end of a gradual process, this work had resulted in the the eventual 
disappearance of the figure and so marked a move from ex potentia to in 
potentia. The figural which now appears is no longer a vestige of the lost 
- that which has disappeared - but is instead a portent of the yet to be -
that which has not yet fully appeared. 

Series V is then a move from applied, deliberate marks to the accidental, 
the contingent. Discerned under a fascinated gaze, these figures, rather 
than being erased by time and history, owe their very appearance to these 
same caprices of nature, they are created rather than destroyed by 
staining and weathering. 

Series VI, also occurs as a result of the coincidence of marks, this time 
without figurative reference. The image, which has not yet separated into 
physical reality, appears as something immanent in the material in which 
it is revealed. 

Series VII, the beginning of new work, pursues this abstraction, using 
an horizon line as the only recognizable point of reference and trigger to 
the reading of the space and markings, in what become imaginary 
landscapes. 

Illustrated is one photograph from each major series, together with smaller examples of 
the source material used. 
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" ... where the image, which had been an allusion to a 
figure, becomes an allusion to what is without figure, 
and having been a form sketched on absence, 
becomes the unformed presence of that absence, the 
opaque and empty opening on what is when there is 
no more world, when there is no world yet." 

M. Blanchot. 

"The image is a limit next to the indefinite." 

M. Blanchot. 

"The non existant is a constellation of existants." 

T.W. Adomo. 

"Representation is born, then, at the limit: where light 
turns to darkness, where life surrenders an image of 
death, where sight is extinguished in a revelatory 
moment which is the same as blindness." 

R. Krauss. 
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