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“Whatever is refused in the symbolic order, in the sense of Verwerfung (rejection),
reappears in the real.” .
Jacques Lacan, Book I11, The Psychoses, 1955-1965

. Visibility, Surveillance, and Safety

Everyone who passes through an alrport today

is familiar with the following scene: before
~ boarding the airplane,i the passenger is sub-
~ jected to a seriesof imspections which aim at
expahding and insuring the realm of visibility:
by erasing every last remnant otinvisibility
and by dragging every object that evades_
visibility into the light ot,v5|51~blht . F relatlvely »
extensive apparatus, a network of detectors

and cameras, is constructed to place the
local events under the dictates ot absolute
visibility. This absolute v15|b|hty is Iegltlmated
with the claim and the guarantee of absolute
security. Thus, at the airport, the regime of the

panoptic principle reigns: everything must be
seen and all must be shown. '
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Choice of weapons:

an obsolete defense of
handmade privacy
against the modern
invasion by the publicity
industry.
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Under the rituals of control, however,
quite different libidinal regimes form. A
social pretext legitimates the massive
besiegement of public and sodial life with
voyeuristic and exhibitionist modes of
behavior. The pleasure principle of the
voyeur, to see everything and the pleasure
principle of the exhibitionist, to show all,
have shifted from the fates of private drives
to social norms. Voyeurism, exhibitionism,
and narcissism are transformed from
individual-psychological criteria to social
categories. These are accompanied by a
narcissistic identification with the all-
seeing power of the observer and infantile
castration fears of those who do not want
to show all. As Foucault has already re-
vealed, behind the mechanisms of surveil-
lance lie the rhechanisms of power, which
are likewise supported by libidinal mech-
anisms. These power mechanisms are
formed from psychological mechanisms.
Through this entanglement, exhibitionism
and voyeurism transform from illegitimate
to legitimate pleasures. Likewise, the sa-
distic pleasure associated with the control
of the gaze and the masochistic pleasure
associated with subordination under the
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gaze, are afforded new liberties in the
social realm. Masochistic and sadistic
behavior, exhibitionist and voyeuristic
pleasures, invade the public realm and
move in new zones whose gestalt is still
undetermined. The morphology of desire
appears daily in new forms. A theater of
drives is concealed beneath the masks of
control rituals; as the official version
proclaims: visibility is the top maxim in the
name of security for all.

One particular movement makes the
specific conditions of the contemporary
Panopticon clear; namely, the movement
of the hand luggage on the conveyor belt,
which accompanies the traveler. The
passenger goes through a corridor in the
form .of an electronic gate, which recalls
medieval inspections at the city gates.
Simultaneously, the hand luggage crosses
through a corridor in the form of a sluice-
way. The luggage is visible for a while, then
it becomes invisible in the sluice, but the
contents of the bags are visible on a screen.
Finally, the luggage is visible again but its
contents are invisible. The luggage thus
passes through zones of visibility and
invisibility. These zones vary not only

i
|

spatially and temporally, but also in rela-
tion to their diaphanousness. In the zone
of visibility the objects are not diaphanous.
In the zones of invisibility, on the contrary,
they are diaphanous. The luggage suddenly
submerges from the zone of visibility into
the zone of invisibility, revealing however
its interior, and, after passing through
the luggage shaft, returns to the zone of
visibility. Paradoxically, the objects are
diaphanous in the zome of invisibility.
This dialectic of visibility and invisibility,
diaphanousness and non-diaphanousness
forms a model for today‘s society. In the
shaft, excluded from the natural “scopic
regime,” unavailable to the human eye,

with ‘the aid of technical instruments

the objects become transparent, or more
precisely, become diaphanes, transparent

images. In the masks (of invisibility), the |

truth shines through.
Jean-Francios Lyotard brought the
problem of visibility into the postmodern

created instruments. Thus we do not see
the world, but, rather, images of a world

that the instruments create for our'eyes. If

the itmage is the only reality that signifies
the sensually experienced reality, and
if the reality is rio longer available to our
natural senses, then it becomes a matter of
correctly interpreting the image. There are,
namely, instruments that penetrate deeper
and further into reality than the human
eye. Photographic conditions therefore also
determine the conditions of the world.
The postmodern formulation of that
which is visible refers to the technology of
seeirig, to the images of the technological
world, to the experience of technical see-
ing. Technical seeing teaches us'that there
is a reality that is invisible (to the natural
eye) which can be made visible in (techni-
cal) images. Visibility and invisibility, the
visible and ‘the hidden, form a new equa-
tion in the technical world: the hidden can
become visible; the visible can contain the

discussion. For him, the essential work of
the artist lies in “showing that there are
invisible things in the visible.”" Although

G

is Lyoterd,

Werve, Berlin 1285, p. O

nate und ) 2.
i for modern artists such as Paul Klee, the

task of art was making the invisible visible,
postmodern artists are presented the
somewhat more complex task of showing
that there is still something invisible in the

visible. Not as agents of total control who *

want to erase the last remnants of invisibi- -

lity, but, rather, as analysts who point out
that the realm of visibility is niot limitless
and that there are, in fact, principle borders
of visibility. The principle structure of
the regulation of visibility and invisibility
refers to rejection, not only asitis registered
within paranoia — although there espedially
— but in the entire social order. The visible
field is a field of symbolic order, and just
‘as rejections are necessarily arrived at in
the symbolic order, the field of the visible
necessarily arrives at invisible zones. Many
realms of reality are not available to our
natural senses. The natural human eye
cannot see them, only through spedally

{Time. The Weekly
:Newsmagazine
wol. LV, no. 4

{23 January 1950
iCourtesy Time/Life
iSyndication
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invisible. An invisible reality can become
visible in images. A repressed reality is
articulated in images because the reality
principle is not sufficient to solve the
conflicts. The pleasure principle assures
that the psychological function of attention
withdraws from phenomena that do not
stir desire - it represses them. But since
desires cannot be satisfied by reality, they
are satisfied through images that function
like hallucinations. The result is post-real
satisfaction. The images of the mass media
show the social unconscious, the repressed
collective desires and fears. A visible world
can show the invisible in images. Actors on
the political stage who can also not achieve
the reality principle produce the depraved
and ideologically excluded as images.
Through real deeds they produce images
for the mass media in order to make the
socially repressed visible. The postmodern
image theory of simulation, as Baudrillard
i explains, is “the desert of the real,” the

variable visibility and diaphanousness; its
power but also its border.

IL. Reality as Phantom
In 1956 a work appeared that for the
first time provided a detailed description of

agony and the repression of the real,
precisely because of the fact that the im-
ages to which we make reference become
reality. We produce for the images. A post-
modern image theory therefore does not
begin with an observation of the world,
but, rather, with an observation of the im-
! . age.The communicative act occurs through

the shifting of the zones of visibility and
diaphanousness. Visibility is controlled as
though with a regulator; the visible field
becomes a mobile hatch; the screen is the
regulator that travels along the zones of
visibility: the visible field becomes a
variable zone, in which the diaphanous
state of the object is likewise variable, This
variable visibility and diaphanousness is a
decisive characteristic of the postmodern
world after the electromagnetic, technol-
ogical transformation of the earth, after the
erection of the rule of the electromagnetic
waves and beams via radio, TV, and satel-
lite. Total global control via satellite, GPS,
and data surveillance is precisely this
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images. And this act refers, in particular, to o

this world of electromagnetic waves 'and
beams: Gitnther Anders’s Die Antiguiert-
heit des Menschen. Uber die Seele im Zeitalter
der zweiten industriellen Revolution.® In the
chapter Dis Wels als Bhaions wnd Mgt "
Philosophische Betrachtungen tiber Rund-
funk und Fernsehen, he describes the meld-

ing of images and reality from personal

. and sodal life through technical media.

“Whatnow predominates through TV at
home is the — real or fictitious — broadcast
outer world; and this reigns so absolutely,
thatit thereby makes the reality of the home
- not only that of the four walls and the
furniture, but communal life ~ phantom-
like and invalid. When the phantom be-
comes reality, reality becomes a phantom.”

The actual revolutionary achievement
of radio and TV is that the world comes to
people and through this, how the world
and people change:

“When the world comes to us, although
only as an image, it is half present and
half absent, thus phantom-like. When the
event is mobile and appears in virtually

3Hermen Maat

edition, C, H. Bec}

3_ibid..

countless examples, then it can be consi-
dered a serial product; and when payment
is made for broadcasting the serjal product,
then the event is a commodity. When it
first becomes socially noteworthy as an
image, through its form as a reproduction,

Politics becomes a soap opera, rebellion
an‘action thiller. In'the spectade of the * |
images, public-activities become mere,
reproduictions of the mass media forms;
which, for their part, are only reproduc- |
tions. Politics becomes a theatre of in- = !

the difference between being and appear-
ance, between reality and image is lifted.
When the event becomes socially more
important in its reproduced form than
in its original form, then the original
must orient itself on its reproduction and

the event becomes a mere matrix of its .

reprodiction.”

In the media world, the world as event
disappears and becomes a mere image, a
spectacle and likewise a phantom. Also,
the people who appear in the media world
become images, phantom-like images
and commodities. The higher the fetish
charactet of: an image, the more is paid for
this image as a good: the birth of the star
system. At that historical moment when

the reproduced form becomes sodally-

more important than the original form,
then the political actors too — those in
power and the rebels vying for power — act
for the reproduced form. They must win
as images and not as reality. Their actions
are reproductions based on the mass
media guidelines from film and television.

. visual symptoms of politics” degra

stincts, subjected to compulsive repetition-
because it underlies a tendency to restore
an earlier state of affaits. This compulsive
repetition becomes particularly visible at
moments of mass media hysteria and poli-
tical catastrophes. The'i unages of poh’acal
and social tatastrophes are nearly always
repeated, alwiost thanically, and: becorae
datmn 10:

rituals of instincts. An adequate- political
and humane reaction to 11 September
2001 would have been to recognize the

- images as the rejected that had returned.

tozeality instead of hypnonca]]y repeating
the images fo stir iip-emotion; To with- - _\
draw-with a feeling of shame from the re:
pefition and 1o refrain from con’unuously o
and: compulslvely showmg the'images of
the. collapsing Twin Towers would have’
been media politics for those' who did not
shamelessly bend to.the 1og1c of profit. But®
whitwe sawwas'ﬂqepohncs ofproﬁts as
vzctonous over pecple, and pohucs exi ts, :
only as long as it-is capable of bemgi ’
an mmge The dlalecuc of desn'e isualso .
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sparked by political images, and the
morphology of voyeurism and exhibition-
ism, sadism and masochism take shape.
Making politics erotic also invades new
zones of the fear of power and the identi-
fication with power, the results of which
remain unknown. The action thriller and
disaster film deliver the images of those
psychological thrills; deliver those images
that subordinate the real to its reflection.
In an‘excursus on photography, Anders
described the “phantom production in
radio and television,” which results in
“turning reality into a reflection of its im-
ages.” In the media world “everything
exists only because it is an image; ‘to be’
therefore means: having been and being
reproduced and an image and property.”
In the media world, “to be is the same as
to be reproduced. The phantoms are not
only the matrixes of world expérience, but
rather, the world itself: the real as a repro-
duction of its reproductions.”® Anders

the Spectacle (1967) and from Baudrillard’s
theory of Simuylacra. 7
Debord tog desch ed the trans:
tion of the world into an image:
“Where the real world changes into
simple images, the simple images becorne
real beings and effective motivations of
hypnotic behavior. The spectacle, as a
tendency to make one see the world by
means of various specialized mediations
(it can no longer be grasped directly),
naturally finds vision to be the privileged
human sense which the sense of touch was
for other epochs; the most abstract, the
most mystifying sense corresponds to
the generalized abstraction of present-day
society. But the spectacle is not identifiable
with mere gazing, even combined with
hearing, It is that which escapes the activity
of men, that which escapes reconsideration
and correction by their work. It is the
opposite of dialogue. Wherever there is
independent repr 1, the spectacle

orma-

therefore describes how the rule of the
visual, broadeast world, how the reign of
the electromagnetic waves, has trans-
formed the world into a phantom world,
and how the real is given phantom-like
characteristics. He thus anticipates the
latér positions from Debord’s Society of
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Teconstitutes itself.”>
The primacy of; repregentatlon overre
ity, the copy over the original, illusion over
truth, is the result of the mediatization:
The spectacle is not a collection of im-
ages, but a sodial relation among people,
mediated by images. In societies where

Cuy Debord, Sociely ai( the E,'peclac/e1 Detroit

Jean Baudri ‘a{ﬁ Stmuauufs et S/'nu‘alun Editi

modern conditions of production prevail,
all of life presents itself as an immense
accumulation of spectacles. Everything that
was directly lived has moved away into a
representation. The concept of spectacle
unifies and explains a great diversity of
apparent phenomena. The diversity and
¢ the contrasts are appearances of a socially
organized appearance, the general truth
of which must itself be recognized.
Considered in its own terms, the spectacle
Lis affirmation of appearance and affirmation
of all human life, namely sodial life, as
mere appearance. But the critique, which
reaches the truth of the spectacle, exposes
it as the visible negation of life, as a nega-
i tion of life which has become visible.”
uy Debord, Society of the Specta c/zggtg;ﬁg ti‘.) lPa Vi mho this anacy
of the image leads to the catastrophe, the
“accident” that is the core of the post-
modern world.

1II. The Decline of the Panoptic Principle

total v131b1hty guarantees total secunty —is
- lifted under the postmodem world’s tech-

nical conditions of exposure to variable
zones of visibility.

In 1777 an entire epoch was startled by
the reports of the philanthropist and refor-
mer John Howard, “The State of Prisons in
England and Wales, with an Account of

some Forelgn Prisons.” Howard (1726-,

1790) can be considered the’ father of
prison reform. In 1773 he was named High
Sheriff of Bedford and was thereby riade
responsible for the regional prisons: He
traveled for three years not only through
England, but all of Europe, from Belgium
to Turkey, to inspect the prisons and dis-
covered that they were “damp, dark and
evil, airless and unsanitary.” They. bred
contagion and disease. Typhus and small
pox-were rampant. Prisons were operated
for finandial gain. The gaoler received
money from the prisoners for his board
and lodging. The painter George Romney

! Visuality and representation must be
reconsidered. In the game between mak-
ing the phantom visible and making the
visible a phantom, new definitions of the
equation between visibility and security
‘have become necessary. The panoptic
i principle - whose hidden axiom states:

Concha Jerez

La Mirada del Tesflgﬂ
The witness’ gaze
1998, msta]latmn viey
Sala América; i
Vitoria-Gasteiz

(1743-1802), a colleague of Reynolds,
Gainsborough and- Hogarth, who like-
wise depicted the dark side of life in his

paintings and drawings, was inspired by,

Howard’s report to do a series.of drawings

that movingly showed the inhuman inferno -

of prison detention at that time....

Jerery Bentham (1748-1832) wantéd o

build the ideal prison architectuTe to Theet
Howard's demands: clean, healthy accom-
modation with the provision of adequate
clothing and linen; separation of prisoners
according to sex, age, and nature of offence;
proper health care; the operation of prisons
should be a charge on the public purse and
not on the imprisoned. But Bentham, a
strong believer in the work ethic, was not
interested solely in improving the sanitary
state of prisons. Bentham, as an enlighten-
ment philosopher and utilitarian whose
philosophy aimed at the greatest good for
the greatest number, drafted his ideal
prison that was based on the assumption
that transparency and visibility would deter
delinquent behavior. Thus he designed the
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architecture of the Panopticon, a semi-
circular prison with open walls and the
warden located in the middle. The warden
had a constant view of the rooms that
were flooded with light and air for the
benefit of the inmates. The prisoners, on
the other hand, did not know if and when
the warden was watching them, because
he was protected behind a system of
Venetian blinds. They had to thetefore
assume that they were always being watched
and that everything they did was always
visible. All of their actions stood under the
regime of total and constant visibility.
Bentham, as a rationalist, assumed that
the prisoners would not be so foolish as to
commit a crime in the light of day before
the eyes of their warden. The visibility
would prevent them from -becoming

delinquent. Over the course of time, they |

would internalize this panoptic principle
of being constantly visible and not know-
ing when they were being observed; thus

the degree of security and eternally expand-
ing the regime of visibility. Infinite visi-
bility, not infinite justice, could therefore
be the title for those global operations with
which the United States attempts to pro-
tectitself from illegal activities. The events
of 11 September 2001 show, however, that
this old equation of visibility and security
is no longer valid.

In the world of phantoms and matrixes
described by Giinther Anders, where the
real becomes a copy of its image, where the
event’s reproduced form is more impor-
tant than its original form, and where the
world comes to us only as an image, it is
clear that illegal activities also have their
affect only as images, and more precisely,
only as reproductions of images previously
disseminated through film and television.
If the world reaches people only through
TV, then the events will be produced for
TV. In this respect, terrorists, who under-
stand the logic of this world, don’t seek out

of knowing less than the warden. It is the
same when we pass by a radar system and
do not know whether. it is real or just a
dummy, and we abide the law precisely
for this reason. All of those who use the
roads have internalized the panoptic prin-
ciple. Bentham knew that physical punish-
ment and miserable' living conditions
were not affective; on the contrary, the
inmates were socially de-integrated and
criminalized more so than ever. Therefore,
he maintained belief, in keeping with
the sense of enlightenment morals and
reform, in the view that all people behave
rationally, and that the inmates would
become accustomed to these panoptic
conditions and after years would leave the
prison improved.

The classical equation therefore stated
that visibility and transparency prevent
crimes. Criminals shun light and only
commit their deeds in the dark. Security
measures like those at airports, which drag
what is hidden inside bags into the light of
the beaming screen, alsoaimat increasing
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the dark; they seek the light.

They act like the luggage on the
conveyor belt of the x-ray box, remaining
for along time in the zone of invisibility as
so-called sleepers, suddenly thrusting
powerfully into absolute visibility. They
produce their activities directly for the
beams and electromagnetic waves of the
television. The world is meant to see what
they are doing. The event is broadcast live
as an image. It is event and image and only
becomes an event because it is observed,
because it is an image. They use the rules
of the media world: everything exists only
because it is an image. Thus the new equa-
tion states: visibility no longer guarantees
security. Instead: security is reduced in the
realm of the visible. The actors produce
catastrophes precisely for the field of visi-
Dbility, to be seen in the window of the
picture screen, where the world becomes
an image.

The more the state attempts to make its
citizens become transparent people and
the community a transparent community,

O

the more insecurity is created. The more
visibility is supported and produced as an
agent of security, the less security there is
in reality. The diaphanousness of social
processes, like that of images, has long
become variable and controllable. Visibility
is likewise a variable zone. And precisely.
a society, which for ideological reasons
refuses to accept certain facts, which ex-
cludes minorities and rejects legitimate
issues in favor of its own interests, is that
much more subject to this new logic of
visibility according to the dictumn of Jacques
Lacan. That which is rejected and refused
in the symbolic order, reappears in reality.
Specters, ghosts, and phantoms haunt
the world.

IV. Surveillance as Specmde of Enter-
tainment.

This vanab]hty of the visual zones and
the increasing diaphanousness can also be
seen in the mass media in the realm of

Austria, staged by TV stations for the mass
audience, the panoptic principle, “every-
thing must be seen and all must- be
shown,” is put into effect more than ever
before as 2 model for becoming immuni-
zed 1o the sodiety of the future. Observa-
tion is not a menace; observation is enter-
taining. In the field of surveillance: the
panoptic pleasures of exhibitionism and
voyeurism, or scopophﬂla unfold. The TV
viewers at home aré mémbers. of 2 tele-
vision sodiety, inhabitants of a mediatized
world, enlightened in the ways of the
artificial, technological far-senses’ (“tele”
meaﬁs “far” in Greek) such as television,
telephone, telefax. They observe the in-
habitents of a long lost, “near-society”
without newspapers, TV, fax, phone, étc;

they watch: caVe-hfe, 50 to say, ‘which con:: )
sists of close commumcahon, face 10~ face» R

communication. The ‘container is pnson
as’ entertainment From the hg;ghts of
“far-society", the people of the historical

entertainment; in radio, film, and tele-
vision. In today’s society of the spectacle,
Debord, following from the same Marxist

logic of product-fetishism as Anders,

denounced the advancing reification, of
culture — as Adorno and Horkheimer had
already done in 1947 in their Dialectic of
Enlightenment — as having reached its final

point in the so-called reality shows and in -

the afternoon talk shows where people
expose their most intimate emotions. The
same panoptic principle, which George
Orwell, as the sum of his political ex-
perience with the totalitarian systems of
National Socialism and Stalinism still felt
to be a threat — the authoritarian system
of total observation, which in his 1949
novel 1984, he described as “big brother”
- sank into the entertainment industry.
There, however, the panoptic principle
is felt as neither a threat nor punishment,
but, rather, as amusement, liberation and
pleasure.

In the reality shows Big Brother in Ger-
many, Loft in France, and Taxi Orange in

“near-society” are observed like diaphenes,
transparentimages. They are the objects of
seeing. They cannot see the TV observers
like the prisoners could not see the guards.
Masculinity, ‘femininity, humanity be-
come spectacles; objects of the gazes,
sources providing the pleasure of power,

- the pleasure of sadism, voyeurism, exhibi- -
ionist; ‘séopophilia; atid nardissism. - -

Andy Warhol was not only the pope of
pop, but also the pope of soap. In his early
video works and films such as Outer and
Inner Space (1965) and Screen Test (1965)
he exploits the narcissism of his comthun-
ity members. His factory was the first

contamer in'TV history, the first arena forA

reality- TV The lives of the thembers of his
factory community were documented

" as comprehensively as the technological

means zvaﬂable atthe hme made possible.
Every conversaton was tape-recorded,
‘every telephone call dommented (see the
novel: A: A Novel, 1968); there was con-
stant photographing and filming. Warhol
expléited the exhibitionism-and narcis-
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A Video Artist Disputes Orwell’s 1984 Vision of TV
In his cautionary novel 1984, Georges Orwell wagn't kind to television. He saw it basically as “Big
Brother,” a tool of the totalitarian state. But today the|very first day of that prophetic year — his view will be
rousingly challenged, by the Korean-born video a.rtisi and impresario, Nam June Paik. Good Morning, Mr.
Orwell, a live satellite-relayed program to appear on public-television stations, including WNET/Channel
13, at 12 noom, is Mr. Paik’s pitch for television as ar] instrument for international understanding, rather
than an ominous means of thought control.
Mr. Paik's claim that his work is “the first global interactive use of the satellite among international artists”
needs a little explaining. Other video artists, such as Doug Davis, have employed satellite transmission, but
the Paik venture is larger and more complex. And while commercial television has linked different parts
of the world for informational purposes, Mr. Paik is using works designed specifically for the technology
of the satellite itself to relate interactive performances, linking different stages in different parts of the
world, so to speak.
Good Morning, Mr. Orwell is éssentially a global variety show, originating in the United States, France and
Germany, but its lineup of performing talent will be more familiar to Mr. Paik’s “avant-garde” followers
{ than to fans of network television. And while the program does not directly address Orwell's philosophy,
M. Paik believes that in presenting established and new young talent from both sides of the Atlantic, it
will “celebrate the positive side of the medium.”
Among those who will appear, live or on tape, are the rock singers Laurie Anderson and Peter Gabriel
Delting out the title song (composed and recorded by them especially for the broadcast); on a split screen,
the choreographer Merce Cunningham and the composer John Cage in New York improvising to
Salvador Dali reciting a poem (on tape), beamed from Germany; the artist Joseph Beuys playing the
piano, live from the Pompidou Center in Paris; the poets Allen Ginsberg and Peter Orlovsky singing one
of their own compositions; a group of 8o French saxophone players and vocalists known as Urban Sax,
and the irrepressible Charlotte Moorman, a cellist famed for playing Paik compositions dressed in almost
nothing. (She'll be fully clad for her satellite debut.) Laughs — it is hoped — will be provided by interludes
with thé comedians Mitchell Kriegman and Leslie Fuller, both formerly of “Saturday Night Live.” And
viewers will also witness a world television premiere: Act III, a film stretching the boundaries of electronic
graphic display by Dean Winkler and John Sanbom with music by Philip Glass.
Now 51, Mr. Paik still looks, with rumpled clothes and tousled hair, very much the whiz kid who first
came to the attention of the art world as a video innovator in the 19Gos. “I never read Orwell’s book - it's
boring,” he said recently during an interview at WNET. “But he was the first media communications
prophet. Orwell portrayed television as a negative mediium, useful to dictators for oneway communication.
Of course, he was halfright. Television is still a repressive medium. It controls you in many ways.”

Grace Glueck
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Nam June Paik l
Good Morning Mr. Orwell

1984 £00™ : 500" . 830" ;
) § NEW YORK Leunie Anderson chante "C Supurman™ ' Alan Ginsberg et Peter Oalovsky Le groupe Rock "Talhing

i accompagne de 3 ou 4 musiciens. chentent. . and" duuai var Johr i

La Sande vidto sur &z Chine dér. < Ladende uidio de Rauscherbors’ ‘

Rauschenberg continie 2 etre mon-
nte en wum plan.

Pais Josed Bnuqa ngalisc u puﬁumnco_ “Yues Montand Yues Montand contimuz
paami £es sculplures (mot yet confirmed) 2 chanter sur un fonc

T A d'oneges de ses idm

. e ; et deses concerts,. -

New Delhi . Musiqae, danse ef performances Husique, dase ei perfeamances indiennes.
indicrnes
11300" John Cage in Inida .
-Cage/Benys Duotte for 3 mingtes |
- Bewys/Cage/Ginsberg: Trio ope minut

Nam June Paik :
Good Morning Mr. Orwell
Script for the live trans-
mission by satellit from
Paris and New York,
1983/83

Nam June Paik

Good Morning Mr. Orwell
Information card for the
live transmission by
satellit from Paris and
New York, 1984
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sism of his factory members and madeuse
of the voyeurism of the mass media. Just
like every sweatshop” production, the
owner becomes a millionaire and most
of the production workers leave empty
handed or die from amphetamines and
other drugs that supported the staging
of them as diaphenes, “eccentrics,” and
“originals” — as their radical and uninhi-
bited physical and mentalintimacy exhibi-
ted before the cameras. Possession and
destruction are well known historical
strategies of sexuality in the western world.
Warhol's world presented for the first
time: surveillance is enjoyment; observa-
tion is entertaining. Warhol was a pioneer,
paving the way for the soap operas, game
shows, and reality shows.

Good Morning, Mr. Orwell (1984) from
Nam June Paik is a further example of
media art that cleared the way for the mass
media game shows and afternoon talk
shows. On the occasion of the Orwell-year,

ship and came to the conclusion that film is
constructed as an instrument of the male
gaze which designs images of women
from a male point of view. In mainstream
cinema, the man is the subject of the gaze
and the woman is the object of seeing. The
male gaze controls, and not only enjoys
dominance and the pleasure of power to
the point of sadism (“pleasure lies in
ascertaining guilt — asserting control and
subjecting the guilty person to punish-
ment or forgiveness” [Mulvey]), but also
enjoys the infantile “scopophilia,” the
pleasure involved in looking at other
people’s bodies as (erotic) objects. The
woman becomes an image, a spectacle.
Men do the looking; women are there to be
looked at. The situation of the warden in
the panoptic prison is repeated in the
cinema. In the darkness of the auditorium,
neither the figures on the movie screen
nor the members of the audience see the
observer, whereas they see the persons on

1984, a live broadcast was made from the
Centre Pompidou in Paris and the studio
of WNET-TV in New York. A hetero-
geneous mixture of pop (Peter Gabriel,
Laurie Anderson, Philip Glass, Urban Sax)
and avant-garde (Joseph Beuys, Ben Vautier,
John Cage, Mauricio Kagel) was electroni-
cally collaged and transformed. Through
split-screen technique, -the TV -pictute
showed simultaneous events occurring
in different locations. Good Morning, Mr.
Orwell was broadcasted at the same time in
Korea, the Netherlands, and Germany.
The panoptic principle turned into the
pleasure principle.

Two models of explanation can be
offered for this transformation in the re-
ception of the panoptic principle: on the
one hand, a psychological explanation;
new forms of voyeurism and exhibi-
tionism have formed under the new con-
ditions of the gaze in the technical age.
Laura Mulvey, in her influential essay,
Visual Pleasure and Narrative Cinema
(1975) investigated cinematic spectator-
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the movie screen.

This situation of the panoptic prison
also applies to the spectatorship in front of
the TV-screens of game shows and reality
shows such as Big Brother. A group of
people lives in a container and is observed
by a crowd of cameras. The viewers in front
of the picture screen see everything. The

" inhabitants of the container see nothing.

Exhibitionism and voyeurism comple-
ment each other, like the sadism of control
and the masochism of being controlled.
Additionally, the formation of narcissistic
processes of identification with power or
an ideal self are made easier, as is the
voyeuristic process of transformation of a
gazing subject to an object subjected to the
gaze. The gaze of the TV spectator watch-
ing reality TV becomes an inspecting gaze
of power. The TV viewer is like the warden
in a panoptic prison. The people in reality
TV shows become images, spectacles,
observed, and controlled. The spectator in
front of the picture screen has the pleasure
of the controlling gaze.

This formation of new scopophilic
pleasures and other pleasures of surveil-
lance also has a social relevance, which
offers the second model of explanation:
development of new forms of desire and
the gaze serves for conforming to future
social relations. “Enjoying surveillance,”
means enjoying the advancing militariza-
tion of perception and the progressing
armament of society. When in fact, as can
be observed, society is militarily and tech-
nically arming visibility, when the experi-
ence of the world is determined by the
medial apparatus from film to television,
and even daily life is ever more mediatized
through the ommnipresence of surveillance
cameras, then the danger lurks that the
population, under this increasing pressure
of surveillance and control, will feel a
sense of unease and eventually begin to
protest, demonstrate and even to revolt
against the system of control. To avoid
civil revolt against the future surveillance

thchcock and Peepmg Tom by -Michael

Powell: In these films; 1 the ‘camera be-;

comes -a voyeuristic. eye; | and. ﬁnally,
sadistic ‘eye (Peeping Tam) In Discipline
and Pumsh Foucault wrote: “Ou Soaety is
not one of spectade but- of su:vexllance
We are neither in the amp1theatre nor in
that shape, but in the panoptic machine.”

But it seems apparent to us that in post-

modern society, surveillance can become
spectacle and the people can-enjoy surveil-
lance as a spectacle because seeing is
eitangled with sexuality and power (a
further theme of Foucault). Martin Jay, in
Downcast Eyes (1993), wrote:

“Freud came to believe that the very
desire to know, rather than being inno-
cent, was itself’ ulﬁmatﬂy derived from an
inifantile desire to see, which had sexual
origins. Sexuality, mastery and visién were
thus intricately intertwined in ways that
could prc;duce problematic as well as
‘hedlthy” ‘effects. Infantile scopophilia

state, the population is acquainted with,
and adapted to, progressively increasing
doses through the entertainment media.
The entertainment industry has always ful-
filled this function in totalitarian systems;
becoming increasingly accustomed to the
advancing repression through the enter-
tainment media and voluntarily sacrificing

to surveillance in the containers ‘of the:

thousand eyes of Doctor Mabuse, volun-
tarily becoming the victim of total control.
In these new zones, reinforced, technically
armed visibility surveillance is not perceived
as a threat or a punishment, as Foucault
still described the disciplinary society, but
instead - finally having arrived at the
society of the spectacle’~ surveillance is
enthusiastically enjoyed. Instead of punish-
ment, surveillance becomes pleasure.
This transformation of surveillance
from punishment to.pleasure and the

psychological mechanisms on which that

is based, as well as the related structures
of power are very explicitly expressed in
the films, Rear Window (1954) by Alfred

could result in adult yoyeutisin or other

‘perverse disorders such as exhibitionism

»I0

and scopophobia (the fear of being seen).
i

s day, Downc3s! gyas, Berkgiey ard Los Angeles 1994, . 332

_Fear too, beiongs i the topology of

' enjoymenit and pleasure and tetror is also

on the psychological road map of voyeur-
ism. Terror and voyeurism, joy and fear

+ are Tings. of 2 commo_n geometry. No one-
niewt that better fan Alfred chitock: "

-“My spedial.: ‘field is fear which T have
split into two categories — terror and
suspense ... terror is induced by surprise,

" suspense by forewarning. Suspense is

more ' enjoyable than terror, -actually,
because it is continuing experience and
attaing a peak crescendo-fashion; while
terror, to be'truly effective, must come all

at once, hke a bolt of hghtenmg, and is

'Su.tpnse’

We have amved at tbe view fhat we live
in a society that prefers the sign to the
thing, the image to the fact. We have

L An Hitshoock on Hitcheock = Selectad

Press, Barveléy anc Los Angelts
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Timm Ulrichs

SchuB und GegenschuB8
Eine Wegbeschreibung
Directions

From the studio Hannover,
SodenstraBe 6, to the
Sprengel Museum
Hannover, Kurt Schwitters-
Platz, 20 July 1993
Film 1: recorded with

a portable camera by
the artist

Film 2: recorded with

a traffic control camera
from the command and
control center of the
police headquarters in
Hannover and a surveil-
lance camera from the
Stadtsparkasse (savings
bank) Hannover

idea: 1970, realization:
16-20 July 1993

2 video films, 60 min
each, color, sound

(film 1) and silent,
black-and-white (film 2),
projected synchronously
as documentation of an
event at the Literatur-
forum Hannover in the
auditorium of the Sprengel
Museum Hannover

x 187, 12x 12°and
x 187, implanted ina

[left)

Timm Ulrictis
Kunsttéter Timm Ulrichs
20 May 1973

Phantom drawing
(suspect sketch) from
the provincial criminal
investigation department
Niedersachsen (Kriminal-
hauptmeister Franz
Krahn), pen and charcoal
on paper, 19 x 147
Collection Gerhard and
Marlis Brockmann,
Oberursel

Tright]

Timm Ulrichs

Die ausspionierten
Spione (11}

Voyeur object
1974/83/84, room cross
made from carpenter's
boards, built-in peep-
hole, 78 x 64 x 64"

" Installation view, exhibi-
- tion Timm Ulrichs. Total-

kunst. Angesammelte
Werke, Wilhelm Hack
Museum, Ludwigshafen,
1984
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attempted to investigate those visual dis-
positives that affect and transform the
psychological structure in 2 possibly dan-
gerous morphology and topology of desire.
Belonging to this morphology along with
narcissism, voyeurism, exhibitionisrh and
other forms of scopophilia, are also the
multifaceted forms of scopophobia.

Fear has long been a field of the picture
industry as Hitchcock indicates. The
cinematic field of fear, from suspense to
apocalyptic to horror films, is, secretly,
also a field of enjoyment. Nonetheless,
“suspense is more enjoyable than tetror,”
. Hitcheock reveals, but simultaneously
i proves that pleasure can take a masochistic
. form that savors the tension up to the
moment of terror. The pleasure spectacle
can also affectively and effectively benefit
from fear. If the image, the spectacle, only
precedes reality, then the fear will soon
become real. In the same way that reality
becomes phantom-like through the image,

craftsman of the new economy, Andrew S.

erica, Yale Lniversity Press. Ny Haven, 2{_‘(7“ Bavv Glassner, The Cultur

Modern
Grove érom Intel. Thus the collapse o

Wiy Americans are Alraid of the 1 mn%mmg

Twin Towers in New York on 11 September
2001 was not even surprising, it was long
awaited. In 1908, H.G. Wells had already
described a firestorm devouring Wall
Street in The War in the Air: “Lower Man-
hattan was soon a furnace of crimson
flames, from which there was no escape ...
dust and black smoke came pouring
into the street, and were presently shot
with red flame.”

J].:?, .. Hervert G "Ie‘(‘ The War 1 the Air, E’Jnﬁl"c Liveright. )

e Flames of New York™* Mike

New Loft Review, 12, November/Degember (Jf‘] Pp. 3-’L~50 Atotnf the m,la

Davies describes the “globalization of fear
as a self-fulfilling prophecy. According to
Freud, the effect of the uncanny is pro-
duced when something that we had
hitherto considered imaginary suddenly
appears as real, such as the effects of
globalization (the attacks on the Twin
Towers could be interpreted as such). An
event is found to be implausible, unreal,
uncanny, because it was secretly long

this image-like reality also becomes frighten-

ing through psychological mechanisms,

an inversion of the principle of desire.

A regime of fear, of the uncanny, has

long ruled in Hollywood films: The Sm:re
. Independ, Day, Armageddon, E:
. Decision, Outbreak, Die hard, Escape from
: New York, Airplane One and countless other
' disaster films have shown exploding and
collapsing sky scrapers, attacks on the
White House, etc.; they have visibly dis-
played the insecurity.

The “celluloid hallucinations” (Mike
Davis) of Hollywood have enjoyed such
great popularity because American society
suffers from fear. “Fear studies” accom-
panied the transformation of American
society. Various forms of fear crept out from
the refusal to reform the real conditions
of inequality and racism: sociophobia,
cultural conspiracy, plague of paranoia,
e et et Ton Pl hermeneutic suspmcn ? Not only Holly-
Jane Franuhie ed The Po 'v'su' g Risk Scciety, Pohty Press, Cambri ~ 1598 I\ ag
) 00d, also soclety in gener
Schalt g Faar stselh: Eremigs Raa n gineg in American Cuiture, PJ{"U-‘ Urx -

aranog Onlyt paranm survve ﬁggg)

Fress Was! Latavette, 1999 Faui ve\v"mr £ Histo ar ardD

‘e oFthe Fuioblograph Ly Y oFsmaster
A

Ages, Sutton, Strout 20U Ruben Gcldber Enermes Witiia: the Cuiture of Conspiracy in
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awaited and familiar, at least in the
imagination, in the landscape of public
images — although it had been repressed
out of fear. Not only in many films, but
also in many stories and mnovels, this
repressed supposition is thematized. In
1925, Jimmy Herf published a novel
about this urban fear, Manhattan Transfer,
in which it can already be read, “Sky-
scrapers go up like flames.” The urban
fear approaches a bourgeois utopia and
the equation of visibility means security. A
city, in which everything is visible, is also
totally calaulable and safe. Yet in reality
the lack of security increases proportional
to the security measures, because the con-
stant reminder of security first arouses
suspicion; are we really as safe as is
claimed? Pointing out the security first
stirs the fear that something might be
wrong. If everything were really all right,
then we wouldn’t have to mention the
security. A seemingly paradoxical engin-
eering of fear, led by the State itself,
emerges. The politics of mayor Rudolph

Basic Bovks, Mew York;

e York. 1917, pp. 21

formakxcn ! owe to thig

H
§

Giuliani, -highly praised by the mass
media, in which he calmed the urban angst
from his “bunker” (Emergency Command
Center) on the twenty-third floor of the
World Trade Center, 2nd apparently made
New York safe again by mercilessly and
brutally cleansing its streets of the real
sights of inequality, this “Zero Tolerance”
found its echo, of all places, on its own
grounds, at “Ground Zero.” At the end of
his term he thus stood before the ruins of
his office and his politics without seeing it,
without understanding it. The promise of
a “safe city” literally sank in a disaster. Both
Hegel's ruse of history and Freud’s theory
of repression would have enabled early
recognition of the limits of a safety-policy
‘built on exclusion and visibility. The engin-

.which" was - ult mately able o retum

:thh his book Milestones (19 64), only to be
hung after eleven years of imprisonmént:

eenng a.nd economy of fear that a’ctempted_ N
to hlde the vulnerability of a cxety based -
on complextedrmoiogcal ‘systers; achieved ©
exactly the opposite. It simply removed

vulnerability. from the symbolic order, '

shodcmgly famlha.r. ;

The hirman- disaster that was played
out at the Twin Towers on 11 Septembér is
thus a false mirror image of that statément
by the Egyptian poet and philosopher,
Sayyid Qutb, who was in America from
1948-1950 and, after his return to. Egypt
became a leading propagandist of Islam

“If all the world became America, it would
undoubtedly be the disaster of humanity.”

Trans'zl ot German,
isz Rosenbiath

Laura Kurgan

2001, Four Days Later
2001, digital print on
pre-laminated paper
from Ikonos satellite
data of 15 September
2001 by Space Imaging,
1 pixel = 1 meter,~ -
669 x 236”

Installation view

ZKM | Center for Art and
Media, Karlsruhe 2001
Laura Kurgan
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