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Preface

Editors' Preface

The first annualphilosophy and art conferenceat
Stony Brook Manhattan was an attempfudher theongoing
dialogue among a vast array of modes of inquiry and
expression, and included preseations on architecture,
politics, photography, prose, painting, installation, theory
interpretation and manyther approachesall constellatd
under t hephitosophgapdard .e s Tosefullyp ur p
ambiguous theme ‘veils', as well as the broadiplisary
schema indicated in the call for papendended to bring
participants from a variety of fields and media to respona
truly interdisciplinary set of problems, concerns, and projects.
The results were overwhelmingly successful, @genced in
the following papersollected hereas well as in many ways
that cannot be reproduced.

In her opening remarks, Dr. Megan Craig explores
the implications of 'veils' for both art and philosophy, as well
as the intimate relation of these two disciplinéghat was
hoped for by all involved is indicated clearly here: that we
fisee the obscurity of veils as the condition of possibility for
approaching the faces, beings, places, and discourses that only
appear enigmatically.The keynote address from Dr. Rosdlin
Krauss and the closing remarks of Dr. Edward S. Casey both
respond to the veiling nature of art, as well as thegailing of
truth that occurs at the edges of art and theory. The panel
discussions reproduced here represent and explore the deep
and fruiful connections between art and philosophg well
as demonstrate some of the most current research and work in
the areaThis collection falls short, however, of conveying the
fullness with which each participant and audience member
contributed to the das 6 e espenidllys in the case of
presentations of actual works of art, both within panels as well

as parts of the | arger conference
vol ume) ,

Artistso at the back of this
represented by digital images angtteffering only a trace of
the truly revelatory aspects of these works and projects.

What lies beyond the veil is of utmost interest to
seekers of truth and beauty alike. The provocation that follows

event
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Preface

from the presentation of a veil has hasmavoidablytempting

to curious and dedicated minds throughout histamng this
exploration has becomacreasingly central in instantiations
of art, philosophy andnquiry alike since the dawn of time,
This conference was one, albeit powerful and revealing,
among may attempts to explore these murky waters that flow
in and out of not only philosophy and art, but human
expressivity in general.

This collection is a estimony to the success of this
inaugural conference andttempts to show just how this
gatheringset the tone for a continued tradition of challenging
and fruitful dialogue on the essential and continually evolving
relationships betweenart and philosophy, as wellsanany
other fields of inquiry. Thus, we not only recognize those
involved in the confemce, but hope to foster further
exploration and dialogue.

Editors:
Phil Bouska
Paul R Jaissle



Dr. Megan Craig Opening Remarks

Veils: Opening Remarks

Dr. M egan Craig

Welcome. We are so happy to have all of you here at our first
annual conference in philosophy and art. ¥oue come fr om
several continents and multiple disciplines. As we drafted the
call for papers and discussed the possible theme for these two
days, we knew we were casting a net far and wide. We could
not anticipate how rich the catch would be. And the real
rewards are yet before us, as we stand on the edge of one
shore here together and have no idea where we might travel
over the next two days or what we might find.

I'n these few minutes before we set sail
a few words about the title of owonference:Veils This
gathering is essentially plural, and we are dealing with not
one, but several veils. We might envision these as a cascade of
finely woven materials hanging in front of us. They may be
more or less opaque, more or less transparegether they
diffuse the light and create a scrim of ambiguity. We might
glean the dim outline of something behind or beyond them,
perhaps the contours of a body or a face. Or perhaps, like the
screens aligned at the back of a stage, they rise and fall to
reveal an evechanging scene. Perhaps these veils part and
close together and separately, veils upon veils.

Veils conceal. There is something rare, valuable,
fragile, or vulnerable beyond the veils. A veil conceals and
protects a mystery.

Veils concealput as we learn from Heidegger, every

concealing i s also a revealing. The fidoub
Hei degger describes i n iThe Origin of t he
includes conceal ment as Airefusal o and co
Adi ssembling. o I n the ffugaslt, ocase, conceal m

things resist or evade us in a distinctly opaque way. Something
refuses to appear or come to light. In the second case,
conceal ment as Adissembling,d one thing st:
another, or parades as another. In this case, something appears
enigmatically, semitransparently in a halfght. We are never

sure which form of conceal ment wedre deal i n
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dissembling. We might say, we can never be certain whether
the veils we encounter are opaque or transparent, and to what
degree. Heideger takes this essential uncertainty to mean
that:
The open place in the midst of beings, the
clearing, is never a rigid stage with a
permanently raised curtain on which the play of
beings runs its course. Rather, the clearing
happens only as this doubleoa c eal ment ét hi s
is never a merely existent state, but a
happening

The curtain doesnoét rise on the stage
lighted set where a story unfolds. A curtain rises on a stage
that is composed of infinite curtains rising and falling. The
stage itselft he fc | e ari iafloag ordadrifin dnd eve

donoét find oursel ves in seats in the dark,
bel ow at the dim Iights and moving shadow
prisoners found themselves in the cave. We find ourselves in

the midst of the bright and ditights, neither above nor

below, but enmeshed in the veils that are rising and falling.

We are, ourselves, veils that rise and fall, that refuse and

di ssembl e, open and cl ose. Hei degger descril
as a complex perfopmancogopiecehikcth is a fAha

we become or embody the very veils we attempt to hide
beyond and to lift.

Art and philosophy, if we can say these separately,
are also entangled in this double concealment. It is not clear
whether one refuses or obscures the othernivtislear where
one begins and where the other ends. We may be tempted, as
any veil tempts us, to lift these veils quickly, to get underneath
them and uncover the enigrmado make philosophy and art, at
long last, show their faces or meet face to face r&hier than
rush impatiently, my hope is that we will see the obscurity of
veils as the condition of possibility for approaching the faces,
beings, places, and discourses that only appear enigmatically.

! Heidegger, "The Origin of the Work of Art," iPoetry,
Language, Thoughtrans. Albert Hofstadter (New York:
Harper & Rowe, 1975) 54.
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We lift one veil to find another. We are togethedayp to

move among the veils. Not to go behind the curtains, but to

join together for this multivalent fAhappenir
I n a short story called AConversation

Mountains, o Paul C®l an writes about two peo

are filled with veils. There is notsingle lid to the eye, but an

infinite series of lids opening and closing deep in the hearts of

vision and memory. Meeting on a mountain, on a steep and

arduous climb, these two make their way towards each other,

drawing back the curtains in their eyesday, as we open our

own conversation, we draw back an initial veil, the first of

many, to begin to establish the clearing that is never clear. One

veil draws asidé barelyi and we begin to grope our way

towards each other, in and amidst veils.
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Panel I: Aesthetics and Photographic Vision

Barnett Newman and the Aesthetics of Totality

Clay Matlin
School of Visual Arts

As he looked over his newly finished painting on Januafy 29
1948, what might Barnett Newman have thoughtwds a
modestly sized canvas (27in by 16in), covered in Indian red
paint and cleaved in two by an electric stripe of light cadmium
red, like some Technicolor lightning bolt come to set the
world on fire. Do we picture Newman clad in that formal
outfit he is so often photographed wearing: pants hiked up
over his waist, sports jacket unbuttoned, white dress shirt and
wide tie? Perhaps he sat for hours, as his friend Mark Rothko
did, in a comfortable chair smoking endlessly while
contemplating the newly finied Onement .| After all, it was

his 43rd birthday.

Newman would come to regar@nement las the
turning point in his art: perhaps the exact moment when all his
ruminating on both the need to paint and the question of what
to paint merged into one pecteconcrete presence to guide
him forward. The English critic David Sylvester writes of

Newman, ifAs At hena sprang fully formed fron
Zeus, so Newman the artist sprang fully formed from Newman
the dreamer é Newman of cour se, di d mor e t ha

during his years of preparation; he wrote. He wrote, it appears,

in order to define forindeedmsel f what had to
Newman the artist could never have existed without Newman

the dreamer. This essay will inquire into the aesthetic

philosophy of Mwman the dreamer and especially his

assertion that the role of art is to make the Nietzschian task of

living more bearable.

! David SylvesterAbout Modern Art, %' Edition (Yale
University Press, 2001) 322.



Clay MatlinT Barnett Newman and The Aesthetics of Totality

I n his APl asmic |l mage, 0 a collection

statements from the mid 1940s, Newman writes that abstract

art is not a thing to bloved because it is abstract, it is to be

loved because of the means it possesses to communicate new

ideas’ BeforeOnement Newman had experimented with the

bands that would | ater become known as
early paintings, with their tapered bandnd canvases often

divided into thirds, have the feeling of tense experimentation.

There is roughness to the work, the same searching touch that

Rothko had before his own breakthrough. The pooling of

paint, thin in some areas, thick in others, differeimades of

t he s ame col or domi nate ihhe canvases; t he

nucebut it is not yet focused. The later tightness and power
that Newman would come to possess is only evident in
infrequent flashes. He seems to be working out what he
believed to beta t he foundation of al | art, it he
¢ h a dB@nendent lbound Newman to his craft; it became a
moral need:
éwhat it mad e me realize i s t hat I
confronted for the first time with the thing that |
did, whereas up until that momentwas able to
remove myself from the act of painting, or from
the painting itself. The painting was something
that 1 was making, whereas somehow for the
first time with this painting the painting itself
had a | ife of its own in a way that I
the others did, amuch’

No longer separate, the painting became an extension of
Newman, just as alive as he was. The act of painting was
transformed from the simplicity of the action of making a

Newman called the image fAPlasmicd because
artist would give lifet o t he abstract, converting the

=13

h ¢

h

plastic elements into what he called fAment

ideas were to be made tangible.
!From the #fPI| aBameéttcNewmara Geeotedi n

Writings and Interviews e d . John P. O6 Nei I | (New Yor k:

Alfred A Knopf, 1990) 139.
* Newman, David Sylvester Interview, 256.
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painted work, into the creation of something that would not
merely live inthis world butcommunicatewith it. Onement |
gave Newman a sense of both who and where he was. It
grounded him. The life it possessed linked him to the world.
His intent was to move away from nature, to distance himself
from the flaws he saw in the akettion of European painters
such as Kandinsky, flaws that, in his view, allowed for
abstract shapes to be construed as objects from life. Newman
believed that the goal of abstract painting should be to remove
the painter from the presence of nature butfirorh that of life
itself.

For Newman, the artist is an individual who delves
into the mysteries of the world so they might then come to

present t he unknowabl e. Newmanos vocal esp
vision led him to be characterized by his fellow Abstract
Expessi oni st s, according to Sylvester, as ei
sage or fool. What Newman hunted after was a new artist, one
who believed, as he did, t hat Aithe truth i

hidden meanings of life. To practice it, art must become a

metaphysical exeise. That is why the new painter is

dissatisfied only to titillate our sensibilities. That is why he has

no intention of giving us <cut and dried jo
(AThe Pl asmic |l mage, 0O 145) . The bol dness (
assertion is that the truth in pdirg is not a concrete thing but

is instead a search for meaning and that such searching can be

represented only in abstraction, a medium that does not trade

on the easy susceptibility of our emotional arousal.

Representational painting had ceased to baldamf showing

the truth of the worl dés problems. The role
move beyond the visible and known world, to work with

forms mysterious even to him, to invent new modes and

symbols Athat wil!/ have the I|living quality
Plasm c |l mage, O 140) . Under Newmanos formul a
artist must attempt ito wrest truth from th

is incomprehensible, it is the graveyard of truth. Thus the artist
must pull truth from its prison so that she might have the
opportunity toear ch f or those fihidden meaningso th

of fers. Newman sought to present mands conn.
we |l | as mands relation to the absolute, by
l'iving thought, the desire to know | ifeds
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language of painting.

Newmané s Anew painter, o however, was (o
decidedl y Ameri can variety. I n AiThe Subl i
perhaps his most influential though not necessarily his most
accomplished essay, he argues that contemporary European
artists are incapable of achieving sublimibecause they
continue to insist on living Aiinside the r
building artwork within a framework of plasticity based on
Greek ideals of beauty. It was his belief that these artists were
trapped under the crushing weight of their own hista
history that followed them wherever they wént.

Perhaps the best way to approach Newmanos
the absolute is if we turn to the German Romantic poet and

playwright Friedrich Schiller (17592805). Schiller believed

t hat man 6 s abslate is & sedrah mot only éor a

grand truth about the nature of existence but a chance to

recapture the unity man once possessed, both internal and in

relation to oneb6s fellow man. He saw reason
approach the absolute, for reason is éher direct us in the
face of Natureds devotion t o t he sensuo.l

shortcomings of the imagination. It is reason, according to
Schiller, that gives us a glass with which to peer into the

absolute (Schiller, 43). This is not so diff
attempt to create an art of ethics and content by removing his
own painting from a fireality of sensation. o
writes in the Ninth Letter oOn the Aesthetic Education of
Man, t hat ithe pure mor al i mpul se is direct

Absolute. For such an impulse time does not exist, and the

future turns into the present from the moment that it is seen to

develop with inevitable Necessity out of the present. In the

eyes of a Reason which knows no limits, the Direction is at

once the Destinationand the Way is completed from the

moment it is troddend (Schiller, 59
desire to present to his viewer t h
only to her fellow man, but to the absolute as well then we can

i nterpret Newmamnséeks tagengagetwithaghe one t h
same sense of i mmediate presentness that is
vision of manés desire to come to know the ¢
® It is interesting to note that Donald Judd would make a

) . I f we
at Vi ewe
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Newman writes:
| believe that here in America, some of us, free
from the weight of European culture, are finding
the answer by completely denying that art has
any concern with the problem of beautydan
wher e t o find it é. We ar e asserting ma n
natural desire for the exalted, for a concern with
our relationship to the absolute emoti on:
image we produce is the selfident one of
revelation, real and concrete, that can be
understood by anyone who Wwilook at it
without the nostalgic glasses of hi story
Sublime is Now, o0 173).

The European painter, the old painter, the painter forever
burdened by history was constantly besieged by the crush of
the past. It was impossible to be European, in Nevéngan

opinion, and in some way not be incapable of dealing with the

similar claim in Decembesas 1963 when he wrot
City ReApotr $ 0Mé& gaionwide &éperts section.
Judd writes: nl f you take an el ementary co

university, it is a survey of the history of art. It is considered
normal to give the student a stiff dose of the past before he
knows anything about the present. It is a confusing
arrangement. The first fight almost every artist has is to get

clear of old European arto (Judd, AfKansas C
For Judd the fAold European arto to get cl ea
for the rectangle opai nti ng existed in his opinion a:
entity, one thing, and not the indefinable sum of a group of

entities and referencesodo (Judd, iSpeci fic

cour se Newman wanted to fashion a fAone thi
knew this. In fact Judd, oddly enoughupported this in

Newmandés wor k, it was the quality of whol e
viewed as vital. AEverything is specificall
writes, AThi s whol eness i sénew and i mpor
openness of Newmands work is concomitant wi
one perso 6lksn owl edge; it doesnét claim more than
can know,; it doesndt imply a soci al order . I
his concerns and knowledgeo (Judd, f@ABarnett

10
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record of previous accomplishments that lurked around every
bend. How could the sublime be achieved when there was
already such a robust framework for artistic thought? What
terror, or even\ae, would the artist be able to muster when

strict gui delines al ways | oomed?

failure of European art to achieve the sublime is due to this

blind desire to exist inside the reality of sensation (the
objective world, whether distorted pure) and to build an art

within a framework of pure plasticity (the Greek ideal of
beauty, whether that plasticity be a romantic active surface or

a classic stabl e one) o (AThe
Sylvesterdéds opinion themildsact t
away from European art history allowed him to deal with the

likes of Giacometti and Matisse; he was able to learn the

|l essons they imparted and move
absolute and commitment to the
was advantages not to be European, not to be steeped in a

tired culturedo (Sylvester, 324).

starting point for Newman, but their style of painting had
ceased to address the world in which he lived and the answers

he craved. Newman soughtt o free hi msel f
nostalgic glasses of history, o
the past was seen as glory and the present as failure.

The image Newman wanted to present could be seen
only with unencumbered vision. The naked eye of the present
was the only means of viewing his art, as the present is vastly
more capable of terror than the past. The present is painful
while past pain is but a ghost. It was this specter that haunted
the Europeans. But in America, with a mere couple hundred
yearsof history, Newman sought to make known the present.

on:
new,

The

from
gl asses that

Newman d e

me i s N
Ne wman |

filn t he

0

Syl ve:

Europe:

it he

And t he present appears specifically as

Consequently, in his forfhul ati on

" Although Newman did regard the Surrealists as having
opened t he wopossillify sf realyragedy.t o t he
8t would appear that Newmanos

t he

whi ch

not at all reconcilable with Edmund
sublime can be viewed as airema gi ni ng of Bur keds.
describes the subl i menyassttot hat
excite the ideas of pain and

11

sublim

conception of
Bur keds
Bur ke

is Afi:
danger éwhat [
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is the terror of stepping forth from the protection of history
and allowing the unknownthe everchanging present, to
potentially strike the artist dead. The painting of the European
masters did not possess the qualities of the sublime. Their
work was representational and Newman, like Burke, believed
that representational painting did not bathe power to make
the individual aware of the subliniédowever where Newman
departs from Burke is of major importance. Though Burke
saw all painting as incapable of portraying the sublime, he had
never witnessed true abstracttSnNewman believed that
abstract painting could have sublime qualities if the abstract
marks were incapable of being mistaken for nature.

I f we use Newmanbés idea of the subli me
it to fit wi t h Kant 06s mature vision of t h
Critique of Judgmenthen we mighbegin to understand what
Newman was attempting. For Kant, the sublime is that which
surpasses our standard of sense, or to put it another way, that
which drowns our imagination in the waters of the
incalculable. The sublime succeeds because it overwhaims
senses, leaving our imagination to attempt to reconcile the
magnitudes of the infinite, until reason comes to rescue the

terribleéconversant about terrible objects,
manner anal ogous to terroréproductive of |
emotion which the mi nd i s capable of feel
strongest emadin is, for Burke, the fear of death (Burke, 39).

Now if we think of Newmandés sublime as havi
Bur keds, t hat i s i makingare awaret wo part functi on

of the pain that is living in the unpredictable present and

calling for the death o&n old form of art making then we

begin to see the particular type of sublimity that Newman

sought to bring forth.

°See the essay fNewmaFBrancropi§he I nstanto in J
Lyotard, The Inhumar{Stanford University Press, 1991) 85.

YBur ke on penipairttersrhave attémpted to give

us clear representations of these very fanciful and terrible

ideas [the terror of death, Aii ncomprehensib
they have | think almost always failed; insomuch that | have

been at a loss, in all the pictaré have seen of hell, whether

the painter did not intend something |l udicrc

12
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imagination from the abyss:

Newman desired a sublime that, while unable to be depicted,
could be felt and somehow known through marks on canvas.

[What happens is that] our imagination strives to
progress toward infinity, while our reason
demandsabsolute totality as a real idea, and so
[the imagination,] our power of estimating the
magnitude of things in the world of sense, is
inadequate to that idea. Yet this inadequacy
itself is the arousal in us of the feeling that we
have a supersensible poweand what is
absolutely large is not an object of sense, but is
the use that judgment makes naturally of certain
objects so as to [arouse] this (feeling), and in
contrast with that use any other use is small.
Hence what is to be called sublime is no¢ th
object, but the attunement that the intellect
[gets] through a certain presentation that
occupies reflective judgmeit.

He wanted to brig forth the sensation of the infinite and

inestimable. Newman sought to make the viewer aware of

him

sublime in those of its appearances whose intuition carries

sel f in relation to the

with it the idea of their infinity. Buthe only way for this to

occur is through the inadequacy of even the greatest effort of

our
Critiqu
our im

i magination to estimate

e 112) .
agination when it had failed us, to show m 6 s

Perhaps it was

r el

to both magnitude and insignificance as we exist in the
present. French postmodern theorist Jeeancois Lyotard

writes:

When he [Newman] seeks sublimity in the here
andnow he breaks with the eloguence of
romantic art but he does not rdjedts

fundamental task, that of bearing pictorial or
otherwise  expressive  witness to the

™ Immanuel Kant,The Critique of Judgmentrans. Werner
Pluhar (Indianapolis: Hackett Publishing, 1987) 106.

13
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inexpressible. The inexpressible does not reside

in an over there, in another world, or another

time, but in this: in that (something) happéeins.

the determination fo pictorial art, the

i ndeterminate, the 06it happensd is the p
picture (Lyotard, 9293).

Lyotard lights on a fundamental truth: that Newman did not
seek to make apictorial paintings. If anything, Newman
believed that his work was a new way of piaigt and
drawing, a new draftsmanship for the p@é&vil world. The
inexpressible, as Lyotard observes, is not somewhere else, it is
always present.

Newman sought to express the inexpressible, but he
had come to the realization that the classic pictamiage did
not permit him to accomplish the work he believed to be the
artistds duty. European painters, in his es
possessed the capacity to make the viewerasedfre while
standing in front of the canvas. Instead, these painters were
cursed to create images that were merely aesthetic. Beauty
served as the culmination of their crdft.For Newman this

12 Oscar Wilde shares a similar dismay in his dialogu€ h e

Critic as Artist. o Wilde | aments the s
painter in relation to the poet, an ar
opinion, uses Athe whole sphere of feeli
thought. o6 For Wilde the painter is bound
of his medi um: iThe painter is so far I i mit
through the mask of the body that he can show us the mystery

of the soul; only through conventional images that he can

handle ideas; only through its physical equivalents that he can

deal with psychlmgy. And how inadequately he does it

thenéo (Wilde, AThe Critic as Artist, o 241
Burke, had not yet seen abstract painting, yet it is no stretch to

i magi ne, in my opinion, that he would have
aesthetic philosophy similar to his wn . Whi | e Wil deds

aesthetic focused on the beautiful and Newman sought not to

make beauty the thing, both men were involved in a search for

artds unifying power as a means to make the
once both richer and easier.

14
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was akin to the death of painting. His was a painter who felt

that the shapes wielded, Amust contain the
will carry his thought, the nucleus that will give life to the

abstract, even abstruse ideas he is project
Image, 141).

If we return toOnement it is apparent why Newman
saw it as his breakthrough. There is no way to confuse the
Azipo wi tihnature, it sthkgsettoough the canvas,

severing artodés relationship with the sensuo
in Newmanbs vVview, as an ANexpression of the I
be moral, that is if it is to promote an awareness of the self in

relation to othes, it cannot be bound to the senses, for the

senses mislead and leave no place to lay responsibility for the

actions they instigate. The senses activate desire and desire

exists in neither a realm of morality nor plurality. Desire is

about wanting, not alhot the moral, and wunder Newmanos
conception of his new painterds moral servi

bred by the senses is involved strictly with the individual, not

with society as a whole. Thus, by abandoning the sensuous the

new painter embraces the art fr@duces as one built upon a

foundation of moral responsibility. Since realism is bound to

the senses, it gives the viewer an impression of the way things

shoul d be, how one would feel in that setti

painter removes himself from realism, ldes not deny the

intent behind it, that intent being subject matter. To deny

subject matter would only force the painter to paint in a

vacuum, to paint with no reason, and only as a response to

something else. This would not be his new painter, as

Newmanwrites in thePlasmiclmage A These men considered

that the artistic problem was not whether they should or

should not have subject matter; the problem was, What kind of

subject matterodo (AThe Plasmic | mage, 154).
In Onement Iwe see and experience thebmct

matter Newman intended. The painting confronts us. The

viewer is granted an awareness of the present, of the self at the

exact mo me nt the painting is seen. The HAzi

one is transported to another pl ace, the fz

doorto some other lantf It is a transcendent experience, but

BAs was Ro tt ith dié threei part maintings: the
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one where the viewer ends up where he began. Yet the
awareness of place is stronger. The knowledge of the self in

relation to the world i s more profound. T
lightning flash of beinghma n. To return to Lyotard: Alf, t
there i s -nmantyt edsdbubijietcti s i mmedi acy. I't happer

and now. Whatduid] happens comes later. The beginning is
thatt h e r equod;¢hé yorld,whatt her e i so6 (Lyotard, 82).
Newman sought to make the mameof looking most
important. It was the here and now, the immediacy of the act
of looking. By making a painting that offered transcendence
without offering a new worl d, Newman grante
of which Lyotard spoke. ieThere iso0 is the n
viewer feels a relationship to the present and seeks to live in
this reality, not step into another.
If Newman endeavored to teach his spectator
anything it was not a message of this world then the fireworks,
out of this world ainpdd tvhaes fnotewor ks. The
welcoming, not some nebulous inviting entryway to salvation.
While Rothko wanted to flee this worléNewman could not
imagine being anywhere else. Wounded and awkward, Rothko
was desperate to make a world that he could live in, where he
would dways feel at home. If he could have painted some
magical painting that he could step through he would have.
Newman took no part in this surrender. While both men were
consumed with the idea of representing tragedy, Newman
sought to make the tragedy thaasvintimately bound to life a
reconcilable thing, to reveal it and destroy it, Rothko wanted
to run away, dive into those clouds of color and be reborn
againand agaitHe once said of his paintings, Al ex

bottom and top bands acting as a doorway, with the center part
being the entrance into another world that he might escape
into.

14 Newman credits the Surrealists with prophesying our
experience of modern tragedy. In hépinion, the art they

produced was not the work of mad men, but w
tabl eaux of what the world was to see as re
and tragedy being World War (I (ASurreal i sn

95). Yet Newman also realized that tragedy must lebeted,
it must not be allowed to root itself into the world. In his essay

16



Clay MatlinT Barnett Newman and The Aesthetics of Totality

nots e 1in.efbect he was painting tr®/mbol of Rothko as

whole, what he wished he could be. A luring presence posing

both inventive resource and hovering danger, it was a promise

of a new life, weightless and free, but at the same time entirely

alien an invitation to become something and sone else

divorced from the pains of histo!y.Newman in contrast

believed that, AWhat has to be done is to o
theme that will make contact with reality; what has to be

AThe New Sense of Fateo Newman takes a stan
giving ourselves over to tragedy, declaring that man was given

a new fate with the advent of the atom bomb and that iteis th

role of the artist to combat both tragedy a
have now is a tragic rather than a terrifyi
new tragedy that is playing itself out on a Grdikk stage

under a new sense of fate that we have ourselves created, shall

we artists make the same error as the Greek sculptors and play

with an art of overrefinement, an art of quality, of sensibility

of beauty? Let us rather like the Greek writers, tear the tragedy

to shredso (AThe New Sense of Fate,o 169).

> James E.B. BreslinMark Rothkoi A Biography (The

University of Chicago Press, 1998) 2734.

Of his own paintings, Rothko decl ared: Al o
in expressing basic human emotidngagedy, ecstasy, doom

and so oni and the fact that lots of people break dowd ary

when confronted by my pictures shows thatommunicate

those basic human emotionsé. The people who
my paintings are having the same religious experience | had

when | painted them. And if you [Selden Rodman], as you

say, are moved onlyebtheir color relationships, then you miss

the pointodo (Rothko, iNotes from a conversat
Rodman 1 9 5 6 , -520).1RbtBko characterized painting as

an act of breaking free from solitude an
breaching and stredchRoghlmnebBThme ms again
Romantics Were Prompted, o 59). Newman, on t|
as we have seen, did not share the samepagifg approach

to painting that Rothko did. I f anything, N

philosophy resided in a sense of the celebratory expernce
the power of the image, not in the emotional weight of ecstasy
and doom.
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di scovered is a new subject mattero (APain
91). Unlike Rothko, Newman chose to deal with the present,
whil e Rothkoés paintings provided a means t

the solitary quality of his internal journey, beckoning a single
spectator to the painting, as psychoanalyst Hannah Segal

writes, fi e v o kpienmt gof hisnart thé samea e ¢
constellation of unconscious feelings that
Rot hkods paintings allowed him a way out of

his wounded mind and awkward body. He saw his art as an

expression of tragegddy. bElwmMedhi s hAnot

symbolic representation of all his dreams waiting to be

fulfilled, freed to wander and manifest itself in what the art

critic Dore Ashton refers to as a finuminous
pl ace where all fhi s®Rotlikemagcl es were | eft bel
have wishd to express the tragic, but he wanted to walk

through his paintinegsltf@®d avowdrdl dewhere his |
his real self.

I't is impossible to i-magine Newman havi
self. o0 Newmands work was not made to save |
else but to foster anwareness about what it means to be
human in this world. There was no desire to escape, no dream
of some place other than here. The creation of the painting
was a moral need; the subject matter of his own self was of
|l east i mportanc e. notNeaowghdonusevar i t e s, il ot i s
large canvas and make a literary work encompass a wide and
large theme, which is what most critics believe to be the
definition of an epic. The subject matter of epics, it is true, is a
large theme, but it must bengoral theme if the witer is at all
to catch any part of the absolutedo (fAPainti
While this passage pertains to writing it can nonetheless be
applied to Newmanés own vision of painting.
epic needing to have a moral theme if it is at all chpalb
apprehending any part of the absolute, is intimately linked to
Newmandéds belief that the new painter is to
t hat i se vtihdee nfis eolnfe of revel ati on, real and

' Hanna Segal, Dream, Phantasy and Art(London:

Routledge, 1991) 89.
18 Dore Ashton,About Rothko(Oxford: Oxford University
Press, 1983) 105.
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Newman desired a moral theme that revealed the absolute.
The revelation that is sekvident is communicable with the
spectator who is able to know the intent of the painter and be
made aware of the truth at that single moment of viewing. For
Rothko, the painting was also a moral issue, but the absolute
could only befound by gaining entrance to a different world.
In a way, the individual who is consumed by the richness of a
Rothko painting chooses a life other than this one, where
Newman forces the present to have all the meaning.
Sylvester writes that a Newman cagvpresents us
with a sustained experience of ourselves. We confront the
reality of what and where we are:
Newmands art does not have to do with me
feelings whenthreatened by something in the
air; it has to do with mands sense of hin
painting gives a sense of being where we are
which somehow makes us rejoice in being there
(Sylvester, 327).

Sylvester is correct: Newman attempted to make the present

more present. The painting silences the world, eliminating all

distraction and commotion. Theewier is rooted to the spot,

confronted with the vertical, whether it is the single central

line in Onement lor the blood red stripe on the left side of a

black canvas that definelboshua As the gaze fixes upon it,

the straightness otlievithemmahe6s fAzi po dr aws
experience becomes one of wholeness, making that thin line

t he mi ssing piece of the vieweroés existen

asserts, AThe purpose of a painting by Newm
that duration is in excess of consciousness, but to be the

occurrence, the moment which has arrivedo (L
viewer is aware of herself at the moment of looking. That is

Newmands subject matter: awareness of t he

given the viewer the means to escape this world he would
have failed at hisask. Like Rothko, Newman wanted his
painting to affect people, but he did not long, as Rothko did, to
free his viewers from the weight of their lives. Both men
hoped to give salvation, but Newman desired it be found in
this world, while Rothko wanted to jp& a new universe
where all the wounded could feel whole.
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In an interview with Sylvester from 1965, Newman
remarked that he sought to give his viewer
that the viewer should know where he was:
In that sense he relates to me when Henthe
painting because in that sense | was
thereéstanding in front of one of my pai
you [Sylvester] had the sense of your own
scaleéthis is what I have tried to do: 1
onl ooker in front of my painting knows tF
thereé. | h o ptiag hashtetimpaoty p ai
of giving someone, as it did me, the feeling of
his own totality, of his own separateness, of his
own individuality, and at the same time of his
connection to others who are al so separa
think you can only feel others if you havense
sense of your own beingélected Writings and
Interviews 257).

That Newman rejected the episodic is an unequivocal fact in
his painting. His art is not snippets of time or loosely
connected sections of experience, instead each work is a single
eventunburdened by temporality. One does not pick up where
one | ast l eft of f wi th Newman ; one exper
connection to the work at that exact moment of seeing.
Totality does not come in installments.
Perhaps Newmands greatest mor al act i n
t he desire to gi ve it he individual a feel
individuality, and at the same time of his connection to others
who are al’$Iothesvieywea waret te look at a

9 When Alexis de Tocqueville traveletirough America in

1831, he observed that democracy, and specifically its

American form, does not foster individuality, but instead

breeds individuali sm: Al ndividualism is a
feeling, which disposes each member of the community to

sever hingelf from the mass of his fellows and to draw apart

with his family and his friends, so that after he has thus

formed a little circle of his own, he willingly leaves society at

large to itself. Individualism proceeds from erroneous

judgment more than frordepraved feelings; it originates as

20



Clay MatlinT Barnett Newman and The Aesthetics of Totality

Newman painting and feel only oneb6s self an
others then Newmawould have failed. This is what Barnett

Newman, sage and fool, yearned to destroy. One cannot look
atOnementeand think only of oneself in r
The flzi po does gi ve t he vi ewer t h
Newman wished for. Standing befottee painting spectators

el ati on
e sense

know they are not alone. One maintains onebd
front of these paintings. The spectator remains a self, still
filled with oneds own personal feelings an

remains linked to the rest of society. With thampgle,

asymmetrical line, Newman tries to connect the world.
Newman makes us one among many; we come to

know ourselves so that we might live among others. Again we

return to the fzip, o0 it is there to root t
collective, yet in that roting Newman sets in motion the
tearing to shreds of tragedy. For Newmands i

to present to us not just the pain of living in the present, but to
demonstrate that as a unity of individuals we have the capacity
to be more than the tragnature of the world in which we find

oursel ves. Newmanos i s an art of ethics an.
would say that i f my painting were proper.|l
Ne wman once remar ked in an intervi ew, fiso
changedo (Newman, 276). WwWeagoh ti me we view a |

on a journey of transcendence that ends where it began. What

Newman imparts to the viewer is the lesson that there are no

other worlds to travel to, no places to escape the difficulty that

is Ilife; the paintings rte.ld Ilurs, AThis is the

much in deficiencies of mind as in perversi:
de TocquevilleDemocracy in America Vol, Il (New York:
Vintage Classics, 1990) 98). Individuality on the other hand,

all ows one to adfdceprotlainoomesdifss sense of

an individual, but still retain a commit meil
man. In contrast, individualism, as Tocqueville, argues, gives

one no sense of oneb6s own being, it merely
desires and misplaced hungers, puttithge individual at

variance to the rest of society. We can thi
di stinction when we | ook at Newmanb6s wor k a

to see the paintings as a testament to Newm;:
to combat this destructive separation.
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Newmanods subli me we feel t he
being an individual, and the realization that one cannot exist
alone.
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Onement, |, 1948
Oil on canvas and oil on masking tape on canvas
Barnett Newman.American, 19051970).
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White Center (Yebbw, Pink and Lavender on Rose), 1950
Oil on canvas
Mark Rothko. (American, 1963970)
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The Question Concerning Bernd and Hilla Becher

David Smucker
Stony Brook University

Bernd and Hilla Becher have been photographing imddist

architecture since the 1950s. Their work provides an

interesting artistic reaction to the ways that modern

technology has become an issue for contemporary life. It is the

purpose of this paper to attempt to look at their photography

through a Heidegg@n lens, taking its main cues from

Hei degger 6s fiThe Question Concerning Technol
explanation of Heidegger and his thoughts on the matter, we

will see how these can be applied critically to the Bechers,

l ooking t o Bl ake S Photoggaphic6 s essay, AThe
Comport ment of Bernd and Hilla Becher o, fo
description of their work:

One of Hei degger 6s opening remar ks, tr

essence of technol og3outinesth@ot hi ng technol ogi
approach he takes to the issue. He is not lapkih any
particular technological advance or use of technology, but for
what makes the manner in which man uses technology
possible, for the way that man relates to the world through
technology. He says that the most prominent way of seeing
technology is & a means to an end, a way of achieving a
human project, t he Ai nstrument al and ant
conception 9f technology. o
He believes that this conception does not understand
the full importance of technology. Heidegger wants to contrast
a A Gr e eskandingiaf teéohne with a modern one. For the

! This arttle was accessed online at
http://www.tate.org.uk/research/tateresearch/tatepapers/04spri
ng/stimson _paper.htm on 4/21/20meéreafter it will be

referred to as Stimson.

AThe Question ConcMartimi ng Technologyo in
Heidegger: Basic Writings311. hereafter referred to as QCT
3 QCT 312
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Greeks, techne was a way of knowing, in the sense of alatheia,

or revealing. He thinks that the idea, prevalent when he was

writing, that techne designates the capability to produce both

art and craft objectssiincorrect. Quoting Plato, he says that

every occasion for whatever passes beyond the nonpresent and

goes forward into presencing is poiesis, bringing r* h. o

Since Technology is involved in bringing something forth, it

seems to be a kind of poiesis, bigidegger thinks that while

Plato may have been right about his own historical situation,

technology has created a way of bringing forth that is not

accounted for in the sense of poiesis. Poiesis is an allowing of

something to be brought forth as itsel§ be created or

revealed (remember alatheia for revealing) according to its

own inner essence and necessity. This is different that what

modern technol ogy does: Hei degger says fithe
holds sway throughout modern technology does not unfold

into a bringingforth in the sense of poiesis. The revealing that

rules in modern technology is a challenging, which puts to

nature the unreasonable demand that it supply energy which

can be extracteld and stored as such. o

This extraction of energy that ckatges forth instead
of bringing forth imposes categorical thought upon the world,
interested in the world only in terms of how anything and
everything can be made into a resource for achieving our
goals. This organization and ordering of the world acogrdi
to usable energy makes things appear to us not as themselves,
but as ar efissetravneddi nwhi ch °®Wee can use at wi ||
kind of thinking which causes man to think of the world as a
standingreserve Heidegger calls enframing, which is in direct
oppositbn to a poetic frame of thought (poiesis from above)
which allows things to be present to us as themselves.

In fact, the opposition between these two modes of
thought is so intense that Heidegger believes that enframing
blocks poetic thought. Since, iruoage, man is born into a
world where the most common way of thinking is through this
enframing thought, it is possible that he will understand only

4 QCT 317
® QCT 320
® QCT 322
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through this technological or enframing lens. If this happens,

if man engages in the world only throughframing thought,

ithe other p o sisthatomah mighy rathesbeb | oc k e d

admitted sooner and ever more primally to the essence of what

is unconcealed and to its unconcealment, in order that he

might experience as his essence the requisite belonging t

r e v e & litiisncigar that Heidegger values poetic thought

instead of enframing. This is because of the way that these

kinds of thought understand human beings. In enframing

thought, mankind is viewed only as a means to an end, a kind

of energy that &n be used to achieve some project or other.

On the other hand, poetic thought, which is more in touch with

the essences of things, sees man as the only kind of being who

can understand things precisely though poetic thought, who

can come into contact witlthe essences of things. If

enframing thought blocks his ability to do this, Heidegger

believes that it will put mankind out of touch with his own

essence, will make man homeless in the world. It makes sense

t hen, when he says theereisfiwhere enframing r

danger i n t hf%He findgysormeshope foemas,e . 0

though, in the words of the poet Hdlderlin, who says that

iWhere danger i s, grdws/ The saving power al
The saving power is not so immediate, though, that it

can bring manto an imendi ate Avictoryo over technol ogy

Il nstead, it is requisite that man fibegin t

essence of ' Thiscwilin bapperg whe® man

examines his relationship to the world, and sees that

enframing is blocking him from his proper essence, hip@r

way of comporting himself to the world. It seems that only

through an encounter with the danger of our technological way

of thinking will modern man be able to reassert his proper

essence. But if most people are already under the sway of

enframing thaight, then who can we call on to provide this

critical reaction? Again Heidegger takes guidance from

Holderlin, who, in addition to the lines above, also says that

" QCT 311
8 QCT 333
® QCT 333
10 QCT 335
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fipoetical ly man Yfwe thinksofppeiry t hi s earth. o
in a sense which includes allf t he art s, at | east when they
in touch with manos essence as a poetic,
enframing, being, themrt is precisely the arena in which
technology and its essence as enframing thought can be
opposed. Heidegger adds the important warning thatwill
only work dAif reflection upon art, for its
eyes to the constellation of truth, concerning which we are
questioning '8
Now the question becomes whether or not the
Becherés wor ks ar e ones whi ch engage t ech
enframng in the way Heidegger wants them to. Do these
works show man the essence of technology, and do they do so
in a way which also shows man his own essence as -a non
technological, noe nf r ami ng being? Blake Stimsonbds ar
AThe PhotographBer €ompodt Méht aoBechero
will be our guide as we approach the Bechers work.
Stimson quotes from an interview with the Bechers
that their work was largely focused on the idea of making
Afamilies of objects that become humani zed
anotheri as n nature where the older is devoured by the
n e w&rThi® short phrase already says much about the
Bechers photography. The concept of introducing family
relationships amongst the various industrial buildings can be
seen as an attempt to organize them umdgonal thought.
The fact that their books of photography are organized
according to the kind of technology photographed speaks to
this, as does the fact that one of their publications is titled

simply, AiTypol ogies. 0 Ther problem here is t
or not these typologies are natural (poetically revealed) or
artificial (the result of enframing thought

with industry, which appears to be, at bottom, an enframing
approach to nature, leads us to the idea that whatever
heterogenejt we find in the buildings is a result of their
ability to acknowledge only the aspects of their location that
are suitable for bringing into a standirgserve. These

1 QcCT 340
2QCT 340
13 Stimson 2
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aspects, the resources challenged forth, are bound to be
similar, and so the industriakchitecture and machines used to
extract this material will also likely be similar, if not exactly
the same. So while the typology may not have been previously
articulated as such by the creators of these industrial sites, it
seems fair to say thattheB8dner s 6 project does not i mpose a
artificial schema onto these buildings.
The next part of the phrase may be more problematic
for a Heideggerian reading of their work. The idea that the
objects fAbecome humani zasdn and destroy one a
naturewher e t he ol der is devoured by the newer o
enframing mode of thought. Heidegger warns that when man
is in an enframing mode of thought, he believes that he
recognizes himself in everything. Everything seems to behave
according to certain pattero$ his thought, and so it seems as
if these things are essentially related to dFhis idea seems

t o be present i n t he i dea t hat t he buil
humani zedo and in the idea that the proce:c
advancement is like the process of both huraad natural

advancement, where fithe ol der is devoured b\

Heidegger, there is a fundamental difference in the way that
natural things, humans, and technology relate to the world.

Technol ogi cal advancements quicken the pace
being put into an unnatural standingserve of energy, and it
seems a strange idea to associate a plantéoés

earth, where it only takes what it needs to live, to that of
technology. The overturning of one industrial paradigm for
another mag technologically advanced and efficient one
seems at the root much different than a sapling growing out of
the fallen rotting trunk of its ancestor. If the reference here is
not to generations immediately following one another, but the
evolutionary proces then this is still problematic. We must
remember that the natural process of evolution is not a
teleological one, is not motivated towards an ewere
thoroughgoing domination of the world in the way that
technological development (at least from Hewmglegr 6 s
perspective) has been.

Another aspect of these photographs that Stimson

4 QCT 332
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investigates is the system by which they are produced. System
is an important factor in their work, as the photographs are
Aibased on a rigorous ssultsinaf procedur al rul es
group of photographs that are, at first glance, nearly
identical’® This desire for nearly identical results from all of
their photographic activity (at least within any given project)
together with their rigorous application of a procedure to
produce them seems much like the process Heidegger
describes when heds tal king about enframi.i
investigate the reasons for this procedure, though, we find that
they donoét seem to be motivated by an enfre
placing their photographs todper in grid format, as the
Bechers do consistently, though not exclusively, they find that
they are able to see new things about each particular object
photographed. While for the most part the objects look so
similar it i s as i fionsehes,ikeicame from a prod
cars, o0 the Bechers have found that #Aonly wh
beside each other do®Thmughamee their individusz:
interesting circumstance, it is only through a rigorously
technological process which, following Heidegger, we assume
will produce homogenous results, that we can actually see the
heterogeneity of the objects in question. They have produced a
taxonomy which is not exactly a taxonomy: while it does
gather the tokens of the type together, we learn little more
about the typ from this gathering, instead what we learn is
about the individuality of its members. We are reminded of
Hel derl inbs phrase f@Awhere the danger i s, g
power al so. 0 The Becherso photography, in
engagement with technology, has shavgnsomething about it
that we could not see before, and that is the ability of a
technological/enframing method to enable the perception of
individuality and difference.
What, though, does this difference amount to?

15 stimson 7

'8 From an interview by UIf Erdmann Ziegler in 2000, found
online at

http://findarticles.com/p/articles/mi_m1248/is 6 90/ai 87022
990/print on 4/21/D07
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Certainly the essential qualities thie industrial sites that they

photograph are still bound to enframing, to producing a world

of a standing reserve of resources. But, each individual

i ndustri al site is different, as webve seen
then be the result of a conceptual moeamaway from their

impact on social reality to the level of shape and rhythm,

for mal interest and anal ysi s. Stimson says |
of aesthetizing industry lrather than indus
think that in a way, it really is both. While thei wor k doesnédt

take on the proportions of Warhol s ffactor)
not es, does it take on Warholob6s sense of i
industrial in that it is tied to industrial / scientific / enframing
modes of thought during its productithThe cruéal point,
though, is that, in moving into the realm of the purely
aesthetic, our investigation loses the ability to be critical of the
relationship of man to technology. It seems that it no longer is

in search of truth, at least not in the way Heidegggesius to

keep focused at the end of his essay. Instead, at this point our
search can only point to the hollowness that stands now in
these buildings where there was once ambition and a sense of
progress® The Bechers seem to have moved into the Kantian
realm of disinterested appreciation where there was once a
search for truth that could lead to social critique and change.

At this point in our investigation, if we maintain a
position in line with Heidegg
negative view towat t he Bechersé wor k.
work manages to combine enframing thought and a
conception of art that is unbound to truth, and this is totally
unacceptable, or at least -ppetic or inartistic, from
Hei degger 6s standpohemetmaybdeat hi nk, t hough, t h
final saving el ement. I f their work is real
soul of industrial thought,d 06 and if the fe
look at their photography is one of disappointment and
melancholy, then perhaps through an engagement with their
work we can see the essence of technology as something

— 0

17 Stimson 14
18 Stimson 16
19 Stimson 10
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dangerous, disappointing, and melancH8lyif the only
positive thing we can get from their work is on a formal level,
then perhaps by noting this we can see that that is all that there
is to be gainedrom technology. The photographic work of the
Bechers can lead us to the conclusion that looking at the world
through the enframing lens of technological thought is
unfulfilling unless we are disinterested in the worldly
consequences of that kind of thingi At this point we can

start to think critically about technology,
photography can be seen in a positive (Heideggerian) light at
| ast . The Bechersd work draws itsel f extre

danger of technology, modeling itself on teclugital
procedures to show how unfruitful, how disappointing they
can be, and for someone interested in the truth about
technology, the questioning that follows this realization may
have the ability to lead them out of an enframing mode of
thought.

Before concluding altogether, | would like to briefly
investigate photography itself and its relationship to
enframing. As a technological development, photography
seems dangerously allied to enframing. This idea gets some
backup from the fact that when we talkoait photographic

composition we ask about what the photograp
t he frame. 0 I n investigating any particul a
wor k, t hen, we are investigating their rel a
into the frame, 0 to enfrmaming. Photography

only of the object that was placed before the camera, but also

of the photographer és relationship to that
understanding of the world when they took the photograph.

Abigail SolomonGodeau, in her feminist analysis of erotic

and pornoggphi ¢ photography, says: il mages, i n ot
do not causally produce a world of female objects and male

subjects; rather, they may articulate, naturalize, and confirm

an oppressive order “Whatbwantr oots are el sewher
to focus on in this que is the idea that photography can

? Stimson 13

% photography at the Dock: Essays on Photographic History,

Institutions, and Practices i n t he essay fAReconsidering Ero
Photography: Notes for a Project of Historical Salvage. 221.
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articulate an order, an ordering scheme. Heidegger also has
something to say about how enframing thought is related to
public opinion: it he

magazineséset

public o

newspapers
pinteadc on t o swal

so that a set configuration of public opinion becomes available
on de fMadmdmages that we create are related to our
worl d, t he Apubl i c
articulated in places like the newspapers is a result of a certain
way of thinking, and its instantiation in print and images
shows us the trace of that thought. Photography can show us
what, for a certain photographer, has been accepted as the
truth. Photography may not always be a result of enframing
thought, but through elose analysis of a photographic work,

it seems that we ought to be able to determine whether or not
the photographer has been held under the sway of enframing

understanding

thought.

of t he

I'n the Bechersd wor
as to what to believe their réilenship to enframing thought
and technology is. First, we can believe that they are wholly
under its sway, and a critical investigation of how this
manifests itself in their work is as good as an investigation of
enframing thought itself. Second, if thedhers are aware of
the negative consequences of enframing thought, then this has
manifested itself in their work by way of exemplification: to
show us its problems, they have recreated it for us, with a little
aesthetic kick thrown in to show us that whaedr positive
value there is in the manifestation of enframing thought and
the creation of a standinmgserve, that value is not related, and
indeed stands in opposition to, the consequences of technology
and enframing. In either case, a sustained attenothe
photographic work of Bernd and Hilla Becher ought to
produce exactly what Heidegger would want, a critical attitude
towards technology, which may be enough to help save us
from the danger of enframing thought.

2QCT 323
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AL -ADHAN

Michael Knierim
Northern lllinois University

I have thought much about what | would say to you today. |
am not a theoretician, but a creator of objects and images. |
have come to the conclusion that the recounting of my
thoughts and actions during the creationtto$ video would

be the most illuminating veil to unfold for this conference.
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While having a conversation with my sons, Max and
Ben, we discussed the lack of real war imagery presented in
print and on television in the United States. That began my
innestigation 1into the mas s medi ads represe.|
conflict in Irag. Why were there no images of the real carnage
that was occurring? The major news networks report the
escalating death tolls using slick animated graphics which spin
into place. Fielde por t er s are shown inhabiting isolat
usually indicating evidence of the destruction of the physical
environment. The covers of our weekly news magazines use
cleverly constructed design metaphors to represent the war.
The one reliable U.S. medialsoe that comes the closest to
showing what is truly happening is the New York Times.
There have been numerous remarkable photo essays
concerning the events in Irag but | was looking for
something more. The Times photographs, many showing the
wounded ordead, were all highly aesthectisized. Through
composition, perspective and lighting, they rivaled the best of
Renaissance masterpieces.
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It became apparent to me that | was not going to find
the imagery | was looking for in the U.S. media. | thenédrn
toward mainstream Islamic internet news sources. While these
began to show slightly more graphic imagery, they were still
far from a true representation of the carnage and chaos of war.
It was time to reach out into harsher territory. In
t oday @lsvori you tan Google your way across enemy
lines. It was on Jihad and A)aeda websites where | began to
find what | was looking for: uncomposed, unvarnished photos
of startling events. Just by entering these sites | had the
peculiar feeling that | wabehind enemy lines. Many of these
websites were there one day and gone the next. The majority
of these websites seemed to be both recruiting and propaganda
sites. Most of these sites contained two types of images; first,
strange digital montages which shedvthe valor n sacrificing
oneself for the cause. In the other category of imagery were
the raw unsettling photos of true carnage (such as the one
shown); dead and dismembered American soldiers shown as
trophies; dead, wounded and mourning Iragis shown as
victims. These were not professional photographs, but most
likely low-resolution cellular phone images. Although they
were meant as propaganda, they depicted the ravages of war
from all sides of the conflict.
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decide this would be the imagery | wdul
appropriate for my work.

Antique Persian Carpet / Herati Pattern / Tehran
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