i

DUERERSERIES#R-SOME REMARKS
ON THE CONTINUING PROCESS
OF VISUAL EVOLUTION

7

.

A Thesis in
The _Faoulty
of OFine Arts

/

f

{
/

&

’ .

14 . c! . r

Presented in Partial Fulfillment of the Requirements
for the Degree of Masters of Fine Arts .
Concordia University
Montreal, Canada
March 1976




PR » - ’ -
] P . ! ! ’ 11a
i -
) ¢ ’ ~ .
. /
¢

‘... VIDEO PORTIONS OF THIS THESIS ARE AVAILABLE FOR CONSULTATION
F AT THE CONCORDIA UNIVERSITY LIBRARY, MONTREAL, QGEBEC, CANADA.
. - H3G M8 - '

| S " * 2" -
PN : /
. * : e . v L e A, , £ N , —~ ‘I ) M
. . . ‘ . v \V’ia . ‘ /
’ d* - \(; )




DUERERSERIES 1 SOME REMARKS ON THE CONTINUING PROCESS OF VISUAL EVOLUTION

Ouenter Nolte
®
Abstract >

This thesis oconsists of: .

1. a twenty minute black and white half inch video, tape;

" 2. six black and white photographs (with a prefacing page);
3. the following written essay, including some photographic
illustrations., .

'I:his framing essay puts 1ﬁto perspective certain developments in Western
art whioh in Burope during the fifteenth century led to the discovery of'
the prinoiples of projeotion and the geometrical properties of sight.

It then takes tle suggestion of one of the earliest printed publications
on that subject, the last page woodcut of the (1525 edition of Albrecht
Duerer, Underweysung der messung mit dem sirckel un richtscheyt 1

adapts it, explaining how projeotion and the picture plane work. I duilt
the instruments suggested by the woodout to make three basio and inter—
related points: (1) the art-historical development of the unified pro-
Joeotive space of painting and drawing and its prevalence todny through
the technological development of still oamora, movic camera, photo repro-
.duction and “televiaidiri>(2) using thou 1a.'l:tor teohnolosiu, I make an
art proposition by selecting ‘six phgtographs taken from the eye/viewpoint;
and finally (3) by using the instruments with my students, I teach and we

understand how projection works, i.e., & paedagogioca Eogoaitiun (the
video tape)

2

4

Sohmid, Dietikon-Zuexrichs Eidgenoouische Technische Hochschule, 1966,
2.... This photographic sequonoo wes exhi’bitod in the groupahow Camerart’
in 1&74 in Montreal, London, and 'Paris, Catalogue for the exhibitions
_Camerart (llontreal, Galerio Optioa: 1974), PP 30-31.
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1. Albrecht Duerer, Underweysung der mes mit dem pirckel un ‘
Ticlitscheyt (Nueremberg: 15255, limited faosimili edition Dby Josef Stocker-
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DUERER SERIES ’
ALL SIX PROPOSITIONS ARE, UNRETOUCHED PHOTQGRAPHS USING THE IN- , .

STRUMENTS IN THE SET-UP SHOWN ABOVE WITH:THE CAMERA IN,THE PLACE OF
THE 'EYE-PIECE. FOR DIDACTIC REASONS ONLY THE SEQUENCE OF THESE
PHOTOGRAPHS HAS BEEN ALTERED. ; e .

* OBJECT [2' X 2' X 4' DOWEL CUBE) ON TABLE. - - . .
TAPE ON GLASS PANE IN FRAME WITH TABLE,. ~ R

FELTMARKER ON WALL WITH TA LE S . .
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~ pr&portiu. We accomodate this dioliotomy through various stabilising
' mechanisxs of "experiencs; foremost among them the psychologiocal phenomena
of constancy of sise, shape, and oolour,

I, o S \
Spatial projection is the tangible; logiocal link between the three-
dimensional world of matter ‘and our experience of the visible aspect

of that world through our sense of sight. Light raye reflected -from

the edges and surfaces of stationary and moving objects convergé to

the lens of our eye(s) and forfi a projection onto the back of our -
retinas. The thres-dimensional world thus becomes a small two- '

-dimensional refleotion of what lies within our visual field, to be :
- oonverted into electro-ohemical stimuli which, via.‘%the optical nerves,

are conveyed to the brain and the central nervous system. v

It 4is my thesis that projection is, and i.lways has bdeen, the predominant
logical 1link betwesn the external world of matter and its visual equiva~
lent representation on a two~dimensional surface. Observation of shadows

- oast by sun or fire onto corresponding surfaces of cliffs and cave walls

might bave been the first disoovery of a projection which reliably trans-
formed tﬁo complex physioal world of appearances into the abstract man-
made and separate reality of /two—dimemional roprﬁontation.l ‘
However, the throo—dimonoiolgal world exists %:\ spaces and time and henoe
permits movenent. 'lfhun we éporhnoe oontinuous changing projections of
forus which by ouwr muscular=tactile experience we know to have constant

a - -

1.  Fred Dubery and John Willats, Drawing Systems (Londom: Studio ' .
Vista, 1972), p. 10. An exoellent, tut perhaps too concise ascount of
the various projection and drawing systems in Western history. .

-
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.The ssarch to translate tho world as it appears to us three- v
dimanaionally and everchanging in space and time to tng stasis
‘of the two-dimensional surface forms an essential coptent of the
~ history of all visual representation.:As oh,‘that.parFZGEia;:
" history of art-which desls with drawing painting has to be
seen, in one of its funotions at least, as &) dooumentation of the

search to develop a reliable and.apbropria () sjntaz to order

spatially our making and seeing of images.
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The firat sovereign solution to the problem was the manner in which
Egyptian sooial and religious thinking ordered plastic organigation
in a highly convineing paradigmatic mahner. Chosing the most ‘Somplete
‘and ‘representative common d.nominative viewpoint of a form, it created -
the conventiohi of a synthetic ‘and systematioany unified whole, 1

anfl its p; liar plastio achiovemontﬁ. Rega.rdless to what extent the
aothsl connection has been proven aroheologica,lly, there is no denial

. that Oreek repreaentational art in ite pro-Cla.ssical period shared some

ntial features of the Egyptian syntax. Yet it was 1 the work and.

development of paintere in classical Greece " ... thE‘t the dbsolute
dominion of the ﬂat, pictorial surface wausy? for the first time,
sor:lqusly cha.llenged" oo : . )
Full fruition of the Greek departure from the oriental hierarchical

' piotorisl orgsnization was diluted by the Roman conquest. Admiration

led to adaptation of Greek ideas to Roman needs and catalysed the
process of piotorial represeéntiation to the point that Pompeian painting
in the first century before Christ had discovered and used one-point

3 -

-

1. An aspeot which is in quite some measure phylogenetically reteined

- and very evident at some stage in the representational drawings and paint~-
ings of ohildren. It also informs to’a degree.the guiding schemata of most
_of ‘our 'seeing' as. adults, 1.e:, why adults can't or have difficulty draw-’
ing 'correotly' “representationally, even so most adults have on the average
dt least 75% visual acuity and the astonishing degree of manial dexterity
(acquired mainly through learning to write) to Sontrol the placement and
extent of ‘making 1"marks on paper. The roots to this oommon
.wolution might lie in' the dichotomy between the msculan-uotﬂo angd’ tha
ocular-visusl experience of the world., .

oto 1a1 Spi

- 72,  Jobn White, The Birth and Rebirth of" (Scoond Ed:lt:lqn; 4
. Boston: Boston Book and Art Shop, 19 Ty e 2
. ) ) low v

i
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vania‘hing perrspen‘l;:tvo,l hoievegéntermittont and tenuously., But there v
. | were ifwo major, and to my mind, inter-related developments ‘Which
dotorred the complete and consequential formation of a thoory of pro-

j;f Joct:lon as an grgmizing prinoiple of sight at the tin_ze. This was the

j/’“‘\”
- /// '
¥

o

intimate connection between the increasing use of ﬁhe written word
_ ahd the-rise of monotheistioc Hebraic and Christian religions, ”
¥hile Egyptian 'f;la'stic; theory was for ocenturies ordering its 1m'e.é6—
making ﬁth 1ittle dQeviation from tho‘t_;ra&itional norms, it increas-
Angly ogndanaed, -abbreviated, and adapted isolated drawings. Augmented
by and eventually merged with similar dovélopments in other near-Eastein
“ancient oivilizations ﬂouﬂshing during thess millenia, this process
laid the foundation to writing systems. These reductions, which event~-
ually oryptiocally su'bs‘}ituted sound“for sight, formed the bame for tho
hegemony of the written word instead of the pioture as the major means
of dealing with physical and meta~physical matters.
. . , . % ’ )
In.the West this hegemony of writing over drawing - or language over
piocture = wias™reinforced b, monotheistic system o\i’\ beliefs wh:loh,

developed in Christianity ss the Revelsjion of Jobnt “In ths
Beginning was the lo:;d", 3 and finally inoorporatod into the Mass. =

'I‘h:l_'s’ profcrénco of 'logoo'4 over picture wae a olear bias of the ancient
Hebrews who recorded the injunction of God against Graven Imaéos;5 it

1.  White, 249.
2 Gﬁhﬂﬂfﬂ, 1:3-26.

3. John, 1:l. The original latin In Prinocipio erat verbum expresses .
this point won stronger 1n its ret‘erence to 'principany' meaning first,
‘. foremost.
4. Today's popularity of the logos as a heraldic devisé for business
rests on_the powerful - mthoph between the expressive and immediate |
“funotion ‘of its piotorial analogious component and the encoded digital
" one which utilizes the unmatched .statement function of lingusge refer-
ences.As such it represents a going back in time when picture and word
- fulfilled similar needs and. came out of the same source.

5 . ma“., 20‘,1"‘69 ' : ¢

v




even precedes thoWndmeme. With the development ,o% a dualistic
' conception of the nature of oexistence, any representation of physioa,l
reality in piotures blatantly affi'med,‘ precisely by its analogous link . \
through projection, physioality, and hence negated tha origina),,mphasis

on spirijual and non-material va.lues. A v S \

Orig:lnal hesitation of breaking these - commandments gave gradually way)
partioularly after Oregory the OGreat declared around the year 600 AD.1

" «+s what those who ocan read learn by means of writing, thit do the
unedusated learn by looking at a picture". 1 While this was to rmin/\
the authorative statement for the Roman Catholic church, it took 116
years of bloody battles between East Bysantine armfog €0 settle that’
controversy. Only the slow r;aolution following these 1oonoclagt1;: wars \*
~ of the eighth and ninth centurids allowed for the serious re-introduction
" of plotorial language as a meang of teaching the illiterate. Early ‘
Christian medieval art met this fundamental demand wkth a variety of
plastic devices often incorporating through native talent the barbarian
traditions of the Horth, while clinging to successive absti'aot styli-
gationa;of traditional Greek and Roman forms in the South, i.e., the

" Bysapgine tradition. , . .t

The rift between the (Western) Roman Catholic and the (Eastern) Greek
) Orthodox churches widened even at‘ter the resolution of the iconoolasti
oontrovorsy to be irrevooably conﬁrmcd by the saoking of Constantinople
in 1204 by the Fourth orusaders. A period of Telative stability\foll
ing the Viking, Rorman,'md Islemioc incursions into Central Burope
allowed for the rise of irade and arts in the wake of the stimulating
aspeots of the oruudos. The Tesult was a padua.l disintegratj.on of
feudal -society and the condomitant rise of citigs and with it alter- ¢ '
native social structures. \j

i S a

These oondftibn’s favoured ‘during ‘the fourteenth and fifteenth century
in some parts of Burepe, particularly in the rich wool-trading centers
in Flanders m«i the prosperous o'itir states in upper Italy the develop~ .
- ment of & uniquely unified piotorial syntax which would be congrious
with and expressive of evolving sooial and philosophical values. The

Jasid Lo

1. "Ioonoclasts,™ ‘moyolopaeéus Britannica, 1lth ed.,' vol,X1V, p;279.
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naturaliging t?ndeneiee begun in the Gothic period witi: the g"ad\;al
supplanting of the golden background in altarpisces in favour of land-
scapesj the introduction of elementary forms from-actual observation of
natures and culminated in the cult of Mary, i.e., the Madonne as the
behavioural model for women of this.age.

- -

Y

This development found also its expreeeion in ‘eme.llex'- and portable
panel paintings; an emergent praference of ueing olil instead of tempera
" as a mediumj and the gradual oondeneation of a8 picture to a8 plane repre-

senting an event in-one space at one time. All were the result of a
growing and ’graduel secularigation of images and hegce, repreeent(a shift
avmjr from the traditional concerns of painting, whioch #eem to have by
this time cutgrown the uneas compromiee\be\t\_veen the needs of the Church
to fulfill ite catholie, all—&m’bracing cla%m and the sirictures of the ‘°
second commandment. Partiocularly the use of glases whioh the medium of
oil painting pezlmitted, favoured the representation of all the tangft;le
qualities of appearances, thus not: only making visual concessions to

our tactile experience of the world, but also affirming the daily and

more often vwrldly experiences of 'bankers,"“ tradera, and eraftmeh, who
beoame new patrons of tm

All of the foregoing characteristica favoured theulogicel and rational
ordering of these diverse elemenis by seeing a painting like a magiocal
or illusionary window in the wall, In fact the Latin perspicere means
‘4o pierce through' and forms the basis of our word 'perspective’.
This window-pane metaphor is based on the very real observation that
when the eye assumes the gondition of the picture, i.e., one moment
arrested in space and ’df\then the visual cone which is formed by
all the light rays converging from all the objeots in front of it to=
wards the eys are ‘interseoted by & (framed) window pene.zA very patient
poinp-by-point squivalent marking on the pane should, if done with

. ~ l

1. “Perep"eotive,“ Encyolopsdia Britannica, 11th ed.,- vol.XXI, p.25\(\

2. Retained still by the traditional picture frame with its mould-
ing oriented to recess generally towards the picture plane and the
mitered corners wiich lead the eye towards a vunishing point,

~
»
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abaolute precision and/lldelity ohange the transparent glass into ah
opaque picture plane whioh should affeot the eye in the very same way
as the aotua\rsso?ne does when viebed through' 'the pane. As Leonardo put
it eo suooinotlya\“P spective is of such a ‘nat\u"a that it makes what
is. flat appear in é lef, and'vfhat is,in relief appear fla.t" 1 One of
the earliest extant works whioh fulfills this requiremant is the Merode
altar piece by the uaster of Flemalle (Ro‘oert Campin?) and which was
painted about 1425-28 in the city of Tournai in Flanders. This is how
one art hiatorian sums up the effect:s "Here, for the first time, we

. have the sensation of actually looking through the surface of the panel

into a Lpatial world that has all the essential qualitiee of overyda.y

realitys unlimited depth, stadbility, ontinuity, and oompleteneas" 2

4
In general, thie was the matrix (but not the only goal) which Flemieh

pa.intera like Robert Campin and the Brothers Hubert and Jan van Eyck
and others evolved to keep their piotures unified in a very logiocal,
yot revolutionary way. Through trading links with Italian merchants

and bankers these particular Northern aohiev.ements_were knowm to their
3 ;

. It/a;\ia.n golleagues. -
) .

v
Va

Yot it was :'n Italy that this prooéss found its megt complete practical

as well as theoretical exproaeioanontemporariu of the Flemish paint—.

ers like Masaacio, Paolo Uocello, Piero "dol-la'l"ranoesoa, Brunelleschi,
Alberti, Donatello and Ghiberti, systematically unified in their paint-
ings, sculptures and writinga4 the theoretical synthesis of Euolidian
geometry and optiocs into an ideological paradign of Early Renaisaance
ambitions. ‘ :

T

b quoted ¢n p. 5 in N:lgol V. Walters and John Bromhan, Prinoigles

of Perspective (London: The Architectural Press, 1970).

2. H.W. Janson, History of Art (Rev:laed and Enlarged Eourteenth
Printing; Englewood Cliffss Prentice Hall, Inc., 1969), p. 286, .

3e Attested by the many Italian patrons of Flemish painters: Arnolf-

ini, Cardinal Nicoolo Albergati, Portinari, etoc.
4. Foremost here Leon Battista Alberti's 1435 Della Pittura Yidfe

- and Piero della Francesoca's de Préspeotive pingsndl
the lost notebooks by Loona.ra o on this subject. /

©
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Together with other congerns introduced by Humanism and its search for
its roots and jn?tif:\.oation in the antique oivilizations of the cla.ssio—

- 11 \jled:lterranean world, this found itas polished expression by the end of
g ' the fifteenth and thé beginning of the sixteenth century in Italy, spread—
. 1ng gradua.ny through mrope.l . . s '
3 L Thq invention of printing with movadble type and its rapid spread through-

out Europe at this very same time in the mid—ﬁfteenth cenjury once more
seemed to favour the word. Yet it aooelera.ted th} printing of images from
X woodoyts and copperplate engra.vings as well, whioch in turn through their
very “stan rdization by mechanical repetition demarded and hence stimu-
ylated mrthor the seg?oh gor a reliable eyntax to aid the exact repeat-
n'ble p:l.ctoria.l statement.” It was inevitable that under the circumstances
th? discovery that physical apace and our experience of that space through
“—.  the mense of aight have a com’ﬂ n mathematioa.l denominator in projeotion,
~ thus mrnishmg the justification for 8 global standard, should triupph.

RTINS R T

. 'I'he first printed acoount of the theoretical framework of projestion and
i artificial linear perspective ochr;(cruction 418 the 1505 letin edition by
“the French ecclesiastic Pelerin, 9A led the Viator. De Artificiali Per-
sgectiva. was printed .in Toul, Franc d 1llustrated with many woodout
onmples.3'1‘his edition was piratdd in Nueremberg in 1509. In 1525 Duoror
published in that same city his terwei in dér Messu mit dem Richt-

_B_O_h;:eti_..t. ) | SN ‘ >

1. The aim of thig framing essay is not to trace in totality the exact
. development of thé péraspeotive convention, but rather to be a synthesis in
order to place my own intentions {the demonstration as shown in fhe video
tape) into its proper historical perspective. Literature on that Bot
is quite exhaustive, if not complete. The bibliography lists some key
works, foremost among them John White, The Birth and Rebirth of Pictorial
326000
- William M. Ivina, Jr., as quoted in Rudolf Arnheim, Art and Visual
Perception, A Psychology of the Creat:l.ve (BerkeleyrUﬁiTrbTaﬁ‘i‘éT Ca-,
lifornia Pz'asa, 1969), p. 279.

3. 'ﬂliam M. Ivins, Jr., 'On the Rationanzatign of Sight (Reprint of
, ~ the original essay publighed by the H’tropolitan ,Mpseum of Art in 1938,
N _Papers, No 8, New Yoris Da Capo Pressj Ino., 1973) This new edition. of
this most inspirod singular best treatment of this subject reproduces
both the first edition (Toul, ‘1505) and the second and F‘rqnch edition of
1509. a

- . f -
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= « o t
- , Alongside these developmenis was another more decisive one. This was v :
the gradual split between art and scierive and the rapid growth of the
sciences following the Counter-Reformation. While Renaissance atti-
i o tudes had in general favoured inquiries| in a1l fields of human nature,
it was the consolidatiof of)’,;its beliefs! in defining a series of dogmas
. that the Catholioc chufch qwe Counoiiﬂ of Prent liberated all that
which was not oovergd by these articles of faith and gavd an unintent-

ional impetus to the curiosity Renaissance attitudes had aroused.
\ (Q
‘ -In the arts partioular demanda 'by the Countar—Refomtion f:o utilize

painting to oreate splendors inoomparable to Protestant auster ty en=
oouraged an intense invéstigation of. illusionary paintinga on ocurved
surfaoes.]’ Barly suggestions for the building of instruments like those
_ shown in Duersr's woodouts were followed by other52 to aid these invest-
— 7 igations. Speoulative developments in philosophy and mathematics en-
’ _la.rgad the field of geometry. Descartes, Pasocal, and particularly Des~
argues with his theorém whioh constituted the £inal proof of how pre-

and unified space 'behaves in projection, were important in
these further devalopments. ;gg ¥ ‘ \ . .

_ Encouragement in experimental apﬁ'oaghes favoured investigations of the .

phenomena of the camera obscura known to the Greek% and the Middle Ages.
This was the construction of a dark room with a tiny bole in a wall

e

1,  M.H. Pirenne, Optics, Pa ant ing & Photography (Cambridge:. At the
University Press, 1970) » chapter seven, pp. 72-94.

2.  Philip Rawison, Drawing (Vol. 3 of The Appreciation of the Arts series;
‘Londont Oxford University. B8, 1969) pPp.216=219, and Van Deren Coke,
The Painter and the Photograph, from Delaoroix to Warhol (Revised and <

enlarggd edition; Albuquerque: University of New Hexico Press, 1972), Ch.I.
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,;th:lbh, fagiﬁ:g a ‘bx:ightly 11t outdoors would p;oduce a faded but distinot
and fpside down projection of that scene oh the wall opposite the hole,
Medfical curiosity and diseotion made it poesibie to compare the eye to

a at\:rized camera obascura viif,h a le;ts. Experiments in this field and
algo ones resulting from a better theorstical understanding of the rature
of light and opti‘:sl led to pnrogroseive and successful miniatuyrigations
of the,,?era obsoura as well as further adaptations inﬂ; the ocamers -

1“01“0 4

)

Diderot's Encyclopédie of 1751 lists under the subject of Dessin (1)
in Plates IV and V how to build those instruments. They show how to
make them'portable to faciliate augmenting ones experience of the world
as well as the repdering of nature as part of the artistic lot. And
while this might have been the begfnning of much predictable snd boring
art, it was equally well us’ed‘ to make good art: Vermeer van;\aelrt might
be the best example here. o q

-t

Meanwhile the canonization of proper vanishing perspective space ocon-
at:mctio_n as the only basis of all painting and drawing became the dead
end of the academic artistic traditi\on.. And while in the beginning Man=
nerism used the convention to exaggerate and play with 1'5‘ in anamorphous
riddles,4 ovexr the&nturiea uhder discussiomny the growing Fotion of self-
expression, as championed by romanticism and 1'art-pour-1'art(as well

as the chanfing relations between painters and patrons), led to impres-
sionism and the gradual domiee of illusionary ]spaoe infavour of oth;r
explorations. S ' b ) ' '

1. Notably here Leuwenhoeks application of the lens towards microscopy
and Oalileo's into, telescopy. The theoretical base was given by Jaaao
Newton's work in ‘the field of optics. In this context it might be appro-
priate to mention that Galileo cites Duerer's Untemweisung as one of his
authoritative sources. .

7 2. mb’ry and will&tﬂ, ‘830 . § f\ . ' LT
3. ° Diderot and d'Alambert, Encyolopédie ou dictionnaire universel
des arts et des sciences. (Franoe, 1751;, geotion "Dessin", ‘

4, Jurgis: Baltrusaitis, Anamorphoses, ou e airtificielle des
affects merveilleux (France: Olivier Perrin, 19595 and Gustave Réne

gooke, Die Welt als Labyrinthi Manier und Manie in der europaeischen .
unst (Hamburgs Rowolt Verlag, 1957 5 are two major souroowr anamor=

phic fascination of Buropean artists.
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On the technological and soientific side advances in chemistry ins

%thanka to Ameriocan mass produotion techniques, they became -small, ¢
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var!(ous places allowed by the beginning of the pineteenth oentury
ohemica.ls to register the ima.ge permanently on tbe surface on which
it was pro:jeoted. While ee.rly rhotographic cameras (Germam Kammer;
Enalishs Cha.mber; and Frenohx Chambre all still preserve the origin

of the word 'camera') were still quite oumbereome, by the early-1930ies,

portable, and cheap enough as box cameras to aid in the quests of

tourism, wé.r, and, the econopio expansion of the globe, As a minor

and unricticed sideproduct it democratized '‘imagemaking to the point
that the photographica.ny registered projeotive syntax became the ex-
clusive standard of judgement for all two-dimensiona.l space rapresent—
ation.l a .

The applioation of photography to the rotary press through photogravurea
1ncreased the prolifioation of images from the 1880'iss onwards. Colour~
photography and oolour reproduction must eurely be seen as the direot
inheritors of moat of \the traditional f\.mctions of oil pa.int:lnga.% The
slide projector, the overhead transparenoy ‘and the opaque projector are «
additional extensions (mostly institutional) of these same teohnologies.

The movie camera gdded tb this the extension of images in time and move-

_ment in spacé. Television and video carry this visual explosion even and

ever further into our home and hearts. Polaroid camera and video camera
hayﬁ‘_’fhe additional advantage of instant replay. Here the immediate

1. ' \Making anyone to an instant art 'aritio, i.e., the "it-does-not-
look=like~that" syndrome. Apart from polarizing in'a very destructive
anti-intellectual way the 'two cultures' further (it is for instance dif-
fiocult to imagihe anyone but a trained specinlist in that Field oritizi~
sing a public presentation of a soigntifio paper), this-visual fundament-
alism obviouslysserves as a base of wide-spréad popular bostility to con-
temporary twen E
/ appesled 'ﬂo with disastrous results by politiocians of all stripes.

2. Wﬂnm .Tvins, Jr., Prints and Visual Communication ‘(Cambridge:
The M.I.T. Preas’ 1968)’ ‘Chaptu Vi s PP 35—1570

3. John Bergor, ays of Seeing (Hatfmondsworth, England: Penguin Books,
1972), a most oryptic, but very convincing argument for the ocontinuity of
the tradition of European oil painting's imagery, its content, funotion,
and message as maintained through the camera's ability for verisimilitude
in today's field or roprodnotion, and, more mporta.nt, in :gvertisement.

2
. ' ‘ . . B
.
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th century art, and, as we know, is constantly exploited ez
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. -~ .
gratification of ouv primitive curiosity iy the mglc offa- pioture and
the advaniages of the control and extent of privamoy of the image have

' added new entfoementa to our ma.king and consuming of images,l contri-

buting suhstantially to our oondition which Susan Sontag has oalled
. 'image junkies' 2 - )

-

It then matters little whether the images are black &nd whitej small

" and private; and inept as a family snapshot - or they mre colourful,

<

immense; highly structured, skilful, and as bublim and world-wide as a
Goca~Cola campaign: thay all share the properties of orderdd spatidl .
xrelations based on projection. While during the last century the plastioc
arts, in the VWest at leaat, have igcreasincly qxéstioned the function :)f
plastic language and the\need to use the perspectiye projective syntax,
throw'h sheer quantity an glolza.l prevalende, projection 1s accepted as
the central faot of ordered seeing. 3L ' N\ ‘ '

o -
Conversely whole cultures in the past have nanaged very\well ;nd ha.nd-
soﬁ;ely without the central perspebtive conveniion - and only very ténuous
1inks to any prinoiple 6f projection (Japanand China, the Islakic cult—
ures, India, Africa and most primitive societies)‘[but the ffood of
Vestern technology in the fwentieth century has in spite of political
fragmentization and indépendence hovements (aided by cameras, of course!l)

sprevuailed. And with it, projection. This universal fact was sumptiously
and poignantly illustrated to all man- and woman kind during the live
transmission of the first landing on$ the moon. Thus the oamera with ifs

successors kas brought the lens into ‘ﬂm oentral position of image-
making and projected space. The properties and rationals of perspeotive

* have become 'the matrix .of seeing images and with it, and through it,

'reality' and eur énvironment, in our time.

Y

{

1. The paedagogical values and advuntages of these feed-back qualities
aré known, however, the extent to which these peculiar qualities of these
-$wo technologies have oontributed to the sexual liberation and changing

. - social and moral attitudes have so far seemingly nowhere been assessed. .

2. Susan Sontag, "Photography", The New York Review of Books, Oct. 18,
1973. :

s Thd obvious excepﬁion to this is twentieth century art, particul-
arly Cubist and post-Cubist formalist painting and drawing.

¥
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Considering then the sheer quantitative prevalence -of projection
throuéh technology today, which ‘places linear perspective at the
very heart of our visual culture, one has to deal, ;Lf only cursory,
with the ideolpgical and symbolic implications. ° :

i
- [

Assuming that forms have a function ;.nd that/{.l‘m function of lgpguagesl

as well as images is to oarry and communicate meaning, it is nooessaryj h

“es+t0 have some system of sym'bols «e. and some grammar or rule

by which those symbols are given logioal relationships. Lacking
such symbolas, or a grammar for their use, the task of thinking
“»scomes to.onerous to be carried very far. A symbol that cannot

be exaotly .duplicated,‘ or what comes to the same thing, a symbol
that of necessity undergoes fortuitous changes of meaning in the
course of repetition or duplication is of very limited usefulness.,

Once mocieties reach a degree of continuing evolving progrees beyond

the relatively stable Egyptian social ocganization, they have to evolve
concurrently similar aedequate and flexible, yet reliable, tools for
commnication to mccomodate those expanding intellectuasl and techno-
logical needs, as well as to continue to insure oultural ocontinuity and
social cohesion. In the West, a.é I have shown, for & time the word and
its written equivalent were the” ma;ior«_,tools capable of filling that need.
The introduction of printing by movable type \slth its simpl faot
mechanical repetition ‘greatly increased the reJiability which could be
placed upon the wor/d as a oarf'ier of meaning. Similarly theainoreasing

1. Ivins, On,’th& Rationalization of Sight, p.7. )

2. ° Particu}arly the translation and the printing of the Bible into

the various vernaculars at this time resulted, for instance, in greater
stundardization of language by encouraging uniform syntax, grammar, and
spelling. S){eer Quantitative presence of the Bible and its use assured

usually thdt the dialeot in which the Bible was translated bYeocame the

dominant anguage of the realm.

.

-
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need fdr diversified uses of 1mageal to aid lenguage descriptions
during this time demanded a uniform rationale to order in a reliable

way the making and seeing of these images. r

What is surprising is that among the many modes of projeotion known
at that time® the partioular one of linear perspective should havé‘
dominated other options espeoially in view of the shortcomings of tha

lperapeotive syntax3 and particularly since the mechanical means of

projection gentering around the lens did not yet give a substantial
and ovarwhelming rationals to thia choice. One can only spsculate that
other fa.ctora must bave been 1nf1uent1al and were, conaoiously or not,

" decisive. .

The resson why ocentral Vpersgeotive projection wus chosen above others

at thie time and place in history must be found in the peculiar emphasis
with which the Renaissance endorsed individualism4 and which was oon-
firmed to Renaissance man (and ever s‘ince) by placing his individual

'oye at the apex of every visual cone or pyramid in pictorial represent-—
ation.5 This reciprocity inherent in the diaoerry thamal perspect—
ive, 1.e., how space seems to appear under certain oonditions to our gense

/of*sig'ht, and its man-made oorol&ary of the artificial or linear perspect-

ive oonstrucﬂ'eg which can d\iplicate some of this behaviour ant-henoce
substitute a picture®for an actual sight, constantly affirmed like a
mirror the existence of the apectator/viewez:. Sy

S

S e
\\L'

1, Plana, ‘elevations and detailing for ;\é building @fhedrals,
palaces and fortificationsj maps for the crusades, trade rout“es, and the-
voyages of explorationsj recording technological advances in gun emithing-
and other trades} ordering soientific discoveries in biology and anatomy
in herbayiums and other compilations; all demanded piotorial analogous
deaoripggns, rather than the linear digital ones of writing. Ivins,
Prints-and Visual Communications deals admirably with this.

2... Dubery and Willats, Ch. I. 5
3. It ie for instunce not as aocourate as the first angle orthographic & -
projection with its plan, front,and side views, and while known then, its: ’
potentials were only realized and it use became only general during the
eighteenth century as the sta.ndard desoriptive tool for the engineer and
the architect.

4..  Prototypes are Nicoold(%ﬁi Machisvelli I1 Prinoipe (1517), and the
idea of individual genius as expressed in Vasari's lives of the Paintera.
and later in the North, Shakespesre's Hamlet.

S. . The visual ocone booomes a pyrammgh)the deviue of rectangular
framing. N . o ' '
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It is difficult to assess the exact extemt to which this 'eye'-'I'
eqﬁatioh contributed in the West to an exaggerated anthropooentric
< consciousness and to what ex%ent this oonstant, if imperceptidle,
affirmation of the individual ego was limiting and even detrimental
to human eocial develepment. Ironically this discovery, which can
truly be called humanistic, in the wider sense that’ it was based on
a physiolggical iatioﬁal constant to the human race,‘rqally assumed
a condition of seeing whioh oﬁiy the eye .of a machine can fulfill’ .
totally, an& which subsqquent developments, as showinj confirmed.

o’

-

The limitations of the t;nuousnens of this asaumption'oan easily be’
demonstrated ﬁy staring rixéély and fooussed on one word in the center
of this page- (vanishing poinf} and then experience how quickly the
visual acuity declines to the left and right, above and Below, 1t.

The visual anéle of foveal vision is exceedingly small and we compen-
4 sate for this limitation by a continucus and unaware moving/apiffing

E . of our eyes within the gotality of our visusl fiald, which is Toughly),
for binary vision, 180 degrees horigontally and about 150 degrees ver—
tically.l We further” extend that limitation by shifting and turning
our head and moving our body (with our head and eyes) in apace.’

We further and foremost experience the world visually with,two syes
and the resulting different projections of a form, the so-called
parallax,considerably informs us about what we are gotuarly'heaing.
Parallax not only gives us an important distant oclue, dbut also “gives
_ bodies their plastic isolation, since -they seem to move in relation
to each other“.3 Together with our muscular-tactile experience 6: the

4 1. James J. Gibson, The Perception of the 1 %World (Boston:
; Houghton Mifflin Company, 1950), p. 27. The classiocal study in this -
£ield and to which I have to give credit in a more general sense then
this single point. Also Ivius, Art and Geometry(N.Y.: Dover,1964), p.2.

' // 2. Experiments with fish-sye lenses: confirm incidentally how much
we have accepted the framed and statio one~eye vanishing point perspect—
ive reprosentatiqn'and interiorized as the 'right' and the only accept-
‘able form. Most people feel disoriented by a fisk-eye lens photograph.

! 30. Rﬂ"on’ 2170 ' ) . 1y
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world we tend to make sense out of the ambiguitios- of two conflicting
projections. Experiments to accomodate this phenomenon in the form of
stereoscopio representation in still photography, a0 popular in the
nineteenth century, and with oinemasoope and hologram in the twontioth, )
while they should represent. the height of simulated reality, have by'
thelr very decline in popularityl shown that our rieed for images is
perhaps less based on the ono-to-one ralationehip of natural space to -
1ts illusionary representation. ' ‘

>

€

A more detrimental and detorminirpg l'imitation of this prevalent form
of representation is the device of the frame. Perspsctive construction
with its straight line vanishing point holds only for a relatively o
small angle of vision, 'KThis angle has to be carefully delineuted to
desoribe the field in which this projection works.3 The intimate, if
disoreto, collusion dbetween the oonter and the periph[gry (arter all,
8ll images do have limits, whether framed or not) are strongly re-

inforoing each other. in their effectivenass ot adressing_ themselves

T
to a specific individual viewer/ego and his receptiwity to the imase '

" and its meaning/messa.go. .

Gonsidoring then our )sooioty with its voracious need and use of imagean

" and the economio fact that. the more sophisticated and effective tech~

nologioal tools of 1magoma)}ing are expensive, this 'framing' haa then
A .

1.. Even the recent flood of the relative novelty of 3~D postoards "

with their sugary und sometimes mildly sexual imagery found in. special- ',)
ty and variety stores and so seemingly limited apneal to a select audi-

- ence adress themselves mootly to 8 kind of perverted creativity whioh

-

N

oan sociologically only be explained by the phenomenon of Kitsch. -~

2. Although wide-angle lenses have inoreased.the angle, they also’ .
have departsd further from the 'natural'’ way we experience oooing things

. and have to be classified as optically oorrooted forus of. partiol fish=

eye lens views.

3. An easy proof of this faot is to take a preferably large photo- .
graph of a modern interior with a number of rectangular pieces of furni-
ture in it and then extend the vanishing orthogonals to their opposite: - |
. side away from the vanfhing point outside the pio,t,n;:o_mo they ‘di- :
verge. With a bit of skill one can gomplete the scene, and, what is
mathematioally firom the point of projection Sorvect, becomes totally
distorted and unaccsptable "to our perception of ‘how things really arse’,
here again in koapins with the rodootion of ‘the ﬁéh-oye lens distortion.

1
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" to bewesen as part -of pn. ideological fool, as well. Framing is a device

capable of exoluding more than it 1no1udee and very oaremlly #nly in-

oluding that which is thought to ﬁe desirable. It should be clear from

our own e:ietential experéenoe that this diohotomy more often/than not .

] 1e on diametrioally opposing ends of ‘the continuum. The power to direot )
& ti:e visual pyramid and use 1te fomal :oroe of compelling the .speotator

' fto identify with the yiewpoint tvaken and further controlling this view-

. point by editing through cereful use of the ljuiting frame (like horse-
blinders) is exeroieed by ‘very few and ohviouely witk very direct be—
havioural ooneoquenoee and -goals of eooial, politioa.l, and eoonomie,
nature. The oommieeien of the most. prevalent and powerful- 1magee end‘
their dimtribution in large quantities is ultimately in the hands of

. very few of thess new ‘pa,trone' of the art of “image. making.

M g
If the lhdonna served for centuries as a model %o women to be olean,

well-dressed, oha/ete, and devoted to Kider, Kirche, and Kueche, (the
domestic kitchen part of the ee.rly Mexrode a.lter piece to be exchanged-
for the .socially more aspiring goal of the palace of . leter Madonnag)s

*today%s models (!) stimulate our dreeme and shape our neede to 'be rioh
powerful, eexually deeirable, young, smooth, - pleeeant)mening, syn-
metrical, and to have the right accoutrements to appear eooieily ecoept—
able in order to’ ehenppl our+ beheviour ‘into a.pp:?}ute eoneumer re-
flexes. This holde not only for advertisement a propaganda per se,

" but has to be extended\:ithﬂrery little exceptions, to all that is a
today produoed and presented through pu'blishing, advertisement, oinema
and television. The ertif:loiel distinotion between feature Orq COPY and
edv’rtieement is simply e.nother framing device. Fbrmﬁly end. conteht -

wine they\ye 4nterohengab1e and are often 1ndilt1ngu1eheb1e from eeoh

+ other. 1 i .

Y

ve

1. A ‘vary convineing proof is to look at.any issue of Vogue magas
and see how blatantly, festure for feature.the same advertigers havé”their
products ! treated' in the- so-dalled copy part; while conversly ads will’

the same models and photographens (and needléss to say, the jaame art direct-
ors, lay-out people, and. printers).On television it has become second nature
to show so-called features with hard drinking, hard ‘smoking, and herd drive
ing heros.and heroinee, followed by the sponsors identical produet identi-
fioation. The height of" this interchangability and eonfusion is’ reaghed. .
-with “the 'endorsement! by famous actors and public figures of specific
" productas Githerinrmneuve'e Chanel _sndorsement is probably the most en—~
durins exemple.

;
|

matéh the ourrent style of the copy, which is inevitable, 'aince they employ |

5.,5.1 \‘
i
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. Pars“peotivl in this context becomes & symboiic form: an image showing

us ‘a beautiful young model as-sesn by ihe. photographer/ camera lend.from
the floor upwards making her appear as above our eyelsvel and hence
placing her on an implied pedestal to be agored and unreachable like -

& goddess elicits that response before others and rega.rdless of what

: is actually sold. Conve::sely things whic¢h are represented below our

a?elevei make them seem to gppear within our reach; whilé close-ups

" oconfirm this within-our-reach, long shot vistas tend to rainf‘oroe our

parennia.l longing for distant and exotie places.l

- At the heart of today's image meking is projection, physio]ogically as .

well as psyohologically, framing,and perspective. The very complex and -
highly sophisticated technologies meke it difficult to penetrate their
disguise and those in control of these devices »and'th_eir uses tend to
mystify piocture making and obseruct undex;etuhding in order to guard
their own vested‘intereetsv. The printed book's primacy as & carrier of
meaning wus ﬁrécisely challenged in the late nineteenth century when

’ different countries in the West started to introduce the concept of
) ’gino\ral literacy in their educational legislation policies. Ironically

fourhundredand fifty years atter the 1ntroduotion of printing and pre-

. olisely at the vexry same time when the invention of photogravure started

the proliferation of images. Because of .the primaoy of images now, it is
essential that this ‘ooncept beoomes enlarged into a visual literacy. -
What Letter way to start then with the simple proposition Duerer made
at & time when the syntax of projootive\p/’oe;as fully discovered?

a < . EY

© 1, Berger, 138 The spirit of this critique was stimulated, among
others, by Berger's excelleni treatment of this subject. There.isa
growing awareness and oritique of our visual culture using formal anal-
.yeis, particularly in Germany. Indicative of this trend is Hermann ’
K. von Emmer (ed.), Visuelle Kommnikationen. Bei:trnge zuy Ki'itik der *

Bewusstseins Industrie zKoaln, DiNont Aktuc 1, 1971)

‘)7
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While Dusrer was on his seoond visit to Italy in 1506, he wrote from
Venice to his friend Willibald Pirckheimer: ..o I will.have finished
. here in ten more dayl; thereafter I shall ride to Bologna for the sake
of art in'secret perspective which someone wants, to teach me ..."1.
‘Ninsteen years later in Nueremberg he.;publiahad his Unterweisung in

dor Nessung mt dom 'Richtecheit.2

Duerer was the first to publish in German a comprehensive account of . T

"aﬁ

" perspective construétion’. There is'increasing evidence that a good deal

" of his oaloulations were not acouratc; and that he must have misunder=
stood his ,souroes."’ 'I‘his" might have been due part'fy to the fact that the
vernacular vocabulary was not sufficient developed at that time to permit
acourate and oonsoise.scientific description.4 His undiaputed truly ori-
-ginal oont‘i‘bution might very well bte the mstument set-up suggested
by the last woodeut in the 1525 edition (end which 1is reproduced on the )
" prévious page). Alberti, whose book Dells Pitfurs ldbre Tre might have

* been one "of Duerer's sources, implies that he built model rooms to test -

."the workings of .his mathematical i:ropositidns.S ‘

1. Christine Papescl, Duerer's Renaissance Evolution and his Theo-
retical Study "Unterwe suns der Messung", in Stocke-Sobmid, p. 204 -

- 2e.  Ib 18 so obviousy that it is easily forgottom between hix~ origh
- “inal 1nvoatigation and final publication Duerer bracketed what is one of
... the outstanding periodg in the history of menkind. In this time the aot- -

" ive lives of some 'of the most remarkable men overlapped: Leonardo da

.. Vinoi, Michelangelo, G

orgione, Titian, Raphsel, Bramante, and the Bal:' i y-ii.

f;;«'- linis in Italy; Gruenewald, Rismenschneider, Cranach,.and Duerer in Ger-:

", manyj:Erasmms, luther, Calvin, and Machiavelli, in the ideological sphere. ..
=°A. time, which found its ‘apogee by 1517 with the.advent of the' Reformations. R
:'tho destruction of the Asteo Empire by Cortezj and the Sack of Rome 1525, . .

'_33. ? Ivi.‘na, On"tho Rationaliution of .Sight, 34, - 4. _Papesch, 209, LB
ey .‘," "1t ‘was only during -the gnalin&ng of this framing essay that I oaine ~ ' * i
7 vt aonges the recent reprint of Ivine, On the RationeMsation of Sight. Apart . O

5 Prom proving that Alberti must have built working models, Ivins was the
1 only lobe, to my knowled#®, who aleo actually built scals models.-But .
5%+ Iving investigations wers along Alberti's suggestion of peepshow models.
f of ons, and not & lifo-n:\.,o nt-up as mggestod by Duerer's woodcut.‘\ L
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Based on what I perceive as its fooal importance in the understanding
of the history of art and visual communications I built and adapted -
Duerer's suggestion to my use. Naturally there ia no . Renaissanoe table.
The lute I replaced with the functional skeleton of the most prevalent
. geometric form in today's man-made’environment, that ¢f the cube. However,
I kept the essentials of the, upright (picture/window) frame with its
hinged ddpr. I cut two pgrallel grooves into the inner circumference of
the frame to permit two thin dowels to.be wedged into variable positions
to act as co-ordinators fixing-the 1ntarsection of the individual visual
ray/string a&?}t passes through the picture planes My major modifiqat'ion
was the taking of the eye/hook of{ the wall and méking it free-standing.
This sllows the spectator/student to experience/see the visual pyramid
G¢ture plane. Even
r the lens of the
camera. A still camera was piacedinto‘thg pos'i’tio; of the~eye piece
resulted in the objectification of the six sequenti'él‘ photographs (pre;
_ dented at the beginning of thim essay), similarily a television ca:mera
was 8o glaé;ed for the recording of that process on video tape.’

« Bnd perceive the intersection of an objeot by the
g

mdre important, it allowad me to exchange.the eye

a5

1p By stxrict experimental standards both the set .of still photographs
' as well as the video tape contain deviations from exactitude, which, I
suspeot, .would normally not be acceptable. If the demonatration was cor-
rect ) however, most of it simply oould not be seen or understood. For

1,

3
¥

inotance, the relatively thiok white string bends, because of its weight, /

into & slight, but very visible ocurve. By laborutory standards it should,
1ike the visual ray it represents, be absolutely straight, in which ‘case
it would appear from the eye point view as a dot. The dot would make as
1ittle sense as a thinner string (which could be pulled tauter) since it
would not show at alls neither the photographic grain nor the lines on
the telog;&han:screen would register any perceivable image of it,

In the mn photographs I likewise retained the ‘irregularities in tone
and width betwsen the pencil line, the feltmarker, and the black tape:
corresponding sdjusiments, while technigally pbssible, would have pre-
vented any 'real' reading of what was aotually photographed and hence
would have failed to induce understanding.

In thet sense it is-perhaps garadozﬁ'al to use means of projection in~
order to demonstrate how prp,'jeotion works. But then my real tl;osi/ ia
neither the photographs, the essay, or the videotape: like any other

art form these act only as the tenuous support to the immaterial idea.
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