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Male Gaze and Visual Pleasure in Laura Mulvey

Fig. 1
Fig. 2
Fig. 3
Fig. 4

Fig. 5

Fig. 6

Fig. 7

Yvonne Reiner, The Men Who Envied Women, 1986, screen capture
(fair use)

Alfred Hitchcock, The Rear Window, 1954, screen capture. Pictured is
James Stewart (as Jeff) (fair use)

Alfred Hitchcock, Vertigo, 1958, screen capture. Pictured are Kim
Novak (as Madeleine /Judy) and James Stewart (as Scottie) (fair use)
Robert Doisneau, a photograph from the series Un regard oblique,
1948 (fair use)

Federico Fellini, Juliet of the Spirits, 1965, screen capture. Pictured are
Sandra Milo (as Susy/Iris/Fanny) and Giulietta Masina (as Giulietta
Boldrini) (fair use)

Alfred Hitchcock, The Rear Window, 1954, screen capture. Pictured is
Grace Kelly (as Lisa) (fair use)

George Miller, Mad Max: Fury Road, 2015, screen capture. Pictured is
Charlize Theron (as Furiosa) (fair use)

Im/pulse to See in Rosalind Krauss

Fig. 1

Fig. 2

Fig. 3

David Smith, Voltri XV, 1962, steel sculpture, 228 x 196 x 57.4 cm.
Photo by Jeff Kubina, Wikimedia Commons (in public domain)
Sherrie Levine, Fountain (Buddha), 1996, cast bronze,

30.5 x 40 x 45.7 cm. Photo by Hesperian Nguyen. Wikimedia
Commons (in public domain)

Sophie Calle, Tike Care of Yourself (installation, detail), 2007. Photo
by Sascha Pohflepp. Wikimedia Commons, CC BY 2.0

The Power of and Response to Images in David Freedberg

Fig. 1
Fig. 2

Fig. 3

Fig. 4

Titian, Venus of Urbino, 1534, oil on canvas, 119 x 165 cm; Uffizi
Gallery, Florence (in public domain)

Peter Lely, Portrait of o young woman and child, as Venus and Cupid,
ca. 1668, oil on canvas, 123.8 x 156.8 cm (in public domain)
Cultural landscape and archacological remains of the Bamiyan valley,
Afghanistan. Photograph is taken on 2 August 2006, by Alessandro
Balsamo. Wikimedia Commons, CC BY SA 3.0

Detail from a photo published in 1914 (before the repairs) showing
damage done to Diego Velazquez painting Rokeby Venus by Mary
Richardson. The photo was released to the press and published on 11
March 1914. Wikimedia Commons (in public domain)

Representation and the Scopic Regime of (Post-)Cartesianism

Fig. 1

Fig. 2

Francisco de Zurbaran, Metalware and Pottery, ca. 1650, oil on canvas,
46 x 84 cm; Museo del Prado, Madrid. Wikimedia Commons (in
public domain)

Johannes Vermeer, View of Delft, 1661, oil on canvas, 98.5 x 117.5
cm; Mauritshuis, The Hague. Wikimedia Commons

(in public domain)
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Fig. 3 Cornelis Norbertus Gijsbrechts, Trompe Pocil Letter Rack with an
Hourglass, Razor and Scissors, ca. 1664, oil on canvas, 102 x 83,4 cm;
Museum voor Schone Kunsten, Ghent. Wikimedia Commons (in
public domain)

Fig. 4 Lucy McKenzie, Quodlibet XXVIII (Unlawful Assembly I), 2013, oil
on canvas, 90 x 61 cm; Artist’s collection. © Lucy McKenzie. Image
courtesy of the artist and Cabinet, London

Fig. 5 Helene Appel, Plastic Sheet (3), 2013, watercolor on linen, 188 x 119,
5 cm; © Helene Appel 2020. Image courtesy of the artist and James
Cohan, New York

The Iconic (In)difference

Fig. 1  Stanley Kubrick, 2001: A Space Odyssey, 1968, screen capture
Fig. 2 Jonathan Nolan and Lisa Joy, Westworld, 2016, screen capture

Seeing-as, Seeing-in, Seeing-with: Looking Through Pictures

Fig. 1  Edward Hopper, Nighthawks, 1942, oil on canvas, 84.1 x 152.4 cm;
Art Institute of Chicago. Artstor (in public domain)

Fig. 2 Joseph Jastrow, Rabbit and duck optical illusion, from the 23 October
1892 issue of Fliegende Blitter (in public domain)

Fig. 3 Hermann Rorschach, Inkblot test (bat, butterfly, moth), 1921. Artstor
(in public domain)

Fig. 4 Ludwig Wittgenstein, A blueprint for o combustion chamber for
aero-engine, Manchester University, 1908-1911 (in public domain)

Images and Invisibility

Fig. 1  Peter Lam, Landscape of Chernobyl, photograph, undated. Photo by:
unsplash.com (in public domain)

Fig. 2 Art Spiegelman, Maus: A Survivor’s Inle, a detail from the comic
book, chapter 6—“Mouse Trap”, p. 148; Penguin Books, 1973
(fair use)

Fig. 3 Guy Delisle, Pyongyang: A Journey in North Korea, a detail from the
comic book, p. 36; Drawn and Quarterly, Montreal, 2004 (fair use)

How to Make Images Real

Fig. 1 Head of an old man, Egyptian, ca. third century BC,; siltstone,
31.3 x 15 x 14.5 cm. Vienna, Kunsthistorisches Museum, AS 42
Fig. 2  Jean-Siméon Chardin, Basket with Wild Strawberries, ca. 1761, oil on
canvas, 38 x 45.7 cm. Private collection, Paris. Photo:
Bridgeman Images

Images and Ethics

Fig. 1  Sabrina Harman poses for a photo behind naked Iraqi detainees forced
to form a human pyramid, while Charles Graner watches. A photo
from Abu Ghraib prison in Iraq, taken between 2003 and 2004. US
Government copyright (in public domain)
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Leni Riefenstahl and a camera crew stand in front of Hitler’s car during
the 1934 rally in Nuremberg, photograph, 1934. Credit: Bundesarchiv,
Bild 183-2004-0312-503. Wikimedia Commons, CC-BY-SA 3.0 DE

The Beholder’s Freedom: Critical Remarks on the “Will to See”

Fig. 1

The “hooded man” standing on the box with wires attached to his left
and right hand. A photo from Abu Ghraib prison in Iraq, 2003.
U.S. Government copyright (in public domain)

Surveillance and Manipulation Versus Networking and Sharing

Fig. 1  Brian De Palma, Redacted, 2007, screen capture (fair use)

Fig. 2  Brian De Palma, Redacted, 2007, screen capture (fair use)

Fig. 3  N. Chadwick, Warren Street Underground Station, photograph, 2018.
Creative Commons, CC BY-SA 2.0 (in public domain)

Fig. 4  Gavin Hood, Eye in the Sky, 2015, screen capture (fair use)

Mobile Images

Fig. 1  Souradeep Rakshit, photograph taken with GoPro camera, 2018.
Photo by unsplash.com (in public domain)

Fig. 2 Anders Jacobsen, Taipei City, 2020, photograph taken with drone
camera. Photo by unsplash.com (in public domain)

Fig. 3 Hamada Elrasam, anti-coup protesters in Nasr City, Cairo, photograph

taken Oct. 11, 2013. Voice of America (in public domain)

Anglo-American Theory: Representation and Visual Activism

Fig. 1

Fig. 2

Fig. 3

Joseph Paxton, The Great Exhibition of the Works of Industry of all
Nations, Crystal Pallace, 1851; British Library, London (in public
domain)

Arvida Bystrom, Self-portrait, from the series Virtual Normality,

2017. Photograph: courtesy of the author

Extinction Rebellion Switzerland, Flight Strike, September 2019.

Photography of the performance: courtesy of the author

Visual Sociology

Fig. 1

Fig. 2

Fig. 3

A Study in Chinese Faces, print on card; mount 9 x 18 cm,
stereograph. Group of Chinese people posing. Keystone View
Company. Library of Congress, Washington (in public domain)

Lewis Wickes Hine, 10 year old picker on Gildersleeve Tobacco Farm,
Gildersleeve, 1917, Connecticut USA. Library of Congress,
Washington (in public domain)

Lewis Wickes Hine, Still cheerful in spite of being driven from their
homes by the German invaders. These two refugees, grandmother and
grandchild, are cared for at the free canteen maintained at the Gare de
Lyons, the Bon Accueuil, a French relief organization, with the aid of
the American Red Cross, June 1918. American National Red Cross
collection. Library of Congress, Washington (in public domain)
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Walker Evans, Tengle Children, Hale County, Alabama, 1936. Office
of War Information, Photograph Collection. Library of Congress,
Washington (in public domain)

Pearl Jephcott, examples from Jephcott’s notebooks. Courtesy of John
Goodwin

W.E.B. Du Bois, Pharmaceutical laboratory at Howard University, ca.
1900, Washington DC. African-American Photographs assembled for
1900 Paris Exposition. Library of Congress, Washington (in public
domain)

W.E.B. Du Bois, a nested pie chart shows 25 years of the taxable value
of African-American property, 1900. Pointing into a black core
through vivid rings marking time spans, the red, white, yellow, blue
and beige spears show 149% increase over that period. The multi-
million dollar figures on this chart visually force the discourses of
African-American property value from one of “nothing” to one of
prosperity. The colors get brighter and the spears become larger in
correspondence with the increasing amounts. Library of Congress,
Washington (in public domain)

Images and Architecture

Fig. 1

Fig. 2

Fig. 3

Fig. 4

Fig. 5

Fig. 6

Fig. 7

Fig. 8

El Greco, View and Plan of Toledo, ca. 1610-1614, oil on canvas, 132
x 228 cm. El Greco Museum, Toledo (in public domain)

Giovanni Battista Piranesi, Veduta dell’ Anfiteatro Flavio, detto il
Colosseo, 1757, drawing, 44.4 x 70 cm. Wikimedia Commons (in
public domain)

Claude Perrault, Jean Marot, The Principal Facade of Louvre,
1674-1676, engraving, 39.3 x 72 cm. Bibliotheque Municipale de
Valenciennes (in public domain)

Joseph Michael Gandy, Soane Royal Academy lecture drawing showing
different styles of churches, 1824, watercolor. Sir John Soane’s Museum,
London (in public domain)

Karl Friedrich Schinkel, The Berlin Theater, 1818, print. Buch
Sammlungs Architektonischer Entwiirfe 1819-1840

(in public domain)

Le Corbusier, the Punjabi government building at Chandigarh, 1955;
photo by Lian Chang, 2006. Wikimedia Commons, CC BY 2.0
Ludwig Mies van der Rohe, Friedrichstrasse Skyscraper Project—DBerlin,
1921, charcoal and graphite on paper mounted on board, 173.4 x
121.9 cm. Wikimedia Commons (in public domain)

Frank Gehry, the Walt Disney Concert Hall, Los Angeles, 2003;
photo by Carol M. Highsmith, 2005. Wikimedia Commons

(in public domain)
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W. J. T. Mitchell

Fig. 1
Fig. 2

The cover of the Life Magazine, September 7, 1953 (fair use)

(up) New York World Trade Center, the photo taken in 1995 by Karl
Doringer. Wikimedia Commons, CC BY-SA 3.0; (down) United
Airlines Flight 175 hits New York WT'C south tower on September 9,
2001. Wikimedia Commons, CC BY-SA 2.0

Michele Cometa

Fig. 1 William Hogarth, Tailpiece, or The Bathos, 1764, etching and
engraving, 31.8 x 33.3 cm; Metropolitan Museum of Art, New York.
Wikimedia Commons (in public domain)

Fig. 2 Unknown author, The Triumph of the Death, fresco in the Palazzo
Abatellis in Palermo, ca. 1446, 600 x 642 cm. Wikimedia Commons
(in public domain)

Lambert Wiesing

Fig. 1  J. M. W. Turner, Rain, Steam and Speed — The Great Western Railway,
1844, oil on canvas, 91 x 121,8 cm; National Gallery, London.
Wikimedia Commons (in public domain)

Fig. 2 Hergé, The cover of the magazine Le petit “vingtieme”, announcing

“The Adventures of Tin Tin”, 1934, no. 32. Wikipedia (fair use)
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Fig. 3

Pieter Brueghel the Elder, Landscape with the Fall of Icarus, ca. 1558,
oil on canvas mounted on wood, 73.5 x 112 cm; Royal Museums of

Fine Art of Belgium, Brussels. Wikimedia Commons

(in public domain)

Johannes Vermeer, The Lacemaker, ca. 1669-1671, oil on canvas,

24 x 21 cm; Louvre, Paris. Wikimedia Commons (in public domain)

Harun Farocki, Respite (40 min.), 2007, screen capture (fair use)
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Introduction: Between the Creation
and Disintegration of Images

Kresimir Purgar

Our world is every day more and more permeated with different kinds of
images: from the simple and often trivial visualizations present on social net-
works to complex visual constructions available throughout the realm of the
digital universe. While many contemporary visualizations cannot even be con-
sidered images any longer, we still don’t know what images are and how we
should respond to them: should we fear them or embrace them with confi-
dence? This volume wishes to bring together the most current and the most
hotly debated topics in studies about images today and to become a reference
point for future editorial projects of this kind.

Until recently, art history has been considered a master-discipline for all
things visual, from highly esteemed works by the Old Masters to the fugitive
productions of popular culture. But after cultural studies were established dur-
ing the 1970s, their visual “complements”—visual studies or Bildwissenschaft—
became the next big thing within the humanities. This is probably the first time
in history that the practice of image-making has almost instantaneously required
its theory proper. The practice itself can no longer be understood without
immediate theoretical reflection of that very practice, thus creating a sort of
user counter-narrative. On the disciplinary borders of semiotics, art history and
phenomenology, a new inter- or trans-discipline has been born that approaches
images without any ideological, subjectivist or essentialist agenda of its own.
But this only makes things for image studies more complicated: the objects of
study are at the same time technologically advanced and philosophically rele-
vant, widely available and culturally important, visually stunning and
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theoretically intricate. No single discipline pertaining to the traditional nomen-
clature of post-structuralism (let alone those that strictly claimed the field of
pictoriality) is capable of grasping the contradictions of the technical, artistic
and political aspects of contemporary visual culture. This interdisciplinary book
wishes to fill the evermore visible gap.

Although image studies—as a discipline specifically dedicated to the analysis
of images and their functions—is a relatively new phenomenon within the
humanities, its firm institutional foundations being not much older than a cou-
ple of decades, the incontestable fact remains that people’s interest in pictures
is very much older than that. The first organized attempt to understand the
world of visual representations was made by art history more than two centu-
ries ago, while individual attempts to understand pictures, their ontological
role and communicative function go back to antiquity. Therefore, even though
image studies does not strictly follow the methodology of historical sciences, it
certainly puts relevant phenomena in a diachronic perspective, as will this
handbook. The concept of this book wishes to stress the faculty of images to
produce meaning for us zow, as a multifaceted kind of knowledge influenced
by the terms of production, the terms of perception and the terms of theoriza-
tion—which speaks for images’ beterochrony. “Image heterochrony” therefore
reflects the changes that occur within image types (or “species”, as contempo-
rary biopolitics of images most often refers to them) and are most easily
detected by noticing alterations over time in style, media basis and usage of
images. In the same way, the capacity of images always to produce new mean-
ings over time speaks for their anachronism. “Anachronism” in the context of
image theory draws our attention to the fact that the modern observer does
not have to and most often does not want to interpret images in their dia-
chronic development, but interprets them in a kind of radical synchronicity, as
if all existing images were created for an ever new present.

The most important ensuing consequences that this book brings to the fore
are therefore threefold: first, that a possible understanding of images lies in the
deconstruction of this paradoxical shifting ontology; second, that images can-
not be defined as such, that is, as entities extrapolated from the complex entan-
glement of materiality, temporality and perception; third, and probably most
important insight for the future assignments of image (and visual) studies is
that images are neither a reflection nor a product of any kind of “natural con-
sciousness” or metaphysics. They are the outcome of technologies of produc-
tion and human perception, both of which are historically created and
anachronistically used.

The title of this introduction is also the program outline for image studies,
which in any real sense has been constituted only at the moment when the
objects of its investigation—images—are paradoxically less and less present and
are increasingly giving way to technically produced visual phenomena that are
no longer images. This insight will at the same time help us to demarcate more
precisely several key meta-theoretical concepts that are important for the
understanding of the themes covered in this book, their breadth and their kind.
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After the definitive swerve of the discipline of art history in the direction of the
Hollywood star system, in which the notion of authorship became privileged
over the value of the social circulation of works of art, at the border of the
extremes marked with the nomenclature of art history on the one hand and by
the techno-imagination on the other hand, an interest in pictures and visual
phenomena developed that reflected their importance in all areas of life: visual
culture, visual studies, image science and image studies. The attentive reader
will find in this book a multitude of well-grounded approaches that clearly
indicate the divergences and interweavings of these approaches in the domain
of images and visual communications. Precisely because this book has, for
entirely good reasons, taken on one name—image studies—not as a sort of new
master-discipline for the whole area of visuality but because of the need for a
clearer definition of the actual concept of the image, in this place nevertheless
it is worthwhile explaining by way of preliminary the divergences and intersec-
tions of these disciplines.

The concepts of image/picture and visuality are not interchangeable,
although they are often used as synonyms. If we follow the interpretation of
the American theorist W.J.'T Mitchell, the term image denotes mental or all
other visual representations that have acquired cultural legitimacy throughout
history. Image may be constituted both from imagination and from physical
creation. On the other hand, a picture signifies materiality; it is usually the
physical witness we invoke when we are interested in the archeology of human
knowledge and history. Thus, although the difference in the use of the terms
image and picture primarily refers to the specific circumstances in which we
operate with them, image is a broader term as it does not presuppose the physi-
cal materiality of the object. This will prove to be its key feature in modern
times when we often confuse images with other, artificially produced visual
phenomena that are no longer images. Although an image can be both a men-
tal representation and a physical object as well as a depiction on a screen, its
basic feature is that it differs from reality. In other words, an image establishes
a visible cut or discontinuity vis-a-vis the observer’s visual field.

When we are talking about the image/picture, irrespective of what is seen
or identified in it, the observer knows that he or she is looking at a certain pic-
torial phenomena, for if they thought they were looking at a real thing and not
a representation of it, then in a technical sense this would not be a picture but
a sheer physical object in the domain of visual reality. For example, when we see
a tree, we see just one physical thing with the aid of our visual perception.
When we see a tree in a photograph or on a screen, we see and imagine that we
are seeing in a simultaneous process—as Kendall Walton once put it—two
physical things: first, we see the photograph, that is, the object that prompts
the linking of the visual perception of a symbolic tree with a tree as a physical
thing, and then we imagine that we see a physical thing that is not just this
thing but its media substitute—a photograph or a depiction on a screen.

Pictures naturally do not always stand in for absent objects. For example, the
pictures of abstract art are not a perceptual replacement for what we see outside



