, Vilem Flusser,,“
Ecole Nationale de la Photographie. Arles.

;f , Second lecture on March 15, 84; Photo distribution.
P Let me recall two ideas which I have submitted to you in the precedent leot-
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urex (1) A photograph is .an image produced and distributed by apparatus. And (2)
The distribution of information is synonymous with history., Thus I shall be con-
cerned today‘

FE - Tet consider a paradox first: Photos, as we know. them today, (16 mot
yet electro-magnetised ones). are images which have a material. paper»like'support.
they are 1eafl'ts.a Therefore they can be distributed like. leaflets. ,They

'ny sophisticated apparatus for their distribution. :

es in the historical process which are a result of apparatus distribution of photos.

them. for them to becomeimodels of the experience, the knowledge, the valu:‘;fl_

behavior of society all over the world. This paradox requires some reflexicn.;..-
Photos'having a material support, (not like other technical images which

appear on "imm terial" screens), may be considered to be "cultural objects" Now

a .cultural objec is a piece of nature which has been plucked at from_nature and

impressed with a new and improbable forme For instance:. a,shoe is a culturnal ob-

1ect in the sense that it is a cow hide which has been plucked from nature and im-'
pressed with a form which.is improbable for cow hidess The ‘human act which plucks‘
pieces from nature and impresses them with improbable forms is called to work"

The result is called "a work" , And the improbable form thus impressed into ths ob=

eive" that~information, one must own the shoe. and in order to own

If .one has acquired the shoe,’one may use it, until the information it carries is
worn out, which.nay take a. long time, since the information ie deeply’impressedinto
the object. Once the shoe information is consumed by use, the dis-informed shoe may

fhere photo distribution is our subject, with the revolutionary chang—

ject is called&"information" Thus a shoe is a work which carries "ehoe information"

it, one must‘paycfor it. (or steal it, or conquer it, or have it given as a present).

be thrown away, it becomes garbage. Until the Second Principal of Thermodynamics has

it fully decomposed into nature. Now what I just said is a description of_history
of\culture. What goes for the shoe, goes for "civilisation“ To show this ,ore‘ :
clearly. I shall add one more .consideration: kRl bR .Li'
: The,information impressed into a cultural object may be called its “value"
Because a cultural object is as it "ought to be't, (Sein-sollen. devoir-etre5i‘
isoas a cow hide onght to be.‘ This is why a shoe must be paid for. Thus work crew
ates value, and consumption destroys value, Now this implies an entire ethk:s. The |

“kybernein"ato steer a ship). comes to mean: guide the distribution of the Values,
the informations contained uithin cultural objects. "Immortality" comes to nean:
impress information. value, into uneonsumable objects, The idea of the Republic

SNLEH

is based on such an ethics of work and consumption of values. I shall develop that v

idea as followsz

A shoe

A

ethies of work. of property. of "just distridbution of values" "Government" (from j




| L et
sl 238
A "work“ has an author. nemely a man who has elaborated the intormation i
‘to be 1mpressed upon an object, and a man who has impresaed that information, (i=

.deally it is the same man). The term "author'" mstems from. "augere":to found. The ’
Republic 15 a "work" it has an author, a founder: the Roman republic has Romuiua
for its author, the United States have the Fhundig Fathers as. their author. Now 2
}vhat matters in a Republic is that the information it carries, the values it cone
Vtains. be unconsumable{x"eternal" There are two methoda to achieve thia» (1) the

}n is "traditional". (fram niradire=to hand along)s
4is usually mythical, (for the Church it is Christ, for th‘fFrench republi‘ R
common consenaus. for the Socialist republics it is the. working people), bnt the
‘authorities are real. Thus history as a process of creation'and preservation‘of
'Values can be eeen to be an authoritarian process. S : T ety
' : Now haok to’ the photo. It is a curious cultural object. ‘The 1nfornation
it carries has not been doeply impressed upon its eupport, but it sits on. the Bure
Jfaoe, and may be easily transferred from one support to another. And thia trana!er
prevents the information from being "consumed"., Moreover,. the transfer can be made
by automatio apparatus. Therefore. whatever the 'value' of the photo, it doaanot
joit in the object. A8 an object. it has next to no value. \Therefore also, 1t oan-
‘not be called g "work" 1n the sense just suggested. To, photOgraph is not to Vork, ,
rand a photographer 18 not a workere. To want to own, or. steal, or conquer 8 specift
:photo 15 next to absurd. Now what I have just said goes for all printed uhtter. at
‘1east ever since “the 1nvention of printings. But there is more to the photo.A It ha:
been produced through a complex interaction between a photographer and an apparatua.
fIt has no “author" 1n the strict sense, since the information it oarries has been :
dn part elaborated within a camera program, and has been impressed upon the support
fby an apparatus. And there is no authority involved in 1ts distribntion.; Every
‘eopy is. automatically "truo" to the information, and true to every other:' y
rthority (1»;M nd the distribution apparatus administrates huxomatically t oiﬁtrié*
I bution, (authority (a)). A new ethics is called fore . = el
] ‘L Th4 revolutionary change in the historical proooos which I hwe Juat hint-
at may bexformulatea thus: (1) Ownership of objects 11'1035 interesti* : “a o
freoeption of multipl&able information. (2) The production or objects is dess in-
4teresting than the production of informations (3) The Republio 1 an instrhmept
for the automatio distribution of multipliable 1nformation. it is “oybernetios" 5
.(4) "Religion and "traditién" are automated, and every kind of authority is re- sﬁ'j
- dundant, (5) "Innortality" is synonymous with eternal 1n£ormation multiplication-
.(6) "Value". &s not an 1nformation which changes nature. but one uihioh gtas¢natur ;
‘2 meaning, (not an impressed, but a transfereable information). Now all this amouni
'fo gaying that the photo distribution apparatus are ahout to ohange the hiatorioal

a

,process 1nt ‘vhat is commonly called "1nformation civilisation" :;a:
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Each of the Bix points of change merits, of course. to be closely considered.

However, I shall todaylconcentrate your attention to one point only. namely to the
change in our concept of "value". (point 6)e Whht I mean to suggest is that the
:photographer's praxis shows concretely that his ethics is no iohﬂger to try and
-change the world. 850 that it become as it should be, but that the photographer aims
.at changing the attitude of society toward the world. He is not a worker. but a
{producer of. meaning. I‘pthis the photographer is a precurser of a general trend.
‘which points to a situa ] %
ﬁperformed byrautomatic robots which were programmed to do so.iand whenama‘ :
@be free to‘”rogram that uork. which means to give it a meaning. Usually this'trend
fis called on auay from the primary and secondary seotors cf production.= nd toward

&n early ex } ;
"itry to oonsider this commitment from the point of view of photo distributi, 82
: : said 4n the previous lecture that the photographer. while making hispict-

‘Tuturable pi tures. i. information. And the information ‘thus produced he intends
Eth submit to other people, so that they may use it as a model for their behavior,“
which means nithe last analysis, for their changing the WOrld according to the pho-
.tographer's.model._ Noi if he were to distribute his pictures among people. 1ike
fleaflets. there would be no further problem. He would hand his pictures to those
ipeople. and hope that they act accordingly. However, this method of distribution
:is not adequate to photographs. which are images that may. be endlessly m&ltiplied :
fto reach a yery great amount of peoples, Therefore distribution apparatus is re-
-quired. And this apparatus does not merely distribute the. images ‘handed. to it by
photographers. it submits ‘them to previous critical scrutiny. to censorship, it
'sorts them out. suppresses most of them, and it distributes those that have passed
-scrutiny in very specific channels which give the photos their ultimate meaning.
fAnd the apparatus do a11 of this according to very specific programs. Which means
Ethat the photographer. after having made his picture, must face another apparatus.
FVery simila”fin structure to his camera, and must try to oblige that apparatus to
ﬁdistribute the pictures he intends to reach other people. He must try toxprevent
his piotures to be suppressed. and then, to prevent that the informaticn e changed
'in accordance with the apparatus programe : g : fﬂ G g
s But ‘there is more to ite The photographer does not make his picture £or‘
ithe sake of receiversioffinformation directly, but he makes ‘them for the.sake fai:
‘“specific distribution apparatus. For instance: for a newspaper. a publicity agency
a political organisation. a scientific publication, an art. gallery ‘and 80 fcrth-, f

Thus heé knows. while taking his plcture, what sort of pictures the‘"pparatus will
| true photogra*

jsuppress. and what sort. of pictures it will swallows Now if e isi 5
bpher. committed to unexpected information, he must try, even while producing his
‘picture. to somehow gO around the program of the distridbution apparatus. and haveu
;it distribute pictures uhich are not in ite program.. on . the other{hand. the sppar




atus 1tse1f may perfectly be aware of this attempt of the photographer.s to'nheat

the program. and still accept the piotnre. because it might enrich the program.u Thus
the photographer s intention vill ‘be recuperated and transformed by the apperatus pro
gram. In other‘words: the photographer fights the distribution apparatus jnst aa ‘muc

and. at the san :1natant as he fights the camera program. Which is a desoription ot
every creative activity within the emerging apparatus culture. ‘

experience. (be
faot, every cn” ]
since they CO= mpiy each other._ For instance: a shoe is valuable. if ,ﬁ 1ea,true"
(1n ‘the sense ‘having yesulted from a knowledge of cow hidee), "good“} (1n the sens
of useful for a‘uaiking‘behavior). and "beatiful", (in the aenee of being agreeable
to: wear). and 1t is true. beeause it is good and beautlful, and vice Versa.. The dis-
tinction between ephice. science and art is pure abstraction. But the photo distrib-
ution apparatus is programmed with this abstract, theoretlcal classlficatione_.Thus
sc{*ntific publications an Inewspapers are sdid to distribute “true" pioturea, public
’ity agencies and politioel epparatus ""good" pictures, (meaning good for a specific be
haviOr pattern). and art galleries and magazines "beautiful". pictnrea.. And itie the
apparatus ‘censo ship which decides which picture is going to be "true“' "good" or
"beautiful“. 5 tific. politically committed or art, and not the photographer himu
self. The qu ioﬁ uhether photography is an art form is thus answered automaticéw
by distribution apparatua' it is "art", if an apparatus haa decided to be it.
The photographer ie primarily not concerned with this sort of theoretoaIA
questlons. His aim is to produce information, and if a pioture carriea information,w
=445 iB true,. good and beautifu.. since one implies the others | The photographr etands
,.beyond the olassical distinction between science, art and, politics; he is committed
to 1nformetion.p But nonethelees, he must be secondarily concerned xitb this silly
distinction. booauee he ia concerned with apparatus program.; Becanse.he knova tht
; the»public wil receive his piotures as "art" throu an art nasazine, anf"politioeﬁ
through a propagenda poster. and as "science" through a magazine like the Sodentitic
American. This might mialeed him into making blased pictures,. which"‘e. by detinit-
ion, neither true, nor good, nor beautiful, since they are‘t‘f. ed', no information
- I shall reserve the discussion of "true", "good“ nnd"beanriful"in'J e
photographic. ("phenomonological") context for a future leoture. butyahell he i
iy ‘consider thd mutual permeability of the various dietribution appa"thse Let~mzi;:
give an example: h photo of the Moon landing may be distributed througﬁ American Con-
sulatee, and thus be reoeived as a "good" picture, (useful fon.American propaganda).
1t may then glide from there 1nto the Scientific American, and thue he receiVedTae a
"true" picture. (a model of understanding the Moon surface)s . And it mey glide from
there into an art mngﬂzineg and thus be received as a "beautiful" pictnro, ﬂproviding
an experienoe new to the beholder). It may thus be seen that,the "{ hg";otza'photo
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is a funotion of the photo distribution apparatus, unleas the photographer Bucceed
< in cheatins the distribution programs, It may therefore be held that "croativityn
:F on the part Of the photographer is his ability to have us proclaim "how beautitulﬂ
Q,while 1ooking on a pioture in a newspaper article about ﬂr, Hittarand, or on a plet
5 ster whio,fsella tooth paste, Or to proolaim "how true", whilo looking
o at the tooth paste poster‘or at an art magazine, b ol

otus distributione Thoy no}~

;f The distr] 1 ion:apparafus ocoupy the whole space betwoonfthe*photbgrapher and the
;% receiver They aro "media" Therefore there is no "private spaco" for ‘the photon
iﬁ{grahor. (h\fis at tho 1nput of the apparatus), nor "priVate space" for the receive
3 ery (he 15 at the outpht 'of the apparatus), nor is there any "public sPace" whioh
ff;would aeparato photographer from receivers Thus it cannot be said that the photo-
i grapher publiahes what was his private "idea", nor that the receivar privatizes :
f:{what was f gublic "idea" If "politics" ig priVatisation of what was publio, and
ﬁf publicizing'of what waa private, there is no space for politics 1n the photographic
- context, | Thero is. instead. automatioc censorship and oritlclsm. And 1t is this

_&5automatio censorship uhioh the photographer is called to facing. Thie automatic

:{;censorship is based on the classical distinction of values into science, ethics and
‘1?aesthetics. Those values, which are typically "modorn", (bourgeois), have no longe:
i any meanihg uhere photography is concerned, Photography is neiihor soionce, nor

i ethics, nor art, and it is all the hhree together, beoause it aims at oreating &=
’i'formation._;mhus, in the last amalysis, the photographer is called to defy th clas-
. sical Valuoa of photo distribution. and to proclaim new Values. Namely the values
filwhich have to do with giving the world, and life in the world, an epistemological,
:f/ethical and aesthetio meaning. Which he is in fact doins. if he is a photographor
©.in the striet sense of the word, Thus the dialectics between photographer and pho=

3%}to aistribution apparatus is even more dramatic then is the dialectics beivean pho=

tographer nd camora-apparatus.
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