il ———

Bl [ 15
(T YRS SNEN =

REE
B3 BB AR LR B E XK E SR EIPER

BilR - R 80 BAYEIGE BB R 0 L1980 FERIEA WS

SHWETE > THRIR ) BB TR R GRS Lﬁ@]ﬁ%ﬁ’é
EF'E"J Mt R—ERARE ; TR HIEE S SR R ST R
EHE TER—EHRE R THe—ULRB WAHE o SN
TP 5 FR N\ T 5 B 7 R R st Fh o S AR IR S e SR - 7R (Guy
Debord) ~ R[4 - BIMEALHE (Arjun Appadurai) FIRE - KGR (WJT
Mitchell) F2HHMEE @ BRE RERCEHEA G BRI
FAGIET

ABAZ - a8 R R I R E ALTE 1980 LR » AR W TR
HERE - EHEE (Vilém Flusser 0 1920-1991) $2HAY MBI ) (technical
image) FRERATRAR o KA BRI R BB EREREENEG > A
A& 4 JEE (45 [ 5 (traditional images) i {841 538 B0 14 [ 50 T ) 2
i o BRAESCRRA 73 I RS 1983 4F CRERIE FILE) (SRR Towards
a Philosophy of Photography) ~ 1985 £ (Al ME BRI T8 (BEEAR Into
the Universe of Technical Images) ~ 1987 4F (EEEHARHKIE? ) (HEA
Does Writing Have a Future7) o E@TEEE@%%EF ’ 1&%?%%?&%&@?
RIVEE S A BRI E EE R R - W RE HEAR AR
A G R EUHE S FEGAR o (GhEE SRR AL & 7RI E
ARG > EEMZ RHIEERRN TRIEH) £ GUitEEGRTE) 1
RIS AE SE RS — R R AR Y - 5] 2R ) A [ 1) L 14 [ 15 28 R TR
FESE B R RIRIBR R R 14 [ 45 A M RE 1 35 S R (B B AR B -
MEBARFEREETTN -

AR BINAE > —TT AR THE - BB 80 RINE UG E

e 2 e J B P AR M BB RIAL ARG — 77 T DU R 1980 48
RIBHATTRAS(E R 2B IRYR - DS BEERR AR RN
TG > e fil Be itk i BT rh SEAG BUMR FO E S

g8 (image)

BT LUSE2 S HAETE GUMEEBNTE) PRBNER > ZEEE
R TEREAR (rung) @ S5 — BRI B B4 NS 7E A BLBRAC R R A -
S RRARAT 200 TE 4 BRI > LA AT SRS QAL R =Ml SR SR
FEVIRGTIEREZINAG o 58 = Bhil 2 NIEHE AR B FAN S [# BRI 2 R
ARG AR IR > R 7R S A (G AR BB AR - BB ES
4000 FAT > ARPESCAH B S ) ERTE G 2 A B R e s R
FRTEVER ~ FESREREAR o 55 TUBRAR IR R A AR i VL | R e 4 >
AR AT — SRR A o TR A O AR R AR
FEKBERATE ' o SRR SRR AR AT J& 2 55 TR AR B
g - T TERE - MR 80 RAVE LR ET ) SRR (e HLE IR /X
BIRARRGRE - FEHEHRROHR - W ERR M R AR AR IR

6 Fe B A R B SR g sl v o FRAMT T DU B 26 M [ SR X R 3R V4R
e B BYRE ZIEBES Specularity / Reflexivity: Contemporary
Image Arts after 1980s|  FERE(HFH (52 (image) —FAZ&E -~ MIE
[#ik5% ) (photography) > thIF/R T & #% 5% (post-photography) iR &
o REE SR E S - 19 HARE S R EIAR > 5 - HEE
@ (John Herscel ) MBZEZMAVMMRIRL 2 TR LAEG ) (pictures on
silver) - fi% [photography | —FFIAZE » FIRFTREAM D) 1 [F
B OB EREIRI A SO B YA R PR o |EE1E (picture) ~
i /T8 F (photography/photograph) FFM (image) - WER¥ [E&E
WL EANER ) BERAREY KRB EIA A E—ER
#9757 A EE o

20 AR R R ISR - (EE LA IREN R R 2B X BAE G R
F A8 JRE () B N SR AR 0 2R OB R ARSI L 5E © (R SGE IR
limage) BER -~ &~ -~ BR > [lpicture) fHEEF ~ EH -
B o RERARBAH AT AIZE T#mYIE (objecthood) MY, - i
HDUEGE R S AR R0 - TURATLUGEH — 5 picture » AIASKE MG —
fil image oy * ZTEKEREFAY AT » image F picture AL TRV 2T
ENE7/R ?E*iﬂ’ﬂ%‘liiﬁﬁ%q]ﬁ picture EHE R4 (FTEER
W) ~ image NEEEYIM o BAFEERE - F - SR EMEAN
BIEIAREF o HRERIEHRAEERAS » MR EEZES %R0

2. AR - OKERE (W.LT Miteh u) ,

AR (ERRE)  Umage
Science. Iconology, Visual ('ulrme
and Media Aesthetics) » +41L : 1t
A2 0 2020 » EL 40 ©




3. Fuey o EEEA-RR o (R

Z8) BT LHE AT BT
HAEHAE TR ﬁﬂﬁ‘&Lﬁ
EH(U HEB’JEE %J"l

Mary W. Marien, “The Culture Critique”,
Photography: A Cultural History. 4*
Edition. UK: Laurence King. 2020
pp. 437-492

5. Vilém Flusser, Fiir eine Philosophie

der Fotografie, Berlin: European Pho-
tography, 2018 ; 2% B2 A Anthony
Mathews & 3% Towards a Philosophy

i~ TAT +
sv%’éﬁl&mﬁi 2017 Ezl

WEIRRED ~ RIS REATRKRE o T g+ B2 Ry image B2 picture ~ BRI
X H image H tableau * BR T E FTHEENES > ZUHEHBEEEE
2 BB g EERRA—EREERBNGRE  JTHE 20 i
KRNI G IIBAG ) - 1%! T3 I PR B EUE A AME T~ — T i Ak
& BB BT EA T o

FER LY RAREUREG o e S B 0 — 77 B EOR B S S
AR E G # A (Pictorial Turn) 55 — 77 M thEE /R~ 20 4D 1980 £ 2
% WY SLWEE - MY LR EIERE - R - IEE (Mary Warner
Marien) fEARESSLRESLFRATFIE L - B 20 O TEHLG - B2
Bffr st Er a8 - i e B AR BT R RS R TR - BN
BILLAMBALZ BRI & Mt - — 77 st AR ERRE - 5 — 77 RIE8 2 hk

HARMAGFERE » BRYLNRVGNATZMEE (manipulation
/ altered) HHBHRIZES] o HApik 2 5 REB ARV EFOREE (William J.
Mitchell) $2HAY MK L) (Post-Photographic Era) > #8724 1EBI{L

W & AR EG NS KA FREHEE R By WERE TR
SRR TR RPEL S Bl S SE ARAR - S (Jonathan Crary) 1
JEE S A B R B WAL AR R > IR B R A B AH D BE
e B EEGIETET BRI - RV GAHEEEE THE) i
SR EAR G ; 52 - MR (Victor Burgin) $HETBUAIRRH & i
JRIAIE R AR > TR RE LT o MR R P R R (B
FEw ) (theory of representation) it H MIMERER AR TS 5 BBV - 4T
#) (Martha Rosler) BI85 BERUIENR | (9885 ol 5 B RS2 IO B Th BN 7E
FAHE SRR AE RS B HRBR AV E 5 o

#E (apparatus)

Btk (g 2 i LB B A i RSB RN A X mW
“apparatus” FJHL T F AR apparare FEFIRER L A [HEH) (o
prepare) Z & v AAMIHL T LIS —E B3 praeparare [ H L2 TiHE
i) 2R B THEIS AT Tad) F1 Tprac) WIEHI - HH B EIRATH
(apparare) AJLLLL [pro-pare) HX{X o (AUt » apparat/ apparatus 5/ [—
BRI 2 7 HEAE RO~ TR S DUE SRR A
préparat/ preparatus HIl /2 Tl OZFFHEBEARREE) o AR WY
B H (photographic apparatus) A T IR > EEARBRERS
RV B VAR o

TEHREAERE > REORE (BEXER) 250hRAEEER - I
TR R ER RRRE o (BREER) RVITERE - BIEEME

T > SBURE B A B ELR TR R RE THREETER
IRPY - SEARRI R SRR A FREILES —REA - #ERRA
fafg TEH) B TR - MERBBGIERS > JMA LB R
BRBIAE RS P T AR OB 2K > DUR B RA SR P b
O ESER TR E LA RGR TR IANEER o SRBEERE
IEFREANEEHE N TCERY) NERER B 25EA
RRATRMESEQEBER TREMEENREXE  \yiiksd
BAHS > WEERERNE R REM A > e E O ERIPIE
RGeS — A Y > B RS2 TR SO
=2 BB -

FEAG IS8 Tapparatus) RYAJEARTG » 1F 5S¢ BOR A B A2 b > FETT B9
WREBRARME | —E2RER > —E2P0E R TR RR t
T PG BB AR AT RIS - DU A FEIROLRIBOR - B AL
ERAIERRE PR ERFMER - ARG A2 F RER AT
priparat/ preparatus > S DU SR AR FAE 3 A AARRS > i BIYEIEHINE
St apparat/ apparatus > e [ SHARGEAT ~ Ky T AR SO ARG o BLE
B MnEE SRR S P ENEE > ERREER
B R ansE A T T € s AR AT A PO OCYE IR > 5 B CBRER
MR ERABR AR o TM AT LURGRIER AR BERMMEE
B R WAEEEEE R E 2R RN R EBREmH
R SRR 0 AT - At ] DU AT R R 22 % IR PGS 28 Gt
I 1751%5?3@%!3’91@%%% °

WA BUHBINIAG T35~ FOEBUARCRRIMITL - Bt mishor
JERIIERE o A A RIGRREIEFRR - RIFHEOCERZRERIBR
Jess o R SRR A G - TR R - ERESB B NTE (3%
R PEREAIZETT o MR - FERIERR R PRI PG DI - 7 7ES
AR P IREHME - SRR RS ERTRENRS R SEERER
SERYACTTE ~ S AR SR D5~ IS A ST SR BR AR A P E A
B DUEIas /PGS 0 W R DR R A P EA R - aEhsEg - F
R AR B (F G R BB E) - PRTAE RBORAIER T > PSS
RAMARTEREPNTA - iHREAC  AIXEZANAD > &
W EE R BUERPMENREEPOSEREREN - hREKt > &
FUAE S 1 Ly th g i SRS > AR B e S0 S 0 S48 8 O e it
o NEEBIRIOBOR AR AR I REE T (BTG
SRS E 2R E

4B



6. Vilém Flusser, “To Touch,” Inio the Uni-
verse of Technical Images. Minnesota:
University of Minnesota, 2011, pp. 23-32.

23 (program)

ERLBELE 53 B0 1 (B 16 0 {8475 B 15 11 7 B 2R SR o3 R R ThL
T (particles) » &6l T ARA[H ~ WRW]REAS > HAE S M RoRF T
H— Thef) (keys) HEATHRER o AT % Lo A B 0 01 SRR 1A )8
BYE o BlanfE s Ry E R - R LDURRET RIS - R4 e -
AL HRME B EGEIER AR~ RN e > ks &
BEt BRI o @RI BIEM THEE  (touch) EEBIHE > BHE
AESEH R L SRR T H AR - SRt PE MRS o

AT LALUE (8 £ LR RS (R eHs) 2 PRI - AR MR
M CHE B R EIER — A  DUH R STEEEE « 2 TAamE E
s > MREBRES > BRERAR TRHE) FR B TR > &
HHHE R BRI AR - FERMAT EPINTEH> f1 EEFIITRELD &Y
WAPEAR A > S LAPY FINT 2 b - AR B sk R o A RS RR
—IR IR A W AR E o e RIS EE QRIS 0 B
BRSIIRS ERTRERE & o 78 GRTTRAE) MAIMEETET > MR BT IR
BAERAERIESTH T3 M TR L) - tRPRZEMERR LD
HIEMH - HLUET - B (Marc Augé) fEJEHETT (non-place) HRHEFIA]
BRI AR 1 JE ARG > SN IR A% B (AR AR L > ARG L A R 2 B —
R R -

DR 0 7 CORTTRAR) FhEAT AR A2 SRR ~ T2 7B » 4 i
AR P BB E OB - T2 I B EIIR S - RS2
LH > REENBRENESEE SRR PUEIS S IRIE o W
FE o RN BRI E o A AT DA OB R AR 2 IR TE T A

ME) NERBRE  ERERSERS - NERF T - R84
TA5/ ARG B PEGT Bt R T T MG ARTITRIRE A —
AEFAEGRTER > EEADEURERER S SR SRR
FOBES AR TR R = ¢ fEE RN A ARE (R AR) - B PEFINT
RERHBEMEIRE > EHER - 2R NENFLIEEWRRE (uncanny) ©
IR R IR R A B > MR AN EMIRTER
BT T GUR AN e AR~ # R SSER ATRERE
R LU TF T #9775 REEE BB R OR AT BRI R - 28MI7E 2020 £297%
1HIE1% - EAEMN 2002 RG> BB PR B ARSI 55
2 DESET RS 1 EREAEERD X% > 2
MR BIEN THEUEREL -

TERILRE (LK) &5 - HIRZIEHES ARG b Ly
RO KRTAR % > 2 BLAAPE LK FEAEETSRR o 3 o] DUB B AT
TEfATRE RIIIR R N - E TR DM A EBRERS > ERIE S
TR GRRBHCE R BRI L) - SRR/ EBDESUR RIS -
HEMBR MR EmANG - DUETE % 3w e S EAE - JuEE
AT BERILLE - F DU Gk R R -

CUpkig) fR ERET P A RERERER - AR ER G EHEX
R EBIIRER o BN IEREEDTIH AR TWEREX > ER
MEDER US4 5348 - EMERGEATENEmME - &
BENERNZRENERNRES AR NGER > REERREHTLE
SRR ZARES o TTE UK Rk o Sy REMZ QR fr
E T TR LE o R ST S L E it B A A S BARE A
3 AR R oK #E T BB A EGE - BB S AR ~ RIS a
A REBERMTR » 2BUNEEMSE RN -

B GEERTRRSE o FIAT 2L RV RER I > EH A
REHME » QT ERIE AR o FRAM AT LUK HEAVIEER 7 3 bR Bk
G ERI RGBSR DR o [RERERT - Bl 5 e R A
BRSO RSB TR DR EMZ RIA9RERR o (S BifT
IR T BN T S BT IR CBUSERR  ERAE SBIT R IR -
TREFFARER » FEABBRELEES » ARERFE Mt E G o
TEBILBEIPE A - TR AR 20N - BRI RE - HRET
BIHES > EEAREfE BRI @R A& BRETAZL > Bk Tr
A R T o NIRRT S R0 IR A R —— s ek 1 S
BEIRAY o HAEER 0 (LKTE) HMEARRIEAREEIGIRE - AE
HEZBERERR - RABERHRREENERER o 2 iRmRMEE
BRI o fERAEE G - BEE A6 0 BigR THEE)

(envisioners)  FHEREGE G (M) (depiction) - FAEEE
BEMBITHE (visvalisation) HEATHERE - REZHE LRI E - D24 AL
BEMLAvRE - RS v LU EG AR TABREBRENER - 2
B TEGBANEARE) —AmEE R B IFH @ sia s - m2EE
A IEEAR o 7

BRAZ (information)

EHRN BRI T 2 > thiAF Ninformation) —3A > R [—FEARMT]
REMIE R EMAH A (an improbable combination of elements) o© ZEXC
T 1% information B2 MBRAY | - @R linformation FFEFE (&)

n,” Into the Uni-

011, pp. 33-40.

4B



8. X GEAREAR) 0 (RE
BEREE) o 2k i 1994
99100 =

BRTHEY) - ARV _EER  BRFZA in-form (B~ A
R AT H A — BT o EE R ARRAIET - B RERAR
BT GEATIREY > AT DUREE S TG AR #Elrh - BB ER (R
P BIIHAATING o LR ZFIRE G > TRt D220 B S0 M
R E RO R - WESLL3D fFHAT77 0 EEBA G RIEE » &
SARmETE N EE R G EE R -

TRV EG R ERR T SRR IR T BRI - R
RS RBGLL T— i) 7y adis > EROBERE R ERE
# (optical unconsciousness) o A AT LU#E—# B2 3D Rl £ #E 5
ERHRYER o FhEGRA - BERNERBUGTELE L - CBER R
o5 WA (BAM) T E R AR DU [ R i R Y T (scanning)
FR DUSEHEARENER - MaREHRaRmERNERER
HEMBREE  —REEGNENE  —REEENER - (ELAZR) |
YR SE B AR 3D R 2EN T SR T BRI A
B o N RAFHHEE G - B RAIIEE( - 2 (B FEERENEER) -
FEREYE » R TR RERA RN | R AR R B
PG 2@ L BRI RN - B0 #h A d i B A PR AS B
PRI B R E A B AT S GRI MR B R ANER - fFHE R ds
PRI 52 17 25 28 JRE B IR AL G ARDR  © 28 th Ml T R BR4R T4l 152
—REEARMARAIRTE L o Eg LA FEERRE » MRB RSN
FOZEIG » RIBLE TSR T2 » RIS AR IR T o

ERRIABEETT IR > I DIEIE (LIRS 1 b ARl s s
SRR R 2y 2 T i St rh RS o AR L B A TE 1 1 B SR B A 22 B
TR ZE R o T B S A B 2 BRI T R SR B 2 Mt 7E B EERY
A R LA 3 B A T R RB B S b - 7 R BRI M P A Y BRI B9 v 5%
Bl EHBERERMEREE T > P TSR B
'Wonderland | MHEHE > thREZHEIE B0 L EHEMBTEMTD > B
BN TR BE RSP AEA T AR o MARER o A AR AR
BB RAG R  REBVARBRIE > ERAEE BRI & bmE -
AT RGN FREd - SRRl S B2 AL Fh 45 S S i B
HIPIE > RN ERNFHBE -
hoh
ERBTEREREET > SR EREE RARNEENG - £ (5
1% - R 80 IRAVEREGEM ) REED » AREGRIEHNRGE
BHH - ZEHRARBENSE  REZEENIRNE © 2RISR

18 o ASORE S L BB E B R AR R BB R E b > TG — R A—
HN—IREY BEBIER (R o SRR - BRI AR SGR R
BN 1980 R BB IETOCRRA o 814 S R il i R B
i BTG I R ZE P B o SR G BR DU il M I 10—l s i

w (R - RUCEREGR BRI R EMIE  BEREGIA
HHE > ETHRA GHAD & THRKIRBRUEF 2T - BENR
179 S R R RR 1980 SERPTAERED TRy ~ REFTE G EFE
BRERAVAL G o T TEE - VR @ 80 RIVENE G E ) RET > &

ISpecularity | Bl Reflexivity | WIFEHERI LLSC > $EMETE B FRUATE 1R S0l
RIfEEEE - Al DL B 5 AIEE RRE - G RIENER - %
BRERWRE ~ URBAMEE A 5 iR a5 2R o

4B



skessy ——

Technical Images
as Specularity / Reflexivity

CHU Yin-Hua
Assistant Professor, Department of Cultural and Creative Industries Management,

National Taipei University of Education

“Specularity/ Reflexivity: Contemporary Image Arts after 1980s” has two
sub-topics of images after the year of 1980. The part of “Specularity” extends the
discussion of the “World-Natural-scape” relationship in photography through sug-
gestions given by virtual images reflected in mirrors. On the other hand, “Reflex-
ivity” section intends to project the world represented by photographers to show
the “Self-Body-scape” and the “Socio-Cultural-scape” scopes. The topical division
echoes the contemporary visual turn in the curator Chiu Chih-Yung’s curatorial
statement, which connects the concepts from Guy Debord, Arjun Appadurai to
W.J.T. Mitchell to reveal a world in favor of arranging and displaying images in-

stead of owning them.

Intriguingly, the 1980s was the period when the Czech philosopher Vilém Flusser
(1920-1991) proposed his theory of technical image. Technical images refer to the
images produced by apparatus in contrast to traditional images. The original Ger-
man editions of Flusser’s essays on technical images were published individually,
noted here in the translated English titles as follows, Towards a Philosophy of Pho-
tography in 1983, Into the Universe of Technical Images in 1985 and Does Writing
Have a Future? in 1987. His writings pointed out the trending of technical images
at the time and suggested that the world was on the threshold of a future society
constituted by electronic composite images. Flusser was optimistic to this imag-
ined future world and even called it an emerging “Utopia.” In the foreword of Info
the Universe of Technical Images, he established a theoretical model to manifest
the two distinct settings that separately generate traditional images and technical
images. Even if technical images could evoke viewers’ memories about traditional

images, the two categories have their own idiomatic forms.

From a metaphysical perspective, I would like to discuss the link between Flusser’s
idea of future technical images and the concept of “Specularity” and “Reflexivity”
centered in this exhibition based on the curatorial statement, a few pieces of works

in “Specularity / Reflexivity: Contemporary Image Arts after 1980s” and Flusser’s
theory developed in the 1980s.

Image

In his Into the Universe of Technical Images, Flusser constructed a theoretical
model of a ladder of five rungs. The first rung is the level of concrete experience
where animals and primitive people are. The second rung is the three-dimensional
situation consisting of graspable objects two million to forty thousand years ago.
Objects such as stone blades and carved figures are the features of this level. The
third rung shows the level of humans entering an imaginary, two-dimensional zone
between themselves and their environment. The traditional images such as cave
paintings attribute to observation and imagination. The fourth rung took place
about four thousand years ago. Linear texts introduced a mediation zone between
human beings and their images. This is the historical, explanatory level. Finally,
the fifth rung is what Flusser called the level of technical images. Texts do not re-
ceive any further pictorial mediation and become unclear, scattered particles that
require collection, calculation and computation.' Corresponding to Flusser’s five-
rung structure, the curatorial statement of the “Specularity/ Reflexivity: Contempo-
rary Image Arts after 1980s” begins with the image of Plato’s Cave as a foil to the

peculiarity of the level of technical images.

From the title of the exhibition and the curatorial statement, we can see a few
propositions around the course of contemporary photography. First, concerning the
wording of the exhibition’s English title, “Specularity/ Reflexivity: Contemporary
Image Arts after 1980s,” instead of the word “photography,” the curator chose the
word “image.” It suggests that in the state of post-photography, image and photog-
raphy overlap with each other in terms of concept. When photography was invented
in the 19th century, John Herscel described Louis Daguerre’s Daguerreotype as the
“pictures on silver.” After the word photography was coined, the implication of
light and scribing from the etymology has been challenged by digital technology in
the post-photography context nowadays. From picture, photography/photograph to
image, the interchanging terms imply the various connotations of “visual represen-
tations related to or produced by photographic technology” and indicates that the

media of photography cannot be pigeonholed with a single definition.

In the 20th century, photography had been through the technological turn from
analog silver films to digital images as well as the ontological criticism. In the
Chinese context, “image” refers to standing, appearance, motion picture, a view, or
an imagery, while “picture” means a graphic, pictorial presentation, or a drawing.
W. J. T. Mitchell considered that the “turn to objecthood” distinguishes the afore-
mentioned two terms. He gave an example in colloquial English, “You can hang a

picture but not an image.”’

In Mitchell’s analysis, the notions of image and picture
reveals their beings as the carriers of objecthood, then the objecthood becomes a
medium. Pictures are physical objects (which can be burned or destroyed). Images
have no physical forms but exist in memories, narratives, or copies of other media.
The discussion of an image not solely involves its content but broadly covers how
the image is perceived, used, and the effects it causes. Regarding the words, image

and picture in English, or image and tableau in French, in addition to the meaning
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of their parallel existence, Lee Li-Chun also pointed out that what needs to be con-
sidered is why “image” has become a topic that requires investigation in contempo-
rary times, especially since the end of the 20th century. As the technology of digital
images flourishes, on the one hand, images lose their credibility for reality; on the

other hand, they provide users with an intuitive technical operation interface.’

Whether it is photography, image or picture, the use of these words reminds us
Mitchell’s view of the contemporary pictorial turn and hints the transformation of
photographic culture after the 1980s. Photography historian Mary Warner Marien
mentioned in a discussion on the history of photography culture that since the sec-
ond half of the 20th century, globalization, the changes of technology and society,
plus the impact brought by the postmodern thoughts on photographic praxis trig-
gered the heated debates on analog and digital images. Some aimed at the differ-
ence in their nature and the others stated that reality did not exist in photography in
the first place, since there have been a lot of cases of alteration and manipulation
from the very beginning of the history of photography.* Among them, the Post-Pho-
tographic Era proposed by Mitchell sparked considerable subsequent discussions.
Mitchell believes that the montage method to composite images in digital photog-
raphy actually leans closer to painting or mosaic. His theory also questioned the
fidelity of photography to the “real.” Art historian Jonathan Crary cut into digital
imaging technology from a historical angle. He argued that its rapid advancement
has caused substantial changes in vision. Visual images even broke away from the
perspective of the Renaissance images and no longer relate to their viewers’ posi-
tions in the “reality.” Victor Burgin analyzed the notion of reproduction in photog-
raphy in light of the lack of original films in digital photography. It deconstructs
the increasingly complicated essence of images in response to the “theory of repre-
sentation” established within his discussion. Otherwise, Martha Rosler focused on
the alteration of photos, emphasizing that the success of digital photography lies in

its culturally coercive power to composite deceptive pictures.

Apparatus

Technical images are produced by apparatus. Flusser explained apparatus’ Lat-
in root, apparare, has the meaning of “to prepare” in terms of etymology, while
another verb in Latin, praeparare, means “to prepare” as well. To distinguish be-
tween the prefixes, ad and prae, Flusser stated that the former (apparare) could
be replaced by pro-pare. Thus, apparat/apparatus could mean “a thing ready for
something,” or “an object that prepares itself to do something”; asprdparat/prepa-
ratus indicates “the state of waiting in patience for something.” In other words,
the photographic apparatus is prepared for taking photos. It even has a predatory
character of lurking and waiting for something.” From this point of view, the com-
position process of Wu Cheng-Chang’s Vision of Taiwan series responds to the
characteristics of the camera in an ingenious way.

The Vision of Taiwan series was taken in Chijin, Taishi and so forth. Wu exposed
the face multiple times with instant strong flash when shooting. The accumulation
of light caused the facial part to be blank in the final photos, thereby implying the
blindness of human faces and in vision. The visual aesthetics presented by the con-

trolled background environment as well as the deliberately excessive lighting make
the subject’s face a “non-expressive” human-shaped billboard. Wu Cheng-Chang
shows his attempts and experiments in documentary photography in his creation.
This series of photos was to frame the actual environmental disasters in Taiwan
undergone the economic development. The photographer positioned himself in the
photos to criticize the current situation indirectly. The flash reflected on his face
is like an expression of introspection. The blankness due to overexposure contrasts
the saturated background.

Speaking of Flusser’s concept of apparatus, Wu’s shooting process requires two
types of equipment, a camera and a flash. When the shutter is pressed, he needs
flash towards the head to achieve the effect of overexposure. The two types of
equipment perform different tasks in the such creative process. The camera is
closer to the so-called prdparat/preparatus mentioned above, which indicates
the state of patiently waiting for something to happen, while the flash is like
the apparat/apparatus to prepare one’s self for what is coming. If the view-
ers understand the shooting process, they might feel contradictory seeing the
warm colors in the picturesque landscape and the violence appearing when the
photographer pointed his head with a flash casting sudden strong light. We can
imagine how the photographer chose the shooting scene and how he could present
the imagery of the scenery in the picture through the proper natural light and oper-
ating the camera. It is imaginable at the same time that when the light flashed, the
shooting was as if a sneak raid, a hunting.

The “vision” of the shooting environments and the surreal effect on the face build up
conflicting emotions in the pictures. The backgrounds allow them to seem gorgeous
like landscape photos. The long exposure and the arranged shooting light give the
photos full, warm colors. The controlling of the depth of field has the individual oddly
standing out from the “vision.” The intense light flashed within the shooting procedure
as though the illumination reveals the ghosts behind the process of waiting. This set of
photographs results from various photographic decisions, including the search for the
documentary nature of photography, the aesthetics of incorporating natural landscape
photography and infiltrating the artist’s manipulation of flash equipment to destroy the
original harmony of the scene at every moment of shooting and flashing. As Fraser
said, the action of holding a camera is like hunting, and in Wu’s case, the flash is his
tool to capture his target. His shooting object was himself, a blank self. The works
allow its viewers to watch the photographer’s operations and attempts in his hunting
process from the sidelines. Therefore, the series puts itself in a certain landscape, ex-
pressing the photographer’s ideas toward the environment destruction by humans and
the uncoordinated reality in the contemporary cultural landscape of Taiwan, which
corresponds to the vision of the natural world under the topic “Specularity” of the ex-
hibition.

Program
To distinguish the difference between technical images and traditional images,

Flusser advocated that the world has been broken down into “particles.” These

particles are invisible and untouchable, and can only be fetched by means of the
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touching tool, “buttons” (keys). The operation of the keys, however, serves hu-
mans’ will. For example, the key arrangement on a keyboard can vary in combina-

tions to provide options to humans.

Thus, the process of image composition by keys and the image displays on screen
are miracles of calculation and computation. Flusser further extended the verb
touch to the conception of contacting blindly in the hope of discovery and a prob-
ing approach.

I would like to touch on Yuan Guang-Ming’s City Disqualified series with the ap-
proach. The work description shows that the set of works was first shot from the
same perspective, with the same lens and composition, and at the fixed scene multi-
ple times, then the artist extracted the images of various moments and collage them
into a city of illusion. The two works on display, Ximen District in Daytime and
Ximen District at Night, took Ximending as the fixed point. Among the hundreds
of films, the artist removed the elements of people and objects one by one in the
post-production on computer. He first retrieved various blank partial images from
the photos, then reconstructed the works with the computing instructions. In the
creation of City Disqualified, what touched the technical images are the command
keys “cut” and “paste,” which implies the division and reorganization of space in a
sense. From the point of view of the relational construction in Marc Augé’s concept
of non-place, the keyboard becomes an instrument of relational construction, while

copying and pasting becomes the embodiment of touches.

In other words, the apparatus used for City Disqualifiedwas not a camera but a
computer. The buttons pressed were not a shutter or the switch of a flash, but
the command keys on a mouse or a keyboard. Commands are abstract and built-
in programs of computers for users to determine the instructions of operation. As
Flusser stated, in the universe of technical images, we could view the change of
culture as a process of human existence transferred onto “fingertips.” With the pro-
grams, human hands/labor, eyes/insight, fingers/narratives would be following the
orchestrated calculations. The “buttons” would be giving humans new beliefs in
assigning meanings to the world and life, and even liberating them from the pres-
sure of changing, exploring and interpreting the world.® Back to City Disqualified,
the popular, familiar streets in Ximending presents an empty, uninhabited fantasy,
or even an uncanny scene, through the artist’s techniques. What Yuan Guang-Ming
maneuvered was not a photographic record or representation, but a new definition

by pressing the keys.

Pressing keys resembled stamping, overlaid the parts full of people and cars with
the blankness and “crafted” the impossible scenes in reality. Nonetheless, in the
context of the COVID-19 pandemic starting from 2020, this set of images created
in 2002 allegorically implies the “disqualification” of human beings, society, and
space at various levels with its imaging technology and theatrical aesthetics and
represents the mirrored cultural landscape in the artist’s vision.

Ma Li-Chun’s Landscape Shaped series represents the aesthetics of form in Chinese
landscape painting through the outlines of sands and sea water along the beach.

When the photographer took this set of photos, the first step was to observe the
environment carefully in details. When he saw the outlines formed by tides on
his walk along the seashore, he captured them from a specific angle and with the
specific light. He completed the works by computer post-production to adjust the
details of the pictures, composite with the circular shape and determine the ratio of
the circular picture and the square frame, then finally output the photos with dye-
based ink.

The artistic conception of Landscape Shaped and its mounting form of the cir-
cles within square frames are reminiscent of the design of painting albums in the
Southern Song Dynasty. Compared to the monumental style of the paintings in the
Northern Song Dynasty, the slang in the Sothern Song Dynasty painting, “Ma takes
corners and Hsia has a half side” refers to the composition style of the painters Ma
Yuan and Hsia Gui that placed the subjects on the side or corner of the picture. The
style reflected the social-political state of being content to hold a partial sovereign-
ty in the Southern Song Dynasty. The photographer enhanced the contrast through
post-production to emphasize the solid, sharp texture like mountain rocks. The ex-
pression is reminiscent of axe splitting in the dry brushwork techniques of Chinese
landscape painting that is to outline with the center tip of brush, scrape with the
tip side to make wrinkles and render light ink to delicately depict the mountain-
ous terrain.

The process of making the set of images thus might appear to be slow. Differing
from the aforementioned hunting with apparatus of photography, the operation for
making Landscape Shaped is more like the production of images. We could boldly
map the arrangement of sand grains in the photos to the “particles” in a technical
image. Flusser explained that technical images attempt to integrate the particles
around us and in our consciousness onto the “surface” to fill the gaps between
them. The particles are referred to photons, electronic elements, or information
fragments. These components cannot be touched or be realized by hand; therefore,
they require the apparatuses to be produced into technical images. In Ma Li-Chun’s
work, the sand grains are the particles in the photos, maintained on the surface
of the beach and arranged at the moment of shooting. They might change in each
shooting due to various factors. The arrangement of these particles cannot be repre-
sented. Photos taken at different time are not identical, because these particles are
not to be controlled. Although Landscape Shapedis a photography of technical im-
ages, the aesthetics and form instinctively evoke the traditional images of painting.
It reminds us the difference between them. To technical images, image producers/
photographers are closer to the role of envisioners. Envisioners take actions of vi-
sualization instead of depiction in the realm of traditional images. The apparatus
of photography or computing equipment provide envisioners the automated buttons
for reification and allow them to utilize computer programs to present “mirrored
natural landscape,” which is not a depiction or a record but a vision through tech-

nology.”

Information

In Flusser’s philosophy of photography, he defined information as “an improbable
combination of elements.” Lee Wen-Ji translated information as fu-hsing in Chi-
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nese, explaining that “Information has dual meanings, message (information) and
figuring objects or ideas. If we break down the first part of the word into in-form
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(form, shape), the meaning of figuring would be more understandable.” Artists im-
plement various approaches to figuring in the contemporary photography. I would
like to take Hung Yu-Hao’s Wanderland in the Reflexivity section as an example. In
the set of images, the arcade space in Wanhua, Taipei City is the subject of shoot-
ing. Hung Yu-Hao recorded the everyday life of ordinary people in the arcades via

3D scanning and digital imaging technology.

In such an image production process, the lens scanning replaced human scanning
by eye. The photographer recorded the scenes in a panoramic way that underlines
the optical unconsciousness of the lens. To take a further step, the significance of
3D scanning technology in photography can be examined as well. As Flusser said,
the meanings of images scatter on a plane. Seeing an image, the viewers (we) needs
to “scan” by eyes traversing the image plane to obtain the in-depth meaning. The
meaning obtained through the scanning process indicates dual intentions. One is
the structure of the image, and the other is the viewer’s intention. The effect of the
light box installation and the particles presented by the 3D scanning in Wanderland
draw the visual aesthetics in digital images. If we look carefully, instead of images,
we might see the “sign of the electronic process.” Interestingly, the work raises its
own question about the concept of scanning. When the site information is com-
pletely digitized through scanning technology, people seem to collect and freeze
the site through equipment. Meanwhile, the blurring images of dots generated
from the data prevent the viewers from seeing clearly. The voids appeared due
to the scanning process instead reveal a sense of history and the traces of mem-
ories. It also corresponds to Flusser’s claim that “the technical image is a con-
densed surface.” All the particles in an image exist on its surface. The masking
caused by scanning holds the viewers from digging, forcing them to stop on the
surface of the image.

Such a method of image production subtly echoes the issues touched by Wander-
land. In Taiwanese urban landscape, arcades are the open space that intersect be-
tween streets and buildings. As a birthplace of Taipei’s urban history, the Wanhua
area has distinguished social landscapes in arcades during the day and night, given
the local living conditions and cultures. The Chinese work title No Home to Go
and the English title Wanderland set by Hung Yu-Hao echo each other and remind
the viewers to reconsider the questions raised by the artist about the perception of
“home” and sense of belonging. Namely, the imaging technology to figure the work
take effect by the form to represent the social and cultural landscapes which the
artist would like to display. It can be related to the sub-topic Reflexivity, in which
the curatorial statement attempts to propose that the images formed by reflection of

light are object reality independent of consciousness.

Conclusion

All kinds of image have different visual trajectories in our contemporary life full
of them. The imaging apparatuses hired by the artists in ”Specularity/ Reflexivity:
Contemporary Image Arts after 1980s” reveal that apparatus is a technology of

viewing, an observer’s eyes, and a way to read the world. This article is aimed for

compiling Flusser’s discussions of technical images to reconsider the interconnec-
tion of “image—apparatus—program—information” in the exhibition. It is worth
emphasizing that most of Flusser’s theoretical essays related to photography were
mostly written in the 1980s, when photography was still in the optical age and the
electronic networks and digital technology had not yet emerged. It was the time
when digital imaging had not yet flourished. However, Flusser anchored photogra-
phy (photograph) with the term technical image, indicating that this type of image
would be produced through machinery, which would not be identical with the tradi-
tional images, and revealed (predicted) that the images of that time and the future
would be majorly electronic. We are now in a society of what Flusser imagined in
the 1980s to be a “future” world constituted by the so-called composite electronic
images. In the age of technical image, the inter-textual notions, “Specularity” and
“Reflexivity,” of the exhibition, is a reminder on how we can look at the creators’
intentions, the meanings of technical operations of imaging, the representations of

images, and the various landscapes suggested by the technical image itself.



