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Nekaj refleksij o klasični fotografiji

»Fotografija mora namreč zgodovinsko imeti nekakšno zvezo s ‘krizo 
smrti’, ki se je začela v drugi polovici 19. stoletja; in meni bi bilo ljubše, 
priznam, če bi se – namesto, da izum Fotografije brez konca in kraja 
pojasnjujejo z njenim družbenim in ekonomskim kontekstom – vprašali 
rajši po antropološki zvezi med smrtjo in novo podobo. Smrt pač mora 
imeti svoje mesto v družbi; če je ni več (ali je je manj) v religiji, mora 
biti nekje drugje: morebiti v tej podobi, ki proizvaja smrt, hoteč ohraniti 
življenje.« (Roland Barthes) Tako je nekoč zapisal Barthes o krizi simbolne 
podobe.

Danes, v času posledic prekomerne transgresije in imperativa po neskončni 
rasti družbenega domačega proizvoda, ki se dovršuje in obnavlja prek 
pretanjenega sistema potrošnje, je govor o nekdaj klasični fotografiji 
priložnost za zgodovinarja ali entuziastičnega zbiratelja, ki raziskuje njeno 
pot od tistih majhnih starodavnih mehanskih strojev, neprijetnega vonja 
kemikalij, umetne svetlobe, bele halje, itd.  

Klasična fotografija ni več biser tehnologije; ne ponaša se več z nekdanjo 
avro, magičnostjo in tehnično zapletenostjo. Nedavno smo lahko zasledili 
novico – obrobno, če ne bi šlo za veliko ime – da je Eastman KODAK 
vložil prošnjo za stečaj. Eastman KODAK je bilo vodilno fotografsko 
podjetje več kot sto let. Njegov konec ni le konec Kodaka, pač pa nakazuje 
na preteklost neke dobe: »Nekdanji simbol fotografiranja bo s popolno 
uveljavitvijo digitalne fotografije očitno kmalu zgodovina. Ameriški 
proizvajalec fotografske opreme Kodak je namreč vložil prošnjo za 
prisilno poravnavo.  Kodak je na sodišču vložil prošnjo za začetek postopka 
prisilne poravnave (t. i. Chapter 11), saj ni našel kupca za 1.100 patentov s 
področja digitalne fotografije. Podjetje je novembra lani opozorilo, da mu 
lahko v letu dni zmanjka denarja, če mu ne bo uspelo prodati omenjenih 
patentov, za katere je nameravalo iztržiti več milijard dolarjev. (….) 
Od velikana do palčka: Podjetje Eastman Kodak Company, kot se glasi 
polno ime družbe, je v preteklih desetletjih zaznamovalo fotoindustrijo 
in je služilo velike vsote denarja predvsem s filmi malega formata. A 
ta trg se je s prodorom digitalnih kamer povsem sesul, poleg tega se je 
družba nenadoma spoprijela s tekmeci iz panoge elektronike. Družba 



je na vrhuncu uspeha zaposlovala 145.000 ljudi, danes pa je vprašljivih 
obstoječih 19.000 delovnih mest. Vrednost njene delnice se je z več kot 
80 dolarjev v letu 1996 lani znižala na vrednost manj kot enega dolarja. 
Kodak ob tem že več let tiči v rdečih številkah; zadnji skromni dobiček, ki 
ga je ustvaril, je tisti iz leta 2007.” (vir: MMC RTV SLO/STA)  

Indiferetna nostalgija, briljanten in kompleksen kemično-mehanski izum 
– z današnjega vidika tehnična redundanca, odvečnost? Prav gotovo je 
nekdanjo snovnost, otipljivost, materialni vpis svetlobe (fotokemičen 
proces) vztrajno izpodrivalo digitalizirano tipalo; napredek je velikokrat 
neizprosen. Tehnični spremembi orodja pa se je postavljala nasproti 
skorajda politična drža skupnosti fotografov, da bo snovnost svetlobnega 
zapisa ohranila primat nad digitalnim, obranila izumljeni prestol.

Poraja se vprašanje izvora: kdaj, če sploh kdaj, je bila fotografija nekaj 
avtentičnega, posebnega, lastnega, svojstvenega? Fotografija kot 
umetnost? Da, umetniška fotografija, vendar jo je njena specifičnost (njena 
neumetniška narava) vedno znova ločevala od visoke umetnosti. V njej je 
prej nekaj ljudskega kot svetega.  

Deleuze v svoji knjigi Podoba-gibanje opisuje prelom, ki ga je izvedla 
moderna, in sicer pravi, da je moderna znanstvena revolucija odrešila 
gibanje privilegiranih trenutkov in ga približala poljubnemu. Poljubni 
trenutek opisuje množico enakovrednih trenutkov, množico, v kateri je 
status privilegiranosti zanikan. To so trenutki, ki so si enakovredni, katerih 
razlika je določena per negatione z enako časovno razdaljo. Izjemen 
trenutek pa ni aktualizacija transcendentne forme, temveč je odraz 
naključja, da v redu golih partikularij izberemo, izpostavimo določen 
naključen trenutek. Ali drugače povedano: z izbiro poljubnega trenutka 
golo partikularijo povzdignemo v singularno kontingenco. Singularna 
kontingenca je nepoljubna poljubnost, točka univerzalizacije množice 
poljubne partikularnosti ali izbira enkratne točke začetka štetja.   

Fotografija je svojstveno spregovorila o vidiku gole resničnosti kot 
nezavedno gibanja, suspenzije časa, še nedokončanega življenja, 
nepoljubnega trenutka; kot punkcije, ki me prebode; to so točke njene 
konstelacije resnice, ki spenjajo določeno refleksijo o realnosti: »šele od 



nje lahko izvemo o optično nezavednem, prav kakor od psihoanalize o 
nagonsko nezavednem.« (Walter Benjamin) 

Kaj označuje izum fotografije? Po vsej verjetnosti vdor profanega, 
naključne zgodovine, sveta, nezavedno družbenega; vse to je v danem 
trenutku postalo materialno zapisljivo na neizmerljiv, da, na neskončen 
način. Fotografija je prevrednotila naš odnos do podobe kot tudi njeno 
produkcijo z zmožnostjo, ki jo ponuja njena moč tehnične reprodukcije, 
ponudila nove metode muzealizacije predmetov, dogodkov, katalogizacije, 
itd.

Z izjemo tehnične revolucije ni doživela večjega, bistvenega konceptualnega 
preobrata – v funkciji umetniškega nazadnje v postmodernizmu. Sama kot 
medij ni znala ali hotela postaviti svoje lastne konvencije, poklica, zakona 
svoje naslednje revolucije, kot je to na primer storilo slikarstvo.   

De Duve izpostavi poetično stisko slikarjev zaradi njene tehnične in 
ekonomske prednosti: »Želiš slikati, brez dvoma, toda kaj boš naslikal? 
Ideje niso vidne; so brez forme in barve. Morda bi poskušal naslikati 
dejstvo, da ko je stroj izrinil obrtnika in ko je fotografija oskrbela javnost 
z ready-made podobo, potem podoba ne more več zapolniti platno s 
smiselno vsebino, potemtakem tudi umetna obrt ne more več kazati 
na referente v svetu. Vendar kako bi naslikal to dejstvo in prikazal to 
izgubo vidno? Odpovedal bi se podobi in izpraznil bi platno vsakršne 
konkretne reference. Slikal bi refleksivno in ne tranzitivno. Ustvaril bi 
Gegenstandslose Welt (nepredmetni svet), naseljen z oblikami in barvami 
katerih namen je narediti vidno to, da kadar slikaš te vodi ideja slikanja kot 
čiste vizualnosti.« (Thierry De Duve)  

Vendar je domet izuma v temelju spremenil vsakdanjo podobo sveta in 
ga lahko upravičeno prištevamo med velika tehnična odkritja 20. stoletja.

Ne glede na to, ali prav zato govor o nekem koncu ni kaj poetsko tragičen 
ali herojski, prav tako to ni konec neke zgodovine, ne tiste umetniške ali 
politično-emancipatorične, niti tehnološke; s fotografijo se je kvečjemu 
izčrpala neka podoba profanega, nekdaj neosvetljenega sveta: »Čista, 
profana, osvobojena od vseh sakralnih imen je stvar, ki je vrnjena nazaj 



ljudem v skupno (upo)rabo. Vendar (upo)raba se tukaj ne pojavlja kot 
nekaj naravnega: nasprotno dostop do nje je možen samo skozi neko 
profanacijo.« (Giorgio Agamben)

Frenk Mavrič 

Some reflections on classic photography  

Regarding the crisis of the symbolic image, Barthes writes: “…for 
Photography must have some historical relation with what Edgar Morin 
calls the ‘crisis of death’ beginning in the second half of the nineteenth 
century; for my part, I should prefer that instead of constantly relocating 
Photography in its social and economic context, we should also enquire as 
to the anthropological place of Death and the new image. For Death must 
be somewhere in a society; if it is no longer (or less intensely) in religion, 
it must be elsewhere; perhaps in this image which produces Death while 
trying to preserve life.” (Roland Barthes)

Today, when we live in the aftermath of the excessive transgression and 
the imperative for endless growth in gross domestic product, which is 
realised and restored via a complicated system of consumption, discussing 
photography is an opportunity for a historian or enthusiastic collector 
researching its journey from small old machines, the foul smell of 
chemicals, artificial light, white overalls, etc.   

Classic photography is no longer the height of technology; it no longer 
possesses its former aura, magic and technical complexity. Recently, a small 
news was published which would have been marginal had it not involved 
a giant: Eastman KODAK filed for bankruptcy. Eastman KODAK was a 
leading photographic company for over one hundred years. Its end means 
not only an end to Kodak, but points to a past era: “With the complete 
dominance of digital photography, the former symbol of photography 
will apparently soon become history. An American manufacturer of 
photographic equipment filed for protection against bankruptcy (so-called 



Chapter 11), as it was unable to sell 1,100 imaging patents. In November 
last year, the company warned that it may run out of liquid assets if it 
failed to sell the said patent, for which it expected to receive several billion 
dollars (….) From a giant to a dwarf: Eastman Kodak Company, which is 
the company’s full name, made an impact on the photographic industry 
and earned large amounts of money, particularly from small-format 
films. But with the emergence of the digital camera, this market crashed 
completely, and the company also suddenly faced competitors in the 
electronics industry. At the height of its success, the company employed 
145,000 people, while 19,000 jobs are threatened today. The value of its 
stock fell from over 80 dollars in 1996 to less than a dollar last year. Kodak 
has been in the red for several years: it last produced a modest profit in 
2007.” (Source: MMC RTV SLO/STA)  

Indifferent nostalgia, a brilliant and complex chemical and mechanical 
invention – a technical redundancy from the present point of view? The 
former tangibility, physicality and material imprint of light (a photochemical 
process) have been relentlessly replaced by a digital sensor: progress is 
often ruthless. Photographers opposed the technical transformation of the 
tool with an almost political stance: that the physicality of the inscription 
of light would retain supremacy over the digital, would defend the invented 
throne.       

The question of origin emerges: when, if at any time, was photography 
authentic, special, individual, specific? Photography as art? Certainly, 
there is artistic photography, but its specificity (its non-artistic nature) has 
always separated it from high art. There is something ordinary about it, 
rather than sacred.    

In his book Image-Movement, Deleuze describes a breaking point 
brought about by the modern age, when he says that the modern scientific 
revolution absolved the movement of privileged instances and related it 
to any-instant-whatever. Any-instant-whatever describes a multitude of 
equal instants, a multitude in which privileged status is denied. These 
are instances which are equal, whose difference is determined per 
negatione with the same temporal distance. The outstanding instant is not 
an actualisation of a transcendent form, but reflects a coincidence when 



we select and highlight a coincidental instant in a series of any instant-
whatevers. To put it differently: by selecting any instant-whatever, sheer 
particularity is raised to singular contingency - singular contingency in 
non-random randomness, a point of the universalisation of a multitude of 
any particularity, or a selection of a singular point as a starting-point for 
counting.   

In its particular way, photography expressed the aspect of sheer reality as 
the subconscious of movement, the suspension of time, of unfinished life, 
of a particular instant; as a punctum which pricks me – these are the points 
of its constellation of truth which bind a particular reflection of reality: 
“Photography makes aware for the first time the optical unconscious, 
just as psychoanalysis discloses the instinctual unconscious.” (Walter 
Benjamin) 

What does the invention of photography mean? Most probably an invasion 
of the profane, of coincidental history, of the world, of the subconsciously 
social: it became possible to physically record all this in a given moment in 
an immeasurable, infinite way. Photography re-evaluated our relationship 
to images, as well as their production; with the potential offered by the 
power of its technical reproduction, it offered new methods of archiving 
objects and events and categorising them. 

With the exception of the technical revolution, photography has not 
experienced a major conceptual change: in its artistic function, the most 
recent was in post-modernism. Photography did not know how, or wanted 
to establish its own conventions, a profession, the law of its next revolution 
as painting has.   

De Duve highlights the poetic difficulty of painters arising from 
photography’s technical and economic advantages: “You would paint, 
certainly, but what would you paint? Ideas are not visible; they have neither 
form nor colour. Perhaps you would try to paint the fact that when the 
machine has supplanted the artisan and the photograph has provided the 
public with a ready-made resemblance, then resemblance can no longer fill 
a canvas with significant subject matter; then craft can no longer point at 
referents in the world. But how would you paint that fact, and make that 



loss visible? You would renounce resemblance and empty the canvas of 
all concrete references. You would paint reflexively, but transitively. You 
would conceive a Gegenstandslose Welt inhabited with forms and colours 
whose purposiveness is to make visible that, when you paint, you are 
being guided by the idea of painting as pure visibility.” (Thierry De Duve)  

But the outreach of the invention essentially changed the ordinary image 
of the world, so we can justly see it as one of the great inventions of the 
20th century.   

Regardless of whether discussing an end is poetically tragic or heroic, this 
does not mean an end to history in the artistic, politically emancipatory 
or technological sense; what may have happened to photography is that it 
exhausted the image of the profane, unlit world: “The thing that is returned 
to the common use of men is pure, profane, free of sacred names. But use 
does not appear here as something natural: rather, one arrives at it only by 
means of profanation.” (Giorgio Agamben)  

Frenk Mavrič
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