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Abstract

As a site at the margin of terrestrial systems, Antarctica disrupts the usual practices of visual
representation. This thesis investigates, what | call, chronogeographical approaches to visual
culture within the Antarctic terrain. The material and theoretical chronogeographies of vision
are mapped through the action of light, to elucidate on the shifting terrain of form - that is
the Antarctic landscape. Historically, the thesis explores how the 1980s anti-mining
campaign, organised by environmental groups challenged the political and visual hegemony
of the Antarctic Treaty Consultative Parties. The campaign highlighted the teedback between
the circulation of images and initiatives to protect the Antarctic landscape. Situated within this
visual economy, the thesis focuses on how representation demarcates abstract and

imaginative spaces for the production of the landscape - creating fugitive images of Antarctic

spatialities.

The thesis follows the fugitive testimony of the image through fields of knowledge, from the
arrest and flow of landscape to the aesthetics of mobility. Critical art practice is considered as
an interstice that highlights the conditions under which landscapes are given visibility, both
cognitively and optically. A stratum of histories, mappings and sitings, structure the
investigation into the transmission, materiality, and memory embedded in different media
employed in the production of Antarctica. Through this sedimentation of gsographies, the
thesis proposes that the limits of representation may be found in Antarctica. It is argued that
this shattering of commonly available visual languages can be a means to aerate our creative
explorations of place. From this site, broader issues about the economy of the visual and the

limits of visibility are examined. The thesis concludes that only by attending to the complex

geographies of the image can the geopolitical aesthetics of place be accounted for.
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Preface: Landscapes affer Antarctica

o5 The imposition of place is its afterimage
M |ts geography is what remains of seeing.'

In March 2001, a balloon sent up into the Antarctic atmosphere to 120,000 feet, captured
the earliest light of the universe. Collecting light from the cosmic microwave radiation, it
observed light formed about 300,000 years after the Big Bang - from an era before the
creation of stars and galaxies. The residue of this early light, and of other less dramatic

instances of it, has a specific clarity. What can be said between the excess and silence of this

light? Of its aliveness and traces in memory?

The afterimage of Antarctica begins in light, as light forms arrests in Antarctic vision. The
intensity of light produces multiple refractions, mock suns, mirages, auroras, blinding, and the
compression of distances, awake-ness, and euphoria. This radiation of arresting light is a
route into the geography of Antarctic vision. Exhibiting a landscape of perpetual light and
perpetual darkness, of mirages and auroras - Antarctica displays the limits of terrestrial
illumination. The possibilities and opaqueness of the landscape as representation - resides in
this action of light. Light gives form to landscape as a navigable terrain, ensuring its survival
in forms of cultural memory such as the photographic plate. Simultaneously it demonstrates
the impossibility of landscape’s formation into representation - whiteout.” Matter is given
form through light, and the very possibility of a primal geography of aesthetic description
resides in its elucidation. Yet, confounded by the visibility of landscape’s doppelganger - the
mirage - the nature of geographical description is brought into question. In the darkness of
Antarctic night, the aurora exhibits energetic fields of energy, which the light of day obscures.
Like the dead light of the photograph, that is also a counter-memory to remembrance,
illumination blocks perceptions of the zone of experience that will never be object or image.
This opaqueness and visibility of Antarctica’s geography, characterises a medium of

exchange between the project of landscape knowledge and the limits of its illumination.

In the recognition of form, place is arrested as a landscape - a discrete scene. If, as Primo
Levi suggests, “to comprehend is the same as forming an image”,’ landscape can be thought

of as a series of arrests - a field of action punctured and inflected through the site of the

' Author’s Field notes, Windless Bight, Ross Ice Shelf, 78°35 ‘S 167°5 E (December 1999/2000).

* White out induces a condition termed empty-field myopia, which results from the eyes focusing at a relatively short

distance. This concept of perceptual limits is explored in Anne Noble’s series, White Out (2004). [1].
? Primo Levi, The Periodic Table (Harmondsworth: Penguin, 2000), 190.
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image. The image gives form to place - it is, what Barthes calls “an arrest of interpretation”.*
Like a constellation - that gives an orientation in the vastness of the heavens, form allows an
inhabitation of the dimensions of vast space. In the blizzard of images that forms the
landscape of vision, | have no such image of Antarctica, The legacy of that place was {and is)
its afterimage of light; a remainder within the synapses, suggesting the possibilities and
limitations of arrested vision. Like the stars, which are the light-remains of places, the memory
of light that inhabits landscape has differing durations. This Antarctic trace was not so
accessible, its transmission relatively short, yet its illumination was durable. The productive
experience of disorientation that thinking with Antarctic light forced was to not allow the
reduction of place into a position - an arrested image. In this clarity and strangeness of light,
an alternative geographical theory can be articulated that accounts for an enlivened
landscape of vision. By highlighting the uncertainty of geographical forms, Antarctic light
reconfigures geography to present a porous account of its objects. This reconfiguration
happens at the intersection of visual culture and geography - as geography primarily relies
upon an aesthetic description of the world to produce its knowledges. Thus, the affects of

Antarctic light challenge the project of geographical description and knowledge formation.

The dilemma of light is a dilemma that haunts all knowledge formation. Escaping the bounds
of a definite article, light is neither wave nor particle. It has, what is called a wave-particle
duality, simultaneously exhibiting an indefinite physics of being. Light is neither something
carried in the ether, nor a defined medium, it exhibits a confounding materiality that can only
be read through a porous landscape of affects. Thus, light is the manifestation of doubt that
haunts the formation of knowledges about place. Mirages obscure, looking directly into light
creates blind spots in vision, but through its trace, its action can be read. These traces stand

as a testimony in the darkness, and point to another landscape that is already lost to the

possibilities of vision.

A theory of Antarctic light offers a way to read landscape and its image as both a fleeting
entity and memory. light is a condition of landscape and its trace - it offers the very possibility
of the formation of memory. The afterimage of light - seared into the receptors of memory -

illuminates the possibilities of seeing into place. In the presence of light, landscape is

enlivened, given form and colour. In the darkness {which is the loss of presence), light is the

trace of that landscape, its radiation a residue in bodies, images, and information. Through

this residue, we form our images.

4 Roland Barthes, Camera Lucida (London: Vintage, 2000), 93.
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In conceptualising the vicissitudes of seeing, this work owes much to Barthes notion of the
image as a "certain but fugitive testimony”.’ That is to say, we can say very certain things in
the moments of arrest, while acknowledging that in that speaking, the testimony that we hold
images to is already fugitive - as the light shifts. The testimony of the image is held to account
by time, and the possibilities of its destruction in time. For each image’s being is a testament
to its rescue from destruction, and so it secures its trace as an active force in the world.
Arrests form these crystallisations. In the action of arrest, the image carves out permanencies
from the flow of historic, physical and cultural landscape information. The image arrests light,
and so arrests landscape. If we consider the production of landscape as a series of acts, that
are geological, material, psychic, epistemological, and glacial, on which time and distance
bears, we must consider the spatial and chrono dimensions of this geographical information.
Accordingly, the structure of the thesis is sympathetic to the intellectual project of examining
Antarctica as a series of landscape acts. As a stratum of landscape, the image geographies
discussed are layered, elliptical and touch upon one another, forming a porous sedimentation
of Antarctic knowledges. Within this stratum, critical art practice is considered as a searching
tool in that geography. Like light, art practice can illuminate a way of “extending out into

something that doesn’t yet exist - almost like falling off”® - into spaces of Antarctica

unknowing.

As the image arrests it also displays a lightness of movement to illuminate into places yet
unknown - casting out light into space. Images remain because they arrest us, and so we care
for them. For images of place, this rescue is a form of psychic and cultural salvage. What this
salvage suggests is - a thinking with, rather than about place. As Barthes comments, “From
the real body, which was there, proceed radiations which ultimately touch me, who am here;
the duration of the transmission is insignificant... As Sontag says, will touch me like the

delayed rays of a star... light, though impalpable is here carnal medium.””

In the light of such knowledge, the arrests that | make in this thesis have a dialectical relation
to a landscape that left a trace, as intense as the liveliness of that landscape. The work came
from Antarctica, and forms a return across those “immeasurable but still definite distances.”®
It is to those ‘immeasurable distances’ that | turn next, to elucidate on a how Antarctic light

affects vision to highlight the gaps between objects and their aesthetic description - to bring to
light the holes in the geographical text.

% lbid., 107,

¢ Cindy Nemser, “A conversation with Eva Hesse” in Eva Hesse ed. Mignon Nixon [Cambridge. Mass.: MIT Press,
2002), 10.

7 Barthes 2000, 80-81.
* Edgar Allan Poe, Narrative of Arthur Gordon Pym of Nantucket (Harmondsworth: Penguin, 2002), 7.
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Introduction: Immoral Mapping, and the case of Charles Wilkes’ Antarctic fallacy

Space is a doubt: | have constantly to mark it, to designate it. It's never
mine, never given to me, | have to conquer it.”

Duchamp’s snow shovel, 1915

The Antarctic explorer Charles Wilkes stood trial by court-martial, on the charge of immoral
mapping.'® Wilkes faced an indictment of "scandalous conduct tending to the destruction of
morals"'' for his designation of land where there was none to be found. Wilkes’ claimed to
have "discovered a vast Antarctic continent...”. He records that “we ourselves anticipated no
such discovery; the indications of it were received with doubt and hesitation; | myself did not
venture to record in my private journal the certainty of land until after three days after those
best acquainted with its appearance in these high latitudes were assured of the fact; and
finally to remove all possibility of doubt, and to prove that there was no deception in this
case".'” On the 19th January 1840, Wilkes confirmed that what he saw was the Terra Firma

of an Antarctic continent, and possession was taken of Wilkes Land.™

While the Antarctic landscape seemed to suggest the discovery of slowness, time was literally
of an essence in the sighting of land. Dumont D'Urville had claimed discovery of the continent

on the afternoon of January 19th (originally he claimed the 18th but he had not taken

account of his crossing of the International dateline). After consulting the logs of the other two
ships, the Peacock and Vincenne, Wilkes claimed land on the morning of January 19th, and

sent a message to the Secretary of the Navy to that effect.'* Wilkes’ claim thereby preceded

D’Urville’s by a few hours.

” Georges Perec, Species of Spaces and Other Pieces (Harmondsworth: Penguin, 1997), 91.

' Other misdemeanours on the expedition, Midshipman May was charged with "disrespect to his superior in the
execution of his office” with regards to the manner of his labelling of a box of shells.

"' David B. Tyler, The Wilkes Expedition (Philadelphia: The American Philosophical Society, 1968), 381.

'? George Murray ed., Antarctic Manual (London: Royal Geographical Society, 1901), 360-1.

" The expedition began 18th August 1838 and reached Antarctic seas in 1839.

'“ The events of the first United States Exploring Expeditions are contained in five volumes Narrative of the U. S.
Exploring Expeditions 1838-42, published by the US government with an additional 16 volumes of scientific results.
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Doubting Wilkes’ claim, after being sent the details of the voyage, Captain Sir James Clark
Ross set out in 1841 in the Erebus and Terror to Antarctic waters. Ross sailed over the
assigned position of Wilkes Land and thus concluded that no such land existed. Ross' 1847
Narrative gives an account of the claims for and against Wilkes Land, claiming that Wilkes
failed to follow standard cartographic practices and proclaimed land based on ‘assumption

of land’ rather than facticity. Ross comments that only what was "really and truly seen®

should be included and that which had the "appearance of land" be marked so."

The mystery of Wilkes Land continued through Antarctic exploration to be a source of
disputed facticity, and many explorers felt compelled to go and discredit its existence for
themselves. Carsten Borchgrevink, on his 1898-1901 expedition went to look for it and
concluded it was the Balleny Islands that Wilkes had seen. Robert F. Scott on his Discovery
expedition went to find it, Ernest Shackleton on the British Antarctic Expedition 1907-9, and

Douglas Mawson in 1914, lronically, Wilkes’ main detractors, Ross and Mawson also

mapped land that was later found to be an illusion.'

Paul Simpson-Housley'” argues that Wilkes’ salvation from his tarnished reputation came in
the form of a superior mirage in which distant objects loom up in the clarified Antarctica
atmosphere, under particular meteorological conditions. He argues that the difficulties of
discerning form as a condition of Antarctic landscapes. The conditions of receiving light are
such that the appearance of form is created when there is no such formation. lronically, much
of Wilkes Land has been proven to exist, with the exception of - appropriately enough -
Termination Land, which has been revealed to be an icy feature. Generally, his landfalls are
(accurately) locatable from his drawings within 40-50 miles south of where Wilkes sighted
them. David Tyler, a Wilkes defender, argues that the displacement of the depth of his
sightings are a result of the clarity of the polar atmosphere, which made things appear closer
than they actually were. Cartographically, from the region between Disappointment Br;y at

148° to 165° East Longitude, is the only mapping that has been proven inaccurate. '

The origins of the expedition stemmed from John Symmes petition for a US led expedition to
substantiate his Hollow Earth theory.'” Symmes’ theory proposed that the earth was a semi-
hollow sphere of concentric spheres that had their entrance at the poles. The sublime theory

of the internal world argued that the strange atmospheric refractions, luminous auroras and

" Tyler 1968, 153,

'* James Clark Ross named Parry Mountains in 1841 and Mawson mapped MacRobertson Land in 1929-30.
"7 Paul Simpson-Housley, Antarctica [London: Routledge, 1992). See Cp. 6 “The enigma of Wilkes Land, 61-68.

'* The accuracy of over 1,000 miles of coast mapped by Wilkes was verified as remarkably precise by the aerial
mapping carried out during the International Geophysical Year (1957-1958).

¥ The theory of Hollow Earth was first proposed by Edmund Halley - of comet fame - in 1692,
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the variation of compasses indicated gases escaping from the hole at the pole. Although
Symmes’ theory had received extensive scientific criticism, no one had yet gone far enough to
the Poles to dispel his speculative theory.?® To support a bid for funds for a southern
expedition, the Secretary of the Navy employed Jeremiah N. Reynolds to collect information
from the public as to what areas of the globe were most in need of exploration.?' Reynolds -
although a keen supporter of Symmes’ theory {who lectured on the possibility of openings ot
the Pole) - made more subdued pleas for an expedition to the southern continent in favour of

commerce. He collected information from captains, journals, and logs in a number of coastal

locations including Nantucket, on what geographical information had most validity for

commercial exploration.

One of Reynolds’s lectures was attended by Henry Allan, brother of Edgar Allan Poe, which
inspired Poe to write his only novel, The Narrative of Arthur Gordon Pym of Nantucket. The
novel ends with the hero’s vessel plunging into a polar abyss, having fallen into Symmes’
‘hole at the pole’. One text was literally engulfed by another. Poe’s The Narrative of Arthur

Gordon Pym of Nantucket was published in 1838, in serial form, when Wilkes set sail for the
Antarctic Exploring Expedition. Thus, Poe’s narrative was published in light of growing public
interest about the Antarctic.?? Poe’s narrative accounts forms a fictitious log, filling the days of
his imaginary expedition with Antarctic adventures - while Wilkes wrote in his logs, the days
of a real expedition that were subsequently held up as fiction. In the light of Poe’s narratives,
and the Wilkes controversy, Reynolds’s published his own story “Mocha Dick or the White
Whale” in Knickerbocker Magazine (1839), which has been suggested® (along with the

plates from Wilkes’ own Narrative) as one of the sources for Melville's Moby Dick.

The story of Wilkes and his immoral mapping serves as an introduction to the themes of this
thesis - namely Antarctica as a visual disturbance {or unstable object) in the production of
landscape knowledges. Antarctica - as a site in the breakdown of visibility - casts doubt on
both the facticity and fiction of geographical knowledge. Wilkes' charge of immoral mapping
highlights the conditions under which landscapes are given visibility - cognitively and
optically. The mistaken visibilities of Wilkes, calls forth the doubtful certainty of images and

objects as the traces and remains on which the facticity of knowledge is built, and then in

20 Symmes wrote and lectured tirelessly on Hollow Earth, even though he was considered an indifferent writer and
poor speaker (he suffered from stage fright, which eventually killed him). Despite this, Hollow Earth captured the

popular imagination as an inverted heaven on earth, and still has many followers today.
21 Tyler 1968, 5.

22 Poe actually reviewed Reynold’s Address, on the subject of a surveying and Exploring Expedition to the Pacific
Ocean and the South Seas in the Southern Literary Messenger in January 1837 {in Poe 2002, 188).

? Ses Appendix, “The Earliest Sources” in Herman Melville, Moby-Dick (Harmondsworth: Penguin 1986), 991-
1011.
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Wilkes’ case broken down. The cartographic sketches that Wilkes forwards to Ross, as his
geographic testimony of possession, are sailed over. The diaries and narrative that Wilkes
produces during his court martial, to substantiate his claim in time (prior to D'Urville} and to

the cartographic facticity of his geographical possession, are prised apart by counter claims

and counter narrations. Even the value of the objects from the expedition, were received as a

doubtful accumulation.?*

Wilkes had been meticulous in controlling the knowledge production and accumulation of
narratives and objects from his expedition. In order to restrict counter-narratives, he reduced
the number of scientists included in the expedition from twenty-five to seven, and he
prevented them from examining their specimens below deck. All specimens had to be placed
in his care. And all members of the expedition were to keep journals as part of the
performance of their duties, and to submit them to Wilkes for editorial approval at the end of
the voyage. To counter the charges of ‘immoral mapping’ levied against him, Wilkes
published his Narrative as an official account of the expedition. However, by then the forms
of production that his voyage had given visibility to were already circulating freely. The
pictorial plates of this Narrative formed the basis of Melville’s description of Moby Dick. The
counter narratives of fiction, of Melville’s, Reynolds’s, Symmes’, Cooper’s and
contemporaneously, Poe’s account of Arthur Gordon Pym, made fictitious use of the facts he
had so scrupulously attempted to control. As Ross returned to the site and sailed over Wilkes
Land, doubt was cast on the production of all the geographical knowledge Wilkes had

attempted to secure, and on Wilkes as a curator of that knowledge.

In the strange Antarctic light, Wilkes had seen a superior mirage. The geography that was
visible to him had been displaced through a climatic distancing device of landscape. Whereas
light normally travels in a straight line, when light rays pass through air layers of different
temperatures, they curve towards the cooler air. The rays then enter the eye at a lower angle
than the angle at which the image lies, thus the image is displaced, and so a mirage is
sighted. What was sighted was a phantom displacement of the landscape; an image emitted

off the real through climatic constellations, a form of snow® in the transmission of landscape

information.

24 The original Act of Congress 1844 to establish the Smithsonian Institute stipulated that that the Wilkes’ collection
was to become part of Smithsonian Institute, but Joseph Henry, the first secretary of the Smithsonian was concerned
that “filling a costly building with an indiscriminate collection of objects of curiosity, and giving these in charge to a
set of inactive curators” would dull the research edge of the Institute’s purposes of advancing knowledge. He feared
that the accumulation of materials would swallow space and time. The resulting collection of specimens and objects
were eventually to be the founding objects of the National Museum of Natural History at the Smithsonian Institute.
[Source: Michael Heyman, “Smithsonian Perspectives” in Smithsonian, March 1996).

2 In communication technologies, snow or noise is a description of the interference of the environment of
transmission in the communication of information.
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The breakdown in regimes of the visible casts doubt, making a space for the consideration of
forms of unknowing. At the point of breakdown, the value of considering the counter intuitive

landscapes of the Antarctic is to regard the structure of systems of knowledge that are used to

account for its geography.

In Poe’s literary fiction, and the geographical fiction of Wilkes, we witness the two ends of
knowledge production - as geographical description attempts to close the distance between
narrative and voyage and secure landscape in the traces (Wilkes), art practice opens it up
(Poe). Like Yves Klein's Blue Globe, Poe’s text served as a kind of anti-map to Wilkes’
exploration narrative. Poe’s narrative is in fact punctuated by holes in the text that form the
structure of the hero’s adventure, until finally he disappears into one. His fiction takes the
holes in the text of geographical meaning to its truest narration, as the facts of Wilkes’
geography are productive of a false narration. As the artist Robert Smithson comments, “True
fiction eradicates the false reality”.?® Fiction implies the existence of fragile structures (or
holes) around which our knowledge is formed and rests {as a fleeting testimony). Accepting
knowledge’s slippages (its mirages), calls into question the shadow of knowledge [its
phantom displacement). Wilkes’ knowledge practices (of geography) are his access to the
unknown - Poe’s practices of unknowing are an access to knowledge. It is the mirage that

brings to light, with a false light (rays that enter the eye at acute angles) the unexpected

condition of knowledge.

The Antarctica landscape is a medium of exchange that has the aesthetics of a counter
intuitive landscape. Kim Stanley Robinson described the Antarctic factor as “Murphy’s law to
the power of ten. Things fall apart. The centre cannot hold. Nor the axis spin.””” Much like
Smithson’s spiral jetty, the ‘hole at the pole’ is the site of the loss of centre - it is a form of
open limits. Georges Perec comments, “When nothing arrests our gaze, it carries a very long
way. But if it meets with nothing, it sees only what it meets. Space is what arrests our gaze,
what our sight stumbles over...”?’. In the Antarctic landscape, vision stumbles over some
strange arrests. As Poe navigates to the biggest hole at the pole - the zero point from which
all distance is measured - he finds that space has collapsed in on its axis, “into the embrace of
the cataract, where a chasm threw itself open”.?’ Perec suggests that, “there is nothing

ectoplasmic about space, it has edges, it doesn’t go off in all directions...”*® Yet in some

*¢ Robert Smithson, Slideworks {Italy: Carlo Frua Catalogue, 1997), 80.

% Kim Stanley Robinson, Antarctica (London: HarperCollins, 1997), 176.
2 Perec 1997, 81.
2 poe 2002, 179.

0 perec 1997, 81.
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places it does - so that all directions are edges that collapse into the curvature of the earth. In
this, the geometrics of space can be found in Antarctica, what Poe calls “immeasurable but
still definite distances.”’' To be in the Antarctic is to change space - to clear the familiar

aesthetic sensibilities of orientation, and to accept forms of unknowing as a consequence of

the landscape’s dynamic geography.

e

3N Pos 2002, 7.
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A note on the visual material presented in the text

As a part of the text, the visual material presented in this thesis is displaced, and made to
play in different structures to those in which they were encountered. The tendency of images
to be constantly on the move means that such arresting analysis is already a postscript on
their journeys. Their agency, as | will argue, is fleeting yet historically located - as is the
Antarctic landscape they give geographic description to. The reader will encounter them in a
different form of reproduction, and in a different space of representation. The images will do
their own work, and can be imagined alongside, and sometimes in opposition to the critical
discussion. They are not illustrations. In the context of this thesis these images are employed
to do alternative work, in a different discursive system, which may produce altered relations

between the connotations that have been noted by the critical discussion.

Where | have attempted to conjure the image, to look for its formal qualities, | do this to
elucidate on the connections and historical depth of those forms. This will at times seem
suggestive, and indeed it always is, in the partiality of the images testimony. | recognise what
may be called the openness of the image, or even the potential for cataclysmic
indeterminacy. The intention here is not to confuse, but to acknowledge the silences within
and outside the images that are discussed. The theoretical opportunity that this unsettling of o
fixed approach to the image presents, undermines the authority of such prescriptive
interpretations without setting up alternative truth claims. The approach does not close down
the images borders, but opens them up and facilitates the consideration of different
extrapolations/meetings in the imagination. The visual material available and encountered
during the research of this thesis serves as a testament to its mode of production. Thus, the
inclusion and exclusions encountered are part of my own conceptualisation of Antarctica, and

my critical attempts to know and produce knowledges about it.

The photographs included in this thesis that are my own (and the cameras) belong to an
impossible exchange. | took no photographs for the first three days in Antarctica and then as
the space stabilised (I opened my eyes and it was still there) | engaged with the cameras way
of seeing. In the landscape the photographic frame was a puny screen to a wider vision, yet
where photographs were taken it was to attend to the directions already set forth in the
landscape (through the intervention of being there and others being). As such | make no
claims for them, save that they may hint at certain geographies already at work - like sign
posts - they make a stable horizon in an unstable vision. A lens is a safe place from which to

look, and is a mode of comprehension from the very first. Images open place in other spaces
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as they close down our memory of it, even in the action of ‘taking’ {a photograph]. The
photograph then is an accomplice to the experience and a practice in forms of geographic
knowing. The photographs included here make space more visible by rendering it less so

through the unifying language of photography. In this violence the photograph is the

remainder ot that economy of seeing.



Plate 3
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Part |; Preface

This thesis seeks to address the geo-graphical journeys of Antarctic visual cultures. Part | is a
discussion of the image-geographies that theoretically structure the subsequent geographies in
practice. By attending to the themes and tensions within the possibilities of such a geography,
it will discuss the role of vision and visualising technologies in the production of Antarctic
knowledges. It begins by locating the image in the relations of its production. In order to
situate the geo-politics of the image, the forms of labour that are made available by the
image are discussed. It is argued that the image is the material and imaginative site through
which human and environment interactions are formed, and thus the visual economy is at the
nexus of that politic. As subjects we come into a pre-signified field of vision, and as such |
refer to environment as landscape, to indicate the belatedness which we inhabit these
formations. As Mitchell argues, "landscape is already an artifice in the moment of its
beholding, long before it becomes the subject of pictorial representation”.’ Within this

politics of landscape, the visual forms the site of enunciation, as images order space for

material and imaginative inscription.

It is a complex site, as the image moves through multiple visual fields, and this interplay
between image, imagination and place, forms a fractured geography of discontinuous

realities of place. The dislocation that aesthetic technologies effect is discussed by journeying

through these fragmented spaces of the vision world.

The disjunctive temporalities of media create changed economies of distance and nearness,
reconfiguring both physical and image space. The conflation of these two spaces that are
inflected through the spectre of technology, presents a problem of representation. The
representational problem of mapping the perceptual and corporeal experience of place is
discussed in relation to time and media. It is argued that only by attending to the form and
mobility of the image can there be recognition of its geopolitics - a geopolitics that is
simultaneously a geopoetics.”® As images enact a geo-graphical description of the world,
they form a constellation of possible inhabitations for the subject. As an aesthetic and a
conceptual object, | argue that Antarctica could be considered as a critical intervention in this
geographical description. The argument proceeds by locating Antarctica as a site of
disturbance in the visual economy and in the ordering of western systems of meaning. As an
unstable object, Antarctica is productive of tensions between forms of knowing and

unknowing - where unknowing is characterised by a condition of non-visibility. As an

2w, J. T. Mitchell (Chicago: The University of Chicago Press, 1994), 14.

 For a critical overview of the meanings and practices associated with geopolitics, see G. O. Tuathail, Critical
Geopolitics {London: Routledge, 19946).
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incomplete knowledge project, Antarctica has the potential to call into question the formation
and structure of visual knowledges. The potential of considering disorder is to productively
write against the en-closure of the site, and its arrested development. Acknowledging this
mutability of site through aesthetic events opens place to productive political interventions.

Such interventions ensure that place is not artificially held still and that the mobility of
landscape is acknowledged. Thus, | argue that Antarctica is a productive site in which to

observe this movement (and be moved by it) by considering other geographies of place.



Plate 4
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Part |: Geographies of visual culture: placing the Antarctic image in space and fime

How can an object have a story?2 Well, it can pass from hand to

T hand... or alternatively it can pass from image to image, in
- - which case its story is that of a migration...>

apr

. ! |

Images are now as much a material force in and between
societies as are economic and political forces. Contemporary
visual culture - the combined product of “the media” and a
variety of other spheres of image production - can no longer be
seen as simply “reflecting” or “communicating” the world in

A which we live: it contributes to the making of this world.
" Dun e Individuals and nations act in accordance with beliefs, values,
Em&;&?‘“” RIS and desires that increasingly are formed and informed,
ol inflected and refracted through images...*
Introduction

Antarctica is on television. Shackleton®® sits in a restaurant. He sketches a map of the
Antarctic on the front of his menu and draws a line across it. Cut to the next scene; a sign is
hung above a London office proclaiming ‘The Imperial Trans-Antarctic Expedition’. As a line
is drawn across the blank space of Antarctica, a journey is conceived. The sketch enjoins both
geographical production (Antarctic as tabula rasa, an open space for marking) and poetic
production (a ‘crossing’ of the continent; a ‘first’ line that traverses the unknown) to enable
the possibility of a corporeal journey to Antarctica. The possibility of the geographical
iourney is built upon an imaginative visual culture that cognitively orders space as a surface
for inscription. This inscription has both imaginative and material instances. For example,
sponsors fund the expedition on the promise of exclusive rights to its visual productions, while

today contemporary tourists learn to walk on water ‘in the footsteps of Shackleton’ cruises.

The sketch informs and forms the actual possibilities of journey.

As an audience, we are about to find out that the corresponding geographical space (that
the sketch denotes) is not so easily traversed, either by Shackleton or by the television

production company.” The example epitomises the interplay of representation and the

clearing of an imaginative site for future production.

4 Roland Barthes, “The Metaphor of the Eye”, in Georges Bataille The Story of the Eye trans. J A Underwood
(Harmondsworth: Penguin Books, 1982), 119.

35 Victor Burgin, In/Different Spaces, Place and Memory in Visval Culture (Los Angeles: Univ. of California Press,
1994), 22.

% Channel 4 Shackleton, staring Kenneth Branagh as Shackleton, directed by Charles Sturridge 2002

37 All filming for the production was done in Greenland because of the provisions of the Protocol laws prohibiting the

use of dogs in the Antarctica ond the costs involved in conducting environmental impact assessments for activities in
the Antarctic (required by the Protocol) as well as the logistics of getting to the Antarctic.



21

The form of the journey begins in the image. For Shackleton, representational practice
opened up an imaginary space for a geographical journey that can be re-presented within
the jurisdiction of the Royal Geographical Society (RGS). Thus, the image acts as a
grounding activity for forms of ‘knowing’ and knowledge production. Making space into
image is about making place into a transportable territory (through abstraction) that allows
other forms of imaginative, psychic, scientific, national and political labour to take place.
Whether this is labour against the primordial vastness or against the shifting boundaries ot ice
flows, representational practice can offer a respite, or an arrested place of stability from

which to build meaning, or plan an expedition.

The sketch clears a space in the imagination through visual erasure - a line is drawn across a
continent to cancel a point (the pole). The line draws across a failed ‘first’, attempting to
erase the Norwegian flag from the British geographical imagination. The emptying of space
and its re-inscription betrays both a psychic and political desire; Shackleton’s desire to return
to Antarctica, and British desire to re-inhabit Antarctica in more successful ways {to draw a
route across a map that isn’t a ‘second’). Shackleton’s mark making in the continent is
reanimated and reinvested with meaning by contemporary audiences,’® through their desire
for spaces of representation where heroic journeys can still take place, without the need for
postcolonial revisionism.>” In this thesis, representational practice is the site within which these
negotiations take place {as sketch, map, television drama, tourist brochure, photograph)
opening the imaginary and physical territory of Antarctica to labour. In the opening of

territory, the visual is a site of enunciation in the politics of place.

In the opening of geographical spaces through the image, | argue that there are three distinct
spatial orderings that form the complex geography of the image: the space of Antarctica {as
object and discourse); the space of the image (as object and discourse); and the space of the
viewer (or position as a viewing subject). Within this visual economy, spatial orderings form
and re-form culture to directly effect precise geographic places. Even though all the filming
for the television drama was conducted in Greenland, the interest in Shackleton has been a

major contributor to the rise in Antarctic tourism, with many companies such as Quark,

offering Shackleton-style voyages. As Antarctica is inflected and refracted through images,

there is no direct path of meaning from the image to place, or place to the image, that

*® The race between England and America to produce ‘Shackleton’ was billed A NEW RACE for the South Pole is
underway...” characterising the race between the two actors billed to play Shackleton’s {Kenneth Branagh and
Russell Crow) in what the paper calls ‘South Pole mania’. Vanessa Thorpe The Observer (2 September 2001), 9.

* The lack of indigenous peoples in the Antarctic has meant that ‘heroic’ journeys that were made within, and as a

direct consequence of Imperial impulses have not undergone the same analysis as those made in other inhabited
parts of the world.
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produces its story. Yet media images produce a distinct landscape of affect on geographical

entities.

As Barthes suggests, the story of the object is the story of its migration through images.
Anfarctica is on TV. The object of landscape and the object of the image are one in the same
space. The two conditions of ordering space that occupy the same representational moment
are intractable, yet their politics lie in the push and pull of these relational aesthetics. The
Antarctic of the image is never freed from its other object-hood - that of its material
circumstances (as photography, film, new media). The object-hood of both image and place
is fractured by this simultaneous movement through the spaces of the image and the space of
landscapes matter. Rather than one migration,*’ there are many that occur through different
histories, materialities, media and practices. All of these migrations together form a distinct

yet fractured geography that produces the object of knowledge that is taken as Antarctica.

Considerable physical and historical geographical knowledge has been amassed about

Antarctica,*’ but little research has interrogated the visual and conceptual formation of these
knowledges. This thesis seeks to question the production of these knowledges and map their
politics by addressing the assumptions in the formations and structures of the visval economy
of Antarctica. The limits, and opportunities, of these knowledges are approached by
concentrating on how the boundaries are defined between and among: fields and epistemes
of knowledge; media; modes of visuality; flows of landscape; geographic and non-
geographic frontiers; embodiment and virtuality; and different media technologies. These
knowledges formed at the edges of terrestrial systems are compelling as the terminises of

those systems, but to concentrate on this solely would be to fetishise the reach of those

systems and to ignore the landscape itself.

Further, Antarctica’s defining lack of indigenous peoples means that Antarctic knowledge is
always in negotiation with centres of knowledge remote from the site of experience. Similarly,
few people (relative to human population) have had direct experience of the territory,
making Antarctic knowledge extremely, even quintessentially, mediated. The traversing of
Antarctic space and global space are thus intimately linked from early exploration {’knowing'’
the geographical limits and the shape of Antarctica) to present day activities (making
Antarctica known in global environmental debates). Rather than making another

transportable territory, | have focused on the tensions of that mobility, so that the non-

“ Migration implies the metaphor of a distinct mobility and uncertain destinations, where unknowing is a
characteristic of the journey - it is a process of unfixing fixed locations.

‘1 See C. Fogg, A History of Antarctic Science (Cambridge: Cambridge University Press, 1992).
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transportable, non-visible may also be taken into account. As a landscape that is profoundly
counter-intuitive for human inhabitation, Antarctica is an extraordinary site from which to
consider another kind of visibility, that of the fictions and breakdown within those systems of
vision and visuality. As | propose through the course of this thesis, Antarctica - because of the
disruption that it causes to systems of visibility - offers a site for the profound reconsideration

of the dialectics of seeing.*? This | call an alternative geographical theory of Antarctic light.

Antarctica has been mapped through many different overlapping practices of fieldwork and
remote and imaginative observation, and these practices have received discipline-specific
attention.* As a field of visual culture, there has been no broader synthesis of how these
visual cultures intersect and produce Antarctic knowledges.** Geography has been the
predominant point of departure for Antarctic images, from its imaginative inception by the
Greeks as a spatial balance to the Northern Hemisphere (conceived as part of a global
symmetry), to the voyages of discovery that facilitated its corporeal exploration. Even
Antarctica’s nomination proposes the spatial operation, opposite the bear {(or the Arctic).
Historically, these spatial imaginings of Antarctica have been the basis for all subsequent
aesthetic engagement. Geographically, Antarctic images travel furthest, because an image of
Antarctica is always an image of negotiation with the North, and the distance that lies
between. Jules Verne's character Captain Nemo, upon reaching the South Pole,* unfurls a
flag with a big ‘N’ on it (for ‘Nemo’ the text tells us), but as Verne’s joke recognises, the only
positionality available from that point is towards the North. In this negotiation, the Antarctic
image never remains in place, and is always articulated within the ideological structures of

making itself visible in other places - consequently, the image makes both representational

and geographical journeys.

Simultaneously, “every voyage is the unfolding of a poetic”,* and a movement through
physical or theoretical geographic space. The operation of journeys {or migrations) is a
theme that runs through this thesis. The temporal dimensions of image-journeys create
dynamic geographies that are shot through with many different kinds of time (discovery’s

time, memory’s time, fieldwork’s time, photography’s time, political time, historic time,

‘2 The concept of a dialectics of seeing was used by Walter Benjamin to describe how the act of cognition was a
form collage, of thinking in images. For a discussion of Benjomin’s dialectics see Susan Buck-Morss, Dialectics of
Seeing: Walter Benjamin and the Arcades Project [Cambridge. Mass.: MIT Press, 1991).

“ For a summary of Antarctic publications, see www.arts.utas.edu/efgj/english/representations_of_Antarctica/
01.07.03. and www.antarctic-circle.org/fauno.htm 01.07.03.

4 See William E. Lenz, The Poetics of the Antarctic (New York & London: Garland Publishing, 1995): Stephen Pyne,

The Ice (IWashington: Univ. of Washington,1998): Simpson Housley 1992: Francis Spufford, | may be Some Time
({London: Faber & Faber, 1996).

“In Jules Yerne, 20,000 Leagues under the Sea (New York: Platt & Munk, 1965).

“ Trinh T. Minh-ha “Other than myself/my other self” in Traveller’s Tales, ed. Robertson, Mash Ticker, Bird, Curtis &
Putnam (London: Routledge, 1994), 21.
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modernity’s time, geological time, movie time, ‘real time’) - what | call chronogeographies.
These journeys, travelled from north to south and back to north are potentially destabilising
for the thresholds and boundaries of visual languages, temporalities, and cultural practices
we use to engage with space, “a disturbing yet potentially empowering practice of
difference”.” Theoretically, the geographies explored in this thesis are constituted by the
negotiation of that distance, a voyage to ond from Antarctica. | call these Antarctic
spatialities. The meaning of this production of space, “inflected and refracted through

images”#® is to construct a set of knowledges about, and the object of, Antarctica.

The visual culture of Antarctic spatialities connects geopolitical*® imperatives (the politics of
colonisation, resource management, symbolic inhabitations) with artistic practice and scientific
visualisation. Although these forms of practice are often theoretically isolated (as ‘science’
and ‘art’, which are by no means uniformed disciplines), the particularities of the production
of the image in Antarctica and its reception in forms of popular culture demand a broad
visual culture approach. The visual geographies of the Antarctic image traverse complex
terrains, intersecting the cultural domain and discourse of the practices of science,
exploration, artistic practice, optics and popular culture, and the attendant imaginative and
historic constructions of these cultural forms. This calls for a movement through the image
production of different disciplines, while maintaining a precise historical appreciation of the
differences in practices and representational forms. The production of Antarctic images is
constituted by distinct yet interchangeable practices, namely those of science, exploration,

tourism and the humanities. Across this production run issues of race, gender, sexuality,

nationalism, imperialism and wealth.

Each image is then a territory that summons many other invisible territories into being,

effacing these as it builds upon them as a condition of its production. As de Certeau

comments;

The narrative’s appearance makes the place of its production disappear; it makes this
place its secret, the invisible condition of possibility of its own emergence. All that
remains... are scattered pieces, flotsam and jetsam: a fragmented body.*

4 Minh-ha 1994, 23.
‘® Burgin 1994, 22.

4? Jack Child summarise geopolitics as “the relationship between geography and politics that is, political geography.
In a limited sense, this definition is valid and emphasises the impact that geographical factors have on politics by
creating limits and opportunities for political, social, cultural and economic activities.” Jack Child Antarctica and
South American Geopolitics: Frozen Lebensraum (New York & London: Praeger, 1988), 22. For a fuller discussions
on geopolitics see Klaus Dodds, Geopolitics in Antarctica: Views from the Southern Oceanic Rim (London: John
Wiley,1997) Pink Ice {London: | B Tauris, 2002).

*® Micheal de Certeau, Heterologies, Discourse on the Other, trans. Brian Massumi (Manchester: Manchester Univ.
Press, 1984), 140.
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The ‘flotsam and jetsam’ of images, increasingly fragmented through uneasily reconcilable
spaces of representation (the spaces of Empire and the spaces of the televisual) present a
difficult mapping. The maps that these pieces conjure - with their fragmented indeterminacy -
are multidimensional, bisecting, and ultimately untenable fields of visuality. Yet, the image is
also a territory that displays its modes of production (though secretively) and creates a space
for future production. Thus, the image is already located - by the forms of labour it enables.
The politics of the image are not to be found in a set of relations exterior to the image, but
there within its erasures (visual and imaginative}, and the territories it re-inscribes and those
that it inscribes upon. The placing of the image within this landscape is that which creates the

object of Antarctica in the geopolitical imaginations; as the sum of the imaginative and

material discourses of the image.”’

The geopolitical discourse of the image is generated by knowing as a drive within historical
discourses and epistemes of knowledge. Antarctica, as non-productive landscape (not even
sufficient to support human life) is an anomaly within the drive of Modernity. Often
Antarctica’s spatial appearance is as an exterior representation outside Modernity; often as
a utopian or dystopic projection in a narrative on Modernity’s progress; or as the ‘lirst place’
or the ‘last place’; or as a sacred site of the last great wilderness or as a site of catastrophe
in the narratives of global warming and the ozone hole; or as the gendered other,* the last
virgin continent. Often only by metonymy does Antarctica exist as a possibility, which raises
important questions about how practices produce discourses of otherness and what kinds of
difference they are able to encompass. As a profoundly uncultural space, Antarctica’s
appearance in Modernity’s projection is as a remainder. The difficulties of this projection
provide an opportunity to look at the geographical assumptions that drive Modernity’s
ordering. However, the resilience of imaginative projections of the Antarctic as a site ‘on the
edge’ of geographical systems can also can affect its own erasures. Such an image has very
real usage for the grounding of sites of production in unexhausted territories, such as those
currently ‘explored’ by Southern Ocean fisheries and biotech companies. Consequently,
aesthetic labour must be connected to the boundaries, territories and frontiers of capital. In

this next section, | will therefore explore how Antarctica’s historic ordering in global systems

has produced the specific geopolitical object of Antarctica.

5! Geopolitics as an academic discourse has a tendency to assume its object, and in this sense the object is taken as

: flat form that is rigid and bounded, rather than something constituted by the multiple practices thorough which we
now it.

*2 The first women were included in the National Science Foundation (NSF) Antarctic programme in the 1969-70

season. Today women make up one third of the NSF’s science programme. Three texts examine the role of women in

the Antarctic: Elizabeth Chipman, Women on Ice: A History of Women in the Far South (Melbourne: Melbourne

Univ. Press,1986); Barbara land, The New Explorers: Women in Antarctica ([New York: Dodd, Mead & Comp.,

1981); Esther D Rothblum, Jacqueline S Weinstock, Jessica F Morris eds., Women in the Antarctic {New York &
London: Haworth Press, 1998).
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Problematising the geopolitical ‘object’ of Antarctica

Antarctica’s aesthetic ordering in the contemporary imaginary is embedded in the material
and political practices developing in the region. To elaborate on this further {and highlight
some of the themes that will be developed through the thesis), | will explore Antarctica’s
ordering within modernity’s spatiality to elucidate how Antarctica’s placing has always been
determined by its relation to the north. Rarely has Antarctica been considered as a landscape
that productively disrupts modernity’s projections of meaning on to it. Rather, Antarctica is
frequently positioned as a space in which these projections are disavowed - a space before
and after the fall; a pre-modern space of landscape, and a post-modern space of
catastrophe. This is a temporal spacing driven by the geographical ‘progress’ of modernity
across the globe, where Antarctica is placed as the least accessible and least desirable
geographical continent. There are many more spatialities that can be seen to operate within
this narrative, predominantly concerned with imperialism (and imperial science),® the
performance of certain kinds of masculinities,”® and science as a dominant method of

knowledge production.

From the late 1980s onwards, geopolitical questions about Antarctica were raised by a
Malaysian led United Nations (UN) on the ‘Question of Antarctica’ (first posited by India in
1950s) to discuss overt first world/third world Antarctic relations in the Antarctic Treaty
Consultative Parties (ATCPs). Less overt is how Antarctica is implicated in the politics of
postcolonial states, where national imaginaries of Antarctica are displayed to resolve, or
perform, nation formations. For example, Antarctica plays a significant role in the negotiation
of Australian and New Zealand domestic and international identity politics. Similarly, the
postcolonial states such as Malaysia,” Singapore and India, are currently negotiating the
dilemmas of producing scientific and cultural narratives of Antarctica within a system of

control that is dominated by first world states (AT). Contemporaneously new geopolitical and

economic frontiers are being formed that do not operate firmly within national identities or

3 Imperial science - science that is unretractable from the national interests that are bound up in the motivation,
regulation, and justification for designating Antarctica as, ‘a Continent for Science’.

*4 Gillian Rose genders the pursuit of complete geographical knowledges as masculine and heterosexual, she says
“more importantly for their claims of power through knowledge, they also desire a whole/knowledge of the world.
Geographical knowledge aims to be exhaustive. It assumes that, in principle, the world can be fully known and
understood. Michael Curry has recently described this as geography’s ‘architectonic impulse’: a ‘desire to create an
ordered, hierarchical system... which seeks to refer all sciences to one principle’ Gillian Rose, Feminism and
Geography, The Limits of Geographical Knowledge (Cambridge: Polity Press, 1993), 7.

*> Malaysia and Singapore have both been ‘exploring’ Antarctica through science and through extreme journeys (in
2000 a Singaporean team sponsored by Microsoft tried to walk to the South Pole, and a Malaysian team tried to
skydive onto the Geographical Pole - both these postcolonial journeys ended in failure). While they were

unsuccessful in terms of their aims, they were instrumental in further consolidating the new frontiers of capital by the
use of Antarctic representation as a virtual resource for multinationals.
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the physical geography, those of bioprospecting,®® trans-national corporations; Non-

Governmental Organisations (NGOs); ‘Fifth World':™” tourism; virtual Antarctica; and

Antarctica as an academic resource.

Whether considered as the site of a belated imperial upsurge or, as Sir Vivan Fuchs®® has

suggested, the last place where a certain type of masculinity can be performed, Antarctica’s
placing is directly relational to the industrialised world in environmental and cultural terms.
The inescapable symbolic dimension of practices in Antarctica as a form of production is
contrasted with the relatively useless value of the land in terms of cultivation and

exploitation. Although this balance has shifted since the late 1980s with debates over mining

and contemporaneously with fishing and bioprospecting, and the futurism of Antarctica’s

usage for mineral and oil extraction, tourism or as a virtual resource.

Geopolitically, the power and control of the image in Antarctic politics has been fundamental
to Antarctic governance because it is conducted in sites outside of Antarctica, where the
place is invoked as an abstracted landscape (often to governmental ministers for whom
Antarctica exists only as a conceptual object). Power struggles over the control of image
production mark the politics of any land usage, as “landscapes, whether or not they are
populated, are about land and land use, space, frontiers, boundaries, territories”.”’
However, because of the unequal system of access to the landscape the exchange between
image-makers and audiences are marked by a distinct power imbalance. Issues of access to
Antarctica have been the greatest regulatory control within this politic; access is controlled by

geography, wealth, technology, the ATCPs, gender, discipline and cultural marginality.®

Despite the lack of attention that historically has been paid to aesthetics in Antarctic politics,
the late 1980s debate over the regulation of Antarctic resources - Convention on the
Regulation of Antarctic Mineral Resource Activities (CRAMRA) - intensified its consideration,
and resulted in the protection of Antarctica’s ‘aesthetic valves’ being designated as part of

the environmental governance, in the Protocol on Environmental Protection {Protocol). The

%8 Bioprospecting was one of the key issues discussed at the ATCM in Madrid June 2003.

57 The ‘Fifth World’ is described as “made up of a growing number of people who have loyalties and interests that
transcend political boundaries” and are not arranged in terms of nation state boundaries, in Suter 1991, 127,

58 Antony Nelson, in the preface to Vivian Fuchs book Ice and Men: “Whatever part they played, every individual
has enjoyed the sense of battle with nature, the wonder and beauty of an unknown world, and the achievement of
survival and success. There are few places left today where young men con experience these things - learn the art of
self-reliance. But the Antarctic is one of them.” Vivian Fuchs, Ice and Men {Oswestry: Antony Nelson, 1982), 2.

** Anne Raine “Embodied Geographies: subjectivity and materiality in the work of Ana Mendieta” in Generations
and Geographies ed. Griselda Pollock {London: Routledge, 1996), 230.

% Considered within the spatial explorations of modernist art, the challenges that Antarctica presents to western

representational practice are considerable, despite this it has remained a marginal place located outside the
concerns of contemporary art practice.
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political debate over CRAMRA (that is discussed in Part 11} is the crux of the contemporary
visual ordering debate and its legacy, in the form of the Protocol has been instrumental in
forming Antarctic futures. The geographical journeys that were made in the late 1980s by
NGOs such as Greenpeace, with the specific political agenda to bring back images, enabled
a significant visual re-mapping of Antarctica. The image production of these voyages not only
challenged dominant mythologies of the continent in representational terms, but also bought

Antarctica in from the periphery to the centre of a debate on the politics of human impacts.

Questions of human impact centred, at this stage, primarily on the issue of risk. By introducing
risk as an anxiety (the risk of pollution, the risk of exploitation, the risk of destruction)®' the
NGO campaign, through stark and simplistic imagery firmly brought Antarctica into
modernity’s time frame.®? Ironically, the concept of Antarctica as a site of contemporary
environmental concern was erected upon narratives of a pre-modern wilderness threatened
by the industrial consequences of modernity’s progress. This contemporary debate was a
significant change from imperial-scientific narrative of Antarctica®™ and the autonomy that the
ATCPs had hitherto enjoyed. The subsequent actions by ATCPs can been seen, in part, a
response to the challenges brought to bear on the Antarctic Treaty during this time; a
challenge that was predominantly articulated through the production and management of

geopolitical images of the Antarctic (and continues to be so).

The struggle over the ‘image’ of Antarctica in the popular culture is one of the most
significant, yet unacknowledged political concerns of all the key Antarctic players, from
national Antarctic programmes and NGOs, to tourist operators and Antarctic ‘gateway’
ports, such as Ushuaia and Hobart. Regulated through hierarchies of control and censorship,
the power of reproduction of particular images of A:lturcticu is key to issues of ‘gate keeping’

within Antarctic politics (or what can be called the ordering of Antarctica in the geographic

imagination).

Representation of space and the spaces of representation made available, have real and
lasting effects in terms of ‘rights’ in the governance and use of Antarctic landscape. Since the
abeyance of direct political claims under the AT, the cultural politics of Antarctica are the
primary place of struggle for political articulation; these cultural forms are often seen as
illustrative of other power relations by geopolitical analysis rather than as a political site in

their own right. Thus, there is o great necessity to retain the visibility of these politics within

§ See Ulrich Beck, Risk Society, trans. Mark Ritter {London: Sage, 1992).

‘2 Aesthetic modernisation was the result of the GP journey to, and image making in Antarctica. This visval ‘event’ is
discussed ot length in Part I\,

%3 Antarctica conceived as a ‘frozen laboratory”: a place to extract information from and a place of extreme science.
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seemingly benign cultural forms (such as the Antarctic Artist and Writers programme of the

US, UK, Australia and New Zealand) and to take account of the structures in which they are

embedded.

The political and cultural landscapes of control that order the Antarctic - do so based on a
global visual economy. As a visual field, global discourse prioritises a visibility remote from
the site of experience over a relational landscape aesthetic.’ In doing so, Antarctica
becomes a remainder to global systems - an awkward terminus to a trajectory of meaning -
that accounts for difference only in so much as it registers an extreme point- the “highest,
driest, windiest, coldest...last continent”. In its belatedness to the global scene the potential
disruption that Antarctica might wreak in the visual field has been passed over in tavour of

conformity to global systems. While it might be expected that a cultural geography of the

Antarctic would make an account of Antarctica’s orderings - so as not to repeat an indifferent
projection over place, it is Antarctica’s potential to disorder that offers the possibilities for
considering a reconfiguration of the visudl field. As Barthes asserts, “Why mightn’t there be,
somehow, a new science for each object? A mathesis singularis {and no longer

universalis)2”®® Writing against the closure and indifference of globalising systems of

meaning requires attention to the shifts, instability and flows in Antarctica’s geographies, and

the technologies of arrest that crystalise them.

This precarious and shifting mapping is a representational uncertainty at a narrative level of

visual languages, and that of its writing. It is to this issue that | turn next, in order to clarify the

forms of writing that characterise this shifting Antarctic terrain.

Looking back in/at Antarctica: bodies of memory, landscapes of images

The imposition of place is its afterimage.

A mark of presence - like looking too long at the sun - the impossible image bleached into
the synapses of vision.

Its geography is what remains of seeing.

Unyielding to reproduction, it finds no double in the representational order.

A haunting - an unstable memory beckons, only to find no other referent.

Searched for - so that it might be found again, and its solicitousness brought to order - it is
lost to time, empting the image of everything save absence. A blind spot in vision.

The afterimage is historical - small and compelling.

Out of the corner of the eye, like desire, it winks. A direct view, that is no longer visible.
Do we imagine we continue to see, out of desire?

44 Nicholas Bourriand, Relational Aesthetics {Paris: Les Presse du Reel, 2002) describes relational aesthetics as a
sociable art that is about promoting conversation, where the artist seeks to examine the relations that the work will
create among the public. He cites small-scale experimental interventions in the relational sphere that offer hope of

interstices in capitalism. It is work that no longer attempts utopian solutions, but makes little angelic gestures to re-
stitch the relational fabric.

4 Barthes 2000, 8.
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A series of landscape events, nominated Antarctic is the residue of this sight.

The traces lead back through corporeal sensation, optical experience, to a sentient being.
Landscape viewed from various positions.

Shifting.

Reconfiguring,

the space outside turns itself inside.

The imposition of place challenges the possibilities of how we inhabit space.®

The journey between the image of place and the marking on and in the memory of the body
is landscape’s starting point - an illumination. | begin with an image in order to open up the
theoretical discussions of geographies of the visual and to consider the different registers

through which such geographies pass. Image is experience, and memory, and object, and

each has a material register; of matter, bodies, paper, film, and canvas.

The tidy geographies of real and imagined images do not account for how images are
simultaneously a mental location as well as a physical one. The image is this apprehension of
form - this visual perception is crucial to both material existence and to the imagination. To
perceive is to be, but the reverse is also true: to be perceived is to be; the perception of A by
B brings A into existence. And if to be perceived is to be, then also to be imagined (to be
seen in the mind’s eye) is to be. Landscape exists at this material and imaginative register of
perception. | touch matter and so | grasp an image of it, | also have an image of matter that
my fingers have grasped, that remains in the mind’s eye. An image can be thought of as the
imaginary resolution of real contradictions between the lost and invoked landscape. The
presence that is absent indicates an assemblage of seeing. The image provides a safe space
from which to look, as representational space (in both the psychic and material order) is the
space of man’s signature, and thus can propose what Barthes calls, “a world without fear”;

the image as a “fraternal product”.*’ In form, exists the possibility of an inhabitation.

The afterimage has no double, yet it seeks a ‘likeness’, to pull other images into its own
economy. Images pull at each other, as we seem to remember places we have not seen and
are unaccountably drawn to images that give form to what we cannot on our own make
visible. At times the difference between the visual economies of the imagination and the
material can be quite marked, but a connecting thread runs between them, as is evidenced
by the historical movement of the etymology of aesthetics.®® Aesthetics have been conceived

theoretically as both a historical process and as a physiological one. As Susan Buck-Morss

¢ Author's Field Notes, 1999/2000.

¢7 Roland Barthes “The Plates of the Encyclopaedia” in New Critical Essays Trans. Richard Howard (Los Angeles:
Univ. of California Press, 1990 {1972)), 28.

“® For a brief discussion on this see Susan Buck-Morss’ discussion on “Aesthetics and Anoesthstics: Walter Benjamin’s
Artwork Essay Reconsidered” in October, The Second Decade, 1986-1996 ed. Krauss et ol. {Cambridge. Mass.:
MIT Press, 1997}, 379. And Terry Eagleton, Ideclogy of the Aesthefic {Oxford: Blackwell, 1990).
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comments, it is a concept that, “bounces like a ball among philosophical positions”.*” The

‘push and pull’ of this relationship between aesthetic identification and non-identification is

not linear, but a dialectic.

As Barthes comments, what is interesting is the movement - “the analysis of codes perhaps
allows an easier and surer historical definition of society than the analysis of signifieds...”.”
He urges that we do better to take stock of how things are made to signify rather than to look
directly to the “ideological contents of our age...””"' In respect of Benjomin’s seminal essay,
Barthes asserts that the networks that animate the image are the arbiter of culture’s work;

that which makes of an inert object a language and which transforms the unculture of

a ‘mechanical’ art into the most social of institutions.”?

He argues that it is the support of the imaginative that gives mobility to the image; without this

identification, the image is no more than the sum of its material circumstances.

The subject is the primary site of the formation of social relations through vision and a
discussion of vision in the formation of subjectivities is essential to place the image within the
social and cultural relations that animate it. It is therefore necessary to discuss how
subjectivities are formed through the visual, and what the implications there are for
subjectivities formed through the differing spaces of visual technologies. To do this, | will turn
to the much-quoted story of a sardine can that Lacan encounters whilst out at sea, as this

provides a departure point for the thematic discussion of vision and visuality.

The story in short: Lacan, on a boat ot sea, sees among the flotsam a sardine can, and one of
the fishermen says, ‘You see that can? Do you see it? Well, it doesn’t see you!l’ Lacan is
perturbed by this logic, because he reckons on a world that does look back on the perceiver.
The example of the can is attractive because it immediately assumes the form of a complex
image: a dynamic of vision between the can, the reader, Lacan, the academy and the
language of signification and subjectivity (la can/Lacan). As Martin Jay argues, “it helps us
understand the complexities of a visual register which is not planimetric but which has all the
complicated scenes that are not reducible to any one coherent space”.”® Taking Lacan’s can
as a starting point, | suggest that an Antarctica gaze could be theorised as located within an

expanded field of vision that could potentially destabilise the socialised gaze that Lacan

“ Buck-Morss 1997, 379.

:‘: Roland Barthes “The Photographic Message” in Image, Music, Text {London: Fontana, 1977), 31.
Ibid.

2 |bid.

73 M}::rti: Jay, “Scopic regimes of Modernity” in Vision And Visuality ed. Hal Foster (New York: The New Press,
1988), 84.
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conceives of. | argue that the physiological and conceptual peculiarities of the Antarctic

landscape unsettle a socialised gaze, thereby effecting a de-centring of the subject position.

The conditions of the Antarctic environs are such that they provide a clearing from which to

question the power relations embedded in visual formations of the subject. And through this

nid

“visual disturbance”’” the signification process that socialises vision reveals its operation. The

repeated and wiltul rejection of the sensory information on and in the body, in particular on
the eye as the sight/site of vision, in favour of a homogenising and legible formation of space
demonstrates the seduction of the organising structures of western vision. Revisiting Lacan’s
reading of the sardine can’s ‘looking back’ | suggest is a way of thinking about how to map
the event of the image. It is another way of saying that, “All landscapes ask the same

question: ‘l am watching you - are you watching yourself in me?'””>

Bryson summaries Lacan’s position,

Lacan’s account depends, not on the irruption of another personal viewer but the
irruption, in the visual field, of the Signifier. When | look, what | see is not simply light
but intelligible form: the rays of light are caught in a rets, a network of meanings, in
the same way the flotsam is caught in the net of the fisherman. For human beings
collectively to orchestrate their visual experience together it is required that each
submit his or her retinal experience to the socially agreed description(s) of an
intelligible world. Vision is socialised, and thereafter deviation from this social
construction of visual reality con be measured and named, variously, as hallucination,
misrecognition, or “visual disturbance.” Between the subject and the world is inserted
the entire sum of discourses which make visuality different from vision, the notion of
unmediated visval experience. Between retina and world is inserted a screen of signs,
a screen consisting of all the multiple discourses on vision built into the social area.”

So why does the sardine can look back? Because it is embedded in a network of meaning
that exist before and beyond Lacan’s looking. It looks back because it is already a priori a
signifier; it represents even before Lacan’s look gives it representation. As Baudrillard might
say, it screams for attention. It is, as he would have it, already a photograph, or in Lacan’s
case, already a signifier. So, what of the subject’s looking in Antarctica?

Place the subject in Anfarctica on the polar plateau.
The sun goes round in circles.
Distance (and thus a sense of location) collapses into unreadable space.

Time has dissolved into this constant circling around an undifferentiated horizontality.
The horizon has no end or beginning.

Its edges recede to enclose the subject in formlessness.

Punctured by optical illusions, phantom visual disturbances, the light disturbs as it illuminates.

The intensity of the light reflected off the ice burns the unprotected retina, searing blind spots
onto the organ of vision.

74 Norman Bryson, “The Gaze in the Expanded Field” in Foster 1988, 91.

75 Lawrence Durrell in Lucy R Lippard’s Tourism, Art and Place (New York: The New Press, 1999), 15.
76 Bryson 1988, 91.
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Sensually the body is invaded at a cellular level, each breath dries and threatens to freeze
the lungs. The skin is robed of its moisture. The body is in a state of constant dehydration.
Wounds re-open, and life is unsustainable without support from elsewhere.

Here, is the constant threat of physical and psychic fragmentation as a condition of
landscape.”

In short, Antarctica offers the strangest and most exhilarating dislocation from any socialised
aesthetic orientation in landscape. In contrast to the bodies positioning on the threshold of
disintegration, the aesthetic environment is resplendently whole, without a single bisecting
verticality. Antarctica is predominantly a landscape composed of variations on one element
(frozen water) and ablated by katabatic winds that conspire to remove all attempts at visual
or conceptual footholds. Biological barren, Antarctica is a place of constant and unremitting
visual and bodily erasure: whiteout. It has no likeness. In this Antarctica can be thought of as
a visual disturbance that inverts the normative inhabitations of, what Martin Jay calls the

scopic regimes of modernity - a regime that Walter Benjamin considered to be shocking to the

subject.

Benjamin characterises modernity and its assault on the aesthetic faculty as being about
shock, and the protection of the organism from shock. Starting from the Freudian notion of
the unconscious as a protective shield against ‘excessive energies’, Benjamin writes, “the
technological altered environment exposes human sensorium to physical shocks that have
their counter part in psychic shocks”.” Benjamin in his Artwork essay’” described the process
of modernisation as one of sensory alienation effected through the flooding of the senses,
which causes numbness that is relieved through the illusion of technological stimuli of
phantasmagoria.*® Benjamin followed Freud’s location of subjectivity on the body’s surface,
which thus urges a consideration of aesthetics {as a science of perception) as fundamental to
the experience of subjectivity. Benjamin argued that the mechanics of the machine have their
psychic counter-part in the “sectioning of time”, the throb of repetition without development.
This socialised process(-ing) causes, what Benjamin calls a “protective eye”, where
perception is deadened by the need to protect the organism from the constant shocks of
technology. Through over-stimulation - numbed to alleviate its violence to the senses - we are

collectively, Benjamin argues, “cheated out of experience”.’’ We “see too much - and

77 Author’s Field notes 1999/2000.

78 Buck-Morss 1997, 388.

? Walter Benjamin, “The Work of Art in the Age of Mechanical Reproduction” in Illuminations ed. Hannah Arendt,
(New York: Schocken Books, 1949)

% “Phatasmagorias are a technoaesthetics. The perceptions they provide are “real” enough- their impact upon the
senses and nerves is still “natural” trom a neurophysical point of view. But their social function is in case
compensatory.” (Buck-Morss 1997, 394.). Marx used the word to describe the commadity world and its veiling of

the traces of the production process through its mere ‘visible presence’ that encourages the contemplation of it as o
thing apart, open to the investment of subjective desires.

8! Benjamin 1969, 137.



34

register nothing”.*” The themes of this experience of modernity, according to Benjamin are

fragmentation; too much to see, causing the repression of memory, which is fractured through

the prism of technological illusion.

Benjamin’s modern subject is caught between the

repetitive fragmented moments of technology’s

spectre, respondent only to fragmented aesthetic

experience, deadened by the need for self protection

- aesthetically, and thus psychically cauterised. As Buck-Morss comments,

Thus, the simultaneity of over stimulation and numbness is characteristic of the new

synaesthetic organisation as anaesthetics. The dialectical reversal, whereby aesthetics
change from a cognitive mode of being “in touch” with reality to a way of blocking

out reality, destroys the human organism’s power to respond politically even when
self-preservation is at stake...”

If the phantasmagoric visual experience is productive of a fragmented psychic experience, it
is also productive of a fragmented experience of place. The implication of fragmentation for
a relationship to place, the production we seek of it, and the construction of subjectivities in

relation to place, is key to the meanings we ascribe to the futurism of place, as a

geographical entity. As Jameson argues, the subject is inserted into “a multi dimensional set
of radically discontinuous realities, in which the truth of experience no longer coincides with

the place of experience.”® Visual experience and experience of place are severed -

alienated from one another.

To get at this form of alienation, let me return to Lacan’s can. In a Lacanian view, the screen
is constituted by a mesh of cultural meaning and discourses: a screen that, if we accept
Benjamin’s account of modernity’s subject, is a screen of alienation. The numbing of aesthetic
sensibilities becomes a condition of orientating oneself in the world of modernity. And as
Benjamin has argued, the physical shocks of modernity have a psychic counterpart in the
experience of subjectivity. However, Benjamin’s alienated subject does not have an original
unalienated condition, so visibility of this alienation is productive of recognition, and thus
provides a potential field of action.®” Returning to the polar plateau, | want use the

extraordinary physical conditions of the Antarctic to think about the radical potential of

52 Buck-Morss 1997, 390.

% Ibid.

* Frederic Jameson “Cogpnitive Mapping” in Marxism and Interpretation of Culture, ed. Nelson, C. and Grossberg,
l. (Urbana: Univ. of lllinois Press, 1988), 351.

* Film in Benjamin’s account offers the capacity to level technology’s bungled reception, by moving the subject

towards a self-reflexive sensory engagement (the importance of film, for Benjamin is that it addresses a collective
subjectivity).
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loosening Lacan’s screen. The physical experience may be more like, what Barthes calls, the

experience of a punctum in the visual field.

Barthes describes Punctum as the element in the photograph that pricks or wounds the
viewer, like a tear or hook that allows the subject into an image, thus disrupting its logic as o
material and structural object. Punctum is not a socialised/mass memory, such as that of
Antarctica as the site of the ozone hole, but it is what Barthes sees as a subject (that which is
not socialised) and others don’t see. And so, punctum is a way of forging identity, by being
wounded by the image, thereby overcoming the anaesthetics of an alienating collective
vision. He extends the social to the individual, by focusing on the small overlooked detail that

triggers memory and allows the viewer to appropriate the image for her/himself. “The

punctum, then is, a kind of subtle beyond” writes Barthes “...as if the image launched desire

beyond what it permits us to see”.*®

To make a claim for a continent, as a remainder {‘a subtle beyond’) in globalising systems -
that offers an occasion for the de-socialisation of seeing, through an epistemological tear in
the fabric of a socialised visuality - is not what Barthes conceives of. Although punctum is not
a socialised address, it does suggest a futurism based on an uncanny accumulation in a
technologically based optical unconscious. In his search for the subject’s visual field within
technology, Barthes looks to the emotional configurations that beckon him as a viewer. His
search is for the punctures in the socialised visual field, orientated by an emotional response
to a tear in the aesthetic register. By exploring it as a wound he opens the dialectic of the
image within the subject to an aesthetic register informed by the subject’s own unique
experience. However, could this emotional leading that punctures the socialised field of
vision be the basis for considering the reconfiguration of socialised vision in other spaces?
Those spaces that extend beyond the individual, that nonetheless puncture the socialised

aesthetic configurations, such as may be found in the physical and psychic excesses of an

unintvitive landscape, such as Antarctica?

Barthes says, on the one side there are the images of “unconcern, shifting, noise, the
inessential (even if | am abusively deafened by it), on the other the burning, the wounded.”®’
The path between the two sets of photographs form the basis of Barthes Camera Lucida and
reveals the structural configurations of both; the identification and non-identification with the
image and the spaces of inhabitation that this affords. It is the “disturbance” for Barthes that

breaks through the logic of configuration that marks the noise and abusively deafening effect

% Barthes 2000, 59.
*7 Ibid., 98.
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of the socialised aesthetic (that threatens Benjamin’s subject and the Barthes ‘private life’). So
the ‘disturbance’ rescues the subject from the deadening of anaesthetic that is the effect of the

reproductive capacity of the machine, and in this act, the disturbance rescues the

fragmentation of the subject’s psychic relation to the world around.

Benjamin demands that the only way to restore humanity to the alienated subject is to undo
the alienation of the corporeal sensorium, to restore the instinctual power of the human

bodily senses for the sake of humanity’s self preservation, and to do this, not by avoiding the

new technologies, but by passing through them.®®

If subjectivity (and mass subjectivity as its ideological and aesthetic form) is rendered as an
effect of technology, it does not allow us, as Benjamin urges vs, to pass through it, instead it
confines and traps us. Captive within its dimensions, and its imagined forms of subjectivity, the
tortured subject is unable to locate in opposition to these forms, unable to respond as
Benjamin asserted politically to that which threatens to the point of destruction (the
implication of this to place will be discussed in Part Il). As Buck-Morss comments, the “sensory
addiction to a compensatory reality becomes a means of social control”® that threatens to

crush, for pleasure (see discussion in Part }l on the aesthetics of destruction) Benjamin’s “tiny,
n 90

fragile human body”.

In the “great mirror” of technology, the image that returns is displaced, reflected onto
a different plane, where one sees oneself as a physical body divorced from sensory
vulnerability - a statistical body, the behaviour of which can be calculated; a
performing body, actions of which can be measured up against the “norm”; a virtual
body, one that can endure the shocks of modernity without pain. As Jiinger writes: “It
almost seems as if the human being possessed a striving to create a space in which

pain... can be regarded as an illusion”*’
The perpetuation of violence exacted against the subject in Benjamin’s imaginary, calls for us
to recognise the structures we inhabit - the form and shape of our images - in order that we

make efforts to pass through them. And, that we understand how desire is routed through the

image.

As the image offers other worlds for us to live in (spaces of imaginative inhabitation) it leads
desire, in so much as we go looking for these places. This is the dialectical relation that is part
of a consideration of how we make our passings through the ways in which we are placed by

visual technologies and as viewing subjects. Through an understanding of the inhabitations

® Buck-Morss 1997, 377.
* Ibid., 395.

" Benjamin 19469, 84.

" Buck-Morss 1997, 405.
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that images leads us into, and how our own desires lead our searching, a form of passing

may be possible.

Antarctica: the visual rupture

Antarctica offers a double blinding - the surrounding of whiteout and the condensation of
distance in the rarefied atmosphere. In the visual economy, the image makes its object -
Antarctica - but it also fails to do so. Time and space evaporate into the landscape, as
Antarctic processes seem to affect a terrestrial slippage - a slippage in the temporal
processes that has made Antarctica the testing site for extra-terrestrial rehearsals. As the
image fixes, vision slips. There is no mimetic reproduction in the representational order that
has any sympathy with the Antarctic landscape - every cultural practice of visualisation that
makes the Antarctic object has been developed in relation to other social experiences. For
example, the material and visual form of the photograph is the product of its mechanical
reproduction. it is a perfect form to mimetically reproduce modernity’s vertical impulses and
fractured spaces of arrest, but it makes a line of the circle of the horizon. A photograph
makes the dome of the plateau (all 13,800.00km? and 0.2x10"tons of it} into a flat white
block. Temporally, Antarctic processes are slow unlike the camera’s lack of duration. Yet, the
discovery of Antarctica is marked by the discovery of photography, and so it is one of the
most crucial sites in a relational aesthetics of the Antarctic. This tension signals the limits and

opportunities of representational practices to the comprehension of Antarctic spatialities.

The disturbance of Antarctica’s cultural otherness {its lack of an indigenous population, the
corporeal dislocation and subject disorientation) locates it as a product of modernity’s
signature but also ot the point that threatens to reveal its limitations through an aesthetic and
epistemological disruption. My argument is that Antarctica offers the experience of an
aesthetic sensory awakening at both an optical and cognitive level {albeit an experience itself
embedded in the experience of modernity, and thus positioned in relation to it). Thinking
back to Lacan’s socialising screen of visual discourses, if that screen offers an uncomfortable
signification for what is seen, then the disturbance of the socialisation of sight is possible. As
the social reproduction of vision is located within the signifying systems, the historical
meanings ascribed to Antarctica are the basis of the increasing attempts at knowing the
Antarctic. Yet, there are significant factors that thwart this process, primarily this knowing has
been hampered by the expediency exhibited in this relation; an inability of Western
knowledge systems to address the limits of knowledge and a dependency on knowledge

systems that do not recognise difference (or respond to this challenge through over
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compensation in representation). Therefore, in Part lll, | will show how this is both a result of
the structures of production and difficulties in resolving imaginative and aesthetic complexities
of Antarctic tields. In these fields it is argued that signifying practice sees a break from
representational likeness - a relational aesthetic - because all representational practices
have been developed in relation to other visual terrains. Thus the signified and signifier have
a disrupted dialectic relationship, and this threatens the operation of signification. And,
although creative practice is mutable, intelligibility demands that the communication strategies
of production are such that the risk of straying into a realm of un-translatability of sensorial

experience is minimal. It is just this task that Benjamin demands as the only way to restore a

productive aesthetic experience to the alienated subject.

Often, Antarctica as a silence in the operation of signification is exchanged for the extreme
point in cultural discourse, that is the edge of, but not a disruption of modernist narratives (the
coldest, highest, windiest, last place, etc.). The desire for a transportable image of Antarctica
ascribes to the normalising of the Antarctic object, and thus its strategies of production are
aligned towards this goal. Only by a significant rethinking of the ideological and governing
structures of production of Antarctic visual cultures - particularly those of the Artist and

Writers Programmes (discussed in Part lll) - could Antarctic silences be productively

addressed through a relational aesthetic.

At this point, the possibility of Antarctic aesthetic ruptures become crucial: what are the
possibilities for unknowing if no adequate discourse exists within the social arena to provide
a screen from Antarctica’s look? Physically a screen can be a prosthetic domestication of
sight, such as eye protection, a camera lens, and a cognitive arrangement that makes the
landscape into a geographic form. What if these temporal physical screens are loosened?
Can we look, for a moment, and be looked at in the realm that threatens to expose the

social? When the boundaries of an adequate social mesh of discourses are so thin, how can

this tell us something about our looking? Bryson argues that,

Everything | see is orchestrated with a cultural production of seeing that exists

independently of my life and outside it: my individual discoveries, the findings of my

eye as it probes through the world, come to unfold in terms not of my making, and
indifferent to my mortality.”

Although | would argue that the indifference that Bryson proposes is a little more mutable,
and the threshold of the social is a membrane that is both constituting and constitutive, it is
this embedded-ness in the cultural production of seeing that is significant in passing through it.

The terms of visuality exist a priori and are temporally relational, so my ‘individual

"2 Bryson 1988, 92.
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discoveries’ are never alone, they are comforted everywhere by the reduced, familiar,
domesticated signs. The image of Antarctica is divided; the homogeneity of the image, intact,
brings the Antarctica into view as unproblematic and as representable, while corporeal

sensation refutes these frames of reference that propose a world signified without difference.

As a geographical and conceptual site/sight, the Antarctic offers a site to see those signifying
practices as un-embedded {laid over a landscape that ‘speaks’/signifies in un-cultural ways)
and often unconcealed (because of the lack of alternative imaginings from indigenous
peoples). Whether in Antarctica or London, if the formation of vision is brought to light - then
the power and symbolic relations within the visual field may also be taken into account. Part
of this accountability is the reminder Antarctica provides for re-thinking beyond the structures
of humanist relations to place. The inhabitation that the rest of the globe alfords humans is
denied in the Antarctic (life is unsustainable without resources from outside/the lack of

conceptual purchase} and this raises important questions about the inhabitations that we

expect in the world, in place, the image, and knowledge.

The creative potential for recognising forms of unknowing is an aesthetic opportunity,
simultaneously of the landscape and the image. The architecture of the Antarctic imaginary
forms an intersecting geography of place and image that depend on one another for
meaning. These extremes of geographical distance and imaginary otherness are held in a
tension that negotiates presence and absence: Antarctica as imaginatively conjured and
Antarctica as unassailable. The Antarctic image is located within those intersecting networks
and discourses of speaking to, and the limits of speaking to difference. Jacque Derrida™
argued that attempts to theorise meaning in the image (as art object} fell into two camps,
either determined in the object or determined outside the object. He claimed that we will
never approach meaning if we work within these frames and do not acknowledge that
meaning has already been established by the frame within which we come to the object - the

entire sum of intersecting discourses, institutions and knowledges that not only mediate our

looking but are part of the object we perceive.

Akin to Lacan’s concept of rets - the network of meanings - the art object is caught like
flotsam in the net of the fisherman, just as it is caught in the net of Lacan’s socialised seeing,

as signified. The tale of the sardine can suggests an allegorical method, a way of visualising

meaning that is caught in the likeness of another set of images. The oscillation of these

intersecting visual fields and the lack of stability they present (the can that ‘bobs’ in the seq,

73 See Jacques Derrida. On Grammatology. Trans. G. C. Spivak. (John Hopkins Univ. Press: Baltimore, 1974), 15-
16.
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catching the light and alerting Lacan to the internalisation of the gaze of the other) reminds
us, as Lacan is reminded, that meaning is held in a network that prefigures our observation.
Thus, the object operates in a dichotomy - what is considered exterior is productive of it and
so is inherent 1o it - the very stuff of which it is made. The impurity of boundaries between the

material edges and the immaterial vision that makes the object ‘look back’ constructs both the

object and its networks of intersecting meanings.

It is not enough to trace a work of art through its networks or its spatialities (historical or
otherwise), because these networks are dynamically constituted, as is the image, constituted
by memory’s work (the effect of time and representation). The visual net that Lacan suggests
can be helpful as an allegorical approach to account for the image at particular junctures of
time. Essentially, Lacan’s network of meaning catches and is caught in time. It embraces the
winking of the can as a relational disruption in the field of vision and in the shifting positions

that locate, and that Lacan is located by. These movements are the products of that vision.

Locating Antarctic spatidlities in visual economies of the image

The politics of location and the theorisation of spectatorship, which owes much to the work of
Derrida and the post-structuralist school can broadly be seen as, what is now called a visual
culture approach to vision and visuality. Visual culture, Irit Rogoff suggests, is defined as an
arena differentiated from film and art histories because “it signals an understanding that
conceptualizations of ‘other’ or of ‘value’ form part of the field of inquiry rather than being
added as categories to interrogate and revise the status of existing corpuses of historical
materials”.”* Rogoff suggests that an analytical approach demands that the structures that
produce knowledges are equally as sustaining of the ‘knowledge’ as the particular ‘subject’ it
identifies - what might be called an embodied knowledge production. This requires us to go
beyond the ‘object’ (if ever-such object-hood can be assumed as stable) to the structures of
support, the modes of signification it is embedded in, and the located and locating
subjectivities that are realised through vision. This process, Rogoff suggests, is “increasingly
tempered by the slippages between the ever-eroding boundaries of exclusive object-hood
and coherent subjecthood”;” as Lacan’s play on words in his story of La-can demonstrates.
Moreover, this suggests a porousness of object/subject boundaries. The can, like Lacan’s
located gaze and the gaze of the other that he is located by, is as productive of subjectivity
as the subjects themselves are (the two are conflated in Lacan’s joke). Moreover, it must

wink, and thus must be acknowledged to be relationally performative to signification and

subjectivity. Spatially the performance of this looking and looked back-at-ness is organised

" Irit Rogoff, Terra Infirma, Geography's Visval Culture {London: Routledge, 2000),18.
" 1bid.,18.
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around the gaze. As Pile and Thrift summarise, it is both locating; sight as a beckoning and
pleasure of desire; and a location, a site in which we are placed by this desire.

our analytical gaze must notice site/sight are orientated in each exchange of glances
through lines of meaning and power, which can be specified in the hall of mirrors of
the look... Each dimension of seeing invokes differently a different kind of space
between the person who looks and the object that looks back: there is a position,
distance and an orientation to the look, which specifies a particular space of meaning
and power: this space is neither isolated nor abstract; this space both contains and
refuses an infinite number of invocations of meaning and power; this space is

constitutive of the visual practice, it is staging and integrating the lines of power and

meaning between the look and the look-back.”
This proposes a strategic visual culture, “a social production of space and the restless
formation and reformation of geographical landscapes; social beings actively emplaced in
space and time in an explicitly historical and geographical contextualisation”,”” through and
by vision (the signification and structures of representation and viewing subject positions). The
idea of a gaze and being gazed upon, whether by others or by other non-human forms, is a
problematic at the heart of the debate about the operation of the visual in forming
subjectivities (centred around Laura Mulvey’s provocative 1975 essay).”® Although it is not
something | will discuss at length here, it is important to note that the theory of the gaze as a
structure of understanding vision, is highly debated as it privileges a theoretical construct of
vision over an optical one. Rather, | want to keep an idea of sites/sights of vision in mind in
order to address other ways we might think about the structures of the visual. Brennan’s work
argues against a notion of the gaze, (following Martin Jay’s lead, then diverging from it);

At the beginning of his Downcast Eyes, Jay suggests that some physiological
explanation of human visual experience needs to sit alongside the culturalist one...

Jay opts for the more modulated view, which cllows for some physiological
explanation of vision within a cultural one.”

Brennan suggests that these conflicts become particularly acute with a notion of the gaze; an
immaterial, symbolic function, or metaphorical notion that is not paralleled by a significant

physiological counterpart, as the eye receives light rather than gives it out as was once

thought,

it | am right the distinction between a receptive and a constructed vision {active and
passive) is the source of all disruption of received views. It is the condition of

pluralities. But it is a condition that depends on the existence of things that are
beyond our control.'®

* Steve Pile & Nigel Thrift, Mapping the Subject {London: Routledge, 1995}, 46.
" Edward Soja, Postmodern Geographies (London: Verso, 1997), 2.

" Laura Mulvey, *Visual pleasure and Narrative Cinema” in Laura Mulvey Visual and Other Pleasures {London:
Macmillian, 1989),14-26.

:’mTeresn Brennan in Vision in Context ed. Martin Jay & Teresa Brennan {London: Routledge, 1994), 219.
Ibid., 288.
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The importance of this point that is rarely registered in images of the Antarctic {by framings
that domesticate the usual conditions of Antarctic space) is the physiological effect of looking
in the Antarctic - the effect of a specific light. This looking adds another layer of synthesis to
Lefebvre’s two spaces of the social and psychic in one time. Such are the material conditions
in Antarctica that one might make a case for the inversion of the gaze as both a metaphorical
(as Lacan and Sartre do)'®' and physiological operation. The reflectivity of the ice (especially
on the polar plateau) is akin to looking upon the sun, the light is so penetrating that the retina
can be burnt in the process. Jonathan Crary notes that a great many pioneers of visual

concepts destroyed part of their retinas in the process of their formulations of theories of

vision. They sacrificed their sight for a site from which to think about the visual.'%?

Antarctica is literally a place where it is unsafe to look for long in an unprotected manner.
The inscribing effect of light in the Antarctic on the organ of sight, and the visual phenomena
re-order the logic and expectations of seeing, to actively denigrate vision. A metaphoric gaze
laid on the surface of Antarctica is reflected back with an intensity that obscures and even
prevents looking. If the subject on the polar plateau looks, she or he is doubly looked upon -
it is a physical effect that is hard to circumvent, and any attempt to do so must be viewed as
the employment of a cultural conditioning so strong that it is willing to neglect all evidence to
the contrary. By registering the physical and perceptual arrest of this blinding vision, the
embodiment of visual culture can be accounted for - rather than viewing it as a set of
practices that is removed from our inhabitations. This argument expands the visual economy

to something that accounts for the embodiment and the intensity of ruptures in visual regimes.

I we are to consider approaching Antarctic difference, there must be a consideration of how
physiological differing visions within place are superseded by cultural and psychic necessity -
to maintain control over vision’s arrest and not to become disorganised by it. To keep the
physiological and cultural in tension prompts a detailed examination of the processes and
ordering of the visual through fieldwork, and its structures and epistemes. One way of
thinking about this, is again to move away from a consideration of the image as text, but as
embedded in the process of vision, and thus as an instance of its affect. Thus, | argue how the
effect of vision is an arrest that is an instance of embodiment - that affects the kinds of
inhabitations we can make in places - psychologically, physically and as Benjamin suggested,
historically (conceived through the arrest of images). Extending consideration of the

embodiment of vision to the Antarctic - where the arresting visions are inflected through

19! See Jacque Lacan, The Four Fundamental Concepts of Psycho-analysis {(New York: Univ. of New York Press,

1995 (1973)) and Jean Paul Sartre, Being and Nothingness: An Essay on Phenomenological Ontology (London:
Routledge, 1943)

192 Jonathan Crary in “Modernizing Vision” in Foster 1988, 34.
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Antarctic light - the hallucinogenic quality of looking questions seeing as productive of a
stable external reality and a stable subject/object-hood. In the porousness of this exchange,
the autonomy of visual regimes is shaken into realising other forms of ordering, that exist in

excess of vision as a controlling form of arrest.

The landscape’s look back highlights how vision is at the threshold of control - where
auvtonomy is either assumed or relinquished {to account for our looking). Antarctica’s intense
return of light, and the scale of the landscape that cannot be incorporated into a human
centred field of vision, challenge an assumed autonomy and unity of vision (such as the gaze
suggests). In this challenge resides a potential ethics of cultural interaction with landscape -
whereby power over landscape is reconsidered. By accepting a porous and affecting vision,
there can be a loosening of the solidifying action of visual methodologies that arrest images
in time and in meaning. In the rupture of the Antarctic visual field - the look back suggests -

the process of a dynamically embodied vision.

What this discussion has attempted to show is that there is no one methodology that can be
used as an analytical tool to represent the labour of the visual. Rather a multiple set of
considerations are needed to keep the social, psychic and physiological spaces (that
constitute the subjects experience of space) in tension. The most fundamental consideration
that this reconsideration of these visual economies prompts is the action of time as a
determinant in the meaning and geography of the image. The next section will consider the
labour of time, {(and memory, as fime adjudicator}'® and the problem that time’s operation in

the visual economy presents to writing the geography of the image. In short, a

chronogeographic approach to landscapes of the image.

Locating Antarctic temporalities in visual economies of the image

The emphasis on the critical spatial paradigms in philosophical, sociological and
geographical thought about representation and the space of representation, has often
neglected, the pulse of time running through geographies of the image. The problem of
accounting for time is essentially a problem of representation. The image is already in time; to
place it there only specks to its condition. Yet, such time-space is fraught with representational
problems. The image operates as a signifier only in the present but it holds many other times
in the structures of its enunciation. It holds the time of memory, photography, discovery,

material, and culture. Jameson warns about the dangers of trying to map this time by

spatialising it, expressly demanding that we need to thoroughly think about how we make

193 1f we lose our memory, we also lose a sense of geography, as space not demarcated by time, folds in on itselF.
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visible these operations and structures of production that are distinctly, as an effect of new

technologies, invisible.'%4

Virilio (1998) argues that new technologies introduced speed into times’ equation (although
speed presupposes the notion of some existing stability of time). Speed, not only poses a
problem of remembrance in a globalised culture that is information rich, but as Virilio argues
threatens a more sinister operation in ‘realtime’ technologies which seem to offer time's
double immediately, and thus disenfranchises us from any tenable sense of distance/space -
like the mirage. For Virilio the technologies of the ‘real’ turn space (and time/distance there
within) into a contested ground, that which “operates within the space of an entirely
virtualised geographical reality”.'® It is a virtualised geography that has had profound
effects on physical geographies and real bodies; in Virilio’s example the missile arrives
before human vision, and we literally don’t know what's hit us. The acceleration effect, as a

condition of distance within space presents time as a condition in the proximity of those

spaces available to us.

The time dislocation that Virilio suggests has its roots in a sense of geography pre-empted in
the narratives of modernity - albeit with marked differences that modernity’s dreamwork was
only just able to comprehend.'® The failure of modernity’s’ utopia of technology as
libertatory (as highlighted by Benjamin), not only caused fractures in our cesthetic
orientation, but equally in our sense of time. As previously argued modernity’s’ narrative
placed Antarctica in one sense clearly on the margins, before and after modernity’s’ time -
pre and post industrialisation, while simultaneously Antarctica was heralded as the first
modern state'” internationally governed and removed from the politics of war. Caught in
modernity’s’ time, Antarctica was a place to be ordered as an expression of Modernity’s

epistemes - it was the ‘last place’ in the dialectic of progress, and the ‘last place’ left

unordered on the global map.

Victor Burgin makes the point that “In the modern period, space was predominately space

traversed”,'® and thus its seemingly infinite horizons (that were a condition of the utopian

drive of modernism) found paradoxically a limit in Antarctica as the last place on the map,
and simultaneously a constantly renewable horizon of physical and psychic space, that could

continue to be a ‘first’ place of modern thinking. In one sense, the historic utopian potential of

194 Jameson 1995, 2.3.
19 Paul Virilio, Pure War {Cambridge and London: MIT Press, 1998),14.

% The films of Andy Warhol (such as Sleep and Empire) from the late 40's suggest a recognition of the acceleration
of time, as Warhol attempted to slow his films down to the speed of human processes.

197 Keith Suter, Antarctica, private Property or Public Heritage [London & New Jersey: Zed, 1991),180.
1% Burgin 1994, 43.
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Antarctica was superseded by the failure of modernity’s narrative, although it by no means
replaced it. The narrative of Antarctica as the first modern state had failed, and continues to
fail to address the divisions of power that inhabit the rest of the globe; international
governance meant the select and predominantly first world governance of the ATCPs; rights
of access were and are based on financial capability; and imperial science became the alibi
of occupation. And while the AT is a remarkably unique order of governance it is haunted by
the spectre of imperialism in the modern period. Antarctica framed within modernity’s
progress, and the increasing cost of that progress across the globe, appears to place it in its
failed horizon {as a place under threat). Antarctica can also be considered what Jameson
calls a ‘hole in the text’ of modernity’s’ utopian project, and thus a potential creative site

from which to view the disruptions of its projections.

As the spaces of representation fractured, largely as an affect of the machine, Modernity’s
grand narratives still harboured ambitions to establish autonomy of vision. In Rosalind Krauss’
essay ‘The Im/pulse to See’ she puts forward the consideration of a potentially disrupting
force in the stability of vision, arguing the issue of rhythm in the visual space, ‘a kind of throb
of on/off on/off on/off''?, that was set in contrast to the desire for autonomy of vision.
Interestingly, her argument necessitates the introduction of the experience of time to the visual
equation within the space of representation. She comments, “That the autonomy is not
secured simply in relation to maters of space, but depends as well on very particular limits
set on the experience of time.” If time is an active force within the visual field that threatens to
disrupt its legibility, the specifics of this time belong to the form, or the space of

representation. A variety of intersecting dimensions of time must be considered in an attempt

to understand Antarctic orderings.

Rather than taking the ‘ice core’ approach, a historic excavation, akin to Simon Schama's
approach in Landscape and Memory,''° | look at a shifting unstable chronogeography that is
on the move. As Kittler comments “Media cross one another in time, which is no longer
history.”'" Following, Jay, | suggest a historical plurality of scopic regimes, rather than an
exclusive scopic regime that tends inadvertently to be called the ‘geographical imagination’,
suggesting a monolithic shared vision. For example, Cosgrove’s approach in Apollo’s Eye is
a historically linear model and while this clearly presents a ‘deep historical geography,’ it

defines a singular scopic regime - rather than recognising the plurality of vision (albeit

' Rosalind Krauss “The Im/Pulse to See” in Vision And Visuality ed. Hal Foster (New York: The New Press, 1988),
51.

"% Simon Schama, Landscape and Memory (London: Harper Collins, 1995)

"' Friedrich A. Kittler, Gramophone, Film, Typewritter Trans. Winthrop-Young & Wutz {Stanford: Stanford Univ.
Press, 1999) 115.
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unequal) and the historic interplay between scopic regimes. It also does not give due weight
to the disparity of different cultural forms,''? and the disproportionately reclised regimes of
different cultural forms within different spaces (Antarctic communities/science/Southern

Hemisphere). A relational aesthetics must give sufficient weight to different aesthetic forms

and genres embedded in patterns and practices of signification.

To talk of the geographical imagination as one thing or the other is to assume some kind of
homology of thought, and an isolation of the images in relation to other images. Whose
geographical imagination we might ask? It is essentially a political and culturally constructed
category, which belies an ever-changing configuration of forces and relations of power {and
nowers of production). In making assumptions about homogenous nation states, in terms of
the geographic imaginary there needs to be care so that the changing frontiers of relations
are not ignored, particularly with regard to how the Antarctic community itself functions as a

small, international, closely knit group, and more importantly the changing dynamics of

cultural production through new technologies.'"

As this thesis will explore, the artist camped on the Ross Ice Shelf discovering slowness,
produces images that may also end up in the same representational space {a national
programme website for instance) as ‘real time’ images from web cams in Antarctic stations.
Artistic practice offers very different spatial and temporal practices to the space of new
technologies that seems “to be moving, once again toward self enclosure... One of the
phenomenological effects of the public applications of new technologies is to cause space to
be apprehended as “folding back” upon itself.”''* Within these two spatial practices of art

practice and televisual relay are two very distinct relations to space and time, which produce

distinctly different proximities to Antarctica.

Representing visual chronogeographies
The difficulties of marking the images labour within space and time is considerable. To keep
all the spatialities of the subject, and the spaces of representation of new technologies in play

is a near impossibility. As Jameson comments, it is multidimensional problem of

representability that unfolds through space,

"2 Edward Said, Orientalism {Harmondsworth: Penguin, 1979).

"3 The production of visual images of Antarctica is not confined to the geographical site of the continent - from the
aeroplane mapping to virtual mapping systems that relay information directly to the United States (as in the
RADARSAT map of the Antarctic where images were beamed directly to the Byrd Research Centre in Ohio).

Journeys are increasing occupying multiple spaces of representation such as the Origins project

(hitp://www.exploratorium.edu), which involved 40 webcasts from the continent by its team of virtual ‘reporters’.
"4 Burgin 1996, 43.
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representability: a term that raises in its turn the fundamental historical question of the
conditions of possibility of such representation in the first place. It is a question which
necessarily opens out onto the nature of the social raw material on the one hand (a
raw material which necessarily includes the psychic and the subjective within itself)
and the state of the form on the other, the aesthetic technologies available for the
crystallisation of a particular spatial or narrative model of the social totality.' ™

A way through this daunting task is to map the image’s operation of touch as the sites from
which meaning can be unfolded and refolded. Mapping is an analytical process with which
to unfold the reverberation echoes, concentration and repetition, that give the image its
ideological and aesthetic force at a particular moment. There are many potential mappings,
intersecting, bisecting, temporal and spatially active. A place on the map is also a place in
time, of which images are sites positioned in relation to geographical place and to historical
place. The geopolitics of the image are established not just in how the image is utilised in a

particular political moment but the specific historic narratives that each moment evokes,

maintains, reverberates with, dislocates, fractures, or displaces - its geopoetics.

Addressing the problem of representation in the complexity of non-visible geopolitics,
Jameson turned productively to a form of cultural mapping. The analogy that Jameson
convincingly suggests is not an analogy of the visual object with another, but a vector with
which to connect the signifier (the object that exhibits) with the system of signification to
reconcile the porous conceptual object with all the relations that constitute it. Accounting for
the image’s work in geopolitical regimes, his model of geopolitical aesthetics and its method
of reporting from local to global, was a means to access the political. Through analogy, he
mapped a geopolitical terrain of a media form. Where my argument diverges from Jameson,
is how to account for the subject’s experience within that form. As Jameson goes from the
local to the global by concentrating on the structures of production, does his theory move too
quickly over the places of the image, in its consideration of form? As Jameson tries to make
visible an aestheticised politic, his concern is to account for late capitalism read through the
media economy. But how do we account for the places that this media economy passes
through? The particular geographical places that can be changed as a result of their
representation in media, and the places made available to us as viewing subjects? | have
argued that the image be considered in a broad, non-reductive mode of analysis. And that
this analysis should have at its centre a consideration of how the technologies and viewing

conditions of the image impact upon the subject (collectively and individually) within relations

to place.

'3 Frederic Jameson, The Geopolitical Aesthetic: Cinema and Space in the World System. (Bloomington &
Indianapolis: Indiana Univ. Press, 1995), 4.
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No simple mode of analysis presents itself for such a geography. Only by considering the
subject’s experience of embodied visual economies, | have argued, can a relational
geopolitical aesthetic be enacted. Only such a relational aesthetic has the possibility of
addressing Benjamin’s concerns of how we pass through, rather than become trapped in, the
technological forms that mediate and condition our experience of place. Benjamin suggests
that only through the recognition of technology’s capacity for the production of subjectivities,
can the subject be released into a field of action. The critical politics of this passing lays in the

consideration of the ‘look back’ - the visual disruption that exhibits the formation of regimes

of visuality - and through recognition - demonstrates how subjectivities are constructed

in/through vision. In that wounding of the landscapes’ ‘look back’ is the dynamic geography

of seeing.
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Postscript

Antarctica was on TV. The first image | saw of Antarctica recalled my earliest memory - that
of the sky, looking out an aeroplane window - only it was inverted. Like an image of light cast
on the refing, the space was turned upside down, and for a moment remained there, before it
was assembled in the recognition of form. What pricked me was this momentary inversion - a
world where the law of gravity had exceptions. Later, as | followed that image to Antarctica -
a history of seeing offered no form to what | saw. That rupture was euphoric. Only through

an explanation of puncture, at a physical and conceptual level can | explain this landscape of

affect. Antarctica looked back.

As Lacan’s example of the ‘look back’ exhibits the structure of vision, Barthes demonstrates
how to comprehend that look. As the punctum wounds us as a viewer, that wounding causes
a visual disruption in the structure of visuality - enabling the possibility of an inhabitation that
exceeds the image’s cultural/technological assemblage. For Barthes, this wounding in the
structural logic of the image, allows the viewer an emotional inhabitation - to understand the
condition of existence within such form, and to take desire beyond the ‘assemblage’ into the

subject’s private space.

The Antarctic punctum is its look back. Such is the power of the Antarctic look back that there
is immense difficultly in forming a descriptive aesthetic language to comprehend what is
perceived. Through the look back, is the opportunity to pass through the spectre of
technology into meanings that, as Barthes would have it, wound. 1t is through such wounding
that the possibility exists to break the numbing screen of our looking. | have argued that as
the rays of light look back, if they are caught in the rets of socialised vision that has no
aesthetic language for what is seen - in this disruption exists a way to theorise landscapes of
the image and their affect. It is through this visual disruption that Benjamin has argued the
possibility of inhabiting an unalienated experience exists. Moreover, this extended visual
economy accounts for the tension in the embodiment of images - between the forms of
inhabitation that landscape allows us, and the forms of inhabitation we can psychically
tolerate. By surrendering the presumed autonomies of control in vision, (our arresting

capacity) there is an acknowledgement of the image or landscapes’ arresting capacity, that

may be productive of positive forms of unknowing.

In the Antarctic, the blinding light and the refracting forms that it is productive of, can be a
source of punctum - from the whiteout to the a visual blinding - the intensity of light and its

affects is a source of rupture in visual economy (in addition to the extremity of climate,
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terrain, and a counter intuitive landscape). In this blinding Antarctic intensity, | argue that we
can locate an expanded visual economy - of embodied visual knowledges - that incorporate
the potential of landscape’s ‘look back’. Mapped through a visual landscape of affect, (that
is its afterimage) - is what | call, a geographical theory of Antarctic light. It is to the histories

of that terrain that | now turn - to elucidate on the politics of the topographies of embodied

visual knowledges.






51
Part ll: Antarctic chronogeographies (historic topographies)
Preface
Two different types of politics have been significant in producing the Antarctic landscape as a
historic (and global) event: the political force of images and the politics of visualising place.
The central event in assuring the political force of images was the NGO anti-mining campaign
- this gave rise to geopolitics of visualising place that was shaped by the politics of access to
the continent. From the late 1980’s onwards, Antarctica was referred to as a key site in the
negotiation of global environmental politics. The meta-narrative of Antarctic space shifted
from the heroic and scientific human-centred narratives of the Heroic era {1890s-1910s) and
the IGY (1957-58) to an environment-centred narrative (albeit personified by penguins). This
shifted the representation of Antarctic spatialities - from a robust and challenging space of
action - to a fragile, threatened space on the verge of catastrophe. From this point in time,
there was an increased aestheticisation of politics, in which the image of Antarctica became a
contestation ground in the negotiation of Antarctic political regimes. By concentrating on two
image events that have shaped the topologies of Antarctic politics, | will examine how that
politics has been enfolded into two distinct aesthetic-media events. These events are

characterised by shifting modes of production, from embodied geographical practice to

virtual image economies.

The specific nature of these politics involves two kinds of disaster narratives sited in
Antarctica; the debate on CRAMRA, which NGO's responded to by mobilising a global
campaign calling for Antarctica to be ‘saved’ and declared a ‘World Park’ (1980s/1990s);
and the narrative of global warming, which was given visibility as an Antarctic event by
NASA’s RADARSAT mapping technology {2000). In both image-events that are discussed,
visibility (as a moral and technological impetus) has defined the terrain of the political
debate. These re-orderings of Antarctic spatialities mobilized discourses in which Antaretic
was at the axis of globalizing environmental debates, first as the ‘last chance saloon’ and
then as the phantasm of the furthest point. These topologies will explore how the production
of Antarctic spatialities through the visual economy has changed the nature of Antarctic
politics. Thus, the visibility of Antarctic political spatialities (viewing conditions, modes of
representation, ‘visual narratives) are discussed with regard to how the politics of visualising

Antarctica has impacted on the political forces of images to shape Antarctic politics.

In the first topology discussed, Journeys into Antarctica: geo-political spatialities, the political

event is organised around Greenpeace’s geographical incursions to Antarctic landscape.

Through geographical and then visual, possession of landscape, Greenpeace was able to
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transmit images of landscapes in destruction to global audiences. The effect of the repetition
of the threatened landscape through various disaster scenarios set Antarctica on the brink of
a time of catastrophe, with a counter narrative of salvation offered through political
mobilisation. The NGO ‘Save Antarctica’ campaign was quick to use the Internet and
communication technologies to mobilise global and local networks to achieve a dominant
visual homogeny of the Antarctic. The images, sent back from Antarctica, became binary
markers in a political compaign of a ‘good’ Antarctica (timeless landscapes) and the bad
'Antarctica’ (threatened landscapes). Despite the visual simplicity of the campaign, the
corporeal experience of landscape was carried as a passion - into the forums of the Antarctic
political arena. There within, the combination of committed activists and a global image
campaign inverted the course of political events, forcing all those involved in Antarctic
politics, - to re-envisage the space, and concede to a political force that came from outside a
closed political system. This binary narrative was so firmly integrated into Antarctic politics,
through the campaign to ‘save Antarctica’ that it froze the production of landscape for all key
players in the debate, and remains as a legacy of that engagement. This event demonstrated
the political force of images in the production of Antarctic landscapes, and initiated the start

of image wars in Antarctic political cultures.

The second topography, Visualising Antarctica as a place in time examines how the
geographical mapping of the world is increasingly superseded by the speed and availability
of images of place through new technologies. This historic topology examines the American
RADARSAT map of Antarctica, exploring the coherence and ambivalence of this vision in the
wake of America’s non-ratification of the Kyoto Climate Change agreements. The topology
serves to highlight how the advancement of scientific knowledge and industrial practices
through visualization, form a mutually constitutive - but often contradictory relationship with
responsive environmental practice. By tracing the movement of the map from the secret
cartography of cold war politics to the hot war of environmentalism (under the Clinton-Gore
administration), the topology highlights how politics are inflected through the image. Through
an examination of American visual culture and American-Antarctic relations, | discuss how
narratives of global warming that are sited over Antarctica, can have the effect of giving
visibility to the Antarctic and simultaneously displacing it, re-situating it as the site of a

military-scientifictechnological-media event. The deployment of new technologies further

poses the possibility of a liquidation of landscape relations, through the primacy of the media

event.
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Two kinds of ‘real time’ characterise these topographies, the real time of corporedl
geographies, and the real time of the televisual (or virtual geographies). The effect of both
these forms of ‘real time’ mappings is to produce Antarctica as a threatened environment, on

the brink of catastrophe. What differs, in the move from a visual mapping in the geographic

field - to that of a disembodied visual field, is the possibility for a critical consciousness in
these inhabitations. The topologies argue that the ‘real time’ of corporeal image-geographies
has significant differences in the production of the political event - to the disembodied image-
geographies, which offer a more complex inhabitation of a reality without gravity. This is not

simply about making matter matter in virtual geographies, but to explore how landscape

matter motivates a politics beyond the immediately visible media event.
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Part Il Journeys into Antarctica: geo-political spatialities

Introduction

In this historic topology of the anti-mining debate, the narrative takes the form of several
image stories about the changing political narratives of Antarctica in the 1980s. The political
debate of the rejection of CRAMRA and the subsequent adoption of the Protocol is a
complex terrain that spanned over ten years. In this topology | will not attempt to give an
historical account of this,''® what | want to demonstrate is how geographical journeys to
Antarctica radically changed Antarctic politics, within and outside of the political structures of

governance. The legacy of Greenpeace’s journeys to Antarctica was to affect an aesthetic

recasting of Antarctic politics into an image space.

Yoyages of vision: MY Greenpeace

In 1986, the ship MV Greenpeace set sail for Antarctic waters. The mission of the voyage
was to turn geographical space into image space, to make Antarctica visible to the world as
an environment under threat. On board the MV Greenpeace, the crew consisted of
photographers, journalists, activists, and scientists. Their rationale is two fold; to produce the
Antarctic landscape as an image of a threatened environment to be put into global
circulation, and to set up the World Park base. The ship formed the site of circulation and
dissemination of images, in the form of photographs, stories, film, and interviews, while the
base was the hub of relay, from the inside of Antarctic space to the outside world. As the
Greenpeace (GP) ship made its way through the icy water, the landed crew took
photographs and film, which was relayed back to the ship and then globally to television and
newspaper audiences. The presence of MV Greenpeace in Antarctic space installed an
observer into an environment previously un-mediated by forces outside the ‘club’ ot ATCP
members. According to one campaigner, Greenpeace’s presence in Antarctica “had a
profound impact on the campaign - it gave GP/ASOC credibility with governments - we knew
what it was about to operate in Antarctica; it gave us direct access to other Antarcticans, who
could share their views/thoughts etc; it gave us photos.”'"” Although there have been tourist
boats in Antarctica since 1957, their routes of passage could be plotted, and their
predilection towards the picturesque was such that their presence, was not viewed as

threatening. While the tourists sought out the beautiful, Greenpeace had a direct rationale to

seek out the ugly.

114 See Suter 1991.
"7 E-mail Interview with Lyn Goldsworthy 28 October 2004.
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Antarctica was superseded by the failure of modernity’s narrative, although it by no means
replaced it. The narrative of Antarctica as the first modern state had failed, and continues to
fail to address the divisions of power that inhabit the rest of the globe; international
governance meant the select and predominantly first world governance of the ATCPs; rights
of access were and are based on financial capability; and imperial science became the alibi
of occupation. And while the AT is a remarkably unique order of governance it is haunted by
the spectre of imperialism in the modern period. Antarctica framed within modernity’s
progress, and the increasing cost of that progress across the globe, appears to place it in its
failed horizon {as a place under threat). Antarctica can also be considered what Jameson

calls a ‘hole in the text’ of modernity’s’ utopian project, and thus a potential creative site

from which to view the disruptions of its projections.

As the spaces of representation fractured, largely as an aoffect of the machine, Modernity’s
grand narratives still harboured ambitions to establish avtonomy of vision. In Rosalind Krauss’
essay ‘The Im/pulse to See’ she puts forward the consideration of a potentially disrupting
force in the stability of vision, arguing the issue of rhythm in the visual space, ‘a kind of throb
of on/off on/off on/off''?, that was set in contrast to the desire for autonomy of vision.
Interestingly, her argument necessitates the introduction of the experience of time to the visual
equation within the space of representation. She comments, “That the autonomy is not
secured simply in relation to matters of space, but depends as well on very particular limits
set on the experience of time.” If time is an active force within the visual tield that threatens to
disrupt its legibility, the specifics of this time belong to the form, or the space of

representation. A variety of intersecting dimensions of time must be considered in an attempt

to understand Antarctic orderings.

Rather than taking the ‘ice core’ approach, a historic excavation, akin to Simon Schama's
approach in Landscape and Memory,''° | look at a shifting unstable chronogeography that is
on the move, As Kittler comments “Media cross one another in time, which is no longer
history.”!'! Following, Jay, | suggest a historical plurality of scopic regimes, rather than an
exclusive scopic regime that tends inadvertently to be called the ‘geographical imagination’,
suggesting a monolithic shared vision. For example, Cosgrove’s approach in Apollo’s Eye is
a historically linear model and while this clearly presents a ‘deep historical geography,’ it

defines o singular scopic regime - rather than recognising the plurality of vision (albeit

1% Rosalind Krauss “The Im/Pulse to See” in Vision And Visuality ed. Hal Foster (New York: The New Press, 1988),
51.

"% Simon Schama, Landscape and Memory {London: Harper Collins, 1995)

"' Friedrich A. Kittler, Gramophone, Film, Typewritter Trans. Winthrop-Young & Wutz {Stanford: Stanford Univ.
Press, 1999) 115.
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unequal) and the historic interplay between scopic regimes. It also does not give due weight
to the disparity of different cultural forms,''? and the disproportionately realised regimes of
different cultural forms within different spaces [Antarctic communities/science/Southern
Hemisphere). A relational aesthetics must give sufficient weight to different aesthetic forms

and genres embedded in patterns and practices of signification.

To talk of the geographical imagination as one thing or the other is to assume some kind of
homology of thought, and an isolation of the images in relation to other images. Whose
geographical imagination we might ask? It is essentially a political and culturally constructed
category, which belies an ever-changing configuration of forces and relations of power {(and
powers of production). In making assumptions about homogenous nation states, in terms of
the geographic imaginary there needs to be care so that the changing frontiers of relations
are not ignored, particularly with regard to how the Antarctic community itself functions as a
small, international, closely knit group, and more importantly the changing dynamics of

cultural production through new technologies.''

As this thesis will explore, the artist camped on the Ross Ice Shelf discovering slowness,
produces images that may also end up in the same representational space (a national
programme website for instance) as ‘real time’ images from web cams in Antarctic stations.
Artistic practice offers very different spatial and temporal practices to the space of new
technologies that seems “to be moving, once again toward self enclosure... One of the
phenomenological effects of the public applications of new technologies is to cause space to
be apprehended as “folding back” upon itself.”''* Within these two spatial practices of art
practice and televisual relay are two very distinct relations to space and time, which produce

distinctly different proximities to Antarctica.

Representing visual chronogeographies
The difficulties of marking the images labour within space and time is considerable. To keep
all the spatialities of the subject, and the spaces of representation of new technologies in play

is a near impossibility. As Jameson comments, it is multidimensional problem of

representability that unfolds through space,

112 Edward Said, Orientalism (Harmondsworth: Penguin, 1979).

'* The production of visual images of Antarctica is not confined to the geographical site of the continent - from the
aeroplane mapping to virtual mapping systems that relay information directly to the United States {as in the
RADARSAT map of the Antarctic where images were beamed directly to the Byrd Research Centre in Ohio).

Journeys are increasing occupying multiple spaces of representation such as the Origins project

(http://www .exploratorium.edu), which involved 40 webcasts from the continent by its team of virtual ‘reporters’.
114 Burgin 1994, 43.
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representability: a term that raises in its turn the fundamental historical question of the
conditions of possibility of such representation in the first place. It is a question which
necessarily opens out onto the nature of the social raw material on the one hand {a
raw material which necessarily includes the psychic and the subjective within itself)
and the state of the form on the other, the aesthetic technologies available for the
crystallisation of a particular spatial or narrative model of the social totality.''”
A way through this daunting task is to map the image’s operation of touch as the sites from
which meaning can be unfolded and refolded. Mapping is an analytical process with which
to unfold the reverberation echoes, concentration and repetition, that give the image its
ideological and aesthetic force ot a particular moment. There are many potential mappings,
intersecting, bisecting, temporal and spatially active. A place on the map is also a place in
time, of which images are sites positioned in relation to geographical place and to historical
place. The geopolitics of the image are established not just in how the image is utilised in a

particular political moment but the specific historic narratives that each moment evokes,

maintains, reverberates with, dislocates, fractures, or displaces - its geopoetics.

Addressing the problem of representation in the complexity of non-visible geopolitics,
Jameson turned productively to a form of cultural mapping. The analogy that Jameson
convincingly suggests is not an analogy of the visual object with another, but a vector with
which to connect the signifier (the object that exhibits) with the system of signification to
reconcile the porous conceptual object with all the relations that constitute it. Accounting for
the image’s work in geopolitical regimes, his model of geopolitical aesthetics and its method
of reporting from local to global, was a means to access the political. Through analogy, he
mapped a geopolitical terrain of a media form., Where my argument diverges from Jameson,
is how to account for the subject’s experience within that form. As Jameson goes from the
local to the global by concentrating on the structures of production, does his theory move too
quickly over the places of the image, in its consideration of form? As Jameson tries to make
visible an aestheticised politic, his concern is to account for late capitalism read through the
media economy. But how do we account for the places that this media economy passe
through? The particular geographical places that can be changed as o result of thei
representation in media, and the places made ovailable to us as viewing subjects? | hav

argued that the image be considered in a broad, non-reductive mode of analysis. And the

this analysis should have at its centre a consideration of how the technologies and viewin

conditions of the image impact upon the subject (collectively and individually) within relatios

to place.

"'* Frederic Jameson, The Geopolitical Aesthetic: Cinema and Space in the World System. {Bloomington
Indianapolis: Indiana Univ. Press, 1995), 4.
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No simple mode of analysis presents itself for such a geography. Only by considering the
subject’s experience of embodied visual economies, | have argued, can a relational
geopolitical aesthetic be enacted. Only such a relational aesthetic has the possibility of
addressing Benjamin’s concerns of how we pass through, rather than become trapped in, the
technological forms that mediate and condition our experience of place. Benjamin suggests
that only through the recognition of technology’s capacity for the production of subjectivities,
can the subject be released into a field of action. The critical politics of this passing lays in the
consideration of the ‘look back’ - the visual disruption that exhibits the formation of regimes
of visuality - and through recognition - demonstrotes how subjectivities are constructed

in/through vision. [n that wounding of the landscapes’ ‘look back’ is the dynamic geography

of seeing.
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Postscript
Antarctica was on TV. The first image | saw of Antarctica recalled my earliest memory - that
of the sky, looking out an aeroplane window - only it was inverted. Like an image of light cast
on the reting, the space was turned upside down, and for a moment remained there, before it
was assembled in the recognition of form. What pricked me was this momentary inversion - a
world where the law of gravity had exceptions. Later, as | followed that image to Antarctica -
a history of seeing offered no form to what | saw. That rupture was euphoric. Only through

an explanation of puncture, at a physical and conceptual level can | explain this landscape of

affect. Antarctica looked back.

As Lacan’s example of the ‘look back’ exhibits the structure of vision, Barthes demonstrates
how to comprehend that look. As the punctum wounds us as a viewer, that wounding causes
a visual disruption in the structure of visuality - enabling the possibility of an inhabitation that
exceeds the image’s cultural/technological assemblage. For Barthes, this wounding in the
structural logic of the image, allows the viewer an emotional inhabitation - to understand the

condition of existence within such form, and to take desire beyond the ‘assemblage’ into the

subject’s private space.

The Antarctic punctum is its look back. Such is the power of the Antarctic look back that there
is immense difficultly in forming a descriptive aesthetic language to comprehend what is
perceived. Through the look back, is the opportunity to pass through the spectre of
technology into meanings that, as Barthes would have it, wound. It is through such wounding
that the possibility exists to break the numbing screen of our looking. | have argued that as
the rays of light look back, if they are caught in the rets of socialised vision that has no
aesthetic language for what is seen - in this disruption exists a way to theorise landscapes of
the image and their affect. It is through this visual disruption that Benjamin has argued the
possibility of inhabiting an unalienated experience exists. Moreover, this extended visual
economy accounts for the tension in the embodiment of }mages - between the forms of
inhabitation that landscape allows us, and the forms of inhabitation we can psychically
tolerate. By surrendering the presumed autonomies of control in vision, (our arresting

capacity) there is an acknowledgement of the image or landscapes’ arresting capacity, that

may be productive of positive forms of unknowing.

In the Antarctic, the blinding light and the refracting forms that it is productive of, can be a
source of punctum - from the whiteout to the a visual blinding - the intensity of light and its

affects is a source of rupture in visual economy (in addition to the extremity of climate,
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terrain, and a counter intvitive landscape). In this blinding Antarctic intensity, | argue that we
can locate an expanded visual economy - of embodied visual knowledges - that incorporate
the potential of landscape’s ‘look back’. Mapped through a visual landscape of affect, (that
is its afterimage) - is what | call, a geographical theory of Antarctic light. It is to the histories

of that terrain that | now turn - to elucidate on the politics of the topographies of embodied

visual knowledges.
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Part 1l: Antarctic chronogeographies {historic topographies)
Preface
Two different types of politics have been significant in producing the Antarctic landscape as a
historic {(and global} event: the political force of images and the politics of visualising place.
The central event in assuring the political force of images was the NGO anti-mining campaign
- this gave rise to geopolitics of visualising place that was shaped by the politics of access to
the continent. From the late 1980’s onwards, Antarctica was referred to as a key site in the
negotiation of global environmental politics. The meta-narrative of Antarctic space shifted
from the heroic and scientific human<entred narratives of the Heroic era {1890s-1210s) and
the IGY {1957-58) to an environment-centred narrative (albeit personified by penguins). This
shifted the representation of Antarctic spatialities - from a robust and challenging space of
action - to a fragile, threatened space on the verge of catasirophe. From this point in time,
there was an increased aestheticisation of politics, in which the image of Antarctica became a
contestation ground in the negotiation of Antarctic political regimes. By concentrating on two
image events that have shaped the topologies of Antarctic politics, | will examine how that
politics has been enfolded into two distinct aesthetic-media events. These events are

characterised by shifting modes of production, from embodied geographical practice to

virtual image economies.

The specific nature of these politics involves two kinds of disaster narratives sited in
Antarctica; the debate on CRAMRA, which NGO'’s responded to by mobilising a global
campaign calling for Antarctica to be ‘saved’ and declared a ‘World Park’ (1980s/1990s);
and the narrative of global warming, which was given visibility as an Antarctic event by
NASA’s RADARSAT mapping technology (2000). In both image-events that are discussed,
visibility (as a morol and technological impetus) has defined the terrain of the political
debate. These re-orderings of Antarctic spatialities mobilized discourses in which Antarctic
was at the axis of globalizing environmental debates, first as the ‘last chance saloon’ and
then as the phantasm of the furthest point. These topologies will explore how the production
of Antarctic spatialities through the visual economy has changed the nature of Antarctic
politics. Thus, the visibility of Antorctic political spatialities (viewing conditions, modes of
representation, visval narratives) are discussed with regard to how the politics of visualising

Antarctica has impacted on the political forces of images to shape Antarctic politics.

In the first topology discussed, Journeys into Antarctica: geo-political spatialities, the political

event is organised around Greenpeace’s geographical incursions to Antarctic landscape.

Through geographical and then visual, possession of landscape, Greenpeace was able to
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transmit images of landscapes in destruction to global audiences. The effect of the repetition
of the threatened landscape through various disaster scenarios set Antarclica on the brink of
o time of catastrophe, with a counter narrative of salvation offered through political
mobilisation. The NGO ‘Save Antarctica’ campaign was quick to use the Internet and
communication technologies to mobilise global and local networks to achieve a dominant
visual homogeny of the Antarctic. The images, sent back from Antarctica, became binary
markers in a political campaign of a ‘good’ Antarctica (timeless landscapes) and the bad
‘Antarctica’ (threatened landscapes). Despite the visual simplicity of the campaign, the
corporeal experience of landscape was carried as a passion - into the forums of the Antarctic
political arena. There within, the combination of committed activists and a global image
campaign inverted the course of political events, forcing all those involved in Antarctic
politics, - to re-envisage the space, and concede to a political force that came from outside a
closed political system. This binary narrative was so firmly integrated into Antarctic politics,
through the campaign to ‘save Antarctica’ that it froze the production of landscape tor all key
players in the debate, and remains as a legacy of that engagement. This event demonstrated

the political force of images in the production of Antarctic landscapes, and initiated the start

of image wars in Antarctic political cultures.

The second topography, Visualising Antarctica as a place in time examines how the
geographical mapping of the world is increasingly superseded by the speed and availability
of images of place through new technologies. This historic topology examines the American
RADARSAT map of Antarctica, exploring the coherence and ambivalence of this vision in the
wake of America’s nonratification of the Kyoto Climate Change agreements. The topology
serves to highlight how the advancement of scientific knowledge and industrial practices
through visualization, form a mutually constitutive - but often contradictory relationship with
responsive environmental practice. By tracing the movement of the map from the secret
cartography of cold war politics to the hot war of environmentalism [under the Clinton-Gore
administration), the topology highlights how politics are inflected through the image. Through
an exaomination of American visual culture and American-Antarctic relations, 1 discuss how
narratives of global warming that are sited over Antarctica, can have the effect of giving
visibility to the Antarctic and simultaneously displacing it, re-situating it as the site of a
military-scientifictechnological-media event. The deployment of new technologies further

poses the possibility of a liquidation of landscape relations, through the primacy of the media

event.
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Two kinds of ‘real time’ characterise these topographies, the real time of corporeal
geographies, and the real time of the televisual {or virtual geographies). The effect of both
these forms of ‘real time’ mappings is to produce Antarctica as a threatened environment, on
the brink of catastrophe. What differs, in the move from a visual mapping in the geographic
field - to that of a disembodied visual field, is the possibility for a critical consciousness in
these inhabitations. The topologies argue that the ‘real time’ of corporeal image-geographies
has significant diferences in the production of the political event - to the disembodied image-
geographies, which offer a more complex inhabitation of a reality without gravity. This is not

simply about making matter matter in virtual geographies, but to explore how landscape

matter motivates a politics beyond the immediately visible media event.
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Part Il Journeys into Antarctica: geo-political spatialities

Introduction

In this historic topology of the anti-mining debate, the narrative takes the form of several
image stories cbout the changing political narratives of Antarctica in the 1980s. The political
debate of the rejection of CRAMRA and the subsequent adoption of the Protocol is a
complex terrain that spanned over ten years. In this topology | will not attempt to give an
historical occount of this,’'® what | want to demonsirate is how geographical journeys to
Antarctica radically changed Antarctic politics, within and outside of the political structures of
governance. The legacy of Greenpeace’s journeys to Antarctica was to affect an aesthetic

recasting of Antarctic politics into an image space.

Yoyages of vision: MV Greenpeace

In 1986, the ship MV Greenpeace set sail for Antarctic waters. The mission of the voyage
was to turn geographical space into image space, to make Antarctica visible to the world as
an environment under threat. On board the MV Greenpeace, the crew consisted of
photographers, journalists, activists, and scientists. Their rationale is two fold; to produce the
Antarctic landscope as an image of a threatened environment to be put into global
circulation, and to set up the World Park base. The ship formed the site of circulation and
dissemination of images, in the form of photographs, stories, film, and interviews, while the
base was the hub of relay, from the inside of Antarctic space to the outside world. As the
Greenpeace (GP) ship made its way through the icy water, the landed crew took
photographs and film, which was relayed back to the ship and then globally to television and
newspaper audiences. The presence of MV Greenpeace in Antarctic space installed on
observer into an environment previously un-mediated by forces outside the ‘club’ of ATCP
members. According to one campaigner, Greenpeace’s presence in Antarctica “had a
profound impact on the campaign - it gave GP/ASOC credibility with governments - we knew
what it was about to operate in Antarctica; it gave us direct access to other Antarcticans, who
could share their views/thoughts etc; it gave us photos.”''” Although there have been tourist
boats in Antarctica since 1957, their routes of passage could be plotted, and their
predilection towards the picturesque was such that their presence, was not viewed as
threatening. While the tourists sought out the beautiful, Greenpeace had a direct rationale to

seek out the ugly.

114 See Suter 1991.
W7 E-mail Interview with Lyn Goldsworthy 26 October 2004,
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Prior to the voyage and interest of Greenpeace in the continent, science has provided a
useful rationale for national possession of the landscape (it is designated under the AT that in
order to become an ATCP member, the nation must have a scientific base and programme in
the Antarctic].'® What unsettled this comfortable political arrangement was increased fishing
in the Antarctic waters and the negofiation of CRAMRA, which in effect designated legislative
rights to ATCPs for mining in the future. The negotiations for CRAMRA had begun in 1981 in
the closed political spaces of the Antarctic Treaty Consultative Meetings (ATCM) and
continued for the next ten years. The Greenpeace campaign to raise the spectre of mining in
the Antarctic in the global political consciousness started in the early 1980s ot both

grassroots and political levels.

What hampered the effect of the campaign was the lack of publicly available political
information. The closed nature of the ATCM, a lack of sufficient evidence about mining’s
detrimental effect on the Antarctic {should it ever take place), and the closed nature of the
Antarctic environment to NGOs, all contributed to a lack of public awareness of the
CRAMRA negotiations. Privately, among those working in Antarctica and within Antarctic
politics {which were often the same people), there were concerns about the state of scientific
stations and the prospect of mining taking place. The contestation over the ‘image’ of
scientists in Antarctica was not irrelevant to the woy scientists and the public identified the
role and tensions within science - at this time. The reflection, that this attack from outside
forces engendered, was a degree of self-reflection by scientists choosing between different
permutations of what constituted scientific practice (and its more mundane everyday practices
of house-keeping). Although there was considerable self-reflection over the practices of
science,'"” scientific activities had an implicit relation with national activities on the continent,
thus it was ditficult for scientific staff to counter national interests (lest they should find
themselves Antarctic based scientists no longer). Concerned about scientific environmental
practices in the Antarctic, many of the leading environmentalists working on the Greenpeace

Antarctic campaign were scientists, who formerly worked for national programmes.

In the Antarctic, the priority of images conditioned the days of the Greenpeace team. Rubbish
dumps, waste sites, and effluent pipes were sought out: wasted matter was to be accumulated

into a narrative of ecological degradation. Like the 1960’s artists working in wasted industrial

n120

sites, Greenpeace was curating the “major earthworks”'*® of the Antarctic. The Antarctic is

unusual in the fact that waste will not go away; the conditions of its breakdown are not an

8 Antarctic Treaty {1959) Article IX.

"? For example see John Horgan “Are scientists oo messy for Antarctica®” in Scientific American 1993 v244 n2,

22.
1% Quoted in Eco (Wellington NZ, January 17-28 Volume XX!I, No.3, 1983), 3.
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environmental feature of this landscape, so nothing degrades. Waste practices were
something that the scientific stations had neglected to consider as they attended to the grand
narratives of global systems of geology, atmosphere, and biology.'! Waste (food,
machinery, oil, PCB’s and radioactive waste) became a visually striking way to read the
impact of human activities in the environment. It also helped to relate larger political

questions concerning Antarctica’s tuture usage.

Greenpeace’s public relations exercise effected a community change within the ATCPs'*? by
casting doubt on scientific activities. The figure of the scientist as a suitable guardian was
called into question. And by extension, doubt was cast regarding the authority of scientific
opinions on the potential effects of the industrial practices of mining. This response to scientific
activities highlighted the delicate position of science as a discipline poised between public
good and characterised by perceived excesses in the pursuit of knowledge. The Antarctic
station, as the site of excess, in films such as John Carpenter’s The Thing (1982) and novels
such as H. P. Lovecraft’s At the Mountain of Madness (1937)' are an exaggerated
indication of the fears about the culture of scientific outposts unregulated by societal
influence. Much to their surprise, Antarctic scientists found that they have their own
paparazzi. And this visual re-description of science as a wasting, rather than a heroically

productive activity, affected a new geographical model of Antarctica.

One of the key sites of this media campaign was the French station Dumont D'Urville
(referred to affectionately as ‘DuDv’ by the Greenpeace campaigners). The French were
trying to build on qirstrip by dynomiting five small islands, so that they might collopse
together to form a site long enough to accommodate a landing strip. The islands they had
chosen for this new runway were ice-free and home to several penguin colonies (only 1
percent of Antarctica is ice-free, and it is the same location where all Antarctic biodiversity is
to be found). In the process of blasting, penguins were killed and it was argued that the
breeding habitat for several bird species was being destroyed.'** There was a particular
tension to this campaign, as the relationship between France and Greenpeace was at an all-

time low - after the French sinking of Greenpeace’s Rainbow Warrior a year before in New

121 Previous attacks on the ATCPs had come in the form of a political attack on the ownership by the club of,
predominantly first world ‘Antarctic aristocracy’ of ATCP members, but never as to the validity of scientific activity,
Even when scientific activity had been aftacked os a cover for national occupation, it was done so discreetly within
the forum of the AT meetings, and it never held scientists to account for their methods or the housekeeping of their
inhabitations.

'22 For a discussion on regime change in the Antarctic community see, Lorraine M. Eliot, “Continuity and change in
cooperative international regimes: the politics of the recent environment debate in Antarctica” Working Paper
1991/3, Department of International Aftairs, The Research School of Pacific Studies, (Canberra: The Australian
National University, 1991).

'3 Lovecraft's At the Mountains of Madness (1934) was inspired by Byrd’s 1929 flight over the South Pole.

%4 After several years of construction, the completed project was eventually abandoned in 1994 after parts of o
nearby glacier collopsed into the seq, causing a freak wave that damaged the cliff on which the airstrip was sited.
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Zealand (1985), in which the photographer Fernando Pereira was killed. On board the MV
Greenpeace were four activists from the Rainbow Warrior, who were acutely aware of
photography’s deadly politics. The events at ‘DuDu’ form the most sensational and explosive
event of this Antarctic re-mapping; dead penguins, Greenpeace protestors in front of
bulldozers and the dynamiting of pristine environments. This media site of machines and
bodies was the most dramatic part of on image war that Greenpeace had started in the
Antarctic. Using the guerrilla media tactics of dehumanising technological excess pitted
against passionate campaigners bodies, scientific stations and their personnel could neither

counter nor contain this contra image.

As a highly eHfective communications organisation, Greenpeace were able to mobilise a
visual narrative of the Antarctic as a threatened landscape by recording the activities and
detritus of scientific stations, thereby countering the idea of Antarctica as a pristine laboratory
and the scientist as a benign observer. The closed nature of Antarctic politics - and the legal
affirmation of scientific rights had insulated national scientific programmes from public
accountability. Thus, their mechanisms for public relations ond media manipulation were
limited compared to the highly sophisticated media machinery of Greenpeace. The effect of
the publicity of the less desirable aspects of human inhabitation on the continent served to
highlight the potential risk factors of further human activities, which were being considered
under the CRAMRA negotiations. The threat of mining, and its industrial processes not only
had the potential for increased waste, but for Greenpeace and other organisations that were
forming to fight the CRAMRA, it brought into view larger questions about the use of global
landscopes and environmental abuse. Unlike media reporting on national and regional
disasters, Greenpeace mobilised global imaginaries of environmental abuse, suggesting

protest at a local and global level (such as letters to local MPs and the PM of Australia).

The globalisation of Antarctica as an environmental site was achieved by a change in the
ordering of Antarctica in global systems, from a space at the periphery, to a site at the axis
ol global debates. This change in status form a marginal environment of Heroic endeavour
(1890s-1910s) or scientific investigation {IGY, 1957-70s) to a global environmental narrative,
is a product of the particular visual narrotives that Greenpeace was generating from the
Antarctic, coupled with a change in the perceived naoture of global environmental threats. The
ability to visualize these threats went apace with their recognition through global modelling

I'* comments that it was not until the late 1980’s that global

systems. Peter Newel
environmental threats made their debut in the media, among them global warming. The view

of the earth from space, brought back by the 1969 mission to the moon, it is argued,

2% Peter Newell, Climate for Change (Cambridge: Cambridge Univ. Press, 2000), 79.
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fundamentally altered a world-view of the planet as an integrated ecology system that
promoted a globalised vision. Stuart Allen et al. argue that these images of the earth
contributed to “an epistemological break at the level of media representation”.'** However,
this view from the heavens was counterbalanced by an image of a more embedded risk of
global distribution that was first visualised in WWI|, and then repeated during the Cold War

period - that of the mushroom cloud.

Cold War images of toxic clouds and airborne radiation that did not respect geopolitical
boundaries - contributed to a more threatening notion of globalised systems of distribution.
The ozone hole, as an invisible fissure in the atmosphere, could be conceptualised as an
event precisely because of the history of visualisation that had characterised the Cold War
period. Whereas the images from space had visualised a static image of the earth, the
modern industrial military machine had imbued an atmosphere of dispersal as a dynamic

spatiality {the 1986 disaster at Chernobyl and its European fallout in the form of nuclear rain,

served as a distinct reminder of the globalising distribution of environmental threats).

It could be argued that the image of Antarctica was intimately linked to the fears and hopes
that the public had about human impacts and the apparent limits of growth that extended and
ended in the Antarctic landscape. The fact that Antarctica provided an aesthetic of purity in a
sea of chaotic and troublesome images of the uses/abuses of the environment is not
unconnected to the visuality of damage and its acceptable permutations. Clearly, what was
visible was troubling. Environmental damage that was invisible (such as the ozone hole and
global warming) was harder to articulate and connect to more invasive bodily fears. In this
sense, Antarctica could be seen as a site for the displacement of increasing fears about non-
communicable threats. After the fear of nuclear radiation and ozone exposure, the site of

rubbish dumps that needed clearing up had a practical simplicity that was easily

communicated. The shift in the order of things, from localised to global narratives (enabled

by the Cold War geographies) found its articulation in rubbish on Antarctic stations.

The ability of Greenpeace to exploit the connections between localized and global threats
was achieved through the accumulation of visual material. For example, the collection of
waste stories from many Antarctic bases, through repetition, amplified these waste sites into
symbolic sites of destruction, in a greater wilderness. Waste was a means to conceptually join

Antarctica to an emotional geography of threatened environments all over the globe. As the

126 Stuart Allan, Barbara Adam & Cynthia Carter. ed. Environmental risks and the media {London: Routledge,
2000). 3. For a fuller discussion, see Denis Cosgrove, Apollo’s Eye (Baltimore & London: John Hopkins Univ. Press,

2001), where he argues that the view from Apollo’s eye represented the culmination of historical desire for an ever-
ascendant viewpoint, which ironically found its vltimate return in the Apollo photographs of earth.
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expansion of human globality was read through this accumulation of waste, the global
integration of environmental systems was being increasingly articulated through ecosystem
modelling in scientific visualisations. What Antarctica uniquely offered to a narrative of global
environmental impact was a stark, minimal landscope aesthetic that put this waste into
dramatic relief. As nuclear testing in the American desert gave the mushroom cloud a distinct
aesthetic of the technological sublime, so the stark Antarctic white desert leant a sublime
landscape of purity to the visualisation of the humon impacts of an industrialised society. The
impact and appeal of Greenpeace’s colour images on leaflets to Save Antarctica were stark
and arresting. Antarctica looked like the sky. It had a vertigo all of its own. In the psychic

terroin of purity and danger, the Antarctic served as the ultimate space of aesthetic clarity.

Simultaneous to the production of Antarctica as an axis of global environmentalism, it was
also ordered as the ‘last place’ - to do something different from the unrelenting progress of
global copitalism. Greenpeace’s campaign message was simple. It called upon global
audiences, as a global community to effect a moral ‘clear sightedness’ in this space of
symbolic hope:
There has never been a more urgent need for people to stand up and declare their
intention to protect Antarctica. It could yet become a symbol of hope, a unique
example of humankind’s capacity to preserve its past, present and future.'#
As the waste stories narrated an accumulation of harm, the political call was for vision to light
a sign of hope amongst the images and practices of global destruction. The coalition of
Antarctic interest groups (including Greenpeace) was formed into the Antarctic and Southern
Ocean Codlition (ASOC) and this sought to set new boundaries in the conceptualisation of

decision making in Antarctic politics. And through their utilisation of new technologies,

Greenpeace’s voyages were able to transmit a globally accessible vision of Antarctica.

As globality is not just a spatiol consideration, but also a temporal one, Greenpeace were

relaying images and information at a speed that the governmental organisations could not
counter. Accordingly, the agenda set forth by ASOC “requires governments to have vision,
and will”.'*® The stress on vision was a conceptual and spiritual argument (but also a
technological one); it required audiences to be moved by the image of a place, to see its
aesthetics as intrinsically valuable by mobilising the visibility of those aesthetics. In a world of
already diminishing resources, to allow aesthetic production to be prioritised over the
production of resources was as difficult an argument to make. The simplicity of ASOC's

argument was only partially anchored in the Antarctic landscape, as its primal appeal was to

' GP Antarctica Informotion sheet 1988
128 ASOC Release, ‘Environmentalists officially propose a world park for Antarctica’ 19 November 1990.
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our sense of vision, our very capacity to imagine alternative strategies for feeling about the

world we inhabit.

Antarctica was billed as the ‘Last heaven on Earth’,'”” and a place “that lifts the spirit and
stimulates the mind”.'* The political sabotage of CRAMRA, through the anti-mining campaign
lead to an effacement of Antarctica as a precise ecological entity in favour of a utopic
fantasy - a sacred space - where the ideals of an alternative humanity could be realised. The -
issues ot stake were simplified into a kind of morality play in order to facilitate their
vnambiguous assimilation.'®' Antarctica was simultaneously offered as a gift, a hope, and
tinally, redemption. As Greenpeace claimed,

Antarctica has gained a special place in people’s hearts as a symbol of hope; if we
can protect this last great wilderness from greedy human exploitation, there is a hope
that we can repair the rest of our severely polluted world. Because it is a near-pristine
wilderness, because it is a zone of peace in a world of conflict, because it is
mysterious in its isolation, because we live daily in an overcrowded and polluted

world, Antarctica has come to represent more than just conserving a wild
continent. '™

What the dissemination of images achieved was this simple translation, of the good, bad, and
ugly environmental practice. The distinguished zoologist, Martin Holdgate, Director General
of the IUCN, talked about achieving “a dream”; rejecting mining in Antarctica was no longer

an ecological argument but a moral one that demanded the consideration of future

generations, our “grandchildren”'®® in the images that were produced of the Antarctic. He

invoked a sense of responsibility to a wider humanity {albeit a genealogical one) that was
framed as global; the dream that is invoked is a dream of “global citizenship” to fight

“global threats”. As the landscape expanded into the global, so did the subject.

The idec thot emerged from the Antarctic campaign for NGOs, was that this one place
should be left sacred. Antarctic was ordered as a philosophical axis on which the excesses of
the world turned. The idea of Antarctica in the late 1980s was amplified beyond the continent

itself, It is an idea thot eventually the Australian Prime Minister, Bob Hawke would echo:

'2? /L ast heaven on Earth’, Today (8 May 1990).

1% Speech by the Australian Prime Minister Bob Hawke, Sixtesnth National Conference of the Australia Institute of
Internal AHfairs, Hobart 18 November 1989. It is interesting to note that Antarctica New Zealand adopted the
mission statemant of ‘Antarctica, refreshing the human spirit’ in 1998.

13 GP had a significant media history of David and Goliath campaigns. The photographs of big whaling ships and
rubber dinghy’s produced a kind of ecological sublime, in the pitching of the miniature ogainst the machinations of
the gigantic.

132 GP Intarnational, “A realistic Dream for Antarctica”, GP International Document for an Eighth UN Debate
(October 30 1990),1.

'3 Mortin Holdgate in IUCN document 19 March 1991 and Soviet President Gorbachev, quoted in GP International
1990, 3.
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| am firmly convinced that one of the greatest legacies of our generation can leave to
the future may yet be one of the simplest: one continent unspoilt, a testament to our
own recognition that in other corners of the world we have already gone too far.'34

After five years of dream weaving in the Antarctic, Greenpeace’s document for the Eight UN

meeting (1990) at which Antarctica was to be discussed, was entitled ‘A realistic dream for
Antarctica’.'® The foreword was written by Lyn Goldsworthy, just one of the political vectors
that carried a passion for the landscape from Antarctica, to the political spaces of
contestation, and then into the political forums of legislation.’* She had worked in and on

Antarctica for nearly eighteen years, and became the Australian NGO delegate for ASOC at
the ATSCM, {April 22-33 1991, Madrid). As a Greenpeace campaigner, she had moved

through many different political spaces in the Antarctic debate, from the field and campaigns
in Antarctica, to the outside and inside of political forums. Lobbying politicians involved a
combination of “lipstick politics” and “many, many late nights briefing colleagues back at
home, preparing commentaries (ECOs)'” for publication the next day, schmoozing with
diplomats” to media briefings and “sewing penguin suits, making banners for them to hold,
organising tons of ice for the penguins to die on in front of hotel where the negotiations were

at... short sharp media-oriented statements.”'*® “And then there was being in the Antarctic
itself - completely different world, amazingly powerful, inspiring, rendering one inarticulate -
but also always being under scrufiny, always having to ask questions.”™ The Antarctica, she
promoted re-envisioned Antarctica as a fracture in a utilitarian concept of space; place
considered as intrinsically valuable. As she comments,

If we decide to forego mineral exploitation in Antarctica, it would be the first time
humans collectively have valued the environmental integrity of a continent over an
assessment of its economic potential.'“°

In the media, the World Park was reported as a utopian ideal by both pro and anti CRAMRA

supporters. The Australian, saw “the creation in Antarctica of a world wilderness park - a

134 Speech by the Australian Prime Minister, Sixteenth National Conference of the Australia Institute of Internal
Aftairs, Hobart 18™ November 1989.

135 GP International, 1990.

13 Accounting for the duration of involvement in Antarctica of many of the anti-CRAMRA campaigners, the
landscape had an active role in driving the politics of that campaign, engendering a particular critical and emotional
consciousness within its campaigners. Lyn Goldsworthy comments, “*My first trip to Antarctica 1987 - and more
specifically, my first glide through icebergs - completely changed my relationship with the Antarctic, and with the way
that | approached the campaign. Until then, it was a campaign, something | believed in but was not personally
emotionally connected to. After, protection of this amazing place became a passion - a lifelong passion - while |
stopped being a paid campaigner on Antarctic issues in 1991, | have continved to work on this issue - and will until
my dying day.” Goldsworthy 2004,

"7 Eco was @ NGO publication intended to provide alternative ideas and proposals to delegates, and to report on
ond analysis the conference and inform the public outside of the debate.

138 Goldsworthy 2004,
'39 1bid.

' Lyn Goldsworthy, Foreword “A realistic dream for Antarctica” in GP International Document for an Eighth UN
Debate, {October 30 1990)
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utopian notion that is impossibly idealistic in an imperfect world.” 4! 1n short, it was described
as “a pie in the sky campaign®.'? New Zealand Foreign minister, Russell Marshall labelled
the decision as ‘Utopian’.'® The ‘Antarctica seduction’ that was being pitched by the media
was the idea that we con start out over, in the clear light of unpolluted vision. The suggestion

of the clarity of vision that Antarctica might provide also provoked the routine denunciation of

the utopian.

Greenpeace, through their geographical remapping and accumulation of images, instigated
a change in the Antarctic spatial narrative. Photographic proof of destruction proved an
essential weapon in this remapping because of the continent’s previous inaccessibility. And
through the repetition of a simple, morally unsophisticated, visval narrative in the media,

Greenpeace succeeded in polarising an arrested Antarctic politics.

Australian-Antardiica spatialities

In September 1988, at the height of the discussion on the usage of the Antarctic environment,
Australian Antarctic postoge stamps came through the letterbox along with Greenpeace
leaflets, celebrating the themes of ‘Environment, Conservation, and Technology’.'* The stamp
designs showed a juxtaposition of fore-grounded wildlife with machines on the horizon. For
example, ‘Dolphins and Nella Dan’ shows the hulk of a ship in the background,
foregrounding the dolphins, with the ship in on almost ‘pursuitlike’ chase. Ironically, the
stamp reproduced the Greenpeace images of whaling in the Antarctic that were in circulation
simultaneously. As these stamps of a celebrated technological vision dispersed around
Australia,' the MV Bahia Pariso ran aground and disintegrated in the Bismarck Strait, in the
Antarctic Peninsula, spilling 950,000 litres of diesel fuel.'* On the 6 November 1989, to
protest Greenpeace deployed a banner from the hull, with the words “Antarctic Time Bomb”

+'“* ran aground in the

written on it.'"Y” Two months later, the Peruvian research ship Humbold
Antarctic Peninsula puncturing two fuel tanks. Eighteen days later, the super tanker Exxon

Valdez ran oground spilling about 50 million litres of crude oil into Prince Williom Sound,

14! “The Greening of Antarctica” in The Australian (24 May 1989), 10.

2 1bid.

143 * Antarctica ‘worth a try’” in The Australian (24 May 1989), 3.

‘4 These stamps were designed in response to the 20" Meeting of the Scientific Committee on Antarctic Research in
Hobart, September 1988 (Source: Australion Antarctic stamps archive, Australia post Headquarters, Melbourne
Victoria).

143 At the same time GP issued local post stamps for use on their campaign support vessels and their Antarctic Base.
These stamps paid the cost of postage from the vessels concerned to the nearest regular postal collection point to
raise funds for GP conservation tasks as well as publicising their projects. Stamps are denominated in New Zealand
Dollars and were issued through their Auckland Headquarters.

146 28 January 1989.

47 GP international, Expedition Report, GP Antarctic Expedition 1989/90 (Netherlands), 51.
144 4 March 1989.
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Alaska.'’ Goldsworthy commented that, “Australian government had been saying, accidents
won’t happen etc, and then here was Exxon Valdez with beautiful landscape behind,
spewing oil everywherel”'®° The polar aesthetics of the Exxon Valdez visually resonated to
articulate potential threats to the Antarctic. While Daley and O’Neil argue that the
concentration on the disaster narrative of the Exxon Valdez spill naturalised a discursive
consideration of marine transportation systems and the pursuit of alternative energy
sources,’! it did effectively exhibit the threats to polar environments of oil extraction. The
celebration of ‘environment, conservation, and technology’ offered an unsetiling visual

disjuncture with the circulating media images of such technological failure.

On 22 May 1989 the Australian Prime minister announced the “absolute commitment that the
Australian Government has to no mining in the Antarctic”,'*? he suggested the replacement of
CRAMRA with the “the concept of an Antarctic Wilderness Park”.' Acknowledging the
international as well as internal opposition to such an ideq, he justified his political course by
cited a much developed idea of environmental paternalism over “fragile environments”.'* As
CRAMRA was rejected, a case for Antarctic ‘Australianess’ needed to be made. As the
largest claimant state, Australia had an extraordinary energy invested in Antarctic, as was
demonstrated by the use of stamps to assert sovereignty rights. During this era of Australian
politics, there was a marked change in the narrative of the environmental space of Antarctica
as a fragile environment liable to be marked by human ‘progress’, while pro-CRAMRA
supporters argued that Antarctica was a robust environment protected by the Southern
Ocean and environmental inaccessibility. Concepts of wilderness had been heavily
constructed and contested in Australian consciousness by environmental campaigning for non-
commercial utility of domestic spaces in Australia, such as the 1972 Peddlar Dam campaign,

the 19864 Franklin River, battle of Farmhouse creek, and the 1989 Hobart campaign against
wood chipping.

Two interconnected concepts ot wilderness were at work in the idea of a wilderness park
status for Antarcticq; firstly, the enlargement of Australia’s national space into Antarctica, and
secondly, a changing narrative of what that space ‘means’ to Australians. This dual spatial

concept of a wilderness park is at once a unifying concept for the entire Antarctic landmass

4% March 24* 1989
129 Goldsworthy 2004,

'V P. Daley and D. O’Neill, “Sad is too mild a word’: Press coverage of the Exxon Valdez oil spill” in Journal of
Communication 41, 1991, 53.

132 Transcript of joint news conference with the Prime Minister, Senator the Hon. Gareth Evans and Senator the Hon.
Gareth Richardson, Parliament House, 22 May 1989 (media release)

133 ibid.

134 ibid.
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that encloses it in a term that negates the pie-shaped wedges of national claims, and
simultaneously it was a mechanism to assert Australian national identity over the space.
Within Australio, there was considerable opposition to the World Park idea and to what
Australian Antarctic identity means, especially from Philip Law a former director of the AAD,

If Australia refuses to sign she will be utterly discredited among the treaty nations and
will be branded as naive, ignorant and obstructive... and the Antarctic treaty - one
of the world’s most idealistic political achievements - will collapse. The campaign for
an Antarctic world park is doomed to failure.'*’
Similarly in Britain, the pro-CRAMRA argument is located in the fragility of consensus in
international agreement. Australia’s stance on the ‘Wilderness Park’ was viewed as
contributing to a fractured political space - by dividing international consensus. When
questioned by a journalist about the rather surprising and quite unexpected course of action
Australia was taking {given its participation and endorsement of six years of CRAMRA
negotiations), the Prime Minister, Bob Hawke replies by pointing out, in a straight forward
manner that CRAMRA was legally inconsistent with a no mining stance (as it had been for the

last six years), which reveals nothing of the extraordinary 180 degree turn that Mr Hawke

had just taken.

The zeitgeist of an environmental sensibility that the Australian government claimed to have
suddenly tapped into, belied an active image campaign from NGOs that targeted Australia
as a potential leader in the rejection of CRAMRA. Furthermore, as Mr Hawke made a stand
against ‘no mining’, he also propelled Australia as a key player in the international Antarctic
community, establishing o position in Antarctic politics that is far stronger than Australia’s
influence on other international issves. As Dr Mosley co-ordinator of ‘People for an Antarctic
World Park’ commented,

The decision on Antarctic mining could well be a turning point in world politics as far
as the priority given to the environment is concerned. For once, because of its veto
power, Australia finds itself in a position where it can play a leading role.'*
From the periphery of Antarctica to Australia, the rejection of CRAMRA is marketed as an
endorsement of what it is to be Australian, “Avstralia, under this government, has not been o
country, which just wets its finger to the aura of international opinion and says well that's
what determines Australia’s position, it we believe that something is right then we have to be

prepared to pursue it.”'”” No one is more surprised about Mr Hawke’s decision than his

advisors and cabinet, as the Australian Antarctic legal advisor, Andrew Jackson commented:

135 Dr Philip Law (Director, Antarctic Division, 1949-1966) “Warning on Antarctica”, in The Australian (May 18th
1989), 12.

'% Dr D ) Mosley, co-ordinator ‘People for an Antarctic World Park’, in the letters section of The Australian (16 May
1989}, 12.

137 1bid.
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What the officials didn’t take account of, is what the Prime Minister was doing in
terms of reacting to Greenpeace, who were able to generate a very simplistic view of
what the issues were, and the Prime Minister basically made the decision to say ‘no’
we're not going to sign the minerals convention, and what he was doing was not
responding to the qualified, sensible advice from officials but responding to a popular
image of what Antarctica is about - and the image is false, but not invalid.'**
Once Hawke’s decision to ‘say no to mining’ had been made, the story had to be
disseminated quickly, with the political concerns of ‘Australia’s own back yard’ transposed to
Antarctica. In rejecting CRAMRA, the government was forced to adopt the media image
established by Greenpeace and other NGO caompaigns. As Mr Hawke was presented with
his inflatable penguin from Greenpeace supporters, he also whole-heatedly adopted the

image of Antarctica that they had produced. As Jackson comments:

Ahter the decision by government to say we are going to go down a different path,
officials relied very strongly on a public campaign by Greenpeace and others that
was based on misinformation because that simplistic view of Antarctica was exactly
whot was required to shift that debate.'*”

At this point in the debate, Antarctic politics became truly polarised; support for CRAMRA

was conceived as pro-mining and all ideas contrary to this, were located in the term

'‘Wilderness Park’ or ‘World Pork’.

Voyages of vision: MV Gondwana

On the 26™ September 1989, the MV Gondwana set scil from New Zealand for Antarctica.
Australio had rejected CRAMRA, and Greenpeace campaigned for a ‘World Park’ to
persuade additional Treaty Parties to follow suit, with the new vision of a heaven on earth.
The self-generated press release reads, “Greenpeace’s new polar ship ‘Gondwana’ heads
south to Antarctic controversy” %% The boat was auspiciously named after the Gondwana
continent, of which Antarctica was once a part. Conjuring up an ancient geological ghost that
once dominated the Southern hemisphere, the ship takes on the mythology of the global
continent. The MY Gondwana has cost Greenpeace 2.57 million dollars, and her role is to
make visible the “careless attitudes toward the fragile Antarctic environment, in sharp

contrast to the public images these countries have attempted to project”.'®’

Direct warnings have been issued from the US and obliquely from France, as the express
intention was to bring back more images of the French base Dumont D’Urville and the US

station McMurdo.'®* Again, the ship’s objective is as an agent of visibility, to visually map the

'} Interview with Andrew Jackson, Manager, Antarctic Treaty and Government, AAD, Hobart {13 & 26 November
2000}

1%? Ibid.
190 GP Press Release, {7 October 1988).
16! GP Press Release, {5 October 1988).

'%2 Interview Maj de Poorter 12 January 2000 & 5 April 2001, Christchurch NZ.
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other ‘ugly’ Antarctica.'®® Greenpeace’s aim, beyond its waste stories, '

4 is to produce the
World Park as a visual object, thus substantiating the conceptual idea already generated.'®
The destination of the Gondwana is a new idealistic space; “This voyage is the most

imaginative yet in the Greenpeace campaign to have Antarctica declared a World Park.”'¢°

In pursuit of @ World Park, a Greenpeace survival hut blocked the semi-constructed airstrip at
DuDu, and a media entourage recorded fireworks used to scare birds from their nests, and
penguins that were removed to pens before their nests were dynamited.'®” But the
Greenpeace expedition co-ordinator, Pete Wilkinson was concerned that the focus on the
dramatics of the event that brought so much publicity to the global campaign was obscuring
the local environmental issves;

The focus so far has been French aggression, but now we have an opportunity to
change the focus to the real issue surrounding Dumont D’Urville - the impact of the
airstrip on the ecology of the area.'®’

The impact of dramatic images of destruction is now constrained by some more delicate
negotiations with the French to join Australia in rejecting CRAMRA. ‘DuDu’ “was a tricky one
that year: Airstrip project still on, but France also supportive of replacing minerals convention
with environmental instrument... campoigners understood the need to have protest but not
alienate France<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>