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Fredric Jameson characterizes postmodernity as the total saturation of 
cultural space by the image, whether at the hands of advertising, com, 
munications media, or cyberspace. This complete image ... permeation of 
social and daily life means, he says, t hat aesthetic experience is now 
everywhere, in an expansion of culture that has not only made the 
notion of an individual work of art wholly problematic, but has also 
emptied out the very concept of aesthetic autonomy. In this state in 
which "everything is now fully translated into the visible and the cultur, 
ally familiar, [including all critiques of this situation], . .  , aesthetic 
attention," he says, "finds itself transferred to the life of perception as 
such." This is what he calls a "new life of postmodern sensation," in 
which "the perceptual system of late capitalism" experiences everything 
from shopping to all forms of leisure as aesthetic, thereby rendering any ... 
thing t hat could be called a properly aesthetic sphere . . .  obsolete. 55 

O ne description of art within this regime of post modern sensation 
is that it mimics just this leeching of the aesthetic out into the social field 
in general. Withm this situation, however, there are a few contemporary 
artists who have decided not to follow this practice, who have decided, 
that is, not to engage in the international fashion of installation and 
intermedia work, in which art essentially finds itself complicit with a 
globalization of the image in the service of capital. These same artists 
have also resisted, as impossible, the retreat into etiolated forms of the 
traditional mediums - such as painting and sculpture. Instead, artists 
such as James Coleman or William Kentridge have embraced the idea 
of differential specificity, which is to say the medium as such, which they 
understand they will now have to reinvent or rearticulate.56 The 
example of Marcel Broodthaers, which I have been presenting here, has 
been fundamental to this task . 

NOTES 

I Stanley Cavell, The World Viewed (Cam, 
bridge, Mass .. Harvard University Press, 1971), 
pp. 101-18. 
2 In this regard, see Stanley Cavell, "Music 
Discomposed," in Must We Mean What We Say? 

(New York: Scribner's, r969), pp. 199-202. 
3 This problem is further complicated by the 
very need to bracket off Greenberg's name with the 
use of scare,quotes in the way I have done in this 
sentence so as to indicate that this reading of his 
own use of the word "medium" involved (and 
involves) a strange misunderstanding, one that I 
address below (see pp. 27-30). 
4 Throughout this text I will use mediums as the 
plural of medium in order to avoid a confusion with 
media, which I am reserving for the technologies of 
communication indicated by that latter term. 

Benjamin H. D. Buchloh, "Introductory 
Note [to the special Broodthaers issue)," October, 

no. 42 (Fall 1987), p. 5. Benjamin Buchloh's cen, 
tral role in the critical reception of Broodthaers's 
work as that unfolded in the early '70S is obvious in 
the many citations of his writing that occur 
throughout this essay, as in its reference to his nur, 
turing activities as an editor and publisher in con, 
nection with his journal Interfimktiollell . Here, 
in apposition to this statement placed as an epi, 
graph to what follows, I want to state my own grat, 
itude to Benjamin Buchloh for the generosity of his 
willingness to read this text in manuscript and to 
discuss it with me, in the open exchange of appro, 
bation and disagreement that makes dialogue with 
him consistently so challenging and illuminating. 
6 Studio Illternafiollal, vol. 188 (October 1974)· 
The back cover is also by Broodthaers. It is a 
mixture of the same kind of children's "object 
lesson" discs (Z for zebra, H for horse, W for 
watch, with the appropriate picture on each· disc) 
and discs bearing letters only. Under tpe/grid of 
these discs, Broodthaers has penned: "tifments du 
discours ne peuvent servir 

·
l'art une faute 

d'orthographe cachee vaut un fromage." This 

refers to two aspects of his own work. On the one 
hand, it performs a riff on the La Fontaine fable of 
the fox and the crow that had served Broodthaers 
for his exhibition and film Le Corbeau et Ie rellard 

(1967) . On the other, it alludes to the typo in the 
announcement for his exhibition "Court/Circujt" 
(1967), in which the typesetters left out the "h" in 
Broodthaers and the artist added the letter by hand, 
thereby turning the mistake into an autographic 
work or marketable object or, in French slang, 
"fromage" (money). 

7 My attention was first drawn to this cover, and 
its particular play on words, by Benjamin Buchloh 
in his important essay "Marcel Broodthaers: Alb 
gories of the Avant,Garde," ArtJorum, vol. XVIII 
(May 1980), p. 57. 

For the presentation and theorization of this 
transformation from specific to general, see Thierry 
de Duve, Kant After D"champ (Cambridge, Mass. 
MIT Press, 1996), particularly the chaptet "The 
Monochrome and the Blank Canvas." 
9 Broodthaers's explanation appears in Museum, 

the two,volume catalogue of the exhibition "Der 
Adler vom Oligozan bis Heute" (Dusseldorf, 
Stadtische Kunsthalle, 1972.), vol. 2, p. 19· In the 
draft of a text apparently addressed to Jiirgen 
Harten, Broodthaers played with the conceptual, 
ists' claim to "theory" and their ambition to limit 
art to apodictic statements that would produce its 
"definition": 

Theory 
Museum at the [presentl] time 

I am the Eagle 
Thou art the Eagle 
He is the Eagle 
We are the Eagle 
You are the Eagle 

They are cruel and indolent 
intelligent and impulsive like 
lions, like remorse, like 
rats. 
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TO Interfimktionen, no. I I  (Fall 1974), cover. Ben, 
jamin Buchloh, editor and publisher of this avant/ 
garde journal, commissioned the cover from 
Broodthaers, as well as another work for the issue: a 
film scenario called "Seance," in which a fictitious 
movie screening consisting of a "short," a news 
broadcast, and a full/length feature is set out 
through pirated images. "Seance" was bracketed 
by a pair of images of palm trees, under which the 
caption "Racisme vegetale" announced Broodt ... 
haers's forthcoming book of the same name. It was 
Buchloh who translated Broodthaers's cover text, 
''Avis,'' into English in collaboration with the 
artist. Once again, my attention to this little/known 
work was alerted by Buchloh, in "Broodthaers: 
Allegories of the Avant/Garde," op. cit., pp. 57-8. 
I I By coining the term " eagle principle" for that 
part of Broodthaers's use of the eagle that critiques 
Conceptual art and thus a certain turn of events 
within the history of postwar art, I am trying to 
distinguish this from the full range of what 
Broodthaers meant the eagle to address, which 
obviously includes the political dimension of the 
symbol and more specifically, within Broodthaers's 
European context, its permeation and exploitation 
by fascism. 
12 For a discussion of Anthology Film 
Archives, see Annette Michelson, "Gnosis and 
Iconoclasm: A Case Study of Cinephilia," 
October, no. 83 (Winter 1998), pp. 3-r8. 
1 3  See ]./L. Baudry, "The Apparatus," Camera 

Obswra, no. I (1976); and Teresa de Lauretis and 
Stephen Heath (eds), The Cinematic Apparatus 

(London: Macmillan, 1980). 
'4 Maurice Merleau/Ponty, Phenomenology of 

Perception, trans. Colin Smith (London: Routledge 
and Kegan Paul, 1962). The section titled "The 
Body" addresses the interconnectedness of the 
body's "back" and "front" within a system of the 
meanings of these relationships. These, given pre/ 
objectivally by the space of the body, thus function 
as a primordial model for meaning itself. The body 
as the preobjective ground of all experience of the 
relatedness of objects is the first "world" explored 
by Phenomenology of Perception. 

5 8 

1 5  Annette Michelson writes: ''As the camera 
continues to move steadily forward, building a 
tension that grows in direct ratio to the reduction 
of the field, we recognize, with some surprise, those 
horizons as defining the contours of narrative, of 
that narrative form animated by distended tempo/ 
rality, turning upon cognition, towards revelation. 
Waiting for an issue, we are 'suspended' towards 
resolution . . . .  Snow, in reintroducing expectation 
as the core of film form, redefines space as being . . .  
essentially ' a temporal notion. ' Voiding the film of 
the metaphoric proclivity of montage, Snow 
created a grand metaphor for narrative form." 
("Toward Snow. Part I," Artforum, vol. IX (June 
1971), pp. 3 1-2. 
1 6  Serra speaks of the importance of Michael 
Snow's wOlk for him in Annette Michelson, 
Richard Serra, and Clara Weyergraf, "The Films 
of Richard Serra: An Interview," October, no. 10 
(Fall 1 979). 
17 In a selies of essays in the late 1940S Green, 
berg enunciates this idea of the end of easel paint, 
ing and the opening of picture/making to 
something "beyond" it. See "The Crisis of the 
Easel Picture" (April 1948) and "The Role of 
Nature in Modern Painting" (1949), in Clement 

Greenberg, The Collected Essays and Criticism, vol. 2, 
ed. John O'Brian (Chicago and London: Univer, 
sity of Chicago Pless, 1986), pp. 224 and 273-4; 
see also ''American/Type Painting" (1955), 
Clement Creenberg, op. cit., vol. 3 ,  p. 235. 
18 In analyzing the lines of intention that 
connect a subject to his world, Same speaks not 
only of the reciprocity of points of view - the 
vector that connects my body as my point of view 
on things with that aspect which marks out the 
point of view of those things on my body -but also 
of those movements through the world which are 
my fOlm of appropriating it, through play for 
example. "Sport," he writes, "is a free transforma ... 
tion of the worldly environment into the support/ 
ing element of the action. This fact makes it creative 
like art. The environment may be a field of snow 

. to see it is already to possess it. It represents pure 
exteriority, radical spatiality; its undifferentiation, 

its monotony, and its whiteness manifest the 
absolute nudity of substance; it is the in/itself 
which is only in/itself. . What I wish is that this 
in/itself might be a sort of emanation of myself 
while still remaining in/itself. One wants to 'do 
something out of snow' - to impose a form on it 
which adheres so deeply to the matter that the 
matter appears to exist for the sake of the form . . . .  
To ski is, beyond skill, rapidity, play, a way of pos/ 
sessing this field. I am doing something to it. By my 
activity I am changing the matter and meaning of 
the snow." (Jean/Paul Sartre, Being and Nothingness, 

trans. Hazel E. Barnes [New York: Washington 
Square Press, 1956], pp. 742-3). The concept of 
the "phenomenological vector" is precisely engaged 
with this idea of an activity of organization and 
connection through which a subject engages with a 
world as meaningful. 
r 9 I have explored this issue in a series of essays: 

. And Then Turn Away?' An Essay on James 
Coleman," October, no. 81 (Summer 1997), pp. 
5-3 3 ;  "Reinventing the Medium," Critical Inquiry, 

no. 25 (Winter 1999), pp. 289-305; and "The 
Crisis of the Easel Picture," forthcoming in the 
second volume of the Jackson Pollock catalogue, 
The Museum of Modern Art, New York. 
20 Such an analysis is undertaken in the discus, 
sion of Serra at the end of my "The Crisis of the 
Easel Picture," op. cit. 
21 See "Louis aud Noland" (1960) and ''After 
Abstract Expressionism" (1962), in Clement 

Cremberg, op. cit., vol. 4, pp. 97 aud r3 I .  
22 "Modernist Painting," ibid., p. 90. 
23 "Louis and Noland," ibid., p. 97· 
24 Thierry de Duve's account of Greenberg's 
reaction to Minimalism's transmutation of mod ... 
ernist "flatness" into the monochrome canvas taken 
as a kind of readymade sees Greenberg abandon, 
ing modernism and embracing formalism, the 
latter beiug an exclusive concern for the aesthetic as 
the exercise of judgmeuts of taste (in "The Mono, 
chrome aud the Blank Canvas," oF-,cit., p. 222). 
This, of course, accords with Greeuberg's self 
description in his POS(/I962 writings such 
as "Complaint� of an Art Critic" (Artforum 

[October I967 D. What this reading scants, 
however, is the way Greenberg understood the 
category of opticality as a support for practice, 
and thus - though he never says this a medium. 
And what this means in turn is that Greenberg's 
own "modernism" is more complex than either he 
articulates or Judd and company wanted to under, 
stand, or de Duve acknowledges. The guestion of 
opticality as a phenomenological vector is further 
developed in my "The Crisis of the Easel Picture," 
op. cit. 
25 In relation to one version of such rotation, 
Fried writes that this would allow something 
"powerful enough to generate new conventions, a 
new art" (Michael Fried, "Shape as Form," in Art 

and Objecthood [Chicago and Loudon: Chicago 
University Press, 1998], p. 88). 
26 Leo Steinberg, Other Criteria (New York: 
Oxford University Press, I 972), p. 79. 
27 Cavell's use of the term automatism to suggest 
the idea of a medium as a support for practice opens 
up the beginuing of such a theorization. For 
example, it sees the relatiou between a given 
"automatism" and the form its development would 
take as necessarily serial in nature, each member of 
the series beiug a new instance of the medium itself 
(The World Viewed, op. cit., pp. 103-4). 
28 See my "Video and Narcissism," October, 

no. I (Spring r976). 
29 Stanley Cavell seeks to locate this unity 
through television's material basis as "a current of 
simultaneous event reception," and a form of per,.. 
ception specific to it, which he calls "monitoring" 
(see Stanley Cavell, "The Fact of Television," in 
Video Culture: A Critical Investigation, ed. John 
Hanhardt (Rochester, N.Y. Visual Studies Worb 
shop, 1986). Other attempts to articulate the speci, 
ficity of television and/or video include: Jane Feuer, 
"The Concept of Live Television: Ontology as 
Ideology," In Regarding Television: Critical 

Approaches, ed. E. Ann Kaplan (Frederick, Md.: 
University Publications of America, r983); Mary 
Ann Doane, "Information, Crisis, and Catastt'ol 
phe, " in Logics of Television:  Essays in Cultural Crili/ 

cism, ed. Patricia Mellencamp (Bloomington: 
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Indiana University Press, I990); Fredric Jameson, 
"Video," Postmodernism: Or the Cultural Logic oj 

Late Capitalism (Durham, N. c. .  Duke University 
Press, 199I). 
30 Samuel Weber, "Television, Set, and Screen," 
in Moss Mediatlros: Form, Technics, Media (Pasadena, 
Calif . Stanford University Press, 1996), p. 1 10. 
31 Fredric Jameson comments on this resistance 
of video to modernist theorization in his HTrans/ 
formations of the Image in Postmodernity," in The 

Cultural Ttmz: Selected Writings on the Postlllodern, 

1983-1998 (London: Verso, 1998). 
32 See Jacques Derrida, "The Law of Genre," 
Glyph, no. 7 ( 1980). 
33 This, inscribed on an untitled work of 
1973-4, is itself a complex statement. The first half 
connects to the eagle principle's double description 
of the way theories are themselves porous to com
modification and of the fact that the substitution of 
language for the physical object does not protect art 
from this condition either. But the second sentence 
is far less negative and opens onto the redemptive 
possibilities toward which the "Fig." as a new type 
of image - a fragment that participates wholly in 
neither language nor icon - might gesture. This is 
suggested by the role of the "Fig." in Ma Collectioll 

and the book Charles Baudelaire. Je hais Ie mouvellient 

qui deploce les lignes, both discussed below. I am 
extremely grateful to Benjamin Buchloh for his 
suggestions about the complexity of Broodthaers's 
"Theory of Figures" and the allegorical status of 
this notion within his work. 
l4 Press release for "Musee d'Art Moderne, 
Departement des Aigles, Sections Art Moderne et 
Publicite" (Kassel, 1972), reprinted in Marcel 

Broodthaers, exh. cat. (Paris: Jeu de Paume, I991), 
p. 227· 
35 Benjamin H. D. Buchloh, "Marcel Broodt
haers: Allegories of the Avant-Garde," op. cit., 
p· 52. 
36 Ibid., p. 54. 
37 For this argument about Broodthaers's 
relation to the Benjaminian figure of the collector, 
see Douglas Crimp, "This Is Nor a Museum of 
Art," in Marcel Broodthaers, exh. cat. (Minneapolis: 
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Walker Art Center, 1989), pp. 71-91. Broodt, 
haets's explanation about becoming a "creator" is 
from his essay "Comme du beurre dans un 
sandwich," Phantom as, no. 51'.61  (December 
1965), pp. 295'-6, as cited in Crimp, op. cit., p. 71 .  
3 8  Walter Benjamin, Dos PassagCl/- Werk (Frank
furt am Main: Suhrkamp, 1982), vol. I, p. 277, 
as cited in Crimp, op. cit. ,  p. 72. 
39 The "Fig." numbers in Ma Collection are 
for once consecutive, unlike the random character 
that Broodthaers names as the principle of num
bering in the "Sections des Figures" exhibition 
("The Eagle from the Oligocene to the Present"), 
or the aleatory quality of the sprinkling of "Fig. I," 

"Fig. 2," "Fig. A," etc. 
40 Ibid., p. 7J. 
41 This is from Walter Benjamin, Charles Baude

laire: A Lyric Poet in the Era oj High Capitalism, trans. 
Harry Zohn (London: New Left Books, 1 973), 
p. I65, as cited in Crimp, op. cit., p. 80. 
42 See Susan Buck-Morss, The Dialectics 

oj Seeing: TMllter Benjamin and the Arcades Project 

(Cambridge, Mass . MIT Press, 1989), pp. 241-5. 
43 Benjamin H. D. Buchloh, "Formalism and 
Historicity - Changing Concepts in American 
and European Art since 1945," in Ellrope in the 

Seventies: Aspects oj Recent Art, exh. cat. (Chicago: 
The Art Institute of Chicago, 1977), p. 98. 
44 Walter Benjamin, Das Passagen-Werk, op. cit., 
p. 271, as cited in Crimp, op. cit., p. 73. 
45 Walter Benjamin, "Unpacking My Library" 
(193 1), in Illuminatiolls, traus. Harry Zohn (New 
York: SchockenBooks, 1969), p. 67. 
46 Although Broodthaers had made two earlier 
films, La Clef de l'Horloge (1957) and Le Chantdema 

generation (1959) - the first, a throwback to early 
"experimental" cinema such as Leger's Ballet 

mecanique, the second, a compilation film using 
existing documentary film sources - it was in 1967, 
with Le Corbeatl et Ie renard, that Broodthaers began 
to work intensively in film and seems to have gained 
access to his own relation to experimentation in this 
medium. This was the same year that Michael 
Snow's Wavelet/gth won first prize at the Knokke 
Experimental Film Festival. Jacques Ledoux, who 

founded the Festival, was the head of the Royal 
Film Archives in Brussels, which functioned as a 
repository of the same type of cinematic repertory 
privileged by Anthology Film Archives. 

In his essay "Le Cinema Experimental er les 
fables de La Fontaine. La raison du plus fort," 
written in relation to his exhibition " Le Cor beau 
et Ie Renard," Broodthaers describes Snow's film 
in some detail. He then purs it in relation to Euro
pean "structuralist film," particularly Selbstschiisse 

by the German film_maker Luc Mommartz 
(Marcel Broodtham: Cillema, Barcelona: Tapies 
Foundation, 1 997, pp. 60--1; my thanks to Maria 
Gilissen for calling my attention to this reference 
and to Mommattz.) 
47 Walter Benjamin, ''A Short History of Pho
tography," in "aile Way Street" alld Other Writillgs, 

trans. Edmund Jephcott and Kingsley Shorter 
(London: New Left Books, 1979). For a further 
discussion, see my "Reinventing the Medium," 
op. cit. 
48 Press release for "Musee d'Art Moderne, 
Departement des Aigles, Sections Art Moderne et 
Publicite" (Kassel, 1972), reprinted in Marcel 

Broodthaers, 1991 ,  op. cit., p. 227. 
49 Marcel Broodthaers, after an interview by 
Irma Lebeer, "Ten Thousand Francs Reward," 
October, no. 42 (Fall 1987), p. 43· 
50 From the catalogue for "MTL-DTH," 
quoted in Anne Rorimer, "The Exhibition at the 
MTL Gallery in Brussels, March I3-April 10, 
I970," October, no. 42 (Fall 1987), p. lIO. 
51 See note 3 3 ,  above. 
52 The marine scene footage in A V<iyage on the 

North Sea is taken pardy from the master of a some
what earlier film, Allalyre d'une Peintllre, bur reedited 
with the page_number intertides and the photo-

graphic shots of sailboats taken by J3m()dth;\,·\'�. 
In an interview conducted on the occasion of' 
Broodthaers's 1973 exhibition of his Literary {Jaillt, 
illgs, in which Allalyse d'lIlIe Peilltllrr was scrcclled, 
Benjamin Buchloh and Michael Oppitz qlle" 
tioned the artist about the film. In his questions to 
Broodthaers, Buchloh assumes that the film is an 
allegory of modernism, one that analyzes and 
attacks its self_certainties: "Your way of ironically 
repeating the painterly gestures of reduction and 
annihilation in film -do not the same obsolete and 
retardataire principles determine your own analysis 
of a painting as welh" Broodtbaers's replies to this 
are singularly resistant: "Is the tool of analysis really 
sufficient for 'working'?" he asks at one point. At 
another, he seems to object to the idea that his film 
deals, as Buchloh insists, "with the problem of 
painting." "Not with painting as a problem," he 
says, "but with painting as a subject. If there is in 
your opinion a problem of painting, I claim to 
have treated the film which we are speaking about 
in a style that transforms this problem." (Marcel 

Broodtham: Cillema, op. cit., pp. 230--1). 
It is my view that when Broodthaers uses the 

word subject as he does above - "painting as a 
subject" - he is often pointing not to anything like 
"subject/matter" or content, but to the issue of the 
medium. 
53 Marcel Broodthaers, "Ten Thousand Francs 
Reward," op. cit., p. 43. 
54 Ibid. 
55 Fredric Jameson, The Cllltliral Ttlrn, op. cit., 
pp. rra--I2. 
56 In previous essays, cited above (note 19), 
I have discussed the work of James Coleman and 
Jeff Wall in this regard. In a subsequent study 
I will focus on that of William Kentridge. 
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Translation of text on page 38 

A text by Marcel Broodthaers on Ma Collection 

Ma Collection is a work composed of two panels, both sides of which are used. Within the 

first panel, containing documents from exhibitions at which I have been able to exhibit, 

there is inserted a page from the catalogue of the Cologne fair of '7I with photos of these 

same documents. The second panel of Ma Collection is adorned with a portrait of the 

European poet Stephane Mallarme, whom I consider to be the founder of contemporary 

art. "Un coup de des jamais n'abolira Ie hasard." Ma Collection is a work in which the 

tautological system is used to contextualize the exhibition sites. (It would therefore have 

more meaning than a stamp collection.) The catalogue of the present exhibition will be 

used as a detail to make up a future work of art attesting to the shows at which I have 

exhibited since I97I .  

Translation o f  text o n  page 40 

Marcel Broodthaers 

Ma Collection 
. . .  Where a contract is at issue. 

Since I appear in this collection, which is also a selection from among the art catalogues 

of the past several years, it does not constitute a traditional readymade. 

But, if one accepts that the representation of my art carries with it a change of 

sense/non/sense, it would then be a new form of readymade, a baroque ready made. 

This dubious readymade would therefore be equivalent to a dubious work of art. How to 
market doubt if it does not have a clear artistic quality? Moreover, I do not have the nerve 

to speculate on Ma Collection, although with the money received I could relieve the misery 

that ravages the Indies, or even finance an avant/garde revolution. A contract, a good 

contract would get me out of trouble by aligning my interests with established customs. 

For further information, please contact . . .  

Personally, I would like to receive a tax (a royalty?) on the publications, if there are any, 

that reproduced my declaration and the images from this page of the catalogue of the 

Cologne 7 1  fair. 

However, should anyone still wish to own the physical object of Ma Collection, then the 

price would be up to my conscience (Price negotiable). 

© M. Broodthaers 
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