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| have a photographic gun that has nothing murderous about it and that takes a picture of a

flying bird or running animal in less than 1/500 of a second. | don’t know if you can picture
such speed, but it is something astonishing.

Etienne-Jules Marey, Flying Seagull
and Bull’s-Eye. Chronophotograph
on glass plate, 1882.

© Fonds Marey, Archives du Collége de France

Etienne-Jules Marey, Flight of a Seagull.
Chronophotograph on glass plate, n/d.

© Fonds Marey, Archives du Collége de France

—ETIENNE-JULES MAREY IN A LETTER TO HIS MOTHER

The invention proudly announced by French
physiologist Etienne-Jules Marey in 1882 followed in
the same line as other chronophotographic devices
from the late 19th century. Designed to analyse the
different phases of moving bodies, these devices
expanded the possible ways of representing reality
and extended the scope of sight beyond the range
of the human eye. Marey’s new invention gave him
a camera in a form already adapted to the human
hand and let him explore the close ties between
observation and shot. Although he downplayed its
possible murderous connotations, this new invention
revealed the potentially predatory nature of the
photographic shot.

As photography developed, the relationship
between cameras and firearms moved beyond
purely technological parallels and turned the dark
power of photography’s destructive gaze into a
topos that still runs through art and literature today.
In his work, French photographer Henri Cartier-
Bresson elevated the link between image, moment
and capture to a true dogma. In a 1998 interview,
he said: “I'm like a hunter who loves bagging his
prey but doesn’t want to eat it. The only thing I'm

91

interested in is the shot.

The correlation between the act of taking photographs
and the act of stalking prey has been the subject
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of much critical analysis, which has revealed
how photography—from capture through to
consumption—always entails a certain degree of
violence, capable of turning every encounter between
camera, photographer and subject into an act of
domination. In contemporary conflicts, the use of
images produced by weapons themselves has made
devices for capturing and disseminating pictures a
key part of an army’s arsenal, proof that the parallels
between these two devices are as strong as ever.

The works in this show analyse the three key
moments in a hunt: device, capture and trace. They
expand on the issues raised by Marey and share
contemporary art’s growing interest in new ways
of exploring and representing conflict. How has the
relationship between image-capture systems and
military devices evolved? Can we subject images
to a critical analysis of violence that goes beyond
their literal nature as records and evidence? How
can contemporary artistic practices offer alternative
forms of representing conflict outside the sphere
of the media? This exhibition sets out to tackle
these and other questions raised by the discursive
implications of the shot and calls on spectators to
play an active role in seeing the gaze as a predatory
strategy.

1. Interview with Henri Cartier-Bresson in the “Cultura”
supplement to La Nacién (12 August 1998).
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Gabriel Orozco

Altar de parabrisas con balazo [Shot Windscreen Altar]
2009

© Gabriel Orozco and Kurimanzutto, Mexico City

HesIWoD #

Jdu’ein}noewBeW@EUOqUNIOEXIedl
Buijiews Aq adueApe ul 400q ases|d
dnoub Jad sjdoad Q| Jo wnwiulp
UOTJROTUNWIWIO) [RQIDA
guisn sanoj paydepe pue
agengue] ugIs ul sJanoj, @

Zvl /P8 1$6 UO @oueApe U] )00 9sed|d
dnoub Jad sjdoad Q| Jo wnwiulp
SJd0)1SIA paaredwr A[[ensia

Jo sdnoa§ a0y s.anoj popinr) @

623 :dnoub uad ao1d
}9U’eJN}NOBWBRW@UOQWNIOLEXIEDI [lBWS
10 gvl /P8 1£6 UO 92UBAPE Ul 400q 9sed|d
Aepli4 0y Aepuolpy

‘Aep ay} 1noybnouy) a|ge|ieae sinoj

uoI3edNPa |BUOI}EDOA
pue 8jeaine|eddeq ‘AJepuodss :S|aneT
sino} papiny

Aiepuodes pue
(anoqe pue sesA pig) Atewld :sjoneT]
doysiom adueysiqg 14o0ys

exien)np3

SOTJIAT}OR [euorjRONPY|

093 :dnoub uad ao11d

"@dueApE U] }00( 0}

poau os|e apInB umo J1ayy yum sdnous)
2Pl /P8 LS6 UO 9dUBApE Ul 400q 9sed|d
dnoub Jad sjdoad Gg Jo wnwixe
sdnoJag .10J s.anoj popinx)

wd g 0} wd ¢ pue

wd g 03 we || ‘sAepijoy a1jqnd pue Aepung
wd g 0} wd ¢ ‘Aepunieg

inoy ay} uo unoy Aiang

‘uolysey

BuibeBus ue ul yie Atesodwaiuod alojdxd
pue Jan0dsip 0} Aem jeaub \y *“Moys ay} Jo
MBOIAISNO |B18UdB e pue saoa1d pajosjes
0} UOI}ONPO.JLUI Joliq B 8PN|OUl SINO} 3I0YsS
9S9Y] ‘9oUBApPE Ul }00Q 0} PasU OU YHm
pue 1509 eJI1Xd OU 1e SIOMSIA ||e 0} uadO
SINO}-1UlA

oarpqnd [eaoua§ ay) Ja10jJ S.anoj popinx)

3 :uolIssiwpy
SNOIN Yiqey isiiie

asauega] Aq |e} dlwepede-uou y
wd 2 4aquianop 91 Aepsany
UOTINJOAIY POCTOXI(]

paywi| a4e sade|d ||e 0} uadQ

s||eA ejody pue

1]09914qS BpY ‘si01e4nd 8y} YHAA

wd 2 49q0300 G Aepsiny |
uonIqIYXe a9} Jo anoj guruado

joys v jo Afurojeuy :sogeur] sgunpun(e)j]
UOT)IQIYXD ) 0} PINUI] SOTIIAIJOY

Bleda y Rosa

Campos de
batalla. Europa
[‘Battlefields:
Europe’ Series]
Llano de Maratén,
septiembre del
490 a. C.

[Plain of Marathon,
September 490 &c]
2010-2012

© Bleda y Rosa, VEGAP,
Barcelona, 2017

Kristin Oppenheim

Hey Joe
1996

© Kristin Oppenheim, 2017. Photo: Gasull Fotografia



Jeff Wall A Hunting Scene 1994 ”la Caixa” Collection of Contemporary Art e Courtesy of the artist

H(a)unting Images: Anatomy of a Shot

° Barcelona
COMISART. NEW PERSPECTIVES ON THE LA CAIXA” COLLECTION CalxaFOl‘um



