The Presentness of the Unpredetermined

We have images, literature, and
explicit theories regarding the space
that surrounds and defines us.To listen
to these voices, the condition of space
in our day, especially urban space, is
steadily worsening. It isolates and
alienates; it seems illegible, decaying,
disintegrating at the speed of trans-
portation and media—so goes the
diagnosis.! At times distended, at
times shrunken, its continual mutation
and reorganization obeys the laws of
the worldwide primacy of economics.
It prefigures, as it were, an apocalyptic
vision on earth, where we as malinger-
ers idle over our paltry activities.2

This space—manifesting itself as
sinister megalopolis, postmodernized
city, desolate town—wants to be
tamed and made livable, to be histori-
cized and humanized, in order to avert
an all too catastrophic future. For this,
too, we have images, literature, and
explicit theories,3 but above all we
have the concrete ideas and interven-
tions of architects and urban planners,
who lay down cultivated paths in the
urban wilderness and stage a sense
of orientation with splendid, emphatic
buildings. Thus space remains in con-
stant flux, yet without ever consolidat-
ing itself, as in the Paris of Georges-
Eugene Haussmann (1809-1891)

or finding its rhythm as in the film
Berlin: Die Sinfonie der Grofistadt
(Berlin: Symphony of a Great City;
1927) by Walter Ruttmann (1887-1941).
Instead, its functions, purposes, and
conditions are dominated by a con-
stant and apparently anarchistic
process of redefinition. The old must
accommodate itself unconditionally
to the new, as well as to the zeitgeist
of the global economy. Urban space
as a “network of movable elements”4
articulates itself discontinuously

in a differentiated simultaneity of
heterotopias,’ “non-places,”® and
palimpsests’ in the superimposition
of multiple functions.

This instability of the urban, with its
marginalization even of dwelling itself,
makes every aesthetic question a
political one and every act of planning
social. In this way both art and theory
find it easy to identify wounds, scars,
and inevitabilities through the mere
act of showing, especially since an
abstemious urbanism is rarely in view.
Just as rock bands in the late 1960s
routinely appeared atop garbage
dumps in their television clips, the
coincidence of the undefined continu-
ally and automatically provokes a new
range of political symbols to embody
complex perceptions.The flickering
space produces its own images;

and no matter in which direction the
camera points, the result is political.

The same, of course, is true of Peter
Bialobrzeski’'s photographs, and
especially of Lost in Transition,8 which
emphatically addresses and gives
visible form to this diffusion of urban
space. Yet Bialobrzeski goes a decisive
step further: his photographs do not
content themselves with the simple
appearance of transitory spaces and
the incidental capture of a transitory
moment—a doubling that intensifies
the effect of the indeterminate and
improbable. Nor are they to be read
primarily as traces, as an index of
reality or aids to memory.9 All these
factors, inherent in the medium of
photography, do play a role in the
images; yet | experience Bialobrzeski’'s
photographs rather as assertions,
intensifying the improbability of the
real and driving it further in the direc-
tion of decision.These images don't
just talk; they say.



