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ON IMAGE AGENCY

Illia Levchenko

AceHuyist obpa3sy
Inns JleeyeHko

lopcm bBpedekamn - icmopuk mucmeumea ma npedcmasHUK Hayku npo obpasu
(Bildwissenschaft), eidomuli cgoimu OOCIOXEHHAMU a2eHuii (aeeHmHocmi) obpa3sy. Y 0eox
aHanizoeaHux rnpausix bpedekammna obpa3 nocmae camMocmilHUM a2eHMOM, WO He JuwWe
die y nonimu4yHOMy rpoOcCmopi, are makox cmeoptoe yed rnpocmip. Y 0ocnioxeHHi «Akm
obpasy. CucmemamuyHuli nidxi0 0o ei3yanbHOi azeHuii» (2018) Bpedekamn 30ilicHIOE
crpoby cucmemamu3sysamu criocobu Oii o6pa3sy. BuokpemrneHi 00CniOHUKOM munu akmie
(aceHuii) icHytomb ro3a JiHiUHOK XPOHOMo2IE | Maromb Ha Memi okpecsumu criocobu
npo-sierieHHs1 obpasy. OOuH o0bpa3 Moxe noedHysamu OeKifibka PI3HUX murlie akmie.
bpedekamn posarnsidae 0bpas sik OemepmiHaHmMy 0OUHU, MPOsi8 KO2HIMUBHOI pegoritoyii,
30amHocmi moduHU 0o akmie dugbepeHuiauil, yMiHHS 1Tl0OUHU riepemeoprogamu rpupooy.
LocnidHuk nepexodume OO0 3Ha4YeHHsI e84YeHHsT Yaprnb3a [apsiHa «BupaxeHHsi emouil
meapuH i pocruH» (1872) 0ns po3pobrieHHs KoHUenuii «Pathosformel» (mamocghopmers) Abi
Bapbypea. 3pewmoto, esucHosye bpenekamr, obpa3u rpupodu rpodosxyoms obpa3su
JIIOOUHU, a He npomucmosme iM. [pyea 3 aHanizogaHux npaub «llosimuka mina 5K
gi3yanbHa cmpameaisi y meopyocmi Tomaca 066ca» (2020) nobydoeaHa 0oeKona aHanisy
¢poHmucniucy 0o mpakmamy [ob66ca «JlegiaghaH, abo Cymsp, bydoea i MOBHOBAXEHHS
depxxasu UepKo8HOI ma yueinbHoi» (1651). bpedekammn bydye OOCriOXeHHS, 3arnydaryu
bacamul OxeperbHUl KoMrifieke. TakuM YUHOM 8iH OeMOHCmpye, W0 meip mucmeuymea € i
aKkmopowm, 3aslydeHUM y CycrifibHO-MoMIMuUYHI Mpouecu, i pe3yrnbmamom sIK Yux rnpouyecis,
mak i Haykoeux 00CsieHEHb Yacy Yu MucmeubKux meHOeHUyit. AHanisy yux 08ox rpauyb dae
3moey rnobadumu, sk pospobrieHa bpedekamrom meopis Moxe bymu 3acmocosaHa Ha
KOHKpemHomy OxxepesibHoOMy Mamepiarii.

Knrouoei crnoea: obpas, aceHuis obpasy, paHHIiU Hoeul 4ac, nosimuka, Mucmeymeo,
gnaoda.

During the 1960s and 1990s, the role of visual sources was critically reevaluated. Prior to
that, they mostly illustrated political processes and more or less accurately reflected the
surrounding reality. «Accuracy» depended on the artist's technical skills, his involvement in this
reality in general or a specific event in particular. Now researchers have identified visual sources as
a distinct type possessing an informational potential that cannot be conveyed by any other type of
source. In this regard, researchers have proposed many new paradigms, including the «visual turn»
(Bryson, Moxey, Holly 1994), the «affective turn» (Clough 2008; Schmaolders 2014), the «pictorial
turn» (Boehm, Mitchell 2009), and the «iconic turn» (Boehm, Mitchell 2009). Disciplines
investigating the image (cultural studies, visual studies, art history and so on) sought to rid
themselves of logocentrism and declared anachronism as one of their methods. Methodological
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anarchism (bptoxoBeubka 2018, c. 132) and transdisciplinarity are some of the consequences
that arose from these processes.

One crucial concept that summarizes the previous decades theoretical shifts is the concept
of image agency (Gell 1998; Dekoninck 2012; Bredekamp 2018; Bredekamp 2020). It was
developed by the German art historian Horst Bredekamp (born in 1947) and British social
anthropologist Alfred Gell (1945-1997). Gell's research, which can be described as ethnographic,
focuses on the study of how images are perceived in various cultural contexts. In contrast,
Bredekamp continues the Warburgian tradition, and as a result, objects from different worlds
often (un)justifiably end up in the same paradigm (Rampley 2019, p. 5). His research concerns
visual studies and the image-science, bildwissenschaft (Bredekamp 2003) but gives the image a
role that only his predecessors could give. We will analyze the content and potential of the concept
of image agency based on two works by Bradkamp, namely: Image Act. A Systematic Approach to
Visual Agency (Bredekamp 2018), and Leviathan: Body politic as visual strategy in the work of
Thomas Hobbes (Bredekamp 2020). In the first of them, the author develops the theory of image
agency, while in the second, he performs a comprehensive analysis of the frontispiece of Thomas
Hobbes' Leviathan.

Bredekamp argues that the discussions about the image in the 1960s were as intense as
those during the periods of Byzantine iconoclasm or the Reformation (Bredekamp 2018, p. 1).
Bredekamp's image and art are fundamentally different. Art establishes its value through factors
such as the market, disciplinary connections, and networks in which particular works are situated.
The image, on the other hand, is a defining characteristic of humanity as a species (animal
symbolicum or homo faber), arising from our ability to differentiate and transform natural
phenomena through cognitive and technical means (Bredekamp 2018, p. 5-6, 16). Agency or the
image act means changing the role traditionally assigned to the image. Now it is not an object and
tool but an actor, the primary engine, the main character (Bredekamp 2018, p. 5-6, 16).

It can be joked that all goods are well-forgotten old things, but in the case of a historian,
remembrance can be the most successful way of research. Looking at the sources, we suddenly
see something unnoticed before with our complicated vision. Previously, Nicholas of Cusa
(1401-1464) also emphasized that an image can be alive or dead. It becomes dead when the
image is utterly similar to what it depicts (Bredekamp 2018, p. 202). In 1977 archeologist James
Sackett reviewed the concept of style critically and formed a model that would be adequate and
suitable in archaeology (Sackett 1977, p. 369). Sackett singles out two fundamental characteristics
of artifacts, which, although opposite, are complementary. First, the artifact exists as an object
operating in a specific cultural environment. Second, these image and/or artifact characteristics
belong to cultural anthropology and visual studies. In short, a style is a very characteristic and
specific pattern of choosing a form from possible forms by society (Sackett 1977, p. 370-371).
Perhaps Sackett was the first to clearly distinguish the agency of the image, although his interest
lay elsewhere.

The agency of the image or the Aristotelian idea about the energy of the image has been
part of the theory of the image since the emergence of art until the Enlightenment. When the
image began to be associated exclusively with inorganic matter, the image was turned into an
object of anthropology and ethnology (Bredekamp 2018, p. 7-8). Bredekamp tries to show that
this power of the image did not go anywhere but only transformed over time. However, such
agency does not imply mystical experience. The image acts through someone. It can be the
intentions of the author, the artist, the audience itself, or whatever. However, in the same way, an
image can betray conventions and show self-awareness. Therefore, it includes many artworks not
only of older art but also of modern and contemporary art. For example, Bredekamp considers the
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struggle with the image and composition in modernist works as a powerful iconoclasm, which only
recognizes the power of the image and the impossibility of resisting this power.

A deviation is a conditional act that engages the viewer in effort and movement. The

quintessence of the act image is the experience and actions associated with the perception of the
image by the beholder (Bredekamp 2018, p. 288). In Leviathan, Bredekamp begins with the theory
of vision of the seventeenth-century English philosopher Thomas Hobbes (1588-1679). In the
latter, vision is a human response to the pressure created by objects emitting light (Bredekamp
2018, p. 157). In this case, it already becomes obvious that the thing acts, and the image is the
result of the action. Cognitive style is created by the circumstances of individual and joint
experience, a set of patterns, categories, and analogies, through which eye data are systematized
(Baxandall 1988, p. 29-30). Thus, the image can speak and demand a reaction (Bredekamp 2018, p.
4).
Moreover, the cognitive style of the
era has a different attitude to the
energy of the image. Marcel Mauss
(1872-1950) noted: «The
effectiveness of an image is the
result, not the reason, of our belief
in its power.» There are two
approaches here: naturalistic and
cultural. The naturalistic one
consists of the belief that an image
is fixed in human nature and the
brain's structure; that is, we can
talk about a universal psychological
or anthropological characteristic.
The image, in this case, gains
strength from the viewer's
projection. The cultural approach,
on the contrary, unfolds around the
contextual (cultural) circumstances
that cause the activation of the
image (a specific image is activated
in specific circumstances). The
power of its influence can only
measure the effectiveness of an
image, that is, the emphasis is
placed on the operators of the
image (those who make the image
act) and those who are affected by
it (Dekoninck 2016, p. 176-177). At
one time, Plato considered the
image a phantom which threatened
society because of its deceptive
persuasiveness.

By Tromas HoBBES
S MATMESBVRY -

Fig. 1. The frontispiece of the book Leviathan by Thomas Hobbes, 1651, As Horst Bredekamp and Ralph
© Wikimedia Commans, Deconinck write about, in the

Middle Ages the image was filled

TEXT AND IMAGE: ESSENTIAL PROBLEMS IN ART HISTORY. 2023.1(15) | 137



HISTORIOGRAPHY AND THEORY OF ART

with holiness (vis, virtus, facultas or dynamis). That is why the icons exuded myrrh, breathed,
sweated, and cried (see for example: Dekoninck 2016). In the end, it grew into the baroque
hyperreality (trompe-I'ceil) and nowadays VR and AR.

Bredekamp defines the following ways of image agency: I. Living Images, Il. Substitutive
Image Acts, Ill. The Image as Beholder. It is valuable that the researcher really, according to the
title, implements a systematic approach to visuality. Each of the named kinds of image agency has
its variations and subtypes, the immanence of which is shown by Bredekamp. Thus, the researcher
analyzes cases from prehistoric and Ancient Greece art to modern and contemporary art in each
type of agency.

In the conclusions to the Image Act, Bredekamp writes about the evolution of forms
(images): not dynamics, but rather an evolution. This brings us back to Aby Warburg and Charles
Darwin's theory of evolution. It may seem strange that Darwin can be called one of Warburg's
teachers. Kharkiv professor Fedir Schmitt, for example, also directly names him as one of the
teachers in the book Art. Its psychology, its stylistics, its evolution (LUMnTb 1919, Cc. 8-9). The
evolutionary theory made it possible to systematize the material, and to turn research into
science. After all, for Darwin himself, evolution was a great theater of images (Bredekamp 2018, p.
267). It was the same, dreamy history of arts without names and even great styles. Unlike natural
(non-human), cognitive images can exist outside of artifacts and are freed from direct connection
with the depicted (Bredekamp 2018, p. 268). According to Bradkamp, there is continuity, not
contradiction, between images of nature and cognitive images.

Bredekamp classifies the sovereign and sovereignty images as communal images, in which
substitution is the primary mode of agency. In various ways, they can replace authentic images in
the way that a seal, for example, serves as proof of the presence of an institution or a ruler as an
institution here and now in this document. Alternatively, on coins, powerful images validate and
ensure the value and status of money (Bredekamp 2018, p. 156).

In Leviathan, Bredekamp shows how the image works and how the state can become an
image. The key here is the concept of «artificial man», described by Hobbes himself (To66¢ 2000).
Endowed with the capacity for autonomous movement, Hobbes's artificial man has an advantage
over the sum of natural components. For this, there is a union, a social agreement of individuals
who, creating a state, give up a part of their sovereignty (Fig. 1). Bredekamp paradoxically explains
the genesis of this understanding of the state. First, the artificial person became possible thanks to
the trends in the science of the 17th century. Bruno Latour (1947-2022) did something similar,
analyzing how the myth of «modernity» was formed (Latour 2012). During the bloody English
Revolution, the search for peace spawned two projects, one belonging to Hobbes and the other to
the physicist Robert Boyle (1627-1691). Latour needs to show the self-deception of the division
into nature and culture because Hobbes became the apotheosis of this deception. Bredekamp
writes about Leviathan as an aspiration to overcome «nothingness» to compensate for the power
vacuum and disembodied time with the image of an artificial body of the state and ruler.

Thomas Hobbes creates a ruler, an earthly god, and the individual represents the plurality
of citizens. Closing the path to transcendence, the unification of the political and the epistemic,
Hobbes believed, could protect the people from civil wars (Latour 2012). Like Latour, Bredekamp
also analyzes the appearance of the image of Leviathan as a manifestation of visual culture,
political trends and mental fractures of the mid-17th century. The appearance and widespread use
of watches (including portable ones) changed the model of space. The ticking of the clock
resembles a human heartbeat. In «Meditations» (1641), René Descartes notes that there is no
significant difference between mechanical and organic bodies (Bredekamp 2020, p. 49, 50, 51).

The body metaphor of Leviathan on the frontispiece is compositionally derived from a
Christian icon, a polyptych, and combines the image of a Mortal God towering over paired
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metaphors (Fig. 2). In the text, Hobbes uses bodily metaphors: the joints of an Artificial Man are
judges; rewards and punishments — nerve endings; wealth — strength and power; justice and laws
— reason and will; health — consent; civil war — death; counselors — memory (Bredekamp 2020, p.
52). The political iconography of the Leviathan accumulated Tudor iconography (virgin Astraeus or
Elizabeth | Tudor, covering an armillary sphere) and iconography of the Intercession (the Madonna
of Mercy type). From the study of Serhii Plokhy we know the use of the Madonna della
Misericordia type, where secular leaders are under the Cloak of the Virgin ([Mnoxin 2018).
Bredekamp cites another case when the Ruler itself becomes the Virgin (A prince offering the
protection of his cloak. lllumination to an «Avis au roys». Paris, c. 1350. New York, The Morgan
Library and museum (MS M.456 fol. 6r)) (Bredekamp 2020, p. 68).

Thus, Bredekamp offers a coherent theory of image agency, although this coherence is
sometimes achieved by grossly neglecting essential contexts. On the one hand, such a systematic
approach fulfills the function of overcoming previous ideas about the discipline. On the other
hand, the essence itself is often weakened by methodological ungroundedness and the need for
explanations for selecting works of art. The question repeatedly arises to what extent the given
sample can be adequate for deriving such categories, conclusions, and ideas. So it is the same with
studying the frontispiece of Thomas Hobbes's Leviathan. Focusing on one work of art allows the
researcher to see many circumstances at the intersection of which a work is created. Bredekamp
places it in broad networks where the viewer, the artist, or the work itself could be involved to a
greater or lesser extent. At the same time, focusing on one work gives us an idea of visual culture
and the art period in general.
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a) A prince offering the protection of his
cloak. Illumination to an "Avis au roys".
Paris, c. 1350. New York, The Morgan
Library and museum (MS M.456 fol. 6r).
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b) Valentino Pica il Vecchio, Virgin of Mercy,
tempera on panel, XV c¢. Tuscania,
Cattedrale di San Giacomo Maggiore.
© lllia Levchenko
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On image agency

Horst Bredekamp is an art historian and representative of the science of images (Bildwissenschaft),
known for his research on the image agency. In the two reviewed works, the image appears as an
independent agent that operates in the political space and essentially creates this political space.
In the study "Image Act. A Systematic Approach to Visual Agency" (2018), Bredekamp attempts to
systematize the methods of image action. The types of acts singled out by the researcher exist
outside of linear chronology and are ways of manifesting an image. The image can combine
several different types of acts. First, Bredekamp considers the image as a determinant of man as a
species, a manifestation of the cognitive revolution, man's ability to act of differentiation, and his
ability to transform nature. Despite this, the researcher goes to the meaning of Charles Darwin's
teaching "The Expression of the Emotions in Man and Animals" (1872) to develop the concept of
"pathosformel" (pathosformel) of Aby Warburg. After all, Brellekamp concludes images of nature
continue human images, not oppose them. The second of the analyzed works, "Leviathan: Body
politic as visual strategy in the work of Thomas Hobbes" (2020), is built around the analysis of the
frontispiece to Hobbes's treatise "Leviathan or The Matter, Forme and Power of a Common Wealth
Ecclesiasticall and Civil" (1651). Bredekamp constructs research by involving an impressive source
complex, thus demonstrating that a work of art is both an actor involved in society. Combining the
analysis of these two works in one text makes it possible to see how Bredekamp's theory can be
applied to the specific source material.

Keywords: image, image agency,early modern period, politic, art, power.
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