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+ the elaboration and unmasking of an un truth (344)

* Gaols Act of 1823 and the Metropolitan Police Acts of 1829 and 1839 73, £ TR AL
&) FUTHEBRRYTEHEL (344)

+ Directly to the point of the song, however, was a provision in the 1839 act for taking into custody
vagrants, the homeless, and other offenders “whose name and residence [could] not be ascertained.”
(344)
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* Thus photography came to establish and delimit the terrain of the other, to define both the
generalized look—the typology—and the contingent instance of deviance and social pathology. (345)

- #% 5 H (criminal identification photographs) (346)
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iR, 7 AV BEBLICB T D FEBEHGEOEBIEMEN, £ OMEHIZTIEH D, Thus Root’s
utilitarianism comes full circle. Beginning with cheaply affordable aesthetic pleasures and moral
lessons, he ends up with photographic extension of that exemplary utilitarian social machine, the
Panopticon. (346) (¥ 7 K, 7 6I12CTE &)

* Especially in the United States, photography could sustain an imaginary mobility on this vertical
scale (honorific-repressive, private-public) , thus provoking both ambition and fear, and interpellating,
in class terms, a characteristically “petit-bourgeois” subject. (347)

* shadow archive

* physionomy and phrenology (347) E¥%, B
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+ a statistical fiction (353)
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SULT 4 AUNR, BEE T — A TENIFIH L0 TO AN &\ 2 5, Heclearly saw the

photography as the final conclusive sign in the process of identification. Ultimately, it was the

photographed face pulled the file that had to match the rephotographed face of the suspect, even if this
final “photographic” proof was dependent upon a series of more abstract steps.  (358-360)
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+ the New York detective chief Thomas Byrnes published in 1886 a lavish “rogues’ gallery” entitled
Professional Criminals of America. 73— XX, ~L7 ¢ I A ETEHRNH ODEHZF|H
L7 A\#1(363)
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+ Eugenics was a utopian ideology, but it was a utopianism inspired and haunted by a sense of social
decline and exhaustion. ... Later, in the twentieth century, eugenics would operate with brutal certainty
only in its negative mode, through the sterilization and extermination of the Other. (372)

+ the photographic problems encountered and “soloved” by Bertillon, the nominalist detective, and
Galton, the essentialist biometrician? =27 —Z %, 6 DOFRIEHRANR—ZAZSM L, ;B30
AMEE RIS K, =R L > THEREITISF T, SEREVZEAITH L DI i]‘ LT,
VT 4 A ATBEREBLT 7 A MIEH L, Lo LEIUIMBRA 22 S ROIEBRNC
A AR TR EZ R R LoLichl & BT R R ST E {2137530\ LoD
BEBREZEH L 25 b0 EHE %72, Despite their differences, both Bertillon and Galton were caught
up in the attempt too preserve the value of an order, optical model of truth in a historical context in
which abstract, statistical procedures seem to offer the high road to social truth and social control.
(372-373)
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%759, Bertillon sought to embed the photograph in the archive. Galton sought to embed the archive
in the photographs.ft © 73> < 5 72 M, general parameters for the bureaucratic handling of visual
documents. F-ELEIVELHEME L U O FFAEDL B WNNCH 2 I TE 2ay (373)
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(373—374)
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+ The shadowy presence of the archive authenticated the truth claims made for individual photographs,
especially within the emerging mass media. The authority of any particular syntagmatic configuration
was underwritten by the encyclopedic authority of the archive. 5] 2 {¥, Keystone Views <°
Underwood Underwood & Vo 7= 2tEDFIER E D, (374)



+ Can any connections be traced between the archival mode of photography and the emergence of
photographic modernism. 12X, 1916 FFtHE T, 'L EX =X k & & L T Photo-Secession
1T, BEOVAT AHFFICERT L7228, 1920 4BRICIE. 77— A 7Ioxd 2 8HER S
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DR Z R > T2 Z & HH 54TV 5, Certainly Evan’s subway photographs of the late 1930s
and early 1940s are evidence of sophisticated dialogue with the empirical methods of the detective
police. Evans styled himself as a flaneur and late in life likened his sensibility to that of Baudelaire.
Though Walter Benjamin had proposed that “no matter what trail the flaneur may follow, every one
will lead him to a crime,” Evans avoided his final rendezvous. This final detour was explicitly
described in a 1971 interview in which he took care to distinguish between his own “documentary
style” and a “literal document” such as “a police photograph of murder scene.” (375-376)

* Evans’s sense of immutability of the existing social order. (376)
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+ These are political issues. As such their resonance can be heard in the aesthetic sphere. In the United
States in the 1970s, a number of works, primarily in film and video, took an aggressive stance toward
both biological determinism and the prerogatives of the police. f§il 2 | Martha Rosler ® The Vital
Statics of a Citizen, Simply Obtained (1976). Howard Gray and Michael Alk ® The Muder of Fred
Hampton (1971), Cinda Firestone ¢ Attica (1973). Pacific Street Film Collective @ Red Squad
(1972)

+ Earnest Cole @ House of Bondage (1967) (377)

* Theodor Adorno’s remark “knowledge has not, like the state police, a rogue’s gallery of its objects.”

(379)



