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Introduction
Darkness: A Powerful Symbol of the
Imagined North

Daniel Chartier, Katrin Anna Lund
and Gunnar Thor Jéhannesson

Though it is frequently simplified in its representations!, the
“North” is a complex space, comprised of various physical,
cultural, and semiotic realities and heavily labelled by
external discourse. Attempts to define the North have
resorted to various methodologies, giving way to
neologisms such as septentrionisme [northernism|,? arcticism,’
the idea of North* borealism,> the imagined North,’

1 This section was translated from French to English by Luba Markovskaia.
Daniel Chartier would like to thank Marie Mossé for her preliminary research
which made it possible to write this part of the introduction.

2 As of the turn of the 21% century, researchers from the Université de Lille
put forward this notion, at the crossroads between aesthetics and history. See,
for example Dubar & Moura, 2000.

3 This term is occasionally used by Norwegian researchers, including Henning
Howlid Warp and his colleagues. See, for example Ryall, Schimanski &
Howlid Waerp 2010: ix-xxii.

4 This phrase was coined by Canadian musician Glenn Gould in his collection
of radio documentaries Solitude Trilogy, which opened with the 1967
installment on “The Idea of North,” and was frequently repurposed ever
since, notably in the famed essay on English-Canadian literature by Sherill
E. Grace, Canada and the Idea of North, 2001.

5> The term was used by the Norwegian essayist Kjartan Flogstad in his 2007
essay Pyramiden, a socio-aesthetic approach to the Svalbard. It was repurposed
into considerations on the aesthetics of European depictions of the North by

Chartier, D., Lund, K.A. and Jéhannesson, G.T. (2021). « Introduction. Darkness: A
Powerful Symbol of the Imagined North, » in Darkness. The Dynamics of Darkness in the
North, eds. D. Chartier, K.A. Lund and G.T. Jéhannesson, Montréal and Reykjavik:
Imaginaire | Nord and Land- og ferdamalafradistofa / Research Centre in Geography
and Tourism at the University of Iceland (Isberg), pp. 9-22.



DARKNESS IN THE NORTH

nordicity,” and many others. These superimposed and
interconnected viewpoints offer a rich and varied®
perspective allowing to grasp the subtle interactions
between the external and internal perceptions of the North,
as well as to counter, by way of a cultural
“recomplexification,” the historical simplification of these
depictions. This process involves analyzing the various
components, signs, mythemes, chromaticism, narratives and
landscapes—all of the vectors that form the vast system of
signs that is the imagined North. These signs are often
interrelated and frequently stem from various ancient
cultural traditions, which is also the case for “darkness” and
its association with the very definition of the North.

Analyzing the tensions and effects of the idea of “darkness”
within the imagined North is part of a collective research
effort to tackle the intellectual challenge of making the

Sylvain Briens, notably in the excellent issue on this topic that he edited in
Etudes germaniques, 2016.

¢ The present article is based on this notion, which was exposed in Chartier
2018. This book was published and translated in 15 Northern languages: see
https:/ /nord.uqam.ca/projet/ traduire-publiet-et-diffuser-en-15-langues-du-
nord-quest-ce-que-limaginaire-du-nord (accessed on January 28, 2021).

7 This is one of the many neologisms forged by the Quebec geographer and
linguist Louis-Edmond Hamelin in order to provide the French language with
the necessary vocabulary to comprehend the complexity of the cold world.
According to Hamelin, nordicity refers to the North, as well as to the high
mountains and the Arctic. To describe winter, which he viewed as a
“temporary nordicity,” he created the term “winterness” (bivernité). Many of
the terms coined by Hamelin are now commonly used, and several have been
translated into the main language of the circumpolar realm. See, notably, his
intellectual legacy: La nordicité dn Québec, 2014.

8 As brilliantly demonstrated by Odile Parsis-Barubé in her article « “I/ y a tant
de nords dans ce Nord!” Problématiques de la délimitation et de I'indélimitation
dans I’étude de I'imaginaire septentrional », 2017. Daniel Chartier, Helge Vidar
Holm, Chantal Savoie and Margery Vibe Skagen [eds.], Fronticres. Actes du
collogne  québéco-norvégien, Montreal and Bergen, Imaginaire | Nord and
Département des langues étrangeres de 'Université de Bergen, coll. « Isberg »,
2017, p. 165-186.
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INTRODUCTION

North “definable™, even if this involves observing its
borrowings from other cultural realms. Therefore, thinking
about cold, silence, whiteness, snow, winter, ice, and many
other signs and practices of the circumpolar space is a
starting point for examining the various elements of this
imagery and its cultural contributions.

Darkness falls within a system of signs as well as a
geographical relationship to the physical space based on
observations of lighting, at the crossroads between different
ways of perceiving reality. Darkness also relates to various
traditions, whose combined portrayals, narratives, and
artworks have turned it into an aesthetic and a trope. Lastly,
darkness and light are locked in a powerful dynamic of
tension and opposition, lending a stern, severe, even moral
aspect to the narratives that surround it, often tending
towards absolutes and abstractions.

Darkness: Definitions, Components, and Moral Values

Defining darkness can be likened to an impossible stylistic
exercise involving attempts to define absence, nothingness,
and the absolute all at once.

Perception of darkness varies according to the speaker, that
is whether the person expressing it lives in the North or is
an outsider or a visitor. Darkness also varies depending on
whether it is viewed as a physical phenomenon or in its
relationship to human interiority, perhaps even to its
transcendence. Is darkness unchanging? Does it vary with
the seasons, climates, and cultures? Is it perceived
differently according to creed, era, class, culture, or gender?
Darkness falls within a system of symbolic values where
colours are ascribed to meanings that are related to one

9 Hamelin 1999: 19

[11]
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another. In this system, darkness is often understood as
opposed to brightness, whiteness, generally meaning light,
purity, life — thus making darkness its polar opposite: a lack
of light, of purity, of life. As with any binary, darkness
(blackness) and light (whiteness) are often inextricably
linked, which allows to temper the correlation between

obscurity and the North, as with dark inevitably comes
light.

Dating back to Antiquity, darkness carried and embodied
moral, often religious values, as is the case in the Christian
tradition, which stemmed from the Mediterranean and has
heavily influenced perceptions of the North and the
circumpolar regions. The longer day-night cycle, which
follows the summer and winter seasons in the North, leads
to a correlation—largely exaggerated through discourse—
with a value gradient, portrayed as the eternal polar night,
establishing the relationship between darkness and the
North.

The definition of darkness is at once literal and figurative,
with both meanings carrying the aforementioned legacy: the
literal sense is related to chromaticism, while the figurative
one connotes morality. Literally, the word signifies that
which is of a dark shade, and in a larger sense, obscurity.
Figuratively, it describes an evil and treacherous character,
or something tainted with sadness or melancholy, or
ominous and foreboding. This semantic shift towards the
figurative sense has led to negative associations with the
colour black and the term itself: evil, sadness, menace.

The relationship between the obscurity of the North and
the darkness that allegedly lies in the hearts of its
inhabitants is based on humourism and the meteorological
climate theory. Both claim that human beings are
influenced by their natural surroundings. As of the

[12]
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5t century BC, Hippocrates suggested a correlation
between the harshness of mountain climates and human
constitution: according to him, the ruggedness of the terrain
could explain the endurance, courage, and strength of those
who lived in mountainous regions.!”

The opposition between the physical North and the
spiritual South, between the motionless North and the
sensual South, between the manly North and the effeminate
South are can be found in the theory of climates exposed
by Montesquieu in the 18" century, then by Germaine
de Staél at the beginning of the 19% century. In some ways,
this enduring theory continues to inform and reproduce the
current perception of northern societies.

Darkness and Light: A Symbolic Couple

The origins of the meaning of darkness and blackness are a
reminder that they are inconceivable without their polar
opposite: whiteness and light. In fact, it would be fitting to
always evoke both darkness and light simultaneously as a
semiotic couple in order to interpret their depictions and to
understand the powerful meanings they convey.

The relationship between darkness and the North is as
ancient as that between the North and whiteness: this dual
connection persists in contemporary works of literature, an
oscillation that both strengthens and counters this duality.
The evolution of this semiotic couple, with its mutations
and tensions, demonstrates the symbolic richness and
polysemy of the various possible portrayals of the human
connection to the North and the Arctic. It touches upon
the inevitability of the day-night cycle in the northern
geographical realm (growing ever longer as one approaches

10 Hippocrate 1996: 244-45

[13]
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the pole) as well as intimate and moral connotations related
to issues of personal and collective identity. The association
between physical, material observations and the inner quest,
or even the transcendent search for self, identity, purity,
abstraction, and the absolute that motivates one to head
north, echoes the fundamental ambiguity of the darkness-
light couple in the imagined North as an abstract system of
signs, yet grounded in reality and inspired by it.

The Impact of Darkness

Darkness elicits emotions and provokes physiological
responses such as fear, anxiety, or the feeling of loss. It thus
leads to personal transformations and, subsequently, to
social and aesthetic ones. The dark night sky triggers an
emotion: complete darkness gives way to new ideas and
perception, removed from daytime and its daily hubbub. It
inclines towards silence and solitude, two other
fundamental components of the imagined North.

After the reign of darkness comes the return of the light.
And thus, a metamorphosis has occurred, as though
surviving the night had been a rite of passage designed to
strengthen and transform the innermost being of those who
were able to face the darkness, the void, the resurgence of
their deeply seated fears and worries, rooted in their distant
past.

From an aesthetic standpoint, in cultural and literary
production, the darkness of the surroundings is reflected in
the characters’ psychology, and vice versa. This is a process
called “hypallage,” a projection of a landscape or an
atmosphere onto a living being and his or her emotion. By
way of this rhetorical transposition, the northern
phenomenon of seasonally varying daylight becomes an
aesthetic effect, which in turn produces meaning and,

[14]



INTRODUCTION

consequently, enters a system of signs, that of the imagined
North.

A History of Northern Darkness

Historically, the symbolic system of the North is associated
with emptiness and whiteness. However, the circumpolar
day-night cycle, alternating between summer and winter,
introduces the idea of a duality, between blinding brightness
and everlasting night, two key components of the North.
Although this opposition has historical roots and is based
on observations of a geographical reality, it has also been
converted into moral values, a sense of belonging, and a
pride in one’s northern identity based on the ability to adapt
to darkness.

Adaptation to obscurity signals courage, ingenuity, and
optimism, often remarked upon and valued by travellers,
who sometimes perceive it as a test of membership to the
northern identity. Learning to live in the dark, to read the
signs of darkness, to turn obscurity into a theatre of light
thus becomes a learning process and a form of affirmation,
even victory, signalling strength and distinguishing the #ue
Northerners.

This adaptation can be achieved in two ways: either by
making darkness a readable space where one can learn to
orient oneself and to live, or by creating light in the dark
northern space, both outdoors—namely by mastering the
art of city lighting—and indoors. For those who inhabit the
North, subtle and subdued indoor lighting serves to create
comfort, intimacy, and life in warm tones, an oasis of light
and heat in the middle of a cold, silent, and dark outdoorts,
an expanse of blue and white.

[15]
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Darkness as Reversal

Appreciating darkness in a northern setting leads to a
reversal of the positive connotations of the duality between
day and night, which can only lead to an upheaval of the
moral and aesthetic order and a renewed sense of identity,
within the North as well as outside of it. In certain cases,
this allows for a deconstruction of the tropes surrounding
the imagined North, and a more nuanced articulation of the
power dynamics at play in cultural and social
representations.

Darkness is a geographical fact of the North, which,
through social and cultural discourse—and thus also by way
of the collective imagination—, has become one of the
signs used to portray the North from the outside looking in,
as well as a trait used by Northern cultures to define
themselves in relation to the rest of the world.

Darkness can also be viewed as one of the stereotypes or
assumptions regarding the North. As such, it is highly
morally charged, relating darkness to the absence of life,
misery, and suffering. This perception can also be strongly
political, linking it to colonialism, silencing, disregard for
the other. This is why some northern artists and writers
seek to distance themselves from this view, either by
attempting to reverse the negative values related to the
duality between darkness and light, or by turning darkness
into a positive identity trait. As with any reversal of
stereotypes, this is a double-edged sword: this attitude can
certainly change the meaning of the trope, all the while
tying it closer to the imagery it hopes to counter.

k) >k ok
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Above, we have discussed the conceptual definition of
“darkness in the North” on which this volume is based.
The ten chapters that follow explore the dynamics of
darkness in different ways. They span social science,
humanities and art, and attest to the diverse range of
contributions by the various authors and their disciplinary
and cultural perspectives. Given the focus on darkness, it is
interesting that most of the chapters also deal with light and
the interplay of light and darkness in its various forms,
which accentuates the fact that darkness and light are never
merely polar opposites but rather a complex interface that
is experienced and felt. Together, they shed light on the
meaning and use of darkness, its position and role in the
worldview of different cultures, the scientific struggle with
darkness, and not least the effects of this interplay on
people’s lives and their understanding of self and other.
This book specifically directs attention to darkness in a
northern context. Most of the chapters deal with the Arctic
and sub-arctic regions, but contributions also include a
focus on areas located more to the South, underlining
connections and constant flows between North and South
that continue to contribute to the shaping of the North and
its imaginaries in various ways.

Judy Sparks sets out to examine the embodied experience
of the interplay between darkness and light. She argues that
rather than thinking about darkness as the absence of light,
it could be described as the arrival of night or as part of a
natural pattern of changing light. The transition between
day and night is inherently entwined with our bodily
existence, and Sparks explores how darkness holds the
potential to shift people’s experience “of world and self.”
She uses the idea of emptiness as coined in Buddhism to
examine how darkness may create alternative abilities to
experience the self and its relation to the world.

[17]
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In a related manner, but in a different context, Gunnar
Thoér Johannesson and Katrin Anna Lund explore the
meaning of darkness in the western worldview and how,
through an interplay with light, it contributes to meaningful
touristic experiences in the North. Focusing on northern
lights tours, they argue that although darkness is a necessary
precondition for seeing the northern lights, it is not a
passive background but rather an active entity, playing
multiple roles in the experience. The role and meaning of
darkness become crucial in the absence of northern lights,
when the tour guide needs to improvise and tune into the
rhythm of darkness to create a special kind of atmospheric
lightscape together with participating tourists.

There is a long way from northern lights tourism to the
confined cells of the Guantanamo bay detainment camp in
Cuba. However, the embodiment of darkness is very much
at the forefront in Toby Heys’ chapter on the sonic torture
techniques used on detainees. It provides a compelling
example of the meaning and effect of darkness on people’s
sensory abilities and their experience of the body’s relation
to its environment. Part of the sonic torture is to negate the
ocular field in order to amplify the efficacy of music and
noise on the detainee. Heys’ chapter underlines how
darkness is an active force in blurring the boundaries
between the cultural sphere of music and the military
sphere, thus creating a new, disturbing and dark cosmology
of insidious relations.

The next two chapters look at the ways in which darkness
has been and is constructed and articulated. It can thus be
argued that how we experience darkness is at least up to an
extent the product of design. In their chapter, Diego
Gomez-Venegas and Barbara Bielitz reflect on what they
call the episteme of space-time and the design of nature,
arguing that darkness is nothing more than the remoteness

[18]
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or the absence of light. They build their argument on their
art installation Remoteness of Light, displayed in Reykjavik in
2015, which transferred rays of sunlight from Santiago,
Chile all the way north, to Reykjavik. This also includes an
epistemological argument, as the authors defend the idea
that darkness was “what motivated human beings to
contemplate the world and then to develop ideas, theories,
and models based on it.”

Drawing on more personal and embodied observations in
his chapter, Jéhannes Dagsson ponders questions about the
meaning of darkness. Darkness, he argues, is constructed
through our use of language, image-making and other sign
systems. Hence, the experience of darkness depends on the
particulars of language, theory or abstract thought. This
kind of experienced darkness is unique, but it is not the
same as “‘darkness as such or darkness as the same
everywhere.” For Dagsson, however, this is not only a
question of experience but also a manifestation of an

emergent reality, i.e. how we create unique manifestations
of darkness.

In his chapter, Paul Landon recounts his installation Hof.
This short piece relates to the other chapters in terms of
how it plays with effects of dark and light in display. The
installation was a silent, colour, single-channel video, lasting
0:45 minutes and depicting 80 different views of a
residential courtyard in Berlin at night. Landon explains that
Hof is a reflection on how urban darkness becomes a
cinematic darkness, and as such, a condition for viewing but
also a diegetic device allowing to comprehend and narrate
an everyday setting. The bright lights of the windows in the
apartment buildings are reminiscent of movie screens, and
the views into the apartments play with voyeuristic shots of
popular films of the past and present. Hof also prompted
viewers to make their own connections, inviting them to

[19]
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engage with their imagination and to “wander” from their
position “out of frame” to catch glimpses of other people’s
lives.

In the following chapter, Christiane Lahaie also focuses on
the cinematic interplay of light and darkness, specifically in
the movie Insomnia, originally made in 1997 and then
remade in 2002. She studies the symbolic meaning of night
and day in the movie and argues that the absence of night,
and thus darkness during early summer in the North, gives
way to a white purgatorial space. In her words, the “white
nights of the North can be read as metaphorical space, as a
place out of time that is neither heaven nor hell,” but rather
an in-between area or a liminal zone where “sins” have to
be reckoned with.

In her chapter, Elsa Brander discusses the work of Harold
Moltke, who was the official artist of the Danish Auroral
Expedition to Iceland in 1899-1900, during which he
created 19 paintings of the aurora borealis. While previous
research has focused on Moltke’s artistic abilities, Brander
examines his work as an example of scientific practice,
using the concept of blind sight leading to the elimination of
any subjective intrusion. For that purpose, she studies two
of 25 observational drawings made by Moltke, which he
used as prototypes for the subsequent oil paintings.
Observational drawing is an example of empirical record-
taking of life events. Moltke’s drawings are exceptionally
detailed, including the location of stars and constellations as
well as the shape of diverse occurrences of aurora borealis.
Hence, it is a fascinating example of the entwinement
between the practice of science and art.

Batia Boe Stolar also addresses representations of the
North with a focus on the production and reproduction of

stereotypical images of Indigenous peoples in the Arctic.

[20]
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This is evident in policy reports, science, literature and art.
Stolar analyses two cases of photographic displays, an artist
book and a feature published in National Geographic, as
examples of an imperialist gaze upon “the other.” While the
photographers aim to create awareness of global climate
change threatening people and cultures, it nonetheless
“echoes the colonialist context of Arctic and ethnographic
photography.” In the photographs analysed, darkness plays
a particular role to augment the feeling of vulnerability and
potential loss. It “defamiliarizes common activities” and
“camouflages imperialist underpinnings.”

The last chapter is a fitting end to the volume. In “The Blue
Hour of the Mystic North” Monique Durand draws our
attention back to the fundamental role and meaning of
darkness in the lives of many people that live in the North.
“Darkness is not night. It’s the blue hour when the day’s
fire has just gone out, and incandescent purplish-blue on
the horizon,” she writes. The blue hour is a time for
introspection and contemplation, and Durand explores its
manifestation in the works of some of the writers of
Québec’s Cote-Nord. The blue hour is associated with a
“mystic breath,” the northern mystique that represents a
kind of devotion to the idea of the North, underlining the
interplay of light, darkness, barren or “abstract land” and
people in the North.

[21]
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Beyond Edges:
Darkness and the Fluxing Field

Judy Spark
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DARKNESS IN THE NORTH

Day and night, darkness and light may sometimes seem like,
but are not, separate realms. An experience of total
darkness could, I suppose, be encountered by closing
oneself in a cupboard, but exposure to ‘pitch blackness’
naturally is quite rare. I mean to consider instead darkness
as the arrival of night and as part of a natural daily pattern
of changing light. It is a seasonal pattern too; the short,
dark winter days of the northern latitudes could be regarded
as the ‘night’ of the year relative to what is very nearly
twenty-four hours of daylight in the summer months.

For a large proportion of

city dwelling people

in the developed wortld,

the experience of night is not one
of natural darkness at all,

but one characterised by

the presence of artificial light.

However in any attempt to define the relationship of
darkness to light, it can be said that for a large proportion
of city dwelling people in the developed world, the
experience of night is not one of natural darkness at all, but
one characterised by the presence of artificial light. In this
there is really no room for personal preference; it is,
instead, a culturally regulated denial of a type of natural
experience in which past humans spent half their lives. For
this bleaching of the night is a relatively new phenomenon;
less than one hundred years ago the sky was dark enough to
be experienced as a realm that was “brimming with stars”.!

U International Dark Sky Association (IDSA). The IDSA exists to “protect the
night skies for present and future generations”. They seek to encourage

[24]



BEYOND EDGES

This essay seeks to explore the physical encounter with
darkness as part of a shifting flux of phenomena. Its aim is
to offer some perspectives on the condition of darkness
through which the transitions between day and night will be
shown to be a vital part of earthly experience. Moreover,
the work will propose that the experience of darkness itself,
being so profoundly different to that of daylight, holds the
potential to effect a corresponding shift in our experience
of world and of self.

To speak of darkness is also

to speak of light; our eyes read darkness
in relation to the levels of receding

or arriving daylight, to the light of stars
or moonlight and to artificial light too.

I will first lay out some personal experiences of darkness
before viewing one such encounter through Maurice
Merleau-Ponty’s concept of flesh. As a theory of embodied
experience, Metleau-Ponty’s approach seems to hold some
promise in terms of getting past the notion of darkness
being in some way separate both from that of light and also
from ourselves. I intend to then turn to the Buddhist
phenomenon of emptiness, which seems to sit well as the
natural extension of Merleau-Ponty’s initial premises.? I will

responsible lighting policies for the reduction of both light pollution and the
wasted energy of poorly designed lighting and educate on the impact of light
pollution on wildlife and ecosystems. The IDS.A claim that being able to see
the stars is “part of our common and universal heritage” shared with our
ancestors. Presently, there are over one hundred international Dark Sky Places
of varying levels of designation.

2 Glen Mazis states that by examining Merleau Ponty’s embodiment in the
light of $linyati “one can see aspects implicit in both philosophies that
become visible and meaningful through the comparison.” Mazis 2009: 83.
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approach the notion of emptiness, which completely
undermines the human attachment to an objective wotld by
way of the concepts of ‘sky’ and ‘self’. If it can be said that
emptiness reflects the overlapping nature of the relationship
between humans and world, then it may hold some import
in our understandings of darkness.

Edges

I live at the very edge of a city. At night, above the ground
that stretches out below my south-west facing first floor
kitchen window, sits a patch of sky that appears darker than
that over the rest of the city. The window overlooks low-
rise housing that is nestled into land, through which flow
both a river and a canal and over which passes a train line,
each of these bounded by stands of broad-leaved trees. The
tree cover continues uphill to the west and makes a line
across the summit of Dawsholm Park, behind which in a dip
lie a scattering of Glasgow suburbs and Clydeside towns.
Beyond this, the tops of the Kilpatrick hills can be
glimpsed; at twilight, these appear as just a range of black
forms against what light remains in the night sky. This is a
darkish pocket of land which is not overrun with
streetlights, and only a few of those that are present sit in
my line of vision. Only on the cloudiest of nights does this
dark patch not afford some connection with the sky; the
passage of light clouds, at least the most well known of
constellations, and the trajectory of the moon, depending
on the conditions and time of year, can all be seen. Even
when there is mostly just a grayish orange blanket, this
patch remains, comfortingly, just a little darker; dark
enough, in fact, to make it worthwhile getting up, if one
wakes in the night, to have a look to see what has changed.
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More houses are planned, and I wonder how much longer
this precious darkish patch will endure.

To speak of darkness is also to speak of light; our eyes read
darkness in relation to the levels of receding or arriving
daylight, to the light of stars or moonlight and to artificial
light too. Indeed, we may even describe gloomy winter
daylight as ‘darkness’. Nevertheless, darkness and light are
often regarded as two quite separate realms, even given that
in the northern latitudes day can be so dark as to not feel
properly like day and night light enough not to feel quite
like night. Part of the reason that this fallacy of separation
persists is that for many of us the transition from day to
night is foxed by the transition from receding day to
streetlight.

We fear darkness because within its realms the familiar is
rendered unfamiliar; there is a feeling of lost information or
of a deficit of some kind and, perhaps, then a feeling of
vulnerability attends the experience. In darkness things
seem less distinct from one another, sound travels to our
ears differently as well, so we may feel a sense of
disorientation and a firm separation between this
experience of place and that of the same place in daylight.
The difficulties associated with experiencing summer darks
in the city due to the presence of street lighting as well as
general fears for my safety are the reasons that I now find
myself in a field near the small town of Milngavie, which is
just outside Glasgow to the north-west, with the specific
aim of watching the night roll in from the comfort of my
tent. My aim was to go somewhere easily accessible to a city
dweller without a car just to observe in a way I feel I cannot
do from within the city boundaries, and the tiny Bankel/
Farm Campsite seems to suit my purpose perfectly. I am just
out of the orange city fug, just on the edge of the darker
countryside, so that I can at the same time see both wotlds
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— the one that I normally inhabit and the one that I feel I
am generally denied. I expect that there will still be “sky
glow” reflecting off cloud from the nearby city lights; it is
9.40pm on an August evening and I can see distant
streetlights on already, but they are not covering my view of
the sky in the way they do in the city itself. The first thing I
notice is a reduction in clarity of the field and the trees in
front of me; a slight fuzzing of the scene; I put my glasses
on which helps a little. Then comes a slow desaturation of
colour before things very gradually attain soft, hard to
define edges like a darkening charcoal drawing, crisper
where they are seen against the still pale sky for what has
now opened itself to me is the hugeness of the sky. After
just a few more minutes, quite suddenly my surroundings
consist of only a series of overlapping, almost black shapes.
It is the distant pinpoints of city lights that now make up
the most dominant part of the scene, twinkling as they are
in the clear air. It does not get completely dark but here out
just slightly beyond the reach of the city’s orange glow, I am
aware of the nights gradual, rolling arrival, and, while this
changes my perception of the space around me, it is a slow,
overlapping, continuous experience of change, rather than
the abrupt transition effected by closing the curtains on the
streetlights or on one’s own reflection at home; the latter of
which is, most certainly, an experience of separation.
Towards midnight I walk over to the toilet block in the
barn and am blinded by light from a large halogen lamp
placed high up on its gable end. I can see nothing except
the detail of the stones under my feet as everything outside
this sweep of brash light is masked over into invisibility.
This light effects full separation from everything outside its
reach. It is tempting to climb over the fence, straight out of
the back of the campsite, to be swallowed in the subtle
darkness beyond. Back in my tent making my notes, there is
a strangeness to writing in the dark when all I can see is the
movement of my hand across the page. It is hard to tell
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where my own bodily boundaries are with no light
reflecting off its surface. How dark, I wonder, is the inside
of my own body deep beneath the skin? In light I might
imagine that, since I can see some of my veins just under
my skin inside the wrists, say, at least some light penetrates
within. But in darkness, with edges blurred, my body seems
continuous with what is outside of it, as if the dark seeps
through my permeable skin and into the interior darkness
of my body. I absorb it and am absorbed into it, like a sort
of disappearance. Thinking over this personal encounter
underlines for me how different the experience of darkness
is from that of light, and how much this affects human
behaviour. However, this only really supports the argument
that the two are separate realms if that altered experience is
regarded as somehow a distortion of the sense of a particular
space that we might have in the hours of daylight. What if
darkness instead could mean the disclosure of a different
sense of space altogether, one that, though not separate, in
some way goes beyond our general understandings of our
situation? In the next section I will begin to look at these
possibilities through Merleau-Ponty’s notion of flesh.

Overlapping Edges

Maurice Merleau-Ponty insists that our situation in the
world and our consciousness of it is a bodily consciousness
or, better, an awareness, not a cetebral one alone. This is a
highly contentious assertion for traditional western
philosophy in which the body has historically been seen as
separate from the mind. For Merleau-Ponty however, the
things that make up the world and our consciousness of
them are interdependent, overlapping realms and things
arise, are incarnated from, this relationship. Therefore,
things are as they are as a result of their relationship to
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other things.’> In this thinking we need to leave behind any
notion of having a ‘contained’ body, a point which has led
Glen Mazis to claim that in this Merleau-Ponty is de-
centring the notion of “self”’, making of ‘being’ something
not static or finished but more related to becoming or
process.* In an essay entitled The Intertwining, The Chiasm
Merleau-Ponty develops these notions through the concept
of the flesh,> a familiar word, perhaps, but used in this case
to designate something that has hitherto not been named.

Earlier in this essay, when I was sitting in my tent at Bankel/
Farm in the darkness, I described the strangeness of writing
when I could not see my hand; being able to feel but not
see where the surfaces met. This odd sensation brought to
mind the key passage in The Intertwining, in which Merleau-
Ponty describes a pair of hands in an embrace: as one hand
touches the back of the other the sensation can, at any
moment, only be felt by the fingers doing the touching or
the back of the hand that is being touched but not by both
at the same time. This, however, does not mean that the
two components of the experience are separate, it just
means that the point, where the surfaces meet, cannot be
sensed except by way of a sort of reversibility — a flipping
back and forth between the two perceived sensations. The
object that is the touched hand (which is, after all, also

3 Maurice Metleau Ponty did not articulate any specific theory of ‘nature’ as
we might understand it today, but it was his contention that the
intellectualised approach of western philosophy towards the things in the
world led to a way of thinking about that world that made for the domination
and possession of those things. Where his earlier work was deeply concerned
with human perception, Metleau Ponty later came to feel that it was still too
much comprised of a dependence on a separation between the human subject
and the objects of its perception.

4 Mazis 2009: 184

5 Metleau Ponty 1968: 130-155. The radical concept of ‘flesh’ is a later
development in Merleau-Ponty’s thought: he died in 1961 and the Visible and
the Invisible, within which “The Intertwining [...]” appears, was published from
incomplete manuscripts with working notes in 1968.
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touching and therefore also subject) and the subject that is
the touching one (which is also being touched and therefore
also object) occupy the position of subject and object a# #he
same time and yet they are not the same thing.® The two
aspects of experience are intertwined, and in order to
describe the way in which these things encroach on one
another but also still retain their own distinctiveness
Merleau-Ponty employs the word ‘chiasm’. His claim is that
this chiasmatic relationship between the touching hands
extends to apply to other pairs that are usually thought of
separately, such as mind and body and, perhaps, most
significantly, ourselves and our world.” In the darkness of
my tent I was acutely aware of my touch on my notebook
and pen as well as theirs on my body, shaping the position
of my fingers and the angle of my wrist, the smooth touch
of the paper beneath the side of my moving hand. 1 was
also very aware of the position and movement of my body
in relation to the bounds of my small tent around and
above me, even though these boundaries could not be
distinctly seen. It was both an unsettling and yet at the same
time a somewhat soothing, all encompassing, full body
awareness which seemed bigger than my attempts to
conceptualise it. There I was, close to home but not at
home, surrounded by darkness, though close to the city,
surrounded by sleeping others also cocooned in their tents;
others, probably, far from home and not known to me. In
Merleau-Ponty’s  thought there is something of a
participatory quality, a kinship even, in the relationship
between ourselves and other things.® The flesh is the name
that he gives to this interdependency and reversibility that
exists between things.

®Merleau-Ponty 1968: 133. Metleau-Ponty, in fact, first began to articulate this
relationship of the touching hands in as eartly as 1945 in The Phenomenology of
Perception.

7 Merleau-Ponty 1968: 123

8 Mazis 2009: 184
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Perhaps, it is not too difficult to accept that darkness and
light might comprise this reversibility, as their unfixable
edges fade into and out of one another, but Merleau-Ponty
takes the notion a little further still by stating that this
encroachment means not just that we alter the world, but
that it is capable of altering us. The overlapping of
ourselves with the things of the world, though we remain
distinct from one another, means that “we may say that the
things pass into us, as well as we into the things.” So, the
inside of what I regard to be “me” or “my” experience
overlaps with what is outside of it and helps to articulate
the feeling I had at Bankel/ of the night seeping into me.
Merleau-Ponty regards sight to have the same reversibility
as touch, but this experience was dominated by my tactile
senses, my sense of sight having been reduced by the
diminished light levels. It is worth noting that some twenty
years before he got to the new ground broken with the flesh,
Merleau-Ponty was considering the effects of darkness on
our understanding of what is around us:

When, for example, the world of clear and
articulate objects is abolished, our perceptual
being, cut off from its world, evolves a
spatiality without things. This is what
happens in the night. Night is not an object
before me; it enwraps me and infiltrates
through all my senses, stifling my
recollections and almost destroying my
personal identity.!”

In this “spatiality without things” Merleau-Ponty is not
suggesting that things actually become invisible by their

? Metleau-Ponty 1968: 123
10 Metleau-Ponty 1968: 330
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enwrapping of the night, he means rather that they no
longer present themselves to us in the ways that we depend
upon in daylight; they lose the familiarity we generally take
for granted, requiring to be apprehended on quite different
terms. Perhaps, then, by way of this consideration of the
notion of the flesh under conditions of darkness, it is
possible to begin to think of such conditions not as an
impairment or distortion of illuminated experience but
instead as a potential gateway to a different experience of
physical space altogether. The body may then be
experienced less in any contained sense through an
accompanying identity and more fully and simply as an entzty
that is continuous with the world it inhabits, though that is
not to say that this sensation will be one of comfort. I will
explore the implications of these points more fully in the
next section, but first I want to return to that space of
transition between the departure of day and the arrival of
night, this time in the flat landscape of East Anglia.

We are standing in the broad, wide open lawn of an old
garden in the village of Toft in the middle of the East
Anglian countryside of England on a crystal-clear February
evening. Despite its close proximity to the city of
Cambridge, the flatness of the land makes for a quite
different experience of night from that which I am used to.
To the north-west, we watch the arrival of night steal across
what seems like a huge sky, while to the south-east, there
are pink tinged clouds, reddening on a horizon behind
black tree shapes. It is a slightly disorienting experience: I
almost want to sit down and cling on, so aware am I at this
moment of the movement of the surface on which I stand.
I have the profound sense of standing on a tilt in the midst
of a transition and on anything but fixed ground. As the
night approaches, the sky commands my attention from the
horizon up. Strictly speaking, the term ‘gathering’ may be
incorrect in describing the way that the darkness of night
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arrives around one’s body while standing on the land, but
here in Toft I can think of no other expression that fits so
well. I feel exactly as if the night is gathering around me, the
classic description is ‘like a cloak’, blending my body with
what is at ground level where my visual perception is so
dramatically reduced. My mind stretches back to the
experience of my tent, however this is much, much darker.
The sky is open to me as vast as I am tiny; it seems to
command my openness in return. Still, for as long as I can
keep my earthly fears of the dark at bay, I do not feel
exposed but rather ensconced within the dark garden, much as
one might feel sitting in the warmth of a cinema, eyes
trained on the bright magic of the screen above. It may
simply be the case that the night sky, if we get to see it, has
the power to bring about this reflective turn in humans; the
profound sense of transience, the sense of diminished
human concerns, but it is worth examining these notions
and the sense of blending edges more closely, because it
may be that in our general avoidance of darkness, or in our
being denied this phenomenon as common experience, we
are missing something significant. I now want to consider
how the sorts of experiences of darkness, that I have
already outlined, might sit if they are read in
correspondence with the Buddhist understanding of
emptiness or §unyata’’.

'The Sanskrit Sﬁ@/aid (Japanese £ii) translates into English as ‘emptiness’ and
means, vatiously, openness, void or spaciousness, being beyond concepts or
being devoid of a ‘self’. Harvey 2013: 96.
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Beyond Edges

“[...] we tend to misconstrue what presents
itself to us in experience. That, which seems
so clear and obvious, the world revealed to us
by our senses and in everyday life, is not
what we think it is at all.”

Simon P. James, The Presence of Nature.'?

In darkness, though we are less able to rely on our sense of
sight, in as far as being easily able to tell things apart and
name them is concerned, we still see, we just see differently
and perhaps this is less of a handicap, than it first seems.
Perhaps, the distinguishing and naming of things and our
sense of an inherent ‘self’ that can effect such distinctions is
not how things are with the world after all. The concept of
emptiness is one central to Buddhist thought, though its
meaning varies between schools.!? In the Mabdyina or
Middle Way Buddhist teachings emptiness or Sunyata is the
quality that pertains to all phenomena, including humans, in
lacking their own inherent nature: instead each is said to
form a distinct part of a fluxing field of interdependent
meanings'4 that can be defined as “the original mode of
being of things as they are in themselves and as they, in
fact, actually exist.”!> Emptiness therefore rests upon our
ability to experience things in a way that is unhampered by
“our ordinary self-centred mode of being”!¢, in which we
depend on such things as a conception of self, knowledge
constructs of differing sorts or memories or experiences of
the world that we have garnered as an I. So, emptiness is a

12 James 2009: 3

13 These meanings vary particularly with reference as to whether this state of
emptiness denotes a kind of lack, or whether it is being employed to describe
an expetrience of ‘reality’ that is without negative features. Harvey 2013: 127.

14 Harvey 2013: 120

15 Nishitani 1982: 138

16 Nishitani 1982: 140
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radical concept, one that challenges the notion of the ego as
the centre of human experience. Indeed, it is an absolute
negation of everything that is intrinsic to most humans that
leaves us with none of our usual footholds of existence; Gn
emptiness there is no place where we can place our hands
and feet, no place where we can lay our heads.”!” In his
essay entitled Emptiness and Sameqess Nishitani is
concerned with the “imaging of emptiness”, which he
addresses by considering the notion of the empty sky: the
sky is an eternally constant empty space of unlimited depth
and width and is the only “eternal thing” that we can see
with our eyes.!® Buddhist scriptures often employ this
image of the visible sky to indicate things that cannot be
seen or to refer to the notion of “eternal limitlessness”
itself.’ Whilst we know that there are many things in it, the
sky is in large part, actually empty — an infinite clearing.
However this notion of an infinity beyond our experience,
an “eternal limitlessness” is staggering for human beings. It
is a notion so outside of the experience of most of us that it
is beyond comprehension; terrifying, because it completely
destabilises the fundamental earthly experience of, certainly,
the Western human as being at the centre of things. Of the
concept of emptiness, such a difficult one for the Western
sensibility to approach, this decentralisation of earthly
concerns, however, is perhaps the easier part to accept. Any
suggestion that the ego might not be the central locus of
human experience, however, may be much harder to deal
with, but the way that Nishitani poses this in terms of the
imaging of emptiness is worth considering. Sometimes, it is
said, emptiness “descends” from the empty sky above and
is reflected in, for instance, the tranquillity of a landscape or
a particular ambience in our surroundings. Our own

17 Shoto 2009: 76
18 Nishitani 1999: 179-217
19 Nishitani 1999: 180
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experience of this sort of tranquillity, when we pick up on it
in the form of a moment of inner peace or quiet joy, is
emptiness, reflected in our sentiment, since it is at such
times that we forget ourselves and our ego driven concerns
or cravings.” For Nishitani, this is the interiorisation of
emptiness, but this forgetting leaves us more open to our
situation as it actually is, before it is perceived as either good
ot bad experience and at such times we may be more open
to others and their experience. Emptiness can be said to be
a disposition of expansiveness; the reaching outside of
ourselves in compassion for another, say, is the experience
of emptiness; an experience open therefore to everyone,
not just the enlightened.?! In any case, the notion of the
limitless “empty sky” is fundamental to the concept of
emptiness, but as far as we are presently able to tell,
darkness is a fundamental aspect of our limitless empty sky.
Indeed, our experience of daylight is only a temporary
phenomenon, visible to us at regular intervals as a result of
a number of coinciding factors. This sliver of illumination
that we call day, whenever it lights our part of the planet,
slices across only a fragment of the blackness of a wider
universe beyond; a temporary illumination in a deep,
limitless darkness.

Earlier on I talked of the capacity of darkness to
disorientate, because the relationships that things bear to
one another, as we generally understand those relationships,
seem changed or are missing. For both Nishitani and
Merleau-Ponty, humans exist as they are as a result of their
relationship to other things. It is perhaps this fundamental
aspect of human existence that causes problems for us in
darkness: we are less able to discern our own edges; in
visible terms the boundaries of our bodies and of other

20 Shoto 2009: 77
21 Inada 1989: 231-245
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things overlap, become obscured. Our core sense of self is
compromised by uncertainty or fear and by the inability to
read ourselves as part of our visible surroundings. It is
possible that this unseatedness, just like those moments of
tranquillity, is in fact, itself, a variety of experience of
emptiness reflected in our sentiment. This is the
overlapping of our inner and outer experience even when
we respond to this experience of discomfort by attending
not to the feelings of unseatedness themselves but to the
circumstances that we think may be causing them such as

the dark.

In darkness [...] we just see drfferently
and, perhaps, this is less of a handicap,
than it first seems.

Emptiness means not that there is no division between
subject and object in the world — in this approach there is
no subject and no object. Rather, the meaning of emptiness
is that there is no wotld since if there were, it could only
exist as an object out there, named and conceptualised by
us as subjects. The notion of emptiness therefore rules out
such labels as /ight or darkness altogether and it thoroughly
undermines the idea of there being any point to an essay
such as this one! However it is enough that we recognise
the import of emptiness in grasping that our
understandings of night, darkness, day and light are largely
also human constructs. Beyond these constructs there may
lie an opportunity to experience a continuity between self
and world that is less dependent on ‘self’ and therefore
more open to ‘world’. For we have been subject to a
distortion of perception under which we use our bodily
senses to define what is ‘out there’ as separate from us,
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rather than as the means through which to experience our
own continuity with the world.??> The exposure to darkness
has the potential to yield a different experience of space and
of self as part of an overlapping and cyclical world where
everything is transitory, since “the ego does not affirm itself
in relation to darkness.”?3

Darkness is a precious resource, one that we have not yet
quite exhausted, but certainly one that has been banished —
an experience of past peoples. If darkness and emptiness
can be aligned in this way, then the experience of physical
darkness may have the potential to mean for contemporary
humans not a distortion of local space in daylight but the
possibility of a different sort of space entirely; one that can
flood human experience with an expansiveness that goes
beyond its purely physical designation. In such a space
beyond that of ego driven human concerns, perhaps the
interdependent nature of being a part of the world, fearful
as it is, may be more acutely sensed. If emptiness descends
from the empty sky above, then perhaps the potentialities
outlined above will be that much more evident when the
visible sky, that we experience as being above our heads in
daylight, descends to settle around us as it becomes night.

This attempt to set out the potential ways in which
darkness may be attended to that could take it a little
beyond its conception as an interdependent part of the
experience of light, may not help to soften the experience
of a long dark winter in the northern latitudes, however, in
the same way that our eyes are able to dark adapt to lower
light levels, it might turn out that we also have the ability to
adjust the way that we attend to darkness, so that we might
begin to sense more fully our immersion in a shifting world.

22 Mazis 2009: 19
23 Minkowski 1970: 429 in Cataldi 1993: 50
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Abstract — The Northern Lights have become a major attraction and a
driving force for winter tourism development in Iceland and northern
regions in Scandinavia and North America. This is the case even
though Northern Light tours are a challenging phenomenon to turn
into a product due to their unpredictability. Although Northern Light
tours differ considerably in terms of structure and setup, depending on
conditions, they all are based on the same principle; the interplay of
light and darkness. In this chapter we focus on the role and meaning
of darkness in Northern Light tours. We argue that although darkness
is a necessary precondition for seeing the Northern Lights it should
not be treated as a passive background to their display but should
rather be approached as a matter playing active and multiple roles in
shaping the Northern Light experience. Every Northern Light tour is
partly improvised intact with circumstances and it is when the
Northern Lights are absent that darkness comes to matter most for
creating memorable tourism experience. This places a particular
emphasis on the role of the guide who needs to improvise and weave
together the qualities that darkness offer in order to create memorable
and positive experience. The role of the guide is crucial in how these
actors are brought together in order to perform the tour itself and they
may use various strategies to manoeuvre a no-show. In this paper we
will briefly trace two examples of Northern Light tours where the
guide successfully deals with the absence of Northern lights by tuning
into the rhythm of darkness and creating a special kind of atmospheric
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lightscape together with the participating tourists, which provides a
positive Northern Light experience.

Keywords — Northern lights, darkness, guides, lightscape, Iceland,
Norway

The guide has stopped talking and we all sit quiet on the bus. We are
tmmersed in darkness and I can hardly see the person sitting across the
aisle. The weather turns worse and worse and most of us are sceptical
that we will see any Northern 1.ights tonight. I'm not sure where we
are exactly, although 1 should know the way [...] We arrive at
Hiyalteyri, a small fishing hamlet, a stop there and the guide invites us
to step off the bus. Most of us do so, although some only for a short
while. The wind blows and it is cold, but the closeness to the sea is
captivating; to feel the wind and the smell of the ocean. I think about
the fishermen that used to live here as I look up to the sky trying to see
a break in the cloud cover. Cloud of hail is approaching from the
north.

This snippet from the fieldnotes, written by one of the
authors, describes a moment of an experience from a
Northern Light tour undertaken in the north of Iceland, in
February 2015. That particular night it was what tour
operators usually call a “no-show”, meaning that there is no
sighting of the Northern Lights. Still the tour provided us,
tourists and researchers, with a memorable experience that
brings forth the importance of all the other “stuff” that, in
addition to the Aurora Borealis, play key roles for Northern
Light tourism, such as guides, weather and variety of
different materialities, human as well as non-human, not
least darkness itself.

The Northern Lights have become a major attraction and a
driving force for winter tourism development in Iceland
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and northern regions of Scandinavia.! This is the case even
though Northern Light tours are a challenging
phenomenon to turn into a product due to their
unpredictability. The uncertainty of the lights is often
presented in marketing material and by the guides at the
beginning of tours frequently with reference to the mythical
or magical character of the Aurora Borealis as well as to
scientific explanations of their fluctuations. Although
Northern Light tours differ considerably in terms of
structure and setup depending on conditions, they all are
based on the same principle: the interplay of light and
darkness. In this chapter we focus on the role and meaning
of darkness in Northern Light tours. We argue that
although darkness is a necessary precondition for seeing the
Northern Lights it should not be treated as a passive
background to the Northern Lights but rather should be
approached as a matter playing active and multiple roles in
shaping the Northern Light experience, as it affects our
perception of space and time. Every Northern Light tour is
partly improvised intact with circumstances and it is when
the Northern Lights are absent that darkness comes to
matter most for creating memorable tourism experience.
This is when the guide needs to improvise and weave
together the qualities that darkness offers in order to create
what Bille and Sérensen? refer to as lightscapes which, as
we demonstrate, are woven together by different actors,
human and non-human. The concept of lightscapes aptly
captures how the relational dynamic of light and darkness
shapes the appearance of the world. The role of the guide is
crucial in how these actors are brought together in order to
perform the tour itself. Thus the guides may use various
strategies to manoeuvre a no-show. In this paper we will
briefly trace two examples of Northern Light tours where

! Heimtun, J6hannesson, & Tuulentie 2014; Heimtun & Viken 2015.
2 Bille & Soérensen 2007
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the guide successfully deals with the absence of Northern
lights by tuning into the rhythm of darkness and creating a
special kind of atmosphere together with the participating
tourists, which provides a positive Northern Light
experience.

The chapter is based on research that we worked on in
collaboration with colleagues in Norway and Finland during
the winter of 2014-15. We carried out comparative
fieldwork in numerous locations in the three countries,
involving participant observation as well as carrying out
interviews and focus group discussions with tourists and
tour providers.> The chapter proceeds in three parts. We
will start with a discussion of Northern light tours and
describe how they are different in comparison to guided
tours in day lit nature. This leads us to discussion on the
role and meanings of darkness and how it shapes tourism
experience in relation to other actors, human and non-
human. We will then illustrate the theoretical discussion
with two anecdotes that emphasise the material quality that
darkness brings forth.

Journey into Darkness

We start on the ground. In a meeting room at the
University of Akureyri, Iceland, three Northern light guides
from a local company explain to researchers from Iceland,
Finland, and Norway what Northern Light tours are all
about from their experience and what makes them special.
All of them agree that guiding Northern Light tours is not
for anyone and one of them comes straight to the point
saying: “You throw a handful of people into a black box
and you go with them and have to entertain them for six

3 This research was part of the WINTER: New turns in Arctic Winter
Tourism hosted by the University of Tromse: The Arctic University of
Norway.
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hours”. This is the challenge. The black box is the vehicle,
in their case, usually a mini-bus (10-30 people). The average
tour is only three hours, but in case of no-show every
participant is entitled to try again and on occasions the
guides have to be ready to deal with numerous nights in a
row where the Aurora is not to be seen. One hardly ever
knows for certain if the Northern Lights can be seen. The
guides in Akureyri explain that they do not cancel a trip
unless the road conditions are unsafe. Thus tours are
undertaken in all kinds of possible and impossible
conditions.

The Northern Lights have become

a major attraction and a driving force

for winter tourism development in Iceland
and northern regions of Scandinavia.

This uncertainty makes Northern Light tours demanding
for the guides, not the least since the tourists often have
high expectations for the “show”. As one of them explains:
“You could not do this only for the money [...] To be a
Northern Light guide takes a special skill”, it is a
performance, especially during nights when it is almost
certain that the Northern Lights will be absent. On such
occasions, a Northern Light tour turns into a journey into
darkness.

To understand why the Northern Lights do not always
behave according to the itineraries posted in marketing
material of the tourism companies we have to take off from
the ground. The activity and intensity of the Northern
Lights fluctuates in tandem with the rhythms of the sun.
The solar wind emits charged particles out to space and, if
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they reach the Earth, they collide with atoms in the high
altitude atmosphere (thermosphere) emitting the Lights in
an oval shaped region around the magnetic poles of the
Earth.# The Aurora’s oval remains stable around magnetic
poles, although it shifts in size in relation to solar activity.
Due to rotation of the Earth, Iceland moves out of the oval
in the morning hours and the best chance to see the lights is
during the evening. The Aurora’s display can vary a great
deal. Most often they take a curtain-like form, which can
fold into arcs, bands, and ribbons. Greenish-white is the
most common colour, but many variations are possible.
The intensity of the solar wind is constantly changing,
which affects the chances of seeing the Northern Lights. As
noted above, conditions closer to the ground also
complicate things. Clouds often block the view from the
ground and light-pollution can affect the visibility of the
Lights considerably. Often, Northern Light trips take the
form of a treasure hunt, where guides and tourists are
looking for a break in the cloud cover.® It is however never
certain that one will see the Lights, even though there is a
clear sky. The fluctuations of the Northern Lights
underscore that the world is constantly changing, which
“not only opens up a space for improvisation but also
demands it” 7.

Thus the guide’s task is to create a positive experience out
of constantly changing circumstances. Research on tourist
guides have recently pointed towards the importance of the
guide’s performance, emotional labour, and the co-creation
of the guided tour.? We would like to add an emphasis on

4 The Lights around the southern magnetic pole ate called Aurora Australis.
Akasofu 1979.

5 Akasofu 1979

6 Heimtun 2016; Lund 2017

7 Ingold & Hallam 2007: 2

8 Bryon 2012; Heimtun 2016; Larsen & Meged 2013; Weiler & Black 2015
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various non-human actors that affect and entwine with the
guiding practice, not the least, in nature-based tourism.’
When touring, the guide encounters the contingencies of a
vibrant world and seeks to create an enjoyable experience
through the assemblage of light, darkness, energetic
particles, technologies, and weather, to name only few of
the elements of Northern Light tours!. The inherent
uncertainty of Northern Lights tours revolves around the
absence and presence of the Aurora Borealis. As a guide,
you have to be ready to handle the unexpected and
improvise. If the Lights appear, “everything changes”, as
one guide told us further stating that “sometimes the guide
is happier than the group”. If the Lights perform and fulfil
the expectations of the group, the guide’s task is also much
easier, as the Lights have taken over the performance of the
tour. If however the Lights remain absent, the tours need to
change accordingly. The guide needs to engage with the
absence of the lights and then darkness comes to the fore
as a central ingredient and matter out of which tourism
experience needs to be improvised.

Dynamics of Darkness and Light

|

Darkness and light have often appeared as binaries in
Western thought. While darkness connotes some sort of
absence, lack, danger, and uncertainty, light is related to
clarity, enlightenment and goodness.!! To approach
darkness as the ‘other’ to light might however be
misleading. Morris reminds us that “there is no such thing
as total darkness at night (or total lightness in the day). |...]
Darkness is situated, partial and relational”.!? It is through
relations to other things and elements that darkness and

9 Rantala, Valtonen, & Markuksela 2011; Valkonen 2010
10 Jéhannesson & Lund, 2017; Lund 2017

11 Bille & Sorensen 2007; Morris 2011

12 Morris 2011: 316
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light come to matter as performative actors. For example,
we see both in and with light.!3 Light is then not only a
medium but also an object that affects how we perceive our
surroundings. The same can be said about darkness — it
affects our perception of space and time. In order to grasp
the dynamic interplay of darkness and light Bille and
Sorensen suggest the concept of lightscapes. In their words:
“The appearance of the world is determined by the
changing lightscapes cast by the shadows in the relationship
between things, persons and light”.!* Lightscapes are
dynamic, becoming in relations to human and more-than-
human actors as well as in tandem with rhythms of nature
caused, for instance, by the rotation of the Earth. We are
always part of one or another lightscape and, when
embarking on a Northern Light tour, we may expect or
hope to experience a particular lightscape; one that includes
the unfolding of the somewhat magical Aurora Borealis.!®
Every Northern Light tour relates to and enacts different
lightscapes. For grasping how darkness comes to matter it
is therefore necessary to trace emergent lightscapes of
Northern Light tours.

Edensor!¢ has written about “the quest for bright space” as
one of the markers of modernity. For the context of this
chapter it is important to note that illuminated or bright
space is the norm that most people are used to in their
everyday lives. Darkness not affected by man-made
illumination is increasingly rare. Although darkness has
usually negative connotations, it does also have positive
values that should not be overlooked or forgotten. These
include:

13 Edensor 2012
14 Bille & Sorensen 2007; Morris 2011: 267
15 Mathisen 2014
16 Edensor 2013
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The potential for conviviality and intimacy to
be fostered in the dark, the aesthetics and
atmospherics of darkness and shadow, the
affective power of the star-saturated sky, the
possibilities for looking at the world
otherwise and apprehending it through other
senses.!”

These are qualities that may contribute to valuable tourism
experiences. Darkness has the potentiality to create a special
kind of atmosphere and affect. In that regard, the capacity
of darkness to alter our perception of time and space is
particularly important. Darkness embraces and flows
through space. Many tourists undertaking a Northern Light
tour have, without a doubt, experienced to be immersed in
darkness while sitting on a bus on the way to a potential
viewing spot and got disorientated not exactly knowing in
which direction the bus is heading or for how long it has
been driving.

Darkness not affected by man-made
llumination is increasingly rare.

Darkness alters the rhythm of our behaviour and our
relation of the body with the physical surroundings. As
Morris'® notes, humans are variously dependent on vision
and when the lights go out we need to slow down and use
other senses to orient ourselves and move around. The
adjustment that darkness demands may be liberating as well
as uncomfortable. Darkness opens up the unknown and the
uncertain and mystifies the surrounding, even if we may be

17 Edensor 2013b: 447-48
18 Morris 2011
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familiar with it during daylight. Darkness then contributes
to the creation of an affective space of alternative rhythms
one needs to tune into in order to move safely around.
Such affective spaces are relational configurations of
diverse elements, energies, bodies, and technologies.!
Affect is a relational force that flows through humans and
other actors as well as the physical world.?? As these diverse
entities come together and relate in time and space, they
prompt distinct atmospheres. Atmospheres can be
described as being “[...] a quality of environmental
immersion that registers in and through sensing bodies
while also remaining diffuse, in the air, ethereal”.?!
According to Edensor and Sumartojo, [...] affects,
sensations, materialities, emotions, and meanings are all
enrolled within the force-field of an atmosphere.?? “[A]ffect
is thus generated by immersion in an atmospheric
environment that folds subject and space together”.?> What
tourists on a Northern Light tour are longing for is to
experience the affective lightscapes created when the
Aurora Borealis intertwines with the gloom of the night sky.
What happens when the Northern Lights do not appear is
that the guide needs to negotiate their absence and
improvise an alternative atmosphere through which
affective lightscapes may emerge.

Traces of absences are abundant around us and from time
to time they may grab our attention, as they unsettle the
order of things by creating a rift in the present.?* As Frers
points out “[t] hose who experience something as absent
have to fill the void that they experience with their own

19 Edensor 2010

20 d"Hauteserre 2015

21 McCormack 2008: 413

22 Edensor & Sumartojo 2015: 253
23 Edensor 2010: 236

24 Frers 2013
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emotions, they have to bridge the emptiness that threatens
their established expectations and practices”.?> Hence
absence is relational, it exists through relations that make it
matter.’ Such relations are created through various
practices and technologies that in effect may turn absences
into “objects, texts, pictures, and so on”.?” It is through
such practices and technologies that absences gain capacity
to affect social world.

The relational presence of absences “[...] prompt us into
action. And like present things, absences also have their
distinctive affordances and material consequences”™ and
hence they affect us. The relationality of absences is
important here. It means that absences are always part of
the social, they come with what is present® but are not an
external actor or force that pushes us into action. What is
absent is part and parcel of our everyday practices and as
such absences wax and wane intact with circumstances and
practices. They are experienced and made meaningful
through “connections the corporal body, its senses and
emotions, and the world around it”3° We thereby
necessarily engage with absences; “it is something we do
something 73! Things may be more or less nearby or far
away in time and space and it is this level of propinquity
that is at play when we engage with absences. We enact and
negotiate the relation between absences and presences, and
it is such a negotiation that guides on Northern Light tours
need to perform when the Aurora Borealis do not appear.
In order to demonstrate how absences are negotiated and
improvised on Northern Light tours we shall now revisit

25 Frers 2013

26 Meyer 2012

27 Meyer 2012: 103

28 Fowles 2010 in Meyer 2012: 104
29 Law 2004

30 Frers 2013: 431

31 Meyer 2012: 104
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our fieldnotes of two trips we participated during the period
of February and March 2015 — one in the north of Iceland
and the other one close to Tromse, in Northern Norway.
The trips were of completely different kind regarding
settings and conditions, but what they have in common is
the absence of the Northern Lights.

Tuning into Darkness — Negotiating Absence

Our first anecdote is about a Northern Light tour in the
north of Iceland. The two of us went with three other
Northern Light researchers as well as a group of
approximately ten people on a tour one night in February
2015. A mini-bus picked us up in front of our guesthouse
and drove to the hotel where the other participants were
waiting. Both of us had been on a trip with our guide,
Armann, once before. At that time the Northern Lights
appeared as expected and we had had a very good show.
This night it was more uncertain if we would turn lucky as
the weather forecast showed thick cloud cover over the area
as well as possibility of snow showers. Actually, this was the
second trip for most of the tourists coming into the bus at
the hotel. They had been out the night before also with
Armann and seemed excited about going with him again.
When in the bus, Armann kept up the expectations. He did
not want to give up before hand as it can “only be a matter
of finding a break in the clouds”. Sometimes no more is
needed. He talked a bit about possible routes and told us
what he had been thinking would be the plan for the night.
He said he had been on the phone in the afternoon, calling
up his friends and relatives in the region that could help
him to decide upon where to go. We later found out that
this was something that most of the guides do. That is, to
make use of social network to get information about the
local weather conditions and foresights in particular places.
The region has rather varied climate and weather systems,
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which the general weather forecast does not always describe
in accurate term$he local people do, however, know how
the wind andclouds may behave given their embedded
place connections and by announcing their involvement
adds a touch of the authenticity to the tour.

When we drove out of the town of Akurdyaading north,

we sat quietly and were immersed in darkness. The weather
turned worse and it began to snow. ¢rmann still sounded
optimistic when he asked us to look out the window and let
him know if we would see any break in the cloud cover. We
did not e muchAfter a shortvhile ¢crmann started to tell
some stories from the area and someone from the group of
tourists that had been with him the night before asked for a
ghost story. He was going to do that but then the bus was
close to a crossing and ¢rmasuddenly decided not to
head longer north but drive down to a small fishing hamlet,
Hjalteyrj to see if there was a break there. He held his
camera in his hands and took some photos of the night sky
to determine if some cloud was a glimpsAunbra or
simply an ordinary clogd Unfortunately it was an
ordinary cloud. The road to Hjalteyri is approximately
kilometes from the main road. Themlet stands under a
hillside with few houses scattered along the islecaat

out on a sandbank the Eiself.The bus drove to the edge

of the sandbanland we got off the bus. This was quite an
astounding place. The bus was pabkedhuge factory
building an abandoned herring factory, which currently
houses art residencies and a gallery during sunenéti

this time it was desolated and loomed behind us, casting

32 Northern Light tour guides often use their cameras to help them spot
Aurora Borealis in the night sky. The characteristic greenish glow of Aurora
may appear as white/grey cloud to the human eye. The camera lens is able to
gather more light than the hunege and is thus more sensitive towards the
colours of Aurora. This also explains the fact that photographs of Aurora are
usually much more colourful and vivid than what is possible to OseeO with
eyes only.
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long shadows across a small gravel plane, on which we
stood, and out to the sea. A small lighthouse was close by
sending beam of light into the darkness, further creating a
vivid interplay of light and darkness. Armann helped people
with their cameras and talked to almost everybody that was
on the trip. People were satisfied and not very eager to wait.
Some were obviously cold and others were tired, but most
were captivated by the atmosphere created by the relational
materiality of the concrete walls of the factory, the smell
and sound of the ocean, the wind that blew from the north
mingling with light and darkness. On the way back Armann
performed as an eager huntsman of Northern Lights again,
as he jumped out of the bus, when we were driving back to
the main road, photographing the night sky once more in
order to see if there were any sight of greenish glow of the
Aurora. At last he had to affirm that the Northern Lights
would remain absent that night and the bus headed back to
the town of Akureyri. On the way back he recounted a well-
known ghost story from the area, which some of the
passengers enjoyed. People laughed and moaned in tandem
with the storyline and we could hear some quiet
conversations taking place in the bus. Upon arrival the
whole group seemed more than satisfied with the
experience. Lightscape had been created with dramatic
multisensory surroundings and stories brought in directly
from the dark. Some were going to try their luck once more
the following night, including us.

The second anecdote derives from a trip that we went on
from the city of Tromso, Norway. We were among a group
of approximately fifty people heading off on a bus from the
city centre. The guide, Maria, greeted us when we stepped
on board. Before driving off, she explained that according
to the Northern Light forecast there was only a small
chance to see the lights this night. She however promised to
do her best to provide everybody with a memorable
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experience. After a half an hour drive, we came to base
camp, the main destination of the tour. This was a farm
where she and her family lived. When we came, we saw an
apartment house, a barn, and stable and close by stood a
big Lavu, a traditional Sami tent. Not far off was the
shoreline. Maria invited the group to step out of the bus
and told us that we were free to walk around and
encouraged us to hike up to a low hill close by or down to
the shore. First, she would however want to gather the
group into the Lavu where she was going to give us an
introduction to the Northern Lights and some
refreshments.

Northern Light tours revolve around

the creation of certain kind of atmosphere,
providing conditions where tourists can relate to
and co-create affective lightscapes —

with or without the Northern Lights.

Inside the Lavu in the middle of the floor an open fire was
set surrounded with wooden benches with fur and pillows
on top. The group of tourists consisted of people from
various parts of the world. Most were travelling in pairs, but
there was also a family of four on the tour. We sat down
and Maria told us again that, unfortunately, there was a very
little chance of seeing Aurora Borealis this night. After
offering tea, coffee, and cakes to the visitors, she walked
between the benches and asked about where people were
coming from thus gathering an overview of the group, as
well as creating some small talk that sometimes got us, the
tourists, into conversation with each other. A cosy
atmosphere around the fire started shaping, as the tourists
started to exchange stories about their travels, experiences,
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and desires. Mairtlaen screened a short video on one side
of the tent, which recounted the history of Norway and
described the OtypicalO Norwegian in a rather playful
mannerAs such shperformed as a hossagving a sense

for the locality.She made an effort to make sure that
everybody felt comfortables she engaged with the
atmosphere by tellirdpout mythselating to the Northern
lights andanswering questions from the visitBeple felt
relaxed anatosy around the warmth from the ,fibait
occasionally someone stood up and went out to look at the
sky or take a stroll down to the shorelline weather was
calm, hardlanywind at albind despite the lack Afirora
people enjoyed pleasant lightssapeeated by the
surroundings that were brought together by MaraOs
performanceWhenit was time to leaveepple seemed to

be quite happy with the todespite the OrshowO

Improvising Lightscapes

The twoexamples recounted above cast light on the ways
in which affective lightscapes are improvised during
Northern Light tours. The role of the guide is in both
instances crucial. In the former case, ¢rmann continues to
perform as an Oeager huntsmanQ\uvbra Borealis
keeping up optimism in face of weather conditions that are
far from optimal. Most importantly he choreographs the
tour in such ways that he allows for certain qualities of
darkness to come to the fore, providing touwsts the
opportunities toconnect to those and participate in an
emergent lightscagpef affect bridging the void created by
the absence of thurora We mentioned twoccurrences
where the relational force of affect came to the fore during
the tour Firstwas the chilly encountavith the sea and
strong wind staged quite dramatically closearto
abandonederring factory Second notions of fear and
horror but also play and conviviality found their way into
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the dark minbus as ¢rmann recounted ghost stories from
the region on thway back to Akureyrelating to different
kinds of absences and making them matter in the present
tour.

In the second example Maria played with different elements
of darkness. The surroundings were diffecalmh weather

and actually very little clocanof seeingwuroraBorealisat

all. This tour did have altogether different rhythm that
Maria carved out as she engaged in dialogue with tourists
bringing forth their stories and motives for joining in the
tour. The materialities of the Lathe smell,aind and

sight of the fireplace in the middle of the spasepted
thoughts anddiscussions on(otherwise absentpami
culture while she also gave insight into OtypicalO
Norwegian way of life providing opportunity for her guest
to reflect on their own |Hkistoiesandidentity. This is a
clear example of how tourisés participants in the tour
also cecreated the atmosphere through which an affective
lightscape, void of theuroraBorealimerged.

In both cases we do n&how what individual tourists
thought or if they shared the feelinge had for the
atmospheres created. Nevertheless, it was obvious that
most of the tourists were satisfieden though they did

not see any Northern Lightgmann and Maria skilfully
improvised affective lightscapes by relating to material and
discursive elements in the surroundings and offering
tourists to participate, giving them the chance to connect to
particular qualities of darkneasd engage in the -co
creation of the atmosphefes such, these examples bring
forth howdarkress comes to matteot only as a backdrop

of the Northern Lights but as a crucial element that shapes
thelightscapes dforthernLight tours.
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NorthernLight tours revolve around the creation of certain
kind of atnosphere, providing conditionghere tourists
can relate to and -@peateaffective lightscapé&swith or
without the Northern LightsGuides need to be able to
relate to and play with the qualities of darkmeaking
them available to tourists téate to and engage witrhis
demands that they are capable of embracing the unknown
and engagg in improvised choreography, working across
the spheres of nature and culture as usually dé&esg.
Northern Light tour rates to and enacts different
lightscapes. For grasping how darkness comes toimatter
each casd, is therefore necessaryventure on a journey
into darkness antlace emergent lightscapes of Northern
Light tours.
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Abstract D OTheBlack Ecstasgf Guanttnamo BayO focuses on the
state sanctioned sonic torture tegphes utilised on persons illegally
captured and sequestered within the Guanttnamo Bay detainment
camp in Cuba, whickince the X January, 2002 has been operated
by the Joint Task Force of the United States Government. More
particularlyit considers th waveformed dynamics of violence that are
carried out in the dark, when the ocular field is negated in order to
amplify the efficacy of music and noise as instruments of torture. It is
in this intensely pitched environment that the body as antenna is
consdered; a subjectivity that receives and transmits information about
the affectof waveforms. When music becomes weaporidadrs

the distinctions between cultural and milgpheresand as a result,

the darkness of the detai®eeell, military sitegy, andrequencies
coaleseinto a new cosmology of insidious relations.

Keywords B Sonic torture, waveformed dominance, sound as a
weapon, antendzody, black ecstacy

Numerous torture techniques and acts of inhumane cruelty
have occurred in the @utnamo Bay detainment camp in
Cuba, whicfsince the ¥f.January 200Bas been operated

by the Joint Task Force of the United States Government.

1 Portions of this text were originally published in Heys, T. (36w8y
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& Littlefield International.

Heys, T(2021). OThe Black Ecstasy of Guanttnan@mbagrkness. The Dynamics of
Darkness in the NattsD. Chartier, K.A. Lund and G.J—hannesson, MontrZal and
Reykjav'k: ImaginaifeNord andLand og fet amzlafr¥istofa / Research Centre in
Geography and Tourismthaé University of Icelanfisberg)pp.6586.



DARKNESS IN THE NORTH

In the context of this organised violence fllowingtext
considers waveformed attacks carried outerdadhk, a
setting that negates the ocular field to amplify the efficacy
of music and noise as instruments of torture.

It is in this intasely pitched environment tha¢ tiody as
antennashall be considered subjectivitthat receies and
transmits irdrmationconcerninghe affect of waveforms
Whenmusic becomes weaponisedlursthe disinctions
between cultat and militarsphers and as a resulthe
darkness of the detai@ecell, military strategynd
frequenciescoalese into a new cosmady of insidious
relationslt is anew entangled matrilkat includegivilian
and entgainment fieldand itraises the tideline of ambient
fear becausall modes of frequenty@sed activity are in
range of assimilatioBut then, maybe that productioh
fear or urban Odreaa€SteveGoodmancalls & is the
raison dOstre of a militaytertainment complex that aims
to encompass us all in garanoid, intimate embrace of
OPure WO

For Paul Virilio the state of pure was an omnipotent
ecology tH fosters constant neurosis and preparaiion
works to immutably mesh together the civilian and martial
matrix of cultural, economic, social, spatial, and
technological networkso that they become evermore
symbiotic and indefinable from each d@herterests,
ultimately creating a situation wher@bys impossible to

tell where the civilian sector begins and where the military
ends® Within this collapsed logic of difference, new
nebulous and malleableoffshore spatialities such as
Guantfnamo Baye creased opeAt the same timiegal

and ethicatystems that should be able to challenge them

2Goodman 2009: 64
3Virilio and Lotringer 1983: 18
4De Landa 1991: 228
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are made problematic, oworse than thatparalyzed.
Purposefully crippled they are coerced into a dysfunctional
stasis meaning that Othe Guantinamo detaiadecated

in the space Obetween the two deaths,O occupying the
position ofHomo sackagally dead (deprived of an official
legal status) while biologically still aliveEOQ

Thedarkness of the detaineeOs cell,
military strategy, and frequenciesscal
into a new cosmology of insidious relations.

Hundreds of men and boyave passeatiroughthe camp,

the vast majority beingleased without clya. Despite

this, as oflanuar®021 there are stifbrty detainees being
held.While there are numeus torture techniques and acts

of inhumane cruelty to be taken into account when
analysing the full spectrum spread of GuantinamoOs
organised violencthis text focusemore closelyn "the

use of this kind of audiechnique (that) is rather new in
interogation®, according to vice president of the PsyOps
Veterans Association, Rick Hoffman. The use of music as
torture appears to have been widespread throughout all the
camps withinGuantfnamo, the reports fromdstainees
beings numerous and detailed.

Shafig Rasul, one of the OTipton Thi®&itish Muslims
detained in Guantinamo for over two years after being
captured by the Northern Alliance in AfghaniBtagils of
being shorshackled to the floor in a dark cell while

5Zizek 2006: 371
6 BBC MMX.2006
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Eminem’s ‘Kim’ and pounding heavy metal played
incessantly for hours, augmented by strobe lights.”

It is during Michael Winterbottom & Mat Whitecross’s
2006 documentary drama Road to Guantinain@ re-
enacted scenes of this recently developed sonic technique
firmly entered public consciousness, amplifying the searing
acoustic brutality of sensory overload into our collective
consciousness.

In a 2010 “Spiegel Online” interview with Rasul’s detained
friend Ruhal Ahmed, German writer Tobias Rapp leaves us
in no doubt as to the serious psychological threat of this
sonic practice that has become mediated as “torture lite”8:

You can't concentrate on anything. Before
that, when I was beaten, I could use my
imagination to forget the pain. But the music
makes you completely disoriented. It takes
over your brain. You lose control and start to
hallucinate. You're pushed to a threshold, and
you realize that insanity is lurking on the
other side. And once you cross that line,
there's no going back. I saw that threshold
several times.

While Ahmed goes on to iterate how he was short-shackled
for days at a time and “left to urinate or defecate in his
pants’™ in ice-cold chambers, it is his account of music’s

7 Hultkrans 2008

8'The term “torture lite” refers to a set of torture practices that is also
deceptively refetred to as the application of ‘moderate physical pressure’.
Employed by the U.S. military to torture detainees in Guantanamo Bay,
torture lite methods include musical and psychological torture, sensory
deprivation, starvation and thirst, sleep deprivation, waterboarding, forced
standing, and sexual abuse.

? Rapp 2010
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capacity to psychologically relocate the listener that is most
revealing:

When you go to a concert or a club, you're
looking for loud music and flashing lights.
You want to be transported into ecstasy. We
experienced exactly the same thing, except
that it was turned on its head, says Ahmed.
You could call it black ecstasy.!”

Whereas Rapp’s article relates to circumstances in which the
employment of popular music by artists, such as Eminem
and Metallica, reveals the state’s choice of ‘mainstream’
sonic apparatus by which to apply force, Jon Ronson’s
interview with Jamal Udeen Al-Harith (another Briton who
was never charged and held in extrajudicial detention as a
suspected terrorist and tortured, hence his involvement in
the “Rasul v. Rumsfeld” case!!) reveals a different aesthetic
approach to waveformed torture altogether. In conversation
with Al-Harith about the types of music used to disorient
and disturb him in Guantanamo, Jon Ronson!? cannot hide
his surprise at learning that rather than music genres such as
Country, Heavy Metal, and Rap being employed by the
military for their torture sessions, guards played atonal
soundscapes that had no beats or thythms. They were aural
collages that could be termed experimental electronic compositio
consisting of noise, industrial sounds, and electric piano.

10 Rapp 2010

11 In the case “Rasul v. Rumsfeld”, former Guantanamo detainees Shafiq
Rasul, Asif Iqbal, Ruhal Ahmed, and Jamal Al-Harith filed suit against former
U.S. Secretary of Defence, Donald Rumsfeld. The claimants requested
financial compensation from Rumsfeld, as he condoned the use of illegal
interrogation practices upon them during their wrongful detention in
Guantanamo Bay. On December 14th, 2009, after a number of hearings and
transferals, the U.S. Supreme declined to accept the case for hearing on the
grounds of “limited immunity”.

12 Ronson 2004
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At the other end of the musical spectrum whepetiteve
beatsand strings carry melodic chorusesore literal
notion of blaclecstasprovidesanotheisturbingexample

of sonic abuse the tenebrous nature of the militaryOs
strategies manifesg in the blacked out rooms ofganre

not discussed ybut which has figured heavily in academic
analysis of U.S. torture practices in lrag by American
musicologist Suzanne Cusick akdglish professor
Moustafa Bayoumi. It is theuchmalignedyenre oDisco.

In an article entitledDisco Infern@ayoumi prodes
examples of torture rooms in Mosul where detained
Haitham aMallah described beir@@ooded, handcuffed
and delivered to docation where soldiers boomed
Gextremely loud (and dirty) muBiat him. Mallah
confirmed that the site w&n unknown placehich they

call the disc@'3In hisconclusion, Bayoumi surmisiest
Qorture threatens to decivilize us today not only because its
practices are being normalized within our national
imaginationbut also because civil society is beingtehl

to ratiordize its demartot

This notion ofdisco being@irty musi®is not a new
narrative in the west. As noted by Richard ga19) the

genre ofdisco has commonly been associated with its roots
- 1970s clubsvhoseclientele consestl mainly of African
Ameiican and homosexual communities whom supposedly
practiced sexually deviant behaviours and embraced
excessively hedonistic lifestyledted involving drug
taking. Cusick further examines the utilisatibrmasic

that has been labelled Oqueer® or Qefieyrihampions

of overtly masculineneterosexual culture. She proposes
that such types of music are employed as a weapon because
of their perceivedssociation witandpromotion ofexcess

and deviancy, which in turare understood to be

13 Bayoumi 2005
14 Bayoumi 2005
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transmittable qualities that can infect the religiously pure
body of the detained male Muslim.

Examining bloggers’ responses to the notion of music as a
weapon, Cusick touches upon this cultural paranoia about
‘dirty’ types of music that are understood to also soil ‘clean’
Western value systems. She comments that a number of
bloggers “use the idea of music as torture to displace onto
Muslim detainees a rage rooted in their own fear that they
are immersed in a culture that has become, in their words,
‘nancy’, ‘pansy’, and ‘pussy’”’'>. For Cusick, musical genres
such as disco are being employed against the incarcerated
bodies of Guantanamo to distutb, contort, and distress
them via sexual connotation and transferral, the cell’s
acoustic organisation (the disco music) and its efficacy
internally ratified, because to the U.S. military officer it
represents a sonic currency of carnal hostility.

Break it Up, Break it Up, Break it Up, Break Down

In attempting to break the detainee’s body and mind, music
is the most effective technique employed that falls under
the insidious rubric of no touch torture.!® Analysing the
relations of power implied in the use of sonic weapons,
Cusick asks, “What better medium than music to bring into

15 Cusick 2006: 10

16 A relatively new model of psychological torture (that does not mark the
body of its victim) in which music is deployed to inflict pain. “No touch
torture’ using music to dissolve others’ subjectivities has been imposed on
persons picked up in Afghanistan, Bosnia, Egypt, Ethiopia, Gambia,
Indonesia, Iraq, Mauritania, Pakistan, Thailand, and the United Arab
Emirates” (Cusick 2006: 8). For Cusick, this strategy entails that “a detainee
[-..] must expetience himself as touched without being touched, as he squats,
hands shackled between his shackled ankles to an I-bolt in the floot, in a
pitch-black room, unable to find any position for his body that does not cause
self-inflicted pain [...] the experience creates a nexus of pain, immobility,
unwanted touching (without-touch); and of being forced into self-hurting by a
disembodied, invisible Power” (2006: 8).
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being (as a felicitous performative) the experafnite
WestOs (the infidelOs) ubiquitous, irresistible Power?0
Conducting research along similar lines to Cusick, Ramona
Naddaff intones thadmusic torture impels a rethinking of
how musical listeners experience being touched by sounds
that harm their mer senses and maim identity
formation@ Such a reonsideration would entail
investigating the relationshiptweenhaptic spatialifythe
socially constructed bqgdgnd the waveforms théuse
modulate, and separate them. In Guantfnamo, conducting
this thirded analytical principle to its logical conclusion
leads to an archetypal presence that is innately connected to
itself ando the other through the politics of oscillation; in

its capacity tosynthegie to have impact and to be
impacted upon, the @ly is rendered as multidrit, as
transducer of vibration as opposed to a detached listening
subject isolated from its sonic obje&sO

The sheemweight of the sonimasspressung the body in
Guantfnamavas generategreciselyo cortrol and possess

the culturally compressed anatomy of the other. The alterity
and solipsistic spatiality of the torture cell reveeolevih
echoes of the self, the OenemyO, and the archieeture
divisions between them collapsed by the waveforms that
establised aud control of the situation For Julian
Henriques Gonic dominance is visceral, stuff and guts.
Sound at this level cannot but touch you and connect you
to your body@ Skin, hair, nails, sineand muscle, all
pitched and rippled, as the soundwaves poatdupon,

into, and through tme. The 166decibéet vibrations being

17 Cusick 20080

18 Naddaff 2009

19 Goodman 2009: 46

20 Henriques 2003: 452

21160decibePas verified by Roman VinokUyiE Qacoustic noise starts
inflicting discomfort to the ears at 120dB amilgici40dB in the audio
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received via Obone conduction as well as through the
acoustical properties of the air2Oit is within this
coercive ocean of sound that we findutnillingantenna

body, channelling albveformsincludingthosein whichit

IS supposed to drown.

For even in such circumstances, whardynamics of
overloading the organs of peption predominase the
antennabody still transmits, albeit through noisy channels
of interference; itspeaksof the pain implicit within
repetition and of the struggle for sentieramid
overwhelmingacoustic intensitiedt reveals the Odark
ecstasy® that resides within th@illto secure complete
dominion and direction of waveforms in spAod it tells

us that no matter how severe the techniguessifencing
difference become, it will always communicate and reveal
the structures, technigues, and strategies thatrtogdib.

As compelling as this narrative amiuterelational sonic
embodiment is, dlso needs to be acknowledged Wiale

the music in Guanttnamo connects and transforms the
body, theunlit air, and the architecture of the cell, there is
an inverse operationf @aveformed disembodim@nt
being simultaneously carried out. Music fisctefe at
negotiating and @erming this procedure because

region. Eardrum rupture occurs at approximately 160 dB; lung rupture may
occur at 175dBO (2004: 5).

221hde 2003: 66

23 Cusick 2006: 8

24Waveformed disembodiméan example of the disembodying capacity of
waveforms is evident in Aéader BellOs invention of the telepBane
technology, which he conceived would allow him to speak to his brothers
when they passed away. Henriques also notes thaGoamiaishone, Film,
Typewriterederick Kittler gives a fascinating account othmirst use for
phonographic voice recording was to listen to the literally disembodied voices
of the deadO (2003: 461).
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[E ] like touch, sound has this other opposite
aspect that separates us from ourselves, each
other and the worl§E ]. Just as the tactile
sense is pfeminent in determining the
organisr® similtaneous connection with and
separation from its environmgitite sonic
sense plays a similacombining and
separating roke.

By understanding what this sonic operation of
disembodiment entails exacBywhat its routines and
proceduresare B we can bett comprehend what it
ultimately strives to acheeVhis will also revealgreat deal
about those with remit toacoustically makeanifest thia
which isdeemedbidderOand about othes who seek to
transmutdthe detainee@s#ence intsomething knosble,
recordableandeffable

Commenting on the historically legalised nature of torture,
MichelFoucault surmises that its legitimisation as a practice
was a result afs capacityo render observable results,

becage it revealed truth and showed the
operation of power. It assured the articulation
of the written on the oral, the secret on the
public, the procedure of investigation on the
operation of the confession; it made it
possible to reproduce the crime om visible
body of the crimindl.].26

In Guanttnamo, reproducing the crimes on the detaineeOs
visible bodywas problematicnot least because thevere

no proven crimewhose brutalitynight bemetaphorically
reciprocate in this wayHere, instead, the statdésire to

25Henriques 2003: 452
26 Foucault 1975: 55
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embody its revengby carung its abstracted logistical
initials onto the anatomy of the detainee had to be inverted
no traces would bkeft on that which could be observed
This new disembodied torture practice would require means
by which to invisibly scomatothe bodyrather than onto it,
which is why music is soegfivein such circumstances.
Music does not leave marks becausees not operate by
merely touching or representing its power on the somatic
interface it is instead committed to enveloping the
anatomid surface, moving into and beyonathiallenging

the rationad of the perceivable and quantifiable

In fact with sound it simply does not make
sense to think of having an inside and an
outside in the way that the visual sensory
modality, with its preogpation with
surfaces, restricts us. Sound is both surface
and depth at onéeé

Excavation, Autopsy, and Exorcism of the Sonic Body

The potential of waveforms to transgras®rfaceshas
been touched upon alreattyt we need to up the ante
when tryingto verbalise the concerns of a body that is
simultaneously being sonically punctured and saturated.
Hence the shift in tone in what follows as we try to
explicate th&requencypasedurbulence that is compressed
through the hollowedut detainee in hisdl. Rather than
analysing how anatomies are toucties text will now
investigate how the body lseached, penetrated, and
emptied.In doing so we ultimateimto reveal how the
somatic isoperated uporby soundin order to locate
discrete and fictiahised forms of knowledgthat are
allegedly concealed within it. Hexewill consider three

27Henriques 2003: 459
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disparate methods employed by divergent ontological and
epistemological practices to seawgthidden and esoteric
phenomenaxcavatiautopsgndexorcism

The first and possibly most abstmaay of thinking about
how the body is plotted, entered, amdrcheds in terms

of excavationThisis a usefulconceptwhen thinking about
how the body iexaminedn relation to the organizing
spatiality of the arttectural cellThe bodytradesplace

with the architectural walls of the,dedicoming itsethe
material container understood tagndiallycontain secrets
and useful information. Like a wall, the will is perceived to
be something that can baken apgt andbroken. If it is
correctto say that Othe process of embodiment can only
take place through the sensory perceptdtisD it isalso
accurate teay that when the organs that provide those
sensory perceptions are overstimulated they become
synonynous with entry point® the body(for the organs,

as well as informing the self, saanbe made tdetray it).

It is from these inletthat sonic shafts ad¥iven and the
disembodying processes of minirigrmation begins. This
unearthing and tunrialy of the body gxesseshe stateOs
urge to discover the essential articles of faith that define the
OunknowableO cultoeing investigatd D to exposeits
organizing principles artd definne the (metaphorical)
objects of desire, disgust, and saeafithat which it does

not understandn order to overcome its legacy.

As previously suggestddr those who confine therthe
Guanttnamo detaineae already consideredally dead

so an acoustic autopsy of the living is the next logical step
in sich an irrationally mandatedvironmentAs strobing
lights flash down on the body, they highlight the reactions
of the prisoneras his anatomy and miage scoredby

28 Henriques 2003: 466
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repetitious orchestrationghe motivation for such a
procedure is to findeasons whyie has become (legally)
dead for all the detainees have been immddidteind
guilty and sentenced upoepture withoutmeaningfulegal

or ethical recourse. The acoustic autopsy is both a wilfully
disturbing procedure and an unnaturally occurring
phenomeon at the same time. The repetitious music is
pumped into the cells, each song Olistened to anesthetizes :
part of the bodg3® The mind is numbed and emptied
sonic scalpels slowly removing dontent neuronby-
neuron, notdy-note. Pain is an inevitaldetcome when
such a procedure ¢srried outupon the living, emptying

the body of its contentas order b identify the causes of
deathb both those heas presumed to have causad his
owndrawnrout demise.

Torture and punishment routines are epiteinizy their
capacityto reveainformationconsieredto lie beyond the
physical andocial bodyWith this in mindwe will now
contemplatethe third technique for searching the bbdy
the aural exorcism. For centsiribe kind ofknowledge
labelled as b®g beyond both the collective and
individuated corpusas changediepending upothe stateOs
desireto reveal or expossome hidden or threatening
phenomean. In the case of the social body, thated
Stateshas a history of paranoia and neurosis congern
internal threats. Such anxieties wexde manifeshrough
the search for clandestine smtiabympathizers in the
1950s for examplewho were legally punished for their
beliefs during the era dcCarthyism In Discipline and

29 Attali 1985: 111

30 An era in U.S. historywhich any persons showing sympathies towards
communist causes were legally persecuted by the state. The government often
had scant evidence, which was regularly based on allegations made by
unnamed informers or no evidence of such allegiances or gibliédiains

at all.
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PunishFoucault disssses a different type of existential
search into and beyond the physical body of the individual,
one thatdisclogsthe judicial systemOs preoccupation with
accessing the prisonerOs essential and graspable seat of
consciousneskle writes,

If the penaltyin its most severe forms no
longer addresses itself to the body, on what
does it lay hold? The answer of the
theoreticiansb those who, about 1760,
opened up a new period that is not yet at an
endbis simple, almost obvious. It seems to
be contained irhé question itself: since it is
no longer the body, it must be the 8bul

In Guantfnamo, the rationale of sonic torture is not to
connect with the prisonerOs soul so that the state might try
to retrainit and realign its offending compulsions with the
rhythms of its own value systems. Railhas to expose

what the state perceives to be the nexus of evil that resides
within the very core of the detainBeatwhichcan only be
communicated with by -possessing the prisonerOs inner
voice. In order to bek the detainee antbcate this
fundamentagvil,the inner languageust be contacted and
seduced from its quiescent interiptityspeak and reveal

its covert intentions. The interrogatongo religiously
carry out the torturehave to believe that theris a
fundamentally monstrous nature within these secured
bodies an unnatural power thandowsthem with the
appearance of the livingthose who torturemust
rationalize their quest to reveal and speak to the source of
the evil (the inner voice synonysavith the devil)They
alsoneed tdegitimatesuchtechniques employed to destroy

31 Foucault 1975: 16
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the will of this vital malevolence that they believe lurks
within thepitch-black depths of therange suitefliesh.

In the torture cellsno religious incantatiorse reiterated

SO asto aggravate and draw out the force of evil, for the
speakers here are not priesiey are technologies of a
different repetitious rhetoiZnamelyforms of music that

have themselvesbeen accused of worshipping and
summoning ekiHeawy Metal and DeatMetal. In a darkly
ironic turn, theOccidentamplify the devil through music

and direct the resulting sonic terror at the detainee, bringing
pressure to bear upon the res@tovill to silence. fie
spectre of the devil has historicabbgnbconceived of as
having a particular affinity tosound and unsound-or
example, Othe early Christian church believed that pagan
residues in music could be exploited by the Devil to
produce depravitly.]®32 Such a proposition suggetstat

the adumbreged form of the demon could onlgecome
embodied® so as tacause chaos, turmoil, and suftefn

by coming into contact with alchemical frequencies. It is
such powerful historical associations with exposing and
communing with the voice of the devil tledtthe military

to harnessnusicas an ancient language of sormailence
Rituals of sonic deliverance are enacted upon the
demonised captives believed to be possessed by the
malignant OevilsDlslamic fundamentalisin order to
break themMilitary @erations of acoustic exorcism call
upon the recorded musical violence of the underworld to
infiltrate and cleanse the living dead bodies tied down in
GuanttnamoQOs Heavy Metal cells. The Devil no longer has
the best tuned has the stateOs tunes.

32 Johnson and Cloonan 2009: 32
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Not Wanting to Listen

OAs David Levin patit, Oby virtue of developing our
listening, we may findurselves granted the sense of a
different norm, a different measure, a different principle for
thinking the OratioO of rationaly€d® those who are
forcad to listen howevertheir measure is one of achieving
psychological detachment. Witile detaineeOs anatomy is
shackled during sonic torture, his hopes of retaining
cognitive autonomy during this process reside in his ability
to perform feats of cerebras@pe3* Cusick substantiates
such captive exigency and the need to disengage when she
declares that:

The stateOs interrogators share with many
civiian musicians, composeasd scholars

the notion that listening to music can dissolve
subjectivity rehsing a person into a
paradoxical condition that is both highly
embodied and almost disembodied in the
intensity with which one forgets important
elements of oneOs identity and loses track of
time passing

In lieu of the detaineeOs neebioehowshutout or elude

the sonic pressure bearing down on them, Naddaff takes
matters to a sensorially instnettonclusion by proposing
that

33Henriques 2003: 471
34 Cusick 200&
35 Cusick 200&
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listening to music imposes a particular form
of violence on the psychic structure that
dissolves cognitive, lingustand affective
capacity. Music torture produces subjects who
cannot listen, who no longer desire to listen,
who must not listen inrder not to speak
involuntarilys®

As we arevell aware, enacting modegbot listeningor

@ot hearinGis easier shthan done. This is especially true
if we are to believe. MurraySchaferOs declaration that we
submissively relate to sonic phenomena inasmuch as OWe
hear sound. We belong to sound. We obey sétifdiae
detainee is to resist sudmandsthen the eas a crucial
sensory facilitfrom whid a distancenustbe negotiged.
Thus from his point of hearidge must rerchestrate the
amplitude of his entire @omy so that the tensile
waveformed pressure gripping him is prohibited from
breaking down posdy the most defining attribute of the
self B that wvulnerable and poroussymological
manifestation designatedsasity

Conclusion

The militaryentertainment complex has radically shifted
any expectatiorwe might have once harboyrétht the
producton of culture is inherently aligned with
antihegemonic force€onsideredat this time when it is
difficult to think of music (and by extension culturé¢)e
same waythe antennhodyfinds efficacy in its capacity to
distribute information about patdi and military atrocities

As such, this frequenbgsed agency holds the potential to
form modesof resistance against the organised mobilisation
of cultural ideology into martial practicee vibtim ofsuch

36 Naddaff 2009
37 Schafer 2003: 30
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shadowysonic torture is not merely a passaceiver but

also an active proponeat transmitter in a network of
power relationsAnd it is in the essential condition of
darkness, where the hierarchyhefsenses isecalibrated

that the futurdacing haecceity of the antetoay can be

morereadily felt and heard.

In the darkness @uanttnamo BayOs cells,
the concept of the body as antenna
destabilises the hierarchy of the senses as it
transmits to us even though we cannot see
the damage being done with our eyes.

While it is judicious te@laim that thenteractive assembly of
perceptiorbased systems supplies us with the prevalent
information we require to formulate a sense of ygenc
orientation and sanjty is the information provided by our
sense of sight that is privleged and dagsn the
construction of our understanding of the world. Jonathan
Sterne iterates thpsoposition when he write$EQ sight is

in some ways the privleged sense in European
philosophical discourse since the EnlightenmemtGhe
darkness ofsuantftnamdayOs celithe concept of the
body as antenrtestabilises the hierarchy of the senses as it
transmits to us even though we cannottiseedamage
being donewith our eyedlt is a crucial proposition as it
renders the daineenot merelya padgfied subjet. Rather

in the most extreme of circumstandedisplaces accepted
notions of agency, disorients the perceptual compass of
those subjected to intense wavefoand by doing so

38 Sterne 2002: 3

[82]



THE BLACK ECSTASY OF GUANGNAMO BAY

reveals theasynmetric modes of warfaeployedoy the
occidental militargntertainment complex.

In this sense, the antermady is a conceptual evolution of
the decentred subject, as described thirty years earlier by
Mike Crang and Nigel ThriftFor these spatial theorists,
cultural analysis of the bodyOs status lsdigmificant re
concetion; from a Oprivileged centre of perception, to
embodimeint,which carnality becomes a figittich only
ever has a partial grip on the world and which constantly
interacts with other fields, mimetically and other#iseO
Thus specilatively the antennbody comes to be
recogniseds the epitome of theotle and networked
subject. Abody that is in continual interaction and
negotiation with itssurroundingsComprehendinghat its
Owhole life is based on environment and congfiari®

also aware of its facilty to transmit and make
communicable themergencef newdomainsalong with
challenging ways of speaking about .tHéns is not the
language of soctechnascience inferred by McLuhan in
the 70s (in 1977 he mooted theaideforming a media
ecolog¥$) or demanded by Virilio in 2002 Dasert Scraen
intones, Oit is time to found an ecology of the MmédiaO

is a new way of denoting the viral relations of the body,
spatiality, and temporality to frequencies; an oyntufidige
haptic and the imperceptible; of the peripheral and the
oscillating; of the emonal swell and the break dowm. |
the political, sensorjahnd legaldarkness of Guantfnamo
Bay,it isthe form of the antenAaody thatsynthesigs this
waveformeacology revealing to us those activities that are
rendered arcane and clandestine in the process.

39 Crang and Thrift 20009
40 anza 2004: 222

41 McLuhan 2004: 271

42 Virilio 2002: 32
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Remotenesof Light:
Reflectionson an Epistemeof Space Time
and the Design of N ature
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Abstract B This essaypresentson the onehand,a conceptuateflec-
tion aroundwhatwe havecalledan epistemeof spacdime andthe
designof natureasa wayto discusghe dynamicof darknessn the
north of the planetby arguingthat darknesss actuallyonly remote-
nesf light. On the otherhand this textis alsoanintroductionto an
aesthetidiscussiormndcreativeprocessethat sustainedhe authorsO
developmenbdf the installation Remotenedd.ight exhibitedat the
Nordic Housein Reykjav’k|celand,n the contextof the Dynamiasf
Darkneds theNorthconferencén Februan015.

Keywordsb Darknesstemotenessf light, mediastudiesmediaarts,
criticaldesign

During the lastweeksof the borealwinterbif the weather
permitsso P aroundtwo oOclock the afternoonthe rays
of the Sunseemto hit the snow coveringthe streetsof

Reykjav'kwvith sucha precisionandlight appearshusasa

phenomenorso sharpandcrystallinethatit is hardto de-
scribeit without referringto what technicalmediahave
taught us about light beams:for example the moment
whenthe lensof a photographicameraconfrontsthe Sun

G—me¥enegad). & Bielitz,B. (2021)Remotenessf Light: Reflection®n an
epistemef spacdimeandthe desigrof natureOin Darknes$heDynamicgDarkness
intheNorth edsD. ChartierK.A. LundandG.T. J—hannesstontrZahndRey-
kjav’k:Imaginair¢ Nord andLand ogferl amflafr¥istofa/ Researcentrein
GeographwandTourismatthe Universityof Iceland (Isberg)pp. 87-104.
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b evena fraction of a secondwill be enoughb revealing
thusin theresultingmagethe naturef light asthe translu-
centgeometrigoatternthat we usuallycall lensflare.In a
contextlike this, when February2015wascomingto an
end,amyriadof peoplegatheregreciselyn Reykjav’'kaim-
ing to reflecton the dynamicédarkness thenorthfrom di-
versedisciplinaryperspectiveddence,they travelledlong
distanceswilling to addresssuch phenomenonfrom the
vast sciencespthersfrom the humanitieswhereasmore
than one, perhapsgexpectedo do so from hybrid fields.
Yet, it maybe notedthat the problemto be discusse® if
we areallowedto callit a problemb triggereda sort of a
paradox becauseafter all, the generaframeworkbehind
that meetingwasthe celebratiorof the Internationslearof
Lightpromotedby the UNESCO. Thereliesthenthe first
indicationof a dialecticopportunitywhich would prevent
us from thinking aboutdarknessvithout payingconstant
attentionto light. It is preciselyherewherewe havesituat-
ed ourselvessartistsand designersand wherewe pursue
to locateour artworkasanobjectof inquiry;not in light or
darknessspecificallyand separatelyhut in the aforemen-
tionedparadoxandin the opportunityit offersfor a dialec-
tical exerciseWe thought that by inquiring into such a
spacewe would be ableto approachfrom a new context
the sphemntainingour generamatterof concernnamely,
how we know andunderstandhe world welive in through
thingsThus we havetravelledfrom Santiagale Chile with
an artworkthat wasexhibitedin the Nordic Housein Rey-
kjav’k, aimingto claim that from our perspectivehere
would be no suchthing asdarknesshut ratheronly what
weaimto callremotenefight

Thus in the following pageswe will explorethe relation
betweenlight and the history of knowledgeas shapedvy
sciencepayingspeciahttentionto someof the aspectshat
the Germanscholar FriedrichKittler, canteachus about
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the field of optics.Then,in a secondnoment,we will ap-
proachwhatwe call thedesigof naturewhichin this case,
altenativelywill not referto whatnatureconstitutessana
prioribut just the oppositethatis, how humanitydesigned
what we have called nature through articulatingnorms,
techniguesscientifidaws,and,asa consequencéy devel-
opingtechnologied-or suchpurposesve will look at the
work of the FrenchanthropologisandphilosopherBruno
Latour,whichwe will discussn the light of otherauthorsO
argumentandideastoo. Finally,all of the abovewill give
usthe frameworko deepenn the con@ptualandaesthetic
configuratiorof our artwork,Remotenefisght payingspe-
cialattentionto its interiorandexteriormateriatonditions.

Light and Optical Media

Theraysof light Dwhichare,in the end,light itselfBmove
betweerthingsandour eyeswhileatsamdimetheycaress
the surfaceof this planetof oursto give us sunrisesand
sunsetswhich are deployed simultaneouslgoncatenated
in differentpointsof the globe.In this way,by payingat-
tentionto the movemenof light betweerthe Sunandour
citieshumanbeingshavedesigneadonventionandnorms
that gaveus the North and the South,the Eastand the
West formsof navigationandthe modesto projecto plot,
this planet.Thuswhenthis light getscloserto Santiagoit
movesawayfrom Reykjav’kgivingus particulamodesof
knowingandcomprehendingur world fromtheothesideof
light to paraphrasé€&riedrichKittler.l Preciselyfrom an ar-
chaeologicaloint of viewbto honourthe aforementioned
referenc®a partof our argumenseekdo drawalink be-
tweensoto speakthe historyof our relationwith lightand
the historyof whatwe cancallobjectfknowleddgaur inter-

1Kittler 201019

[89]



DARKNESSIN THE NORTH

esthereis to arguethat, first, the humanunderstading of
the movemenbf light overthingsaswell asthe effectsof
suchmovementhasallowedus humango understandhe
so-callednatureandsecondlythat it hasbeenthe studyof
light andits behaviouthathaslet usbuild animageof our-
selvesn this planet.In otherwords,visualizinghe move-
mentof light, its closenesandremotenesgaveus modes
to knowthe placewe callhome,andthusthe development
of opticscontributedwith forms andtechniquego situate
ourselvestit properly.

Whenthislightgetscloserto Santiago,
it movesawayfrom Rekjav’k,
givingusparticdar modesof
knowingandcomprehendingurworld
fromtheothesid®flight
to paraphrasEriedrichKittler

As FriedrichKittler remindsin his book OpticaMediait
wasLeonardoda Vinci himselfwho statedthat O[t]hesun
neverseesa shadow® This sentenceyery modestin ap-
pearanceis of particularimportanceto us. Not only be-
causeit is shadowsthat is to say,darknesswhat has
broughtus to this discussin, but ratherbecausét would
be from thoseshadowghat knowledgeand then science
begunto be built. Hence we daresaythat probablyit was
darknes® remotenedshelight to be consistentwvith our
argumen® what motivatedhumanbeingsto contemate
the world andthento developideastheoriesand models
basedon it. A stableplacewith staticand constantlight,

2 Kittler 201019
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perhapst would not haveled to the epistemiadrift trig-
geredoy aterritorywherelight movesawayandthencomes
back,generatin@ paradigmatitoop whichtook menand
womento only one conclusionwe areat the other sideof
the Sun,at the other sideof light. This is a conditionsine
quanonb our own condition.Thusbearinghatin mind,we
would like to movenow to the particularfield that allows
us to developour questionsn the mannerwe intend to
deployhere,namelyart andtechnologywhich,in KittlerOs
words, Orepreseritvo waysof shfting the boundarief
visuality so to speakpy eithermisusingor circumventing
the sun@ in historicaltermsprobablythe mostthoughtful
andinventivefield regardinghe questiorof light.

Consequentlybringing optical mediato this discussion,
which at leastinitially invites to think of contemporary
technologynly, will allowus,howeverto look overasort
of genealogyyhich coulddelineatdow our perceptiorof
(andin) the world, wasatrtificiallgonditionedoy a ceaseless
work to technially understandand control the phenome-
non of light. Thusin thisalsoarchaeologicabththe camera
obscuramergesas a fundamentalapparatusand even
thoughit canbe looselysituatedn the fifteenth centuryOs
Europe,it hastraceabldackgroundsha go all the way
backto Antiquityt, teachingus thus the dialecticrelation
betweerdarknessandlight. We know that the technology
of this deviceconsistof opposinga bright objectto a cu-
bic chamberor box into which no light entersexceptfor
the one penetratinga smallhole on the front sideof the
aforementionedolume ,whichrightly facesthe bright ob-
ject. Thusthe raysof light comingfrom the objectcrowd
towardsthis powerful hole gettinginto the shadyspace,
beingexpandedhenin conicalshge to projectanupside

3 Kittler 201019
4Link & RSller201123
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downremotere-producedmageof the brightobjecton the
interiorrearsideof thebox (Fig.1).

Figurel: Schematidlustrationof acamerabscura

That imagehastoldus, doubtlesslymanythings. First, it
empiricallyshowsthe significantand inseparableelation
betweeright anddarknessyhich,at leastfrom our condi-
tion asthoseat the other sideof light, reiterateghat only
from darknesghe so-calledhumanknd hasbeenableto
valuéight. Secondthe imagealsoshowshatthe movement
of light towardsdarknesss whattriggeredthe emergence
of remoteimagesimakingpossiblefor instancethe discus-
sionaboutwhathasbeencalledtherealthesymbaliandthe
imaginabyr hird, the imageinsidethe camerabscurseems
to point out that this apparatuss not anythingelsebut,
paradoxicallypoth a technicaland symbolicalnalogyof
our own positionin the planetEarth; that is, individuals
throwninto daknessyvaitingfor the arrivalof light to see,
to know.In sum,darknessvouldbethe placertherehuman-

5 Kittler 20103940
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ity wereableto build knowledgdrom andthusthroughit,
to developscienceandin the end,themode,our mode,to
know the world. An importantanteedentto sustainthis
premiseis linearperspectigad eventhough it cannotbe
connectedlirectlyto the camerabscuthroughstrongevi-
denceaccordingo FriedrichKittler, it canbe linkedto the
dark chamberhowever,by way of historicalspeculatin
andmorepreciselypy payingattentionto its conicalholeb
a structuringelementfor the developmenbf painting,ar-
chitectureandengineeringuringthe Renaissan€&ll the
more,just asthe Germanscholamputsit, the genealogical
tie betweernhesetwo aesthetiapparatusesanbe foundin
the work of the Italian artist, Filippo Brunelleschiwho
aroundthe yearl425usedthis conicalholeto obtainare-
mote reproducedmage which throughlineamperspectaie
lowedhim to paintthe facadeof the churchof SaintGio-
vanniin Florencelocatinghimselfrightin front of it, inside
the SantaMariadel Fiore cathedralusingthe latter as a
darkchamberlt is paradigmatiin this examplehat Bru-
nelleschthenincludedanotherhole on the paintingitself,
inviting an eventualspectatorbehindthe canvasto look
through it and watchthe church of SaintGiovannifor,
while holdinga smallmirror with a hand,witnessingwith
her/his own eyesthe verisimilitudebetwen reality, linear
perspectiaad the re-producedimage This casestudyis
absolutelynedullarfor the purpose®f thistext,becausé
showswith clarity how the movementof light towards
darknes® not only asa matterof fact but asa philosophi-
calonetoo Bcanbe seerasafoundationaaspecof theso
calledsciencesf the artificial,whichare,in the end,a part
of the techniquesve havegivenourselvedo understand
and designthe world, and thus, it comeswithout saying,
our placen it.

6 Kittler 20105354
7 Kittler 20105457
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Designing Nature

Followingour argumenthat therewould be no suchthing
asdarknessut onlyremotenesisghtb arhetoricakeffort to
sustainthis reasoningthis conceptualizatio® we would
now like to statethat similarlythereis no suchthing asna-
ture,atleasinot in anautonomousindpuresensénot for
our eyesnot for our gazeTo put it anotherway,we con-
siderthat nowadaysatureseemdo be tantamounto the
artificial,or thatthe distinctionbetweerthe formerandthe
latter shouldbe reconsideredOn that tracklet us support
theseclaimswith the work of the Frenchanthropologist
and philosopherBruno Latour,who in his articleA Cau-
tiousPrometheusewStepd owarda Philosoplof Design
stateghat O[naturels in greatneedof beingre-designe@g
arguingthat giventhe expansiorof designtowardsnew
spheres$ culture jnsofarascontemporarypracticeit should
alsotake over nature.Understandinghat LatourOsopes
areanimportantpart of his modesof expressiomndcon-
dderingthat his articleQnitial ideasseekpn the onehand,
to provokeand,on the other,to situateheissuewithinthe
historicalcontextthat his work covers that is to say,so
calledmodernity,we would like to add, nonethelesghat
nature sin@ humanswvereintellectuallyandtechnicallyable
to do it, hasbeenalwaysrtificiallydesignedThis precedes
by manycenturieghe Renaissand®a periodin which,as
mentioned above, apparatusdske linear perspective
emergedSimilarlyjt is imporiantto considerthat the sci-
entific knowledgdriggeredso to speakpy the implemen-
tationof the camerabscuragemergedrom GreekandAr-
abic culturesduring Antiquity, just as it was pointed out
earlier All the more, Aristotle himselfdescribedhe phe-
nomenonbehindthe aforementionedhamberaroundthe

8 Latour20@B:2
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year350 BC by studyingthe relation of perspectiveand
shadowbetweerthe Sun,the Moon, andthe Earth;laying
thusthe groundworkfor Arab mathematician® build the
first functionalmodelsof the caneraaroundthat samepe-
riod.® Thereforejf humanshavebeendevelopingor more
than two thousandyearstheoreticaland practicaltech-
niquesto modeland visualizenature,would it be valid to
arguethat whatwe see now andbefore,is only a designed
versionof it?

Therewouldbeno suchthing
asdarknesgut onlyremotenefigyht

Returningo Latour'swork, letOsonsidemwhatmaybe one

of hisfundamentgbremiseshat we haveneverbeenmod-

ern0 This somehowpoints out that all that knowledge
basedon preexistentand irrefutable facts, which have
dominatedWesternsocietiesinceRenaissancehen sci-

enceforgeditself as the only path to embraceconcrete
truth, would be comingto an end,and,dl the more,that

this could be seenin how we understandalesigntodayb a

fieldwherethingemerge:

To think of artefactsin terms of design
meansconceivingof them lessand lessas
modernistobjects,and conceivingof them
more and more as Othings.{E] Soastheir
appearancas mattersof fact weakenstheir
place amongthe many mattersof concern
thatareatissuas strengthenéd

9 Kittler 20105051
10 atour200717-24
11 atour20@: 4
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Here it is importantto notice Latour'sdifferentiationbe-
tweenthe mentalityof the modern period, whereissues
werebasedon mattersffactsnamelythe objectiveandthe
alternativespacewhereissuesconstitutemattersf concern.
Thenobjectsconceptuallgpeakingyvouldbe overtakerby
thing® whoseGermanicetymologicatoot, Dingetakesus
preciselyto the realmof concerng2 This is whatwe have
pursuedfrom the beginningof this text to arguethat
throughthe developmenof instrumentsproceduresheo-
ries,andapparatusesie, humanshavemodelledhe things
that concernus. We will thus say that we agreewith
LatourOsehavaevdreemodestatementandthatbecause
of thisweconsidethata politicefthingsoto speakshould
takeusto criticallyreflecton the epistemicand mediating
role that technologyand apparatuselsaveplayedbetween
organizechumangroupsthe polis,andthingshemselve®
manyof whichare,ontologicallyspeaking(in) nature.Yet,
beyondthe optimistictone of LatourO®xt on whatdesign
is or couldbe nowadaydet'sconsidercontradictionsot-
withstandingthat this, so to speak,cultural practicestill
holdsa strongconnectiorto whatmodernityhasinherited
us. Thus the CzechBrazilianphilosopherVilZm Flusser,
somehowtackleghisin hisbook TheShapefThing:A Phi-
losophgf Desigrarguingthat the word designpertainsety-
mologicallyo thedomainof deceptiorandmaliceandthat
not very far from therewe find the wordsmachineech-
nique,andart D all closeto shadgpacé&dn sum,thesere-
flectionspushusbackto the mainquestionis the world we
sedustwhatwehavebeenableto desigrfrom darkness?

12| atour20@:6
13 Latour20051-33
14 Flussef002 24-25
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Towards a Remotenesf Light

Our answeto that(it is agroupof re-articulatedjuestios
ratherthananactuabnsweryjvasmaterializeth the project
Remoteneskight This artworkseekson the one hand,to
aestheticallgpproachthe questionof light andits condi-
tion insofarasmovemenandremotenesgndon the oth-
er, it wantsto drav areminderof the epistemicontextin
whichthe aforementionedsuecouldbe locatedthatis to
saythe dichotomybetweerartificialityandnature . Thusin
the interior of the artworka live-broadcasteanagewhich
is generatedy a cameraobscuradepictsthe view of a
rooftop in downtownSantiagale Chile,thereby sunlight,
whichat the time of the exhibitionwascloseto thatcity, is
processe@nd transmittedthrough darknessartificiallyto
Reykjav'(Fig. 2). Moreover the exteriorof the pieceis a
simulacrunof a treetrunk, a geometricallgynthesizede-
productionof an old andforgottenfragmentof naturewe
found andcollectedrom the southernsemirural periphery
of Santiagd@Fig.3).
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Figure2: Imageof theinteriorof the Remotene#isghtproject

Figure3:Imageof theRemotenessf Light projectin the
countrysidenearSantiagale Chile

F
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Hence,we travelledwith our artworkagainsthe light, be-
fore andafterpresentingt in the contextof the conference
thattriggeredhesereflectionsio takethe pieceto the city
border b a thresholdwherethe artificial and the nature
strugglethe placewherethe asphalgiveswayto cold flut-
edlandshit by the seathe alsosemiruralperipherywhere
the yellowlight of the streetsvanishesn the greyof dawn
aswellasin theblacknessf dusk.There twice in the gelid
morning and then through the icy breezesof the early
night, we soughtto install our artwork as a probe that
drawsa middleline betweeright andits remotenessnd
thus, accordingly betweenan interiority configured by
knowledgeand its techniquesand a mythologicalyemote
and ungraspablexterioritycallednature which, ironically
enough,we can only apprehendhrough techniquesRe-
moterssLightthuswasanartworkandaconceptuatxper-
imentto inquireinto the materiakmbodiment®f modern
knowledgeandits, let's say,adversarialelationto nature,
wherelight and darknesdorm a threadthat weaveshe
meshthat sustain@ndexpandshe episemicandaesthetic
scopeof suchnondichotomy.In the documentatioriwo
starsafterthe auroracallanothermpairof brightspotsacross
the bay.There belowthe clouds theyarethe tiny contours
of an imaginaryinteriority, insidea house,in a building.
From this side the palesurfaceof a shapesynthesizedut
of anold forgottentrunk drawsfour brighthorizontalines,
four cutsof light that remindthat everyexteriorityshines
throughwhatcomesfrom aninterior B imaginarynotwith-
standindFig.4).
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Figure4:Imageof the Remotenessf Light projectnearthe
Gr—ttdighthousen Reykjav’klceland

This essaytherefore representthe activatiomrand support
for anold andyetnewbroaddiscussioron the historical,
theoreticalconceptula and materialquestionghat config-
ure the fundamentaissuef light anddarknessnd,con-
sequentlythe matteron which our perhapstoo modern
modesof knowingthe world lie. Hence thesepagesimto
beacomplementangrojectthatcanguidethe spetatorsof
our artwork, eitherin an exhibitionor throughits docu-
mentationfowardsa moretransparenandthusricherdia-
loguewith the artisticreflectionswe asateamhadoverthe
processhat took us to completethis piece,and then to
displacat from one hemispher¢o the other,towardsthe
remotenessf the North. Yet, it is still worth insistingon
how first mediatheoryand more particularlythe work of
FriedrichKittler, who, in our opinionandthatof others,is
one of the founding fathersof the methodologicahp-
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proachcalledmediaarchaeologly constituteda substantial
basisto beginandthusdevelopthis historicetechnological
inquiryon therole of lightanddarknesa the,soto speak,
technicalconstructionof modern knowledge And then,
similarlywe haveto remarkthatour searchs alsoindebted
to Bruno LatourOscienceand technologystudies which
havehelpedusto understandhow our materialand artifi-
ciallydrivenwork asartistsanddesignersanbe configured
asthingaindthus asobjectsof knowledgehatincorporate
in its form and materialityan ongoingdiscussioron how
modernscientificchoughtinstallsaninvisiblecloakof epis-
temicweightover the modesof perceivingand seeinghe
world B processesvhich alwaysoccurthroughthe trans-
parentpresencef designed@pparatused mediation.

In sum theseeflectionspushusbackto
themainquestionis theworldwesegustwhat
we havebeenableto desigrfrom darkness?

Finally,to conclude]et us leavea last(re)markthis time
againin the form of a question,which, borrowedfrom
MichelFoucaultwill perhapselpusto drawawiderjusti-
ficationfor awork of artanddesigrseekingo beaform of
explorationandan inquiry on issueghat, justasdarkness,
onecannotdirectlysee:

One questiorremainsn suspenseouldone
conceiveof an archaeologicahnalysisthat
would revealthe regularityof a body of
knowledgeput which would not setout to
analyset in terms of epistemologicdigures

15 HuhtamoandParikk&2011 5-9
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and sciences® an orientationtowardsthe
episteme¢heonlyoneopento archaeology®?

16 Foucaultt972192
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Comparison in/of darkness

J—hannes Dagsson
Associate Profess@epartment of Fine Art
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Abstract B In this paper | use a narrative approach to examine the
idea of darkness as a cultural construct. | show that darkness as a
perceptual object is a cultural constrocg that we use language,
image makin@gnd other sign systertasconstruct Darkness asuch

does not exist as a part of our world of experience but only as a bearer
of properties or features that are alwaysleast to a degree
constructed through language or other sign systems. | use an example
of direct sense experience, inspiration fmataphysics of properties

and theories from aesthetics of nature as parts of the narrative.

Keywords D Cultural constructionsign systems, sense experience,
metaphysicsesthetics

This paper, Comparison in/of darknetde being a
philosoplical paper, does not containdaect argument
The structure of the paper is nme that leads from
premises to conclusioiit is structured as story or a
narrative aboutow | moved closer to a conclusion when
thinking about some features aspect®f dakness.The
conclusion | arrive aiin be put something like this:

Darkness is a featureless OthingO that can and does take o
or supportrelationabr non-essentigbropertiesn virtue of
languageand other means of expression to put it
differently: [arkness as a perceptual abjs a cultural
construct, which we construct usinglanguage, image

Dagsson, §2021). Comparison in/of darknesst@arkness. The Dynamics of Darkness
in the Northeds.D. Chartier, K.A. Lund and G.J—hannesson, MontrZal and
Reykjav'kimaginair¢ Nord andLand og fet amzlafr¥istofa / Research Centre in
Geography and Tourism at theiversity of Icelanfisberg), ppl0527.
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making andother sign systems. Darkness as such does not
exist as a part of our wortd experience, but only as
beareiof propertes @ features that are alwagtsleast to a
degree constructed through language or other sign
systems.

Darkness as a perceptual obgect
a cultural construct, which we construct
using language, image making,

and other sign systems.

This as @onclusion isothing new or originat is actually
close to how we think about darkness, if e tbout it

at all. What might be new is the road taken to that
conclusionThis paper can be thought ofaasew path to a
place we have all beenl hope you wilfollow me down

that path We will meander between experience and theory,
texts and contemplation, we wdlysout in the open air but

in different places. We will deliberately shy away from most
of the literature that already deals withngaik and we will
also try to stay away from many interesting and insightful
philosophical theoripghe reason for this being that we
wantthedirect experience not to be drowned but to stay on
the surface and be the guiding thread through the text. We
want to stay on the surfader reason that will become
apparent later on in the journey.

The justification for this approauelithin a textthat deals
with a philosophical problem is twofoloistly, telling a

1 There are some philosophically loaded concepts in this definition. These
should not behought of as wetlefined some will be discussed in more
detail later in the paper.
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story rather than offieig an argument enables me to show
some problems that an argument would not capture. These
are problems that have to do with the application of theory
and the danger of overlooking direct sense experience when
it comes to giving a philosophical account ofollgm.
Secondly this methodology enablesomneove more freely
through different approaches and theories already
established without having to commit to any of them. This
IS not caused by fear of commitment but used as a
methodological tool to bring tight some features of the
subject being dealt with, namely, darkness.

The point of departures the night sky over Calgary on a
particular nighearly summer 2012. | was walking home
very late from the philosophy departménhad been
working onthe concept of properties, onore accurately,

the ideathat objects have properties anfiirther that
objectanight even be nothing elsemorethan collections

or bundles of these mysterious OthingsOproperties
QVorking here refers to reading, thinking, and trying to
understand. | was nowhere neairftamy own opinion on
this, Iwas still just trying to figure out what others had said
about the topic, what they meant by what they had said
about the topic, and why thegdhsaid what tlyhadsaid
about the topid.am as | was all these nightq using the
concept of properties to mean entities that can be
predicated ofhing<or ©bjectébr attributed tafhing<or
©bject® There are different kinds of attrilouti and
different kinds of exemplification that can be used to make
sense of the relationship between object and property, but
in the current context we donOt have to have a more
complicated conception of this relationsHiplonOt make

an ontological distinction betwearthing andan object,

but sometimes | do make a semantic distinction. When |
make a semantic distinction betwaeabject anda thing,

| usethingo refer to something that is a part of the material
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world andthat we canattribute properties to, but that we
need not or even cannot name as a particular object.

As some readers might already sushsut, LockO&deas
werea part of the readings was dealing with that night

His primary and secondary qualit@istinction | had
already thought abgbiut what | was concentrating on that
particular night was LockeOs confusing idea of substance or
substratum.There is no agreement on what Locke«s own
view was on substratum or Osubstance in generalO, and it is
not clear what role it was supposed play in his
metaphysics. This does not need to concern us here. What |
was trying to think my way througtattparticular night

were two different views that have both been attributed to
Locke and how these differewviews would entail different
outcomes or understanding wheraiheto the concept of
substanceThe views can be pirward in very simple
terms: a)he idea of €bstance in genddi exhausted by

the simple ideas (properties) we attribute to a ubertic
substance (or thing), &) thereis something more to
substance tingust the collection of properties it may have,
some kind of Owaownot-whatsupportO for sensible
qualities. Which one of these we pitk a metaphysical
question of great imparice(in the context of properties

and in particulain the context of LockeOs notion of
properties) When we form ideas about the perceptual
world, we do so by first getting simple ideash aghe

yellow colour, oblong shape, sour taste, and then we pu

2|f the reader wants to look more closely into the metaphysics of properties
and objects or things, a good place to start woulidabéord Encyclopedia of
Philosopespeciallyrilia & Swoyer 2017 ariRettler & Bailey 2017.

3 There is a substantial literature on Locke and properties. See for example:
Bennett 1968; Bennett 1987; Newman 2000; Ayers 1977, 1991, 1998. On
properties in general in modern contexGsdazzo & Loux 2015.

4 0n substratum in Locke there is also substantial literature. My main
inspiration is Bennett 1987. An interesting treatment of the topic is also to be
found in Marin 1980 and Lowe 2000.
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them together into compleideas, such as the idea of a
lemons The metaphysical questiondises this exhaust the
substance that is the lemor isthere something more to
it, somekind of a substance in gendlat we may rio
have any sense experience of, but functions, whateyver it is
as havindghese particular qualities? The way | understood
this at the time was that the outcome of pickitiggr a or

b would not only affect what weuldsafely say about the
world (what kid of epistemic questions would aveould

we answer)but also it would have an influence on what
kind of things, substances, otgesould be found in the
world. We might be accustomed to thaibout atoms or
quarkgor whaever is the smallest unitro&tter we know

as a candidate for whiadlds upor groundsperceptual
propertiesin the world of perception and matteut
LockeOs notion (strangelyinuch less empirical than that.
What is at stake hereirspart, how we might know about
such a thinggiven his epistemology, ampartly how
would such a thing fit into the list of things that exist
according to his metaphysiés2aptivating question that
falls out in the context of LockeQOs thepifytligere is such

a thing as substratum or substanayeneral and we do not
have sense experiences of it, how can we know # at all?

The reason fothis dip intometaphysickerein not one of
explaining or coming to terms with LockeOs ideas, nor is it
meant to explain or add to the literature on dé.odke
reason fordrawing this to your attention is one of
explaining the context, and even the content to some
degree of the things travelthgoughor resting in my mind

5The lemon was not picked without a reason. | had on my table a copy of
Robert Kroetsch«s poefketches of a Leffiba poem was and still is an
important input into my thinking about properties and things. See Kroetsch
1995: 14247.

6 See for example Ba&in1987!
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this particularnight. | do so becausi will help in
understanding and appreciatiingt follows.

| was walking homeomething thain aregular nightook
metwentyminutes oisg, but onthatnighthalfway therd,
looked up and saw thlegangebaclkdarkness over mehat

felt or seemedlifferent from any other night skyhad
seenlt was a feeling of not having seen this particular kind
of darkness before, this somehow clear, dedpwarm
darkness thageemed irrelevant to light.skemed or felt
like something you could tniouch but was stiloncrete
something you could see through, but was at the same time
completely ompue This sight produced a strong feeling of
delight, of wonder, and | remember thinking for a split
second abousilence and wanting to capture thisain
painting | donOt know if it is right to try to describe the
colaur of it or if that only confuses the impression, it
seemed to bea colaur that was so mixed in with the
particular surroundings, it had light, spand smelto it
somehow, but was k@ visualthingit was still colar. |

think | remember correctly that thenigke atmosphere and
distant skyline came to mind. This was argr and
important experiencd. knew right away that taking a
photograph was of no use and somehow taking a video
newer even crossed my mind. The air felt somehow
OfittingQG it was a bit cold, but it was clear and clisp.
walked the rest of the way home, with my eyes fixagson
srange phenomengprand it disappearednly when |
walled into the streetlight near my apartment

When home | scribbled down the idea of a research topic
for a paper and like all ideas one has when tired and
almost asleep,filt both important and brilliant at the time

- the topic wasfor what | scribbled down wWa®s
darkness a universalsubstratungr does it have inherent
first orderor second ordesroperties?O
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The morning after the topic did not sduas importanas
finishing thestudiesat hand, and put it into the pile of
Onarvellousthings | have thought aboQtand it stayed
there untill saw the call for papers fdynamics of
Darkness

It was a feeling of not having seen
this paricular kindof darkness before,
this somehow clear, deep and warm darkness
that seemed irrelevant to light.

| tell you thiselaboraté story of an origin of a paper
because #gxplains my approach in what folloWseory in

the sense of something betogstructed, appliethought

about andanalyseth order to understand the woadd the

one handand direct sense experienicghe otheoverlap

or co-authoran experience that became a starting point of
further work on a topid his experience enabled me to see
darkness as a topic for philosophical discussion, and the
philosophical topics occupying my mind at the time enabled
me to have this particular experience.

Having refound the topic or the attempt at a question, |
startel to put it into a more formal structure (some kind of
methodology hatb be developed).tried to stay true to
the feding or experience here the idea originated from
This meant stayingn the surface of thingd wanted to
capture something that is not hiddedarkness bus held

7 The Dynamics of Darkness in the North. A scientific and artistic
multidiciplinary international event at the Nordic House, Reykjav’k, Iceland,
February 2@8, 2015.
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on the surface of 4tThe reason for this feeling remains
unclear to me, but it canthink, be found in the original
experience itselfthe feeling of having experienced
something like a sade of a large thing with interiors that
remained hiddeme that for contingent reasarsbecause
of the nature of the thing experienced.

This emphasi®n the originabense=xperience proved to
be ahelpful clue inanswering thérst question at hand,
namelywha would be the object of studigZmeant that
the object ofstudy had to be something that could be
directly experiencedsing the sensdsut was not an
internal stater a theoretical constricthis was helpful
but akoproblematic.

The concept of darkness, if there even is such a(ithing
seems to be on the verge adalkiing down as meaningful)
has so many d#rent meaningsthat it is almost
overwhelmingout stipulating that what is being studied has
to be a possible object of direct experience simlifigs

up to a point. For example, darknegte sense of physics
as something that absorbs photons (rather than reflects
them) falls byhe wayside. Thame goes fatarkness a
metaphor we use to capture some other medamgo(v

we see through a glass, dagdygl darkness in the sense of
mental state or a g&al outlook is also ruled out and so
on. There are a number w$agesf darknessot listel here

" The surfacelepth distinction is at this stage only a methodologicat tool,

has not been argued for and does not come with any metaphysical
commitments.

9 There are some reasons to believe that one can have direct experience of
mental states and even of theoretical constructs. We donOt have to worry
about these reasons herevdfdo have experience of our mental states, | am
tempted to say that we do not have sense experiences of them. This is an
important topic in philosophy, especially philosophy focusing on intentions
and intentional action, but, as | hope will become appam need not

worry about it in the current context.
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that our senses are of no use in experienitirsgrowever

far from clear, if wecan always make the distinction
between an object of direct perceptual experience and
object of mind(such as metaphor, meaning, mental state
and so on)but maybe we can do so sometimestlzatd
might suffice in this case or at least it would be worth
testing out that idea.

The concept of darkness, if there even
IS such a thinfit seems to be on the verge
of breaking down as meaningful)
has so mangifferent meanings
that it is almost overwhelming

So, having established that the OdarknessO | wanted to tall
about had tobe suchthat you could have direct sense
experience of it, the idea of congmr came almost
naturally- it seemdo be in thenature othings that we can
experience, that we can compare them with each other.
This feature of perceptual objelstés often been thought

of asareason why we can learn, build up concepts, use
language, and communicate at all. | had nothing on that
grand scale in mind but simply a pragmatic or
methodologically useful characteristic of the thing | was
investigating.

Even granted this easiness with definitions and méthod,
turned out that arkness is a difficu@hingOto tackle. It is
difficult becaise it is hard to findout what kind of
propertiestimight haveor what it might ben terms of
properties or characteristics that one cosddto establish

a comparisonThe problem turned out to bear strong
resemblance to LockeOs problematic theory of substratum
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or rather it turned out that darkness is strange and
complicated (and even opaque) when thought of in terms
of properties andomethingheycan be predicated. dhis
should of cours@ot havecome as a complete surprise.
There are already many cindsow we talk about darkness
that suggesthat treating it as an object, be compared

with other objects athe same kind W turn out strage.

The problems not with darkness being an atj¢hat is
disperse@ndhard to figure out the limits,adr that it is

hard to figure out the materibis madeof - those same
things we encounter with otheobjects without any
problems arising. We donOt even needptersiech as
Timothy Morton«s OhyperobjectsO when dealing with things
of suchnature- just think of snow, rain, light, coffee, water,
soda, and so nol® We are much less ontologically
committed in our day to day language nhaome
philosophical idesamight lead us to beVe.The problem

with dealing with darknessdbgh themodel of properties

and substratum or objectgems to be that it remains
unclear what it is that supports the properties and if there is
something (we know not what) that supgptiremit seems

that when we atbute properties to it, we end with
something else than darkndSgen with the restriction
already establishé¢itl has to be a part of the perceptual
world)it is hard to see wahkind of a thing we are haviang
first-hand experiencef. What properties, relationdiirst

order or secondrder might darknesgonsist ofor be

10The concept of hyperobjects has been developed within a context quite
different from the one developed here. Timothy Morton has described them
as being objects that are Oviscous, molten, nonlbeasked pand
interobjectiv®(Morton 201ab40). As example of things that fit under this
description, he has named all the Styrofoam on Earth, all the plutonium we
have ever made, and global warming, see Morton 2015: 8. There is a clear
comparison with howdm dealing with darkness, and the way Morton deals
with hyperobjects, but my point here is that we donOt need this kind of
metaphysical picture of objects, and the properties these might have in order
to understand and tackle darkness. For a more congivehaccount of
hyperobjects, see Morton 2013a.
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rightly characterizedy? There aredifferent kinds of
darknessat least thas myexperience, but how does one
capture that differenceo that it can be used for
comparison? As an examplbatcouldweuse as a marker
for the darkness over Caigaon th&a summer night
mentioned earlieand the darkness outside my window
right now years later in a different place?

One might want to ob¢t here and sayell, darkness has
the propertyof @ot having lightior it hasthe property of
®@eing darfor it hasthe property of@eing a condition
where it ihard to see thingand so on. To cut to ¢hcore
of it: one might want to object asdythat | ambeing t@
narrowmindedin the choice of propertiesthere are going
to be some that darkness can rightly be said toahdve
that can function as a Isdor comparisorior different
instances of darkness.

There is something to this objewctin the sense that |
cannot prove that therecannot be any properties or
characteristics that can be used inkthes of comparison.

But sofar | have not found any. Theseafurther problem

with at least some dhese suggestionsthey invite
impossibhcomplicated metaphysi&® think of properties

in term of what properties objects (or conditions or
situations) do not havean example of that. But more to
the point- it seems that most of g® proposed properties
haveto do with our perq#ion of darknes rather than
darkness as a thing. What | am suggesting is not that most
of them are secormtderpropertiesn the sense that they
are dependent on our perceptiointhe objectsuch a
metaphysical pictureould well be established and by
consistentWhat | am suggestinghat these have more to
do with the experiencdeselfthan the object being studied.

It might turn out that these might be features of the
experience but not properties of things and not even
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relational properties thate kindof aco-creation olmind
andanobject.

After this rather disappointinggip into metaphysics |
started to thinkhat | was approaching thierh the wrong
end.| should start with experience and try to figure out
what it wasthat | wanted mydescriptionto captwe and
then work my way toragaphysical picture that fitted. Did
that mean giving upnoproperties or characteristicb
darknesall together and stamy talking aboutthe
experience of darknessterms of phenomenology or in
terms of sensatiom rather than in terms of something
bebnging to the objeactarkne®#\gain,| was up against a
deep philosophical questidsut | wanted to stay away
from going into theoretical work in order to answer that
kind of a question. Instead, agaiwanted to try to stay
close to the origal experience and let thatdguthe
answering and questioning.

One of the problems with this new approach was that it
was difficult to find a way to talk about experience in these
terms but still be true to theature of experience itself.
Language and how we talk about darkness and how we
experience darkness often seem worlds apart and there was
also an underlying suspicion tihé discontinuity was not
something contingent on the texts | had read but might
have something to do with the nature of the two
phenomea There was also a suspicion that there would
not be any way into metaphysics from experience and
language (again, a huge philosophical question not to be
addressed). This did not have to be a bad thing in the sense
that maybe that was justconclusion tht there are no
metaphysics of darkness, but it still had a hint of
disappointmenuilt into it.
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| was still trying to figure out where and how to start this
new approach whem anspiation and helgame from a
somewhat unexpected place. In his CBCeydssctures
Adam Gopnik deals with wintea subject interwoven with
darkness at least this far nertboth because of the lack of
light during winter but also because of the association of
darkness and coldhinking about this conném, Gopnik
writes

There are moments when we can experience
winter as, in effect, the univemsxperiences

it: loveless and emotionless and tjustean
endless cycling of physical law that is not just
indifferent to our feelings but in some sense
so arbitrary that it doesn«t even have the
quality of being elementallThere are
moments when | almost think that | sense
with fear the reality of the cosmes it is

just this bighugenothindpillions of years old
without segments or seasons or anything in it,
where the truth of the universe is just that it
brutally is We live in a cold world. But
instead we give the coldness names, we write
it poetry, & play it music, we experience it as
a personality and this is and remains the act
of humanism. Armed with that hope, we see
not waste and coldut light and mystery and
wonder and something called January. We see
not stilled atoms in a serss worldWe see
winteril

The initial inspiration came from the juxtaposition of Ojust
brutally isO and Owe give it namesO. Just this act of naminc
of making something more habitable and more
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understandable by naming it. In my mindaat this does

not have tado with rationality and knowledge in GopnikOs
text but rather with just this act of transporting into
language something that standssidet of it and thereby

not necessarily understanding it but rather just making it
thinkable and even perceivable in mesdhat different
way. The initial idea was thddrkness ight be best
approached as something named, something we sing about,
something we write poetry about, something we make
pictures of, rather than the nameless, uncreated and
undefined thing, that ju®is uporhe face of the deep®
guote another authority on the mati&te have countless
examples of this, but was this what | was looking for in my
description of the original experience? One of the features
of it, | thought now at least, was how fostwords | was
when experiencing @and when trying to reconstruct it in
my mindl though about paintings rather than wqnolst
maybe this was just a different medium for the same
conclusion.

It is not just that we need to name it in order to kubat

we are ddiag with, but rather thatvhaever the darkness
of our perception is, it consists in part efnlamswe give

it. Gopnik has a nice way of showing how the cold
indifferent universe does in fact not change at all, even if
we give it namewyite poems or have feelings towards it. It
is rather tht in order to make it inhabitable, bveakit
down into manageable parts such as Januapp(sed to
endless winter cold). This is the afcthumanism that
Gopnik talks about, but it is also sthing that
contributes to our experiences of things like darkness.

There is an element of time ioEikOs description tisat
an important one. The universe (and dasknese
somehow above armbyond time, at least when we try to
deal with them in terms of experience. Darkness
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experiencedas this same ambivalence in terms of time, it
is temporal in the sense that it only takes up some given
time, but it is also atemporal imaitht returs & the same
regardless dime, in different experiences of not the same
thing but of different instances of darkness.

As an initial inspiration this did look promising. | started
working on darkness description that would fit with my
purpose, that wodl capture the original experience but
could and would contain language in the sense of
containing not only descriptive terivut concepts and
names that could and would help in giving a picture of a
particular darkness that could be compared with other
paticular instances of darkness. This appioaela rather
strange consequenae thatthe direct object of experience
(darkness in this casge)not direct but filterethrough
language by conceptual thoudit image making or by
poetryor whaever othemedium used for mediation. The
more | thought about this (something | had already
encountered in aesthetics and art theory) the more |
thought this did not fit with the aim of the project. This
caused me to have soswious doultabout the viability

of the project, but | decided to solder on, because | thought
Gopnik was on to something important, | just needed to
draw it out.

My approach now took the direction of trying to find out
what mightbe the criteria of comparisarsed when
comparing darknesadadarkness.his particular situation

of having to think about darkness as batlolgect of

direct sense experience and as something named drew my
attention to the ancept of place. Whéd me there was

the factthat theconceptor idea of place & response @&
proposed solution tosomewhasimilar problem.
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Placeis a particular region physicakpace that has been
singled out by naming, inhabitidgellingor even loving,
hating and even living. B it is also a physical thing or a
physial entity that can leedirect object of our experience.
It also struck me that part of the power of the original
experience of a night sky2012 was due to the fact tiat
was somehowalgarian, that is, it was someheudtdi the
particulars of being in this particular place.

The poblem with this approadio darknesss that it is
counterintuitive.(Darkness is just darkness, no matter
where you a@is a sentiment many would identify with
and more fundamentallgarkres is conceptually tied to
absoluteslike space, physical lawend endlessness.
Darkness does neimplyhappen on the surface of things

it is a spaceelatecconceptand itimpliesspacen the sense

of anidealfeaturelessonstruct either of owsense®r of

our imagination Even when cdained within you
bedoom, complete darkndaagplies endlessness.

Thisdoes not only apply to darkeeshis tension between
surface and depth, between concept and percepttso
something we deal with when we thaidout placein
somewhat less dramatic terinshis 1989 paper, OSurface
Phenomena and Aesthetic ExperiencéidFu Tuan
identifies a similar problem in @acount of ouaesthetic
appreciation of nature.

He begns by pointing out the w#&hown fact that
aesthetics hagsften been critized for focusingon the
surface of things rather than looking ast through it
and unto the deeper structures that lie bendéik.
tension between surface and corgudiace and underlying
structure runs through much of thetory of western
philosophy.tlis not something Beartes invented, even if
he might bethe one that comes to our minds an
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advocator of the view that the senses should not be
trustedt.2

Connecting darkse with universals or absolubegtes
thinking thatdarkness- true darkness is not to be
obtainedfrom sense experience but is an offspring of
conceptual thought, of rational thinking, even if it almost by
accident is a part of our s of perception. And this calls
for thinking abut darkness that we experieagao more
than appearance, no more than surface of this eternal
boundlesshing that is the same everywhere. Traditignally
this would be thought an unworthy thing to stjucy, like

the perfect triangle or perfect circle are the truevaridy
subjects of mathemati@s opposed to the mere copies we
encounte in real life) so, darknesss something to be
sesed is a mere appearance of the truly impbottang-
darknes itself. Bujust as ighe case with natureis the
same with darkness, we should not move to quickly from
the vibrant world of perceptiéh.

Tuan arguesthat there are good reasomrsen for
philosophers tatay in the world of surfacks he points

out, some of our more profound aesthetic experiences take
place on the surface of things, and some of these
experiences have almost nothing to do wiibned or
conceptual thought. &/can have simple, almost bodily
reactions to shallow things like a bkdwsmile, a ray of
sunlight coming through the window or some fragment of
language. We can also have more complicated experiences
even if the objeabr reasen for our experience is simplel

on the surface. Sometimeserevsimple thingslike
paintings can cause a c@iicated experienédé Tuan
arguesfurther tat the physical scientistather than

12Tyan 1989: 237
13Tuan 1989: 23335
14Tuan 1989: 23839
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thinking that the hidden reasonstructure of things must

be of a different nature than what happens osutiace,

will assume that whatever lies hidden beneashrflaee is

of the same nature as what one can see, even if it is more
fundamental in some sense. We should therefore not
mistrust our aesthetic responses just because they are a
response to someitly happening on the surfase should

rather think of them as possibilities of a deeper
understanding of more fundamental elements.

Further clarificatiorcan be derivel from looking at the
concept ofplacevithin the contexbf aesthetics of nature.
Places get constructéithe physical aspects are thesim
obviousin that proces abulldoze, aconcrete wall and so
on, but there is another contributing factor that is even
more important in this proceBtanguagalVe use langga

to make placew to construct places. Not only is language
a vitd part of howto useor orchestra more physida
aspects(like in the talk betweean architectand a
contracto, the céculations made by engineansl so on)
but also in the sense that namsestences, stories, poems
anddescriptionsnake places. Thelp so by making them
meaningful and émreby make them into plaegher than
space.

In a paper from 1990Language and the Making of PlaceO
Tuan maps some tfe ways language contributes to place
making!®é One of the ways, he singles out, is the way
languageis used to make feaes contours and
characteristics of landscapmre understandable, more
inhabitableand thereby more accessible to our perception.
As Tuan explains, at least in the case of some language

use/users, the Oefféof languadgE ] is perceptual. And

15Tuan 1989: 236
16 Tuan 1991: 68586
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it [E ] rests on the fact that wordsames, proper names,
taxonomies, descriptions, analyses, and sa@am for a

start, draw attentioto things: aspects of reality hitherto
invisible because unnoticed become visiild®Osame is

true of darkness in the sense of mkesk as place specific
and something we experience with our senses. Just notice
how wordsmake this beast taméhadow) Qate nightQ

night skyand so on.

But it is not so simple that we treddrkness likea
landscape arateakit down into manageablerfsaby using
languageDarknessstill holds to much of its unity of
appearancat is still to@ close to its universal nature for us
to be able to do so.

What we dpwhat we are able to totodefine or maké
apparenby the use oflanguager by anyother means of
expressioithe specifios a given instance of darkness. This
means thajust as in the case of the cona&Epplace, we
havesensory experience of darkrtessudh language. We
canat least sometimegperience darknessaasirfaceand

it can bring forward aesthetic respanggs wonder or
fear. But it is not darkness ashsor darkness as the same
everywhere that we exipacebut rather darknesss a
named object. @/may not be ablo point to the edges of
it where it ends and where it starts, but we are in no doubt
that it is there on the surface.

The resemblance withocke«s problematic idea about
substratum became almost too obvious here. This
underlying something Owe know not whatO that either is
just the combinatiolf qualities we attribute to ar is
something more, something in itself fitted almost to an
almostuncanny degree with darkness. It was his language

17Tuan 1991: 69293
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(or my thoughts about his language) that had enabled the
original experience as that experience. | had a hard time
finding thewords for the experiengeartly because what
enabled it was napbmething directed at darkness aa at
perceptual experience but rather something directed at
explaining the structure bbw we know the worldnd

what it may contain.

The co-authorship or merging @f direct experience and
theory laden language thaake tobe at the origin of the
experience of darkness being discussed here becomes even
more prominentbecause darkness is an unusual thing to
experience. It is notquestiorof OfeelO or OtextureO of the
experience itself, it is that the experiencedke mossible

by a particular language oréyarticular theoretical and
abstract thought. It is not that the theory applies to or even
shapes the content af experience, but it is made possible

by it. One can have this experience in light of a speseific

of language. What is maybe somewhat unusual about
experiences of darkness is that these are always experiences
of this kind when experienced darkness is a surface and a
cultural construct.

There is not a lot of friction on the surface of darkness for
language tget any tractiorBut in a way similar kmw we

deal with space and dividing it into gk.cee construct
different darknes3he friction we do find we find in light

of perceptual properties that are enabled by knowing,
enabled by notnecessarily naming but by gestures,
descriptionsand comparison¥Ve recognize these surface
features andsathemin our dealing with darkness.

My conclusion became the idea that darkness is a cultural
artefact when it is perceived. We perceive it digh
language and/or tiker symbol systems. Explainiagd
working out whait entails and howt fits with the other
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ideas about darknegerception and about language will
have towait for another time. This &s already stateal
mundane idea most of us probably have, but the way | got
to it gives some clues about what kind of an ides ltow

that idea functions and why we find it near at hansiobut
implausible.

You will remerber that the sleeplepkilosofy student
underthe Calgary sky hag mind more or less filledth
thoughts about propertieend how things have or are
composed of qoperties. | wanto end by offering tlat
younger version of memeconsolation.

The experience was of a unique darkness, it waslynat
unique experience. The initial topic, scribbled down just
before sleep, was in a sense misguitledhs to close to
metaphysics rather themthe surface of things. If we stay
on the surface of darkness, we will be alright.
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Hof

Paul LanglonProfe;sor o
UniversitZ du QuZbec ™ MontrifauZbec)

Abstract b Hof is a silent, colour, singleannel video installation,
configured to be projected into the corner of a darkened room. The
projected sequence lasts 6:45 minutes and is played back in a loop.
Hof was exhibited for the first time at the Nordic House in &yk|

in the Dynamics of Darkness in the North e\&hdifferent views of

a residential courtyardir( Hof) in Berlin at night are projected in a
continuous dissolve sequerttef proposes the transformation of the
domestic everyday presence of the urban landscape at night into the
psychological and physiological attraction of the experience of
watching a film in a darkened cinema. While the bright lights of the
windows in the apament buildings recall the movie screen in a
cinema and the views into the apartments recall the voyeuristic shots
of films such aRkear Windo@lfred Hitchcock 1954), the photos
taken forHof were not staged and the sequence imawwative. The
connedbns viewers may make to scenes from films will be arbitrary
and random; they are conditioned by the darkness; their imagination
wanders and familiar images appear. Darkness becomes cinematic
darkness. Dreams become movies.

KeywordsbVideq Berlin, voyeism, films, nightyyrban landscape

Hof is a projected HD video installation. 80 different views
of a residential courtyarein{ Hof) in Berlin at night are
projected in a continuous dissolve sequéttfeproposes

the transformation of the domestic everyday presence of
the urban landscape at night into the psychological and
physiological attraction of the experience of watching a film
in a darkened cinema.

Landon, P(2021). Bof,0in Darkness. The Dynamics of Darkness in the North
edsD. Chartier, K.A. Lundnd G.T.J—hannesson, MontrZalReykjav'k:

Imaginairg¢ Nord andLand og fet amzlafr¥istofa / Research Centre in Geography
and Tourism at thdniversity of Icelanfisberg), pp12940.
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| spent a winter in Berlin in a rented apartndmcame
intrigued by the view into the courtyard from my kitchen,
the varied compositions of windows litatghe night. |
installed a digital camera on a balcony outside my
apartment. | manually adjusted the settings to capture
changing views dfifferentwindows. | programmed the
camera to take one image every miunuddriggeredt to

begin shooting just before sundown dadend the
sequence after sunrise. | framed an approximate view from
my kitchen window. | finished with 800 images. | raade
selection of 80 images in order to produce a sequence that
represented the passage of night from dusk to dawn
condensed to a sequené®&:45minutes. The fixed images
were given a duration & seconds each. These were
presented as serief dissolvesn order to give a subtle
illusion of movement and the flow of time. The idea was
neither to accelerate the passage of time in the night, nor to
slow it down.

There is a moment in the night,
between midnight and padewn,
when the passage of time senssop.
Darkness suberges the spectator into
this realm of notime
(this is emphasised by the silence).

Night and particularly urban night, where celestial bodies
are less in evidence, differs from daytime when the passage
of time is marked by changes in sunlight and temperature.
There is a moment in the night, between midnight and pre
dawn, when the passage of time seems to stop. Darkness
submerges the spectator into this realm ofin@n(this is
emphasised by the silendealso submerges the spectator
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into a nonplace as the architecture of the courtyard
disappears in the night.

Cinematic viewing (and cinematic pleasire)nditioned

by the gaze (historically male and heterosexual) onto the
filmed subject. A the movie theatre, the gaze of the
viewer into thdlluminated apartments is voyeurisie

look upm the subjecidbuttheycannot see usur gaze is

not returned. Laura Mulvey investigated the Ocomplex
interaction of look3 that cinematic apparadnsl industry
made possibleand normalised. In hanfluential book
Visual and Other Pleabluleey(1989)calls for a breaking
down of these conventions as a rejection of hierarchical
dynamics of looking invoked by accepted traditions in
cinematic narrative. OThe first blow againshomelithic
accumulationof traditional film conventions (already
undertakery radical filmmakers) to free the look of the
camera into its materiality in time and space and the look of
the audience into dialectics and passionate detachment.O

While the bright lights of the windows in the apartment
buildings recall the mowsereen in a cinema and the views
into the apartments recall the voyeuristic shots of films
such afRear Windolfred Hitchcock 1954), the photos
taken forHof were not staged and the sequence is non
narrative. The connections viewers may make to scenes
from films will be arbitrary and random; they are
conditioned by the darkness; their imagination wanders and
an experience informed tmovie watchings evoked But

the narrative is rupturedthe fleeting and blurred
appearancef the apartment dwellers never fulfilling our
scopic desire.

1 Mulvey 1989: 26
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The illumination of the nocturnal cityscape has a long
history following the development of technologies of
lighting andprojected image. Churchasd cathedrals lit
inside by torches would radiate colourful stayless
iconography into the medieval night. Lantern slide
projections lit up public squaregth diversion and
advertisingin the nineteentltentury, precursor® the
flashing of neon signs of tharlytwentiethcentury. While
complex digital systems of projection predominate in
heavily trafficked areas of global cities today, other, less
ambitious, displays of illumination occur constantly in the
peripheries ahe urban spectacle.

The illumin&on of the nocturnal cityscape
has a long kiory following the development
of technologies of lighting and projected image.

My experience living in Berlin wae of darlness long

nights prevail in the winter mongusits northern latitude

the streets and public spaces not floed#dtheartificial
electric light was accustomei in the metropolises of
North AmericaDarkness seems characteristic of Berlin, an
inherent quality of the cityOs geography, ¢hmateulture.

It is a darkness that Walter Benjafh886)eferred in his
writings on his childhood in ti&erman capitand on the
people heried torecallfrom that time, O[E] whoever and
whenever they may have been. The atmosphere of the city
that is here evoked allots them only a brief, shadowy
existence. They steal along its walls like beggars, appear
wraithlike at windows to vanish again.@&BenjaminOs
searcHor his pastsan excavatiomto black earth in order

to revel in an ominous indication of the cityOs true location.

2 Benjamin 1986: 28

[132]



HOF

OTrue, for successful excavations a plan is needed. Yet nc
less indispensable is the cautious probing of the spade in
the dark loam [EDThe darkness becomes a metaphor for
searching and losthat was the city of BenjaminOs
childhood, the darkness of the cityOs soil and the Odark joy
of the place finding itsef.O

The inner courtyards of Berlin apartment blocks are spaces
that are at once publicdaprivate. Normally closed off to

the street, they provideult-functional opespacsfor the
surrounding buildingsO residesgaces which have served
over time as workshops, warehouses, parking, garttns
playgroundsA characteristic of theonfiguation of the
buildings around the courtyardthatthe buildings are not
connecteddirectly to each otherithey have separate
entrances often on different streets. As such, it is not
common to see the neighboién@m across the courtyard
except throughheir rear windows. The distance is also
such that thequasicinematic experiencebehind these
windowsis silent. With the exceptiai crying babies and

the occasional argument or party, voices are not heard. The
actorsare mutetheyare fragmented amdrd to make out

like the figuresin BenjammO(sl986)reflectlonsthey are
allotted Oonly a brief, shadowy existence.O

Hof is a silent installatignts images projected onto two
interior walls.The installatiorwas exhibited in an office
space in the Nordic Hoysalvar AaltoOs monument of
modernist architectunea Reykjav’kEntering the closed
space of the installation, thieual presenad the Nordic
House disappeared. The space was darkened with its
windows blocked. Darkness served to occliddtoOs
architectural references, as the darkness effaced the

3 Benjamin 1986: 26
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architecture of the courtyard in the projections. The first
andthe final images of therojectedsequence showed the
courtyard at daylightOs waningveardng, the projection
briefly illuminatd the exhibition space showing its
architectual detailsas the displayed architecture of the
courtyard is simultaneously revemldide images.

This fleeting view of the courtyard in daylight is intended as
a break from thehypnoticrhythm ofthe windows piercing

the darknessThe repetitive turning on and off of the lights

in the different apartments is echoed by the sporadic
rhythm of the changing images in the slide show. The
sequence is played in a loop @&wéntually becomes
abstract and contemplative. Watching the oscillating
windows against the dark background is intended to recall
the wonder at watching a flickering constellation of stars in
the night sky.

As with watching a movie in a darkened civeimee the
interior of themoviethedire disappears when the lights go
down and the film beginthe darknesat nighterases the
architectural and urban setting of the courtyard. The
apartment interiors become isolated architectural entities
suspended in sp& fragments of private lives lit up and
extinguished as their inhabitants return home and prepare
for the night

In the massritual of going to the moviethe darknes®f

the cinemaconstituts a collective cocoon for the
spectators. Inert and losing both temporal and spatial
awareness, mentally captive, yet physically passive,
viewer yielsito a stateof what the American sculptor
Robert Smithso1996)referred to a§tinematic atopi@.

In the darkness o cinemapur submissivebodes are
tricked into believing it is nighime. We thus find
ourselvedisoriented after seeing a film in the afternoon
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and stepping out into daylight expecting darkness to extend
outside theonfines of theinemaln his essagn sortant du
cinemaRoland Barthe$1975)describedthe moment of
exitingthedark shroudedlusiors of themovie theatrand

being confrontedith the bright light ofealitywith as one

of physical and psychologislabck

The experience of seeing lit up interiors through a dark
courtyard at night reverses this cinema induced experience.
We forget about the niglime outside and obsess about
the interiors,mentallytransforning them into cinematic
vignettegprojected intohte surrounding darkne¥ghile we
share the same realitye occupy thesame diegesesour
neighbours in adjoining apartment buildings, acoess
into their livess limited bythe tight frarmg devicef their
apartmentsO reaindows We catchglimpses of their
movementieading us t@onstruct theemaining narrative
around their lives, their cares, their fears, and their desires.
Hof is a work that reflects upon urban darkness as both a
condition of the cinematic viewing apparatusdédhieened
cinema) and as a recurrent diegetic ¢lelackness as a
horschamp an out of frame in a filmOs storylike.
viewers we occupy this hotsamp we are also in a
window one that is not visible in the projection, that exists
beyond the diegesi$ what we are watchirmg the other

side ofthe clin dOoeil intthe nocturnal lives of the
anonymous apartment dwellefihe darknessof the
courtyardbecomes cinematic darkné&sseting glimpses

other peopleOs libesome movies.
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Abstract — Seasonal depression and sleeping disorder associated with
perpetual night are well-known phenomena. Therefore, in the land of
the midnight sun, any search for darkness (and slumber) should be
considered as a practical problem. But in a fiction film context, day
and night inevitably acquire a symbolic value, so that a pragmatic quest
for sleep (and artificial night) may very well turn into a hectic search
for oblivion, away from guilt and secrecy. In this article, two versions
of Insomnighe original [1997], by Erik Skjoldbjzrg, and its remake
[2002], by Christopher Nolan) are examined in order to demonstrate
that by creating a “place without time” the absence of night in the
north becomes a white purgatorial space where “sins” are inevitably
unveiled.

Key words — Midnight sun, north, purgatory, insomnia, Erik
Skjoldbjarg, Christopher Nolan, film

Seasonal depression and sleeping disorder associated with
perpetual night are well-known phenomena. However and,
surprisingly enough, mental health problems related to the
northern midnight sun seem of lesser concern. Is it because
artificial darkness is easier obtained than natural light? In
fact, is it really?

Lahaie, C. (2021). “White Nights, Sleeping Disorder and Sin in INSomni@997) by Erik
Skjoldbjzrg and its Remake (2002) by Christopher Nolan,” in Darkness. The Dynamics of
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What about the representation@ternad darknessard
that of the even more cledbing neveending dayProm

the very beginning, cingnas an art of both light and
obscurityalways had to dealth thisduality, for instance

in order to indicate the passage of.titng whathappens
when day standsr night as inlnsomnia motion picture
described as Oa moody, tortured psychological .@hriller
Wha are the links between theQgsual lie® and the
charactersO mental stateSseparadogs emerging rbm

the dynamics of light ardhrknessn the north, take us
backto simple yet complequestios such a®n the screen
timeis mainlyconveyed by shifting representations of space
(thuslight). But what if the sun never sefs@ there any
risks of losing oneOs grip over time, hence over reality?

Of coursejn the land of the midnight sun, any search for
darkness (and slumber) should firstcbasidered as a
practical problemin a moviewhich isby definition an
artistic representatipilay and nighinevitablyacquire a
symbolic value, so that a pragmatiest forsleep (and
artificial night) may very well turn into a hectic search for
oblivion, away from guilt asécrecyBearing that in mind,

| intend to explorghe initial version dhsomnigl997) by
Erik Skjoldbj¥ardset in Norwayandits remake (2002) by
Christopher Nolar(set in AlasRkaas allegorical talesf
damnation and redemption, insomnia bdegjcted as
purgatorial space-bretween.



WHITE NIGHTS, SLEEPING DISORDERAND SIN

Insomnia in RealLife:
Definitions, Causes and Consequences

According toDr David Taylor, insomniadefers to a
difficulty in initiating or maintaining sleep at least three
nights per week for at least three months, accompanied by
impaired daytime functioni® This rather clinical
definition nonetheless identifiisvo major triggers for
insomniawhich will bespecificall\addressd here, because
both of them are explicit in the filhsvill soon examine
They arethe difficulty in initiating sleep and, mairdgy
impaired daytimiinctioning.

In a movie, which is by definition
an artistic representation, day and night
inevitably acquire a symbolic value, so that
a pragmatic quest for sleep (and artificial night)
may very well turn into a hectic search
for oblivion, away from duand secrecy.

Causes for insomnia a@ numerousto be thoroughly

laid out in this papeButl can still name avie such as
circadian disruptiofdue to jet lagfor example)mood
disorders like depressionadequate medication (use and
abuse of drugs), stress (often leading to cognitive &ousal
ideas spinning in oneOs head) or sensitivisgimuli
(environmental light)ln two film versions ofnsomnidhe
leading characters experience the rending day of the
north. This midnight sun can then be easily pointed out as

2 Tayloret al2014: 1
3 McCraeet al2006: 325
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thesource of all their troubles. But there may be more to it,
as we wilsee.

As for the daytime consequences of insomthay are,
generally speakinmpared psychosocialccupationahnd
physical dysfunctioning. Specific adverse daytime effects
include depressed mood, anxiety, fatigue, irritability, social
discomfort, impaired motor skil[&] . It also reduces
concentration, [induces] memory complaints, @n
nonspecific physal symptoms.

Among these many disorders, accordin@hastina S.
McCrae et al. in PractitionerOs Guide to Hadedce
Psychotheyapyis stated that even psychosis is possible
(schizophrenia, phobias, panic, gv@m@noia Of course,

in reallife one has to experience insomnia over a certain
period of time before sb symptoms take over.

However, asve all know, everything has to fall into place
fast when it comes to the movie screen. Light and darkness
(or thelack of it) not onlyring abouinsomniatheymay

also helpunderlining ie heroesr antiherod8) life and
torment In both versions ofinsomnjadetective Jonas
EngstrSm and detective Will Dormer quickly experience
some sort of perceptual distortion. As they lose grip o
reality, theiability to distinguish rightoim wrong which

was apparently already impaired by their tgasts to
slowly fade away. The consequences are multiple and
significant
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Insomniaon ScreenThe Story Line

Whether we considethe Norwegian ® and original
versionb of Insomniar its American proposalye can
marvelat the similarity between the two intrigadswed
detective, specialized in violent crimearrives in a
northern very northermown, accompanied by assistant.
This trip to thenorth comes as a punishment, for working
in remote regions is usually left to the rookies or the
incompetent. In any case, the detestiwertise is
required because gl named Tanja (offanyain the
American versionyas brutly kiled. Themurdererb a
very skilled one at thafor he ha left no evidence
behindD is still on the runSq investigation takes place
immediagly under the command afdisgraced cop from
the south. Shortly after the beginning of the inquarglose
encounter with the murderer leads to a tragic eaent:
appointed detective, lost in the fog, accidently shoots his
partner The chaser then beces the chased, for the
murdeer witnessed everything amdtendsto use his
knowledge tdlackmailthe policemanhoping to avoid a
trial

Until now, both moviebave the same plot and flbts

Their ending however takédferent paths. Thisltimate

gap between the two intrigues leads to interpretations that
are almost oppositdsnda HavertyRugg may hold the key

to this apparent enigma when she states

[E] it could be argued that theorth has its
own particular notion of the criminal.
Certainly, murder reigns supreme in
Scandinavian crime fiction as in all other
national iterations of the genre. But the way
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that guilt is assigned and assessed is peculiarly
Nordic>

The Effects of Insomnia on Jonas EngstrSm and
Will Dormer: Smilarities and Differences

Insomnia, as portrayed by Eriskjoldbj3%rg and
Christopher Nolan, wears many guigesymptomsmay

well vary from one person to anothém Insomnia
EngstrSm and Dormer do suffer from fatigue,
hallucinationsgognitive troubles impairirigeir judgment

and motricity, but their tormentend to be somewhat
different. Afterall, weOre dealing wittNarwegian movie

and its Anerican remak® Hollywood Qhappy ending3

have been often discussed and, in a way, they will be
discussed again here.

Sure enoughJonas EngstrSsm and Will Dormer are
experienced detectives. Theye been there; theéwave

done that. They have nothing to prove, and their inquiry at
least at the beginning looks like a walk in the park. Very
soon, though, they feel disoriented due to the fact that night
never falls, both time and slumber getting out of reach. The
Swvedsh deective knew he was being sent to Norway but
not so far north; the Americame, based in Los Angeles,
Californiajs even less familiar with the midnight asouh,
moreover, Oplagued by men@®r@oing to sleep hence
becomes impossible for both of them.

If their northern ordeadeems interchangeable, the same
cannot be said about themwrk ethics While Dormer visits

the morgue and examines the dead girlOs body with
detachment, almost cynicism, Ersgs seems touchedf

5 Haverty Rugg 2017: 6601
6 Brislin 2016: 202
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not arousedpy the strange begudf the young womanOs
body, covered with bruises and lying on the forensic
surgeonOs table. This suggests that thestSaetdctive
may have a deviant sexuality, whiléAtherican one in a
very puritan manner totally obiitteshis.

Furthermore, the two investigators have distinct
professionalsituations. We never knoexactly whatOs
behindEngstrsnO®xile He apparentlybenefits from the
esteem of his colleagues. We can only suppose something
somewheravent wrong, which would eapl his attitde
between boredom and disgusheCassistant mentions a
story about EngstrSm having slept with a first witness, but
this is never confirmed, nor insisted udodormer, who
seems tired but motivated, has a clearer skeleton in his
closet: hesi under investigation for havirsgipposedly
produced false forensi€snally, while EngstrsmOs assistant
is a nice butandicappedolleagudy the name dtrik Vik

(the man has memory lgsBprmerhas to team up with

Hap Eckharta double agent wheas sent to Alaska in
order to keep an eye on his supe@or.a symbolic level,

we could say that EngstrSm and Dormer flee ftomn
much light.Hence their main problem may just be they
weresentto the land of the midnight gtin

Now, sleeping disorderalts to trouble, as the two
detectives make a terrible mistake. Unnandbst in the
fog, they aim at a silhouette taeyunable to identify while
pursuing the murder they earlier lured into a trap.
Unfortunately,EngstrSm and Dormer commit the same
QrimedD blindfolded by the elements and their deranged
state of mingthey kill their partner.

In EngstrsnOsase, we can 189% surethat this wasan N
accident.Vik being illb probably a victim of AlzheimerOs
diseas®he tends to mix things up. Whileisiéold to turn
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left, he nonethelesgurns right and meets with death, So
EngstrsmQeal crime will be perpetrated later, whesilhe

lie blaming the fleeing suspdch Holtfor the death of
Vik. It is clear heloesnot want to worsen his cages for
Dormer, things loolka lotmurkier The least we can say is
that trustdoesnot prevail between Eckhart and his superior
when they set out to arrest Walter Fimcla wayDormer
could benefit from his assistant€spgearance, be it tragic
Hence doubt is permitted in our mind andore
importanly, in Dormer®s mind. Did he deliberately shoot
Eckhart?In the last part of the movike tells his young
colleague Burr that he doesnOt know. That he doesnOt know
anymarat this pointinsomnia haseeminglyakenits toll.

Facing a similar ordeal, that is blackmail on the part of the
suspect who witnessed the shootigmgstrSm and
Dormer sometimedake the sameoad. Sometimes they
donOt. Indeed, both choosedgotatewith the villain, but
what deeplylinks them to theienemy is slightly, if not
radically, divergent.

As stated above, Engstrdainted desire for the young and
the beautiful makes him feel guilty and pathetic, his torment
being enhanced by sleepless nights. Hislisiedrtaffair

with the hotel receptionist as well as his car ridérgiya

a friend of the victim who tries tedsice him and nearly
succeedstend to prove so.And thereis more When
confronted to the killer, EngstrSm will accuse him of being
unable to contain himsic instincisas if Jon Holt werthe
mirror imageof what he most dislikes about himself: his
vulnerability when it comes to sex.

In DormeOs case, breaking deeerarules seems to be
the main issue. Of course, he despises Finch for being a
murderer, even a maniac. But what Finch did worse was to
cross the lineNot surprisinglyPormer himself did cross
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the line, as he finally confesses to the hotelOs employee. Hi
produced faked forensie® that Dobbs, a child murderer,
could be convicted and condemnieda certain way, while

the Swvedsh detectivebathes in an aura of lust and
forbidden desires, the Americare seems tod@puredfor

this world He is an idealistunable to cope with the
imperfections of justice as an institution

Yet both men feel some remarsallowing the death of
their respective  assistantEngstrSm experiments
hallucinations: Vilppears to him in &ad daylight in a
hospital corridor.The dead maneven invades the
detectiv®sotel room, sitting there, joking and laughing
what seems tde night.When this happeng&ngstrsm
doesnOt hide his discomfut his grief. A$ mentioned
before,Vik suffered fom confusion, evermprobably an
early state of dementmahich explains why he did not
follow his superiorOs orders during the pimstlie fog
which endedvith his accidental deaths for Dormer, he
see€ckharOs ghosduring a search in the woods for a lost
bullet.On thisoccasionangeredeckhartgazes abormer,

the latter being petrified. Afterwards, Eckhart will reappear
in DormerOs nightmarethrough mental images and
flashbacksThis not only suggests but confirms that the
detective is literally hauntedoy quilt or subject to
numbness

In the end, dspie their evident lack of sleapd troubled
state of mindpoth EngstrSm and Dormer succeed in their
respective missiofRaradoxically, onkopes tosavehis
soul by passing awawhile the othegoes back home
apparentlglamned for having turned his backratruth.

Indeed, n an attempt to arrest FincBormer has an
unexpected opportunity to show Burr, whose suspicions
kept growing and growing, that he is nonetheless a good
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cop. In the movieOs ultimstenea shooting takes place.
Dormer rescues Burr then falls, shot to death by Finch,
who has also been mdistehit. Consequentlipormergets

a chance to redeem himself at least in front of his young
colleague BuriTanyaOs murderer is killed in a context of
legitimatedefenseBurr is safe and sound. Whiigngand

as a legacy Dormer tells Burr never to give u@ditQ

so that the young womaefrains from destroyinthe
bullet that incriminates him in the death of Eckhart. Having
atoned for hi€sin€) Dormer may now rest in peace under
a shining sun andldue sky, his last words beildet me
sleepOHe is thus being freembin the purgatorial space he
entered when arriving to Alaska.

EngstrSmalso gets back to the murderer who, while trying
to flee, falls through a rotten floor, breaks his neck and
plunges ito cold waterParalyzed Holt slowly sinkshile

the detectiveontemplates the scene without a single move.
EngstrSm then finds what he was looking for: a dress worn
by Tanja on the day of her death. Again, the SwedenOs
erversitptakes over as he smells with delight the dress
still impregnated with TanjaOs perfumthe meantime, a
colleague and former loveund the bullet that could put

an end to his career but chose to let him go with a guilty
conscience. Hence, while Dornsedefinitely cured from
insomnia and finds redemption, EngstrSm deserves
damnation and, very likedychronicform ofinsomnia.

From Light to Darkness, from Heaven to Hell

Sincethe intrigueof the twoversions ofnsomnianfoldsin
aspacevhere the midnight stakes place at a certain time
during the yeaone has to observe how light dackness,

be it rare contributeto the telling of EngstrsmOs and
DormerOslestiny On the one hand, | will portray how
light, colourand the absence of both are dealt with. Then |
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will show how the protagonists try to cope with invasive
light and insomnia.

Based on a single viewing, or@yeasilynotice how grey
blackand whitethe upper parts of Norway are, especially
when comparetb bright and almost coldul Alaska. To
say the leasGkjoldbj%rgchose the hazy shades of the
north to convey an eerie feelingdigorientationAs Peter
Cowie points out,

[as] a detectivewho travels to the coastal
town of Tromsgo help solve a local murder,
Skarsg@ErdOs Jonas EngstrSm finds himself
taunted by locals and climate alike. He cannot
sleep as the glaucous light of the midnight
sun glares through his hotel window, and he
loses himse andhis reasoM in the fog
shrowed landscage

Nolanprefers to showavage but majestic landscapes often
bathed in direct light. The two lands possess the rough
beauty of wilderness, but one is almost colourless, while the
other has the true blue skies that can only be seen just
around the polar circle. In fact, this mdyodogical on a
symbolic levekince in the endSkjoldbj¥@protagonist

not only will lose hi@nnocenc@ if there werany left in

him, and go back to a private hell, suggested by the filmOs
final image: sad and blue eyes glowing in theCadolr

does exist in Engstr&svorld, but it alway®oks veiled,

as if time wersuspended between day and night. Nothing
is ever clealnsomnisavas filmed inSkjoldbj%@s home
town of Troms¢,. The directoas quoted by Peter Caowie
explains his visual chace

7 Cowie 2000
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So many crews had used the landscape in an
epic manner [E], but | had never
experienced that when growing up, so |
wanted to give the fiim a sparse,
unspectacular look. We tried not to build
classical compositions. Insteadwaiated the

eye to wander, to create a certain discomfort,
almost exasperation attimpenetrability of

the enigma

We could say thatolanOgrotagonistis luckier, for he
finds redemptionn the admittance of his crinbeth at

night (be it artificialland under a full sun. To hirthe

ultimate confession coutchly bemadewhere therés no

place to hide-doweverfor the most partdth men do try
to flee from light

Insomnia, as a consequencinefabsence
of darknessg;ontaminatellordic landscape.
Therefore the white night of therth can
be read agmetaphoric space, as a place
out of time that igeither heaven nor hell.

EngstrSmis very proactive in this matter and tiaps to
block sunrays from entering his room. Whernape fails

him, he turns t@ quiltwhich has a big hole in it. So, no
matter what he attempts, light (and truth) pursues him. As
for Dormer, whose nanmeansaslight opening by which
light can ent€) he does not seero be so disturbed by
light at first, leaving the shades open in his warm room,

8 Cowie 2000



WHITE NIGHTS, SLEEPING DISORDERAND SIN

then half closing them before finally trying to tapen
Again, light filters througBq Dormer will put anything he
can find against the window including furniture and clothes.
Only oncein the dark doelse become &b to face his past
and reveahis story of faked forensido the hotelOs
receptionist.

The frequent use afhiaroscuran both films has to be
pointed outtoo. SinceSkjoldbj¥41Qgnsomnia is almost a
black and white movithe effect seems more spectacular
there: EngstrSm is very often shown with oidiis face in

the dark. So does his alter ego Holt. Nolan also makes use
of this particular lighting when opposing Dormer to Finch
or suggsting DormerQOs struggle with himself. In any case,
the Onessad@is clear: the human soul has its darker side
and no mask can completely hid&dreover,as long as
thesundoesnOt sétetruth becomes impossible to hide.

Peter Cowie seems convinced that

Insomnia [the original] may be accused by
some of perpetrating the same sin as its
antihero EngstrSm, for its sleek editing and
allusive dialogue leave the audience unnerved
and unable to distinguish between good and
evil, guilt and innocente.

IOm not sure | agree. In my view and when compared to its
remakelnsomnia by Skjoldbj¥%rgs definitely on the ewide

of things. Light does heffeeing things clearly, but it can
also blind one who gazes at it for too long.

9 Cowie 2000
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Towards an Ethical Vision of the North

In a paper on the narrative strategies chosen by authors in
order to depict the immensity of the deserf ewehtually
what she calls the Owhite desertO ohdiib, Rachel
Bouvetrecognies the importance aietaphoric language.
Indeed, Skjoldbj%rgefuses todescribdordic spaces in
Insomniand make way for a series of metaphors, ranging
from a hole in a blind to the midtat obliterates all,
including the truth. Hence the metaphor of the Owhite
desertOsadentified by Bouvet, takes a new sBdlpat of

the Owhite nightO. Time or d@belitionof time gives space
overwhelming and undeniable powersorhnia, as a
consequencef the absence of darkness, contaminates
Nordic landscapeTherefore the white night of tmerth

can be read asmetaphoric space, as a place out of time
that is neither heaven nor hellidtan iAbetween area
where OsinsO have to be dealt with.

Following this logicNolanOs movie suggettateven if

the midnight surhas a negative effect bis protagonist

Will Dormer still manages to escape from the purgatorial
space he unavertedly stepped in by accepting to be blinded
by light B a metaphor (almost @ichZfor honestyE
However, according t&kjoldbj¥g, the north with its
midnight sumemaingreyishevento the point of becoming

dark for a nofrepentant simer such agngstrSm. For
peoplelike him shadowsgrowl everywherand are eager

to swallow the damned
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Light into Darkness b
Visualising the Northern Lights in the
Auroral Expedition to Iceland (189@€1900

Elsa Brander
PhD, Aalborg Universitypenmarlk

Abstract B The purpose of this research is to look at the work of
Harald Moltke (18E1960), who from July 1899 to April 1900 made
nineteen paintings of the aurora borealis in the town of Akureyri,
Iceland. Due to technical difficulties in providing colour photagraph

of the aurora, The Danish Meteorological Institute commissioned
Moltke as the official artist of the Danish Auroral Expedition to
Iceland (189 900). This research draws upon two observational
drawings of the aurora made by the artist during this .pllist

prior research on MoltkeOs paintings focus on his artistic ability to
reproduce the auroras. This focus undermines MoltkeOs principal
mission that is the scientific representation of the auroral phenomena.
The drawings made by the artist represamtshof observation of
different forms of auroras and are therefore instruments of scientific
practice. Through analysis of MoltkeOs work this research wants to
study the representation techniques used in the drawings of the aurora,
the production of knowtige and the relationship between the
practice of art and the practice of science. Finally, this research will
identify how MoltkeOs work disseminates knowledge and
understanding of auroral phenomena.

Keywords B Scientific expedition, aurora borealisttiNern Lights,
auroral phenomena, aurora observation, scientific practice, Akureyri,
voyaging artist, drawing, visualisation
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Tuesday, 8 August 189he painter Harald Moltke
(18711960) arrived together with a group of scientists in
Reykjavik]celand, to participate in the aurora expedition
organised by the Danish Meteorological Institute. The
scientific team consisted of the physicists Adam Paulsen
(183®1907) Dan Barfod La Cour (182B942) and the
engineer lvar Jantzen (1BI/&61). In thedllowing eight
months MoltkeOs task would be to assist the scientific team
by rendering the Northerndhts as accurately as possible.

This research draws upon two of the twéwy
observational drawings made in Akureyri, Iceland, by
Harald Moltke. Theerm observational draimpfies here

the unpublished fréeand pencil sketches drawn from life
and used by Moltke as prototypes for the subsequent
execution of the nineteen oil paintings of the aurora made
in Akureyri between 1 September 1899 and didfgbr
1900. The twerntigve observational drawings that survived
the expedition were drafted on paper or cardboard with
pencil or charcoal. The drawings are registered with the
date of the day, month and year, the exact time of the
observation of each aumoand the geographigaisition

In ten of the twentfive drawings Moltke recorded the
location of stars such as the North Star and constellations
including the Little Dipper or Ursa Minor.

Observational drawing sketching from lifeThe actual
drawingthat is rendered as accurately as possible is not
taken from either a photograph or the astistépination

but from realife observation. Most prior research on
MoltkeOs work in Iceland focuses on the artistOs paintings of
the Northern Lights, ignoringhe many observational
drawings that the artist made during his observation of the
aurorain situ These sketches represent hours of study and
relevant documentation of aurora phenonaarfor that

reason we argue that they are instruments of scientific
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practice. Furthermore, the focus of this article is to
understand and enlighten through a-fiestd analysis of
MoltkeOs sketches the practice(s) of knowledge involved in
the scientific representation of the aurora and the fine brink
that emerges betweembservation, precision and
visualisationin other words between the generation and
practice of science and its particular relationship with art.

To help usbetter understandthe relationshipbetween
science and artwve draw on theconcept ofblindsight
developedy Lorraine Daston and Peter Galisortheir
work, Objeaity (2007) According to Daston and Galison
objectivityevolvesfrom the mid-nineteenth century from
truthtonaturéo mechanical objeotiviiynd sightVhereas the
first type of observatioaimedto extract a universal truth
by carefully selecting what had been obsbyw#t naked
eyeand then transform aesthetically with the help of an
artist blind sigeads tothe elimination ofhe observerOs
subjectiveinterference 0o be objective is to aspire to
knowledge that bears no trace of the kneweaowledge
unmarked by prejudice or skill, fantasy or judgment,
wishing or striving The best method tde objectie
while makingscientific observatisrwas to record natural
phenomenawith the help of a machine such as a
photographic camerd&hotography exposed tlascetic
relationship betweethe image, thescientistand the
techniquatself. However, the relationship between science
and photography wéergelycomplex Grar from being the
unmoved prime mover in the history of objectiuite
photographic image did not fall whole into the status of
objective sight; on the contrary, the photograph was also
criticized, transformed, cut, pasted, touched ang
enhance@ The complexbond between the observer and

1 Daston & Galison 2010: 17
2 Daston & Galison 2010: 125
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the world is also whipaston and Galison argue that
science and art cannot be defined as two incompatible or
hostile components in observatiord ainderstanding of

the world.We want tounderstandhow blind siglgenerates
visible knowledge and howkisowledge manifestin the
image or piore? And can scientific knowledgee
produced byhe biased andntrained eyef an artist?

To cath the aurora on a photographic
plate required speldechnical skills
in the fieldof night photography,
a practice that wasrd to manage,
since it involvederylong exposures,
gillnessand a source of light,
usually moonlight

Moreover, this article examines the observational drawings
made by Moltke in light @forking imagesmethodological
approach developed by Omar W. Nasim to study the work
of observers of nebulae in the nineteenth century. The
author definesvorking imegps provisional sketches or
observational tools to study, contamld observe. Working
images are sketches drawn by a skilled observer, a scientist,
who becomes acquainted with the intensive observation of
known or unknown objects. Furthermore, workingges

are sets of repetitive drawings made during many nights of
observation that will subsequently generate one single visual
image that will eventually be published. Working images
are, according to Nasim, tools that emphasise the pictorial
and the mimi&c representation and are used at the service
of sciencé.In using NasimOs approach, this study focuses
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on the interaction between the act of observation and the
act of recording auroral phenomena. Finally, the objective
of the present article is to understand both the nature of
scientific observation of the aurora by means of
observational drawings and thproduction and
dissemination ddnhowledge of auroral phenomena.

Visibility and Blind Sight BCatching the Aurora Light

In the nineteenth century photography progressed and
became an important method in documenting visual
celestial objects and phenomeBy. 1858 the first
photographs of the moon, staasd comets had been taken
and were being used among scholars to pranaiéoster
scientific evidenéeéWhile the techniques and processes in
planetary photography were improving, photographing the
aurora was extremely difficult to master due to the
technigues then available along with the geographic and
atmospheric limitations that were involved in the process.
To catch the aurora on a photographic plate required
special technical skills in the field ghhiphotography, a
practice that was hard to manage, since it involved very
long exposures, stillnessd a source of light, usually
moonlight In additionto such practical difficulties, there is
also the fact that the Northern Lights are predominantly
visible during the winter freezing andemotearea®f the
arcticsphere

Several unsuccessful attempts to photograph the Northern
Lights were made, many of these by the Danish
astrophysicist Sophus Tromholt (E3®P6), who
dedicated his life to study the aurora. Finally, on 26 March
1885, Tromholt recorded the first photograptmpression

4Hugues 2013: 107, 321, 334
5 Leighton 2008: 1007
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ever of an aurora in Kristiania, today Oslo. In an article in
the magazin®aturehe writes:0 may add that on this
occasion | succeed in what | myself, as well as other friends
of the aurora, have tried before in vain, viz. to get the
auror to make an impression on a photographic @late.
This first mechanicatepresentation of an aurora, taken
with an exposition of eight and a half minutes, was
described by Tromholas very feebly illuminated and
maybe because of its poor quality it was never pubBlished.
In TromholtOs words materializes the idea of the
Cautomatisnof the photographic proc&¥sas if during the
action of rendering the aurora visible the sciem#st
careful in keepingis beliefsat bay.lt would take seven
years for the world to see a photograph of an aurora, this
time taken in Bossekop, Finnmark, Norway, tvoy
Germanphysicists, Otto Baschin (18883) andVartin
Brendel (18&2939). On 1 Febary 1892, with the help of

a camera previously used to photograph luminous clouds,
Baschin an@BrendeDs cameraptured an aurora, which
was later published in the magadiaure Although a
groundbreaking eventhe photograptshowshe auroras

a mere white blurred patch in murky®sky.

Organising Vision b
Greenland as d_aboratory ofLight

After Tromholt and BrendelOs strenuous experiences with
aurora photography, Adam Paultemleader of the aurora
expedition in Iceland (18A900) andha director of the
Danish Meteorological Institute, understood that he had to
invite an artist to join the scientific team in order to secure
the graphic work that was an important part of the

6 Tromholt 1885: 479

7Moss & Stauning 2012: 149
8 Daston & Galiso2010: 130
® McAdie 1897: 874
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expeditionOs scientific production as well as its later
dissemation.

Adam Paulsen was familiar with MoltkeOs reputation as a
skilful draughtsman working closely with scientists after the
artist had joined a geological mission to Qegertarsuaq or
Disko Island, Greenland, from August to November 1898.
Back in Copenhag, the painting that Moltke rendered in
Greenland was exhibited at the Geological Mésetnere
Paulsen also worked. Paulsen could not have mfssed
metre long canvas of the south coast of the Nuussuaq
Peninsula around the Ataata Kuua river, which wa
displayed at the museum and that had caught attention of
many scholars not only because of its unusual size but
especially due to the ripographic andeological detail.

The majestic painting displayed fully MoltkeOs ability to
work with a methodologal approach that wa not
totally controlledat least moderated by science with the
aim of translating the geological peculiariti¢secdrctic
scenery. Paulsen realised that MoltkeOs technical ability a
well as his sensibility could be helpéul the aurora
expedition that had initially been planned to take place
under Greenlandic skies, due to geographicalliaradic
reasons buthanged to another northerly spaloeland

From Darkness to Light — Training the Eye

Harald Moltke was amadventurous and curious soul.
Besides the auroral expedition to Iceland £1800), he
also participated in three other scientific expeditions,
namely a geologic expedition to Greenland in 1898, a
second auroral expedition to Finland (P@01) and a
literary expetion to Greenland (1992904)It was on the

first expedition to Greenland, led by the geologist Knud
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Steenstrup  (1882913), that Moltke discovered
peculiarities of the arctic landscape. His first observations
made on his way to DsKdsland off the west coast of
Greenland illustrate how after seeing icebergs for the first
time he became fascinated witle frozen yet organic
scenery:

June 20. This morning at four oOclock the
captain woke Porstidand | so we could see
the fields ofce. Drowsy, we stumbled off the
hammock, put some clothes on and ran to
the deck. What an astonishing viksvfar as

the eye could see, lay big masses of ice side by
side. They had the most fantastic forms one
could imagine or to be more precise one has
no ideaat all of what nature is capable of
when it drops such large masses of ice into
the sea. Some blocks of ice are shaped like
jagged peaks, others like huge mushrooms,
while others resemble vaults. However, what
impressed me the most were the beautif
colours. The ice is itself as white as snow, but
inside its crevices and fissures shines a
beautiful transparent blue shade that while
hard to render is impossible to deséfibe.

11 A reference to the botanist Martin Porsild @B326).

12 (20. Juni. | morges Kl. 4 v¥kkede Kaptajnen Porsild og mig, for at vi skulde
Storisen. S¢vndrukne tumlede vi ud af K¢ jen, fik nogferkip:gen daiiet.

Hvilket imponerende Syn. Saa langt jet rakte, laa den store Isblokke ved Siden af
anden. De havde de mest fantastiske Former man kan t¥nke sig eller rettere man
intet Begreb om hvilken Fantasi Naturen ¢ dsler nmebmStorbem gelavisen)

ud i Verden. Nogle Blokke er savtakkede, andre har Form som Paddehatte; nogle d
Hvalving@®men det der gjorde mest Indtryk paa mig var de dejlige Farver. Isen i sig
er saa Hvid som Sne, men inde i Revne og hheniagatefikj transparent blaa

Farve, der n¥ppe kan males men pE ingen asdikeesBERI01: June

20 1889. | translate.
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MoltkeOs first description of an iceberg epitomises the
change in the artistOs ability to observe; the movement of
the eye shifting from a downward inner sphere to an
upward outer world, from the darkness of the cabin to the
lightness of the wide space aghelt is from this initial
encounter with Greenland that Moltke evolves into a
voyaging aitisthe purest sense of the word, tuning his eye
into changeable, novel environments and locdgansing
to render either with words or drawings the outadrhes
observations, hence becoming gradually familiar with the
characteristics particular to arctic landscapes.

Learning how to see and how to observe are fundamental
qualities common to both artists and scientists. However,
while the first are skilleat seeing things or phenomena
differently, the latter are trained to find distinct patterns or
paradigms from the myriad of information they observe.
The same applies to the act of drawing. Drawing is a way of
knowing, a way of seeing. One could arguertists draw

for themselves as their drawings represent their own
subjective view of the outer world sifted through their own
inner world. Drawing for scientific purposes, on the
contrary, forces the artist to learn how to maintain order in
the disarrayfanformation provided by the outside world.
Artists working at the service of science like Moltke have to
become skilled alissociateoneself from the world, at
keeping distance bshifting from subjectes vision to
objectie blind sigh. Daston andalison identify these two
ways of seeing in the scientific practice of drawing as the
artistic and the scientific self. According to the authors, the
artistic selflaunts its personality, its subjectivity, in
opposition to thescientific $bHt discipnes its will and its
desires3
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MoltkeOs mission in Greenland was not to draw in figurative
or metaphoric ways what he saw but to translate objectively
through drawing and painting the novelty of the world that
he observed, in other wortts master amnbiased view of
nature, to perceive nature as it was while drawing. This new
way of gazing at the world requires persistence and
attentiveness, seliscipline, and if not eradication of the
artistic seienat least ability to constrain it. Howetes,
division between these two practices, the subjective and the
objective, are not always wielfined or evdy separated.

In the case of Moltke they supplemented each other. This is
also the case as in the episatien the artist exposed
significant chacteristics that otherwise would be missing
while drawing the fells in Disko Iglaat the request of
Steenstrup.

MoltkeOs first description of an iceberg
epitomises thehange in the artistOs ability
to observe; the movement of the eye shifting
from a downward inner sphéosan upward
outer world, fromhe darkness of the cabin
to thelightness of the wide space ahead.

Moltke had rendered the walls of the fells that were
intensely illuminated by teeening sun in warm colours of
blue, violet, redand yellow. When Steenstrup saw the
outcome of MoltkeOs work, he was disappointed and
accused the artist of suffering from colour blindness.
Steenstrup had travelled in Greenland for eleven years,
Moltke eports, and knew painstakingly that the fells were
grey and brown. Due to MoltkeOs alleged artistic sensibility,
Steenstrup felt himself forced to photograph the fells.
Moltke was devastated and could not fathom why the
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geologist could only see the digpaase and sterile nature
throughout the landscape. Fortunately, something
happened when Steenstrup placed the camera, put his heac
beneath the black cloth and looked at the picture in the

matt plate, Moltke report@and/Steenstigaw that it reflected
the same as in my wat@&tdotosarmelogiO4

The encounter with Greenland was for Mdtkenspoiled
studio for his schooling in arctic landscape, allowing the
artist to study the scenery and most important the light,
shadesand colours. This experience is the starting point
for MoltkeOs work as a voyaging artist at the service of
scienceand Greenland would undoubtedly shape his work
on the aurora phenomena on highooming assignment

in Iceland.

Iceland BThe Colour and Shape of theAurora

Adam PaulsenOs invitation to Iceland wasaldam the
beginningMoltke was there not to study the land and its
people but to study the aurora. Before his departure to
Iceland and indeed inspired by his previous voyage to
Greenland, Moltke unveils his interest for atmospheric
phenomena\lthough | had never seen theorithern

Lights | was confident that | could teach myself how to
paint these heavenly phenomena, since | have always beer
interested in clouds and air lighfirespecially at nigde

As soon as the scientific group arrived in Akureyri, Moltke,
the engieer Ivar Jantzeand the physicist Dan Barfod La
Cour hastened to build the house for the magnetic
observations and the observatory building nAuwexia In

14 (E og saa Billedet paa den matte Plade, afspejlede det jo det samme sor

Akvarebde samme Fa@véfoltke 1933: 86. | translate.
15 Moltke 1933: 94
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the latter Moltke arranged his atelier and it was here,
according to him, his paintings of tNerthern LightsO
phenomena would come into existence.

As a student at the Royal Danish Academy of Fine Arts in
Copenhagen, Moltke was taught by C. N. Overgaard
(18511921), whose drawing technique consisted of
capturing the movement and rhythm of an obipsc
drafting it swiftly with quick strokes. In case students could
not seize the motif straightaway, instead of erasing some
lines here and there Overgaard forced them to throw the
paper away and start again until they finally succeeded.
According to Moke, the only thing that students were not
allowed to do was to tell their teacher that they cousgeaot
the motif, since the lack of observation skills would entail
far too many hours of training until Overgaard finally
openeda studentOs e§eOvergaar®s drawing technique
would prove to be crucial for MoltkeOs observation and his
representation of the Northern LightsO phenomena in
Iceland.

Drawing aurora posed many challerigeltke either drew
from life outside the observatory building or from the
observation post at the top of Mountdubcated south

west of Akureyriln a letter to his mother, Countess Karen
Marie Moltke (1848940), the artist reports that the team
was on duty day and night to take readings and undergo
many different observatio®ecause darctic winter it was
dark most of the dagnd by the timée Northern Lights
became visible, the group, including Moltke, was fully
absorbed with their respective wadrkpart from the long
nightly auroral observations in freezing weather starting
normally at around 6 p.m. and ending at around midnight,

16 Moltke 1933: IB8
17 Moltke 1899

[168]



LIGHT INTO DARKNESS
!
Moltke also painted in his atelier during the Haye he
would convert his observational drawings, sketched the
previous night, into paintings.

Visualising aurorabObservationalDrawings

On a cloudless night celestial objects appear to be
motionless. As aexample, the moon is ideal for drawing

or photographing because although orbiting around the
Earth our natural satellite seems almost immobile in the sky
due to its particular path. Contrary to the moon, drawing
auroras from life demands rapidity, routmel memory

since auroras are per definition mutable, they emerge and
fade away, changing constantly in appearance and colour.

From the nineteenth century on portraying natural
phenomena objectively implies elimination of everything
but reasonas if béween the world and the eye there
should be no emotion whatsoever. By portraying natural
phenomena for scientific purposesn artist must
consequently eliminate or at least reduce considerably
aesthetic impressions and expressions of the motif.
Drawing hd to be a process as exact as a naturalistOs
description of an insect or a plant. It was imperativarthat

act of representing nature was a disciplined precess;
artist had to educate his eye in order to observe reality or
phenomena in the outer works an instrument to witness

the unknownan eye was essential to mediate reality first
hand, selecting any interference framartistOs cultural
baggage such as beliefs and education and the impression:
originated in the actual moment of the discovery.

Anyone who has actually observed an aurora knows how
difficult it is to describe. MoltkeOs journal, leties

memoire are proof of this. The almost nonexistence of
written descriptions of auroral events strikes the reader who
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was looking forward feeruingthe artistOs experience with
the Northern Lights. Instead, Moltke describes small details
about the difficulties of living and working conditions both
at the observatory and atdBufollowing the tradition of

the voyaging artist for whom the lifefareign and exotic
countries was a symbol ofrfa® and devotion to science.
Compared with earlier narratives like for example
MaupertuisO ardent descriptions of the aurora &symov
taffeta ribbons or flaming tanks, tinted in so lively shades of
red that even the constellation of Orion seemed as if dyed
in blood!8 MoltkeOs descriptions are by comparison highly
contained. However, for Moltke his drawings and paintings
were his visuddnguage, a means of malabgervations
visible, allowing him to communicate, explore the world
and construct knowledge.

With NasimOs definitionvedrking imagemind, which are
provisional sketches that are made by a skilled observer or
scientisto study unknown or known phenomena, MoltkeOs
observational sketches are in their initial phase incomplete
and fragmentary. Moltke had never seen an aurora and
consequently lacked familiarity and routine. Besides, Moltke
was not a scientist and for thisas@n, he had not
previously been trained in the procedures applicable to the
observation of auroral phenomena.

There is however evidence that Moltke sought information
about the phenomenon. He had for example read the
lecture that Adam Paulsen had presented at the Royal
Geographic Society about the different types of aurora,
following his expedition to Godthaabge&nland in 1882

8319 Inspired by the terminology of PaulsenOs lecture,
Moltke notes in his memaoir:

18 Maupertuis 1756, I1l: 15658
19 Paulsen 1886
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From descriptions | thought auroras were like
clearings of light in the sky, luminous mists of
twilight. Then | understood that they were
autonomous phenoma with their own light,
their own motion B own beginning,
development and ending, and once again a
new beginningD an enigmatic display,
vanishing mysteriously and so diverse that
one can say that the Northern Lights are
never one and the saffe.

It is naeworthy that when addressing MoltkeOs work on the
aurora phenomenon, scholars have focused their attention
on the nineteen oil paintings. One reason for this is
certainly because not only the oil paintings appear more
dramatic obviously due to the coloamge and their size
with twelve oil paintings being about 58x40 cm and seven
paintings about 27x25 cm, but also because the
representation of the aurora seems more perfected, more
refined. Of the nineteen aurora paintings that Moltke made
during his stayn Akureyri,Iceland,twelve are of white
yellowish coloured auroras, four of giwhitish auroras

and three are a mixture of green, ,bdmel red. Moltke
believed pastel would be the best colour material to
reproduce the shade of the Northern Lights. dvyew

after seeing the firatirora\e changed meaning and opted
for oils. He gives no further explanation for his choice aside
from the factthat Moltke realised that he had previously
imagined the colour ahaurora to be like clearings of light

in the sky or luminous mists of twilight, but instead the

20 CEfter Beskrivelserne havde jeg t¥nkt mig Nordlys mere som lysninger paa F
lysende Taager ogifigfdmOg saa var det selvst¥andige F¥anomelergerd eget L)
Bev3dagddsmgen Opstaaen, Udvikling og Opdbsmmigeadefulde Udfoldelse, egen
gaadefulde Forsvinden og med en Mangfoldighed saa man med Rette kan sic
aldrig e@Moltke 1933: 909. | translate.
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actual auroras had their own I@fhe artistOs choice of
oils was based on his intent to visualise the aurora not
aesthetically but more like a mnemonic device in order to
record and retain the actual reality of the observation.

Two Aurora Sudies

The earliest observational drawing® wething but some

jots and doodles thatidam Paulsen and Moltke
immediately rejected, proving that drawing auroras from life
required practice. However, Moltke soon realised that to
master the aurora he ought to acknowledge that there were
rules that staty applied to the alleged randomness of the
Northern Light$2

The first successful observatioranfurora was a drapery
made on 1 September 1899. According to Moltke, he
painted it previously with a pencil, indicating the stars
through which the Oveil draperiesO moved towards and
trained himself carefully to remember the colours of both
the aurora andhé sky. The next day Moltke went to his
atelier and painted from memory. No observational
drawings were found from this first attempt. Four oil
canvases weneadeduring September 1899, indicating that
the artistafterthisfirst successful painting, ddyccame to
terms with the observational and practical procedures
needed to visualise the aurora.

21 Moltke 1933: 98
22 Moltke 1933: 99
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Figurel: Harald MoltkelcelandDctober 4, 9.27 PM
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Figure2: Harald Moltkelcelan@®ctober 4, 9.40 PM

“d{ {jj‘.‘ﬁlv’

On 4 October 1899, Moltke recorded two aurora bands at
respectiely 9.27 p.m. (Fig. 1, Fig.aBd 9.40 p.m. (Fig. 2,
Fig. 4. Moltke filed the date and hour, the geographical
position and the words West (Vest), North Star
(Nordstjernen) and patches of snow (snovklatter).
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Figure 3: Harald MoltkdprdlysOctober 4, 1899, 9.27 PM
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Figure 4: Harald Moltkslod VesOctober 4, 1899, 9.40 PM

The most fascinating aspect of these two observational
drawings is the close resemblance between the drawings
and the two oil paintings. Except for the stars represented
by the five tiny crosses which are visible in the second
sketch and the delineation thie observatory (Fig. 2),
Moltke tried to portray the two auroras in oil exactly as
possible asthe auroras sketched during the night.
Regardless of the differences that exist between an
observational drawing that at first seems unfinished, it is
interesing that the artist did not try to change what he had
observed during the night of 4 October 1899. Neither did
he, we believe, chadgthe colour of the two auroras
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although we have not found any records about the shades
observed by the artist that daydessfrom a general
observation in his memo{@he most common colour is
white tinged with yellow or white tinged with green, which
can change into a strong green with a red border at the
base33 There is also a description of the shape of the
aurora bandsfhe most common forms of aurora are
curtain formations. Mighty, bright draperies with folds that
invisible hands flick and spin around, making them into
coneshapesthat glow and then fade awt reappear
somewhere el€3

Moltke was niotrying to capture an ideation
or perfect vision of amuroraneither he was
trying to disern an abstracted perfect fain
aurora lie flamboyant photographs we see
today in tourist brochures adventsi
muliticoloured arctic auroras that
look the same.

The two observational drawings (Fig. 1 and Fig. 2) were
drawn thirteen minutes apart from each other. We know
for a fact that Moltke pondered on which of his
observations he would select for later reproduction. In his
memoir the artist report€Every eveimg and night there
were magnificent phenomena which | drew in my
sketchbook. Every now and then it was difficult for me to

23 (en almindeligste Farve ertwidngnt, som kan udvikle sig til til st¥rkt gre nt
ned en r¢dlig Kant fofidoéike 1933: 99. | translate

24 e almindeligste Former for &lobitysperidannelser. V¥ildige, lysende T¥%pp
med Foldekast som usynlige H¥ander vifter med og drejer rundt til kr¥%mn
Formationer, snart lysende st¥rkt, snart svindende bort for at ofstaa et ar
Moltke 1933: 99 translate.
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decide which of these were the best suited for
reproductior®® Moltke had read PaulsenOs lecture on
different types of auroral displays observed in Greenland
and knew that it was important to represent aramdge of
phenomen& Being able to reproduce bands, hazes,
crowns and rays, which Moltke had indeed obseirved
Iceland, would also reinforce his position among the
scientific team.

The two observational drawings and two paintings are
evidence that Moltke basically followed the expeditionOs
actual purpose, which was to render the NorthehtsLag
accuratelas possibleTherefore, the accuracy of MoltkeOs
pictorial reproductions must also be regarded in the light of
the scientific production of knowledge. With OvergaardOs
efficient technique in mind, there is no digressing between
the observational drawingsdathe oil paintings. Unlike
working images aggregating many nights of information
into one single visual image, Moltke gives his observation
an act of emergency that equals to a certain extent that of
anaurora itself. Instead of drawing and perfectira) kad

sees, Moltke surpasses the aesthetic rules of representation
and keeps his paintings true to his observations. From a
very early stage his observational drawings become immune
to uncertainties due to the technical and manual
progression that sets offvith the first tentative
representations and then evolves into observational
drawings that stabilise the esesding aurora and disclose
MoltkeOs ability to observe.

25 OHver Afterog Nat var der pragtfulde F¥%nomener, som jeg tegnede i
Skitsebogen. Det kunde ofte v¥are svart at bestemme hvilket egnede sig bedst
til Gengivelse.O | translate. Moltke 1933: 100.

26 Paulsen 1886
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i_ight into Darkness

The observational drawings must be understood and
analysed iight of their scientific functionality. Even if
Moltke was not a scholar, his drawings are proof of his
commitment to sciencewing to the fact that he was able

to record what he saas if between his eye and his hand
there was no intermediary, no aftemo reconstruct the
reality he observed and as a result no attempt to reflect
upon it. This is what Daston and Galison identityliad

sight the act of seeing without infereaoglinterpretation
Moreover, blind sight ®n act of minimising subjectivity
when capturing the worlsloltke was not trying to capture

an ideation or perfect vision a aurora, neither he was
trying to discern an abstracted perfect form of aurora like
flamboyant photographs we see today in tdaroshures
advertising multicoloured arctic auroras that look the same.
MoltkeOs aspiration for objectivity was not a reflected act of
creation either. Instead it must be seen as an unpretentious
inherent response to his initial scientific commitment,
which was tovisualise aurora objectiveBut first and
foremost, MoltkeOs drawirage proof ofthe complex
relationship between art and science in the production of
knowledge.
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Night -time Projections:
Ciril JazbecOs OMagicalO Light Show
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Abstract B Photography, by its very nature, immerses us in the
dynamic interplay between light and shadow, providing a visual
medium that interrogates and challenges the very dualism it seems to
embody. Read critically, photographgs an act and as a material
prodwct D also offers a useful metaphor for deconstructing dualism.
This article examines the representation of a OmagicalO event that took
place in Uummannaq: the screening of a film projected onto an
iceberg. Photographer Ciril Jazbec, while on assignrdectitoent

the effects of climate change on the traditional lifestyle practiced in
low-lying regions in Greenland, was part of an impromptu outdoor
film screening arranged for the residents of the ChildrenOs Home in
Uummannag. His description and photographke event, featured

in National Geographicstratehe intersections between tradition and
modernity, nature and technology, as well as Indigenous and Western
cultures. Drawing on photographic and postcolonial theories, this
article examines contemporary visual representations of Indigenous
peoples and @iographic acts in the North.

KeywordsbPhotography, Indigenous portraiture, Greenland,
postcolonial, dualism

Contemporary discoursekclimate changelay a key role
in shapingthe ways in which tharctic is constructed in
the popularglobal imaginary.Although cognizantand
valorisingof Indigenousknowledge of and presence in the

Stolar, B.B(2021). Righttime Projections: Ciril JazbecOs OMagicalO LighinShow
Darkness. The Dynamics of Darkness inedeMdtthartier, K.A. Lundnd
G.T.J—hannesson, MontrZal and Reykjav'k: ImgghaickandLand og

ferl amilafr¥istofa / Research CenireGeography and Tourism at theiversity of
Iceland(Isberg), ppl83208
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land climate change discoursasnethelessfall into
imperialisttraps that associatdndigenouspeopleswith
natureand thusat odds witlamodern, global, urban world.
Climate change discourdig® theArctic Climate Impact
Assessment (ACIAR 2004 transnational studige the
Arctic to reflect back southernenvironmentdy
irresponsibleractces.As Marybeth Long Martello notes,
the ACIAOs synthesis claims Oclimate changarictithe
happening now, at a faster pace than elsewhere on Earth,0
and the urgency for action lies in the Oimplications for the
rest of the worldO as well as the Omajor mimmEnd
cultural impacts forArctic Indigenous peoplet The
synthesis includes photographic images and accompanying
texts that OpreseArctic Indigenouspeoples as exotic,
expert, and endangef@Contemporary photographers
like Ciril Jazbeccontinue the centurjong practice of
photograpng Indigenougpeoples of thérctic to captuye
as Susan Sontag might putsiich endangeredultural
traditions?

In 2013 Jazbecundertook a project to document the
effects of climate change on the traditional life of hunters in
northern GreenlandOn Thin Icevas exhibited akes
Rencontres d@es in 2014, and a selection of images
published in a limited edition artist boB&vemighttime
photographdrom the projectwerealsofeaturedin Proof

the online photography journal of tiational Geograghic

the story titled DMagical Night a& Cinema on Ice.On

Thin Icedocuments everyday life Oin remote Vvillages
surrounding the town of Uummanfsi,Omainly in Othe
village of Saatut,0 and follows the story of Unnartog, Oone

1 Martello 2008: 353

2 Martello 2008: 353

3Born in Slovenia, Jazbec earned an MA in Photojournalism and
Documentary Photography from the London College of Communication in
2011 OCiril Jazbec,O http://www.ciriljazbec.comjeirbhec/
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of the last remaining people sticking to tradition and living
as subsistence huntésazbecOmages also reflect the
effects of globalization Oworming its way into every nook
and cranny of the world,O as it drives Oyouth away from
tradition and seBufficiency® Like the ACIA, hisvork is

an urgent call for awareriéssn awareness that
nonetheless echoes the colonialist conteXraic and
ethnographic photographyOselsufficient hunters are
disappeararyl a 100§ear tradition of hunting and survival

in the most extreme of conditionb&ndorgott€hin this
article, lanalyselazbecGstist book andBecky HarlanOs
feature inProofo showthe ways in which climate change
discourses and thiational Geograpkiccolonialist gaze
work to frameArctic Indigenouspeoples as waulnerable
populationentrenchedn a state of continualegotiation
between tradition and modernity. | focus on the narrative
that JazbecOs and HarlanOs stories tell and the role thz
darkness plays in tmeghttime photographs featured in
Prooto illustrate how aestheticism camoaflagperialist
underpinnings.

Photographic Representations ofndigenous Life:
Edward OSheriffO Curtis

Framing theArctic landscapeits inhabitantsand their
culturesas pristingendangeredand in peril of disappearing
is in keeping witthe representations loidigenoudife that
photographers likdmerican ethnologist and photographer
Edward OSheriffOutis (18681956) propagated #te
turn of the 20 century In his colossalcompilation of
photographs and writingehe North Ameridadian Curtis
strived to capture whae saw as a Ovanishing.Chés

4Jazbec 2014: 1
5Jazbec 2014: 1
6 Jazbec 2014: 1, my emphasis.
7Egan 2006: 59
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Shannon Egan noteset frontispiecef the first volume,
titled The Vanishing Rabavajowasmeant to captureis
goal and vision, best articulated in the caption
accompanying thienage: The thought which this picture
IS meant to convey is that the Indians as a race, already
shorn in their tribal strength and stripped of their primitive
dress, are passing inte ttarkness an unknown futut&®
Best known for his imagessafuthernndigenougpeoples
Curtisis, according to Richard G. Condon, perhaps Othe
best known professional photographer to make a
contribution toArctic photograph@ He began and ended
his Ophotographic missionO in Alaska, photographing
region ofthe world which so decisively @rajes the
photographerOs ci@® Controversy overCurtisOwork
stems from his stagingf his subjects to produce
ideologicdy constructedmags thatwould comeo define
IndigenousgpeoplesAs Condon explains, Qjsipf CurtisO
photographs were also carefully posed since he insisted that
his Indian and Eskimo subjects be dressed in a traditional
manner and that the backdrop include a scene which was a
vital part of their land. [E] The fact that Curtis often told
his sbjects how, where, and in what dress to pose has led
some critics to dismiss hisrivas overly contrived!

CurtisO practice and wheveled Indigenouspeoples to
respond to the image of Othe IndianO bieame
imprinted in the southern imagindry The Edward Curtis
Project: A Modern Picture fStangtance, playwright Marie
Clementgeams up witmon-IndigenougphotographeRita
Leistnerto produce a modeiday story that illustrates the
workings of systemic and historical racis@ement®
Indigenouscharacters confrortistoricalkey figuredike

8 Curtis in Egan 2006: 59, my emphasis.

9 Condon 1989: 70

10Condon 1989: 70
11Condon 1989: 71
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Curtis and Alexaler Upshaw, CurtisO translatoo also
participated in the production dfdigenousimagesas
facilitator, mediator, and subje&at the process of writing
the play, Clements stat€dt was liberating because we
were engaged in something other than light and dark,
Aboriginal or white, vanishing or surviving. We were
making our own pictures out of our own beliefs and they
were adding upAeistnerOs contribution to the project is a
seies of portraits oindigenougpeoples that also respond
to CurtisO ethnographic portfditéoting the Ocommonly
held view in CurtisOs time that the Aboriginal peoples of
North America were a OvanishingNaaDhis job was to
create a photographic retdbefore it was Otoo late,00
Leistnerasks: OBut what happens when the C)vanishing race
doesnOt vanish? What is the impact on a people who are
told they are vanishing?@ her imageswhich include
portraits of peoples in the Northwest Territoliesstner
photographs her subjec often dressed inboth
contemporaryand ceremoniabr traditionaldress.In so
doing, sheopens a dialogue witter subjectabout how
various cultural and temporatersections are regularly
negotiated Her images also mimont the viewersO
preconceptions abouindigenousidentities as well as
lingering visual stereotypes.

Similarly seeking to collapse binaries that oversimplify the
complexity of postcolonial identities andgotiations
author and scholar Thomas King confronts CurtisO legacy
when henrites

12 Clements® Leistner 2010: 5

13The Edward Curtis Pripsgped the premiere of the play and opened the
exhibit of photographs at the North Vancouver Museum at Presentation
House in 2010 as part of the Vancouver 2010 Cultural Olympiad.

14 Clements & Leistner 2010: 71
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| collect postcards. Old ones, new ones.
Postcards that depict Indians or Indian
subjects. [ET]he vast majority of my
postcards [E] are simply pictures and
paintings of Indians in feathers andhieat
sitting in or around tipior chasg buffalo

on pinto ponies. [E] It is my postcard Indian
that Curtis was after. And in spite of the fact
that Curtis met a great variety of Native
people who would have given the lie to the
construction, in spitef the fact that he
fought vigoously for Native rights and
published articles and books that railed
against the governmentOs treatment of
Indians, this was the Indian that Curtis
believed iA®

King acknowledges the importance of CurtisO work insofar
as it provides, beyond the contrived lookuthenticity, a
record ofthe peoplavho existedris"-visthe Oidea of Othe
IndianOO that is Ofixed in time and@paseKing puts it,
O[ejen before Curtis built his first camera, itt@ge had
been se®'’” Neither Clements nor Kingomment on
CurtisO contributions térctic photography directly
However Curtis@mages of the Eskimlike that ofaman
sitting in a kayak with a raised harpbeng been ghly
influentialin creatingan image of a people who axediin
time and space, eves\Nar becaudé that space is flux

As the trauma of colonial practices like cultgealocide
begins to be addressed, there is now a shift towards
recognizing the damaging impact of past practices and

15King 2003: 386
16 King 2003: 37
17King 2003: 37

[188]



NIGHT -TIME PROJECTIONS
|

towards valorising Indigenous knowledge The call to
protect and retain survivingltoral traditions is paramount.
In the context of theArctic, the newest threat to that
survival now wears a different name: climate chimge.
way in which this new threiatdocumentedreated, and
articulated however,s curiously familiaand evident in
JazbecOs visual storyHartanOs feature.

Ciril JazbecO©n Thin Ice

On Thin Icenfoldsfrom the perspective of autsider8
The openingshots position thgaze exteally, surveying
the landscape ofrthern Greenland.hE scale immapped
from a vantage positiomwith arial shotsshowng the
expanse of ieeand snowcovered waterSet gainst this
immense grewhite terrainparely visibleminiscule dark
shape<luster in the middle of the franire the next shot
the perspectiveshifts; with the gazenow at ice levelthe
miniscule shapese revealed to l8aatut villagersalkng
towards an enormous icebdhgir footprintsvisible.The
gazeshifts againzooming iron doseup shotsof peopleOs
facesdogs/fish, andobjects associated witle Inuit hunt
These objectsincludespearstrousers made out of polar
bear skins, antukluks and their closap marks thenas
central or vitaN to the hunt andurvival The gazén the
story ocillates from tight closeup shotsthat fragment
people and objects shots that showcade full form of a
Lilliputian human within the massive landscap®
claustrophobishots in witch ahuman figure or dwelling
takes up most of the framéelhese shiftan perspective
denotethe anthropocentrisensibility informing thgaze,
melding place and people with the Ogoal of putting a human
face on climate change

18 This refers to the artist book, not to the exhibit of the same title.
19Harlan 2014
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Shifting fromthe vast outdoor spaces to the confined
interiors of fishing shacks ahdnters®omes,JazbecOs
story shifts infocus moving fromwhat appears to be a
strictly traditional hunting lifestyle onewheretradition
intertwines with globahodernity.Interior shots showcase
telescopic riflesa stainlessteel thermos headlamps,
electrical cordsgnd brand-name products lik€ocaCola
appeang next to kearskin trouserdnother interior shot
showsa mansittingon abed watchingummer sports on a
widescreen television while two boys qathe floorwith
Greenlandic puppies as a woman, further in the
background, dries dishiesa modernkitchen Playing on
the binaries between the indoors and outdoors, between
tradition and modernity,between frigid and sp
temperaturesjazbegursue Othe harmonyO that Ostems
from somewhereni betweel®20 In this pursuit the
trajectory of colonizatida subtly articulated.

As the trauma of colonial practices
like cultural genocide begins to be addressed,
there is now a shift towards recognizing the

damaging impact of past practices and
towardsvalorising Indigenous knowledge.

Near the end of JazbecOs photographic story are three
outdoor shots taken amighttime that share a uniform
indigo hue. These shotspeatthe shift we see at the
beginning, movingfrom the outdoors (more closely
connected to tradition) to indoors (more closatnected

to modernityand its intersection with traditjpas these
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are followed by viokktued photographs taken indodDs.

all the photographs the book the indigohued shots
evoke a sentiment that is almost mystical, niyedrer
ceremonialThe first imageshowsthe back ofa human
figure watching a nearby iceberg the size of a small building.
The iceberg is lit by an unseen light source, likely the same
source casting a large circle of light on the frozen space that
separates the human figure from the block of eelight
appears to bemerging from within the ice. Surrounding
the person and iceberg are darker shades of indigo blue and
specks of ligit the stars in the sky and the glitter of light
refracting off the ice on the ground anifithe icebergs.

The turn of the page holds two clageportraits in which

the subjects are lit by an unseen source of soft light that
illuminates their faces in @ifént shades of blue. The first
shot shows a young couple lying on the ground, facing, but
not looking directly at, the camera. They wear fur coats,
knitted hats beneath their hoodand their facial
expressions are relaxed amiterdt, their eyes focusing
something beyond the fradd@&he second portrai$ of a

young woman sittingvith her arms eithecrossed or
holding something to her tordeg. 1)

21 Harlan provides the following capti@®Ron Davis Alvarez and Sofia
Hernandez Mejia are maians and music teachers from Venezuela. They
visited ChildrenOs Home for a few months this year to teach the kids music
with El Sistema, a music program that aims to create great musicians while
dramatically changing the life trajectory of the kidskis with.O (Harlan

2014).
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Figure 1Photograph of Nielsine L¢ vstrem from
the ChildrenOs Home Uummannaqg byl@ntilec
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She is dressed in what appeo beatraditional fur coat
(likely seal) and polar beskin trousers. Her head is
uncovered, and she also lo@ksomething beyond the
camera with a soft smile and calm expression. Above her
head are small circles of light, out of fatjsctsdue to

the depth of field, giving the photograph an ethereal quality.
In both photographs the figures are static, gaziadilgte
beyond the camera. Unlike CurtisO staged portraits whereby
the subject looks directly at the cameraatds a mid
action pose, the gaze and expressialazifec@sibjects
suggest the presence ofamdid cameraThar effect is
uncanny. The famitiportrait is made strange here by the
use of the blue light and by the uncertainty efatttion.
Unlike the other images that depict people at work or at
leisureit is not aar what the subjects are doing/loat we
arelooking at The unusual coloumd light make these
photographs aesthetically beautihd different from the
rest Yet, looking closely at these imagespecially the
portrait of the young womaa, familiarity is strikinghe
conposition of the shotis akin to historical and
conventional ethnographic portraits

JazbecOs story is in keeping with the traditiénctid
photography.As Condon notes,Arctic explorers and
anthropologistsvelcomed the advent of photography to
support and illustrate thegsearchAs he advancernts

in photographic technology evolved, so did the kinds of
representations of the people and their lifes@lasis
unlike his contemporaries, turned to photography not only
as a useful technology to recancersiorof reality, bugalso

as an art form with a political messageBecause
photography produces images that hav@ealworldO

22 This photograph is included in HarlanOs story with the following caption:
ONielsine L¢vstrem from the ChildrenOs Home Uummannag cradles a
Greenlandic puppy to keep it warm while she watches theuH@ [

(Harlan 2014).
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referent,photographsre often accepted as truths and not
qguestioned or read critically unless controvergersthe
photographer, setting, or subjeatise. Photography
theorists like Sontag, Roland Barthes, and John Tagg
however challenge these assumptionsl amgue that
photographs show socially constructed ideol@jyigss, in

spite of his good intentions, is a case in @ynthemid-

20h cenury researchetarned toArctic photographygain

as a form of testimonied make visibléhe curious ways in
which tradition and modernity intersastthout critically
scrutinizing the ideological biases that informed the very
images producedfter World War 1| as Condon notes,
the Arctic region was coveted for its strategic importance
which OshatteredO its Orelative isal@&dhe presence of

the military, scientists, and missionaries in the region
coincided with ltanges in the field of anthropology
emerging after 1945. As Oanew generation of
anthropologists@ecamenore interested in Othe impacts of
rapid change upon the social, economic, material, and
political daptations of the Inuld Arctic photography
becamea useful way ofllustrating Othese marked and
irreversible chang@In a senseArctic photography tells

us more about those behind the camera than the subjects
and conditions they photograpbazbecOBIst century
photographssimilarly foreground theways in which
traditional and contempoya local and global, northern
and southermeetin the face of ev@resent chang&he

last imagem the bookareviolethued interior shots of a
social gatheringhowing partygoers dancergd drinking

with asizable cluster of open€arisberg bottlded up

on a table behind thendust asCocaCola signals the
presence of global capitalismearlier shotshe Carlsberg
bottles here pointmore specifically to the Dahis

23 Concdbn 1989: 80
24 Condon 1989: 80
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colonization of Greenland anithe atoholism of its
aftermath. In these shpthe figures are slightly out of
focus, darkenedand engulfed in the violet light. On a
pragmatic level, the shots convey rtitwvementof the
figuresthe socialityof the eventand the effects of alcohal,
positionng the camera well within the actwinthe shot
On a symbolic levdhoweverthese shots denotke loss
of tradition and purpose, especially whenpewed to the
first images which are clear, focused, and portray the
hunters in control anith sync with the natural worl@he
book closes withnaoutdoor shot of aloseup portrait of a
man smoking. Wearing a headlamp on his hat and sporting
a cigarette between his lips, he stands with eyesacidsed
brow creasedis faturesn focus butveiled by the smoke.
His face is setgainst the dark backgroungartly
illuminated by unseen streetlants standdetween light
and darkness, metapically caught between colonization
and autonomy, between globalization atrddition,
betweerpresentind past.

Becky Harland on Ciril JazbecOSCinema on IceO

As assistantphoto editor (digital) of Progf the online
photography journal published by thational Geographic
that Opresent[s] an ongoing conversation about
photography, art, journafisandthe people who createdit,
HarlanOs feature on JazbecOs work is, in keeping with th
journalOs mandate, the Ostor[y] behind [his] photographs.O
Not unlike colonial narratives, her story focuses less on his
subject and more onstperspectiveyrivilegingthe gaze of

the southernetin the Arctic over that ofthe Greenlandic
Indigenouspeoples HarlanOs story centogsone event

that took place during Jazbetie in Greenlandhat
resulted inthe bluehuednighttime photographs-Her gory

25Harlan 2014
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features seven uniforpmotographs, five of which are not
included in the artist book, and frames them with
accompanying text and captiérder story is itself akin to

a photograph; it ist snapshot of one Omagical® moment
that occurred within what is,rfmost of the magazineOs
readership, already an extraordinary experience: trekking
through the lowying regions of Greenlafdlhe unusual
indigo hue of thesenighttime photographs adds to the
exoticism already associated with the institutional gaze of
the National GeographgCatherine Lutz and Jane Collins
identify in their analysis of the print version of the
magazine ithe mid-20" century, there a@Olines agistO
evident in the Geographiphotograph of the Onon
Westerner,0O [E that render a photograph] a dynamic site at
which many gazes or viewpoints intersectO; these include
the photographerOs, the editorOs, the audienceOs, and the
academic gazds name just a fe¥The audience is not

only invited to look at uncharted landscapes and peoples,
but to do sein this casajnder unusal circumstancdss

under the cover of darkness.

Harlan describes tlircumstances that led to the event as
somethingremarkable and extraordinary in itself. She
describes how Jazbec Ocame acrossO Children@s Home
the town of Uummannaqg, an institution that cares for
Ochildren and young people with social problemsO due to
GreenlandOs Oreadjustment,0 which Finn J¢reerlakob
describes as follows: OFrom hunting to industry. From
settlement life to information society. From colorsetb
governanceFrom local villages with their own values to
national, parliamentary democragyThe director of

26 Two additional photographs appear on JazbecOs website,
http://ciriljazbec.com/nabnalgeographic/cinerman-ice/
27Harlan 2014

28 Lutz & Collins 2003: 352

29 Harlan 2014; Jakobsen 2008: 25
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ChildrenOs Idte informed Jazbec th&one of the ways
the facility helps children is by Oinvolving them in the
traditional way of life, connecting them with hunters and
fishermen,OO which, Harlan points out, are Othe sort of
cultural traditions often affected by changiveather
patterns and globalization, and right in the crux of JazbecOs(
project3® Jazbec and thdirectorplanned a Ospecial outing®
for the children: theydéxided to head to the iteo the
frozenover sel to projectinuk a Greenlandic language
flm, onb an iceberg®The film, Harlan writes,isO
especially relevant because of its cast of Ononprofessiona
Inuit actordDseal hunters and youth from a local childrenOs
homeN and its narrative highlight[s] the tension between
tradition and modernity present icontemporary
Greenland ®

HarlanOs representation of the event evokes the conceptua
example of what Henri Cartl®resson termed the
Odecisive momentO in photography: the moment that brings
together Othe simultaneous recognition, in a fraction of a
second, of the significance of an event as well as the precise
organisation of forms which gives that event its proper
expression®In HarlanOs narrativihis unusual event
seems to have materialized spontanediksha fairy tale:
OOne night, Childré&s Home arranged to take the kids on a
special outing [E]®Although the article quotes Jazbec
stating that the Opreparation [for the outing] took a few
days,O both HarlanOs and JazbecOs choice of diction cast
event as an equivalent Ofraction of @nd€c within the
larger context of JazbecOs visit veort, as welbs a
synthesis of all the right elements coming together: finding

30Harlan 2014

31 Harlan 2014; Jazbec in Harlan 2014
32Harlan 2014

33 CartierBresson in Errington 2014
34Harlan 2014
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Oa suitable iceberg,0 having the OperfectO weather
conditions 4 degrees Fahrenheit @0 degrees Celsius
without wind) ad Othe most beautiful starry night sky
sprayed with northern lightsO along with the Oespecially
relevant filmO to the right audience all contribute to make
this event, in JazbecOs w@{ll a visual sense, [E] one

of the craziest things [heOs] everriexpedO that
OinspiredO and Otouched@him.

The firsttwo photograpk in HarlanOs story eoatextual

shos, depicting the vastness of a rich, dark stye The
intensity of blue ves according to the degree and
placement of artdial lighting irthe shot. Electrical lights

are a bright light bluén the second contextual shbet
position of thecameraphotographer ipositioned behind a
small gathering, outside its circle, reinforttiegpower
dynamics inherent in the gagewell as the rolé artificial

light within the gatheringhis is the vision of gpectacle
prominenly showcasinthe technology: snowmobiles and a
rectangle of light on the iceberg are markedly bigger (in part
because of the perspective) than the human faganesng

in a semcircle The caption underneath provides the filmOs
title, the directorOs name, thecbasic plot lin@s well aa
descripbn of the gathering. The image is further
contextualized by the title and narrative of HarlandOs text,
especially the eping sentence: OOn his most recent trip to
Greenland, photographer Ciril Jazbec witnessed something
magicdll a photographic experience that made his Ohairs
stand on end®The use of the wordsvinessedO and
Omagical@®re are important as theod to the imperialist
tradition of castingindigenous peoples asnaeve and
superstitious imelation to the colonizewgho bring with
themmodern technological knowledge and apparandes

35 Harlan 2014; Jazbec in Harlan 2014
36 Harlan 2014
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serve as authoritative withesses whose stories are creditec
as trutls.

In the 19 century, for instance, ethnologist and
ornithologist Edward W. Nelson, renowned for compiling
Othe earliest and most extensive ethnographic photographic
collection from theArctic region,0 documented the
following OchallengeO in Alaska:

While preparing his camera to take a picture
of an Eskimo settlement, the village headman
came up to him and asked to look through
the camera lens. When he did so, he was
shocked to see the residents of his village
upside down in the cameraOs viewfinger. H
immediately shouted to his compani@ns:
away and hideE he has captured your shades
(souls) in this bo®Almost immediately, the
people ran into their homes for cover.

The OmaguOexperiencef JazbecOs evappears to be,

at first, the flipsideo NelsonOs account, iasis the
technological savvy newcomer who experiences something
inspirational and meaningful, somethingpgiral) as a
result of being in this outdoor space and company in
northern Greenland.

Yet, upon closer examination, echoes of NelsonOs narrative
emergan HarlanOs textazbec recall§lust coming onto

the ice with snowmobiles was immensely exciing.O
Although his project seeks to promote and retain Inuit
traditions, the modern contragt of the snowmobile,
already an embedded partomtemporary Inuit life, is the

37 Nelson in Condon 1989: 52, 53
38Harlan 2014

[199]



DARKNESS IN THE NORTH
|

cornerstone of excitement. The extraordinary event,
moreover, is the screening of a film onto an iceberg.
Significantly,Jazbececallsthat before the projector was
setup, the children did a couple of dances and sang some
Greenlandic song&®onically the names of the dances
and songs remain unidentifiadthe story althoughthese
speak precisely to the lotralditiond the very culturil
JazbecOs project seeks tordefor posteritylnstead, the

kind ofinformationthat is providedbo the curious readeyr

that one of the featured children, OJensigne L¢vstrem [E]
is wearing traditional clothing made out of seal 4kin.O
Jazbec recalls only watching Othe first 1Gesiofi the
movieO before deciding to Ouse the tripod to discreetly
shoot multisecond exposure photos, tryingcapturéhe
imagesilluminated by the prajfettidhe spectacleis
therefore a space of cultural and discursive intersections,
evident in HarlanOs summation: OAs clilligitetween

the old ways and the new wansfixeldy the film, their
faceslluminated with light from the digital jmajestdelt he

was able tarecord imatest OdonOt just tell the story of a
moment, but alsaaptur@ larger story about modern
Greenlanfl remote towns caught up in globalization,
about young people leaving for the citieSt@ use of

such words saOmagical,0 and thesadiption of the
children as being OcapturedO in photogr@itensfixedO
and Oilluminated® by the projectiom a technological
artefagtare not that removed from NelsonOs anecdote, and
continue torepresentindigenouspeoples in essentialist
terms that pit them more closely witbnatural world that

IS n great peril because of globalization.

39Harlan 2014

40Harlan 2014

41Harlan 2014my emphasis
42Harlan 2014, my emphasis
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These echoes are also evident in pberait of Joas
Korneliussen(Fig. 2) G local hunted who (helped
organize and transport everyone to watch theofilithe
ice using a snow mobitO.

Figure 2Photograph of Joas Korneliussen by Ciril Jazbec

43Harlan 2014
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The perspective in this portraimglesthe gaze upward,
figuratively and literally looking up at thsn. The gaze
hereevokes a sense of respiectan elder. The solemn
affect of the shot is suggested by his upright posture and
tight facial expression, anby the bluish light that
illuminats hisface and torsd.ooking more closelyhe
rectangle of light from tHgm projected onto the iceberg is
reflected on his glasses, &mel effect, coupled with his
solemn and intent gaze, is startling. Like HarlanOs
description of the ddren, he abappears to be entranced

by what he seeAalthough the textual context of the story
suggests it is the subject matténolkthat he must find so
moving, the image itself can also be read by his fascination
with the projection of the film onto the iceber by the
technology itselSimilar tahe last photograph of the artist
book, this portrait conveysstory about cultural collisions
wherén tradition and modernity intexs.He is reveed at

the same time that he isfantiized as he seems
OtransfixedO by what he seesis also objectified as a
subjectto-belookedat, to paraphrase film critic Laura
Mulvey in her discussion of the gaze. Mulvey, and other
film criticslike Christian Methave long discussed cinema
through a pychoanalyticatitical lens, informed in part by
their reading of people watching images collectively in the
dark. Writing in response to Mulvey, for instabe#,
hooks also discusses #et of lookingunder the cover of
darknessespecially those whwave been persecutéa
transgressimgfor Olooking®like the youndgEmmett Till

who was lynched fadookingDat a white woman. In this
particular eventwe have a photographer lookiag
photographing, people watching collectively in the dark. In
looking at his imagewe are complicit in the loakazbecOs
discreet tripod shooting is an invasion of what is arguably a
private experienceven in a collective environment. The
viewer is granted entry into a meaningful experience
through these photograpliganted a privileged look into

[202]
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what theIndigenousaudience is experiencing at seeing
images of Greenlandic youth and hunters reflected on film.
Our gazing is cimus, surveying their responses, not so far
from watching children lookirag their images reflected
mirrors, photographs, moving pictures; in other words, we
are complicit in fantilizing Indigenous peopleBl and
some of the subjects in these imagahildren.

The role darkness plays
in JazbecOs photographs extendsdeyo
providing the cover to take discreet shots
of a collective screening. It, in fact, plays a
crucial role in setting the OmagicalO atmosphere

The role darknesslaysin JazbecOs photographs extends
beyond providing the cover to take discreet shfots
collective screamy It, in fact,playsa crucial role setting

the OmagicalO atmosphéhat contributes to Oa very
special moment*©The function of darkness in these
images more specifically the interplay between darkness
and lighl itself the cornerstone of what photograjsNy
alsoplays a crucial role in facilitating thproduction of
what arestereotypical conventions in ethnographic portraits
of Indigenouspeoples of theéArctic. This interplay calls
attention to the intersect®marticulated i®n Thin Icdts

role in HarlanOs stohowever also reveals embedded
ideological biases. These become evident aviadysing

the contextframing JazbecOs photographd when the
role of darkness in thegmagess read alongside James
ElkinsO photographic theoof what he terms the
Osurroun@d meaning Oall that unwanted stuffO that

44Harlan 2014
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surrounds what we see as the main subject of a fcture.
Distinct from the ObackgroundO afpainting, EIlkins
suggests that Oambitious photojournadéispires that the
surround be just a little bit unusual, because that lends the
photograph the aura of fine art, which in turn helps the
photograph stand out in the field of photojournaliéi.O

is precisely the surround that gives JazbecOs ethnographic
portraits that Oaura of fine at@ makes them Ostand outO
to be featured inNational GeograpdiroofThe unusual
light\l the light from the projectiirmakes thedarkness
visible. The light,provided by the technology, works to
illuminaté literally to mike visible and symbolically to
elevathBl the subjet which remains, nonethele§s, the
darkO

Darkness is figuratively evoked in
climate change discourses when projecting
the catastrophic effects of global warming.

Darkness has also been figuratively used
in colonial discourses to portray
seemingly primitive and-anlightened
Indigenous peoples, traditions, and practices.

Darkness is figuratively evoked in climategehdiscourses
when projecting the catastrophic effects of global warming.
Darkness has also been figuratively used in colonial
discourses to portray seemingly primitive and un
enlightenedndigenouspeoples, traditions, and practices.
Closely connected Wit negative stereotypes and
associations, darkness in Aretic conventionally reflects

45Elkins 2011: 116
46 Elkins 2011: 118
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the unknown, unwelcome change, the threat of
disappearing from conscious view, igndranceThe use

of light in JazbecOs photographs calls into question the role
that darkness plays in the photographs, as well as the
interplay between darkness and light and the multiple
associations each term carries. But darkness in JazbecC
photographs also takes centre stage, becoming an integral
part of the subject matter. As suthjorks to defamiliarize
common activities, to make the ordinary seem
extraordinary. As a result, it allows us to reconsider and
tease out the many contradictory and conflicting ideological
biases that inform each image, and to see how colonialist
assumpons and stereotypes remain entrenched in
contemporary scientific, artistic, and popular narratives.
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The Blue Hour of the Mystic North

Monique Durand
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(GRfNOC), Septles (QuZbec)

Abstract D Darkness is not night. [tOs the blue hour when the dayOs
fire has just gone ougaving an incandescent purgiikle on the

horizon. 1tOs the blue hour, which some call the divine hour. The
literature written about the North has always been imbued with the
idea that the blue hour is the time when human beings draw
themselves up touoh what, in their eyes, is a little bit of infinity. 1tOs

a time for contemplation and introspection. And the writers of
QuZbecOs CNted have not been immune to ihi§ is what we are

talking about here: that mystic breath that washes over alllibose w
have written in or about the North. There is indeed a Northern
mystique, a kind of devotion centred on the idea of the North, just as
there is one around the ideas of the desert and the sea. This Northern
mystique is palpable in QuZbec literature apty ambodied in its
authorsO choice of language and the atmospheres they create. Gabrielle
Roy, a leading 20tentury writer in French Canada, and Innu poets
Rita Mestokosho and JosZphine Bacon have written dazzling passages
about the blue hour.

Keywords b Blue hou,[Northern Qquednnu writers Innu poets
Northern mystiqu,eQquep literatur€ ™td&Nord literatureGabrielle
Roy, Rita MestokoshdosZphine Bacon

Durand, M(2021). The Blue Hour of the Mystic Northif@Darkness. The Dynamics of
Darkness in the NatlsD. Chartier, K.A. Lund and G.J—hannesson, MontrZal and
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This chapterhas beetranslated from Frendhto English by Natasha DeCruz and
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highly sensitive translation.
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| would like to dedicate this text to a French friend, Myriam Tiers
who left tgaia the blue hour on March 31, 2015.

Darkness is not night. [tOs the blue hour when the dayOs fire
has just gone out, leaving an incandescent pinpksbn

the horizon. The blue hour lights up the sky and strikes
flames out of river water and mountaick like a vasbck

firein the words of Innu poet Rita Mestokoshoe blue

hour, which some call the magic hothich my mother

called the divine hour.

The literaturewritten aboutthe North has always been
imbued with the idea that the blue hsuthe time when
humanbeingsdraw themselves up to touch what, in their
eyes, is a little bit of infinity. [tOs a time for turning inward,
for contemplation and introspection. And the writers of
QuZbecOs CNted have not been immune to it. Again,
Rita Meatokosho:Q walk from Nordic moon to Nordic
moon and across the lichgyed spacefE ] | am but a
breath in this mystic respiratién.O

And this is indeed what we are talking about here: that
mystic respiration that bathes all those who have written in
or about the North. For French philosopher Michel Hulin,
the mystial refers to a alteredstate ofconsciousness in
which one has Othe impression of waking to a higher reality,
(...) of experiencing a foretaste of something like
salvation©O

There is inded a Nortlern mystjue in other words, a kind
of devotion centred on the idea of the North, just as there

1 e marche " travers lesdrdigees et les espaces colorE]deelishisnsn

petit souffle parmi cette respiratiod MpstROO8 5859.1 translate.

2 0impression de sOZveiller ~ une rZalitZ plus haute, [E] de vivre par anticipation ¢
chose comme uiDBkilih 1993: 23 translate.
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is one around the ideas of the desert and the sea. This
Northern mystue is very palpable in QuZbec literature,
particularly in that of the CINigrd, and is amply
embodied inits author® choice ofanguageand the
atmospheres they create.

La montagne secite Hidden Mourjtaia novel by
Gabrielle Ray a leading 20tbentury writer in French
Canada and QuZbec, hesonated with such force ttlita
hashelped to construct the mystique of the North in our
imaginations. Through her main protagonist, a pdRugr,
gives us a rapt description of CanadaOs Far North,
particularly the Ungavavhich is the furthest northern
regionof QuZbec Shewritesdazzling passagaboutthe
blue hour: OThe most glorious HBurSpeaking agaif

her protagonistshe continuesThe lowering sun was
bathing one side of the mountain in a soft-gtaen. (E)
New perspectives opened before his @yelis thought

(E) seemed to him now on the point of bursting brilliantly
over the horizon of his conscious mifid.O

For Roy, as for all th otherswho have written about the
North, the blue hour is, in faatmetaphor for a North that
saves human beings from themselaed brings them
closer to the mysteries of human existence. The North
becomes a principle of redemption, a sort of answer to the
great existential questions that hhaentedmen and

3 GabrielleRoy was a novelist who was born in 1909 inBaiiface, in the
Canadian province of Manitoba. She died in Qquec~ City in 1983. In 1945,
she published her highly acclaimed first nBeaheur dOoccasimm won

her FranceOs prestigious Femina Bdnbeur dOocimsiomsidered the first

urban novel in QuZbec literature.

4 Q. Oheure la plus gloriRogel 962: 82.

5 Qe soleil bas allumait justement sur un c™tZ de la montagneweme douce It
[...] Des perspectives nouvelles s€asuyeieRby 1962: 92.

6 (Ba pensZe [ui.Jsemblait sur le point de monter, toute brillante, ~ IOhorizon
conscie@cRoy 1962: 89.
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women since the beginni'ng of time. Life. Delathe.
Ancestry. A balrto ease the absurdity of our finitude.

This crepusculanour Qulfils the infinite hope, the infinite
expectation, of merilRoy writes. OHe sounded the depths
of the northern nighb so unfathomable, throbbing with
starsb ready, it seemed, like no otheght on earth, to
explain to men their own desire, so often far beyond their
own understanding.O

Darkness is not night.
1tOs the blue hour
when the dayOs fire has just gone out,
leaving an incandescent purgikte
on the horizon.

A Northernmygiqueis seen by tB men and womenho

have attempéd to convey it in writing as a bridge to
transcendencdut caveat leaera bridgéo the essentially
seclar form of transcendenBendependent dllreligious
belieg to be found in contemporary tkrature. With the
exception, perhaps, of Innu writdos whom all of nature

b its landscape, flora, fauna and the wild light of the blue
hour D constitute a reach for the divine, fodi@ne in
equal partsanimistand Christian; a syncretism in @i
Indigenouspirituality is compatible with Christian faith

7 @ombler ainsi IOespZrance infinie, IOinfinie alf2Reydd9BR@Mes

8 Ol sondait la nuit singeadu Nord, palpitante dOZtoiles, comme nulle autre au monc
prete, sembiif expliquer aux hommes leur propre dZsir si Soeves ~ eux
incomprZhenSilitey 1962: 12.
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Effects onTravellers

For Gabrielle Raythe blue hour hadifferenteffects on
Northern travellersOSomeall under the spell of a heart
rending melancholy. Others trde as though bemusegd b
boundless confidence . . . destiny burgeoning in their
mindOs eyl would hazard a comparison with the effects
of altitude; indeedsscientific documentation shoWwagh
altitudes can cause depression or euphoria in travellers.

Gabrielle RoyOs fargonist inThe Hidden Mountsetongs
to those who find the North to be an exhilarating place that
inspiresunbridledconfidence and allays doubt.

The same holds for FrZdZiion. This 3#earold
QuZbZcoigarned a place in the annals of the phiieet
sking 4400 kilometres across the Antarctic, alone and with
only a wind sail to help him, in temperatures that
sometimes dropped belebd degrees Celsius. And do you
know what he said upon his return from thjgzedtion?

He said that the experierfeaped him to focus on simple
things, redungboth his needs and his doubts.

The North as aDispeller of Doubt

The writer and journalist Henry de Puyjélesaid much

the same as Dion when, over a century ingk894, he
wrote in hisRZcits du Labra@When | am around people |
am prone to the most hideous form of scepticism; but far
from them, in the North, all my doubts fall away and |

9 QLes uns tombent alors sous le coup dOune mZlancolie d#dbitaste. DOau
comme fous de confiance, leur destin leuRow’t @6andir.

10 Henry de Puyjalon was a naturalist who was born in France in 1841, and
died in 1905 in Havre Saiierre, in QuZbecOs @¥td region. A
geologist, trapper and hunteg published technical and literary works,
includingRZcits du Labraioi894.
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attain a degree of naivety' that you would find touching, if
onlyit were possible for you to plumb its depths.O

In speaking of thiorth, Puyjalonalkedof a Odeath to the
worldOand the asceticism that this entails. He chose to Odie
to the worl®by settling in northern QuZbec along with his
wife, who came from the French nobility and had been a
regular patron of &isian cabarets. It hagenbeen said

that Puyjalon was one of the founders of the mythical Chat
Noir in Montmartre before leaving everything for the
NorthOs vast solitudes and purity.

To become a different séthis was thdulfilment he
sought andattained in his Anct exile with its desedf
wind, snowand ice To becomenother and freer self.

The Nord as aVector of Freedom

Addressing her Northern land directly, the Innu poet
JosZphine Bacon wroteo®e you my libertytO

It was thisfreedomthat also came to mind when the great
Qubec geographer LotEsimond Hamelin considered

the North and its endless sgadé was, he claims, this
irrepressible desire for freedom that drovectheeurs des
boisver farther North with their snowshaesl trap lines.

He has them say, OLetOs go farther, out there, to see if itOs

11 (Pres du monidmppartiens au scepticismiléaglisin de lui, au,Noud

mes doutes se dissipent et je deviens dOune candeur qui vaais posshizeait, sOil vous
dOen sonder la profaPagaton 200715. | translate.

12 QJete suis redevable pour m@ HMhedz.2013: 10translate JosZphine

Bacon, born in 1947, is an Innu poet from Pessamit, in QuZbed@sdC ™te

region. She writes in Frenahd InnuWaimun. In 2009, she published a

collection of poems entitld®bstons = messageh gained her recognition

throughout the Francophonihe is also a documentary filmmaker.
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better, if weOll be freer thédrOan interview published
recently by the UniversitZ du QuZbec = MontrZal, Hamelin
described theoureur des beighe archetype of the free
man.

To See asN everBefore, in the North

But let us return to the blue ho@t takes in everything
potentially uglp wrote the French mountain climber
FrisonRoche in 1968.The blue houwashesverything
clean It softens the harshness of the s@ageEqualizes
the human soul.

Roy, again, gives us fabulous description<biiére was,

in this water of the heavens, a colour to which might
properly be ascribed no name known to.niae light,
about to disappear, cast a golden glow, glazeckaitAll

one saw was carmine, acid greens, sunny yétlows.O

In this play ofridescentind sparkling light, she writes, Oat
a stroke, truth sprang into I@€bife,O she continyeslay
here plain as da{f.O

The blue hour makes it possible to see wiatld
otherwise remain unseen. It enables us to see what is
invisible to the eye, to use the ‘edwn expression of
SaintExupZryOs Petit Prince. It seems to bring us closer to
truth, to the truth oburselves

13 QAllons plus loinbBs, voir si cOest mieux, nous y sere@Cparter,

DZsy, Hamelin 20188. | translate.

14 CElleabsorbe tout ce qui pourraitGFedaiBRoche 19662 | translate.

15 Q| y avait dans cette eau du ciel une couleur " laquelle nOezt pu convenir
connu, quelque doux m&lategeat de vert dZj" difficile ~ dZfinir pér RopensZe.
1962: 45.

16 ependant la tdrfajamais, ~ IOintZrieur de soi, cette autre Ve Ri@ysa vie...
1962: 171.
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I am blind
But I have seen, X" writes Jogihine Bacon.

A Time for Confidences

The blue hour is also a time for confidences, an hour
conducive to recollection and synthesdsne for taking
stock and fodiscreet avowals. It is often the moment when
we settle down with a drink before the sopsibelow the
horizon. A time of shared intensitg®ltered from the
cold inwarm houses A time for those with an eye for
beauty, for admirers of infinity, to sit quietly together
raise a glass to life!

The blue hour makes it possible
to see whatould
otherwise remain unsden.

The blue hours alsca time for professions of love. The
Hidden Mountain ROy writes that Pierre and Nina had Oan
impulse to link handsé is a time for joining together in
ecstasy, when the Cup of the Sublime ouas and two
pairs of lips are needed to drain it. For beauty, like good
wine, is made to be shared.

The Mystique and Poetry of the North

When it comes to the Nortthe mystical and the poedie
often tightly intertwinedFor Innu writers, the blue g
the primordial eartrand the sacred caribou are cut from
the same cloth as the words of a poem.

17 ge suis avengle/ Pourtant, j'ai 14O Bacon 2013: 46. | translate.
18 Our geste comme pour joindre leurs mainsOR0y 1962: 24,
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JosZphine Bacon:

The blue and the night sing me a lullaby.
| am alone with my prayer.
| look for tlearibostar?

Rita Mestokosho

| would like te bld and to have travelled over lands
of plenty.

Like the tundra, the mountains, the rivers and all
thostraild trodupon to beaibou

When | draw nourishment from the earth,

| always stand straight and tall,

my eyes raised to the sky.

| vanisfor the night and clasp the stars.

Naomi Fontaine:

| would like you to see the virgin forest all the way
down to its roots, to hear the perfect silence of the
breeze at dusk. But what | would have liked to share
is this indescribable pride in kafngvitmgsit

makeup or perfume, set against this horizon of
woodland and whiteness. Of grandeur that humbles
eveithe most eminent of this world. Following this

19 Qe bleualnuit, me chante une berceuse./Je suis seuldeachemiacpg®rdile

du carib@Bacon 2013: 54,78ranslate.

20 e voudrais etre vieille et avoir voyagZ sur des téD@sihe pdoitundiea, la
montagne, la riviere et tous ces petits sentiers o« jOai marchZ pour stre caribou.
perfee pour me nourrir de la terre,/je me tiens tdajcegardtéte’ vers le ciel./Je
disparais pour la nuit et jOentile®le®ral 2008: 589 | translateRita
Mastokosho, born in 1966, is an Innu poet from Ekuanitshit, in QuZbecOs
C™tdNord region. A consultant for cultural matters in her community, she
spearheaded the creation of an Innu cultural centre. Shierss iieu poet

to have published a collection in QuZBemment je per-ois la viepgeand
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caribotrail, you would have seen the tenacity of men
against the cold, more alivehan ever.

Schefferville

| would now like to speak to you about a small town that
sprang up around iron m@echefferville, located at the
54th parallel, may well be the best embodiment of the
North in the Qubec imagination. Most of those who live
there are Indgenous people, Innu and Naskapi, along with
a handful of others. Together they make up a population of
some 1000 inhabitants. Schefferville is a desert of stunted
pines and rockut out by lakes and rivers. This is the land
where the waters divide nobimivo but four, running west

to Hudson Bay, east to the Atlantiorth to Ungava Bay
and south to the Gulf of Saint Lawrence. Like four sections
of one vast heformed by the Labrador Peninsula.

There, at d&s epdmen, women and children drop
whateer they are doing and gather behind the H™tel Royal
to watch the sunset in the blue hour. When it is cold, some
people stay in their cars, which hegarledto face the

fiery ball. They cut the engines of their snowmobiles and
four-wheeldrives. They sp everything to look, just to feel
what itOs like in this place at the edge of the world, where

21 Je voulais que tu voies la forst vierge jusquO” sa racine, que tu entendes le parfe
de la brise " la brunante. Mais ce que jOaurais &gt pattagadicible fiertZ dOstre
moi, sans magquillage et sans parfum, dans cet horizon de bois et de blanchet
grandeur, qui rend humbles meme les plus grands de ce monde. En suivant le rc
caribou, tu aurais vu la tZnacitZ des hotenfesidjedastvivants queQamais.
Fontaine 2011: 9l.| translateNaomi Fontaine, born in 1987, is an Innu

novelist from Uashat, in QuZbecOs -Kiitteregion. She studied at

UniversitZ Laval in QuZbec City, and in 2011 she published the award
winning novel Kuessipaghe is sometimes considered the first OmodernO

writer of Innu literature.
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mineral seamseavdahrough the earth and the waters meet
in a titanic flood of energy.

This is the blue hour.
An almost supernatural hour
that could very &ll be the last,
say those who have experienced it.

Whereit feelsas if timehasstood stillHas sopped fleeing.
They hold it in their hands. OA strange state of
anaesthesig@rote Puyjalon in hiSamets du Labrador. An
unpardeled moment of graceind presencetternity is
there, and they have both feet in it, as it wraps them in the
sheen of the setting sun.

The Final Hour

This isthe blue hour. An almost supernatural hour that
could very well be the last, say those who have experienced
it. With their eyes glued to the sapphire horizon, they are
ready, ready to fly away. To be nullified in a flash, in this
abstract land that resembles, perhaps, the paradise of
believersOr the nothingness anthe hereafteof non
believers.

22 (Eitat d'anesthésie érange,OPUyjalon 2007132. | translate.
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| will end withthese words by JosZphine Bacon:

You raise your head

The aurora borealis

White, green, violet angels
Take you under their wings
And carry you off,

Where you will li¢é on

23 (Xu leves la tete/Des aurores Madmjes,blancs, verts, mauves/Te prennent
sous leurgfuis tOemmeA€nbe tu resteras viatacon 2019.1 translate.
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Abstracts in French

Par-del” les frontieres
La noirceur et le champ fluide

Judy Spark

ChargZe de cours, Moray College
University of the Highland and Islands
Elgin (Royaumé&ni)

RZsumZb En Occident, lorsque 1Qstre humain est confrontZ ~ la
noirceur, il a tendance " la chasser " I0aide de 10ZlectricitZ. Pour e
citadins, qui font rarement, voire jamais, |OexpZrience de |OobscuritZ,
nuit est toujours illuminZe par un Zclairage de angZorlci, les
heures sombres peuvent stre porteuses dOeffroi, que ce soit par peur de
la noirceur ellememe ou encore par crainte des autres stres humains.
Cet article explore la lumiere nordique et son estompement, visant ~
dZcouvrir de nouvelles facorde comprendre IQobscuritZ. Je
mOappuierai dOabord sur mes propres expZriences-ayevaetle
dOanalyser 10un des rZcits tirZs de mon vZcu " IQaide ducbaircept de
dZveloppZ par Maurice Merlamty. En tant que thZorie de
|OexpZrience incarcdkyici para’t en effet prometteur pour aller au

del” de la conception de la noirceur comme une entitZ sZparZe de la
lumiere et de nousiemes. Apres avoir Ztabli que IQobscuritZ est plus
quOune simple qualitZ de la lumisre, ou que son absence telle que
ressentie par les etres humains, je me pencherai sur la notion
bouddhiste deacuitdfin de dZterminer si elle pourrait sOappliquer
notre relation " la noirceur, de par sa capacitZ ~ reflZter le caractere
enchevstrZ du rapport des stres humains au mendEseentoure.

Mots-clZs B Noirceur, expZrience, incarnation, chair, vacuitZ,
bouddhisme



Un chemin vers la noirceur
E la rencontre des aurores borZales

Gunnar Th—r J—hannesson, Professeur
Katr'n Anna Lund, Professeure
University of IcelandReykjav’k (Islande)

RZsumZPLes aurores borZales sont devenues un attrait majeur et un
moteur important pour 1Qindustrie du tourisme dOhiver en Islande et
dans les rZgions nordiques de la Scandinavie et de IOAmZrique du
Nord, et ce, meme si les itinZraires axZs sur les auroress tsmzal
difficiles ~ mettre en marchZ en raison du caractere |mprZVIS|bIe de
cellesci. Si les circuits consacrZs aux aurores borZales varient
beaucoup en matisre de structure et dOorganisation selon les conditions
sur le terrain, ils sont tous fondZslsunesme principe [Qinteraction

entre la noirceur et la lumiere. Dans cet article, nous nous pencherons
sur le r'™le et le sens de la noirceur dans les excursions axZes sur les
aurores borZales. Notre these centrale est la suibserte que la

noirceur sit un prZreqws pour assister aux aurores borZales, elle ne
doit pas etre envisagZe comme un aiplee passif " leur
manifestation, mais plut™t comme une matiere jouant une multitude de
r™Mles actifs pour fasonner |OexpZrience que procurent les aurores
borZales. Toute visite guidZe des aurores borZales est en partie
improvisZe en raison des circonstances particulisres entourant le
phZnomene, et cOest en IOabsence dOaurores borZales que |Oobscu
devient essentielle pour concevoir une expZrience igoerist
mZmorable. Ceci a pour effet de mettre un accent particulier sur le
guide, qui doit, pour ce faire, improviser afin de tirer gesfiqualitZs

de la noirceur. Son r™le est essentiel, car il consiste ~ dZployer une
panoplie de stratZgies pour orekesine expZrience positive ~ I0aide

de ces ZIZments, en |IQabsence dOaurores borZales. Nous retraceror
brievement deux exemples dOexcursions o le guide parvient ~ se
mettre au diapason de la noirceur pour crZer un paysage lumineux
singulier avec la cdltaation des touristes, leur faisant vivre de ce fait

une expZrience mZmorable.

Mots-clZs B Aurores borZales, noirceur, guides, paysage lumineux,
Islande, Norvege



La sombre extase de Guantinamo

Toby Heys, Professr
Directeur de la Schoof Digital Arts (SODA)
ManchesteMetropolitan UniversitfRoyaumJni)

RZsumZ B Cet article se penche sur les mZthodes de torture
sanctionnZes par |1Oftat que IOon fait subir aux personnes capturZes
sZquestrZes illZgalement dans le centre de ditéitéiva de la baie

de Guanttnamo, ~ Cuba, gZrZ depuis janider 2002 par IOarmZe
amZricaine. Il sOintZresse plus particulisrement ~ la violence exercZe pe
les ondes soniques dans la noirceur, lorsque le champ de vision des
dZtenus est occultZ pour accro’tre |QefficacitZ de la musique et du so
en tant quOinstnents de torture. Dans le noir absolu, le corps devient
une antenne, une subjectivitZ qui resoit et transmet des informations
sur IQaffect des ondes sonores. Lorsque la musique se transforme e
arme, les frontieres entre les spheres culturelle et milgait
brouillZes, amalgamant la noirceur des cellules, la stratZgie militaire e
les frZquences audio dans une cosmologie nouvelle de relations
insidieuses.

Mots-clZsP Torture sonore, domination par les ondes, le son comme
arme, le corpantenne, la stbre extase



LOZloignemende la lumisre
RZflexionssur une Zpistzme
de lOespactempset le designde la nature

DiegoG—me¥enegas;hercheudoctoral
HumboldtUniversityof Berlin
Berlin(Allemagne)

BirbaraBielitz
DesignemdZpendant&erlin(Allemagne)

RZsumZb CetessaprZsentegansun premiertemps,unerZflexion
conceptuellsur ce que nousavonsappelAine ZpistZmde |Oespace
temps et sur le designde la nature comme fason dOabordeia
dynamiquele IOobscuritfanslesrZgionsordiguesde la planste,en
avaneantjuela noirceumOesin fait rien dOautrguelOZloignemeshe

la lumiere. Dans un deuxi*metemps, ce texte est une fason de
prZsenteta discussioresthZtiquest la dZmarchertistiquequi sous
tendaite travaildesauteursorsquOitnt coneulQinstallatidRemoteness
ofLight prZsentZe& la Nordic House,” Reykjav’kdansle cadredela
confZrenc®ynamicgDarkness theNorth enfZvrier2015.

Mots-clZs D Noirceur,Zloignemendela lumisre, ZtudesnZdiatiques,
artsmZdiatiqueslesigreritique



Comparaison de/avec la noirceur

J—hannes Dagsson
Professeur associZ
Iceland Universityf the Arts
Reykjav’k (Islande)

RZsumZP Cet article emploie une approche narrative pour Ztudier
IOidZe de la noirceur en tant que construction culturelle. I| montre que
la noirceur en tant quOobjet de perception est construite socialement, ~
|Oaide du langage, de la crZation dOimages et sg€iemtes
sZmiotiques. La noirceur en tant que telle nOexiste dans notre univers
déeporience qud” travers des carathristiques qui sont toujours, ¢
moins jusqu®™ un certain point, construites " travers le langage ou
dDautres syst'mes de signes. Je mesurasin exemple tirZ de
|OGexpZrience sensorielle directe, et mOinspire de la mZtaphysique ¢
propriZtZs et des thZories de I'eschtique de la nature pour alimenter ce
rZcit.

Mot§-cIZsDConstructiogs culturelles, systemes sZmiotiques,
expZrience sengdle, mZtaphysique, esthZtique



Hof

Paul Landon
Professeyr 5 5 3
UniversitZ du QuzZbec ™ MontrZal (QuZbec)

RZsumZb Hof est une installation vidZo muette, en couleur et ~ canal
unique, coneue pour stre projetZe dans le coin dOune pisce sombre. La
sZquence dure 6 minutes 45 secondes et joue en boucle de fason
continueHof a ZtZ prZsentZe pour la premisre fois ~ la NordiseHo

" Reykjaik, dans le cadre de I0ZvZneyeramics of Darkness in the
North Quatrevingt diffZrentes prises de vue nocturnes dOune cour
intZrieure gin Hof ~ Berlin Ztaient projetZes dans une sZquence de
fondus encha’nzdof fait voir la transformiain, la nuit, de IOespace
urbain quotidien et familier en un lieu qui sOapparente au cinZma, os
sOexerce la fascination psychologique et physiologique que IOon ressen
en visionnant un film dans une salle obscure. Si la lumiere vive que
jettent les feneteedes blocs appartements rappelle I0Zcran lumineux du
cinZma, et que les points de vues quQelles offrent sur les logements
Zvoquent les prises de vue voyeuristes de films t&gajud/indow
(Fenetre sur coddfred Hitchcock, 1954), les photographieses

pour Hof nOont pas ZtZ mises en scene, et la sZquence est non
narrative. Les liens que pourront crZer les spectateurs avec des scenes
de film seront arbitraireseuxci sont conditionnZs par la noircBur

leur imagination se met ~ errer, et degaesdamilieres apparaissent.

La noirceur devient une obscuritZ cinZmatographique. Les rsves
deviennent des films.

Mots-clZsBVidZo, Berlin, voyeurisme, films, nuit, paysages urbains



Nuits blanches, troubles du sommeil

et pZchZ dangnsomnia (1997)

dOErik Skjoldbj%rg et son adaptation (2002)
par Christopher Nolan

Christiane Lahaie
Professeure 5
UniversitZ de Sherbrooke (QuZbec)

RZsumZb La dZpression saisonnisre et les troubles du sommeil
associZs " la nuit sans fin sont des phZnomenes bien connus. Ainsi,
dans les terres du soleil de minuit, toute recherche de la noirceur (et du
sommeil) doit tre envisagZe comme un probleme pratiqsedanai

le contexte fictionnel dOune Tuvre cinZmatographique, le jour et la nuit
se dotent forcZment dOune valeur symbolique, de sorte que la
recherche pragmatique du sommeil (et de la nuit artificielle) devient
aussi une quete Zperdue de |Ooubli, débculpabilitZ et du secret.
Dans cet article, deux versions du lfiisomnigOoriginal [1997Fd®
Skjoldbj¥arg et IOadaptation [2002] de Christopher Nolan) sont ZtudiZes
afin de montrer que la crZation dOespage atempotelfait de
|IOabsence rdmue de la nuit un vaste purgatoire blanc, oe les
CpZchZg& remontent inZvitablement ~ la surface.

Mots-clZsPSoleil de minuit, nord, purgatoire, insomnie, Erik
Skjoldbj%¥arg, Christopher Nolan, film



De la lumiere " la noirceur D
Visualiser les aurores borZales
de I0expZdition danoise en Islande (18B300)

Elsa Brander, PhD
Aalborg University (Danemark)

RZsumZb LOobjectif de ces recherches est dOexaminer le travail de
Harald Moltke (1871960), qui a peint, entre juillet 1899 et avril 1900,

19 tableaux dOaurores borZales dans le village dOAkureyri, en Islande
En raison des difficultZs techniques quOentra’neisda de
photographies en couleurs de ces phZnomenes, [OInstitut
mZtZorologique danois a embauchZ Moltke en tant quQartiste officiel de
|OexpZdition danoise de 488® en Islande. Cet article se base sur
deux dessins dOobservation rZalisZs par |Qarisies ade cette
pZriode. La plupadesrecherches sur les peintures de Moltke se
concentrent sur ses habiletZs artistiques, ce qui a pour effet de
minimiser sa mission principala reprZsentation scientifique dOun
phZnomene mZtZorologique. Ses dessimide fruit dOheures entieres
dOobservation de diffZrents types dOaurores et sont donc le rZsultat
dOune pratique scientifique. En analysant le travail de Moltke, nous
souhaitons Ztudier les techniques de reprZsentation employZes dans ses
dessins des mues, les modalitZs de production du savoir mobilisZes

et les rapports entre la pratique de |Qart et celle de la science dont ils
tZmoignent. Enfin, cette recherche montrera comment |Oluvre de
Moltke a servi ~ diffuser les connaissances sur le phZnoesene d
aurores et a contribuZ ~ sa comprZhension.

Mots-clZsDExpZdition scientifique, aurores borZales, phZnomene des
aurores, observation des aurores, pratiques scientifiques, Akureyri,
artiste voyageur, dessin, visualisation



Projections nocturnes .
Le spectacle lumineux @hagique E de Ciril Jazbec

Batia Boe Stolar 5
ProfesserassociZe
Lakehead Universifyhunder Bay (Canada)

RZsumZ B La photographie, par sa nature, nous immerge dans
|Ointeraction dynamique entre lumiere et ombre, rZsultant en un
mZdium visuel qui interroge et dZfie le dualisme quOil incarne. AnalysZ
de maniere critique, la photogragien tant que performance et

objet concretb fait figure de mZtaphore pour dZconstruire ce
dualisme. Dans cet article, |Qauteure analyse la reprZsentation dO
Zvenement @agiqu& qui a eu lieu ~ Uummannag, soit la
prZsentation dOun film projetZ sur un iceberg. Le photographe Ciril
Jabec, alors en mission pour documenter les effets des changements
climatiques sur le mode de vie traditionnel dans les rZgions du
Groenland situZes pres du niveau de la mer, a ZtZ tZmoin de cette
projection extZrieure impromptue organisZe pour les rZsidents
foyer pour enfants dODUummannaq. La description et les photographies
de 10ZvZnement quQil en a tirZes, paruesNdtnrale Geographic
illustrent le croisement entre la tradition et la modernitZ, la nature et la
technologie, ainsi quéentre lesresiltautochtones et occidentales.
SOappuyant sur les thZories postcoloniales et celles de la photographi
|Oauteure analyse des reprZsentations visuelles contemporaines ds
peuples autochtones et les performances photographiques dans le
Nord.

Mots-clZsBPhotographie, portraits autochtones, Groenland,
postcolonialisme, dualisme



L’heure bleue du nord mystique

Monique Durand

Auteure, journaliste et contributrice
Groupe de recherche sur IOZcritureaittdre
(GRfNOC), Septles (QuZbec)

Résumé D La noirceur nQest pas la nuit. COest IOheure bleue qui
sQOinstalle quand IOembrasement du jour sOZteint, laissant une lueur ble
mauve subsister sur IOhorizon. COest IOheure bleue, que certain:
surnomment [®heure divife La littZrature sur le Nord gjdows ZtZ
empreinte de 10idZe que IOheure bleue est ce moment oe les etres
humains sOZlsvent pour atteindre ce qui leur para’t stre un brin
dOzternitZ. COest un moment de contemplation et dOintrospection. Et
les Zcrivains de la GNded nOy Zchappent pgaiscOest de cela que

nous parlons icice souffle mystique qui enveloppe tous ceux qui ont
Zcrit dans ou sur le Nord. Il y a bien un mysticisme nordique, une
sorte de dZvotion " 10idZe meme du Nord, tout comme celles
consacrZes au dZsert ou " la mete @sfsticitZ nordique est tangible

dans la littZrature quZbZcoise et sOincarne ~ foison dans les choix
linguistiques des auteurs et les atmospheres quQils crZent. Gabrielle
Roy, une grande Zcrivaine canadienne francophoxesikle, et les

poetes innusRita Mestokosho et JosZphine Bacon, ont toutes trois
Zcrit des passages fulgurants sur IOheure bleue.

Mots-clés D Heure bleue, Nord du Qqueg, auteurs innus, postes
innus, mysticisme nordique, littZrature quZbZcoise, littZrature nord
c™tiere, Gabriell®iR Rita Mestokosho, JosZphine Bacon
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Introduction in French

Introduction
La noirceur, un puissant signe d
|Oimaginaire diNord

Daniel ChartieKatr'n Anna Lund
etGunnar Th—r J—hannesson

Le QNordE estun espaceomplexeet pourtant souvent
simplifiZ dans les reprZsentat;onemposZ de rZalitZs
physiques, culturelles et sZmlologldedement dZfini et
marquZ par les discours extZrieurs, dZfini selon des
mZthodologies qui appellent IOinvention de nZolagismes
septentrionisraeticistnidea of NofttborZalisingnaginaire

1 Daniel Chartier aimerait remercier Marie MumsZses recherches
prZliminaires qui lui ont permis de rZdiger cette partie de IQintroduction. Une
version ultZrieure et plus longue de cette partie est publiZe dans la revue
Deshimsous le titre IGa noirceur, un signe de IOimaginaire dufNord

2 estravaux de IQUniversitZ de Lille des le tournant slec®d proposaient

cette notion, entre IQesthZtsni®histoire. Voir par exemple Nord,

latitudes imaginditesique Dubar et Jedharc Mourddir.], Villeneuve

dOAscq, Presses de IOUmvesitlede-GaulleLille 3, coll. ©L3 Travaux

et recherchds, 2000, 490

3 CQest le terme parfois utilisZ par les chercheurs norvZgiens, dont Henning
Howlid W34rp et ses collegues. Voir par exefrnia Ryall, Johan

Schimanski et Henning Howlid W3@#irctic Discourses: An

IntroductionE, Anka Ryall, Johan Schimanski et Henning Howlid W%4rp [dir.],
Arctic Discourddmswcastle upon Tyne, Cambridge Scholars Publishing, 2010,
P. iX-XXii.

Chartier, D.Lund, K.A. and J—hannesson, G.T. (ZDiatpduction.La noirceur,

un puissant signe de IQimaginaire duBiomarknes$he Dynamics of Darkness in the
North edsD. Chartier, K.A. Lundnd G.TJ—hannesson, MontrZal and Reykjav'k:
Imaginairg¢ Nord andLand og fet amzlafr¥istofa/ Research Centre in Geography
and Tourism at thdniversity of Icelanfisberg), pp233-46.



INTRODUCTION IN FRENCH

du Nor®l nordicitZt bien dOautré3es perspectivagyi se
superposent et se rejoignent ~ la fois, peambain point

de vue variZ et richeour comprendre kubtileinteraction
entre le rapport interne et externe de perception du Nord,
mais aussi pour renversear une @complexificatio&
culturellela simplificatiomistorique de cesprZsentations.

Ce processus nZcessite analyse des composantes, des

4 Selon la formule utilisZe par le musicien canadien Glenn Gewsdrla

essai musical et radiophoni§uéitude TriolagyorcZ des 1967 par un volet

sur 0he Idea of NorttE, formule souvent reprise par la suite, notamment
dans le cZlsbre essai pour la littZraamadiennanglaise de

SherilE. Grace Canada ane tlilea of NgmithontrZal et Kingston, McGill
QueenOs University Press, 200p, 341

5 La formule est utilisZe en 2007 par IQessayiste norvZgien Kjartan Fl¢ gstad
dans son essai socioesthZtique sur le SvalbardPptaatfi¢maduit en

franeais sous liitre : Pyramiden. Portrait dOune utopie akrdeslohriZs

Sud, coll. BventureE, 2009, 176), mais elle est transformZe en une
rZflexion sur |OesthZtique des reprZsentations europZennes sur le Nord par
Sylvain Briens, notamment dans |I0exkeriteriro quOil a dirigZ sur cette
question en 2016 dfsides germanjoues’ 1, i 2, avrifjuin 2016.

6 COest sur cette notion que se base cet article, notion notamment exposZe
dans Daniel Charti€puOe=t que IOimaginaire du Nord ZZBmiquiges

MontrZal et Harstad, Imaginaire | Nord et Arctic Arts Summit, 2018, 156

Ce livre a fait IOobjet dOZditions et de traductions en 15 des langues du Nord
voir https://nord.ugam.ca/projet/traduirpublieretdiffuseren15langues
du-nord-questcequelimaginairelu-nord (consultZ le 28 janvier 2021).

7CQest I" 1Oun des nombreux nZologismes inventZs par le gZographe et
linguiste quZbZcois LeEgmond Hamelin pour enrichir la langue franeaise
dOun vocabulaire qui lui permettrait de comprendregiexitZ du monde

froid. Selon Hamelin, la nordicitZ renvoie tant au Nord, " la haute montagne
qud” 10Arctique. Pour la saison hivernale, coneue comnudio/C
temporaireg, il a forgZ le terme bi@nitZE. De nombreux mots inventZs

par Hameh font aujourdOhui partie du vocabulaire courant, et plusieurs ont
ZtZ traduits dans les principales langues de |QOespace circumpolaire. Voir
notamment son testament intellectualnordicitZ du QuZhethec, Presses

de IOUniversitZ du QuZbec, 2014.14

8 Comme |Oa brillamment dZmontrZ Odile-BarsisZ dans son articidlC

y a tant de nords dans ¢@ RmulZmatiques de la dZlimitation et de
IOindZlimitation dans IOZtude de IQimaginaire segiddnaiaChartier,

Helge Vidar Holm, Chtal Savoie et Margery Vibe Skagen [eioftieres.

Actes du colloque qu@bZgpdtontrZal et Bergen, Imaginaire | Nord et
DZpartement des langues Ztrangeres de IOUniversitZ de Berggrergal). C
2017, p165186.
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LA NOIRCEUR, UN PUISSANT SIGNE DE LOIMAGINAIRE DU NORD

signes, des mythemedu chromatisme, des schZmas
narratifs, brefdesvecteurs qui composent ce vaste systeme
de signe quOest IOimaginaire du Nord, signes interreliZs e
souvent issus de traditions culturelles anciennvesiZes
comme cOest ici le cas pougnkirceurE associZe ~ la
dZfinition du Nord.

L@&nalyse deensionset effetsdu signe de lan@irceurE
dans le cadre de IOimaginaire du Nord sOinsteicddres
d@ne recherche dOn tente collectivement de rZporalre
dZfi intellectuel de rendre le N@dfinitoiré E, meme sOil
sOagit Gknconstater ds emprunts™ dOautres espaces
culturels. AinsrZflZchir au froid, au silence, " la blancheur,
" la neige, " IOhiver, " la glicet " bien dOautres signes et
pratiques de IOespace circumpdaimgermet dOamorcer
une rZflexion sur les composanteseiémaginaire et sur
sa contribution culturelle.

La CnoirceurEsQinscrit ~ la fois dans un systeme de signes
et dans un rapport gZographidada rZalitZ physicgoasZ

sur les observations de la luminositZ, " la jonction de
diffZrents modes dOappr&iven du rZel La noirceur
renvoie Zgalement "~ des traditions diverses dont
|IOaccumulation des reprZsentations, des discours et de
fuvres a fini parla transformer en esthZtique et en lieu
commun Enfin, cettenoirceur forme avec la blancheur un
couple d@position et de tension puissant, qui donne aux
discours qui y renveoieun caractereigoureux CsZriewk,
parfois moral, tendanguelquefois vers [0absolu et
|Gabstraction.

9 LouisEdmond Hamelin, Ela rencontre du Nord et du SESapaux
Diamanjse 56, Au nord du NorcE, hiver 1999, 19.
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La noirceur : dZfinitions, composantes
et valeurs morales

DZfinir la noirceur sOapparente impossiblesxercice de
style dans lequel il faudtaitit ~ la foisdZfinir IOabsence, le
nZant, |Oabsolu

La perception de la noirceur varie selon la situation
dOZnonciaticcDestdire selonque 1O0Znonciation vierte
ceux et celles qui vivent dans le Nmrddeceuxet celles
qui, de 10extZrieur ~ calyi IOimaginent, puis parfois le
visitent. La noirceur varagussiselon quOon la considere
comme un pthom-ne de la physique ou dans son rapport
" une intZrioritAl voire™ une transcendande humaine.
La noirceur estlle uniforme? Esllle semblable selon les
saisons, les climats, les cultures? Sa perceptigreliarie
selon les croyances religieuses, les Zpoques, les classes
sociales, IOappartenance culturelle, les genres? La@oirceur
situe dans un systme de valeurs symboliques oe les
couleurs se voient associZes " des significations, inscrites
dans un rappore$ unes avec les autres. Dans-agliai
noirceur est souvent pereue dans son opposition ~ la
blancheur, qui souvent signifie la lumiere, la puretZ, la vie
N et qui renvoie donc la noirceuses inverses, soit une
privation de la lumiere, de la puretdle la vie. Comme
tout couple dOopposition, noirceur et blancheur se rZvelent
souvent insZparables, ce qui rend plus nuancZe IQassociation
entre le Nord et la noirceur, puisquOavec cette derniere vient
toujours la lumiere.

Depuis IOAntiquitZ, la noircgarte et reprZsente une
valeur moraleyoire religieuseeommele veut la tradition
chrZtienne venue de la MZditefe et qui influence en
grande part la conception de 10idZe du Nord et des
territoires circumpolaires. La variation plus grande entre le
jour estival et la nuit hivernale dans le Nord induit une
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association, volontiers exagZrZe par les disdfus,
gradient de valeurs, qui se manifeste diass
reprZsentations de la nuit Zterngliefixe le rapport entre
Nord et noirceur.

La dZfinitionde la Q@oirceurui donne ~ la fois un sens
propre et un sens figuqli tradwsen cet hZritagelesens

propre estiZ au chromatismée figurZ "~ la morale. Au

sens propre, le mot signifie ce qui est noir; par extension,
IOobscuritZ. Au sens figilidZsigne le caractere mZchant et
perfide; 10Ztat de ce qui est assombri par la tristesse ou |
mZlancolie; ce qui est inquiZtant et menaeant. Ce glissement
sZmantique vers le sens figurZ a conduit ~ donner " la
couleur noire des valeurs nZgatives,iAssogu motle

mal, la tristesse, la menace.

Le lien entre la noirceur nordiquecelleintZrieure des
habitantsdu Nord sOappuie sur la thZorie des humeurs et
celledes climatsToutes deux affirment la pertinence dOun
rapport delOetre humaihson nilieu naturel et 1Qinfluence
que la nature exerce sux Des le Bsiecle avant 4@
chrZtienne Hippocrate suggZrdexistenceudOrapport
entre la rudesse des climats montagneux et la complexion
la difficultZ du terrain expliquait pour Iui capacitZ
dOendurance, de courage et de force de ceux aenilviv

LOopposition entre le Nord physique et le Sud spieie|
entre le Nord inerte et le Sud senstedleentre le Nord
viril et le Sud fZminisZ se retroivéans la thZorie des
climats telle quOexposZe par GermaBia'tiau dZbut du
1% siecle Cette thZorie€ontinue par certains aspects "
influencer la perception gZnZrale des sociZtZs nordiques

10 HippocrateAirs, eaux, liedkXIV, 2, Paris, Les Belles Lettres, 1996,
tome2, partie?, p.244245.
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La noirceur et la lumiére comme couple symbolique

Les origines de la signification de la noirceur nous
rappellent I'impossibilité de la concevoir sans son double et
son contraire : la blancheur et la lumiere. En réalité, il
faudrait en toute circonstance plutot patler du couple
sémiotique de la noirceur et de la lumicre pour interpréter
les représentations et comprendre le sens puissant qui s’en
dégage.

Le rapport qui existe entre Nord et noirceur est tout aussi
ancien que celui qui unit Nord et blancheur: ce double
rapport perdure dans les ceuvres contemporaines comme
une oscillation qui renforce l'association et, parfois, la
renverse tout a la fois. Les évolutions de ce couple
sémiotique, ses mutations et ses tensions font état de la
richesse et de la polysémie symbolique des représentations
possibles dans le rapport de I’étre humain au Nord et a
I'Arctique. Celles-ci touchent tant a la fatalité de la variation
de la lumiere dans I'espace géographique septentrional (de
plus en plus marquée a mesure quon monte vers le pole)
qua des connotations intimes et morales, qui se
rapprochent de Tlidentité personnelle et collective.
L’association entre les observations physiques et matérielles
et une quéte intérieure, voire transcendante, de recherche
de soi, de son identité, de pureté, d’abstraction et d’absolu
qui caractérise la montée vers le Nord, cette association fait
écho a 'ambiguité fondamentale du couple sémiotique de la
noirceur et de la lumiere dans 'imaginaire du Nord comme
systtme de signes abstrait, mais tout de méme inspiré et
ancré dans le réel.
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Les dfets de la noirceur

La noirceur provoque |OZmotion et cause des effets
psychologiquesommela peur, I0angoisse ou IOimpression
dOun manque. Elle conduit par consZquent ~ des
transformations personnelles pr extension, sociales et
esthZtiques. Le ciel de la nuit noiten&dtre I0Zmotiota
noirceur absolue dZclenche des idZes et des perceptions
nouvelles, hors du jour et du brouhaha de IQactivitZ
guotidienne, et elle renvoie au silence et ~ la solitude, deux
autres composantes fondamentales de I0imaginaire du Nord

Au terme du regne de la noirceur se pointe ensuite celui du
retour de la lumiere. Avec lui, se rZalise une mZtamorphose,
comme si le passage de la nuit Ztait une Zpreuve initiatique
qui renforeait et changeait, de IQintZrieur, les personnes qu
ont pu faie face ~ IQobscuritZ, au vide, au retour vers leurs
peurs et leurs angoisses enfouies au fond de leur passZ.

DOun point de vue esthZtiqgue, dans les productions
culturelles et littZraires, la noirceur du monde ambiant se
reflste dans la psychologie desspenages et vieersa

on peut donc parler dOun proces@mypﬁﬂag& cOest

dire une prolectlon des qualltZs du paysage ou dOune
atmosphere ~ un stre vivant et ~ son Zmotion. COest ainsi,
par cette transposition au moyen dOun procZdZ thtorique‘
que le phZnomene de 10irrZgularitZ saisonniere de la lumiere
diurne dans le Nord se transforme en effet esthZtique qui "
son tour produit du sens et, par extension, arrive ~ intZgrer
un systeme de sigpeelui de I0imaginaire du Nord.

Une histoire de la mirceur nordique
Historiquement, le systeme symbolique du Nord associe ce
dernier ~ la vacuitZ et ~ la blanchélwutefois, le rZgime

dOalternance entre le jour estival et la nuit hipeompaes
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IOGespace circumpolaire induit 10idZe dOun couple dOopposZs,
la blancheur Zblouissante et la nuit longue, toutes deux
composantes du Nord. Cette opposition duelle a des
racines historiques et sOappuie sur une observation de la
rZalitZ gZographique de laorgnaiselle sOest Zgalement
transmut en valeurs morales, en liens dOappartenance et

en une valorisation de |Oadaptation ~ la noirceur comme
ancrage identitaire nordique.

LOadaptation " la noirceur rZvele un sens du courage, de
IOinvention et de lasfivitZ qui est remarquZ et valorisZ

par les voyageurs, qui en font parfois un critere dOadhZsion
et dOidentitZ au Nord. Apprendre " vivre dans le noir, " lire
les signes de la noirceur, " transformer IOespace sombre en
thZ%otre de lumiere devient ainsi pnocessus
dOapprentissage et dOaffirniétivoire de victoird qui

dZnote la force et induit une validation de IOidentitZ des
vZritableabitants du Nord.

Cette adaptation peut sOeffectuer de deux masvites
faisantde la noirceur un lidisbleos IOon peut arriver ~ se
repZrer et "~ habitesoit en crZant déa lumisre dans
|IOespace sombre du Nord, " la fois ~ IQOextZrieur, notamment
par |Oart dOZclairer les, @tlésOintZrieur des habitations.
Pour les Nordiques, IOusage intZrieuZ teingsibtil de la
lumisre permet de crZer un mode de confort, dOintimitZ et
de vie au chromatisme chaud, une oasis de lumiere et de
chaleur au milieu dOun monde extZrieur marqei#qidr |

le silence, la noirceur et les couleurs blanche et bleue.

La noirceur comme renversement

La valorisation de la noirceur dans un contexte nordique
conduit = un renversement des positivitZs dans le couple
dOopposition entre jour et nuit qui ne se fait pas sans un
bouleversement de 1I0ordre moral, esthZtique et identitaire,
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de IOextZrieur comme@imtZrieur du Nord. Dans certains
cas, cela permet une dZconstruction des lieux communs de
IOimaginaire du Nord et une reformulation nuancZe des
rapports de force dans les reprZsentations culturelles et
sociales.

La noirceur est une donnZe gZographigiNord et par le

biais des discours sociaux et culturels, et donc, par celui de
IOimaginairelle estevenue IOun des signes gardiest
reprZsentZ le Nord de IQextZrieur, maisradssceuypar
lesques les cultures du Nord se dZfinissentrgpport au

reste du monde.

La noirceur peut aussi ctre persue comme I0un des
stZrZotypes d@undes prZconceptions du Noelleporte
alorsune lourde valeur morale (liZze " I0absence de vie, au»
missres et aux souffrances) et parfois, politique (liZe a
colonialisme, " la mise sous silence, " IOignorance de IQautre
Certains artistes et Zcrivains nordiques cherchent ainsi
sOen distaeg soit en tentant dOinverser le p™le des valeurs
nZgatives qw y sont liZes, soiagnamsformant en un trait
identitaire qui sOen trouve valorisZ. Comme dans tous les ca
de renversement de stZrZotype, ce geste a un double
tranchant il dZplace certes la signification du lieu commun,
mais il renforce en meme temps son association obligZe
avec |Oimaginaire dansdkitjsOinscrit.

* * %

Plus haut, nous avons abordZ la dZfinition du concept de
Cnoirceur nordiqug, qui fait IOobjet de cet ouvrage. Les dix
chapitres qui suivent examinent chacun "~ sa faeon les
dynamiques engendrZes par la noirceur. Les contributeurs
sont issus de disciplines varigessciences sociales, en

11 Cette partie a ZtZ tvite de IOanglais au franeais par Luba Markovskaia.
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sciences humaines et en arts, couvrant de ce fait un large
Zventail dOapproches et de perspectives culturelles. ftant
donnZ le sujet, il est intZressant de noter que la plupart des
chapitres sOintZressent ~ la lumiere et ~ swadtibn avec
|OobscuritZ sous diffZrentes formes. Ceci permet de
souligner que la noirceur et la luminositZ ne sont pas
simplement des p™les opposZs, mais composent au
contraire une dynamique complexe que IQon Zprouve et
ressent. Ensemble, ces contrimgtidclairent le sens de la
noirceur, IOusage quOon en fait, sa place et son r™le dans la
vision du monde de diffZrentes cultures, la lutte scientifique
contre IOobscuritZ, et les consZquences de ces interactions
sur les vies humaines et sur la comprZhetesisoi et de

|Oautre. Ce livre se penche en particulier sur la noirceur dans
un contexte nordique. La plupart des chapitres explorent les
nglons arctiques et subarctiques, mais certains sOintZressent
Zgalement des zones situZes plus au sud. Cequentr

la fluiditZ des rapports entre le Nord et le Sud contribue
fasonner le Nord et ses imaginaires de manisres multiples.

Judy Sparks Ztudie I0expZrience incarnZe de IQinteraction
entre la lumiere et la noirceur. Elle avance que plut™t que de
la voircomme une absence de lumiere, il conviendrait de
concevoir 1OobscuritZ comme la tombZe de la nuit, ou
encore comme une Ztape dans une sZquence naturelle de
variations de luminositZ. La transition entre le jour et la nuit
est indissociable de notre existeoarporelle, et Sparks
explore le potentiel de la noirceur " dicter notre expZrience
Cdu monde et de nousemesE. Elle convoque le concept
bouddhiste de vacuitZ pour examiner la fason dont la
noirceur peut crZer des formes alternatives dOexpZrience du
soi et de son rapport au monde.

DOune manisre connexe, mais dans un contexte diffZrent,
Gunnar Th—r J—hannesson et Katr'n Anna Lund explorent
le sens de la noirceur dans la vision occidentale du monde.
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s sOintZressent aussi ~ la fason dont, dans saotione

avec la lumiere, elle permet de crZer des expZriences
touristigues mZmorables dans le Nord. Se penchant sur les
itinZraires axZs sur les aurores borZales, ils avancent que si
noirceur est nZcessaire pour apercevoir-aellese sOagit

pas di arriereplan neutre, mais bien dOune entitZ active,
qui remplit diffZrentes fonctions dans IOexpZrience. Le r™|g
et la signification de la noirceur deviennent essentiels
lorsque les aurores ne sont pas au remdsz COest le
moment o le guide doit jmoviser et sOharmoniser au
rythme de la noirceur afin de crZer un paysage lumineux
atmosphZrique enltaboration avec les touristes.

Entre le tourisme des aurores borZales et le confinement de
Guantfnamo, il y a tout un monde. Mais IOexpZrience
corporele de la noirceur est au clur meme du chapitre de
Toby Heys sur les mZthodes de torture sonore employZes
contre les dZtenus. Il donne un exemple marquant de la
signification de l'obscuritZ et de ses effets sur la perception
sensorielle des etres humairissiagque de leur expZrience

du corps en lien avec IOenvironnement. Un ZIZment de la
torture sonore consiste "~ abolir le champ de vision afin
dOamplifier IOimpact de la musique et du bruit sur le dZtent
Le chapitre de Heys souligne ~ quel point la noipsaudr
sOexercer comme une force servant ~ brouiller les frontieres
entre la sphere culturelle de la musique et les stratZgies
militaires, pour donner lieu ~ une nouvelle cosmologie,
sombre et troublante, tissZe de relations insidieuses.

Les deux chapitresiivants portent sur les manisres dont la
noirceur a ZtZ construite et formulZe. On peut des lors
avancer que la fason dont nous Zprouvons IQobscuritZ est al
moins jusqu®~ un certain point issue du design. Dans leur
chapitre, Diego G—méenegas et Barlaar Bielitz
rZflZchissent ~ ce quQils appellent I0ZpistZme de 10espa
temps et le design de la nature, proposant I0idZe que I
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noirceur nOest que 10ZIoignement ou IOabsence de la lumisre.
Leur argument se fonde sur leur installation artistique
RemotenessLight prZsentZe ~ Reykjavk en 2015, qui
consistait ~ dZplacer des rayons de soleil de Santiago, au
Chili, vers le nord, =~ Reykjav'k. Le point de vue
ZpistZmologique des auteurs est que la noircenstiaZ;

les stres humains ~ contempler le monde, plifelopper

des idZes, des thZories strdedsles basZs sur cellE.

Dans son chapitre, J—hannes Dagssopase sur des
observations plus personnelles et empiriques pour rZflZchir

" la signification de la noirceur qui, selon lui, se construit ~
travers le langage, la fabrication dOimages et dOautres
systemes de signes. Ainsi, I0expZrience de |OobseuritZ pas
par les particularitZs de la langue, de la thZorie ou de la
pensZe abstraite. Notre perception de la noirceur est unique
et nOest pas la meme qle irceur elleneme ou la
noirceur coneue comme Ztant partout idenfueour
Dagsson, cependant, wdest pas seulement une question
dOeponence mais aussi de la manifestation dOune rZalitZ
Zmergente, cGesdire la fason dont nous crZons des
reprZsetations uniques de I0obscuritZ.

Danssonchapitre, Paul Landon dZcrit son install&tizi

Ce courttexte se rapporte aux autres chapitres dans la
mesure os il sOintZresse aux effets de la noirceur et de la
lumiere que prZsentait [Oluvre. LOinstallation Ztait une vidZo
muette en couleur et " canal unique dOune durZe de 6
minutes 45, montrant 80 diffZest prises de vue
nocturnes dOune cour intZrieure berlinoise. Landon explique
que Hof prZsente une rZflexion sur le caractere
cinZmatographique de la noircetlraine, qui en fait une
condition de visionnement, mais aussi un dispositif
diZgZtigue permettantde saisir et de narrer un
environnement quotidien. La lumiere vive que jettent les
fenetres des blocs appartements rappelle I0Zcran lumineux
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du cinéma, et les points de vue qu’elles offrent sur les
logements évoquent les prises de vue voyeuristes de films
populaires classiques comme récents. Hof invitait aussi les
spectateurs a créer leurs propres liens, les invitant a faire
preuve d’imagination et a « s’aventurer hors du cadre » pour
entrapercevoir des sceénes de la vie des autres.

Dans le chapitre suivant, Christiane ILahaie s’intéresse
également aux interactions cinématographiques entre
noirceur et lumicre, plus particulicrement dans le film
Insomnia’abord sorti en 1997, puis adapté a nouveau en
2002. Elle y étudie la signification symbolique du jour et de
la nuit et avance que I'absence de nuit, et donc de noirceur,
au commencement de 1’été dans le Nord, donne lieu 2 un
espace blanc évoquant le purgatoire. Selon elle, « les nuits
blanches du Nord peuvent étre lues comme un espace
métaphorique, un lieu hors temps qui n’est ni enfer ni
paradis », mais plutot une zone d’entre-deux ou liminaire,
ou 'on doit composer avec ses « péchés ».

Dans son chapitre, Elsa Brander aborde le travail de Harold
Moltke, artiste officiel de 'expédition danoise de 1899-1900
en Islande, au cours de laquelle il a peint 19 tableaux
d’aurores boréales. Tandis que les travaux sur Moltke ont
jusqu’ici porté sur ses habiletés artistiques, Brander étudie
son travail en tant que pratique scientifique, employant le
concept de Vision avepgiei consiste a éliminer toute
intervention subjective. Pour ce faire, elle examine deux des
25 dessins d’observation de Moltke, quil a employés
comme prototypes pour créer ses huiles sur toile. Le dessin
d’observation est une facon de circonscrire des événements
réels. Les croquis de Moltke sont particulicrement bien
détaillés, y compris en ce qui a trait au positionnement des
¢toiles et des constellations, ainsi qu’aux formes sous
lesquelles se manifestent les différentes aurores boréales.
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Ainsi, ils constituent un exemple fascinant du
chevauchement entre les arts et la science.

Batia Boe Stolar se penche aussi sur les reprZsentations du
Nord, avec un intZret particulier pour la production et la
reproduction  dOimages  stZrZotypZes des peuples
autochtones dans IOArctique, en politique, en science, en
littZrature, et en arts. Stolar analyse deux cas dOexpositions
photographiques, un livre détariet un dossier paru dans
la revueNational Geograpéictant quOexemples du regard
impZrialiste posZ sulQ@utré. Si les photographes visaient
sensibiliser le public aux changements -climatiques
menasant les peuples et les cultures, ils onnoif@mneu
recours -~ des images quifo@ Zcho au contexte
colonialiste de IOArctigue et ~ la photographie
ethnographiquE. Dans les photos analysZes, la noirceur
occupe une place de choix et sert ~ accro’tre le sentiment de
vulnZrabilitZ et de perte pdielte. Elle @Zfamiliarise les
activitZs du quotididh et @cele les relents impZrialides

Le dernier chapitre est trepropos pour clore cet ouvrage.
Dans Q@Oheure bleue du Nord mystiueMonique
Durand nous rappelle le r™Mle fondamentalra®rceur et

sa signification dans la vie de nombreuses personnes vivant
dans le Nord. I noirceur nOest pas la nuit. COest IOheure
bleue qui sOinstalle quand IOembrasement du jour sOZteint,
laissant une lueur bimauve subsister sur IOhorizon
Zcri-elle.LOheure bleue astmoment de contemplation et
dOintrospectipet Durand explore ses figurations dans le
travail de quelques Zcrivaines de laMNDitejuZbZcoise.
LOheure bleue est associZe ~sonff mysthuE un
mysticisme nordique qlelprZsentane sorte de dZvotion

IOidZe meme du Noed qui Zclaire |Qinteraction entre la
lumiere, 1OobscuritZ, le territoire aride ahst@iE et les
peuples du Nord.
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Handan jal ra
Myrkur og s’breytilegt fI34 i

Judy Spark

Moray College

University of the Highland and Islands
Elgin (Bretland)

otdrttur B Folk 4 Vesturlondum hefur tilhneigingu til al bagja fra
sér myrkrinu me! rafmagnsljosum. Néttina upplifa borgarbiar al
mestu sem gulleita gétul"singu og myrkri! er sjaldan e! a aldrei stor
#attur 1 reynsluheimi #eirra. 1 storborg eru myrkurstundirnar gjarnan
orsok 6tta, annal hvort vil myrkril sjalft el a al rar manneskjur. $essi
kafli kannar birtu 4 not! urslé! um og minnkandi birtustig { #vi skyni
al athuga hvort setja megi fram hugsanlegan annars konar skilning 4
myrkri. Eg mun fyrst gera grein fyrir eigin reynslu minni af myrkri og
setja eitt #eirra tilvika sil an { samhengi vi! hugmynd Maurice Metleau-
Ponty um holdi #ar sem samkvemt kenninguni um likamlega reynslu
vitl ist #a! fela i sér a! haegt sé a! komast hjd #vi a! lita 4 myrkri! sem
einhvern veginn o6skylt fyritbari, ba!i 6skylt birtunni og okkur
sjalfum. Al #eirri ni! ursté! u fenginni a! lita megi svo 4 al myrkri! sé
eitthval meira en aleins sérstakt birtustig el a fjarvist ljoss, sem
ma! urinn er undirorpinn, mun ég silan sko!a buddiska fyrirbeari!
tomarum og hvort #a! geti skipt mali { tengslum okkar vi! myrkri!
gegnum hefi sitt til al endurspegla hvernig samband manns og heims
skarast.

Lykilor! BMyrkur, reynsla, likamlegt, hold, tdmarim, buddismi
|
!



Fer! inn’ myrkri!
Al hitta ¥ nor urlj—sin
|

Gunnar Th—r J—hannesson
Katr'n Anna Lund
Hisk—Ii éslands, Reykjav’k

otdrittur B Nor!url—sin eru dn eitt helsta !alrittarafl og
megiri fttur " " r—un vetrarfeamennsku ¥ éslandi og nyrstu su¥a
Skandinav’'u og Nbur-Amer’ku, og a "—tt'al sZ mikittskorun &
gera ndrurlj—safeir eftirs—knarier" ar sem —gerlegt ertiyggja

a markmi "eirra ntist#ritt fyrir & nod url—safeir sZu af msrgu
mismunandi tagi hvavat ar form og umboenabyggjd’ %r allar
sama grunnf,.e. samspili |—ss oghkuss. & essum kafla er sk—num
beint & hlutverki og merkingu myrkurs * horj—safeam. Vi
teljum & "— lamyrkrl sZ nausynleg forsendaess h sjt norurlj—s
Yatti ekki B I'ta '@ sem —virkan bakgrurerra heldur %atti fremur
al skd a"a sem fyirb%ari sem gegnir virku og margv’slegu hlutverki ’
upplifun not urlj—safeanna. SZrhver narlj—saferer —vissufer
um hvort"au sjtist og éfau gerda ekki skiptir myrkvi mestu mili

" tengslum Vi d gera fdrina samtlaminnisvelrri upplifun.#ama er
hlutverk ldisS§gumanns afgerandi 'av’ leyti & "a vel ur hlutverk
hans & draga fram allt himarkvera sem myrkiri hefur upp 1!a
bj-La. Hlutverk hans felstt '"v' d flZtta saman margv’slégatti
sem tengjast myrkri og birtuspili og"afinigal b%ta upp fjarveru
nor url—sanna sjtlfra. HZr!uersagt frt tveimur d¥%mum af
nor url—safeum "ar sem lésSgumanninum t—kst eakapa
eftirminnilega reynslu af myrkrinu og boea til eins konar
birtuspilsstemmningu mé ftttSku fet amannanna og skiteky3kri
upplifun cer nburlj—safer'— kanor urlj—sin sjtlf hafi ekki ddna
himni.

Lykilor! B Nor! urlj—s, myrkur, !lssgumenn, birtuspil, ésland,
Noregur
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Svartur s¥luhrollur * Guantfnamdl—a

Toby Heys
Manchester Metropolitan UnivergByetland)

otdrittur DaSvartur s¥luhrollut véuanttnamdé—aO beinir si—num

a hljLpyntingart¥skni sem opinbetiilar 1fta Vigangast og ndtu

er ¥ —ISglega fandelda-lk sem haldier * fangabla@num Vi
herstdina vl Guanttnamdl—a I Kcebu e#ar hafa veti * umsjt
Joint Task Force Guanttnamo frf 2002 sem heyrir undir
Bandar’kjastj—rn. Kaflinn fjallar um hvernig uppiregma-oylgjur
t—nlistar og hiwaeru notear sem pyntingart¥ki ! amyrkri* egar
sj—nsvimanna er —virkt. Reynt lerskd a hvernig I'’kaminn bregst

vil sI’kum ystu m3rkum skynjunarinnar og rZtt eins og loftnet tekur
vil, og mllar upp#singum um ddrif sem orsakast af
bylgjuhreyfingurbegar t—nlist er ged vopni ri last skilin 3 milli
menningarlegra og heradegra sva sem veldut'v' d allt rennur
saman ’ eitt: myrkri' fangaklefanum, hetrat¥sknin og bylgjutin

sem d'an magnast upp og skapganog sfgakenndar tengslamyndir.

Lykilor! B Hlj—pyntingar, bylgjust—rnun, lhigem vopn, I'kaminn
sem loftnetsvartur s%luhrollur
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Birtufirr ! : " ekkingarfr¥4 ilegar huglei! ingar um
t'ma og reemog formger! skSpunarverksins

DiegoG—me¥enegas
HumboldtUniversityof Berlin
Berl'n(!" skalandi)

BirbaraBielitz
Berl'n(!" skalandi)

otdrittur B & #essum kafla er annars vegar fjalladd um
hugmyndafr®ina a$ baki hugtaks sem vi$ hsfum nefnt
#ekkingarfr¥ilegar hugle$ingar um t'ma og rcemog formgef
skSpunarverksinssem le$ til a6 r¥$a um virkni myrkurs
nor$ursl-$um plinetunnacefr #eirri hugmyd a$ myrkursZ’ raun
abeinsfjarvistbirtu. ¢ hinnb—ginerhcereinnig¥ati$ seminngangur
ab umr3su um #£ fagurfr3i og skapandferli semvar undirst$a
#r—unarvinn$fundarfyrir innsetningun&emotenefisightsemsett
var upp ' Norr¥anahcesind Reykjav’k' tengslumvi$ ri$stefnuna
DynamicgDarknesa theNorth’' febraea2015.

Lykilor! B Myrkur, fjarvist birtu, mi$lunarranns—knilistmislun,
gagntnin hSnnun
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Samanbupur ’ myrkri / vi 8 myrkur

J—hann@&sagsson
Listahtsk—Ii éslands, Reykjav’k

otdrittur B &!essum kaflnota Zg 'der' frisagnarinnar til"a
rannsaka hugmyndina um myrkur sem menningarlega"huggm’
sii fram 1 & vi" skynjum myrkur cet frt menningarlegum bakgrunni
okkar, tungumitli, hugmdum og &Srum ttknkerfum sem
hugmyndaheimur okkar er Byggt. Myrkur sem slI’kt er ekki til sem
hluti af reynsluheimi okkar heldur erbv” f—Ignir eiginleikat ae
einkenni sem byggjast alltaf, minnsta kosti "a einhverju leyti, ¥
tungumzli ‘&a $'ru tfkokerfi. & frissgninni nota Zg d¥ami af beinni
skynjun, cer frumspeki eiginleifacer kenningum innan fagutifr¥a
nitteerunnar.

Lykilor 8 BMenningarleg hugsmttknkerfi, skynjun, frumspeki,
fagurfr¥4i



Hoesagalrur

Paul Landon y 5 5
UniversitZ du QuzZbedontrZal (QuZbec)

otdrittur B Hoesaghur er"Sgul, einnar risar v'demsetning ’ lit,
sem varpga er ’ horn * myrkviu herbergi. Myndvetkitekur 6:45
m’noetur og er s’endurteki loeppuHoesaghur var fyrst #nt ’
Norr¥na hcesinu * Reykjav'k * tengsliinrf/stefnunaDynamics of
Darkness in the Norierkli er samsett cer 80 mismunandi
sj—narhornum cer hcelsagBerl’'n & kvsldlagi sem#ad eru’ r&. é
Hoesaghir ummyndast hversdagslegt borgararihd kvsidlagi og

la ar fram" au stlfr¥ilegu og I'felisfr34ilegu hrif sem skapast \d

horfa ¥ kvikmynd ' myrku kvikmyndahgesila bjsrt l—sin ’ gluggum
'bakablokkanna v'si til kvikmyndatjaldsins og svipmyndirnar inn ’
‘bakirnar minni + g¥gjuhgeina sem kvikmyndir ¥ Bowi! Rear
WindowAlfred Hitchcock 1954) vekja, eru myndirnar sem teknar voru
fyrir Hoesagharekki uppstilltar og uppr&n " eirra ekki frisagnarform.
MSguleg tengsl sem thorfendur djtkvikmyndir eru handah—eg
tilviljanakend; " eir eru undirorpnir myrkrinu, ‘'mynduteirra fer ¥
flakk og kunnuglegar myndir birtast. Myrkrved ur d
kvikmyndamyrkri. Draumar Vard kvikmyndum.

Lykilor! BV'de—, Berl'n, g¥gjuhhekyikmyndir, kvsld,
borgarlandslag
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Bjartar n¥tur, svefntruflanir og synd’
kvikmyndinni /nsomnia (1997) eftir

Erik Skjoldbj%arg og endurgel hennar (2002)
eftir Christopher Nolan

Christiane Lahaie 5
UniversitZ de Sherbrooke (QuZbec)

otdrittur B ¢rst’! abundi "unglyndi og svefntruflanir seengjast
ISngu skammdegi eru veatkkt fyrirb%ari. € landi hm¥4turs—Ilarinnar
g%ati leit amyrkri"v’ ol il vandamil. & kvikmyndasamhengi ft dagur
0og n—tt aftur ¥ m—ti ttknr¥ant v¥agl semesys s—kn eftir svefni (og
tilbcenu myrkri) g%t !aeldlega breyst hitas—ttarkennda lelt a
—minni, fjarri sekt og leynd.eésum kafla eru dkaar tv¥ar geir
kvikmyndarinnar Insomnia (sce upprunalega [1997] eftir Erik
Skjoldbj%arg, og endurgérennar [2002] eftir Christopher Nolahy”
skyni & sa a4 med "v' d skapa at'malausan!sda vér fjarvist
nittmyrkurs ¥ nbursi-um d skjannabjSrtu hreinsandimi " ar sem
hulunni er —hjtkv¥milega svipt af dsyndinniO.

Lykilor! BMi! n¥aturs—I, daumrsl-Hr, hreinsunareldur, svefnleysi,
Erik Skjoldbj%arg, Christopher o) kvikmyndir
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Bjarminn ' myrkrinu Bnor! urli—sin myndger
' Danska na! urlj—saldiangrinum f éslandi
(18991900)

Elsa Brander
Aalborg University (Danmsrk)

otdrittur B Ranns—Kressi beinist'averkum Harald Moltke (1871
1960), sem mtial9 myndiraf not url—sunum I Akureyri fn

jeel’ 1899 fram ’ apr’l 196@r sem enn var ekki til fullkomin t¥kni til

a' taka litmyndir af nbuorl—sunum 'fZ danska Veurstofan
listm¥larann Moltke til'dara mé Danska ndrurlj—saleangrinum
(18991900) tiléslands. HZr eru gkedar tv¥ar teikningar Moltkes cer
lei" angrinum. Forranns—knin beirfist' distr¥snni getu Moltkes til a
endurskapa nodurli—sin ¥ myndfleti eZrstakri therslu !fnn
megintilgang verksins gha not urlj—sin ¥ v'sindalegum gruridvel
Teikningar listamannsins bera vott umhann hafi fylgst Me
m3rgum formum ndrrl—sa '’ margar klukkustundit @geru! %ar
afrakstur v'sindalegrar vinnu. Greiningin 1 teikningum Moltke f—I * sZr
nikv¥ma skan I t¥%kninni sem hann notar "'noli—saikningum
s’num, framsetnindwekkingar og tengslunum % milli listr%nnar vinnu
og Vv'sindalegrar."&st en ekki s’st skilgreinir ranns—knin hvernig verk
Moltke hafa cetbreitt og aukekkingu og skilning ¥ fioirlj—sum.

Lykilor! BV’sindaléiangur, ndrurl—s, skain not url—sa,
v'sindastarf, Akureyri, listdmazt fet, teikningar, myndder
!
!



Sning a" n¥aturlagi:
Hin Oundravel aO l—s4sing Ciril Jazbec

Batia Boe Stolar
Lakehead University, Thunder Bay (Canada)

otdrittur B! a' er éli —smyndunat a#a okkur 1 kaf ofan ’"'hi
s’breytilega spil ll—ss og skugga og sce sj—huthiandaulspyr

og Sgrar ' s'fellu einmiteirri tv’hyggjur sem ' henni felsegar
ll—smyndun er ’'htiggagrhi” Bsem verkrdaur og efnislegfar

b#"ur hoen einnig upp ¥ gagnlega myndl’kingu' tiaftayggja
tv’hyggjunal. essi grein segir frf og ‘sioframsetningu dundrave®
atbufar ' Uummannaq: kvikmynd vaing f haf'sjakafleti ' Sta
kvikmyndatjaldsl egar l|—smyndarinn Ciril JazbecaVvarnna &
ll—smyndaverkefni um thrif loftslagsbreytinga Quheha I'fsh4tti

vi" strendur Gr¥nlands var haldin kvikmy#rdag fyrir bSrnin
mund arleysingjah%linu * Uummannag. Frissgn Cirils og lj—smyndir af
$essum atblir, sem birtist National Ggmaphidkoma vel til skila
andst¥unum 1 milli hébundinna I'fshftta og ncet'mans, nfttoerunnar
0og t¥%kninnar, en ekki Hva'st ¥ milli innf%ddra og vestr¥annar
menningar. &essum kafla er l—smyndat¥kni noet'mahstihatu
kanna hvernig 'mynd innf%d@a¥nlendinga ' Nbri birtist cet fri
kenningum ' annars vegar l—smynidafdg hins vegar

s™ nflendustefnu (e: postcolonialism).

Lykilor" BLj—smyndun, Myndgennf¥ddra, Gr¥nland,
S" n#lendustefna, Tv’hyggja
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RSkkurstund hins dulotuga nor urs

Monique Durand .
Groupe de recherche sur I0Zcriturecitdre
(GRfNOC), Septles (Quzbec)

otdrttur B RSkkri er ekki"a sama og nfttmyrkriLj—saskiptin,
"egar s—Iin efisest og skilur eftir sig gl—andi-bdeikbltan bjarma

¥ sj—ndeildarhringnuery "essi rskkurstund sem stundum! igir
—jdmesk. & b—kmenntum um! nibrer rSkkrl alltaf st t'mf egar
mennirnir teygja sig odtaeupp yfir Hi jad neska til 'a komast ’
snertingu Vi —endanleikann. RSkkrier stund ‘’hugunar og
sjtlfskbunar. Og ritdfundar C™ddord * QuZbec hafa ekki Veri
—snortnir af rSkkrin@a er efni" essa pistils:essi dulbegi andbl3ar
sem smitar allat sem hafa stundakriftir + norursiH-um € a um
"%r. Notri! geymir sZrstaka duloeins konar 1st sem beinist a
'myndnni um Not ril , rZtt eins og I'’ka H viim 'mynd eyimarka og
hafsins.$essi dulbeer freifanleg ' b—kmenntum fr¥ QuZbec og
kemur skt fram ' milsnii og st'| hSfundanna fsahvt andrcemslofti
sem" eir skapa. Gabrielle Roy, einn af fremstu 20. aldfunidhm
franska Kanada og Insitldin Rita Mestokosho og JosZphine Bacon
hafa skrifa undursamlega um rskkurstundina.

Lykilor! B RSkkurstund, Ndrur-Qgaec, Inrwithsfundar, Innu
lj+sk#lds, norr%an  dulce QuZbed—kmenntir, CHNerd
b—kmenntir, GabteRoy, Rita Mestokosho, JosZphine Bacon
!



Introduction in Icelandic

Inngangur
Myrkur: Magna! ttkn um 'mynd not ursins'

Daniel Chartier, Katr'n Anna Lund
og Gunnar Th—r J—hannesson

& umfjdllun umaNor rit Orekst maur oftsinnist mikla
einfsldun, "rttt fyrir & um fl—ki fyrirb%ri sZlar¥a,
samsett cer fjSImSrgum raunverulegum, menningarlegum og
ttknfr3kilegum” tttum og B mjSg miklu leyti ska og

l#st utan frt. € tilraunum s’num til skilgreina Ndrri!

hafa menmotd margskonar!#er! afr34i, "ar ¥ meal

n#or! asmf i svo senseptentrionigmod urhyggjd 'myndir

Nor! ursing, nor r¥%né& og msrg fleiri. Me  "essum

US$#t cer ensku &igunn ¢sd’sard—ttir

2Um aldam—tinl si'stu settu fr¥dmenn Vi Lille-htsk—Ia frahessa
hugmynd um skilin $ milli fagurfi3édg sagnfr¥s. Sjt, til d¥%mike Nord,
latitudes imaginaits§—rar Monique Dubar og ddarnc Mouira,
VilleneuvedOAscq, Presses de I0OUniverait&sdeGaulleLille 3,

coll. QUL3 Travaux et recherches2000, 49s.

3 $essi grein byggir ¥ hugmynd sem sett var fram ' riti Daniel @Wizaias
the Imagined North? Ethical Pridoptesal og Hatad, Imaginaire | Nord
and Arctic Arts Summit, 2018, & B—kessi hefur véri"#dd og gefin cet
1 15 norr¥anum tungumilum, kftps://nord.ugam.ca/projet/traduire
publieretdiffuserenl15languesiu-nord-questcequelimaginairelu-nord
(skd @ 28 jancear, 2021).

4 $etta er eitt eirra m3rgu #yr! a sem landfiihgurinn og mzliféingurinn

LouisEdmond Hamelin fr¥ Quebec bj—'#im tilgangi'aad ga franska

Chartier, D.L.und, K.A. and J—hannesson, @021). ingangurMyrkur: Magna
ttkn um 'mynd noursing Ein Darkness. Thgnamics of Darkness in the North
edsD. Chartier, K.A. Lund and G.J—hannesson, MontrZal and Reykjav'k:
Imaginairg¢ Nord andLand og fet amzlafr¥istofa / Research Centre in Geography
and Tourism at thdniversity of Icelarftsberg), pp257-69.



INTRODUCTION IN ICELANDIC

vil b%ttu og innbyis tengdu sj—natmom fist mSrg og
margbreytilégsj—narhorsem gefa f3ri # askilja hia
fnlegu v’xlverkun F milli ytri og innri skynjunar!Nogins,
fsamt"v' d and¥fa hinni sSgulegu einfSlduaessara
l#singa gegnum menningarlega dendurreisn hins fl—kna.O
Sr'ku ferli fylgir la skilgreina hina mismunaridti, ttkn,
m#"em, kr—matisma, frisagnir og lanfisédig"”+ hluta
sem mynda hiv’! fel ma ttknkerfi sem m—th myndaa
Nor! ur. $essi ttkn eru ofinnbytis nitengd og eiga
gjarnan r¥stur arekja til fornra menningarhafog"etta
einnig i um amyrktiO og tengsless Vi hina sZrt¥%ku
skilgreiningu Nawrsins.

Einn "fttur * "Vv' ranns—knarsamstarfi sem hefur a
markmii @ &skilgrein@®or! ri! er & skd a spenni¥atti
og fhrif hugmyndarinnar um amyrkurO ’ 'mynéliNsins,
jafnvel'— k" a feli’ sZr ktaka tillit ti#missa atria sem
eiga r¥%turlarekja til annarra menningarsa¥Af " eim

w

sSkum er raunh%aft &kd a kulda) Sgn, hi hv'ta, snj—inn,
vetur, ’'s og fjSl#rg Snnur ttkn og venjur semkast 1
p—IsvBanum sem byrjunarreit ranns—knar F hinum

tungu mé nad synlegum dafor a til & nt & skilja hve fl—Kiressi kalda
versld er. Sakv¥amt Hamelin, v'sarl@r nor r%na til Narursins en ekki

sl ur til hffjalld ess og p—Idwéana ' hindri. Til d Ksa vetri, sem hann
skilgreindi sem &t'mabundna!n®nuO bj— hann til hugtakietrart O
(hivernitMisrg" eirra hugtaka sem Hamelja-ttil eru nce komin * aimenna
notkun od'— nokkur hafa veeti#dd yfir £ haltungu p—Isvémna. Sjt
einkum meginrit harisa nordicitZ du Quihgtbec, Presses de IOUniversitZ
du QuZbec, 2014, 14i%.

5 $essu kemuDdile ParsiBarubZ snilldarlega fiféari * grein sinnid@ y a
tant de nords dans c©NrmablZmatiques de la dZlimitation et de
IOindZlimitation dans I0Ztude de I0imaginaire segi@dnaiaChartier,
Helge Vidar Holm, Chantal Savoie and Margery Vibe Skagen [ritstj.],
Frontisres. Actes du colloquenquZiiétontreal og Bergen, Imaginaire |
Nord and DZpartement des langues Ztrang»iéx bhiversitZ de Bergen,
coll.ClsbergE, 2017, bl$65186.

6 LouisEdmond Hamelin, Ela rencontre du Nord et du SESapaux
Diamantse 56, Q\u nord du NordE, vetur 1999, bi®.
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fisSimSrgu " fttum "essarar 'myndar og menning&au
hennar.

Fyrirbrigéi# myrkur er hluti af ttknkerfi ekkertis’ en
landfr3#ileg tengsl #iraunverulegt umhverfi semgdgjast

1 athugunum I birtu og lj—si, ¥ m—tum mismuranidi lei
att skata veruleikann. Myrkur tengist Bkasum stvenjum
sem ' gegnum my§dingar, frisagnir og listaverk hafa
sameiningu gert v’ eins konarfegraa I'kingu e#a
myndhverfingu. #ag en ekki s’st, standa l—s og myrkur ’
—rjcefanlegu $@mngi spennu og andst¥a, "annig &
frigur sem tengjastv’ hafa oft ¥ sZr strangan og
alvarlegan, jafnvel#s¥znan bl¥sem jafnvel kallar fram
tilhneigingu til algildra og —hluts3st&h¥4finga.

1

Myrkur : Skilgreiningar,! %ttir, og si' fer"isgildi

Ye## mi I'kja"v' & skilgreina myrkfi vit —mSgulega
st'l%fingu sem felur * sZr tilraunir #lskilgreina fjarvist,
veruleysi, og #ialgilda, allt £ einu bretti.

Skynjun myrkurs er mismunandi éféirhver I helduf,.e.
hvort sce#a s sem tjtir sig ura# er boesettur * Nigninu

effa annars sfar efa kemur' ang# sem gestuMyrkri# er

'ka mismunandi eftiv’ hvort "a# er skdéfa# sem
raunverulegt fyrirb%m& ' tengslum #ihugsun mannsins,
jafmvel sem eitthva —h# efnisheiminum. Er myrkur
—breytanlegt? Breytis## eftir frsttum, loftslagi og
menningarsamfZISgum? Skynja nieah ¥ mismunandi
hitt eftir (troear)sannf¥ringu #swiYs stZtt, menningarvi
etta kyniMyrkri# er einn’ fttur kerfis thhr3nna gildaar
sem litir eru eiga mismunandi merkingum sem tengjast
innby#is. Innan"essa kerfis er mygkroft tal# andst#a
hins bjarta, hins hv'ta sem almennt er ttkn birtu, hreinleika
og I'fs og "annig vetur myrkri#t andst¥#uttkn"essara
eignda, skortur ¥ birtu, hreinleika, Hins og oftast er
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tilfellil md tv'eindir, eru myrKri(hit svarta) og lj-+-ghi!
hv'ta) —rjeefanlega tengd, dreexgur cetv’ & hil —Ilj—sa,
dimma, sZ endilega tengt Nowu, " ar sem birtan fylgir joe
alltaf * kjSlar myrkursins.

Allt frt fornsld hefur myrkki fall * sZr og haft!ageyma
tengsl Vi si r¥n, og oft troearleg gildi, eins og tilfefl’
kristnd—mnum  sem %  r%tur! arekja il
Mi! jai arhafssv¥anna og hefur haft mikil fhrif ¥
hugmyndir manna um Not! og p—Isv¥¥a. Hinir ISngu

og bjsrtu/dimmu dagar sumars og vetrar '!'ou veldur
tengslamyndu® sem ofr¥4 an hefurékt fram cer h—8i
me gildishalla sem v’'sar til hinnar eil'fu n¥%tur platavéda
og stafestir "annig samsvSrun 1 milli myrkurs og
Nor! ursins.

Skilgreimg myrkurs er b3 b—kstafleg og —eiginleg, en
hvoru tveggja#y yfir 3 urnefndrigeymd: hinn b—kstaflegi
skilningur tengist kr—matisma, en hinn —eiginlegi
sil alsgmili. Ori! myrkur merkir b—kstaflég®h sem er
dsSkkt og * v ari skilningl'a sem er —t—€ —eiginlegum
skilningi merkir'a hi! illa og svikula,!a eitthva sem

hefur 1 sZr bl34 hrygy é a" unglyndis, lea —heillav¥nlegt

og ills viti. Merkingartilf¥arslan til hins —eiginlega hefur leitt
til neikv34ra tengsla Vvihinn svarta lit og hugiakiengl
merkingina:illska, hrygg —agn.

Tengslin ¥ milli hins —Ij—sd iWerog dimmunnar serh a

"Vv' er sagt er, # ' hjSrtum ’'bced'ar eru bydg *

mi! aldahugmyndum um samsvsrun fjSgurra I'’kamsvessa og
skaplyndis, sem og kenningu Montesquieus um thrif
loftslags + skaplyndi manna. Hvoru tveggja defirirtd
umhverfi og nftteera hafi thrif 3 lundarfar méegar 5.

Sld f. Kr. setti Hipp—kartes frani hugmynd !a tengsl
v¥aru £  milli  haneskjulegs hifjallaloftslags og
'kamsistands manna; samkv¥onuim var skinguna 1
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"olg34i, hugrekki og styr’kéirra sem bjuggu ’ fialllendi a
finna ' hrikalegu og —#hbllandslagint.

Andst3#urnar, h# efnislega Nétur og h# andlega sin#a
Sutur, hi#t kyrrst34a Nottur og h# skynr3na &ur, hi
karlmannleg&lor#ur og h# kvenlega Sur, eiga r¥turfa
rekja til loftslagskenningar Montesquieus 1 18. Slgarg s’
"upphafi 19. aldar ’ ritum Germaine de St#Isdmu leyti
heldur "essi langl'fa kenning ffrash kafa thrif £ og
endurskapa hugmyndir manna unideg samfZI3g.

Lj—s og myrkur: Ttknr¥nt par

Uppruni merkingarinnar sem felst ' myrkri og hinu svarta
minna okkur f#hcen er —hugsandi In a#idssianar,
birtunnar og hins hv'ta. é raunifigrfti a# nefnab¥#i
fyrirbrigtin alltaf * sSmu andrt sem merkarig#ilegt par

til "ess & geta tcelka"au og skit "3r mSgndu
merkingar serhau fela ’ sZr.

Tengsl myrkurs og hins #8.ga eru jafnforn og tengsl
hins no#l%ga ¥ hi# hv'ta:" etta tv’hli#a samhengi hefur
fest sig ' sessi ' samt'mab—kmenntum ogsekanar
pendcelsveifla sem#iyrkir og veikit etta tv'éi. $r—un
"essa merkingarfttega pars mieallri sinni spennu og
stSkkbreytingum £Air vel hve hinar msSrgu myndir
mannlegra tengsla#Nor#ri# og p—Isvif eru rkar &
ttknum og fjSlbreytnKom# er inn ¥ hina —uffdinlegu
eigind s—larhringsinsar( sem dagur og n—tt lengjast
stS#ugt eftir"v’ sem natar dregur) 1 ngl¥agum svam

ekki stur en hvernig mikil nind ogHs¥#ileg spursmil
tengjast umru um pers—nulega og samfZlagslega
sjtlfsmpd. Sambandi £ milli raunverulegra og efnislegra

7 Hippocrate,Airs, eaux, lieuXXIV, 2, Paris, Les Belles Lettres, 1996,
tome2, part2, bls244245.
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athugana og innri hvatataegafnvel hin —hlutburadieit

a sjtlfi, sjtlfsmynd, hreinlei§arhygli og hinu algilda sem
hvetur f—Ilk til'aheims%¥kja Nbri! , endurspeglar kjarna
hins —lj—sanyrkurbirtu parinu ’ ‘'mynd Nadwrsins sem
—hlutbunti t¥knkerfi sem'— er r—tfast og tilibr’
raunverunni.

chrifamtttur myrkursins

Myrkril kallar fram tilfinningar ogekur stlr¥na svSrun,
svo sem —tta, thyggjur og missisk&andig Ieiir "a til
pers—nulegra umbreytinga og ’ k|Sl&mfZlagslegra og
fagurfrdilegra. Myrkur n¥sturhiminninn vekur kenndir:
nil amyrki, fiarri dagsins amstri, kvikngan hugmyndir
og skynhrif. Myrkki hvetur til" agnar og einveru en hvort
tveggja er einn megiFtur ' 'mynd Nof ursins.

#egar myrkti sleppir tSkum s’num tekur birtah \V#annig
hafa ori! hamskipti, 'kt oga a lifa af n—ttina hafi Veri
v'gsluathsfn sem styrki og umbreyti innsta stlarKjassa
sem sttst" I raun B horfast * augu vimyrkri , t—nhi, og
endurlifa frum—ttann sem teygir r%tur s’nar aftur
—rafjarladart’! .

Skd a frf fagurfr¥ilegu sj—narhorni sZst berlega hvernig
myrkrl  birtist ’ lundarfari pers—nanna og Sfugt °’
menningarog b—kmenntaefressara sv%. SI'kt ferli er

eins konar ¥snceningur (e. hypallaed," egar landslags

el a loftslaggstemningar'myd er yfirf¥%¥ 1 lifandi veru og
tilfinningar hennar. Me'essari ret—r’sku yfirf¥rslu f%ar hi
nor! 13ga fyrirbrig breytilegs dagsbirtut'ma eftir frsti
fagurfrikilegt inntak sem ° kjSIfariskapar merkingu sem

s’ an innlimast ’ ttknkerfi, ttknkerfi 'myndar!Niosins.
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Saga hins norl3.ga myrkufs

Skd'a' ' sSgulegu lj—si mt segjat&nkerfi Not ursins
tengist hugmyndinni um"auog h? hv'ta. Aftur ¥ m—ti
birtir hinn mislangi dagsbirtut'mi harsl—a, eftir #v’
hvort er vetur '&a sumar, hina tv’ha 'mynd; annars vegar
blindandi birtu og hins gar eil'fa n—tt en hvort tveggja eru
lykil#¥4ttir 'myndar Ndwrsins $— ‘a#essar andstyr eigi

sZr sSgulegar r¥tur og byggist F athugunum f
landfr¥zilegum veruleika, ha#@ar einnig veriyfirf¥at ar
si‘fer'isleg gildi,a" tilheyra 1 svSiu, og stoltiaf

nor' 13gri sjtlfsmynd sinni sem byggist + h¥fileikantim til a
d'lagast myrkrinu.

A"lSgun & dimmunni er til marks um hugrekki, hugvit og
bjart$hi en #essa eiginleika tiltaka"#menn gjarnan og

I'ta jafnvel svo "a henni felist eins konar pr—frain
inng3ngu ’ Hi nor'I%ga sjflfsmyndarsamfZldglsAra a

lifa mé& myrkrinu, lesa ’ ttkn dimmunnar, sncea hinu —Ij—se
0og skugdda upp ' vettvangins bjartayer’ ur #annigd'
nimsferli og eins konar "$&stingu, jafnvel sigri, agr

me' til marks um tyrk og sZrst& hins sannaboea

Nor" ursins.

$essi &Sgun n¥ast 1 tvo vegu: ahiaort mé #v' d' gera
myrkrl' d' 13silegu%mi #ar sem h¥agt et d%ra & ni
fttum og bcea; hins vegal' e d' skapa birtu ' hinu
dimma noftl3%ga 9mi, b%ai utandyra- mé #/ d
fullkomna afer'ir borgadsingar- og innandyra: € huga
#eirra sem bcea ' Ndnu skaparmjoek odhl%eg birta
innanhcess tilfinningu fy#i¥agindum, nind og%l, eins
konar afdrep birtu og % ardsp%snis hinu kaldgsgla og
dimma utandyra," tttu blfma og hins hv'ta.
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Myrkri! F hvolfi

A! meta myrkti ¥ not I%gum slum til vet leika felur ’

sZr & sncea jikV# merkingu tvhlia eiginda dags og
n¥stur ¥ hvolf en sl’kt getureans leitt til upplausnar hinnar

si r¥anu og fagurfidlegu skipnar og endufpd rar
sjtifsmyndar, B%s Nor! rinu semog utan#ess. € sumum
tilfellum gefur#etta f3%ri $ afbyggingu klisjanna * 'mynd
Nor! ursins og bl%btigrkari framsetningéeirra krafta

sem koma fram ’ menningarlegri og samfZlagslegri toelkun
og tjFmngu.

€ Notrinu er myrkti landfr3uileg stareynd og me
samfZlagslegri og menningarledridu B og #ar me
einnig ' sammannlegri 'mynddhefur#a orli! eitt#eirra
tfkna sem notueru til & s'na Not ri! utan frt og inn, en
einnig sem einkenni semar! 1%g menningarsamfZIStan
til & skilgreina sjtIf sig ’° samhengi $mnur samfZI3g
heimsins.

Einnig m¥ I'ta £ myrkrisem eingeirra sthal’mynda 'ea
almennt vihorf sem eiga vium Not ri! . Sem sl’kt ber
#a md sZr st—rfelld & isgildi#ar sem myrkti ttknar
flarvist I'fs, eymd ogjfningu.$essi skynjun getur einnig
veri mjSg p—Ilit'sk og tengist myrkd n"lendustefnu,
#Sggun og viringarleysi fyrir Ium. Af #essum sSkum
leitast sumir listamenn og skild fril Begum slm vi

a hafna#essu sj—narhorni, dnhaort mé #v' d reyna

al sncea neikV#m gildum sem tengjast tv’hyggju lj—ss og
myrkurs Vi, d a meé #v' d gera myrkki ad jikv3hu
sjtifsmyndareinkenni. RZtt eins dfpgar hvea
std al'myndum sem er, er dndeihvolf, ertetta tveggja
svet: sl'kt vihorf getur vitaskuld breytt merkingu
Klisjunnar en jafnframt heftl betur#eirri ‘'mynd ser#a
reynir & and¥afa.
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HZr & ofan Bfum vi' r¥tt hugtakaskilgreiningu amyrkurs

' Nor"rinuOsem er undirsta #essarar b—kar. & ki

t'u kanna h8fundar krafta myrkursins 1 fjSlbreyttan mita.
$eir tilheyra, hugv'sindum og listum og endurspegla
v"fe"m fr¥4 a ogfagsvl auk menningarlegra sj—narhorna.
$ar sem umfjSllunarefnier myrkur er thugavett sj a
flestir kaflarnir fjallainig um birtu og samspil l—ss og
myrkurs * mismunandi myndum sem dregur ffaljp-a og
myrkur eru aldrei "ains andst%ar heldur fl—kinn
snertiflStur semmenn skynja og finna fyrir. Saman varpa
#au lj—si ¥ merkingu og notagildi myrkurs, $&ss og
hlutverk * heimsmynd mismunandi menningarsamfZlaga,
bartttu v'sindanna"vimyrkrl' og s’ast en ekki s’stau

thrif semi#etta samspil hefur 1 I'f f—lks og skilning ¥ sjtlfu
sZr og Srum. & b—kinni er athyglinni sZrstaklega beint a
myrkri ¥ notl¥agum skum. Flestir kaflanna fjalla um
p—Isv3n og kaldtemptu sv¥ai en nokkir kaflar beina
sj—num einnig"sur ¥ b—ginn og vekja athygli ¥ tengslum
og stSugu fI3%i ¥ milli nofurs og sturs sem heldur
Fffram & m—ta hugmyndir manna um "Miérog 'nyndir

#ess fnargv’slagan hitt.

Judy Spark rannsakd&amlegareynslusamspd l—ss og
myrkurs. Heen teluf & std #ess & I'ta ¥ myrkur sem
flarvist birtu megi%a#v' semn%turkomu '&a hluta af
nittcerumynstri breytilegrar birtu. Umskigjs og n%atur
sZu elispagur#fttur '’kamsveru okkar og Sparks kannar
hvort myrkri sZ#ess megnugt aimbreyta reynslu dheims
og sjtifs.0 Hcen notar hugmyndina wtmAmMarcem
Boeddismans til' askd'a hvernig myrKri geti skapa
annars konar f¥rni tit aipplifa sjfifi og tengskessvi”
versldina.
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¢ svipd an mita en '!'$u samhengi ska Gunnar Th—r
J—hannesson og Katr'n Anna Lund merkingu myrkurs fri
sj—narh—Ii hins vestr%na heims og hvernig samspil ll—ss og
myrkurs eykur gilder amennskut not I%gum svBam.

"au beina athyglinai nor url—safeum ogtelja & #—tt
myrkur sZ skilyr #ess b h¥gt sZ!asjt norurlj—s sZa

ekki —uvirkur bakgrunnur heldur gegai mSrgum
hlutverkum * ndrurl—saupplifuninni. Hlutverk og merking
myrkursins  skiptir skSpum #eim tilfellum #egar

nor url—sin sjfst ekKit velur lel sSguméaurinn a
spinna af fingrum fram agpta myrkdi sjtlft til & skapa
sZrstaka stemningu!n#tttSku fet amannanna.

Langur vegur er frt rarlj—safeum il lokd ra klefa
fangabbannavi! herstina vl Guanttnamd—a I Koebu.
Samt sem!tir er’'mynd myrkursins meginekafla Toby
Heys um hljtpyntingar sem fangar eru beittir &girl
—qgnvekjandi d¥amum um merkingu og *hrif myrkurs 1
skynjun manna og I'’kamledbvBg vil umhverfi s’nu.
Hluti af hlj--pyntingunum felst 1agera sj—nbii —virkt ’
#eim tilgangilamagna upgau fhrif sem t—nlist og hiva
hafa  fangana. & grein sigsir Heys#v' hvernig myrkti
ver ur virkur #itttakandi ' la ey a skilunum I milli
menningdegra og had arlegra sva og magna upp og
skapa fiar og Sfgakenndar tengslamyndir.

€ tveimur n¥stu kSflum er myrkrskd @ ocet fri#v’
hvernig f—lk hugsar og talar#amog#v' haldi fram a

sce hugmynd sem vijerum okkur um myrkrisZ &
nokkru leyti tilbcein. Kafla s’numr¥4d a Diego G—mez
Venegas og Barbara Bielit#d sem #au kalla
#ekkingarfr¥ilegar hugleingar um tma og rcem og
formget sk3punarverksins og hata fram & myrkur sZ
ekkert annaen fjarvist birtu’ au byggja hugmynd s’na *
innsetningu sinnRemoteness of lagit sett var upp ’
Reykjav’k 2015 efar var s—largiem frt Santiago ' Chile
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varpd nor'ur til Reykjav’kur. & hugmyndinni felst einnig sce
#ekkingarfr¥ilega rSksemd "a’ upphafi hafi myrKri
akomi mSnnunum til & huglela versldina og 'san &
#r—a hugmyndir, kenningar og m—del sersiygty’.O

¢ pers—nulegri og#rgifanlegri n—tum "2 J—hannes
Dagsson hugmyndir um merkingu myrkufshans mati
ver'ur myrkrf' til * gegnum notkun tungumils, hugmynda
og annarra ttknkerfdar mé byggist reynslan af myrkri t
tungumili, kenningu"@& —hlutbundinni haun. $annig
skynjun myrkurs er sZrstS8k en hoen er ekki sce sama o
amyrkur sem sl’kt" @ myrkur sem er eins alls' at®. é
augum J—hannesar Dagssonar er hZr'ekis am ‘&

r¥4 a spurningu um reynslu heldur einnig birtingu veruleika

' m—turg.e. hvernigi' skdpum sZrst¥tt myrkur.

é kafla s’nunHcesagaur 19%ir Paul Landon innsetningu
sinni. $etta stutta verk tengist r®im kSflum b—karinnar ’
gegnum samspil og leik l—ss og myrkurs. Innsetningin var
#Sqgult, einnar risar mynband s&ém t—k:@5 m’'noat og
s%adi 80 mismunandi skot cer hagsdgetablokka * Berl'n

um kvsld. Landon telur 'a’ Hoesagar megi sjt hvernig
borgarmyrkfi breytist * kvikmyndamyrkur og feli sem sl’kt

' sZr Thorfststand en einsagnfetuga afer' til skilnings

og frisagnar unhversdagslegt umhverfi. BjSrt lj—sin ’
gluggunum ’ "da@blokkunum minna ¥ kvikmyndatjald og
innlitin inn ’ ’bdarnar v'sa til g¥gjuhnéay * vins¥lum
kvikmyndum fyrr og nce. Hoesagawakti mismunandi
hugrenningatengsl hjf mismunandi thorfendum.
Innsetnngin bali upp ¥ a thorfendur virkjlu ‘'myndun
s'na og areikw cet cer rammsihareigin stdu til & k’kja

inn " I'f annars f—Iks.

é n¥stakafla fjallar Christhe Lahaie einnig um samspil
ll—ss og myrkurs ’ kvikmyndum og tekur sZrstaklega fyrir
myndina Insomniasem gér var ffl 1997 og s"an

[ 267]



INTRODUCTION IN ICELANDIC

endurgdr 2002. Heen skar ttknr¥%na merkingu dags og
n¥stur * myndinni og fl'tut djarvist n¥atur ogar me
myrkurs snemsumars I néborslHum skapi bjart
hreinsandi#mi. Samkv¥mt henni amzt lesa bjartar n¥atur
Nor! ursins sem myndhverfimi, sth utan tma’a er a

segja hvorki himnar'ki nZ helv'tiO heldur fremur millisv¥
el a jdarsv¥i "ar sem tekist er # \isyndirnad.

é s’num kafla 3 Elsa Brander verk Harold Moltke en
hann var opinber teiknalanska ndrurli—saleangursins 1
éslandi 1899900 og m#la 19 myndir af ndurlj—sum ’

lel angrinum. Fyrri ranns—knir hafa beint athyglinni a
listr¥anum h¥fileikum Miodts en Brander dikar verkin cet

frf v'sindalegu sj—ndinmog notarhugtaki blindsin sem
hjflpart¥aki tillahalda hlutlausu fhorfi. Hoetirdtv%ar af

25 not url—sateikningum Moltke en teikningarnat inota
hann sem frumger fyrir olumtlverk s'n. Slkar
athugunarteikningar eru d¥mi um emp’r'ska skrisetningu
atbutt a. Teikningar Moltke eru tkaflega ntkv3¥manag s
std setningu stjarna og stjSrnumerkja auk mismunandi
forma af norur—sum. HZr év’ um a r3a tkaflega
thugaveémr blSndu v’'sinda og lista.

Batia Boe Stolar fjallar 'ka um 'myndir !Niesins cet fri
tilur! og endurgéum stalal ra ‘'mynda um f—ksem kr

T p—Isv¥num. $etta kemur vel fram ’ stefnuskrim,
v'sindum, b—kmenntum og listum. Stolar greinir tvs d¥%mi
cer ll—smyndun, b—k tpresmyndum og greiiNational
Geographic Magagerma d¥mi um heivagdasinnaa $in t
ghinaO. Lj—smyndararnir reyneelga f—Ik til vitundar um
hvernig loftslagsbreytingar —qgna f—Iki 0g
menningarsamfZISgum eh¥%r &endur—ma jafnframt
vil horf ndlenduvelda til p—Id&#ina og"j—+flokkanna
"ar.0¢ l—smyndunum sem fjall um eykur myrkri
tilfinningu fhorfandans fyrir varnarleysiarigsefnisins og
jafnvel ssknli. $a hefur "au thrif & &hversdagslegar
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athafnir  vera —kunr]UgIegarO og &dulbhin
heimsvaldasintiu vi' horf.O

S"asti kaflinner vi"eigandi lokahnykkur * bkiani. é
dR3kkurstund hins dulaga NotursO dregur Monique
Durand athygli okkar aftur" agrundvallarhlutverki og
$#"ingu myrkursins * I'fi margra sem baoea ™ rivior
aRSkkri' er ekki$d' sama og nittmyrkriLj—saskiptin,
$egar s—Iin etisest og skilurfi sig gl—andi rableik
blfan bjarma t sj—ndeildarhringnun$essi rSkkurstund
sem stundum Viist —janesk,O skrifar hcen. R3klet
stund 'hugunar og sjtlfSkmar og Durangkd'ar birtingu
$ess ’ verkum nokkurra skilda ’ @¥td * QuZbec.
R3kkurstundin hefur f sZr adulgean bl340, norr¥na Yulce
sem er ttkn um eins konar %stiehugmyndarinnar um
Nor"ri"; samspils l|—ss og myrkursnaue a —hlutst%
landslags og f—Iksins "'Nimu.
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Darkness

The Dynamics of Darkness in the North

Defining darkness can be an impossible exercise to explain absence,
nothingness,and the absolute all at once. Darkness falls within a system
of symbolic values where colours are ascribed to meanings that are
related to one another.The relationship between darkness and the North
is as ancient as that between the North and whiteness.The circumpolar
day-night cycle, alternating between summer and winter, introduces
the idea of a duality, between blinding brightness and everlasting night.
The ten chapters of this book explore the dynamics of darkness in social
science, humanities and art, and attest to the diverse range of contribu-
tions by the various authors and their disciplinary and cultural perspec-
tives. Together, they shed light on the meaning and use of darkness, its
position and role in the worldview of cultures, the scientific struggle with
darkness, and not least the effects of this interplay on people’s lives and
their understanding of self and other.
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