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Heidi Specker

Starting with her observant attentiveness and her precision in see-
ing, coupled with the montaging, grouping, and sequencing of the 
images created, since the 1990s Heidi Specker has been generating 
visual narratives that at once disassemble and reassemble, dissolve 
and recompile her spaces of interest through the images: architec-
tures, urban spaces, gardens, portraits in the studio, journeys, liv-
ing areas. “Everyday things should appear strange, and much that 

-
ways also shows the access that she undertakes with and through her 
photographs, showing how she inscribes herself into a reality with 
these images, visually unleashing its poetics, but also sustaining 
its unfamiliarity, remoteness, and ambivalence in order to continu-
ally challenge the power of the images, whose effects we all share. 
Here, her gaze is never immediate or direct, the objects hardly ever 
shown at eye level, but rather from slightly above or slightly below, 

°
ever imaginable from the series. 

The exhibition at Camera Austria does not present a cross-section 
of these different series. It does not intend to be representative of the 
extensive artistic work of Heidi Specker or even to show or negoti-
ate exemplary photographs. The exhibition goes back to a dialogue 
between the artist and the curator lasting several months, over the 
course of which the quest for a common language about these im-
ages was concentrated on several works in particular. 

-

° -
lin architecture, with a liberation of recurring façade decor from its 
original architectonic coherence and mélange, thus setting these de-
tails free, making them different, useless, placeless, beautiful, but 
also unfamiliar. The response to the issue of totality is its dissolu-
tion, a theory of particles. The city is composed of surfaces; we can 

behold or ignore them, perceive the creative drive or not, like the 

just as now, thirty years later. A typology arose that, due to the reno-
vations that have since been initiated, is probably already in the pro-
cess of disappearing again, and yet it still retains its validity. Today 
the series evokes no sense of nostalgia, though it does to a certain ex-
tent represent a survey of the past, of the history of a city that is asso-
ciated with its architecture like hardly any other. This survey is sub-
jective and objective at once, reconstructive and utopian at once. Al-
though Specker focuses on architecture very directly and concretely, 

clearly shows how she, in her work, always forgoes something, or 
how she does not impose representational claims on photography, 
or how she simply considers them inappropriate. The artist herself 
speaks of a disharmony of sorts between the image and the subject, 
which do not always coincide, for the one cannot be presumed or 
thought to be the other. In this way, Specker upholds a crucial dif-
ference that the image reserves for the realm of photography, and re-

and this may be asserted without risk, is not representative. The parts 
do not represent a whole, for the parts are simply parts on which light 
is shed. Each individual part receives attention, in a non-hierarchi-
cal way, a block of images, a being-together of images—a commu-
nity of images?

In these books, the series are always regrouped anew, arrayed, the 

set. In the exhibition at Camera Austria, a book likewise plays a 
prominent role: a spread from THREE WOMEN, edited in collabo-
ration with Anna Viebrock in 2013, on which the head of her friend 
clad in a blue-and-red headscarf is seen diagonally from the upper 
left. This is the only image shown as part of a book in a display table. 

framed or unframed picture on the wall. 
On a double-page spread of the book, almost only this headscarf 

the blue and the red background, along with a suggestion of a pair 
of glasses, a forelock stirring in the wind, the sun, a stairway in the 
background. At the sea? A castle? Yet, really, this is not important; 
it is the headscarf that captures the gaze and the picture. A headscarf 
like the surface of an architectural structure, like a shroud, like the 
décor of architecture, beautiful, recurring, unique and banal, struc-
turing and random, constructive and transient, all at once. The head-
scarf, the woman, and the sun, and perhaps even more than the pho-
tographer could see or really saw, or maybe did actually see. The 
image comes together; what can come together does so, as to result 

in an image; what the photographer has evoked comes together, yet 
without her being able to fully assert control. A fragile encounter, a 
perception, characterized by uncertainty—or even better, by caution 

drifted out of time). 
Another image: the large-format shot of a silver seashell bowl, dis-

covered by the artist in the former apartment of the painter Giorgio 

-
tain excess of form and materiality. It spells a kind of visual trans-
gression and delimitation, drawing the gaze toward it and mirroring 

of itself on the surface on which it has been placed, and how it breaks 
away from this mirroring, from this reverberation of its very self, in 
an act of differentiation. To a certain extent, the bowl fosters an im-
age of itself, exhibiting another image of itself, which then redou-
bles, if not multiplies, in the picture taken by the photographer. It is 
a game of distinctions, of differences, a game of reality and illusion, 
of seduction and denial, a game of visibilities, which presents itself 
as photography. Something is there to be seen, or maybe not.

transforms things into a photograph, either at once or in passing, 
how she translates them into a photograph, such as in other pictures 

 
-

clock standing still, each side showing a different time, streetlamps, 
an exhibition opening—surfaces, acts of mirroring, where one thing 
stands for another, may be read as another, images that instead of re-
cording an occurrence actually bring to light a possible transition, a 
possible allusion, ambiguous moments, equivocal surfaces. 

At play here, after all, are photographic images in which the artist 
inscribes her own self to a certain extent, yet not only through the 
observant attentiveness and precision in seeing mentioned at the be-
ginning of this text—there are also images displaying knowledge 
about history and the present, pictures that the artist sees because, 
for instance, they remind her of something that she knows, has seen, 
has read, has researched. Reducing the work of Heidi Specker to the 
gaze or the image as something purely visual would utterly under-
estimate her work, for it is in fact always engaged in an exchange—
fraught with tension—with art or with the history of art or even 

-

 
 

-

-
-
-

strukturierten Serien immer auch den Zugriff, den sie mit und durch 

von leicht oben oder leicht unten, von der Seite, verschoben, als 

kaum jemals aus den Serien imaginiert werden.
Die Ausstellung bei Camera Austria zeigt keinen Querschnitt 

die umfangreiche künstlerische Arbeit Heidi Speckers stehen oder 

-
rator zurück, in dessen Verlauf sich die Suche nach einer gemeinsa-

aber auch fremd werden. Die Frage nach einer Gesamtheit wird mit 

man kann den Gestaltungswillen wahrnehmen oder auch nicht, wie 

auf den Weg gebrachten Renovierungen wahrscheinlich schon wie-

erzeugt die Serie keine Nostalgie, obwohl sie doch auch in gewis-

Geschichte einer Stadt, die wie kaum die einer anderen mit ihrer Ar-
-

jektiv und objektiv, zugleich rekonstruierend wie utopisch. So di-
rekt und konkret sie sich auf die Architektur richtet, sosehr ist diese 

deutlich, dass Specker in ihrer Arbeit immer auf etwas verzichtet, 

und Gegenstand, die nicht deckungsgleich sind, die nicht eines für 

-
-

für das Ganze, die Teile sind eben die Teile, sie werden ins Licht ge-
rückt, erhalten ihre Aufmerksamkeit, jeder Teil für sich genommen, 

-

Doppelseite aus THREE WOMEN, gemeinsam mit Anna Viebrock 
 

-

-

das sich im Wind bewegt, Sonne, eine Treppe im Hintergrund – am 

-

-

-

-
-
-

-

-

-
-

pelt, wie er sich in dieser Spiegelung, in diesem Widerschein seiner 

-
gen, der Differenzen, ein Spiel von Wirklichkeit und Schein, von 
Verführung und Verweigerung, ein Spiel von Sichtbarkeiten, das 

nicht.

-
wechsel vorgeben, die ein Zusammentreffen der Art und Weise mar-
kieren, wie Heidi Specker die Dinge zugleich genau wie im Vorbeige- 

 
-
-

aus den 1920er-Jahren erschien. Lichtspiegelungen in Fenstern und 

-
-

gen, wobei das eine für etwas anderes steht, als etwas anderes gelesen 
-

-
 

THREE WOMEN, 2013.
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Die Gewalt der Bilder

-
Bildern 

der Gewalt mit sich, die auch die Frage nach der Gewalt der Bilder 

-

-

-
-

riums, de-subjektiviert und ohne Rechte? Sind sie in diesem Sinn 

-

The state of crisis in which countless societies have long been im-
mersed, at varying intensities and for different reasons, has given 
rise to a wealth of images of violence, which also implies the ques-
tion of the violence of images themselves. “Doing without ugly im-

 

°
because they attach to the people rendered—usually nameless, 

-
mining the framework of their existence as a non-right-to-existence, 
people stranded at the permanent border of citizenship, not allowed 

devoid of rights? In this sense, are not these images also committing 
-

phy attempt to unlock the framework of these images, to make ap-
parent those moments when the representation of violence turns into 
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