Photography and the Photographic

Image

BOB ROGERS

Three-quarters of a century ago, the efforts of the Photo-
Secessionists resulted in photography’s acceptance as a
serious form for artstic expression. Uniil recently, serious
photography has continued to be defined by Photo-Seces
sionist aesthetics —prints produced without re Iou(hmg or
alteration, sharly ocused, with fulltonal range and made

outth itervention of the arist's hand .., “stright
phmwguphy he stand of the Photo-Secessionists was

s of the form, differentiate
photography from the larger aesthetic traditions of western
art.

The emphasis in this definition was on the

rable ihem o ake full achantage of the camera obscu's
city 10 project, with mathematical eliabi predict.
ahilty, Images of extraordinary detl. Where Vermues o

ed a definiion of pholography on
imagery and the image-producing capacty of th ens would

have caused chaos, as in a very nse all western art, to
the degree that it employs p(‘vsps{ e, can be said 10 be
photographic. For example, Vermeer's pinied images woud
had 10 be considered “photographs,” as they derive so
otal from the camers tht they incluce depictions o plancs
offocus and lens aberrations.
he. the

As

of the photographic print. The only concern with the lens
was that the image it produced should be sharply focused, a
criterion which derived from traditions of pre-Impressionist
casel painting. The application of the camera obscura t
painting was important to the development of perspective
with its physiological descrptions of spatial relatonships,
and uniil the mid-19th century easel painting was concerned
with detailed descriptions of maerial realty. con«equenny,
aint.
ing for aspiring turn-of.the-century photographers.cum-art.
ists became the emulsion, for it was the emulsion which
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i e o of mathematics and chemistry for pig:
ment and manual dexerity, the determinant for differentiat-
ing photography from the other arts came to be the photo-
graphlt prin. For thisreason Man Ray's Rayogaphs, Moholy-
‘obur

ltions of prmting papen are_comstiered significant in
relation to the history of photography, while Warhol’s Mari-
Iyn Monroe or his Electric Chair (photographs silkscreened
on canvas) are considered significant in relation to the
history of paintin

The ultimate refinement of the principles of photographic

2



iy and predicablty s previuslzation, mde mathemat
myst e estem of Arcel
ys juces the tonal
range of the black-and- whne siher pnt 1o ten zones. The
relation of the actual tons n scene to these ten
Tones s vriable, depending on the degree of exposive and
Bevelopment of the negative. This varablly co
*for extremes of illuminat rmakes possible Shifts of
scale. It demands, however, that the selection of wk

the
enpresive print’ ., ful toal scale) exsentllyreucing
of selecti lng images

in its final structure. Since the “substance’
tographic images is the phenomenal world, the relationship
between pholographer, ool and mateil s apparen n he

althor
e, o oo thres e ategores. il s
provisaional and autophotographc mages. These.cat

gories are ot based on relationships 10 physical laws or
hyslolngn(ﬂ siraciores, t rather on he photographer’
tudes toward photographic processes and the
oty of s mage 0 o possss and commnicate meaning
Directorial images, as A. D. Coleman has termed them, are
e e s wht S et hotogpeph. These

g
not appropriate to this type of reproduction .mm be ex-
cluded from consideration as vehicles for expre:

‘The prnt b, of course, significan to photography 3 the
performance of the imagery, in the same way that a concert

erg’s reclamation of disposable imagery
Dy iranlerting newspopat pholos ono uvas, ar the Libray

of Congress’ mass production of the personal i of
Farm Securky Administration and Gl War phologuphers
or Berenice Abbolt's resurrection and interpretation of At

sets work. There i ntbing miotibte shouts print. Itis e
apher’s opinion of how an image should look. Un-

Toamsparenies, for exumple, we images tat are not per

formed in any material sense. There is no print; they are

projected, and are pure imagery, and

mysterious and ephemeral

an lmingtingsun,with 2l atendant mythologcl implcs
e slusive image of the

it of 0 o

being a source “athr than an sbjec o Humic
nation that gives Grand Central Station's colossal Koda-
chrome its awesome impact.
From a preoccupation with merge
defniin of hotography that fora Iung ime mited photo
printmaking to being a subcategory of the graphic arts. This
put great restrictions on the variety of gt o content

and complx technology of pholography required ime,
oney and scenific background, <o that populr paric-

ion was imited to having one'sporltaken, This

was radically changed though by the emocraesion of

photogaphy which occurred wughly at the turn of the

George Enman o the subsl.-quzm proliferation of film,
bl processing and mass-produced cameras.
I crit i is

of photography, the traditional definition of photography as
a printing process is inadequate to encompass the phenom-
enon and must give way 1o a discussion of imagery. The peat

pnis wh-:h most peopla never see I derives ratber hom

images the same manner as is cinema,
hence the term directorial. An idea or concept pre-exists in
the mind of the photographer, and camers, chemisty, nd
objects or events arranged in front of the lens are tools for
communicaton. The finished images, whether pmpa;.and.\
or presenied s
of that w.—wpo.m For example, when Paul Svanc mads
Pacto, Aok ety tma) Vslan ilage, he wenl wih the
author of the text, an Halian
303 e the mayor sasemble the townspeople, S
the book like a movie, taking the portraits against carefully
selected “locations.” Weston arranged vegetables or collab
orated with models, Duane Michaels designs eclectic scena-
rios, Ansel Adams searches out Wagnerian landscapes. All
vk dresoily
ted images are illustrations of points of view or
phy, where the juxtaposition of the imper-
lens and

a comparison that can be termed metaphoric. In the case of
Weston or Stieglitz, this comparison is explicit, as in the
former's Nude 1925, where a nude’s back is easily mistaken
for a pear, or in the latter's reference
photographsas Equialents. L

15 porr of e s et scals e el
of bewiderment that parents invariably experience at some
time when confronted by their grown and overgrown chil
dren. The nude wearing the sunglasses echoes Botticelli's
Birth of Venus, and invokes the archetypal nature of all
Venus images.
The us f aranged o specillseecid abject, octions
or events as vehicles for the n of a personal point
of view i the hallmark of the directed image. Weston,
Stechen: Adams, Strand an thei aesthetc progery uized
s o, Culoly ey becans moe depandent o he
photography. 1 mor
Pesacaogees it e s implcaons o phenornens
Frework of Weston, Whit, Caponigro, and lhers revesi &
pantheistic concern for nature and the transcendent spiritual

objects and their potential px

tive portrayals of the inherent spirituality and dignity of the

suffering and impoverished are too consistent to be anything
us/political zeal.

duction, and most Imporlamly from the possbly that the
ordinary person oy be an agent of its creation.

imagesis  dynamic form, and the way an image is created is
30

Conte advertising images derive from this tradi-
tion, and like the directed “fine art” photograph are illustra-
tions of andjor propaganda for faith in the transcendent

value of material objects. They attempt 1o create a belief in
the possibility of achieving earthly paradise through the

ART JOURNAL, XXXVIll/1



Protogragher ur

o e Pt Snave mm o hot f. eught wih sk n
my other hanc Rt

tnts a8 il falimation ofthe ves o th parich

(" and “mount” an ever fading

scquision and consumplion of products. Adversements

illustrations of the theology of our time, educati
consumers as medieval stained glass educated iliterates. In
this sense products may be seen as the deities of the 20th
century, advertising images its icons, jingles its hymns.
Fantasy beings 40 feet tall on the sides of b vear
descendants of nenh(hx( cave paintings.

solated. It is an integral characteristic of this type of event
s itself. The i B rdlcanacios

satio
" are the porest example of oscemloral
phmugnphy and ae vehicesfor collective human exp
sion. They ar st fok art. Tha act of making &

shot s & Atual act; The subleet or locuon I ot
significant. It is the repeition of the symbolic act of taking
the picture which s fundamental, transforming an ordinary
occurrence into a ritual recreation of the Tpusoggie

Universa—a eafiation of e as of the

T simian s e crars s sklfant ole e
creation of snapshot imagery. Atttudes are assumed for its
benefit, and it is often the focus of the activity. The images,
however, inicale not o much how the subjecs hiok of
themselves, as h h t0 be thought of by others. It
is the tension in hi confrontation between the fantasy and

1 once again creaes metaphor and the poig:
nancy and impact of the images.
et lundimenully formal portraits. Super-
ally, the photographic act is casual and inconsequential,
e et yc ogml significance for those
people wi s for those “primi-
the” pewlewho pilpleb b o M
fear R ) e o
ol Hialrsoul iragh s o amatves acior
accompanying totem objects.

These are rarely candid. Rather, one finds con-
scious and deliberate interruptions of social or v-
iy, Desple the spparent itimacy of the siiaions, most
subjects of snapshots relate to the camera with the same
Sonte of ceremony s o the ublect o formal porrals: The
latter subjects, however, have time to prepare themselves
for the conirontatin, o face Inmorally with dgniy
the snapshot photographer, like the know
N et St e et o e

digniy. The subjects are caught with no chance for
repars hatever environment or
sitation e pholasripher h:s B

iy
e A e intensify expe-

ar 1o snapa picture of magnifcnt vistasan diveoff can
the camera o defer themseles agaist a poentally
3% 5" rendering o

SHIESEEING SR cveria s

sndare
almost xclusvel, coptarmis people. There is no ob-
Lerver, oo one asking, “Whit I golng o0 heret Thare are
only participants. The traditional role of the photographer/
director, outside the foes not exist. The images are
created by the event itself rather than by the will of an
individual, and the photographer has to be considered as a
participant in the event. According to the uncertainty princi-
ple, an observed event is changed by the presence of an
observer, and in the case of improvisational photography
this pincple s a key ingreient in the image’s power. The

d photograph s the product of the same forces

from which the identity of the photographer cannot =
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their
lanenusly defined aad keptn el pace through as acl o
bei

lance or receparience catharticlly an event which would
be threatening or dangerous to experience as a participant.
The hallmark of a great photograph is the subile interplay
between the formal elements and the content. In snapshos,
O i C e
cultural and personal im: pproptae content or cor
text, and aesthetic elemems su(h as light, f sense of
nt, works o Jequance aro csated. The
cpal techncal dn“ertnu. iter than forma, betwnen
hotograph and the snapshot, is
e e el il
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Broduct of the
Camera. They

mass production and not personal sensibility. People are
always making art. Whether an extraordinary photograph is
created by an artst as art, or anonymously and intuitively by
an individual as part of his or her life, the result can be a
work of aesthetic significance

The autophotographic image is the ultimate improvisa:
tional image and one in which there is no distinction be
tween objective and subjective elements.

The events or persons are as they app

ar to be, and this

similarity between objective reality and subjective

results in works that are not metaphoric, i.¢., “a rose is

fose is a rose.” They are distinct from their manufacturer in

that they are not personal creations of a photographer but

exclusively the product of an interaction betwee

and the subject. Any photo

take

Sortof photograph are. those e pictures made by machines
tations

apher could and would have

sentially the same image. An obvious example of this

ment parks. Here the absence

interaction to remain between lens and subject. They are

been termed by art historians as “primitive
photography,” generally referring to 19th-century sensibilty,
there is also a noticeable absence of a personal point of

photographer in such images functions as an
onscious conduit rather than a generator of ima
In the translucent portraits so typical of the 19th century, the
finished photograph was significant as a transmitter of nu
men through time. Similarly, Sung Dynasty landscapes were
ved as literal descriptions of geographic phenom-
ena, nor designs of ink on paper, but as physical expres:
of the same forces that created the landscapes. The task of
the artist was to eliminate personal point of view and become
an agent for the

not conc

pression of nonpersonal forces.

Johns Vatey Catection
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Yooy Kig. Auitin Abrge. ca. 175, oo
couresy P .

it Grar. B o iy Autana, 50 Pt courenyPr Gl

an of he photographer that ' not
Janced. something demanding the name of th por

vosrgner

atiil recor o whai has oen winesse. 1 Conrast. Abus coned §
hori famiy. Hor subects are reated 10 ea

e othr, related 1 ner and most

never entirly prih nto ar

Benjamin

It s characteristic of “primitive” photographers that they

afen didnot thinkof lhumwlvm as artists, but as workers o
scientists who had the specific task of documenting the
pher et okt Muybridge had a scientfc nterest in

animal locomation, Brady in documenting the Civil War,
Sander in photographing everybody in Germany, Bentley in
tediously recording and classifying snow crystals, Edgerton

incagmeriing motlon no s inest consthuens.

iphs are the product of the inter.
action between phm();,r.lphﬂ camera and event. Directed
images are a product of the photographer and the camera in
which the real nature of the event is largely irrelevant,
functioning s a ol or th photographer’s deas orfeclings
In autophotographic images the photographer is actually or
lfectvely abscnt. The subject presente s seliconscously
through the camera. An obvious example is the situation in
which a person whao is aware that he is being photographed

sirkes 2 pose and holds i unil e hears thesaund of the
shotterindicating that th exposue s complee

FPosicards ae imporant examples of Eopfolograpic
hotog designed to mar

personal i anonymous reality meet. Like snapshots
they document the material world and aspects of life that are
important and wnnhy of ceabrain: the commonpace a5
memorable icant. Postcards, however, make no
pretense to pe 1 exprecsion. The subject reveuls sl
Through the cgoless lene, and i the context of postcards
awesome phenomena acquire a (lgmﬁunu equal to that of

imporanty.

o Aed Detchrnt o
T Ay s o oot 0 defat he

artifacts.
bomb) is taken with the same dispassion as views of Swiss
mountains or bathing beauties.

People in postcards have the anonymous quality of extras
in a Hollywood extravaganza. They are not real people; they
stand for real people, like store mannequins. The absence of
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at Wi Baach, i ca. 1950
».,mmm by Dick Pope. Colscion Hattie Kren

e Chinese mage. from a popular balet. expicit choreogashy
Coonatenth Sl b i underyng naconty o an mooned e o
chieve socisl narmorny. In the American mage. the Mmpies <oreos

st oxpression wil st n  wholesome, orderly socety.




personal point of view with which observers
oo bave 18 Contend allows them o project themselves
he

o-postcards are universalized snapshots, rtual vehi-
cles for collective human expression. Their content reveals
the collective psyche of the culture that produces them and

ot isher interpretation of the
place or event tsel. In its most exaggerated form this can
produce .mo.mmages of virtually nothing. When, for exam.-
ple, the image is of a landscape devoid of any significant
Iandmark or event,the cad becornesthe documeniatin of

n e photographic image, sesthoi creaion i the prod-
uct of selection, not fabrication. The image that the camera
makes reselts from a choice among infnite variabies, With
postcards, the finished image is selected not from the world,
but from a rack and is mailed or collected as a consequence

heighiened peceptions simuiated by 1hmp new, unfamil
iar, uncertain, or foreign.
ke snapshots, poscads are o resuing vay of sppre

fogical implications of
is rexson, postcards of
different cultaes are dssimilar, In America, where we have
et crhe o el enade e o cponts o &
al integration like that of the Chinese, random cultural
y«yrhup‘ thology lies closer to the surface and s starkly
revealed in these images. That people actually take these
picures and ot soghli it i 8-
tany personal/directorial artsts such as Lisette Model
Pirsdrsapiboiigil b iobio i
lected postcards from an early age) draw on andjor
d by improvisational and autophotographic im
tcards, for instance, like the
photograph/samplers of Betty Hahn, combine snapshot and
postcard motifs with stitching and needlework techniques.
Images that evidence subjective visions are valuable when
identied a3 such, butwh labeled as “documenary pho
tography e(ammz,, propagands, to be embraced or
e e aho thought or
i evaluation, This I o, for cxample, of Stand's U
Paese, which according to A. D. Coleman, documents only
Strand's “white, bourgeois, American vision of wha s pic-
turesque about Italian poor people,” or Riefenstahls Last of
the Nuba, exposed by Susan Sontag as a perverse transposi-
ton of the Nazi cult o the master race 3 goifcaion of
I superiority, evoking comparisons of African “ar-

sion (postcards) or Zen-like harmony (Riis, Atget) of personal

34

Eugone Atge, St. Benol, ca. 1913 (Nog. #8531). Photo courtes Pl
Galory

o dscowerne NW " e re s ich-evidonc’ 5 Woodnesss

point of view with observed events
alists such as Wes

The work of photo-
-egee or Ron Galella, most famous of

\eous snapshols of high
society ,mmm..b those o Latigue and Belloc at the

nd low
n of

I the "h centurythe Ivention of photography gener.
ated in the art world a shock wave of imitation and reaction.
Degas, through his work as an “amateur” photographer,
discovered the arbitrary nature of the photog
finder. Heads, arms, legs, houses, trees, ec
r amputated by the lens with no regard for consistency or
continuity. He incorporated this ruthless composition into
his paintings, most notably in his famous ballerina series and
several of his race track paintings. Duchamp’s Nude De-
scending the Staircase is predicated on the motion studies of
Eakins and others, which predate the painting by 25
years. In Marey’s “negative of a man walking clothed in black
and white stripes,” ca. 1885, the relationship is particularly

phic view.
e included

The use of improvisational and autophotographic imagery
has, in the ‘70s, achieved status and acclaim, but curiously
only as subject matter for Photo-Realist painters such as Don
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Woodhesd Photo Co

Inc..Spingleld, Mass. Photo courtesyPlefer

Camerscn st e of e St West S, s

Gatery.
P Waoare
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Siaion:eoking e, Waeh 2752 m
(o Co. ‘Springhei. M Woodnes

Eddy or Chuck Close, who utilize the prestige of traditional

o e Shore, by using hat same napahol image
e magnifcent pholographic formats oig
rmp(m\vblu for the obso inted realism, are
ki powertal felarentas 13 the | (lamiiopongion
straight photography emerged. In contrast, Arbus” use of
raggedy borders and her seeming ndiference
echniques acknowledged, 1o the despalr of
he popular origins of &
come full circle. As in the strugg)

photography and was a key ingredient in the evolution of
Impressionism and modern - art, contemporary photoga:

or printed by Kodak

Rovr 4 shlographer i et Oversoros
Cotege o Yot Dosarirant o A 3o




