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individuals over any other information. For example, the
most common format of travel or holiday photography reduces
the person depicted to a size which can speak of little but
their presence. The depiction of the site usually reveals
no more about it than one might find in a postcard,
generally available on site gt less cost. The photograph
bears witness to presence and satisfies the desire for a
representation combining, in varying accounts, objective

evidence and a certain self-conscious informality.

Photography's importance derives from the fact that it
connects us to ‘rea bty by re-presenting it to us. However,
this implies a faithful copy of that reality, and is a
problematic concept, even if the 'reality' concerned is a
purely physical one. As Ernst Gombrich points out, "The
artist no less than the writer needs a vocabulary before
he (sic) can embark on a ‘copy of reality'.® £ Tnis
vocabulary must not take the form of accepted conventions
about how reality is to be represented and how the repres-
entation is to be read. Obviously these two aspects are
interdependent. It is not possible to take part in one
without implicating the other. Thus, if we are to decode

a picture, we must be familiar with the process by which its

subject has been coded.

This is an essential factor in the acceptance of

photographs as scientific evidence. For example, particular
Photographic practices and technologies have evolved to

Serve specific areas - x-ray photography, kilrain and so on.
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Wherever possible, controls are included with the subject.
These would include standardised colour and tone scales,
rules of standard measurements, etc. Additional information
concerning the type of process and exposure used may
accompany the photograph. This serves to contextualise the
photograph as the result of a series of known events. Its
information may then be viewed as the outcome of an

experiment in a controlled enviroment.

The case for the existence of UFO's or the Lough Ness
monster is abundantly documented photographically, yet their
existence is by no means accepted. These photographs, while
not taken within the rigorous context of scientific evidence,
are often accompanied by detailed accounts of how and where
they were taken. The difference in the credibility of the

two types of photograph lies not in what is discernable

from the prints but in the accounts of how they were made.




Footnotes
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CHAPTER 1

Photographic theory is by no means a homogeneous SIANE AL
However, there are widespread critical models of the nature
of photography, in particular its relation to the Feal 1 Eye i
represents. Although the extent of its implications varies,
a basis in physical fact is common to notions of this
"y, SRR very least, photographs are presented as
being faithful to ol jects, s Physical properties and
relationships. The acceptance of a photographic transparency
ranges from Rodolf Arnheim's notion that "The objects them-
sellivesin piinE G ctiin image",l to an acceptance of a central
analogical content. John Berger says that "The material
relation between the image and what it CEPIEESENTS .« s 15 AR
immediate and unconstructed one”,2 and "Photographs do not
translate from appearances they quote from them”.3 IGE G
the selection and use of this quotation that he identifies
ais e UEg USSR e S i M e o Barthe's model of the
connotative messages developing on the basis of the
denotative, "a message without a code" . * The connotative
Messages are the coding procedure, but at the same time
YEIE [N strictly speaking part of the photographic

structure" . Berger also acknowledges the photographic

misrepresentation but explains it as either the outcome of
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. G
thel guetaticn "The lie is censtructed befiozetheNcdnenails

or the result of “unphotographic' manipulatiaon: S ouNcan
make a photograph tell an explicit lie only by elaborate
tampering, collage and rephotographing. You have in fact
ceased to practise photography.”7 The aesthetile on social
analyses of photography tends to deal with what happens
before the viewpoint and subject are chosen, and after the
print has been made. The 'realism' deemed to be inherent in
the process of photography is identified as beimg the tesult
aif tnatural Soientifie principals upon which many

photographic practices and assumptions are based.

For the purposes of analysis we shall divide these
principles into the physical and the chemical. The physical
concerns the formation with light of the image, while the
chemical concerns the making permanent of this imalg e s
critical model is based on two separate but orten over-
lapping premises. Firstly, that the physiecal device, the
camera, while mot in itself matural, is equivalent to the
natural design of our eyes. Therefore what we see by the
Camera 1s what we would have seen ourselves. Secondly, that
thel phiotograph itsellft isia purely mechanical reproduction of
the image the camera sees. In a sense it is equivalent to
the retina of the eye, in that it conducts the image to us.
This also implies that faced with the final photograph we

might trace back to the reality of its SUl8 JRE L o

Most photographic theory stresses the importance of how the

photograph is made. At the same time it acknowledges the

_
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existence of what it terms 'trick' photographs which may
not be distinguishable from 'straight' ones on the basis

of examining the print. While this points to serious flaws
in the idea that the print could be the route to under-
standing the subject, these photographs are usually
marginalised as not breing true to the nature of photography.
This is a catch-22 situation. 'Straight' photography seems
Lo be the only type which upholds the notion of photography
as transparent. Yet this defipitian is all that separates
'straight® ¥freom cther photographic activity. Straight
photography then might be said to be that which is not
manipulated beyond the ‘necessary' limits of the process.
However, if we examine the process of straight photography
we can see just how intrinsically manipulative it is. All
the elements I shall discuss are absolutely necessary for
the making of an image, and would not be considered out of
place in, for example, intentionally ‘documentary’

photography.

The first step is the choice of Film: This will determine
the amount of grain in the print and so effect the definition
and resolution of the subject. Apart from the obvious
differences between black-and-white and colour LIS o el
films register different shades and colours in different
ways. For example, some black-and-white films register blues
with higher tonal values in comparison to other colours.
Different films and enlarging papers have different contrast
Characteristics, and so possible tonal OT Colour ranges. These

Characteristics will greatly effect the type and range of
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information a photograph can present. Therefore different
films and papers will, in changing the image, also change our

understanding of what it represents GiRles, I Zime 2.

Photographic objectivity is concerned mainly with the

representation of objects and their relationships.

It seems necessary to point out that the agent and
essential ingredient of photographic production is light. It
is the light, formed into an image by the lens, which acts
upon the emulsion of the film. 1In fact, light is the “subject!
of every photograph. O0Objects are only represented by virtue
of the fact that they reflect Light. " The SEHEEALE] - @1 exposﬁre
times and aperatures is based on the amount of light
LlYuminating & given sceme,  This waould seem to cancel out
the variable effects of the light. For example, its
brilliance would be compensated for Oy a correspondingly
shorter exposure and/or smaller aperature. However, this
entails the choosing of a standard mid-grey on which to base
the exposure.8 However, light effects the image in other
wialy'ssSE AR il it o ma daylight produce different types
oif “eglioUsN oS tone Sas N adaes daylight at different times of the
day. Differences in diffusion, distribution and direction of
light will also have a great effect on the resulting image.
For example, in the case of uneven distribution, the exposure
canenillySneSset  toiiicnneE e kil register one area within the
scene. The photographer must choose which clnFel il als to e,
not on the basis of what is there, but on what he or she

considers to be of most importance (R ilgista 3 amd 4).
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Exposure is controlled by its time-length in relation to
its lens aperature. Lens aperature alsc effects depth of
field, that is the range in which the subject will be in
focus. If the focus is set to sharply delineate one object
then the depth of field controls the sharpness OT otherwise

of the other objects represented

Where still objects or scenes are concerned, the setting
of the shutter speed, the time-length of the exposure, creates
little problem. However, when we come to recording movement
of the subject or with a moving camera, this aspect becomes
yet another definer of information. Movement during the time
of exposure is recorded as a blur. The extent to which a
moving objects loses shape and definition 1s dependent upon
its speed relative to the shutter speed and the movement, if

any., of the camera.

When Muybridge photographed a galloping horse to ascertain
the position of its legs at any given moment, he used a very
fast shutter speed to do so (fig. 5 ). Had he usediaSsiliowen
speed he would have obtained a blurred image (similar to
FalGo 5 ol EiE first photograph, the moving horse was still -
relative to the shutter speed. Thus the horse is represented
as suspended in mid-air with the stillness with which the
camera might record an absolutely stationary ebljcc et
what we know from other sources suggests that the horse was
indeed moving, but that the camera recorded it so quickly

that it represented its actual physical shape at one poilnt.

If we look at the photograph taken at a slower shutter speed
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we see the legs of the horse represented as a blur. Yet we
do not assume that this animal is shaped in this way. Again
we draw on outside information, we establish the shape of
horses as constant and explain the difference between the

images as differences in their method of making.9

A photograph is in essence an arrangement of tones and
tonally delineated shapes. The multiplicity and inter-
dependence of possible casual factors renders the photograph
unable to objectively inform about its subject. Only with
outside information which would establish certain conditions
concerning the subject and operation could it yield 1ts
limited range of information. It does not so much bear witness
to its subject as to its means of productioniNerNiichuEl=ts
but the end product. As we have seen this is so even when all
the 'norms' which seek to standardise the process are upheld.
Instead of being able to use the print as the path even to the
image in the camera, we must make assumptions and Eracesene

information in the opposite direction.

Even with an abundance of technical information about the
process of transformation we cannot regain the information
concerning the subject which is lost 1in the process. NoOrT is
it possible to separate the treatment of a subject from that

subject. When the treatment interferes with the information

presented, it changes our idea of what the subject was.
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The design of a camera, and the resultant manipulation of
the light entering it, does bear a certain similarity to
that of the eye. However, beyond the common use of lenses to
manipulate the light, the similarity does not establish any
other link between camera vision and human vision. Human
vision is stereoscopic, i.e. the product of two separate
lenses to render three-dimensional relations. Monocular
camera vision cannot independently relate size or distance.
For these qualities are interdependent. For example, the
represented size of an object is both the prodUct el sitEs
distance from the camera and its actual size. In this already
indeterminate equation there is another variable - that s thie
focal length of the camera lens, which also effects size/
distance of objects in relation to one another within the
image. The eye sees at an angle of about 180 degrees: its
field of vision is a demisphere. The photographic standard
is the rectangular image of the 50mm lens which sees at an
angle of approximately 50 degrees. 0f coUrse;  ElisSERel S
to the fact that the retina is a demisphere while the receptive
area in the camera is the rectangle of film opposite the lens.
This also places an emphasis on composition of forms within
the rectangle which is absent in human vision. Photographic
lenses range from the ultra wide-angle fish-eye lens L@ e
telephoto. While the fish-eye 'sees' a demisphere like the
eye, its registration on the flat film piliame N pEedieEs
'unnaturalistic' distortien. However, it is not pessible to
establish the focal length of the lens without 'outside'
knowledge of the subject. Different focal length lenses

effect not only the size-distance relationship in a photograph,
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but also the relative rendering of two-dimensional perspective

(figs. 7 and 8).

To say that the lens of an eye produces an image on the
retina in the way a camera does on the film is a simplif-
ication of the process of vision. In the living human eye,
the 1image is kept in constant involuntary motion by the
movement of the eyeball and contraction and dilation of the
pupil. 1Indeed if there were a single static image in the eye,
the retina would not be able to continue to register it due
to an effect known as sensory fatigue. Obviously then cameras
and lenses are not designed to reproduce the system of human
vision but rather to produce an effect which may, in a limited

way, be equated with reality by vision.

We can see then that photography is neither a substitute
for vision nor is its product, the photograpn, an objective
record which allows undirected access to what the camera
'saw'. Rather it is a system for producing static flat images
whose treatment is based upon the setting down of pictorial

information within the possible range of tone and definition.

Thus the photograph neither accurately represents what was,
nor must what it represents necessarily have existed. Critical
investigations have tended to negatively define photography in

order to isolate what is purely photographic about it - that is,

what separates it from other pictorial representations.
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Halla Beloff defines photography as "a representation
dependent on the visible presence of matter represented”.J‘U
This rather loose definition does not cover even the practice
of 'straight' photography. It must be pointed out that the
'visible' referred to is not necessarily visible by any

system other than photographic. Also we must change the
'presence of matter' to the presence of matter or effects

of light. Thus we might alter Beloff's statement to define
'straight' photography as dependent on the photographically
visible presence of what is represented. If we were to place
the limitation 'straight' on to painted or drawn represen-
tations, we might define it as basing the logic of the picture
in observed phenomena. Thus we might equally define 'straight!'
painting as dependent on the visible presence of what is
represented. Indeed we could go so far as to say that most
representational painting has its roots in the visible
presence of its subject, although this presence may have been
mediated by various studies or sketches. This is borne out

by the fact that there is a strong tradition of artists who

paint from the model.

If we look at the photograph (fig. 9 ) by Eikoh Hosoe, we
assume that it does not show the whole truth of its subject.
We assume, for example, that the boy or girl did have a body,
but that it was shadowed from the light and so not represented.
Nor do we imagine that what it does show really existed, the
grain of the image, the harsh contrast, and so on. However,
it is true to say that the photograph does seem to attest to

the existengece’, i notEoFtnuis Sexa Gt ey aRN«iER NG boy or
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girl who was present before the camera. Of course, the
photograph here bears witness merely to the existence, in

some form. of a reproduction in a book.

If we examine Carravagio's painting DAVID WITH THE HEAD

OF GOLIATH (fig. 10), we can see that it carries much the
same sort of information regarding the actuality of its
subject. Given the nature of the detailed treatment of the
image, or at least part of it, it seems reasonable that ik
or parts of it, were painted from models. Of course, the
painting itself may have been based on a series of inter-
mediate sketches in conjunction with his knowledge of
anatomy. Yet even this information has its roots in observed
fact. While he may not have painted this actual painting in
the presence of the model, it is likely that he did make
preparatory studies directly from the model. Again there is
no way to decode Carravagio's treatment of tne boy su we
must content ourselves with the information that a boy
existed and was studied by him. If we assume that the head
was not decapitated, then we can say that the absence of its

body is a result of the treatment of the image.

All representational art has its roots in the visible
presence of its subject at some stage. The more visually
descriptive and detailed the image the imoreNittsEsEaiEiiSla sy
document increases. At the same time no image can be an
absolute objective document. For the transformation of

observed phenomena into image must always be manipulated in
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terms of the possibilities of the medium and the artist's
decision-making process. "Painting is an activity; and
the artist will therefore tend to see what he paints rather
than paint what he sees”%l Gombrich's conclusion is equally

applicable to photography which, as we have seen, is also a

manipulative activity.




Footnotes

il
Rudolf Arnheim, quoted by Joel Snyder and Neil Walsh Allen,
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Barthes does continue to formulate a system for the analysis
of the effect of connotative messages on the photographic
message as a whole,

6John Berger, Ways of Telling, p.96.
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However, this excludes all 'overall' and automatic exposure
meters from producing 'standard' photographs.

The same comparisons might also be made between photographs
taken with a 'moving' and a 'still' camera. Both these
terms are, of course, relative to the shutter speed.

Halla Beloff, Camera Culture, p.7.
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CHAPTER 2

Photography was not invented in what we might call the
classical sense. It is neither the zesule bf arsinale
technical innovation nor visionmary genius. Rather, it
evolved gradually through the experiments and innovations

of a number of people working more or less independently

of each other. Tellingly, there is no date which would
separate conclusively a pre-photographic age from a post-
photographic age. The seventh of Januar¢.1939 serves as

the date upon Which photographyl was oot R

public. Yet by this time each of its 'inventors' had

already been successful in devising his own methods. It

was L.J.M. Daguerre's proecess. Ehe daguerreotyvoeSintaRsnaic
been developed through his partnershiop with Nicephore Niepce.
that was introduced publically. It was only in its after-
math that it could be seen that there had been a race to
perfect the process. This process was the fixing by chemical
means of the image formed in the camera obscura.

The date and author of the first photograph is by no means
clear cut and it depemds largely on the definitilonNoif
photography used. Taking the term photo-graph literally -
light writing - one could say it was Johann Heimrich Schulz

as far back as 1725. Schulz succeeded in making negative

=MD e
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images of word stencils by the action of light on silver
halides. Thomas Wedgewood was the first to combine the
two principals, the physical and the chemical, but he did
not succeed in finding a way to fix his results. Whether
he actually made images with the camera is unclear because
he did not persist, considering the necessary expOsSure time
to be too long. In 1824-6 in France, Niepce made a six to
eight hour exposure and was successful in Falyeitie) oLl o
Independently of this, Fox Talbot in Britain was to develop
his negative/positive process by 1835. The filxingtelEsERne
image is necessary so that it might be exposed to light to

be viewed without affecting it.

This was the final stage in the evolution of photography,
yet the solution was known to Carl Wilhelm Scheele in 1777,
though he was not to apply it to thilss fiie ldE S HewWevielnsamene
photoygraph exists before it can be fixed; mule imporcantly
the concept and possibility of photography already existed
before 1826, and by the first decade of the' LothNcenElEyasise
was thought to be important enough to merit its determined

exploration by a number of individuals.

"In 1685 the camera was absolutely ready and waiting for
photography". L A1l that remained was the application of
existing knowledge to make it recognisable as the photo-
graphic camera. By the 1770's they were as small as 6-8
inches long by 2-3 inches wide. They already had focusing

mechanisms along with actual diaphragms for controlling image

brightness and depth of field. Even the problem of chromatic
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abberation in lenses was solved. In fact, the design of
the camera did not significantly change from e L7 /EY S

until the 20th century. To trace back the history of the
camera obscura and its application, we must return to the

Renaissance.

Although many and complex changes took place during the
Renaissance, most significantly for our purposes is that
vision was adopted as the basis for representation. This
resulted in the use and therefore importance of the
pictorial illusion of three-dimensional space. ANpicEUEEe
is defined by Leon Battista Alberti im his book DELLA
PITTURA of 1435 as a plane intersectingscne pyramid of
vision at right angles. The pictorial plane is likened to

a pane of glass on which the view 'behind' can be traced.

The pyramid of vision takes the subject as its base and the
eye uf Liie viewer as 1its apex. Thus the pietureaets Milkena

window on to its subject.

The importance of this model is that it sets out the basic
vocabulary of illusionistic painting which allows it to be
developed upon in a logical and scientific manner. This
basic vocabulary consists Of G S e e choice of a single
mathematical point of view from which the picture is to be
constructed and at which it will psychologically place the
Vilewer . Thils®isEailisomtnesoalsats for the placement of the
vanishing point within the picture and so establishes

perspective within a geometric system. This in turn lays

the foundation for other schemes to invoke space and distance
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like foreshortening, perspective, and so on. It aliso
involves framing of the subject in terms of a rectangle and
thus emphasises composition within the picture which edits
both by exclusion and internal emphasis. The relative
positioning of subjects establishes a specific time of view.
This basic model was to inform the construction of realistic-

illusionistic picutres from the Renaissance on.

It is also the basis on which the image formed by the
lens or pinhole may be considered a realistic picture.
Only when a lens is placed parallel to a flat surface do the
relationships correspond to these in the vision pyramid. The
picture plane is transposed to the image plane, behind the
lens, by the positioning of the lens at the apex PO DR
the same way, this sets out the vocabulary for the

construction and understanding of the camera image.

The fact that pinholes could be used to manipulate 1light
to form an image was known as far back as 1038. The Arabian
scholar Alhazen who used it to observe solar eclipses also
noted the link between the size of the hole or aperature and
the sharpness of the image. The use of the pinhoclefaoE
producing images of objects and views is indicated by Roger
Bacon in 1267, thus predating the Renaissance concept of the

picture and its basis in vision.

The construction and use of the camera obscura for drawing

was first described by Giovanni Battista Della Porta in his

book MAGICA NATURALIS ef 1589. It could be arguedstRiaitstRies
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is the origin of the concept of photography, in that here we
have the idea of fixing the image produced by a lens, albeit
manually. This is also important in that it sets down the
treatment as well as the formation of images as answerable
to a model and scientific principles which were to Dbe

advanced upon in tandem with the development of technology.

A history of the mechanics of an art based in vision might
be understood in terms of the development of new conventions
for the application of pictorial devices or schema.
Obviously this history is limited due to the fiacEREhatR e
concerns only one part of the making of pictures. It would
propose a linear path for development which is rarely the
case. However, it does isolate the particular area in which
photographic vision was to play such an important elEa ALF

we compare two paintings, one from the beginning of the

Renaissance period of innovation and one from the emd B ‘eile
18th century, we can see SOMmMe of the changes. Leonardo

Da Vinci's LAST SUPPER (fig. 11), painted between 1495 and

1498, clearly uses the conventions of 'the picture as window'
to define its space. The space it constructs is one of order,
placing Christ at the centre with the perspective lines, and
so space seems to radiate freom his head. The space is
constructed according to knowledge and 1is synthesised an the
basis of a reading of perspective. The space is not so much
the product of observation, but rather uses vision to code
its information, like a map. Ml ilkE & e, i GEEs meEx
directly involve the viewer but places himNoE S hierSalesa

distance, opposite Christ, and lays the scene out before him/

her .
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In contrast AT THE RACETRACK (fig. 12),painted by Degas

in 1869, presents us with a world of disorder. It involves

us closely, not only by placing us 'in' the scene represented,
but also by relying on our ability to 'make sense' of the
cropped images and so on. This fragmentary nature serves to
isolate a single moment of the view 'through' the already
established edges of the picture. Degas uses the pyramid of
vision to analyse and isolate elements of the process of
vision, emphasising the effects of both light and movement.
There is no systematic perspective and areas, particularly

the lower left hand corner, are spatially undefined.

Obviously there are a number of different pictorial and
conceptual influences at work in each case. Among these we
might single out the introduction of photography as playing
an important role in the development of the picture as
window. As we have seen the seeds of Uegas' plctolial 1oylic
lay in the setting up of the Renaissance model of a picture.
The development is not the result of a new model, but the
change in the use of the old. We might characterise the
changes as the movement from visual pyramid as neutral,
distant and static, to involved and mobile with an emphasis
on transitory phenomenaj; for example light, smoke and clons,
and so om.  Whitlel itils St miesEhaltabeds did base much of his
work on photographic images, these devices were used and
explored long beforé photography came into being. We have

only to examine the use of light or space in Dutch painting

of the 17th century (fig. 13).
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It was really only with the pictorial logic of the 1800's
that photography would prove itself useful, as evidenced by
the new impetus toward its realisation. This period saw the
rise of neoclassical principles in art as a sobering reaction
to the fantasies and frivolities of the 18th century. The
classical principles emphasised the distinction between
natural rendition and the idealisation deemed to be necessary
to high art. The sketch was an important learning area forT
students and was not constrained by the public nature of
exhibitions. (The sketch, of course, can be broken into two
categories, the cartoon for resolving composition and the
study for observation.) The strengthening of this
distinction so separated the study as to isolate 1t as an
almost independent area of activity. At this time landscape
painting held low currency in academic circles due ol thefiidea
that it was lacking the essential human drama of a great deed
and was without intfinsic moral va.iue. However, although 1t

did not become a coherent school as such, it did gain a

certain currency in its practice, which grew as its aims
developed. Landscape painting, and in particular the
landscape study, was to become the centre of experimentation
and innovation in a new 'naturalism' in picture making. While
the idea of a 'realisitc' landscape palinting prae tifceNcomEEaEs
dicted neoclassical principles, it did it in witt i hesnitase
of the sketch - that is, devoted to the study of nature so
that its results may then be systhesised. As Turner was to

say, 'pictures made up of bits' rather tham VplctUresHaif
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The English painter John Constable played a central role in
the development and acceptance of the landscape as a genre.
Althoughias a [generals principlethercantun e or e s
making drawings by synthesising from his sketches. In 1824
he sald, "It is the business of a painter not to contend with
‘nature, and put this scene (a valley filled with imagery 50
miles long) (sic) on a canvas of a few inches, but to make
something out of nothing".2 Later in 1836: "Painting is a
science and should be pursued as an enquiry into the laws of
nature. Why then should not landscape painting be considered
as a branch of natural philosophy, of which pictures are but
the experiments“.3 Here we have the idea of isolating an
aspect for the purposes of an enguiry, on the basis of a
scientific experiment, into 'the laws of nature' or the physics
of vision. The artistic concern for the humble natural subject
needed a new vocabulary. This was manifested in a willingness
to take the subject as it presented itself. 1In short it
involved picture making based on 'perception' rather than
'knowledge'. This dichotomy between 'mind' and 'eye' was and
is central tc the development of the history of picture-making,
a history through which photography found its 'raison d'etre'
in seeming to embody the process of the purely visual model.
The relatively short period between the development of a
theoretical base for a purely visual logic and the introduction
of photography serves to attribute what were common pictorial
schema to photography. Yet it is clear that photography

developed out of the broader techincal and conceptual

development of the notion of a piCtuI‘e and how it should

The almost total and immediate acceptance of

represent.
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photography is not the result of any scientifically objective
‘realism'. Rather it bears testimony to the fact that the

conceptual groundwork for the reception of photographic images

had already been laid. The development of the picture was not
simply based on that of the pinhole camera but rather the

design of the camera was developed to conform to notions of

how the picture should look.

Photography neither introduced the concept of purely visual
logic, nor did it settle conclusively the arguments against
it in favour of a pictorial system which would express
knowledge in a visual code. Thus we can see a consistency
between the Abbe Dubois complaint about landscape painting:
"The most beautiful landscape... is of no more interest to

4

us than an actual tract of country",” and Daumier's:

5

"Photography imitates everything and expresses nothing".




Footnotes

Helmut Gersheim, The Origins of Photography, p.16.

2 .
John Constable, quoted by Peter Galass, Before Photography.
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John Constable, quoted by Ernst Gombrich, Art and Illusion,
P29

4 :
Abbe Dubois, quoted by Peter Galassi, Before Photography,p.20.

SHonore Daumier, quoted by Heinrich Schwarz, Art and
Photography: Forerunners and Influences, p.ll4.




CHAPTER 3

In the first chapter I discussed how a photograph does not
show us what we would have seen, nor is what it shows
necessarily visible. In short, photographic vision is
independent from our vision, although there is a much
emphasised common area. In Hosoe's photograph we can see
less than we 'know' to have been there, and therefore
presumably less than Hosoe saw when taking the photograph.
However, because of these independent characteristics it

can also show more than the photographer saw. Photographic
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vision is botlit quicker and more acutie ¢
so it may show things which the photographer might not, but

could have seen.

This phenomenon was well known from photography's earliest
times, not only because of its novelty (for previous pictorial
systems were always mediated by human vision), but also

because photographs were not enlarged and so theirSreadering

In his book THE PENCIL OF

of detail was extremely acute.
NATURE Fox Talbot recommended the examination of photographs

with a magnifying glass which "often discloses a multitude

of minute details which were previously unobserved and

unsuspected".l Oliver Wendell Holmes remarked how "The more

e B s
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evidently accidental their introduction, the more trivial

theysatessin themselves,

2 : : :
LS s, iy effect, what Barthes identifies

the more they take hold of the
imagination".

as the punctum oifta photograph, and separates it from the

'studium', the intentional message. The apparent
seamlessness of the photograph fails to objectively
distinguish between the photographer's intentions and the
outcome of photographic processes, which may have been based
on the treatment of a different element. For example, once
the camera is focused on a particular ab ject,  thepNothens
objects in the same range will be equally in focus, however
inconsequential the photographer may have considered them,
if indeed he/she had seen them. It is the manifestation of
the uncontrollable, or less controllable, element which is

part of all processes.

nted rocganitinon nf photnoranhv acg
LR —uuuv ...... . - = ' i ) i 7 >

art and in line with this they sought to exert complete-*
control over their work. Thus they reduced photographic
vision to its common area with human vision, and so stressed
its similarity to painting. Emerson spoke of effacing the

specific nature of photography as being his, and presumably

others', aim.

However, if this 'raw' uncontrollable element found little
)

favour with notions of art as crafted and intentional it

endeared photography to the Surrealist aesthetic. Photography

certainly seemed comparable with Breton's central concept of

the found object. In tnterpreting the found object, the
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person projects his own 'meaning' so the objects acts as

a sign of the unconscious desire. The Paris streetscapes

of photographer Eugene Atget were particularly admired by
the Surrealists. "Ostensibly these were documentary

records of architectural details, formal gardens, baroque
statuary, for museum archives. But Atget could not help
making individual works of fine art, expressing his personal
vision".j The extensive presence of detail and 'accident!',
aspects pecglair to photography, were thought to be the
product of his naive use of photography to document the

passing of Parisian architecture.

Yet we know he worked as a commercial photographer,
reproducing works of art among other things. His camera
was specially designed to allow its focal length to be
changed, like the contémporary zoom lens. His use of wide-
angle, for example, not only ailows The Llinclusiuvi uil 4
whole facade from a limited distance, but also creates a
certain !stage perspeetivel i NinemthcaiEnicalliittiNeolRrts
photographs which also relates to his interest and career
in the theatre is not simply the product of his choice of

subject, but is emphasised by a technical understanding of

the medium.

Yet even without this background informationm, it seems
odd to attribute so much of his work to purely unconscious

accident For in many cases these elements are so central

that it is extremely unlikely he could have been unaware of

them when printing them, let alone exposing the plate. Even
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if he had been so technically incompetent as to be unable to
deal with them, it is hardly feasable to suppose that he
would have chosen to print and oresent photographs with such
'subverting' elements (fig. 14). It is also unlikely that
these 'unforeseen' details or accidents which may have gone
unnoticed at the time of exposure would also be passed OVver
during printing. Even at this stage they could be effaced
from the print if deemed too disrupting. This of course
raises the question: when is a photograph made? And what

constitutes its production?

For a more detailed examination we can take the case of
the photograph (fig. 15) 'snapped' informally AL AR PRIEE Y RBY
a friend of mine. I gave her the camera 'ready to GlrfaEie e L
had already chosen the film, a black and white fine grain
film which is correspondingly 'slow' - that is, it needs
more light in the form of longer exposure or at a larger
aperature. The lens was a 28mm wide-angle, becasue I
assumed that a broader area of view was required than would
be available with a standard lens where subject distance is
limited by being indoorTs and the nature of the occasion. I
fitted a flash on the camera which would 'bounce' its light
of f the white ceiling and soO avoid the harsh and flattening

IHighit ol alidinectt flash. Bouncing gives more even and

'natural' lighting. There is an automatic metering system

in the flash which must be synchronised to the lens aperature.
Automatic exposure meters work by reducing the average tonal

distribution to grey, yet the walls are light coloured and

would make this reading too low. I set theNaperautse
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slightly higher to try to counteract this effect, without

of course knowing how much wall area would be included in
any given photograph and therefore how much compensation was
needed. My friend then selected and framed the subject,
focused and exposed the film. When processing the film I
overdeveloped it slightly to increase contrast for the other
photographs on it. It was printed on Agfa Grade 2 paper,
without any other interference to the tonal relationships.

I set the range of tones, basing the exposure on the figure
on the left hand side. The photograph has 'the look! B @
photograph I would have taken and as such falls short of
fulfilling my friends intent. When presented with the
photograph she was surprised at the dominance of the figure
on the left. Her 'subject' was the group of seated people.
She had unintentionally included this figure due to being
unused to the bulk of the camera and its broader area of
views  She: did¥positionRnessaliifssoies nol Lo have Lile TiguLs
obscuring others, but was largely unaware of the importance
the camera would bestow on it. The dominance of this figure
is exaggerated Dy the wide-angle lens which in emphasising
perspective distorts the size/distance relationship between
this figure and those behind him. With a standard lens they

would appear closer (figs. 7 and 8). The tonal values of

the print serve toO obscure the 'subject' again in favour of

this picture.

For its taker the photograph was a strange concoction

of unintentional information revealing things she hadn't

thought would be in the print while failing to reveal much




of what she had. However, I, in making the print, atleseen

these elements and could have cropped the image or shifted
the tonal range, had I realised. Also had I known the
conditions under which this particular photograph was to be
taken I could have chosen different equipment. This
photograph is by no means an experimental model, nor was it
intended as such. It does, however, illustrate the role
played by the totality of the photographic process in
realising intent in the final print. We may divide this
process into three general areas - the choice of equipment
and method, the framing of the subject, and the printing
and processing. Obviously these areas are not totally
independent of one another nor internally cohesive to the
extent that they couldn't be further broken down. The
production of this photograph also serves as an analogy to
the production of photographs under the influence of the
photographic industry. We might draw a parallel between my
role in its production and that of the consumer industry in
most of contemporary photographic prodiction S SASHE chose
the equipment and method of production for this photograph
and its treatment, so too does the consumer industry in

marketing and limiting the types of processes and equipment

available.

Since its introduction, Photography has always Deen closely

linked to economic and broader social factors. It was the

French government who announced Dalglen EeRS discovery, followed

quickly by Fox Talbot placing controlling patents on his

process. FforT, whatever its other merits, photography was
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ively less labour-intensive and more industrial in its

BERLCECCne, e sise g growth of the bourgeoisie in the

19th century alsc caused & dramatic increase in the market
for the portrait which was so important as a status symbol.
There was a rapid growth in commercial photographic studios.
Although it was becoming more standardised, it was still a
skilled craft and the domain of commercial professionals and

a much smaller number of amateurs and artists. As its

applications grew, so too did its market and commercial

value.

In 1887, George Eastman introduced a mass produced DOX
camera, the Kodak, with the slogan, 'You press the button,
we do the rest'. The camera left the factory loaded with
film and ready to use. After the exposure was made it was
returned for processing and printing. The re-loaded camera
and the prints were sent to the photographer. The growth of
the photographic studios stopped and numbers began to drop
drastically. In the art world there was a growing emphasis
on the art and craft of photography. However, the success
and popularity of the cameras Were asisUzeds fer it o fficEed

the possibility of the untrained public making their own

images independently, and at less eost. Lts effectivasiEtnos

folds it democndtised tnedpmeductionfeliNoiore = IR

chioflce ofirstyees and, more importantly, separated this aspect

from the rest of the process. Before this time photography

was a craft 1ts process and equipment were tools developed

flomspeeifie effects and tasks. For example, the portrait

ould use a lens of a longer focal length to

photographer w
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distance the sitter, and avoid distortion of the features.

What Kodak offered was not the means of production as such,

but a standardised aspect of it. The photographic market was

dominated by the portarit, either personal or group, and so

it 1s not surprising that this would be the task around which
mass production would be centred SN W as S Bt RIS i e E
the present multinational consumer industry of photography
began to develop.

Many of these early companies still largely

control the market today -Kodak, Agfa, Voightlander, Gavert,

and so on.

The photographic industry today serves almost all aspects
of photographic production from amateur to enthusiast to
professional. There is an increasing growth in processing
laboratories to service the expansion of these markets.
Camera technology is developing towards automation. Auto-
matic exposure metering is not only a standard reature, DUT
very often excludes the possibility of manual override.
Built-in flash is triggered if the available light is too low.
Automatic focusing ensures that whatever is in the centre of
the frame is in focus. In short, the conditions of use open
to the photographic consumer are broader, yet the decision-

making process 1s still standardised to produce 'acceptable'

results.

In a sense the photographic industry implies that the

second stage referred to earlier (the making of the exposure

and related choices) is when the photograph is made. This

s e @nly et of the larger process into which the
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photographer's' intent is Channelled. The attempted

stand i i GG
ardisation of all activities save these serves to

f‘ .
urther emphasise the role played by framing and choice of

subject. If it were possible to standardise all photo-

graphic production in an absolute sense, then it would be

possible to 'read through' the print. The differences

between images would then be attributable solely to the
subject and view. 1In practise, however, it works the other
way round. It is because these are the only activities open

to the photographer that they are of such importance.

It is the subseqguent limiting of comment and intent which
makes much 'snapshot' or 'family' photography so uninteresting
to the outsider. They are only of value if we know the people
involved or we were there ourselves. Even then, they are
rarely shown without some reference to how, when or where
Lhey were taken. In this context they funciliun td evoke

memory rather than to describe.

The photograph like any image is a message and as such its
reception and understanding are closely linked to how RIS
perceived to have been made. The dominance of the consumer

industTy over photographic practice and people's experience of

it diverts attention from the full range of activity necessary

for the production of photographs. As already memtioncdaiREIEy

range may loosely be divided into three stages - the choosing

of equipment and determining the methods Schc Tl

exposure; and the processing andipr i tingRofcueRC

tandardisation the industry attempts

photograph. Through s
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to remove the impartant GRS O e iineh smel deeh stage

so that the second can be offered as the means of production

or, at least, its determining part. The adoption of standards

does not reduce the intent inherent in the effects produced

under these conventions. Ip the consumer market conventions

8T8 MOt determinedNbyian YR o n e ol S

the product of the Necessity to standardise and limit for

mass distribution and Compatibility. As we saw in the first

chapter, there can be no standard for the treatment of the
subject in choosing either the method or means of production.
Standards of 'conventional! photography are determined
largely by audience expectations. The limitation of the
"addience's' experience of photographic production and the
cultivation of expectation result in a certain eUrreney  for
photographic transparency which cannot be justified by the

actual process.




Footnotes

1
Fox Talbot, quoted by Halla Beloff, Camera Culture, p.ll3.

20liver Wendell Holmes, quoted by James Borcoman, Eugene
Atget: 1857 = 1020 pen

3

Halla Beloif'f, CameratEuliEline, pror:




CONCLUSION

Rosalind Krauss describes the photographic sign as an index,
which she defines as: "a signifiying mack thatbearsla
connection to the thing it represents by having been caused,
physically, by its referent." lCertainly the change in the
photographic emulsion is caused by light. However this

casual connection does not imply any visual similarity, nor
does it establish a chain of events which would allow analysis
of the causal factor. For example, a smear of ink across a

page does not look like the finger which may have caused it,

nor .does it establish the relative relationship between finger

and page in terms of pressure, speed and so on. This incon-
clusive causal factor is, as we have seen, manipulated in
terms of the preparation of emulsion and its treatment. The
light is manipulated to form an image of a particular type.
In short, this indexical element is used as a part in the
creation of an independent pictorial equivalent. The extent
the other parts of this process

of the role played by

precludes this element from determining the nature e Ehe

photograph.

An analysis of the role and effect of these factors is

necessarily limited, for it requires a translation af a

complex and involving process into a language with a certain

= S
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linear logic. i
g In the first chapter I outlined the process

i terms ; :
20 of choices. This was intended to show that it does

t det i : : '
no ermine its own direction or follow a convention.

Obviously this model does not adequately account for either
the suotletySorStotankilyacnsEne production of the photograph.
This is further compounded by the fact that the range and
path of the process is not always the same. Indeed, the
boundary between what is and is not considered a photograph
is itself Wunclear: Nihus any general definition of photo-
graphy must first presuppose an extremely particular opractice,
and so limit its application and usefulness. Likewise the
history proposed in the second chapter is limited in viewing
change only in terms of particular issues. It attempts only
to establish the particular prehistory of photography through
which it could be seen as the ultimate achievement within
that convention of pictorial 'realism'. The consumer

| e £
o

industries' - bouth the ‘*amaleur' and the '"pro:t !

EE SR ai =
presentation of photography establishes a limit which
concentrates production on the moment of exposure. ERS
important to remember that this limittils i ain s ar e el
convention for which practical guidelines have not, as I have

shown in chapter 1, been established.

Photographic criticism and production should address itself

to the photograph as a pictorial copstructien, an RueEE IR

of its faithfulness ool abberation from, 'realtiy'.




Footnotes

i ' ' raphy.p-121
lRosalind Krauss, "Tracing Nadar", Reading into Photography
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