Power of Images
VIl _Photographs



Origins and Meaning

Camera obscura, pinhole
camera

Photography:

- Nicephor Niepce, View from
the Window at Le Gras, 1826
or 1827

. 1st surviving camera PH

- Louis Daguerre (1787-
1851

- 30s daguerrotype

- 39 publicaly announced
- Hercules Florence

- 1832 photograph



Question of Realism

The PH are systematically collected
since the beginning

- National Photographic Record
Association, Britain,1897

The idea of objectivity:

- PH are used as evidence of
authenticity (ex. newspapers)

. “camera never lies”

. “candid camera”, 1920s

To what extent the PH can be trusted?

Dagerrotype, 1854



,While photographs may not lie, liars may
photograph.”

—Lewis Hine



Dorothea Lange/Margaret Bourke-White




American Civil War (1861-1865)




Robert Capa
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The Falling Soldier, 1936
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Problem of Context

- context

- the texture: sepia print /black-and-white image

Identity of sitters and photographers







Reality Effect

- Roland Barthes, The Reality
effect, 1968

. Mimesis

T of tripartite sign (sign,

signifier and signified)

- The Phothographic Message, in:

Image, Music, Text

,<the photographic paradox,

- Message withour code

Reduction

f genius, Roland
not die following

s¢” ), Bayard recruits Simon Herze
young academic w s semiology,
to act as his Virgil through the arcane
world of Theory. It soon transpires that
the great 20th-century linguist Roman
Jakobson, famous for defini he six
functions of la
ered a sevent -
of a document revealing its
ow to unleash Janguage’s
vers of persuasion. Such
wiedge could turn anyone into the
“master of the world", which is why
everyone — from Bulgarian spies toting
0 ul ellas to President Gis
card d'Estaing er it. The picce of
paper has, L nished into thin
air. In whose hands will it end up?
g debut, HHhH, about
Nazi security ch
Reinhard Heydrich, was awarded the
Prix Goncourt du premier roman

the semiotician in the role of
tive. The first part of the book, set

in Paris and featuring a roll call of in
lectual luminaries, is pitch-perfect in its
80s French soclety

hile his spous
a Kristeva, has 2
seous existential moment induced by
the skin of milk floating atop his café
créme, Is a bravura performance, The
picaresque plot begins to flag, however,
< up with
Umberto Eco in B

University, where Jacques Derr 0

asunder by and Sollers castrated.
In his 19 say “The Death of the
Author”, Bart contends that lang-
3 @ to be merely instrument-

recurs throughout Binet's
1. The reader’s quest for the narra-
phan-

t whodunnit, sending

- description

interrupted

by hich café?
The little details are important for
reconstructing the atmosphere, don't
you think?" Pleading ignorance, he (or

to picture the superintendent
wherever weso please.

Here, Binet reprises a theme tackled in
HHhH, where the author’s stand-in frets
over the minutiae of historical reconsti-
tution: olour of the Nazi security
chiel's Mercedes, for instan lit-

¢ important in fiction as
nduce what

lighting
Latin Quarter

enhances the reality effect while s
ingly undermining it. After all, a fallible

The reality effect

A roll call of 1980s intelliger

about the sea

The 7th Function

of Language

by Laurent Binet

translated by Sam Taylor
Harvill Secker £3459, 400 pages

for a missing philosoph

oryteller is far move credible than an
omniscient one (with the added conven
tence of allowing Binct to paper over a
few gaps in his research).

The strands of the plot are skilfully

observes that it is difficult “to ir

what Julia Kristeva is thinking in

as though this were not the case with
real-life p at any given moment. A
similar statement is later made about
one of the tious protagonists, about
whom anything could be imagined: “We
have no way of knowing what Simon

gly “trapped in a novel":
w you are not living

you would like to be <

gins to wonder if $

oust: stepped out
at the end in order to write it wit
benefit of hindsight. This would partly
account for the choice of an anonymous
present-day narrator piecing together

features in an artful French whodunnit

document. By Andrew Gallix

purple Dr M
which may have been planted by the
author as signs of an unreliable mem-

retrospective view provides a
rich seam of dran: irony as the char-
acters’ recasts pr Invar

IS main rai
4

more fundamental dist: as though
the ideas of Barthes or F ult could
only be integrated at the level of subject
matter, no i
with. Or perhaps the narrative
language itself and Simon's paranoia a

n of t el’s

if literature is understood as
tionofav “to which we

times, The

to live up to it:

ing the most obvious allusions (like the
uitous Citroén DS that Barthes

compared to3 athed s spelt

out. After all, what is the point of a

roman 4 clef if the author provides us

withall the

the Sorbonne




,...Photographs are never evidence of history:
they are themselves the historical.”

John Tagg



Photographs as Historical Evidence

1. evidence for aspects of
social reality

2. PH are less R than it
seems and distorts the
social R

3.process of distortions is
itself evidence of
phenomena: mentalities,
iIdeologies and identities

* E.g. Edwardian
photography

4. variety of intentions

(author — patron — client)




Photography History

- Social history, GB 1960s, |
(Rafael Samuel)

- Victorian Photography

. previous generateions
“visually illiterate”

- 0O.G. Rejlander,
Homeless (from the

series ,Street urchins®,
1865-1892)



j‘ An Interpretatlon T
. IGilberto Freyre i
- H as a painter, whou paint j
the H in ,an attempt to L
surprise the life in L
movement” i
. prert Levine, Images of | | Images of History
History: 19th and Early 20th | Bl R A

Robert M. Leving

Century Latin American
Photographs as Documents,
Durham, NC, 1989




Documentary Photography

1930 in the USA

Roy Stryker, Historical Divisin, Farm Security Administration
Dorothea Lange

Lewis Hine

. Power House Mechanic Working on Steam Pump, 1920
Jacob Riis

. Bandit’s Roost, 1914
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Lewis Hine’s Social Photography

SOCIAL PHOTOGRAPHY

LEWIS W. HINE.

vorts, tolders, magazine and news
paper articles, and lantern slides
For inli and wicter appaisiménin. sldres
LEWIS W. HINE.

105 Eant 22d Sa.. Mew Yorh
fare ("MARITIES AND THE v dans




Police Photography
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- 1850s, New York Police,
Rogue’s Gallery
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- Mug shot



- Agust Sander, The
Mirror of the Germans
(Deutschenspiegel)

Deutschenspiegel

Menschen
des 20.
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AUGUST SANDER AUGUST SANDER AUGUST SANDER AUGUST SANDER

The painter Otto Dix and his wife

https://www.icp.org/browse/archive/constituents/august-
sander?all/all/all/all/O




War Photography

- Crimean War (1853-
6)
- Roger Fenton

- American Civil War

- Mathew Brady,
Alexander Gardner

- Timothy O Sullivan,
George N. Barnard

- Timothy
O’Sullivan, A
Harvest of
Death,
Gettysburg

- http://lwww.loc.g
ov/pictures/colle
ction/cwp/

- Shift from heroic to
factual (anti-heroic)
style/same battery of
problems for
historians
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Diego de Velazquez, The Surrender of Breda, 1634-1635. oil on canvas
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Nick Ut, The Terror of War, 1972




Urban Photography ZMIZELA PRAHA

Emanuvel Poche : 4!.
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Aerial Photography

® Use of aerial photographs as
a source of |
® | that are not apparent from
other sources (vegetation
marks, soil marks,
eartworks)
* Wymondham Abbey,
Nortfolk
®* West Dereham Abbey
®* Monastic economy (sites of
granges/deficiency of
documents)
®* Monknash Grange
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Photography of Rural Life

. Alan Trechtenberg, Reading R E ADIN G
American Photographs, 1989 U A MERICA N l

1

1
' PHOTOGRAPHS |

- ,A photographer has no need to
persuade a viewer to adopt his or
her point of view, because the
reader has no choice; in the
picture we see the world from the
angle of the camera’s partial
vision, from the position it had at
the moment of the release of the
shutter.”

l

@ Images as History |
. Mathew Brady to Walker Evans §
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Photo - ,view of society” (opinion)

E.g. Photographers of rural poor ‘¢ PHOTOS ..

in the USA in the years of 7 aeruications s 1
. 5 CARS FOR ROAD TEST ’

Depression - P @

! ALAN TRACHTENBERG §



Stereotypes of Others

Edward S. Curtis
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Edward S. Curtis, Oglala war-party, plate 77 of North American Indian. 1907

“Here is depicted a group of
Sioux warriors as they
appeared in the days of
Intertribal warfare, carefully
making their way down a
hillside In the vicinity of the
enemy’s camp. Many hold
In their hands, instead of
weapons, mere sticks
adorned with eagle-feathers
or scalps—the so-called
coup sticks—desiring to win
honor by striking a harmless
blow therewith as well as to
Inflict injury with arrow and
bullet.”

Edward S. Curtis, North
American Indian, 1907




Political Photography

- E.g. series of photos of
USA presidential
candidates

Jmage management,

- E.g. Leni Riefenstahl, The
Triumph of the Will, 1935
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,self-censorship




,zwalkabouts*:
battle/campaign buses,
chartered aircraft, speeches
from soap boxes, tanks and
lorries, pressing the flesh and
kissing babies
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Visual Narratives

- Problem of reading (VN):
- dynamic movement, sequence/static scene

- Condensation/Reduction

(arrivals/departures, placing sth in/taking sth g, /. ‘w\p [
. SUME )
OUt) > g | YOU KNOW 7 ¢ /),
ABQET;,sz
- narrative conventions or discourse (story told \ ORIV AL
from left to right, stereotyped representations) ‘ il (el
; s . . . % INTERVENING ;
- Esisner’s contract with the reader, in Will T
- - - - /" CANYOU "\ :
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- Albert Lord, The Singer of Tales, 1960

- formulae: small-scale schemata, ‘stock’
figure

- sleeping Mexican

- themes: large-scale schemata, ‘stock’
scenes (battles, councils, meetings,
departures, banquets, processions and
dreams)
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“Images of
difference”, Sander

Gilman

Scientific gaze e TR 2
Picturing Health and Illness

Des h uman | 7 at| on Images of ldentity and Difference

Sander L. Gilman

(reduction of
Individual people to

types)
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