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Due to our acquired understanding of the visible world, we are
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able toithaén various amounts of imdeimedisern about a referent/event

perceived in a photograph. The human cognitive as well as perceptual

prroGE P
capacities are spontaneously activated while one observes the surface in

L. inifor raad o )
an effort to extract sufficient %Fba that will not only make the

recorded subject representationally cogent, but also place it within a

PIC7(/4¢ s
larger context than the one delimited by the frame. In this process, we

Whach W
are generally unaware of our extra-photographic knowledge)

indispensable for an associative reading of the photographic imagespez
qi 4%y Hemces /4 photograph contains no information but that which is read

. . . . “the data. .

into it: without prior knowledge, obtained from a

N
photograph %@ purely formal (i.e., tonal/chromatic and/or graphic
compositioﬁ/} which is the basis of abstract/nonrepresentational
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photography (to be discussed later in this text). It is of utmost

importance to realize, however, that such an instinctive perception of

formal photographic elements Qplay* a s1gn1f1cant paft throughout a

\_.

thematic readlng of a representatioo?i 1mage.~¥%%s awafeness 11es at the
. ’ Or i’('l)(uvf,«rw Nalvs
core oﬁ(ﬁb&&&e&ng the medium as a means of artistic expression: the

o~

greater the degree and function of the formal devices, the more powerful

the aesthetic rendition--and meanlng——of the photographed subject. &F
e d

a?um%ulation of ¥gm formal devices threatens to destroy, the ontological

authenticity and e representational validity of the referent(s).

Therefore, as long as the photographic image preserves sufficient

&
analog?ous ties with the exterﬁ$hl world, its reading involves
(g
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associative consideration of the recorded referent(s) through a
synthe51s of the perceived visual data Wa@m& v
lmewkedee

An element of such
consideration is involved even in the perception of the most abstract

photographic image: it is in the nature of human mind to search for some

[

kind of rational meaning in any visual structure, -at=leasi-te—estamtich

certa-rn-kmd—-ofﬁep;esontamnal_.lﬂeenessﬁ the~forms dhat--de not Have N
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vi&w@g SOy WE g lelc Do e
plea ur 1n "dlSCOV r1ng" a human f—}gefe on the surface of aﬁ

Wh_'LCh——lf percelved in a photpgravh--provides the

\ deteriorated old wall,
observer Wlth 1nformatlon not about the anthro orphic ' referent"

but rather
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fram a partlculéi camera angle. Perhaps abstract photography can serve as the best
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' xS RéGide ate, the photographer's personal abbibude—teward the

REFELENT DOCE NOT  phyo ey
'5 subject_aése- affecta the spee'batoris' interpretation of the recorded
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referent s) ontag's concludes that "photographs. ..can

EXPLAIN AOYTH NG Ihid sl he
not themselves [italics mine ]y ws=be trigger our associations, which

implies that bhtphotograps are "inexhaustible invitations to deduction,

i
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specutlation and éntasyyp“ (p. 23). ; ; 7
Qwerd !
exam;ne—Sontag,swﬂi—nezdaaustasble_specul&tlen-—a&pa-pt ef-.hen_anakysa.s, .of !
N THED a
an-old photograph showing th1m7éQ* P&ng;e}};zax.l%

CTn ber ook D iestogragn Y Sunsen. Conliq deaos e
( ‘/’?ﬂw-aqg a d1st1ncti‘on between information (which she terms =

"inventory") and understanding (which she equates with the "message")s D’F A

example for proving that it is the observer who must bring extra vhotographic knowled
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Sentag asserts that—pmhy by its nature, is non-narrative because

the development of a story must always "take place in time and must be

explamed in time."(p. 23). In contrast, ege photograph
NArya Ve -

generat meaning through a linear tewmpesediby-amd sequential flow, of
reok

avent{s); imsctder to compensate,this, #se photographers often divide
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does—net

the frame into segments, each representlng another and/or advanced phase s~

THE DEVEL O WY OF ¢ THURS —yL{‘(jajt G
. 3 )(the same event/ackion, ey several frames as one

»

photographic uni narrative connotation of a photograph can(be.wﬂL SO

JAL) CATED
expande

through multiple exposure, e collage/\.d by a dramatic

jects/characters/events w1th1n the frame——all of which
R )‘( A
ifferefit attempts to intensify the eogu—brvq meaning of e

CON CRE7E lnﬁ"’ ahe o
he mos\ blatant way of incorporating Jmmri-edge in a

arrangement of ob
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image.
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photograph Ee-h-es-‘gn

outside the frame. In-yme
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captions (written information) placed within and/or

3f such cases, however, WMe cognitive
wy (=N JFD h/}“f QT -

d to the photograp aehiaemh
Dt 2l e

ggered by the 11near or- segmental

REPRESENTHTOUE = REFERENTS 0BSTRYEFS
arrangement of mi—ei:emenbﬁ w1th1n the frame, Wme speebators are

{ tﬁ( e au d.f{ bﬂ LLQ/‘(( e "ff." P ‘)'
topa "story" in their m1nds, Zon-i;he—bas&s—e%each knowledge.

- "“-Captmns are routinely employed in journalistic photography,
' o

mostly with the intent¥e to convey/ ideological message and/or to expand

the viewer's knowledge tAERE @M‘pﬁ-ﬁlﬁegarﬁo—ehe—
phobegraphed—sarjeet. Captions within the photographic frame—-in
addition to their informative function--are sometimes treated as part of
the ske picture's graphic design ‘éthrough the choice of lettering

( L({)(M‘ﬁti/ 04 Bx/
styles, thelr size and placement], ag[was—@e practlce/ eF the Soviet
Constructivist photographers of the 1920s. At times, they would execute

the captions in their own hand (often with x great caligraphic talent)jx

/,/
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N £hus increasing not only the cognitive aspect but also the
B j | pictorial/graphic impact of the image#. Later-in this text-we-shall oo
N | " @discuss a photographic project which intentionally overyses captions in //.1‘//::' P
a—parodic mammer (Wayne Lazerik's- B¥satz Leopard).
—  Fhesseiict ikl Hha-photoGiap - it PPie--SRlii-ak. t rigger e - the
HOw an observer "makes sense" of the visual data wihtin a phetograph

atready St ne-rToT TN - HR—ho -OPeebater | S.i-etukich rebibedarn, ~
1is determined not only by One«z:ie extra-photographic knowledge, but also one's
SHOULE--RO=beeean ~Eiir=nrtrygiet- photoyrelheiiooi=-mele Jarbspry caach -

e;not:Lonal condition during Derceptlon and subequent contemplation
SR REEL NI GPLetREOr Gk LLNPECSES—RiS per-sona..l.-ulsz.an.’.\ -

about the image.
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-pe!sanai-photqg;aphy,mhich,—‘at iﬁs—hest, rwm

POCi-GHr-2es & TROSMD=eE - art‘isﬂe—m Barthes and Sont;g confirm this
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thattmoved them
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tremendously on both emotional and cognitive 1evel7 By-eempaﬁ-ng-ﬂb-he

N e

daguerrotype of his mother as a five year-old girl, Barthes a*rtve.-arb :
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with their analysis/interpretation of[u
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Sontag responds in a similar mannér tof the-—sna-pshots she:%c

across by-chanee in a bookstore near Santa Monica documenting tragic

victims in the Nazi concentration campl of Bergen-Belsen and Dachau. Like

NoT TN ¥ER Gool'- g
Barthes, she does Aﬁ:e reproductnn & these photographf even though she

admits that they "cut [her] sharply, deeply, instantaneously," helping

her to "understand fully what they are about" (p.20). Obviously, &he”

« s . I il \ g ot =‘».e ’j—)r/? )
1n1t1al emotional response ! :
L/"‘\r gf.!“fl‘ I i - (L?Lf'?‘«":j E‘V\',A. ) -
- yenrthe‘ basm of “which Serrbag~fomu—la=bed\h'éf7read1ng of the image. As she
m

'\’\\)\4 ]L
states, the (snapehets depicted an event she "had scarcely hea}\d of," AwxD

while looking at them, "something broke...some limit had been reached,

and not only that of horror; I felt irrevocably grieved, wounded, but
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art of my feelings started to tlghterCﬂ (5<"20). 'qu—next-ebege of -
La™ ’t‘\)ffé&q 2t ey ge 1o e .ulw,m( <2 pd (MLO’W’*{“{ At
! olwad, tenpi-ab-len rei-at d_ahe histerical )
&,«Aﬂwwﬂ'k':"( 2 hjl/ VV\-}7C (\J/‘{,(,(ﬂr(\ WQM'IMJJ A \ Ny te, w0 CAY Cte yr'%fﬂ)vf_c Jd.
facts known to her before - the dlqeongrgkthe snapshe@q:—ﬁveﬁ—bhough she
/LOFO.'J‘»( -Lt; \{ [ Arfg o w‘tA’f\
does—net—einborate-how ‘Her -emot icns<helped her understand the-gdven

histerical -implication of the Nagi atroeities, she points-io-the faet

that—the-degree -of one'ls cegnrttveﬁssoeiatlons depend upan. the
THT T L
i en31ty of pereon‘al--response to the photograpned” subject.
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-In'addition to the persemml emotional response, the cognitive

M.: ;* (e betweo o ~pev Y e 5 Turpt o Lad (’(‘(/ Al ‘/\,{\U/r-
g.l:asp-of the- pﬁotograph éqaendﬁto -a-large-extent -on the circwhstances ,
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dmrwinich ¥ 15 perceiveds My personal.experience may- eonfirm—thise—As-<a

&
AS/ small boy living in an occupied Balkan country during the Second World
wAS NNy e
War, I eentinuveusly exposed to she gnépﬂhots of prisemers-—in the
Fascist concentration camps, taken by the Vermacht photographers and

' 1)
often printed in the famous propagandistic German phof/journal Signal.

Aopret
Pictorially enhanced, these images ebwieusty were meant to r_fepreeent

CCAMPL ENVIROM pte s
the actual emwirenment as neat "educatlonal" working ecmmunities: Fer Fer 704
COUNTR Y
the perspective of a youth living in am- envirerment ravaged by war,
‘o pER

these photographs signified a world of satisfaetion and fulflllment, in

o .
spite of my parents' caveat that 4 was not so. The power of phoptographlc
authentication prevailed, producing at-.the_same—-t&me-a—sense@f paradox h Ve X T

N THE 700RNMLS A VYadt faad oy v kbl ol i,
BF what I saw'\and what I was told by my parents. KFrom t1mets time,

hm there appear in Slggal a ‘s-napehot in which & sucdammenmened

Sk . (Ci/reS
Ee%eeaied, expressmns on bhle Gﬁ-}-]:d-ren-'-s faces unveiled their suppressed

L7 AND (FoRCL2 Wt
; sufferlng,f Wthh /lsturbed me greatlb even-though-Ihot.quite ausreorf
, H16 TIME > - —THOIGH MAKELN - DETH
» M 'ﬁle medium's power to capture authentic deterdmp=—tn-
PREVAILED, Agg fe

t e p tographer s intention to erase rt/by bechnical- SoPk - rTeATED

/’gC/?’/V /Cﬁ Mﬁﬂ/b



Tooty > i
A%oking back at these gna-pshet[s ‘m e oid-dmwewes—of Signal, I

have a two-fold experience: a strange, eseewwsediy visceral and

nostalgic feeling waat com)bats a subsequent critical understanding of P
(and khemee-m repulsion for) what these images m It is this
posterior, extra-photographic knowledge that has allowed me to fully

understand the socio-historical signification of these photographs, seme

; CPRENS
mm*-perm yab- az)other ideological -perepective to«the

Ther

_ CoRbempoFary—speetator . A{é:rltlcal examination of the old Slgga

"\‘:"\(J [)’/
‘° { confirms that, while most of them represent :deai-—exampi:es—ef

fex
pictorial slickness, there%those whose c features
HEF FLOM e eGEsS
Fe outstandlngb which a cognitive-perceptual confllct——a ideal

ground for ¥ shauebura—i examination of the interaction between the

Observer's personal aesthetic sensitivity and the fee11ng stimulated by #

SoctO -HTIS D RS CH2
tyhﬁ understandlng of the photographed subject.
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Barthes' reading of af’sna-p&e! depicting the horrors of Waf in S A
DTS °Wﬂi Hae. o vervey 2 RIE :
Nlcara%a (1979 by Koen Wessmgf .proves $his.ghenomenon. b u‘v;' '
CD% V‘AQ.A 4‘01v\‘{( va & (A W H-ﬂ"\l/\ﬂ/v\c%“ . el
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el L EOn (.~ L QM 2v0s0vwd) nepppnie Lo 2t Lm/wa.,‘l.u_,, 2% v f_, .3
olao Hoze -

~the--r refereni;& produces—aa . o
' 4"(54 l@:\q (‘H\L aedthotie, joit seaid 3 » N l/\m§: D ',\1.2/44«'%3 :
? Ba,p-a Journallst c photogra h taken i :

_roq {* flr 5 U)/; Tfl
Nicaraqua during the c1v1l war showng three soldiers on patrol, aet two
C NG/
nuns Wal}z/ behind them among the rubble scattered over the destroyed

village seen in the background. Obviously, any reading of asitﬂfe”i—l-—as

emotional response to this image depends by.and large on the political
stand of the beholder. While some may see the soldiers as immoral
destroyers of the Christian ideals represented by the Catholic nuns,

othergmay well consider the same soldiers as heroic fighters against an T#HE
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"evil"  peeple—whe suppress/rellglon ‘Without aL }aaowi-edgeabte-—*
_47._*’_—-—""1"3 - Y5y
}denéa—fqﬂb&tm asmhﬁe uniforms ¥ —the

the—phetograrit. ({I'he two nuns can also be associated with either the old
+ ——reactionary and dictatorial——regime;or with the revolutionary movement

T TR GOV T T NICH G Y YO
* in which the Catholic church participated as—we:l.

w4

(Bérthes\, .45 one would expect) is interested exclusively in the

<z
thematic contradiction of the”two dlsparatire symbols, one standlng for

THS OI\I
religion, the other for war, amd in Sﬂg—‘aﬂ accidental ggea%nee—(-he—caﬂ-s-
At upheotographls—adventurel-r of Bme two heterogenous elements (rebel

HE (ipdd T THE AIDIN AL Poh Tt e
soldiers and ¥soldiers of Christ")\‘he concludesq'that) in sp1te of the

"banality" of the image, he "understood at once its existence E-teﬁé//( cArss LT TUE
\ ProrDGREPHS Prace ?(

adventure_] derived from,\co—presence o two discontinous elements, e« o
“‘( -heteregenous—in that they el-i-d not belong to the same world (no need to

proceed to the pomt of contrast) the soldiers and the nuns." (p.23).

\gnaétaa.uy 8 2 i BARTLE S
without sﬂmewledge— 1-ng these "two worlds" % would

ProToG c R Awes ADVENTURE," ROl S TP <7
not be aware of the “een—trast-ﬂ As in all other cases, Barthes dees-net—
NS Y leet

- pay-dty ntd the formal structure of the photograph which

. EXPRESSIYE
contains several photegraphie devices that enhance the emotlonal impact

e e {
* VAS Itr !
of the 1mage One of its most evident features is 'the»elréferent tonal

rendltlonf of the background (war destruction), the two nuns in the

1dd1eground (one of them acknowledging the camera)kf and the three

464Q50
wh!-eh

1}[,_] -

|

soldiers in the foreground,their faces obfuscated by :

J
: T AsbiTioN > e {2yl -
prevails @ over their uniforms. A;Lsen the di-fferent’ photographic grain

-?{P-FWGF
underlying the three zones Gan—-be-—reajl— s rpercepb&a-l 1ntens1f1c|a=taveﬁ

SF the g depicted subjects: the roughness of .* demolished wall and

| femQ
rubble on the street, and the et -tl&%t-ﬁmfof the soldlersﬁ
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-E!gu!ee-, the p1ctor1al sharpness and brightness of the,(faces, and the
—— AL L OF WH/CL

WW depth of f1eldK contr1but®to the

photograph s emotional impact and its ideological readlng#
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Acqulrmg knowledge,{mlees establlshlng a rational relatlonshlp

pEre i L0 !
* between the gmnﬁebs, wiuch a photograph c:annot prov1de because such

I3

an act requires a process that takes place within the work,f Even
anthropological photography--which is supposed to be absolutely deprived

of any "outside" intervention--serves only as visual illustration meart

oF L FATY  AS FOK EXS LISy L
to-suppess a particular informabier-suelr—as how the aborigines dress,

eat, perform their rituals or warfare. If such a photograph "shows" that

the Papua warriors wear special covers over their penes, this fact
- FUL -
bacomes ,‘knowledge only through an anthropological research that explains
Rewade, aa o g /?Lé.,(o«(‘ frool Le Segm j Lew
the exact function of the tgever. Slmllarly, portralts of ae people

<

dressed in perlod costumes are mere dlsplay/ of v1sual data that can—te

eSO T (AT A
- a cognltlve statement after the observer establishes their ceowcpfF #7°

historical 81gn1f1catlon:\a daguerrotype of the Napoleonic general

highlights the m-aﬂd decorations whose signification must be

PARTICUL ke
deciphered in order to understand the,military rank. When Sidny Sherman
TUE OBSERVER 15 ChPECITL
appears(ln her self—portralts dressed as a medieval princess, ere-should
PE RSNAS AL
be aware that by doing s0g the photographers is making a statement@aad

try—bo-£igure-ocut- what-does- she-intend-£o- "saaf-.L'-As_a._rasu}t-r +the
}fF/UCE g OBSTLVERS dF
Alnterpretatlon of Sherman's photographs draws from the understandlng,\the
cREATED RY
paradox ﬁ the maker‘s behavior in front of the camera. Without research
o ONE IS o~ KinD OF VSES TRE ASrUMZ
(studlum), wesake unable to "learn" that such self-portraits ase—not o
TS TIRC A f’/"CTS (cow s m/-w e ﬁuv-;?,cur;c o,wuﬂ) um' 7O

adc,

Ardl

; With-suchamr-éafermation. Lhe—imagels— ! Mﬂa&ﬁem_mm Only

ENowe e BGES
on the basis of such -as mﬁeﬁnaba.-en-,(the observer carg avoid
!

~
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misconclusionr {incerrect jmewdedge) about the given factqb'whieh—hewevef
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Emotlonal impact of Pbe photograph depends to a large extent on

its ontological authenticity: the notion that the referent actually
existed in front of the camera, instantly stimulates the observer's

emotlonal centers, which is the reason why are theylmore disturbed while

o .

wubelﬁ-ng amateur snapshots of the Spanish citizens executed by the

IRSR T
Fascists than by Goya's—-artistically mest powerful--depiction of these

C

ecxecutions in his famous series Killings (l....). Needless to say, thet

- . CANY (355 5
the Léasthetlc aspect of Goya's generatq ¥ different k1nd5 of

THROJUGH / pvdy ool
emotions ,.-bu-t the 1nclus1on of W visual devices that fa're meant to

e T AT TUE SR AT TS

stimulate such feelings, ssthomatically .edeereaseq the ontologlcal
lou{f:‘lm { e SUBLTT TUTING CERRY T
authenticity of the photographiand—repiaees' the observer '=§ sea.r-ch-.foas ‘

(,£'§ -
" knowledge w1th¢ a pure visual experlence in which the cognitive aspect

is overpowered by the aesthetic one.

A f" 5 \\ r)
'thproprlatj balance between these two aspects of the

VARG qc, m B((N
photog?praphlc ‘sbrioture | the ultimate goal of all great photographers

pUCE TV TUS  Miad FAcS e TYE 0/$7‘U/L¢3) i OF
who have tried to EL ’ it ot /) CE

mb By ExCLODN & FROM
disturbing the authentication of the referent( sb and-#hetuding—in the

picture elements thet-a¥e alien to the nature of the medium. Sween- k Las
=¥ T B Y ‘
L[U‘féianger, for exmample, achieved such %o—aesthetic balance in her

best works, above all in The Migrant Mother (19..), which represents a

perfect merger of the ontological authenticity of the referents and the

image's visual organization: the sense of "This-Has-Been" in this

] A . DR E, . _
portrait of working woman and her 1s so intensive that

cramited y——1ntil the recent discovery--everyone wndubid believed
REFELEATS. '
that the]( were captured while spontaneously relating to each other in
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-such-a emotional way,~whilte-at—the-same-timegenerating-a-symbalic
Ny ETAIIA (D4 s SRS,

mesSsSage . Tk}e two aspects of Lange's photograph complement each other:
the thematic implication of the referents' physical interaction
stimulates emotions that enhance sociological implications of the image,

. . . . . . EGWJ,‘; € Q‘IJ
while its formal execution triggers aesthetic feelings that
//\// AJS e
+he—level—of artistic empathy. Paradoxically, the most evidental
CATCE =PROZOG I fipd (T ) Ny
knowledge related to The Migrant Mother I%\the recent discovery that/ she

)
K

( .
wlww by Langé" ;

: *m‘}r TBIT QT 4

Rraashas

authenticity but without any consequence % its arbrStlc value.
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