St Ecole Nationale de 1a Photographie. Arles =
~ First lecture on Feb, 23, 84; Photo productidn.

I ahall define "photograph" as an image whioh ie produced and dﬁtribnted
through apparatue, and which, being an image, carries an information on its sur-
. face, Thue I shall be concerned, in this 1ecture. with the production of thie
\ﬁ Snformation.v Thie requires a cursory consideration of "communication" b

: Letg"eommunication" be the process of production, distribution and stockage
Ri of informmtion., Thue defined, human communication will.be seen as "epeoifioally
- human", in ne eenee that man is the only species whioh dietributee and etocka in- "
ﬁ; formationtproduced, #acquired". by himself. "Human communicati'
“ oru"spirit" ‘The first phase of communication, "prod_ction" beeomes L
‘uith "creation" the second phase, "distribution". eynonymoue with "hia-
J_ ne third. phaee. "stockage'", synonymous with: "culturer - _And "to be Ccoffte
‘; mitted to“communication" becomes synonymous with "to be committed againat nature and
i‘in favor of oulture" To explain this last statement 1et me define "information"

4 Let "information" be any improbable situation, . According to the Seeoﬂ prine
o ciple of thermo-dynamioe nature as a whole tends toward "entropy" i.e. ever more

"3becomes synonymous

. probable aituatione. However. improbable situations do arise by eccident in naturez\

.;.like galaxiee. life on earth. human brains and so forth. Those informative situati=-
‘ 'ff neceesity, return to the general tendency toward entropy, they are "e=
;'Man is committed to the deliberate produotion of Buoh epicyclee.- Hie i's’
AW commitment against the entropic tendency of nature, againet this tendency toward

~..ons must,

‘a “thermic death" toward death tout courts Thus, to Bay. that man is committed to

:~communication amounte to saying that man is committed againet the: natural tendency
-ytoward death and in favor of the cultural tendency toward memorability. L &
: Let me call the Iiret phase of communication, namely "produotion of infor-;
i.mation", the "dialogical process", Information is produced by dialogue, namely by
2% an exchange of previous informatione stocked in various memoriee, with e view to
‘eynthetizing these informationa to become new ones, This dialogical proceee ‘mgy go :
-.on within a eingle memory, ("inner dialogue"), in which case thie ningle memory may "~ '
- be seen ae being a "eet of memories", This is the case.of eo-called "oreative per-'*
j,;eona" ™ re can be no information production "ex nihilo" Everx dialogue preeup~
f»poeee the;enistenoe of etocked information. That is; it preeuppoees a previoue
gi-diecouree which hae supplied the information atocked.nm\w. b ke
\ : The dieooureive process is one by which informetion etocked inin?memory is
if tranemitted to other memoriee for them to stock it in their turn. Theretore. in i
f?.diecourse, but not. in dialogue. we can distinguish betveen an emitter and a reoeiier
ﬁtof informetion. A photOgraph is an example of diaoouree. It ie emitted informatioﬂ“*
o dn aearch.of a receiver. Its purpose is to be etocked in a memory. to&be then ueed

ﬁ:and "outer“ dialogue. and which now emits this information in aearch of‘a enbaequet
cwdialogne-ui h other. memories out theres And the photogrnph iana‘diecoursive "medin".

u;~between d fiogneegnnhn;




Siag : S BE
~ The photograph ia a apecific media in at 1eaet three aspects: (a) an artit-

<

icial memory. (the camera), has participated in the dialogue which hae produced the
information it carriea.. (b)it carries this information in the form cf a surface im-
430. (c) ite diecourse is one of multiple reproduction. and its etockage ie one of
artiticial memcrieation_“.The photograph shares these aapecte with pther media. (the
"technical imagee"), and it differs from those other media by the faet that it ie ‘Y !
"leaflet". (pamphlet)o I ehall consider today the first aepect only, namely the fact
that the inf ‘ion carried by photographs is the result of a dialogue between the
photographer memory and the memcry of a camera apparatus.f : A S :
R The hotc’camera is a hard black box, (hardware), yhich ocn aine.a program.
(eottware). fie a rather primitive apparatuse That prozram containe. in ita turn.
all the photigraphc which thie camera can "take", Which ie a vaet. but not an infin~
itely vast amount cr pcseible. "virtual". pictures, Those virtual pieturee conetit-
ute the camera memory, and it is with that memory that the photographer is in dia~
logue. His commitment is. to realize some of those virtual pictures according te ine
formation contained in ite own memory, and to produce new information. !

The camera memory has been programmed by people employed in a photo induet-
ry, and thus the photographer dialogues with thoee people. But thoee people have. in
their turn. elaborated that program in a dialogue with the induetrial program, . -whid
ia a memory which containe a vast amount of virtual camera programs. The program of
the photo induatry is, in ite turn, programmed by peOple who anremployed in elabor-
ating the pregrame of the induetrial park of a country. The program of that induetri
complex is, in ite turn, prcgrammed by people who are elaborating the econcmic, cul=
tural, political and ideological program of a society, And thia program, again. is
elabcrated at eome "higher" 1eve1. In all thoee programming. dialogical preceeeee
people are involved with ever more complex "artificial memoriea" with ever more comp
lex hard and eoft apparatue.v In the last analyeie. therefore. the photographer diae
loguee with thie tranehuman hierarchy of programs. His is a.dialogue with a8 memory
;which is only partly human. and partly it is autonomous of human decision, namely
g "automatic" Which ie what characterizee information production in all teohnicel ima.
ee, and, in general, the new, emerging. cultural eituation.‘. ; ; §i

The camera program has a epecifio structure, The Virtual picturee it con-
tains are clear and dietinct elements: it is a "quantic", grain-like structure. ‘And
the camera ie equipped qith a ‘button, ("releaserm), which makee the camera'apit one -
clear and dietinct picture after the other, (arithmetic etrueture). There ore the
dialogue between photographer and camera follows this quantic. arithmetic etructure.
which is not the etruct : er

point-like decieione. ;Thie eort of decision is characteristic of apparatus xamplel

A

the American preeident'e red button. It is neither an exietencial nor a methodical
deciaion. bu"it ie a. "decieion actom". This is why no eingle picture, but only the

whole aeriee_ anvehcw what the photographer has intended. e “~e
. thore preeeing the releaser, the photographer muat adjua his oamere forj

a epecific "vieion". Thoee adjuetmente are inscribed in the camera pr;gramf‘ Although
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““the photographer ‘may . look at anything he wants, he must look at’ everything‘through
: the camera . vision. Now thie vision lets the world appear in a epecific epace-time

uustructure,~which is unlike the structure of human vision. It is a; space*compoeed
;.of clear and distinct compartments: close, panoramic, frog'e eye. and soa'orth. And
';a time composed of dietinct periods: very short, ahort} medium, 1ong vision time ané
.eo forth, - This camera epaoe-time structure of the camera. program imposes iteelf
orld 1ike a net, and it structures all individual or eo al human vieione.

_ he eame for all
be they occidental or oriental, capotaliet or'proietarian, riret or
It is a. universally valid vision. and it doee away. vigh elliprevioue
_'etermined world vision,. Thie is characterietic of th'h mergi g{cmltur-
: al situation- univereal lees culture. , '

:hhlturally

Cclear ‘and dietinct
:itithe photographer has to choose between compartments before preesing
the releaser; He Jumpa from compartment to compartment, . Every jump is thue pre-
ceded by a doubt: what point of view shall I take? Like the photographer'e decisior
.his doubt ie quantic- neither the existencial doubt of man, nor the methodical doubt
'of ecience{“but a doubt composed of point-like instants. It shows that the photo-
grapher hae no preferential point of view, (no "ideology"), but his aim is a maxi-
mum of points of view, all .0f them equivalent and mutually permutahle ones. This
ie why photographio doubt may be called "phenomenological doubt";Aahd his attitude
toward the world is a post-ideological one, even if he may believe that he is mak-
ing ideologicelly motivated pictures. "

‘ Two kinds of photographera must be dietinguished. Let the first type
be called the "snap shooter", and the second one the "photographer“in the strict

eenee" The snap shooter aims at making pictures in accordance with the camera'
_ program. He wants pictures of ever new situatione. looked at through ever the same

¥camera struoture. The, true photographer aims at making piotnree which are improbabl
in the camera program' although they are inscribed in it, they are “accidente“ of

that program.. In other terme: the true photographer looks for information.f He want
to at always the same eituation with ever changing vieion structure. Thie ie why

'the snap shooter lovee oamera automation. whereas the true photographer fi hte eu- ]
tomation. The vast majority of the photographs are enap ahote. what is of intereet
qhowever arefthe photographs which were made in eearch of, information. Becauee ini
the dialogue Msnap ehooter-camera" it is the camera program which dpmi tea,«and p}
in the dialogue "true photographer-oamera" it is human intention vhich trie

.....

~ An example for the fight ofvhuman fre om if’a nﬁiﬂsp

utomatic apparatus,

= iﬁFor the true photographer the camera is a tool for th‘_pruduotion' f |
imprcbable,qunforeeeen. not futurable situations, for information product}oh. 1
is his typically“human commitment. The world outside ia for him a m ) €
does not aim ’thﬁdocumenting" the world, but at giving the uorld a new meaning, toij
7be used by other in subsequent information production, . He ie not,reallyﬂi'teresid
'in the world outeide. but in hidden camera virtualities which he ” o




cover. Thie is characteristic for the apparatue eituation‘:not to "knowm the world,

nor to "change" it (to work). is human commitment from now on, but to give the worl
new meanings. (poet-historical eituation, where work ie relegated on automatio ma-
.chinee. and’ where man ie free to propose meaning to the world and hie exietence with
‘in the world). phe e ‘pl Gt ._' 4
The true photographer intends to make pictures which may.b' used ae models A
*g I shal
Qﬂf one cal-
les models o experience "art". models of knowledge "science". and ‘odele ot evaln-
:ation "ethice"“or "politioe" it beoomee evident that photogrephin ”in th ru

rfor the experience. the knovledge, and the evaluation o: theirkre irere.'
_try to show in one of the following lecturea. images are potent modqle.

: » . "frhia is "fully
fhuman" bec_use‘man can nperienoe nothing without knowing it end evaluating it,
.know nothing without experiencing and evaluating it, and evaluate nothing wihout
experienoing hnd knowing it. Thus true photographing OVeroomee the modern diatinot-
jion between politice. art and sciences, It is a poet-modern commitMent. ; ﬁ

The true commitment of the photographer is thus to shpply modela for otherez
-to "inform" others. He aime at beooming "immortaln within the memory of others :
through the Medium of an image. I shall disgcuss in the next leoture how - thie -com=-
mitment is affected by the automatic reproducibility of: imagee. and by the way thy
are distributed. Here I ‘must note that this ultimate commitment of. the photographer
btoward the others may come to be forgotten as the photographer rights cameraantomat-
don, The camera may abaorb his full attention. This forgetting of the ultimate
jaim of photography, (which i%gfact the forgetting of. oneself Uithin the production
.proceee), ie ‘the mark of oreativityz the creative photographer. aa eVery creative
man, is absorbed by his fight against the perfid inertia of matter.‘?But in the
:photographer zcaee "matter“ is the camera software, whioh includee other people.
W Thus it become rident that the photographer is engaged in a atrugglo
fagainet apparatue funotion.v His dialogue with the camera ie pol emic.' Now thev

feB") B :In
_apparatue

”programe"a' :"rated by functionariee. technoorats, and all the othere~mho 1ive in

ffunction o apparatue, In this sense the true photographeri
;post-induetrial‘"breatire conteetation" Thus the proble whether ‘the p‘otograph-
ers intentixn.can preVail over autometio programs, or whether thoe‘ programe will in
:the end pre ail"orer human intention becomes a central problem for the future. on
@the ansver depende uhether we are heading toward a new typert creativo freedom. or.

ifexample for

ttoward apparatus totalitarianism. ‘ i el :
f“ Berore ooncluding this lecture, I must conaider a paradox uhich ie implied

in vhat'y iJa:aaying.\ Apparatue of the type "photo camerajfwere inventea for th
ipurpose of_prooucing intormation. They are typically human toola for the productiong
Adiotribution ahd atockage ot information, For this purpoee the : '

}

'(*..
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information
without human interference. Example: satellite picturee._ Automatic cameras are

fmeant to make the phtographer redundants In fact: if we Want to decument the world,
‘it is beet not to have any photographer at all involved in the proceee. Howerer.

automated, which meancx built in a way which permits them to produce

there ie a' ialectice involved in automation, Automatic apparatus produces inform-
' ' ‘nt. and what it does is in fact a great acceleration of

! ;. : loh is to cay
ghat the ver information produced by automation is eomehow foreeeeable. futurabh,
vand this. az ] ane" ?t 1t is "dise~information", It i, not "eurprieing" unexe
pected, but !ome ﬁhat is expected from the. program' Thus apparatueaautomation
.meant to produce information, ends up by reeulting in diainfoimation; ‘$~i§fﬁ

: Thia' e'the reason why the true photographer is committed againetiautomation.
His aimis tonforce apparatue zn somehow invert its program 1ike a glove, and have it
- produce that which is unexpeoted from the point of view of ‘the program. Thus what
-we have here is the attempt to face the fact that the apparatus we have produced
tend to eecape from our control, tend to become autonomous of human decision. g
Abelhwe that thie ie the context in which we must see the. photographer's commitments
to oppose against the stupidity of automatic dieinformation the- human intention to
Lproduce, to‘”istribute and to stock new information, and thus overcome death and
become somehow immortal. 2




