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Sinteza lucrarii de doctorat

Arta este adki domeniul de activitate umancu cea mai lag plaja de
intelesuri, cu cele mai multe modatit de manifestarei cu cele mai complexsi
contrariante chestian ale specificului ei, ce se dovetie atat de dificil de exprimat
printr-o defintie singulai. Aceasi situgie s-a conturat abia in secolul al XX-lea, fiind
rezultatul unei lungi istorii, Tn care arta a comtpb varii poziionari fata de ceea ce
considedim realitatea uman

Raportarea artei la realitate a manifestat divesskimbiri din momentul
apartiei fotografiei. Arta, in general, nu a putut igaomensa proddie de imagini ce a
invadat societatea, odatu inventarea tehnicilor de captare, fixarereproducere a
realititii vizuale. Abundeta imaginilor non-picturale a influgat ingisi produdia
picturak, schimbandu-i sensul de mers, dinspre fospre corinut, dinspre exterior
spre interior. Condiile sociale de la Tnceputul secolului trecut, en care si
raspandirea fotografiei, au generat procesul de elgstionare al artei, ce se continu

si In prezent.

|. Relatia dintre arta si realitate

Arta apare ca transpunere vizualunei realitti percepute. Aceastranspunere,
prin intermediul unei tehnici, a comportat dozeedit de realism. Realismul in @age
manifesi pe dod planuri: realismul subiectulugi realismul tradrii. Subiectul si
modalitatea de tratare au constituit, prin muliiihe@ de varigi si manifesiri, curentele
si stilurile artistice. Tn fungie de paradigma sociah vremii, arta s-a situat la o distan
mai mici sau mai mare de realism. Ea trece succesiv priiogue de realisnsi
imaginativ, naturalismsi abstractizare. A8ri toate stilurile sunt asimilate, obser-
vandu-se totgi o tendina spre realismul subiectului, iar tratarea se supuokitudinii
de tehnici, ce nu mai pot fi incadrate in simptategorii de naturalisi abstract.

Raportarea artei la realitate este dondirgg dorina omului de a imita natura.
Initial s-a dorit perfecta asémare cu natura. Scopul acesta a fost @tezlza fiind fie
imposibil de atins, fie inutil, fie depit de miiestria artei. Conceptul de mimesis
constituie prima teoretizare a rgéa dintre ard si natui, apirut in Grecia anti. In
general naturalismul in @rs-a pretat artei umaniste, precum arta antica Rengterii,

Neoclasicismul. Tn Europa, fantezia, imagiaa abstractizarea apar in artele



sacramentale sub influgn Cratinismului. Odad cu Rengterea, arta cgdina se
contamineaz de naturalism, iar arta ldicse va elibera de naturalism de-abia lasgfér
secolului al XIX-lea. Incepand cu modernismul, driaepe o puternicsi accelerat
diversificare. Deturnarea vechiului mimesis a fastuti la inceputul secolului al XX-
lea ca o adewata revolti impotriva normelor academigetraditionale ce subjugau arta
unor interese stime. Minimalismul s-a dovedit a fi ultima frontiem procesului de
eliberare de foriy de referent, de naturAcest drum inchis al artei nu a blocat pentru
mult timp inventivitatea argtilor, ce au reluat dup1950 obiectuki imitarea naturii,
ducéand naturalismul la extremgaanumitului hiperrealisngi fotorealism.

Raportarea la realitate comporicele mai mari schinini, evoluand in
postmodernism spre o taiabbolire a origrei structuri preconcepute. Natura s-a
mertinut ca un reper al artei, atat ca un model demindet, catsi ca o structur
condamnabil pentru coruperea artei. Arta se raporidazealitate 4ra nici o limita sau
reteti, ea devine expresia cea mai liberomului, ce se materializesafie in reportaje

Cu preteqii cat mai obiective, fie Tn subtifiti sufletesti cat mai criptice.

2. Fotografia, mediu de expresie a realitii

Fotografia a ajrut tocmai la Tnceputul marilor schirip paradigmatice féa de
raportarea la natély fiind adesea conside#iatin factor principal al lor. Ea a generat
modificarea percgjei vizuale a arttilor, provocandu-le uneori o profuadiimire si
entuziasm, alteori o reticen constart. Fotografia a vrut iric de la inceput &
primeasé un rol pe scena artei. Pentru acest rol, fotoigsadiu luptat adesea cu opiei
primita din partea artelor tragifbnale. Paii spre recunogiere au dus fotografia prin varii
modali&iti de exprimare, ajungand in cele din é@rda o multitudine de genuri
aplicdii, dintre care unele admas in afara sferei artei, ca simple instrumente.

Probabil una dintre cele mai mari ingwaau &sturrari ale rapordrii la vizibil
din istoria artei a fost apaia avangardelor, apae provocai intr-o anumid masui si
de fotografie. Noile teme moderniste au inlocusidiionalele teme istorice, peisaje
idilice, alegorii, subiecte mitologicg religioase. Temele tragiibpnale aproapeacdispar
din repertoriul modernist, ce se ax@azai degrab pe o realitate imediati personal a
artistului, Tn mare parte legatle elementele specifice unui mediu urbarsi Reinceput
fotografia se stiduia $i placi lumii arteisi copia exact temele pe care modernismul le-a
negat, odat cu proliferarea fotografiei directe, modernismutee adoptatsi de

fotografie.



Mediul artei s-a transformat intr-unul mai degdralrban, atat ca sursde
inspirgie, creaie efectia catsi ca spsiu de expunere. Ogal prin ocurerele sale
contextuale, a construit factorii necesari indeinfotografiei. El reprezirit atat mediul
necesar inventii, cat si dezvolaérii, deoarece aici s-a putut crea cererea pentru
numeroasele apligaale fotografiei, dar mai ales, aua a constituit sursa de materie
primi a fotografilor. De aceea, majoritatea subiectdtibgrafice poait amprenta
mediului urban.

in a doua parte a acestui capitol am prezentatipafele teme ale fotografiei,
demonstrand astfel caracterul ei urban, indifedad fotografia era menitca obiect
artistic sau ca aplic@ practi@. Aceste incadri ale fotografiei se intretaie atunci cand
temele alese sunt reportajul, portretul sau fotitde amintire.

Problema pusde fotografitine de definirea ei: este arsaustiinti? In general
partea artisti€ a fotografiei este asociiasubiectivititii specifice artei, spre deosebire de
aplicgiile practice. Acestea din ufiradesea suntizute ca fiind cu adeévat surse de
obiectivitate, de pertinefy capabile de a it anumite afirmdi, de a dovedsi de a
sugine. Tngi, precum sfera artisticse Intretaie cu cea pracitida fel se intamglsi cu
aparenta subiectivitat@ parelnica obiectivitate. Intgra fotografului pare £ ar deine
controlul asupra acestor parametri,aimsi putem uita factori precum: cadrul exterior,
mediul dat, condiile intrinseci ale subiectului, ce nu pot fi maddte de nici o intetie
fotografici, dispoziia afectiva a fotografuluisi a celor surprigi, parametrii tehnicgi nu
in ultimul rand condiile comanditarului, Tn cazul in care fotografuteesingajat, sau
servate unui scop impus, sau cauwin Espuns la o temprimita.

Fotografia, dintre toate mediile de expresie vizudlustreaz cel mai bine
dualitatea mgina — arf saustiinta — ari, ingi dinainte de apaia si raspandirea ei,
opoztia aceasta a suscitat chestionarea teoreticierifotjimp cestiinta a generat
aversiunea asfiilor. Fotografia, o fericit simbioz dintre ari si masina, a agrut
tocmai Tn timpul unei perioade de intémaecanizare, de re-oranduire sogia a@rut
tocmai Tn momentul in care mediul Tncofor a inceput &se transforme astfel Tncéat
si se preteze Tdsi naturii ei duale.

Acei oameni care se osteneau gjutle o aparatdr greoaie pentru a capta
fotografic, §i doreau Tn mod evidest artisticitate,si frumusee, nu doar documentare.
Astazi, cand imaginea a devenijar de realizat, artisticitatea ar cere un timp liusp
dar atunci, cand timpul cerut oricum era indelungatu fi interesat de compgeisi de

efectul artistic vizual (nu doar de cel obiectyadgte fi izut ca o neglijefd gratuig.



Inca de la primele fotografii, oamenii-au dorit fotografii frumoase, adiain obiect cu
valoare estetic Impartirea in categorii in funi® de scop (fotografii de reportaj, de
eveniment, pentru amintire, pentru informare et.penerat izolarea frumosului in
cadrul artistic.

Am putea trage o concluzie: glanitial fotografia a pornit ca o reprezentare
vizuak ce miza pe caracterul estetic indiferent de sulfgesemenea tuturor artelor), in
timp, prin diversificarea ei in domeniile Tn cardost aplicad, a dus la apaia unui
segment singular destinat artei, acela al fotograditistice. Din cauza numeroaselor
aplicgii ale fotografiei, caracterul artistic a fost ctiesat intr-atat incat deseori s-a
afirmat @& fotografia nu este drt Spre deosebire, pictura nu este fofodicat pentru a
realiza obiecte de ar{picturi), de aceea eor s1 0 percepem ca arin sine. Dar dac
pictura ar fi folosii si in publicitate, mass-medigi documentare, atunci caracterul ei
artistic ar trebui clar delimitai emise criterii de selgie. Fotografia de afta trebuit §
tread@ printr-o delimitare fai de celelalte apliga, pentru a putea fi primitin domeniul
artelor. Aceadt delimitare nu trebuie Tsvazuti ca fiind incheiat si definitiva. Orice
fotografie, din orice domeniu de aplicare, poatenprcaracter estetic, fie printr-o

recontextualizare, fie printr-un aport artisticeintonat, in paralel cu scopul aplies.

3. Statutul fotografiei: intre original si copie

Caracterul tehnic al fotografiei a constituit pifpeda problerd a recunosterii ei
ca ard i tot el este cel care a cauzat miitsociale profunde. Fotografia ca tehhide
reproducere a imaginii e folosita sca# largi, pentru utilitatea ei practic De aceea
fotografia a dus la o abundé@ra imaginilor ce impanzesc a&t mapamonduki la o
raspandire 4ra precedent a reproducerilor lddfor de arfi. Aceste do@ urmari sunt
percepute pozitiv ca o democratizare a giteiinlesnire a cungéerii, sau negativ, ca o
pierdere a originalitii, 0 devalorizare a operelgr o perceie deficitas a lor. In acest
context, numit postmodern, umanitatga dhestioneax propria realitate, ce adesea a
fost aserinat unei iluzii, unei suprareaditi sau hiperrealiti.

Oamenii au produs ,reproducand” natura, imitandpera de a#tin sine a
putut fi considerdt si reproducere, in cazul peisajului, portretuluituna statice,
deoarece miza era reproducerea cat maiifideVizibilului. Tngi aceast mizi, nu se
poate infiptui degvarit, deoarece o reproducere miméti este cu adérat posibii,
nici macar in cazul fotografiei. De aceea actul de reptede al naturii Tn aft implica

mai degrab inspirgia din natu#i, producerea pe baza unui modgehu o reproducere a



acelui model. Aadar putem numi arta, asemenea lui Rudolf Arnheim,act de re-
creaie, nu de reproducere.” Cum se t@laeaz fotografia la aceastdefinitie poate
conduce la o eventuaincadrare a ei, fie in sfera artei, fie in sfezproducerii de
imagini alese de fotograf din mediul exterior. Fpafia se doved¢e a fi atat
reproducere céfi re-creaie. Reproducere pentrdi ¢i este imposibil & se despaitde
referentul ei, #méane tautologit; dupg cum o condaminBarthes la o waica referiresi

la o imposibifi meditaie, si re-creaie deoarece fotograful este mai mult decéat un
cimpanzeu, indiferent de opinia lui Flusser. Onautistul, fotograful nusi poate nega
propria voind de compunere, de sefecsi de intenie. Acestea sunt ingredientele

re-creadiei.

4. Fotografia ca realitate artistici

Fotografii, ca artiti, s-au deprtat si au ignorat aceste problemaditizteoretice.
Ei au fost condsi de simpla lor pasiune pentru fotografie, pentruegistrarea
fotografici a clipei, a momentului imediat, a reait inconjuritoaresi a universului
uman in general. Prin depenggeifotografiei de universul vizual, agtii fotografi nu au
putut s eludeze realitatea chiar in incerdrile lor cele mai abstractizante. De aceea
fotografia se arétca o legtura intre artistsi realitatea lui exteriod@r ca o expresie
uimitor de concis si precisi a lumii ideilor, materializate prin obiectualitatdizica a
realititii imprimate pe suportul fotografic. Fotografia §me, ca obiect, oscileaintre
materiesi idee. Fotografia nu este obiectul reprezentat,ndei o idee a intelectului
uman. Ea se Tafiseaz ca un liant intre cele dadumi: cea empirig si cea ideal. Mai
mult decat un liant, fotografia devine imbinaretoceloui. ,Realist vorbind, gandirea
este o lumein care trebuieasne deprindem aarla fel de real pe cataim si in lumea
obiectelor fizice.* lar fotografia este cel mai bun exgicide a transgresa lumea
obiectelor spre lumea imagiaar

Deoarece asti vedem difereta dintre cele dauaplicgii ale fotografiei, cea
practia si cea artisti@, intelegem de ce artele plastice gnau diminuat statutul, nu au
fost detronate sau inlocuite. Mecanismul de repzediin mag in cazul in care ar fi
daunator, afecteaz fotografia artisti&@ in aceegi masuia ca pe celelalte arte traidinale.
O poate afecta chiar mai mult, avand in vedereuzafdintre cele dauaplicgii, in

detrimentul fotografiei artistice.

TH-R. PatapieviciCerul wizut prin lentil;, Ediia a cincea rexzutz, cuvant tnainte de Virgil lerunca,
grafica de Dan Perjovschi, Editura Polirom, Bustir005, p. 298.



In partealstoric al fotografiei artistice am urririt realizarea unui istoricsa
cum mi-g fi dorit sa citescsi nu am intalnit, un istoric ce nu obgsecu date tehnice,
cu realizri si perfeaionari ale aparatului fotografic. Istoricul acesta, dqum estesi
numit este strict al fotografiei ca arPentru a-l suge am apelat la aceia care au creat
acest domeniu, la agtii Tnsisi, citandu-i in repetate randuri. Am incercat gpun
naturalgea si simplitatea cuvintelor lor, teoriilogi problematizrilor celor din afara
domeniului. Am considerat opiniile aftilor mult mai pertinente decat ale
teoreticienilor, ce adesea nu ofereaspunsuri, ci doar Tafisau o situgie complicad
cu verdicte nefaste.

Caracterul cronologic este dublat de arinea procesului prin care fotografia se
afirma in sfera artisti¢, Tncepe & c&tige admiraia multorasi sa fie recunoscut ca
mediu capabil de expresie artigtidArtisticitatea fotografiei nu este uiahici in aa-
numitele reportaje comandate. Expetéerfotografilor demonstredzci simpla si
profunda dedicare, munca, implicake@esponsabilitatea sunt garaale fotografiei de
reportaj autenticgi nelipsite de artisticitate. O expresie cefebe insumeazcele de
mai sus apaine lui Ansel Adams: ,You don’t take a photogragbu make it.”Z (Nu iei
o fotografie, ci o faci.) Pentru marii mgei, indiferent de limba folosit, acest aspect li
se potrivgte cel mai bine, ei intr-adévalcituiesc imaginea, o fabticasa cum spune
Ansel Adams, chiar déce vorba de un peisaj, luat dirgcheschimbat din natéy cum
ar fi In cazul lui. Prin fabricare, el nu se ré@féa fotografia regizat al crei subiect
trebuie construit de fotograf, ci la orice tip dedgrafie valoroas pentru @ valoarea in
sine nu se ia, ci se constrgtee printr-un efort. Motto-ul lui Ansel Adams dete o
ridicare din superficial, paficindussi impus de in&i exprimarea oamenilor, cum e
cazul in limba englez Pentru a demonstra éotografia nu e simgltautologie, apém
la procesul de receptare a ei. Aelage ce e reprezentat in fotografie nu coincide cu
intelegerea sensului fotografiei, sau al mesajuluPentru aceasta e nevoie de o privire
educal si de o aplecare natly ca in cazul urechii muzicale, dupum spune Dr. Inka
Graeve Ingelmann, curatgef de fotografie la Pinacoteca Modgwtin Munich.

in parteaTestul practic al fotografilor am ilustrat modul in care afii s-au
decis & foloseasg fotografia ca mediu potrivit expresiei lor arttsti Acest test l-am
considerat cea mai potrigitmetod: de a Tigelege arta fotograficsi de a-i inelegesi pe

cei care nu se sfiies@ ® foloseast. Par la urma diferertierea dintre medii se poate

2 Anne-Celine Jaegelimage Makers, Image TakefBhames & Hudso2007, London, p. 6.
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face doar din punct de vedere calitafivnu exist o valoare intrinseca unui mediu,
superioat sau inferioat celorlalte medii.

Fotografii nu s-auakat impresion@a de verdictele sumbre enate de-a lungul
istoriei fotografiei, mai intai £ ar fi doar o sim@ uneals, in al doilea randanu ar
putea fi ari decat dag ar sernina cu o gravdrsau o pictut si apoi & desi ar fi artistica
nu poate avea un statut mai elevat decat acelaealsimple copii. Toate acestea par c
trec pe lang cei ce au ales fotografia ca mediu de exprgsiau 1i influerteaz prea
mult, eventual doar in dirga unei angdji de demonstrare a contrariului. Expresia
fotografici s-a lansat n universul uman ca o protuntbdalitate de comunicare a unui
mesaj ce transgreseagcrieresi chiar vorbirea, atingand graeie efemere ale reatiti
pure. Limbajul fotografiei nu doa&i@ imprumutat din universalitatea limbajului, dar a
venitsi ca o intregirai o lansare a lui intr-un vizual din ce In ce magwgde cuprins n
totalitatea lui.

5. Realitatea postmoder#

Fotografia de aifit devine indiscutabil o fortnde expresie artistic un limbaj
pentru care optedzdin ce in ce mai mtil artisti, ce fie o incorporedzin procese
artistice mixte, fie dispun de ea in manifest ei cele mai directesi manuale.
Fotografia trezge o curiozitate care cer@ fie implinita, spre deosebire de atmosfera
eliptica ce indluie artele tradionale. Publicul nu poate accepta ¢ fotografie ce
reprezini un fragment de realitate ar putganal zic nimic efectiv,si sa fie o simph
impresie vizual-plastic De aceea, fotografia se léagstzi cel mai puternic de arta
conceptua, de documentasi de serie. Ea este utilizaicel mai adesea in proiecte
artistice ce uzeazaceste dirga.

In subcapitolulPostmodernismul in fotografieam identificat in arta fotografic
temele descrise de teoreticienii postmodernismulwate d&utirile si chestiorrile
societitii si-au gisit un &spuns vizual in arta fotografiicde la depersonalizare la poluarea
mediului Tnconjuitor toate aceste teme au fost atinse de nugineristi prin intermediul
fotografiei.

Ultimul subcapitolFotografia pictata si pictura fotografiat & este o rel@onare
a celor doa medii. Din punctul de vedere al propriei mele picacartistice acest
subcapitol expliciteaz si factura, tehnica si pozitionarea mea artistic
Contemporaneitatea este evident marcde practica fotografiilor pictatei de

reproducerea picturilor. Ast doi poli magnetizeazintreaga sferartistici actuad. In
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contemporaneitate fotografia se lanseaa o regii a artelor, o preferata tuturor,
deopotrivi fotografisi pictori. Accesibilitatea acestui mediu nu aducado sédere de
creativitate fotografig, ci produce odrgire a vederii artistice in general, ce devine
capabifi si incorporeze fotografia in orice proiect artistindiferent de mediul
dominant folosit. Fotografia devine un organ aisautui, un al treilea ochi, capabii s
retind tot ceea ce abundgnvizuak contemporakh are de oferit unei personatit
artistice.

in acest domeniu, al artei sub influ@rimaginii fotografice, putemasconsi-
deam c in momentul Tn care artistul imiaiambele laturi, el reqgste s fie deopotri
si compozitor sau regizaii tehnician sau practician. Dael realizeaZ si fotografia ce
1i servate ca mode$i pictura sau desenul, atunci el dgggte limitirile ambelor medii,
si nu se eschiveazn faa etapelor mai gin atractive, incorporandu-le pe toate intr-un

amplu proces, o devenire de dimensiunea realuugiin
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Synthesis

Art is today the field of human activity with thedest range of meanings, with
the most various ways of manifestation and the nupgiosite questioning of its
specificities, which is proving so difficult to epgss in a single definition. This has
emerged only in the 20th century, being the restih long history in which art has
passed through diverse closeness and farness fhatwe consider human reality.

Reporting art to reality has shown diverse charsyjese photography appeared.
Art in general, could not ignore the immense praiducof images that has invaded
society along with the invention of techniques tbapture, hold and reproduce visual
reality. The abundance of non-pictorial images aftbenced pictorial production
itself, changing its direction from form to conteritom outside to inside. Social
conditions of the past century, including the papity of photography, have generated

the self-questioning of art, which continues today.

I. The relation between art and reality

Art appears as the visual transposition of a peeckreality. This transposition,
by the means of a technique, has performed difteteses of realism. Realism in art is
manifested on two levels: the realism of subjead #me realism of approach. The
subject and the method of its approach have catediit through their variations and
manifestations, the currents and the styles inDepending on the social paradigm of
the time, art was either closer or more distanmfrealism. It passes successively
through periods of realism and imaginative, natsnaland abstraction. Today, all styles
are assimilated, however, as there is a tendemgyrtts the realism of the subject, while
its and treatment is subject to the many technighat can not be classified in the
simple categories of naturalistic or abstract.

Relating art to reality is dominated by the humasik to imitate nature.
Initially, what was desirable was the perfect relskamce to nature. This purpose was
debated as being either impossible to attain, sseleexceeded by the mastery of art.

The concept of mimesis is the first theorizationtted relationship between art
and nature, first known in ancient Greece. Natsmnalin art has generally been specific

for humanist art, such as ancient art, Renaissaric@eoclassicism. In Europe,fantasy,
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imagination, abstraction first appear in sacramlemd under the influence of
Christianity. It is during Renaissance, that theri€lian art gets contaminated with
naturalism, while secular art will free itself oataralism at the end of the nineteenth
century. Starting with modernism, art experiencestrang and rapid diversification.
The diversion of the ancient mimesis was seenhatleginning of the twentieth
century, as a true revolution against academicdsta@s and traditional art, that
dominated art under alien interests. Minimalism jpias/ed to be the last frontier in the
process of eliberation of form, of the reviewer,nafture. This dead end of art has not
blocked for long the inventiveness of artists, wiawve taken back, after the 1950s, the
object and the immitation of nature, taking natsral to its extremes, the so-called

hyperrealism and photorealism.

Reporting to reality involves the most importantasbes, evolving into
postmodernism to a total abolition of any preconeeistructure. Nature has remained a
landmark in art, both as a model to imitate, andaaondemnable structure for the
corruption of art. Art relates to reality withoutyalimitation or prescription, it becomes
the freest expression of man, which materializé®eeiin reports with objective claims,

either as cryptic spiritual subtleties.

2. Photography as a medium of expressing reality

Photography had appeared at the beginning of gra@digm changes in the
way it had reported to nature, being often consideone of their main factor of
influence. It led to changing the visual perceptidrartists, sometimes causing them a
profound wonder and enthusiasm, or a constanttexlue. Photography wanted from
the beginning to get a role on the art scene. lisrrble, photographs have often fought
with the opposition of the traditional arts. Theps leading to recognition have brought
photography through various ways of expressionnesdly reaching a variety of
genres and applications, some of which have rerdangside the sphere of art as mere
tools.

Probably one of the greatest upheavals or innovaind the relation between art
and the visible in art history had been the emargai avant-gardes, caused, to some
extent, by photography itself. New modernist theimage replaced traditional historical
themes, idyllic landscapes, allegories, mytholdgésal religious subjects. Traditional

themes almost disappear from the modernist repertavhich focuses on a more
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immediate and personal reality of the artist, nyostlated to specific elements of the
urban environment. Although at first photographyswging to please the art world and
imitate precisely the themes that modernism deraéalg with the proliferation of
direct photography, modernism is also adopted mtq@raphy.

The art environment had meanwhile rather becomerlaan one, as a source of
inspiration and actual creation, but also as anibétitlhg space. The city, in its
contextual appearances, had assured the necessagjtians for the invention of
photography. It represents the necessary mediurh fwt invention, but also for
development, since here, many applications of @rafhy have found a good demand;
but more than that, the city had been the firsdreource of photographers. That's why
most of photographic subjects hold the mark ofutEan environment.

In the second part of this chapter, | presentechtha themes of photography,
demonstrating its urban character, whether underftihm of art or as a practical
application. These labels cross when the chosemdseare reportage, portrait or
souvenir photography.

The main question of photographers is connectedtgodefinition: does
photography belong to art or science? Generallg, attistic part of photography is
associated to the specific subjectivity of art, paned to its practical applications, seen
as genuine sources of objectivity, of accuracy,abép of strenghtening certain
statements, of proving and supporting them. Butesithe artistic and the practical
spheres cross, the same happens with subjectiniytlae apparent objectivity. The
intention of the photographer seems to controleélggameters, but one can not ignore
external factors such as the outside environmémd, given medium, the internal
conditions of the subject, which can not be modifiey any photographic intention.
Also, there is the affective condition of the phptapher and of those captured, the
technical parameters as well as the commissiogeriglitions, in case the photographer
is commisioned, or serves an already defined ainsg lmoking for an answer to a given
theme.

Photography, of all visual media, illustrates kstdual identity art-machine or
art-science, although before it appeared and heshdpout, the opposition had given
bith to many questions from theorists, while sceehad woken rejection from artists.
Photography, a good symbiosis between art and machiappeared precisely in a time
of intensive mechanization, social re-orderingaitime when the environment started

to transform in the same direction as photograptiya identity.
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Photographers, worked out by the heavy machinemgessary for taking
pictures, obvisouly wanted to keep the artisticrabger, not only the documentation
one. Today, when the image had become easy toreapmthtaining an artistic touch
would demand an extra time, but back then, whee tvas anyway needed in order to
obtain any image, not being interested in compmsiand the visual effect could be
seen as a cheap ignorance. Ever since the firsireg; people have always wanted
beautiful captures, an object with esthetic valledelling photographies in categories
based on their aims (such as reportage, eventesoyuinformation) has generated the
isolation of beauty in the art framework.

Therefore, a conclusion can be drawn: althouglnihitphotography had begun
as a visual representation pledging on the estbhticacter, reluctant of its subject (just
like any other form of art), meanwhile, throughdisersification in all the fields that it
had been applied to, has provoked the apparitioa sihgle field, that of specific art
photography. Due to the diverse applications oftpip@phy, its artistic character had
often been questioned, leading even to some statsrtteat photography is not art. On
the contrary, painting is only used to create hjeas strictly used in this sense, thus it
is easier to perceive it as art in itself. Butafinting would also be used in advertising,
mass media or documentation, its artistic charasterld also be more strictly limited
and filtered through certain selection criteriat photography needed to get through a
certain delimitation towards the other applicatiomsorder to be included in the arts
field. This delimitation does not need to be seemeing finished and completed. Any
photography, in any of its applications, can haweeathetic character, either by re-
contextualization, or through intentional artisteluing, parallel with the actual aim of

its application.

3. The status of photography: between copy and oriigal

The technical nature of photography was the madtlpm of recognizing it as
art and also the reason of profound social charRjestography as a technique of image
reproduction is widely used for its practical useéss. Therefore, photography led to
an abundance of images that span the globe todhyoaan unprecedented spread of
artworks reproductions. These two consequencepaaitvely perceived as facilitating
the democratization of art and easing knowledg@egatively as a loss of originality, a

devaluation of the works and to their poor peraeptiln this context, called
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postmodernism, humanity questions its own realitigich often has been compared to
an illusion, a surreality or hyperreality.

Man had reproduced nature, by imitating it. The kvof art in itself could be
exposed and reproduced, when it comes to the mmed®on of landscape, portrait,
static nature, since the stake was precisely tater@ reproduction as faithful as
possible to the visible. But this stake could netcompletely realized, since a mimetic
reproduction can’t be truly possible, not evenhia tase of photography. That's why
the act of reproducing nature in art rather implespiration from nature, and not a
reproduction of the model. Therefore, we could mefart, as Rudolf Arnheim, an ‘act
of re-creating, not re-producing’. The way photgimna relates to this definition can
lead to a certain classification, either in the esphof art, or in the sphere of
reproduction of images from the exterior environtnePhotography proves to be
reproduction as well as re-creation - reproduchienause it is impossible to separate it
from its referent (just like Barthes condemns iaaseternal reference and an impossible
meditation) and re-creation because the photographmeore than an animal, regardless
what Flusser says. Man, the artist, the photogmrapha not deny his own force of

composition, selection and intention, as ingredieftre-creation.

4. Photography as artistic reality

Photographers, as artists, have taken a distartcéganred the problematic of
theory. They were led by their simple passion fbotpgraphy, for the photographic
record of the moment, of the immediate moment,hef $urrounding reality and the
human universe in general. Through the dependehghaiography from the visual
world, photography artists could not escape reahtgn in their most abstract attempts.
Therefore, photography acts as a link between ttist @nd his outside reality, as a
remarkably concise and precise expression of thédvaed ideas, evidenced through the
physical objectuality printed on the photographipport. Photography itself, as an
object, oscillates between matter and idea. Phapdyris nor the represented object, or
an idea of the human intellect. It appears as dgbribetween the two worlds: the
empirical and the ideal. More than a binder, phatpby becomes the combination of

the two. Realistically speaking, thinkiiga world in which we have to get accustomed
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to live as real as we do in the world of physida'lectsa. And photography is the best
exercise to transgress the world of objects towHrdsmaginary world.

Since today we see clearly the difference betwden ttvo applications of
photography — the practical and the artistic ore,wvderstand why visual arts have not
lost their status or been replaced. The mechanismass reproduction affects art
photography just as much as the other traditiomalf@ams; it can be even more
affected, taking into consideration the confusietnw®zen the two applications.

In the section called A History of art photograpinyy intention had been to
sketch a history of art photography like | wouldsédiked to find and didn't, a history
that it not heavy with technical data, realizatiansl improvements of the camera. This
historical draft is strictly one of art photographgs the name says it. For its
composition, | have made references to those whakyg built this field, to the artists,
constantly citing them. | tried to oppose the gaeness of their words, to the theories
and questionings of those from outside the fieldohsidered the opinions of artists
much more pertinent than those of theorists, wienoflo not offer answers, but rather
depict a complicated situation with a negative iard

The chronological character is doubled by the mm@eceéhrough which
photography affirms itself in the art world, stattsgain the admiration of many and be
recognized as a medium capable of artistic expyas3ihe artistic value of photography
is not left out neither in the so-called commissidnworks. The experience of
photographers demonstrates that simple and profaleaitation, work, involvement
and responsibility are guarantees of genuine atldsarreportage photography. A
famous expression that sums this up belongs to IARdams: ,You don’t take a
photograph, you make if."For the great masters, no matter the languageubeythis
aspect fits them best; they truly make up the imagkctory, as Ansel Adams puts it,
even if it's about a landscape, directly taken andhanged from nature, as it is in his
case. Through fabrication, he does not mean ditgatetography, whose subject needs
to be prepared by the photographer, but rather tgpg of valuable photography,
because value in itself can not just be takenybutneed to make it through personal
efforts. Ansel Adams’ motto suggests a surpassiom fthe superficial, induced and
imposed by human expression itself, like it is ¢hse in English. In order to prove that

photography is not a simple tautology, we make@eal to the process of receiving it.

® H.-R. PatapieviciThe Sky Seen Through the Lens, The 5th revised ediaforeword by Virgil
lerunca, graphics by Dan Perjovschi, Polirom PublishingddpBucharest, 2005, p. 298.
* Anne-Celine Jaegeimage Makers, Image TakefBhames & Hudso2007, London, p. 6.
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Understanding that what is represented throughaogfaphy does not coincide with

understand the sense of photography itself, ormi&ssage. For this, we need an
educated view and a native disposition, as in tee of music hearing, just like Dr.

Inka Graeve Ingelmann said (chief curator at thetg@draphy section of the Modern

Pinakotek of Munich).

In the section called Practical Test for Photogeaphl have illustrated the way
artists have decided to use photography as thé wgk of expression of their artistic
vision. | considered this test as the right methodinderstand art photography and
understand those who are not shy to use it. lretite the difference between media can
be done only from a qualitative dimension, as therao intrinsic value of a certain
medium, which would make it inferior or superiorth@ others.

Photographers have not been impressed by the @adicts given all through
history, at the beginning defined as a simple taot] then denounced as being unable
to have an art value expect if it would look like etching or a painting, or that even if
it would be artistic, it can not have a highersathan that of a simple copy. All these
seem to be ignored by those who have chosen plagiogras a form of expression, and
does not influence them too much, maybe only tovicme them to engage in proving

the contrary.

Photographic expression had launched itself in hibenan universe as a
profound way to communicate a message that surpassiéing or even talking,
touching the ephemeral borders of pure reality. tBfr@aphic language not only
borrowed the universality of language itself, baddhcome as its completion and its

promotion into a visual world harder and hardeuwrtiderstand in it complexity.

5. Postmodern reality

Art photography unquestionably becomes a form distar expression, a
language of choice for increasingly more artistoweither incorporate it in mixed
artistic processes or use it in its most direct armhual manifestations. Photography
arises a curiosity that asks to be fulfilled, comggiato the elliptic atmosphere of
traditional art. The public can not accept thahatpgraphy representing a fragment of
reality can also not mean anything explicitly, doeda simple visual impression. That's
why photography is today more connected to conegpid, to documentary and series

and is mostly used in art projects that use thesetibns.
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In the subchapter Postmodernism in Photograplmgve identified the themes
described by postmodernism theory as applicablphimtography. All the quests and
guestions of society have found a visual answer photography: from de-
personalization to environment pollution, all thefemes have been touched by
different artists in photography.

The last subchapter — Painted photography and gregbed painting, is a
process of relating the two media. From the pofntiew of my own artistic practice,
this subchapter follows the style, the techniquel any artistic placement. The
contemporary is obviously marked by the practidepainted photographs and
reproduction of paintings. These two poles mageetiwe entire artistic sphere today,
while photography is depicted as a queen of adeorite of all — both artists and
photographers. The accessibility of the medium does bring on a decrease of
photographic creativity, but rather produces aramg@ment of the artistic view in
general, that becomes capable of incorporatingggnaphy in any art project, no matter
the dominant medium. Photography becomes an orptireartist, a third eye, able to
retain everything that the contemporary visual alaunce has to offer.

In this field of art under the spell of photograpithage, we can consider that
the moment where the artist combines the two sidlss, manages to be, in the same
time, a composer or a director and a technicianaopractician. If he master
photography, that serves as a model, as well agtipgiand drawing, then he can
surpass the limitation of both media, and does stomble upon the less attractive

processes, incorporating them into a larger pro@bscoming of the real itself.
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