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rezumat

Adevarul fotografiei de arhitectura poate parea ambiguu,
intr-un Tnceput. Privim imagini ale unor cladiri, spatiul este
descris si descompus in impresii vizuale, intdlnirea cu
arhitectura se petrece adesea prin intermediul fotografiei
de specialitate. Intalnind cladirile, apoi, vizitandu-le la pas,
cu o privire curioasd, putem lesne observa ca realitatea
aduce mult mai multe informatii decat simpla imagine
tiparita. Atunci putem realiza ca se pierde ceva pe drum,
intre imagine si realitate.
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abstract

The truth of architectural photography may seem
ambiguous at first. We regard the images of some
buildings, the space is described and decomposed into
visual impressions, and the meeting with the architecture
is often made through specialized photography. By
meeting the buildings, then, visiting them at a glance, with
a curious look, we can easily observe that reality brings
much more information than just the printed image. Then
we can realize that something is lost on the road, between
image and reality.
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Adevarul fotografiei de arhitectura poate parea
ambiguu, intr-un Tnceput. Privim imagini ale unor
cladiri: spatiul este descris si descompus in impresii
vizuale, intalnirea cu arhitectura se petrece adesea
prin intermediul fotografiei de specialitate. Tntalnind
cladirile, apoi, vizitdndu-le la pas, cu o privire
curioasd, putem lesne observa ca realitatea aduce
mult mai multe informatii decat simpla imagine
tiparita. Atunci putem realiza ca se pierde ceva pe
drum, intre imagine si realitate.

O fintrebare se impune: meritul pentru un rezultat
vizual cu impact este al arhitectului-autor care a
gandit obiectul, sau al fotografului de arhitectura?
Un fotograf va putea cel mult sa descopere unghiuri,
compozitii pe care obiectul le face posibile, dar care
exista deja, prin prisma unui “prealabil” conceput.
Prin studiu si practicd, putem afirma care este
adevarul relatiei arhitect-obiect-fotograf. Louis Kahn
spune foarte sensibil ca arhitectura “se opreste”
acolo unde se opreste si gandirea arhitecturala.
Altceva o continuad, imposibil de proiectat, si anume
viata celor care folosesc cladirea — pe care aceasta o
face posibila, emotiile lor. Fotograful este aici
privilegiat. El poate beneficia atat de specularea a
ceea ce arhitectul a gandit, cat si de implicarea
emotionald, prin continuitate, ca observator, ca
utilizator, ca trecator atent si sensibil prin peisaj.
Fotograful vine din zona de emotie a trairii
obiectului, Tntdlnind la mijloc descifrarea ratiunii
autorului arhitect. Poate Tmbina asadar echilibrat
doua dimensiuni complementare.

In studiul doctoral (*1) am analizat relatia dintre
gandirea in arhitectura si analiza Tn planul imaginii
de arhitectura. Atat arhitectura, cat si fotografia,
impartasesc un acelasi secret esential: imbina in
mod armonios douda dimensiuni — cea rationala si
cea poetica. Utilitatea si frumusetea. Realismul si
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pictorialismul. Una sau cealaltd nu sunt suficiente,
cum subliniaza si Robert Franck. Doar Tmpreuna,
complementar si echilibrat, definesc realitatea. Sau
ceea ce pare a fireal.

De aceea, fotograful este privilegiat. Desigur, acela
care are har. Fotografia de arhitectura ar trebui sa
miste ceva in privitor, dincolo de a arata in mod
poetic o plastica spatiala existenta. Trebuie sa stie sa
se asculte, sa inteleaga rolul si magia luminii si
umbrei, a texturilor, a spatialitatii, a punctului de
statie decisiv. Sa se emotioneze acolo unde altcineva
doar ar trece fara sa observe nimic si sa stie sa
transpund emotia in imagine. in cele din urmi, o
fotografie ar trebui sa starneasca o curiozitate, sa
indemne privitorul sa fisi doreascd sa aiba o
experientd personala : “Wow, ce cladire! Vreau sa
fiu acolo, sa o vad, sa o simt!”

Credem cu tarie in prezentarea vietii pe care
cladirea/obiectul o face posibild, prin existenta lui.
“Asteptati sa treaca oamenii!” este expresia cu care
eventual ne formam ca arhitecti. Fotograful de
arhitecturd o poate refuza. Arhitectura exista prin
prisma perceptiei, a prezentei oamenilor. Altfel ar fi
un cadru lipsit de sens. Oamenii aduc poezia trairii,
emotia ca ingredient decisiv. Oamenii, utilizatorii, fac
ca spatiul sa devina Loc, prin oameni exista memorie
si vibratie. Tn cele din urmé, considerand spatiul,
plastica sa, arhitectura ca facilitator al unor activitati
si evenimente, lumina, trdirea, vorbim despre o
“arhitectura a emotiei”. Atunci, spatialitatea se
dizolva si ramane doar memoria. Fotografia capata
valoare prin prisma permanentei memoriei.

Fotografia cu valoare incepe cu o observare atenta.
O cladire, un spatiu, un loc — sunt parteneri de
discutie. Persoane. Interlocutori. Prieteni. De un om
te apropii cu grija, sa nu il sperii, sa nu il deranjezi.



Unui prieten i cunosti si i respecti tabieturile. i
cauti aspectele fotogenice, il flatezi. 1i esti sincer,
chiar dacd poate durea. Prima impresie este
decisivd, urmeaza apoi studiul. intelegerea luminii, a
atmosferei. O cladire se transformda secunda cu
secunda, desi pare ca nimic nu se schimba. Si chiar
daca pare asa, e bine sa revii din timp in timp, sa vezi
mai bine ce s-a schimbat in tine, ca om, ca
observator. Obstacolele sunt minore — obiecte,
masini, cabluri, refuzuri sau lipsa inspiratiei. Nimic
care sa tina insa istoria sau mersul soarelui in loc. Un
bun fotograf de arhitectura ar trebui sa stie sa
vorbeasca la perfectie cu peretii.

“Portretul” de arhitectura devine o serie structurata
care va contine aspecte vizuale care tin de ratiunea
si de poetica spatiului. Se poate veni si reveni pana
se epuizeaza curiozitatea si inspiratia.

Orice imagine este un produs de sine statator si care
poate fi privit ca produs artistic individual, cu un
context intern propriu, cu reguli proprii de lecturare
si interpretare, dezvoltand sensuri si semnificatii
proprii. Un urmator pas il reprezinta posibilitatea de
a interconecta, de a relationa imagini multiple, asa
cum pentru a alcatui un cuvant e nevoie de mai
multe litere, pentru o propozitie sunt necesare mai
multe cuvinte care pot exprima idei si care la randul
lor pot alcatui, de ce nu, un roman — ca produs
complex. Fiecare literd poate fi admirata si utilizata
in parte, o idee complexa avand insa nevoie de un
mijloc de exprimare coerent si structurat, necesitand
un nivel de integrare mai inalt. Se porneste astfel de
la cuvant si se organizeaza in forma complexa
propozitii — subansambluri unitare ale fintregului,
aplicand un anumit stil ce ajuta exprimarea unei idei,
a unei teme, a unui concept prealabil. Astfel ia
nastere ceea ce poate constitui un discurs.
“Portretul” de arhitectura este un concept introdus

ca factor de noutate pentru a denumi un discurs
vizual - produs complex al genului fotografiei de
specialitate, cu o desfasurare narativa, structurat
prin intermediul unor relatii retorice.

Discursul poate fi definit ca “forma particulara de
limbaj cu reguli si conventii proprii, dependent de
sursele care il produc si de mediile de exprimare”
(*2). Ca discurs, arta poate fi privitd ca o forma de
cunoastere specializata, aceasta depasind mediul
fizic de exprimare si reprezentand acele instante —
cunostinte, practici, subiecte care investesc produsul
vizual cu o anumita valoare artistica.

Asa cum am aratat deseori, reamintim faptul ca
imaginea fotografica penduleaza intre obiectivitate,
mediul facadnd mereu referire la ceea ce “este” la
fata locului, “masurabil” - si interpretarea subiectiva
a realitatii, a ceea ce reprezinta acesta in plan
conotativ, “nemasurabil”, prin ceea ce semnifica, ce
simbolizeaza, ce “pare ca este real”. O imagine
reprezinta un univers in sine. Prin aldaturare cu alta
imagine sau grup de imagini, impreuna pot dezvolta
o noua directie a evocarii unor noi semnificatii.
Modul in care continutul informational si simbolic al
unui produs vizual este dependent si de alte instante
discursive poate fi definit prin conceptul de
intertextualitate. Acesta articuleaza elementele
componente ale discursului vizual si este esential a fi
urmarit Tn structurarea modului in care sunt
relationate partile — secventele vizuale atunci cand
mai multe imagini cu continut diferit sunt aduse n

” A

situatia de “a lucra” impreuna.

Prin ceea ce numim “alcatuire discursivd” (*3)

intelegem modul in care multiple sensuri si
semnificatii  sunt relationate intr-un discurs
particular. Asadar, o imagine Tisi poate

altera/schimba/revela sensul in prezenta unei alte



imagini, iar Tmpreund pot alcatui o instanta
discursivd cu caracteristici noi/ diferite fatd de
partile componente luate independent. Stim deja ca
descompunerea nu altereaza continutul partilor,
acestea descriind intregul la o altd scard. Sensul
partilor poate fi alterat/ redirectionat prin
decontextualizare. Recompunerea acestora ramane
circumscrisd unui sistem referential initial dar
alterat/ revelat/ imbogatit acum ca efect al implicarii
viziunii artistice a autorului, efect al artei sale de “a
povesti”.

Rezultatul discursului vizual este supus lecturarii/
intelegerii/ viziunii privitorului, acesta putand
specula/ imbogati la randul sdu continutul simbolic
al discursului initial. Viziunea postmoderna
contribuie substantial la intelegerea textului
(produsului vizual) ca rezultat al unor multiple citari
si corespondente supuse continuu permutarilor, atat
scrierea/ producerea cat si lectura/ consumarea
fiind activitdti complementare care creeaza sens.
Discursul poate fi de mai multe tipuri, in functie de
intentia autorului, comune fiind cel narativ, cel
descriptiv, explicativ si cel argumentativ. Tn discursul
narativ, principalul mod de expunere il constituie
naratiunea, caracterizata prin relatarea unor
evenimente aflate n relatie cauzala, derulate in
succesiune cronologica si la care participda unul sau
mai multe personaje care evolueaza intr-un cadru
contextual definit. Textul epic (narativ) reprezinta
modalitatea de comunicare prin care autorul fsi
exprimd conceptia despre lume si viata in mod
indirect, prin intermediul personajelor, apeland la
naratiune, descriere si dialog. Constructia discursului
narativ impune existenta unei actiuni, a unui conflict
(in fotografie ar putea fi substituit prin incidenta
unui pretext atentional, a ceea ce declanseaza gestul
de a fotografia), a unor momente ale subiectului,
totul aflat sub incidenta unei structuri ordonatoare.
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Este evident faptul ca se poate foarte usor asocia,
prin prisma viziunii postmoderne deja introduse,

textul narativ cu produsul vizual, in speta cu
imaginea fotografica. Prezentarea unui fapt,
punerea sa in scend, organizarea spatialda si

temporald, punctul de vedere, perspectiva, sunt de
asemenea atribute definitorii atat ale fotografiei cat
si ale discursului narativ. Recunoastem atributele
descriptiv si explicativ ca fiind — alaturi de cel
narativ, instante complementare ale imaginii.

Din perspectiva alcatuirii unei serii de fotografii, o
imagine devine o celuld de baza, un “centru”,
secventa vizuald cu un nucleu denotativ si conotativ
propriu. Dupa cum am spus deja, o imagine in sine
reprezinta un discurs vizual. Asocierea unor mai
multe imagini — alcatuirea discursiva intra sub
incidenta intertextualitatii din perspectiva sensului
care transcede simpla insiruire de obiecte si actiuni
individuale descrise prin cauzalitate. intre secvente
se pot identifica relatii de subordonare, de
coordonare sau de egalitate. Organizarea discursului
poate prezenta trei instante diferite, si anume
liniard, sub forma de retea sau aparent amorfa.

Organizarea liniara poate fi deschisa sau inchisa,
prima alternativa avand ca efect logic transformarea
sa intr-o posibild unitate/ secventd posibil de
integrat intr-o alta sectiune a unui discurs prin
jonctiune/ concatenare. A doua presupune
Tnchiderea unei “bucle”, simetria fiind o alternativa
stilistica utilizata si In domeniul literar sau in cel
muzical.

O retea (*4) presupune existenta si relationarea
unor centri - nuclee si eventual si a unor sateliti (*5)
- fiecare dintre aceste elemente indeplinind o
anumita functie si putandu-i-se asocia o suma de
indici referitori la natura situatiei, atmosfera,



informatii de natura spatiala si temporala. Corelarea
intre functie si indici presupune o distinctie ferma:
“functia implica o relationare prin metonimie,
oglindind functionalitatea actiunii, in timp ce indicii
induc  metafora, exprimand functionalitatea
prezentei” (*6). Pe langa atributele dependente de
o ierarhie, deja enumerate, relatiile dintre
elementele arborelui pot fi de natura
circumstantiala, care tin de un context dat.
Contrastul implica o relatie a unor elemente dintr-o
aceeasi categorie, puse in valoare reciproc prin
caracteristici evidentiate ntr-un mod diametral
opus. Conlucrarea poate fi un efect benefic al unei
“disponibilitati” de adiacenta semantica sau un
rezultat unei conectivitati functionale. Unicitatea,
desi exclude posibilitatea de inter-conectare,
introducand o prezumtie de disfunctionalitate,
poate spori valoarea retelei-discurs, in ansamblu,
prin indexarea valorii secventei individuale la
valoarea potentiala a intregului.

Oricare dintre instantele prezentate pot induce in
orice moment o secventd de tip motivare-initiere-
efect, influentdnd activ relatiile cu “vecinii” din
cadrul retelei, acest fapt conferind o anumita
dinamica, adesea imprevizibila in interiorul corpului
discursului vizual-serie care 1i pot conferi un anumit
“ceva” imposibil de definit, dar care ofera o
amprentd reperabila Tn plan emotional, subiectiv.
Alternanta prin schimbare lind sau abruptd, pauza,
elipsa sunt mijloace stilistice ale compozitiei,
definitorii pentru tranzitia de la un element la altul,
de la o secventa la alta. De aceea modul de
relationare a acestora este decisiv in definirea
organizarii retorice a mesajului vizual, testul
stergerii/ inlocuirii/ mutarii (*7) evidentiind posibile
dependente sau relatii indiferente, fiind un exercitiu
necesar. Acesta poate defini modul de construire a
discursului vizual, facand posibil lucrul pe variante.

Astfel poate capata forma si substanta un discurs
vizual conform cu intentia sau asteptarile autorului,
prin (re)focalizare succesiva.

In cazul celui de-al treilea tip de organizare, spunem
“aparent” amorfa pentru ca avem convingerea ca nu
exista dezorganizare purd sau non-sens in natura,
mijloacele noastre de Iintelegere pot fi limitate,
imposibilitatea de a patrunde sensul unei entitati
fiind aprioric o problema a privitorului si nu a sursei.
Desigur, tinta autorului ar putea fi, inainte de orice,
crearea unei ordini si aflarea mijlocului cel mai
eficient de a o comunica. La fel de bine insa si
crearea unei dezordini ar putea fi un scop in sine,
evident in functie de viziunea si intentia artistica,
capabild sa nasca un nou limbaj estetic.

Indiferent de natura organizarii discursului, acesta
trebuie sa fie coerent, in acest caz putand vorbi
despre o constantda a unui pattern compozitional
semantic, aceastd insusire fiind un efect al utilizarii
unor referenti cu functie identicd. Dupa cum am
enuntat anterior, referentul este reprezentat de
obiectul prin care se realizeaza conexiunea dintre
semn si ceea ce este cunoscut din lumea reala.









Fotografic vorbind, este necesara utilizarea
sistematica a acelor secvente vizuale — imagini
individuale diferite, dar unitare dintr-un punct de
vedere care trebuie definit in prealabil, neexistand o
“retetd”. Relationarea acestora confera discursului
narativ continuitate si fluenta din punctul de vedere
al comunicarii mesajului intentionat, dependent in
totalitate de autor. Aici putem vorbi despre modul
de operare cu secventele. Atat autorul cat si
privitorul se pot afla in fata unei sume de secvente
aflate intr-o relatie narativa strict orizontala. Fara o
privire de ansamblu, urmarind niveluri de integrare
intr-o parcurgere verticala, secventele nu pot fi
interrelationate astfel incat sa dezvolte un sens
sesizabil, lizibil — precum un detectiv aflat in fata
unei multitudini de evidente nu reuseste sa
intrevada un fir calduzitor si care sa deschida pistele
cautate (*8). Astfel, sensul, intelesul, nu apare ca o
finalitate a unui parcurs narativ, el este
omniprezent, putand fi evidentiat in orice moment
al discursului.

Daca instantele comunicarii literare sunt autorul,
povestitorul, personajul si cititorul, pentru cazul
fotografiei, autorul si povestitorul sunt una si aceeasi
entitate, intrucat acestia creeaza “o lume” si
stabilesc o relatie de comunicare cu mediul
fotografiat, concomitent. Autorul imaginii nu este
niciodata neutru, neimplicat - prin ceea ce am numit
imersiune fotografica prin observare si implicarea
unor competente specifice neputand avea loc un
gest fotografic eficient, capabil sa faca posibil
momentul de gratie. Personajul este desigur
substituit Tn fotografie cu subiectul care realizeaza
actiunea. Subiectul in fotografia de arhitectura este
constituit prin asocierea ingredientelor specifice
mediului construit, Tntr-o secventa spatiald si
temporald data. Cititorul, in cazul fotografiei —
privitorul, este destinatarul produsului narativ.
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Acesta poate fi detasat (retinem faptul ca si autorul
poate fi detasat n relatie cu subiectul sau, la un
moment dat) — aflat in afara subiectului si in cel mai
bun caz oferind credit autorului si Tncercand sa-i
urmadreasca intentia, poate fi eficient — capabil sa
selecteze informatii Tn functie de obiective precise
sau poate fi competent — experimentat, capabil sa
elaboreze un discurs critic.

Introducerea privitorului in ecuatia perspectivei
narative o poate imbogati prin prisma faptului ca
acesta poate fi plasat la randul sau intr-una din cele
trei pozitii enumerate anterior. Autorul si privitorul
pot evolua impreuna, unul poate cunoaste mai bine
decat altul intentia sau modul de a privi al celuilalt.
Rolul privitorului este esential intrucat o fotografie
expusa i “apartine”, acesta avand rolul de a conferi,
de a Tncdrca sau de a imbogati sensul imaginii, prin
lecturare/ re-scriere a sensului. Multitudinea de
lecturi/ interpretdri posibile sunt dependente de
factori culturali, estetici, etc., “o imagine (lexia)
putdnd mobiliza multiple lexicoane” (*9). Lexiconul
este “un fragment simbolic care corespunde unui
ansamblu de practici si tehnici” (*10). Putem astfel
imbogati acum sensul conotatiei (introduse
anterior), aceasta fiind constituita prin organizarea
structuratd a codurilor aferente unui lexicon. in
acest context, “conotatori” (*11) sunt acele
elemente “purtatoare” de sens si pot constitui o
retorica, aceasta reprezentdnd un  aspect
semnificativ al unei ideologii.

Un mesaj este considerat coerent, lizibil atunci cand
evidentiaza o structurd rationald capabila a fi
relationatd cu un “bagaj” preexistent de cunostinte
ale privitorului. De asemenea, Tsi pastreaza insusirile
enumerate atunci cand sustine identificarea unor
relatii intre partile componente si face posibila
descifrarea codurilor continute (*12). Privitorul,



indiferent de experienta sau uneori de gradul de
scepticism, are posibilitatea nainte de orice de a
accepta propunerea “calatoriei” propuse de autor
prin intermediul produsului artistic. intaInirea celor
douad instante se poate realiza undeva la mijloc, dar
este dependent in egald masura de gradul de
codificare al mesajului si de posibilitatea “cititorului”
de a-l descifra.

Putem evidentia o dilema adesea prezenta: ceea ce
vede autorul in fotografiile sale nu vad ceilalti si
invers — cateodata. Tn cel mai bun caz si foarte rar se
ajunge la un “acord”. Perceptia este diferitd din
interior fatda de cea din afara subiectului. Cu
siguranta fotograful stie ceva in plus, el a fost acolo,
la fata locului, el a simtit cand a declansat, motivatia
a fost a lui in intregime. Cu toate astea, ceva il
Tmpiedica sa fie complet detasat de imagine, chiar
daca fsi propune, chiar daca timpul aduce cu sine
aceasta detasare. Privitorul este, in schimb, exterior
si incearca apropierea de subiect din directie opus3,
incarcandu-se cu stare, in vreme ce autorul trebuie
sa descarce o anumita vibratie emotionala, sa se
elibereze de aceasta pentru a putea vedea clar din
nou, pentru a putea evalua. Asadar, poate exista o
dilema de ambele parti in ceea ce priveste adevarul
imaginii si atunci nici autorul si nici privitorul nu sunt
cele mai bune instante pentru a-l stabili. Asta ar
inseamna ca adevarul este continut in imagine si ea
singurd ar fi cel mai bun evaluator al ei. Trecand
peste micul impas logic, credem ca atat autorul, cat
si privitorul pot fi instante capabile sa “patrunda”
imaginea prin esenta acesteia. Cu siguranta o
comunicare intre autor si privitorul exterior ar putea
asigura un rezultat optim al evaluarii unei imagini
sau unui discurs vizual complex.

Un cod accesibil confera un impact imediat si ofera
produsului accesibilitate — fapt pozitiv, dar care

provoacd o consumare rapida a mesajului. Pe de alta
parte un cod inaccesibil separa definitiv autorul de
privitor, cel putin intr-o instanta culturala data.
Nimic nu garanteaza faptul ca peste o sutd de ani,
ceea ce este astazi considerat fara sens, nu va fi
ridicat la rang de artda superioara (a se vedea
numeroasele cazuri ale unor pictori, compozitori sau
scriitori). O alternativa utila si in acelasi timp
nesupusd consumarii imediate aduce poate o
combinatie subtila si echilibrata intre elemente
accesibile — cu rol de “ancorad” si elemente criptate
(care nu sunt obligatoriu a fi intelese pe moment nici
de catre autor) care proiecteaza intr-un timp viitor
conturarea plenara a potentialului operei. Timpul
ramane desigur singurul care decide si decanteaza
valoarea unui produs artistic, arhitectura in sine ca
obiect si viabilitate fiind supusa din plin acestui test.

Fig.1-5* foto Vlad Eftenie
*|magini de la autor/ Images from the author
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(english version)

The truth of architectural photography may seem
ambiguous at first. We regard the images of some
buildings: the space is described and decomposed
into visual impressions, and the meeting with the
architecture is often made through specialized
photography. By meeting the buildings, then, visiting
them at a glance, with a curious look, we can easily
observe that reality brings much more information
than just the printed image. Then we can realize that
something is lost on the road, between image and
reality.

One question is asked: is the merit of an impactful
visual result the architect-author who designed the
object, or the architectural photographer? A
photographer will at most be able to discover angles,
compositions that the object makes possible, but
which already exists, from the point of view of a
"prior" already conceived. Through study and
practice, we can affirm the truth of the architect-
object-photographer relationship. Louis Kahn says
very sensitive that architecture "stops" where
architectural thinking also stops. Something else is
continuous, impossible to design, namely the life of
those who use the building - which makes it possible,
their emotions. The photographer is here privileged.
He can benefit both from the speculation of what the
architect has thought, as well as from the emotional
involvement, through continuity, as an observer, as a
user, as a careful and sensitive passer through the
landscape. The photographer comes from the area of
emotion of living the object, encountering in the
middle the deciphering of the reason of the architect
author. It can therefore  combine  two
complementary dimensions in a balanced way.
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In the doctoral study (* 1) we analyzed the relation
between the thinking in architecture and the analysis
in the plane of the architectural image. Both
architecture and photography share the same
essential secret: they harmoniously combine two
dimensions - the rational and the poetic. Usefulness
and beauty. Realism and pictorialism. One or the
other is not enough, as Robert Franck points out.
Only together, complementary and balanced, do
they define reality. Or what seems to be real.

That is why the photographer is privileged. Of
course, the one with grace. Architectural
photography should move something about, beyond
the poetic look of an existing spatial plastic. Must
know how to listen, understand the role and magic
of light and shadow, textures, spatiality, the decisive
station point. To get excited where someone else
would just go without seeing anything and know
how to transpose the emotion into the image.
Finally, a photograph should arouse curiosity, urge
the viewer to want to have a personal experience:
“Wow, what a building! | want to be there, to see it,
to feel it! ”

We strongly believe in presenting the life that the
building / object makes possible, by its existence.
"Expect people to pass!" Is the expression we
eventually form as architects. The architectural
photographer can refuse it. Architecture exists from
the perspective of perception, of the presence of
people. Otherwise it would be a meaningless
framework. People bring the poetry of living, the
emotion that is the decisive ingredient. People, users,
make space become place, through people there is
memory and vibration. Finally, considering the
space, its plasticity, the architecture that facilitates
some activities and events, the light, the living, we
talk about "architecture of emotion". Then, the



spatiality dissolves and only the memory remains.
Photography gets value through the prism of
memory permanence.

Value photography begins with careful observation.
A building, a space, a place - they are discussion
partners. People. Interlocutors. Friends. Approach a
man carefully, do not scare him, do not disturb him.
You know a friend and you respect his camp. You
look for its photogenic aspects, you flatter it. You're
honest, even if it may hurt. The first impression is
decisive, then the study follows. Understanding the
light, the atmosphere. A building was transformed
Second by second, although nothing seems to
change. And even if it looks like this, it's good to
come back from time to time, to see better what has
changed in you, as a man, as an observer. Obstacles
are minor - objects, cars, cables, refusals or lack of
inspiration. But nothing to keep the history or the
sun going in its place. A good architecture
photographer should know how to speak perfectly to
the walls.

The "portrait" of architecture becomes a structured
series that will contain visual aspects related to the
reason and the poetics of the space. One can come
and return until curiosity and inspiration are
exhausted.

Each image is a product of its own and can be
viewed as an individual artistic product, with its own
internal context, with its own rules for reading and
interpretation, developing its own meanings and
meanings. A next step is the possibility to
interconnect, to relate multiple images, as in order to
make a word more letters are needed, for a sentence
there are several words that can express ideas and
which in turn can be made, why not, a novel - as a
complex product. Each letter can be admired and

used in part, a complex idea, but it needs a coherent
and structured means of expression, requiring a
higher level of integration. It starts from the word
and organizes in complex form sentences - unitary
subassemblies of the whole, applying a certain style
that helps express an idea, a theme, a preliminary
concept. Thus is born what can constitute a
discourse. The "portrait" of architecture is a concept
introduced as a novelty factor to name a visual
discourse - a complex product of the specialized
photography genre, with a narrative development,
structured through rhetorical relationships.

The discourse can be defined as "the particular form
of language with its own rules and conventions,
depending on the sources that produce it and the
means of expression" (*2). As a discourse, art can be
regarded as a specialized form of knowledge, which
goes beyond the physical medium of expression and
represents those instances - knowledge, practices,
subjects that invest the visual product with a certain
artistic value.

As | have often shown, we recall that the
photographic image swings between objectivity, the
environment always referring to what "is" on the
spot, "measurable” - and the subjective
interpretation of reality, of what it represents in a
connotative plane, "immeasurable”. ”, By what it
means, what it symbolizes, what “seems to be real ”.
An image represents a universe itself. By joining with
another image or group of images, together they can
develop a new direction of evoking new meanings.
The way in which the informational and symbolic
content of a visual product is dependent also on
other discursive instances can be defined by the
concept of inter-textual. It articulates the component
elements of visual discourse and is essential to be
followed in structuring the way the parts are related



- the visual sequences when more images with
different content are brought together to "work"
together.

By what we call "discursive composition" (*3) we
understand how multiple meanings and meanings
are related in a particular discourse. Therefore, an
image can alter / change / reveal its meaning in the
presence of another image and together they can
form a discursive court with new / different
characteristics compared to the parts taken
independently. We already know that decomposition
does not alter the content of the parts, describing
the whole on a different scale. The sense of the parts
can be altered / redirected by de-contextualization.
Their re-composition remains confined to an initial
referential system but altered / revealed / enriched
now as an effect of the implication of the artistic
vision of the author, an effect of his art of "telling".

The result of the visual discourse is subject to the
reading / understanding / vision of the viewer, who
can speculate / enrich the symbolic content of the
initial discourse. The postmodern vision contributes
substantially to the understanding of the text (the
visual product) as a result of multiple citations and
correspondences  subjected to  permutations
continuously, both writing / producing and reading /
consuming being complementary activities that
create meaning. The speech can be of several types,
depending on the author's intention, the narrative,
the descriptive, the explanatory and the
argumentative being common. In the narrative
discourse, the main mode of exposition is the
narrative, characterized by relating events in a
causal relationship, carried out in chronological
succession and involving one or more characters
evolving within a defined contextual framework. The
epic (narrative) text represents the mode of
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communication by which the author expresses his /
her conception of the world and life indirectly,
through the characters, appealing to the narrative,
description and dialogue. The construction of the
narrative discourse requires the existence of an
action, of a conflict (in the photograph it could be
replaced by the incidence of an attentive pretext, of
what triggers the gesture to photograph), of
moments of the subject, all under the influence of an
orderly structure.

It is obvious that one can very easily associate,
through the postmodern vision already introduced,
the narrative text with the visual product, in
particular with the photographic image. The
presentation of a fact, the staging, the spatial and
temporal organization, the point of view, the
perspective, are also the defining attributes of both
photography and narrative discourse. We recognize
the descriptive and explanatory attributes as -
alongside the narrative, complementary instances of
the image.

From the perspective of forming a series of
photographs, an image becomes a basic cell, a
"center”, the visual sequence with its own denotative
and connotative nucleus. As | said before, an image
itself is a visual discourse. The association of several
images - the discursive composition comes under the
influence of intertextuality from the perspective of
the sense that transcends the simple chain of objects
and individual actions described by causality.
Between sequences, subordination, coordination or
equality relationships can be identified. Speech
organization can have three different instances,
namely linear, in the form of a network or apparently
amorphous.

The linear organization can be opened or closed, the
first alternative having the logical effect of



transforming it into a possible unit / sequence that
can be integrated into another section of a discourse
by junction / concatenation. The second involves the
closure of a "loop", symmetry being a stylistic
alternative used in the literary or musical fields.

A network (*4) supposes the existence and the
connection of centers - nuclei and possibly of
satellites (* 5) - each of these elements fulfilling a
certain function and being able to associate a sum of
indices regarding the nature of the situation, the
atmosphere , spatial and temporal information. The
correlation between function and indices implies a
firm distinction: "the function implies a relation by
metonymy, mirroring the functionality of the action,
while the indices induce metaphor, expressing the
functionality of the present” (* 6). In addition to the
attributes dependent on a hierarchy, already listed,
the relationships between tree elements may be
circumstantial in nature, given a given context. The
contrast implies a relation of elements of the same
category, valued by each other through
characteristics  highlighted in a diametrically
opposite way. Collaboration can be a beneficial
effect of "availability" of semantic adjacency or a
result of functional connectivity. Uniqueness,
although it excludes the  possibility  of
interconnection, introducing a presumption of dis-
functionality, can increase the value of the discourse
network, as a whole, by indexing the value of the
individual sequence to the potential value of the
whole.

Any of the presented courts can induce at any time a
sequence of motivation-initiation-effect, actively
influencing the relations with the "neighbors" within
the network, this conferring a certain dynamic, often
unpredictable within the body of the visual-series
discourse that can confer them a certain

"something" impossible to define but which offers a
fingerprint that can be emotionally, subjectively.
Alternation by smooth or abrupt change, pause,
ellipse are stylistic means of composition, defining
the transition from one element to another, from
one sequence to another. This is why the way of
relating them is decisive in defining the rhetorical
organization of the visual message, the test of
deletion / replacement / move (* 7) highlighting
possible dependencies or indifferent relationships,
being a necessary exercise. It can define how to
construct the visual discourse, making it possible to
work on variants. In this way, a visual discourse
according to the author's intention or expectations
can take shape and substance, through (re)
successive focusing.

In the case of the third type of organization, we say
"apparently” amorphous because we are convinced
that there is no pure disorganization or nonsense in
nature, our means of understanding may be limited,
the inability to penetrate the meaning of an entity is
a priori an problem of the viewer and not of the
source. Of course, the author's goal could be, first of
all, the creation of an order and finding the most
effective means of communicating it. But also
creating a disorder could be an end in itself,
obviously depending on the artistic vision and
intention, capable of giving birth to a new aesthetic
language.

Regardless of the nature of the speech organization,
it must be coherent; in this case we can talk about a
consistency of a semantic compositional pattern, this
finding being an effect of using referents with
identical function. As stated above, the referent is
the object through which the connection between
the sign and what is known in the real world is made.



Photographically speaking, it is necessary to
systematically use those visual sequences - different
but unitary individual images from a point of view
that must be defined in advance, without a "recipe".
Their connection gives the narrative discourse
continuity and fluency from the point of view of
communicating the intended message, totally
dependent on the author. Here we can talk about
how to operate with the sequences. Both the author
and the viewer can be in front of a sum of sequences
in a strictly horizontal narrative relation. Without an
overview, pursuing levels of integration in a vertical
path, the sequences cannot be interrelated so as to
develop a noticeable, readable meaning - like a
detective in front of a multitude of records fails to
see a guiding thread and which to open the searched
tracks (* 8). Thus, the meaning, the meaning, does
not appear that a finality of a narrative path, it is
omnipresent, and can be highlighted at any time of
the discourse.

If the courts of literary communication are the
author, the storyteller, the character and the reader,
in the case of photography, the author and the
storyteller are one and the same entity, as they
create "a world" and establish a communication
relationship with the photographed environment, at
the same time. The author of the image is never
neutral, not implicated - through what | have called
photographic immersion through observation and
the implication of specific skills and cannot take
place an efficient photographic gesture, able to
make the moment of grace possible. The character is
of course substituted in the photograph with the
subject that performs the action. The subject in the
architectural  photography is constituted by
combining the specific ingredients of the built
environment, in a given spatial and temporal
sequence. The reader, in the case of photography -

_Eftenie V_2021_SP FA UAUIM

the viewer, is the recipient of the narrative product.
It can be detached (we note that the author can also
be detached in relation to the subject or, at some
point) - being outside the subject and in the best case
giving credit to the author and trying to follow his
intention, can be effective - able to select
information according to precise objectives or may
be competent - experienced, capable of developing
critical discourse.

The introduction of the viewer into the equation of
the narrative perspective can be enriched by the fact
that it can be placed in one of the three positions
listed above. The author and the viewer can evolve
together, one can know better than the other the
intention or the way of looking at the other. The role
of the viewer is essential as an exposed photograph
"belongs to" it, which has the role of conferring,
uploading or enriching the meaning of the image, by
reading / rewriting the meaning. The multitude of
possible readings / interpretations are dependent on
cultural, aesthetic, etc., "an image (lexia) can
mobilize multiple lexicons" (* 9). The lexicon is "a
symbolic fragment that corresponds to a set of
practices and techniques" (* 10). We can thus enrich
the meaning of the connotation (previously
introduced), which is constituted by the structured
organization of the codes related to a lexicon. In this
context, "connotators" (* 11) are those elements
that "carry" meaning and can constitute rhetoric,
which represents a significant aspect of an ideology.

A message is considered coherent, legible when it
highlights a rational structure capable of being
related to a pre-existing “baggage” of the viewer's
knowledge. It also retains the features listed when it
supports the identification of relationships between
the component parts and makes it possible to
decipher the codes contained (* 12). The viewer,



regardless of experience or sometimes of the degree
of skepticism, has the possibility, first of all, to accept
the proposal of the "journey" proposed by the author
through the artistic product. The meeting of the two
courts can be done somewhere in the middle, but it
is equally dependent on the degree of coding of the
message and the possibility of the "reader" to
decipher it.

We can highlight a dilemma often present: what the
author sees in his photographs do not see the others
and vice versa - sometimes. In the best case and very
rarely an "agreement" is reached. The perception is
different from the inside to the outside of the
subject. Surely the photographer knows something
more, he was there, on the spot, he felt when he
triggered, the motivation was his. However,
something prevents him from being completely
detached from the image, even if he intends, even if
time brings with it this detachment. The viewer is, on
the other hand, outward and tries to approach the
subject from the opposite direction, loading it with
state, while the author must unload a certain
emotional vibration, free himself from it to be able to
see clearly again, to be able to see again. Evaluate.
Thus, there may be a dilemma on both sides as to
the truth of the image and then neither the author
nor the viewer is the best courts to determine it. That
would mean that the truth is contained in the image
and she alone would be her best evaluator.
Overcoming the small logical impasse, we believe
that both the author and the viewer may be able to
"penetrate" the image through its essence. Certainly
a communication between the author and the
external viewer could ensure an optimal result of
evaluating a complex image or visual discourse.

An accessible code gives an immediate impact and
gives the product accessibility - a positive fact, but

which causes a quick consumption of the message.
On the other hand, an inaccessible code permanently
separates the author from the viewer, at least in a
given cultural court. There is no guarantee that over
a hundred years, which is considered meaningless
today, will not be elevated to a higher art rank (see
the numerous cases of painters, composers or
writers). A useful alternative and at the same time
not subject to immediate consumption can bring a
subtle and balanced combination between accessible
elements - with the role of "anchor" and encrypted
elements (which are not obligatory to be understood
at the moment by the author), which design in a
future time the plenary outline of the potential of the
work. Time is, of course, the only one that decides
and decants the value of an artistic product, the
architecture itself as object and viability being fully
subjected to this test.
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