Problem Statement VI
All the photographs have the same problem: Lacking of time.

                                                           David Hockney
The time in a so-called real-time photograph is not the real time. We see representations of time, but we cannot see the time itself (Sartre, 2007), which is invisible, since “[w]e only see what we look at" (Berger, 1977, p.7). We can only see the present; however, we can produce representations to indicate the past; unfortunately, we cannot see the future because “[w]hat we see is brought within our reach” (Berger, 1977, p.7). Thus, the representations of time vary only in past-tense. 

Due to its technical and mechanical nature, photography is extensively accepted as the representation and testimony of the past (Susan Sontag, 1977), which shows the presence in a certain space and time. Walter Benjamin (1979) addressed that photography transmitted human everyday life on to the plates of photographs. 

“If there was a fire in your house, what object(s) do you decide to bring with you? Aha, photographs, family photographs, and wedding photographs…” On Thursday October 29, 2009, Jon Fein, the director of a documentary film entitled Memory and Objects, did an experiment with audience in his presentation at Teachers College. According to his research and projects, he emphasized that human beings always project, entrust, or transfer meanings to objects. He mentioned that he had done this test to his audiences before. Photographs were the most selected objects according to the results of previous tests, since photographs were the proofs and memories of one’s existence in a specific moment of one’s life. In other words, photographs have the credibility of one’s identity. Roland Barthes (1981) pressed that “[e]very photograph is a certificate of presence” (p.87). Thus, many people consider photographs as the representations of “undeniable reality” (Thompson, 2003, p.14).

Photographs used as testimony to verify what has happened in the past were normally taken around a fraction of a second. We understand the images taken within the short-term exposure because we can infer the relationship between what we look at in a photograph and the existing knowledge and our experiences. John Berger emphasized that “[t]he way we see things is affected by what we know or what we believe”, “[e]ach evening we see the sun set. We know that the earth is turning away from it.” (1977, p.7). To a great extent, the fast exposure photographs can offer viewers the information that matches the viewers’ memories, experiences, and knowledge.

According to the history of photography, the exposure time was developed faster and faster in order to present the verisimilitude (Eder, 1978; Newhall, 2005). The majority of the photographs’ exposure times are transient. (Photography became only about moment, especially after the birth of film-the moving images, which present illusions of images in time flux.) Hence, the notion of momentary time exerts a subtle influence on people’s understanding of time in photography. Consequently, the instantaneous exposures dominate the photographic practices. 
The birth of photography was in the same epoch of the first Industrial Revolution. The history of the development of photography is evolving along the history of Industrial Revolution from the first one to the third one, and it continually evolving along the so-called the Fourth Industrial Revolution to now. The similar key points among the Industrial Revolutions are speed and efficiency. The accelerated speed extensively permeates into the majority domains of most societies. The phenomena of the social, scientific, technical, and cultural development along the industrial revolutions, in a way, have significant influence on the development of photography.

Camera as one of technical inventions did not avoid the social trend. The photographic industry constantly focuses on providing better optical equipments and faster light sensitive media in order to improve exposure time and speed the time of getting images. Undeniably, the technical improvement, indeed, saved innumerable time for people to possess representational images. For instance, the painter of a detailed painting of the façade of St. Mark’s Basilica in Venice requested by John Ruskin spent six hundred days to finish the commission. However, in the 1830s, a photographer could only spend one hour or two to create a picture of the site, including setting up the equipments, making an exposure, and processing the negatives (Thompson, 2003).Nowadays, the process of having the image is just a fraction of a second. Comparing to conventional drawing, photography’s efficient way of producing the representation of realities became a phenomenal advance. From the social developmental point of view, the notion of time in photography, thus, gallops in a speedy one dimensional enthusiasm-pursuing high-speed time. The one dimensional thinking of time in photography perfectly match the rhythm of the industrial revolutions since there are numerous appearing possibilities of high-speed time exposures appealing the photographic image-makers and their consumers to explore further excitements in even faster time.
However, the notion of instantaneous time in photography caused the similar symptom as other contemporary technical realms have. The symptom is obsession. The term of obsession here means that the quicker speed the contemporary technology can achieve, the more opportunities and things we are going to lose (Virilio, 1991), but we continue to develop the technology in a similar way. For instance, there is a certain technology that we used some of its function. When its advance or new version become available, which happens more frequently and prompt than before in the age of information technology, we move on to the new version of the technology to start use some of its new functions or certain similar function we used. The rest of the functions that we did not use will gradually be forgotten or ignored. Thus, some of the opportunities that could be provided by the unrecognized or unused functions of certain technology or machinery will disappear (Virilio, 1991). 

The sequela of the dominant notion of instantaneity in photography is that major photographic practices constrain the photographic images within certain experiences, which share the same characteristic called frozen image. People appreciate the frozen images; one of the reasons is that the photographic images are considered as a form of graphic art(Coe, 1976; Lemaggny &Rouillé; Newhall,2005; Rosenblum, 2007), which has the gene of drawing and painting. The most significant example is that one of the inventors of photography-Talbot called photograph the light drawing. First, a photograph has a frame as drawings and paintings do. Moreover, most drawings and paintings present only momentary images-the frozen images (Berger, 1982; Hockney, 1994). In most drawings and paintings, the time is always still. Although there were few artists, such as Cubism artists, experimenting involving time into painting, the representations of time are not fluid. The duration of time in such paintings, in fact, is imaginative time based on the perception and imagination of the drawings or paintings. Thus, the existing conventions of seeing drawings and paintings were transplanted to seeing photographs. Therefore, we accepted the frozen images in photographic practices and we even appreciated them.
However, “[t]he relationship between what we see and what we know is never settled” (Berger, 1977, p.7). In photographs, we see the world through a camera’s eye-the lens. The camera’s optics eye is not equal to human naked eyes. It can see what we cannot see and it cannot see what we can see. For instance, when we see, our sight always has a focus. In certain ways, for example in a large scene of a landscape photography, say the exposure time is equal to a twinkling of an eye, there is no specific focus on a photograph; by moving our focus around the photograph, we can see more details than our naked eye can see in such quick time. That is why sometimes photographs are used as supplementary materials to assist observations. In addition, some cameras also can see phenomena which are beyond abilities, such as cameras used in capturing high-speed imagery, cameras used for microscope studies, and cameras used for telescope studies. On the other hand, cameras do not have the abilities to see what we can see. For example, we have two eyes and cameras only have one. Our view is much flexible and wider than a camera’s view since a view from a camera is always relatively fixed. The most significant difference is that our seeing is relatively subjective; on the contrary, a camera’s seeing is relatively objective although it has to be operated by a subjective mind. We operate the camera based on our desire, knowledge, and experience. “Yet the knowledge, the explanation, never quite fits the sight” (Berger, 1977, p.7). 

David Hockney (1994) claimed that the longer the transient in photography could be the more we could experience. Time’s nature is flux, not temporal (Heidegger, 1972; Sartre, 2007). In contrast to the regular short-term exposure photography, the long-term exposure photography relatively record the duration of time instead of a moment of time. The information offered by such representation of time reveals what we experienced but we could not really see. For instance, in a short-term exposure photograph or merely by our naked eye, we can see that sun is just an extreme bright spot in the sky; however, in a long-term exposure photograph, we can see the movement of the sun during a given duration of time. Such knowledge we gained from long-term exposure cannot match our experience, memory, and particular knowledge we possessed before. Thus, the long-term exposure challenged the notion of time in photography, our belief, and existing knowledge. 

Time in photography is intricate and multi-layered. There are four different strata of time in photography, which are the time itself as being, the photographic materials’ time, the time used by photographers, and a photograph’s viewers’ understandings and interpretations of time. Heidegger (1972) disserted that “Time-a matter, but nothing temporal” (p.4). Sartre also had the similar interpretation of time that he expressed that time’s nature is flux, its totality, transient is not time. John Berger (1982) considered that photography is a means about quotation. All photographs have been taken out of a continuity(Berger & Mohr, 1982, p. 91). He also suggested that the photographic materials are vital components of the photographic time. “In a photograph time is uniform: every part of the image has been subjected to a chemical process of uniform duration. In the process of revelation all parts were equal”(Berger & Mohr, 1982, p. 95). Berger’s discussion below gives us a comprehensive explanation of how time in a photograph is perceived and interpreted by its viewers. Although it is lengthy, it is worthwhile to cite.
A photograph preserves a moment of time and prevents it being effaced by the supersession of further moments. In this respect photographs might be compared to images stored in the memory. Yet there is a fundamental difference: whereas remembered images are residue of continuous experience, a photograph isolated the appearances of a disconnected instant.

And in life, meaning is not instantaneous. Meaning is discovered in what connects, and cannot exist without development. Without a story, without an unfolding, there is no meaning. Facts, information, do not in themselves constitute meaning. Facts can be fed into a computer and become factors in a calculation. No meaning, however, comes out of computers, for when we give meaning to an event, that meaning is a response, not only to the known, but also to the unknown: meaning and mystery are inseparable, and neither can exist without the passing of time. Certainty may be instantaneous; doubt requires duration; meaning is born of the two. An instant photographed can only acquire meaning insofar as the viewer can read into it a duration extending beyond itself. When we find a photograph meaningful, we are lending it a past and a future(Berger & Mohr, 1982, p. 89).
To what extent can we explore the possibilities of the notion of time in photography? How does the notion of time in photography affect our understanding and interpreting photographs? How can the shift of the notion of photography alter the relationship between virtual reality and actual reality within the realm of visual culture? What distinguished photography from other means of visual representation?
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