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AN EXCERPT

The Leica, first marketed in 1924, made possible unposed
snapshots taken in most light conditions without flash. 11r was
small, light, and easily handled. The “candid camera” was
now a fact. Henri Cartier-Bresson (b. 19o8) first !.Is!:d thf:
miniature camera in 1933. He exploited its reportorial possi-
bilities with a sharp eye for the “rhythm in the world Iof real
things.” His notion of “the decisive mument.': the instant
when action and compusition resolve themselves into the most
telling, most revealing arrangement, was important toa “:hol:
generation of photographers. His eye for composition is as
fast as the shutter; he rarely crops. Carticr—Bressm? has made
films, published many books, and was the subject of the
Louvre’s first one-man photography show.

COMPOSITION

If a photograph is to communicate its subject in all its intensity, .thc
relationship of form must be rigorously established. Ptlotugmphy im-
plies the recognition of a rhythm in the world of real thrpgr_.. What the
eye does is to find and focus on the particular subject within the mass
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of reality; what the camera does js simply to register upon film the
decision made by the eye. We look at and perceive a ph-::-mgr::ph, asa
painting, in its entirety and all in one glance. In a photograph, com-

iti tancous coalition, the organic co-
eye. One does not add composition
as though it werc an afterthought superimposed on the basic subjeet
material, since it is impossible to Scparate content from form. Compo-
sition must have its own inevitability about it.

In photography there is a new kind of plasticity, product of the
instantaneous lines made by movements of the subject. We work in
unison with movement as though it were a presentiment of the way in
which life itself unfolds. But inside movement there is one moment at
which the elements in motion are in balance, Photography must seize
upon this moment and hold immobile the equilibrium of i,

The photographer's eye is perpetually evaluating. A photographer
can bring coincidence of line simply by moving his head a fraction of a
millimeter. He can modify perspectives by a slight bending of the
knees. By placing the camera closer to or farther from the subject, he
draws a detail—and it can be subordinated, or he can be tyrannized by
it. But he composes a picture in very nearly the same amount of time
it takes to click the shutter, at the speed of reflex action.

Sometimes it happens that you stall, delay, wairt for something to
happen. Sometimes you have the feeling that here are all the makings
of a picture—except for just one thing that seems to be missing. But
what one thing? Perhaps someone suddenly walks into your range of
view. You follow his progress through the view-finder. You wait and
wait, and then finally you press the button—and you depart with the
fecling (though you don't know why) that you've really got something,
Later, to substantiate this, you can take a print of this picture, tiace on
it the geometric figures which come up under analysis, and you'll
observe that, if the shutter was released ar the decisjve moment, you
have instinctively fixed a geometric pattern without which the thoto-
graph would have been both formless and lifeless.

Composition must be one of our constant preoccupations, but at
the moment of shooting it can stem only from our intuition, for we are
out to capture the fugitive moment, and all the interrelationships in-
volved are on the move. In applying the Golden Rule, the only pair of
compasses at the photographer’s disposal is his own pair of eyes. Any
geometrical analysis, any reducing of the picture to a schema, can be
done only (because of its very nature) after the photograph has been
taken, developed and printed—and then it can be used only for a
post-mortem examination of the picture. | hope we will never sce the
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day when photo shops sell little schema grills to clamp onto our view-
finders; and that the Golden Rule will never be found etched on our
ground glass.

If you start cutting or cropping a good photograph, it means death
to the geometrically correct interplay of proportions. Besides, it very
rarely happens that a photograph which was feebly composed can be
saved by reconstruction of its compuosition under the darkroom’s enlar-
ger; the integrity of vision is no longer there. “I'here is a lot of talk about
camera angles; but the only valid angles in existence are the angles of
the geometry of composition and not the ones fabricated by the pho-
tographer who falls flat on his stomach or performs other antics to
procure his effects.
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teriais, was based on quite recent developments in the sciences of phys-

ics and, especially, of chemistry. | have an idea that a very good
argument could be put up for the claim that it is through photography
that art and science have had their most striking effect upon the thought
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