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LACUNAS AND THEIR REINTERPRETATIONS:
A CONTEMPORARY LOOK AT THE PHOTOGRAPHIC WORK

OF TEOFILO REGO

AZEVEDO, INES; MATEUS, JOANA; PESTANA, ASSUNCAO

Part one: Introduction to the methodology of the design, development and

organization of an exhibition on the architectural photographs from the Tedfilo
Rego photographic archive '
. This paper is part of one of the themes to be researched in a project entitled:
Project IC&DT “photography, Modern Architecture and the «Porto School»:
Interpretations on the Tedfilo Rego Archive”. This research project is supported by
the Foundation for Science and Technology of the Ministry of Education and Science
(2013) and will take place at the CEAA | the Arnaldo Aradjo Study Centre, at the
Escola Superior Artistica do Porto and at the Casa da Imagem of the Manuel Ledo
Foundation in Vila Nova de Gaia. The Casa da Imagem is a cultural centre for artistic
practice and education, from which an exhibition on the Tedfilo Rego archive, which
the centre has on its premises, will be designed, developed and organized.

In this paper we intend to begin a reflection on specific methods of designing an
exhibition of a photographic archive in the world of today, which includes the act of
display associated with a view of informal artistic education in the field of study of
the photograph in modernist Portuguese architecture.

The work of designing the exhibition is partly based on the capacity to
simultaneously question different discussions that have developed around the
perceptions and interpretations of the photographs of modernist Portuguese
architecture present in this archive, around the question of how to bring the
photographic images and the scientific material that has arisen as a result of the

research project to a wider audience, while accompanied by a critical reflection on
this topic (Argan:1995). '

As an educational and informational resource, the photographic record on
Portuguese modernist architecture that was gathered by photographer Tedfilo Rego
demands, in our view, a type of exhibition, dissemination and cultural promotion
that is specific, contemporary, coherent and reflective of the stages taking place in
our process of research. At a starting point in the project, in which the knowledge
constructed on the archive photographs of modernist architecture is as yet

undeveloped, it makes sense 10 develop (and will be carried out in the second part
of this text) a contemporary and reflexive view on the wider theoretical context of
the photographit image, from which can be inserted, in later texts, the question of
the image as it relates specifically to modernist photography. In other words, the
approach that we are presenting here is one that comes before the photograph
as an image, document or commercial object, thereby defining a much wider and
essential themeinwhich modernist architectural photographyis included. This effort
is of utmost importance for the complete, integrated and coherent construction of
a discourse on the images contained in the archive in question, given that there is
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a need to include, at an educati :
: , onal level, the discussion pr
. . ’ oduced
difﬂ:tr?:: hg'roups 9f pub{tc relative to the exhibiting of the arfhive imag:r:ongst the
dissemma;-fos:a;g;g point t‘hat we are taking to deal with the concept ;Jf cultural
and (re)creational promotion, in proportions that lean towards the operational
ecbhiterchure ”: ] mdUd_'HS not only previous studies on the theme of modernist
exhibitin rt . and strategies for exhibiting the photographed material ways of
. whicfm 3Isat allude to the conservation and restoration of the availabl:g souyrces
subject of exh?b?t?ri;:rgte o iroduction o newand sismnicankalselssion on thé
" otography and architecture, in this .
by ‘frr::[ca! analysis of the different semantics exhib;ted case modernist, followed
i ;
s :i;;egzr:ent s;a_nds out due t.o the artistic-pedagogic dimension contained in
e i ZS"‘-"?T ling, tempct_rarllv and permanently, the material in question, as
be faced witheth'es'gn of the exhibition model adopted by those in charge, who \’Ni”
cultural prom . need to manage, conciliate and articulate the EXpectatiéns of the
sanilis 0‘; o otion of the object of the research with the aims of the educational
type of obs efvmuseum of the Casa da Imagem, due to the extreme variation in the
Our treatnf e UP-the public of the photographic archive.
Sl eptthqf the 'deSIgn .Of the exhibition therefore focusses on the
arkibacture] of this archive, which, due to its subject matter — moderni
o Iook:qre 'mtthi region of Porto — we consider to be of public interest “fei;lfé
flh are f hln (o ; e concept of exhibiting previously unseen photographié images
L s thee :;‘ejft? of }?tlt:rpretive scientific study, given that this constructigon
jectives of the educati -
iy cational service of the museum of the Casa da
We wi i .
architecvtviilrlaﬁry;o establish new connections between the different discourses on
latter focussi P Otograpr?y and dynamics of the contemporary exhibition, with th
e ;;jsé:f;’; an a(;twe perspective and interactive’ communication —‘ observe?
served — with the planni i :
the exhibition (Berger:1987). planning of a specific way of seeing relative to
In o
researzfmrcr:?—rPij the procecfures for exhibiting this photographic archive and the
design and e IR UVt it Soges:ciiceseardtyThoh
application to the language used a e of
: n
EVa;v_Jhatlon of the processing of exhibiting the wgork e
e Lol o y .
ane 0?:;:'?“? of each visitor developing their own individual visual itinerar
e ‘::::h‘fgf;ets of the exhibition (instrument, technique and method 0‘;
i ibition space), which cal ey C
B i iR Is on movement and interaction by the

The m i i ; :
o !ti):nt:;ig of tt_‘;e exhibition, designed for a specific space and specificall
e Dressritanon oF arvedicaonal ature, Wil e A G M
B = orot ean:g 4 Space rfaserved for the documents that identify this archive
iﬂtErpretationg;?fh ic lnstailaltton that clearly explains the process of study‘ané

e material in question (Blanc, Cl Expis;

This . J , Claramonte, Expdsito:2001).
Photograp:-)posil-' \Wwhich questions both the meaning of the documzznta
Pl'Oductioi I:fet:; ibition as we!l as that of the artistic project, is made real by thrz
il ot e PhOtngaphu; installation that is brought together in analogue
. _thwronmfer?t_s, in which the display of photographic fragments attemg ts

e possibility of an aesthetic and educational commitment befwepen
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the photographic work and contemporary display.
However, in research of this nature on architectural photography, it is important

to bring in to the discussion the words that Walter Benjamin (2012, pp.14) stated in
the 1930s" (...) the decisive in photography continues to be the relationship that the
photographer has with his technique”. Or rather, the appropriation of a moment
by a photographic record that brings with it the appearance of a social and cultural
representation of its attributes and symbolization of the object photographed.
Plans for the exhibition of these photographs will therefore consider favouring
a sensory perspective for the installation, that is it will contemplate a perceptive
design and authorial mark, taking the view that elements of an educational service
that is guided by the principles of the museum of the Casa da Imagem will be
helping to set the exhibition up, producing an aesthetic effect on the visitor, when
they come across both the real and the virtual in an exhibition on the work of the
_aforementioned photographer (Rico:1996; Arantes:2005; Calb4:2006).
. We look upon this archive as a group of photographs that capture separate
episodes, permitting a view of a non-linear, fragmented environment, which
includes a participative educational strategy defined and directed at different
target-groups, specifically that of children (Aznar, et al. 2000).

A global reading and analysis of this archive leads us to choose certain negatives
and photographs from those available for the recreation of virtual environments
and photo-installations. : '

From photographic records of public spaces to virtual spaces projected onto
the walls of the exhibition rooms, these documents will permit a reinterpretation
of a period and a photographic culture, as well as providing another view of the
theme in guestion. These themed photographic records act as visual witnesses of
an urban past which we would like to call up by use of that contemporary artistic
intervention, the photo-installation. The concept of the exhibition is one in which
personal itineraries are valued, as they allow greater interaction with the exhibition
space, also allowing for discovery and surprise on the part of the visitors, be they

observers, readers or researchers.

Part two: A brief look at the image concept present in the photographs of Foto .

Comercial Tedfilo Rego
The photographicarchive of Te6filoRego (1915-1993), ahuge collection of around

600 thousand photographic documents of Porto and the north of Portugal, covers
a period of 50 years of activity of the “Foto Comercial Te6filo Rego” photographic
studio, and is closely linked to the life of its founder. Between the 1940s and the
1980s, the riverside area of Ribeira in Porto was the object of an intensive and
independent-minded study by the photographer. In August and September 1990,
Teéfilo Rego held an exhibition of his work at the Casa do Infante, in Porto. The
exhibition, entitled “Porto, a photographic recollection”, included around 80 black
-and white photographs of Portuguese landscapes and personalities.

The double nature of photographs
Given that the aim is to exhibit a photographic archive, this necessarily implies

entering into a relationship with the public, who will be on the receiving end of
this exhibition. It is for a public observer that the images are being offered to be
- viewed and understood. As the first, and privileged, observers of this collection of
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ima : . .
thatgii?n:\; ;:1 :stsetr:gmg, with thl? text, to present a concept of the exhibition
specific theme of the rzseI:izgu?u“:t'tgt::t?:; obsetrr\:ers,r:ndependent e

i , , on the photography of m i
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" photo-graph ai du al(1982} investigated the history of the artistic make-up
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vl dus o thelrextraardinary Mansfacna. o e s e
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S discuss? ance of photogr.aphy as art — or as a document of truth and
i ce. The dis hot:n on the dupl:qt\{ of the photograph is central to the work
Evans and Dan GF:'ahal:r%r?g\hee?oi::nigsr?yfﬁm I:}No di: gl
o . . nt inking of Dan Graham in relati
prop:jr:::;(:f;aapﬂhg ‘;sgoposmble a.rt|st|c and technological response to the mei:::?;
Jo oo enddi u;\sle relative to documentary images from the past, which we
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B ot e o e nature o. the photographic image
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e at Evans has for realism, of records valid for themselves
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- h}; c:)r: the history of Cffﬂlizations. As a result of this, in the book
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photographs with enthusiastic comments. In 1966, the work by Dan Graham Homes
for America reflected on this belief in the ability of the image to articulate a true
and singular discourse without the use of text. Homes for America was initially the
projection of a set of slides of housing developments in the suburbs of New Jersey,
New York, at an event held at Finch College Museum of Art. The magazine “Arts
Magazine” offered to publish the slides, thereby providing a second medium for
the work. Graham turned this collection of images into a photographic essay which
reported on the low cost and mass construction of those housing developments.
Now, in Homes for America, photography is integrated into a literary discourse
precisely for the purpose of intervening in the illusion that it is possible for the
image to arise in a space that is independent and neutral. Allan Sekulla (1982) talks
about the photographic discourse, which is understood to be a system of exchange
of information, containing in itself the conditions that constrain and support their
meaning and which determine their semantic target; therefore, the photograph
is a message that is determined by its context. Photographs have to be read, and
knowing how to read them involves an apprenticeship that needs to take place
in order to break with the established myth of photographic truth — the myth
of intrinsic truth and neutrality that has raised photography to the status of legal
document and witness.
' Dan Graham has a contemporary understanding, not only of the photographic
image but also of what it is to be a contemporary observer, participating in the
creation of the work of art by diversion of the point of view and by the distortion
which he is able to conceive relative to the context of production, distribution and
consumption of the images. Discourse about the art itself functions, effectively, as
a device that permits the observer to relate in a different way to reality and its

images, permitting the observer to reconfigure themselves as cultural subjects.

The Lacuna as a device for contemporary thinking about photography
) In brief, artistic work, due to the story it tells, is easily associated to the game
of illusion relative to truth and reality, whereas photography is understood to be
a vision of the truth and the camera as an instrument of evidence gathering. As
stated by Jonh Tagg (1988), the nature of the index of the photograph places it
in terms of the efficient transmission of meaning. But the strength of evidence of

photography is implicated in that which is considered evident in certain power

relationships activated in certain institutional and professional practices. Therefore,
by the composition of the photograph itself, adds Tagg, the pre-photographic
reference has connected itself to the sign by means of a technical, cultural and
historical process in which certain optical and chemical devices come together to
organize the experience and the desire to produce a new reality — the image on
paper — which, later on, by means of other processes, will gain a variety of possible
meanings. We can then see that photography, in order to be that which Barthes
wanted it to be — a mark that confirms the physical existence of a past, permitting
it to be possessed — requires the telling of a story.

Advertising images have come to make use of the belief in the photographic
image as a representation of truth in order to legitimise its authenticity and to
provoke in the subject a recognition of the need for the object it is representing.
Tedfilo Rego, by the investment of time spent on the formal correction and
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con5|d‘e.rat1‘0n of the communicative functions of photographic images, was abl
to ef‘ﬁcnently construct these publicity devices, which was why his ’worlj ey
Fonsudered 50 successful by his clients. Today, faced with the body of cornme:v ai
images produced by Tedfilo Rego, we can separate ourselves more easily from tf:: ;E"
character - that of documents that are strictly for commerce and advertising - e:
connect them to other narratives, with the body of work containing other mg ar']
aspects that are commonly associated to art. E
With the ongoing project on architectural photography described previousl
the corrTmerciaI photography carried out by Teéfilo Rego allows us to get an E]d ;
of the different tasks involved in the production and final creation of thgse im:.;g:sa

_ Although we can state that images used for publicity purposes, taken by Tedfilo

Rego, are.deﬁnitely included amongst the 5,000 images that are being dealt with
part of Fh:s project, we will have to delve deeper into the material in order to st :S
conciugvely which images they are and what they were used for. We already h e
a certain undf.*rstanding of some of the contexts that relate to de'termined in:a oy
such as relative to bidding entries in tendering procedures, teaching mateﬁels’
and documentation used in inaugurations, amongst others’ but there are siilsl
many a:spects relative to the public display and exhibition of ;he work carried out
by architects - perhaps photographs making up part of personal portfolios - tﬁut
have not yet.been looked at in detail. This means that the points developed i|,1 tha"
Pa_p_er, con'taming facts that are based on study of the archive, must be .feen a "
g?ga;rc;té;lln? of the questions around the need to explain an:j establish mom:natz
cal nature with a generalized i i
images and the reflections t?lat are taterp:st:gi'ia:c‘g? :?tr;:tﬁ];?egmup of commercia
As V‘:’E progress with our research into the photographs .of Tedfilo Rego
are ﬁpdlng_ groups of written material such as notes, calculations and corregcti’ oy
showing signs of aging, that endow the corhmercial photos with the authoo?fs:
Serzon'af tOLICf.'I (as do the choice. oflsetﬁng and the technical decisions relative to
apturing the image) a presence in time that invokes current time by juxtapositi
at that moment that the image is captured and recorded for ever, o
cau‘ﬂlﬁ: é;el;eaa:-iing ﬁfartain' photographs, we come across visual marks, which we
e : S w. ich arise from the deterioration of the chemical compounds
: r film and deterlorated photographic paper, which we take to be the residual
;neii;hs; ;f adphotog‘raphic discourse to be constructed, an open door, a contemporary
g asﬁol:wce’?ii?e(i:q:::&z?;)é AT well as ';ht;se elements, the result of the
) rial, some of the photographs unde i
fi::iee:; :: r:.;sa'lth ot:er types of Fechnical considerations, such as "cahose tha': i:;ifgzlj
o toniﬁ ;nd/or !estorata?n' of n‘egal.:ives, (Pavéo: 1997; Bresson: 1997) which
. 10 ex:. ;h:a dual artlstlc-screntrﬁc_ discourse around this archive. When
B s e e !n i ;?r;| we. can of cc.)ursg aim to highlight variations in technical/
i v andc;ai,ino :::}r:g an epfsod'lc line th.’-:lt is non-linear, suggested by the
ey g e technical interruptions and narratives as fragments
3 :2:1 :ic??ﬁ;auf?nt()f the th)tographs, which present with small empty spaces
o Z 'o ogi;aphlc images that have been looked at, takes us to the
g Y discussion on themes relating to Photography - Technique -
ment, photography and its deterioration, conservation and restoration
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which permits another reinterpretation, with a more ecological content, of this
photographic collection (Rodrigues:2006). '

Observing the Lacunas signifies taking note of the double nature of the image,
entering into a game of forms that encourages the processes and relations that
occur during the visual experience. The observer is exposed and submits to
experimentation in form, in a dialectic process:

“3 |a fois épreuve (qui exige qu’on la submisse, qu’on ne la décide pas, qu’on
attende en quelque sorte qu'elle vienne nous surprendre, nous regarder et nous
laisser démunis devant elle) et expérimentation (qui exige symétriquement I'activité
et la décision, I'acuité du voir et du savoir, elle qui procéde par variation réglée des
formes de 'experiénce). (Didi-Huberman:1995).

Responding with a mode of knowledge that implicates the observer in the
temporality of the experience of the image, at the same time as contacting and
breaking away, accident and construction in the decomposition of the elements
that it utilizes, a paradoxical and dialectic game emerges from the formless, through
which one can observe the birth of an image.

“ps nature abhors vacuum, so does the mind resist meaninglessness; it invents
stories to explain haphazard incidents, and to provide reasons and origins; the
amorphous, the inchoate, the formless, have beckoned irresistibly to the shaping

powers of thought and imagination. Humans are polyglot creatures of language; -

l”

signs attract meanings, and symbols stick to forms, verbal and visua
' Ppareidolia is the concept that we bring to this reflection as the designer of
this human predisposition to attribute meaning and form to the formless, which in
this field of the photographic image we associate formally and conceptually to the
Lacuna and its empty spaces of the photographic index.

In a context of the public exhibition of architectural photography which we are
proposing, the showing of the Lacunas can cause the viewer to feel a certain surprise
at the absence of the clean, clear and objective examples that normally characterize
commercial photography. This possible distancing from the common view of the
commercial image can be a device to ignite contemporary thought, promoting, by
means of the exhibition, the creation of an approximation between the “interior”,
historic and past, and the “exterior” which is conditioned by the observer of the
image. In this way, the active contemplation of the formless permitted by the
Lacuna, which in this context we can call a Pareidolia, is the action, above all, of the
observer. Therefore, by adding the usual viewer relationship to images of commerce
and advertising that are able to provoke an acknowledgement of the need for the
object, this possibility of calling the observer to become (rejinvolved, makes an
appeal to meanings and reinterpretations of an aesthetic nature.
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