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CEMMOCOEPA HAPPATOJIOTHH: HOUCK METOEA
SEMIOSPHERE OF NARRATOLOGY: IN SEARCH FOR A METHOD

Greger Andersson
Grebro University {Sweden}

POSTCLASSICAL NARRATOLOGY VS, POETICS: DAVID HERMAN'S
«HYPOTHETICAL FOCALIZATION» AS A TEST CASE

Abstract: In this article [ discuss David Herman's thesis about «hypothetical focali-
zation» (HF)}, as it is presented in Siory Logic: Problems and Possibilities of Narrativ
{1], in relation to different theoriss about reader Interpretations (laken in & very basic
sense) of narrative fiction. T will simplify the theoretical options to two approaches: the
tirst is based on the assumption that fictional narrative is & secondary variant of factual
narrative with the simple modifier «as ifs. Accordingly, it is assumed that 2 fictional
narrator informs a narratee about persons and events in 2 fictional world using Hnguistic
means that work according to common grammatical rules. The alternative, advocated by
iheorsﬁc;ans such as Kite Hamburger {2}, Lars-Ake Skalin [3; 4] and Richard Walsh
[5ihisa «separatist» approach, which assumes that fiction is 2 particular «context» or
wlanguage-game». According to this paradigm an author (or narrator) does not inform
about objects but rather stipulates motifs that will have an aesthetic impact on readers.
Such an approach can be deseribed as pragmatic and it must, when used analyticatly, go

. from effects fo postics {in the sonse of theory) since it cannot be assumed that certain

forms have the same function or generate the same effects in different contexts.

An imporiant argument for the latler opinion is that the former theoretical variant
will, if applied fo fiterary texts, geﬂerau: «disquietings interpretations that do not fit in
well with the intuition of readers®. This implies, according to the critics, that readers
interpret fictional narratives from the perspective of another poetics —- in the sense of
an internalized rule-system® — than the one assumed by the theoreticians advocating the
former model. The putative counter-argument that theoreticians like Gérard Genette in
his analysis of Marce! Proust [7] have come up with what are faken 10 be good readings
is met by the answer that these theoreticians did not read the ifterature in accordance
with their own «method» [81.

't do net assoctaie what is called unnatural nartatology with this theoretical approach since their very use of
the cORGEDT «ummairaly implies that Jle.y assume the fraditiona! approach [of. 6],
* «Drisquieting interpretations» is used to denote interpretations that seewm fo be at odds with basic intuitions
concerming the language same and sense of certain texis.

* When speaking about reading in this article, T do not refer 10 a professional reader but to the abifity to read
as a teader squipped with poetics — shat is, a more or less concicusly internalized theory of how fo me.kc sense
of sarrative fiction | thus use the terns poetics to denote this «nternafized theorys, or understanding of the rules
and constreints of narrative fiction,




[losTOp cOOBITHET HCOME3YETCS ¥ B NOBECTBOBARYE O Cy/IeGHOM 3aCEZAMHE:

The family and friends in the courtroom cried (though, iruth be told, they
had been crying throughous). The Seattle Times reporter seated next to me
cried. ] cried. The camerawoman who was shooting video ﬁ)r i the television
siations in fown cried <. > [14, p. 6]. :

[laay — crmpHas SMOIOHANEHAY PEAKIKS, KaK IPARMIO, IPOABIFIOHAICS
HEYACTO, CTANOBATCE YaCTO NOBTOPMIOWEHCH, NOYTH HEDDEPSIBHOW Amd cay-
warerell. Hpmenm (OBTOP2 NI03R0ISET YHTATENS COPOKHHATEY VAC COBRTHI,
HaMePEEHED JPONYISHHRIX HADDATOPOM, 8CHH ¥Ta HEDOPMAIHY OKA3ATA TAKoe
CHNTLHOE BIHAHKE Ha BCEX IPHCYTCTBYICIIMX,

HeoaHokpaTHe# NOBTOP SAMHCTBEHHOIC COBLITHS SBIEETCE a{ptbemus-
HBIM KOFHUTHBHBIM TIDHEMOM BBIZBIDKCHHT Haubomee SHAYHMOH IR repos
B HApPaTopa MHQOpMAlyH. B aHATH3APYeMOM OYepKe ABMKIH HOKA3AHA
cueea cmepTy Bars. Cuauana suraTedds «BHANTY MEDPTBYIO KEHIWHY Yepes
«HADPATHBHYIO KAMEDY) HACCHBHOTro, 00S3NMHeREOr0 HabmoaaTent:

Other firemen and medics would go to Butz, but it would be too lgte [14, P g].

3aTem CUSHA CMEPTH I0KA3aHA YEPe3 COSHAHNUE [ePOHHM: ’

A part of her knew Buiz’s fate. Still, she shouted into the nzghr Even g;' Butz
eouldn’t hear her anvmore, maybe someone would hear: «f love you, Teresa!
Fight! Fighs! Fight! Fight! Fight!» [14, p. 8].

Kpowe toro, 31a clissa sBaseTcs $HHANLHON CUSHO BCEro oYepKa, T. €.
3EHMMAET CHILHYIO HOSHILY, YTO OfATh CRUASTCHECTEYET O €8 KOTHWTHBHON
SHAYIMOCTA.

Taxum 00pasomM, PATMH3ALHS TEMIOPATEHEIX TOYEK 3PEHHA CHOCOGCTRYET
HOFPYRCHHIC B DCUXOIMOHECHATRHGS COCTOREHE [epOMMY, NepexuBIICH
PETMHYHYIO 4€DEfy HEeKOHIPOMUPYeMbIX CRANCTCKHX &TAK NPECTYMHHKE,
@ 32TeM BOCCOZAABUICH B 3278 CYIA JAPAaMETHYRYIG XKApTHEY GEcKOBETHO no-
BTOPAIOMHAXOA AKTCB HAacHikd, OTHSSAT Ha 6ecnepeﬁoz‘riﬁe 3AIABAEMEIS BOIIPO-
CEl IPOKYDODR.

HMrar, TeMnopansHas coTHA SBIAETCH JEHCTRSHHMIM cqocoﬁam HOABEASHNA
MMTATEHE K PEKOHCTPYKIM MDA TEPOUHM — KEPTEEl H3YBEPCKOrO HpEcTyD-
nersd, [IorpykeHye uuTatesi B OMOLMOHANLHO-NEPIEHTYATBHOE COCTOSHMAR
FEPOMMY CCYLBCTRIIETCS 32 CYST NPeicTaBneHus coOMTHH B peXudve cuew
1 3aMEANeHHE. [IpaMaTH3M TORCCTBOBAHHMS TOLAEPKHBACTCS PHTMOM YepPefo-
BaHKES KAIPOB OPECTYIUIEHMS CO CLIEHAMM B 3a1¢ CYOR H SIIH30JAMK «MUDHOI
KM3HM, 2 TaKKEC HEONHOKDATHHM (IPOHIPEIBAHHEMY? KIEHOYSBEIX COOLITHH
€ DA3ARIX TeMIODAALHELIX NePCOSKTHE.
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NARRATIVITY OF THE PHOTOBLOG

Arnnotation: This paper examines the storytelling dimension of personal photoblogs
from the point of view of narrative semiotics, taking into account both deliberate and
spontanecus narrativity, and the narrative sequences constructed by the medium as well
as those constructed by the viewers. The awhor’s intention is to substantiate further
insigit into the nature of the photoblog as an emerging genre of narrative, which apens
a promising perspective for narratologically-minded cybertheory.

Anuoranuss: B HCTOSHEH CraThe DACCMETPHEASTCS HOBCCTROBATERLEC HIMEpS-
FHE THIHLIX $OTCONONen B 4CIERTe HAPPATHANGCH CeMUOTHRH. XaPaKTeDHIVIOTCH RaK
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TNPORYMAHHAS, TAK ¥ GIIOHTAHHAR HAPPATHBHOCTS, & TAIKS 10BECTBOBATENLHER HOCHE-
BOBATENBEHOCTH, CO3AARacMbie KAK MEXHHHLIM HDOCTPRHCTREOM, TEK # 3pHTSNdMy. Ab-
TOp ROKIBBACT HeobxompMocrs mayueHHs QOTOGNOrOR K&K HOBOGTO HEDDATHBHOTO
WaHD&, APOXGARICTO NEPHOL CTRHOBNCHEN, . KOTORSIH, OTKPSIBACT HHTEPECHYRO nep-
CIEKTHEY A HEDDATHBHO-OPECHTHDOBAHHO] KuSepTeopH. .

Keywords: Blogs, photoblogs, computer-mediated communication, Internet, images,
semictics, narratology, narrativity, narrative sequences.

Kieogessie ciosa: baork, POTOBIOTH, KOMISIOTEDHO-0TIOCPEIOBANEET KOMMYHH-
raoms, Huareprer, u3o6pakesys, ceMHOTHRE, HAPPATONOTHS, HAPPATHBHOCTS, OCALI0-
BATENLHOLCTH NOBSCTROBARMY.

Human semiosis, as understood by Yu. M. Lotman, is a plural and shifting
muitiplicity of interconnected semiotic sub-systems and communicative prac-
tices. With the advent of digital media its complexity has grown exponentially,
with new technologies, new genres and new practices providing a fertile
ground for the development of semiotic sub-systems and modes. One may thus
speak of the new and yet emerging digital semiospheres -~ not indeed as a sep-
arate realm of semiosis, because by definition all semiotic subsystems «fune-
tion only by being immersed in a specific semiotic continuam, which is filled
with multi-variant semiotic models situated at a range of hierarchical levelsy —
the semiosphere [I, p. 206]. With this provise, digital genres, computer-
mediated art and online eommunicative practices can be analyzed keeping an
eve both on their specificity and on their continuity with «anslogicy practices
they develop. There has been much talk, both popular and theoretical, about the
blogosphere — perhaps one such particular semiosphere. But, blogs being such

a wide-ranging and varied phenomenon, it is perhaps not surprising that pho-
toblogs as & specific genre have net been sufficiently theorized so far, in spite
of the1r pepuiantf

A photoblog is defined by phofoblogs org as

A website whese primary content is photographs displayed in a log
format. A photoblog, therefore, is a form of weblog (blog). Whereas a
typicat blog uses text as its primary form of communication, in a pho-
toblog the emphasis is photographs. Some blogs also contain pictures;
some photoblogs also contain text. When is a blog a photoblog? When
the emphasis is the photography and the images are not just used to -
tustrate the text [7].

Schetdt’s (2009} thesis situates photoblogs among other web-based diary
genres. To that extent, a narrative dimension is acknowledged, «on the grounds
that personal narration is a common use of each formaty [8, p. 40] — bt the

complex panorama suggested by the narrativity of photobiogs needs further

“ On Blogs in general, sez e. g [2; 31. For a rough-and ready sample of a variety of photoblugs, sse 14; 5; 61,
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‘specification. The present paper suggests some narrative dimensions of the

genre that may peoint out firther avenues of study for narratologically-minded
cybertheorists. But there is much potential for semiotic analysis in this corner
of the blogosphere, and this paper can provide only some pointers for the anal-
ysis of the nasrative dirsension of photoblogs.

A networked array of interconnected media may be used to develop a com-
plex kind of narrativity, whose Interest and novelty may reward some reflection
on the matter. I myself keep a photoblog, a couple of videoblogs, several blogs,
personal or thersatic, which may on occasion become photoblogs or videoblogs —
and-also Facebook and Twitter, which are what they are and (moreover) may
absorb or link notes from the blog, photographs from the photoblog and videos
from the videoblogs, added to other photos or videos exclusive to these social
networks, or to other lengthy notes which may be written directly on Facebook —
although as a matter of fact very few pecple use Facebook (not to mention
‘Twitter) as a blog in order to write lengthy notes or articles in it. Be as it may,
these electronic media constitute a web or constellation of media with signifi-
cant narrative dimensions, some of whose connections are automatized (pings,
links, redirections, sharing options, «likes», efc.), and some are punctual or
mapual, or even merely mental and interpretive, representing and helping to
constitute at the same time a process which is in itself infused with narrativity,
namely one’s own life.

Some aspects of this complex issue were addressed in my paper on blogs
and the narrativity of experience [9]. Here I will focus on just one aspect of this
narrativity, the narrativity isherent in a specific kind of blog, the photoblog
{sometimes known as photolog) — more specifically the commonest kind, the
personal photoblog, 25 against the thematic or the multi-authored photoblog.
And I will use as an example my own photoblog — a fypical Flickr photoblog,
which has the advantage that it js one | know the best, from an insider’s view’".
Whatever I write about it may be extrapolated to other photoblogs to a greater
or lesser degree, as most of the structures deseribed here are quite basic ones
and are shared by most photoblogs. Others may be more peripheral, and likely
enough other blogs may exhibit aspects of narrativity not present in mine. It is
also to be expected that each photoblog will develop its own parrative patterns,
strategies, and preferences, within the panoply of possibilities allowad by the
medium, or should one say media®’.

® The insider™s view is essential in order to address some specific aspects of narmatvity. My photoblog
(URL: hitpfiwwr flicks.com/photos/zarciala) is quite typical in many respects, e.g. using many default options,
although (Ifke any other blog) # may be atypical in seme others — for instance, in its occasicnal exploration of
lizninal modes of namretivity of representation, or in its sheer Size {more than 20,000 photographs to date).
*! Some elements of namretivity in photoblegs are also addressed in Badger {2004) [10]. On the namvativity of
blags in genem, see also Walker (2008) 111].




First things first. A photoblog, like any other biog hosted on an: au?orﬂatized
blog platform, has 2 structure which Haks it to the unfoiding of real time — of
the howrs and days in which the user has uploaded photographs or worked oﬂ?-
erwise on the blog. This automatized timeline constitutes the photoblog’§ }Jasm
temporal sequence, and the backbene of ifs narrativity. Let us leave aside, as
merely worth mentioning, the possibility of its falsification, with technical ad-
jusiments which are beyond the ken of ordinery users. Therefore, the photo’glog
has a beginningn, a lengthy middle, and two kinds of ends: the .(_poten‘n?liy
orowing and provisional) end of its latest entry, and the actual em.img, v._151b}e
only in retrospect — therefore, an open ending, and a closed ending, with an
indeterminate zone stretching between them, as one never knows whether the
tatest entry is going 1o be the last entry. A formal closure may appear when t_he
blog is explicitly closed by the author {although it might sometimes be contin-
ued), a de facto closure appears when a blog is obviously abandoned. .O‘ther-
wise, the most recent photographs provide a more or less open and provisional
ending — which, in standard blog fashion, appears last things first™,

We may enter the blog, therefore, through a beginning which is actually the
(provisional) end so far: the present, or the recent past. And then we move
backwards in time fowards the real beginning — one might say, in narfa*_foiogk
cal terms, that the siuzhet and the fabula of the blog follow strictly reverse
chronological orderings. This retrogressive movement is a pro;zfinent aspect in
the narrativity of any ordinary blog, not just photoblogs. We might compare it
to the Japanese manga, which are structured in reverse order compa.rec% 10
Western comic books. It must be recalled, though, that the blog’s URL isonly a
favoured entrance point. We usually reach 2 blog through the «presents, the
latest entry, but other ways in are common epough, through links in other
blogs, through tags or through search engines. And once we are in medias res,
we may move as visitors or surfers in any direction we choose. Actnally # is
not so different from the usual «chronological» order once we understand the
structure of relevance: the most recent item is the most relevant one, and
whoever wants to jump backwards to the beginning, and fo}h_)w another er‘der,
can always do so. The default presentation is just a suggestion for the view-
erfreaderjweb surfer, and individual visiters will divect their own reading or
viewing path. ‘

One is also a visitor in one's own blog. But from the perspective of the
blogger’s experience, and of the blog’s development, the_’s stmct.u_ral backbone
of a photoblog is consiituted by the gradual and sequentra:i afldition of photo-
graphs, as bloggers work on the blog and the days of their life pass by — a8

2 yaifaromeoy. URL: hto/www Sicke.com/photos/garciala/02 662783/
 URL: hiips//www. ficks com/plictos/garciala
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long as life lasts, or rather as long as the photoblog, a recent invention, lasts
and keeps growing,

But apart from this main «life-sequencen, there is the issue of partial narra-
tive sequences, which complicates the issue and adds some additional structur-
al imterest. We shall deal with them straight away.

And we shall begin with the minimal sequence, where the neotion of se-
quence begs the question of its identity: the sequence consisting of just one
photograph. This issue is not specific to the narrativity of photoblogs, but has
to do more generally with the narrativity of isolated photographic images, and
with the narrativity of events™. It is not therefore ceniral to our subject here,
but nonetheless T will comment briefly on it. Individual photographs are quite
different from one another in ways too numerous to comment of list, but some
of these differences have to do with time and narrativity. Some snapshots de-
pict what me might call a self-contained moment, while others suggest a whole
story — they are narrative photographs. They may be, for instance, photo-
graphs of a special moment, very difficult to get unless you happen to be at the
right place at the right time. These are highly appreciated by some photograph-
ers and by the public — and there are not many of this kind in my photoblog,
These photographs depict with special force not just the story they represent —
the namrative sequence of which the photograph is only an epitome - bu aiso,
and this is what makes them successful photographs, the precise instant, at best
a crucial instant. Robert Capa’s photograph of the Republican soldier being
killed in action may serve as an exampie35. The narrative quality of this photo-
graph reinforces that instant’s natute as an instant, and the instantansous quali-
ty of the photograph (as a unique, unrepeatable testimony of the event) is also
foregrounded; perhaps paradoxically, the narrative background emphasizes the
instantaneity of our access point to the same, provided by the image in ques-
tion.

A photograph may telf a story, or it may be used to tell 2 story. Sometimes
it tells a story quite apart from the photographer’s intention or aims, perhaps
due to unforeseen and peripheral elements: as noted by M. Badger, «multi-
level narratives can form between images on blogs even when they were not
intentionally consfructeds [10]. And of course pliotographs may be used, like
other sign systems, to arficulate a parrative in 3 more or less deliberate way
{See for instance Shuiman (2612} [6]).

Note also that the same photograph can be read as a narmative photograph or
as a non-narrative one: that is, a critical metatext may emphasize or foreground

* There is a Jong bibliography on narrativity and on minimal parrativity. The reader may be referred to the
discussions in Sturgess (1992) {12] and Pier and Garcia Landa (2008) {131

5 Actually it seems that Robert Capa’s photograph was a simmulation of this kind of photograph, being a
scene constructed with actors tiat was passed off 25 a five record of cosmbat action (See: Pérez Abellan [14])
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the namrative elements, make them visible, or {conversely) play them down in
order 1o situate the photograph within another frame of reference. The same
may be done by any discourse framing or accompanying the photograph. This
does not mean that all images are equally narrative, or that narativity is only to
be found in the surrounding metadiscourse. More general narrative paradigms
determining the eventfuiness of actions or situations help to establish a degree
of objectivity regarding ihe narrativehood of an image; in any specific interpre-
tive instance this natural narrativity of the image interacts with the modulation
provided by the metadiscourse. .

That is, once we have established the difference between narrative and nog-
narrative photographs, we must proceed 1o relativize and deconstruct it. To
begin with, by emphasizing the observer’s role — since it is what the observer
contributes to a static image which helps turn it into an event in a story. As-
suming sor the moment that the observer is the one who is responsible for nar-
rativization, we can proceed to the observation that the ohserver can narrativize
any photograph. Any photograph contains a potential for narrativity, since any
photograph, having been taken at 2 moment in time, is an iconic record of that
moment, an index of what preceded it and a symbolic premonition of what
might follow. It is thus because any object which can be phatographed is also
an index and a fragment of a grand narrative history — the history of how eve-~
rything came to happen, how reality came to be what it is, through an evolutio-
nary process of transformation’s. Everything we see is a fragment — a poten-
tial metonymy — of this grand global story, big history, reality conceived as a
great unified narrative. And every moment in time, every object (present or
represented, real, imaginary or photographed) can find in its nasrative anchor-
ing in that comprehensive narrative®. :

Thus, a photograph of & dead Jeaf such as «Simbolo de algor [19] may be
suggestive of temporal cycles, of growth and decay — of the passing of sea-
sons oz, symbolically, of life. On the other hand, it refers us to the historical
moment in which such a photograph might be taken — using a given equip-
ment, for instance. Flickr heipfully tells us that «This photo was taken on No-
vember 3G, 2009 using an Apple iPhene 3G», a statement which should be
treated with due caution. And the network hosting the photeblog and enabling
the photograph to be seen has its ows history and historicity. The leaf itself
caries an inscribed biological history; the floor itself is potentially historica) -
is the leaf lying on the sidewsalk, or on a car (See: [26])? Such a photograph

* Glohal evolutionary accounts of reality have always been among mankind’s interpretive tools, whether in
the form of myth or science. For an carly scientific evolutionary narmative of the way evervihing came 16 be oul of
rothing sce my conpmentary on Herbert Spencer [15].

™ 1 have devoted several essays to the issue of narative anciioring, notably «Harry Thompson, This Thing of
Darkness: Namative Anchorings [16]. See also my notes «Thers Is 2 Tale in Bverythings {20113 and «This
Ohbieet Tells 2 Storys (2012) [17; 18].
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may also find its place within a historical stylistics of images, as it was not
dead leaves that were chosen by mankind as the earliest photographic subjects
(it was rather the human face — see [21]). That is, the photograph of a dead
leaf may be less narrative, but it is also narrative, since it refers us to more gen-
eral processes and sequences which have a narrative dimension. Besides, a
given observer may extract more or less narrativity from that image, as we
have done here. Potential orinvisible stories lurk behind anvthing visible.

This is ot to deay that some images will be more immediately narrative for
most observers, because they may represent identifiable and engaging
processes of human action, because they may carry an intertextual reference to
images which are themselves narratively charged, or because of the way the
image itself may be already muktiple, an actual condensation of several mo-
ments or events, not just one.

But let us leave aside the narrativity of single images, given that {as stated
above} it is not speciiic to the photoblog, though rife in it. A narrativity more
proper-to the photoblog is that of sequences of images, comparable o those in
a photo album. Any succession of photographs may generate or suggsst more
or iess consistent, more or Tess clear or well-defined narrative sequences. Be-
sides the inberent connection of the represented moments, the greater or lesser
consistence and repeatability potential of the sequence will depend en the tech-
nology used for the generation of the sequence. On the whole, the technology
of the photoblog may assimilate the sequencing potentials of previous technoi-
ogies, such as (say) the family album oy the shoebox full of snapshots. The
album provides relatively stable sequences: nothing prevents us fram reorga-
nizing it, but it is not often done. Note that printed albums generated with digi-
ta! online technology are different in this respect: again, the concept of the al-
bum may be reorganized, but each physical object generated by that technology
is more stable than the old albums on which physically distinct photographs
were pisted, stuck or kept under a plastic film. Here photos wers originally put
i a given order, and they tend to keep it for years, ofien during the whole exis-
tence of the album (with all the disgregations and partial reshufflings one may
want o imagine}. The shoebox, on the other hand, gives rise to more mobile
sequences: photographs are disordered, they easily move to another hox, they
generate unstable and random sequences, they appear in unexpected combina-
tions, different every time the box is opened. Again, the technology inherent in
a CD or DVD presentation, 2 PowerPoint sequence or 2 photovideo introduce
their own levels of potential variation between the established sequence, the
viewing and the individual image. Any development in the management of
digital technology {¢.g. applications for the management of online photovideos
at YouTube} may help modify current practices, eminently changeabic in the
age of the Web, 2.0 bubble, and may provide different experiences for manag-
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ers and users of image technologies. For instance, a photobleg, toc, may pro-
vide a digital variation on the shoebox technology when it is automatically
shuffled with a widget — see for instance a widget showing random photos
from my photoblog at the foot of my Blog de notas: :
hitp-//www.unizar es/departamentos/filologia_inglesa/garciala/blog.htm]

In physically solid albums it was (is) more usual to find photographs from
the same period or sequence to be arranged together. The album may itself be a
part of a collection of albums {an individual’s, an event’s, & family) in which
each individual volume is devoted to a given period or is otherwise arranged
(thematicaily, for instance). Thus, the physical album itself may be a namrative
anit, subordinated to a larger sequence constituted by the totality of availabls
photographs — on-the family, for instance, or on the photographer’s life, if we
read the complete cellection of his photographs as a fragmentary autobiogra-
phy in images.

Photoblogs are also subordinate units in such overall life sequence of per-
sonal or family histories, although due to their public or potentially public na-
ture they tend to include less photographs than the larger sequences found in
the user’s computer inage files. Most paper photographs used to find their way
into one or ancther family album; arguably, public photoblogs tend to be more
selective and to include a lower percentage of the individual’s digital photo-
graphs, all the more as the digital technology allows photographers to take
many more snapshots than ever found their way to photographic paper, or to 2
negative, using analogical technclogy. Conversely, it can also be argued that
printed albums have become comparatively rarer and more selective physical
objects, including a much fower percentage of the available photogs‘apha re-
cording an event, a family history or an individual’s life.

The narrative sequence of the album, box, iPhoto files, or photoblog may
enphance the narrativity of the isolated image. A single photograph may contain
of suggest a story on its own——but, as it refates to other photos, some senses are
fimited or defined, others may appear for the first fime, or they may become
focused and developed. Two photographs constitute a semiotic system, in
which paralielisms and differences are established, hypothetical analogies and
potential histories are postulated. With more photographs, the possibilities. of
sense-making are correspondingly enhanced, and correspondingly limited and
defined. Sometimes a few photographs set themselves up (or are explicitly des-
ignated in captions) as a sequence. They were taken successively, at the same
place, in a short interval of time — or else are otherwise, thematically or stylis-
ticaily, related. Whatever the grounding of the sequences, some of them are
clearly set out as comparad with others; in other cases, the sequence is doubt-
ful, poteniial, fuzzy. A sliding scale suggests itself here, a continuum bstween
the two ideal poles: sequencing and non-sequencing. A strong sequence may be
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made of variations on the same photograph: photos of the same dead leaf, or of
a series of dead leaves; photos of the same person at the same place, with or
without variations, photos of the same event or group of people, photos using
the same finish or digital treatment of texture, color or light... Landscapes,
actors, clothes worn, lighting, anything may be a cue to geperate sub-sequences
in the viewer's mind. Principles of sequence-making are also diverse in themat-
ic, formal or stylistic ways. For instance, a sequence of photos may be based on
a single image, selecting or underlining in close-up the elements which appear
combined in the image on which the sequence is based™. This kind of sequence
is less commo#l, as it has been done as a deliberate experiment. Usually se-
quences can be related to social events which invite the taking of photographs
— family celebrations™, excursions, holidays — or travel, which is also tempt-
ing for cameras— or thematic interests: events, collecting (of images or of the
objects they represent), pets, architectural icons or monuments, etc, Others may
result from formal and compositional experiments — see¢ for instance «Visio
desde aqui» in'my photostream [23]; or the sequences based on the distribution
of leaves or on shadows and reflections. «Cielo de agua» [24] stands at the
crossroads of fwo sequences or subsets — being a reflection of an architectural
fcon, the Basilica of El Pilar, at Saragossa.

There is some ambiguity in the term «sequence» as 1 have been using ii: it
may refer both te a continuous or a discontinuous sequence {e.g. photos made
at an event vs. photos of the blogger’s pet cat). The discontinuous sequence is,
inherently, less of a sequence, and may easily veer info a mere subset with zero
narrativity, Space-time continuity reinforces the sense of sequentiality: but dis-
contiftyous sequéences may be identified, dispersed throughout the photoblog,
due to the recurrent themes, forms, styles people or landscapes: Winter photos.
Photos of the beach. Photos of Pibe*. Photos taken in Galicia. Self-poriraits.
Shadows™. Reflections®. Etc, The blogger may add tags which effectively link
these images into an «officialy subset, besides the subsets or sequences con-
structed by the observer; depending on the software or site used, the tags may
classify the photos in the photeblog or they may link them to sets by other
bloggers on the same system; they alsc make them searchable on the web. But
iet us focus on the sequential, temporal, narrativizing dimension of these sub-
sets. All these thematic groupings may suggest a temporal development, a se-
quence, @ narrativity perhaps projected only by the interpretive frames of some

-~ *¥'See for Instance the sequence generated out of the photegraph «Una tarde en casas, JosedngelGarcialan-
et si“immm'mm % jan. 2008, comprising 31 preceding images.

? ! fratyco ca-pmrado» at JosedngelGarcialamda's Photostream {22} belongs to one such sequence.
Fquipmest used may also provide its own sub-sequences: «This photo was saken on October 23, 2008 usisg a
Riech RE».

“ &Pibo me asormeniay at JosadngelGarcial anda's Photostrean Dec. 4. 2009 [25].
9 «Poniendo ojos» at JosedngelGarcial.anda’s Photosiream June 21. 2009 {26].
* «Cidlo metalizadon at JosedngelGarcialanda’s Fhotostream Apsit 10. 2007 [27}.

161



observers. Children grow™; we get older, the cityscape changes. Any un-
planned detail may suddenly reveal the passing of time, things or people lost
forever, a story which was taking place and whose closure may take place sud-
denly, retroactively, as the photograph brings something back to our attention.

Special mention may be made of «out of sequence sequencesy -~ photo-
graphs which do not belong to- the generai chronological order of the photo-
grapher’s/collector’siblogger’s life, or which otherwise disrupt the usual se-
quence-making arrangemenis. For instance, in the case of photoblogs, old re-
covered photos, newly scanned and digitized and included among the latest
novelties, These constitute something like a photographic analepsis or fiash-
back, often taking us back 1o a time previous to the opening of the photoblog —
or of photoblogs in general.

A photoblog may provide options to underline or «wofficially constitirter
some sequences of subsets in the form of albums, galleries, collections, sets™ ~——
or merely groups of photos given the same tag. All these may be selected on
the basis of many principles, theme, date, style, quality — quite apart from any
narrativizing element. Any objective link between the photos (proximity, tags,
inclusion in a gallery) makes the sequence more substantial as a cognitive or
communicative object. Still, the spectator’s mind is the most active and versa-
tile generator of sequences and associations.

Maoy of the narrativizing and structuring elements present in photoblogs
may be present, often in more diluted or hazy ways, in conventional photoal-
bums, and more clearly so in the electronic albums provided with the operating
systems of computers, like the Windows photo viewer or Apple’s iPhoto. Mil-
lions of sach «albumsy» are thus provided by default to users who otherwise
would not be speciaily interested in photography, and the same can be said
about the cameras included in the previous decade in many cell phones {and
now in smartphones). Indeed, any digital camera is (unlike old analogic cam-
eras) a provisional photo album in its own right. The specific difference of pho-
toblogs lies of course in the networked connectivity, the publc or semipublic
nature of the album, the potential for interaction with other photobloggers or
viewers who leave their comments and links as an inscribed part of the blog. It
is in this sense, which paradoxically enough is only indirectly photographic,
that photoblogs have meant a radical transformation of photography, through
the wansformation of the social practices and the social networks for the diffa-
sion, exchange and use of photographs. Not the least of these transformations is
the inclusion of the phetoblog in 2 wider social network of blogs {such as
Flickr or Facebook) and more generally in the universal cyberspace of informa-
tion search, connection and linking provided by the Internet, a universal semi-

:i «Foto de Noles» at JosedngelGarciol.anda’s Photostreran July 12, 2006 [28].
" «Setsy at JoseAngel(Farciol.anda's Photusirearm, URL: httprivevew flick com/iphotos/sarcialatsets/.

162

osphere indeed, in which photographs interact freely with an unpredictable
variety of texts, images, materials and contexts — and users.

Besides, photoblogs include a continuously developing stream of tools, ap-
plications and gadgets, which make each of them a customized individual
combinaticn of multiple options, at the same time personalizing them and help-
ing to disseminate new applications or little-known, minority stylistic practices.
For instance, due to built-in preferences, every photo in a photoblog tends now
to have a title {(whereas photos in electronic cameras or computers have enly an
automatic registration, and paper photos as a rule did not have titles or registra-
tion numbers at all). Somstimes, of course, bloggers may just use the default
numbering as a title, but there is overall a preater potential for photos to in-
clude titles, labels, captions, comments... Usually, a successful Flickr phote
catries along with it a trail of appreciative comments, some of which may have
critical significance. The narrativizing potential afforded by multimediality is
also enhanced, and both titles and captions introduced by the blogger may be
used to «add narrativity» to a photo, to relate it {o an ongoing story or to bring
to light the photograph's narrative potential, its insertion info a series of evenis
or a web of memories®. Each of the blogging website’s affordances, every new
application or gadget added to the blog (or any gadget the blog is added to or
seen through, such as a smartphone) enhances the conmectivity of the image
and its usability in unforeseeable ways, quite a boost upon the limited potential
for interaction of the average photo in a classical family album.

The consequences as regards the narrativity of the medium are simply too
many to go into in a geneval overview: many mere detailed studies of spacific
blogs, new applications and specific practices would have to be carried out.
Simnply consider the ease with which electronic photographs are copied, cireu-

Iated and multiplied in the Net. Or again, the implications for connectivity and
search introduced by the use of fags, or the novel possibilities afforded by the

geolocation of photographs. Flicker, for instance, also includes a geolocator,
but # is Google and its followers and imitators that have allowed the massive
crowdsourced intergration of photographs and maps for universal use. Many
possibilities for multimedia interaction are opened up, although perhaps the
major one as regards the narrative dimension of many photographs is the most
basic and obvious one: the integration of language and image In a single un-
iversally located informational unit, with the titles and captions, and with the

* See «E} jinete clasico afios despuésy, at [20]. The caption reads: «in front of the Pablo Gargello Museurn
Zaragoza This sculpture was, together with is companicn the modem rider, af the Barcelona Glymipic stadium,
during the ‘92 Olympic Games. There (s on YouTube 2 video of José Carreras with Sarah Brightman singing
whmiges para stemiprex in that stadiun, and the statoe can be seen there, It was in the opening ceremany of the
1952 Olympic Games that | saw them singing that song, as  matter of faet ft was the first time I heard Sarah
Brightman, the stasting point of a twenty-vear {iking. The song has its own story, as weil. Thers s z story in
evervthing. That’s how the life gets inm
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trail of commentaries which turn the photograph itself into its own informa-
tional center — the obvious place where universally accesible information
about it should be inscribed and collected. The commentaries have alse an in-
tertextualizing function, relating the image to other images, providing finks to
other photographs or other sequences.

A whole poetics of the interaction between word and image is lurking in
this new paradigm of photography. For instance, the caption may be transpa-
rent and explanatory, aimed ai the explanation and clarification of the image —
or quite conversely, it may be used to problematize the image, «make it diffi-
cult», or set up an enigma which the viewer may solve, bringing together the
text and the image, or perhaps do both things at once — e. g. in «Tarde Huvi-
osa» [30]. This riddle may also be an intertextual one, to be solved taking into
account other images from the photoblog — see «Linza solitay and «Beti,
Montse, Blanca» at [31; 32].

The title may (in the way titles do) allude to the subject matter or (less
commonly) underline some formal or compositional aspect of the image; #t
may also alfude to the moment the photograph was taken; it may refer to other
received images or visual icons, literary works, culiural references, idioms,
proverbs or sayings, the discourse of fashion or media, etc. — thus construct-
ing for the viewers a possible context or meaning for the photograph, a pre-
ferred direction for attention and interpretation.

Links between images may thus be established by the images themselves,
with their own iconic resources’™, or by the discourse adhered fo the image.
The discourse of titles, captions and commentaries has the advantage of being
expandible — it can be enlarged, rewritten, modified in hindsight, in order to
comment on the changing significance of the photograph, as it is inserted into
the blogger's life sequence or as it flows along with the general historicity of
things. In this respect the textuality of photoblogs is like that of blogs in gener-
al, characterized by a close connectedness with the narrativity of experience®.
Commentaries by readers and viewers may also introduce similar connections,
cultural or intertextual references, which may be d]fferent in that they are not
foreseen by the author/blogger.

The photoblog combines a title, an image, the author 5 commentary and of-
tenr the viewers’ commenis as well. In this context, photographs become inter-
medial; they were never selfistanding in the sense that they take place in a his-
torical, biographical aesthetic and technological context; but in this new para-
digm of the production and use of images™ these dimensions are much more

“ Special mention should be mads of the namative implications of the image instde the image, or viseal in-
te-te)«ualzty —bui that would deserve a paper in iiself. See, anyway, some of the suggestions in Gallego (1984) [33].
7 This i the subject of my paper «Blogs and the narrativity of experionce» 191
“® See my review of a lecture by Joan Fonteuberta on the sew digital paradigm of photopraphy, in «El nuevo
régimen de las imigenes» [34],
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visible, information about them is much more accessible, closely linked to the
image itself. [n the new medium, an image is intertextually, ntermedially and
informationally linked to other images, other texts — and to additional groups
of users™. Specific elements of the image are highlighted, and its meaning or
significance is transformed and re-contextualized and thus the narrative poten-
tial of the image is multiplied. The highlighted elements may be narrative, for-
mal, or thematic; whatever may be the case in each specific instance, the image
in a photoblog is heavily mediated by its multimedial context and by the cloud
of textuality which gradually adheres to it, often growing with time and adding
further reframings to the image. And by the clond of hypertextuality ~- the
iinks, tags, and related websites, which exert an indirect but transforming influ-
ence on photographic practices—on the way photographs are made. And, per-
héps just as crucially for their (narrative) significance, on the way phoetographs
and ideas about them are viewed, read and cirenlated.
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M. A Poawscxas
Kpuwos (Tonswa)

KPHIHCHEIH XPOHOTON 3HOXH TPAHCHOPMALIHE:
HPABOCTABHGIH TUMPHANLHLIN HAFPPATHE

Annotation: |t is often emphasized within the social sciences that narrative is not on-
ly literary, but rather socially dependent recount of past expesiences. Special forms of
such recounts are liminal narratives considersd in this paper as both stories about crisis
and stories ihat are generated by the transitionat crisis context. The purpose of this paper
is to reconstract liminal narratives of the Russian orthodox believers dafing back to the
transiormation times after the collapse of the Soviet Union (1991—2003). We show the
significance of the crisis chronotope as a universal interpretive scheme by which ortho-
dox narrators conceptualize spatial and temporal changes, nationwide history and the
«miraculous» private experience of the fransformation period.

Anaoranus: Happarus Kax cnoco§ OPrEAu3ald NAMATH H OKUSHEHHOTG OHTA
€Tl B TOCHETHES BPEMSA NPCAMETOM MPUCTANEHOIO BHHMANMS COMIECTBEHHBIX HAYK.
Fip#s STOM YKa3RBAETCH HA HAPPETHEHYIO IPHPORY JHYHOTO H COLMAILHOND THAHKS Kal
TaxaBore. QcobsiM CrocofoM DCMEICASHHS NOCHGIHEr0 TBITOTCH FEMAHATSHEE HAp-
PETEBY, HOHMMACMBIC B HAIUSH CTAETHE #E TOMBKC KZK DECCKEIH O KPUINCHHY, reps-
AOIHBIX COCTONHHAK, HO ¥ K&K PACCKATL, HOPOMICHMLIC HEDEXOIULIM COUMGADHEM
KONTEKCTOM, FIMEHHO TAKOBEIM MOXEO cUNTaTh pazsan Coserckoro (o054 B HacTy-
THBIYIO 38 HWAM TPaschOpManym. [Jeasio cTaves ABSTCH PERCHOTDYKHHS PERHIMG3-
HOTO JIHEMHHANGAOMO Happatuea 19912003 rogoe. [Toxasano suayense spH3NCHOTO
XPOHOTONA KaK YHUBCDCATLHON WHTEDIIDETALFONHON CHOMBL, [P TIOMOUDI KOTODOH
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