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A  
 

O apelo da representação do presente



“Often people ask what I’m photographing. It’s a hard 
question to answer. And the best that I’ve come up 

with is I just say, life, today.” 

— William Eggleston



LK: You took photographs of whatever interested you? 

WE: Oh yes. I was a passionate photographer, and for a while somewhat 
guiltily. I thought it was a substitute for something else — well, for 
writing, for one thing. I wanted to write. But I became very engaged 
with all the things there were to be had out of the camera, and became 
compulsive about it. It was a real drive. Particularly when the lighting was 
right, you couldn't keep me in. I was a little shame-faced about it, 
because most photography had about it a ludicrous, almost comic side, I 
thought. A «photographer» was a figure held in great disdain. Later I 
used that defiantly. But then, I suppose, I thought photographing was a 
minor thing to be doing. And I guess I thought I ought to be writing. In 
Paris, I had been trying to write. But in writing I felt blocked— mostly 
by high standards. Writing's a very daring thing to do. I'd done a lot of 
reading, and I knew what writing was. But shy young men are seldom 
daring. 

— Walker Evans. Interview with Leslie Katz, NY: Eakins Press, 2019: 19-20.



Excerto de Maria Morris Hambourg,“A portrait of the artist as a young man” in 
Walker Evans, NY: Metropolitan Museum of Art, 2000 (pp. 9, 15, 23)













A fotografia (descrições do mundo exterior, do ‘não-eu’ — o 
contacto com o presente) como substituto da escrita perfeccionista, 

excessivamente auto-consciente dos “padrões elevados”.



Comparar com Bernardo Soares 

Excerto de António M. Feijó, “O Livro do Desassossego” in 
Uma Admiração Pastoril pelo Diabo, Lisboa, INCM, 2014.





Baudelaire e Evans



Primeiro, Baudelaire.



O Pintor da Vida Moderna 
Charles Baudelaire, 1863



Constantin Guys — “la représentation du présent” 

“The paradox of the problem is potentially contained in the 
formula «representation du present,» which combines a 

repetitive with an instantaneous pattern without apparent 
awareness of the incompatibility. Yet this latent tension 

governs the development of the entire essay.” 

— Paul de Man, ‘Literary History and Literary Modernity’, 
156

























"Constantin Guys, Bataille de Balaklava, 25 octobre 1854, dessin et sa reproduction sous forme de gravure dans The Illustrated London News, Duflo, op. cit., p. 230-231.”



"Constantin Guys, Blessés turcs, janvier 1855, dessin et sa reproduction sous forme de gravure dans The Illustrated London News, in : Duflo, op. cit., p. 266-267."



"Constantin Guys, Hôpital de Péra : signature en bas à droite : «My humble self» in : Duflo, op. cit., p. 190."





EXEMPLOS DO PASSADO





Philibert-Louis Debucourt (1755–1832)



Title: The Pleasures of Fatherhood 
Date: n.d. 
Medium: Etching and aquatint, printed in color 
Classification: Prints 
Credit Line: Harris Brisbane Dick Fund, 1935 
Source: The Metropolitan Museum of Art



Title: The Rose 
Date: 1788 
Medium: Color etching and aquatint 
Dimensions: Plate: 13 15/16 × 9 3/4 in. (35.4 × 
24.7 cm) 
Sheet: 14 15/16 × 11 3/16 in. (38 × 28.4 cm) 
Credit Line: Harris Brisbane Dick Fund and 
Rogers Fund, by exchange, 1956 
Source: The Metropolitan Museum of Art



Title: The Public Promenade 
Date: 1792 
Medium: Etching, engraving, and aquatint printed in color 
Credit Line: The Elisha Whittelsey Collection, The Elisha Whittelsey Fund, 
1961 
Source: The Metropolitan Museum of Art



Title: Visitors to the Salon Exhibition, Admiring the 
Ceiling (Les Amateurs de plafonds au Salon) 
Etcher: Louis Philibert Debucourt (French, Paris 
1755–1832 Paris) 
Artist: After Carle (Antoine Charles Horace) Vernet 
(French, Bordeaux 1758–1836 Paris) 
Date: August 27, 1824 
Medium: Hand-colored etching 
Dimensions: sheet: 15 9/16 x 11 1/4 in. (39.5 x 
28.6 cm) 
Classification: Prints 
Credit Line: Gift of Nathan Chaikin, 1961



Gabriel de Saint-Aubin (1724–1780)



Title: Scene in the Tuileries: The Chairs 
Date: 1760 
Medium: Etching, second state 
Dimensions: sheet: 4 7/16 x 7 7/8 in. (11.3 x 20 cm) image: 4 1/8 x 7 5/8 in. (10.5 x 
19.4 cm) 
Credit Line: Rogers Fund, 1918 
Source: The Metropolitan Museum of Art



Title: Revelers at a Table in the 
Countryside 
Date: 1760s 
Medium: Pen and black ink 
with bister wash over black 
chalk 
Dimensions: 9 15/16 x 7 11/16 
in. (25.3 x 19.6 cm) 
Classification: Drawings 
Credit Line: Robert Lehman 
Collection, 1975 
Source: The Metropolitan 
Museum of Art



Title: Les fêtes vénitiennes 
Date: after 1759 
Medium: Watercolor and 
gouache over pen and brown 
ink 
Dimensions: 8 1/16 x 5 15/16 
in. (20.5 x 15.1 cm) 
Classification: Drawings 
Credit Line: Robert Lehman 
Collection, 1975 
Source: The Metropolitan 
Museum of Art



Title: A street show in Paris 
Date: 1760 
Medium: Oil on canvas 
Dimensions: 80 × 64.1 cm 
Acquisition credit 
Main Collection 
Source: The National Gallery





Voltaremos a este ponto: a ideia de extrair do presente a qualidade 
essencial de presente, seja isso o que for. A possibilidade de 

fotografar ‘life, today’ de uma forma que transcende as inibições 
inerentes da sua historicidade, da sua obsolescência iminente. 



EXEMPLOS DO PRESENTE DE BAUDELAIRE





Paul Gavarni Chevalier (1804–1866)



Title: "We're wearing lots of flowers this spring, 
especially on hats" (Fashionable Magazine), plate 
IX from the suite The English At Home, from 
Masks and Faces 
Date: 1853 
Medium: Lithographic stone 
Dimensions: 11 5/8 × 9 5/8 × 1 9/16 in. (29.5 × 
24.5 × 4 cm) 
Credit Line: Mary Oenslager Fund, 2018 
Source: The Metropolitan Museum of Art



Oeuvres Choisies de Gavarni: Etudes de Mœurs 
Contemporaines (Le Carnaval à Paris, Paris le 
matin, Les Etudiants de Paris) >  The Walters Art 
Museum Online Collection.

Ver também >  Buffalo AKG Art Museum online 
collection

https://art.thewalters.org/detail/87796/oeuvres-choisies-de-gavarni-etudes-de-miurs-contemporaines-le-carnaval--paris-paris-le-matin-les-etudiants-de-paris/
https://art.thewalters.org/detail/87796/oeuvres-choisies-de-gavarni-etudes-de-miurs-contemporaines-le-carnaval--paris-paris-le-matin-les-etudiants-de-paris/
https://buffaloakg.org/artworks/p1970127-excusez-les-%C3%A9tudiants-de-paris-no-5


Honoré Daumier (1808-1879)



A carruagem de primeira classe > Mais exemplos:  The Walters Art Museum Online Collection.

https://art.thewalters.org/browse/creator/honorc-daumier/


A carruagem de segunda classe > Mais exemplos:  The Walters Art Museum Online Collection.

https://art.thewalters.org/browse/creator/honorc-daumier/


A Carruagem de Terceira Classe > Mais exemplos: The Walters Art Museum Online Collection.

https://art.thewalters.org/browse/creator/honorc-daumier/


O Omnibus > Mais exemplos: The Walters Art Museum Online Collection.

https://art.thewalters.org/browse/creator/honorc-daumier/


Comparar com Evans 

Imagens de Many are Called (1938)













Etc.



Tentem agora descrever o paradoxo.



A representação do presente que é ao mesmo tempo uma 
imitação do passado, ou antes, a repetição ou evocação de 
um modelo — a frescura de cujo gesto original reside em 

ser uma representação do fluxo do presente. 

Um gesto baudelaireano que existe na condição de se negar 
a si mesmo enquanto acção puramente moldada no fluxo do 

presente. A representação da modernidade que trai a 
possibilidade da representação da modernidade.



«The guard is down and the mask is 
off. (…) Even more than in lone 
bedrooms (where there are mirrors), 
people’s faces are in naked repose 
down in the subway.» 
 

— Walker Evans, Many Are Called, 1938



De passagem:  

“There is something on people’s faces when they 
don’t know they are being observed that never 
appears when they do.” 
  
— Susan Sontag, On Photography, 37

O interesse dos fotógrafos no ‘eu’ despido das marcas da 
autoconsciência pertence ao género de paixão pelo fluxo do 
presente que orienta muitos fotógrafos. Pedir permissão para 
fotografar alguém interrompe e estraga a representação da 
absorção.  

A colaboração com o sujeito gera outra canção do presente, por 
assim dizer, outro género de dança.



Exemplos análogos de “poetas menores” 
do presente de Walker Evans.



Exemplos análogos de “poetas menores” 
do presente de Walker Evans.

Já no capítulo (abaixo) das auto-descrições de Walker Evans em referência a 
Baudelaire, especificamente, referências a ‘O pintor da vida moderna’.





Documentário Lírico*

Palestra de Walker Evans apresentada em Yale, 11 de Março, 1964

(*) Voltaremos noutra aula à ideia de “documentário lírico”.















“The real thing that I’m talking about has purity and a 
certain severity, rigor, simplicity, directness, clarity, and it is 
without artistic pretension in a self-conscious sense of the 

word. That’s the base of it: they’re hard and firm.” 

— Evans, idem, 106



Mais auto-descrições de Evans em referência a Baudelaire.



(a)  

“It is Baudelaire who is the influence on me.” 





(b)  

“ARTISTA, HOMEM DO MUNDO, HOMEM DAS 
MULTIDÕES” etc. 

C.G. é autodidacta, não se considera exatamente um “artista”, 
prefere estar no mundo a estar com outros artistas ou dentro 

do museu. Rejeita o mundo da arte. 

Compare-se com estas auto-descrições de Walker Evans.







De passagem, esta postura é bastante comum: a rejeição do 
museu, do mundo da arte, da anterioridade, do poder exercido 
pelas instituições que a promovem (compare-se com os exemplos 
discutidos por de Man, esp. Nietzsche). Veja-se, também, de 
passagem, como Guido Guidi formula a mesma ideia.



















AF: Your discourse on perspective as a description of the res 
publica might seem to lead to the Italian piazza, but unlike 
photographers of your generation such as Ghirri, Mimmo Jodice, 
and Olivo Barbieri, you spent little time in historical cities, paying 
more attention instead to uncertain places with little structure. 
Why? 

GG: Because Iam interested in interstices. The res publica is also 
and above all outside the center. In medieval tradition, as 
Pierantoni points out, the Madonna is positioned at the center of 
the painting, Saint Joseph stands next to her, further to the side 
are minor saints, and even further away are the little angels who 
fly about. The further away one moves from the center, the less 
power one senses. I seemed to have more freedom working at the 
margins, like the little angels. The very fact of working with 
photography, instead of with the “fine arts,” has given me the 
possibility of working in a free zone, with less embarrassment and 
more confidence, in an area where the academy and the art 
system have less power.

— Guido Guide, Aperture, Winter 2015, 56-57



(c)  
 

Outro exemplo. Tal como o Constantin Guys do ensaio de 
Baudelaire pode ser visto como uma projecção do autor 

(como explica de Man), veja-se como Evans se autodescreve 
em constante referência a Atget. O Atget de Evans é uma 

auto-projecção moldada no C.G. de Baudelaire.



Uma ‘alma brilhante’ que 
se projecta nas imagens

283



284



284-85



Eugène Atget como auto-projecção de Evans

























WALKER EVANS (1903–1975) 
Southern Farmer’s Bed (Burroughs Family Cabin), Hale County, Alabama, 1936 
gelatin silver print, printed 1969–1970 by James Dow 
dated 'DOW 69-70' and variously numbered in pencil (verso) 
image/sheet: 8 x 10 in. (20.4 x 25.5 cm.)



WALKER EVANS (1903–1975) 
 
Bed and Stove, Truro, Massachusetts, 1931 (from the portfolio Walker Evans, 1971) 
Gelatin silver print, printed in 1970 
6 × 7 3/4 in | 15.2 × 19.7 cm



WALKER EVANS (1903–1975) 
 
Title: [Bedroom In Boarding House on Hudson Street, Residence of John Cheever, New York City] 
Artist: Walker Evans (American, St. Louis, Missouri 1903–1975 New Haven, Connecticut) 
Date: 1931–33 
Medium: Film negative 
Dimensions: 6 1/2 x 8 1/2 in. 
Classification: Negatives 
Credit Line: Walker Evans Archive, 1994 
Accession Number: 1994.256.572 
Rights and Reproduction: © Walker Evans Archive, The Metropolitan Museum of Art



Walker Evans 
Bedroom Interior, Enfield, New Hampshire, 1972 
Gelatin silver print; signed 'Walker Evans' in pencil on the 
mount, with Lunn Gallery stamp, titled and annotated 'XXIII 85' 
(19.2 x 19.2 cm) 





Henri Cartier-Bresson



O amadurecimento da fotografia enquanto forma artística 
leva-a a repetir a consciência de si mesma enquanto tradição, 

que está presente nas outras artes. Já não existe apenas a 
representação do presente mas a representação do presente 

mediado pela consciência da anterioridade. 





Walker Evans- Let Us Now Praise Famous Men 
Bud Fields and his family, Hale county, Alabama, photograph by Walker Evans, c. 1936–37; from the book Let Us Now Praise Famous Men 
(1941) by Evans and James Agee. Farm Security Administration/Office of War Information Photograph Collection/Library of Congress, 
Washington, D.C. (digital file no. 8c52407u)



Walker Evans, Let Us Now Praise Famous Men













Eugène Atget is to me the supreme lyric documentary photographer. 
You know most about him. I think he almost never missed. He was a 
very simple man with a marvelous eye. Knew how to select details—and 
not just any detail, but the most poetic detail. And he had a great 
humility in him and simplicity. He, as you know, lugged around a great 
big 8 × 10 [inch view] camera and ... he got up early in the morning for 
technical reasons. The result is that you have the spirit of dawn. I didn't 
mean technical reasons in any humorous sense of the word — although 
I realize that is a funny slip [laughter] … but photographic technical 
reasons. He had to stop traffic and the motion of traffic in his pictures, 
and he got up so that there weren't any troubles of this sort, and the 
results are marvelous. 
 
— Walker Evans, transcript of the Lyric Documentary talk at Yale, 1964, p. 108.



Certain men of the past century have been renoticed who stood away from 
this confusion*. Eugene Atget worked right through a period of utter 
decadence in photography. He was simply isolated, and his story is a little 
difficult to understand. Apparently he was oblivious to everything but the 
necessity of photographing Paris and its environs; but just what vision he 
carried in him of the monument he was leaving is not clear. It is possible to 
read into his photographs so many things he may never have formulated to 
himself. In some of his work he even places himself in a position to be 
pounced upon by the most orthodox of surrealists. His general note is lyrical 
understanding of the street, trained observation of it, special feeling for patina, 
eye for revealing detail, over all of which is thrown a poetry which is not “the 
poetry of the street” or “the poetry of Paris,” but the projection of Atget’s 
person. 

— Walker Evans, ‘The Reappearance of Photography’, Hound & Horn, October-
December, pp. 125-8



Três questões de O Pintor da Vida Moderna.



A HISTORICIDADE DA BELEZA 

A beleza do passado é a beleza extraída de um determinado presente. A 
beleza a ser extraída do presente é sempre já histórica, pois prefigura sua 

iminente obsolescência e historicidade. Não devemos representar o 
presente nas roupas da antiguidade. A intemporalidade da beleza repousa 

em parte na sua contingência, na sua superfície sempre já datada, na 
especificidade de um dado momento transiente.



Isto não significa uma nostalgia. 



Baudelaire não se refere a um modo de nostalgia a respeito do 
presente, nem a representação do presente é tida em consideração 
na qualidade de documento de um dado passado. Pelo contrário, 
interessa-se pela representação do presente enquanto presente, 
ideia que, como explica de Man, é especialmente problemática.



O interesse de Walker Evans pela representação do 
presente também é tudo menos nostálgico.



Walker Evans, Interview with Leslie Katz



Recorde-se Baudelaire: 



The latter half of the nineteenth century offers that fantastic figure, the 
art photographer, really an unsuccessful painter with a bag of mysterious 
tricks. He is by no means a dead tradition even now, still gathered into 
clubs to exhibit pictures of misty October lanes, snow scenes, reflets dans 
l’eau, young girls with crystal balls. In these groups arises the loud and very 
suspicious protest about photography being an art. So there is in one of 
the anthologies under review a photo of a corpse in a pool of blood 
because you like nice things. 
          Suddenly there is a difference between a quaint evocation of the 
past and an open window looking straight down a stack of decades. The 
element of time entering into photography provides a departure for as 
much speculation as an observer cares to make. Actual experiments in 
time, actual experiments in space exactly suit a post war state of mind. 
The camera doing both, as well as reflecting swift chance, disarray, 
wonder, and experiment, it is not surprising that photography has come 
to a valid flowering the third period of its history. 

— Walker Evans, ‘The Reappearance of Photography’, Hound & Horn, October-December, pp. 125-8



Baudelaire e Evans estão a pensar na intemporalidade de um 
passado que será visto no futuro ainda como um presente. É preciso 
estar-se fascinado pelo fluxo do presente, ser-se capaz de o não ver 
como uma mera ilustração do museu, da história da arte; é preciso 
representar o presente (aceitá-lo na sua particularidade) em vez de 

imitar o passado e as suas convenções. Nostalgia em arte é para 
ambos um sinónimo de estagnação.


